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ABSTRACT

The aim of this dissertation was to investigate the representation of specific types of
animals as they occurred in Homer and archaic Attic black figure vase painting with a
view to understanding how they were most likely perceived in antiquity. This
involved determining the underlying concepts around which each animal was
constructed by comparing and contrasting the imagery presented in the Homeric
works and archaic Attic black figure vase painting. The primary objective was to
suspend modem and westernized conceptions and to attempt to approach the animal
as from an ancient perspective. The Homeric works were chosen as representative of
the literary evidence since these poems offer the most complete, oldest extant
literature and are the result of a dynamic and continuous oral tradition. Similarly,
archaic Attic black figure vase painting was considered the most suitable corpus of
artistic evidence since the 6™ century BC was a time when the artists actively engaged
with and manipulated their themes and subject matter within an established tradition;
this artistic fabric presents a parallel with the Homeric evidence. As a result of this
investigation, clear and discrete concepts and images were determined for each
animal.
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INTRODUCTION

Why animals?
Animals have always occupied a large role in all spheres of man's life. They have
existed in every culture throughout the ages, they have been used as food, they have
been constdered both sacred and unclean, they have been revered and loathed, but
above all, they stand as fundamental symbols and archetypes to which the human

psyche relates.

The influence of the animal realm was strongly felt in the ancient Greek culture. Even
though the ancient Greek world-view was fundamentally anthropocentric, it is striking
how consistently animals existed as an integral part of the people's lives. Evidence of
this lies in both their literature and their art. For decades, scholars bave inferred
meaning from the evocative similes within the Homeric works. Much time has been
spent looking at how the animal imagery impacts and comments on the stature and
standing of the person to whom the animal is being compared. More recently,
symbologists have begun to interpret the potential significance of animals that are
represented in the visual mediums. Here, the scholars study the interrelationship and
the dynamics between the various components of the scene in an attempt to determine

the potential symbolism of the context.

It has become clear that the scholars were generally working on the assumption that

the character of the animal was already understood. On this assumed understanding,



meaning was then imported into the particular context, but from a modem
perspective. As with all ancient cultures one has to mediate between cultures that are
separated by time and circumstance. For instance, if the word "dog" was arbitrarly
offered as an example, immediate associative images and connotations spring to
mind; images that all depend on one's own personal and vicarious experiences. As a
result, this led to my developing a curiosity as to how the ancient specifically
perceived the various members of the animal kingdom. Hence, rather than looking at
how the animal imagery affected the human characters, the task required that I go
back to the conceptual stage where the animal itself needed looking at tn terms of how

it was represented and the contexts in which it occurred.

| have drawn my primary ancient evidence from the Homeric poems, the /liad and the
Odyssey, and archaic Attic black figure vase painting for the following reasons:

Firstly, besides the Hesiodic poems and other fragmentary works, the Homeric poems
represent the oldest and most complete extant body of literature from the ancient
world. Since the Homeric works are representative of a dynamic and continuous oral
tradition, they offer evidence from the past generations and prevailing ancient modes
of thought. As Mackay' asserts, "orality is not merely a feature peculiar to orally
composed "texts", but is rather a way of thinking, a way of looking at the world that is

most prominent at times in cultural development when writing is least in evidence.”

In addition to this, the Homeric evidence provides the richest source material for
animals that are predominantly found in the vivid similes in both of the works. In

these similes, the character of the animal is evocatively portrayed and recreated,

1 (1995:302).



where the animal almost lives and breathes for the audience. Besides the context of
the similes, animals occur in the 'reality' of the main narrative action, as livestock, as
sacrificial offerings to the gods and as a food source. Similarly, animals are used
metaphorically, they are wrought as design motifs on metalwork, they occur in
omens, they are included in epithets and they can both belong to and be
manifestations of the gods. The hide of the animal is used as raw material for
clothing, weaponry and other utilitarian purposes, animals are given as gifts and are

used as a reference point for expressing monetary value.

On the artistic side, the most diverse source of imagery is found within the archaic
Attic black figure vase painting. This period of art is a particularly rewarding area of
study since it represents a time of great creativity and innovation. Although, the
beginnings of experimentation can be found in the Proto-geometric narrative art from
the end of the 7* century BC, this body of evidence is sparse and the technique very
primitive, since it represents only the initial stages of development. It is only in the
archaic Athenian painting of the 6" century BC that theme and subject matter is
purposively exploited and where the artists gave thought to the potential in the

imagery already rooted in literature and the arts.

The study and comparison of Homer in conjunction with archaic Attic black figure 1s
chronologically important since the Homeric texts "represent the state of the oral
tradition at a date more or less contemporary with the rnise of narrative art at the

beginning of the archaic pcriod".2 Hence the two genres, individually and together,

? Mackay (1995:283).



are singularly appropriate contexts in which to explore the concept of animals in

antiquity.

Since early Corinthian vase painting is charactenized by its animal bands, and because
archaic Athenian art must be seen not as an isolated discipline but as located within a
wider context, the image of the animal is also explored within the Corinthian fabric.
For similar reasons, I include brief discussion of Attic geometric art, it being the

necessary, albeit stylistically pnmitive, forerunner of Attic black figure vase painting.

Animal Types

For the purposes of this study, it was not considered feasible or constructive to
include every type of animal species. In consequence, [ restricted myself to the feline
species, the ungulates, snakes and the canine family. However, the ungulate species
do not include the horse,” mule or donkey since these are a subject on their own.
Similarly, insects, fish and rodents did not occur consistently enough, as a subject, in
either genre for them to be constdered significantly helpful to the study.

This is also true regarding my deliberate exclusion of the different bird types and
species.® Also, birds are often not clearly differentiated in Attic black figure vase
painting, which would entail identification of the bird before determining how the
avian contributed to its scene. Similarly, the identification of species, specifically the
cantne, is superfluous to the purposes of this study since the specific breed or type
does not significantly enhance the overall meaning of the scenes. Lastly, I do not

consider that the mythologized hybrids occupy a valid antrnal description since they

} For instance Moore (1971) has already carried out a definitive study on this subject of the manner of
representation of horses in Attic black figure.
“ Bohr (1997) has already embarked on the study of the bird as represented on Greek vases.



do not occur in reality and are the product of an extensive web of inter-cultural

"breeding".

In brief, my aim is not so much to provide an absolute definition for the various
animal types but rather to establish general trends which can then be tested out in

other vase contexts.

Interpretative Methodology
In the artistic milieu, determining the intention of the artist is of primary importance
in this study. This entails looking carefully at the details of the scenes and the context
in which the animals occur, the order in which they appear, how they impact on the
scene, their relationship with the scene, their positioning in the picture field that may
imply a relationship with another aspect of the scene and an examination of the type
of animal and the groupings of animals in an attemnpt to interpret the impetus lying

behind the images within the scenes.

Within the vase painting context, except where it contributes to the overall
understanding of the animal or where I have perceived it to be intrinsically of interest,
I generally have avoided embarking on a comprehensive discussion of specific types
of animals as common attributes of the various deities. For one, Simon® has already
provided a detailed study including this aspect, and secondly, this therae 1s a separate
investigation in its own night. Additionally, except in special instances, I do not

discuss animals appearing on shield biazons of warriors represented in archaic Attic

5(1998).



black figure since this has already been sufficiently covered by other authors® and
does not offer significant insight for this study.

Within the Homeric works, the perception of the poet is the key. This required
investigating in what way the animal was specifically utilized and looking in which
contexts the animals occurred and how the particular animal impacted on the
depiction of the person in the main narrative. At the same time, this is not so much an
analysis of animals in Homer, which has already largely been done, as an attempt to
determine the inherent meaning of the animals in archaic Attic black figure vase
painting. For this study, the Homeric poems offer a generalized context which

provide a point of reference from which the vase representations can be viewed.

As the basis for the arustic evidence, I have used the Lexicon Iconographicum
Mythologiae Classicae (hereafter LIMC) as my primary source since the corpus offers
a broad range of images, randomly selected from the point of view of this study, from
the generic to the particulanized. Thereafter, I sought out other vase scenes, not
incorporated in the LIMC, which provided important comparative data onto which I .
could test my various theoretical hypotheses.

In terms of the literary evidence, [ have relied on Lattimore's translations of both the
lliad and the Odyssey since his translations best capture and retain the poetic quality
of the original works. All translations of Homer will therefore be his; for other
ancient quotations the translator will be indicated in the Bibliography. The spellings
of ancient names follow the transliteration system, except where the anglicised form

is firmly established in the scholarly tradition (Homer, not Homeros, for instance).

¢ Chase (1902) disunguishes ten, possibly, twelve different classes of shield devices. Holscher
(1972:101) discusses the apotropaic effects of the thermes on weapons.



This study involves a wide range of vases from an extensive reach of artistic
workshops. However, some artists such as Exekias, Lydos, the Amasis Painter and
the Leagros group were more inventive than other artists who merely produced vases
as a means to an end in the world of thriving commerce. The works of the former
artists clearly indicate that they gave thought to the concepts lying behind the tmages
that they represented, that they saw the potential in animal imagery and that they used
it with deliberation to enhance the meaning of their compositions. As a result, more
examples are drawn from these artistic groupings.

When a particular scene has been singled out to be described in detail, I have used the
letters of the alphabet, sequentially from left to right, to denote the relative position
that each human figure occupies in the picture field. For reasons of clarity, I have
restricted this labelling system to human figures and not extended it to incorporate the
spatial positioning of the animals. That is, the positions of the animals are easily

discerned relative to the designated human figures.

At the end of each chapter I have included a sub-heading titled "Specific
Mythological Scenes”, which comprise mainly the labours of Herakles. [ have
deliberately separated them from the main section of each chapter in an effort to
attemnpt to gather an understanding of the animals as seen in a "real” world.” Once
this has been discussed, it is then useful to consider, in the specific myth section, how
the artists used the essential character of the animal as a template to create new
monster types and mythologized beasts. Since the labours of Herakles primarily
involve various members of the animal kingdom, most examples have been drawn

from this corpus of mythology.

"Also, 1 deliberately do not discuss the sacrificial contexts in which animals occur since this introduces
the religious connotations which is a study in its own right.



I1

DOGS

Homer
The general attitude towards dogs in the /liad and the Odyssey 1s problematic. That
is, from the outset there is a fundamental difference in the presentation of the nature
of dogs between the two works. In the /liad, the dogs tend to be portrayed in an
overtly negative manner while in the Odyssey, the animal ts more favourably
described by the poet. Although this irregularity could be used as evidence concerning
the poets' underlying like or dislike of the animal, it must be recognized that the
circumstances of the dog will be fundamentally different when, on the one hand, it is
situated in the milieu of war, and on the other hand, its context is located in periods of
peace.® The more negative attitude towards dogs in the [liad is a realistic portrayal
within a war context. That is, in this context, food would be scarce,” exposed corpses,
to be mauled, would be a common phenomenon and little time and affection (if any)
would be directed towards the dog. In consequence, the environment of the [iad
would, by its very nature, draw to itself those dogs of a more feral, opportunistic and
companjonless description. Besides the hunting dogs of Patroklos (/. 23.173),'° the

friendlier version of dog would probably remain behind with its family."’

In the Odyssey, on the other hand, the predominant sentiment attached to the dog is of

a more positive type. Here, the dogs are situated in a civilized context, where food

® Scort (1947-8:227).

? Ibid.

'® Merlen (1971:26) suggests that, in reality, some hunting dogs would be taken with the warriors for
the capture of garne as food.

"' This rype of dog is embodied in the form of Odysseus' faithful hound, Argos (Od. 17.292 ff.).



and companionship is more easily available and where men have time for sport and

recreation, some of which would be spent with their hounds. "2

There are various types of dogs within the poems that can be placed into several
differing categories. Three main classes can be identified:" there is the table dog
(tpaneletc) (Od. 17.309, 11. 23.173) which has an essentially decorative function and
is a dog that "like the servant, omaments his master simply by being servile"."* In the
passage below, Odysseus comments on the dog, Argos, to Eumaios:

"kadoOg pev dENog EoTiv, dtdp 16de ¥ oD chga olda,

1 81 xol Taxdg Eoke BEeLv Enl e1Bel 1®Se,

A adtog olot te tpanelfieg kdveg avdpdv

yivovt, &yAding & €vekev xorfovoy EvoxTeg.”

"The shape of him 1s splendid, and yet I cannot be certain

whether he had the running speed to go with this beauty,

or is just one of the kind of table dog that gentlemen

keep, and it is only for show that their masters care for them.”

(Od. 17.307-310)

Based on Odysseus’' comments, it seems that the table dog has no explicit purpose but

that it is seen simply as a2 commodity of the household.

At the opposite end of the spectrum is the 8wdg, the feral canine that embodies the

concept of the opportunistic and ignoble scavenger:'*

L OpEL & @p’ avtov
Tpheg Enove’ dg el te dagoLvol OMDeEg OpecPLy
ape’ Edagov xepaov BePAnuévoy, dv T EBad’ avnp
1@ amd vevphic OV pév T HAvée mddecot
PevYmV, 8ep alpo Aapdv kol yobvat dpopr

. .. and around him
the Trojans crowded, as bloody scavengers in the mountains

"2 Although the bulk of the hunting similes do occur in the Jliad, it is often the wild beast that is their
focus rather than the dog itself (J1. 3.23 ff,, 17.725 ff.).

13 Redfield (1975:193 ff.).

14 Redfield (1975:259 n.66). Redfield also suggests that these dogs may have been used as watch-dogs.
' 1t is not surprising that the Greek word, 8wdg, can also mean “jackat".
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crowd on a homned stag who is stricken, one whom a hunter

shot with an arrow from the string, and the stag has escaped him, running

with his feet, while the blood stayed warm, and his knees were springing

beneath him.
(1. 11.474-477)

Here, no admirable quality of character is descmibed. The scavengers prey on
wounded and weak animals, suffering from injuries that hamper the victira's ability to
properly defend itself. Here, the dog takes advantage of situations weighted in its
favour and where the other animal is clearly handicapped.

The third class of dog is the intermediary that is located in between the

wildemess and the domestic sphere, the dog propt:r.l6 This type of dog is presented as

either the hunting hound or sheep dog.

Hunting and Herding Dogs

The bulk of the dog references within the /liad and the Odyssey occur in hunting and
herding scenes.'” Within the hunting category, dogs are portrayed in either a positive
or negative light. With respect to the more positive outlook, dogs are closely allied
with their masters and seem to be the natural extension of the human huntsmen (//.
11.292 ff., 11.413 £)."® Together, man and dog form a dynamic partnership. An
example of this can be found in the /7iad where Idomeneus is compared to the solitary
but savage boar that is willing to stand up against a group of huntsmen and their dogs:

aiX’ Epev’ g 81 TIg 60g oVpeoiy dAKl MENOLBWG,

0¢ T& JEVEL KOLOGUPTOV EREPYOUEVOV TOADV AVOPDV

Y pw v olomdAw, epiccoer 8¢ 1e vdTov VREPOEV:

OpBarpL®d & &pa ol mupl Adunetov: cdTap 08dvrag
enyetL, AAEEacOaL PELOdEG xOvag NdE kol &vdpag

' Redfield (1975:193), Lonsdale (1990:75 ff.).

'”As one might expect, the greater proportion of references are found within tbe /7iad. However, Scott
(1947-8:227) points out that there is a surprising absence of dogs in the Odyssey, in passages where one
would normally expect to find them. By way of example cf. Odyssey, Book 9 [The Kyklops with his
livestock].

18 Withjn]the Iliad, Lonsdale (1990:75) suggests that one of the dog's functions is to "mediate between
the realm of the huat, the natural world and the battlefield."
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but he stood his ground like a mountain wild boar who in the confidence
of his strength stands up to a great rabble of men advancing
upon him in some deserted place, and bristles his back up,
and both his eyes are shining with fire; he grinds his teeth
in his fury to fight off the dogs and the men.
(7. 13.471-475)

[n this encounter, it is significant that dog and man are not differentiated into
individual entities but instead present a united front. As a result, the boar is placed in
a situation that is weighted heavily against it.
While it does seem that the sheer numbers of men and dogs, in relation to the single
prey, would ensure the successful capture of the victim, there are instances where the
boar is portrayed as the victor (/1. 17.281 ff., 17.725 ff.):

1Bvoov & xOvescOLY £01KOTEG, 01 T XL KATPW

BANpEvVe &iEwor mpd K0PV BNPNTNP®V-

£wg PEV YGp 1€ BEOvOL Brappaicar pepadreg,

oML’ 3te 81 p' Ev toloty EALEETAL GAKL TETOLOGXK,
ay T avexodpnoov did T Etpecav dAlvdic GAloc.

and made a rush against them like dogs, who sweep in rapidly

on a wounded wild boar, ahead of the young men who hunt him,

and for the moment race in raging to tear him to pieces

until in the confidence of his strength he tums on them, at bay,

and they give ground and scatter for fear one way and another.
(/1. 17.725-729)

In this case, even in a wounded state, the boar inspires panicked terror and is able to
drive back the hunting dogs that are eager for the kill. In this light, there is a definite
sense of the dog as a lesser animal within the animal kingdom and this is reflected in
the self-preserving instincts of the dogs themselves (/. 8.338 ff., 5.476):

dg & 6te 1ig 1 xVWV cVOG &ypiov NE Afovrtog

AmTHTOL KOTOMIGOE MOOLY TAXEESTL SL1dK®V

ioyia e YAovtolg T8, EALGCOLEVOV TE BOKEDVEL, . . .

As when some hunting hound in the speed of his feet pursuing

a wild boar or a lion snaps from behind at his quarters

or flanks, but watches for the beast to turn upon him, . . .’
(11. 8.338-340)
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There is a tendency for the poet of the [liad to pair the Trojans with the
huntsmen/shepherds and their dogs, while the Achaians are compared to the boar and
the lion, beasts that are more vividly described, with attention paid to the essential
spirt of the beast.' Owing to the subordinated role of the dog within the similes, and
its lack of individual character, the Trojans could be seen as an anonymous pack or
group, with few distinct individuals. In the /liad, for a number of reasons, it is
reasonable to assume that the Achaians are the side that are favoured. For one, the
story is based on and opens with the quarrel between the two Achaian leaders,
Achilleus and Agamemnon. Secondly, it 1s given that the poet must have been aware
that the Achaians would eventually be the victors in the war and, thus, there would be
a natural tendency to ideantify with the winning side. Since the Achalans are not
commonly compared to the dog, and the losing side, the Trojans, are consistently
paired with the hound, on a fundamental level, the character of the dog cannot be

viewed in a wholly positive light.

Throughout the 'herding' similes within the Homeric poems, the closeness between
man and dog is amply demounstrated. In this category of similes, the dogs watch over
the livestock belonging to man. Here, the dog has a close association with its master
where animal and man come together in order to guard against predators. As with the

hunting scenes, the sheep dogs are not always successful in fending off the marauding

beast (JI. 13.198 ff,, 17.61 ff.):

& te 8V alyo Aéovie xov@dv Vo kapyapodovimy
apnAECVTIE PEPTITOV AV POTATE VKV
VYoD Omep yoing LETR YOUPNATOLY ELOVTE, . . .

as two lions catch up a goat from the guard of np-fanged

' Lonsdale (1990:76).



hounds, and carry it into the density of the underbrush,
bolding it high from the ground in the crook of their jaws, . . .
(1. 13.198-200)

The hunting dogs are sometimes even killed by the marauder:

GAX 6 ¥ &p Etpece Ompl xaxov pe€av ok,

0g 1€ xOva k1eivag 1 Boukdrov dpel Bbéecor

@eVYEL TIPLV Ttep OHIAOV GoAAGOTEVOL &VipDV-

But he fled away like a wild beast who has done some bad thing,

one who has killed a hound or an ox-herd tending his cattle

and escapes, before a gang of men has assembled against him.

(/1. 15.586-588).

While the Iliadic sheep dogs are occupied with the defense of livestock, the Odyssean
canines, specifically those belonging to Eumaios (Od. 14.21 ff.), are generally of
inferior character. That is, Eumaios' dogs are portrayed as indiscriminately aggressive
and savage, a mean pack of dogs, not fit for human company. In fact, the poet likens
these dogs to wild beasts [Bnpecoiv £otk61eg] (Od. 14.21) and later on in the
narrative, Eumaios must take up a sharp javelin as protection against both man and
dog when he goes out of doors to sleep in the company of his swine (Od. 14.532 ff)).
Similarly, another person, this time Odysseus, is almost subjected to a vicious attack
by these dogs had it not been for his swift and evasive action:

ggonivrg & 'Odvofia 160V KOVEG VAQKOLWOOL.

Ol HLEV KEKANYOVTEG EMESpapov abLTap 'Odveasde

g€leto xepdoovvy, oxfintpov 8¢ ol Exneoe xe1pdgs.

EvBa xev @ ndp oTabud deikeliov nddev GAyog:

Suddenly the wild-baying dogs caught sight of Odysseus.

They ran at him with a great outcry, and Odysseus prudently

sat down on the ground, and the staff fell out of his hand. But there,

beside his own steading, he might have endured a shameful maukling, . . .
(Od. 14.29-32)*°

20 Hainsworth (1961) discusses Odysseus’ actions by comparing them to a behavioura) technique used
with wolves which is intended to reassure the animal.
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One could argue that this scene demonstrates the protective loyalty of the guard dogs

1

over their tcrritory.2 That is, Odysseus is clearly perceived as an unknown intruder

and therefore must be dealt with in the appropriate manner.”* This is supported later
on in the narrative (Od. 16.4 ff.), when these same dogs fawn around Telemachos, a
person they would be familiar with. Because of this, the dogs do not bark at him
when he arrives at Eumaios' shelter. However, even taking this into account does not
substantially alter the relatively low status of the dogs. That is, they are not described
as having any brave or noble characteristics, and generally do not seem to have any

restraint that indicates canine training.

Later on in the narrative, an incident occurs where the dogs are the only ones, besides

Odysseus, who are able to sense the invisible presence of Athena:>

. 008 &p' 'Asnvnyv
Afibev and otobpolo xidv Edpaiog vgpopBoc,
GAN 1) ye oxedov Hibe dépog &' HIKTO YUVOLKL
koAf] Te HeYaAn 1€ xal ayAad €pya 1dviy.
o1f] 8¢ ko1 &vrifupov kiieing ‘Odvoil pavelsa:
o008 &pa TnAépayog 1dev avtiov ovd evémoev, -
oV Y&p mwg ndvtecol Beol @aivovion Evopyele, -
GAL" 'Odvoedg Te xDVEG 1€ 180V, KoL P 0DY VAGOVTO,
kvOENOR®d & étépwoe S ctabpoio pdPndev.

Nor was Athene unaware that Eumaios the swineherd

had left the steading, but she came near, likened to a woman

beautiful and tall, and skilled in glorious handiwork,

and stood in the forecourt of the shelter, seen by Odysseus.

But Telemachos did not look her way nor did he perceive her;

for the gods do not show themselves in this way to everyone;

but Odysseus saw her and the dogs did; they were not barking,

but cowered away, whimpering, to the other side of the shelter.
(Od. 16.155-163)

¥ Beck (1991:161) sees these dogs as an adjunct to the loyal Eumaios.

2 Rose (1979:217 fF) looks at this incident from the perspective of Odysseus' present status in bis
homeland. The master has become the unfamiliar visitor.

2 For further discussion of this scene, cf. Merlen (1971:26), Lilja (1976:29).
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Based on this episode, another aspect of the dog is introduced; their extrasensory
perception. However, this 'talent' only heightens the ambivalence surrounding the
dog. That is, within the Homernic poems, to them alone amongst the other animals are
attnibuted these powers, which suggests that dogs were considered to be unique in this
respect. Here the figure of the dog has been singled out as special and since the
protagonist of the story is the only other able to see the goddess, this ability must be

regarded as a positive attribute.

Outside of the hunting and herding categories:

e dogs are portrayed as carrion eaters (/. 18.272, Od. 3.259 ff.);

e dogs are depicted as domesticated companions to men (Od. 20.145);

¢ they are used metaphorically as terms of abuse (/. 13.623, Od. 19.92);
e they appear on works of art (Od. 7.91);

e they occur indirectly in the Kirke episode (Od. 10.210 ff.);

e they occur mythologically in the form of Kerberos, the dog that guards the

entrance to Hades (J/. 8.368, Od. 11.623).

Each of these categories will be discussed in turn.

Carmion Eaters

A particularly distasteful sub-group of the canine family is the carrion eater that

shamelessly mutilates the bodies of the dead.” These dogs are of the basest type and

** Vermeule (1979:108) takes a different view in that she maintains that the carnivorous animals and
birds were involved in the purification process of the dead because the animals have joined in the
cyclical character of the natural world.
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are consistently paired with the ignoble scavenging birds (/I. 2.393, Od. 14.133).
While there are significantly more references to these carrion eaters in the iad,> this
abhorrent image does not lose its edge in the Odyssey. In both of the poems, the
overwhelming negativity towards the carrion eaters can be seen in instances when a
character threatens his antagonist with the potential feeding of the latter's bodily parts

to the dogs (Od. 18.84 ff. [Antinoos threatens Iros), 7. 22.335 ff. {Achilleus

intimidates Hektor]):?®

"MEUWO ¢ ATEPOVIE, BOAdV £V VNl LeAaivy,
elg "Exetov BaciAfa, Bpotdv Snifuove ndviav,
0 «' &mo piva Tapnot kol odata vNAEL YoAk®
pnded T £€epoag dbn xvoiv opd ddoachor.”

"I will throw you into a black ship, and send you across to the mainland,

to Echetos, who preys on all men, and who is king there,

and he with the pitiless bronze will cut off your nose and ears,

and tear off your privates and give them raw for the dogs to feed on."
(Od. 18.84-87)

Clearly, the carrion eater is considered to be a loathsome and sordid animal to which
nothing is sacrosanct. However, even when the archetypal carrion eating type of dog
is not being directly referred to in the Homeric poems, it is significant that this is a

latent quality embodied in the other types of dog as well:

aDTOV & v mhpatdv e KOveg Tp@OTHOL BVPTIOLY
OUToTal EphovoLy, ENel k€ TIg OEET Y aAK®D
tOyag N Baddv pedéov £x Boudv EAntal,

oG TpEpov év peyéporot tpanelficg Bvupowpois.
of x’ &pdv aipa mbvieg dAdocovteg nepl BVUD
xeloovt év mpoBipotot.

"And myself [Priam] last of all, my dogs in front of my doorway
will rip me raw, after some man with stroke of the sharp bronze
spear, or with spearcast, has torn the life out of my body;

those dogs I raised in my halls to be at my table, to guard my

» For reasons discussed above.
 Vermeule (1979:103) describes the dogs and birds as “spiritual extensions of the warrior making the
taunt, a hunting image, in the realm of traditiona! thetoric and exaggerated mockery”.
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gates, who will lap my blood in the savagery of their anger
and then lie down in my courts."
(1. 22.66-71)%

In this case, it is no ordinary carrion eater that is being referred to, but the
domesticated dog raised within the sheltered community of a household. Based on
this passage, there seems to be a delicate balance where that which is "tamed" can
savagely revert and act out in a manner appropriate to wild beasts. A direct parallel
can be drawn with Eumaios' dogs in terms of their inherent aggression and negative
bebaviour towards Odysseus. Eumaios' dogs also seem capable of the savage

behaviour that is common to carrion eaters. Overall, it seems that the relationship

between dog and man was a wary one.

Companions to Men

On the other hand, a dramatic counterfoil to the cartion eating image can be found in
parts of the Odyssey where the dog occurs in scenes rooted in the real world, but
where it is portrayed 1in a far more positive and sentimental manner.”® Besides the
"hghtfooted” canine artendants of Telemachos (O4. 2.11, 17.62, 20.145), this
sentimentalized attitude 1s largely encompassed within the Argos episode:

Og ol LEV TO1aDT TPOG GAANAOVEG &YOpPEVOV:

&v 3¢ KOWV KEPOANV 1€ KoL OVOTO. KEILEVOS EGYEV,
"ApYos, 'Odvoafiog ToAasigpovog, 8v & mot ad1oG
Bpéye pév, 00d &rovnto, ndpoc & £ig “IAov ipnv
@dyeto. OV 8¢ mhporBev dyiveokov véor &vdpeg
alyag en aypotépag NdE rpdkag NdE Aaywoig

O1 161 xelT AMOBEGTOC AMOLYOUEVOLO VOKTOS

£V TOAA] KOTP®, 1| ol mpondpolbe BVPGWV

NULOVEV 1 BodV 1€ AALE KEYVT, . . .

7 In reference to this passage, Vermeule (1979:106), drawing on oriental correspondences, suggests
that the mutilation of Priam’s grey hair and private parts symbolizes destruction of his sovereignry and
bis descendants.

% In Preston Day’s (1984:29) research involving grave sites preserving dog remains, there is a clear
indication that the Greeks were sentimentally attached to their dogs. A 4% century BC grave has been

found behind the Stoa of Attalos in the Agora in which a dog has been buried with a beef bone, for
instance.
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Now as these two were conversing thus with each other,

a dog who was lying there raised his head and ears. This was
Argos, patient-hearted Odysseus' dog, whom he himself

raised, but got no joy of hum, since before that he went to sacred
Ilion. In the days before, the young men had taken him

out to follow goats of the wild, and deer, and rabbits;

but now he bad been put aside, with his master absent,

and lay on the deep pile of dung, from mules and oxen,

which lay abundant before the gates, . . .

(0Od. 17.290-297)
While this multifaceted passage may be approached from a number of different
angles,29 the main interest for this study concemns the insights the episode reveals into
the concept of the dog. Although one must be careful not to take too much of this
passage at face value,’ it is evident that at the simplest level of interpretation, there

was a very real emotional attachment between dog and man.”!

It must also be
remembered that Argos was originally a hunting dog, which speaks of a closeness
within the working "hunt" relationship since the better a man's relationship with his

hunting dogs, the more likely was the establishment of a successful and efficient

hunting team.

On another Jevel, it is within the dog, Argos, that all the most noble qualities of a dog
are found.’®> For one, his long wait for Odysseus even in the face of ill treatment
demonstrates the hound's loyalty and endurance. Secondly, an essential ability looked
for in a hunting dog would be its powers of speed and endurance. Not only is Argos
praised for his former speed and strength (Od. 17.315), but one of the recurrent

Homeric fixed epithets that is applied to dogs is in fact dp*(éc_,.” According to

¥ For a selecrion of interpretations, cf. Lilja (1976:29 ff.), Rose (1979:218 ff.), Beck (1991:161 fF.).

*® That is, it is recognized that this episode is a fictional and not a historical account.

3 For concurrence with this view, cf. Rose (1979:221 {f).

2 Rose (1979:226) maintains that Argos should be seen as the corollary to the heroism found in
Odysscus.

3 Lilja (1976:26). See Iliad 18.283 [xbveg &pyoi], 18.578 [cbveg mbdag &pyoil, 1.50 [xiveg
&pyoic), Odyssey 2.11 [xbveg &pyot], 17.62 {xOveg dpyol], 20.1435 [xdveg &pyol].



19

Liddell and Scott,>® &pyoi means "shining, bright, glistening" and the epithet used
for dogs, modag Gpyol, means "swift footed, because all swift motion causes a kind
of glancing or flickering light." Since the adjective, &pydg, is always used in relation
to dogs in Homer, this means that the poet has named Argos after an attribute found in

dogs in general.35

Almost in defiance of his age and poor circumstance, Argos 1s portrayed as an aware
and intelligent animal.®® That is, he recognizes Odysseus even after a nineteen year
separation (Od. 17.301 ff.) and is reported to have been a particularly clever tracker
(Od. 17.317). The value of this passage lies in its indication to the modemn scholar
that the concept of the ideal dog, that is, "man's best friend", was evidently a familiar
one to the ancient world. Because this passage was most likely meant to evoke a
sympathetic reaction from the ancient audience, their concept of dog as valued
companion does not seem much different from a modern perspective. At the same
time, one can argue that some of the poet’s concern for Argos lies mainly in the waste
of good hunting dog material, but this argument would not explain the emotional
response of Odysseus, which the poet takes time particularly to mention:

... avtap O voopLv idbv dropdpéato daxpv,
pela Aabdv Edpaiov, . . .

... hs maéter, who, watching him from a distance, without Eumaios
noticing, secretly wiped a tear away, . . .
(Od. 17.304-5)

Clearly, Odysseus is deeply affected by the state in which he finds his faithful hound.

* (1930:ad verbum).

3% As Lonsdale (1979:149) notes, the Greeks did not give their dogs buman names. For a list of canine
names, cf. Xenophon (Cyn. 7.5 ff). For discussion of the Homeric word, &pyég, cf. Chaintraine
(1968:104-5).

*¢ Rose (1979:222).
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Metaphorical Use

Dogs used metaphorically are also found in both Homeric works, as Graver®’ notes in
her definitive article. Although the term, xbwv (and denvatives thereof), is
sometimes used 1n a pejorative sense, 1t is stmking how copsistently this animal
appears within the two poems. Also, all of the dog meraphors (/7. 1.225, 22.345, Od.

22.35) are directly related to humans and their actions.*®

This 15 significant because
the dog metaphor could as easily have been attached to more impersonal items.* In
the Homeric Hymn to Demeter, for instance, both the abstract concepts of grief and an
unsuccessful harvest season are called xOvzepov (60) and xOvtotov (306)

respectively. However, because the metaphors are personalized in Homer, the

anthropocentrism of the dog within the early Greek poetic context is suggested.

While the dog metaphor is invoked as a term of abuse, the precise meaning of the
metaphor depends on the context in which it occurs. When Achilleus accuses
Agamernnon of having "dog's eyes, with a deer's heart” (/. 1.225), he is accusing
Agamemnon of having his eyes greedily on the lookout for any opportunity to
increase his share. This concept of greediness is often found in the figure of the dog
in the Aesopic fables'® where it is portrayed as the character whose proverbial
greediness is the cause of its own downfall. On another level, dog metaphors are used
to denote sexual licentiousness (/1. 6.344 [Helen chastizes herself], Od. 19.372
[Penelope describes the serving women]). In these cases, the context makes it clear

that the poet's intention is derogatory.

7(1995). I aru reliant on Graver both for categories and for cenain examples in the following section.
38 See Graver (1995:44) for discussion of a possible exception.

¥ Ibid.

© Aesop, 499:415, 472:254.



21

In other passages of both books, the dog is also used as a term of abuse which 1s
directed at the enemy (/. 8.527, Od. 22.35), and can be used as a comparative
adjective (kol xOvtepov &AAo mot Eting : Od. 20.18) revealing a potentially
cannibalistic impulse.*' Hence, the dog metaphor offers a wide range of possibilities
to choose from when one wished to insult one’s opponent, which reveals a

multifaceted perception of the character of the dog.

Artworks
Dogs occur in works of art in both the fliad and the Odyssey. On the shield of
Achilleus (/7. 18.478 ff.), herdsmen and their nine dogs drive their cattle along:

xpvoeol 8¢ VOUNES G’ EoTiybwvio Bdeoor
TECCAPEG, EVVEX JE oL KOVEG TOdag dpyol EmOVTO.
oLepdoréw & Aéovie 6V &v mpd ot ROesar
tadpov EPVYHNAOV EXETNV D 88 LaXpl HELVKOS
EAKETO" TOV 8 xXUVEQ petexiaBov 16 ailnol.

o pev avappréavie Bodg peydioro Boeinv
Eykota xol pedov alpa Aagdcaetov: ol 8¢ voufieg
oo evdieoav Tayéag KOvag OTPOVOVIEG.

ol & fitor daxéerv [Lev QNETPONDOVIO AEGVIGY,
lotapevor 8¢ u@d’ &yyug vVAAK1EOV Ex T GAEovTo.

The herdsmen were of gold who went along with the cattle,

four of them, and nine dogs shifting their feet followed them.

But amongst the foremost of the cattle two formidable lions

had caught hold of a bellowing bull, and he with loud lowings

was dragged away, as the dogs and the young men went in pursuit of him.

But the two lions, breaking open the hide of the great ox,

gulped the black blood and the inward guts, as meanwhile the herdsmen

were in the act of setting and urging the quick dogs on them.

But they, before they could get their teeth in, tumed back from the lions,

but would come and take their stand very close, and bayed, and kept clear.
(11. 18.577-586)

However, despite the dogs' valiant attempts at defending the livestock, two lions have
the upper hand and, as a result, a bull is Jost to the herd. It is here significant that the

dogs demonstrate a healthy respect for an animal very much their superior, both in

) Graver (1995:48). For additional comments on the metaphorical use of "dog" cf. Graver (1995),
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size and predatory skill (585-6). That is, in this context, the dog has a very limited
usefulness; it will defend its flock only up to the point where the personal risk

becomes too high.

A different type of dog is mentioned in the Odyssey where gold and silver watchdogs

decorate the palace of Alkinods in Scheria:

YAAKeOL pev yap Tolxol EAnAEdat Evla xai £voa,
£¢ YoV e€ 00809, mepl 8¢ BPLYKOE KVAVOLO®
YpUoELOL 8E BUPOL TLKLVOV 8OpOV EVTOG EEpYOV:
apyvpeoL 8e oTabuol v YOAKED ECTOCAY OVOD,
apyopeov & €@ DREPODHPLOV, ¥PLGEN 8¢ KopdVN.
xpOceoL &' ExTEPBE XO1 GpyhpeOL KDVEG TIoOLV,
od¢ “Heatotog €1evéev 1dvinol npanideoot

dDULA QUAOCCELEVAL LEYOATITOPOG "AAKLVOOLO,
&OavATOVG SvTag xol dyfpws fpata tdvia.

Brazen were the walls run about it in either direction

from the inner room to the door, with a cobalt frieze epcircling,

and golden were the doors that guarded the close of the palace,

and silver were the pillars set in the brazen threshold,

and there was a silver lintel above, and a golden handle,

and dogs made out of gold and silver were on each side of if,

fashtoned by Hephaistos in his craftsmanship and cunning,

to watch over the palace of great-hearted Alkinods,

being themselves immortal, and all their days they are ageless.
(0d. 7.86-94)

Because of the unusualness of the subject matter within this passage, it is evident that
the decorative function should be subordinated to a more symbolic interpretation.
Faroane,*? drawing on correspondences with Near Eastern parallels, suggests the dogs
pnmarily perform an apotropaic function. Rose,** on the other hand, believes that the

dogs represent the "luxuriating, overcivilized Phaeacians" and form a strong contrast

to Eumnaios’ dogs that resonate with and reflect a sirapler style of living. However, it

Lonsdale (1990:75), Redfield (1975:194).
2()987:257).
49(1979:218).



is clear that these are no ordinary dogs. Because they are made of precious metal,
they have been imrmortalized; this evokes a magical timelessness to the description of

the palace and adds an enigmatic overtone to the overall concept of the dog.

The third object of art on which a dog occurs is the brooch of Odysseus where a
bound grapples a fawn, strangling it as 1t struggles to escape:

£V TPOTEPOLOL TOBECTL KDWYV Exe motkilov A0V,

aonaipoviat AGwv: 0 8¢ Bavpdleskov GmovIEG,

axg ol gpUceoL EOVTEG O wev A&e veBpov andyywv,

QVTAP O EXQUYEELV HELOMG TiomaLpe MOdETOL.

... a hound held in his forepaws a dappled

fawn, preying on it as it struggled; and all admired it,

how, though they were golden, it preyed on the fawn and strangled it

and the fawn struggled with his feet as he tried to escape hum.

(0d. 19.228-231)

Here, the fawn is very much the weaker animal, being the natural prey for hunting
dogs. Because the brooch belongs to Odysseus, Rose* has suggested that the dog
stands as a symbol for the protagonist and the fawn for the suitors. The fawn is
clearly the weaker animal and in all likelihood will be killed by the dog. Based on
the unequal struggle between the two animals, the brooch "functions like an ominous
simile foreshadowing the hero's victory"* over the cowardly suitors. While the
ferocity of the dog is plainly being displayed here, in contrast to the shield of
Achilleus, this scene reflects a situaton in which the animal is more positively
regarded. That is, the audience has already been given an example of the ideal dog, 1n

Axgos, and in this passage, two books later, the brooch almost functions as an epitaph

which represents the arete of Argos. Here, the dog is portrayed as the victor where it

“(1979:224).
“(1979:225).
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preys on another animal as opposed to defending livestock against another predator.

Overall, it is significant that the dog is so frequently described as being depicted in a
variety of works of art. This indicates that the dog, as an artistic subject, must have
been easily observable which means that it shared much of the communal space with
man. At the same time, the dog's recurrent appearance in art suggests that the

potential symbolism of the canine was and 1s multifacered.

Kirke Episode

In the Kirke episode in the Odyssey, fierce predators are described as being dog-like

in their demeanour:*®

gVpov &' £€v Broonot Tetuypéva dopoto Kipxng
&eaTOTOWV AAESGL, REPLOKETTH EVI XOPW.

dpel 88 piv Abxor fioov Opéatepot NOE AEOVIEG,
1006 DTN KO TEBEAEEY, ENEL KOKA Pappak’ Edwxev.
oV’ ol ¥’ dpunBnoayv en &vdpdorv, aA)X’ &pa 1ot ye
OVPTIOLV HOXPTIOL TEPIOCULVOVIEG GVETTOV.

g & 81" v dpopt &voxta xOveg duitnbev Lovia
culvewo aiel yéap te @épet perhiypata Bopod:

In the forest glen they came on the house of Circe. It was

in an open place, and put together from stones, well polished,

and all about it there were lions, and wolves of the mountains,

whom the goddess had given evil drugs and enchanted,

and these made no attack on the men, but came up thronging

about them, waving their Jong tails and fawning in the way

that dogs go fawning about their masters, when he comes home

from dining out, for he always brings back something to please them.
(Od. 10.210-217)

This passage both presents the powerful nature of Kirke and comments on the more
benign character of dogs. That is, the quality of dog that the wild animals are

compared to has been tamed and is largely dependent on its master to provide for it.

As a result, the picture that emerges from this scene suggests an emasculation of the
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hound as an archetype which is compounded by the fact that the beasts were viewed

as previously fierce and savage creatures.

An Addinonal Insight into the Dog

Out of a series of parent-child references, an unusual sirmule is found in the Odyssey
where a she-dog angrily defends her puppies from a stranger:

g 8¢ kv dpoAfioL Tepl oxvAdkeooL Befdoa
avdp ayvonoao’ DAGET HERLOVEV TE payecta, . . .

And as a bitch, facing an unknown man, stands over
ber callow puppies, and growls and rages to fight, . . .
(0d. 20.14-15)

While this type of behaviour accurately portrays a vignette from real life, it also gives
insight into the perceptions concerning the dog. Here, the mother is fiercely
protective of her brood and shows no fear, only instinctive rage at the intruder. This
very maternal impulse is transferred onto Odysseus in terms of his outrage at the
invasion of the suitors into his domain and it is only by physically hitting himself on
the chest and talking to himself that he is able to re-establish a more rational grip on
his emotions (Od. 20.17 ff.). The mother-child comparison with the accompanying
strong emotions makes for a disturbing portrayal of Odysseus' barely contained anger
and highlights the injustice committed against him. This simile presents a very
'family’ orientated picture that stands in stark contrast to Odysseus' return; he is not
welcome in his family home. The simile also describes a positive artribute of the dog;

that is, the dog was capable of and engaged 1n familial behaviour.

% See \ion section below for further discussion, page 43 ff,
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Within Homer, dogs occur in vast cross-section of contexts, with both positive and
negative connotations. This indicates a complex conception of the animal and
presents the dog in a somewhat ambiguous light. Although the Greeks in antiquity
shared their living space with the dog and were thus, very familiar with the creature,
there seems to have been a fundamental underlying distrust of the animal. It seems
that the central perception surrounding the character of the dog was that it was an
inherently aggressive beast and that it conducted itself in a less than decorous manger.
This, to a large degree, is displaced by the strong ties of loyalty and companionship
between dog and man, as is evident in Argos, fostered through the domestication
process. However, it is made clear that even a dog that bad undergone the
domestication process was considered capable of reverting back to its instinctually
baser nature, as echoed by Priam's fears and revealed in the form of Eumaios’ herd
dogs. On the other hand, the dog seemed to be regarded as something of an enigma,
as suggested within the Homeric poems. That is, the animal was evidently considered
to have an uncanny ability for accessing the non-matenal realms, and, as a result, a
special connection with various deities, an aspect which runs through archaic Attic

black figure vase painting.
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Vase Painting
Geometric and Corinthian
The figure of the dog was not as popular as the other wild animals that commonly
occur in the Corinthian animal bands. In both Geometric and Corinthian art, the
standard mode of representation for this animal ié the "running dog" motif [Plate 1a,
b & c]. Here, the dog is portrayed with the wide spread stance that is typical of an
animal being represented as running, usually described as the "flying gallop". As part
of the "running dog" motif, the animal is usually in the pursuit of a hare;*’ usually
more than one dog is represented as involved m the chase. In these scenes, the dog is
relegated to the predetermined context of the hunt and little or no meaning can be

imported into these representations since the fupction of the dog is clearly apparent.

In Corinthian art, dogs also occur beneath the eating couches of men [Plate 2a].*®
Here, the dog either sits or lies under the couch and is sometimes represented as
attached to a leash. Initially, this type of scene was most likely rooted in reality where
the household dog would have settled under the couches in the hope of scraps of food
being offered to it. However, although the presence of the dog under the kline was
probably a regularly observed phenomenon in reality, the dog also fulfils an artistic
function on the vases in that it fills the awkward rectangular space below the couch.
That 1s, the-"dog-under-kline" clearly became a standard template for other scenes that

may not have necessarily been associated with food and eating.

“7 Corinthian: on olpai, Vatican 76 (NC 162), Amyx, Pl. 31.4; Munich Inv. 8764, Amyx, Pl. 16.1 [Plate
1a]. There are instances where the dog is paired with other animals, cf. on oipai, Frankfurt MFV $335,
Amyx, Pl. 16.2 a-b {Plate 1b] [with goat]; Syracuse 13580, Amyx , Pl. 15 [with boars and doe].
Geometric: an amphora, Athens 17519, Coldstream PL. 14e [Plate 1¢].

“8 For instance, on an amphora, Louvre E640, (LIMC 5: Ismene 1 3), on a column krater, Louvre E635,
(LIMC 6: Klytios I 1).
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Attic Black Figure
In contrast to the Geometric and Corinthian representations of the dog, there is a
significant spread of differing contexts tn Aftic black figure vase painting. As a
result, a list of various general categories can be compiled where dogs occur

consistently in specific types of scenes or in settings with identifiable figures.*

Dogs Featuring with Warnors and or in Warlike Contexts

There are instances in the LIMC where the dog occurs in scenes in which it
accompanies the warrior, Aineias [Plate 2b].50 These scenes represent Aineias
carrying his father, Anchises on his back, both fleeing from their besieged homeland,
Troy. Two possible suggestions can be proposed for the inclusion of the dog. Firstly,
Alneias is a soldier foremost and it 1s not uncommon for this type of person to be
attended by his dog in other vase painting scenes.’’ The second possibility is that the
association of the dog adds to the atmosphere of the scene. That is, in these "Aineias"
scenes, the hero is nobly carrying his father from danger, and he is usually being
accompanied by a member of his immediate family.52 It is highly probable that the

farpily unit, in reality, shared their home with a dog or dogs. By adding the presence

“ 1 do ot propose to deal with types/species of dogs due to the complexity of the subject and
considering that it does not seriously affect the general conclusions of their study. However, for more
information on this topic, cf. Merlen (1971). Coupled with the problem in distinguishing between
different species is the fact that pictorial representations of dogs cannot be relied upon as accurate
representations of reality because often the correct relative size of the dog is sacrificed for the sake of
compositional effect, since the space within the picrure field is limited.

*® For instance, on an amphora, Wirzburg L.212, (ABV 37!; LIMC 6: Kreousa II1 10), an amphora, San
Sireon 529-9-5437, (LIMC 6: Kreousa III 29).

3! For other types of scenes where 2 warrior is accompanied by his dog, cf. an amphora by the Leagros
Group, Munich 1507, (ABV 375.207; Add? 100; L/IMC 6: Memnon 7), an amphora by the Painter of
London B272, Wirzburg H89 (202), (ABV 341; Para 153, 166; Add* 93; LIMC 3: Eriboia 4), They
also occur on the shield blazons of some warriors, ¢f. Wilrzburg H89 (202), (ABV 341; Para 153, 166;
Add? 93; LJMC 3: Brboia 4), on an amphora, Nicosia 1934.iv-4.4, (ABV 279.48; Add’ 73; LIMC 5:
Hermes 861).

52 See on amphorae, San Simeon 529-9-5437, (LIMC 6: Kreousa I 29) and Wilrzburg L212, (4BV
371; LIMC 6: Kreousa I 10) [Aineias with Kreousa]; Wirzburg 218, (4BV 316.2; Add? 85, LIMC 1:
Alneias 69) [Aineias with Askanios].
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of the dog, a sentirmental picture of close-knit domesticity is created within a
mythological context.>> The dog creates a tension in a scene where a family has been
uprooted and flee in fear of their lives. The possibility of return 1s remote because

even the family dog must escape the previously secure domain of the homestead.

Scenes of Hunting

One of the scenes in which the dog explicitly takes part in the hunt in black figure
vase painting 15 in depictions of the Kalydonian boar hunt [Plate 28b & c¢]. Because
Oineus, the father of Meleagros, had not made a sacrifice to Artemis during one of the
festivals held in his city in Kalydon, the goddess retaliated in anger and sent an
enormous boar to lay waste to the surrounding countryside. Meleagros, with the aid
of the Argonauts, hunted this boar and killed it. The context of the Kalydonian hunt
representations is firmly rooted in the reality of the Homeric hunt where the dog
fulfils its role by either attacking the beast or running in pursuit of it.>* However,
sometimes a dog cannot withstand the might of its opponent and is disembowelled by

the fearsome tusks of the boar [Plate 28b].

In other 'hunt' contexts, the dog is usually represented as paired or juxtaposed with

one or many youths who hold a spear or carry their catch over their shoulders.*> Here,

53 For another "domestically-orientated” scene, cf. an amphora, Naples H3359, (LIMC 4: Herakles
1674). In this scene Herakles is being greeted or greeting (Oineus). Behind the older man stands
Deianeira who holds onto a child. At her feet, a dog stands with one paw raised and with its head
turned back looking up towards her. Even without the dog, the scene conveys the affectionate reunion
of a family. However, this sentimentalism is increased by the attentive posture and presence of the
dog.

* For instance, on an amphora, Munich 1386, (4BV 306.39; Add? 81; LIMC &: Canes 9 and 10).

% For instance, on a cup, London 1867.5-8.946 (B421), (4BV 18).1; Para 75; Add? 50). On an
Exekian amphora, Vatican 344, (ABV 145.13, 686; Para 60; Add* 40) depicting the Dioskouroi with
their family, the artist once again displays his thoughtfulness. Here, instead of simply juxtaposing
Kastor with his dog as a point of association, Exekias has relied on the kmowledge of the audience, that
Kastor is a buntsman, and has chosen to represent the dog enthusiastically leaping up in presumed
greeting of Polydeukes. [t is left to the viewer to mentally make sense of the presence of the hound
which is, in fact, a realistic depiction of the behaviour of a dog on return to its "family".




30

the concept of the hunt is only inferred once the representation has been actively
decoded by the viewer. That is, a naked youth with a spear, with a dog, and with or

without the catch implies a hunting theme.

(1) A particularly interesting "hunt” circumstance is the scene in which the dog
is portrayed with the figure of Cheiron [Plate 3a]. In most scenes of the archaic
period, Cheiron s typically portrayed as a man with a horse's rear attached to his
torso. He is usually clothed,®® his hair is generally unbound®’ and he wears a large
and shaggy beard that indicates his "wildness". He holds a leafy branch/tree over his
shoulder, commonly bearing his victims that have been captured from the hunt. The
centaur also generally has a dog standing alongside him or is positioned a little
ahead.”® The rype scenes in which Cheiron occurs with his dog are either with Peleus
presenting the baby Achilleus® or Peleus struggling with Thetis.*® However, apart
from the context in which Cheiron occurs, and his consistient use of clothing,é" there is
no obvious indicator that distinguishes him as the cultured, and thus atypical, centaur
to which mythology refers (cf. //. 4219, 11.831). As a result, the dog can be regarded

as an important facet of the overall scene.

%8 There is only one instance in black-figure in the L/MC where be is not clothed, cf. a cup, Wilrzburg
1452, (ABV 63.6; Add? 17, LIMC |: Achilleus 35).

3" He is, however, depicted in some scenes with bis bair bound.

* Cheiron does occur in scenes where there is no dog alongside bim. However, within most of these
scenes he usually has his branch but with no catch slung on ir. In these cases the concept of the hunt is
remote or does not feature at all. Branches are generally the established weapons for other, more
warlike, centaurs, cf. an amphora, New York 41.162.103, (LIMC 8: Kentauroi et Kentaurides 166), a
hydria, London 1846.5-18.35 (B51), (A8V 123.4; Add* 34; LIMC 8: Kentauroi et Kentaurides 248).

* For instance, on an amphora, Naples SA 160, (4BV 271.68; Add’ 71; LIMC 7: Peleus 220).

® For instance, on an ampbora, Syracuse 21962, (LIMC 7: Peleus 158). There is also an instance
where baby Herakles is being received by Cheiron but this is pictorially very rare; cf. on an amphora,
Munich 1615A, (4BV 484.6; Para 221, Add* 122; LIMC 3: Cheiron 100).

' The other standard centaurs represented on Attic vases are mostly nude but do sometimes wear
clothing.
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It is highly probable that the presence of the dog, connected with Cheiron, 1s directly
related to a longstanding tradition:
TO pev edpnua Bedv, ATOAA®VOG kAl "APTENLSOC, Bypot Kal KUVES
gdooav 3¢ kol €tipncov 1001w Xelpwva did dikotdtnta. 6 38 Aofov
ExGp1 Td Gpw xal éxpfito.
Game and bounds are the invention of gods, of Apollo and Artemis. They

bestowed it on Cheiron and honoured him therewith for his nghteousness.
(Xenophon, The Art of Hunting, 1) 82

However, although Cheiron was probably already associated with dogs and the hunt,
as this later literature helps to suggest, it 1s here proposed that the inclusion of the dog,
specifically, is a means of evoking an important milieu.

Dogs are generally the companions of men and because they are often found around
man, dogs are a consistent feature of human society. Simularly, rather than Cheiron
being displayed as a monster-t:ype,63 which he evidently is not, with the important
symbol of the dog he is now represented as a "man" of the wilderness, doing what
civilized men do with their dogs in the woods, that is, hunting. Instead of Cheiron
being depicted as a daimonic creature living in the woods, he is here accompanted by
his dog with his catch neatly strung up on the branch he carries, on his way back from
a successful hunt.** He is now someone who can be equated with man through the

device of the dog.65 It is significant that, by way of contrast, Cheiron is not

52 Although Xenphon wrote in the 4™ century BC, he is the product of a long literary tradition which
means that his writing still is of value in terms of indicating previous modes of thought,

5 The other centaurs are of a monster type and are most frequently depicted as engaged in fighting
scenes. Their weapons are primarily rocks and roughly hewn branches; for instance, on an amphora,
New York 41.162.103, (LIMC 8: Kentauroi et Kentaurides 166), on 2 hydria, London 1846.5-18.35
(BS1), (4BV 123.4; Add’ 34; LIMC 8: Kentauroi et Kentaurides 248). Other scenes in which they
occur are with Herakles; for instance, an amphora, Naples 2537, (ABV 477, Para 217, LIMC 8:
Kentauroi et Kentaurides 139), an arnphora, Louvre F266, (LIMC 8: Kentauroi et Kentaurides 244) and
being involved in the production of wine; for instance, on a lekythos, Malibu 86.AE.132, (ZIMC 8&:
Kentauroi et Kentaurides 359).

 No dogs occur with the unspecific centaurs on Aftic vases within the LIMC.

6 In Apollodoros, Bibl. TIL.IV 4, Cheiron is again paired with dogs. Here he is portrayed as being able
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represented with a dog when he features in scenes involving the marriage of Peleus
and Thetis;*® this is a human context, and the dog is not therefore needed to reinforce
Cheiron's "humanness"”. That is, within this context, Cheiron has no need of the
“civilizing" influence of the dog because the very context itself is humanized. Only
‘civilized" humans perform marriage ceremonies. The very fact that Cheiron takes
part in this milieu is by extension a comment on his persona. However, if he is taken
out of this necessary circumstance and set within his natural surroundings, the dog is

needed to mark the distinction between civilized man and the elemental natural world.

Dogs as Carrion Eaters

As in the graphic descriptions of Homer, the most disturbing aspect in the
representation of the dog in art is in its carrion-eating role. This image is most
strongly evoked on an Exekian amphora in Philadeiphia®’ in the scene where, on the
right, Aias lifts the dead body of Achilleus, and on the left of the scene, Menelaos
attacks an Aithiop [Plate 3b]. Depicted on the shield blazon of Menelaos, which
occupies a comparatively large and central part of the picture field, is a dog that
chews on some kind of substance that lies at its feet. This "substance" is most likely
carrion since its size and shape does not suggest anything vegetarian. This scene is
particularly evocative since to the right of this image 1s the dead body of Achilleus
and to the immediate left of the shield blazon, the Aithiop whom Menelaos attacks

seems to be in the process of dying.®® The theme of death oun either side is

to pacify the distraught dogs of Akwaion. It is also interesting to note that these dogs, in their
wanderings, ended their quest by arriving at Cheiron’s cave in particular.

 For instance, on a dinos, London 1971.11-1.1, (Para 19.16 bis; Add* 10; LIMC 3: Cheiron 41), on the
Frang¢ois Vase, Florence 4209, (ABV 76.1; Para 29-30; LIMC 3: Cheiron 42).

%7 Philadelphia 3442, (4BV 145.14; Para 60; Add’ 40).

% Both the weakened posture of the figure and the blood flowing from his chest point to bis subsequent
death. Beazley (1951:68) also interprets this as Menelaos' deathblow.
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encapsulated in the carrion eating dog image on the shield, an image which evokes the

Homeric references to the reviled scavenger who shamelessly gluts itself on raw flesh.

A rather curious scene with the same cartion eater theme is found on a later lek'ythos69
that depicts three women 1n a presumed underworld scene {Plate 43].70 One of the
women, i1dentified as Hekate, is attached to a thick snake-like tail out of which two
dogs also emerge; the dogs gnaw at a small human figure which 1s clearly defenseless

against the onslaught.”’

There 1s no clear mythology surrounding the chthonian
goddess, Hekate. That is, she is a somewhat ambiguous figure since her domain
extends from childbirth to guarding the crossroads and the gates to Hades. Together
with Hekate and the mutilation of the eidolon, this scene explicitly presents the
abomnination of the carmon-eating dog to which nothing is sacrosanct. This negativity

1s compounded by the unnatural representation of the main figure with its hybrid body

parts.

Occasionally in other vase painting scenes,’” the dog is represented with an object in
its mouth. At first glance to a casual observer, the object looks like a stick. However,
on closer examination, this "stick" looks remarkably like the hoof and lower leg of an
ungulate. An example of this can be seen on an amphora, representing Memnon with
two Aithiops [Plate 4b].” On the left stands one Aithiop holding a club in one hand,

and his other is gesturing towards Memnon. He looks towards Memnon, to the right.

® Athens 19765, (LIMC 3: Erinys 7).

® As is suggested in the entry for this vase: L/MC 3, Vol 6, p1013.

' Both Karouzou (1972:65) and Sarian (L/MC 3:p 1013) identify the main figure as Hekate and the
small buman body as an eidoton. For further discussion of this scene, cf. Karouzou (1972).

2 For instance, on an amphora, Munich 1727, (48¥ 397.33), on a neck amphora, Tarquinia RC 2801,
(ABV 392.1%Y; LIMC 6: Memnon 10).

¥ Tarquinia RC 2801, (4BV 392.11; LIMC 6: Memnon 10).
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In the centre of the scene, facing left, stands Memnon, wearing a helmet, greaves,
holding two spears, and a shield with a bird represented on the blazon. Juxtaposed
behind Memnon's legs is a dog that looks up towards the Aithiop. The dog holds an
animal's leg in 1ts mouth. On the extreme right is another Aithiop, facing to the left.
He is also gesturing. The overall atmosphere of the scene is overtly ominous. That is,
the Aithiops are reacting to Memnon, which i1s inferred from their gesturing, an
animal has died to feed the dog, and Mempnon 1s fully armed and ready to engage in
battle. Additionally, the bird on the shield could be interpreted as the depiction of a
carrion-eating bird, similar to the vultures referred to in Homer (/7. 2.393). That is, in
view of the overall tone of the scene, it seems unlikely that the bird image is meant to

be benign. In view of the above discussion, the dog image clearly contributes to the

overarching, negative tone of the scene.

Dogs Beneath Eating Couches

Occasionally, dogs are represented on vases where they are lying or crouched under a
dining chair in interior scenes.” It seems likely that these scenes were inspired by
Corinthian examples’® as well as being a direct transference from scenes based in
reality. This is significant in terms of indicaning the ubiquity of dogs and the
evidently close relationship between dog and master. Homer reinforces this
relationship when he describes how two of Patroklos' dogs "of the table" were

sacnificed on his funeral pyrc.76 It must also be noted that all of the dogs in this type

™ For instance, on an amphora, Florence 70995, (48V 110.32; Para 44; Add’ 30; LIMC 3: Dionysos
756).

8 For instance, on an amphora, Louvre E640, (LIMC 5: [smene | 3), on a column krater, Louvre E635,
gLIMC 6: Klytios 1 1).
¢ Iliad 23.173. Also see Priam's reference to his household dogs in /7. 22.66 fY.
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of scene are represented with collars around their necks, details that clearly signify

their domesticity.

Hermes and Dogs

Many depictions of Hermes represent him as accompanied by a dog, often with a
collar around its neck, which indicates that it is tamed [Plate Sa].”’ The dog 15
usually superimposed behind or in front of the god, making the intended association
clear.
In the Homeric Hymn to Hermes we are told how Apollo, with the saoction of Zeus,
bestows upon Hermes the dornain that primarily incorporates the world of animals:”®

[dg Epat™ oVpavobev 8g matnp Zebg aOTOHG ENECO!L

BTike télog maowv & &p' O ¥’ olwvoict xEAevoev]

Kol yaponoior Aéovat kot dpyddovot cveooL

KOl KOG Kol LnAolowy, oo Tpé@et evpela (OdV,

nao1 § énl npoPfdtoroiy dvéooely xv3pov ‘Eppdy, . . .

(IV.568a-571)

So he spake. And from heaven father Zeus himself gave confirmation to his

words, and commanded that glonous Hermes should be lord over all birds of

omen and grim-eyed lions, and boars with gleaming tusks, and over dogs and

all flocks that the wide earth nourishes, and over all sheep.
Through the artists' inclusion of dogs in so many scenes with Hermes, it is evident
that they understood the canine to be one of the attributes of Herrnes. However, the
artists involved the dog not only because Hermes was associated with the hound, but
it would also seem natural to an artist that the god, as patron to herdsmen, should

himself be accompanied by a dog, as are other herdsmen. Another possibility is rather

more interesting and, again, leans beavily on evidence found in the Hymn.” In line

7 For instance, an amphora, Boston 60.790, ((288.12 bis); Para 126; Add* 75; LIMC 4: Hera 427).

® However, Simon (1998:259) maintains that Hermes is not the male counterpart of Arlemis and,
therefore, should ot be seen as the “Lord of the Animals.”

™ It must be poted that this poem is particularly valid for this study because it has been dated to the
earlier part of the sixth cenrury, Evelyn-White (1977 :oxvili).
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194, we are told that although four "fierce-eyed" dogs guard Apollo's cattle, Hermes
is still able to steal the bovines away. Based on this evidence, Lilja*® proposes that
the emphatic word (6éavpc) which the poet uses to indicate Apollo’s incredulity
should be related to Henmes' extrasensory communications with dogs. If there is,
indeed, this “telepathic" connection between Hermes and dogs, it is pertinent to
consider the dogs of Eumaios in Homer, which responded to Athene, who, was not

seen by any human other than Odysseus.”

This example offers a helpful insight that
could be put forward as evidence of ancient perceptions surrounding the dog. That is,
perhaps it was believed that the "sixth sense" was a faculty that dogs were capable of
accessing, a quality which sets them apart from the other animals. Certainly, this
would account for the dog's association with the eerie and supernatural, in the forms

of Hekate, Hermes and the dog's predisposition for eating the carrion of previous life

forms.

Miscellaneous Scenes

Kirke
One of the most well-known scenes in the Odyssey is the Kirke episode.®> This scene
is variously represented in archaic Attic vase painting, in particular on the famous
Boston cup [Plate 5b]:83 At the left of this scene, in position 4 1s a human figure with
a lion's head, in position B, a man (Odysseus, cf. Od. 10.321 ff) with his sword
drawn, and, in position C, a figure with a human lower torso topped by a boar's head

and hooves instead of hands. To the right of centre, in position D, stands Kirke, in the

801 ilja (1976:41).

&l As discussed above.

§2 10.135-574. See discussion above.

8 Boston 99.518, (ABYV 198; Para 80; Add* 53). For other representations, cf. a lekythos which
represents Odysseus' companions as swine, Taranto 9125, (4BL 197.7, Para 213), a cup, Boston
99.519, (ABYV 69.1; Add? 18).
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process of handing over a cup, the contents of which she is stirring with her wand.
Immediately below her outstretched hand which holds the cup, is a seated dog that
looks up in her direction. The next three successive figures, in positions £, F and G,
have a boar's head, a ram's head and a wolf's head respectively. The figure with the
boar's head sti]l retains its human hands while the other two have hooves and paws
per capita. At the extreme right, in position X, a buman figure steps towards the right
but looks backwards over his shoulder, one hand gesturing in an upwards motion.**
While Snodgrass uses this vase as an example of what he terms the "synoptic"
method of conveying narrative visually,*> nowhere does he account for the presence
of the dog. Although the dog has been interpreted as another of the transformed
hetairoi, the pictorial and literary evidence seems to suggest otherwise. That is, the
smallness of the scale of the dog and the central position it occupies in the picture
field deliberately draws our aftention to the animal. On the one band, Davies®’
suggests that this was a depiction of a real dog functioning as the link between the
human Kirke and the half-animal companions, while Schefold,®® on the other hand,
maintains that the dog draw our attention to the supernatural element of Kirke which
1s intrinstcally connected to her knowledge of the Underworld. However, aside from
the presence of the ram, the other animals that are portrayed in the scepe all
cortespond faithfully to the list of enchanted beasts described in Homer. In view of
this, it is proposed that the dog functions as a pictorial metaphor referning to the

obsequious "dog-like" behaviour of these nomally vicious beasts (Od. 10.214 ff).

¥ Snodgrass (1982:8), Buitron and Cohen (1992:78) and Schefold (1992:298) all identity this figure as
the frightened Eurylochos, cf. Od. 10.244 ff.

55 (1982:7).

% Buitron and Cohen (1992:78).

¥7.(1986:183).

#8(1992:298). See Kirke's instructions to Odysseus in Od. 10.508 f¥.
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Additionally, just as the dog obediently sits and looks up to his mistress so too has

Kirke successfully tamed Odysseus' men.

Love Tokens
Occasionally, the dog occurs in scenes that depict the exchange of love gifts.** Koch-
Harnack,”® who has completed an in depth study involving the love gifts and animal
presents, cannot positively classify the dog as intended as a gift. However, she does
suggest that the dog is part of a dual gift, complementing the presentation of the hare
that was caught in the hunt. The dog, says Koch-Hamack, is the pecessary accessory
in the capture of the hare. Hence, the dog-hare combination can be seen as encoding a
complex set of relationships: the dog and hare in the hunt, the dog and hare in the gift-

exchange context, and the possible paraliel with the erastes/eromenos couple.

Gigantomachv

Dogs also occur in Gigantomachy scenes, together with other felines and the snake
[Plate 14b].°! As Carpenter®® points out, while dogs do seem to aid Dionysos in his
battle against the giants, "there is no hint in literature that the dog was one of his

manifestations."

Artistic Function

Another aspect of the dog lies purely in its artistic representation on vases. That is,

the hound occupies a space for no other reason than to enhance the aesthetic

 For instance, on a fragment, Louvre F85, (CVA Louvre (3), Pl. 79.6), on an amphora, Louvre F26,
{ABV 150.5; Para 63; Add’ 42).

% (1983:79 ff).

! For instance, a cup fragment, Athens, Akr. 1632, (L/IMC 4: Ge 4).

7 (1986:68).
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composition of the picture field. A pertinent example can be found on a hydria in
Bochum [Plate 6a].”> The overall composition consists of two riders (the
Dioskourot), each seated on a horse, both frontally facing, and a dog is on the left of
the field behind the legs of the horse on the left. The figure on the left looks towards
the centre, facing the figure on the right. His horse, however, tums its head to the left,
facing the outer edge of the picture field. The left figure appears to be a warrior since
he 15 greaved, helmeted and holds two spears and a shield. The dog, on the ground
level, is shown in profile to the right and his neck and head are lowered ground-ward.
To the right of the picture space, the other figure faces to the left, towards the centre,
apparently engaged in some sort of communication with the figure opposite him. He
holds a short staff in his right hand. His horse faces to the right, looking towards the
edge of the scene. Kunisch®™ comments on this scene and draws attention to the
significant function that the dog serves in differentiating between the two riders,
"indem er als bildgrundparallele Silhouette vorgefiihrt wird...hebt er die Frontalsicht
der Reiter in die Dimension des Gegensitzlichen, Andersartigen."” Here, not only has

the dog served to strengthen the composition as a whole, but it is also thematically

relevaant.

Specific Mvthological Scenes

Dogs also occur as.monster-types in mythology, the most well-known being the dog
of the Underworld, Kerberos [Plate 6b]. This dog embodies the most fearsome
qualities of the watchdog, both in physique and in function. That is, in Attic black

figure the canine usually is represented as a large species with two heads and a snake-

% Bocbum inv. S 1165.
%4 (1986:31).
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head terminating at the tip of its tail.** Kerberos stood guard over the entrance to the
Underworld, a place where no mortal would dare to venture. It takes a great hero like
Herakles to retrieve the dog, and this labour is his most difficult to complete.®® It is in
another of Herakles' labours that the second type of monster dog is found. In this
case, it is Orthos, the dog that watched over the cattle of Geryoneus. Like Kerberos,
this dog is represented with two heads in Attic black figure.”” While Kerberos is the
archetypal watchdog, Orthos is the model herd dog; both have heightened attributes
which single them out as "other" to the more normal dog represented on the Attic
vases. Aside from these mythological contexts, in Aftic black figure, dogs are not
obvtously represented in the guise of watch dogs or herding dogs, as perceived from
their context. Firstly, it would be difficult to portray a dog as either a guardian or a
herder without amply representing the context in which it occurred. Secondly, there
would be no reason to evoke such mundane contexts when more dynamic scenes were

already a part of the artistic repetoire.

x kW

The sentimentalism and apparent meaning with which the dog is portrayed in archaic
Aftic black figure 15 not found in the earlier Geometric and Corinthian art. Within
these earlier periods, the dog is highly idealized which strongly evokes the Homeric
context of the hunt. In these hunt contexts, the dogs are pot individuated entities and
there is no suggestion that they are the companions of men.”® Although Geometric

and Corinthian art does not invite interpretation, since the pictorial motifs are

% For instance, on an amphora attributed to the Leagros Group, Vatican 372, (4BV 368.107; Para 162,
Add® 98).

% For an example, see Boston 28.46, (ABY 261.38; Add’ 68).

% For instance, on a lekythos, Delos 547, (4BV 379.274; Para 168; LIMC S: Herakles 2470), on a cup,
London B442, (LIMC 5: Herakles 2471).

%8 Even in the "dining-couch" scenes, there is no sense of individualization or interaction berween roan
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repetitive and primarily decorative, it does seem that the dog assumed greater
importance in later art. That is, in Attic black figure the dog occurs primarily in the
main scenes, in which mortals and immortals are depicted. Additionally, dogs as a
general rule do not occur in the subsidiary animal bands, in the way that the }ions and
the other animals do. This suggests that the dog is placed in a different category to
the other animals, all of which are found in the animal bands. It would seem that the
dog was not seen as an "animal” per se, but rather a constant and familiar companion
and thus occupied space in scenes rooted in reality. In these scenes, there seems to be
a close identification with the dog and recognition that this animal shared most of
man's living area. Despite this, the distasteful aspect of the dog is not ignored. That
is, there is a sharp distinction between the portrayal of dogs that are domesticated and
those that respond to a more feral descniption. The figure of the dog is either
portrayed with a marked sentimentalism or placed in contexts with an overtly negative
overtone. Although it is true that some artists preferred to represent dogs,” it is
significant that the character of the animal is stll strongly conveyed. That is, even in
the work of the Amasis Painter there is a cup which, under each handle, represents a
small dog in the act of defecarir_lg;mO since the main scene on this cup involves satyrs
sexually stimulaung themselves, the actions of the dogs are charged with meaning.
The less apgreeable habits of the dog are revealed which indicates, to somce cxtent, that
the dog was not considered -an entirely clean animal. It i1s just as revealing, by the
omission, that other animals such as the lion are never represented in a compromising

position. This indicates that each animal had specific connotations in antiquity.

and animals.

 Vases attributed to the Amasis Painter are especially noticeable for their enthusiastic depiction of
dogs.

'% Boston 10.651, (ABV 157.86, Para 65; Add* 46).
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The representation of the dog in the different artistic fabrics, especially Attic black
figure, strongly coincides with the dog as portrayed in the Homeric works. That is,
the dog can be represented as a scavenger, as a companion, as an intermediary
between the human and non-human realms and as an animal that was not entirely
trusted to maintain a consistent mode of behaviour. In both Homer and archaic Attic
black figure, the dog can be best expressed as a dichotomy, as an animal capable of
polar extremes. Archetypally-speaking, the dog embodied both the light and the
shadow side of the psyche; both the positive and the negative; it could be super aware
(powers of telepathy) yet it could act in an unconscious and instinctual manner.
However, the prevalence of the dog and its different manifestations in both literature

and art, reveals that the crearure impacted on a significant part of man's life in

antiquity.
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LIONS

Homer
In terms of the literary evidence, the figure of the lion in both Homeric epics is
suggestive of potential violence and savagery. The lion is presented as an anumnal to
be feared, a flesh-eating beast with no capacity for mercy. In the /liad and the
Odyssey, lions are generally endowed with the attributes of physical strength such as

is appropnate to compare with the might of Aias (/7. 16.823 ff.,, 17.133 ff., Od. 6.130
ff.):

BA & Tpev @ 18 Aéwv Opeoitpopog, adki neno18hmg,
d¢ 1 €10” LOUEVOC Kol anpevog, &v &€ ol ooe
daietar adtap O Bovst petépyetol N OlecoLY

NE HET AYPOTEPOG EAGPOVG KEAETAL BE € YOOTTP
UNAwv TElpAoovTa Kol EG Tox1VOV §6nov ELOETY:

and went 1n the confidence of his strength, like some hill-kept lion,
who advances, though he is rained on and blown by the wind, and both
eves
kindle; he goes out after cattle or sheep, or it may be
deer in the wilderness, and his belly is urgent upon him
to get inside of a close steading and go for the sheepflocks.
(Od. 6.130-134)

They are represented as courageous, like Hektor (/7. 12.42 ff., 16.756 ff.):

aVTap 0 v ®G 10 mpodchev ELdpvato toog GEAAY
wc & 0T Gv Ev Te KOVEGOL Xal Gvdpdaot Bnpevifict
XAMPLOG NE ALV GTPEPETOL GOEVEL BAepeEaivov:
ol 8¢ te nvpyNdOV cpéag adTodg dpTOVAVIEG
avtiov lotoveol kal axoviilovol Bapeidig
olypdg Ex Xep@dV' 10D & 0V mote xkvd&Aipov kip
tapBet 00dE pofeitar, dynvopin d€ pwv Extar

But Hektor, as he had before, fought on like a whirlwind.

As when among a pack of hounds and huntsmen assembled

a wild boar or lion turns at bay in the strength of his fury,

and the men, closing themselves into a wall about him,

stand up to face him, and cast at him with the volleying spears thrown



from their hands, and in spite of this the proud heart feels not
terror, nor turns to run, and it is his own courage that kills him.
(11. 12.40-46)

And they embody the concept of danger and brutality (/1. 11.113 ff,, 15.592 ff., Od.
22.402 ff., 4.335 {f.), like Agamemnon slaughtering two helpless young Trojans:
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And as a lion seizes the innocent young of the running

deer, and easily crunches and breaks them caught in the strong teeth

when he has invaded their lair, and rips out the soft heart from them,

and even if the doe be very near, still she has no strength

to help, for the ghastly shivers of fear are upon her also

and suddenly she dashes away through the gladcs and the timber

sweating in her speed away from the pounce of the strong beast.

(1. 11.113-119).

The sheer power of the lion is distinctly portrayed here since the deer does not even
attempt to defend herself or her young. That is, she should instinctually seek to
protect her offspring, as is the natural behaviour of a creature bomn of the wild.
However, she is so overwhelmed by fear that she, instead, flees in terror.
The above Homeric passages provide keen insight into the character traits of the lion
and it is evident that it is an animal around which strong connotations are aroused.

However, while it is described primarily as a ferocious beast, the above passages

reveal an element of respect and awe for the prowess of so powerful a beast.

Marauder of Livestock

The lions within the Homeric narratives perform in a variety of roles, the principal of

which is that of the marauder of domestic livestock (/7. 5.136 ff.). 101 Within this type

91T onsdale (1990:2).
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of role, the lion is clearly seen as the wild intruder who comes down from the
uncivilised wildemess and mountainous regions into the cultivated land inhabited by
man (/1. 5.554 ff., 12.299 ff., Od. 6.130 ff.):

oiw Tdh ve Aéovte dbw Speog kopupfiorv
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... as two young lions in the high places of the mountains,

had been raised by their mother in the dark of the deep forest,

lions which as they prey upon the cattle and the fat sheep

lay waste the steadings where there are men, until they also

fall and are killed under the cutting bronze in the men's hands.

(11. 5.554-558)

Here, the lions are perceived as opportunistic parasites, eating food that does not
require any effort on their behalf. For the herdsmen, only extreme measures, in this
case death, are sufficient in order to solve the problem that they pose. However, this
passage also reveals, by extension of the lion invader, the fate of the human invader in
general. That is, the Achaians, with aggressive intention, have stepped into the
temtory of the Trojans, an action that most likely would result in many fatalities on
both sides. Hence, the two Achatans, Orsilochos and Krethon, to whom the young

lions are compared, are mercilessly attacked by the swong Trojan warrior, Aineias, in

his defense of his homeland.

[n direct opposition to this intruder-tyvpe, there is man (in the role of the
shepherd/herdsman) who has set up his steadings and animal enclosures, human
boundaries that the wild animal violates. In order to gain access to the livestock,
many of the lions must actively jump over the physical barriers of the fences which
man has constructed (//. 5.136 ff., 5.554 ff.). While it might be argued that it is man

who is the transgressor since he is the one who has entered the wildemess regions, in
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these contexts, however, it is clearly the lion that disturbs the status quo and the one

that is seen as the aggressor:'®

BA P Tnev (g 18 AémVv Opecitpopos, 8¢ T Emdeung
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he went onward like some hill-kept lion, who for a long time

has gone lacking meat, and the proud heart 1s urgent upon him

to get inside of a close steading and go for the sheepflocks.

And even though he finds herdsmen in that place, who are watching

about their sheepflocks, armed with spears, and with dogs, even so

he has no thought of being driven from the steading without some attack
made,

And either makes his spring and seizes a sheep, or else

himself 1s hit in the first attack by a spear from a swift hand
thrown.

(1. 12.299-306)

The other roles that the lion fearures in, of a less common occurrence, are those
where:

e the lion is the opportunistic scavenger (/7. 3.23 ff., 11.474 ff.);

e the lion is the object of the hunt or the quarry (J/. 8.338 ff., 12.41 ff.);

¢ the feline is the hunter of other animals (77. 11.113 ff.);

e the beast pits his strength against an equal adversary (/7. 16.756 ff. [lion versus

lion], 16.823 ff. {lion versus boar]).

'%2 For discussions on how the lion similes impact on and bighlight the stature of the particular heroes,
cf. Lonsdale (1990), Moulton (1977).
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Scavenger

In the scavenger role, the lion is reminiscent of the dogs that gorge themselves on
fallen warriors. However, in the context of the Iliad, the circumstance of the lion
itself is threatened, in comparison with Menelaos, cbancing on Paris tn the midst of
battle:

0 1€ AE®V eX&PN LEYEAW £TL CORATL KVPOQS
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He was glad, like a lion who comes upon a mighty carcass,

in his hunger chancing upon the body of a horned stag

or wild goat; who eats it eagerly, although against him

are hastening the bounds in their speed and the stalwart young men.

(71. 3.23-26)

Here, the lion osks the danger represented by the huntsmen and their dogs in order to
assuage its very real and desperate hunger.'® Because it is motivated by a survival
mechanism and not by greed, for instance, the lion is not portrayed as base and
abhorrent, as the scavenging dog 1s tended to be perceived: it is this hunger impulse,
however, that determines the beast’s behaviour and that drives the lion to vicious

4

extremes.'®™  The poet is very aware of this potentially malign influence when he

points out that it is raw meat that the beast feeds on (//. 5.782 ff., 7.256 ff.). As
structuralist analysis has shown us, this clearly demarcates man from the creature he
is being compared to, since the mark of a civilized man is one who cooks his meat
before consumption. However, the lion is still portrayed as one of the superior

creatures found in the animal kingdom and, in the /liad, the feline is placed in sharp

'% Eor other instances where hunger is the motivator, cf. /1. 12.299 ff., 16.756 ff., 18.161 ff. For the
connected theme of hunger in relation to the protagonist, Odysseus, cf. Magrath (1982:207 ff.).

1 [ onsdale (1990:65) suggests that the warrior's “hunger” for glory is as compelling as the lion’s
voracious appetite for meat.
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juxtaposition with the more common scavenging animals, who flee in terror at the

sight of the beast:

... apel & ap’ odTov
Todeg €novl’ o el 18 dagpoivol 8deg SpecLy
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.. . and around him

the Trojans crowded, as bloody scavengers in the mountains
crowd on a homed stag who is stricken, one whom a hunter
shot with an arrow from the string, and the stag has escaped him, running

with his feet, while the blood stayed warm, and his knees were springing
beneath him.

But when the pain of the flying arrow has beaten him, then

the rending scavengers begin to feast on him in the mountains

and the shaded glen. But some spirit leads that way a dangerous

lion, and the scavengers run in terror, and the lioo eats it.

(/1. 11.473-481)

This simile presents a complex image which compares Odysseus, beset by Trojans, to
the stag; the lion seems to signify Ailas, who eventually comes to his rescue.
Although all of the animals here are essentially opportunists that prefer to prey on an
already weakened animal, the lion is still set apart from the common predator. That
i, it is some daimon that leads the lion to the carcass, an image that evokes a quasi-
divine context for one cannot imagine, for instance, a dog being drawn to a corpse
through the agency of a daimon. This immediately elevates the lion to a more noble
stature than the other lesser amimals. In addition to this, even the ignoble scavengers

recognize the lion as a supenor beast since, at its arrival, they run away from it in fear,

instinctively understanding their place in Nature's hierarchy.
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The Hunted Versus the Hunter

Even when the lion occurs in the hunted' role, its power and the strength is in no way
diminished:
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As when some hunting hound in the speed of his feet pursuing

a wild boar or a lion snaps from behind at his quarters

or flanks, but watches for the beast to turn upon him, . . .

(1. 8.338-340)

In some of the similes, the poet will compare a warrior to both the boar and the lion,
but presenting them as altermatives to the other. In the above passage, Hektor is
pursuing the Achaians but it is not clear whom the boar or the lion represents.
However, perhaps the animal must neccessarily be indefinite since no specific hero on
the Achaian side is being referred to. In this regard, the lion and the boar are invoked
as equally weighted alternatives; both are the prey. Although the lion is portayed in a
weaker role than normal, the lion does not usually appear as a victim unless it has
been parenthetically placed with the boar, as the quarry.'®® However, even if the lion
is presented as an alternate to the boar, the wild pig is a formidable adversary and a
dangerous object of the hunt.!% As a result, one cannot validly compare the lion with
the more common and timid objects of the hunt, like the deer and the wild goat; in the
hunt context, the lion is still portrayed as a glorious beast. This is recognized by the
reactions of the hunting hounds, as 1t was by the scavengers in the previous passage.
That is, the bunting dogs, that are accustomed to and skilled in the hunt, are on their

guard for any reprisals from this dangerous beast. On the other hand, it is more

common for the lion to be represented in the role of the hunter. Here, 1t is portrayed

19 1 onsdale (1990:22).
1% See section on boars below, page 97 ff.
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as a merciless opponent that cold-heartedly kills its victims and devours their lifeless

forms.

Equal Adversary

With regard to the last role, that of an equal adversary,'”’ Lonsdale'® draws some
pertinent correspondences in terms of the implied equality between the boar and the
lion. He offers various occurrences of emotive words and phrases attributed to
animals within the Homeric works, which convey their fearless and bold nature; two
animals which are repeatedly associated with such qualities are the boar and the lion.
As already mentioned, they are two animals that are often presented as a substitute for
one another (/1. 5.782 ff., 7.256 ff., 12.42). As a result, the boar also takes on a new
significance; it is a creature that is regarded as worthy of challenging the lion, and, as
will be discussed later, this is an image that is carried through into the artistic realm

on archaic vases.

In the Pseudo-Hestodic Shield of Herakles, we can again see the evidence of this
ancient perception. In one instance, in the description of Herakles’ shield, we are told

that the two ranks of animals (boar versus lion) pair off and glower at one another
with rivaling animosity:

'Ev 82 cudv dyéAdal yAovvay Ecay NdE Aedviwv
£C OPEQC JEPKOUEV@V, KOTEOVIWV B lepévav Te.
TOV xal OLIANdOV oTiyeg Hioav, 008E vu o ye
oVdETEPOL TPEETNY, PPIOCOV YE HEV QOYEVOS ELPO.
HOM Y&p oprv EXELTo PEYOC ALG, Gl B8 KATPOL
do101, amovpdevol Yuxdsg xato € oL KeAn1vov
ol anedeifer’ Epal” ol & adyévog eEepLnovieg
KEl0To 1e0VNdTEG LRO BAocvpoict Aéovory:

'%7 *Equal adversary’ encompasses a range of shared attributes: equal strength, shared savagery, mass,

and connotative value.
19 Cf. Lonsdale (1990). His Appendix B details all the occurrences of the differing forms of the word
¢pfiv which occurs in words applied both to the lion and the boar.
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Also there were upon the shield droves of boars

and lions who glared at each other, being furious

and eager: the rows of them moved on together,

and neither side trembled but both bristled up their

manes. For already a great lion lay between them

and two boars, one on either side, bereft of life, and

their dark blood was dripping down upon the ground;

they lay dead with necks outstretched beneath the

grim lions. And both sides were roused still more

to fight because they were angry, the fierce boars

and the bright-eyed lions.

(168-175)

Here, a fierce and tense scene of confrontation berween equal adversaries is being
depicted. Although two boars have already been killed in the battle, the remainder of
the boar group share the same attributes as the lions. That is, both types of animals
glower at one another and have bristling "manes”, both are brave and are motivated by
their anger and both are eager to fight. Besides the boar embodying similar character
traits as the lion, it is the only other animal that has a "mane" that can bristle in a

hostile manner. This detail allows for artistic effect particularly when the boar is

being compared to the lion.

Another indicator of the perceived sirmilar qualities between the two animals is the
fact that they are both described as having glowing or glaring eyes which signifies
their inherent savagery (cf. Shield of Herakles, 426, 390-91, Homer, Od. 6.130 ff.
[eyes that kindle], 11.611 {lions with glaring eyes in the baldric of Herakles], /.
20.164 ff). This, together with the above evidence, indicates that the boar and the
lion were regarded as interchangeable, specifically within the Homeric animal similes

(1. 11.293, 12.42).'%

19 1 onsdale (1990:71).
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Although the lion is occasionally described as being in a state of fear, these instances
do not substantially alter the overall impression of the creature:
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But Zeus father who sits on high drove fear upon Aias.
He stood stunned, and swung the sevenfold ox-hide shield behind him
and drew back, throwing his eyes round the crowd of men, like a wild
beast,
turning on his way, shifting knee past knee only a little;
as when the men who live in the wild and their dogs have driven
a tawny lion away from the mid-fenced ground of their oxen,
and will not let him tear out the fat of the oxen, watching
nightlong against him, and he in his hunger for meat closes in
but can get nothing of what he wants, for the rainy javelins
thrown from the daring hands of the men beat ever against him,
and the flaming torches, and these he balks at for all of his fury
and with the daylight goes away, disappointed of desire.
(1. 11.543-555)'10

While the lion starts out feeling afraid of the men, it in fact retreats more with feelings
of frustration at its lack of success than with feelings of fear. As Lonsdale

indicates,'!!

the combination of the lion's courageous and fearfu] emotions serves to
create a more naturalistic portrayal of the creature.
As seen above, the bulk of lion references occur within the simile formulas, however

lions can also be found in several other categories. Reference to the lion can be found

n:

"% For an example in the Odyssey, cf. 4.791 ff. where Penelope worries whether Telemachos will be
killed by the suitors.

" (1990:46). He also comuments (1990:44) that the lion is largely porirayed in three dimensional
terms, and, as a result, is the most realistic of al! the animals mentioned in the similes,
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e epithets (/. 5.639 ["the heart of a lion"], 7.228 ["Achilleus the lion-hearted"]);

e metaphors (/. 21.483-4 ["Zeus has made you a lion among women"].'"?

In addition to this,

s lion hides are used as cloaks wom by great heroes (/1. 10.23 ff.[Agamemnon],
10.177 ff. [Diomedes]);

¢ lions are represented on works of art (Od. 11.611);

e lions occur 1n scenes of enchantment as manifestations (Od. 4.456 [Old Man of

the Sea]; 10.212 ff. [Kirke's beasts]).

It has become clear from the many examples of contexts in which the lion occurs, that
the lion image was especially liked by the poet, and by extension, by the people of the
era. Within the lliad, it is also evident that the leonine attributes are generally allied
with the Achaian forces, whose warriors seem unconsciously to imitate the lion. That
is, the lion and the Achaian forces are both the invaders: one jumps over the sides of
livestock enclosures, and the other wishes to scale the Trojan walls.' 12 Although the
lion is savagely portrayed, it is not an indictment of the feline but rather a testimonial
to the power inherent in the animal. The story of the outcome of the Trojap War was
certainly already known by the people who listened to the Iliadic tales. That is, the
Achaian forces will evenrually bring about the destruction of Troy. In view of the
“tendency to match the lion-image with the Achaians, and in view of the fact that the
focus of the Jliad revolves primarily around two Achaian fighters, Achilleus and
Agamemnon, it seems that the Achaians were favoured by the poet above the Trojan
troops. Hence the lion 1s paired more commonly with the Achaian side since the

animal is the strongest and most powerful of all the animals. Since the feline image

12

I merely note these as categories but do not discuss them since they are largely self-explanatory.
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incorporates the concept of victory, the poet has in fact anticipated the Achaian

triumph.

In this regard, it is noteworthy that within the /liad, the poet allows only two warriors
to wear a lion-skin cloak, and both of them are Achaian. The first hero is
Agamemnon who occupies the prestigious position of king of Mykenai and chief
leader of the Achaians:

opbmwheig & Evduve nepl c1hHBeca yLTdva,
rocot & VRO AMmopoictv £81caTo KoAd RESLAC,
apel & Enerta daporvdy EEcoato SEPHO AEOVTOG
alBwvog peydiolo modnvekég, etheto § £yyoq.

He stood upright, and slipped the tunic upon his body,
and undemeath his shining feet he bound the fair sandals,
and thereafter slung across him the tawny hide of a lion

glowing and huge, that swung to his feet, and took up a spear.
(/1. 10.21-24)

The second is Diomedes, who is one of the greatest Achaian fighters as well as being

Lord of Argos:

Q¢ @&b’, 8 & due’ dpowcry Eécoato dépua Aéovtog
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He spoke, and the other wrapped his shoulders in the hide of a lion
glowing and huge, that swung to his feet, and took up a spear.
(7. 10.177-178)
Both men are among the elite at Troy and the adjectival phrase, "glowing and huge",
in both passages, raises. the ordinary activity of donning a pelt, as a basic item of

clothing, to a new level. Based on this, the action becomes imbued with potential

significance."!

13 1 onsdale (1990:6)).

"4 The other Achaian whom one might expect to be categorized in this group as "lion-like” in his
demeanour is Achilleus. However, it would be redundant on the poet's part 1o issue a lion skin to this
hero because he is distinguished by his godly armour, the description of which takes up most of liad,
18. It can be regarded as significant that, as pant of the artwork on his shield, two fierce leonine
aggressors are described as harassing a herd of cattle (/. 18.579 1.).
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In view of the above passages, a tempting interpretation presents itself: it could be
proposed that the men who wear a specific pelt take on the character attributes of that
particular animal.'"® The evidence certainly supports such a notion. For one, the lion
is the predominant animal image in the aristeia of Agamemnon in Book 11 of the
Miad''® Out of thirteen animal similes, lions oceur in eight of them. Within these
eight, Agamernon is directly compared to the lion in the two short sirailes (/7. 11.129
ff.,, 11.239). In terms of the remaining, more developed similes, the image in lines
113 ff. 1s conspicuous, occurring in the scene where Agamemnon strikes down Isos
and Antiphos.'"” Here, Agamemnon is compared to the lion, and his two victims to
the young of a deer. This is a particularly powerful image because the victims in this
context are the super-vulnerable young of an animal that is already the natural prey of
_ the carnivore. The fawns are vulnerable not only by virtue of their nature but they
also lack the vital speed that is necessary for their escape, speed to which a fully-

13

grown deer has recourse. The tmage of the victims' lack of speed for escape is

carried through to the next long simile in lines 172 ff. Here, the Trojans flee from the
bloody Agamemnon in an attempt to reach the city gates and to re-group; a section of
them cannot keep the pace and are stranded in the middle of the plain. In a similar

manner to the fawns, this latter group falls under the hands of the raging Agamemnon,

and by extension the brutal lion figure:'"®

ol & &t xop pécsoov nedlov @opéovto Boeg &g,
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"'* Cenainly the totemic significance of an animal hide cannot be completely disregarded.

"¢ | onsdale (1990:56 ff.). See page 44 above.

' See above for quotation of this passage.

"8 Lonsdale (1990:59) suggests that the use of anthropomorphic vocabulary further intensifies the
drama of the scene.

"' The "anacking lion” motif is imporiant because in "nearly every instance this leonine aggression is
both motivated and orchestrated by a god . . . invariably the wardor described as leonine aggressor is
successful and his opponent is vanquished”, Markoe (1989:88).
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while others still in the middle plain stampeded like cattle
when a lion, coming upon them in the dim night, has terrified
the whole herd, while for a single one sheer death is emerging.
first the lion breaks her neck caught fast in the strong teeth,
then gulps down the blood and all the guts that are inward.

(I1. 11.172-176)

A frightening and gruesome picture 1s painted which highlights the fear that the
Trojans feel on being confronted by so great and strong a warrior. This gory image
finds its parallel in the Odyssey, in the lion similes describing the blood-spattered
Odysseus after his slaughter of the suitors (Od. 22.402 ff., 23.48 ff.). Again, lion and
hero present a termifying image. In the same way that the lion is covered with the

blood of an ox that it has ravaged, so too all around is the bloody aftermath of

Odysseus' killings.

[t is no accident that most of the main protagonists in each work are likened to the
lion. This presents an interesting but circular conceptualization. That is, the imagery
of the lion amplifies the greatness of the hero in the very same way that the distinction
of the hero cements the potency of the lion figure.

Within Iliad 11, 1t is significant that the great Hektor is compared to a mere huntsman
in lines 292-3:

g & 81e mod 1T1g Bnpntnp KVvag dpyLddoviag
celn €1 &YPoTépw oVl KOMPiw RE Afovty, . . .

As when some huntsman drives to action his hounds with shining
teeth against some savage beast, wild boar or lion, . . .

Here, he encourages his men as a huntsman drives his hounds against a savage beast.

120

An assortment of these savage beasts are mentioned, © and again the beasts (note the

lion) are a direct reference to the Achaian forces. In this context, the grandeur of the
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lion image is not employed for Hektor's benefit. As a result, a slightly impotent and
fallible image of Hektor, and by extension the Trojan side since Hektor is their greatest
wammior, is presented. This interpretation is validated since the lions mentioned in the
remaining three simules are also directly compared to heroes on the Achaian side (474

ff, [Aias], 547 ff. [Aias], 382 £f. [Diomedes]).

In Book 5, which countains the aristeia of Diomedes, a total of seven lion references

1

can be identified, six of which are in simile form.'*' In the first simile Diomedes is

cast as the marauding lion when he rejoins the battie after Athene's advice as to what

to do if confronted by an immortal:
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now the strong rage tripled took hold of him, as of a lion

whom the shepherd among his fleecy flocks in the wild lands

grazed as he leapt the fence of the fold, but has not killed him,

but only stirred up the lion's strength, and can no more fight him

off, but hides in the steading, and the frightened sheep are forsaken,

and these are piled pell-mell on each other in heaps, while the lion

raging still leaps out agatn over the fence of the deep yard.
(11.5.136-142)

Diomedes presents a formidable picture through the image of the rampaging lion.
Even the normal guardian of the flocks cannot withstand the wrath and strength of this
beast. This renewed enthusiasm for battle culminates in the following simile (161 ff.)

where Diomedes kills Echemmon and Chromios, and where the lion breaks the neck

12 Note the alternatives of the boar and the lion.
12l Ainejas stands out as the only Trojan to be accorded the emblem of the lion (/1. 5.476). However,
this is the exception rather than the rule.
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of and kills a bovine.'?? In lines 476 ff., when Sarpedon admonishes Hektor, accusing
his men of "slinking away like hounds who circle the fion", it is not clear who the
human equivalent of the lion is, but it is definitely an Achaian and most likely a
reference to Diomedes, considering the two earlier images in lines 136 ff. and (61 ff.
The lion images in the ]ast two similes, one developed (554 ff.) and one short (782 ff.),
appropriately refer to Diomedes' men. In 554 ff, the twin brothers, Orsilochos and
Krethon, are Jikened to two young lions that prey on the livestock of man, while, in
lines 780 ff,, the men are not named but are described as the bravest of the Achalans
who huddle around Diomedes. The last lion reference is an epithet that is invoked by
the Achaian, Tlepolemos, when he refers to his father, Herakles, as a man with “the
heart of a lien" (639). If Book S is looked at as a whole, besides one short simile in
lines 778-79, where the horses of Hera in their eagemess 1o stand by the brave
Achaians are compared to shivering doves, the rest of the animal imagery is wholly
restricted to the lion. Clearly, the lion carries the distinction of being the favoured
animal subject within Books 5 and 11 that relate the aristeiai of two of the greatest
Achaian warriors and, by no means coincidentally, these are the two warriors who
even wear the pelt of the fierce beast. As a result, this animal presents a formidable

image of strength and ferociry.

According to Magratb,I23 the series of lion imagery in the Odyssey acts as a vehicle to
exponentially build up the feeling of violence as the story progresses. Through a
detailed analysis, Magrath reveals the association between the similes that occur in the
Odyssey and their climactic impact in the bloody Book 22. He suggests that the

savage killing in this book is not carried out in the likeness of a rabid dog, but is

"2 This mode of killing occurs 1n the aristeiai of both Agamemnon (11.175) and Menelaos (17.63):
Lonsdale (1990:53).
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described more meaningfully as a leonine attack. Certainly, this has far-reaching
ramifications for the character of the hero; the hero does not engage in senseless
killings and his actions are ennobled with righteous purpose. In fact, in the Odyssey,
both Odysseus and his son, Telemachos, are identified with the figure of the lion. Qut
of the eleven lion similes, Odysseus is the subject of six of them. In 4.335 ff. and
17.126 ff., where it is predicted that Odysseus will kill the suitors, he is compared to
the terrifying lion wrecking havoc upon the defenseless fawns placed mistakenly in the
lion's Jair:

g 8 6moéT ev EVAOYW EAapog kpoTepoio AEOVTOG

veBpodg KOLUNCACH VENYEVEQS YOAQOTVOLG

KVNHOVG e€£pENOL KOl &YKEQ TOLNEVTQ

BookopEvn, 6 & EncLta Ny £LGTAVBEY EVVAV,

apeotéporot 8¢ tolotv delkéa MOTLOV EQikey, . . .

As when a doe has brought her fawns to the lair of a lion

and put them there to sleep, they are newborn and still suckling,

then wanders out in the foothills and the grassy comers,

grazing there, but now the lion comes back to its own lair

and visits shameful destruction on both mother and children, . . .

(Od. 4.335-339)

This rather serious error on the mother's behalf underlines the great mistake that the
suitors have made in foisting themselves on the household of Odysseus. It seems
unnatural that a deer could not have smelt the lingering presence of the previous

inhabitant, just as it is against the typical rules of conduct for the suitors to take

advantage of Odysseus' absence from his home,

In Odyssey 4.724, Odysseus is portrayed as a man with the heart of a lion, a formula
found in the description of the celebrated Herakles (/. 5.639) and in a modified form

concerning the illustrious Achilleus (/7. 7.228 — “lion-hearted").'* However, it seems

'3 (1982:205).
12 The other two similes concerning the gory countenance of Odysseus (22.401 ff,, 23.48) have been
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that being "lion-hearted” is a rather ambivalent image. That 1s, in view of Magrath's
comments, and taking into account the separate leonine vignettes, to have the heart of
a lion is to be courageous and strong but with violent overtones; this is more apparent
in the Odyssey than in the Tiad. Within the /liad, there are two parent-child similes
that soften the harsh imagery found in the Odyssey. Here, the strongly protective
instinct of the feline is evoked (/1. 17.133 ff., 18.318 {f.):

Alog 8 auei Mevortiddy cdxog evpd KA DYOG

gatnkel &g tig 1e Aéwv mepl olor 1éxecoy,

@ P& te VAT &yovTL cuvovticwvtol v DAn

&vdpeg emaxtiipes 6 8E 1€ GOEvel Bhepeaivet,

nav 8¢ T EmoKOVIOV KATW® EAKETOL BGOE KAADRTOV

Now Aias covering the son of Menoitios under his broad shield

stood fast, like a lion over his young, when the lion

is leading his little ones along, and men who are hunting

come upon them in the forest. He stands in the pride of his great strength

hooding his eyes under the cover of down-drawn eyelids.

(1. 17.132-136)

In above passage and in 18.318 ff,, 1t 1s the dead Patroklos who is likened to the young
cubs and Achaian warriors who fulfil the role of the parent. Both of these passages are
strongly emotive and introduce a humanized element to the lion. That is, the fierce

warrior (both animal and human) 1s strongly loyal and protective over its own and the

audience is given the opportunity to vicariously relate with the lion.

Again, in the Odyssey, Telemachos is once compared to a lion, in the scene where
Penelope worries about her son’s welfare at the hands of the suitors (Od. 4.791 ff.).
Here, Telemachos is likened to a lion that is caught within a crowd of men, a situation
that creates cause for fright. In view of the pervading images coucerning the strength

and power of the lion, this simile is particularly alarming. That 1s, it is the sheer

previously mentioned.
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quantity of men that decides the outcome and which evokes the fear response; here the

quality of prowess is of little or no import.

The remaining lion imagery within the Odyssey involves:
e Dbeing represented as part of the ekphrasis on the baldric of Herakles (11.610 f1.);
e Dbeing present in scenes of enchantment which include:

> the leonine aspect of Proteus (4.456);

> the beasts of Kirke (10.212 ff.);

o the Polyphemos episode.

Although the baldric of Herakles is not described in detail, three types of animals are
found on 1it; the lion, the boar and the bear. These formidable creatures are
representative of the strength of Herakles. That is, because they are strong,
courageous and powerful animals, they have little cause to fear others in the animal
kingdom. Both Herakles and the animals are superior creatures in each of their natural
realms. In the same way that these animals underline the significant traits of Herakles,
so too does each animal reinforce the qualities of the other beasts that they are grouped
with. For instance, the boar must be seen as strong and fierce since the bear and the
lion both embody the same charactenistic. Since the boar has been included in this
group, the poet has recognized this as a valid character attribute for the wild p1g.

The same argument can be applied to the animals occurring as the various
manifestations of Proteus. In terms of the metamorphoses of Proteus, the lion is
mentioned in relation to similarly dangerous animals, that is, the snake, the leopard

and the boar. As is the case with the above passage, each animal reinforces the

character of the other.
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Similarly, although Kirke's beasts are dog-like in their demeanour, the lion is paired
with the wolf, a naturally fierce predator. In fact, the inbom fierceness of these two

types of beast serves to magnify the potency of Kirke's magical abilities; she has

completely emasculated savage and wild creatures.

Lastly, in the Polyphemos episode, there is a feline simile in which the Kyklops is
compared to a "lion reared in the hills" (Od. 9.292). With Polyphemos being
compared to a ferocious lion that mauls its prey, the beast and monster each reaffirm
the other's brutal nature. While the Polyphemos scene is already disturbingly
gruesome, the evocation of the lion s reminiscent of such other ferocious similes
found in the Jliad where the lion gorges on the blood and flesh of its victims:

‘Qg & Ote 11¢ 1e Méwv dpecitpowog Akl remodog

Booxopévng ayéAng Bodv apnbon 1 11¢ &plotn

tfig & €€ avyév Eake LaBov xpatepoiov ddodot

np®dTOV, Encita 8€ 6 oipta Kol Eyxota TAVIo. Aa@UOoEL

ondv-

As when in the confidence of his strength some lion

hill-reared snatches the finest cow in a herd as it pastures;

first the lion breaks her neck caught fast in the strong teeth,
then gulps down the blood and all the guts that are inward

savagely, . ..
(11. 17.61-65)
In the same bloodthirsty way that Polyphemos kills and devours the compantons, so0
too does the lion glut itself on its victims. It is evident from the above evidence that
the visual image of the lion, within the Homeric works, is strongly portrayed and

contributes much to the taut tension that occurs between the characters. While it is

cruel and savage at times, it is never unrealistically rendered.'?

' The exception to this is, as Stanford (1967:277) points out, often quoted by others, the lions are not
described as making a sound; they never roar.
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The common theme that runs throughout the above passages is the consistent
portrayal of the fierceness and grandeur of the lion:

[InAeldng & £1épwBev Evaviiov OPTO AEWV O
oiving, OV 1€ Kol Avdpeg ATOKTALEVOL LELAQOLY
Qypopevol nhg dfjpog O & mpdtov pev atilwv
Epyetan, AAN 81e xév 11¢ dpniBdwv ailndy

dovpl B&An EGAn te xovav, Ttept T &epdg 08ovTag
yiyveral, £v 8¢ 1€ ol xpadin 61Evel &Axipov ftop,
oVpfi 88 mAeLPACG TE xOL LOY10L ARPOTEPWOEV
HOOoTIETON, E£ & aDTOV ENOTPOVEL paxécacOal,
YAoLKLOMV & 160G PEpeTan LEVEL, TV TV TEQVT
avdpdv, f| abTOg Pdietor TPMdTP £V OPIAD:

... From the other

side the son of Peleus rose like a Jion against him,
the baleful beast, when men have been straining to kill him, the county

all in the hunt, and he at the first pays them no attention

but goes his way, only when some one of the impetuous men

has hit him with the spear he whirls, jaws open, over his teeth foam

breaks out, and in the depth of his chest the powerful heart groans;

he lashes his own ribs with his tail and the flanks on both sides

as he rouses himself to fury for the fight, eyes glaring,

and hurls himself straight onward on the chance of killing some one

of the men, or else being killed himself in the first onrush.

(11. 20.164-173)

It 1s significant that the beast ts described in such careful detail. Clearly, the poets in
antiquity had a strong visual image of the animal, together with an understanding of
the leonine behavioural and character tendencies. As a result, the lion is portrayed
with a rernarkable consistency and a richness that strongly suggests that the animal
lived and breathed in the imaginations of the people of antiquity. As opposed to the
ambiguity around- the presention of the dog, the Homeric evidence offers a unified
image of the lion wherein the creature is brave, strong, proud and powerful. It is an
animal that is also capable of strong emotion; while it does feel fear and anguish, this
in no way lessens the magnificence surrounding the image of the lion. It is significant

that these characteristics are carried through onto the different artistic fabrics since it

indicates a unified and prevailing understanding of the essence of the animal.



Vase Painting
Geometric

According to Boardman,'% it is not likely that many Greeks-actually ever saw a lion
which is probabiy why there are various changing forms of the feline figure
throughout the different artistic techniques and fabrics. In the Geometric period, the
lion is represented in the typically simple and stylized style of the period [Plate 7a
&b]."*’ The lion often looks very dog-like with a thin torso, heavy chest, thick neck
and large head. The feet are curled in an artistic attempt to represent claws.

According to Boardman, the neo-Hittite lion figure with its box-like head and
dangling tongue is the first to become popular in Geometric painting but, in the late

7th century, this sort is outmoded by the Assyrian type, characterized by a bulky

mane, folded ear and tapered snout.'*®

A highly atypical scene can be found on a Attic tetrapod stand'*® which represents a
man fighting a lion [Plate 7¢]. The man, on the right, holds a spear in one hand and a
sword in his other, while the lion, on the left, stands on its hindquarters and rakes at
the legs of the warrior with its forepaws. According to Holscher,'*® this scene is
based neither in reality or mythology, but is rather to be seen as the generalized

"death-power” (Todesgewalt) that the lion represents.

126 (1964:95). For the pervasiveness of lions in antiquiry according to ancient sources, cf. Herodotus

7.125-7, Aristotle (4 VII(VII) 606b).

127 For examples of Geometric lions cf. a neck-amphora, London 1936.10-17.1, Markoe (1989), PJ.
XXV1 and an amphora, New York 10.210.8, Schweitzer (1969), Pl. 50.

128 (1964:95).

1% Kerameikos 407, Boardman (1998), P1.66.

139(1972:102).
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Corinthian

Although the Corinthian animal bands illustrate the full range of wild animals,
representations of the lion and the panther are especially dominant. This is can be
explained by the fact that since there is a greater number of species of ungulates in
relation to the two predator species (flion and panther/leopard), the feline species
would have to be represented more often than each ungulate species would be to
retain a balanced quota of ungulate versus predator breed.

While animals found in the bands compnse a number of different species, no one type
of animal is explicitly seen as interacting with another. That is, each animal exists as

an isolated and differentiated entity depicted in a manner that best represents their

inherent natures.'3!

There are two types of felines on animal bands. There are felines with frontally
represented heads and with no manes, that Payne'*? labelled as panthers. The second
group, the lions, are distinct from the panthers since they are represented with heads
in profile, they have manes, and they are most commonly porirayed with open
mouths, out of which hangs the tongue. They are represented in an aggressive and

predatory manner and their jaws gape in a frighteningly suggestive fashion indicating

that they eat others.

Proto-Attic and Attic Black Figure Vase Painting
While the Attic animal bands retain the residual influence of Corinthian prototypes,

there are a few important distinctions. Firstly, while the animal bands on Corinthian

13 Isler (1978:10ff.) has also noted this. See ungulate section for further discussion of this concept,
age 120 f.

2(1931:70).
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vases form the main focus of decoration [Plate 8a], the Attic animal bands are
subordinate to the more important scenes, usually on the body of the vase, in which

mainly heroic or divine subjects occur.

While many of the animal bands in Attic black figure painting do retain this "linear"
style of representation, some of the artists'** did use the bands as pictorial similes'*
and as narrative "strips" to comment on the action occurring in the main area of

decoration.

Lion Attack Motif

[t is also in these bands that the artists portrayed the "lion attack" motif. These attack
scenes occur in two main forms; the first is where a single predator attacks a usually
weaker animal of the ungulate species. The victim can be attacked from its
hindquarters or head-on. Usually, the predator bites and/or claws its prey, and jumps
up onto the victim's frame, and the victim's stance is represented as weakened. That
is, usually the victim is semi-collapsed onto the ground. The other attack motif is
where two felines attack a single member of the ungulate species. Here, one feline
attacks the victim from the rear, and the other feline aftacks the crearure from the
front. With these types of attack, the victim is obviously being overpowered by its
attackers and this is underlined by its weakened posture.

As Markoe points out, a progressive development of the attack motif can be
distinguished from the beginning of the Proto-Attic tradition through to the archaic

age in the Athenian black figure period. From the earliest instances, this theme

133 Particular artists will be discussed later.

3 Markoe (1989:90(f.). For the lion attack motif I am indebted to Markoe's highly informative
rescarch.
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mediates between the above-discussed, simple, non-symbolic "animal fight" motif and

the more symbolic significance of the imagery as a whole.

Non-Symbolic Attack Motif

The "non-symbolic", purely decorative lion attack can be found on a krater attributed
to the Polyphemos Painter'”® that represents one of the more standard lion attack
formats [Plate 8b]. This scene represents a deer and a lion, both facing right. The
lion bites at the hindquarters of the deer. The hind legs of the deer are slightly bent
and are braced at an angle that implies that it 15 being unbalanced, about to collapse.
This "rearguard" form of attack suggests that the lion has compromised the deer’s
ability to protect itself since the victim cannot easily defend its rear. The other "non-
symbolic" standard attack format can be found on a tripod in the manner of the KY
Painter [Plate 9a].'* In this case, the lion faces the bull in attacking it, which may be
a comment on the greater strength of the bull as a worthier adversary in comparison to
the weaker deer. That is, the two animals meet on equal terms which allows the bull
an opportunity to defend itself. In this case, the bull is aware of the nature of its

threat, whereas this does not seem as likely with the deer in the previous scene.

While Morris argues for Corinthian influence on the “attack" motif,'*’ Markoe

138

postulates its origins.as being in epic poetry. = The animal bands do strikingly recall

the evocative world of the Homeric simile where lion attacks are commonly referred

3% Munich 6090, Morris (1984), Pl. 3. For a sculptural parallel, see the east pediment of the Temple of
Az)ollo at Delphi.
12 Athens, NM 12688, Markoe (1989), Pl. V1. For a sculptural parallel, ¢f. pedimental relief from the
Athenian Akropolis (Athens, Akropolis Museumn jnv. 4). For an instance of double lion attack with the
bull as the victim, see the pedimental relief from the Athenian Akropolis (Athens inv. 3},
137 .

(1984:65).
1% (1989:92).
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to, but something can be said in favour of Morris' point. That is, her suggestion recalls
to mind the 7th century Proto-Corinthian aryballos [Plate 9b]"*® which is modelied in
the form of the head of a lion, a creature that is commonly found in the animal bands.
On the other hand, this vessel can be seen as an inverted form of simile whereby the
lion image, in the guise of the head, is stronger than the subordinated band of warriors
who are represented on the body of the vase. Nevertheless, the warriors fight amongst
themselves, and the associated savagery and skill of the lion evokes the appropriate

Homeric milieu for the warring men.'*

In both art and literature, the lion attack motif is the most common. However, whereas
in Homer, the lions tend to prey on domesticated animals, sheep and cattle, in art, the
most common source of prey for the feline is the wild animal, such as the deer.'*' The
most likely explanation for this discrepancy is that, in art, the wild animal presents a
more dynamic type of image and 1s more artistically pleasing than the relatively
uninteresting physique of the fattened domestic animal. However, the predominant
use of domestic animals as victums in the Homeric works also raises some interesting
possibilities. That is, based on the fact that a wild animal would have more chance in
defending itself than domesticated livestock that are confined to their pens, it seems
that the poet, by extension of the animals, implies criticism of the Achaian attack on
Troy, a city confined to the space within its own walls and at the mercy of the invaders
who surround it. Because of this consistent theme of the Achaians attacking Troy, the

concept of the marauder, in the epic tradition, assumed more importance than that of

the normal huntng lion.

139 Macmillan Arvyballos, London 89.4-18.1, Amyx, PL. 11.
140 Por the lion as a victorious image, cf. Vermeule (1979:85).
13t I onsdale (1990:42).
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In addition to this, the artists did not depend on Homer for all their images. However,
as is shown above, in some cases they do seem to draw their narrative i1deas directly

from the epic context.

Symboaolic Attack Motif

As Markoe explains, the lion attack functions as 2 symbol that serves to reinforce the
notion of "heroic triumph”.'42 This concept can be applied to the Eleusis amphora,l43
on which the motif of lion aftack occurs in between two mythological scenes; one on
the neck of the vase, the other on the belly [Plate 10]. On the neck of the vase,
Odysseus (originally marked out in added white) and two of his companions, facing
right, hold a stake above their heads. Their bodies are braced in the action of driving
the stake into the eye of the Kyklops, Polyphemos. Polyphemos is represented sitting
against the far right frame of the picture. He leans back against the edge of the frame,
with his knees bent. He is significantly larger than the other three men since, even
seated, his body fills the height of the scene. He holds a skyphos in his right hand and
his left hand is raised upward grasping the stake that is being doven into his eye. This
scene represents a conflation of events since the skyphos signifies the special wine
that Odysseus gives the Kyklops, the Kyklops 1s already seated and drunk since the
stake 1S being driven into his eye by the men. As Homer tells us, Odysseus wiil

succeed in this ventwre and he and his men will eventually escape the Kyklops'

CaVC.144

On the shoulder panel, a boar and a lion confront one another. On the extreme left,

the boar is represented with a slightly lowered head and the tusk on its snout points in

12 (1989:90 ff.).
143 polyphemos Paiuter, Eleusis Museum, Simon (1976), PL. 15.
1“4 0d. 9.415.
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the direction of the attacking lion. On the right, the lion is represented with an open
mouth out of which its tongue curls. His left forepaw is raised horizontally, stretching
out towards the boar, the claws about to rake the pig's snout.

Represented in the second, main scene, on the belly of the vase, 1s the hero, Perseus
who is being pursued by the remaining Gorgon sisters. On the left, 1o position 4 is the
decapitated body of Medusa, in position B and C are her two sisters who run to the
right. In position D, stands Athena who faces the approaching Gorgons. In position E
stands Perseus, facing right. However, his figure has been largely obscured by a

damaged surface.

According to Markoe, the presence of Athena stands as a marker of the hero's
eventual success in that she will assist him in his escape and triumph over the
Gorgons.'® Also, the lion artack scene, representative of heroic triumph, functions as
a parallel emphasis between two scenes that involve the success of a hero.'*® Clearly,
the simile was deeply entrenched in the Homeric tradition and it had a far-reaching
influence on other artistic media. In addition to this, all of the above scenes represent

conflict of some kind, the theme of conflict which forms the core of the epic tradition.

The Homeric influence is also found in the two scenes on the New York Nessos
amphora [Plate 11]."7 On-the neck of the vase, a lion attacks a deer. The lion, on the

extrerme right, bites at the haunches of the deer and holds onto its rear with one

145(1989:91 f1.).

One can also appreciate the visual tension berween the action occurring on the neck and the attack
motif on the sheulder where the artist has set up a chiastic direction of movement. On the neck,
Odysseus and his men move from the left towards the right while, on the shoulder, the attacking lion
moves from the right towards the lefl. The outstretched paw of the lion forms a visuel parailel to the
uAElraised arms of the men placed above.

"I New York 11.210.1, Moris, P). 15.
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upraised leg. The deer, facing right, rears up, and furns around to look over its
shoulder. This attack motif is placed directly above the main scene where Herakles is
in the process of defeating the centaur, Nessos. That is, the centaur is clearly

weakened since his front legs have collapsed towards the ground.

While this is also a scene representing heroic triumph, there is a fundamental
difference between the two attack motifs on each of the above vases. That is, on the
New York amphora, the lion attacks a deer while on the Eleusts amphora it is a boar
that is portrayed as the victim. Based solely on the physiological differences in
physique, a boar as a choice of victim is far more evenly matched in strength against a
lion than a mere deer,'*® an observation which leads us to import further meaning into
each scepe. On the two main panels of decoration on the Eleusis amphora, a more
equally weighted struggle is suggested to be occurring between the various
opponents; Odysseus and his men must pit their strength against the huge Kyklops,
and Perseus must outrun the monsters who exceed him both in number and strength.
Clearly, both of these heroes must be remarkable considering that they are
comparatively lesser beings in the face of "monstrous" strength.

While sharing the same underlying idea, the New York amphora scene has something
of its own to contribute. Unlike the boar and the lion, the deer and the lion are
unequal in terms of strength. Similarly, there is a difference in the power dynamics

between the two fighting figures in the main scenes.'* Unlike Odysseus and Perseus,

8 For another example of an "equally weighted" fight pattern in relation to a hero, see a hydria,
Madrid 10913, (ABV 329.2; Add® 89; LIMC 5: Herakles 2971) [Plate 11b]. On the main panel,
Herakles and Apollo struggle over the tripod. Immediately below, on the subsidiary band, lions and
boars assume aggressive postures, with the main pair of animals (boar versus lion) confronting each
other. Moving from the lefi side of the field, one pair of each anima!l (boar and lion) faces to the right,
and another pair (lion and boar) face to the left. The lion may be intended as the visual parallel to
Herakles, since it is positioned beneath the hero, and the boar as Apollo; in any case it seems clear that
the subsidiary band is a comment on the main action occurring above.

'Y An interesting example of this implied inequality is found on an amphora depicting the recovery of
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Herakles is no ordinary hero; he has been endowed with superhuman strength. In the
same way, the centaur, Nessos, is a relatively minor monster type in comparison to
the mighty Kyklops and the ternfying Gorgons. Added to this, the rendition of the
figure of Nessos betrays a weakened state wherein his forequarters are depicted as
collapsing beneath him. The battle is heavily weighted in Herakles' favour and the
notion of unequal strength harmoniously resonates with the animal attack scene
above. That is, as the lion is clearly going to be victorious over the deer, so too is

Herakles the victor in the battle with the centaur.

[t can thus be demonstrated that there 1s a potential, exploited on certain vases, for an
interrelation between the subsidiary lion attack scene and the main panels. This
relation should be seen as a general evocation of early Greek comparisons, probably

wide-spread folk-comparisons but amply attested to tn Homeric epic.

Sometimes an artist deliberately transfers a Homeric reference from a literary
framework into a pictorial allusion. This is clearly illustrated on the well-known
archaic calyx krater attributed to Exekias [Plate 12b]."*® In the main panel, the
Greeks and the Trojans fight over the fallen body of Patroklos. Immediately below, in
the subsidiary band, two lioas attack, from either side, a bull that has collapsed onto
its forequarters; it seems that this animal band may have been intended as a pictorial

comment on the main scene, an interpretation supported by the fact that the fight over

Helene, Vatican 358, (ABV 142.7; Para 58; LIMC 4: Helene 219) [Plate 12a]. On the main band
Helene is flanked by two warriors, one of which is Menelaos who reaches out for her. Immediately
above, on the shoulder, a deer is flanked by two iions. The lion that is placed on the same side of the
vase as Menelaos raises its paw up almost 1n seeming imitation of the warmior. As the deer is no match
against two ferocious predators, so too is Helene dominated by the two, armed warriors.

1% Athens, Agora AP 1044, (4BV 145.19; Para 60; Add? 40).
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the body of Patroklos as described in Homer (ZI. [8.151 ff) is, significantly,
underscored by a lion attack simile: 13)

g & &and chpotog ob Tt Aéovt aibwva dvvavton
TOLLEVEG YPALAOL pLéEYo Tetvdovta Siechar,

&c po. TOV 0VK £dVvavTo §0w Alavie xopvoTd
“Extopa [Tprapidnv émd vexpod de1di&acdo.

And as herdsmen who dwell in the fields are not able to frighten
a tawny lion in his great hunger away from a carcass,
so the two Aliantes, marshals of men, were not able
to scare Hektor, Priam's son, away from the body.
(Z1. 18.161-164)

Lions and Furniture

A number of vases depict the throne of Zeus with:

(1) a lion/lions under the seat [Plate 13a &b],'*
(1t clawed paws terminating the end of each chair leg [Plate 13a & bj and,
) an instance where a lion's head forms the rear section of the seat itself

[Plate 13c¢].'>?

(1) Here, a lion/lions are represented in either a standing or seated position and are not
obviously engaged in any action which is directly related to the scene. These figures

are 1n most cases seemingly intended to represent the ornamental motifs added to the

31 Markoe (1989:0.29). Another instance of a scene drawn directly from literature, in this case, the
pseudo-Hesiodic Shield of Herakles, is offered by the oinochoe of Lydos, Berlin 1732, (4BV 110.137;
Para 48) depicting the conflict between Herakles and Kyknos, immediately below which are three
scenes of lion artack. In two of these scenes, a pair of lions attack a bull on either flank. In the other
scene, a lion attacks a boar, head-on. For further discussion of this vase, ¢f. Markoe (1989:93 ff.).

'2 For instance, on amphorae, Basel BS 496, (LIMC 2: Athena 353), Geneva MF 154, (4BV 299.18;
Para 130; Add?78; LIMC 3: Eileithyia 20). It roust be noted that there is also a variety of other figures
which are placed under the throne seat of Zeus, for example, the running figure of Iris on an amphora,
Louvre F32, (AB¥ 135.43; Para 55; Add* 36), a sphinx on an amphora, Boston 00.330, (48V 135.45;
Para 55; Add* 36; LIMC 2: Apollon §18), young men on an amphora, London B147, (48V 135.44,
686; Para 55; Add? 36), panthers on an amphora, Oxford 509, (ABV 239.5; Para 110; Add* 60). For
further discussion on the animal claw furniture, cf. Richter (1966:15ff), Guralnick (1974:186f%.).

'3 On an amphora, atiributed to Group E, Boston 00.330, (4BV 135.45; Para 55; Add* 36; LIMC 2:
Apollon 818).
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panel between the legs of the chair and as such are not depictions of real life.'>*
However, in view of the fact that the felines are not portrayed under just any seat but
are paired with the king of the gods himself, and in view of the long history of the
Near Eastern associations of lions with majesty and power, which bad a direct

influence on Greek art,'*

1t 1s reasonable to interpret these lions as "symbols" which
are used to complement the greatness of Zeus.

(ii) The image of the lion is reiterated in the clawed feet of the throne itself.'>
Although this was by no means a unique kind of chair,'*’ the "claws" together with the
figure of the lion, under (and above) the seat, do seem a deliberate indicator
concemning the iimportance, yet danger of Zeus. Once again, the figure of the lion has
not been arbitrarily and insignificantly applied.

(i) Since this tnstance of the lion's head 1s an isolated occurrence, the leonine

decoration may have been arbitranly transferred to this area of the chair by a creative

artist.

Gigantomachy

Another instance where lions occur is in Gigantomachy scenes where the attacking
feline acts as the vicious accessory to the god Dionysos [Plate 14a & b].'"*® These
scenes are generally crowded, with gods and giants actively fighting against one
another. The warriors are depicted in various gestures of attack, defense and dying. It

is amongst these figures that the representation of the various animals (generally the

' Richter (1966:18).

135 Erankfont (1939:311). Also, the origins of the animai feet on Greek furniture have been traced back

to Egyptian protorypes, cf. Richter (1966:15ff.) and Eastern influences, ¢f. Boardman (1964:100).

'%¢ There are interesting parallels on some tripods that also have lion’s paws as feet.

7 Richter (1966:15) remarks on the popularity of this type of fumiture, especially within the archaic
eriod.

P For instance, an amphora, Tarquinia 623, (ABV 147.2; Para 61; LIMC 4: Gigantes [14), a cup

fragment, Athens NM Akr. 1632, (LIMC 4: Ge 4), an oinochoe, Cambridge 1927.154, (4BV 528.47;

LIMC 4: Gigantes 295).
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lion, snake and occasionally the dog) is found.'*® The animals usually cluster around
Dionysos, helping him to attack his adversary. On the famous dinos by Lydos [Plate
14a],'®® the god Dionysos is represented in confrontation with a giant. In conjunction
with the god, an assortment of predators and a snake also attack the giant. In this
scene, the snake has wound itself around the right arm of the giant; a leopard also
attacks the victim from the left. A lLion stands on the nght shoulder of the giant while
second lion bites into the giant's left shoulder. A third lion bites at the left thigh of the
collapsing victim. The appearance of the lions is significant because outside of this
context, it is rare to find the god with the predator.'®' While Villard'®? has suggested
that the Jion represents the personified manifestation of the god, Carpenter'®’ disagrees
on the basis that amongst the other predators, sometimes dogs are present, animals
which have not been seen to be related to any aspect of Dionysos. What is noteworthy
is thar the predators make a very sudden appearance in this coantext about 560 BC,
which corresponds with the first ryranny of Peisistratos; it is during this time that the

image of the lion is frequently used.'®*

Miscellaneous Scenes

There 1s a particular scene on an amphora by the Amasis Painter representing Herakles
being introduced to Olympos [Plate 15a].'%® Besides Zeus, all the other figures face to

the lefi. On the extreme left in position A stands Zeus who faces to right. In position

%% Moore (1979:87) in her discussion of the dinos by Lydos, cites a number of other corresponding
scenes in which attacking animals assist Dionysos in his fight against the giants.

1% Akropolis 607, Moore (1979:Reconstructed drawing on page 99).

'€} Carpenter (1986:69) suggests that these Gigantomachy scenes may portray a ‘Dionysos' who is not
known to us. Also, he points out that the only other mythological scenes in which the lion commonly
occurs, in the 6° century, are with Herakles as part of his first Labour.

182 (1947:11).

163 (1986:68).

'8¢ For information on the revival of Dionysiac warship under Peisistratos in Athens, see Bury and
Meiggs, (1975:131ff), Shapiro (1989:85 ).

185 Orvieto, Faina 40, (4BV 151.14, 687; Para 63; Add® 42).
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B is the god, Hermes, and juxtaposed behind his legs stands a dog. Athene stands in
position C and Herakles in position D. Juxtaposed behind Herakles' legs is a lion. On
the extreme right, Dionysos stands in position E. Carpentt:rI66 accounts for the
presence of the lion as functioning as a reference to Dionysos’ part in the
Gigantomachy. On the other hand, von Bothmer'®’ suggests that the lion belongs to the

absented goddess, Hera.'®®

[t 1s here proposed, however, that the lion in fact
accompanies Herakles for the following reasons: Firstly, the lion is placed behind the
legs of that hero and thus is related to him spatially. The significance of this becomes
clear when the dog behind Hermes is taken into account. It js evident that the Amasis
Painter intended the dog to be associated with Hermes since, in other scenes, this
painter babirually pairs dogs, spatially, with the person it is intended to be associated
with. '® The association of the dog with Hermes is valid since it functioned as a type
of familiar for the god.'”® Hence, the spatial relationship of the lion with Herakles
strongly suggests a strong association between the two. Secondly, there is a paraliel
on a lekythos, which features the same theme where the lion must also be associated
with Herakles [Plate 15b].'”' In this scene, Athene stands next to Herakles and

2

introduces him to a seated Zeus.'”> Standing between Athene and Zeus is a lion'”

16 (1986:66, n.46).

7 (1986:141),

' This is supported indirectly by Simon (1998:60 ff.), who explains that lions functioned as servaats
to Hera. Also, in relation to her discussion of the lion gate at Mycenae and other Greek works that
depict both Hera and lions, she suggests that "die Lwen mit Hera verbunden sein konnten als Symbole
der Macht und Grée dieser Gottin” (1998:65).

' Cf. a fragment, Once Berlin 1691, (4BV 151.12, 687; Para 63; Add’ 42) depicting a scene of the
introduction of Herakles to Olympos. Here a dog is placed with Hermes and it looks up in the
direction of the god, in the same manner as the animal on the Berlin Vase. Also see an amphora, Berlin
1688, (ABV 150.9, 637, Para 63; Add? 42) with the same scene and where a dog is placed with Hermes
and apother hound placed next to a youth holding a spear, presumably a huntsmaa.

' For the relation of Hermes with dogs, see the chapter on dogs above, page 35 ff.

"' New York 41.162.30, (ABL 226.10; LIMC 4; Ganymedes 59).

72 Boardman (1964:98) suggests that this type of scene owes its origins to similar scepes in castern art
where a priest leads a worshipper to a seated god.

'3 Although this could be identified as a vicious dog, 1 do not think that interpreting it as a lion can be
entirely discounted. While 1t does lack a definite mane and lifts sts forepaw up in a "dog-like’ gesture, it
has its mouth open wide in the 'roaring lioa' manner. Also, 'fawning' lions are definitely not unknown
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that rakes at the shin of Zeus with his paw. Since Dionysos is nowhere present in this
representation, the next logical point of association is Herakles. In view of the above
evidence, both of the scenes represent a lion that should be seen in conjunction with

the figure of Herakles, as a type of evocation of his first labour.

Specific Mythological Scenes
The representation of Herakles' first labour, his struggle with the Nemean Lion, was
highly popular in Attic black figure art. Herakles' task was to kill this terrible beast
since it was a man-eater, However, since this lion had been bred by Hera or Semele,
it cannot be considered an ordinary lion. As a consequence, the hero found that none
of his weapons could penetrate the hide of the lion. In order to kill it, Herakles had to
wrestle with it and strangle it with his bare hands or, altemnatively, to thrust his sword

into 1ts mouth; it 1s this moment of the struggle that the archaic artists tended to

favour.

The struggle between Herakles and the lion takes on various poses. One type of
template 15 where Herakles and the lion are represented in a wrestlers' pose, close to

174

the ground [Plate 16a]. Here, Herakles grapples with the lion, head-on, with his
arms around the lion's upper torso. The weight of Herakles forces the lion to crouch

low on the ground, but his hindquarters are raised slightly higher. One hind paw

usually rakes at Herakles.

(Od. 10.212 ff)). Added 10 this, it is a late lekythos, and executed in a clumsy style with not much
attention paid to detail. It must also be remembered that the animal is behaving in this maoner
s?eciﬁcally to the most powerful of all the gods, Zeus, and so could credibly be acting out of character.
1" For instance on an amphora, Brescia, (ABV 292.1, 692; Para 127; Add* 76; LIMC 5: Herakles 1861),
on another amphora, Louvre F215, (ABV 336.10; Para 138; LIMC 5: Herakles 1835). According to
Brommer (1973:109 (f.), this pose is classed as the Liegekampf.
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A common earlier pose is where Herakles and the lion are represented facing in the
same direction, the lion positioned behind the hero [Plate 16b].'”* Herakles grabs the
hon around the neck with one arm and with the other he drives bis sword into the

open mouth of the beast. The lion stands only on its hindquarters and one back paw

rakes at the calf of the hero's leg.

In the third type of scene, the lion and the hero form a triangular composition where
the lion, facing Herakles, rears up on its hind legs, its upper torso connecting with the
upper torso of the hero |Plate 17a].'”® Herakles has a wide-spread stance in order to
brace himself against the leonine onslaught and grasps his arms around the lion's
neck, his elbows out, in a standard wrestling gesture. Usually the rear paw of the lion

rakes at his shin.

In consideration of the above matenal and the circumstances in which lions occur, it
seems that the lion was highly mythologicized in the ancient mind.'”’ As Carpenter'”™
points out, lions do not occur 1n scenes with mortals based in reality. Instead, the
animal is reserved for the grander mythological scenes featuring both revered gods
and much admired heroes. As it does not seem likely that very many Greeks saw a
living lion, the animal was most probably modelled on the postures of living large

dogs and influenced by depictions of lions found in Eastern art.'”. Generally,.on the

'”* For instance on an amphora, Wilrzburg 1248, (4BV 134.18; LIMC 5: Herakles 1833), on another
amphora, Copenhagen NM 7068, (ABV 134.14; LIMC 5: Herakles 1829). According to Brommer
(1973:109 fT.), this 15 the Stehkampf which takes two forms; the second and third types discussed.

"6 For instance, on amphorae, Berlin 1720, (4B 143.1, 686; Para 59; Add* 39; LIMC 5: Herakles
1792), Wiirzburg L1185, (4BV 270.55; Add” 70; LIMC 5: Herakles 1795). According lo Brommer
(1973: 109 ff.), tluis third type develops after the second and is probably an Exekian innovation.

77 Hslscher (1972:102) also suggests that the lion is seen as a halbmythisches animal.

178 (1986:68).

1" Boardman (1986:93). This would certainly explain why it is sometimes difficult to ascertain
whether an artist is poriraying a dog or a feline figure, cf. a lekythos, New York 41.162.30, (4BL
226.10; LIMC 4: Ganymedes 59).
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archaic Attic black figure vases, the feline occupies a more elevated status than the
commoner and mostly domesticated hound. Likewise, in Homer, the lion only occurs

in similes and not in the "real"” world per se.

Within the Attic animal bands of the 6® century BC, the true nature of the feline has
largely been subordinated on two levels. Firstly, the lion occurs in these bands as a
result of a longstanding and formulaic tradition, rooted in the Corinthian art of the
previous century. Secondly, the animal occupies a symbolic status when the band is
used to comment on the action occurring in the main scene. In sharp contrast to the
baser habits of the dog, as represented both in Homer and vase painting,'® the lion
has been highly idealized and has become almost a heraldic type of figure, rather than
one existing in everyday life. This idealized concept of the lion is most strongly
evident, both in Homer and Aftic black figure, through tihe general lack of
representations of the lion as a man-eater. This omission is all the more significant

when the image of lion mauling man appears on both Corinthian'®’

and Attic
Geometric'®? vases [Plates 17b &c]. That is, in the Homeric works and Aaic black
figure, the lion 1s represented 1n a remote manner since it 1S not represented as
carrying out an action that a lion in reality is capable of. Rather, it bas been taken as a
symbol which reflects different archetypal concepts, such as bravery, stature, and
ferocity. The lion, as appearing-in the Homeric works, does differ in various ways in

comparison to the creature represented in archaic Atic black figure. That is, the

warmer concept of protectiveness comes out occasionally in the Homeric works but

180 £oc instance, see a cup by the Amasis Painter, Boston 10.651, (ABV 157.86; Para 65; Add? 46).

'¥! See middle band on the Chigi Vase, Rome VG 22679, Hampe & Simon (1981), Pl. 102, depicting a
lion hunt, where one man is viciously attacked by the lion.

182 See Attic kantharos, Copenhagen NM 727, Boardman (1998), Pl. 65.1,2, where two lions are
represented fighting over the body of a man.
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never in archaic Attic vase painting. In this context, the lion offered room for artistic
imagination and skill owing to its aesthetic proportions. The aesthetic value of the
lion is made most apparent when one considers that the lion's head was the most
common form of water spout, as represented on buildings and archaic Attic vase
pa'unt:i_ng.’83 Here, the regal lines and flowing mane provide an aftractive display out

of which the channeled water would issue forth.

'8 For instances on hydriai, cf. Munich 1716 (4BV 362.25; Para 161; Add* 96), London 1843.11-3.77
(B333), (ABV 677.3, 676, 678; Add* 148). See Appendix | for further discussion on the shapes of
water Spouts.
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1A%

OTHER PREDATORS

Pardalis
In antiquity, there does not appear to have been a clearly defined differentiation
between the panther feline species and the leopard breed. Within the Homeric poems,
the panther and the leopard are not separately distinguished. That is, the Greek word
n&pdodig, seems to function as an umbrella term for any large feline other than a

lion. On the other hand, the Athenian artists sometimes differentiated between the

YWO.ISA

That 1s, some artists depicted spots on their felines while other artists
portrayed their felines with no markings at all. However, the problem arises when a
feline 1s represented with only a few spots or minor incision raarks, which in effect
makes it look like more like a panther than a leopard. This raises the question as to
what species the artist actually intended or if the artist even distinguished berween the
leopard and panther, as a separate species. Liddell and Seott!® offer two meanings
for the word n&pduiic; both leopard and panther. On the other hand, Lattimore
translates the term népdoaiic as leopard. In order to avoid fusther confusion and to

acknowledge that there is this question mark, the Greek term mép8aiig is here

directly transliterated as "pardalis" for the purposes of studying the Homeric texts.

'8 Brown (1960: Appendix II) also problematizes this; however, no real resolution is reached.
185 (1930:ad verbum).
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Homer
While the lion forms the bulk of the feline imagery in the Homeric works, the pardalis
is mentioned a limited number of times. Although the pardalis occurs in three similes
in the Iliad, it is presented in a different way each time. In the first simile 1t 1s
grouped with the scavengers and wolves, all threatening types of animals from which
deer flee in terror. Here the pardalis is the hunter:
... 0l T0 napog TEP
polokiviic EAdpololy goikecay, ol e kad DAny
8wy tapdaiimv T8 Adkwv T fia Télovial
adteg MAdokovaoo Avaikideg, ovd Emt yapun
[Trojans] ... they who in time past
were like fugitive deer before us, who in the forests

are spoil for scavengers and wolves and [pardaleis), who scatter
in absolute cowardice, there is no war spirit in them.

(/1. 13.102-104)

In Book 17, the anger of the feline is coupled with the ferocious lion and boar:
oVT oDV RapddAirog 16acov pévog odte AEovtog
ob1e aVog K&TPov dAodEpovog, oD 1e LEYLETOG
BUNLOG Vi 6TNOECOL Tepl oBével PAepsalvet, . . .
Neither the fury of the [pardalis] is such, not such is the lion's,
nor the fury of the devastating wild boar, within whose breast
the spirit is biggest and vaunts in the pride of his strength, . . .
(1. 17.20-22)
The association of the pardalis with the other animals presents a menacing picture of

the animal since it is in the company of similarly threatening creatures that the poet

has presented as formidable (t6ocov pevoc).

In the last simile, it is the pardalis that is being hunted, in this instance, by men:
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nite mépdaiig elol Babeing ¢x Evidyolo

&vdpodg BnpMTApog Evaviiov, 0VdE Tt BVRD

TopPel 00VBE @oPelran, el XEV DAOYLOV akodOT
el mep Yap POGueEvOS Hiv ) oVTho g BaAnouy,
QAAG TE KO TEPL dOVPL MEMOPUEVT) OVK ATROATYEL
&AxAG, Tolv ¥ NE EupBAfUEvaL AE dapufval

But as a [pardalis] emerges out of her timbered cover

to face the man who is hunting her, and takes no terror

in her heart nor thought of flight when she hears them baying against her;

and even though one be too quick for her with spear thrust or spear thrown

stuck with the shaft though she be she will not give up her fighting

fury, till she has closed with one of them or is overthrown;
(11.21.573-578)

However, although the pardalis has been struck by a spear, the animal is not, at any

point, portrayed as being afraid. Again, the poet describes the fury of the beast, which

presents a powerful picture of the pardalis' character.

In the Odyssey, the pardalis is mentioned as one of the manifestations of Proteus

(4.457). The other animals, a lion, a serpent, and a boar are equally as savage as one

another which significantly adds to the overall impression of the pardalis, via its being

associated with the others. Based on the above, albeit scanty, literary evidence, the

pardalis is presented as a dangerous and formidable adversary.

The Pardalis Skin as an Item of Clothing

Only two people are described as wearing a pardalis pelt in Homer, both of whom are

heroes; Pans:

Tpwoilv pév npopdylev "AAEEaVEpog BeoeLdrg
TUPOOAENY BLOLOLY EXO@V . . .

Alexandros the godlike leapt from the ranks of the Trojans,
as challenger wearing across his shoulders the hide of a [pardalis].
({1.3.16-17)

and Menelaos:
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TapSoAEN HLEV TPDTO PLETAPPEVOV EDPL KAADYE
moLKiAT, . . .

First of all he mantled his broad back in a [pardalis']
spotted hide, . . .
(11. 10.29-30)

At first glance, these heroes seem to have nothing in common, one being a Trojan,
and the other an Achajan. However, 1t is here proposed that the poet has used the
pardalis skin to pair them together (whether it be a conscious or unconscious
association) because of their dual roles as husband to Helene.'®® 1t must, however, be
noted that Menelaos' hide is described as mowkilog which can mean that the pelt is

variegated in colour, striped or spotted.'®’

Although this is a pardalis skim, 1t is
differentiated from Pars' pelt, which makes an impact on how each hero is perceived.
That is, the poet deliberately has included meation of this difference which effectively
highlights the hero Menelaos, while at the same titme comrnenting on the lesser
importance of Paris. This sense of inequality is consolidated in Book 3, where Pars
is described in his pardalis pelt at the moment when he advances from the Trojan
ranks, when he is confronted by Menelaos. Here, not only does the pelt indicate that
an important event is occurring in the narrative action, but the initial feline image is
immediately followed by another, in a simile, in lines 21 ff., where Menelaos
advances in the bold manner of a hon. This 1s an interesting choice of animal subjects
since both the panther and the leopard are smaller proportioned than the fion in
reality. This presents an image of two unequally weighted adversanes in the process

of confronting one another where Paris must be understood as the lesser of the two.

The weakened image of Pars as a brave warrior is compounded when he catches sight

'8 | onsdale (1990:50) regards Paris's pelt as a mark of luxury. Griffin (1980:5) interprets the skin as
indicative of what Paris stands for, and by extension the Trojans; they are “glamorous, reckless,
frivolous, undisciplined." For Griffin's comments on clothing functioning as significant objects, cf.
(1980:3 ft.).

"¥7 Liddell & Scott (1897: ad verbum).
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of the fierce Achaian warrior; he shrinks back like an unwary man who has just come

across a snake (lines 33 ff.). Just as a leopard or panther most likely would not face a

lion, so too 1s Paris not equal to the task.

Similarly, the passage where Menelaos dons his pardalis skin is significant. Book 10
opens with Agamemnon, sleepless with concern over the Argives. He decides to
speak to the wise Nestor, and gets up, donning a lion skin (line 23)."'®® Menelaos, in a
simtlar state, puts on a pardalis skin and takes up his spear with the intention of
visiting with his more important brother, Agamemnon (line 29 if)). Like the previous
passage involving Paris, the assuming of the animal skins highlights the comparative
status between the two heroes and alerts the audience to the ensuing meeting that

occurs between the Achailans.

'8 See the comments on this hide in the above ljon section, pages 54 f.
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Vase Painting
Other than the lion, there are discernibly two different feline species wn vase painting.
While there is a possibility that the artists did not clearly distinguish between the two,
for the purposes of this study, Payne’s's classifications of each species are followed.
Although Payne predominantly discusses the Connthian fabrmc, the forms of the
animals that occur on Corinthian bands are the same as those that are represented in

Attic black figure vase painting and can thus be labelled in like manner.

'8 (1931:70).
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(a)
PANTHER

After the lion, the panther is the next most popular choice of feline subject matter in
art. According to Payne,'® the label, 'panther’ is "conventional, and simply implies a
leonine animal with a frontal head.” Generally, the panther, as a distinct species, 1S
problematic. That is, it is possible to interpret this feline as a lioness. On the other
hand, an argument in favour of the feline as a 'panther species’, is that one would
expect to see a more or less consistent inclusion of dugs, which is not the case. The
panther, as depicted artistically, lacks a mane and any distinguishing markings on its
coat; 1t has a more streamlined body and tapered neck than the heavyset lion and its
face is frontally represented.
Corinthian""!

Like the lion, the panther alternates with the other animals thart are found in the animal
bands on Corinthian pottery [Plate 8a]. However, unlike the lion, the panther does
not appear as aggressive since 1ts frontally orientated face does not imply that it
interacts with the other species. The lion, oo the other hand, has a wide open mouth
usually with a tongue thar hangs out, and seems to be facing the animal next 10 it, if

one may interpret it thus.

1% 1bid. .
! Besides the lion, other felines typically do not occur in Geometric art.
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Attic Black Figure Vase Painting

Dionysian Scenes

In Anic black figure, panthers primarily occur in scenes involving the god Dionysos
and/or his retinue of maenads and sat:yrs.'g2 One such scene is the Gigantomachy.l93
In the Gigantomachy context, the panther assists Dionysos by attacking the same

giant that the god confronts.'® It is a fearsome predator paired with an inherently

savage god.

Outside of the Gigantomachy scenes, panthers occur in another type of scene with

Dionysos in which the god is depicted as seated or reclining on a kline with the

S

feline/s seated or lying beneath/near the furniture.'® In the Louvre [Plate 18a] and

the Bochum [Plate 18b] representations each panther is holding a stick or, more
likely, a bone in its mouth or chewing on the object. The behaviour of the feline and

the context in which it occurs very strongly evokes the scenes in which the table dog

9

occurs'® and it is here proposed that, in these circumstances, the panther has

subsumed the role of the dog. That is, since dogs are usually found with human

97

masters,'”’ another more fearsome animal should be associated with the powerful

Dionysos. The panther, as an attribute of the god, is the logical choice of animal to

fulfil this role.

'} For a panther placed with a sartyr, cf. a pelike, St. Petersburg 1911.10, (4B8Y 396.24; Para 173; LIMC
8: Midas 22). For maenads carrying the feline, ¢f. two oinochoe, London B515, (ABV 426.17; LIMC 8:
Mainades 24); London 1911.4, (48V 428.2; LIMC 8; Mzainades 84).

193 Akropolis 1632, Moore (1979:Fig. 13), [Plate 14b]. Based on the Lydos dinos fragments and the
other comparative matenal that Moore discusses, it is likely that the figure on Akxopolis 1632 is in fact
Dionysos.

1% Gee above discussion in the lion scction for more information on the animals as auxillaries to
Dionysos in Gigantomachy scenes.

'% On an amphora, Metaponturn 305.254; (LIMC 7: Semele 27); on a pclike, Louvre F376, (4BV
393.16; LIMC 5: Hermes 664).

19 See section on dogs for a fuller discussion of this topic and for comparative examples.

197 While there is an instance, on a lekythos, where a dog is represented under the kline of Dionysos
(Athens 58), 4BV 452.84; Add? 123; LIMC 3: Dionysos 558) this is a rare occurrence.
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Water Spouts
Although Dunkley'®® maintains that the panther-head water spouts on vases [Plate
19a] are really intended as lion heads, it does seem that these maneless animals
should be distinguished from the latter since there are some instances where the artists
have attempted to portray frontal lion head spouts, including the representation of a
mane.'”® These representations are markedly different from rhe smaller panther head
type. Based on the frequency with which the panther heads occur in the form of
waterspouts, the feline is clearly regarded as equivalent in status and interchangeable

with the lion-head found in fountain houses.

1% (1935-6:194).
' Ona bydria, London 1843.11-3.49 (B 329), (48V 334.1, 678, Para 147; Add* 91).
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(b)

LEOPARD

According to Payne,?®® a feline may be classed as a leopard "when the neck or whole
body is marked with curcles."

Corinthian
Although leopards occur very infrequently in Corinthian art, they are represented in
the same manner as the panther but with the important inclusion of spotted markings

on their pelt [Plate 19b]. These spots create an eye-catching representation of the

. 200
feline.

Attic Black Figure Vase Painting
The representation of leopards can be found on the animal bands of band cups where
the felines attack ungulate prey. On a band cup by the Oakshort Painter [Plate 20a),?%
at the extreme left, two lions amack a bull while to the right, two leopards attack
another species of ungulate. Although this is a straightforward animal attack scene
with each feline flanking the animal, 1t is biologically interesting because the leopards
are depicted with dugs as opposed 1o the clearly male lions. According to Aristotle,?®
out of all the females of the animal species, the female pardalis and bear alone are

more courageous than the male.

20 (1931:70).

W1 o5 Angeles, Weintraub (Amyx, Pl. 26), Switzerland, Private (Amyx, Pl. 27.1a).
22 Oxford 1972.162, (Para 78.2, Add.? 51).

203 4 VI (IX) 608a.
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Love Token
The leopard was also used as a love token between Eromenoi and Erastai. On a
skyphos by the Amasis Painter, there are a number of scenes, running around the
vase, which represent the exchange of love gifts between older men and their younger
love interests [Plate 20b].2%* It is on this cup, under handle B/A, that the earliest
representation (c. 550 BC) of a panther love gift is found.”™ Here, a young man
kneels down on a bended knee and holds a leopard.”®® He grasps the hind paws of the
feline with his right hand and the front legs of the amimal with his left hand.
According to Koch—Hm-nac:k,207 although there 1s no other example of an admirer
directly handing over a panther to his beloved, as is the case with roosters and hares,
the feline on the Paris skyphos must be seen as a courting gift. She gives two reasons
for this assumption: firstly, the context of the vase is of males giving gifts to one
another, following in the Eromenos/Erastes tradition, and secondly, the youth holding

the leopard grips the feline in the same manner as when a hare is being handed over as

a love gift.

The Representation of the [ eopard Skin in Attic Black Figure
The leopard skin, as depicted in black figure vase painting is womn only by a very
restricted number of subjects. The figure represented in a leopard skin is presumably
the god, Dionysos.208 .Although he wears the cat skin solely in Gigantomachy scenes,

09

the pelt does become one of his iconographic attributes.””®  Similarly, his female

204 I ouvre A479, (4BV 156.80, 688; Para 65, 90; Add* 46).

295 All the other examples are found on vases from the first half of the Sth century, For the leopard as a
pet and status symbol amongst the Athenian youth as represented on vases of the Sth century, cf.
Ashmead (1978).

2% While this feline looks very much like a panther, I have categorized it as a leopard because it has
incised markings on its pelt that could be intended to represent spots. There are also spots on the tail.
7 1983:107 ff)).

208 gee Akropolis 1632, Carpenter (1991:P1. 15)[Plate 14b), also compare Akropolis 2211.

29 Carpenter (1986:58 ff.).
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companions, the maenads, also occasionally are represented as wearing either a fawn
skin or leopard pelt [Plate 21].21¢ According to Carpenter, the fawn skin seems to
have been the customary garb of wayfarers and hunters whereas the leopard skin was

21

definitely of a more exotic variety. His observation on the more common nature of

the deer's skin is supported by an account in the Odyssey where Athena gives
Odysseus a deer's hide as part of the costume making up his beggar's disguise:

apel &€ piv phrog &iho xaxdv Barev NndE yLtdva,

PpOYOAEQ PUTOMVTO, KUK LELOPVYLEVE KOTVD

Lol 88 Py péya déppa taxeing €é0c’ EAGporo,

Y1AOV:

Then she put another vile rag on him, and a tunic,

tattered, squalid, blackened with the foul smoke, and over it

gave him, the big nde of a fast-running deer, with the hairs rubbed

off, to wear, . ..

(Od. 13.434-437)

Clearly, this type of animal skin was not considered a luxury item since it appears in
conjunction with filthy c¢lothing and, womn to baldness, 1t contributes to an overall,
slovenly appearance. Conversely, the leopard skin, as represented on figures in Artic
vase painting, creates a sense of "othemess" since it is found on figures who are
volatile and largely inscrutable. That is, Dionysos Is an enigmatic and dangerous god,

the Amazons are a mythical race of dangerous and aggressive women and the Gorgon,

Medusa, 1s a dangerous but rather obscure figure.

1% For a maenad wearing Jeopard skin, cf. an araphora, Paris, CabM¢d. 222, (4BV 152.25, 637; Para
63; Add’ 43),

“11(1986:67 ff.). Carpenter also mentions that the appearance of the leopard pelt probably owes its
origins to East Greek art. For an instance where an Amazon wears a leopard pelt [Plate 22], cf. a
fragment, Athens, Kerameikos Mus, (4BV 107.2, Para 43; Add* 29). On an olpe by the Amasis
Painter, London B 471, (ABV 153.32;, 687; Para 64; Add* 44), the Gorgon, Medusa, is also depicted
with a leopard skin as part of her clothing attire [Plate 23]. Since Gorgons have Eastern connections,
this representation provides further supporting evidence for Carpenter's suggestion above.
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There are cases where the pardalis head appears on the shoulder straps on the armour
of warriors [Plate 24a]. On side A of the Richen, Hoek amphora,?'? it is the wartior,
Menelaos, who has this decoration on his corselet. This may reveal the artist's

familiarity with the pardalis pelt of Menelaos in Homer (/7. 10.29-30).

22 Riehen, Hoek, (Para 65; LIMC 4: Helene 158). A warrior on side B also has the same panther head
decoration on his shoulder flaps. Also see side B of an amphora in Boston 01.8026, (ABV 152.26, 687,
Para 63; Add* 44). An unnamed warrior has a panther head as decoration on the shoulder flap of his
corsleL Tt must be noted that if only a frontal feline head is represented, it is usually impossible to

discern whether it belongs 10 a panther or a leopard. For the purposes of this discussion, the heads are
regarded as belonging 10 either or both animals.
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(©)
WOLF

Homer

A third type of animal skin ts also used in the /liad, this hme womn by the Trojan spy,
Dolon:

gco0to 8 €x1060ev PLVOV TOALOTO ADKOLO,

kpati 8 Enl xTidény xvvENy, €le §' OELV Gxovia,

Bfi 8" iévor mpotl viiag amd otpotod:

He put on about him the pelit of a grey wolf, and on his head set

a cap of marten's hide, and took up a sharp throwing spear

and went on his way toward the ships, from his own camp, . . .

(/1. 10.334-336)
However, on his way to Hektor, Dolon i1s pursued and caught by Diomedes and
Odysseus.
The ensuing unsavoury characterization of the disloyal Dolon is emphasized not only
by the more ignoble character of the wolf, by extension of the pelt, but also by the
marten's hide cap which he places on his head. A marten,?'” being a weasel-type and
predatory animal, symbolizes the shamelessness albeit resourcefulness of Dolon when
he is apprehended by the two beroes. Here, the spy, shaking with fear, blames
Hektor, tries to ransom tumself and finally reveals strategic information about his own
army in an attempt to save his Jife:
... 08 @p Eotn TapPNGEV T

BapBoivev- &poPog 8¢ 0vd atdlLa yLyver OBOvVTOV

YAWPOG LAl Selovg T & AGOLOIVOVTE KIXNTNV,

AEWPDV & dylednv: 3 8¢ dakpdoag Exog ndda-

Loypeit’, adThp EYDV E)LE ADTopP

And Dolon stood still in terror

gibbering, as through his mouth came the sound of his teeth's chatter
in green fear; and these two, breathing hard, came up to him

313 Aristotle (HA VIII (X1) 612b).
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and caught him by the hands, and he broke into tears and spoke to them:
"Take me alive, and I will pay my ransom ., . "

(1. 10.374-378)

Clearly, this man is no hero.

Other instances where the wolf occurs in the Homeric works are as one of the
enchanted beasts of Kirke (Od. 10.212 ff.), and in similes describing the skirmishes
between the Trojans and the Achaians (il. 4.47] {f., 11.72 ff.). There is a particularly
gruesome simile in the Jliad which descnbes the wolves feasting on raw flesh,

glutting on the blood and gore of a felled stag:

... Ol 3¢ AbxoL (g
ORLOPAYOL, TOTOlY T8 MEPL PPECLY BOoMETOG AAKN,
of T’ AoV kepaoy péyoav odpear dnwoavteg
d&mtovoy n&oLY 8¢ TMOPNIOV CHLATL YPOLVOV:
xai T dyeAndov Taciv amd xprRvNg HeAavidpon
Adyovieg yYAboonow apofiorv péiav Bdwp
&xpov pevyopevol @Ovov alipatog év 8¢ 1e Bupds
oThBESIV ATPOULOC ECTL, TEPLCTEVETAL OE T YOSTNP

And they, as wolves
who tear flesh raw, in whose hearts the battle fury is tireless,
who have brought down a great homed stag in the mountains, and then feed
on him, till the jowls of every wolf run blood, and then go
all in a pack to drink from a spring of dark-running water,
lapping with their lean tongues along the black edge of the surface
and belching up the clotted blood; in the heart of each one
is a spirit untremulous, but their bellies are full and groaning.

(1. 16.156-163)

Since it is the Mymidons, led by Achilleus, who are compared to the wolves, this

simile cannot be overly negative. That is, the poet seems to favour the Achaian

4

forces.”! Instead, the poet has used the comparison of the wolves to convey the

viciousness of the men.

1% This is discussed above in the liob section, pages 56 fF.
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Also, while the lion is described as a solitary animal when it hunts its prey, the wolf is
represented as part of a pack. However, this does not diminssh the inherent savagery

of the image of the wolf as 1s evident from the above passage.

Vase Pajnting
Attic Black Figure Vase Painting
Wolves do not occur very often in archaic Greek art.?’® In fact, there is only one
instance in the LIMC, where a wolf is depicted in the form of a device on the

breastplates of rwo men [Plate 24b].2'®

And even 1n this insiance, the wolf faces have
been very childishly sketched; so much so that it is difficult to ascertain precisely
what animal is being depicted. There is clearly no interest in the wolf as an artistic
subject. Perhaps the wolf was not considered a worthy enough beast to be represented
in the more heroic scenes found in black figure of this age. Additionally, the image of
the lion was more interesting to the artists as well as baving well-established roots in
other cultures which, as already mentioned, had influence on the archaic artists.
Another factor that should be taken into account is that while the artists most likely
had little first-hand knowledge of the lion, the wolf was native to their land. That is,
while they may not have been aware that lions also travelled in packs, they would
have known that this was true concerning the wolf. In an effort to portray the animal
realistically, it would not have been feasible, in terms of both artistic and time
constraints, to have represented a group of wolves and the artist may have preferred to
avoid the wolf altogether. If one operated on the assumption that not many Greeks
ever saw a lion, this creature would have appealed far more to their imagination than

the common wolf. The scarceness of the lion would have made it more exotic and

23 Wolves do not discernibly occur in Geometric or Corinthian vase paintng.
%Ona fragment of a lekanis, Athens, Acr. 2112, (4BV 58.120; Add? 16, LIMC |: Amphjaraos 3).
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interesting, and therefore, worthy of representation. Lastly, the low-slung physique of
the wolf is less appealing than the erect and streamlined camage of the lion which

also may have been a factor in contributing to the antists' choice of subject matter.

* k %

It is clear that the above felines and the wolf were not as popular as the lion was in
Homer and, to a lesser extent, in vase painting. This is based on the fact that the lion
was rooted 1n a long-standing tradition, a tradition that has survived to modem times.
Although the panther was the preferred species out of the "other" felines, its frontally
orientated face somehow does not have the same fierce and formidable expression
that the lion's open mouth and hanging tongue evoke. Instead, the panther’s
expression is somewhat impassive. There is a sense of energy and vitality
surrounding the lion in the animal bands whereas the panther 1s somewhat innocuous.
Perhaps, this is why the panther is largely relegated to the animal bands while the lion
occurs in both the subsidiary bands and the main scenes. Additionally, the grandeur
and aesthetic consequences of having a mane must also have been factored into the
overall preference of subject matter. Perhaps, for instance, the presence of a crest is

why the boar was favoured over the other ungulates.

As with vase painting, the Homernic poems did not have much use for other felines and
the wolf besides the lion. Since the lion presented a completed and unified image that
encapsulated the notion of heroic prowess, the other felines were to a large extent
redundant. Additionally, it must also be taken into account that the Greeks were
working within a tradition and that the image of the lion was deeply embedded within

the culture, a product of a longstanding heritage.
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\%

BOARS

Homer
In the fTiad, the boar is used in similes to demonstrate fierceness of character, strength
and courage. It is portrayed as an animal that shows little fear in the face of the
danger which the huntsmen and their hounds represent and it is depicted as a beast
that is willing to fight to the death (7. 12.4} ff., 17.725 ff.):

g & &t Gv Ev 18 xOVESSL Kol Avdpdot Onpevifict
KAmpLog g AéwV otpépetal oBEvel BAEHEQLVOV-
o1 8¢ 1 TVPYNdOV CEEaG cDTOVG EPTOVAVIES
avtiov totavtot xat axoviifovot Bapeiéeg

alypdg ex xepdv- 100 § od mote xvddApov xfip
TopPel 0VdE poPeitan, &ynvopin ¢ v Extor
TOPPEQ T OTPEPETOL OTLY oG Avdpdv metpntilwy:
onnn T 16von tf) elxovol otiyeg dvdpdv:

¢ "Extop . . .

As when among a pack of hounds and huntsmen assembled
a wild boar or lion turns at bay in the strength of his fury,
and the men, closing themselves into a wall about him,
stand up to face him, and cast at him with the volleying spears thrown
from their hands, and in spite of this the proud heart feels not
terror, nor turns to run, and it 1s his own courage that kills him,;
and again and again he turns on them trying to break the massed men
and wherever he charges the masses of men break away in front of him;
such was Hektor . . .

(11.12.41-49)

Despite the formidable and unified front that the men present, the boar is not deterred
from its own defence. Rather, the men seem to fue] the anger of the boar, anger that

allows no room for alarm. According to Lonsdale,*!’

the boar 1s to be seen as a
warrior in its own right, protected by its hide and teeth, and he asserts that the

function of the boar-hunt simile is o demonstrate the heroic nature of the warmor

27 (1990:76).
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featuring in the main narrative action. In this simile, it is the greatest Trojan warror,
Hektor, who is being compared with the savage boar. As the hunters break away
when the boar charges at them, so too do the Achaians quail in the face of the funous
onslaught of Hektor. That the boar be used as a comparison for so great a hero, who
drives "men to thoughts of panic" (//. 12.39), serves as a strong indicator of the

concepts of power and strength embodied in the animal.

Owing to the savage nature of the boar, it 15 often paired with an equally vicious
predator, the lion (/1. 5.782 ff., 7.256 ££).2'® These two animals are vividly presented
as strong, proud, courageous and feral. However, while both animals are to be feared

proportionately, the poet of the Iliad makes it clear that in a confrontation between the

two, the lion remains the unvanquished:*'°

g & 6te ohv axépovia Aéwv £Rnoato xapnn,
@ T Ope0g KOPLYTCL LEYQ PPOVEOVTE LAYECOOV
TLOOKOG Gy’ OALYNC EBEAOVGL BE MIEREV SO’
MOAAL &€ T acOuaivovia Aéwv £ddpasse Bineiv-

As a lion overpowers a weariless boar in wild combat

as the two fight in their pride on the high places of a mountain
over a little spring of water, both wanting to drink there,

and the lion beats him down by force as he fights for his breath, [so
Hektor . . .]

(/1. 16.823-826)
Here, Hektor is compared with the lion while the wounded Patroklos is being hkened
to the boar that is defeated. This is inherently interesting because, while Hektor 1s the

furious attacker with no real opposition, he can either be the lion or the boar, both

being of equal enough status. However, when he is portrayed as the victor, but one

2% According to Lonsdale (1990:71), the boar and lion share similar emational states. For further
correspondences of the lion with the boar, see above, lion section, page 50 f.

% L onsdale (1990:71) points out that while the boar is, o a cerain extent, another permutation of the
lion, it remains distinet from the feline because it never kills its adversary.
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who fights a worthy opponent, he specifically assumes the lion's image since this 1s
the stronger of the two. On the same level, the stature and importance of Patroklos is
not diminished in any way through being compared to the boar. That is, he sfill
retains all of the superior connotations of a fighting spirit even though he has been
wounded in battle. However, if he had been paired with a lesser animal, such as the
deer, a vastly inferior picture of the hero would have emerged. This fundamental
difference berween the boar and the lion is noted by Vermeule?®® who suggests that
lion imagery is used for scenes of attack while boars are invoked when courageous

withdrawal from the battle is described.

In the [liad, the boar is mainly represented as a raging and wild beast; however, in the
Odyssey swine feature primarily as livestock belonging to men (O4d. 14.101 ff., 13.405
ff.) and are used as food in sacrificial feasts (Od. 14.72 ff., 24,215 ff.):

¢ einwv LooThipt Bodg cLVEEpYE YLTOVA,

BR & ipev &g cupeodeg, 001 EBvea Epyato XOipwV.
EvBev AV 30" Evelke KO ARPOTEPOVS LEPEVOEV,
eDoé 1€ HloTVALEY 1€ xal QUL OBeArolowy Emeipev.
OmTNooG & Gpo navta épwv Tapednk 'Odvent
8epp’ avtols OBeholoty . . .

He spoke, and pulled his tunic to with bis belt, and went out
Swifily 1o his pig pens where his herds of swine were penned in,
And picked out a pair and brought them in and sacrificed them,
And singed them, and cut them into little pieces, and spifted them,
Then roasted all and brought and set it before Odysseus

Hot on the spits as it was, . . .

(0d. 14.72-77)
As the Odyssey is concerned predominantly with the world of men, some of whom

farm livestock, it 1s not surprising that a porcine animal is mentioned as a food source.

20 (1979:88).
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Within the Homeric texts, various words are used to describe the porcine creature.??!
Since there are a relatively large number of porcine labels, significant perceptions
conceming the animal are revealed. That 1s, 1n the Odyssey, the pig is generally
referred to simply as 0 or n oYg, which can mean swine, pig, a hog or boar.
However, in the Jliad, added weight is given to 69g through often being paired with
xé&mpog or &yproc,*? which describes the boar as wild. This differentiation between
o0¢ and 60g ¥anpog or oVg &yprog indicates that there were domestic pigs (og) on
the one hand, and wild boars (o0¢ xdnpog / &yptog) on the other hand.

The terms o¢ k&mpog, 60 dyplog and 6 kAnpog generally are found in the simile
structures. However, ¢ x&npog is consistently used”?® when the boar is offered as
the alternative 1o the lion. This seems to elevate the savage status of the boar, In
relation to the feline. Alternatively, when the boar 1s described in similes on its own,
the term 6 xénpog is favoured. On the other hand, the terms é or 1§ B¢, 6 or 1y odg, 6

cialog, 60g oiarog and 6 yoipog are used to describe pigs that are kept as livestock,

. v
for food and sacrifice,?**

The overt difference between the domestic pig and the wild boar is articulated in the
Odyssey when a wild boar is described as having mated with a sow:

e oVOV T émPBNtopa k&TpPov
(Od. 11.131).

In this line, the poet clearly distinguishes between an ordinary type of pig (60¢) In

2l 5 or 7 odg (M. 13.471, Od. 4.457), c¢ xampog (/. 5.783), od¢ &yploc (/1. 8.338, Od. 11.611), 6
xkarpog (/1. 11.324, Od. 6.104), b or 1 Og (/1. 10.264, Od. 15.397), & aiadrog (/1. 21.363, Od. 2.300),
odg alaiog (/1. 9.208, Od. 17.181), & yoipog (Od. 14.73). All translations arc drawn from Liddell &
Scott (1930:ad verbum).

22 Sometimes the term & x&npog is sufficient in describing the boar, especially a wild boar.

3 One exception is /1. 17.282.

2% In the three instances where & o does not refer to the domestic pig, there is always an adjective
included that makes its context more specific.
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contrast to a wild one (k&npov).

Based on the above defining vocabulary, it is clear that in antiquity, a distinction was
made between the domestic pig as opposed to the wild boar. While nothing can be
said of the difference in appearance between the two, there is essennally a

dissimilarity in the character and the function of each.

Besides the wild boar found in similes and the swine belonging to and used by man,
the boar image occurs in only a few other passages in both of the Homeric works. In
the /liad, boar’s tusks are used on Odysseus' helmet as a form of protective armour;

... GUEL 3¢ 01 XVVENY KEQaARPLY EONKE
pLvod mownTnv: ToAEcty & EviooBev tLBoLY
EVIETUTO OTEPEDS £xTO0BE 8¢ Aevkol 0ddvteC
apyLddovrog Vo Bapéeg Exov Evlo xai Evea
£V KOl EMOTOPEVAS:

.. . and he too put over his head a helmet
fashioned of leather; on the inside the cap was cross-strung firmly
with thongs of leather, and on the outer side the white teeth
of a tusk-shining boar were close sewn one after another
with craftmanship and skill.

(1. 10.261-265)

It s appropriate that the helmet belongs to this hero, since earlier on in the narrative,
Diomedes praises Odysseus' courage:

el pev 8mM étapov ye xeheteté L adtov EAEcBOL.
g &V Enelt 'Odvofiog £yo Beloto AaBoipny,

0D MEPL (LEV TPOYP®V xpadin kol BVRLOG &ynvwp
£V MAVIESOL OVOLoL, GLAET 3¢ & MoAAaC "ABTVN.
TOVTOV ¥ £CTOHEVOLO KO1 €K TTVPOE tiBOPEVOLO
G vootfcalpuey, Enel neplode vofioot.

"If indeed you tell me myself to pick my companion,

how then could I forget Odysseus the godlike, he whose
heart and whose proud spirit are beyond all others forward
in all hard endeavours, and Pallas Athene loves bim.
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Were he to go with me, both of us could come back from the blazing
of fire itself, since his mind is best at devices."
(Z1. 10.242-247)
If we were to understand Odysseus as the boar this description encapsulates another

facet of the porcine image. That is, not only is it a proud and brave fighter, but it is

also a cunning and tricky animal, making it a difficult animal to capture.

The boar is also one of the animals involved in the metamorphosis of Proteus (Od.
4.457). Here, it is paired with similarly fearsome creatures, the lion, the serpent and
the leopard. Although the poet has described the boar as a c¢, the word is qualified

by péyag. That is, this pig falls outside of the normal porcine description.

The boar is again paired with vicious beasts, the lion and the bear, when 1t occurs on
the artwork on the baldric of Herakles (Od. 11.611). Here, the boar occupies an
elevated status since it has been embossed on part of the battle equipment of 2 hero
who i1s renowned for being a great warmior. The term that 1s used to describe the

animal is &ypotepol te oeg, which is an explicit reference to the wild type of boar.

Lastly, mention of pigs occurs in Book 10 of the Odyssey, where half of Odysseus'’
companions are magically transformed into swine by the witch, Kirke:

. aLTiK Eémevto
paPdw MEMANYLIA KA cVPEOLTLV EEPYVV.
ot 8& cv@v PEv EXOV KEGOAOS QWVNV Te TPiyog 1€
kot dépLac, abtap vodg v Eunedog g 16 népog rep.

.. .next thing
she struck them with her wand and drove them into her pig pens,
and they took on the look of pigs, with the heads and voices
and bristles of pigs, but the minds within them stayed as they had been
before.

(Od. 10.237-240)
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Here, the men are described as cveg, the ordinary, domesticated type of pig. This
underlines the potent nature of Kirke's magical abilities. That 1s, as she subdues wild
beasts so that they behave like fawning dogs (Od4. 10.210 ff.), so too are the

previously capable men transformed into harmless and impotent porkers.
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Vase Painting
~Geometric
In Geometric art, the depiction of the boar is a very rare phenomenon. On an Attic
Geometric pyxis,’? a primitively represented sow is portrayed in the company of her
offspring [Plate 25a]. Although it is impossible to discern whether the sow and her
progeny are wild or domesticated, no clear indication of aggression i1s implied through
their stance. That is, they have been represented in a pert manner, with long tails
curled in a jaunty pose, with hooked, claw-like feet, with open mouths, their snouts
elongated and tapering, reminiscent of a dog's muzzle. Boardman??® suggests that
these and the various other animal representations that are found on the pyxis act as
indications of prestige and wealth. Apart from this proposal, no other potential

meaning can be inferred from the context.

Corinthian
As is the case within the Homenic poems, in vase painting boars do not occur as
frequently as lions. In the animal bands of the 7" century Corinthian vase painting,
the boar is not singled out as a preferred animal and is pictorially interchangeable with
the other ungulates. That is, the deer/stag and the goart (the ram and bull to a lesser
degree) are generally the favoured subject matter out of the ungulate species. The
posture of the boar in the Connthian animal bands portrays the sturdy stance of a
powerfully built and physically strong animal *?7 Tt is depicted as a large animali, with
a heavy-set torso and haunches and a thick neck. Tt is represented with bristling crest

that runs from the forehead along its back; it has a curled porcine tail, sometimes has

*23 _ouvre A514, Coldstream Pl. 4h.
226 (1998:25).
27 For instance, an olpe, Munich 8764, Amyx, Pl 16:1.
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tusks and has relatrively thin legs in relation to is bulk. Frequently, the boar is
depicted with its head slightly lowered which strongly suggests a confrontational
attitude.??® That is, while the other ungulates are also portrayed with a lowered head,
their heads almost touch the ground which is a characteristic posture of an amimal
which is grazing. On the other hand, the angile of the boar's head does not evoke the
"grazing posture" since it does not dip down deeply enough towards the ground. In
view of the inherent aggression of the animal, it is most likely adopting an essentially

hostile stance.

On the Corinthian animal bands, the mannetisms of the boar reveal that the animal is
best equipped, out of the ungulate species, to be able to fend off a leonine attack. In
this fabnic, the wild boar, as opposed to domestic pigs, seems to be the main object of
artistic interest. That is, the behaviour of the swine that are depicted on the vase
scenes does not indicate a mildness of character that would more likely be found in
domestic stock. Both the Homeric works and vase paintings discern between the two
forms of the pig, the wild versus the domestic.*® It is evident that the wild boar is the
preferred animal in both Homer and art since it has more vivid attributes, both 1n

physique and character traits, than the common pig. These atuributes allow for

superior artistic effect.

28 For instance, an olpe, Frankfurt $335, Amyx, Pl. 16:2b, a pyxis, Toledo 63.24, Amyx, Pl. 52:1.
2 Based on the absence of the domestic pig in vase painting of this fabric and based on the fact that
the pig is represented in an aggressive manaer, it is assumed that the porcine animal is in fact a boar.



107

Attic Black Figure Vase Painting
It is in Athenian black figure vase painting that the figure of the boar is more
commonly found than in the Cornthian fabric. Within the black figure style, this
animal is primarily found in the animal bands where, with an aggressive posture, it
generally confronts a predator-type animal,”*® in the same manner as the Corinthian
predecessors. As with the Corinthian animal bands, the boar is not discernibly
favoured by the Attic artists above the other ungulates. However, in the bands where
the boar is the only animal that is represented in conjunction with the lion, the

inference of equally matched opponents is apparent [Plate 25b].2"

That s, in these
scenes, the boar and the usually snarling lion face each other in confrontation; neither

animal indicates any weakness through their posture.

There is evidence that the Athenian artists saw and exploited the inherent possibilities
in this confrontational animal image. An interesting example can be found on a
hydria in New York®*? where three scenes of conflict are represented [Plate 26a]. On
the shoulder of the vessel, two hoplites confront each other in battle. On the main
panel, the hero Herakles wrestles with the fishy monster, Triton, and on the lower
animal band, a lion, with its paw raised, opposes a boar that braces itself on stiffened
legs in anticipation of the attack. All three scenes are positioned towards the middle
of their respective picture field and in each the opponents are equally matched.

Neither hoplite wamior is seen at a disadvantage since neither bave a weakened

29 For instance, on a hydria by the Euphiletos Painter, London 1849.6-20.11 (B300), (48V 324.39,
694; Add* 88), on a hydria by the Madrid Painter, Vatican 16451 (418), (4BV 329.1; Add? 89). In these
instances, the boar and the lion are the only rwo species of animals that have been chosen to be
represented by the antists. According to Schefold (1992:102), wild boars, together with lions and bulls,
are representative of the savagery inberent in nature,

3 For instance, on a hydria, London B329, 678; ABV 334.1; Para 147; Add’ 91).

B2 New York 23.160.1, (ABV 280.4; Add” 73; LIMC &: Triton 4 a).
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stance; Triton is well matched by the strong Herakles, and the boar and the lion are
similarly paired. The two upper scenes that are conflict-based, also help to reinforce
the inherent opposition between the boar and the lion as natural enemies. However, it
is unmistakable that the artists have primarily used the animal band symbolically to

enhance the meaning on the main panel.**

It is significant that in most of the animal bands which depict an instance of the lion
"attack” motif, where one or more felines attack a member of the ungulate species, the
boar is not the beast that is usually chosen to fulfil the role of the victim. Instead, the
deer or the bull is preferred as the prey. This provides further supporting evidence for
the strength and dominance of the boar in relation to the feline figure. A notable
exception is the well-known cup potted by Neandros which represents a series of

feline attacks [Plate 26b].%**

On side A, two scenes of animal attack occur. On the left, two Jions attack a bull
from left and right. On the right, a panther leaps onto the hindquarters of a deer. At
each handle a siren is tumed outwards, but looks back towards the centre of the scene.
Another two scenes of attack are represented on side B. On the lefi, a lion, in a bead-
on confrontation, attacks a boar. He leaps onto the neck and shoulders of the boar,
dragging this part to the ground. One of his hind legs rake.the.face of the pig. On the

right, two panthers, on either side of their victim, attack a deer. At each side of the

23 Although there is an additional boar to the left, on the animal band, 1t is difficult to explain its
presence, Perhaps the arnst ran out of space for another lion-boar grouping and fitted in only one other
animal. For another comparative example of the above vase symbolism, see an amphora, Amiens 468,
(ABL 694; Para 153.13; LIMC 7: Peleus 116). On the main scene of this lekythos, the struggle
between Peleus and Thelis is represented. This struggle is underlined by the animal band where a boar
(on the left) confronts a lion (or the right).

2 Boston 61.1073, (ABV (167.3)(168.3); Para 69, 70, Add* 47, CVA 2, pls 98.3-4, 99.4).
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field is a siren; they are positioned as in side A. An inscription :s present on each side
of the cup. However, for the purposes of this study, side B is the main object of
Interest:

Néavdpog énoinoev ed ye nmépdaiig Hdl vo(i)yL vol ps

retr.  oepfhv 081 (or @dL) ye voiyxv 1adpog (0)dtog
CEPNV (Beazley's reading, Para 69)

Vermeule®

offers a loose translation that conveys a possible interpretation of the
inscription: "a lion got this boar, yes he did, well fought."

While it does seem likely that the boar will lose this battle, the confrontation between
the two animals is evenly matched. That is, the lion interacts with the boar as if he is
an equal adversary; the lion confronts the boar face-to-face. On side A, the single
panther attacks deer from behind, which implies that the struggle 1s unequal since the
suggestion is that the deer was running from the predator before it was caught. On the
other hand, the boar has met its attacker head-on probably in an attempt to defend
itself. This direct kind of confrontation evokes lliad 16, mentioned earlier in this

chapter, where the lion and boar find themsetves in competition over a water source.

Clearly, the boar was not considered a weakly animal.

Miscellaneous Scenes

» There is an unusual scene on an oinochoe,*® which represents a maenad caught
between two growling boars {Plate 27a]. The boars each emerge from a cave that
is partially visible against both vase margins. Although the representation of a

maenad on her own does not follow the normal Thiasos convention,”’ maenads

25 (1981:91).
36 1 ondon 1864.10-7.9 (B503), (4BV 5§27.20; Add* 131; LIMC 8: Mainades 6).
B7 LIMC 8: Mainades 6, p.783.
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218

are commonly associated with animals. In this case, the wild and volatile

aspect of the boar can be seen in conjunction with the unrestrained behaviour
common to maenads, that is most tellingly evoked by Euripides, a century later:

1 & &ppov &letoa xal dLaaTpdEovg

KOpag EALGGOVa’, 0V EpovoDS & yxPT PPOVEly,
£¢x Baxyilov xoteiyet, 008’ Enc10€ viv.
Aafodoa 8 wAEvng GpieTepay Xépa,
mievpaictv Gviiaca 10D Svedoaipnovog
aneondpotev dpov, ody Hrd cbévoug,

&AL 6 Bedg edpéiperav Enedidov yepoiv:

Tvo 8¢ tanl 8dtep’ e€epydlero,

pnyvica odpxag, Avtovén T Exrog 1 moG
eMElYE Bakydv:

Agaué was foaming at the mouth; her rolling eyes
Were wild; she was not in her right mind, but possessed
By Bacchus, and she paid no heed to him. She grasped
His right arm between wrist and elbow, set her foot
Against his ribs, and tore his arm off by the shoulder.
[t was no strength of her that did it, but the god
Filled her, and made it easy. On the other side
Ino was at him, tearing at his flesh; and now
Autonoé joined them, and the whole maniacal horde.
(Bacchae, 1122-31)

In the fifth century play, Eunpides, describes how Pentheus is tom apart by his
mother and the other women who are possessed by the Bacchic god. The women are
completely under the influence of Dionysos and cannot be held accountable for their

actions. It is only at the end of the play, when Agau& regains her sanity, that she

realizes the direness of her deed.

Specific Myvihological Scenes

It is also pertinent to note that one of Herakles' labours was to capture the huge and
dangerous Erymanthian boar that had being laying waste the forests of Arcadia and
terrorizing travellers. The ferocity of the boar is underlined since it takes a famous

and strong hero to subdue it. The representation of this task was popular in Attic

28 Ibid, p. 797.
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scene painting. In some of the vase scenes representing this labour, Herakles is
shown carrying the boar in to show King Eurystheus, who panic-stricken by the sight

of this fearsome creature hides in a large pithos [Plate 27b].2*°

The underlying concept of the strength and ferocity of the boar is again observed in an
unusual scene on a white ground oinochoe {Plate 28a].**® The white background of
the olnochoe provides a stark backdrop for the main subjects of the scene. On the left
side of the field is a large and snarling boar that faces to the right, towards a tree. The
boar has a large torso, and a bristling mane, and teeth are visible in its mouth which is
slightly opened. The front legs of the pig are stiff and braced leaning backwards. His
overall posture implies imminent and aggressive attack. In tbe central area of the
scene stands an insubstantial-looking tree that has a long and thin trunk. The tip of
the trunk terminates in branches. In these branches, a small figure (Peleus) huddles
towards the top of the branches; his gaze is directed downwarg to the ground level.
He appears very precariously balanced. On the extreme right, a large lion faces to the
left, looking towards the tree, its mane stands up and is brstling, it is crouched in a
coiled spring posture, its mouth 1s open in a growling gesture and its claws in the two
fore-paws are bared. Both animals are overtly aggressive in behaviour. Also, these
beasts bave been depicted on a large scale in comparison to the relatively small
human figure curted up.in the tree, a detail that dramatically.adds to their ferocity that

is evident through their stances and facial expressions. This suspenseful scene

2% For example, an amphora, Louvre F59, (4BV 259.15; Para 114; Add® 67), an amphora Naples SA
186, (ABV 270.51; LIMC 5: Herakles 2124).

%0 New York 46.11.7, (ABV 434.3; Para 187; Add? 111). This scene could be a reference to the myth
where Akastos takes Peleus on an overnight hunting trip. During the course of the night, while Peleus
is resting, Akastos steals the magical knife that protects Peleus from the wild animals. Cheiron has to
retrieve this knife before Peleus can safely emerge from the woods that are inhabited by vicious
creatures (Schefold, 1992:186). Both the boar and the lion could be the rype of animal that the men
were hunting and this scene could be a reference to the stranded Peleus hefore Cheiron's timely
intervention.
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demonstrates an awareness of the lion and the boar as two animals that were both

potentially dangerous and savage creatures and that could inspire a fear-based

reaction.

Another instance where the boar can be found in black figure vase painting is in
scenes depicting the Kalydonian boar hunt where the boar is being pursued and
attacked by men and their hounds [Plate 28b & c] 24l Although the boar hunt image

242

can also be found in Corinthian art,” the inscriptions on these are different from the

Atftic representations and, therefore, the Corinthian hunt scenes were rooted in a

native epic tradition.?*?

On a lekanis lid attributed to the hand of the Vatican
Mourmer,>** there are two boar hunt scenes depicted [Plate 29].2“5 Since these scenes
lack inscriptions of any kind, they cannot be placed within a particular myth and may

. - 1 4
simply represent a generic "boar hunt' e scene.>®
o

The grouping of the figures
follow the typical schematic layout247 for the boar hunt image where a central boar is
attacked by men standing on either side of it. [t stands as testimony to the strength of

the boar that the boar hunt representations portray a large number of men, with their

dogs, in stark contrast to the solitary boar.

) For instance, Frangois Vase, Florence 4209, (4BV 76.1, 682; Para 29; Add? 21), a band-cup,
Munich 2243, (ABV 163.2, 160.2; Para 68; Add? 47). According to Schefold (1992:102), the story
describing the Kalydonian hunt was probably known in Athens in the 6™ century BC. This would
explain the sudden appearance of these representations in vase painting. However, Schefold does not
state whether he has based his date on the prevalence of the depictions themselves or whether the
evidence was provided by an independent literary source.

282 Eor instance, neck-amphora, Once Lecce, Amyx, P1. 126:3.

243 Schefold (1992:197),

24 Wiirzburg 1442, (4BV 140.5).

25 Masters (MA diss. Durban 1996:127) suggests as a possibility that two stages of the boar bunt are
occurring.

26 As Carpenter (1991:186) suggests, the Kalydonian boar hunt cannot be positively identified unless
through the aid of inscriptions or unless a fernale figure (Atalanta) is present.

#7 Boardran (1985:227) points out that this is the standard template for boar hunt scenes.
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Based on the above Homeric and artistic evidence, the concept of the boar is very
clearly defined. While the swine could be overpowered by the stronger feline
animals, it was inherently a powerful, dangerous and energetic creature capable of
stalwart battle. This understanding might indicate why the boar's head was often used

. . 4
on the prows of ships as a battering ram.’*®

That is, the concept of the animal
embodied hardiness, a willingness to fight and tireless effort. It seems likely, in view
of the difference in Greek terms describing the boar, that the archaic Aftic artists
intended their boars to be of the wild type. Based on this evidence and the aggressive
posture of the boar, it does not appear that domestic swine were of intrinsic artistic
interest.

It seems that the primary idea attached to the boar was that, first and foremost, 1t was
a fighter. It is not surprising, then, that the boar's tusks were historically sewn on the

: 4
caps of real human warriors.?*

That 1s, in addition to the durability of the matenal,
there must have been a certain honour in wearing the teeth of a worthy fighting

opponent.

28 For instance, a cup by Exekias, Munich 2044, (48V 146.21, 686; Para 60; Add? 41).
*9 For an examnple of a reconstructed Mycenaean boar tusk helmet, see Athens National Museum 6568.
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VI
OTHER UNGULATES*®

Homer
The study of the other ungulate species, the deer, the goats, the bulls, the rams, pigs,
sheep and cattle, does not offer as much useful information as the other animal types.
That is, the other ungulates in Homer are rarely invoked in similes but, instead, they
are mentioned in reference to their functional role as a food source (/7. 8.230, 9.205
ff.), as sacrificial victims®' (/1. 1.40 ff,, 1.65 ff., Od. 3.5 ff), as the livestock
belonging to man (Od. 4.84 ff.), they are used as a means of expressing value (/1.
2.446 ff., 1l. 23.703 ff.), they are offered as a bartering commodity (/I. 7.470 ff.), their
hide is used as material items (/7. 3.375 [bull's hide used as a chinstrap of a helmet], /.
4.105 ff. [The goat's horn bow of Pandaros], Od. 1.108), and they are the quarry of the
hunt (/7. 10.360 ff., 15.271 ff.). As a direct consequence of the above functions, these
animals lack overt individualized character traits and instead form the generalized

backdrop for the main narrative action in both epic works.

Wild Versus Domestic

In another role, as victims of predators, the herbivore falls into two categories, wild
versus domesticated. Firstly, the ungulates as domestic livestock®*? are completely at

the mercy of the predator since they have usually been penned inside man-made

20 The category of "Other ungulates” deliberately does not include any discussions of the wild boar
since it is regarded as a category on its own. There is, however, a slight overtap with domestic pigs
which are also regarded as belonging in the "domestic livestock” category,

21 I am deliberately not discussing the sacrificial contexts since this introduces the religious
connotations, which is a study in its own right.

2 The category of domestic livestock includes pigs, sheep, cattle and goats.
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enclosures and they have been placed tn an unnatural context. Since in the inhabited

regions they have no natural predator, they are not equipped for survival under attack

by a wild animal:

g 8z Afwv pnhotav donpéviolary EneABmv
QUYEGLV 1] OLECOL KUKO QPOVE@V EVOPOVOT). . . .

As a lion advancing on the helpless herds unshepherded
of sheep or goats pounces upon them with wicked intention, . . .
(II. 10.485-486)

The second category of ungulate is the one that bas been bom to the wild. This

ungulate is hunted by both man and beast and, like the domestic herbivore, the wild

ungulate occupies a low position in the food chain:

L apel & &p’ ovtov
Tpideg Enove’ @g el 1e Sogorvol BdEG SpECPLY
apo’ Edopov kepaodv Befinuévov, v T EBar’ avnp
1@ &mo vevpfig TOv pév T HALEE Tddecal
eevywv, Spp’ oipa Aopov xol yodvot ophpy
adrap énel dn TOV ve dopdooeTan MKVG OTGTOG.
Qpoeéyol piv 8deg v odpeot Sapddntovory
£V VELLEL OXLEPD”

... and around mm
the Trojans crowded, as bloody scavengers in the mountains
crowd on a horned stag who s stricken, one whom a hunter
shot with an arrow from the string, and the stag has escaped him, running
with his feet, while the blood stayed warm, and his knees were springing
beneath him.
But when the pain of the flying arrow has beaten him, then
the rending scavengers begin to feast on him in the mountatns
and the shaded glen,

(1. 11.473-480)

Although both categories of ungulates are mentioned in the context of similes, usually

the animal occupies a purely secondary role, where it is preyed upon by wild

beasts.

253 That is, the predator is the main focus of these similes.

353 gee deer section below for further discussion.
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In another context, however, the ungulate occupies a primary role where it can be
evoked tn reference to its strength and status in relation to the herd:

... HETO 8¢ Kpelwv "AYOpéHVOV

OLHOTO KOl KEQOATV TKEAOG ALl TEPTLKEPA DV,
“Apet 0 Cawvny, atépvov 8¢ TTocerddwvt,
nVte Bolg aryéAnor péy EEoxoc Emheto mAVImV
todpog & Y&p te BOeoOL HETOMPENEL & YPOUEVIIOL

... and among them powerful Agamemnon,
with eyes and head like Zeus who delights in thunder,
like Ares for girth, and with the chest of Poseidon;
like some ox of the herd pre-eminent among the others,

a bull, who stands conspicuous in the huddling cattle.
(/1. 2.477-481)

Usually the ungulate is of the male gender and thus is distinct from the predominantly
female herd. As a result, the qualities of leadership and authonty are evoked.

Agamempon is raised above the nomal quality of man and is presented as a singular

and vnique being.

An ungulate can sometimes be invoked in order to convey the effect of a sound
occurmng:
aL1op O Bupov &lobe kol fipuyey, @g d1e TAVPOC

Hpvyev EAkOpevVos ‘EAtk®viov apel Gvakto
KOVPWV EAKOVIWV:

He blew hus life away, bellowing, as when a bull
~beilows as he is dragged for Poseidon, lord of Helike,
and the young men drag him.

(/1. 20.403-405)

This is distinct from the predators who typically are not vocal.

Out of all the ungulates that form a part in the "other ungulate” group, the deer

imagery has the most to offer. Usually, the image of the deer is employed when an
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insult is being intended. In one context, when Achilleus angrily remonstrates with
Agamemnon in the beginning of the /liad, he accuses Agamemnon of having "a dog's
eyes, with a deer's heart" (7/. 1.225). Here, since the deer reference is paired with an
obvious canine insult, it too must be considered derogatory. In this scene, Achilleus
regards Agamemnon as displaying the timidity of a deer where its only response to
danger is to flee. While this may not be much commented on of the wild animal, it is

certainly not an attribute that a brave and noble warrior should be displaying

In general, the deer occurs most frequently in the Homeric similes, similes which
demonstrate the perceived character of the creature. The overriding character trait
that the deer is considered to display is the concept of cowardice, as described in the
words of the god, Poseidon:***

Todog - Ol 10 TQPOCG TEP

pulaxiviig éldpolory Eoikecay, ol e xob VANV

8V Topdalimv 1e AVKWV T Ala TEAOVIAL

aVTwg NAGOKOVoOL AVEAKIZES, 0VS EmL LAPUT”

...the Trojans . . .

were like fugitive deer before us, who in the forests

are spoil for scavengers and wolves and leopards, who scatter

in absolute cowardice, there is no war spint within them.

(/1. 13.101-104)

Here, the deer is diametrically opposed to the fearsome boar and lion which are
lauded for their courage, even in the face of grave danger and even when they do not
have much hope of success. Keeping in mind that Poseidon is anempting to rally the

Achaian forces, an obvious insult is being directed towards the behaviour of the

Trojan forces.

% | onsdale (1989:67).
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Within the Homenc works, the deer is an animal that is frequently hunted by both
man (Od. 10.156 ff. [Odysseus hunts a great stag])** and animal (/7. 15.579 ff.). 1t is
innately defenseless and 1s not at all equipped with well-developed survival
mechanisms:

g & 6moT v EvAOYw EAO@og xpatepolo AE0VTOG

veBpol¢g KOUNOAoT VENYEVERS YOACBTVOUC,

KVNLOUG EEEPETIOL KAl (I7KeED ROLHEVTIOL

Booxopévn, 0 & Ererta ENv e16THALVBEV EDVTY,

dpotépoiot 8€ ToloLy &etkéa TOTHOV EQTKEY . . .

As when a doe has brought her fawns 10 the lair of a lion

And put them there to sleep, they are newbom and still suckling,

Then wanders out into the foothills and the grassy comers,

Grazing there, but now the lion comes back to his own lair

And visits a shameful destruction on both mother and children . . .

(Od. 4.335-339)

This 1s clearly not the type of behaviour that one would expect of a creature born in
the wild. That is, it would seem that the animal should have developed some sort of
survival skills in order to ensure the propagation of its own kind. >
Although the similes are evocative, they present very simplistic images in comparison
to the lion and boar, for example, whose character is well-developed through a series
of consistent images. It is also conspicuous that the physical characteristics of the

herbivores are pot singled out and descnibed in detail, as 1s ofien the case with the

other animals already mentioned in the preceding chapters.

23 Birge (1993) and Schmoll (1987) discuss, in detail, the possible symbolism of the stag hunt.
26 Lonsdale (1989:59) also comments on the anthropomorphic use of vocabulary which increases the
sense of poignancy that is evoked.
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Vase Painting
Geometric
Deer have a primarily decorative function on Geometric ware, a function which keeps
within the character of this period. They can either be represented in a successive

row, forming a pattened frieze [Plate 30a),>’

or they are individually represented
[Plate 30b].2°® Here, the deer is portrayed 1n a stiff standing position, with its head
lowered groundward, with long upright ears and a short tail that points downwards.

This tail position distinguishes the deer from the goats which generally look the same

but have a short tail that points upwards.

Corinthian

The main types of ungulate animal that occurs in Corinthian animal bands are the
boar, stag/deer, the ram, goat and the bull [Plate 8a].

The deer and stag are typically depicted with their heads bent towards the ground, in a
presumed grazing posture. Here, each ungulate is not treated merely as a decorative
object, but instead, a notion of function is implied, which is encoded in its
representation. That is, ungulates graze, they are herbivorous, they are largely
unaware of the potentially dangerous felines on either side of them, and they are not
themselves inherently aggressive. Each animal is represented in its own particular
“context”, doing generally what all ungulates characteristically do. The bull, the ram
and the boar, on the other hand, generally assume a threatening pose and seem to
challenge the next animal in the band sequence. That is, they have a solid stance that
could be interpreted as cénﬁontational. Also, the deer and stag seem to reach further

down towards the ground in contrast to the angle of the heads of the bull, the ram and

27 For instance, the Dipylon amphora, Athens 804, Coldstream Pl. 6.
B8 For instance, an oinochoe, Agora P 15122, Coldstream Pl. 7c.
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the boar which are less pronounced. This implies that the deer are eating whereas the
latter group is inherently aggressive.

Except for the occurrence of the ram and the bull, it 1S conspicuous that no other
domesticated ungulate appears in these bands. In consequence, the ram and the bull
are significant in some way beyond their domestication. That is, although these two
animals are theoretically domestic stock, they stand as fairly universal symbols of
power and aggression which sets them apart from the inherent docileness which is

corumon 1n livestock.

Attic Black Figure Vase Painting
Ungulates also occur on the subsidiary animal bands of Attic black figure vases
where, as in Homer, they are the victims of both man and predators. Within these
animal bands, the favoured species of ungulate are generally the stag/deer and the
bull. However, the ungulate alone does not offer any potential symbolism. Instead,
they are an essential compounent of the feline attack image, a self-contained image
which carries 1ts own particular symbolism.259 According to Markoe,**® the “choice
of two different animals - bull and stag - as prey in flanking lion attack groups

underscores the purely secondary tmportance of the animal vicum."

Like the Corinthian animal bands, other domestic livestock, with the exception of the
bull, are typically not included in Aftic animal bands. Although the bull is
domesticated, its essentially volatile nature seerns to place it alongside the wild

animal species, in terms of equivalence in status and prowess.

2% See above lion section for further information, page 66 (f.
260 (1989:99 n. 49).
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On the other hand, while deer, rams and goats do appear in the main scenes of Attic
black figure, they are usually presented as an attribute of a diviniryw or are
represented as one of the sacrificial victims being led in a procession. Apart from the

above contexts, livestock 1s generally not represented in the main scenes.

Specific Mvthological Scenes

Based on the above discussion, it is not surprising that the two ungulates that do occur
in the Herakles cycle are the bull and the deer, since representations of these
ungulates are dominant. However, even here, they follow a description that is true to
character. That is, the task of fetching the Kerypitian hind*®* is not even one of
Herakles' more dangerous labours [Plate 31a]. The hind itself does not pose any
danger. Rather, it is its protectress, Artemis, who is the real gbstacle that stands in the
hero's way. It is also significant that the desirability of the animal 1s not due to the
inherent character of the creature but rather to its forbidden and thus extremely
\coveted goiden antlers.

Similarly, Herakles' labour involving the Cretan bull {Plate 31b]**’ undertines the
fundamental character traits of the bovine in the same way that the Kerynitian labour
reflects the deer. In the Cretan bull episode, the behaviour of this domesticated
animal is motivated by an external source, in the guise of the god Poseidon, who

causes the bull to terrorize the surrounding areas.

* * %

¢! For furtber information concerning the connections between the particular gods or goddesses with
specific animals, see Sirnon's (1998) comprebensive book on Greek divinities.

2 For instance on an amphora, Wilrzburg L199 (ABV 287.5; 4dd?75; LIMC 5: Herakles 2177).
8 For instance on an amphora, Munich 1407 (4BV 290; Add*75; LIMC 5: Herakles 2329).



[t is not surprising that domestic animals were not overtly favoured in the Homerc
works and in the different artistic fabrics. That is, the domestic livestock lack the
distinct character traits that the other animals have. Additionally, they must not have
had much imaginative appeal for man tn antiquity since livestock was a necessary
commodity, an item of business or a means of food. From a purely aesthetic point of
view, the sheep, the pigs, goats and cattle generally lack the physical prowess of the
wild animal. Above all, one must keep in mind that domestic livestock are essentially
herd animals. That is, they co-exist and belong as members of a flock/herd and, in
consequence, do not have any defining individual qualities. In terms of the bull and
the ram, however, these animals tend to stand distinct from the herd in terms of their
male gender and biologically-based leadership attnbutes. That is, they have a defined
function within the flock/herd and because of biological reasons, they generally do
not share their position with another member of the same species. Since these
animals are singled out as "other” in relation to the rest of the herd/flock, they tend to
occupy a position of power and status. Hence, the arnsts could comfortably depict the
bull or ram as individuals, and in both literature and the arts, a more noble image can

be attributed to each creature.

Although the deer is a wild ungulate, it is clearly not considered an unusual animal.
The above evidence suggests that it was a rather common anumal, whose behaviour
did not create much cause for comment. It is evident that the deer fulfils a largely
ufilitarian function, contributing little to the heightened and charged imagery found
both in Homer and archaic Antic black figure vase painting. One must recall the deer's

hide pelt of Odysseus (Od. 14.436). The hero only is made to wear this when he
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assurnes the disguise of an unworthy beggar. That is, although it is deliberate, the pelt

negatively impacts on the prowess of the protagonist.
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VII

SNAKES

Homer
A creature that had a significant impact on both animat and man alike, was the snake.
The Homeric works reveal how birds fight it in nature (7. 2.308 ff., 12.200 ff.):

Spvig Y&p o@Lv Emihle tepnoéueval LEPODOLY
QLETOG VYLITETTG £ APLOTEPY A0V EEpYmV
POLVAEVTO SPAKOVTIA PEPWOV OVOYECTL EAWPOV
CLwov €T donaipovia, kol o 1w ANOETO X APUTG,
KOWE YOp adTOV €xovia xatd oThbog mopd deipmv
1dvwbeig onlow O & &mo EBev fixe yapdle
aryncag 030Vvnet, LECW & Evi x&PRaA’ OUIAW,
avtog 0 xA&yEog mETeETo mvoLfig &vEpoLo.

As they were urgent to cross a bird sign had appeared to them,

an eagle, flying high and holding to the left of the people

and carrying in its talons a gigantic snake, blood-coloured,

alive still and breathing, it had not forgotten its warcraft

yet, for writhing back 1t struck the eagle that held it

by chest and neck, so that the eagle let it drop groundward

in pain of the bite, and dashed it down in the midst of the battle

and itself, screaming high, winged away down the wind's blast.
(/1. 12.200-207)

It must be taken into account that this reptile is one of the natural prey of the eagle
species and that the bird is accustomned to and physically equipped for the capturing of
the snake. But, as testimony to the snake's antagonistic nature, not even the strong

and powerful eagle can withstand its ferocity.

[t 1s also apparent that the snake was not only a threat to the members of the animal
kingdom but also was considered dangerous to men (ZI. 3.33 ff.,; 22.93 ff.);

wg & 61e Tig 1e dpdxovra LSV TaAivopoog Améstn

oVpeog &v BHocTts, VIO 1€ 1polLog EAACPE yula,

oy & &vexhpnoev, OYPOg Té piv elhe nopeldc . . .

As a man who has come on a snake in the mountain valley
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suddenly steps back, and the shivers come over his body,
and he draws back and away, cheeks seized with a green pallor. . .
(11. 3.33-35).

Gauging from the above responses that the creature evoked, it is evident that this
reptile made a considerable impression on the psyches of the Greeks. Additionally, it
carried out another important function in serving as the basis for portents sent by the
gods themselves (/1. 12.200 ff.). It is not surprising that this creature was closely
associated with the gods because it must have forced the ancients into an awareness of
their mortality when its poison could cause great discomfort and probable death:

AAA’ O LEV £V VIICW KETTO KPUTEP QAYEQ TACYWV

Anpve v AyaBin, 60t Ly Aimov vieg Ayoidv

£Akel poybilovta kakd dhodppovog Vdpov:

Yet himself lay apart in the island, suffering strong pains,

In Lemnos the sacrosanct, where the sons of the Achaians had left him

In agony from the sore bite of the wicked water snake.

(11.2.721-723)

Here, Philoktetes, leader of the Thessalians, cannot take up his rightful place and man

his ships because of the severity of his affliction. In consequence, he is replaced by

Medon, bastard son of Oileus.

The predominant attitude towards the snake, within the Homeric works, is one of
fearfulness. In the Odyssey (4.457), the serpent is paired with other similarly
terrifying creatures, the boar, lion and leopard, when it is described as one of the
manifestations of Proteus. This particular combination of animals indicates the

underlying concept of the snake as dangerous and primal.

Similarly grim overtones can be found in a description of the Iliad where a snake, not

content with preying only on the young, strikes at the mother bird as well. This
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passage describes an opportunistic creature that is intent on taking as much as it can

get:

... dpdxwv £nl varta dopoivog
opepdarfog, Tov p’ adTog ‘OADUTLOG AKE YOG B,
Bwpod vLratgog npdc po tAatévictov Epovesey.
£€vea 8 Eoov oTpovdoio veooool, viimia Téxva,
8w Er axpoTdT® RET&AOLG DNONENTNDTEG
OKT®, GTap AP EVETH AV T 1EKE TEKVO:
EvB' O YE TOVC EAEELVE KOTNOOLE TETPLYDTUC
uNp & ApeemotéTo ddVporEvn LA TEK VO
v & érelEdpevog mtepvyog A&Pev Gp@raxvioy.

.. . a snake, his back blood-mottled,

A thing of horror, cast into the light by the very Olympian,

Wound its way from under the altar and made towards the plane tree.

Thereupon were innocent children, the young of the sparrow,

Cowering undemneath the leaves at the uttermost branch tip,

Eight of them, and the mother was the ninth, who bore these children.

The snake ate themn all after their pitiful screaming,

And the mother, crying aloud for her young ones, fluttered about him,

And as she shrilled he caught her by the wing and cotled around her.

(/1. 2.308-316)

Although the snake has overtly malevolent overtones within the Homeric poems, it
does seem that the creature was an enigmatic symbol to the ancient people. That s,
snakes played a Jarge part in the shrouded mystery cults®™® and were consistently
affiliated with many of the Olympian gods and goddesses.”®* According to Kearns,*®
snakes have "an intimate connexion with heroes and ‘chthonic’ deities because of their
mysterious appearances and disappearances from the earth; under the earth, it seems,
they still retain their power and vitality." The intangible quality which surrounded the
tmage of the snake is also revealed through the role that the reptile played in omens.

It seems that the snake could appear in a number of contexts, most of which would be

interpreted as an important sign. Both a snake appearing alone (/7. 2.308 ff.) and one

* Burkert (1987:106).

263 For additional information on the various deities, see Simon's (1998) detailed study on the subject.
6 (1989:16).
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seen in the grip of a bird's talons (/. 12.200 ff.) were considered significant enough

events into which meaning could be imported.
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Vase Painting
Geometric
The snake as a decorative and "space filling" object267 is found in Geometric art, with
one possible exception. That 15, while the figure of the snake did superficially

268

function as a decorative device [Plate 32a},”" the reptile was also sometimes used as

a feature ornamenting funerary pot‘tery.269

That 1s, because the snake is a creature that
makes i1ts home beneath the ground, it was associated with the dark realms found in
the Underworld and with the dead. In addition to this, the snake's periodic shedding
of its skin symbolically encapsulates the concept of rebirth and renewal, which could
make it an appropriate symbotl in a funerary context. Overall, it seems that snakes
were assigned a protective function in antiquity. According to Kearns,>® this
protective function is "due partly to the instinctive féar inspired by the snake ... but
partly also to the creature's origins in the earth itself.” Since the snake is so close to
the earth, says Kearns, it would naturally seek to protect that which gave it life and
sustenance. Perbaps, also, in real life one tended to encounter snakes in the
comparatively deserted contexts of cemeteries, Since this was easily observed by the
painters, it may have seemed natural to include the creatures on their funerary ware,

The image of the snake is not commonly found in Corinthian art and it seems that
where it does oceur, it functions primarily as a space filler [Plate 32b &c].?”' Here,
the figure of the snake 1s represented in a series of continuous 'S' patterns. It is placed
in berween two anmimals/figures that confront each other, where it occupies an

awkward triangular area of space.

2%7 See description in Corinthian art below.

262 Asona pitcher, Athens 144! {, Coldsweam, Pl. 13c¢.

2% For instance, on an amphorz, Leiden [.1909/1.1, Coldstream, Pl. 11la.

779(1989:111).

¥l For instance, iwo alabastra, Boston 98.910, Amyx, P!. 18.1a, attributed to the Griffin Painter;
Boston 91.2]0, Pl. 18.5, atimbuted 1o the Painter of Munich 283.
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Attic Black Figure Vase Painting
Tombstones
The chthonic aspect of the snake can also be found in Athenian black figure
repre;entations (Plate 33a].”’? Here, the figure of the snake is superimposed on
white-coloured grave mounds. In these representations, it is not clear whether the
snake is intended to be a carving on the tombstone or whether it is a real snake.
Howevér, the implications of the snake's associations with the underworld must be
included in the interpretation of the scene. In view of the vase depictions of snakes on
tombstones, it 1s unusual that the representation of the snake was not commonly used

as a decorative symbol on real archaic stelai.?’? It seems that the Athenians preferred

to represent human images, most likely representative of the person who had died.

The snake appears in two forms in archaic Aftic black figure. It can simply be
represented as a normal snake or it can be portrayed with a beard that hangs over the
bottom lip of the reptile [Plate 33a].”’* According to Guralnick,?”® this feature is
Egyptian in origin, where the beard functioned as a marker of a deified person who

had become the protector of the deceased in the Underworld.

Omens
Although omens played an important part in the Greek people's daily life, the "bird-

carrying-snake” representations are not as common as one would expect in art of this

' For instance, an amphora, London 1842.3-142 (B239) (4BV 371.147; Add’ 99; LIMC 3:
Q;nomedon 17).

** For a selection of archaic stelai, cf. Richter ( 1988).

4 Eor instances of a bearded snake, a column krater, New York 31.)1.11, (4BV 108.5, 684; Para 43;
Add? 29; LIMC 3: Automedon 17).

2% (1974:183).
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period.?’® This is surprising since not only would this animal grouping fill awkward
areas of space, but it could have greatly added to the meaning of the main action,
following in the tradition of the Iliad. On a belly amphora, by the Painter of
Acropolis 606 [Plate 33b],>”” a well thought out scene is represented. Juxtaposed in
the center of the field and facing left, are two warriors who nde on their horses. The
front legs of the horses are lifted off of the ground while their hindquarters are slightly
bent at the knee joint, in the standard galloping posture. A hare, which is represented
beneath the bellies of the horses, springs forwards on its hind legs with its forepaws
raised and outstreched but parallel to the ground line. Based on the widespread stance
and the posture of the hare, fast movement is being indicated. In the top right hand
comner of the field, a bird, that is represented in flight, holds a snake in its beak.

Overall, the presence of the animals greatly enhances the meaning of this scene and

invites interpretation.

Boardman?’® suggests that the hare acts as an indicator of the swift passage of the
horsemen and that the bird must be seen as an omen. Since the horsemen are not
located in any particular context, various combinations of meaning can be proposed.
That is, the omen could either be a marker of potential success or it could serve as a
portent for failure.?”? In the liad, Poulydamas interprets an eagle omen as a ncgartive
happening when the snake bites back and sees it as a waming that the Trojans should

not attack the Achaian camp:

*76 On an amphora, Athens 15111 (4BY 306.43, Add- 81), a bird is represented with a snake in its beak
and flies beneath the shields of two dueling warriors. This surely is meant as an omen for one or both
of the fighting men.

*7 Berlin inv. 4823, (4BV 81.4; Para 30; Add” 22).

78 (1974:35), cf. also Beazley (1986:36).

*”® The position of the bird omen could also be of significance. In the /liad (12.230 ff.), while Hektor is
scolding Poulydamas, he suggests that the omen would be interpreted differently if it was seen on the
right band side, in the sunshine, as opposed 1o being observed on the left side, in the murk.
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W {opev Aavooiot poyxnodevol nepl vndv.

®8e yop ExTedéeaBoL Olopat, el €180V ye

Tpwoilv 68" Bpvig NABE TePNGEREVOL PELODOLY
C1eTOG DYLTETNG £ HPISTEPQ AOOV EEPYWV
POLVTIEVTO dPAKOVTA PEPWV OVVXECCL TEAWPOV
Lwov: dpop & apénke mdpog eila oikl' ikécbal,
0V’ ETEAECGE QEPWV SOUEVUL TEKEECTLY EOTOLV.
O NUETS, el mép 1e TOAOG Kol 110G "AYoLdV
PNESHEDD 6BEVET PeYGAW, elémat & "Ayauol,

0V KOGHL® Topd vadpily EAeVGONED aBTd KEAELO
roAlovg yop Tpdwv xataAelyoprey, 00G xeV "Axa10l
YOAKD dNDOowoLV GLVVOHEVOL TTEPL VIDV.

Let us not go on and fight the Danaans by their ships. I think

it will end as the portent was accomplished, if the bird sign

that came to the Trojans as we were trying to cross was a true one,

an eagle, flying high and holding to the left of the people

and carrying in its talons a gigantic snake, blood-coloured,

alive, but let 1t drop suddenly before winning his own home,

and could not finish carrying it back to give to his children.

So we, even though 1n our great strength we break in the gates

and the wall of the Achaians, and the Achaians give way before us,

we shall not take the same ways back from the ships tn good order;

since we shall leave many Trojans behind us, whom the Achaians

will cut down with the bronze as they fight for themselves by their vessels.
(Il. 12.216-227)

However, it seems that the interpretation of omens was not embraced by everybody.
Indeed, here, Hektor i1s scomful of the bird sign and chooses to place his faith in the

counse] of Zeus himself.

Likewise, the horsemen can also be understood on two different levels. That is, the
warriors could either be seen as the aggressors in pursuit of their quarry or they could
be the pursued and-in flight. Although all of the possibte options-presented are valid,
the value of this scene lies in the artist's deliberate use of animal symbols in order to
create a meaningful picture with which the viewer can actively engage. This
composition provides the modem scholar with evidence that the ancient Greek was

conscious of the significance of the animal kingdom in their culture and that animals
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were purposively utilized in artistic compositions.?®® Although snakes are the natural
food of the bird, it seems unlikely that this was the motivating impetus behind the
bird-snake representations. That is, the defining characterishic of Attic black figure is

that the artists were highly innovative.

Dionysian Scenes

Snakes are also found in scenes that represent Dionysos and, occasionally, his

followers.™' In the Gigantomachy contexts, the snake assists the god in his bartle

against the giants. Like the dog and the feline figures, the snake becomes an
iconographic attribute for the Bacchic god in scenes of this type.”®? Snakes do not

frequently occur in Dionysiac scenes outside of the Gigantomachy representation.

283

However, Carpenter™" highlights a column krater by Lydos as the notable excepnon

[Plate 34a].2®* This scene, detailing the Return of Hephaistos, consists of a retinue of
maenads and satyrs that clutch bunches of grapes in reference to the god of wine.
Amongst them, Hephaistos rides on his donkey. On the extreme nght side of the
excerpt of the scene in Plate 34a, stands a satyr, who holds in his right hand both a
bunch of grapes and a bearded snake by the tail. While the presence of the snake is
unique in this type of context, Carpenter suggests that because Lydos generally
portrayed snakes in Gigantomachy scenes, "the possiblity exists that he simply

transferred the snake from one mythical scene to another."%**

#0 On a late Attic lekythos, Cambridge 1925.30.49, (ABL 233.20: LIMC 3: Cheiron 23), 1here is a
scene representing the struggle of Peleus and Thetis. On the right band side of the struggling pair, there
is an altar on which a snake has been depicted. [t may be a reference to one of the transformations of
Thetis or be intended to be understood 2s an omen.

281 According to Carpenter (1986:125), the inclusion of the snake and the feline with Dionysos most
?roba.bly was derived from an Eastern-based Dionysos.

8 Carpenter (1986:72) points out that, whereas felines are rarely excluded from Gigantomachy
rePresenw(ions, snakes are not nearly as ¢ssential.

2 Ibid.

4 New York 31.11.11, (4BV 108.5, 684; Para 43; Add’ 29).

3 (1986:84).
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On the other hand, snakes were paired not only with satyrs, but with maenads as well.
On an amphora attributed to the Leagros Group and dated at the end of the 6™ century
BC, a carefully composed scene features Dionysos amongst maenads and satyrs.**
Two maenads frame the scene. The one on the extreme left, in position 4, carmries a
snake in her right hand with its tail draped over her forearm. The maenad on the
extreme right of the field, \n position £, carries a panther in her arms, its two front
legs clutched together in her right hand. In position B, a satyr strides towards the
right. His feet face to the right but he looks over his shoulder, facing to the left.
Dionysos stands in position C, tn the central area of the scene. He is represented as
taller than the others, and this, together with his central position, indicates his
importance. Another satyr stands in position D, to the right of Dionysos. He faces to
the right and balances on his right leg with his left leg tucked up off the ground. He
also holds a snake in his right hand. The artist has been particularly conscientious
about including all the Dionysiac iconographic elements. That is, an animal pelt
drapes over the shoulders of each satyr, Dionysos holds his kantharos and a frond of
ivy, the four followers all hold branches of ivy and the various animals, and ivy

wreaths adom the heads of satyr B, Dionysos and maenad £.

Snakes and Fumiture

There is an unusual occurrence of the snake in a scene on a cup which represents the
introduction of Herakles to Zeus [Plate 34b].**” Here, an upright snake forms the
backrest of Zeus' throne. Since this is not a regular phenomenon in archaic Attic vase

painting, no apparent meaning can vaiidly be ascribed. However, this form of the

286 Naples 128333, (4B8V 367.93). For a maenad holding a snake, cf. an Exekian amphora, Budapest
50.189, (Para 61).

%7 {_ondon B2379, (48V 60.20; Para 26; LIMC 5: Herakles 2847).
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snake on chairs on which someone is seated, is often found in Egyptian art,*® for

reasons that cannot be here applied.

Miscellaneous Scenes

e Spakes occur in fountain house scenes on the pedirnents of the founrain house
establishments **

o A decorative snake wrought in metal is represented on the helmet of Achilleus
where 1t supports the crest, on a neck-amphora by the Amasis Painter [Plate
35a.2°

o There is a scene on a lekythos in Boston attnbuted to the Edinburgh Painter |Plate
35b],29' that represents Aias, the lesser, with sword drawn, the goddess, Athene,
who stands on the extreme right of the field, and Kassandra who stands between
the two. Positioned between the figures of Aias and Kassandra is a Jarge snake
that faces to the left. The posture of tts body echoes the snake on Athene's shield.
Indeed, it rests its chest area on the fallen shield of Aias. The snake is probably a
reference to the sacred serpent of Athene that is believed to have lived on the

Akropolis from very early times.*

Specific Mvthological Scenes

The power of the symbol of the snake becomes more evident when mythological
scenes are taken into account. In myth, the image of the snake is frequently

transformed into monster types. In the second labour of Herakles, the hero must

2% Guralnick (1974:185).

29 For instance, on hydriai, Leyden xv e 28, (ABV 266.1, 644, 691; Para 117; Add* 69), London B330,
(ABV 276.1, 676, 678; Para 121, Add* 72). Cf. Appendix | for further discussion of these scenes.

0 Boston 01.8027, (ABV 152,27, 687; Para 63; Add? 44; LIMC 1: Achilleus 508).

¥ Gela, N 125/B (4BV 476, No. 46; Para 217; Add’ 120; LIMC 1: Aias 1 42),

72 Hopper (1971: 47).
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defeat the Lermaean Hydra, a vicious nine-headed snaky monster occupying the
marsh, terrorizing the people at Lerna [Plate 36a]. With this labour, since every time
he cut off a snaky head two new ones grew out in its place, Herakles had to enlist the
aid of his nephew, lolaos. As Herakles chopped each head off, Tolaos immediately
followed behind cautenzing the stumps left bebind and in this way they defeated the
monster. This parucular scene was not as popular as the Nemean Lion and the
Erymanthean Boar in archaic Attic black figure. However, where it does occur, the
Hydra is represented with a scaly and snake-like torso and at the top part of the torso,
sprout many writhing snakes.”* In the Louvre example, it is interesting that the snaky
heads are represented with beards. That is, the artist has simply transferred the
"snake-beard" convention, commonly found in ordinary snake representations, to this
extraordinary monster which indicates that in certain artistic workshops this practice

became the standard mode of representation for any snake-like creature.

Another monster type with whom snakes are associated are the Gorgon sisters. On an

olpe by the Amasis Painter,?

Perseus is represented decapitating the Gorgon,
Medusa [Plate 23]. She presents a terrifying image with snakes emerging from her
hair, with a frontal face and a grnnning mouth, with two sets of wings, with an animal
pelt as part of her clothing and with two larger snakes tucked into her waist band. The
combination of these elements are so foreign to what i1s normally associated with
ordinary human representations that an unnatural and monster-like image is created.

From these contexts, it is clear that the general function of the snake in mythology

was to present a terrifying image. The image of the snake spoke of danger and

potential malevolence. If one considers that no-one could look at the Gorgon,

%3 Por instance on an amphore, Louvre F 386, {L/MC 5: Herakles 2003).
¢ London 1849.6-20.5 (B471). (4B¥ 153.32, 687; Para 64; Add* 44).
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Medusa, since they would immediately tum to stone, and if one take into account the
snaky aegis of Athene which had a protective function, the serpent also seems to have
an apotropaic aspect. That is, because the snake presents a terrifying image, it
effectively wards off any unwanted attentions. In this way, the snaky hair of Medusa
functions as a type of wamning for people to avert their gaze and the aegis of Athene
protects the wearer and any others whom Athene veils with it, the snakes cautioning

against any potential attack from an extemal source.

An alternative function of the snake in myth was as a guardian of specific and
valuable treasures.

In Herakles' eleventh labour, he is ordered by King Eurystheus to collect the golden
apples of the Hesperides [Plate 36b].”°° These apples could oniy be found on a tree
that was guarded by an unsleeping, hundred-headed dragon called Ladon. In order to
achieve this feat, Herakles had to enlist the aid of the Titan, Atlas.

Similarly, Jason of the Argonauts has to steal the Golden Fleece that is guarded by an

eternally awake and frightening dragon:

g & 8te TVYPOoREVNG DANG Vrep aibardecoar

KOVolo oTpoPdALyyeg ancipitotl eldiocovia,

SAAN &' oy’ e1épn ERLTEAAETOL QLEV EMLTIPO

velbBev iAlyyoloLy £nfopog ALoCOVGOL-

O¢ 101 xeivo nélwpov ancipeciog eAEA e

PUHBOVaG, alaAénoly EXNPEPENS QOALIBETOLY.
GALG XOL EUTTG

VYOO OUEPSUAETIV KEQOATV HEVEOLVEY &elpag

AULPOTEPOLG OAONOL MEPLRTOECL YEVDECTLV.

The monster in bis sheath of homy scales rolled forward his interminable
coils, like the eddies of black smoke that spring from smouldering logs and
chase each other from below in endless convolutions.

...his grim head still hovered over them and the cruel jaws threatened to snap
them up.

(Apollonius TV.139-44,/153-55)

3% Berlin inv.3261, ABL 198.2.
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It is only with the magical help of Medea, who puts the serpent to sleep, that Jason

can fulfil his quest.

The image of the snake, in various forms, plays a large role in the Argonautic

adventures.’®® This suggests that the archetype of the snake made a great impact on

the consciousness of the ancient Greek since it is represented in a wide ranging

variety of guises.

Additionally, the sheer might of the snake is underlined by the fact that the two great
heroes cannot defeat their respective monsters without the super-ordinary assistance
from an outside source. In general, then the vase paintings provide evidence of the
same general attitude to snakes as is evinced by the Homeric epics and by the broad
spectrum of Greek myth: a dangerously poisonous creature with chthonic or divine

supemnatural associations.

2 The seer, Mopsus, is killed by the bite of a snake (TV.1518 f.), Jason must sow serpent's teeth for
Aeetes (Bk. 1I1.1334 ff.) and the monster, Ladon, is described as a snake (Bk. [V.1396 ft.).
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VIII

CONCLUSION

As Lonsdale®’ has noted, the Greeks in antiquity possessed "a world-view that found
it most natural to poriray perceptions as a process of continuous interchanges between
the human, natural and supernatural worlds." This world-view is clearly reflected in
both the literary and artistic evidence. Owing to the nature of the Greek perceptions,
the animal both mirrors and is mirrored by the human and supematural worlds. As a
result, it is often difficult to isolate whether a given characteristic 1s attributed to the
animal or the human/deity. This is compounded by the fact that the Homenc
evidence is the result of a continuous and dynamic tradition, a tradition influenced by
many other cultures. It must be taken into account that besides the vase and Homeric
traditions, there was most likely a third aspect, the folk tradition. That s, the Homeric
texts cannot be taken as 1solated instances of a story, on which all other literature was
based, but as representative of prevailing thought and perceptions. Although the
Homeric evidence represents its own specialized selection of data, the poets relied and
drew on the folk heritage. In a similar sense, the artistic genre must be understood as

drawing on both Homer and as being located within a folk-orientated context.

While taking this into account, it is evident that the different animals discussed in this
study had distinct character traits. That is, each animal type must be understood as
embodying separate and individual character traits peculiar to its breed since each has
its own particular niche in the literature and the arts. With this in mind, it is therefore

not surprising that during the time period covereqd in this study, there was "no generic

27 1989:333.
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word for animal until 16 {dov comes into use n the 5th century BC".*® This reveals
that the Greeks did not view their animals as indistinct members belonging to an

undifferentiated body, but rather each one responded to its own individual description.

On a more general level, then, since the dog, snake, lion, panther and leopard types all
occur in Gigantomachy scenes, they must be viewed as inherently fierce creatures.
That is, not only do these animals appear in a scene of conflict between gods and
giants, but they are consistently paired with the wild and unpredictable god, Dionysos.
The god's dominion extended beyond the edges of civilization, into the unexplored
vegetation, a place where most of these animals belonged. In comparison to the other
animals in the Gigantomachy scenes, the presence of the dog is unusual since it does
not, for a number of reasons, wholly belong within this milieu. For one, the dog is
only occasionally represented in the Gigantomachy context and is not a known fixed
attnbute of the god, Dionysos. Secondly, it is a creature that generally does not live
in the outlying regions beyond the human community, as do the other amimals, but

rather is located in situations where men occur. Thirdly, the dog does not fearure at

9

all in other supematural transformations,”® such as the different manifestations of

Proteus; here, a new combination of animal images is intwoduced; the boar, bear and
the lion. In view of the dog's seemingly ubsuited appearance within the
Gigantomachy context, its inclusion must be seen as an implicit comment on the

inherent savagery of the canine animal.

The dog as portrayed in the different genres presents a highly complex series of

images. It is an animal that cannot be absolutely defined since it presents a study of

28 1 onsdale (1979:156).
2% A notable exception is the lekythos representing Hekate, Athens 19765, LIMC 3: Erinys 7.
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contrasts. That is, it is entirely too simplistic to argue for either of the two extremes
of the character of the dog as "bad" versus "good", and "well-liked" versus "disliked".
Instead, one needs to recognize that the concept of the canine falls into the grey zones
of both "good" and "bad"”, and "well-liked" and "disliked" depending on the particular
context that the animal was located. While this stands as true, the evidence points to a
pervasive distrust of the animal. On a fundamental level, the dog was aggressive and
savage. While still retaining these character traits, through the filter of domestication,
the animal could display the positive attributes of loyalty and companionship, and live
in a symbiotic co-existence with the human dimension. At the other end of the
spectrum, the undomesticated dog, relegated to the role of pariah, most closely
responded and was true to the underlying savagery and aggression. However, in each
sphere of life, the dog fufils a very definite function. Within the context of the hunt
and herding, the dog was a necessary and helpful adjunct to the huntsmen and
herdsmen. On the other hand, within the context of war, the carrion eater was in
barmony with the cyclical nawure of life involving the preconditon of decay that

comes before renewal.

At the same time, there seems to be a recognition that the behaviour of the dog was
less than refined. The cup by the Amasis Painter’® immediately is evoked where the
defecating dogs strongly remind the viewer of the "realness" of the creature. 1f one
compares the dog with the lion, two very different pictures emerge. Thart is, the dog
must be viewed as a living, breathing and very physically manifest creature. On the
other hand, while the lion displays a vivid and rich set of imagery, it is presented as an

conceptualized ideal rather than a real animal born of the earth. The feline does not

3% Boston 10.651, (ABY 157.86; Para 65; Add’ 46).
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engage in activities rooted in the real world, such as necessary bodily functions or the

consumption of the carrion of fallen warriors or hunstman.

This theory can be applied to the archaeological record in the form of the water
spouts. It is remarkable that even to the untrained eye, in both real water spouts and
those depicted in scenes represented on vases, the lion's head 1s the norm and the
dog's head is never portrayed. In view of the ancient evidence already presented
concemning the dog, it is therefore not surprising that the Greeks in antiquity would
not voluntarily choose to have their drinking and bathing water flow from the mouth
of an essentially unclean animal, both in behaviour and habits.*®' On the other hand,
the concept of the lion consists of mainly abstract qualities of power, strength, and
courage and is generally not based in any physical reality. Apart from the potential
cultural influences that would have dictated the lion's head as a common form of

water spout, the feline seems the most obvious choice of image.

The dog must essentially be seen as a opportunist; it fawns around its master or lies
under the eating couch in the hopes of receiving any offer of food or, in the role of the
cammon eater, it will feed on and hence defile the bodies of those killed in battle.

On the other hand, the canine was clearly considered to have had extrasensory powers
of communication. One must consider the large role that dogs played in the
Asklepian cult, in which dreams and visions were a core component of the healing

process. Evidently, since dogs could communicate with the divine realms, they were,

30 A notable exception to this rule is found in the form of two red figure rhyta moulded in the shape of
a dog's head attributed to the Brygos Painter, Villa Giulia 867, (4RV? 382.187; Para 366; Add’ 228),
Leningrad 679 (St. 360), (AR}? 382.188; Add? 228). For a selection of animal head rhyta, such as the
deer, goat, boar, bull, ram, and lion, cf. the work attributed 1o the Group of Class W (4RV? 1550-51).



142

to a large extent, considered the intermediaries between the matenal and non-material
realms and were thus imbued with a unique kind of importance. In light of the canine
role as intermediaries, it becomes clear why Hermes and dogs are consistently
associated since they are singularly suited. That is, Hermes can also be understood as
an intermediary since he, in his role of messenger god and patron of travellers, travels
freely between the different realms of the underwortd, human world and Olympos. In
addition to this, Hermes as an archetype is as complex as the dog; he is an enigmatic

god whose character embodies the Jungian notions of both the shadow side and the

light.

Throughout the artistic and literary representations, the figure of the lion most
strongly stands out. It seems that as an animal, the lion generally usurped the roles of
the other types of felines since the leonine image contributes a discrete combination
of characteristics. That is, the character of the lion as portrayed in both the artistic
and literary genres presents a self-contained series of images that does not rely on
external sources to enhance how one perceives the animal. When the figure of the
lion 1s approached, it offers the viewer or audience a mulu-faceted range of attributes,
ranging from powerful aggression to a strongly paternalistic image. The concept of
the lion includes the notion of the victorious hero, but not one ashamed to express
emotion; the feline presents itself ;15 a hungry beast, that desires both food and glory,
it is a strong and powerful creature, it displays a proud and noble carriage and
personality, and it is a beast that lesser animals and, often, men inherently fear and
respect. The fact that the main protagonists in Homer are consistently likened to the
lion reveals that the feline image was considered dominant, strong and powerful, a cut

above the rest of the members within the animal kingdom in much the same way as
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each main protagonist is portrayed within the world of men. Throughout the different
genres, the character of the lion 1s unmistakable; it 1s presented to the audience and
the viewer without hidden meaning or subtle insinuation. When the image of the lion
is represented, the concommitant associations are immediately evoked. This means
that while the lion displays many and variegated attributes, it does not raise enigmatic
overtones to which the audience must actively respond in order to interpret the
potential meaning underlying the particular sitvation in which the feline occurs.

Instead, the dog takes on this role.

Based on the evidence presented in this study, it seems unlikely that the people n
antiquity came into contact with a lion in reality. For one, the overall impression of
the image surrounding the lion is highly mythologized and fundamentally idealistic.
Evidently, the artists and poets had a largely accurate understanding of how the
animal looked, on a physiological level. However, it has here been argued that they
had ample artistic evidence found in art with Near Eastern origins to convey the
impression to the modem scholar that the Greek people actually did encounter the
creature. The archaeological evidence supports this contention. That is, a number of
boars' rusk helmets have been discovered which supports the artistic and literary
evidence that attests to the phenomenon of the boar hunt in antiquity. If the Greeks
used boars' tusks from their boar hunts, there is no valid reason why, 1if they hunted
lions, they would not string together lion's claws as trophies, for instance, or use a

hooked talon as part of a weaponry device.>”

%21 wish to thank Professor Anne Mackay for this, and many other, pertinent insights offered during

our numerous discussions on the different animals.



In terms of the other felines, then, the panther was evidently considered the most
appropiate animal in the depiction of scenes involving Dionysés. Since the panther
does not typically display any obvious character tendencies, it must be seen to have
largely taken on the qualities peculiar to the god himself. Dionysos, mythologically,
presents a dark and abstruse image; he is a dangerous god with menacing
undercurrents and generally evokes an unsettling state of discomfiture. Additionally,
the frontally orientated face of the panther, and the somewhat unreadable expression
(unlike the hon) lends an air of mystery and enigma to the creature. That is, the
panther, as depicted tn vase painting, looks directly at the viewer but has no
perceivable expression that would suggest an emotional state. This fronally
orientated face is perhaps significant when one considers the longstanding tradition in
vase painting where the frontal face is a key attribute in signifying "monster” and
"danger" in terms of the representation of the Gorgons and to a lesser extent sat'yrst303
Perhaps, also, the frontal face has an apotropaic significance which wams the viewer
of the potential malevolence behind the external appearance. On the other hand, the
remaining predators, the leopard and the wolf, occupy a subordinated role in which
they simply supplement the richness and diverseness of the concept of

aggressiveness, danger, and, for the wolf, slyness.

The boar, on the.other .hand, presents a very clear image of brute_ strength and
courage. This animal is not overtly complex in terms of its concommirtant imagery
but is used to represent the idea of the archetypal fierce and bold warrior. However,
while the image of the lion presents a more personal type of comparison where the

individual aspect is highlighted, the boar image offers a standard “warrior" template

39 For discussion of the frontal face, cf. Korshak (1987).
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that is primarily generalized to the attributes it displays. That is, the lions as they are
depicted singly in Homer, seem to stand as discrete individuals and as a result are
compared to other important individual men. On the other hand, the figure of the boar
as appearing in Homer, seems to be undifferentiated from any other boar, standing
instead for the abstract concepts of strength and bravery rather than presenting a
specific personality. At the same time, these abstract concepts are concrete enough
for the boar to stand on its own in the arts and literature, as a single creature rather
than an anonymous member belonging to a pack. It is for this reason that the boar is
most often presented as an opponent of the lion. Owing to its inherent savagery and
slightly cunning manner, the boar was also considered sometimes suitable to be paired
with some of the members of the Dionysian retinue, the maenads. However, this is
not a common phenomenon and thus cannot be considered a strongly significant

attribute of the creature.

In terms of the other ungulates, the ram and the bull are two animals which present
clear concepts of strength and potency. The deer, on the other hand, are very "two
dimensional” animals that generally exhibit the attributes of cowardice and lesser
strength. However, it must be taken into account that the herd animal, as a general
rule, does not lend itself to the cinematic nawre of epic where the “"spotlight”
generally falls onto individuals who are picked out of the indistinct members of the
herd. As a result, an animal 1s picked for its egregious qualines.  Additionally, the
livestock, as herds, would have been extremely difficult to represent on vases, the task
being both time consuming and potential confusing, spatially-speaking, for the

viewer. In this light, perhaps the typically repetitive goat bands on Rhodian oinochoai
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are intended as representations of a herd and the repeated bird motifs on the

Geometric fabric stand for a flock.

It is noteworthy that domesticated antmals do not generally oécur on animal bands.
That is, the representation of the dog and the horse 1n the subsidiary bands is a rare
phenomenon. Instead, wild animals find their places in these bands where they are
represented in a manner that reveals their manifest characters. A probable
explanation for this discrepancy in animal types points to the notion that domesticated
“pets" were placed in a different category of mind set of people of antiquity and were

thus not seen as an "animal" per se.

Out of all the animal types, the concept of the snake seems to be the most ancient and
deeply entrenched since, by the 6™ century BC, it had already developed a primarily
symbolic status in both art and literature. This was no doubt due to the large role that
snakes played in the ancient mystery cults, and its concommitant earth-related
connotations. The snake, as presented in art and literature, does not display a
personality as such. That is, the concept of the serpent clearly stood as a strongly
archetypal symbol that presented a wide range of oblique and suggestive meanings.
The concept of the snake typically involved the aspect of extreme danger, death and
enigma. Since the snake traversed freely both above and below the ground, it was
privy to the secrets of the earth that man was not able to access or understand. Since
the Underworld was here located and because of the potential fatality of the serpent's
bite, the snake had strong associations with the realm of the dead and with death.

Owing to these associations, the concept of the snake recommended itself as an
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attribute to be incorporated into monster images, such as the Gorgons, Kerberos, and

such like.

It has proved highly appropriate to compare Homeric contexts with those on vases
since the two genres present a series of images that both confirm one another and
highlight the differences for the scholar's artention. That is, when the images
correspond, it presents a unified body of evidence on which to base one's theornes
concermning each animal. On the other hand, (n instances where the imagery presents
differing aspects of the particular animal, it provides a "lead" that needs to be
explored and perhaps points to a little understood, or subtle aspect of the animal,
which is highlighted for our attention.

It has become evident that this area of study has enormous potential for further
exploration. For one, it is clear, that the Near Eastern influences need to be more
comprehensively investigated and directly compared to the Greek evidence and
imagery, since this would provide greater understanding and shed light on some of the
symbolism that is fundamentally rooted in Near Eastern culture. However, this is an
aspect that could not have feasibly been researched within the constraints of this

thesis.

In conclusion, the study of animals as they occur in antiquity has- been a highly
rewarding undertaking. Not only can they be appreciated on a purely aesthetic level
in the artistic and literary media, but they present a wide range of conceptual
possibilities which stimulates thought in the viewer and audience. In addition to this,

while the Greeks in antiquity were primarily anthropocentrically-orientated, they took
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an obvious pleasure and interest in the animal dimension which is strongly evinced in

their literary and artistic pursuits.



149

IX

APPENDIX

Snakes and Fountain Houses
During the last part of the 6" century fountain house scenes became popular on Attic
black figure vases, especially on the hydria. The popularity of this scene type has
been directly linked to the construction of a Peisistratean fountain house, the
Enneakrounos, ¢. 520 BC.>* As Griffiths Pedley has suggestcd,305 the revamping of
the water supply systern was highly significant in terms of the transition it
represented, from rulers who were involved in purely political matters to a
government that offered more services to the public. He also points out that it must

have vastly improved the quality of life for the Athenian inhabitants.

The standard fountain house scene type reveals glimpses of everyday life where
women are represented collecting the water in their containers and talking amongst
themnselves,*® and where men are in the process of washing themselves, presumably
after their exercises or hunting activities >’ Although the fountain house scenes are
intrinsically interesting as a whole, it is the consjstent recurrence of the lion-head
water spout that demands some explanation. That 1s, considering the plentiful
evidence of lion-head water spouts, both on vases and in their original, sculpted form,

there is a disconcerting silence in the secondary literature concerning the significance

3% Griffiths Pedley (1987:76).

395 (1987:77). For a discussion of the location of the fountain house, cf. Travlos (1971:204).

% For instance, on a hydria, Toledo Ohio 61.23 (Para 147.5 1er; Add’ 91), on another hydria, London
1843.11-3.49 (B329), (4BV 334.1, 678; Para 147; Add? 91).

7 For instance on a hydria, Leyden xv ¢ 28 (4BV 266.1, 644, 691; Para 117; Add? 69). The animal
band below this scene, depicting a stag being hunted by men on their horscs can be seen o functon as
a pictorial explanation for the aclion accurring on the main panel.
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of the lion's head itelf. Dunkley,*® who carried out an in depth study on fountain
houses of the sixth century BC, comments on the recurrent use of the lion's head, as
opposed to small numbers of incidences of other types of animals.*® During the
course of his discussion, almost b_y default, he mentions the usefulness of the spread
out mane for attachment-to-the-wall purposes. However, nowhere in his paper does

he attempt to explain the reason for the choice of this specific animal.

Throughout the J/iad and the Odyssey, the majority of lion references are found within
the simile structures. For the most part, the lions are portrayed in a ferocious manner,
alternatively marauding the livestock or hunting wild animals. What is striking about
their representation is that for all their violent behaviour, no lion is ever heard to
roar.®'® 1t {s rather incongruous, then, that the lion is most frequently portrayed with a
wide open mouth throughout Corinthian, Geometric and Archaic art.>!' Despite the
mute Homeric lion, the feline with an open mouth was adopted in art as a
conceptualized template for the standard lion posture. Based on this observation, 1
propose that the lion with its mouth open was the logical choice of animal to have
water gushing out of what was a conveniently open aperture. At the same time, the
lion is a striking and regal beast with flowing lines and it has a mane that would create
a pleasing visual parallel to the rippling of the water that poured from the spout.
However, aside from these few suggestions and bearing in mind the undoubted
Eastem influences, the question conceming why the lion was specifically used

remains inadequately explained.

38 (1935-6).
3 Eor instance, on 2 hydria, Boston 61.195 (Griffiths Pedley (1987: Fig. 11)), [Donkey's head spout],
on an amphora, Berlin 1843 (ABV 478, 4dd? 120), {Boar-hcads}, on a hydria, London 1843.11-3.49
§B329), (4BV 334.1, 678; Para 147; Add?91), [Riders on their borses].

'% Stanford (1967:277), ad 1. 4.335 ff.
31! See lion section for examples, page 64 ff.
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Although the fountain house scenes, as a whole, are intrinsically interesting in their

own right, there is one vase representation, a hydria, that stands out in particular.*'

The figure at the extreme left of the scene 1s the goddess, Athene, distinctive with her
helmet and aegis, facing to right. She stands behind the bellies of horses of a

3

quadriga that emerges into the picture metope.”> One of the horses paws at the

ground with its hoof.

On the right hand side of the scene, a fountain house has been represented from the
side. The entabulature is supported by two Ionic columns. Bebind the first column,
in the centre of the picture field, stands Herakles in position 8. He has a wide-legged,
striding stance moving towards the nght. He is dressed in his lion skin with the tail
tucked into his belt, he wears his quiver and bow on his back and his scabbard
protrudes at waist level. His right arm swings out behind him and is bent at the
elbow. With his nght hand he grips his sword in a potentially attacking position. His
left arm is raised horizontally and he reaches forward to grasp the neck of a large
snake. The snake, which seems to emerge from the roof of the fountain house, faces
to the left. An unidentifiable womaun, to right, occupies position C where she stands
within the precincts of the fountain house itself. She leans slightly forwards holding a
hydria up to a waterspout. The type of water spout is unclear. Immediately below the
spout rears a disproportionately small lion emerging from the rocky outcrop on the

extreme right that backs the fountain establishment. The lion faces to the left and

32 Hydria atrributed to the Priam Painter, Boulogne 406 (ABV 332.21; Para 149; 4dd’ 90). See foldout
Ulustration on page 156.

1 The presence of the chariot is implied because the horses are in their harnesses and are yoked.
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only its head and forepaws are visible. Its mouth is open in a typical roanng
expression. It is not clear whether its paws rack at the woman's shins or whether 1t 1s
leaping towards Herakles, past the woman.

'Y suggests that the scene represents a conflation of the various elements of

Osborne’
the Herakles cycle. His first proposal is that the snake could be taken as a reference to
the Lernean hydra episode. This is a potentially valid contribution because although
the Lernean hydra was a many-headed snake, as a water snake, it was a reptile that
would often be found around water, and it did pose a threat to people who came to the
spring in which it lived. Added to this, the Greeks would not have drawn water
directly from a spring because of the mud and the precarious balancing of water jugs.

Instead, it is most likely that a fountain house would have been built for the purposes

of channelling the water through pipes out of which the liquid could be collected.

Besides bis explanation for the presence of the snake, Osbome reminds us that the
hero Herakles is variously associated with fountains during the course of his labours.
He also suggests that the lion could be the evocation of the Nemean labour and that
the presence of Athena could recall the scenes of Herakles being led into Olympos by
his patron goddess. In terms of the setting as a whole, Osborne remarks that the
fountain-house represents all that is civilized in life. However, says Osbome, it is at
these precise places where women were susceptible to unwanted male attention.
Thus, Herakles can be seen as the civilizing element of the scene in which he wards

off potentially disruptive and malign forces.*"®

314 (1983:67 fF).
315 However, Osborne (1983:69 ff.) also questions whether one can be completely certain of the
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Boardman®'® argues against a mythological interpretation, and instead suggests a
political symbolism. He compares other fountain house scenes by the Priam painter
and argues that the settings must be Athenian because of the non-mythical names that
are given to the women and because, on two other vases, the Athenian spring
Kallirrhoe is mentioned.”’’ Based on this evidence, and the fact that the fountain
house 1n the picture is built against a rock, a phenomenon which is only very rarely
found in other fountain house scenes, Boardman suggests that the scene may indicate
some kind of problem with local ¢ircumstances or a cult. Drawing on his suggested
Herakles-Peisistratos connection in Greek art,*'® Boardman proposes that this vase

represents the hero (Herakles/Peisistratos) effectively dealing with the hypothetical

Crisis.

Moon®"? comments on the gesture of Athene, on the stance of the horses, the
outstretched paw of the hero's lion skin, and the roaring feline at the maiden's feet as
contributing factors of what he sees as an altogether ominous scene. Although, he
describes this as "a most confounding scene...[which] defies interpretation">*® he
suggests that it may be a reference to an early representaion of Herakles and the

Hesperides or that it may involve political signi ficance.**!

altruistic intentions of Herakles.

11€(1972:67 fT.).

"7 According to Travios (1971:204), Kallirrhoe was the name of a spring before the Enneakrounos was
built and can be found south east of the Olympieion in the Uissos riverbed.

*1(1972).

22.(1983:116 n.21).

9 bid.

32! Here, Moon (1983:116 n.2]) quotes the story of Leaina from Pavsanias 1.12.1 which tells of a
bronze lioness that was erected in memary of Leaina who was killed by Hippias..
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On the other hand, Beazley®?? and Schefold,*?* have both suggested that the snake and
fountatn are an early reference to Herakles episode in the Garden of the Hesperides.
As no one scholar had adequately resolved this perplexing scenario, 1 propose to
argue for the presentation of a rather humorous scene. The key to the decipherment of
the scene is the fountain house itself. That is, the artist, the Priam painter, has very
consciously highlighted the fountain house since it prominently occupies balf of the
picture field. The visual impact is striking when you consider that in the one half of
the scene, heroic action is being depicted and on the other side, a very mundane and
everyday theme is presented. This juxtaposition of the two very different themes
already makes for a humorous impression on the observer. In addition to this, what is
so striking about these two 'beasties’, the lion and the snake, is that they are

significantly the two things you could be sure of encountering when you went to fil}

your hydra.

The archaeological evidence reveals that the lion's head frequently occurred in the
guise of the water spout and, to the ancient, would have been commonly associated
with fountain houses. Similarly, besides the fact that real snakes would have been
attracted to the cool and damp of the fountain house establishment,*** depictions of
snakes can be found on the reliefs of fountain house pediments®*® and sculpted snakes

bave been found modelled on terracotta models of fountain houses.

With this essential background information in mind, the scene takes on a completely

new dimension where two seemingly arbitrary animals (who are in fact well within

32 CV A, Oxford. (1931:100).

3 (1692:134).

2 Dunkley (1935-6:170).

325 For instances on hydriai, Leyden xv ¢ 28 (4BV 266.1, 644, 691; Para 117; Add? 69), London
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their appropriate context) are portrayed in a rather atypical manner. The logical
conclusion is that the previously inanimate and decorative objects have stepped out of
their former static existence and taken on a life of their own, in the bogey-man
tradition. While it must be noted that the woman is seemingly unaware of these
dangers and focuses ber attention own filling her hydna, our 'larger-than-life' hero,
Herakles, rushes to her (unnecessary) defence. One paw from his lion skin cloak flaps
upwards (rather unsuited to our unflappable hero) in his haste to rescue her, while his

patron, Athena, raises a hand in horror at his difficult deed.

The humour in the situation can be extended even further. That is, the "flapping paw"
is, like the tail, rucked into the hero's belt. It is proposed that this scene is located
between Herakles' various labours where he and his patron goddess stop off at a
fountain house with the intention of allowing the hero to perform his ablutions. Since
Herakles does not want to get his prized lion pelt wet, he carefully tucks away the
extraneous and dangling pieces. However, in this representation, he does not get to
accomplish his task since he perceives the maiden to be under attack and in need of

some assistance.

Since this vase is securely located within a time period that has already witnessed the
shift in scene types, -from the purist mythological sort to those of daily living,**® this
more light-hearted interpretation is not as implausible as it first seems. Added to this,
while the Priam Painter does not Jack in imagination, he does tend to have a rather
self-conscious style. With this in mind, the 'flapping paw' can only be deliberate,

purposely intended as a pictorial comment.

1836.2-24.169 (B330), (4BV 276.1, 676, 678; Para 121; Add* 72).
326 Griffiths Pedley (1987:77).
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Withun the comtext of some of his othet work, the Priam Painter definiely reveals a
certain sevse of humonr i tenms of the handling of b subject matter. On one of bis
vases™ o which s depicted yet another fountain scene, we find two sather velgar
waterspouts sifuated in between the mare normal ion head.  Each spout is placed
under & frontally represented horse and nder, which is wnusual o two couns. Firsly,
this 15 & highly atypical type of water spout a0d, seoondly, iz vase painfing frontally-
Qepicied borsemen are not wncommen, along witk frontal chariols, and so the concepl
of such a water ot wis ready o band for 2 vase painter”™ What his frontalty
doss in fact accomplish, i to suggest rather crudely (hat the water gushes fiom the
genital area of each animal, On the other band, in terms of the scene representation &
a whole, if one is o support Boardman's more politcally orientated stance, one
wonders how sedously te Atensans viewed the tyvant  As we can judge,
Peisistraios did seem overly preoceupied with the image that be presented to bis

ciftzens and this must have been cause for some comment

The above scenes togethe present a kaleidoscope of imagery rooted in everyday life.
It is not implausibte thas n ancient tines, women were wary of real smakes on
entering the rather damp establishments, 1 15 ot impossible, with the tmae for ralk
while waitmg In Line, that the conversaton cotld have become occasionall (ewd and
it must have been frustranng 1o bave amived at 2 Joumuain house only 10 have
discovered aposseof others with st i dhe water” T fct it sems i e
Priam Painter had a raber nsightful imaginseon whien he depicied 4 doman tht

ardinarily was cacupied by women.

" Fornstnse, o hcia, London 1840,11-3.49 (5329, (ABY 341, 678; Para 147, 44 91),

™ For instence, 08 &0 smpbors, Orvieto, Faing, (48713841

Bt hydriz, London 1643.11-3.17 (B331), (487 33321, 694; Para M8: 424763 wherd the contral
fire rises ber hand in contic fustrtion

Boulogne 406
4BV 331.21; Para 149; AdF* 90)
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