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ABOUT THE BOOK

SEEING HISTORY FROM A DIFFERENT ANGLE. An
education in history involves more than facts concern-
ing the rise and fall of kings, the conquest of lands, and
the major battles fought between nations. While these
events are pivotal to the study of any time period, the
cultural aspects are of equal value in understanding the
development of societies. Various forms of literature,
the philosophical ideas developed, and even the type of
clothes worn in a particular era provide important clues
about the values of a society, and when these arts and
humanities are studied in conjunction with political and
historical events a more complete picture of that society
is revealed. This inter-disciplinary approach to studying
history is at the heart of the Arzs and Humanities Through
the Eras project. Patterned in its organization after the
successful American Decades, American Eras, and World
Eras products, this reference work aims to expose the
reader to an in-depth perspective on a particular era in
history through the study of nine different arts and
humanities topics:

* Architecture and Design
e Dance

¢ Fashion

e Literature

¢ Music

e Philosophy

* Religion

e Theater

e Visual Arts

Although treated in separate chapters, the connections
between these topics are highlighted both in the text and
through the use of “See Also” references to give the reader
a broad perspective on the culture of the time period.
Readers can learn about the impact of religion on liter-
ature; explore the close relationships between dance,
music, and theater; and see parallel movements in ar-
chitecture and visual arts. The development of each of
these fields is discussed within the context of important
historical events so that the reader can see history from
a different angle. This angle is unique to this reference
work. Most history books about a particular time period
only give a passing glance to the arts and humanities in
an effort to give the broadest historical treatment possi-
ble. Those reference books that do cover the arts and
humanities tend to cover only one of them, generally
across multiple time periods, making it difficult to draw
connections between disciplines and limiting the per-
spective of the discipline’s impact on a specific era. In
Arts and Humanities Through the Eras each of the nine
disciplines is given substantial treatment in individual
chapters, and the focus on one era ensures that the analy-
sis will be thorough.

AUDIENCE AND ORGANIZATION. Arts and Human-
ities Through the Eras is designed to meet the needs of
both the beginning and the advanced history student.
The material is written by subject experts and covers a
vast array of concepts and masterworks, yet these con-
cepts are built “from the ground up” so that a reader
with little or no background in history can follow them.
Technical terms and other definitions appear both in the
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text and in the glossary, and the background of historical
events is also provided. The organization of the volume
facilitates learning at all levels by presenting information
in a variety of ways. Each chapter is organized accord-
ing to the following structure:

¢ Chronology covering the important events in that
discipline during that era

* Brief overview of the development of that disci-
pline at the time

* Topics that highlight the movements, schools of
thought, and masterworks that characterize the
discipline during that era

* Biographies of significant people in that discipline

* Documentary sources contemporary to the time

period

This structure facilitates comparative analysis, both be-
tween disciplines and also between volumes of Arts and
Humanities Through the Eras, each of which covers a
different era. In addition, readers can access additional
research opportunities by looking at the “Further Refer-
ences” and “Media and Online Sources” that appear at
the back of the volume. While every effort was made to
include only those online sources that are connected to
institutions such as museums and universities, the web-

sites are subject to change and may become obsolete in
the future.

PRIMARY DOCUMENTS AND ILLUSTRATIONS. In
an effort to provide the most in-depth perspective pos-
sible, Arts and Humanities Through the Eras also includes
numerous primary documents from the time period,
offering a first-hand account of the culture from the
people who lived in it. Letters, poems, essays, epitaphs,
and songs are just some of the multitude of document
types included in this volume, all of which illuminate
some aspect of the discipline being discussed. The text
is further enhanced by 150 illustrations, maps, and line
drawings that bring a visual dimension to the learning
experience.

CONTACT INFORMATION. The editors welcome
your comments and suggestions for enhancing and im-
proving Arts and Humanities Through the Eras. Please
mail comments or suggestions to:

The Editor

Arts and Humanities Through the Eras
Thomson Gale

27500 Drake Rd.

Farmington Hills, MI 48331-3535
Phone: (800) 347-4253
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ERA OVERVIEW

THE BEGINNINGS. The history of Greece and Rome
spans more than 2,000 years, from the Minoan and
Mycenacan civilizations of prehistory to the beginnings
of the Byzantine Empire which carried on the language
and culture of Greece, though now within an environ-
ment permeated by Christianity. The history falls into
periods that are more or less well-defined. There was the
Bronze Age: the era of the Minoan civilization on the is-
land of Crete and the Mycenaean civilization on the
mainland. Then, for reasons modern historians do not
understand, there followed an age of upheaval and inva-
sion affecting the whole eastern Mediterranean. Raiders
who came to loot and burn reached even Egypt, where
Egyptian sources recorded their attacks and called them
“Peoples of the Sea.” In Greece, the years following 1200
B.C.E. are marked by destruction and migrations.
Refugees from Greece made their way to the western
coast of Asia Minor and the offshore islands where they
founded settlements which grew into flourishing cities.

CoLLAPSE AND RECOVERY. What followed the col-
lapse of the Mycenaean civilization was a period known
as the “Dark Ages,” for little is known about it except
what the archaceological remains reveal. Yet it was a pe-
riod when the characteristic political structure of Greece
developed: the polis, or city-state, an urban center with
a defensible citadel called an acropolis—the name means
merely “the city on the hill’—which was surrounded by
the territory of the city-state. A large polis such as Athens
grew by amalgamating a number of small states undil all
of the region known as Attica became the territory of
Athens. Another development was the invention of the

Greek alphabet which used letters borrowed from Phoeni-
cia, and still another was the beginnings of literature, as
story-tellers and oral bards spun tales about the gods,
and about the men and women who lived in the Myce-
naean period, which now belonged to the misty past.

THE ARCHAIC PERIOD. The “Dark Ages” slipped
casily into the archaic period which ended in turn as the
sixth century B.C.E. gave way to the fifth. Poets now
wrote down their poetry and thinkers began to specu-
late about the nature of the universe. The twelve Ionian
cities that had been founded on the west coast of Asia
Minor and the Dodecanese Islands became brilliant cen-
ters of Greek culture. In one of them, Miletus, Greek
philosophy was born with thinkers such as Thales, Anax-
imandros, and Anaximenes, and in another, Ephesos, the
temple to Artemis, built in the Ionic style, was the largest
temple in the Greek world. Towards the end of the
period, the Greek cities of the eastern Aegean region fell
under the rule, first of the Lydian Empire centered at
Sardis, and second of the Persians, who overthrew the
last Lydian king, Croesus, in 546 B.C.E. Persian power
was advancing, and the historical event that marked the
close of the archaic age and ushered in the classical pe-
riod was the invasion of Greece by the Persian Empire
in 490—479 B.C.E. and its defeat.

THE CLASSICAL PERIOD. The coalition of Greeks
that turned back the Persian offensive was led by Sparta,
but it was the Athenian fleet that made victory possi-
ble, and Athens entered the classical period with new
confidence. Athens’ government was democratic, and its
culture aroused the admiration even of its enemies. And

xiii
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Athens did have many enemies, for it dominated the
Aegean Sea with its fleet and, guided by the policies of
an imperialist statesman named Pericles, transformed an
alliance created for defense against renewed Persian ag-
gression into an empire that paid it tribute. The tribute
financed a building program that made Athens the most
beautiful city in Greece. The last two decades of the fifth
century B.C.E. were consumed by a war between impe-
rial Athens and an alliance led by Sparta, and Achens
lost. The brief golden age was over, although the classi-
cal period continued until Alexander the Great changed
the face of the Greek world with a series of military cam-
paigns that radically expanded Greece’s territory.

THE HELLENISTIC AGE. Alexander’s conquests ush-
ered in the Hellenistic world. Alexander’s generals carved
out kingdoms for themselves and welcomed Greek im-
migrants. Royal capitals such as Antioch, Pergamum,
and Alexandria rivaled Athens as centers of culture. In
Alexandria, the kings of Egypt built a great library and
made it a think-tank for Greek intellectuals. But in the
west, Rome was expanding. Its chief rival, Carthage, had
been humbled by the end of the third century B.C.E. and
in the following years, the Romans moved into the east-
ern Mediterranean. The last Hellenistic kingdom to fall
to Rome was Egypt, and in 30 B.C.E. Cleopatra, the last
monarch descended from one of Alexander’s generals,
committed suicide.

THE ROMAN REPUBLIC. Rome’s history falls into
two eras: the republican period, when it grew from a

small city near the mouth of the Tiber River to domi-
nate the Mediterranean, and the imperial period, when
emperors ruled a vast region stretching from Britain in
the west to Syria and Iraq in the east. The Roman re-
public was founded traditionally in 509 B.C.E. when a
dynasty of Etruscan kings was expelled, and their place
taken by elected magistrates called consuls. The republic
expanded, first dominating Latium, the Latin-speaking
area around Rome, and then extending its rule into Italy
and beyond Italy into the lands bordering the Mediter-
ranean. As Rome extended its rule, it extended its citi-
zenship until finally in 212 C.E., long after republican
government had given way to emperors, everyone in the
Roman Empire became citizens of Rome.

THE ROMAN IMPERIAL PERIOD. As the empire
expanded, the incompetence of the narrow ruling class
that dominated republican government brought about
its downfall, and in 30 B.C.E., Octavian, the adoptive
son of Julius Caesar, made himself master of Rome and
set about establishing a new government structure. It
preserved the trappings of the republic, but put power
firmly in the hands of the imperator, or commander-in-
chief. Octavian took the title “Augustus” which would
be conferred on his successors too, and the empire en-
joyed more than two centuries of prosperity before the
tide changed against it. Yet the last emperor in the west
abdicated only in 476 C.E., and in the east, an emperor
continued to rule in Constantinople until the Turks
captured the city in 1453.

Xiv Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.)
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CHRONOLOGY OF WORLD EVENTS

By James Allan Evans, Michael S. Allen, and Patricia D. Rankine

Greek-speaking people migrate into
Greece.

During the Proto-Palatial period of
Minoan Civilization on Crete, great
palaces are built at a number of sites,
Mallia, and

Cnossos,

principally
Phaestos.

This is the Neo-Palatial period on Crete
when Minoan civilization reaches its
height, and it ends with another de-
struction of the palaces.

A new dynasty at Mycenae on main-
land Greece begins to bury their dead
in shaft graves with rich offerings, and
Mycenae gives its name to the civiliza-
tion which now develops on mainland
Greece.

The palace at Cnossos on Crete is rein-
habited by Greek-speaking people.

The Mycenaean civilization is at its
height; its trading ships ply the eastern
Mediterranean and reach Sicily and Italy.

The Mycenaean Greeks attack Troy
and destroy it.

The Mycenaean palaces fall victim to
raids by the “Peoples of the Sea.”

c. 1150 B.C.E.

New migrants appear in Greece.

—c. 1000 B.C.E.

950 B.C.E.
—700 B.C.E.

c. 900 B.C.E.

814 B.C.E.

c. 800 B.C.E.
—c. 550 B.C.E.

Greece emerges from this period with
Dorians in control of the eastern Pelo-
ponnesos, Crete, and the southwest por-
tion of Asia Minor, including Rhodes;
the Ionians in control of Attica, the is-
land of Euboea and the western central
coastline of Asia Minor including the
offshore island; and the Aeolians in
control of Lesbos and a portion of the
northern Asia Minor coastline.

Vases are decorated with geometric pat-

terns with circles, straight lines, meanders,
and we find abstract representation in
sculpture. This is known as the Geomet-
ric Period.

Sparta is founded when four villages
of Dorian Greeks in the Eurotas valley,
Limnai, Mesoa, Kynosura, and Pitane
unite to form a single settlement. The
original inhabitants of the region are
made helots, that is, serfs.

The Phoenician city of Tyre founds

Carthage in modern Tunisia.

The Indian Aryans continue their ex-
pansion on the Asian subcontinent,
settling westward along the Gangetic
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798 B.C.E.
—782 B.C.E.

776 B.C.E.

770 B.C.E.

753 B.C.E.

c. 750 B.C.E.
—550 B.C.E.

743 B.C.E.

plain. During this period the first of the
Upanishads, the chief mystical and
philosophical scriptures of Hinduism,
are composed.

The kingdom of Israel, led by Joash, wars
with the Aramaean armies of Ben Hadad
II, recovering territories formerly lost to
Hazael of Damascus; Judah, including its
capital at Jerusalem, subsequently falls to
Joash as well, losing its independence.

The Olympic Games are founded, and we
have a record of the victors from this date
up to 217 C.E.

The Chou relocate their capital to Loyang,
marking the beginning of the Eastern Chou
Dynasty.

According to traditional sources, the city
of Rome is founded by Romulus, the son
of a princess of Alba Longa and the god
Mars.

The Greeks expand throughout the
Mediterranean in this period, founding
colonies in Sicily, southern Italy, southern
France, eastern Spain, Libya, the north
Aegean, and the Black Sea region.

Tiglath-pileser III of Assyria launches his
first major campaign against neighboring
states to the west, besieging the Urartean
allies at Arpad.

c. 740 B.C.E. Sparta under king Theopompus con-
—c. 720 B.C.E. quers Messenia, almost doubling her size

731 B.C.E.

722 B.C.E.

c. 720 B.C.E.

and reducing the Messenians to helots.

in Babylon;
Tiglath-pileser III returns from his west-
ern campaign in order to put it down.

Revolution breaks out

Samaria falls to Assyria; Shalmaneser V is
succeeded by his son, Sargon 11, at whose
orders thousands of Israelites are taken as
captives into Mesopotamia.

In China the Hung Kou (Great Ditch) is
constructed, connecting a tributary of the
Huai to the Yellow River.

709 B.C.E.

c. 700 B.C.E.

c. 681 B.C.E.

668 B.C.E.

663 B.C.E.

c. 660 B.C.E.
—c. 640 B.C.E.

657 B.C.E.

642 B.C.E.

c. 624 B.C.E.

Sargon II of Assyria sends Merodach-
baladan into exile, declaring himself king
in his place.

After a lengthy and indecisive siege of
Jerusalem, Hezekiah agrees to pay tribute
to Sennacherib; Sidon and Tyre likewise
submit to vassalage under Assyria.

Celtic peoples begin to settle in Spain.

Esarhaddon, Sennacherib’s son and heir,
puts down a rebellion instigated by one of
his brothers, who had murdered their fa-
ther. Esarhaddon becomes king of Assyria.

Assurbanipal succeeds Esarhaddon as king
of Assyria; a patron of Assyrian and Baby-
lonian culture, he compiles a vast library
of tablets chronicling literature, history,
science, and religion.

Assyria captures Thebes, defeating Tanu-
atamun and putting an end to Ethiopian
power in Egypt. Psammetichus I becomes
Pharaoh of the new dynasty; looking back
to Old Kingdom Egypt for his model, he
initiates what is known as the Saite Re-
vival, a renaissance in religion, art, and lit-
erature.

The Messenians attempt to throw off
their Spartan overlords with help from
neighboring Achaea, Elis, and Argos.
Sparta represses the revolt only with dif-
ficulty and thereafter develops into a
militaristic state in order to maintain
her domination of her helots.

Cypselus makes himself “tyrant” (dictator)
of Corinth, driving out the aristocratic
clan of the Bacchiads that had controlled
the government of Corinth. The tyranny
of Cypselus and his descendants lasts un-
til 580 B.C.E.

According to tradition, Ancus Martius be-
comes king of Rome; during his reign he
constructs a bridge over the Tiber River.

Draco draws up the first written law code
of Athens.
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c. 616 B.C.E.

611 B.C.E.

609 B.C.E.

608 B.C.E.

597 B.C.E.

594 B.C.E.

586 B.C.E.

578 B.C.E.
—534 B.C.E.
560 B.C.E.

559 B.C.E.

c. 551 B.C.E.
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Tarquinius Priscus, the first in a line of
Etruscan rulers, becomes king in Rome;
the Cloaca Maxima (a canal through
Rome), the Temple of Jupiter Capitoli-
nus, and the Circus Maximus (an arena
for chariot racing) are all built under his
reign.

Nabopolassar leads his armies against
Harran, where Assuruballit II had been
trying to muster his Assyrian forces;
however, with his Median allies absent,
Nabopolassar is unable to capture the
Assyrian fortress.

The remaining Assyrian armies, allied
with Egypt, attempt to recapture Harran,
but without success. Neko II succeeds
Psammetichus I in Egypt and leads his
armies north to aid Assyria.

On his march north, Neko II meets Josiah
of Judah at Megiddo. Josiah is killed and
Judah conquered, but the Egyptian army
is prevented from reaching their Assyrian
allies in time to save them from defeat.

The Babylonian armies besiege Jerusalem.
When it falls, after nearly three months,
thousands of Israclites are taken captive

to Babylon.

Solon is appointed sole archon to make
necessary economic and constitutional re-
forms, and lays the foundations for the
later Athenian democracy.

Jerusalem falls to Nebuchadnezzar, who
razes the city and takes away captive to
Babylon a second wave of Jews. This de-
feat marks the end of Judah as a nation.

Rome, under the reign of Servius Tullius,
enters the Latin League.

Pisistratus makes his first of three at-
tempts to make himself tyrant of Athens.

Cyrus the Great ascends to power in
Anshan, in what will later be known as

Persia.

Confucius is born.

c. 550 B.C.E.

547 B.C.E.

547 B.C.E.
—546 B.C.E.

546 B.C.E.

539 B.C.E.

534 B.C.E.

533 B.C.E.

520 B.C.E.
—515 B.C.E.

510 B.C.E.

Chronology of World Events

Celtic tribes begin to settle throughout
Ireland, Scotland, and England.

Lao-tzu, traditionally the author of the
Tao Te Ching and founder of Taoism,
flourishes in China.

Cyrus II of the Achaemenid royal house
of the Persians, who were vassals of the
Medes, overthrows the king of the Medes,
Astyaages, and unites the Medes and Per-
sians under his rule.

Cyrus, king of Persia, overthrows Croesus,
king of Lydia, and absorbs the Greek
cities on the coastline of Asia Minor into
his empire.

DPisistratus finally succeeds in making
himself tyrant of Athens and when he dies
in 527 B.C.E. his son Hippias takes over
as tyrant.

Cyrus the Great takes the city of Baby-
lon, and the Jews in exile are released from
their captivity.

Pisistratus establishes the great festival of
the City Dionysia in Athens. Thespis from
the deme—that is, the village—of Icaria
wins first prize in the tragedy contest.

Cyrus the Great enters India, exacting trib-
ute from cities in the Indus River Valley.
He establishes, according to Herodotus,
what will become the twentieth of the Per-
sian satrapies, or provinces, in Gandhara.

The Jewish Temple at Jerusalem is rebuilt
at the insistence of the prophet Haggai.

A new temple of Apollo is completed at
Delphi, with a help of a generous dona-
tion from the Athenian family of the Al-
cmaeonidae, who thus gain the favor of

Delphi.

Roman tradition dates the exile of Tar-
quinius Superbus (“Tarquin the Proud”),
the last king of Rome, to this year. Two
elected consuls replace the king as the
chief magistrates of the Roman state.
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509 B.C.E.

509 B.C.E.
—507 B.C.E.

508 B.C.E.

c. 500 B.C.E.

496 B.C.E.

494 B.C.E.

490 B.C.E.

480 B.C.E.

xviii

Sparta, at the urging of the Delphic oracle,
forces the tyrant Hippias out of Athens.

The Roman republic is founded, accord-
ing to traditional histories; Lucius Junius
Brutus and Lucius Tarquinius Collatinus
(Lucretia’s husband) are made consuls.
The Temple of Jupiter Optimus Maximus
is constructed on the Capitoline Hill.

Under the leadership of Cleisthenes, who
belongs to the family of the Alcmaeonidae,
Athens establishes a form of democratic
government based on equality before the
law.

A contest in dithyrambic song and dance is
established at the City Dionysia in Athens
as distinct from tragedy, which had now
developed into a dramatic presentation.

The Bantu peoples of Africa begin their

migrations.
Iron is introduced in China.

The Nok culture of West Africa begins to
flourish.

A revolt against Persian rule breaks out in
Ionia, led by Aristagoras of Miletus, and
Athens and Eretria send help to the rebels.

The Roman dictator Postumius defeats
the Latins at the battle of Lake Regillus.
The Latin armies had been led by Lars
Porsenna, allied with Tarquinius Super-
bus, the exiled king of Rome.

The Ionian rebel fleet is crushed by the
Persian navy at the Battle of Lade, and
the embers of the revolt are quickly ex-
tinguished.

The Athenians, with the help of their little
neighbor Plataca, defeat a Persian expedi-
tionary force led by Datis and Artaphrenes
at the Battle of Marathon.

Xerxes I of Persia is defeated by the Greek
navy at Salamis.

The Celtic tribes that had earlier spread
through the British Isles in small numbers
now begin to arrive en masse.

479 B.C.E.

477 B.C.E.

472 B.C.E.

c. 450 B.C.E.

449 B.C.E.

447 B.C.E.

445 B.C.E.

444 B.C.E.

443 B.C.E.
—429 B.C.E.

437 B.C.E.

432 B.C.E.

431 B.C.E.

The Persian army led by Mardonius is
defeated at the Battle of Plataeca and in
the same year, the Persian fleet is wiped
out at the Battle of Mycale.

The Delian League is formed under the
leadership of Athens to counter any future
Persian expansionism.

The tragic poet Aeschylus produces 7he
Persians, which is the earliest tragedy that
has survived.

Rome gets her first written law code, the
Law of the Twelve Tables.

Hostilities with Persia cease, but Athens
forces the Delian League allies to continue
paying their annual tribute to the League
treasury which Athens now uses to fi-
nance the Periclean building program.

Work begins on the Temple of Athena
Parthenos (the Parthenon) on the Acrop-
olis of Athens.

Athens concludes a Thirty-Years Peace
with Sparta which recognizes Spartan
hegemony in the Peloponnesos, and
Athens and Sparta each pledge not to in-
terfere in the other’s sphere of influence.

Chinese mathematicians accurately calcu-

late the length of the year at 3654 days.

After the ostracism—exile for a ten-year
term—of his last serious political oppo-
nent, Thucydides the son of Melesias,
Pericles holds unchallenged power in
Athens, being elected year after year to the
committee of ten generals. His imperial-
ist policy puts Athens on a collision course
with Sparta.

Construction of the monumental entrance
to the Athenian Acropolis (the “Propylaea”)
begins and it is completed five years later.

The Parthenon is completed and dedi-
cated in Athens.

The Peloponnesian War breaks out be-
tween Athens and the Spartan alliance.
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430 B.C.E.

427 B.C.E.

425 B.C.E.

421 B.C.E.

415 B.C.E.

413 B.C.E.
—404 B.C.E.

411 B.C.E.

c. 410 B.C.E.

409 B.C.E.

406 B.C.E.

Euripides’ tragedy, the Medea, is staged in
Athens.

Plague breaks out in Athens, and within
four years a third of the population, in-
cluding Pericles, dies.

The philosopher Plato is born.

The Athenian comic poet Aristophanes
produces his Acharnians, an anti-war com-
edy which is the earliest of his surviving

plays.

The Fifty-Year Peace known as the “Peace
of Nicias” after the Athenian who nego-
tiated it, is concluded between Athens and
Sparta, restoring the status quo ante.

Building begins on the temple on the
Athenian  Acropolis
Erechtheum.

known as the

Athens embarks on a great expedition to
Sicily which is utterly destroyed two years
later.

In the last phase of the Peloponnesian
War, Sparta occupies Decelea on Athen-
ian territory and uses it as a base to lay
waste Athenian territory and to encour-
age slaves to run away.

Persia supplies Sparta with subsidies to
build a fleet to challenge the Athenian

navy.

Athens introduces an oligarchic govern-
ment to replace its democracy, but the
Athenian navy refuses to accept the new
constitution and the democracy is re-
stored within the year.

Celtic tribes later known to the Romans
as Gauls begin their southward migration
across the Alps.

In Sicily, the Carthaginians launch an
offensive and destroy the cities of Selinus
and Himera.

Athens wins her last victory of the war
over the Spartan fleet at the Arginusae
islands, but she puts the commanders of

405 B.C.E.

404 B.C.E.

403 B.C.E.

401 B.C.E.

399 B.C.E.

399 B.C.E.
-394 B.C.E.

396 B.C.E.

Chronology of World Events

her fleet to death for failing to rescue
shipwrecked crews.

The tragic poets Sophocles and Euripides
both die in this year.

In Sicily, the Carthaginians conquer Acra-
gas, modern Agrigento, and advance on
Syracuse. The Greek cities unite under
the tyrant of Syracuse, Dionysius I, and
resist the Carthaginian advance.

The Spartan fleet under Lysander captures
the Athenian fleet at Aegospotami (Goat’s
River).

Athens capitulates and Sparta takes over
the Athenian Empire except for the Greek
cities on the coastline of Asia Minor
which are returned to Persia.

Sparta controls the cities in her empire by
setting up pro-Spartan oligarchic govern-
ments in them, which were supported by
garrisons under Spartan governors called
harmosts.

Thrasybulus restores democracy in Athens
with the acquiescence of the Spartan king
Pausanias.

On the death of the king of Persia, Dar-
ius II, his son Artaxerxes II succeeds to
the throne but his younger brother Cyrus
rebels, recruits an army including ten
thousand Greek mercenaries under a
Spartan commander, Clearchus, and ad-
vances into the heart of Mesopotamia as
far as Cunaxa, where Cyrus is killed in
battle with Artaxerxes. The Greek merce-
nary force retreats north to the Black Sea
coast under the leadership of the Athen-
ian Xenophon.

Socrates is condemned to death on a
charge of corrupting the Athenian youth
and introducing new gods.

Sparta renews war against Persia to free
the Ionian cities but with limited success.

In Italy, Rome, after a war of ten years,
conquers and destroys the city of Veii,
further up the Tiber River from Rome,
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395 B.C.E.
—387 B.C.E.

390 B.C.E.

387 B.C.E.

386 B.C.E.

382 B.C.E.

c. 380 B.C.E.

379 B.C.E.

which had blocked Rome’s northward

expansion.

A coalition of Athens, Corinth, Thebes,
and Argos, subsidized by Persia, fights
Sparta and, in 394, a Spartan fleet is de-
feated off the island of Cnidus by a Per-
sian fleet led by the Athenian Conon who
then sails to Athens and rebuilds the for-
tifications which had been destroyed at
the end of the Peloponnesian War.

In the same year, Sparta defeats an anti-
Spartan coalition at Coronea and, faced
with signs that Athenian power is reviving,
Persia and Sparta settle their differences.

The Romans are defeated by Gallic in-
vaders, led by the Brennus, at the battle
of Allia. The city of Rome is subsequently
besieged, and only the Capitol does not
fall. Following the conquest of the Gauls,
the Latins and the Hernici end their al-
liance with Rome.

In Italy, Rome is sacked by a tribe of
Gauls (Celts) who besiege the Capitol and
withdraw with much booty only after re-
ceiving ransom.

Athens and Sparta sign a peace mediated
by the Persian king—hence it is called the
“King’s Peace” or the “Peace of Antalci-
das” after the Spartan admiral who was
the chief negotiator. Persia keeps control
of the Greek cities in Asia Minor but
guarantees the freedom of the rest of the
Greek cities.

Plato founds the Academy in Athens
where he is to teach for the rest of his life.

In a surprise attack, Sparta occupies the
Cadmeia, that is, the acropolis of Thebes,
and places a garrison there.

In Rome, after the sack by the Gauls, a
fortification wall—the so-called Servian
wall—is erected around the Seven Hills
which make up the core of the city.

A troop of young Thebans surprises the
Spartan garrison on the Cadmeia and

377 B.C.E.

371 B.C.E.

371 B.C.E.
—362 B.C.E.

367 B.C.E.

362 B.C.E.

359 B.C.E.

358 B.C.E.

356 B.C.E.

347 B.C.E.

overpowers it, and war between Thebes
and Sparta follows.

Thebes, led by Pelopidas and Epaminon-
das, aims at uniting all Boeotia under her

leadership.

Athens establishes a new naval alliance of
sixty autonomous members designed to
resist Spartan imperialism.

Sparta and Athens sign a general peace,
but Thebes will not sign for the terms of
the peace would force her to undo the
unification of Boeotia. Sparta therefore
orders King Cleombrotus who had an
army in Boeotia to attack Thebes, and the
Theban army under Epaminondas inflicts
a disastrous defeat on the Spartans at the
battle of Leuctra.

Thebes, under the leadership of Pelopidas
and Epaminondas, is the chief military
power in Greece.

A Theban army frees Messenia from Spar-
tan control, thereby depriving Sparta of
half its territory.

The young Aristotle comes to Athens and

becomes a pupil of the philosopher Plato.
He remains a member of Plato’s Academy

for twenty years until Plato’s death.

Thebes defeats a Spartan-Athenian al-
liance at the Battle of Mantineia, but the
Theban statesman and military genius
Epaminondas is killed in the battle.

Philip II becomes king of Macedon on his
brother’s death.

In Italy, the Samnites, a warlike Italic
people in south-central Italy, expand their
territory to the western coast of Italy and
form a league.

To defend against the Huns, China con-
structs its first wall along its borders; along
with others to be built later, it will serve
as part of the Great Wall.

Plato dies and is succeeded as head of the
Academy by Speusippus, the son of
Plato’s sister.
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343 B.C.E.
—341 B.C.E.

342 B.C.E.

340 B.C.E.
—338 B.C.E.

339 B.C.E.
—329 B.C.E.

338 B.C.E.

337 B.C.E.

336 B.C.E.

335 B.C.E.

334 B.C.E.

In Italy, war—the so-called First Samnite
War—breaks out between Rome and the
Samnites, an Italic people in south-central
Italy, sparked by an alliance which Rome
made with Capua. The war ends with a
compromise peace.

Aristotle goes to Macedon as tutor to the
young Alexander the Great, son of king
Philip II of Macedon.

The Latin League, a coalition of cities in
Latium allied to Rome, attempts to end the
alliance and Rome, with Samnite help,
crushes their separatist revolt, dissolves the
Latin League and instead makes separate
alliances with the individual Latin cities.

Chuang-tzu, a major interpreter of Tao-
ism and celebrated literary stylist, flour-
ishes in China.

At Chaeronea in Greece, Philip of Mace-
don defeats the combined armies of Athens
and Thebes. Thebes is punished severely;
Athens gets lighter terms.

The League of Corinth is formed under
Philip of Macedon’s patronage. The
League names Philip leader and supreme
general, guarantees autonomy to all cities,
and resolves to make war on Persia to
avenge the Persian invasion of Greece in

480 B.C.E.

Philip is assassinated, and his son Alexan-
der the Great becomes king.

Thebes revolts from Macedon on hearing
of Philip’s death, and is vanquished by
Alexander, who enslaves the citizens of
Thebes and destroys the city, sparing only
the house of the poet Pindar.

Aristotle returns to Athens and founds
the Lyceum where he spends the next
eighteen years teaching, writing, and do-
ing research.

Alexander launches his campaign against
the Persian Empire, defeating the Persian
satraps of Asia Minor at the Granicus
River in May, and following up his victory

333 B.C.E.

332 B.C.E.

331 B.C.E.

330 B.C.E.

330 B.C.E.
—329 B.C.E.

Chronology of World Events

by capturing the Greek cities along the
Asia Minor coast, and then striking east
through Caria, and Phrygia to Cilicia. He
replaces the Persian satraps with Macedon-
ian officers to rule the conquered territory.

Alexander defeats the Persian king Darius
[II Codomannus at the Battle of Issus. Re-
fusing an offer of peace from Darius, he
proceeds with the conquest of Syria.

Alexander takes the Phoenician city of
Tyre after a seven-month siege, and then
thrusts down the Mediterranean coast to
Egypt where he passes the winter. While
there, he visits the shrine of Zeus Ammon
at the Siwa Oasis, where the high priest
greets him as the son of Zeus.

Antipater, whom Alexander had left be-
hind as his deputy in Macedonia, sup-

presses a revolt of Sparta in Greece.

Alexander defeats Darius III at the Battle
of Gaugamela, and forces him to flee the

battlefield.

The satrap of Babylon, Mazaeus, surren-
ders and joins Alexander, who seizes the
Persian treasure in Babylon and Susa.

Alexander the Great founds the city of
Alexandria in Egypt.

Alexander captures and burns the Persian
ceremonial capital of Persepolis, thus
marking the completion of the panhel-
lenic campaign to avenge Xerxes’ invasion
of Greece in 480 B.C.E.

Alexander pursues Darius who is taken
prisoner by the satrap Bessus, and catches
up to him too late to prevent his murder
by Bessus, who now assumes the title of

king.

Alexander proclaims himself the successor
to the Achaemenid royal line of Persia.

One of Alexander’s generals, Philotas, is
implicated, probably wrongly, in a sup-
posed conspiracy against Alexander and is
executed; as a precaution, Alexander also
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329 B.C.E.

328 B.C.E.

327 B.C.E.

327 B.C.E.
—325 B.C.E.

326 B.C.E.

324 B.C.E.

xxii

orders the death of Philotas’ father, Par-
menio, who had served under Alexander’s
father, Philip of Macedon.

Alexander conquers eastern Iran.
Bessus is captured and executed.

Alexander campaigns in Sogdiana where
he meets and marries Roxane, the daugh-
ter of a Sogdian baron.

Alexander introduces Persian court cere-
monial, including proskynesis, that is,
kowtowing before the king, which the
Macedonians and Greeks in his retinue

oppose.

The so-called “Pages Conspiracy” is sup-
pressed and Alexander’s court historian,
Callisthenes, the nephew of Aristotle, is
put to death.

Alexander pushes on through modern
Afghanistan towards India.

Alexander the Great invades India.

In Italy, a second war breaks out between
Rome and the Samnites.

Alexander defeats the Indian rajah Porus
at the Hydaspes River in northern India,
and then pushes on until a mutiny on the
Hyphasis River forces him to turn back.
He fights his way down the mouth of the
Indus River where he builds a fleet, and
embarking part of his army on it, sends
it back along the coast to the mouth of
the Tigris and Euphrates rivers while he
himself leads the bulk of his army through
the desert regions of Gedrosia and Car-
mania to Persepolis.

At Susa, Alexander pushes ahead with a
plan to create a mixed Macedonian-Persian
elite by marrying eighty of his officers to
Asian women and arranging the marriages
of ten thousand of his soldiers to Asians—
he himself marries the daughter of Dar-
ius III.

323 B.C.E.

321 B.C.E.

320 B.C.E.

After a mutiny at Opis, Alexander reor-
ganizes the empire, giving Persians and
Macedonians equal rights.

Currency is standardized throughout the
empire, thus laying the basis for the great
expansion of the economy in the Hellenis-
tic world.

Alexander dies at Babylon on the eve of
setting out on a new expedition. Perdic-
cas, to whom Alexander gave his signet
ring on his deathbed, becomes regent and
guardian of the kings: Alexander’s half
brother, Arrhidaeus, and Alexander’s son,
as yet unborn—Roxane is pregnant when
Alexander dies.

Alexander’s generals—the so-called Diado-
choi (Successors)—carve out domains for
themselves: Antipater, who was left to
rule Macedonia in Alexander’s absence,
takes Macedonia and Greece, Antigonus
the One-Eyed takes Phrygia and Lycia,
Prolemy Egypt and Lysimachus Thrace,
while Eumenes, Alexander’s secretary,
throws his support behind Perdiccas.

On learning of Alexander’s death, Greece
tries to throw off the Macedonian yoke
in the so-called Lamian War, but the in-
surrection is crushed by Antipater. The
Athenian democracy is suppressed, the
anti-Macedonian leaders are killed, and
Demosthenes commits suicide to avoid
capture.

In the Second Samnite War, Rome suf-
fers a humiliating reverse at the Caudine
Forks but does not accept defeat.

The Via Appia (Appian Way) is constructed
south from Rome as a supply-line for the
Roman army.

In the spring, Perdiccas marches with an
army against Egypt to dislodge Ptolemy,
but is killed by his own troops as he at-
tempts to cross the Nile Delta.

The Diadochoi hold a conference at Tri-
paradeisos (“Three Parks”) in Syria.
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317 B.C.E.

317 B.C.E.
—-307 B.C.E.

316 B.C.E.

316 B.C.E.
—301 B.C.E.

312 B.C.E.

307 B.C.E.
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Antipater replaces Perdiccas as guardian
of the kings, Ptolemy is left in Egypt,
Antigonus the One-Eyed, with Antipa-
ter’s son Cassander on his staff, is put in
command of the Macedonian forces in
Asia with the assignment of eliminating
Eumenes, and Seleucus gets the satrapy of
Babylon.

Alexander the Great’s mother Olympias
invades Macedon with an army from
Epirus to defend Alexander IV, the son of
Alexander and Roxane, and executes
Philip Arrhidaeus, his wife Eurydice, and
about a hundred of their supporters.

Cassander invades Macedon to dislodge
Olympias.

Cassander appoints the Aristotelian
philosopher, Demetrius of Phalerum, to
rule Athens as his deputy. When he is dri-
ven out by Demetrius Poliorcetes, he goes
to Egypt where he advises Prolemy on the
establishment of the Great Library of
Alexandria.

Eumenes is forced back into the eastern
satrapies, fights an indecisive battle at
Paraetacene, and in its aftermath, is be-
trayed to Antigonus and executed.

Antigonus the One-Eyed, now in control
of Asia after the death of Eumenes, and
his son, Demetrius Poliorcetes (Besieger of
Cities), make a bid to take over Alexander’s
empire.

Ptolemy of Egypt, to counter the ambi-
tions of Antigonus the One-Eyed, rein-
stalls Seleucus as satrap of Babylon.

The Seleucid dynasty counts this date as
Year One of the Seleucid era which con-
tinues to be used in the Middle East long
after the dynasty falls.

Demetrius, son of Antigonus the One-
Eyed, attempts to capture Rhodes—the
siege gives him his sobriquet “Poliorcetes”
(Besieger of Cities) because of the siege
engines that he and his engineers designed

to breach the Rhodian defenses.

304 B.C.E.

301 B.C.E.

298 B.C.E.

297 B.C.E.

295 B.C.E.

290 B.C.E.

286 B.C.E.

285 B.C.E.

—282 B.C.E.

282 B.C.E.

281 B.C.E.
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To commemorate their victory, the Rho-
dians build the Colossus of Rhodes, one of
the Seven Wonders of the Ancient World.

Rome emerges victorious from the long,
hard-fought Second Samnite War, and
annexes Campania, the region between
Rome and Naples, thus preventing fur-
ther expansion of the Samnite League.

Lysimachus, Cassander and Seleucus elim-
inate Antigonus the One-Eyed at the Bat-
tle of Ipsos, though Demetrius Poliorcetes
escapes. Four Hellenistic kingdoms result:
Macedon under Cassander, Thrace and
Asia Minor under Lysimachus, Egypt and
Palestine under Prolemy, and the Persian
heartlands and northern Syria under Se-
leucus.

In Italy, the Third Samnite War breaks
out. Rome faces a coalition of Samnites,
Etruscans, Celts, Sabines, Lucanians, and
Umbrians.

In Macedon, Cassander dies, and his
death is followed by disorder as Pyrrhus
of Epirus, Demetrius Poliorcetes, as well
as Cassander’s own sons make bids for the
throne of Macedon.

In Ttaly, Rome wins a victory over a coali-
tion of Etruscans and the Celts at the Bat-
tle of Sentinum, and the Etruscans make
a separate peace with Rome.

Rome makes peace with the Samnites who
are now required to serve in Rome’s army.

In Greece, Lysimachus adds Macedon to

his kingdom.

Rome secures control of central Italy by
defeating the Celtic tribe of the Senones.

War breaks out between Rome and the
Greek city of Tarentum, modern Taranto,
when Rome encroaches on Tarentum’s
sphere of influence.

In Asia Minor, Seleucus defeats Lysimachus

at the Battle of Corupedion and takes over
his realm, including Macedon.
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280 B.C.E.

279 B.C.E.

278 B.C.E.

-275 B.C.E.

278 B.C.E.

275 B.C.E.
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Tarentum brings Pyrrhus, king of Epirus,
with an army of mercenaries into Italy
where he defeats the Romans at the bat-
tle of Heraclea.

Seleucus is assassinated by Ptolemy the
Thunderbolt, a renegade son of king
Prolemy I of Egypt. Prolemy becomes
king of Macedon while Seleucus’ son
Antiochus inherits his father’s realm in
Asia.

A horde of Celts, otherwise known as
Gauls, invade Macedon, defeating and
killing Ptolemy the Thunderbolt, thus
leaving Macedon without a king. The
Celtic horde pushes down into Greece,
bypassing Thermopylae and making for
Delphi, but are stopped by the guerilla re-
sistance of the Aetolian League in north-
west Greece.

In Italy, Pyrrhus of Epirus inflicts a sec-
ond defeat on the Romans at Ausculum,
where his heavy casualties give rise to the
aphorism “Pyrrhic Victory,” a victory that
is as costly as a defeat. The Roman sen-
ate refuses Pyrrhus’ offer of peace.

Pyrrhus campaigns against the Cartha-
ginians in Sicily in the employ of the
Greek cities. He forces the Carthaginians
back into their fortress at Lilybacum,
modern Marsala, but cannot take it, and
his ambition to create a Sicilian kingdom
for himself is thwarted by the Greek cities.

A horde of Celts is brought into Asia
Minor by Nicomedes of Bithynia who
hopes to use them against Seleucus’ heir,
Antiochus I, so as to secure the indepen-
dence of the Bithynian kingdom in north-
west Asia Minor. The Celts (or Gauls)
soon become a menace to Greek Ionia.

King Antiochus I, the son of Seleucus, de-
feats the Celts in the “Battle of the Ele-
phants,” so-called because Antiochus used
an elephant corps in his army, but then
Antiochus shifts his attention to war with
King Ptolemy II of Egypt, and the credit
for keeping the Celtic raids in check goes
to Philetaerus, a eunuch whom Lysimachus

274 B.C.E.

272 B.C.E.

264 B.C.E.

263 B.C.E.

260 B.C.E.
—253 B.C.E.

260 B.C.E.

256 B.C.E.

left in charge of his treasure in the citadel
of Pergamum, but after Lysimachus’ death
begins to act independently.

Pyrrhus returns to Italy with a depleted
army and is defeated by the Romans at
Beneventum, after which he returns to
Greece.

Antigonus Gonatas, son of Demetrius
Poliorcetes, on the strength of a defeat
which he inflicts on the Celts at the Dar-
danelles, occupies the vacant throne of
Macedon where the Antigonid dynasty
will rule untdl the last king, Perseus, is de-
throned by the Romans in 167 B.C.E.

Tarentum surrenders to Rome and the
Greek cities of southern Italy become al-
lies of Rome.

The First Punic War begins, pitting
Carthage against Rome. The two powers
fight for control of colonies on the island
of Sicily.

In Asia Minor, Eumenes I, the nephew
and successor of Philetaerus, inherits the
rule of Pergamum, nominally as a gover-

nor of King Ptolemy II of Egypt.

Antiochus II regains much of the territo-
ries in Asia Minor lost by Antiochus I,
during the Second Syrian War against
Prolemy 1II of Egypt. Pergamum remains
independent.

Rome wins a naval battle over the Cartha-
ginian fleet off Mylae in northeast Sicily,
using a grappling-iron called the corvus
which allowed the Romans to use board-
ing tactics effectively against the Cartha-
ginian ships.

The Romans win another naval victory off
Cape Ecnomus in southern Sicily, and
then make a landing in Africa and defeat
the Carthaginians.

Xanthippus, a mercenary soldier from
Sparta, reorganizes the Carthaginian
army and defeats the Romans at the Bat-
tle of Tunis the next year and forces its
surrender.
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251 B.C.E.

250 B.C.E.

246 B.C.E.
—241 B.C.E.

241 B.C.E.

238 B.C.E.

237 B.C.E.

232 B.C.E.

The Chou dynasty in China ends. The
Chou is the longest dynasty in Chinese
history, lasting for 771 years.

Aratus of Sicyon adds Sicyon to the
Achacan Confederacy. He is an aggressive
general of the Confederacy and later adds
such city-states as Megalapolis (235) and
Argos (229).

A newly-built Roman fleet is victorious at
Panormus, modern Palermo, but is de-
feated next year at Drepanum, modern
Trapani.

In Bactria (eastern Iran), Greeks whose an-
cestors had been settled there by Alexander
the Great acclaim their general Diodotus
as king. The kingdom lasts more than a
century, though in its final years it splits
into two kingdoms under rival kings.

The Third Syrian War is fought between
Ptolemy III (Euergetes) of Egypt and the
Seleucid king Seleucus II, who had re-
placed Antiochus II.

Attalus I succeeds Eumenes I of Perga-
mum. For refusing tribute to the Gala-
. . . <« M b2l
tians, he is given the name Soter (“Savior”).
Under Attalus, Pergamum becomes an
important power and is pivotal to Roman
politics in Greece and Asia Minor.

Hamilcar Barca is defeated by the Romans
at the Aegates Islands. The First Punic
War ends.

Carthaginian mercenaries on Sardinia who
are in revolt appeal for assistance to Rome,
which forces Carthage to cede her the
island.

Carthage, under the leadership of Hamil-
car Barca, begins to expand her empire in
Spain. Hamilcar Barca, accompanied by
his ten-year-old son, Hannibal, conquers
southern and eastern Spain. The new
Punic outposts in the region challenge
Roman hegemony.

Ashoka, the Buddhist monarch of the
Maurya empire in India, dies.

227 B.C.E.

226 B.C.E.

223 B.C.E.

221 B.C.E.

219 B.C.E.

218 B.C.E.

217 B.C.E.

216 B.C.E.

215 B.C.E.

Chronology of World Events

Rome unites Sardinia with Corsica to
form her second province.

Hasdrubal, the successor of his father-in-
law of Hamilcar Barca as Carthaginian
commander in Spain, makes a treaty with
Rome agreeing not to expand north of the
Ebro River, but Rome follows this by
making an alliance with Saguntum south
of the Ebro.

Antiochus III (the Great) begins his rule
over the Seleucid kingdom. He expands
the dynasty to Armenia, and he regains
Parthia and Bactria.

Hasdrubal is murdered, and Hamilcar
Barca’s eldest son Hannibal becomes
Carthaginian commander in Spain.

Hannibal captures Saguntum, an ally of
Rome. Rome demands that Carthage re-
linquish Saguntum and surrender Hanni-
bal to them, and when Carthage refuses,
declares war.

The Second Punic War begins. Hannibal
crosses the Pyrenees mountains, marches
through southern France and over the
Alps into Italy with 50,000 men, 9,000
cavalry, and 37 war-elephants. In the au-
tumn he defeats the consul Publius Cor-
nelius Scipio at the Ticinus River in the
foothills of the Alps. The other consul
joins Scipio and both are defeated at the
Trebia River in December.

Hannibal defeats the consul Gaius
Flaminius at Lake Trasimene. Quintus
Fabius Maximus is appointed dictator
for a six-month term and avoids battle

with Hannibal.

At Cannae, Hannibal inflicts a disastrous
defeat on the Romans, led by the consuls
of the year, after which Rome adopts
more cautious tactics, avoiding battle with

Hannibal.

In the aftermath of Rome’s defeat at Can-
nae, King Philip V of Macedon makes an
alliance with Hannibal, and to stymie
Philip, Rome makes an alliance with the
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214 B.C.E.

212 B.C.E.

207 B.C.E.

206 B.C.E.

205 B.C.E.

204 B.C.E.

202 B.C.E.
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Actolian League and initiates the First
Macedonian War between Rome and
Macedon.

In Sicily, Rome’s old ally King Hiero of
Syracuse dies, and under his successor
Syracuse goes over to Carthage.

Led by the consul Marcellus, Rome lays
siege to Syracuse, which defends itself with
war engines designed by Archimedes who
is living in Syracuse.

The First Macedonian War begins with
Philip V’s attack on Messene.

Construction of the Great Wall of China
begins when smaller, pre-existing frontier
walls are linked together and strength-
ened. The purpose of the wall is to keep
out the Hsiung-nu, nomads from the
north of China (Mongolia).

Syracuse is captured and, in the sack that
follows, Archimedes is killed.

Carthage abandons Sicily.

Hannibal’s brother Hasdrubal brings re-
inforcements for Hannibal across the Alps,
but is defeated and killed at the Metaurus
River in northeast Italy.

The Romans under the young Publius
Cornelius Scipio win control of Spain.

Hannibal’s youngest brother Mago takes
the Carthaginian fleet from Spain to
Genoa to urge the Celts and Ligurians in
northern Italy to rise against Rome.

Scipio returns from Spain and is elected
consul.

Philip V of Macedon and Rome make
peace, the so-called “Peace of Phoenice,”
Rome having withdrawn her troops from
Greece two years before.

Scipio leads an army to Africa, forcing
Carthage to seek peace. Peace negotia-
tions lead to Hannibal’s recall from Italy.

Peace negotiations having broken down,
there is a decisive battle between the Ro-

201 B.C.E.

200 B.C.E.

197 B.C.E.

196 B.C.E.

192 B.C.E.

188 B.C.E.

mans led by Scipio and the Carthagini-
ans led by Hannibal at Zama, where the
Carthaginians are beaten. Rome imposes
a huge indemnity as part of the peace
terms.

The Second Punic War ends. Carthage
signs a treaty with Rome, surrendering its
navy and its territories in Spain.

King Antiochus III defeats the army of
King Ptolemy V of Egypt at the Battle of
Panion and annexes southern Syria and
Palestine which had hitherto belonged to
Egypt. Jerusalem now falls under Seleu-
cid rule.

Rome, having received appeals from Perga-
mum, Rhodes, and Athens against Philip
V’s expansionism, sends a army and navy
to Greece, thus beginning the Second
Macedonian War.

Volcanic islands in the South Pacific are
settled by secafaring peoples emigrating
from Southeast Asia.

The Hopewell culture begins to emerge
in central North America in what will
become the states of Ohio and Illinois;
this society is characterized by mound-

building.

A Roman army under Titus Quinctius
Flamininus advances into Thessaly and
at the batte of Cynoscephalae defeats
Philip V, who is made to retreat to his
own kingdom, pay an indemnity and
surrender all his fleet except for six ships.

At the Isthmian Games, Flamininus pro-
claims that all the Greek cities should be
free, and two years later Roman troops
leave Greece.

War breaks out with the Seleucid king
Antiochus III, who is decisively defeated
two years later at Magnesia south of
Pergamum in Asia Minor.

The Peace of Apamea imposes stiff terms
on Antiochus III, thus starting the decline
of the Seleucid empire, and Rome is now
mistress of the eastern Mediterranean.
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175 B.C.E.

171 B.C.E.

168 B.C.E.

164 B.C.E.

149 B.C.E.

149 B.C.E.
—148 B.C.E.

146 B.C.E.

141 B.C.E.
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The Sungas replace the Mauryas as the rul-
ing empire in India. Pusyamitra becomes
the first Sunga ruler and returns India
from Buddhism to orthodox Hindu.

Antiochus IV Epiphanes (“God made
Manifest”) becomes king of the Seleucid
empire and attempts to halt its decline.
His effort to have himself recognized as
divine and receive sacrifice as a god leads
to a rebellion of conservative Jews in
Judeaea, known as the “Maccabean Re-
volt” after its leader, Judas Maccabaeus.

The Third Macedonian War begins be-
tween Rome and Perseus, son of Philip
V, king of Macedon.

After some initial setbacks, Lucius Aemil-
ius Paulus defeats Perseus at the Battle of
Pydna. Perseus is taken as a prisoner to
Rome and the kingdom of Macedonia is
dissolved. Polybius of Megalopolis is one of
one thousand hostages from the Achaean
League brought to Rome, and while there

he composes his Universal History in 39
books.

The Maccabees reconsecrate the temple in
Jerusalem. The event is from this date
commemorated as Hanukkah.

Antiochus IV dies.

A third war breaks out between Rome and
Carthage.

An anti-Roman revolt breaks out in Mace-
don and after it is suppressed, Macedon
becomes a Roman province in 146 B.C.E.

A Roman army under Publius Scipio Ae-
milianus captures Carthage and destroys it.

Rome suppresses a revolt of the Achaean
League in Greece and destroys the city of
Corinth. The territories of the Achaean
League are annexed, and Rome makes
Greece into a Roman province named

Achaea.

A period of Jewish independence in Ju-
daea begins. Simon Maccabaeus becomes
high priest after the murder of his brother
Jonathan.

136 B.C.E.
—132 B.C.E.

133 B.C.E.

130 B.C.E.

129 B.C.E.

123 B.C.E.
—122 B.C.E.

112 B.C.E.
—105 B.C.E.

113 B.C.E.
—101 B.C.E.

Chronology of World Events

Han Wu-ti is emperor in China. He is an
innovator in education, economics, and
defense. He introduces a public granary
to China and makes innovations to the
cavalry.

A slave revolt breaks out in Sicily led by a
Syrian slave, Eunus, who is captured after
Enna and Tauromenium, two centers of
the revolt, fall to Rome. An estimated
twenty thousand slaves are crucified.

Attalus III, the last king of Pergamum,
dies and bequeaths his kingdom to Rome.
Tiberius Sempronius Gracchus is elected
as tribune (an annual office) and attempts
a land reform to settle poor Roman citi-
zens on small farms, and the royal trea-
sure of Pergamum is used to pay the costs
of this measure. While attempting to se-
cure his election to a second term as tri-
bune, which his opponents claimed was
unconstitutional, Gracchus is killed.

An ant-Roman revolt is suppressed in
Pergamum which its last king had be-
queathed to Rome, and Pergamum is or-
ganized as the Roman province of Asia.

The death of Antiochus VII marks the
end of Seleucid power in the eastern re-
gion. The Parthians are left as the major
power east of Babylon.

Gaius Gracchus, Tiberius’ younger brother,
renews the land reform started by Tiberius,
but loses voter support when he attempts
to extend citizenship to Rome’s allies.
When Gracchus’ party occupies the Aven-
tine Hill, the senate declares martial law,
Gracchus’ supporters are slain, and Grac-

chus has his slave kill him.

The Jugurthine War in Numidia brings
the incompetence of the senatorial govern-
ment in Rome into sharp focus. Jugurtha
is finally defeated by Marius in 106 B.C.E.
and next year surrenders to Lucius Cor-
nelius Sulla.

The Cimbri and Teutones migrate from
Jutland into Gaul (modern France) and
three times defeat the Roman armies they
encounter. There is panic in Rome, and
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102 B.C.E.

c. 100 B.C.E.

91 B.C.E.

91 B.C.E.
-89 B.C.E.

88 B.C.E.

87 B.C.E.
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Marius returns from Africa, is elected
consul and is re-elected to successive con-
sulships until 100 B.C.E. He reforms the
Roman army so that it is no longer re-
cruited from property owners but rather
from the landless proletariat who expect
to be settled on small farms when they are

demobilized.

Marius with his reformed army defeats
the Teutones at Aquae Sextiae (modern
Aix-en-Provence) in southern France.

The Belgae, a Gallic people, arrive in
Britain.

The city of Teotihuacdn, twenty-five miles
from modern Mexico City, emerges as a
major commercial center; it is the home
of the Pyramid of the Moon and Pyramid
of the Sun, the latter being the largest
building in pre-Columbian America.

A tribune, Marcus Livius Drusus, proposes
reviving the Gracchan land reform and
extending Roman citizenship to Rome’s
Italian allies, but is assassinated.

Drusus’ assassination triggers a revolt of
Rome’s Italian allies, who were eager for
citizen rights and are now bitterly disap-
pointed. They form an independent fed-
eration of their own, and the civil war that
results ends only when Rome concedes
them citizenship.

Mithridates VI attacks the Roman province
of Asia, and urges the Greeks to rebel
against the hated Roman officials and tax-
ation agents. Eighty thousand Romans in
Asia Minor are killed in the massacre that
results. The Roman senate places Sulla in
charge of the war against Mithridates, but
the popular assembly transfers the com-
mand to Marius. Sulla marches with his
army on Rome, drives out Marius’ sup-
porters, reestablishes the rule of the sen-
ate and then leaves to conduct the war
against Mithridates.

Once Sulla is gone, Marius with his sup-
porters returns to Rome, massacres his
political opponents, and is elected consul
for the seventh time.

87 B.C.E.

In Greece, Sulla besieges and captures

—86 B.C.E. Athens, which had supported Mithridates,

86 B.C.E.

83 B.C.E.

82 B.C.E.
—79 B.C.E.

c. 80 B.C.E.

79 B.C.E.

78 B.C.E.

77 B.C.E.
—71 B.C.E.

and after the capture many Greek works
of art are shipped to Rome.

Plato’s Academy closes down.

Marius dies shortly after taking up his
seventh consulship.

Sulla  defeats Mithridates’ army at
Chaeronea in Greece, and again next
year at Orchomenos.

Sulla returns to Italy and destroys the
Marian supporters and their allies, the
Samnites and Lucanians, next year at the
Battle of the Colline Gate, one of Rome’s
city gates.

Sulla, assuming the office of dictator,
draws up a list of enemies to be killed, in-
cluding ninety senators and two thousand
six hundred equestrians, and then reforms
the constitution, placing control of the
Roman government in the hands of the
senate which is dominated by a tight
group of old Roman families.

Invaders from Central Asia begin to
spread throughout the Indus River valley.
Chinese silk increasingly becomes a major
luxury import to wealthy provinces such
as Roman Egypt.

Sulla resigns the dictatorship voluntarily
and dies a year later.

On Sulla’s death, one of the consuls of the
year, Marcus Aemilius Lepidus attempts
to undo Sulla’s constitutional reforms,
and when he turns to armed rebellion, the
senate grants one of Sulla’s young officers,
Gnaeus Pompeius (Pompey), extraordi-
nary powers to suppress him.

Pompey persuades the senate to grant him
a special command to suppress an insur-
rection in Spain led by one of Marius’
former officers, Quintus Sertorius, which
Pompey accomplishes after Sertorius is
betrayed and assassinated.
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74 B.C.E.

73 B.C.E.
—71 B.C.E.

70 B.C.E.

68 B.C.E.

66 B.C.E.
—63 B.C.E.

63 B.C.E.

60 B.C.E.

59 B.C.E.
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War with Mithridates VI, king of Pontus,
having broken out again, a former sup-
porter of Sulla, Lucius Licinius Lucullus,
is sent to suppress it and is initially very
successful.

A gladiator, Spartacus leads an uprising of
slaves in Italy. The revolt is suppressed by
Marcus Licinius Crassus, and the rem-
nants of the slave army are wiped out by
Pompey who encounters them as he re-
turns to Italy from Spain.

Pompey and Crassus, both successful
commanders with armies to support
them, demand the consulship and once
they are elected consuls, they dismantle
Sulla’s constitutional reforms.

The Roman poet Vergil is born in the
village of Andes near Mantua in the
province of Cisalpine Gaul.

Pompey is given an extraordinary com-
mand to repress piracy in the eastern
Mediterranean which he does efficiently
within six months.

Pompey is sent to replace Lucullus, de-
feats Mithridates, conquers most of Asia
Minor and advances down the Mediter-
ranean coast as far as the border of Egypt.
He takes Jerusalem and enters the Holy
of Holies of the Jewish Temple, thereby
earning the hatred of the Jews.

Marcus Tullius Cicero, famous as a states-
man, orator, and author of works on
philosophy and politics, is one of the
two consuls of the year, and during his
consulship, suppresses a conspiracy led
by Lucius Sergius Catilina.

Pompey, Crassus, and Julius Caesar form
the so-called “First Triumvirate,” an un-
official three-man coalition to further
their several political goals.

With the support of the First Triumvirate,
Julius Caesar is elected consul with a die-
hard senatorial, Bibulus, as his colleague.
Caesar carries out Pompey’s political
agenda and is himself granted rule of the

58 B.C.E.
—51 B.C.E.

56 B.C.E.

55 B.C.E.

52 B.C.E.

51 B.C.E.

49 B.C.E.

Chronology of World Events

provinces of Cisalpine Gaul (Italy north
of the Rubicon River), Narbonese Gaul
(southern France), and Illyricum (modern
Croatia and Serbia) for a five-year term.

Caesar conquers all of Gaul (modern
France) and crosses the English Channel
twice to make probe into Britain.

Julius Caesar, Pompey, and Crassus re-
new their political coalition, agreeing that
Pompey and Crassus will both be consuls
for the next year and then be given
provincial governorships, while Caesar
would rule Gaul for an additional five
years. Pompey marries Caesar’s daughter
Julia to cement the alliance.

Pompey and Crassus hold the consulship,
and then Pompey is made governor (pro-
consul) of Spain for a five-year term, and
Crassus of Syria, where he plans to win
military laurels by attacking the Parthians.
Pompey remains in Rome and governs
Spain with legates who act as his repre-
sentative.

Britain faces a Roman invasion under
Caesar.

Because of the gang warfare in Rome,
Pompey is elected consul with no col-
league to keep law and order, and at the
end of his term, he is granted the gover-
norship of Spain for five more years.

Uxellodunum becomes the last town in
Gaul to succumb to Caesar. The Roman
wars against Gaul end.

The Roman senate, having refused to ac-
cept Caesar’s request to be allowed to
stand for the consulship in absentia, thus
allowing him to avoid prosecution for il-
legal acts during his consulship, decrees
that Caesar must resign his command,
and commissions Pompey to defend the
republic. Caesar crosses the Rubicon
River separating the province of Cisalpine
Gaul from Italy, and heads for Rome,
while Pompey evacuates Italy for Greece.
Rather than follow Pompey, Caesar goes
to Spain and smashes Pompey’s armies
there within six months.
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48 B.C.E.

47 B.C.E.

46 B.C.E.

45 B.C.E.

44 B.C.E.

Caesar defeats Pompey at the Battle of
Pharsalus in Greece. Pompey flees to
Egypt where he is put to death by the
boy king Ptolemy XIII on the advice of
his ministers who thought that thus they
would win Caesar’s favor.

Caesar comes to Egypt in pursuit of Pom-
pey, where he makes the young princess
Cleopatra his mistress and becomes em-
broiled in a war with Prolemy XIII and
the Alexandrians.

Cleopatra gives birth to a son by Julius
Caesar: Prolemy Caesar, commonly known
as “Caesarion” (Little Caesar).

Having established Cleopatra on the throne
of Egypt, Julius Caesar goes to Asia Minor,
defeats Pharnaces, the son of Mithridates
VI and a supporter of Pompey, at Zela
(Zila in north-central Turkey) and sends
dispatch to Roman senate reading, Vens,
vidi, vici (“1 came, I saw, I conquered”).

Caesar lands in Africa to suppress Pom-
pey’s supporters who had rallied there for
a last-ditch effort to “save the republic.”

Caesar smashes the Pompeian resistance
in Africa at the Battle of Thapsus.

Caesar returns to Italy, becomes dictator
for ten years, introduces a number of re-
forms including the Julian Calendar
which fixes the year at 365 days with an
extra day every four years, and in Novem-
ber leaves for Spain to suppress resistance

led by Pompey’s sons.

At Munda southeast of Seville in Spain,
Caesar defeats the last resistance of the
Pompeians.

Julius Caesar is assassinated by a cabal of
senators led by Marcus Junius Brutus and
Gaius Cassius Longinus.

Octavian, the great-nephew of Julius Cae-
sar whom Caesar had adopted and made
his heir in his will, arrives in Rome to take
up his inheritance.

Burebistas of Dacia is assassinated; his
empire is divided into several kingdoms.

43 B.C.E.

42 B.C.E.

41 B.C.E.

37 B.C.E.
—34 B.C.E.

36 B.C.E.

c. 35 B.C.E.

31 B.C.E.

30 B.C.E.

29 B.C.E.

27 B.C.E.

The Roman poet Ovid is born at Sulmo,
about ninety miles from Rome.

The “Second Triumvirate” of Mark
Antony, Octavian, and Lepidus is set up,
and the proscriptions begin the next
day—a list of political enemies, including
Marcus Tullius Cicero, is drawn up, and
they are liquidated.

Brutus and Cassius, Caesar’s assassins, are
defeated in two separate bactles at Philippi
in northern Greece.

At Tarsus in Asia Minor, Cleopatra,
queen of Egypt, meets Mark Antony, who
accepts her invitation to spend the winter
with her at Alexandria.

Herod the Great, with Roman support,
rules Judaea. Herod promotes the spread
of Hellenism throughout the province,
which spawns opposition among his sub-
jects, particularly the Pharisees.

Sextus Pompeius, Pompey’s last surviving
son, is defeated in the naval battle of
Naulochus and is driven from southern
Italy and Sicily.

Octavian demotes Lepidus after he makes
a power grab.

A system of writing is introduced in
Guatemala in Central America.

Octavian defeatss Mark Antony and
Cleopatra at the Battle of Actium.

Octavian enters Alexandria as a conqueror.
Antony has already committed suicide,
and Cleopatra takes poison to avoid be-
ing taken in triumph to Rome.

Octavian returns to Rome and holds a
triple triumph.

Octavian, the heir of Julius Caesar,
reaches an agreement with the Roman
senate to share power with it. Octavian
continues to hold the office of consul each
year, but he can claim to have restored the
republic, and the senate bestows on him
the tite “Augustus”—the “Revered One—
which all subsequent emperors take.
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23 B.C.E.

16 B.C.E.
-13 B.C.E.

14 C.E.

9 C.E.
—23 C.E.

c. 30 C.E.
—c. 33 C.E.

37 C.E.

41 C.E.

c. 45 C.E.

54 C.E.

64 C.E.

Augustus resigns from the consulship in
mid-year—thereafter he is consul only
twice more. Instead, he is granted tri-
bunician power (#ribunicia potestas) which
gives him the powers that a tribune in the
republic once wielded, including a blan-
ket right of veto.

The Provinces of Spain and Gaul are re-
organized under the Roman emperor Au-
gustus. The emperor subdivides Hispania
Ulterior into Baetica (Andalusia) and
Lusitania.

The emperor Augustus dies and is suc-
ceeded by his stepson, Tiberius.

Wang Mang rules China. As with his pre-
decessors, the issues that affect his reign
are economic (the resistance of wealthy
landowners that leads to famine) and
military (continued struggles against the
Hsiung-nu in the north).

The crucifixion of the Jewish leader Jesus
of Nazareth occurs.

Tiberius dies and is succeeded by Gaius
Caligula whose ancestry can be traced
back to Augustus Caesar through Augus-
tus’ daughter, Julia.

Gaius Caligula is assassinated by the prae-
torian guard which puts Caligula’s uncle,
Claudius, on the throne.

St. Paul begins his missionary work to
bring Christianity to non-Jewish com-
munities throughout Europe.

Claudius dies, according to rumor poi-
soned by his fourth wife, Julia Agrippina,
who engineers the accession of Nero, her
son by a previous marriage, shoving aside
Claudius’ own son, Britannicus.

A great fire destroys half of Rome. Nero
seizes the opportunity to build his palace
known as the Domus Aurea (Golden
House) on the area cleared by the fire.

St. Paul is executed in Rome. The perse-
cution of members of the Christian sect
under the Roman Empire begins.

66 C.E.

68 C.E.

68 C.E.
—69 C.E.

69 B.C.E.

70 C.E.

78 C.E.

79 C.E.

81 C.E.

96 C.E.
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The “Zealot” party (Jewish nationalists)
lead a revolt in Judaea against Rome.

Vindex, the governor of Gallia Lug-
dunensis, revolts and puts forward Servius
Sulpicius Galba, governor of Hispania
Tarraconensis, as his candidate to replace
Nero. Vindex’s revolt is suppressed but
the senate and the praetorian guard in
Rome accept Galba as emperor. Nero
flees and commits suicide.

After three men, Galba, Otho, and Vitel-
lius, succeed each other quickly, Vespasian,
general in charge of suppressing the revolt
in Judaea, wins the throne. It becomes
painfully clear to all that the Roman army
can make and unmake emperors.

Natives besiege the German town of
Colonia Ulpia Traiana (Xanten); Mainz
also revolts.

Vespasian’s son, Titus, who has taken
over command of the Roman army in
Judaea, captures Jerusalem and destroys
the Temple. The booty from Jerusalem is
brought to Rome and placed in the new
Forum of Peace which Vespasian con-
structs.

As a governor of Britain, the Roman gen-
eral Gnaeus Iulius Agricola advances into
Scotland.

The Saka era begins in India. Many schol-
ars favor this date for the beginning of the
reign of Kaniska, the Buddhist king re-
sponsible for having protected the
Kushans from Chinese sovereignty.

Vespasian dies and his son Titus, who had
already been made co-emperor, succeeds
him.

Mt. Vesuvius, near the Bay of Naples in
central Italy, erupts and buries Pompeii,
Herculaneum, and Oplontis under lava

and ash.

On the death of Titus, his younger
brother Domitian becomes emperor.

Domitian is assassinated by members of
his own houschold, including his wife
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97 C.E.

98 C.E.

c. 100 C.E.

105 C.E.
—106 C.E.

117 C.E.

122 C.E.
—-128 C.E.

138 C.E.

c. 150 C.E.
—c. 200 C.E.

161 C.E.

xxxii

Domitia. The Roman senate chooses as
his successor an elderly senator named
Marcus Cocceius Nerva.

Faced with the threat of revolt by the prae-
torian guard, Nerva adopts the governor
of Upper Germany, Trajan (Marcus Ulpius

Traianus), and makes him co-emperor.
Trajan succeeds Nerva as emperor.

Traders from Indonesia sail along the
coast of Africa, possibly leaving settlers on
Madagascar.

The Funan, a Hindu people that first
emerge in Southeast Asia, occupy the
Mekong Delta region of present-day
Vietnam, as well as portions of Cambo-
dia and Thailand. They trade with both
India and China.

The Anasazi people begin to develop their
culture in the deserts of southwest North
America. They make baskets, grow corn,
and build adobe structures.

Trajan makes a second campaign into
Dacia and annexes Dacia as a Roman
province.

Trajan dies and on his deathbed adopts
Hadrian.

Hadrian’s Wall, a frontier rampart running
from Wallsend-on-Tyne to Bowness-on-
Solway, is built to protect Roman Britain
from incursions from the north.

Hadrian dies having adopted Antoninus
Pius as his successor, who in turn adopts
Marcus Aurelius and Lucius Verus at
Hadrian’s insistence.

Evidence of the presence of Moors (or
Muslims) appears in Dacia; they occupy
the city of Racari.

The Goths migrate to the region north of
the Black Sea; previous migrations brought
them from southern Scandinavia to the
area around the Vistula River.

Antoninus Pius dies after a long, peaceful
reign and is succeeded by Marcus Aure-

165 C.E.
—166 C.E.

166 C.E.

180 C.E.

184 C.E.

193 C.E.

211 C.E.

212 C.E.

226 C.E.

lius and Lucius Verus who is co-emperor
until 169 C.E.

Seleuceia is destroyed by Gaius Avidius
Cassius of Rome. The fall of the city ends
a major commercial center in Babylonia;
Mesopotamia becomes a Roman protec-
torate.

Pestilence, brought back to Rome by the
troops of Lucius Verus who had been cam-
paigning in the east, sweeps the empire.

German tribes cross the Danube frontier
and penetrate the empire as far as north-
ern taly.

Marcus Aurelius dies in camp at Vienna
while campaigning on the Danube fron-
tier against barbarian tribes known as
the Marcomanni and the Quadi and is
succeeded by his eighteen-year old son,
Commodus.

The Romans are forced to cede the fron-
tier in Scotland. The Roman frontier in

Britain now extends only to Hadrian’s
Wall.

The rebellion of the Yellow Turbans be-
gins against the Han dynasty in China.
The peasant revolt is quelled within six
years by Ts’ao Ts’ao.

After Commodus’ assassination, there is a
period of civil war, ending with Septimius
Severus seizing power.

The siege of Byzantium begins, lasting
about two years. The city supported gen-
eral Pescennius Niger’s revolt against the
Roman ruler Septimius Severus.

Severus dies while campaigning in
Britain, and is succeeded by his sons,
Caracalla (co-emperor since 198) and
Geta (co-emperor since 209). In 210,

Caracalla murders Geta.

The emperor Caracalla extends Roman
citizenship to all Roman provincials.

The Sassanians overthrow the Parthian
dynasty in Iran. The Parthian empire had
covered a great expanse, extending during
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235 C.E.

248 C.E.

249 C.E.

c. 250 C.E.

254 C.E.

257 C.E.

284 C.E.

287 C.E.

c. 301 C.E.

303 C.E.
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one period from Iberia (east of the Black
Sea) to the Persian Gulf.

The Severan dynasty comes to an end with
the murder of the emperor Alexander
Severus, and fifty years of military anar-
chy follow.

The Goths invade the Balkan city of Moe-
sia and murder the Roman emperor Gaius
Messius Quintus Decius (251); they later
sack Nicaea and Nicomedia and raid the
Ionian cities.

In order to extirpate Christianity, the em-
peror Decius issues an edict ordering all
citizens to sacrifice to the gods and get a
certificate proving they had done so. The
order lapses after Decius’ death in 251
C.E.

The Mayan classical period begins in
Mexico and Central America; the dedica-
tion of monuments for astrology and
mathematics distinguishes this era.

Barbarian attacks in Upper Germany re-
sult in the withdrawal of many Roman
troops.

The Franks, a coalition of Germanic tribes,
invade Lower Germany.

Diocletian becomes emperor and reforms
the government of the empire, appoint-
ing Maximian as co-Augustus, ruling the
western empire while Diocletian himself
ruled in the east, and then appointing as
Caesars Galerius (in the east) and Con-
stantius Chlorus (in the west).

Marcus Aurelius Mausaeus Carausius, a
former Roman admiral, takes Britain and
northern Gaul and declares himself em-
peror.

Christianity becomes the state religion of
Armenia, making it the oldest Christian
civilization.

Diocletian issues an edict authorizing gen-
eral persecution of the Christians, which
continues to be carried out vigorously in
the east by Diocletian’s successor, Galerius,
but less vigorously in the west.

305 C.E.

306 C.E.

311 C.E.

312 C.E.

313 C.E.

317 C.E.

320 C.E.

324 C.E.

330 C.E.

337 C.E.
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Diocletian and Maximian retire, and Ga-
lerius becomes senior Augustus in place
of Diocletian and Constantius Chlorus
junior Augustus in the west.

Constantius Chlorus dies at York in Roman
Britain and his troops proclaim his son
Constantine emperor in his father’s place.

Galerius, Augustus in the east, calls off the
persecution of the Christians and dies
shortly thereafter.

Constantine defeats Maxentius, the son of
Maximian who had seized control of Italy,
at the Milvian Bridge outside Rome. On
the eve of the battle he converts to Chris-
tianity, and once in control of Rome, he
builds his first Christian church, the basil-
ica of St. John Lateran.

Constantine and Licinius, now emperors
in the east, agree to allow the Christians
freedom of religion (the so-called “Edict
of Milan”).

The Edict of Toleration of Christian
Worship is passed in Trier, Germany.

The Eastern Chin dynasty begins in
China. The rule will eventually succumb
to ongoing attacks from the north.

Candra Gupta I rules in India. He con-
trols the center of the country by the time
of his death, establishing a power base
from the Ganges to the coast of Bengal.

St. Pachomius establishes the first ceno-
bitic community in Egypt.

Constantine unites the empire by defeat-
ing Licinius, the Augustus of the east.

Byzantium becomes the foundation site
of Constantinople, the Roman capital on
the Danubian frontier.

Constantine dedicates his new capital,
Constantinople, present-day Istanbul.

Constantine dies and is succeeded by his
three sons, Constantine II (337-340),
Constans (337-350) and Constantius II
(337-361).

xxxiii



Chronology of World Events

354 C.E.

331 C.E.
—363 C.E.

370 C.E.

378 C.E.

382 C.E.

395 C.E.

c. 400 C.E.

406 C.E.
—407 C.E.

XXXiV

Aurelius Augustinus (St. Augustine) is
born; he becomes one of the most impor-
tant authors of the early Catholic Church.
His works include Conféssions (circa 400),
De doctrina Christiana (On the Christian
Doctrine, 397-428), De trinitate (On the
Trinity, 400-416), and De civitate Dei
(On the City of God, 413-426).

The reign of the last pagan emperor, Julian
who is killed while making a disastrous
expedition against the Persian Empire.

The Huns expel the Ostrogoths from
Ukraine. The Ostrogoths are a division of
the Goths, who earlier migrated from

Scandinavia to the region south of the
Vistula River.

A Roman army, led by the emperor
Valens, is destroyed by the Goths at Adri-
anople in Thrace.

The emperor Theodosius I settles Goths
within the empire as federate troops; they
are not assimilated into the Roman army
but serve under their own chieftains as al-
lies (foederati) of the Roman Empire.

On the death of the emperor Theodosius,
the empire is divided between his two
sons, with Honorius ruling in the west
and his elder brother, Arcadius, ruling in
the east.

The first settlers, sailing from the Polyne-
sian islands, arrive in Hawaii.

Pelagius, the British Christian writer, is
active during this period. He spends some
years in Rome, but the political unrest
there leads him to Africa and Palestine;
Pelagius’s exhortation to Demetrias is
called the first British literature.

The Olmec civilization in Central Amer-
ica ends.

The Germanic Vandals occupy the Rhine
region after the Huns drive them west-
ward; the nomadic Alans of Russia are
also driven to Gaul by the Huns. This ex-

410 C.E.

429 C.E.

441 C.E.
—443 C.E.

451 C.E.

476 C.E.

490 C.E.

527 C.E.
—565 C.E.

pulsion marks the end of Roman rule in
Gaul.

The city of Rome is captured and sacked
by a horde of Visigoths led by Alaric.

Britain is abandoned by the Roman Em-
pire. The Saxons and other Germanic
peoples become more prevalent; Celtic
culture also spreads.

Alaric dies.

The Vandals enter North Africa and over
the next ten years take over the Roman
provinces there.

Attila leads the Huns against the Eastern
Roman Empire; they destroy such cities
as Naissus in Moesia.

The Huns are defeated in Gaul by a Ro-
man force, along with the Visigoths, at
the Catalaunijan plains.

The Council of Chalcedon establishes the
doctrine of diophysitism, the idea that
Christ is both human and divine; the coun-
cil declares any other doctrine heresy.

The Persians defeat the Armenians at the
Battle of Avarayr. The Zoroastrian faith
replaces Christianity as the official reli-
gion in this region.

Odoacer the German deposes Romulus
Augustulus in Rome; the Ostrogoths soon
establish an empire in Italy. Gaiseric, the
king of Vandals and the Alans, who had
captured Rome eleven years carlier, dies
the following year.

The last Roman emperor in the west,
Romulus Augustulus, is deposed.

The Ostrogoths under their king,
Theodoric, invade Italy and establish the
Ostrogothic kingdom which lasts until
554.

The emperor Justinian reigns in Constan-
tinople and directs a campaign to recover
North Africa, Italy, and part of Spain for
the empire.
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c. 3000 B.C.E.

c. 2000 B.C.E.

c. 2000 B.C.E.

—c. 1600 B.C.E.

c. 2000 B.C.E.

—c. 1450 B.C.E.

c. 1600 B.C.E.

—c. 1200 B.C.E.

c. 1450 B.C.E.

c. 1300 B.C.E.

—c. 1250 B.C.E.

c. 1250 B.C.E.

in Architecture and Design

The beginning of the Hellenic civiliza-
tion in the Greek mainland includes the
construction of some early structures
for domestic and public use.

The first attempts at more carefully de-
signed
Greece.

architecture take place in

The inhabitants of Crete are influenced
through their contacts with other peo-
ples of the eastern Mediterranean to at-
tempt larger and more complete

buildings.

The Minoan Palace Culture in Crete
flourishes; this architecture is known
for its arrangement of buildings around
a central court, varying levels connected
by small staircases, and monumental
entrances.

The development of the Mycenaean
Palace Culture spreads through parts of
mainland Greece. This architecture is
influenced by the Minoan Palace Cul-
ture but has more logical ground-plans
and are built as fortifications.

The palaces of Crete are destroyed,
probably by invaders from mainland
Greece.

The “Treasury of Atreus” at Mycenae
is constructed. It is an almost perfectly
preserved example of the “tholos” tomb

type.

The Lion Gate at Mycenae, one of the
few Mycenaean monuments that would

c. 1100 B.C.E.

—C.

—C.

—C.

. 800 B.C.E.
. 700 B.C.E.

. 580 B.C.E.

. 550 B.C.E.

. 490 B.C.E.

. 447 B.C.E.
432 B.C.E.

. 437 B.C.E.
432 B.C.E.

. 421 B.C.E.

405 B.C.E.

. 350 B.C.E.

. 170 B.C.E.

have been visible to later Greek travel-
ers, is built.

At this date or a little earlier a whole-
sale destruction of palaces and citadels
takes place. About four centuries of
confusion and poverty ensue, later
called by some scholars the “Dark Ages”
of Greece.

Early Greek temples are first constructed
using pre-Doric designs.

The Temple of Artemis at Corfu and
the Temple of Hera at Olympia are
constructed. These temples are the old-
est known examples of archaic Doric ar-
chitecture.

The Temple of Apollo at Corinth and
the Basilica at Paestum are completed.
They are the best known surviving ex-
amples of purely Doric-style temples.

The Temple of Aphaia at Aegina is
completed. It is the first temple to meld
the Doric and Ionic styles.

The Parthenon at Athens is constructed.
It is the best surviving example of a
Doric temple with Ionic elements.

The Propylaea at Athens is constructed.
It is one of the only surviving monu-
mental entrance structures.

The Erechtheum at Athens is con-
structed. It is the only temple of im-
portance to be constructed fully in the
Tonic style.

Construction begins on the theater at
Epidaurus, one of the best preserved
Greek theaters.

Construction of the Temple of Olympian
Zeus at Athens is begun and will not
end until the second century C.E. It is
one of the most balanced examples of
Doric architecture to incorporate the
Corinthian style.
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c. 150 B.C.E.

c. 100 B.C.E.

c. 40 B.C.E.

c. 27 B.C.E.

c. 16 B.C.E.
—c. 13 B.C.E.

c. 64 C.E.

c. 70 C.E.

c. 79 C.E.

c. 81 C.E.

The Stoa of Attalus, a public meeting
place with shops in the Agora at Athens,
is constructed around this date. It is a
typical example of a building designed

for practical use and commerce.

The Temple of Fortuna Virilis is con-
structed in Rome, incorporating Greek
and Etruscan design elements.

The Tower of the Winds at Athens is
constructed. It is the first truly Roman
structure built in Greece.

The Pantheon in Rome is begun by
Agrippa but it is not completed until
the reign of the emperor Hadrian in the
second century.

The Pont du Gard aqueduct is con-
structed. It is admired for its func-
tionality in carrying water as well as
its architectural properties such as
its proportionate arches and varied

heights.

The Maison Carrée at Nimes is con-
structed. It is the best surviving exam-
ple of the blending of the Greek and
Etruscan designs used in Augustan ar-
chitecture.

Nero’s Golden House is completed. It
combines every architectural technique
known at the time, including a revolu-
tionary revolving dome.

The Colosseum in Rome is completed,
an unprecedented four-story structure.
It was created using pioneering archi-
tectural tools such as arches, columns,
and mechanical elements such as pul-
leys and elevators.

The destruction of Pompeii by the
eruption of Vesuvius preserves Roman
architecture for future generations.

The Arch of Titus at Rome is com-
pleted. It is the best surviving example
of a gateway arch.

—C.

—C.

—C.

—C.

—C.

. 111 C.E.
114 C.E.

. 113 C.E.

. 125 C.E.
128 C.E.

. 135 C.E.

. 211 C.E.
. 217 C.E.

. 300 C.E.

. 306 C.E.
313 C.E.

. 310 C.E.

. 312 C.E.
315 C.E.

. 532 C.E.
537 C.E.
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The construction of Trajan’s Forum,
the largest of the imperial forums, oc-
curs during this time.

Trajan’s Column in his forum at Rome
is dedicated. This marks the first col-
umn to serve as a burial place as well as
a remembrance marker.

The Pantheon at Rome is constructed.
It is a good surviving example of the
Roman use of concrete to create domes
and rotundas.

Hadrian’s villa at Tivoli is completed.
It is a rare architectural complex that
incorporated landscape into the design
of various buildings.

The Baths of Caracalla at Rome are
constructed, one of the best surviving
large bathhouses. It shows the extrava-
gance that architectural designs began
to include such as swimming pools,
baths, and game rooms.

The Palace of Diocletian at Spalato is
constructed, taking cues of architectural
decadence from Persian designs.

The Basilica of Maxentius at Rome is
constructed. It is one of the most im-
portant monuments in classical antiq-
uity and one of the first Christian
structures in Rome.

The Basilica of Constantine at Trier in
northern Gaul is completed. It is the
last of the great civilian basilicas con-
structed before the style was adopted
fully by religious structures.

The Arch of Constantine at Rome is
constructed, marking the regular use of
the Roman Corinthian style as well.
The arch is also the best surviving ex-
ample of a triumphal arch.

The Hagia Sophia at Constantinople is
constructed. It is the greatest example
of Byzantine architecture.
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OVERVIEW
of Architecture and Design

THE HERITAGE OF CLASSICAL ARCHITECTURE.
The architecture of Greece, Etruria, and Rome is one of
the most important parts of the Western world’s her-
itage from the time of antiquity. Forms and traditions
that were developed in ancient Greece and its colonies,
with the addition of the influence of Etruscan traditions,
were augmented by the innovations of Roman architects
and engineers. These have inspired and molded the ar-
chitectural forms of Europe and the United States as well
as all of the cultures touched by them. The traditions of
classical architecture have persisted well into the twenti-
eth century, only to be replaced in part by the advent of
modern materials and building techniques. The models
for banks, railroad stations, and other public buildings
were for many years the temples of the Greeks and the
bath complexes of the Romans.

SOURCES AND EVIDENCE. The sources of knowl-
edge available to modern scholars for a study of the ar-
chitecture of the Greeks, Etruscans, and Romans consist
mainly of four types. The most obvious type of evidence
are the ancient buildings still preserved in whole or in
part, although there are very few structures that fic this
category. Examples include the Pantheon in Rome and
the Maison Carrée in Nimes, France. The second body
of material comes from the excavation of ancient sites
and the remains of destroyed buildings. This evidence
provides the additional possibility of reconstructing
something of the appearance of monuments no longer
preserved, and it also provides much of the modern
knowledge about domestic architecture, the construction
of houses and dwellings. For the third source one may
turn to the writings of a limited number of ancient Greek
and Roman authors who have preserved some descrip-
tions of the appearance of buildings as well as the meth-
ods of construction or the architectural theories
employed. To these three sources can be added the rep-
resentation of monuments and buildings on coins and
other works of art. These can provide some idea of the
appearance of structures that disappeared long ago.

BUILDING MATERIALS. The materials employed by
ancient architects were generally simple and somewhat
limited by the technology of the time. In the earliest pe-
riods unbaked mud brick and plaster were employed,
with the addition of wood for roofing material. The de-
velopment of stone architecture was slow at first, de-
pendant on the metal technology necessary to facilitate
quarrying and dressing the material. The employment of
stone was first restricted to important structures, mainly
cult temples. The principal building technique consisted
of a horizontal member supported on two vertical up-
rights. Even the uses of this simple form were limited by
the technical ability to place stone elements at great
height. As knowledge of the bearing strength of stone
became better understood, buildings could assume larger
proportions. At the same time the decoration of build-
ings progressed as the artistic qualities of architecture
were developed and modified. Complex architectural el-
ements employing the use of arches and vaulting and the
advanced utilization of brick and concrete were relatively
late innovations made mainly during the period of the
Roman Empire. These advances allowed for larger struc-
tures capable of enclosing vast spaces.

MINOAN AND MYCENAEAN CULTURE. The earliest
record of designed structures in Greece come from the
remains of the palaces on the island of Crete, built by
the Minoan civilization between 1700 B.C.E. and 1200
B.C.E. It is necessary to mention them if only because
they represent a significant architectural tradition of dis-
tant memory in the Aegean area, representing a level of
development to which the later Greek architects would
later return. The multileveled complexes of these palaces
with upper floors supported by columns and walls dec-
orated with fresco painting reached a level of utilitarian
design and sophistication not matched in the ancient
world. The Minoans were followed by the Mycenaean
civilization of the Greek mainland that made significant
advances during its last phase (c. 1400-1100 B.C.E).
Massive stone architecture for citadels, temples, and
tombs became typical, but this tradition was not con-
tinued during the so-called “Dark Age” of Greece (c.
1200-800 B.C.E.). Much of the knowledge of architec-
tural achievement and technical advances was lost and
had to be reinvented after a period of almost 400 years.

GREEK ARCHITECTURE. The early beginnings of
traditional Greek architecture can only be demonstrated
by very slim evidence. This includes the excavated re-
mains of a building termed a megaron at the site of The-
mon in Aetolia in Greece dating to around 1000 B.C.E.
Terra-cotta models of similar buildings from two cen-
turies later provide additional evidence for the impor-

4 Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.)



tance of the form. The megaron consisted of a single
room or hall with an open end and a porch supported
by two columns. Buildings of this type were probably
more an official meeting hall than a religious building
but the arrangement anticipates the general layout of
later formal temple design. At the end of the seventh
century B.C.E. the two most important arrangements or
“orders” of Greek architecture had begun to evolve. The
Doric and the Ionic orders take their names from the
two dialects of Greek generally spoken on the mainland
and in Asia Minor. As architectural styles the Doric de-
veloped earlier but the two orders were used concurrently
throughout Greece and the colonies. The ground plan
of temples from this time was still a simple arrangement
consisting of a long room with a porch supported by
columns. Some decoration in relief sculpture was added
and statues of cult deities were in evidence. By 600 B.C.E.
the emerging form of the Greek temple can be demon-
strated in the remains of the Temple of Hera at Olympia.
This temple also provides clear evidence of the transi-
tion from wood architecture to stone. By the early sixth
century, around 570, the formal elements of arrange-
ment and decoration had been standardized. The result,
as exemplified by the Temple of Zeus, also at Olympia,
was an example of impressive and logical design. After
the destruction of the Acropolis in Athens by the Per-
sians early in the fifth century, the Parthenon was erected
from 447 to 439. Dedicated to Athena, it stands as the
epitome of classical architecture and the culmination of
a development of architectural design which transformed
simple utilitarian structures into artistically realized and
awe-inspiring monuments. The architecture of the Hel-
lenistic Period (330—146 B.C.E.) employed variations and
elaborations on the developed forms of the classical ar-
chitecture of the fifth and fourth centuries but main-
tained standards of proportion and design while striving
for more dramatic and impressive effect.

ETRUSCAN ARCHITECTURE. Etruscan architecture
began to develop at about the same time as early Greek
architecture. The Etruscans, mainly in north-west Italy,
were in contact with the Greeks and were a formative
influence on the Romans. The evidence for the archi-
tecture of the Etruscans consists mainly of the remains
of their temples and tombs. The tomb was often an un-
derground chamber or chambers sometimes marked by
a tumulus or mound. The typical temple form contained
a chamber with a deep porch, usually elevated on a plat-
form with steps leading to it. Much of the preserved dec-
oration from Etruscan temples was made of molded and
painted terra cotta rather than the carved stone favored
by the Greeks. Etruscan forms such as the raised temple
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and the circular tumulus were an influence on the ar-
chitecture of the following Roman period.

CLASSICAL AND BYZANTINE ARCHITECTURE. In
many respects the Romans continued in the traditions
of the Greek architects but they were also influenced by
the Etruscans. The singular innovations of the Romans
were the more general use of the arch and the develop-
ment of the vault and the dome. These forms were made
possible by the employment of building techniques that
employed concrete, a material taken for granted in mod-
ern times, but one only exploited widely toward the end
of the Roman Republic. The theaters, arenas, bridges,
baths and aqueducts of the Romans represent an era of
engineering advancement almost unparalled in the his-
tory of the world. The advancements in engineering and
construction techniques made during the late Roman
Republic and the early empire were carried on after
Christianity became the official state religion of the Ro-
man Empire. This was evident mainly in the use of the
basilica form—originally a secular administrative build-
ing type—for church architectural design, but also in the
use of vaulted and domed techniques for the construc-
tion of church forms which became increasingly more
claborate. When the emperor Constantine transferred
the capital to Constantinople the state fostered this de-
velopment of monumental structures dedicated to the
new religion.

CONCLUSION. The architecture of the classical
world began simply, to satisfy basic human needs. It was
based on practical considerations and restricted by lim-
ited technical skills. Its evolution in the Greek homeland
and colonies can be traced for over 700 years in the de-
velopment of a style that is still inspirational today. The
complexity of architectural production under the Ro-
mans remains one of the great building achievements of
history culminating in the religious architecture of the
Byzantine Empire. This development of architectural
form covered a span of about 1,500 years, a period in
which much of the lasting vocabulary of Western archi-
tectural design was invented and perfected.

TOPICS

in Architecture and Design

SURVIVING SOURCES

Loss OF EVIDENCE. The architecture of ancient
Greece and Rome never completely disappeared. Many
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examples of buildings or the remains of them have al-
ways been visible or have been easily rediscovered, par-
ticularly in the Greek mainland and in Italy. However,
the remains of classical antiquity can be found through-
out the lands of the Mediterranean, the Aegean, North
Africa, and the Middle East. Such remains were not al-
ways respected and preserved. It is all too obvious that
ancient buildings were reused for different purposes
than for those for which they were originally intended,
often necessitating structural or decorative changes. As
an example, in Syracuse, in Sicily, it is possible to see
the original columns of a temple imbedded in the wall
of the later church that utilized the original site. Mar-
ble and sandstone could very easily be reused, and lime-
stone was often burned for the lime it contained.
Decorative columns were taken away and pressed into
service in later churches and mosques. Metal fittings and
other decorative elements were regularly stripped from
buildings to be melted down. Many dedication inscrip-
tions in metal lettering have disappeared as a result of
this practice.

REDISCOVERY IN THE RENAISSANCE. In the late
fourteenth century artists and architects, principally in
the cities of Italy including Rome and Florence, began
to take a new interest in the art and architecture that
surrounded them. It was an important part of the gen-
eral reawakening or “rebirth” of interest in classical an-
tiquity at the time that included all aspects of ancient
learning. Scholars, artists, and architects began to inves-
tigate the ancient remains, study and copy the preserved
decorations, and analyze the proportions of the monu-
ments. The result of this newly developed field of study
was an attempt to imitate the art and architecture of an-
tiquity, regarded as a perfected art worthy to serve as
models for their time. The writing of Vitruvius was taken
very seriously as the guide to proper application of the
rules of ancient architecture, disregarding the fact that
his work was limited by his own time and experience to
a short time in ancient Roman history. However, the re-
vived interest in classical architecture was mainly limited
to Roman rather than Greek examples because of the na-
ture of the remains available. This was not a simple copy-
ing of Roman buildings but an attempt to understand
the elements, systems of proportion, and decorative de-
vices, in order to use them in ways suitable to their own
time. Architects such as Filippo Brunelleschi (1377-
1446) and Michelozzo Michelozzi (c. 1396—-1472) were
among the leaders and innovators in the newly devel-
oped style, but it was with artist-architects like Bramante,
Michelangelo, and Palladio that it reached its highest ex-

pressions.

THE CLASSICAL REVIVAL. The Renaissance archi-
tecture of Italy had considerable influence on the later
developments in France and England, but a revived in-
terest in ancient architecture was also kindled by the dis-
covery and excavation of ancient remains such as the
buried city of Pompeii in the mid-eighteenth century.
The ancient monuments of Athens were also studied and
published, as were the structures of Palmyra, a city in
the Syrian desert. The Panthéon in Paris, designed by
Jacques Germain Soufflot (1709-1780), modeled on the
ancient Roman building in Rome, is a good example of
this revived interest. Many products of this reuse of an-
cient principals and ideas exist throughout Europe. One
outstanding example is the Brandenburg Gate in Berlin,
designed by Karl Gotfried Langhans (1733-1808) and
built at the end of the eighteenth century. It was clearly
modeled after a structure in Athens, although some de-
tails have been changed. For the classical revival in Amer-
ica, one of the outstanding names is that of Thomas
Jefferson. He believed that Roman architecture was best
suited for the important buildings of the new American
republic, and he applied his direct knowledge of ancient
remains and his theories to a number of projects in-
cluding the Virginia State Capitol. Greek forms were also
employed by other architects in the young country, as
in the design of the Bank of the United States in Philadel-
phia. The architect, William Strickland (1787-1854),
used the Parthenon in Athens for his model and inspi-
ration. The ideals of classical architecture have persisted,
almost to the present day. Many important buildings
have been designed with the models of ancient Greece
and Rome in mind. This is such an integral part of the
development of American architecture that it almost goes
unnoticed today because the forms are so familiar to us.

EX1STING BUILDINGS. The architectural remains of
the Greek and Roman world survive in varied stages of
preservation in a number of places around the Mediter-
ranean basin. Some Roman examples, such as the Mai-
son Carrée at Nimes in France, dedicated early in the
first century, or the Pantheon in Rome, a construction
largely of the second century, still stand much as they
were built in antiquity. These attest to the methods used
in their construction but also to the respect shown them
when they were later utilized as Christian churches. By
contrast, major monuments such as the Parthenon on
the Acropolis at Athens were not so well treated and are
evidence to that neglect. The Parthenon had been used
as a church, a mosque, and then for the storage of gun-
powder. It was partly destroyed when an explosion of an
ammunition cache blasted out much of one side of the
structure in 1687. Except for that accident, it might be
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one of the best-preserved Greek temples in the modern
world. Not many examples of Greek and Roman archi-
tecture have survived even this well, although there are
many lesser-known remains outside of Greece and Italy
that add to modern knowledge.

SURVIVING GREEK ARCHITECTURE. The ancient
buildings of Greece are justly famous and include some
examples, such as the Parthenon, with the complex of
buildings on the Athenian Acropolis, and the temple
called the Theseum, also in Athens, that give modern
scholars some idea of the appearance of the ancient build-
ings. Throughout the country are the remains of struc-
tures in various stages of preservation. With some
monuments, such at the great temple at Olympia, the
appearance of the building has only been determined by
excavation of the site, extensive study, and reconstruc-
tion on paper. With others, where only a few columns
might remain upright, the plan of the structure can still
be determined from the remains of stone foundations.
The most significant examples of Greek architecture
away from the Greek mainland are to be found in south-
ern ltaly, Sicily, and the western coast of Turkey (East
Greece). To study the evolution of early Greek archi-
tecture the temples at Paestum, south of Naples, and at
various sites on the island of Sicily, including Selinute
and Agrigento, provide essential supplementary evi-
dence. By chance of preservation, these more nearly com-
plete or re-constructible examples exist in what were the
colonies of the Greek city-states. When the Greeks col-
onized southern Italy and Sicily they brought their ar-
chitects and artists and imported their own traditions of
art and design. For most constructions they simply used
local materials. By contrast, the great temple of Diana
at Ephesus, in what is now western Turkey, survived as
only the foundation platform; still providing enough ev-
idence for some idea of the appearance of what must
have been one of the great buildings of antiquity.

SURVIVING ETRUSCAN AND ROMAN ARCHITEC-
TURE. The preserved architecture of the Etruscans is lim-
ited to tombs, of which thousands have been found.
Etruscan tombs were generally underground structures
containing several chambers or rooms. Some of the ar-
chitectural detail incorporated in the decoration suggests
that the tombs were meant to imitate temple and house
architecture but few examples of domestic and religious
structures have actually been preserved. There are town
walls composed of roughly hewn stone which can be
dated to the time of the Etruscans but the actual style
of buildings can only be reconstructed from the evidence
obtained from excavations. In contrast, the evidence for
the evolution of Roman architecture during the Repub-
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lic and the empire is extensive and a variety of structures
are preserved in whole or in part. In addition to famous
structures such as the Pantheon and Maison Carrée,
there are many monuments in the city of Rome and in
the Italian peninsula that give a vivid picture of the va-
riety of Roman building. These include temples and
tombs, palaces and theaters, and an assortment of pub-
lic structures including aqueducts, bridges, bath com-
plexes, markets, administrative buildings and the like.
Probably the most familiar examples are the amphithe-
aters and ceremonial arches, exemplified by the Colos-
seum and the Arch of Constantine in Rome. However,
the cities of Ostia, the seaport of Rome, and the two
cities of Pompeii and Herculaneum, preserved by the
eruption of Mt. Vesuvius, also provide considerable ev-
idence of town planning, layout, and development.
Other evidence exists outside of Italy as well. As the Ro-
man Empire grew, the colonies sustained building pro-
jects that have left many partly or completely preserved
examples. To mention only a few areas, in the colonies
of North Africa, whole ancient cities have been pre-
served, only to be recovered by excavation. In such places
the remains of civic centers, religious and political mon-
uments, and domestic complexes have been found.
Throughout Europe, notably in France and Spain, am-
phitheaters, bridges, and aqueducts attest to the skill of
Roman architects and engineers.

LITERARY AND OTHER EVIDENCE. For Greek ar-
chitecture and construction methods there is considerable
inscriptional evidence preserved. In this material archi-
tects are named; contracts for quarrying, transportation
of material, and actual construction are itemized and the
wages of various class of workmen are detailed. Modern
scholars are also fortunate that professional Roman ar-
chitect Vitruvius Pollio, writing in the time of the em-
peror Augustus, left an extensive and detailed discussion
of the techniques of ancient architecture that has been
preserved. He was a practicing architect and military en-
gineer with a knowledge that was both theoretical and
practical. In his work De Architectura (On Architecture)
he discussed numerous subjects, ranging from the types
and characteristics of building material employed during
the early empire, to the placement of buildings in respect
to the natural environment. His viewpoint was one that
looked back at classical Greek architecture as a model to
imitate but he also left valuable information about the na-
ture of Etruscan buildings. What he wrote about meth-
ods of construction and materials, as well as the rules of
proportion employed in architectural design, is very valu-
able to an understanding of ancient architecture. Pliny
the Elder (Gaius Plinius Secundus) also wrote about the
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use of metals and stone in architecture in his encyclope-
dic Natural History. In addition, many ancient authors or
travelers described the buildings they saw. Probably the
most important of these was the Greek traveler, Pausa-
nias. He left invaluable descriptions of what impressed
him when he visited the important cities of Greece in the
second century C.E. In addition to inscriptions and liter-
ary descriptions, there are countless examples of the rep-
resentation of buildings or parts of them on coins, in wall
painting, pottery decoration, and even terra cotta mod-
els. These often depict structures or monuments that no
longer exist and convey supplementary information that
can be used to fill out our knowledge of ancient archi-
tecture.
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MINOAN AND MYCENAEAN
ARCHITECTURE

CULTURAL BACKGROUND. Before the flowering of
the classic Greek architectural style in the mainland there
were two important periods of development in building
that had come before. The Minoan (c. 2600—1100
B.C.E.) and Mycenaean (c. 2800-1100 B.C.E.) civiliza-
tions flourished in the island of Crete and in mainland
Greece for close to 2,000 years. Many of their accom-
plishments in art and architecture were unknown to the
Greeks of the seventh and sixth centuries B.C.E. but some
memory of their accomplishments was preserved in
mythology and epic poetry such as the //iad and the
Odlyssey of Homer, and some archeological traces of their
structures survived. The Minoans are known to modern
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A light well in the Minoan palace at Phaestus in Crete. COURTESY OF JAMES ALLAN EVANS.

scholars by the modern name given to them derived from
the mythical king Minos who was said in mythology to
have a great palace at Knossos in Crete. They were an
island people and seafarers who traded widely in the east-
ern Mediterranean and came into contact with the cul-
tures of Egypt and the Near East. Undoubtedly they
knew something of the monumental buildings erected
by the peoples of Mesopotamia and the Nile Valley and
may have been influenced by them. Fortresses and tem-
ples, however, were not an important part of their build-
ing concerns. The island location of the culture provided
some defense against invaders and marauders so the art
of fortification and fortress building was not especially
developed. The idea of building shrines or temples to
the gods had also not developed to any great extent.
Hence the most important examples of Minoan archi-
tecture were the result of a highly developed style of com-
plex palace design. What is known of the remains of the
palace architecture of the Minoans, as evidenced by
palaces such as the one at Knossos, have been revealed
by excavation and reconstruction.

MINOAN ARCHITECTURE: KNOss0s. In Crete the
bare remains of the ground plans of simple houses from

the late prehistoric period have been uncovered, but it
was not until the excavation of the palace of Minos at
Knossos by Sir Arthur Evans that the complexity and
something of the development of Minoan architecture
was known. The palace—most likely built between 1600
and 1500 B.C.E.—is essentially a governmental adminis-
trative center and a royal residence combined. Arranged
around a large central courtyard were dozens of rooms,
chambers, small courts, halls, and storerooms. The maze-
like arrangement of these elements may have even been
the inspiration for the myth of the fabled labyrinth. The
building was unusual in that it was several stories high
with the upper floors supported by columns. The shape
of these architectural elements has been debated but there
is considerable evidence to show that the columns were
tapered in a manner that was the reverse of the normal
shape in later Greek architecture; they were larger at the
top and gradually smaller at the bottom. Staircases and
light wells provided access and air circulation for this
complex building. The walls of the palace were decorated
with fresco painting (painting done on the wet plaster)
as well as modeled plaster reliefs. Both the complexity of
the structure, built over a long period with many changes
and additions, and the colorful decoration attest to a
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View across the courtyard of the Minoan palace at Phaestus in Crete. COURTESY OF JAMES ALLAN EVANS.

highly developed civilization with considerable wealth
and material resources at its command.

OTHER MINOAN ARCHITECTURE. Although the
Minoan civilization is best known today from the partly
reconstructed ruins of the palace at Knossos, many other
remains of this culture exist on the island of Crete. The
principal evidence is to be found at Phaestus, Mallia, and
Hagia Triada. The final stage of the palace structure at
Phaestus in the south of the island is characterized by a
more regular plan. Although not symmetrical in its lay-
out it appears to adhere to an almost rectangular grid.
One of the important features of the palace is an open
court, or peristyle, with columns around it. This seems
to anticipate one of the main features of the typical Greek
house of a thousand years later but it is probably only
an example of a design solution for interior space that
might have developed anywhere. The palace ac Mallia,
on the north coast east of Knossos, is distinguished by a
large court with many small rooms leading from it in a
confusing arrangement that appears not to have been
carefully planned in advance. There is some thought that
the maze of rooms supported an upper story where the
arrangement of space may have been more formal. Due

to the terrain, the small palace (or villa) at Haiga Triada
on the south coast was laid out without a central court-
yard in an “L”-shaped plan. This suggests that architects
of the Minoan period were adaptable to the local situa-
tion in their design for large administration buildings
and domestic quarters.

MYCENAEAN ARCHITECTURE. The Mycenean peo-
ples—named after Mycenea, the most prominent city
on mainland Greece at this time—ushered in a new at-
titude toward architecture and building. The Myce-
naeans were a dominating culture and soon expanded
from the mainland of Greece into the Greek isles, over-
coming the Minoans of Crete by 1400 B.C.E. and, be-
ing a mainland culture, began building compact citadels
and fortresses protected by massive walls instead of large
sprawling palace complexes. The citadels at Mycenae
and at Tiryns have many common features, including
an orderly and compact ground plan, encircling fortress
walls, and rooms that were used for administrative pur-
poses as well as residential. The interior walls were of
stone with upper parts in sun-dried brick. Interior sup-
porting columns were of wood, floors of plaster or gyp-
sum, and ornamentation in plaster as well as some
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The Lion Gate at Mycenae, Greece, so-called from the sculpture on the limestone slab above the lintel block, showing two lions with

their feet resting on an altar. © CHRIS HELLIER/CORBIS.

carved stone. The “megaron” form, basically a long hall
used for assembly, is an important element in Myce-
naean architecture. It is this general form that is thought
by some to be the basis that later Greek temple design
took as a starting point. The other major architectural
achievement of the Mycenaeans was the Tholos tomb.
Originally these were thought to be treasuries or store-
houses for valuables, but they are now generally believed
to be the tombs of Mycenaean rulers. The tholos tomb
was a circular, underground, stone structure with an in-
terior rising to a point. The stone construction was ac-
complished with the corbelled system where each higher
row of stones overlaps or projects farther into space.
When a corbelled dome or arch is trimmed or cut to a
curve, it is virtually impossible to determine that it is
not based on a true arch. The “Treasury of Atreus” at
Mycenea (1300-1250 B.C.E.) is a prime example of the
tholos type of tomb. It was approached by a straight
passage of about 35 meters cut into the hillside. The
main entrance doorway was decorated with half
columns in green stone with other facing elements in
red stone. These were carved with decorations of spi-

rals, chevrons, rosettes, and other geometric designs.
The massive size of some of the stones, particularly one
of the lintels, which has been estimated at over 100 tons,
indicates a level of experience and an organizational abil-
ity that made it possible to shape, move, and handle ex-
traordinary construction elements. This ability to work
in large stone, also seen in the construction of the
citadels, is thought by some scholars to be related to the
work of the contemporary Hittites in Asia Minor (mod-
ern Turkey). At Pylos in the southwest the remains of
a palace has been found. It is a complex, somewhat re-
sembling Minoan architecture, with courts, rooms,
stairways and storage areas. There was an original
megaron but it is not central to the plan. Two phases
of construction can be seen with an expansion that be-
came the more important part of the building. In the
latter phase there is a larger and more formal megaron
with a central hearth and four columns that once sup-
ported a four-sided balcony. This large audience hall
was decorated with fresco paintings and mosaic floor in
a lavish manner that indicates the wealth and power of
the rulers of Pylos.
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THE RUINS OF MYCENAE

INTRODUCTION: In the second century c.e. the Greek traveler
Pausanias, who can only be described as an antiquarian—
a person who studies ancient remains—left an account
of the sights he saw and tried to give historical explana-
tions for them. His descriptions of the monuments of
Greece are an invaluable source and reference. He often
describes the way a temple area was decorated and he
gives the names of the artists who were responsible for
the sculpture, as well as the architects. His historical ex-
planations of events are sometimes a little fanciful, but
they were based on the knowledge of history available
to him in his time. As an example, his description of the
citadel of Mycenae and its gate decorated with lions il-
lustrates the fact that the remains of a period in Greek
history of over a thousand years earlier were still visible
and were still identified with the people who made them.

It was jealousy which caused the Argives to destroy
Mycenae. For at the time of the Persian invasion the Ar-

gives made no move, but the Mycenaeans sent eighty men
to Thermopylae who shared in the achievement of the
Lacedaemonians. This eagerness for distinction brought ruin
upon them by exasperating the Argives. There still remain,
however, parts of the city wall, including the gate, upon
which stand lions. These, too, are said to be the work of
the Cyclopes, who made for Proetus the wall at Tiryns. In
the ruins of Mycenae is a fountain called Persea; there are
also underground chambers of Atreus and his children, in
which were stored their treasures. There is the grave of
Atreus, along with the graves of such as returned with
Agamemnon from Troy, and were murdered by Aegisthus
after he had given them a banquet. As for the tomb of
Cassandra, it is claimed by the Lacedaemonians who dwell
around Amyclae. Agamemnon has his tomb, and so has
Eurymedon the charioteer, while another is shared by
Teledamus and Pelops, twin sons, they say, of Cassandra,
whom while yet babies Aegisthus slew after their parents.

SOURCE: Pausanias, Description of Greece. Trans. W. H. S.
Jones (New York: G. P. Putnam’s Sons, 1918): 331.

THE DARK AGES. The centers of Mycenaean
strength were destroyed from around the beginning of
the eleventh century B.C.E. as the Dorians began to in-
vade Greece. Like any invading culture, the Dorians
brought their own cultural styles, and the Mycenaean
and Minoan influences began to be suppressed. Many
historians have termed this the “dark ages” of Greek his-
tory, for the Dorians did little to advance any of the cul-
tural aspects of the society, and architecture, which
would take on mainly Doric traditions by the eighth and
seventh centuries B.C.E., remained mainly in the Myce-
nacan style during this time. By the time that the Greek
culture began to construct its famous temples and struc-
tures of the fifth and fourth centuries B.C.E., many of
the architectural designs of the Mycenaeans and Minoans
had been lost, but many were the basic elements for what
is considered by many scholars to be classical Greek ar-
chitecture.

SOURCES

Reynold Higgins, Minoan and Mycenaean Art. Rev. ed. (Ox-
ford: Oxford University Press, 1981).

A. W. Lawrence, Greek Architecture. Rev. R. A. Tomlinson
(New York: Penguin Books, 1983): 35-70.

SEE ALSO Religion: The Early Greeks on Mainland

Greece

GREEK ARCHITECTURE

GREEK BUILDING TECHNIQUES. Almost all major
Greek architecture employed the simple “post and lin-
tel” system. In this method of building, two or more up-
rights—columns, piers, or walls—support horizontal
members of a length limited by the strength of stone able
to support its own weight. The “post” is the upright
structural part and the “lintel” is the bridging element
meant to span openings or support the roofing of the
building. The Greeks became proficient in this style of
construction as they developed methods of quarrying
stone and the transportation and the handling of large
stone masses. Ingenious devices were invented for the
lifting and hoisting of building materials. From inscrip-
tional evidence we know that the pulley, a device now
taken for granted, was used with wooden lifting struc-
tures. These primitive cranes had two, three, or four legs,
depending on the situation and the weight demands. Sys-
tems were developed for lifting stone that employed rope
rigging to lift while levers and crowbars were used for
placement. These devices seem self-evident today, but in
their time they represented technological advances over
the ancient technique of moving stone to a height on
sleds and ramps. Timbers were used to support and form
the structure of the roofing that was usually covered with
tile. In domestic architecture, dwellings, shops, and other
utilitarian buildings, construction was much simpler. It
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The Treasury (Storehouse) of the Athenians at Delphi, Greece, built after the victory of the Athenians over the Persians at Marathon

in 490 B.C.E. PHOTOGRAPH BY HECTOR WILLIAMS. © HECTOR WILLIAMS.

usually consisted of walls of fired or unfired brick laid
on rough stone foundations. The tools employed for
most architectural work were simple, yet they represent
the state of technology of the period. Architects and en-
gineers used cords for measuring, with squares, plumb
bobs, and levels to maintain the accuracy of the con-
struction. Masons employed hammers, axes, files, and
chisels to work the stone. Iron tools were adequate to
shape marble and limestone.

EARLIEST TEMPLES. The history of Greek architec-
ture is essentially the history of the development of the
Greek temple. In the Bronze Age and the periods of Mi-
noan and Mycenaean strength in Crete and mainland
Greece, the temple was not the principal place of wor-
ship of the gods. A dwelling place or cult center for the
deity was not defined by an elaborate structure so the
importance that was to be placed on temple building sig-
naled a new and different attitude to worship. One im-
portant consideration must still be remembered. The
temple in Greek culture was not a building to accom-
modate groups of worshipers. It was the house of the
god or goddess with a statue of the deity and perhaps

some additional rooms that functioned as treasuries, but
the rites and sacrifices made to the god were carried out
on an altar in front of the temple. The earliest examples
of temples of the Greek age can only be deduced from
archacological evidence. There are pottery models of sin-
gle-room structures with peaked roofs dating to the
eighth century B.C.E. that give some indication of early
temple design. The idea of surrounding a temple struc-
ture with one or more rows of columns seems to have
been a purely Greek invention. In other ancient cultures,
particularly in Egypt, columns were mainly used on the
interior of temples, sometimes in great profusion. In
Greek architecture the exposed column was one of the
most characteristic elements. Probably the earliest rec-
tangular temple with a colonnade surrounding it for
which there is evidence is the temple to the goddess Hera
on the island of Samos. It has been dated to the late
eighth century B.C.E. At this stage the columns were of
wood set on bases of stone. The temple was rebuilt in
the seventh century B.C.E., made slightly larger, and
modifications were made that brought it closer to the
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Ruins of the Temple of Hera at Olympia, Greece, dating from the beginning of the 6th century B.C.E. COURTESY OF JAMES ALLAN
EVANS.

eventual proportion and design of temples of the classic
age.

EARLY DORIC STYLE. About 580 B.C.E. a Doric-
style temple was built to the goddess Artemis on the is-
land of Corfu, just off the northwest coast of mainland
Greece. Although it has been completely dismantled,
enough of the limestone blocks have been found to fur-
nish evidence to suggest its size—about 77 feet wide
and about twice that in length. Enough of the pedi-
ment—the triangular space at the end under the
double-pitched roof—was recovered to show that it had
been decorated with carving in relief, representing a gor-
gon and a battle between gods and giants. This is the
one of the earliest examples of pedimental sculpture that
can be determined. Around the same time a temple was
built to the goddess Hera at Olympia. Only the super-
structure has been preserved but it was possible to de-
duce that it had sixteen columns on the side and six at
the ends, the corner columns counted twice. The
columns had no separate base but rested on the top step
of the platform. Columns of the type called Doric were
fluted—carved with a series of shallow vertical chan-

nels—and tapered toward the top. The capital, or top
of the column, consisted of a curved pad-like part with
a square block above. The plan of the temple at
Olympia includes a pronaos, cella, and the first known
example of the opisthodomus. The cella was the cen-
tral hall or sanctuary of the temple, and the pronaos
was the small anteroom in front of it. The opistho-
domus is a small porch at the back of the cella. There
were two rows of columns inside to support the roof
and evidence that there had been engaged columns as
well, attached to the sidewalls. This temple originally
had columns in wood that were only gradually replaced
in stone. As a result they are of several different peri-
ods and styles from the sixth century B.C.E. to Roman
times. In the second century C.E. Pausanias noted one
wooden column still standing which had not been re-
placed. The walls of this temple were of sun-dried brick
laid on a stone foundation. The architrave or base for
the roof structure that bridged the columns was appar-
ently of wood, and the roof itself was covered in terra
cotta tiles. A large limestone base was found inside the
cella, probably for the cult statue of the goddess or a
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Temple of Hera at Paestum in Italy. Built in the mid-sixth century B.C.E. THE ART ARCHIVE/DAGLI ORTI.

double statue of Hera and Zeus. This early temple is
important not only for its layout and proportions but
also for the evidence it gives of temples originally built
with wooden elements being replaced by more durable
stone construction. In the Doric order the frieze—the
horizontal band above the architrave—was decorated
with a pattern of alternating #riglyphs and meropes. The
triglyph is a single block with its face carved to resem-
ble three vertical bars; the metope is a rectangular slab
that may be plain but may also be decorated with paint-
ing or relief sculpture. It is thought by some that the
design of the triglyph was a memory of the beam-ends
in wooden architecture, but this explanation is not ac-
cepted by all architectural historians. The temple of
Apollo at Corinth, dated to about 540 B.C.E., is the
only example of a sixth-century mainland temple with
some columns still standing. Each column is a mono-
lith—carved from a single block—standing about 21
feet high, made of a porous limestone originally fin-

ished with a coat of stucco. There were six columns on
the end and fifteen on each side, making the length two
and a half times the width. The platform under the
colonnades rose in a slight convex curve. This is the
carliest example known where this adjustment was made
to correct the optical illusion that makes the base line
appear to be curved. The interior of this temple was di-
vided into two chambers back to back, each entered
from its own porch. Other preserved examples of sixth-
century Doric architecture can be found in the Greek
colonies of Sicily and southern Italy. To fully appreci-
ate the early development of the Doric style it is nec-
essary to examine some of these. Three well-preserved
temples at Paestum, south of Naples, include one to
Hera from the mid-sixth century. It has long been
known as the “Basilica” and is still referred to by that
name in some publications. All of the peripteral colon-
nade is still standing and the architrave is still in place,
but the walls are completely gone. There were nine
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Temple E, probably dedicated to Hera, in Selinunte, Sicily. Begun early sixth century B.C.E. THE ART ARCHIVE/DALGI ORTI.

columns at each end and eighteen on a side. This is
somewhat unusual with an uneven number on the
fagade dividing it in half. The cella contained a central
row of columns that were the same size as the colon-
nade. A feature of this early stage in the development
of the Doric order is that the columns in this temple
were radically tapered from bottom to top so they gave
a springy or elastic appearance to the structure.

EARLY IONIC ARCHITECTURE. The Doric and Ionic
architectural orders have a number of differences but the
main one is the placement, shape, and proportion of the
columns. The Doric column sits directly on the platform
of the temple; the Ionic has a base, usually composed of
several elements that may even contain carved decora-
tion. As compared to the simpler Doric capital the Ionic
capital has a pair volutes—spiral- or scroll-shaped orna-
ments—that may suggest construction in other materi-
als than stone and also reflect the influence of cultures
from western Asia or Egypt. The Ionic column is gen-
erally thinner in proportion to its height than the Doric,

and Ionic temples generally only have two steps where
the Doric has three. Two temples built about the same
time in the mid-sixth century are examples of the early
Ionic-style and are also among the first large-scale tem-
ple buildings in Greek architecture. One of these was a
second temple dedicated to Hera on the island of Samos
and the other to Artemis at Ephesus in east Greece—
now the west coast of Turkey. The temple at Ephesus
was partially paid for by King Croesus of Lydia, whose
wealth became proverbial—“rich as Croesus.” At Eph-
esus the temple to Artemis had a double colonnade with
21 columns on a side measuring almost 360 feet. This
massive building was built of marble with a wooden roof
covered with terra cotta tiles. Some of the lower column
drums were decorated with relief carving. The temple to
Hera at Samos also had a double colonnade and faced
east, as was the normal orientation of Greek temples.
The temple to Artemis, by contrast, faced west. This may
have been influenced by an earlier shrine on the site at
Ephesus. A later temple on the Samos site, begun around
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Exterior view of Parthenon on Athenian Acropolis from the east. PHOTOGRAPH BY HECTOR WILLIAMS. ® HECTOR WILLIAMS.

530 B.C.E., was the largest Greek temple of which mod-
ern scholars have knowledge. It measured 179 by 365
feet and had columns that were 63 feet high. The
columns themselves were of limestone, but their capitals
and bases were of marble, probably to conserve the valu-
able marble.

FirrH CENTURY TEMPLES. In the fifth century
B.C.E., the refinement of the relationship of architectural
elements and proportions were effectively resolved re-
sulting in the “classic” look of Greek temple architec-
ture. The ideal relationship of the numbers of
columns—ends to side—was resolved at six to thirteen.
Marble came into prominence as the major building
stone, replacing limestone where it was available. An im-
portant example of the developing refinement from sixth
into fifth-century B.C.E. architecture is the one dedicated
to the goddess Aphaia on the island of Aegina, south-
west of Athens. A good deal of it has survived, includ-
ing some of the pedimental sculpture, enabling reliable
restoration to be realized. Its position on a hilltop is a
reminder that the site of a Greek temple was often cho-
sen for its commanding height and view of the sea or
surrounding landscape. The temple had six by twelve
columns, not yet the ideal relationship of six to thirteen

to come. The interior of the cella in this temple had two
rows of smaller columns that supported a second,
smaller, row above. This two-story interior colonnade
was not unique and can be found in some other tem-
ples. Its purpose was to help support the roof construc-
tion. Since it was not thought proper for interior
columns to be taller than those on the exterior the so-
lution was to have two superimposed levels of smaller
columns to reach the height between floor and roof. This
arrangement can also be seen in the temple of Hera (once
thought to be dedicated to Poseidon) at Paestum in
southern Italy. This temple, probably the best example
of a Greek-style temple preserved, was also built between
the beginning and the middle of the fifth century. The
exterior decoration of the temple at Aegina included
marble roof tiles on the edge of the roof, water spouts
in the shape of lions’ heads, antefixes shaped like pal-
mettes, and a considerable amount of colored detail. Al-
though there is some debate about the amount of
decorative color used in Greek architecture, many ex-
amples of painted surfaces have been found preserved,
giving considerable support to the idea that these struc-
tures were not the stark light color of marble or lime-
stone, as they exist today.
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PAUSANIAS DESCRIBES THE PARTHENON

INTRODUCTION: Often it is the description written by a trav-
eler in ancient times that gives us a real impression of
how the monuments looked in their own time. When
Pausanias, the Greek traveler and historian, visited
Athens in the second century c.e. and climbed to the top
of the Acropolis, he saw the Parthenon in what must have
been near its original condition. As was usual with his
writing, he tried to identify the subjects of the decora-
tion and explain their historical or mythological signifi-
cance.

As you enter the temple that they name the
Parthenon, all the sculptures you see on what is called the
pediment refer to the birth of Athena, those on the rear
pediment represent the contest for the land between
Athena and Poseidon. The statue itself is made of ivory
and gold. On the middle of her helmet is placed a like-
ness of the Sphinx—the tale of the Sphinx | will give
when | come to my description of Boeotia—and on either

side of the helmet are griffins in relief. These griffins, Aris-
teas of Proconnesus says in his poem, fight for the gold
with the Arimaspi beyond the Issedones. The gold which
the griffins guard, he says, comes out of the earth; the
Arimaspi are men all born with one eye; griffins are
beasts like lions, but with the beak and wings of an ea-
gle. I will say no more about the griffins. The statue of
Athena is upright, with a tunic reaching to the feet, and
on her breast the head of Medusa is worked in ivory. She
holds a statue of Victory about four cubits high, and in
the other hand a spear; at her feet lies a shield and near
the spear is a serpent. This serpent would be Erichthonius.
On the pedestal is the birth of Pandora in relief. Hesiod
and others have sung how this Pandora was the first
woman; before Pandora was born there was as yet no
womankind. The only portrait statue | remember seeing
here is one of the emperor Hadrian, and at the entrance
one of Iphicrates, who accomplished many remarkable
achievements.

SOURCE: Pausanias, Description of Greece. Trans. W. H. S.
Jones (New York: G. P. Putnam’s Sons, 1918): 23, 25.

THE AcroroLis. The buildings on the Acropolis—
literally “high city”—at Athens had a long history ex-
tending back into Mycenaean times. The oldest temple
of the goddess Athena on the site can be traced back at
least to the seventh century B.C.E. Originally a fortified
stronghold, the limestone plateau high above the city re-
mained the center of worship for the patron goddess with
her main altar after its military importance had dimin-
ished. At the beginning of the fifth century B.C.E. the
Athenians began a building project to replace the old
temple and construct a new propylon—entrance gate—
to the sanctuary. This plan was interrupted by the Per-
sian invasion and the destruction and sack of the
Acropolis in 480 B.C.E. It was not until after the mid-
century that the plans for a new temple for the city god-
dess were carried out. Modern scholars know this new
temple as the Parthenon, so named because it was ded-
icated to a special aspect of the goddess as Athena
Parthenos—Acthena the maiden or Athena the virgin.
Her cult center eventually contained several important
buildings in addition to the main temple. These are the
Propylaea or entryway to the Acropolis, the temple of
Athena Nike or Victory, and the Erechtheum, a build-

ing intended to organize several cults in one structure.

THE PARTHENON. Under the leadership of Pericles
the old building plan of the 480s was revived at the mid-
century. The architects of the new temple to Athena were

Ictinus and Callicrates. The cult image for the temple
was the work of Phidias, who probably also created the
decorative program for the whole building and is tradi-
tionally thought to have been the overall director of the
works. The temple was begun in 447 and dedicated in
438 but the sculptural decoration was not completely
finished until 432. The building was used in later times
as a Byzantine church, a Catholic church, and a Mus-
lim mosque. In 1678 an explosion of gunpowder stored
in the cella destroyed much of the center of the temple
that had been in a good state of preservation up to that
time. In the period 1801-1803 the English collector,
Lord Elgin, received permission from the Turkish offi-
cials to remove some of the sculpture—the so-called E/-
gin Marbles now in the British Museum (and the source
of controversy with the present Greek government).
These included some of the pedimental figures and most
of the relief frieze that are considered among the most
important examples of fifth-century B.C.E. Greek art.
The building itself was constructed of Pentelic marble
on a limestone foundation that partly covered that of the
earlier temple. Some of the column drums from the ru-
ined temple were found in good condition and used in
the new one, dictating the size of the columns—34 and
one-fourth feet high—but not the overall proportion.
The Parthenon has eight columns on the ends and sev-
enteen on the sides because it is somewhat wider in pro-
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A view of the Acropolis of Athens from the southwest showing the Propylaea (monumental entrance). COURTESY OF JAMES ALLAN
EVANS.

portion than had been the rule. It is possible that this
extra width was planned to accommodate the interior
view of the extraordinary colossal gold and ivory statue
of Athena in the cella. The plan included the peripteral
colonnade, front and rear porches with six columns, and
a chamber behind the cella that may have served as the
treasury. The cella had a two-story colonnade on the
sides and back, presumably for viewing the Athena
statue. By the mid-fifth century Greek architects had
achieved a level of design with a refinement and a har-
mony of proportion that has seldom been equaled. This
was done over time by trial and error, taking advantage
of technological advances in building and by consider-
able experimentation with the visual effects of size, shape,
and relationships. Visual refinements were made to cor-
rect optical illusions. Thus the main horizontal elements
in the facade of the building—the platform szylobate and
the superstructure entablature—were gently curved
downward from the center. The columns and walls lean
slightly inward. The columns taper toward the top in a
slight curve entasis and even the depth of the column

fluting is less deep at the top. The Doric column of the
fifcth century B.C.E. has been greatly refined from its pre-
decessor of a hundred years before, and its curved pro-
file is much more subtle. Many scholars have seen this
as an incorporation of Ionic aspects into the Doric style.
Much has been said about the ideal mathematical pro-
portions that were developed by Greek architects in or-
der to define the visual relationships of building parts.
In the Parthenon a number of examples of this princi-
pal at work can be seen. The ration of width to length
of the temple is 9:4; the space between the columns to
their diameter has the same relationship, 9:4, and this
can be seen in other aspects of the building as well. The
use of simple repeated ratios and geometric relationships
imposed a visual order and harmony and resulted in an
architectural masterpiece.

THE PROPYLAEA. The Propylaea was the grand cer-
emonial gateway and entrance to the precinct of the
Acropolis. It replaced an earlier structure as the
Parthenon had replaced an earlier temple. It was the
work of the architect Mnesicles, and it was begun in 437
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The Erechtheum in Athens; the view from the east. COURTESY OF JAMES ALLAN EVANS.

B.C.E., after the construction of the Parthenon was fin-
ished and work on it was halted in 432 B.C.E. The Propy-
laca was entirely of marble and took five years to build
but was never completely finished according to plan. In
addition to the grand gateway with a wide central pas-
sage it had porches with six columns on the outer side
and inside and was to have two large rooms flanking the
doorway. One of these rooms was described by Pausa-
nias as a “picture galley” but it has also been suggested
that this was a formal dining room. The building was
built entirely of costly marble and on such a large scale
that some of the ceiling beams had to span a distance of
eighteen feet. As a consequence of this size, these have
been estimated as weighing over eleven tons. This abil-
ity to handle large weight at a height indicates a well-
developed system of construction techniques.

THE TEMPLE OF NIKE AND THE ERECHTHEUM.
High to the right of the Propylaca a small temple was
begun about five years after work on the ceremonial
gateway was suspended. This compact structure was
dedicated to Athena Nike—goddess of victory. It was
designed in the Ionic style with four slender columns at
each end. The cella was entered between two piers or
square pillars which were connected to the side walls by
bronze lattice screens. A carved frieze representing the
Greeks battling the Persians decorated all four sides of
the entablature, an element more typical in the Ionic

than in the Doric style. The pediment above had carved
figures, as can be determined by attachments, and a
sculpted parapet on three sides was added later. Another
important building on the Acropolis in the Ionic style
is the Erechtheum. It takes its name from Erechtheus,
a legendary king of Athens, whose palace may have been
thought to have once stood on that location. Begun in
421 and finished in 405, it is probably the most un-
usual structure in the precinct because of its irregular
plan. This was perhaps the result of a need to bring to-
gether several shrines or cult places. There were three
inner chambers and three porches or porticoes of dif-
ferent sizes and on different levels. On the south side
the porch had six caryatids—architectural supports in
the shape of human figures—supporting the entablature
instead of columns. These famous female statues have
been removed to the protection of a museum and re-
placed with copies. One of the important lessons to be
learned from the Erechtheum is the fact that Greek ar-
chitects were able to adapt to the needs of an unusual
situation.

THE TEMPLE OF OLYMPIAN ZEUS. To the south-
east of the Acropolis in Athens a large temple dedicated
to Olympian Zeus was begun around 520 B.C.E., but
it was left unfinished and only the platform was used
in its completion at a much later time. Under Anti-
ochus IV, king of Syria, work was resumed on the tem-
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The Temple of Olympian Zeus in Athens, begun in the sixth century B.c.t. but finished by the emperor Hadrian (117-138 c.E.). COUR-
TESY OF JAMES ALLAN EVANS.

ple in the second century B.C.E. but it was not finally
finished until 131 C.E. in the time of the Roman em-
peror Hadrian. It is thought that it was originally
planned in the Doric style but when it was completed
it was with elements of the Corinthian order including
elaborate floral Corinthian capitals. The original plan
included a double row of columns in the peripteral
colonnade with a third row at each end. This was prob-
ably influenced by other early temples on a large scale
like that of Hera at Ephesus. The Temple of Olympian
Zeus was one of the largest in Athens, measuring 135
by 353.5 feet with columns that were 57 feet high. Its
completion hundreds of years after it was started was
probably a result of the emperor Hadrian’s admiration
for Greek culture.

THE GREEK THEATER. Although the temple form
is the most important architectural type in Greek his-
tory, there are a number of other kinds of structures to
consider. In addition to the temple there were many
other types of public buildings, monuments, altars, and
tombs that should be mentioned. The theater was per-
haps the second most typical expression of Greek archi-

tectural design. All festivals, athletic contests, and dra-
matic presentations were held out of doors. Originally
even the Assembly of the citizens of Athens was held in
the open air on the sloping rocky outcrop known as the
Pnyx. This allowed the participants to see and hear the
speakers who were at a lower level. It follows that the
performances held in honor of the god Dionysus would
be held in a hollow where the audience could be seated
on the sloping hillside. In the history of the Greek drama
most theaters were constructed where they could take
advantage of the natural hillside. The beginnings of the
drama were in choral dances so the most important area
of the theater was the circular orchestra which literally
means “dancing place.” The body of the auditorium or
theatron consisted of a semicircular arrangement of gen-
tly sloping stone rows of seats. As the idea of the dra-
matic theater developed and the number of actors was
increased, it became necessary to provide a stage with a
backing of some sort. This was called the skene and it
provided a sounding board to help project the voices of
the actors as well as to provide some rudimentary
scenery. The idea of the theater as a special building
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Hellenistic theater at Kourion in Cyprus. COURTESY OF JAMES ALLAN EVANS.

seems to have developed at the end of the sixth century
and the beginning of the fifth century B.C.E., but one of
the earliest still in evidence is the theater of Dionysus on
the southern slope of the Acropolis. It was later changed
or modified when it went through a number of re-
buildings during the fourth century and the Roman Im-
perial period. One of the best-preserved examples of a
theater is at Epidaurus on the east coast of southern
Greece. According to Pausanias, the architect of this the-
ater was Polykleitos the Younger. It was constructed
around 350 when the essential elements of theater de-
sign had been formalized. The auditorium, which has a
shape slightly more than a semicircle, is cut into the hill-
side. The stone seats are divided into wedge-shaped
blocks or sections with a horizontal passageway separat-
ing the lower from the upper part, which is steeper and
has higher seats. The design of the seats even provides
some leg space beneath to allow the spectators to make
room for people passing in front of them. The lowest
seats were for special attendees and had backs and arm
rests. In some theaters these seats for dignitaries were al-
most throne-like with elaborately carved decoration.
There was presumably an altar in the center of the or-

chestra, as evidenced by a stone base found in place. The
stage building must have been a tall one, again to judge
from the remaining foundations. This theater could ac-
commodate an estimated twelve to fifteen thousand peo-
ple, seated in relative comfort and with apparent ease of
entrance and exit. The design of Greek theaters changed
somewhat to accommodate other types of dramatic pre-
sentations when they were developed but the basic parts
remained the same and were standard throughout the
Greek world.

BUILDINGS WITH A SPECIAL PURPOSE. One of the
most important buildings in the daily life of the Greeks
was the stoa, a one or two-storied structure with a long
colonnade that could include shops and serve also as an
informal meeting place. The stoa of Attalus in the Agora
(open marketplace) at Athens has been reconstructed
from the archaeological evidence and serves as a good ex-
ample of the type. Such colonnaded buildings provided
protection from the elements for the public in their daily
activities and as a result they were to be found in reli-
gious complexes as well as marketplaces. Other public
buildings were specifically designed as meeting places for
the civic councils, assembly halls for a particular cult, and
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Interior view of the Stoa of Attalus in the ancient agora of Athens, Greece. Originally built as a gift of King Attalus Il of Pergamum
(159-138 B.C.E.). PHOTOGRAPH BY HECTOR WILLIAMS. © HECTOR WILLIAMS.

even informal spaces for social clubs. Functional build-
ings included fountain houses where people would go to
fill their water jars. These are often illustrated in Greek
vase painting. One special type of building was the clock
tower. The only surviving example is the so-called “Tower
of the Winds” preserved in Athens. Built in the first cen-
tury B.C.E., it is an octagonal (eight-sided) building with
carved reliefs depicting personifications of the winds at
the top of each side. In addition to space for a water clock
and reservoir there were sundials mounted on the sides
and a wind vane was mounted on the top.

Houses AND CITY PLANNING. The typical Greek
house answered the need for an enclosed space offering
privacy and protection. The normal plan of the living
space centeted on an open court with a peristyle or ve-
randas. A number of examples have been excavated, and
they generally follow the same arrangement that con-
sisted of an entrance hall with a small room to one side,
a central courtyard with rooms of various sizes fronting
on it. These houses were generally of one story and laid
out in a square plan, with mud brick walls on a stone or

rubble foundation. The floors in special areas, such as
the dining room, could be decorated with mosaics. The
dining room was also often provided with platforms for
the reclining diners. Bathrooms were sometimes paved
and provided with terra-cotta tubs, but other sanitary fa-
cilities have seldom been found in excavation. The doors
of houses were of wood and from representations in vase
painting modern scholars know that they were decorated
with metal studs. The regular arrangement of dwellings
in an orderly city plan became popular in the early fifth
century B.C.E. Greek cities were laid out with provision
for public meeting and trading places (the agora or pub-
lic square), and cult centers and sanctuaries where the
temples and shrines were located. The cities were typi-
cally surrounded by a protective wall, with towers, moats,
and defensible gates. Such fortifications were the result
of the need to guard against attack and to assure a sense
of security.
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The Horologion, known as the “Tower of the Winds,” in
Athens, Greece, which served as sundial, water-clock, and
weather-vane (built 2nd-1st century B.C.E.). THE ART ARCHIVE/
DAGLI ORTI.

G. M. A. Richter, Greek Art (London: Phaidon Press, 1967):
7-44,

SEE ALSO Fashion: Garments in Classical Greece; Re-
ligion: The Gods of Olympus; Religion: Worship-
ping the Gods: Sacrifices and Temples

ETRUSCAN ARCHITECTURE

BACKGROUND. The study of Etruscan architecture
is principally the study of tomb design because the great-
est body of evidence preserved consists of subterranean
tombs. The examination of architectural types such as
temples and other public structures cannot be based on
standing buildings, as is possible with the Greek or Ro-
man material. It is necessary to rely on archaeological
finds, which consist mainly of foundations and the re-
mains of building parts. However, the descriptions of
ancient authors, particularly Vitruvius, supplement
modern knowledge. His De Architectura (On Architec-
ture) is a particularly useful reference because, among
other topics, he describes his understanding of the ba-
sic rules for the design and construction of Etruscan

temples and their sites. It always has to be remembered
that Vitruvius wrote in the late first century B.C.E. and
had a desire to explain and employ classical styles in the
work of his own time. He was a practicing architect and
had a practical knowledge of materials, working tech-
niques, and other areas of knowledge—such as site plan-
ning—that were part of the necessary education of the
architect. His motives and the time in which he wrote,
at the beginning of the reign of August Caesar, influ-
enced his attitudes. Since he was one of the few ancient
authors whose writing on architecture was preserved, he
was very much respected in the Renaissance. Architects
of that time turned to his work for the clearest expla-
nation of ancient styles and techniques available to
them.

MATERIALS AND TECHNIQUES. In the earliest be-
ginnings, Etruscan architecture employed the crude wat-
tle and daub technique, a method of construction
employing bundled sticks with an overlay of mud. It is
clear, from the evidence of tomb decoration that imi-
tates living structures, that timber work was employed
by the early sixth century B.C.E. in the construction of
houses. From other evidence it can be seen that the Etr-
uscans employed tufa blocks and ashlar masonry in foun-
dations, buildings, and walls. “Tufa” is a porous volcanic
rock common in Italy, and “ashlar” describes large,
squared stones. Mud brick and half-timber construction
on stone foundations was also practiced, a technique that
used wood for framing and unbaked brick to fill the
spaces between the frames. Mud brick and wood were
the main materials of temple wall construction through-
out most of Etruscan history. The lack of plentiful phys-
ical evidence available for an understanding of temple
architecture can be attributed in part to the perishable
nature of the material employed.

THE ETRUSCAN TEMPLE. Our principal knowl-
edge of Etruscan temple architecture comes from Vit-
ruvius who described in great detail their layout and
construction as he understood them. In addition to the
scant archaeological evidence and the literary sources
for temple planning and construction, there are also im-
itations of temples found in tombs and on tomb fa-
cades and miniature copies used as votive gifts. The
Etruscan-style temple, also called the Italo-Etruscan
temple, had a form of its own that resisted the grow-
ing influence of Greek architecture. The Etruscan tem-
ple was more open in plan than the Greek, in part
influenced by the need for observation of natural phe-
nomena such as the flight of birds in divination. The
material of the Etruscan temple never changed in the
way that Greek construction did where wooden ele-
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ments were later superseded by stone. The materials in
Etruria remained wood on a stone foundation with con-
siderable use of terracotta for decorative elements and
roof tiling. One of the standard ground plans seems to
have been a simple structure with a cella divided into
three parts which has been interpreted as a provision
for the worship of a triad of gods (Jupiter, Juno, and
Minerva). There are also examples of ground plans pre-
served that have one or two rooms, depending on the
number of deities worshipped in a particular locality.
The main body of the temple opened on a porch sup-
ported by columns. The temple usually was raised on
a podium or platform approached by a flight of stairs.
The raised platform and stairs remained a characteris-
tic of later Roman temple architecture in contrast to
the Greek preference for closer visual relationship with
the ground plane.

ETrUscAN ToMmBs. The earliest Etruscan burials
were essentially of two types: pit burial containing an
urn with the ashes of the deceased, or a trench burial for
the remains. Around 700 B.C.E. more developed tombs
began to appear. These were also of two general types.
One of these was a chamber-tomb type somewhat sim-
ilar in design to the tholos tombs of the Mycenaeans,
with a domed or “bee-hive” shape constructed of cor-
belled masonry. The shape varied and could be round
or square. Side rooms provided space for the remains of
other family members or personal belongings. This type
of tomb could accommodate the sarcophagi of the de-
ceased as well as some tomb furniture and personal pos-
sessions. The mound, or tumulus, that covered this type
became a characteristic element of the landscape and
made the location of the tomb cleatly visible. Around
the year 400 B.C.E. cremations of the dead became a
more regular practice and the architecture of tombs
gradually underwent a change. Instead of the constructed
stone chamber covered with a mound, the tomb was cut
into the rock or tufa hillside. Imitations of wooden ar-
chitectural elements were carved on the fagade and in
the interior of the tombs. Instead of space for sarcophagi,
shelves for cinerary urns were provided to accommodate
the cremated remains of several family members. The
wall decoration of tombs of both types included relief
carving and painting. The subject matter of Etruscan
tomb painting included the funerary banquet as well as
scenes from Greek mythology.

CITY PLANNING AND DOMESTIC ARCHITECTURE.
Etruscan towns and cities were situated to take advan-
tage of water supply and defensive positions, as were
most early communities in the ancient world. Access to
the sea was important but most settlements were far
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enough inland to offer some protection against sea
raiders. City walls for defense did not seem an impor-
tant part of town planning if the choice of the site of-
fered enough security. An ancient tradition credits the
Etruscans with the invention of the type of city plan
where streets intersect at right angles forming a north-
south east-west grid. Although this system of city plan-
ning became very popular with the Romans, there is not
yet enough evidence to prove that it was an Etruscan in-
novation in the Iralian mainland. Etruscan houses of the
early seventh century B.C.E. tended to be oval in plan
and were placed to take advantage of the terrain, not ac-
cording to a grid plan. These houses were of the wattle
and daub type of construction with a thatched roof. Rec-
tangular houses begin to appear around the middle of
the seventh century. These were built on a stone foun-
dation with wooden framing and unbaked mud brick.
Gradually house plans developed from a broad layout
with an entrance vestibule and a few rooms to one with
a long entrance corridor leading to a courtyard sur-
rounded by several rooms. This type of house with an
interior courtyard was carried on in later Roman
dwellings with an atrium, a larger and more formal cen-
tral court.
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ROMAN ARCHITECTURE

BACKGROUND. Roman architecture is essentially a
hybrid composed of elements inherited from the Etr-
uscans combined with the outside influences of the
Greeks. As an example, the native Etruscan building tra-
ditions can be recognized in the early substructures of
the Capitoline Temple in Rome. With archacological ev-
idence of this kind supplemented by ancient descriptions
this temple can be identified as the type described by
Vitruvius as typically Etruscan, consisting basically of a
wide structure with a deep porch supported by columns.
By contrast, the Temple of Apollo at Pompeii, probably
built in the late second century B.C.E., is a typical ex-
ample of a temple that exhibits Greek influence in its
plan. Etruscan and early Roman art and architecture
were very much influenced by the advances made by the
Greeks, particularly by the structures built in the Greek
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CITY
Planning Was Not Invented
Only by the Greeks

It seems that there was an almost universal need
among peoples throughout history to impose some order
on their communities by the use of an overall plan where
the local terrain allowed. This orderly design of towns and
cities can be seen in many parts of the ancient world in
cultures as distinct as ancient China and Egypt. Leopold
Arnaud, a distinguished professor of architecture, in an
essay titled “Social Organization and the City Plan” ex-
plained that it would be wrong to credit only the Greeks
with the invention of city planning. He said that the idea
of a rectangular pattern for town planning is very ancient.
The origins of the system might have developed from the
method of plowing a field or laying out a military camp
but it was a practical arrangement and the idea could
have developed independently in many different places.

In Egypt, during the Old Kingdom (2175-2134 B.C.E.),
the streets of the City of the Dead at the foot of the
Great Pyramid at Giza were laid out on a grid pattern with
streets intersecting at right angles. This probably imitated

and resembled the arrangement used in cities for the liv-
ing. There are other examples of city planning in Egypt re-
covered by archaeological excavation that show this
pattern to have continued throughout Egyptian history.

The plan attributed to the Greeks did not develop
until late in their history during the time of Alexander the
Great and his successors in the Hellenistic Period (Late
fourth through late first centuries B.c.E.). This does not
mean to suggest that the Greeks learned city planning
from the Egyptians but simply that the same kind of orga-
nization was seen to be practical in both cultures.

The Roman town plan was similar to that developed
by the Greeks and may owe some debt to them. In a Ro-
man community the two main thoroughfares were called
the cardo, which ran north and south, and the decumanus,
east and west. Other streets ran parallel to the cardo and
decumanus creating a regular system of city blocks.

Large cities like Rome and Athens, however, were
not planned according to any organized scheme. They
had simply grown and expanded from small settlements
over a long history. Attempts were made at various times
in both cities to bring some order to their plans but with-
out overall success in either case.

colonies in southern Italy and Sicily. However, the con-
tributions made by Rome to the development of archi-
tectural design were eventually of a different character.
The development of new materials and techniques made
possible revolutionary advances in the creation of mon-
umental structures and especially in the treatment of in-
terior architectural spaces. Greek building, whether in
wood or stone, relied heavily on the post and lintel sys-
tem—uprights supporting a cross bar—resulting in a
style that created a strong horizontal sense of stability
and solidity. The exterior of a Greek temple generally
presented a carefully planned and orderly arrangement
of its parts as seen from all views but the interior space
was a less important consideration. With the develop-
ment of concrete as a building material from the second
century B.C.E. Roman architects and engineers were free
to experiment with building on a colossal scale, enclos-
ing large interior spaces and creating an architectural
style that was basically new and extremely inventive.

RoMAN BUILDING TECHNIQUES. Building in stone
as practiced by the Greeks required skilled stonecutters
and masons, the help of engineers and riggers to carry
out the actual construction, and little more. Some car-
pentry was necessary for the wood beams to carry the
roof, and tile setters were needed to finish its covering,.

By contrast, the newly developed techniques of the Ro-
mans required a larger range of specialists for the greatly
expanded building program. Since concrete is initially a
liquid, its use requires the cooperation of skilled car-
penters to build scaffolds and forms, in addition to ma-
sons for some of the stone elements such as foundations
and door frames, brick and tile layers for parts of the
construction and the roof, plumbers for drainage sys-
tems, plasterers and painters for finished work, and
artists/decorators for wall paintings and mosaic floors. In
ancient Rome the need for this variety of skills resulted
in the development of specialized working groups or
guilds that could provide the necessary training and the
continuity of experience. The initial use of concrete by
the Romans may have grown out of a type of packed
mud construction, but it more probably developed from
the use of clay to bond courses of brick or stone. Once
the discovery was made that rubble fragments of stone
could be bonded together by pouring a liquid mortar
over them, the natural next step was to build forms of
wood that would retain the mortar until it hardened. Ba-
sically, Roman mortar was comprised of lime, and the
best lime mortar used volcanic ash as an aggregate. Cast-
ing structural elements from concrete rather than carv-
ing them out of stone gave Roman architects the freedom
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THE EDUCATION OF THE ARCHITECT

INTRODUCTION: The only Roman technical work on the art and
science of ancient architecture was written by Vitruvius
Polio, who lived during the reign of the emperor Au-
gustus. In The Ten Books on Architecture, he gives de-
tailed treatments of such subjects as town planning,
styles of architecture, building materials, and methods of
construction. Since he was a practicing architect in addi-
tion to being a learned man, the information he left is
especially valuable, not only for the study of Greek and
Roman architecture but for the descriptions he provides
of the Etruscan architecture that no longer exists. Vitru-
vius' work has also been described as a practical guide
to becoming a Roman architect. In this section he lists
what sort of education an architect should have.

1. The architect should be equipped with knowledge
of many branches of study and varied kinds of learning, for
it is by his judgment that all work done by the other arts is
put to test. This knowledge is the child of practice and the-
ory. Practice is the continuous and regular exercise of em-
ployment where manual work is done with any necessary
material according to the design of a drawing. Theory, on
the other hand, is the ability to demonstrate and explain
the productions of dexterity on the principles of proportion.

2. It follows, therefore, that architects who have
aimed at acquiring manual skill without scholarship have
never been able to reach a position of authority to corre-
spond to their pains, while those who relied only upon
theories and scholarship were obviously hunting the
shadow, not the substance. But those who have a thor-
ough knowledge of both, like men armed at all points,
have the sooner attained their object and carried authority
with them.

3. In all matters, but particularly in architecture, there
are these two points: —the thing signified, and that

which gives it its significance. That which is signified is
the subject of which we may be speaking; and that which
gives significance is a demonstration on scientific princi-
ples. It appears, then, that one who professes himself an
architect should be well versed in both directions. He
ought, therefore, to be both naturally gifted and
amenable to instruction. Neither natural ability without in-
struction nor instruction without natural ability can make
the perfect artist. Let him be educated, skillful with the
pencil, instructed in geometry, know much history, have
followed the philosophers with attention, understand mu-
sic, have some knowledge of medicine, know the opin-
ions of the jurists, and be acquainted with astronomy and
the theory of the heavens.

4. The reasons for all this are as follows. An architect
should be an educated man so as to leave a more lasting
remembrance in his treatises. Secondly, he must have a
knowledge of drawing so that he can readily make
sketches to show the appearance of the work which he
proposes. Geometry, also, is of much assistance in archi-
tecture, and in particular it teaches us the use of the rule
and compasses, by which especially we acquire readiness
in making plans for buildings in their grounds, and rightly
apply the square, the level, and the plummet. By means
of optics, again, the light in buildings can be drawn from
fixed quarters of the sky. It is true that it is by arithmetic
that the total cost of buildings is calculated and measure-
ments are computed, but difficult questions involving
symmetry are solved by means of geometrical theories
and methods.

5. A wide knowledge of history is requisite because,
among the ornamental parts of an architect’s design for a
work, there are many the underlying idea of whose em-
ployment he should be able to explain to inquirers.

SOURCE: Vitruvius, The Ten Books on Architecture. Trans. Mor-
ris Hicky Morgan (Cambridge, Mass.: Harvard University Press,
1914): 5-6.

to create more complex shapes, achieve greater heights,
and span wider spaces. Although the arch, vault, and
dome were known in other ancient cultures, it was not
until the Romans developed the use of cast concrete that
their full potential was realized and exploited.

EARLY ROMAN ARCHITECTURE. The Romans re-
tained many ideas about building from their Etruscan
predecessors, but they also absorbed some of the ideas
of the Greeks that were passed on to them by the Etr-
uscans. Houses for the cults of the gods were obviously
important in both cultures. The designs of those cult
places or temples in Greece and Etruria varied, but the

first Roman temples were modeled more on Etruscan
prototypes. Unlike the Greek temples that had a noble
solidity about them, the Etruscan and early Roman tem-
ples suggested an openness as well as a sense of mystery.
The early temple to Jupiter in Rome, the Capitolium, of
the late sixth century B.C.E. was certainly built in the
Etruscan style but on a grand scale, to judge from the
foundations and some of the blocks that still survive. In
following the Etruscan pattern it rested on a high plat-
form or podium, had a broad porch supported by pil-
lars, and a cella divided into three cult chambers. It was
approached only from the front up a broad stairway that
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THE EMPEROR AUGUSTUS CHANGES THE FACE
OF ROME

INTRODUCTION: The Etruscans built a great deal of their struc-
tures from perishable mud brick, including not only pri-
vate dwellings but also temples and other public buildings.
As Roman civilization developed and Rome became a
great power in the Mediterranean world, it was only nat-
ural that important structures be constructed of more last-
ing and attractive materials. Not only was marble more
durable, but it was also more beautiful. In his life of the
emperor Augustus, Suetonius, the Roman historian, cred-
its the emperor with leaving his mark on Rome.

SOURCE: Suetonius, The Divine Augustus, in The Art of Rome,
¢. 753 B.c.—337 A.p., Sources and Documents. Ed. J. J. Pollitt
(Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1966): 104.

suggested the change from ordinary life to the precinct
of a god or gods. Later Roman temples would retain
these characteristics—the design emphasis on the front
porch and the raised podium, reached by an imposing
flight of stairs.

RoMAN TOWN PLANNING. Where it was possible,
Roman towns and cities were laid out on a system of
streets intersecting at right angles, a type of layout also
used for Roman military camps. It is thought that this
system may have been inherited from Etruscan town
planning, but some Greek cities had also used a grid and
it is difficult to prove the exact derivation of the Roman
plan. In the Roman system the main north-south street
was called the cardo and the main east-west street the de-
cumanus. These two streets were always wider than oth-
ers and acted as the axes of the plan. Near their crossing
in the center of a town were located the forum, the ma-
jor temples, the main ceremonial and administrative
buildings, and other structures central to the life of the
community such as the major bathing establishments. In
urban town planning some elements were standard and
necessary to Roman life. The most obvious necessity was
a type of dwelling which in Roman usage could range
from a humble structure to a great palace. The provi-
sion of clean water for consumption and bathing was
probably the next most important consideration—hence
the emphasis on developing methods of transporting wa-
ter over great distances such as the Roman aqueduct.
The need for structures devoted to religion and the wor-
ship of the gods engendered a large variety of temple de-
signs. The commemoration of military victories or the
glorification of emperors and commanders was satisfied

by the erection of monuments, columns, and arches, and
the entertainment of the people was provided for by a
well-developed system of theaters and arenas. The final
necessary architectural form was the tomb structures for

the burial of the dead.

THE ROMAN HOUSE. In the nearly 200 years of the
Roman Republic—from 200 to 27 B.C.E.—a number of
standard architectural forms developed. One of these,
most typically associated with Roman architectural style,
was the house form. Like its Greek predecessors, the Ro-
man house looked in on itself. The exterior fronting on
a street was not decorated and had only the main en-
trance door and possibly a few windows, although they
were not a prominent feature of the design. The ground
plan was often symmetrical and balanced. Beyond the
entrance vestibule was the atrium: the central court with
an opening in the roof, usually with a pool in the cen-
ter where rainwater would collect. Around the atrium
were the living rooms and bedrooms. Passing through
the atrium one entered the zablinum, a formal room for
entertaining visitors. Next to the tablinum was the #i-
clinium—the dining room. In a more elaborate house
there might be a further peristyle or open court and even
an interior garden with more rooms leading off from it.
This basic plan could be made more complex depend-
ing on the wealth, rank, and position of the owner.
Country villas of the Republican Period, such as the Villa
of the Papyri at Pompeii of the first century B.C.E. were
already extremely elaborate and costly. The basic house
plan with atrium and peristyle became the basis to which
were added subsidiary wings and separate buildings, gar-
dens, and pools, depending on the size of the household
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and the number of family members, servants, and slaves.
By contrast to the standard plans, in commercial centers
such as Ostia, the port of Rome, there are still preserved
examples of apartment houses. These buildings were four
or five stories high and arranged in blocks. The ground
floor was regularly occupied by shops, and the individ-
ual apartments were often provided with a private stair-
case. The city of Ostia provides an excellent example of
city planning intended to accommodate a large popula-
tion in a limited space while still furnishing the neces-
sary services for a comfortable existence.

PALACES AND VILLAS. During the time of the Ro-
man Empire the power and wealth of the emperor was
often expressed by the construction of an elaborate
palace. After the great fire of 64 C.E. which destroyed a
considerable section of central Rome, the emperor Nero
had a sumptuous palace—the Domus Aurea or “Golden
House”—built for himself modeled on the lines of a
sprawling country villa complete with gardens and an
artificial lake. Although much of it was later destroyed,
there is enough preserved (supplemented by the de-
scriptions left by Roman historians) to give some idea
of its design and decoration. One of the surviving parts
consists of a large octagonal room with a domed ceil-
ing and smaller rooms radiating from it. The design of
the room is radical enough for a villa or a palace but
when these remains are taken together with ancient de-
scriptions that describe walls covered with gold and
ivory it is possible to imagine the rich impression such
a palace would have presented and why it was called the
“Golden House.” The villa constructed by the emperor
Hadrian at Tivoli around 135 C.E. was more a collec-
tion of buildings and accessory parts than a country
house with a unified plan. It contained two principal
living areas, bathing establishments, at least three the-
aters, and a stadium, reflecting pools, gardens, and other
structures, some of which cannot be easily explained.
Because Hadrian was a great traveler he named parts of
his “villa” after places he had visited such as the “Cano-
pus” after a city in Egypt. Many of the architectural ad-
vances that had been made by the Romans in the use
of concrete and vaulting were incorporated in parts of
Hadrian’s villa. A strong contrast to Hadrian’s villa, and
even to the Golden House of Nero, is the palace plan
of the emperor Diocletian at Spalato (Split in the for-
mer Yugoslavia), built in the early fourth century C.E.
This palace complex was surrounded by a wall with tow-
ers and gates. Inside it was laid out like a military camp
with two main streets. In addition to residential quar-
ters and rooms for formal audiences, the palace con-
tained a temple (probably dedicated to Jupiter) and a
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Scale model of ancient Rome in the Museo della Civilta. In the
center, the Colosseum is shown, and above it, the Temple of
Venus and Roma designed by the emperor Hadrian. ® ARALDO
DE LUCA/CORBIS. REPRODUCED BY PERMISSION.

tomb prepared in advance for Diocletian. Piazza Arme-
rina in a valley in central Sicily is the site of another
palatial villa that may be contemporary with the palace
at Spalato, but the owner has not been conclusively
identified. In many ways its plan resembles that of
Hadrian’s villa because it is a loosely organized assem-
blage of colonnaded courts, audience halls, and resi-
dential areas. Two aspects of the villa make it unusually
interesting. It is situated in a remote area in the center
of the island, suggesting a retreat or vacation place. The
well-preserved floors are covered with decorative mo-
saics of exceptional appeal. There are hunting scenes
with the capture of exotic animals, probably for the
arena, scenes of the chariot race in the circus, and even
images of lightly clad female athletes at their exercise.
A distinguished person, who is probably the owner of
the villa, is represented with his attendants. The qual-
ity of these mosaic “paintings” has led some to argue
that the villa at Pizza Armerina was also an imperial res-
idence.

AQUEDUCTS. As the power of Rome increased and
urban centers grew in size, one of the most important

Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.) 29



Architecture and Design

a4 PRIMARY SOURCE document

NERO BUILDS A “GOLDEN HOUSE”

INTRODUCTION: Nero’s reputation in popular history
characterizes him as the emperor who “fiddled
while Rome burned.” The great fire of Rome cer-
tainly gave him the opportunity to construct a
palace in one of the areas devastated by the fire,
but it was also a section of the city occupying con-
siderable space where ordinary Romans had lived.
Nero spared himself no luxury. Where crowded ten-
ements had housed a large population, he designed
for himself a spacious dwelling with gardens and
pools for his own pleasure. Some of this building
still exists. Other parts of it were destroyed and later
structures built over it. The Roman historian, Sue-
tonius, tells the story.

SOURCE: Suetonius, Nero, in The Art of Rome, ¢. 753
B.C-337 A.D., Sources and Documents. Ed. J. J. Pollitt
(Englewood Cliffs, N.J.: Prentice-Hall, Inc., 1966): 143.

general considerations for the public good was the im-
portance of a supply of fresh water. Roman engineers be-
came especially adept at constructing the stone conduits,
often many miles in length, which brought water from
springs high in hilly terrain into the cities. Since they
were exceptionally well built, remains of these remark-
able structures can still be found, not only in the vicin-
ity of Rome itself, but also in locations that were once

a part of the widespread empire, as at Segovia in Spain
or in Tunisia in North Africa. One Tunisian aqueduct
ran from Zaghouan, the site of an important spring in
the south of the country, for 45 miles to reach ancient
Carthage on the seacoast. It was constructed so well that
many sections of it still stand. The more familiar and
probably more typical example of aqueduct construction
is the one represented by a section called the Pont du
Gard that bridges the Gardon river at Nimes in France.
Constructed between 20 and 16 B.C.E., the complete
aqueduct ran for 31 miles with a downward grade cal-
culated at 1 in 3000. The part that bridged the river is
one of the most visible examples of Roman aqueduct
building—standing almost 300 yards long and 160 feet
high. The structure is in three levels with arches of
smaller size in the top course to carry the water conduit.
One of the chief ancient sources on the construction and
maintenance of Roman aqueducts is a work by Sextus
Julius Frontinus, an administrator and tactician, who
wrote a treatise on the water supply of Rome in the first
century C.E.

TEMPLES. The typical Roman temple, mainly de-
rived from an Etruscan prototype, is well exemplified
by the so-called temple of Fortuna Virilis on the Tiber
in Rome. Built in the latter half of the second century
B.C.E., it has a facade of four Ionic columns in Greek
style plus two on each side of the porch, known as the
prodomus. The columns on the sides of the cella—the
main hall or sanctuary—are not free standing but are
“engaged”—they appear to project from the wall and
are actually parts of it. This use of engaged columns is
a characteristic that can be seen in many Roman tem-
ples. A good comparison is the Maison Carrée at Nimes,
one of the best preserved examples of temple architec-
ture from the time of the emperor Augustus in the late
first century B.C.E. It is larger than the temple of For-
tuna Virilis, with six columns at the front and back and
eleven on a side, eight of which are engaged. The cap-
itals are of a more elaborate Corinthian style—fluted
columns with flowered capitals—but otherwise a com-
parison of these two temples shows that it is really only
the size of the building that is different. The basic ele-
ments of raised podium, steps, and deep porch are the
same. By contrast, near the temple of Fortuna Virilis in
Rome is a round temple that is much more Greek in
spirit. The podium is stepped all round and not just in
front. The twenty Corinthian columns make a circular
colonnade surrounding a circular cella. This building is
difficult to date but it demonstrates the fact that tem-
ples in Greek style could coexist with those in a more
Italian tradition and that temples with a special purpose
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Pont du Gard, an aqueduct at Nimes, France, built before the fifth century c.e. It was the highest bridge structure in the Roman
world. NATIONAL AUDUBON SOCIETY COLLECTION/PHOTO RESEARCHERS, INC. REPRODUCED BY PERMISSION.

could assume special shapes. A further example of the
variety possible in Roman temple plans is the Pantheon
in Rome, one of the best-preserved buildings from clas-
sical antiquity. The translation of the name signifies that
this structure was meant as a temple to all the gods. Its
preservation is due to the fact that it was converted into
a Christian church by the seventh century C.E. The Pan-
theon is unusual because it has rectangular porch with
a round interior, a traditional temple facade with an in-
novative inner space. Much of the structure can be dated
to the time of the emperor Hadrian in the early second
century C.E. but there has been considerable discussion
as to the dating of the whole temple. The sixteen
Corinthian columns that support the porch are granite
shafts 38 feet high, an engineering accomplishment in
its own right. The proportion of the “rotunda” is math-
ematically harmonious because the height of the inte-
rior is the same as the diameter of the interior. The
construction of the main part of the building relies on
an elaborate system of relieving arches within the walls
to help distribute the weight vertically. In addition, the

concrete of each ascending level of the walls was pur-
posely made with progressively lighter materials. The ar-
chitects and engineers of the Pantheon worked together
to produce what is not only one of the best preserved,
but also one of the most beautiful buildings from Ro-
man times.

BasiLiCcAS AND BATHS. Two types of construction
that best exemplify the Roman architectural achieve-
ments of inventive use of concrete as a material and the
enclosure of large spaces are the basilica and the bathing
establishment. Both of these types were places of pub-
lic assembly. A basilica can be defined simply as a large
hall used for civic and administrative purposes capable
of accommodating large crowds. The Roman bath was
also often a large and complex structure built on a grand
scale. The Basilica of Maxentius in Rome, built in the
fourth century C.E. is a good example of the size and
complexity a civic building could attain. In size it was
larger than a football field—213 by 328 feet—with a

large central space covered by enormous vaults. On
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The Maison Carrée in Nimes, France. ARCHIVO ICONOGRAFICO, S.A./CORBIS.

either side of this were three large bays. This reflects
the plan of the later basilica form used in Christian
churches made up of a high central aisle with two lower
side aisles. The building was finished by the emperor
Constantine so the structure is sometimes referred to
with his name rather than that of Maxentius. One side
of this basilica still stands as a vivid example of the size
and scale of late Roman architecture. Compared to the
basilica the Roman bathing establishment could be far
more complex. Early in the third century C.E. the em-
peror Caracalla completed an enormous public bath
that had been begun by his father, Septimius Severus.
The Baths of Caracalla were meant as a form of im-
perial propaganda, built for the public good at great
expense, reflecting the emperor’s desire to appear as a
concerned ruler. Whatever Caracalla’s motives, the
ruins of his baths survive as another example of con-
struction on a grand scale, with the main building alone
measuring over 800 feet wide. There were three essen-

tial parts of any Roman public bath: the frigidarium,

the repidarium, and the caldarium, a series of rooms that
got progressively hotter. The standard method of heat-
ing baths employed a system of hypocausts, conduits for
steam or hot water beneath the floor. In the Baths of
Caracalla, as in many large bathing establishments, in
addition to the changing rooms and rooms for washing
there were also areas for exercise and games, swimming
pools, gardens, libraries, and other social areas. The visit
to the baths was an important part of a Roman’s social
life and it was well provided for here. The scale of Cara-
calla’s baths can only be compared in modern times to
grand structures such as large train stations and public
libraries.

THEATERS AND ARENAS. The Roman theater was
significantly different in its construction from the type
developed by the Greeks. Although Greek and Roman
theaters appear to be very similar, all they really had in
common was that they both had areas for the dancers
or actors and provided seating for the spectators. The
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The Pantheon in Rome, dating to the reign of the emperor Hadrian, showing the portico in front. ® VINCE STREANO/CORBIS.
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BATHING ESTABLISHMENTS ON A GRAND
SCALE

INTRODUCTION: The Roman baths were far more than the
word “bath” suggests. The elaborate structures pro-
vided in every Roman city for bathing were also so-
cial centers—places of recreation and sport. AlImost
as important, they provided an opportunity for the
ruler or an important official to make a show of gen-
erosity for the populace. If the emperor wanted to
express his interest and concern for his subjects he
could do so by building important public buildings
such as markets and baths. After the Roman engi-
neers and architects had developed methods of
spanning large interior spaces it was only natural
that such techniques would be used in grand build-
ing plans as part of imperial propaganda. The Baths
of Caracalla, which even in ruins is one of the most
imposing buildings in Rome, stands as evidence of
this. In the Historia Augusta, a collection of imper-
ial biographies written during the reigns of Dio-
cletian and Constantine, the possible method of the
construction of the baths is discussed.

SOURCE: Historia Augusta, Antoninus Caracalla, in The Art
of Rome, ¢. 753 B.c.—337 A.D., Sources and Documents.
Ed. J. J. Pollitt (Englewood Cliffs, N.J.: Prentice-Hall, Inc.,
1966): 196.

auditorium of the Greek theater was more than a half
circle in plan where the Roman type was almost always
a semicircle. The orchestra in the Greek theater was the
focus of much of the action but the stage with an elab-
orate permanent backdrop of complex design—the

Imaginative drawing of the interior of the Thermae (Baths) of
Caracalla, the most splendid of the imperial baths at Rome,
built 212-217 c.e. with huge, vaulted rooms and an intricate
heating system. © UPI/CORBIS-BETTMANN. REPRODUCED BY PERMISSION.

scaena—was the place where the Roman drama was
acted. The theater at Aspendus in Asia Minor (modern
Turkey), built in the second century C.E. is a prime ex-
ample of the developed and elaborate nature of the Ro-
man type. The auditorium has a diameter of over 300
feet and the elevated stage is over twenty feet deep. It
is estimated that this building could accommodate over
7,000 people. Such construction on a large scale attests
to the importance of the theater in Roman life. In many
respects the amphitheater for gladiatorial and other
games was just as important. One of the most visible
and imposing monuments in Rome is the Flavian Am-
phitheater, better known as the Colosseum, but it is
only the best known example of a type that was built
in many parts of the empire. The Colosseum was be-
gun by Vespasian and finished by his sons Titus and
Domitian between 70 and 80 C.E. It occupied the site
of Nero’s Golden House and gave back to the people a
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Aerial view of the interior of the Flavian Amphitheater in Rome, popularly known as the Colosseum, inaugurated in 80 c.t. with a
festival lasting 100 days. AP/WIDE WORLD PHOTOS. REPRODUCED BY PERMISSION.

part of the city he had occupied for himself. The Colos-
seum was a masterpiece of construction supported on
an interlocking structure of passages, stairways, and
ramps, all necessary and carefully planned for the move-
ment of forty-five to fifty thousand spectators. Below
the arena level was a subterranean maze of corridors,
storerooms, and cages to accommodate prisoners and
wild animals. The exterior decoration reflected the debt
to Greek practice by using columns of the Doric order
on the ground floor, Ionic on the second, Corinthian
on the third, and engaged Corinthian pilasters for the
fourth tier. There was also a system of awnings to pro-
vide some shade from the bright Roman sun. Am-
phitheaters similar to the Colosseum were buile
throughout the empire—at Pompeii and Verona in
Italy, Nimes and Arles in France, and El Djem in south-
ern Tunisia, to name just a few. The arena in El Djem,
which held only about 30,000 spectators, is one of the

best-preserved examples partly because it is now in a
sparsely populated part of the country. Preserved Ro-
man theaters and amphitheaters stand today as vivid re-
minders of the popular entertainments enjoyed by the
Roman people and provided for them by the emperors.
As examples of a highly developed engineering and ar-
chitectural tradition they nevertheless call to mind the
dramatic and comic literature of the Roman stage as
well as the often bloody spectacles of the arena.

MONUMENTS. The Romans were especially fond of
commemorating their achievements in war by the cele-
bration of a “triumph”—a victory procession voted by
the Senate—and the erection of a monumental tri-
umphal arch. A typical example is the Arch of Titus
at the east end of the Roman Forum. It celebrates his
victory in the Jewish war of 70 C.E. and the two large
relief carvings on the interior illustrate the victory
procession. On one Titus is shown in his chariot
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Column of Trajan in Rome. COURTESY OF JAMES ALLAN EVANS.

accompanied by the goddess Roma and a winged vic-
tory. On the other the victorious soldiers carry the booty
from the Temple at Jerusalem, including a giant meno-
rah, the seven-branched candlestick. An example of a
monumental arch commemorating an event that was
not a military triumph is the arch erected by Trajan at
Benevento south of Rome. On this arch, dated 14-17
C.E. Trajan is shown distributing food to the poor of
the city. The arch is also decorated with images of vic-
tories and the seasons, and also with some later addi-
tions that include the young Hadrian, stressing his
relationship to Trajan. Not all arches commemorate a
special event. Some mark the entrance to a city, to a fo-
rum, a market, or even the end of a bridge, and some
serve only as civic decoration. A type of monument com-
parable to the “triumphal” arch is the commemorative
column. The Column of Trajan in the forum he con-
structed memorializes his two wars against the Dacians
in a band of relief carving that slowly spirals to the top
of its 125 feet. Constructed of drums carved from mar-
ble that weigh an estimated forty tons, the shaft con-

Arch of Trajan at Benevento, Italy, marking the terminus of the
Via Traiana. COURTESY OF JAMES ALLAN EVANS.

tains a spiral staircase of 185 steps as well as a tomb
chamber for the ashes of the emperor. It is a documen-
tary in stone with a mixture of stock scenes of the em-
peror addressing his troops and carefully detailed views
of the Roman army at war where even the insignia of
the various units have been faithfully reproduced. Its
aim was to emphasize the nobility of the emperor and
the character of the Roman army. The Column of Tra-
jan is one of the most successful examples of narrative
in Roman art even though the higher parts are almost
impossible to appreciate. Commemorative arches and
columns such as this one and the later Column of Mar-
cus Aurelius reveal a great deal about the Roman desire
to commemorate important events and military cam-
paigns. They acted as decoration and focus to the
cityscape and served as visible reminders of the might
of the Roman Empire.

BURIAL OF THE DEAD. Like the Etruscans before
them, the Romans practiced both cremation and inhu-
mation. The purpose of the tomb was twofold: to pro-
tect the remains and commemorate the dead. Tombs
could take a variety of forms as different as a simple
square box, a cylindrical structure resembling a tumu-
lus, a tower, and even a pyramid depending on the so-
cial position of the deceased and the local custom. In
one case the tomb of a baker was designed to look like
an oven; in another, the tomb of Cestius on the Ap-
pian way, the shape is pyramidal for reasons that have
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Arch of Titus in the Roman Forum, erected in 81 c.e. to commemorate the victory of the emperors Vespasian and Titus in the Judaen
War (70 c.E.). FRANCIS G. MAYOR/CORBIS.

not been explained. The tomb of the emperor Augus-
tus was a cylindrical monument, 280 feet in diameter,
built in the Campus Martius just outside of Rome. It
was constructed of several layers with a circular colon-
nade at the second stage. The emperor’s intention was
to make his tomb a monument to the Julian family,
and he had the ashes of other members of the family
collected to be entombed with him. A little more than
a hundred years later Hadrian also had his tomb de-
signed as a large cylindrical building, perhaps in imita-
tion of Augustus. The tomb of Augustus had been filled
with the remains of Nerva, the last to be deposited in
it. Trajan’s ashes, in a break with tradition, were en-
tombed in his column, so Hadrian was actually build-
ing a mausoleum for the continued use of the imperial
family and it was used as such until the burial of Cara-
calla. Hadrian’s tomb is now known as the Castel Sant’
Angelo and by the sixth century it was used as a fortress.
Its decorative elements were lost long ago and in one

account sculpture was hurled from its heights as missals.
This was the fate shared by many of the monuments of
Rome. Buildings were robbed of their stone to be reused
in new construction. The Pantheon was converted into
a Christian church and towers were added to it which
have since been removed. The Arch of Titus was in-
corporated into the wall of a medieval fortress, and the
Roman Forum became an area where animals were sent
to graze.
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Arch of Constantine in Rome, built by the Roman senate to commemorate Constantine’s victory at the Battle of the Milvian Bridge
in 311 C.E. TRAVELSITE/DAGLI ORTI.

THE LATE ANTIQUE

THE ARCH OF CONSTANTINE. With the accession
of Constantine in the early fourth century C.E. archi-
tecture entered a stage of transition from traditional Ro-
man forms to those used in Christian Byzantine
buildings, a period given the convenient designation of
“Late Antique.” The Arch of Constantine, from this
time, is one of the most visible monuments in Rome. It
is situated near the Colosseum, and in some aspects it is
a prime example of a continued respect for tradition. Its
general design, with three arched entrances, is very like
the Arch of Septimius Severus at the west end of the fo-
rum, built about a hundred years earlier. The main dif-
ference between the two monuments is that the
sculptural decoration of Constantine’s arch is in several
different styles. Some of the reliefs represent him and are
in the style of his time, others have been reused from
the time of Hadrian and others. It is almost as if a con-

venient model was used and available decorations were
pressed into service without regard for their stylistic re-
lationships. Side by side, the realistic representations of
the time of Hadrian and the more stylized figures of the
period in which the arch was built can be seen.

THE BasiLicA FORM. The term “basilica” simply
designates a hall used for assemblies and meetings. In
Roman use this usually meant a civic building with ad-
ministrative purposes. The Basilica of Maxentius in the
Roman Forum was an example of the type carried to its
most elaborate design with side bays and vaulted ceil-
ings. The more typical form was of a much simpler de-
sign. As an example, at Trier on the Moselle River in
northern Gaul the emperor Constantine completed a
vast palace complex begun by his father. This included
residences, a large bath establishment, a circus, ware-
houses, and other structures. One of the most significant
buildings for the history of architecture, included in it
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is the audience hall or basilica, much of it still preserved.
It was a simple plan—a large rectangular hall 95 by 190
feet with a semicircular apse—a curved recess usually at
the end of a building as it is here. Before entry to the
main hall was a transverse crossing, fore-hall, or narthex,
and a portico or vestibule. To add some width without
resorting to vaulting over aisles on both sides of the nave,
as the central hall was known, the ceilings of the side
aisles were lower. This gave an opportunity to include
windows in the side walls of the nave, helping to light
the interior. As the Christian church developed from the
secular Roman form for civic use, the architectural parts
served to focus the attention of the worshipper on the
ceremony. This was accomplished with the single direc-
tion of the tunnel-like space ending in the apse aided by
the rhythmic repetition of the columns on either side.
Examples of this form can be found in the plan for the
old St. Peter’s Basilica in Rome or in fifth century C.E.
churches such as Santa Maria Maggiore and Santa
Sabina, also in Rome. The great space-enclosing forms
exemplified in structures like the Roman baths were not
completely forgotten. The Church of Hagia Sophia in
Constantinople, built under Justinian in the mid-sixth
century, preserves the basic basilica plan, but on a scale
and with the use of an elaborate system of domes that
it is almost unrecognizable as such. What Hagia Sophia
shows us is the continuation of Roman values in an ar-
chitectural tradition that produced monumental results,
but it was in the service of the Christian faith and not
the Roman state.
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EARLY CHRISTIAN AND
BYZANTINE ARCHITECTURE

THE EARLY CHRISTIAN BASILICA. When the em-
peror Constantine recognized Christianity as the offi-
cial state religion early in the fourth century, Christians
were able to practice their faith openly. Whereas before
they had met in secret in the catacombs and in other
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non-public places, they were now free to act as an or-
ganized and recognized cult. The first Christian meet-
ing places were private houses and it was only when the
religious ritual became more formalized that a special
building was needed. It was probably to divorce them-
selves from the old religions that the forms of the “pa-
gan” Greek and Roman temples were not utilized for
Christian worship. The long rectangular form of the
civil basilica was easily adapted for this use, although
some changes had to be made. The basilica was basi-
cally a meeting house where large groups could be ac-
commodated to conduct business and carry on other
civil functions, although some changes had to be made
to the form for its new religious purpose. The normal
civic basilica had its entrance on one side, and this was
altered to accommodate the interior orientation and di-
rection necessary in the church. One of the best exam-
ples of an early Christian basilica was the original Church
of St. Peter in Rome. It was erected by order of the em-
peror Constantine on the site of the Circus of Nero
where the apostle Peter was martyred. Its construction
was begun in 324 C.E. but it was destroyed at the end
of the fifteenth century to make room for a later church.
There is considerable evidence in drawings and plans to
indicate its design. Its general layout included an atrium,
a large open courtyard that the participants passed
through to enter the body of the church. Although the
main meeting hall followed the general plan of the civil
basilica, the addition of the atrium recalled the form of
the private houses originally used for worship. In the
Church of St. Peter a large central aisle known as the
nave was flanked on each side by two parallel side aisles.
Only the largest churches had five aisles; it was more
typical to have a large central nave with only two side
aisles. The focus of the religious ritual was at the altar
at the far end from the entrance, exactly like the arrange-
ment in most Christian churches even today. While the
exterior and interior walls and columns were of stone,
the roof over the nave and side aisles was of wood. This
was a pattern followed in most early Christian churches
of the basilica type, disregarding the use of stone or brick
vaulting in favor of economical and easily constructed
wooden roofing. The form that had been designed as a
meeting place to accommodate large crowds for the con-
duct of business and government affairs used through-
out the Roman world had evolved into the standard for
a place of Christian worship. The pattern established by
the first Church of St. Peter was followed in many early
churches. A typical example is the Church of Santa
Sabina in Rome, begun in 425. Its arrangement follows
the basilica pattern with the addition of a half dome
over the apse, the semicircular niche at the end of the
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nave. In it, as in many early churches, the columns sup-
porting the side walls of the nave were taken from ear-
lier buildings. In some cases the reuse of such building
elements was done without any concern for their style
or order. Mosaics were used extensively for decoration
on the facade, in the interior on the side walls and in
the apse. These enlivened the interior with color and re-
flected light but they also served as informative and de-
votional illustrations of scripture.

THE DEVELOPMENT OF THE BYZANTINE CHURCH.
The city known in antiquity as Byzantium was re-founded
by Constantine as the “New Rome” in 333 C.E. At the
breakup of the Roman Empire by the successors of Con-
stantine in 335 it became the capital of the Eastern Ro-
man Empire with the new name of Constantinople. The
development of church architectural style in the east, while
serving the same purposes as in the west, took on some-
what different form. There are a number of reasons sug-
gested to explain the difference, including the scarcity of
wood for the roofing, resulting in a return to the arches
and vaulting developed by Roman architects. Although
this may be part of the explanation, it is more likely that
the church architecture in the east—Byzantium—was the
result of a combination of local traditions of construction
and the influence of Eastern (Persian) architecture. While
Roman architects had been comfortable with the design
of round buildings such as the Parthenon that could be
roofed with a dome, Byzantine architects were faced the
problem of a circular dome resting on a square or rectan-
gular building. This problem could be solved in two ways:
by the use of squinches or by pendentives. The squinch uses
an octagonal arrangement formed by bridging the corners
with a lintel or an arch. The pendentive uses a second
dome form from which sections have been removed leav-
ing a circular base supported by four triangular sections
resting on four piers. Hagia Sophia in Istanbul, which es-
sentially follows the layout of a basilica, is an example of
the use of domes supported by pendentives. One varia-
tion of a plan popular in the east was a central arrange-
ment in a circular or octagonal building, as can be seen
in the Church of San Vitale in northwest Italy, constructed
between 526 and 547. The central arrangement or circu-
lar form never became popular in the west except for
baptisteries and other special purposes. The separate ar-
chitectural traditions of east and west continued into mod-
ern times and are still evident in the differences between
modern churches of the Greek Orthodox rite and those
of the more Western tradition.
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John Beckwith, Early Medieval Art (London: Thames and
Hudson, 1964).

Jean Lasuss, The Early Christian and Byzantine World (Lon-
don: Paul Hamlin, 1967).

David Talbot Rice, Byzantine Art (Harmondsworth, Eng-
land: Pelican Books, 1968).

SEE ALSO Religion: The Rise of Christianity

SIGNIFICANT
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HADRIAN
76 C.E—138 C.E.

Emperor

PATRON OF MONUMENTS. Publius Aclius Hadri-
anus (Hadrian) was emperor from 117 to 38 C.E. He be-
came the ward of the emperor Trajan at his father’s
death. He held a number of important military and civic
posts including the governorship of Syria until Trajan’s
death in 117. Trajan had designated Hadrian as his suc-
cessor on his deathbed. An important aspect of Hadrian’s
reign was his extensive travel throughout the Roman Em-
pire, literally from one end (Britain) to the other (Syria).
His reasons for years of travel combined the need for in-
spection tours and a desire to show himself as the ruler
to the far-flung provinces. His importance to the archi-
tectural history of Rome includes the completion of the
Pantheon in Rome, the temple of Olympian Zeus in
Athens, his imposing tomb in Rome (the Castel San An-
gelo), and his imperial villa at Tivoli.

SOURCES

Michael Grant, “Hadrian,” in The Roman Emperors (New
York: Charles Scribner’s Sons, 1985).

J. J. Pollict, The Art of Greece 1400-31 B.C. (Englewood
Cliffs, N.].: Prentice-Hall, 1965): ix—x.

PAUSANIAS

Middle to late second century C.E.—Late second
century C.E.

Antiquarian
Traveler

GREEK TRAVELER. Traveler and antiquarian Pau-
sanias left an extensive account of the parts of Greece he
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visited in his book Descriptions of Greece, including de-
tailed descriptions of numerous monuments and build-
ings. The book also discussed the history of the site
described as well as some of the local customs, systems
of worship, and local myths. His accounts read very
much like a modern guidebook. He was very interested
in sanctuaries, tombs, and statues and wrote lengthy sec-
tions on Attica, Megara, Argolis, Laconia, Messenia, Elis,
Olympia, Achaia, Arcadia, Boeotia, Phocis, and Delphi.
He also took care in describing scenes of notable battles,
and historic and artistic monuments. He was selective
about what he described and omitted, calling attention
to what he found important in the realms of architec-
ture, culture, and art. Often Pausanias is the only sur-
viving source for the original appearance of a temple or
a sanctuary, at least as it appeared in his time. Little else
is known about the man except that he probably was a
native of Lydia and the time he lived and wrote can only
be inferred from internal evidence in his text.

SOURCES

Pausanias, Guide to Greece. 2 vols. Trans. by Peter Levi
(New York: Viking/Penguin, 1984).

J. J. Pollite, The Art of Greece 1400-31 B.C. (Englewood
Cliffs, N.J.: Prentice-Hall, 1965): ix—x.

PLUTARCH
c. 50 C.E.—c. 120 C.E.

Priest
Antiquarian
Biographer

GREEK BIOGRAPHER. Plutarch was a man from a
distinguished Greek family with considerable influence
in governing circles. For the last thirty years of his life
he was a priest in a temple at Delphi. He was also a pro-
lific writer who used his works to influence greater co-
operation between Greece and Rome. His body of
writings includes philosophical, rhetorical, and ant-
quarian works, but he is best known for his Lives of fa-
mous men. He arranged the biographies in parallel pairs:
for example, he portrays the Greek and Roman orators
Demosthenes and Cicero side-by-side for contrast and
comparison. Some of the biographies are particularly in-
formative about architectural projects. Plutarch’s life of
Pericles is a prime source for detailed information on his
building projects on the Acropolis at Athens. It includes
lists of the types of craftsmen employed, the names of
the architects of the various buildings, and even the fact
that the sculptor Phidias was the general overseer of the

Architecture and Design

work. His accounts add life to the historical record
through the medium of biography.

SOURCES

N. G. L. Hammond and H. H. Scullard, 7he Oxford Classi-
cal Dictionary (Oxford: Oxford University Press, 1989):
848-849.

SUETONIUS
c. 69 C.E.—c. 140 C.E.

Scholar

Civil servant

CAESAR BIOGRAPHER. Gaius Suetonius Tranquil-
lus had a distinguished career in the Roman imperial
civil service and was most likely secretary to the em-
peror Hadrian. He was a scholarly man, recognized for
his qualities by Pliny the Younger and others. His Lives
of the Caesars is a history consisting of twelve biogra-
phies from Julius Caesar to Domitian, but it is also a
valuable source for information about the buildings
erected during their reigns. His work is particularly use-
ful as a source of information on architecture that no
longer exists.

SOURCES
N. G. L. Hammond and H. H. Scullard, 7he Oxford Classi-

cal Dictionary (Oxford: Oxford University Press, 1989):
1020.

VITRUVIUS
fl. first century B.C.E.

Architect
Military engineer

WROTE ARCHITECTURAL HANDBOOK. Vitruvius
was a Roman architect and engineer who lived and
worked during the early part of the reign of the emperor
Augustus. Aside from his architectural achievements, his
major work was a treatise titled De architectura (On Ar-
chitecture). This was based on his own experience as well
as on works written by other (mainly Greek) architects.
The contents of this handbook includes chapters on town
planning, architecture in general and the qualifications of
the architect, building materials, temples, civic buildings,
domestic buildings, pavements and plaster work, water
supplies, measurement and geometry, and machines. His
work is especially valuable because it reflects his practical
experience and for the careful analysis he provided of the
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architectural orders and the standards of proportion. His
description of “Tuscan” temple design contributes to
modern knowledge of the appearance of lost Etruscan ar-
chitecture. The sections on materials and construction
methods are particularly useful to an understanding of
ancient building techniques. Besides his written work and
buildings attributed to his design, little else is known of
Vitruvius.

SOURCES
N. G. L. Hammond and H. H. Scullard, 7he Oxford Classi-

cal Dictionary (Oxford: Oxford University Press, 1989):
1130.
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SOURCES
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Pausanias, Description of Greece (second century C.E.)—Pausa-

42

nias traveled extensively in the Mediterranean world and
was a keen observer of the places he visited. In his ac-
count of his travels through Greece he gives a brief
sketch of the history and the layout of the important
cities, but it is his detailed description of many of the
important architectural monuments—temples, shrines,
treasuries, and other public buildings—that has proved

to be one of the most valuable sources for the history of
Greek architecture. His travels in Greece included most
of the major cities such as Athens, Olympia, and Delphi.

Pliny the Elder (Gaius Plinius Secundus), Nazural History

(first century C.E.)—Pliny’s compendium of facts in-
cluded a discussion of building materials and construc-
tion as well as the techniques of the artists and
decorators of major architectural works.

Suetonius (Gaius Paulinus Suetonius), History of the Caesars

(second century C.E.)—Suetonius’ account of the lives
of the twelve Caesars from Julius Caesar to Domitian
contains descriptive material about the buildings and
monuments of Rome. Often he describes works which
no longer exist or gives a description of them—if they
are in ruins—as they existed in his time.

Vitruvius (Vitruvius Pollio), On Architecture (end of the first

century B.C.E.—beginning of the first century C.E.)—
Virtruvius’ work on architecture is the single extant
source written by a professional architect of the time
that has survived to modern times. In it he deals with
virtually every aspect of the craft as it was then under-
stood, including architectural history, style, site design,
and construction. His section on the education of the
architect is especially interesting because it outlines the
various areas of knowledge and expertise for which an
architect was responsible.
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in Dance

A small steatite (black soapstone) vase
found at Hagia Traiada on Crete dated
from this time period shows a harvest
dance carved in relief.

A small earthenware figurine found at
Palaikastro on Crete from this time pe-
riod shows women dancing in a circle
around a lyre-player.

The “Festival of the Naked Boys” is or-
ganized in Sparta where Spartan youths
as well as older men dance naked in the
marketplace and sing hymns in honor
of the dead who fell at the Battle of
Thyrea, fought with Sparta’s northern
neighbor, Argos.

The Festival of the City Dionysia is es-
tablished in Athens by the tyrant Pisis-
tratus in which Thespis wins first prize
for his “tragedy”—a dithyramb (choral
song) where he impersonates the main
character himself.

At the City Dionysia, a separate con-
test for dithyrambic song and dance is

established.

A day of comedy is added to the three
days of tragedy at the festival of the City
Dionysia in Athens. The characteristic
dance of comedy, the kordax, is con-
sidered vulgar if danced offstage.

Comedy is produced for the City
Dionysia in the same way as tragedy:
the chief magistrate of the state called
the “archon” assigns a “choregus” to

423 B.C.E.

364 B.C.E.

334 B.C.E.

c. 300 B.C.E.

279 B.C.E.

240 B.C.E.

c. 200 B.C.E.

c. 150 B.C.E.

c. 22 B.C.E.

each comedy production, who defrays
the cost and oversees the training of the
24 dancers in the chorus.

Aristophanes in his comedy The Clouds
attacks the new experiments in song
and dance that are being introduced to
the Athenian stage at this time.

Rome is smitten by plague, and to pla-
cate divine wrath, the Romans intro-
duce Etruscan dancers who put on
performances of dancing in the Etr-
uscan style, without singing or miming
of the song.

The playwright Lysicrates erects his
choregic monument which still stands
in Athens to commemorate the victory
of his chorus in a dithyrambic contest
of 335-334 B.C.E.

A guild of Dionysiac artists—actors,
musicians, and dancers—is formed in

Athens.

Soon after this date, the guild of
Dionysiac artists of Athens have their
rights to unhindered travel in Greece
confirmed by the Amphictionic
League, a league of states centered at
Delphi which supervises the gover-
nance of the temple-state of Delphi.

Lucius Livius Andronicus of Tarentum
produces his first dramatic presentation
in Rome, which includes songs accom-
panied by interpretative dance.

Dancing becomes a social accomplish-
ment in Rome, and upper-class parents
begin to send their sons and daughters
to dancing school.

In Rome, general Scipio Aemilianus
Africanus attempts to close down the
dancing schools.

The famous pantomime Pylades, a pro-
tegé and probably an ex-slave of the em-
peror Augustus, introduces a new type
of pantomime dance into Rome.
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2 C.E.

23 C.E.

The Sebasta, games of the Greek type,
are founded at Naples to rival the great
festivals of Greece such as the Olympic,
Pythian, Nemean, and Isthmian Games.
Sometime shortly after the emperor
Augustus’ death in 14 C.E. contests in
pantomime dancing are added to the
Games, along with other contests in the
arts of the theater.

The emperor Tiberius bans all pan-
tomimes from Rome because of the
disturbances that pantomime perfor-

Dance

mances cause in the theaters. They are not
allowed to return to Rome undl Gaius
Caligula becomes emperor in 37 C.E.

162 C.E. The emperor Lucius Verus brings back
—-165 C.E. to Rome the famous pantomime dancer
Apolaustus, known as “Memphius,”

from his military campaigns in the east.

c. 525 C.E. Theodora, a former pantomime dancer in
Constantinople, marries Justinian. They
will become emperor and empress of the
Roman Empire in 527.
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OVERVIEW
of Dance

THE REALM OF TERPSICHORE. Dance belonged to
what the Greeks called mousike, the arts of the Nine
Muses, the daughters of Zeus. Four of them—Polyhym-
nia, Calliope, Euterpe, and Erato—gave poets inspiration;
Melpomene presided over the theater of tragedy, and
Thalia, the theater of laughter; Urania marked the move-
ments of the stars and planets; and Clio preserved the
memories and myths of the past. Chief of them all, how-
ever, was Terpsichore, sovereign of the dance. Dance had
a place in festivals, religious rituals, productions in the the-
ater, entertainment at banquets, education of the young,
and military training. The sway of Terpsichore extended
over all movements of the body, including acrobatics, and
in particular, gestures of the hands and arms—what the
Greeks called kheironomia. Modern knowledge of ancient
dance comes from widely scattered sources: paintings on
vases, inscriptions carved on stone, and references in Greek
and Latin writings. Most of the information comes from
the period of the Roman Empire, when many of the an-
cient dances, if they were still danced, were much changed.
The names of a number of ancient Greek and Roman
dances, and the traditions attached to them, are known,
but there are informational gaps in this knowledge. One
example is the Gymnopaideia (“Dance of the Naked Boys”)
which was danced every year in the marketplace of an-
cient Sparta. There is record that the dancers were naked,
yet this information also shows that men as well as boys
took part in the dance, leaving open to interpretation both
the meaning of the dance as well as the titde. Another ex-
ample is the geranos (“Crane Dance”) which was per-
formed on the sacred island of Delos. While it is clear
from records that this was a dance closely tied to religion,
there is no indication what, if anything, the dance had to
do with cranes or birds of any sort. The most well known
example is that of the “tragic chorus” which danced and
sang in Greek tragedies. While much is not known of the
origins of many Greek dances and traditions, their influ-
ence in numerous different realms, from religion to liter-
ature to fashion, is evident.

ORIGINS. The purpose of dance in Greek and Ro-
man society is similar to the role that dance played in
almost every early culture in which dance was tied di-
rectly to the rites of religion. Dancing commemorated
the changing of the seasons, life and death, social soli-
darity, and the connection between humanity and the
unseen powers that affected human existence. If a tribe
depended on hunting wild beasts for its food, the hunters
might dress in animal skins and dance for the success of
the hunt. Since religious ritual was intensely conserva-
tive, dances where the dancers impersonated animals
continued to be performed long after the society de-
pended for its food more on its harvests than it did in
the hunt. Following the domestication of plants and an-
imals, another type of dance came into being: the com-
munity danced on threshing floors after the harvest, thus
expressing not merely its pleasure that the crops were
gathered in, but also the hope that next year’s crops
would be bountiful. Dances performed in spring festi-
vals where the dancers made great leaps into the air were
intended to encourage the fertility of the fields. Then,
too, there were dances to celebrate weddings, war dances
intended to keep warriors in peak physical condition,
and some dances that served as a release from the pres-
sures and restrictions of the workaday world. Once dance
moved into the theater, it evolved into spectacle. In the
Roman Empire, dance competed with gladiatorial games
and chariot races for audiences’ interest, and famous
dancers went on tour, playing in provincial theaters
found in towns of any size in the Roman Empire.

THE CONTRIBUTION OF CRETE. The earliest de-
scription of a dance comes from Homer’s description of
the shield of Achilles in the //iad, on which the black-
smith god Hephaestus portrayed two dance scenes. One
is a dance of the grape-harvesters as they pick the grapes
for the vintage. The other is a dance that specifically re-
calls Minoan Crete, a prehistoric civilization found on an
island off of mainland Greece. The dance was performed
on a dancing floor similar to the one that belonged to
Ariadne, daughter of Minos of Crete. Homer’s reference
to dance in the /liad indicates that the Greeks recognized
Crete’s contribution to dance, which included the Ay-
porchema, a lively dance of song, pantomime, and in-
strumental music played on the lyre or the aulos. The
geranos—the “Crane Dance”—also came from Crete. Ac-
cording to legend, the dance was brought to the sacred
island of Delos by the Athenian hero Theseus on his way
back from Cnossus where he had killed the Minotaur, a
half-man, half-bull monster that was kept in a maze-like
building called the “Labyrinth.” The geranos continued
to be danced on Delos at a festival held every July.
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THE DANCE AS RELIGIOUS RITE. It would not be
incorrect to state that all Greek dance had a connection
with religion, for dances took place at festivals which
were held in honor of one god or another. There were
some dances, however, that were vital to specific reli-
gious rites. The Great Mother goddess, Cybele, whose
center of worship was in Phrygia in western Asia Minor
on the fringe of the Greek world, was attended by eu-
nuch priests called Corybantes who performed ecstatic
dances as part of her ritual. Better known, however, is
the dance of the maenads, where female devotees of the
wine-god Dionysus danced wild dances or orgia in parox-
ysms of temporary madness, during which they might
capture wild animals and tear them limb from limb.
They are frequently shown on Greek vases as attendants
of Dionysus. In many Greek states, congregations of
women assembled in mid-winter every other year, jour-
neying up even snow-covered mountainsides to dance
their “orgies” in honor of Dionysus.

THE MANY VARIETIES OF GREEK DANCE. Apart
from the maenads, Greek literature mentions many va-
rieties of dance. There was the Pyrrhic dance, a war dance
that imitated combat between warriors. It was the na-
tional dance of Sparta, a militaristic state, but similar
dances took place elsewhere in the ancient world, in-
cluding a very early dance in Rome begun, according to
tradition, by Rome’s founder, Romulus. The Herakeio
was a dance of women in honor of the goddess Hera,
and the epilinios was a dance performed while treading
grapes during the harvest in honor of Dionysus, the god
of wine. The dance performed by the chorus in the pro-
duction of a Greek tragedy was the emmeleia. It was a
dignified dance, whereas the dance of Greek comedy, the
kordax, was not. The satyr plays staged at the close of a
day of three tragedies during a festival included the sikin-
nis, in which the dancers were costumed as satyrs. The
partheneia (“dance of virgins”), was a chorus of ten or
eleven girls who were eligible for marriage, whereas the
himenaioswas a wedding dance, danced by the bride with
her mother and some friends. The hormos was a dance
of men and women who formed a chain, and the young
man who led the chain displayed his skill at dance and,
incidentally, his abilities as a warrior. The hyporchema
which came from Crete, was a combination of pan-
tomime and dance, and it was performed by boys and
girls who sang to musical accompaniment as they

danced.

THE DITHYRAMB. The dithyramb was a choral song
and dance performed in honor of Dionysus. According
to Aristotle’s essay, The Art of Poetry, Greek tragedy be-
gan with the dithyramb because the chorus told a story

Dance

from myth with song and dance. About 600 B.C.E. a fa-
mous artist of the dithyramb, Arion, whose patron was
the tyrant or dictator of Corinth, Periander, gave it a
definite form. Its development into tragedy began in
Athens when the festival known as the “City Dionysia”
was founded, and a leader of the dithyramb, Thespis,
took a solo part. Tragedy, however, did not displace
dithyrambs at the City Dionysia, for in 508 B.C.E.
dithyrambs were given their own place in the festival.
They were staged at other festivals as well; in fact, the
theater of Dionysus in Athens was used more often for
dithyrambs than it was for tragedy and comedy.

DANCE AS A PROFESSION. Most professional dancers
remained nameless in ancient Greece. They were for the
most part slaves, owned by the master of a troupe. In
the Banquer of Xenophon, which describes a banquet at-
tended by Socrates in 421 B.C.E., the owner of a troupe
from Syracuse in Sicily provides dancers to entertain the
banqueters. It would have been considered disgraceful
for an Athenian citizen to own a troupe of dancers, but
this master was an alien, and hence not bound by Athen-
ian conventions. There was also interpretative dancing
by professionals in Greece although little is known about
it. One story relates the performance by the tragic actor
Neoptolemus of the myth of Cinyras, the king of Cyprus
who founded the cult of Aphrodite there and unwittingly
committed incest with his own daughter who gave birth
to Adonis. Presumably it was a performance of song and
dance, a forerunner of the Roman pantomime.

PANTOMIME. Pantomime is supposed to have been
introduced into Rome in 22 B.C.E. by the artist Pylades
and his rival Bathyllus. Mime performances and songs
were performed on the Roman stage earlier than 22
B.C.E., but Pylades and Bathyllus introduced a new kind
of interpretative dance that became wildly popular. Py-
lades and the pantomime artists after him danced while
an assistant recited the story, and a small orchestra pro-
vided the music. Emperors had their favorite pan-
tomimes: Augustus backed Pylades while his minister of
public relations, Maecenas, was Bathyllus’ patron; Gaius
Caligula (r. 37-41 C.E.) doted on Mnestor, and Lucius
Verus (r. 161-180 C.E.) was an aficionado of Memphius,
who supposedly taught the philosophy of Pythagoras
with his dance. Unlike mimes, pantomime artists were
usually men who impersonated characters by using
masks, and a swift change of mask allowed them to
switch quickly from one character to another whenever
the script demanded it. They were, however, masks with
closed mouths, not the open-mouthed masks of theatri-
cal dramas. There were also dances in mimes, which were
skits involving unmasked actors who were occasionally
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women. Galeria Copiola, for instance, was remembered
because she performed her first dance on stage in 82
B.C.E. and her last in 9 C.E., at the age of 104. By the
time of the later Roman Empire, pantomime and mime
were intermingled, and women danced roles on stage
taken from mythology. The empress Theodora, the wife
of the emperor Justinian (r. 527-565 C.E.) was a pan-
tomime actress before she met her future husband. The
skit for which she was best known told the myth of the
rape of Leda by the god Zeus disguised as a swan.
Theodora’s choreography was simple, for though she was
a talented comedienne, she was not a skillful dancer. She
took off all her clothes except for the girdle around her
groin that the law required, and reclined on stage while
an attendant sprinkled her with grain. A gaggle of geese
then waddled on stage and ate the grain off of her body.
Although the Roman Empire was largely Christianized
by Theodora’s day, the Christian church’s disapproval
of the theater failed to eradicate the staging of ancient
myths.

TOPICS

in Dance

DANCE IN PREHISTORIC GREECE

MINOAN CRETE. The Bronze-Age civilizations of
Greece bear labels applied to them in modern times. The
Minoan civilization on Crete, which flourished from
2000 to shortly before 1400 B.C.E., was a non-Greek cul-
ture with an indecipherable language likely linked to
contemporary societies in Asia Minor. The Mycenaean
civilization on mainland Greece developed a few cen-
turies after the Minoan civilization began and ended at
about the same time. Its name comes from the first site
of its discovery: Mycenae, the legendary capital of
Agamemnon who led the Greek coalition in the Trojan
War. Since the initial archeological discoveries, at Myce-
nae in the 1870s and on Crete at the so-called Palace of
Minos at Knossos at the start of the twentieth century,
archaeologists and historians have discovered a great deal
of information about these Bronze-Age cultures. For in-
stance, at a Minoan site in eastern Crete, Palaikastro,
archeologists discovered a primitive figurine made of
earthenware, portraying women dancing in a circle in
the center of which stood a man playing a lyre. Found
with the figurine were six clay birds. The figurine dates
to after 1400 B.C.E. when Greek-speaking immigrants
from mainland Greece had already invaded the island,

and it is the earliest portrayal that has survived of a mu-
sician playing the lyre, surrounded by dancers in a cir-
cle. Harvesting was a time for dance on Crete; as
evidenced by the so-called “Harvester Vase”—a small
vase of black soapstone showing a procession of har-
vesters, which was discovered at Hagia Triadha on Crete.
The “Harvester Vase” gives scholars a glimpse of a har-
vest dance performed on Crete around 1500 B.C.E. The
vase shows harvesters striding along, four abreast, singing
and lifting their knees high with every step. They carry
long objects over their shoulders that have been identi-
fied as flails or winnows, tools used to separate grain.
The lead harvester is a man who shakes a sistrum, a kind
of rattle used in Egyptian religious ceremonies, and ap-
pears to be singing heartily. Another Cretan dance cer-
emony is shown on a gold seal-ring, discovered in tombs
dating to the fifteenth century B.C.E. at Vapheio close
to Sparta in Greece. The seal-ring depicts a woman danc-
ing under a tree wearing the fashionable court dress worn
by ladies in the Palace of Minos on Crete. To her right
a youth leaps to pluck either fruit or a flower from the
tree. While visual references are clues to dance in ancient
Cretan civilization, the best evidence of the tradition of
dance comes not from archaeology, but from Greek lit-
erature centuries later.

THE EVIDENCE OF LITERATURE. One of the first
literary texts dealing with the Cretan tradition of dance
after the collapse of the Bronze-Age civilization came
from the poets of the island of Lesbos. One poem, from
seventh century B.C.E., attributed to either Sappho or
Alcacus, reads “Once upon a time the girls of Crete /
were wont to dance in harmony like this / their soft foot
.” Other examples of the
reputed Cretan dance rituals came from the Homeric
epics the [liad and the Odyssey. The Iliad tells how the
blacksmith god Hephaestus made new armor for the
hero Achilles so that he could rejoin the battle after his
best friend, Patroclus, was killed while wearing Achilles’
armor. The shield that Hephaestus made showed scenes
from the everyday life of early Greece, at peace or war,

beats circling the fair altar. ..

and among them were two dance scenes. One portrayed
a dance as the grapes were harvested from the vineyard,
which is reminiscent of the “Harvester Vase.” The other
depicted a dance on a dancing floor that Homer explic-
itly likens to one which the legendary craftsman
Daedalus built at Knossos for Ariadne, the daughter of
King Minos of Crete. The Odyssey tells how the hero
Odysseus in his wanderings reached the island of Phaea-
cia. Phaeacia, ruled by a generous king and a wise queen,
is thought to be based on folk memories of the world of
ancient Crete, though the Odyssey was written at least six
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THE MINOANS WERE FAMOUS DANCERS

INTRODUCTION: Homer's /liad reflects the tradition that the Mi-
noans in Bronze Age Crete were famous dancers. The pas-
sage quoted here describes how the blacksmith god,
Hephaestus, made new armor for Achilles, for Achilles
had loaned his armor to his friend Patroclus who was
killed by the Trojan hero Hector. The shield that Hep-
haestus fashioned was a work of art. On it he depicted
scenes from Greek life, including two dance scenes, one
of which specifically recalls the dances that were once
held at the Palace of Minos in Knossos. The first scene is
of a vintage dance where youths, both men and women,
dance as they harvest the grapes, while in their midst a
boy plays the lyre and sings the Linus-song, which is a
dirge that marked not joy but sadness. Perhaps here it
was a lament for the passing of the summer and the ad-
vent of winter. The second dance scene, which is de-
scribed below, showed boys with daggers and girls
wearing garlands on their heads. Both are dressed in their
best clothes—the men have rubbed theirs with olive oil
to make them gleam—and they perform an intricate
dance, first forming a circle and dancing a round dance,
and then reforming into two ranks which moved to meet
each other. In the middle of the circle were two gymnasts
or tumblers, who performed somersaults and made great
leaps into the air. This sort of acrobatic dance was con-
sidered a Cretan specialty. Homer makes the point that
this was like the dances that were danced at Knossos in

Crete, on the dancing floor of Ariadne, who in Greek
mythology, was the daughter of King Minos of Crete.
Homer is recalling the tradition that Minoan Crete, where
a pre-Greek civilization reached its height in 1700-1450
B.C.E., was famous for dancing.

Also did the glorious lame god depict a dancing
floor like unto that which once upon a time, Daedalus
fashioned for Ariadne of the lovely tresses in broad Knos-
sos. On it were youths dancing, and maidens whom it
would cost many oxen to wed, their hands holding one
another’s wrists. The maidens were clad in fine linen, and
the youths had well-woven doublets faintly glistening with
olive oil. Fair garlands the maidens wore, and the youths
had daggers of gold hanging from silver baldrics. And
now they would dance round in a circle, light and deftly
on their feet, as when a potter sits by his potter's wheel
which fits neatly between his hands and tries it out, to
see whether it spins smoothly; and then they would form
into lines and move quickly to meet each other. A large
crowd stood joyously round about the lovely dancing-
floor, [and among them a god-like minstrel was making
music on his lyre], and in the midst of the dancers, lead-
ing their dance steps were two acrobats swooping and
doing somersaults.

SOURCE: Homer, The lliad, ix, 689-709. Trans. Andrew Lang,
Walter Leaf, and Ernest Myers (London: Macmillan, 1911). Text
revised by James Allan Evans.

centuries after the peak of the Minoan civilization. King
Alcinous of Phaeacia had five sons and they all need clean
clothes to wear at dances. Alcinous’ daughter, Nausicaa,
took the laundry to the seashore where she met Odysseus
and directed him to her father’s palace. There he at-
tended a banquet where the Phaeacians displayed their
special skill at dancing. The dancing floor was swept
clean, the minstrel took his place in the center of the
floor with his lyre, and the young dancers performed in
a circle around him. Then two dancers showed off their
expertise at dancing with a ball. The one threw the ball
into the air; the other leaped up and caught it before his
feet touched the ground. Then they danced, the one
throwing the ball to the other, who caught it and threw
it back. From this example, it appears that ancient Cre-
tan dance covered a broad range of movement: juggling,
turning somersaults, and making gestures with arms and
hands. It was all part of mousike, the arts sacred to the
muses of dance, music, and poetry.

THE GERANOS DANCE. One dance that originated
on Crete was the geranos. Many scholars originally trans-

lated geranos as the Greek word for “crane,” creating
speculation that the geranos was a dance where per-
formers imitated the flight of cranes, or costumed them-
selves as cranes. Animal and bird dances of this variety
were well known in Greek culture. However, from por-
trayals of the geranos that have been discovered on pot-
tery, it is clear that the dancers did not costume
themselves as cranes. One attempt to explain the title of
the dance suggests that the dance merely simulated the
migratory flight of the cranes. A more widely accepted
theory suggests that the word geranos was mistranslated
as “crane.” Rather it is derived from a word meaning “to
wind” in Indo-European, the ancient language from
which most modern European languages were derived.
This idea of winding is backed up by visual representa-
tions of the geranos that show dancers with joined hands
forming a row that wound back and forth, sometimes
even reversing direction, as if it was making its way
through a maze. Many scholars began to speculate that
the geranos was a “winding dance,” meant to represent
a snake, and was done in rituals to honor a great serpent
such as a python. There is archaeological evidence for
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THESEUS DANCES THE GERANOS

INTRODUCTION: The lifetime of Plutarch of Chaeronea
stretched from the forties of the first century c.t.
into the reign of Hadrian (117-138 c.t.) He is best
known for his Parallel Lives which matched biogra-
phies of eminent Greeks with eminent Romans. He
devoted one biography to the hero Theseus, and in
the excerpt below, he describes how the dance
called the “Crane” came to Crete. Dicearchus,
whom Plutarch cites as a source, was a pupil of Aris-
totle.

On his way back from Crete, Theseus touched
at Delos. There, when he had sacrificed to Apollo
and dedicated in his temple the statue of Aphrodite
which he had received from Ariadne, he and the
Athenian youths with him executed a dance, which
they say is still performed by the people of Delos,
and which consists of a series of serpentine figures
danced in regular time and representing the winding
passages of the Labyrinth. The Delians call this kind
of dance the Crane, according to Dicaearchus, and
Theseus danced it round the altar known as the Ker-
aton, which is made of horns all taken from the left
side of the head. They also say that Theseus founded
games at Delos and that he began there the practice
of giving a palm to the victors.

SOURCE: Plutarch, “Theseus,” in The Rise and Fall of
Athens; Nine Greek Lives by Plutarch. Trans. lan Scott-
Kilvert (Harmondsworth, England: Penguin Books, 1960): 27.

rituals involving snakes in Minoan Crete, and Greek
mythology relates that Apollo killed a sacred python
which was worshipped at Delphi when he took over the
shrine and made it his own.

MYTHICAL ORIGIN. Another possible origin for the
geranos comes from Greek mythology. According to one
myth, King Minos of Crete forced Athens to send him
tribute every year of seven youths and maidens who
would be fed to the Minotaur, a half-human and half-
bull monster who was kept in the Labyrinth, a maze of
winding paths and corridors, at Knossos. Whether the
Labyrinth was a building, or an open-air area, or even a
dancing floor, as one scholar suggested, is not clear. The
hero Theseus, the son of the king of Athens, insisted on
going to Knossos as one of the seven youths to be sac-
rificed to the Minotaur, and once there, he killed the
Minotaur and escaped the twists and turns of the

Labyrinth by following a cord which the daughter of Mi-
nos, Ariadne, had given him. On his way back to Athens,
Theseus stopped at the sacred island of Delos, where he
and the rest of the young Athenian youths who had es-
caped with him danced the geranos. This scene from the
myth is depicted on the Frangois Vase, a famous vase
painted in black-figure style, named after the excavator
who discovered it in an Etruscan grave in Italy in the
early part of the nineteenth century. On one side of the
vase, under the rim, Theseus and his companions are
shown disembarking from the boat, and forming a row
of dancers, hands joined, alternating by gender. The
dancers then wound back and forth to commemorate
the twists and turns that they faced in the Labyrinth.
Records exist showing the geranos was performed yearly
on the island of Delos around a horned altar, similar to
those found in the Palace of Minos on Crete, lending
even more credence to the theory that the geranos was
Cretan in origin.

THE GERANOS IN THE CLASSICAL PERIOD. Re-
gardless of the origin of the geranos, it continued to be
danced on the sacred island of Delos into the Hellenis-
tic and Roman periods. The dancers were both male and
female and they formed a sort of chorus line with a leader
at each end who were known as geranoulkoi (“ones that
pull the crane”). Some inscriptions from Delos survive
which furnish other evidence about the dance. It was
usually performed during a festival held in the month
which the Greeks called Hekatombaion—equivalent to
July on the modern calendar—and it was danced at night
by the light of lamps and torches. The inscriptions show
payments for torches, wicks for lamps, and olive oil to
fuel the lamps. They also show that the dancers were
paid ten drachmas each, not a small sum when a stone-
mason might make between one and two drachmas a
day. The inscriptions also state that the dancers were
supplied with branches, which were tokens of victory,
and ropes or cords which the dancers carried, props that
point back to the Labyrinth myth. Because the geranos
was danced at night, it was most likely part of rituals
that were performed to honor the deities of the Under-
world, the chthonic (“earth”) deities. Some scholars be-
lieved this is further proof that the geranos was a ritual
snake dance, for snakes were creatures of the Under-
world. The geranos survived into the early Roman pe-
riod of Greek history, but was no longer performed after
the first century B.C.E.

OTHER ANCIENT DANCES. There were other
dances as well that the Greeks thought originated from
Crete. One was the hyporchema, a lively choral hymn
sung to the god Apollo which included interpretative
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dancing. The paean was also attributed to Crete; it was
a hymn of supplication to Apollo similar to the hy-
porchema. When festivals and sacrifices to Apollo were
held on the sacred island of Delos, choirs of boys danced
and sang both the hyporchema and the paean to the ac-
companiment of the aulos, a woodwind instrument sim-
ilar to an oboe, and the lyre. The nomoi, poems telling
the adventures of heroes or gods, which also had a Cre-
tan origin, were sung to the music of the lyre or the dou-
ble-aulos. In early Greece, the nomoi were only
accompanied by a series of gestures, but later versions
included dance steps as well. Dances that involved men
bearing their arms—originally war dances—were wide-
spread in the Greek world, but the traditional war dance
of Sparta, known as the pyrrhike or “Pyrrhic Dance,” had
a Cretan origin. A Spartan myth surrounding the
founder of the Spartan constitution, Lycurgus, told of
Lycurgus’s desire for dances that befitted a society of war-
riors and so he persuaded a musician and choreographer
named Thaletas to come from Crete and instruct the
Spartans in song and dance. Thaletas of Crete was an
historical figure: he was a musician and teacher of dance
who was known to have practiced his profession in Sparta
in the seventh century B.C.E. He may have given new
shape to pyrrhic dance in Sparta, but records show that
Sparta had the pyrrhike warrior dance long before Thale-
tas arrived there. Because of their widespread influence,
the Cretans deserved the reputation for dancing that they
had among the ancient Greeks. Long after the Minoan
civilization on Crete receded into the shadows of mythol-
ogy, the tradition of their ancient dances continued.

THE PAEAN AND THE HYPORCHEMA. The paean
was named for a ritual shout of worshipers invoking the
god Apollo: “ie ie paian.” It was a rhythmic cry accom-
panied by a dance: three short syllables followed by a
long, or in musical notation, three quarter notes followed
by a half note. This rhythmic beat came to be known as
the “paean.” The paean was sung to drive out pestilence
or celebrate victory, though it probably began as a hymn
to Apollo. Pacans were also sung and danced to Artemis
and Ares, and also to Poseidon in his capacity as “Earth-
Shaker,” the god of the earthquake. Fragments survive
of more than 22 pacans written by Pindar, providing
scholars with evidence that these dances and songs were
part of religious rituals. Sometimes confused with the
paean, the hyporchema also played an important role in
religious ceremonies. The choir singing the hyporchema
was divided into two sections: one sang without danc-
ing, or if it danced, it used a simple dance-step, whereas
the other did not sing, but instead danced an interpre-
tative dance adapted to the text of the song. It used a

Dance

thythm similar to the paean, though the hyporchema
seems to have been the livelier of the two. Sometimes
the term “hyporchema” simply means a lively dance
when mentioned in literature.

ANIMAL DANCES. Another type of dance with pre-
historic roots was the animal dance, where the dancers
wore animal masks, or even impersonated wild animals
without wearing masks. One animal dance was per-
formed at Brauron outside Athens at a shrine to Artemis.
During the Brauronia festival held every four years, girls
between the ages of five and ten danced a dance of lit-
tle bears. The founding legend for the Brauronia told
that a band of Athenian youths killed a bear at Brauron,
thus provoking the anger of Artemis who sent a plague;
the Brauronia with its choral dances of young girls ex-
piated the sacrilege. Another animal dance focused on
bulls. A Greek vase in the British Museum depicts in
black silhouette three dancers who wear bull masks, the
tails of bulls, and hoof-like coverings on their hands.
This scene is reminiscent of the legend of the Minotaur
who was kept by King Minos in the Labyrinth at Knos-
sos on Crete. Further proof of bull dances comes from
the Palace of Minos where a fresco depicts acrobats, both
male and female, leaping over the back of a charging bull
in graceful somersaults. The Greeks would have consid-
ered acrobatic stunts like this a form of dance, and on
Crete, the tradition of acrobatic dancing lived on into
later periods. Greek literature makes mention of owl
dances—the owl was sacred to Athena—and a wine jug
in the British Museum shows two dancers costumed as
birds dancing as a piper plays the aulos. Another piece
of archaeological evidence for animal dances comes from
the sanctuary of the goddess known as Despoina at Ly-
cosura, in the mountainous region of Arcadia. Despoina
is not a proper name; it means “Mistress,” or “Lady” and
probably this goddess was a manifestation of the ancient
goddess called the “Mistress of the Wild Animals,” who
was honored with animal dances. A broken piece of mar-
ble carved in low relief on the colossal statue of Desponia
at Lycosura shows ornamental motifs such as eagles,
thunderbolts, and gitls riding on dolphins. Also included
is a group of female dancers wearing animal masks. Sev-
eral wear masks portraying rams’ heads; at least one wears
a horse’s head. More evidence comes from finds near an
altar on the slope above the temple of Despoina. Some
exploratory digging turned up a large number of earth-
enware figurines of dancers wearing animal heads that
were buried there. Lycosura was visited in the second
century C.E. by the Greek traveler Pausanias who de-
scribed what was left of it in his day, and noted that it
was the oldest of all the cities on earth, leading scholars
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to believe that the worship of the “Mistress” with her
animal dances was an ancient rite that was still recog-
nized in later Greek periods.
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WAR DANCES

THE PYRRHIKE. The most famous war dance in an-
cient Greece was the pyrrhike which became the national
dance of Sparta, and persisted there long after Greece
became a province of the Roman Empire and similar war
dances had died out in other cities. The Greeks had sev-
eral stories that accounted for the name of the pyrrhic
dance. One said that it was invented by a Spartan called
Pyrrhicus, though an alternative version claimed that
Pyrrhicus was a Cretan. Another story connected the

dance with the son of the hero Achilles, who bore two
names: Pyrrhus as well as Neoptolemus. After Achilles
was killed in battle at Troy, Pyrrhus came to Troy to
take his father’s place, and his greatest exploit was killing
Eurypylus, leader of a force of Hittites that had come to
help the Trojans. After he slew Eurypylus, he performed
an exultant victory dance, and from his dance the
pyrrhike took its name. The pyrrhike and many other
war dances were common among the peoples in the
Greek world, as well as in neighboring countries between
the tenth and seventh centuries B.C.E. Dancing had a
practical purpose in the warfare of early Greece when
warriors often fought in single combat, and nimble feet
made the difference between a warrior dodging the spear
that his foe hurled at him, and being impaled by it. In
Homer’s I/iad, the Trojan prince Hector tells the Greek
hero Ajax that he is not frightened by him, for he knows
the steps of the “deadly dance of Ares,” the god of war.
By the mid-seventh century B.C.E., however, the com-
plexion of war had changed. Battles became contests be-
tween two battle lines of heavily-armed infantrymen
called “hoplites,” and a good hoplite did not dodge or
dance; rather, he stood firmly in his place in the battle
line and shoved the enemy that faced him with his shield
and thrust at him with his spear. Dance ceased to be an
important part of military training, except in Sparta,
which maintained its militaristic traditions long after it
ceased to be a military power. By the end of the second
century C.E. the pyrrhike was performed only in Sparta,
where boys were still trained to dance it from the age of
five. Yet the pyrrhike remained the dance most often
portrayed in war sculptures and vase paintings.

ACCESSORY TO MILITARY TRAINING. Spartan ed-
ucation, which was intended only for the warrior elite
that controlled the state, aimed to produce superb sol-
diers, physically fit and skilled at handling arms. Hoplo-
machia (weapons training) between men was an
important part of a warrior’s education, and it resem-
bled a type of dance. When the philosopher Plato dis-
cussed the pyrrhic dance in the Laws, he described it as
part of the hoplomachia. However, as pyrrhic dance de-
veloped in Sparta, youths who were being hardened for
battle would first have their training session where they
practiced their skill with the weapons of war, and then
when it was over, they danced. A piper played the au-
los, which had a timbre not unlike bagpipes, and the
young warriors formed a line and danced to a quick,
light dance step. While they danced, they sang songs
which were composed by musicians who worked in
Sparta in the seventh century B.C.E. such as Thaletas,
who was credited with organizing the Gymnopaidiai (a
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DANCING IN PLATO’S IDEAL STATE

INTRODUCTION: In Plato’s old age, he returned to the subject
of his most famous work, the Republic, and tried once
again to outline what the government and society of an
ideal state should be. The result is the Laws, Plato’s last
attempt to frame a utopia. It is to be a city-state named
Magnesia, of precisely 5,040 citizens, plus slaves and some
resident aliens whose sojourn in Magnesia will be limited
to twenty years. The education of the citizens is impor-
tant. Plato deals with the type of literature to which
youth should be exposed, the kind of music they should
hear and what sort of physical training they should have.
The topic of physical training brings him to dancing,
which he divides into two classes, the reputable and the
disreputable, and reputable dancing can in turn be di-
vided into two classes, war dances, and dances of peace.
The following passage deals with war dances, that is,
pyrrhic dances.

So let's accept what we've said so far as an adequate
statement of what wrestling can do for a man. The proper
term for most of the other movements that can be exe-
cuted by the body as a whole is “dancing.” Two varieties,
the decent and the disreputable, have to be distinguished.
The first is a representation of the movements of graceful
people, and the aim is to create an effect of grandeur; the
second imitates the movements of unsightly people and
tries to present them in an unattractive light. Both have
two subdivisions. The first subdivision of the decent kind
represents handsome, courageous soldiers locked in the vi-
olent struggles of war; the second portrays a man of tem-
perate character enjoying moderate pleasures in a state of
prosperity, and the natural name for this is “dance of
peace.” The dance of war differs fundamentally from the

dance of peace, and the correct name for it will be the
“Pyrrhic.” It depicts the motions executed to avoid blows
and shots of all kinds (dodging, retreating, jumping into
the air, crouching); and it also tried to represent the oppo-
site kind of motion, the more aggressive postures adopted
when shooting arrows and discharging javelins and deliver-
ing various kinds of blows. In these dances, which portray
fine physiques and noble characters, the correct posture is
maintained if the body is kept erect in a state of vigorous
tension, with the limbs extended nearly straight. A posture
with the opposite characteristics we reject as not correct.
As for the dance of peace, the point we have to watch in
every chorus performer is this: how successfully—or how
disastrously—does he keep up the fine style of dancing to
be expected from men who've been brought up under
good laws? This means we'd better distinguish the dubi-
ous style of dancing from the style we may accept without
question. So can we define the two? Where should the
line be drawn between them? “Bacchic” dances and the
like, which (the dancers allege) are a “representation” of
drunken persons they call Nymphs and Pans and Sileni and
Satyrs, and which are performed during “purifications”
and “initiations,” are something of a problem; taken as a
group they cannot be termed either “dances of peace” or
“dances of war,” and indeed they resist all attempts to la-
bel them. The best procedure, | think, is to treat them as
separate from “war-dances” and “dances of peace,” and
put them in a category of their own which a statesman
may ignore as outside his province. That will entitle us

to leave them on one side and get back to dances of
peace and war, both of which undeniably deserve our
attention.

SOURCE: Plato, “Dancing,” in The Laws. Trans. Trevor J. Saun-
ders (London: Penguin, 1970): 307-308.

Spartan festival). Hence, the pyrrhic dance was most
likely not part of the weapons training, but was done to
enhance the nimbleness of the warriors.

CHANGED TO PANTOMIME. Another literary source
for information about the development of the pyrrhic
dance came from an author named Athenaeus who wrote
a discursive work at the end of the second century C.E.
called Learned Men at a Banquet. In it, Athenaeus imag-
ines banqueters displaying their knowledge on a host of
subjects, including dance. According to the Learned Men
ar a Banquet, the Spartans, who had a penchant for war,
still trained armor-clad boys from the age of five in the
pyrrhic dance in the second century C.E. The dance,
however, was no longer truly a war dance by this time.
Athenaeus described it as a kind of Dionysiac pan-

tomime—the dancers performed an interpretative dance
that related various myths of the god Dionysus, includ-
ing his expedition to India and his return to his native
state of Thebes. By the time that Athenaeus lived, pyrrhic
dances were staged for Roman tourists, and in fact,
pyrrhic dancers sometimes performed at Rome to amuse
the crowd in the public games as a prelude to the dead-
lier entertainments offered by gladiatorial games and
wild beast fights. Julius Caesar staged pyrrhic dancing at
Rome, and so did the emperors Caligula, Nero, and
Hadrian. The North African rhetorician and philoso-
pher, Apuleius of Madauros (c.123—c. 190 C.E.), whose
novel, the Metamorphoses, or the Golden Ass, is the only
Latin novel to survive in its entirety, described a typical
dance entertainment staged in the amphitheater at
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Young Athenian males performing the pyrrhic dance. A marble relief from Athens, 4th century B.C.e. THE ART ARCHIVE/ACROPOLIS MU-
SEUM ATHENS/DAGLI ORTI.

Corinth in his own day. First there was a pyrrhic dance,
performed by boys and girls, beautifully costumed, then
there was a pantomime—a ballet on the “Judgement of
Paris” in which the young Trojan prince Paris judges a
beauty contest of goddesses—and finally, the piéce de re-
sistance, a convicted murderess torn apart by wild beasts.

THE GYMNOPAIDIAL Another famous war dance of
Sparta was one performed for the Gymnopaidiai, which
scholars first translated as “Festival of the Naked
Youths.” The central feature of the festival, usually held
in the heat of the Spartan midsummer in honor of the
god Apollo, was a dance contest in which contestants
danced naked. The contest was not just restricted to
young boys, however, but was divided into three groups
that were graded according to age: retired warriors too
old for active service, warriors of military age, and youths
still too young to serve in the army. Many scholars have

come to believe that the word Gymmnopaidiai should be
translated as the “Festival of Unarmed Dancing,” for in-
stead of wearing armor, as did the dancers of the
pyrthike, the dancers of the Gymnopaidiai wore noth-
ing at all. The dancers pantomimed scenes from
wrestling and boxing matches, but at all times, their feet
moved in time to the music. As they danced, they sang
songs by Thaletas and by another musician, Alcman,
who plied his trade in Sparta about the same time.

ARMED DANCES OUTSIDE SPARTA. The pyrrhike
may have been the national dance of Sparta where it was
part of the regular exercise of warriors keeping them-
selves in good physical condition for battle, but it was
found elsewhere in the Greek world as well. In Sparta,
the pyrrhic dance was sacred to the divine twins, Castor
and Polydeuces, whom the Romans knew as Pollux. In
Athens, the pyrrhic dance honored the warrior goddess

54 Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.)



Dance

a4 PRIMARY SOURCE document

WAR DANCES OF THE GREEKS

INTRODUCTION: Xenophon (ca. 430-ca. 354 B.C..) was a disci-
ple of Socrates who—against Socrates’ advice—joined a
force of soldiers of fortune who were recruited by the
younger brother of King Artaxerxes Il of Persia, Cyrus,
who plotted to overthrow Artaxerxes and make himself
king. But in the decisive battle fought at Cunaxa in
Mesopotamia, Cyrus was killed and his Asian supporters
melted away, leaving the force of Greek mercenary sol-
diers to find their way home. To make matters worse,
the Persians invited the Greek officers to a parley and
killed them, thinking that the Greek troops would be
helpless without their leaders. But the troops chose new
officers, one of them Xenophon himself and they made
their way north to the Black Sea, and from there the sur-
vivors disbanded to find new employers. When they
reached Paphlagonia in Asia Minor, the ruler of Pa-
phlagonia sent envoys to the Greek officers, who gave
them a dinner, and the various ethnic groups in the lit-
tle Greek army entertained them with war dances, with
the dancers bearing arms. The Paphlagonian visitors were
surprised that all the dancers wore armor as they danced,
whereupon a dancing girl was brought on, who per-
formed the “Pyrrhic” dance, a Spartan war dance named
in honor of the hero Achilles’ son, Pyrrhus, otherwise
known as Neoptolemus. The Paphlagonians were even
more impressed. They wondered if the Greek women
fought in battle side by side with the men, and the Greeks
replied in jest that it was their women who had routed
the king of Persia, Artaxerxes Il. Xenophon describes the
scene in a vivid passage in his Anabasis (The March into
the Interior), which tells the story of how the ten thou-
sand mercenary soldiers that Prince Cyrus recruited from
among the Greeks and their neighbors—for not all the
recruits were Greeks—marched into the interior of the
Middle East and returned again.

After we had poured wine on the ground to honor
the gods, and had sung a hymn, first two Thracians stood
up and began to dance in full armor to the sound of the
pipe, making nimble leaps high into the air as they wielded
their sabers. Finally one of them struck the other, and
everyone thought the man was mortally wounded. His fall
was artfully done, | suppose. The other man stripped him
of his armor as the Paphlagonians howled, and made his

exit, singing a Thracian war song known as the “Sitacles.”
The other Thracians bore the fallen dancer away, as if he
were dead. But he had been not at all hurt. Next some Ae-
nianians and Magnesians got to their feet and danced the
dance called the Karpaia, wearing their armor. The dance
was like this: One man is driving his oxen as he sows a
field, his arms laid at his side, and he casts frequent
glances around him like a person who is afraid. A robber
approaches, and when the sower sees him, he grabs his
arms and goes to meet him and fights to save his team of
oxen. These soldiers did this to the rhythm of the reed
pipe. And at last the robber ties up the man and takes off
the oxen. But sometimes the owner of the oxen trusses up
the robber. When that happens, he yokes him beside his
oxen with his hands tied behind his back and drives off.
Then a Mysian came on with a light leather shield in each
hand. And at one moment he danced, pantomiming a bat-
tle against two opponents. Then he wielded his shields as if
he were fighting a single opponent. Then he would whirl
around and do somersaults, still holding his shields. So it
was a fine sight to see. Finally he danced the “Persian
dance”—clashing his shields together, he would crouch
down and then leap up. He did all this keeping time to the
music of the pipe. Then the Mantineans and some others
from region of Arcadia came forward, wearing the finest
armor they had, and they performed a drill to a tune with
a marching tempo played on the pipe, and they sang a
warrior hymn. And they danced in the same way as they
did in the processions with which they honored the gods.
And as the Paphlagonians looked on, they thought it odd
that all the dances were performed wearing arms. A
Mysian who saw that they were amazed, retorted by per-
suading one of the Arcadians who had acquired a dancing
girl to dress her in the finest costume he could, fit her with
a light shield and bring her on to give a graceful perfor-
mance of the “Pyrrhic” dance. Thereupon there was a roar
of applause, and the Paphlagonians asked if the Greek
women also fought side by side with their men. The
Greeks answered that these were the very women who
had routed the king from his camp.

SOURCE: Xenophon, Anabasis. Book 6 (Cambridge, Mass.: Har-
vard University Press, 1998): 466-470. Translated by James Al-
lan Evans.

Athena, the patron goddess of Athens. It was part of the
ceremony of the annual Panathenaic festival that was
held in honor of Athena, as well as the Great Panathenaic
festival when non-Athenians were allowed to compete in
the athletic events. The dancers were called pyrrhicists
and they were chosen from among the ephebes (youths

over eighteen years of age). Several relief sculptures have

survived that portray the Athenian pyrrhic dance. One
shows youths, naked except for helmets, shields, and
swords, dancing a light dance-step; another shows them
in a chorus line, presenting their shields. Their training
for the festival was financed in the same way as dramatic
productions; a well-to-do citizen was chosen as choregus

(“leader of the chorus”) and he paid the costs and had
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CURETES AND CORYBANTES

INTRODUCTION: The Curetes and the Corybantes had one thing
in common: both danced wild ritual dances, but they
should not be confused. According to legend, the dance
of the Curetes was taught them by the Rhea, a Mother
Goddess who belonged to the generation of the Titans,
and it was first danced to protect Rhea’s infant son, Zeus.
When Zeus was born his mother spirited him to a cave on
Mt. Dicte on Crete to save him from his father Cronus who
would have swallowed him as he had swallowed his other
children to prevent their birth, and around his hiding
place, the Curetes danced their frenzied dance with great
leaps and clashing weapons. In the classical period, the
Curetes were a Cretan tribe who performed a ritual dance
on the sacred island of Delos, an ancient dance similar to
the one which the Roman priests known as the Salii per-
formed. The Corybantes were priests of the great Mother
Goddess Cybele, whose center of worship was Pessinus in
Phrygia in western Asia Minor, where the most sacred ob-
ject in her cult center was a black stone which embodied
the divinity of the goddess. The cult of Cybele and her
young lover Attis, a god of vegetation, was brought to
Rome in 205-204 B.c.E., and a temple was built to her on
the Palatine Hill, one of Rome’s seven hills, but until the
reign of the emperor Claudius (41-54 c.e.) she was con-
fined to her temple and served only by eunuch priests who
were immigrants from the east, for her rites and the ec-
static dancing of her devotees shocked the Romans. In the
following passage, Lucretius, writing in the first century
C.E., describes a procession of Corybantes, whom he claims
the Greeks called “Phrygian Curetes,” and compares them
to the Cretan Curetes, understandably, for both per-
formed wild dances in the service of a Mother Goddess.
Since Lucretius wrote in Latin, he gives the gods their Latin
names: Cronus is Saturn and Zeus is Jove or Jupiter.

Various nations hail her [Cybele] with time-honored
ceremony as our Lady of Ida. To bear her company they
appoint a Phrygian retinue, because they claim that crops
were first created within the bounds of Phrygia and
spread thence throughout the whole earth. They give her
eunuchs as attendant priests, to signify that those who
have defied their mother’s will and shown ingratitude to
their father must be counted unworthy to bring forth liv-
ing children into the sunlit world. A thunder of drums at-
tends her, tight-stretched and pounded by palms, and a
clash of hollow cymbals; hoarse-throated horns bray their
deep warning, and the pierced flute thrills every heart
with Phrygian strains. Weapons are carried before her,
symbolic of rabid frenzy, to chasten the thankless and
profane hearts of the rabble with dread of her divinity.
So, when first she is escorted into some great city and
mutely enriches mortals with wordless benediction, hay
strew her path all along the route with a lavish largesse if
copper and silver and shadow the Mother and her retinue
with a snow of roses. Next an armed band, whom the
Greeks call Phrygian Curetes, joust together and join in
rhythmic dances, merry with blood and nodding their
heads to set their terrifying crests aflutter. They call to
mind those Curetes of Dicte, who once upon a time in
Crete, as the story goes, drowned the wailing of the in-
fant Jove by dancing with swift feet, an armed band of
boys around a boy, and rhythmically clashing bronze on
bronze, lest Saturn should seize and crush him in his
jaws and deal his mother’s heart a wound that would not
heal.

SOURCE: Lucretius, “Movements and Shapes of Atoms,” in On
the Nature of the Universe. Trans. Ronald Latham (Har-
mondsworth, England: Penguin Books, 1951): 78-79.

general oversight of the production. Crete was another
source of war dances, the best known of which was the
dance of the Curetes. It had a legendary origin: when
the mother goddess Rhea gave birth to the infant Zeus,
she hid him in Crete in a cave on Mt. Dicte to save him
from his father Cronus, and the Curetes performed their
dance, which Rhea had taught them, to camouflage his
hiding place. They whirled about their shields and
banged them with their swords as they made great leaps
into the air. This performance was a primitive ritual con-
nected with the cult of Zeus on Crete, which was quite
unlike the cult of Zeus on mainland Greece, for the Cre-
tans believed that their Zeus died and was reborn with
the seasons. The dance of the Curetes marked his re-
birth. In the ancient world, the Greeks and Roman saw
a connection between the dance of the Curetes and the

frenzied dance performed by the Corybantes, the priests
of the Great Mother, Cybele, the ancient goddess of
Phrygia in western Asia Minor, and there may be this
much connection: both rituals went back to an ancient
fertility religion. The dance of the Curetes, however, was
not a dance of priests like the dance of the Corybantes,
but of warriors, though neither dance seems to have had
much in common with the pyrrhic dance.
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WOMEN’S CHORUSES

THREE CATEGORIES. Women’s choruses can be di-
vided into three categories: girls before the age of pu-
berty; unmarried girls, called variously parthenoi or korai
or nymphai; and married women. The most evidence sur-
vives on the parthenoi, a Greek word that many schol-
ars have translated as “virgins,” yet literary evidence
points to this word meaning “women who have not yet
given birth.” The size of the parthenoi chorus might vary,
but most were composed of ten members. A parthenoi
chorus was often portrayed on Greek vases; one vase,
found in the marketplace of ancient Athens and dating
to the beginning of the seventh century B.C.E., shows
ten young women, all dressed in white, holding hands,
their heads turned upwards as if they were singing and
dancing. Another vase, a mixing-bowl for wine—the
Greeks drank their wine mixed with water—which was
made in Athens in the mid-fifth century B.C.E., shows
ten young women holding hands and an eleventh woman
playing a pipe. Similar choruses of young men existed
between 800 and 350 B.C.E., but Greek artists preferred
to portray choruses of women in most forms of art.

PARTHENEIA. Partheneia were the songs and dances
maidens performed in their choruses. One of the first po-
ets of choral lyrics, Alcman, was famous for the
partheneion that he wrote for Spartan girls in the second
half of the seventh century B.C.E. A papyrus copy of this
partheneion was found in the nineteenth century C.E., and
many scholars have used this as a starting point for knowl-
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edge of the parthenoi. The lyrics of the parthencion in-
dicate that it was danced to and sung by a chorus of ten
girls who were related to each other, and included a Agido
(“leader of the music”) and a Hagesichora (“leader of the
dance”). According to literary records, it was most often
performed at sunrise in competition with another chorus.
There is no clue as to what the dance was like, nor how
intricate the dance steps may have been, except that the
meter that he used in his poetry was generally simple.

THE CARYATIS. The Caryatis was another type of
dance, the origins of which are found in Caryae in Spar-
tan territory. The goddess Artemis had a statue and a
sanctuary there at which the young girls of the area
(known as “caryatids”) performed a traditional dance
every year in honor of the goddess. Much of the knowl-
edge of this dance comes from a description written by
Pausanias, a Greek traveler of the second century C.E.
whose guidebook for Greece is the classical archaeolo-
gist’s Bible, but additional information comes from var-
ious art forms, including a statue group of three caryatids
that was excavated from Delphi in the nineteenth cen-
tury C.E. The dance was a spirited jig, with many whirls
and pirouettes. In the statue discovered at Delphi, one
caryatid is shown with a tambourine, another with cas-
tanets. Their usual dress was a light knee-length chiron
(“tunic”) and on their heads they wore a kalathos—a
vase-shaped basket wreathed with leaves from palms or
rose bushes. The dance was so famous that the dancers
were immortalized not only in art but also in architec-
ture. The term “caryatid” is a description of a column
that has been sculpted to resemble a Caryatis dancer—
the most famous examples are to be found in the “Porch
of the Maidens” attached to the temple known as the
Erechtheion on the Athenian acropolis. Many column
capitals (tops of columns) took on the description of
“kalathos” because they so resembled the headdress of
the Caryatis dancers.
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THE DITHYRAMB

BEGINNINGS. Among the scraps of poetry that have
survived by the seventh-century B.C.E. lyric poet
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Monument erected by Lysicrates in Athens to commemorate
the victory of a chorus of boys in the dithyramb contest of 334
B.C.E. for which he was choregus. PHOTOGRAPH BY HECTOR
WILLIAMS. © HECTOR WILLIAMS.

Archilochus of Paros, one describes the poet’s ability to
start the dithyramb (“graceful round of song”) of the lord
Dionysus, when wine has loosened his mind. This is the
first time that the word dithyramb appears in surviving
Greek literature, though scholars are certain that
Archilochus was not the first Greek to use it. The
dithyramb was a song and dance in honor of Dionysus
at festivals where much wine was drunk. The Greeks
themselves did not know how the dithyramb developed.
Several Greek states claimed it as their invention, yet it
most likely developed among the Dorians who lived in
the Peloponnesos south of the Isthmus of Corinth.

CONTRIBUTION OF ARION. In Herodotus’s Histo-
ries (c. 425 B.C.E.) there is an account of the creation of
the dithyramb. During the years 627-587 B.C.E., the city
of Corinth was ruled by a tyrant called Periander, and
at his court was Arion, the most distinguished musician
of his day. It was he who Herodotus credits with the cre-

ation of the dithyramb. He also wrote that Arion coined
the term dithyramb and instructed choirs in Corinth how
to petform it. There were choruses of song and dance in
honor of gods and heroes before Arion created dithyra-
mbs; in Corinth’s neighbor to the west, Sicyon, there
were “tragic choruses” performed every year in honor of
Sicyon’s legendary king, Adrastus, and they were very
ancient. Modern scholars suspect that the word
dithyramb itself was not Greek, and an ancient form of
the dithyramb may have predated the immigration of
Greek-speaking people into Greece. Under Arion’s di-
rection, however, the dithyramb was probably given
form and structure—henceforth it would be sung by a
regular choir, and it would tell a story. The dithyrambs
performed before Arion were most likely an undisci-
plined performance of song and dance where the dancers
improvised folksongs about the heroes of old. Arion
added music that he composed, and choreography, and
probably it was he who established the traditional size
of the dithyrambic chorus at fifty dancers. Hence, Ar-
ion is most often credited by modern scholars as the in-
ventor of the classical Greek dithyramb.

NEw DIRECTION. Thespis was the leader of a
dithyrambic chorus in the Athenian village of Icaria, and
during the early 530s B.C.E., he made an innovation in
the production of the dithyramb which had far-reaching
consequences. When his choir performed at the local fes-
tival in Dionysus’ honor, he took a solo part. Before
Thespis, the choir sang a story from the Heroic Age of
Greek mythology, and danced to the accompaniment of
a piper. Thespis, however, stepped forward and assumed
the role of the hero, singing antiphonally with his choir
in a kind of musical dialogue, all the while gesturing with
his hands to add to the drama of the tale. Then, in 534
B.C.E., the tyrant of Athens, Pisistratus, established the
great festival of the City Dionysia. The villages outside
the city of Athens had celebrated festivals honoring
Dionysus long before this time, but now the city of
Athens itself had a festival that overshadowed them. Dur-
ing the festival a contest was held in which dithyrambs
were performed, usually with a dancing chorus re-
sponding to a soloist who also sang and danced. Thes-
pis’s innovation made dithyrambs very popular during
these festivals, but it also created an offshoot, tragic plays,
which in the generation after Thespis threatened to over-
take the dithyramb’s popularity.

CONTINUED DEVELOPMENT. The evolution of the
dithyramb continued in the late sixth century B.C.E.
Around 525 B.C.E., after the death of the tyrant Pisis-
tratus, a lyricist named Lasus came to Athens to enjoy
the patronage of Pisistratus’ younger son, Hipparchus.
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Following Arion’s example, he standardized the number
of choristers in the dithyrambic chorus in Athens at fifty,
and they sang to the accompaniment of several pipers
playing the aulos, not just one. It was thanks to Lasus
that a separate contest for dithyrambs was established in
Athens at the festival of the City Dionysia in 508 B.C.E.
The first winner of the contest was Hypodicus of Chal-
cis, and while his works have been lost, his background
has become important to scholars. Hypodicus was not a
native of Athens but the neighboring state of Chalcis on
the island of Euboea, proving that dithyrambic poets
were not merely a phenomenon of mainland Greece and
that these poets traveled from state to state, practicing
their profession.

ATHENIAN PRODUCERS. The date of the first
dithyrambic contest at the festival of the City Dionysia
is significant. Athens had driven out the tyrant Hippias
and adopted a democratic constitution which established
ten new “tribes,” political groups into which all citizens
were divided according to a complicated formula that
made certain that every tribe contained citizens from the
three regions of Attica: the city of Athens itself, the in-
terior of Attica where people lived in country villages,
and the coastal region. At the City Dionysia festival,
every tribe was expected to present two dithyrambs: one
performed by boys and the other by men. The citizen
who produced these dithyrambs in each tribe was a well-
to-do man who was chosen as choregus (leader of the cho-
rus), and his duty was to pay the poet who wrote the
dithyramb and the music for it, the choreographer who
taught the chorus their dance steps, and the musician
who played the double-reed instrument called the aulos,
as well as outfitting the fifty singers and dancers who
performed the dithyramb. It was no light expense, but
the choregus whose choir won received as a prize a tri-
pod, which was a kettle on three legs, the equivalent of
a cup given nowadays to a winning football or hockey
team, and he would build a monument to display it.
There was a street in Athens called the “Street of the
Tripods” which once was lined with choregic monu-
ments that displayed tripods won for dithyrambs,
tragedies, or comedies, each set up by the proud chore-
gus whose production had won the prize. The name of
the street survives to the present day, but all the choregic
monuments are lost, save one built by a choregus named
Lysicrates in 334 B.C.E. when his chorus won the prize
for the best dithyramb.

THE DITHYRAMBIC DANCE. Dithyrambs were
popular in Athens and soon they were staged in other
festivals as well as the City Dionysia. The performance
of the dithyrambs, however, seemed to be similar re-
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gardless of the location. The dithyrambic choir entered
the theater with a solemn march, and then sang as they
moved around the orchestra, now dancing in a circle
counterclockwise and then reversing and dancing
clockwise. The music and the poetry were most likely
more important than the dance. The performers ac-
companied their song with gestures that must have been
something like the stylized gestures of the dances of In-
dia. Having finished their song, the dithyrambic choir
moved out of the theater to a dance step, possibly a
march. As the fifth century B.C.E. wore on, the
dithyramb evolved towards a less austere and more emo-
tional performance. A fragment of a dithyramb by the
poet Pindar, better known for his “Victory Odes,” de-
scribes a frenzied dance, accompanied by tambourines
and castanets, which belonged to the rites of the god
Dionysus. The dancers toss their heads and shout, and
a dancer representing Zeus shakes his thunderbolt. The
type of music also changed; the dignified, simple Phry-
gian mode was replaced by elaborate flourishes and trills.
A dithyrambist named Cinesias who lived in the later
fifth century and early fourth century B.C.E. was re-
sponsible for some of these changes. What is known of
him comes mostly from his critics who did not like his
innovations, but scholars see that the dance of the
dithyrambs under his direction became a great deal more
lively. The comic poet Aristophanes, who was no ad-
mirer of Cinesias’ innovations, poked fun at Cinesias’
pyrrhic dances. In his comedy, The Clouds, Aristophanes
jibes that clouds have a particular fondness for writers
of dithyrambs, such as Cinesias, because their feet never
touch the ground and they are always prating about
clouds. Aristophanes was apparently referring to a
dithyrambic dance that had a great deal of leaping and
vaulting, and, on the basis of Aristophanes’ remarks,
some scholars have speculated that Cinesias must have
actually introduced pyrrhic dances or something simi-
lar into his dithyrambs.

LATER HISTORY. The majority of information that
survives on dithyrambs comes from Athens, but it is clear
from fragments of evidence that dithyrambs spread to
many parts of mainland Greece. They took place at Del-
phi, where the theater overlooking the temple of Apollo
is largely intact except for the stage building, and at the
festival of Apollo at Delos. At Epidaurus, the cult cen-
ter of the medicine god Asclepius, dithyrambs were per-
formed in the athletic and dramatic festival that was held
there every four years. By the second century B.C.E. how-
ever, the dithyrambs had given way to more tragic and
comedic performances, and few records of their perfor-
mances exist.
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View of the theater in Delphi, Greece, where dithyrambs were performed. PHOTOGRAPH BY HECTOR WILLIAMS. © HECTOR WILLIAMS.
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FoLk DANCES.

DANCES OF EVERYDAY LIFE. “Anyone who cannot
sing and dance in a chorus is uneducated,” stated Plato
in the Laws, which is a blunt reminder that dance was
part of Greek education. Dances played a large role in
everyday life. They belonged to folk tradition, and they

often had a religious or semi-religious basis. Mourners
danced at funerals. They can be seen on vase-paintings,
in long rows with hands placed on top of their heads in
a gesture of grief. There were also wedding dances. There
was no wedding ceremony as there is in the Christian
church, but after the families of the bride and groom
had worked out the details of the marriage agreement, a
chorus of young men and women escorted the bride and
groom to the groom’s house with dance and song. There
were usually two choirs—one of men and the other of
women—and since the dance was performed by torch-
light, it presumably took place after nightfall. Dances
marked the change of seasons, particularly spring with
its flowers and the return of the birds, for the Greeks
did not understand the migration of birds and their reap-
pearance each spring must have seemed almost magical.
There was a folk dance called the “Flowers,” where the
dancers divided into two groups, and as they performed,
one group chanted, “Where are my roses? Where are my
violets? Where is my lovely parsley?” and the other group
replied, “Here are your roses. Here are your violets. Here
is your lovely parsley.” There were also folk dances like
farandoles, where men and women danced together,
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hand in hand, forming a chain. A young man led the
chain, performing dance movements suitable for a virile
young male, and following him was a girl performing
modest dance steps proper for a decent young woman.
When banquets were given, there might be dancing en-
tertainment, and already in the fifth century B.C.E. a
well-to-do man who gave a banquet might hire profes-
sional dancers. In early Greece, however, dancing was
still amateur, and it was the guests themselves who

danced.

FOLK DANCING IN SPARTA IN HONOR OF OR-
THIA. In the fifth century B.C.E., Sparta was a militaris-
tic state which valued prowess on the battlefield above
all else. Compared to contemporary Athens, it was a
smaller, less advanced community. Yet two centuries ear-
lier, it was a center of dance and music, which attracted
famous musicians and choreographers such as Alcman,
Terpander, and Thaletas. Folk dances, however, were no
concern of these professionals, and consequently we are
ill-informed about them. For one type of folk dance,
where the dancers wore masks, there is only archaeolog-
ical evidence. About 700 B.C.E., a primitive temple was
built in Sparta by the banks of the river Eurotas and ded-
icated to the goddess Orthia—or to Artemis Orthia, for
by the classical period, Artemis had half-assimilated Or-
thia, though Orthia’s ancient cult remained largely un-
changed. A hundred years or so after the temple was
built, it was destroyed by a flood of the river, which
sealed the temple ruins under a thick layer of sand. The
temple was rebuilt about 550 B.C.E. and then a second
disaster, a raid by a barbarian tribe called the Heruls in
267 C.E., once again sealed in its remains below a layer
of rubble. In the late third century C.E., after the sanc-
tuary was restored, a small semi-circular theater was built
to seat tourists who came to Sparta to witness Spartan
youths being flogged, sometimes to death, which was
part of the ritual of Orthia’s cult. The result of these vi-
cissitudes was that the votive offerings made to Orthia,
and other remains having to do with the ceremonies at
the sanctuary as well, got some protection from the
depredations of time, and were preserved for archaeolo-
gists to discover in the twentieth century C.E. The finds
show that there were ancient folk dances by masked
dancers at the shrine of Orthia—ritual dances to begin
with, but then evolving into simple folk dances as time
erased the reasons for the rituals. Pipes for playing dance
tunes, made of animal bones, were found, inscribed with
dedications to Orthia, but the most distinctive feature
of the deposits was a series of masks made of terracotta.
They are reproductions of masks made of wood which
were actually used in dances, but wood rots in the damp
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carth, and the Spartans preferred to dedicate masks made
of more durable material. The dedications started at the
end of the seventh century B.C.E., but the great bulk of
them belong to the next century. The masks are fear-
some things, which makes it likely that the dances per-
formed in Orthia’s sanctuary were originally apotropaic—
that is, they were danced to drive away the malevolent
unseen powers that send plague or crop failure. The
masks must have become eventually like Halloween
masks, which once upon a time protected against the
spirits that prowled the earth on All Hallows Eve, but
lost their ritual meaning as time went on. It is uncertain
how long these dances continued in honor of Orthia, as
ancient literary sources yield no information about them.

THE DANCE OF HIPPOCLEIDES. Before dancing
became professionalized, the performance of solo folk
dances was an accomplishment of the well-bred young
Greek, and a man who disgraced himself on the dance
floor besmirched his character. Damon of Athens, a mu-
sic teacher of the fifth century B.C.E. who counted
Socrates among his pupils, asserted that song and dance
arose from the movements of the soul: noble dances gave
proof of noble souls and ignoble souls were reflected in
vulgar dances. The historian Herodotus, who published
his History about 425 B.C.E., relates a story which
demonstrates how dance revealed an ignoble character
of a man, and also illustrates the sort of dancing enter-
tainment one might have found in the banquet halls of
leading men in archaic Greece, when wine flowed freely
and guests made merry. The story focused on Cleis-
thenes, tyrant in the early sixth century B.C.E. of Sicyon,
Corinth’s western neighbor. He desired to find a suit-
able husband for his daughter, Agariste, so he made a
proclamation at the Olympic Games that any young man
who thought himself worthy to be his son-in-law should
come to Sicyon to enjoy his hospitality for a year and
after he had observed all of them carefully he would
choose one to be his daughter’s husband. A small bat-
talion of suitors arrived at Sicyon, and Cleisthenes
watched them closely, noting their athletic ability and
general decorum. The young aristocrat Hippocleides of
Athens headed his preferred list. When the time came
to announce the winner, Cleisthenes first entertained all
the suitors at a banquet, and after the banquet was over,
the suitors competed in mousike—song, dancing, and po-
etry—as well as public speaking. Hippocleides excelled,
surpassing all the other suitors, and he would have won
Agariste except that he got drunk. When it was his turn
to dance, he ordered the pipe-player to play the emmeleia,
a type of dance that choreographers used for Greek
tragedy; but Cleisthenes lived before the age of tragedy,
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and the emmeleia was probably not a graceful or so-
phisticated dance during this period. Cleisthenes was not
pleased by Hippocleides, but he said nothing. Then Hip-
pocleides had a table brought in, stood on it, and per-
formed a few Spartan jigs followed by Athenian ones.
Jigs, much like emmeleia, were considered low-class
dances at the time, yet Cleisthenes still said nothing,.
Then Hippocleides stood on his head and gestured with
his legs, in mocking of an acrobatic dance, a sign of great
disrespect, for it would have normally been performed
by someone much below the station of Hippocleides. At
this point Cleisthenes could contain himself no longer,
exclaiming, “Hippocleides! You have danced away your
bride!” Hippocleides replied, “What does Hippocleides
care?” which did nothing to change Cleisthenes’ estimate
of his character. Much learned effort has gone into at-
tempts to identify the dances that Hippocleides per-
formed. The Spartan jig may have been something like
the Gymnopaideia, which Spartan boys and men per-
formed naked, in which case Hippocleides stripped to
dance it. As for the Athenian dance that came next, it
may have been the kordax, the dance associated with Old
Comedy in Athens, with high kicks, somersaults, and
twists. Hippocleides’ retort to Cleisthenes, “What does
Hippocleides care?” became a proverb, meaning “So
what?”, and the general verdict of Greece was that Hip-
pocleides was a foolish young man whose drunken dance
cost him a good marriage, although he was undoubtedly
admired for his dedication to the dance.

THE FoLK FESTIVALS HONORING VICTORIOUS
ATHLETES. Greek athletes who won victories in the great
athletic contests of Greece—the Olympian, Pythian, Ne-
mean, or Isthmian Games—received only wreaths to
wear on their heads as prizes, but when they returned
home, they could expect a great deal more. Sometimes
a section of the circuit wall was temporarily demolished
to allow them to enter the city without having to go
through the city gates. They might receive meals at pub-
lic expense in the town hall for the rest of their lives,
which was a great honor. If they themselves were well-
to-do or came from a prominent family, they could com-
mission a poet to produce a victory ode. It could be a
lucrative commission, particularly if the victors belonged
to one of the great ruling families in Greek Sicily. The
sound and spectacle of a public performance by a great
poet is something that a modern reader of classical lit-
erature can capture only by relying on his imagination,
for the music that accompanied it is largely lost and early
Greek authors took dance for granted and only rarely
mentioned it. Sometimes a note in passing by an ancient
writer allows modern readers to conjure up a picture of

what the spectacle must have been like in these folk fes-
tivals where the citizens of the victorious athlete’s home-
town gathered to celebrate his victory. Famous poets
such as Pindar, Simonides, and Bacchylides appeared in
theaters, magnificently costumed, playing a kithara, the
ancestor of the guitar though it is usually translated as
“lyre,” and surrounded by dancers. The opening lines of
the victory ode which Pindar wrote for Hieron of Aetna
in Sicily, whose chariot was victorious in the chariot-race
in the Pythian Games held at Delphi, gives an example
of a typical poetic opening:

O lyre of gold, Apollo’s prized possession, shared

by the Muses with their violet crowns, you the

dancers heed as they start the revelry; your notes

direct the singers when to lead the dance whenever

the quivering strings give forth the first notes of the

prelude.

With these words, Pindar cued the dancers to begin as
he swept his hand over the strings of his 4ithara and pro-
duced the opening notes of his ode. For the fee that a
poet charged for a victory ode—in Pindar’s case they
were high—the poet not only wrote the poetry, he also
choreographed the dance, trained the dancers, and wrote
the music. Like all such poetry, it was written for a spe-
cial occasion, to be presented before a specific audience.
Pindar’s victory ode for Hiero—called his Firsz
Pythian—was performed before a large, patriotic audi-
ence in Hiero’s hometown of Aetna, and then performed
again on other occasions, as long as the citizens of Aetna
were willing to listen to praise of Hiero.
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DANCE IN THE THEATER

DI1ONYSIAN FESTIVALS. In Athens, there were three
days of tragedies and satyr plays, and one day of com-
edy produced at the great festivals of the City Dionysia
in March and the Lenaean Festival in January. In addi-
tion there were the festivals of Rural Dionysia, held in
honor of Dionysus outside Athens in the towns and vil-
lages of the countryside each December. The rural fes-
tival in Piraeus, the port town of Athens, was particularly
famous. The difference was, however, that whereas new
plays were presented at the festivals in Athens, the Rural
Dionysia festivals generally had older more familiar
plays. Tragedy, comedy, and satyr plays each had its own
dances. The main dance associated with tragedy was the
emmeleia, a term which covered a number of dance pat-
terns and postures. The dance of the satyr plays was the
stkinnis, performed by men costumed as satyrs, with
pointed ears, snub noses and the tails of goats or horses.
The dance of comedy was the kordax, noted for its ob-
scene gestures. The kordax was acceptable in the theater,
but in everyday life no decent person danced it unless
he was drunk. Evidence for these dances of the theater
comes partly from careful study of the plays that have
survived, from art and sculpture, and from references in
literature, many of them scattered through writings be-
longing to the period of the Roman Empire, when the
staple of the theater was the pantomime.

TRAGEDY AND THE CONTRIBUTION OF AESCHY-
LUS. The tragic poet Aeschylus was a great innovator in
drama production in the first half of the fifth century
B.C.E. He was one of the first playwrights to produce his
own material. He was also the first playwright to use two
speaking actors, and when Sophocles introduced a third
actor, he followed suit. He may not have been the first
to use painted scenery, but his scene painter was the first
to experiment with perspective. Moreover he took great
care to work out appropriate dances for the chorus in
his tragedies. Other tragic poets, it seems, used profes-
sional choreographers. Aeschylus did his own choreog-
raphy, and did it so well that he was remembered as the
first choreographer to train his dancers in schemata—ithe
poses, postures, and gestures appropriate to the words
and music that they sang. Though seven tragedies of
Aeschylus have survived and the words that his choruses
sang can be studied, little about the melodies or the
dances that accompanied the words is known.

THEORIES. Writing in the fourth century B.C.E., the
philosopher, musical theorist, and an alumnus of Aris-
totle’s Lyceum Aristoxenus of Tarentum wrote that there
were three important elements to choral lyric: poetry,

a PRIMARY SOURCE document

AESCHYLUS REINVENTS THE TRAGIC DANCE

INTRODUCTION: Athenaeus of Naucratis in Egypt, who
lived at the end of the second century c.e., wrote a
long, discursive work titled the Deipnosophistae or
“Clever Men at Dinner.” It pretends to recreate the
table talk of a banquet where twenty-four learned
men discourse on all manner of subjects. Cooking
is a favorite topic, but the conversation includes
some discussion of dancing. In fact, Athenaeus is a
major source for our knowledge of ancient dance,
for his reading was vast and he could quote authors
who are now only names. Here he comments on
Aeschylus’ dance innovations in the production of
tragedies in Athens of the early fifth century B.c.E.
The mention of the Phrygians in the excerpt below
refers to a tragedy of Aeschylus, now lost, which
dealt with the myth of the Trojan War.

Aeschylus, too, besides inventing that magnifi-
cence and dignity of costume which the Hierophants
and Torchbearers (of the Eleusinian Mysteries) emu-
late when they put on their vestments, also origi-
nated many dance-figures and assigned them to the
members of his choruses. For Chameleon says that
Aeschylus was the first to give poses to his choruses,
employing no dance instructors, but working out for
himself the figures of the dance, and in general tak-
ing upon himself the entire management of the
piece. At any rate, it seems that he acted in his own
plays. For Aristophanes, certainly (and among the
comic poets one may find credible information about
the tragedians) makes Aeschylus say of himself, “It
was | who gave new dance designs to the cho-
ruses.” And again: “l know about his Phrygians, for |
was in the audience when they came to help Priam
ransom his son who was dead. They made many
gestures and poses, this way and that way and the
other. ...”

SOURCE: Athenaeus, Deipnosophists. Vol. 1. Trans.
Charles Burton Gulick (London, England: Heinemann; New
York: Putnam, 1927): 93-95. Text modified by James Al-
lan Evans.

song, and dancing. All three of these aspects shared a
common rhythm, which meant that the meter a tragic
poet used for the odes sung by the chorus should iden-
tify something about the dancing which accompanied
the music and the poetry. For instance, if the poet used
a marching rhythm for the entrance of the chorus into
the orchestra of the theater, the chorus most likely
marched in step; if he used a more lyrical measure, the
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a4 PRIMARY SOURCE document

THE IMPORTANCE OF GESTURE

INTRODUCTION: Quintilian was a famous teacher of ora-
tory in Rome of the first century c.e. who was ap-
pointed to a salaried professorship of rhetoric by
the emperor Vespasian (69-79 c.t.). After he retired,
he wrote a book on oratory, the Institutio Orato-
ria, which covered everything an orator should
know, and among the topics was the proper use of
gestures. Quintilian was discussing oratory, not
dancing in the theater, but nonetheless the ges-
tures that an orator used to communicate his mean-
ing were, for the most part, the same gestures that
a dancer in the theater might use, and hence Quin-
tilian is an important witness to the science of
kheironomia. The following quotation is an excerpt
from a much longer passage on useful gestures for
the orator.

The following short gestures are also employed:
the hand may be slightly hollowed as it is when per-
sons are making a vow, and then moved slightly to
and fro, the shoulders swaying gently in unison: this
is adapted to passages where we speak with re-
straint and almost with timidity. Wonder is best ex-
pressed as follows: the hand turns slightly upwards
and the fingers are brought in to the palm, one af-
ter the other, beginning with the little finger; the
hand is then opened and turned round by a reversal
of this motion. There are various methods of ex-
pressing interrogation, but as a rule, we do so by a
turn of the hand, the arrangement of the fingers be-
ing indifferent. If the tip of the first finger touches
the middle of the right-hand edge of the thumb-
nail, the other fingers being relaxed, we shall have a
elegant gesture well suited to express approval, to
state facts and to mark off the points we are mak-
ing. There is another similar gesture with three fin-
gers folded which the Greeks nowadays use a great
deal, now with the right hand and now with the
left, to round off their arguments point by point. A
rather gentle movement of the hand expresses a
promise or assent, a swifter movement urges action
and sometimes expresses commendation. There is
also the well-known gesture if rapidly opening and
closing the hand to press home what we are saying,
but it is a common gesture rather than an artistic
one.

SOURCE: Quintilian, “Delivery Gesture and Dress,” in The
Institutio Oratoria of Quintilian. Vol. IV. Trans. H. E. Butler
(Cambridge, Mass.: Harvard University Press; London:
William Heinemann, 1922): 297-299.

chorus danced into the theater. There were tragedies,
too, where the chorus was already in the theater when
the action began, and in that case, presumably the fif-
teen choristers filed into the orchestra and took their po-
sitions quietly before the play started. By examining the
meter of the poetry, scholars can make an educated guess
as to whether the choreography was lively or sedate. If a
kommos (“dirge”) was sung, the chorus presumably made
gestures of mourning, for the literal meaning of the word
kommos is “beating,” as in “beating the breast,” which
was a gesture of grief. By and large, however, the
schemata, the poses of the dancers and the figures of the
dance, is unknown. One aspect of dance that only sur-
vived in Greek art work was called the kheironomia—
the art of gesture with the hands. Numerous vases and
sculptures show dancers making common gestures such
as the hand bent upwards—the hand is outstretched and
the fingers are bent backwards, away from the palm. The
hand itself could be held in many positions such as the
palm down, palm turned towards the dancer’s body, and
hand before the dancer’s face, and each position signi-
fied a different meaning. The Greeks and Romans both
considered gesture a significant instrument of commu-
nication, one that orators, for instance, had to master,
and hence it was also an important element of dance.
Telestes, a dancer whom Aeschylus used, was so great a
master of communicating with his arms and hands that
he could dance the whole of Aeschylus’ tragedy, Seven
Against Thebes, making the meaning clear by his gestures
and dance figures. Kheironomia can still be seen in Ori-
ental dances, such as the ritual dances of Cambodia, but
overall it has fallen out of the Western dance tradition.

THE CHORUS BEFORE AESCHYLUS. Aeschylus put
tragic dance on a new footing by inventing new schemata
(“choreography”) for the dance company, including the
twists, kicks, and other poses that the dancers performed,
but dance was an important part of tragedy before the
fifth century B.C.E. as well. The dithyramb from which
tragedy developed had choruses of fifty choristers, and
presumably the tragedy with which Thespis won first
prize at the City Dionysia of 534 B.C.E. had a chorus of
that number. At some point the chorus was reduced to
fifteen choristers; it was most likely reduced to twelve
first and then later increased by three, although the rea-
sons for this are unknown. Early poets such as Thespis,
Pratinas, Cratinus, and Phrynichus were all dancing in-
structors as well as tragedians. By the first decades of the
fifth century B.C.E. there was already a small corps of
trained dancers available for theater productions—semi-
professionals, but some of them immensely talented.
There were both artistic and economic reasons for re-
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ducing the size of the tragic chorus. The choregus—the
citizen who paid the costs of production—must have
preferred a chorus of fifteen to one of fifty because it was
less expensive, and the tragic poet preferred it because
fifteen well-trained dancers could perform the compli-
cated choreography which he arranged better than am-
ateurs, no matter how talented they were. Before
Aeschylus, dance appeared relatively undisciplined. This
can be seen in Aristophanes’ comedy, the Wasps, where
the old man Philocleon gets drunk and performs the old
dances of Thespis and Phrynichus. They are dances with
leaps and whirls and high kicks. This is nothing prim
and proper about them. Students of ancient dance have
found this evidence troubling, for it seems to indicate
that early tragedy, as it developed from the dithyramb,
was accompanied by dances that were much less orderly
and decorous than they were after Aeschylus’ reforms.
Scholars typically have not valued the evidence from
Aristophanes’ work, for he was a writer of comedies and
therefore may have exaggerated the old-fashioned dances
of early tragedy for comic effect. Yet there would be no
point to Aristophanes’ joke if the early tragedies before
Aeschylus were not remembered for their lively dances,
which were perhaps amateurish but very vigorous. Due
to this supposition, polished, well-choreographed dances
of Greek tragedy in the classical period do not precede
Aeschylus.

THE DANCE OF COMEDY. Comedy and satyr plays
both have their origins in the revels that were danced
and sung in honor of the Dionysus, the god of wine.
The word “comedy” must be connected with the Greek
word komos, meaning a “band of merry-makers”—rev-
elers who sang and jested as they danced through the
streets. Where and how comedy took form as a theatri-
cal presentation is much disputed, but in Athens it be-
came an official part of the City Dionysia in 486 B.C.E.
and it soon developed its own conventions. What is
known about “Old Comedy” is based largely on nine of
the eleven surviving plays of Aristophanes which were
produced during the Peloponnesian War (431-404
B.C.E.). His last two plays, produced after the war was
over, belong to “Middle Comedy”—a term which was
coined in the Hellenistic period after the death of Alexan-
der the Great in 323 B.C.E. to label the transition be-
tween “Old Comedy” and the situation comedies of the
“New Comedy,” where the chorus provided interludes
of dance and song between the acts, but played no role
in the play itself. The size of the chorus grew smaller; at
a performance in Delphi in 276 B.C.E. it was made up
of just seven choristers, and a century later, a comedy

performed on the island of Delos had only four.

Dance

THE STRUCTURE OF OLD COMEDY. “Old Com-
edy” plays had a six-part structure. First there was the
prologue where the protagonist outlined the plot, usu-
ally centered around an extravagant and impractical so-
lution to some current problem. Next came the parodos,
or entry of a chorus of 24 imaginatively costumed
dancers. Then came the agon, the contest or debate,
where the protagonist defended his brilliant solution
against objections from opponents and always won.
Then came the parabasis (“digression”) where the cho-
rus addressed the audience directly with song and dance,
and vented the spleen of the comic poet against various
prominent citizens. The song and dance of the paraba-
sis contained one long sentence called the pnigos
(“choker”) because it was to be uttered all in one breath,
and the actors whose breath control allowed them to per-
form it perfectly could expect numerous applauses. A
number of farcical scenes followed, separated by song
and dance performed by the chorus. Finally the merry
exodus, a scene of rejoicing usually leading up to a ban-
quet or wedding, was staged. The chorus exited danc-
ing. A good example of the use of dance in comedy can
be seen in the final scene of Aristophanes’ Ecclesiazusae
(The Women in the Assembly). Praxagora, the leader of
a coup of women who promulgate a new constitution,
witnesses her husband Blepyrus entering with a group of
dancing girls, on his way to a banquet to celebrate the
new constitution. The chorus leader orders the dancing
girls to dance, and Blepyrus to lead off with a fine old
Cretan-style jig, and chorus, dancing girls, and Blepyrus
all exit to the beat of the music.

THE KORDAX. In the parabasis of Aristophanes’
Clouds, produced in 423 B.C.E., the leader of the chorus
told the audience that this was a modest play: there
would be no kordax dance in it. The label kordax did
not refer to all the dances in comedy, but to a particu-
lar dance, which was performed solo—at least in the
sense that the dancers performed it independently, not
as members of a chorus line coordinating their move-
ments. [t was a suggestive dance, like the “bumps” and
“grinds” of dancers in modern-day butlesque theater.
The kordax-dancer rotated his buttocks and abdomen,
sometimes bending forward at the hips. The dancer
might also hop, as if his feet were tied together, or leap
into the air, or simply wiggle suggestively. Leaps and
whirls of all kinds were part of a kordax performance,
and it was performed to the music of the aulos which
must have had a timbre rather like the bagpipes. Proper
people did not dance the kordax. The philosopher Plato
thought it should be banned from the ideal state which
he described in his Laws.
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THE SATYRS’ DANCES. The dance that was char-
acteristic of the satyr play was the sikinnis—a dance
which was sometimes used in comedy as well. The orig-
inator of the satyr play was a dramatist named Pratinas
of Phlius, who presented plays in Athens at the start of
the fifth century B.C.E. It was a lively dance, with much
horseplay, rapid movements, and expressive gestures,
many of them obscene. Two satyr plays have survived,
including one by Euripides that includes a sikinnis. Eu-
ripides’ Cyclops is a burlesque of the tale of Odysseus in
the cave of the Cyclops that is told in the Odyssey of
Homer. In Cyclops, old Silenus comes on stage, and hav-
ing introduced the play, summons the chorus of satyrs.
He refers to their entrance as a sikinnis and so pre-
sumably they dance on stage. The satyrs have been cap-
tured by the Cyclops, Polyphemus, and made to tend
his flocks, and when they enter, dancing, they drag on
sheep and goats, though whether these animals are real
or imaginary is impossible to judge. However, the cho-
rus of satyrs in Cyclops only plays a secondary role, and
the text gives lictle hint as to what the choreography
was like. The role of Odysseus, however, has several so-
los accompanied by interpretative dance that gave splen-
did scope to the actor who played the role to display
his talents.
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DIONYSIAN DANCE

EcstaTIC DANCE. Dance and song were a part
of every religious festival, but in some, dance was an in-
strument with which the dancer could achieve a closer
communion with divinity by entering into a state of rap-
ture. The violent whirls and leaps of the dance brought
the dancer into a state of ecstasy. The goddess Cybele,
known as the Great Mother, whose cult center was in
Phrygia in western Asia Minor, was attended by eunuch
priests called Corybantes, devotees of the goddess who
castrated themselves with flint knives after dancing to
the accompaniment of cymbals and castanets until they
attained a state of utter rapture. Among the twelve
Olympian gods and goddesses of Greece, the nearest
counterpart of Cybele was Demeter, who presided over
the fertility of the earth, and the dances performed in
her honor were generally full of lively movements. In the
ancient festival of the Thesmophoria, which the women
of Athens held over a period of three days, one dance
that was performed was the oklasma. During the oklasma
a dancer crouched down, with her knees on the earth,
and then swiftly leaped up as high as she could from her
crouching position, trying to reach the perfect image of
the god to achieve rapture. It was the god of wine, Diony-
sus, who presided over the ecstatic dances that are best
known. Dionysus was accompanied by a thiasos—a com-
pany that parades through the streets singing and danc-
ing—and the thiasos of Dionysus was made up of
maenads (frenzied women) and satyrs. Dionysus and his
thiasos were frequent subjects for Athenian vase painters
working in the black-figure and red-figure techniques.

DEFINING THE MAENADS. The maenads were fe-
male devotees of Dionysus who went up into the moun-
tains and there engaged in a frenzied, ecstatic dance in
honor of the god of wine. Sometimes they caught wild
animals and tore them limb from limb with their bare
hands and ate the animals’ raw flesh. The myth of Diony-
sus relates that he was born in Thebes, the chief city in
Boeotia, the region of Greece northwest of the city-state
of Athens. His father was Zeus and his mother was
Semele, daughter of King Cadmus of Thebes, who was
destroyed by Hera’s jealous hatred. Once Dionysus was
fully grown, he made a campaign into India that lasted
two years and then returned in triumph to introduce his
new religion. For historians of religion, there is much
about the Dionysiac cult that is hard to understand.
Dionysus was a latecomer to Greek religion, as the myths
about him seem to suggest, for he was not originally one
of the Twelve Olympian Gods, and when he was added
to the list, he displaced Hestia, the goddess of the hearth.
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He was worshipped in the Mycenaean period, for his
name appears on the Linear B tablets found in the so-
called “Palace of Nestor” at Pylos, which was destroyed
in 1200 B.C.E. Apparently dance was an important part
of his cult. On Keos a prehistoric temple has been found,
which was erected in the fifteenth century B.C.E., and
continued in use for a thousand years. In it were the re-
mains of twenty terracotta statues, all of them women,
shown with their breasts bared and their hands resting
on their hips, resembling Dionysian dancers. An inscrip-
tion on a votive offering found in the excavation and dat-
ing to early classical times identifies Dionysus as the lord
of this sanctuary. The terracotta dancers indicate that
dance was an important part of the rites practiced in rev-
erence to Dionysus, and scholars have suggested that these
dancers were also priestesses of the cult of Dionysus.

MAENADS IN THE CLASSICAL WORLD. Diodorus
of Sicily, a Greek historian who wrote in the mid-first
century B.C.E., noted that in Boeotia and other parts of
Greece, as well as in Thrace, which stretched into mod-
ern Bulgaria and Romania, sacrifices were held every sec-
ond year in Dionysus’ honor to commemorate his
triumphal return from India. Consequently, in many
Greek cities, every other year, bands of women gathered
for rites that honored Dionysus. Diodorus called these
bands of women baccheia and the rites they performed
orgia (“frenzied dances”). These women of the baccheia
included not only unmarried girls but also respected mar-
ried women. The baccheia danced to the music of the
tambourine and the reed pipe known as the aulos, and
as they danced they flung their heads back and raised
the cry “euhoi” that sounded like “ev-hi.” Evidence from
literature and from temple inscriptions show that bien-
nial festivals of this sort took place in a number of cities,
such as Delphi, Thebes—which claimed to be Diony-
sus’ birthplace—Rhodes, and Pergamum, as well as
Mpytilene on the island of Lesbos. As part of the festival,
which always took place in midwinter, women would
climb a nearby mountain and there, during the night,
they would dance an oreibasia—a dance or procession in
the mountains. The rite involved real hardship and
sometimes danger. Plutarch, a writer in the second cen-
tury C.E., reported that at Delphi, for instance, a group
of women were cut off by a snowstorm at the top of Mt.
Parnassus and a rescue party had to be sent out to bring
them down the slopes.

THE EVIDENCE OF EURIPIDES’ BACCHAE. The
most graphic description that exists of the maenads comes
from Euripides’ play, the Bacchae or the Bacchants, as the
title is sometimes translated. It was written at the end of
Euripides’ life, while he spent the years 408—-406 B.C.E.

Dance

Roman relief of maenads or bacchantes dancing around a vo-
tive altar, from the 3rd century c.e. THE ART ARCHIVE/MUSEO
NAZIONALE TERME ROME/DAGLI ORTI.

>

in Macedon, and the play was not produced in Athens
until after his death. The plot tells how Dionysus returned
to his birthplace, Thebes, and there his new religion en-
countered resistance as it did at a number of places in
Greece. Dionysus brought with him a thiasos of maenads
from Phrygia in Asia Minor, who formed the chorus of
the play, and they danced into the theater orchestra to
the music of the aulos and the tambourine. The
Dionysiac rite is taking hold of the city. Pentheus, king
of Thebes, who had been away, arrives back home to find
maenads dancing on Mt. Cithaeron, and in the middle
of each group, a wine bowl added to the general intoxi-
cation. Pentheus’ own mother Agavé has joined the mae-
nads. Pentheus vows to put an end to this madness. A
herdsman arrives to describe the wild dance of the mae-
nads that he and his fellow herdsmen have witnessed on
the slopes of Mt. Cithaeron. Pentheus is persuaded by a
stranger who is the god Dionysus in disguise to go to see
the maenads himself, and when the maenads discover
him, they tear him to pieces. In the final scene, Pentheus’
mother Agavé enters, frenzied and blood-stained, bearing
Pentheus” head, which she imagines is a lion’s cub. She
has killed her own son in her madness, and as her mind
clears, she is overcome with horror. Dionysus has brought
tragedy on the royal house of Thebes.
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a4 PRIMARY SOURCE document

THE ECSTASY OF THE MAENADS

INTRODUCTION: According to Diodorus of Sicily, an historian
who wrote a Universal History in Greek in the reign of
the emperor Augustus (27 B.c.e.—14 c.E.), the god Diony-
sus made an expedition to India and after two years, he
returned with a great deal of booty, and he was, so the
story goes, the first Greek to celebrate a triumph seated
on an elephant. To commemorate his return, the Greeks
who lived in the region of Boeotia, where Dionysus was
born, and other Greeks as well, made sacrifices to him
every second year, and in some of the Greek cities, both
married and unmarried women would go up into the
mountainsides and act the role of maenads, women who
were Dionysus’ companions. We see them in Greek art,
dancing rapturous dances and carrying the thyrsos: a
wand wreathed with ivy and vine-leaves and with a pine
cone on top. The classic description of the madness of
the maenads is found in Euripides’ Bacchae, which tells
the myth of how Dionysus returned to Thebes in Boeo-
tia where he was born and the mother of the king
Pentheus and her sisters joined his throng of maenads.
Pentheus, however, resisted the new cult, and when a
herdsman pasturing his cattle on the mountainside
brought him a report of how the maenads, including his
own mother, Agavé, were dancing madly on Mt.
Cithaeron, he determined to go and see them himself.
They discover him and tear him apart, and in the final
scene, Agavé comes on stage bearing the bloody head
of her son whom she and her sisters, Autonoe and Ino,
had torn apart, thinking he was a lion’s cub. The excerpt
quoted below is from the speech of the messenger who
reports the madness of the maenads to Pentheus.

Our herds of pasturing cattle had just begun to as-
cend the steep to the ridge, at the hour when the sun
shoots forth his rays to warm the earth. | saw three bands
of women dancers; Autonoe was leader of the first choir,
your mother Agavé of the second, and Ino of the third.
They all lay in the sleep of exhaustion. Some were reclining
with their backs against branches of fir, others had flung
themselves at random on the ground on leaves of oak. ...

Then your mother rose up in the midst of the bac-
chants and called upon them to bestir their limbs from
sleep when she heard the lowing of the horned cattle.
The women then cast the heavy sleep from their eyes and
sprang upright, a sight of wondrous comeliness. There
were young women and old women and maids yet un-
married. First they let their hair fly loose about their
shoulders and tucked up their fawnskins, those whose
fastenings had become unloosed, and girt the speckled
skins about them with serpents that licked their cheek.
Others held gazelles in their arms, or the untamed whelps
of wolves, feeding them with white milk. These were
young mothers who had left their infants behind and still
had their breasts swollen with milk. Then they put on ivy
wreaths and crowns of oak and flowering morning glory.
One took her thyrsus and struck it against a rock, and
there sprang from it a liquid stream of water. Another
struck her thyrsus upon the ground and the god sent up
a fountain of wine for her. Those that had a desire for
snowy milk scraped the earth with the tips of their fin-
gers, and had rich store of milk. From the wands of ivy
there dripped sweet streams of honey. If you had been
there to see, you would have approached with prayers
the god whom you now revile. ...

[The herdsman then told how he and his comrades
tried to capture the maenads, and then found themselves
in danger.]

We fled and escaped a rending at the bacchants’
hands. But, with naked, unarmed, hands, the women at-
tacked the heifers that were grazing on the grass. You
could see one holding wide the legs of a well-fed calf
which bellowed and bellowed. Others rent heifers apart.
You could see the ribs and cloven hooves tossed here and
there, and pieces smeared with gore hanging from the
firs, dripping blood.

SOURCE: Euripides, The Bacchants, in Ten Plays by Euripides.
Trans. Moses Hadas and John McLean (New York: Bantam
Books, 1981): 296-297.

THE DANCE OF THE MAENADS IN HISTORICAL
TIMES. Euripides’ Bacchae has haunted the study of the
maenads’ dance, and the speech of the herdsman that
describes it is a classic account. It appears, however, that
in most places where the biennial festival of Dionysus
was celebrated, the rites of the maenads were not spon-
taneous explosions of dancing. They cannot be com-
pared with the outbursts of dancing madness that
affected communities in Europe from the fourteenth to
the seventeenth century, when people danced until they
dropped. Nor was it the same as the tarantella, the

whirling dance for couples from south Italy, danced to
six/eight time, which was thought to be a cure for a
nervous disorder known as tarantism. Rather the orgia
seem to have been carefully regulated, and they were
restricted to certain groups. The women who danced
in the orgia played the role of maenads briefly and then
returned to their everyday existence, which for many of
them must have been humdrum. The maenads’ dance
in Euripides’ Bacchae, culminating in the tearing apart
of a victim, is mad and primitive, and Dionysus is a
ruthless god, but to judge from the number of repre-
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sentations in Greek art it was a dance that haunted the
Greek imagination.
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PROFESSIONAL DANCERS

DEFINING PROFESSIONALS. The dividing line be-
tween the amateur and the professional dancer in ancient
Greek society is not an easy one to draw. The first trage-
dian, Thespis, was not only a dancer but he also taught
dance, and so did all the early tragic poets. Sophocles re-
ceived instruction from Lamprus, a famous teacher of
dance and music who was also well-known for his ab-
stention from wine, which was unusual among the prac-
titioners of mousike—music, dance, and poetry. Even the
tragic poet Aeschylus, who did his own choreography,
used the services of a dancing master. Yet even though
choristers and dancing masters might be paid, they were
considered non-professional. The fifty men who sang and
danced the dithyrambs in Athens did not dance full-time,
meaning they had other occupations that represented
their primary work and so were not considered profes-
sional dancers. Dancers who entertained at banquets fell
into a very different social category. Professional dancers
and musicians were available for hire, and typically had
a low social status. By the late sixth century B.C.E., con-
temporary literature tells of professional auletrides (“flute-
girls”), except that their instrument was not the demure
flute but a reed instrument which was the ancestor of the
oboe. There were training schools for auletrides, but it
was not their skill with the aulos that was their greatest
attraction to audiences. They were also courtesans and
prostitutes; by the fourth century B.C.E., the word auletris
was almost a synonym for a cheap prostitute. Hiring
dancers for entertainment at the lavish banquets given
by wealthy hosts was a common occurrence in the Greco-
Roman world. The Roman writer Pliny the Younger,
who lived under the emperors Domitian (r. 81-96 C.E.)
and Trajan (r. 98-117 C.E.), wrote to a friend, chiding

Dance

him for failing to come to a banquet that Pliny had given,
and listing the delights he had missed, among them danc-
ing girls from Cadiz in Spain. Xenophon, Socrates’ dis-
ciple, described a symposium that Socrates attended
where the entertainment was provided by a troupe of
dancers and musicians headed by a Syracusan dancing-
master who hired them out. Both the musicians and
dancers described in the accounts of Pliny and Xenophon
were most likely slaves. Among the entertainments that
they offered was a sword dance performed by a female
acrobat, and a mime telling the myth of Dionysus and
Ariadne, danced by a girl and a handsome boy. Both of
these dancers would not only perform for their dance
master, but would also share his bed. The life of profes-
sional dancers was harsh and, except for a lucky few, they
were at the bottom of the social scale.

THE DIONYSIAC GUILDS. Sometime very early in
the third century B.C.E., the actors, dancers, and musi-
cians in Athens formed a synodos (“guild”). It may not
have been the first such association, for there is some
reason to think that the earliest actors’ guild was formed
in Hellenistic Egypt, where it was imposed on the ac-
tors by the government. In any case, the Athenian guild
was the first in mainland Greece, and it was soon fol-
lowed by the Isthmian guild centered in Corinth, and
by others, until there were six in all, including one for
the Greek cities in southern Italy and Sicily. They en-
gaged in an astonishing range of activities: they ex-
changed gifts and honors with cities and kings, they
secured tax-exemptions and front row seats in the the-
ater for their members, and organized festivals. Travel in
the Hellenistic world was insecure, for the numerous
poor had turned to robbery, and the roads were infested
with highwaymen and the sea-lanes with pirates. Hence
the guilds negotiated the right to asylia—the right of safe
passage from city to city. The rights of the Athenian
guild were recognized officially after 274 B.C.E. by the
Amphictionic League, an inter-state organization based
at Delphi which was the association closest to a “United
Nations” that Hellenistic Greece knew. The Dionysiac
troupes of professional artists moved from place to place,
and even small towns built stone theaters. In addition
to theaters, they built odeons—music halls with roofs so
that a rainstorm need not interrupt a performance. Per-
icles built one in Athens during the fifth century B.C.E;
it was a square building with its roof supported by a for-
est of columns, but later odeons look like small theaters
with roofs that must have been made of wood. Their in-
teriors were too dark for productions of tragedy and com-
edy, but lamps could provide enough lighting for music
and dance. The music hall at Pompeii in southern Italy,
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A DANCER ENTERTAINS AT A BANQUET IN
ATHENS

INTRODUCTION: The Symposium by Xenophon describes a ban-
quet attended by Socrates which took place just after the
athletic festival of the Great Panathenaea of 421 B.C.E.,
which the wealthy Athenian Callias gave for his boyfriend
and his father, to celebrate the boy’s victory in the
wrestling match. Xenophon wrote his Symposium some
forty years after it was held, and so it is not likely that
it is a completely accurate account, though he claims to
have attended the banquet himself. However, his ac-
count is of the entertainment offered by a troupe of mu-
sicians and dancers belonging to an unnamed master
from Syracuse in Sicily. The performers were probably
slaves, and their master probably a pornoboskos, or pimp,
who hired out the performers for entertainment and sex-
ual favors when his customers demanded it.

When the tables had been taken away and the
guests had poured a libation and sung a hymn, a man
from Syracuse came in to provide some merry-making. He
had with him a girl skilled at playing the pipes, and a
dancing girl, one of those who could perform amazing
acrobatic stunts, as well as a very handsome boy who
was a gifted player of the kithara and a brilliant dancer.
The Syracusan master of the troupe made money showing
them off. Now the girl pipe-player played a piece to the
guests, and the boy played his kithara and everyone
agreed that both had given a satisfactory performance

The conversation in the room then continues until
Socrates points out that the dancing girl is ready to per-
form.

Thereupon the girl who played the pipes began to
play a tune, and a boy who attended the dancer handed
her hoops up to the number of twelve. The dancer took
them and as she danced, she threw them spinning round
into the air, making note of just how high she had to
throw them so as to catch them in regular rhythm.

As Socrates watched the performance, he remarked
that it showed that women were in no way inferior to
men, and hence any of the banqueters who had wives
should not hesitate to educate them. Socrates was asked
immediately why, then, he did not practice what he
preached on his own wife, Xanthippe, who was notori-
ously bad-tempered, and Socrates replied that horsemen
practiced their skill on spirited horses, not on docile ones.
Then the banqueters turned their attention back to the
acrobatic dancer.

Next there was a hoop brought in and set in the
middle of a circle of upright swords. Then the dancer
turned somersaults over these swords into the hoop and
then out in the opposite direction. The onlookers were
worried that she might suffer some mishap, but she car-
ried out this performance, boldly, suffering no harm.

SOURCE: Xenophon, Symposium. 2.1-11. Translated by James
Allan Evans.

which was built just after 80 B.C.E., has the design of a
small Roman theater, with a low, narrow stage, and the
groove in the stage where the curtain wound down can
still be seen.

THE POPULARITY OF THE DIONYSIAC ARTISTS.
The first century and a half after the death of Alexander
the Great (323 B.C.E.—14 C.E.), the city of Rome had a
large population of under-employed or unemployed, and
Augustus knew how important it was to keep the mob
happy. There is a story reported of Augustus which told
that in 17 B.C.E., when some citizens were irritated at
the strict morality laws which Augustus promulgated, he
allowed the officials in charge of the festivals to spend
three times the amount on them authorized by the trea-
sury, and permitted the popular dancer Pylades to re-
turn to Rome, even though he earlier had been banished
for sedition. He did chide Pylades for his noisy rivalry
with the dancer Bathyllus, however, to which Pylades
replied that if the people spent their time with dancers
it was Augustus who gained. Pylades recognized the value

of dance in diverting the attention of the mob from the
failings of the government.
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DANCE IN ROME

THE INFLUENCE OF ETRURIA. The city of Rome
in 364 B.C.E. was suffering from a plague. Believing the
plague to be the result of the anger of the gods, the Ro-
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Wall painting from a tomb at Ruvo di Puglia, Italy, showing a funeral dance. © MIMMO JODICE/CORBIS. REPRODUCED BY PERMISSION.

mans brought in Etruscan dancers in an effort to appease
the gods and gain some relief from the plague’s devas-
tation. The Etruscans danced to the music of the aulos,
the precursor to the oboe, without any songs or gestures,
but their graceful movements entranced the Romans,
who began to imitate them. There is much about the
Etruscans which is still a mystery—the riddle of their
language has not yet been solved—but in the ancient
world, they were known for their love of luxury, to which
the paintings found in their tombs of the magnificence
of their festivals and banquets can attest. In one tomb,
the Tomba dei Cacciatori (Tomb of the Huntsmen), men
dance in the open air, most of them nude except for a
loincloth. They are shown separated from each other by
trees or shrubs, dancing wildly to the music of the
double-aulos. In another tomb, the Tomba delle leonesse
(Tomb of the Lionesses), a naked man is shown danc-
ing opposite a scantily-clad woman. On opposite walls
of the Tomba del Triclinio (Tomb of the Dining Couch),
there are two groups of five dancers each, alternating in
gender. In one corner, a musician plays the double-aulos,
and in the other, a man plays the lyre. Another tomb
shows a man apparently dancing in armor to the music
of the aulos. Like the Greeks, the Etruscans knew the
pyrrhike (“war dance”) or something like it.

RoMAN ATTITUDES TOWARDS DANCE. Roman
character had a strong ascetic streak. The Etruscans may
have introduced Romans to the dance, but it retained
the reputation of a foreign import for years after. Plato
may have said that a man who did not know how to
dance was uneducated, but Plato was a Greek, and his
Roman contemporaries would have thought the senti-

ment ridiculous. The art of the dance did eventually
come to Rome along with the rest of Greek culture, but
for the Romans, dancing always remained entertain-
ment. It was never part of a Roman’s formal education.
By the end of the third century B.C.E., upper-class Ro-
mans did start to send their children to dancing-masters
for lessons, and in the first half of the second century
B.C.E., while Greece itself was falling under Roman dom-
ination, Greek dancers, most of them probably brought
to Rome as slaves and then freed, set up dancing-schools.
From the Roman perspective, the creation of dancing
schools gave dance a status far beyond that of mere en-
tertainment, and its possibilities for the corruption of
character led to a backlash against this art form. In the
middle of the second century B.C.E., Scipio Aemilianus,
a Roman aristocrat who generally admired Greek cul-
ture, moved to close the schools down, but his success
was short-term at best. Yet Scipio’s view of dance per-
sisted in Roman culture into the first century B.C.E.: it
was permissible for Romans to know how to dance, but
knowing how to dance expertly was a symptom of de-

pravity.

NATIVE DANCES OF ROME. Nonetheless there were
dances native to early Rome. One called the bellicrepa
was supposedly instituted by Rome’s founder, Romulus,
and was a dance in armor performed by warriors drawn
up in battde ranks. The cult of the god Mars Ultor
(“Avenger”) involved dances by armed men, and on a
number of surviving medals and gems, as well as one
bronze statuette, there are representations of Mars danc-
ing. There were also ancient priestly brotherhoods with
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“The Dancing School,” detail of red-figure vase, 5th-century
B.C.E., Greece. Teacher is playing the double-aulos; a kithara
hangs on the wall in the background. THE ART ARCHIVE/MUSEO
PROVINCIALE SIGISMONDO/CASTROMEDIANO LECCE/DAGLI ORTI.

ricual dancers. The best-known are the Salians, priests of
Mars Gradivus (“Marches Forth to War”) who, accord-
ing to tradition, were established by Romulus’ successor
as king of Rome, Numa. They wore helmets and breast-
plates over embroidered tunics, and they carried swords
and the sacred shields of Mars. To the music of trum-
pets they paraded through the city of Rome, making
stops at places hallowed by religion, and there perform-
ing the Salian dance. They shuffled from left to right,
then from right to left, and all the while they beat the
earth with their feet and made leaps into the air as they
beat their shields. The Roman historian Livy mentions
another ancient dance performed to propitiate Juno in
207 B.C.E., during the long and difficult Second
Carthaginian War. Twenty-seven young girls made their
way to the forum while singing a hymn, and there they
took hold of a rope and danced with it through the streets
on their way to the temple of Juno. Ancient rope dances
were also found in Greece; a fragment of a Mycenaean
fresco shows men wearing donkey-headed masks in pro-
cession carrying a rope.

INTRODUCTION OF PANTOMIME. The historian
Zosimus, who wrote in Greek in the reign of the em-

a4 PRIMARY SOURCE document

DEATH OF A ROMAN IMPRESARIO

INTRODUCTION: Excavations which took place under St.
Peter’s basilica in the Vatican in the 1950s have
turned up an ancient cemetery which was once on
the Vatican hill before the emperor Constantine
built a church there over the tomb of St. Peter. Nu-
merous mausoleums, burial urns and inscriptions
marking the graves of the dead have been found
there, among them the one quoted below. Aure-
lius Nemesius was evidently the master of a troupe
of pantomime dancers. The date of the inscription
is uncertain but sometime in the third century c.e.
is likely.

To Aurelius Nemesius, spouse most dear and
well-deserving, who lived 53 years 9 months 11
days, who won the highest praise for his art served
as master of chorus, dance and pantomime. To him
his wife Aurelia Eutychiane has dedicated and
erected [this stonel].

SOURCE: “Tombstone of an Impressario,” in The Empire.
Vol. 2 of Roman Civilization: Selected Readings. Ed. Naph-
tali Lewis and Meyer Reinhold (New York: Columbia Uni-
versity Press, 1990): 145.

peror Theodosius II (408-450 C.E.) on the decline of
Rome from the time of the first emperor Augustus (r.
27 B.C.E.—14 C.E.) to his own day, has little to say about
Augustus, but he does note an important development
in dance that occurred during Augustus’ reign.

In those days the pantomime dance was introduced,
which did not exist earlier. Pylades and Bathyllus
were the first to introduce it, though there are other
reasons too for the many evils that have survived
up to the present day.

Zosimus was still a pagan writing at a time when the pa-
gan religion had become a small minority in a largely
Christian empire, but he reflected the old-fashioned be-
lief that the decline of Rome was caused by moral de-
cay, and dancing was a symptom of decay. The old
Roman attitude towards dance died hard. Pliny the
Younger, a writer of elegant letters in the later first cen-
tury C.E., commented in one of his letters on the death
of an eighty-year old woman, Ummidia Quadratilla, who
owned a troupe of pantomime dancers, and enjoyed their
performances more than was proper for a woman of her
social station. She did not allow her grandson to see
them—to that extent she remained faithful to the old
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a PRIMARY SOURCE document

LUCIAN OF SAMOSATA ARGUES THE VIRTUES
OF THE PANTOMIME DANCE

INTRODUCTION: Lucian of Samosata in Syria who lived in the
second century c.e. wrote essays and dialogues often
from the viewpoint of a satirist, but his dialogue on danc-
ing is a serious vindication of the pantomime. He imag-
ines that a fan of pantomimes is talking with a Cynic
philosopher who scoffs at them, but is eventually won
over. The dialogue was probably written in Antioch in
the years 162-165 c.e. when the emperor Lucius Verus,
until his death in 168 the colleague of Marcus Aurelius,
and an aficonado of pantomimes, was in Antioch osten-
sibly leading a campaign but actually enjoying the de-
lights of the city. In this passage, Lucian compares the
pantomime to contemporary productions of tragedy.

As far as tragedy is concerned, let us form our first
opinion of its character from its outward appearance.
What a repulsive and at the same time frightful spectacle
is a man tricked out to disproportionate stature, mounted
upon high clogs, wearing a mask that reaches up above
his head, with a mouth that is set in a vast yawn as if he
meant to swallow up the spectators! | forebear to speak

of pads for the breasts and pads for the paunch to make
himself look obese so that his body will not be too slen-
der in proportion to his height. Then, inside the costume
is the actor himself shouting his lines, bending forwards
and backwards, sometimes even singing the poetry,
and—this is really shameful— making a song out of his
misfortunes.

[Lucian gives some examples of ridiculous tragic per-
formances, and then contrasts them with pantomime.]

On the other hand, there is no need for me to say
that the dancer is seemly and becoming, for it is clear to
everyone who is not blind. The mask itself is very attrac-
tive and suitable to the theme of the dramatic presenta-
tion. Its mouth is not wide open like the masks of tragedy
and comedy, but closed, for the pantomime artist has
many actors to take the speaking parts for him. In the
past, to be sure, the pantomime artists did both sing and
dance. But when their panting as they danced interfered
with their singing, it seemed better that others should
sing for them.

"

SOURCE: Lucian, “The Dance,” in Lucian. Vol. 5. Trans. A. M.
Harmon (Cambridge, Mass.: Harvard University Press, 1936):
239-243. Text modified by James Allan Evans.

Roman view that dance corrupted the youth. Since Qua-
dratilla was enormously wealthy, she could afford to have
her pantomime troupe put on private performances for
her own entertainment, but by that time Rome had per-
manent theaters built of stone—the first of them opened
in 55 B.C.E., long after many towns in Italy had them—
and it was pantomime dance rather than tragedy and
comedy that filled them.

ANTECEDENTS OF PANTOMIME. Before pantomime
was invented, there was mime. In Greece, a mime was
a short dramatic skit that could be sung and danced on
stage. The banquet which Socrates attended after the
Great Panathenaic festival of 421 B.C.E., which
Xenophon described in his Symposium, was entertained
by a mime in which two dancers performed the story of
Dionysus and Ariadne. Ariadne, daughter of King Mi-
nos of Crete, helped Theseus escape the Minotaur and
accompanied him on his homeward voyage as far as the
island of Naxos where he deserted her, and Dionysus ar-
rived to make her his bride. This mime seems to have
had at least some of the features of the later pantomime.
The subject was a tale from mythology, which was the
stock-in-trade of pantomime. Mimes came to Rome in
the third century B.C.E., where they became very popu-
lar, and they covered a wide range of subjects. Women

regularly appeared in them as mimae (“mime actresses”)
as well as men. One popular feature of the festival known
as the Floralia (Flower Festival) was a mime in which
mimae appeared naked. The masses loved mimes, and
Roman emperors favored them. The emperor Domitian
(r. 82-96 C.E.) catered to the bloodthirsty taste of the
Roman public by ordering a genuine crucifixion inserted
into a mime. Troupes of mime artists, some owned by
impresarios who were mime performers themselves,
toured the towns and cities of the empire, and played in
the local theaters at festivals which well-to-do local citi-
zens financed to advertise their public spirit. By the time
of the late Roman Empire, it was hard to distinguish be-
tween mime and pantomime, and the Christian church
frowned on both of them. In 22 B.C.E., however, two
pantomine artists, Pylades and Bathyllus, invented the
Roman pantomime, and whatever its antecedents, it was
recognized as something new.

DESCRIBING PANTOMIME. Pantomime created a
new kind of dance performance by marrying three arts:
song, music, and mime. Song and dance had been part
of Roman theatrical productions ever since the first play-
wright, Livius Andronicus, produced plays in Rome.
Livius Andronicus had lost his voice singing, and his au-
dience allowed him to mime the songs while a boy sang

Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.) 73



Dance
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THE PANTOMIME DANCER, PYLADES

INTRODUCTION: Macrobius, the author of the Saturnalia from
which this excerpt is taken, lived at the end of the fourth
century c.E., and we know little about him, except that
he was not a native of Italy—he may have come from
Africa. However he was deeply attached to the tradi-
tions and literature of ancient Rome at a time when they
were under threat. In his Saturnalia, he imagines the
leaders of Roman society of his day, many of them still
pagans or at least sympathetic to paganism, gathered
for the festival of the Saturnalia in December, and their
conversation ranges over various antiquarian topics,
such as dancing, indigestion, and drunkenness, among
others. In the passage quoted below, Macrobius looks
back four centuries before his own day to Pylades, the
dancer who, along with Bathyllus, revolutionized the
pantomime in the reign of the emperor Augustus
(27 B.C.E.—14 C.E.).

Having once begun to talk about the stage, | must
not omit to mention Pylades, a famous actor in the time
of Augustus, and his pupil Hylas, who proceeded under
his instruction to become his equal and his rival. On the
question of the respective merits of these two actors pop-
ular opinion was divided. Hylas one day was performing a
dramatic dance the closing theme of which was The
Great Agamemnon, and by his gestures he represented
his subject as a man of mighty stature. This was more
than Pylades could stand, and from his seat in the pit he
shouted, “You are making him merely tall, not great.”
The populace then made Pylades perform the same dance
himself, and, when he came to the point at which he had

found fault with the other’s performance, he gave the
representation of a man deep in thought, on the ground
that nothing became a great commander better than to
take thought for all.

On another occasion, when Hylas was dancing Oedi-
pus, Pylades criticized him for moving with more assur-
ance than a blind man could have shown, by calling out:
“You are using your eyes.”

Once, when Pylades had come on to dance Hercules
the Madman, some of the spectators thought that he was
not keeping to action suited to the stage. Whereupon he
took off his mask and turned on his critics with the
words: “Fools, my dancing is intended to represent a
madman.” It was in this play too, the Hercules Furens,
that he shot arrows at the spectators. And when, in the
course of playing the same part in a command perfor-
mance at a banquet given by Augustus, he bent his bow
and discharged arrows, the Emperor showed no annoy-
ance at receiving the same treatment from the actor as
had the populace of Rome.

He was said to have introduced a new and elegant
style of dancing in place of the clumsy fashion popular in
the time of our ancestors, and when asked by Augustus
what contribution he had made to the art of dancing, he
replied, in the words of Homer,

The sound of flutes and pipes, and the voices of
men.—1Iliad 10.13.

SOURCE: Macrobius, The Saturnalia. Trans. Percival Vaughan
Davies (New York and London, England: Columbia University
Press, 1969): 183-184.

for him. In pantomime, song was provided by a choir,
not a solo performer. The piercing notes of the double-
aulos had provided the music in the past, but Pylades
added more instruments. Pantomime musicians soon de-
veloped into an orchestra, with musicians playing the au-
los, the panpipes, cymbals, 4ithara (a kind of lyre), the
lyre, and the trumpet. The conductor of the choir
marked out the beat with a scabellum (“iron shoe”)—a
clapper with a sound-box which could be worked with
the foot. While the choir sang and the orchestra played,
the pantomime artist mimed the plot of the drama. He
used masks, but unlike the masks used by a tragic or
comic actor which had a gaping mouth to allow the ac-
tor’s voice to project, the pantomime masks had closed
mouths, for the pantomimus (“pantomime actor”) did
not speak. Behind him stood an assistant who might be
an actor with a speaking part, but he also gave the pan-

tomimus help when needed—when the pantomimus
switched roles, he changed masks, and a little assistance
was sometimes necessary. The favorite plots of pan-
tomimes were taken from mythology and the audiences
were familiar with them.

THE GREAT PLAYERS. Two great pantomimi were
associated with the invention of the new pantomime: Py-
lades, an ex-slave of the emperor Augustus, and Bathyl-
lus, an ex-slave of Augustus’ minister of public relations,
Maecenas, who also supported a stable of writers. They
may have cooperated in the introduction of this new en-
tertainment around 22 B.C.E. The performances of Ba-
thyllus were more joyous and light-hearted performances
than those of Pylades, and his dances were livelier. Py-
lades created the tragic pantomime: a spectacle with
choir, full orchestra, scenery, and even a second pan-
tomimus when the plot demanded it. Both Pylades and
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Bathyllus had enthusiastic supporters who sometimes
fought pitched battles in the streets. The emperor Au-
gustus even banished Pylades from Rome for a period
but relented and allowed him to return in 17 B.C.E. at
a time when the emperor’s popularity was sagging. For
the Roman masses, the recall of Pylades made up for
other measures that were unpopular.

THE STARS. The rivalry between the stars of the
pantomime was intense. Pylades quarreled not only with
Bathyllus, but also with a pupil of his, Hylas, whose tal-
ent on stage challenged his master’s. Pylades became
wealthy. He owned his own troupe of pantomimes and
in 2 B.C.E. he financed a festival himself, though by that
time he was too old to perform, and sat in the audience.
The emperor Nero, who had ambitions as a pantomime
dancer himself, killed a pantomimus named Paris because
he thought him a rival. The names of great pantomime
dancers lived on, for later dancers assumed them, hop-
ing to inherit some of their fame. There was a Paris in
Nero’s reign, another in the reign of Domitian (81-96
C.E.) and another in the reign of Lucius Verus (161-169
C.E.), co-emperor with Marcus Aurelius. Five pan-
tomime dancers with the name of Pylades can be traced,
and six with the name of Apolaustus. By the time of the
fourth century C.E., women were dancing in pan-
tomimes. They had always played in mimes, and the dis-
tinction between the two was breaking down. In the sixth
century C.E. the empress Theodora (527-548) was a pan-
tomime dancer in her youth in Constantinople, which
was by then a Christian city, and respectable women
could not attend the theater. Yet once Theodora became
empress, she did not forget her old friends in the the-
ater. They were welcome as her guests in the imperial
palace, and she arranged good marriages for their daugh-
ters.
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SIGNIFICANT
PEOPLE

in Dance

ARION
c. 650 B.C.E.—c. 590 B.C.E.

Musician

Choreographer

THE FAME OF ARION. Arion was a master of
mousike—dancing, poetry, and music—whose major pe-
riod of activity was in the last half of the seventh cen-
tury B.C.E. His fame has lived on, although none of his
poetry has survived. He was a native of Methymna, a
city-state on the island of Lesbos off the west coast of
Turkey, but he spent much of his life at Corinth, where
his patron was the tyrant Periander. During Periander’s
forty-year reign, Corinth was a brilliant center of art and
culture, and among the artists attracted to his court was
Arion.

ARION AND THE DITHYRAMB. The dithyramb was
a choral hymn, accompanied with dance, that was sung
in honor of the god of wine Dionysus, and exactly what
the music and dance were like before Arion is unknown.
Arion’s contribution was to give the dithyrambic choir
a fresh organization. He was responsible for setting the
number of choristers at fifty, and he himself composed
dithyrambs and taught choirs in Corinth to perform
them. Oxen were prizes given to the winning choirs, and
the sacrifice of the prize oxen was part of the festival.
From Corinth, the dithyramb was brought to Athens
where its development is connected with an equally shad-
owy figure, Lasus of Hermione who was born around
548-547 B.C.E. Aristotle claimed that Greek tragic
drama developed from the dithyramb.

ARION AND THE DOLPHIN. Arion was almost more
famous for his adventure with a dolphin than for his
contributions to dance and music. The story goes that
he took a sabbatical from Periander’s court and made a
tour of the Greek cities in Italy and Sicily, where he made
a great deal of money. When it was time to return to
Greece, he chose a Corinthian vessel for the voyage be-
cause he trusted the Corinthians more than any others.
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The sailors knew that he had a good deal of money, how-
ever, and they plotted to take it and throw Arion over-
board. Arion begged them to take his money but spare
his life, and when he could not persuade them, he asked
to be allowed to stand on the ship’s poop and sing one
last song before he died. The sailors agreed, and Arion
put on his costume that he wore when he performed and
sang a song, and then leaped into the sea, where a dol-
phin picked him up and carried him on its back to land.
Once he got there, he made his way, still in his costume,
to Periander’s court. Later, the sailors arrived back in
Corinth and reported to Periander that Arion was still
safe and sound in Italy. They got an unpleasant shock
when Periander confronted them with Arion. It was said
that Arion was given a helping hand by the god Apollo,
who was the god of the lyre and to whom dolphins were
sacred. The Greeks believed that Apollo helped musi-
cians in distress, and saw to it that Arion’s would-be
murderers were punished. After this account of Arion,
there is no further reference other than a mention of his
death around 590 B.C.E.
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BATHYLLUS AND PYLADES
Mid-first century B.C.E.—Early first century C.E.

Pantomime dancers

INTRODUCTION OF THE PANTOMIME. The intro-
duction of the pantomime into Rome is credited to two
dancers, Bathyllus and Pylades. Bathyllus was a native of
Alexandria in Egypt and nothing is known about his
early life. Somehow he became the slave of Maecenas,
the minister of public relations for the Roman emperor
Augustus (r. 27 B.C.E.—14 C.E.), the nephew and heir of
Julius Caesar. Maecenas freed him and became his pa-
tron. Pylades who came from Cilicia in Asia Minor, was
an ex-slave of the emperor Augustus himself. The two

dancers were rivals, and their fans often clashed in street
riots, so much so that Augustus banished Pylades from
Rome for a short period. Both men had students, and
one student of Pylades, Hylas, became his master’s rival.
Bathyllus was famous for his comic pantomimes, whereas

Pylades specialized in serious or tragic themes taken from
Greek myth.

THE NEW PANTOMIME. Information about Ba-
thyllus and Pylades is sparse, but it is clear that they in-
troduced into Italy a new kind of dance which combined
features from the dance of the Old Comedy of classical
Greece known as the kordax, the more dignified dance
of tragedy known as the emmeleia, and the dance of the
satyr play called the stkinnis. In fact, Pylades wrote a trea-
tise on dancing. Bathyllus’ performances were more
light-hearted. One ancient author compared his dance
to the hyporchema, which was a lively choral song and
dance, although the similarity was with the spirit and
joyousness of the hyporchema as there were no choral
dances in pantomime. Bathyllus is also supposed to have
introduced the Memphian dance, which involved match-
ing every muscle in the dancer’s body to the rhythm of
the music, and dealt with serious themes. One ancient
source mentioned performances of tragedy by Bathyllus
and comedy by Pylades, and so they may have poached
on each other’s territory occasionally. The date of death
for either Bathyllus or Pylades is not known, though in
2 B.C.E., Pylades produced and financed a festival, but
did not give a performance himself because he was too
old. Bathyllus was probably older than Pylades and so
he had ceased dancing about the same time or earlier,
though some dancers had very long careers on the stage.
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MEMPHIUS
Mid-second century C.E.—Early third century C.E.

Pantomime artist

BACKGROUND. Memphius—also known as Apo-
laustus—was a famous pantomime artist in the reign of
the emperor Marcus Aurelius (161-180 C.E.), and a great
favorite of Lucius Verus, who was Marcus’ co-emperor
for the first seven and a half years of his reign. When
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Verus returned from a campaign against the Parthians,
he brought with him actors from Syria, one of whom
was a slave, Agrippus, whom Verus and Marcus Aure-
lius freed. Thus Agrippus acquired the name “Lucius Au-
relius” from his patrons, and in addition, he had two
nicknames, his stage name “Apolaustus,” and “Mem-
phius” (“pantomime from Memphis”). Memphis in
Egypt may have been where he first won fame as a pan-
tomime artist, or it might refer to the kind of dance that
he made his specialty, for there was a Memphian dance
where the dancer moved every muscle in his body as he
performed. The first dancer to introduce the Memphian
dance to Rome was Bathyllus from Alexandria in Egypt,
who belonged to the reign of the emperor Augustus (27
B.C.E.—14 C.E.). As for the name “Apolaustus,” it was a
favorite nickname for pantomime artists; in fact there al-
ready was an ex-slave named “Lucius Aelius Aurelius Ap-
olaustus” who belonged to the imperial household before
Memphius arrived in Rome. Presumably he also was a
pantomime artist, and had the misfortune of being put
to death by the emperor Commodus, the son of Marcus
Aurelius, in 189 C.E. Memphius, however, was still alive
in 199 C.E. when he is mentioned in an inscription.

PANTOMIME OF PYTHAGORAS. One pantomime
which won Memphius fame was his exposition of the
philosophy of Pythagoras in dance. Pythagoras was
known for his theory of numbers, but in the second cen-
tury C.E. he was best known for his doctrine of trans-
migration of souls. Since Memphius followed in the
tradition of Bathyllus, whose performances were more
light-hearted than those of Pylades, presumably Mem-
phius’ presentation of Pythagorean wisdom was not par-
ticularly serious.

CAREER AFTER LucCIUS VERUS. As long as Lucius
Verus was still alive, Memphius was probably part of the
entourage of actors, pantomime artists, and jugglers that
belonged to his household. But Marcus Aurelius had no
taste for Verus’ pastimes, and Memphius must have
forged a career of his own. He had his own grex—a
troupe of musicians and supporting dancers—who per-
formed in Rome and throughout Italy where every re-
spectable town had its own theater. He was acclaimed
as the “outstanding actor of his day.” His death date is
unknown but he was still performing at the end of the
second century C.E.
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THEODORA
c. 500 C.E.—548 C.E.

Pantomime artist

Empress

DAUGHTER OF A BEAR-KEEPER. The woman who
would one day become empress of the Roman Empire
was born as one of three daughters of the bear-keeper
for the Green faction, the company which produced the
chariot races and the amusements in the theaters of Con-
stantinople. Her father died while Theodora and her sis-
ters were still very young, and Theodora’s mother quickly
married again, anticipating that her new husband would
take over her former husband’s job. Her plan was
thwarted, however, when the head ballet-master of the
Green faction, who possessed the right to choose a new
bear-keeper, was bribed into choosing another candidate.
The change in fortunes left Theodora’s little family des-
titute, but Theodora’s mother was persistent in securing
her young daughters’” futures. She dressed them as sup-
pliants and placed them before the section of seats in the
Constantinople Hippodrome that belonged to the fans
of the Greens and begged for compassion. Although the
Greens paid no heed, the Blue fans did take pity on the
little family and gave Theodora’s stepfather the job of
bear-keeper for their faction.

TOOK TO THE STAGE. As soon as they were old
enough, Theodora and her sisters took to the stage. Her
older sister, Comito, soon became a star, and Theodora’
first role was as an attendant for Comito, carrying a little
stool for her where Comito might rest briefly between
dances. Theodora herself did not shine as a dancer. She
did, however, make a name for herself as an interpreter of
myths, and one that particularly pleased the audience was
her pantomime of Leda and the Swan, which told the myth
of how Leda, the mother of Helen of Troy, was raped as
she took a bath by the god Zeus, who disguised himself as
a swan. Like most actresses and dancers on the Roman
stage, she practiced prostitution, and during this period of
her life, she had an illegitimate daughter. One of her lovers,
who had purchased a provincial governorship for himself,
took her with him to his province in modern Libya. They
soon quarreled, however, and when the governor discarded
Theodora she was left to her own resources.

CONVERSION. Theodora made her way to Alexan-
dria, which was full of refugees from religious persecu-
tion. At this time, the Christian church was split by a
dispute over the nature of Christ. The Catholics held
that Christ had both a human and a divine nature as
set forth in the Chalcedonian Creed, whereas their op-

Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.) 77



Dance

ponents believed that Christ’s divine nature was domi-
nant; some argued that it even subsumed Christ’s hu-
man nature. When Justin I became emperor in 518 C.E.,
he initiated a persecution of the anti-Chalcedonians
everywhere in the empire except Egypt, and hence the
anti-Chalcedonians fled to Alexandria. Theodora came
in contact with them there and was converted to their
creed. She then made her way to Antioch, modern An-
takya in Turkey, and there a dancer named Macedonia,
belonging to the Blue faction’s troupe, befriended her.
Macedonia had a second career; in addition to being a
dancer, she was a secret agent for Justinian, the em-
peror’s nephew, and it was probably thanks to her that
Theodora met Justinian. They fell in love, and even
though it was illegal for an upper-class Roman to marry
an actress, Justinian persuaded Emperor Justin to pro-
mulgate a law to allow the wedding to take place. Once
Justin died in 527 C.E., Justinian and Theodora became
emperor and empress.

EMPRESS. Theodora did not forget her old friends
of the theater once she became empress. Dancing girls
with names like Chrysomallo and Indaro were welcome
in the palace. Justinian also passed a number of laws that
made it easier for actors to give up their careers if they
wished and to marry upper-class citizens. In fact,
Theodora found suitable husbands for the daughters of
some of her old friends. She was Justinian’s partner in
power, and in theological disputes she did not hesitate
to intervene on behalf of the anti-Catholics. Justinian fa-
vored the Catholics but he had enormous respect for
Theodora’s intelligence. The Assyrian and Coptic
churches in the Near East and Egypt hold Theodora in
high regard, and reject the story that she was an ex-
actress. Yet the evidence that she had a career as a dancer
on the stage before she met Justinian seems to be sound.
She died of cancer in 548 C.E.
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Aeschylus, Suppliants (462 B.C.E.)—The tragedy, the Suppli-
ants by Aeschylus is the best surviving example of a
drama that depends on the interpretative dancing of the
chorus for its impact which in this instance, could have
numbered as many as fifty instead of the usual fifteen
members.

Apuleius, Metamorphoses (popularly known as “The Golden
Ass,” c. 180 C.E.)—The “Golden Ass,” the only Latin
novel to survive in its entirety, at Book 10.29-34, con-
tains a description of a dance and pantomime produc-
tion staged in Corinth.

Athenaeus, Deipnosophistae (“The Learned Men at a Ban-
quet,” ¢. 200 C.E.)—The Deipnosophistae, written in
Greek by Athenaeus from Naucratis in Egype, is an
imaginary symposium where learned men discuss all
manner of topics, and in both the first and fourteenth
books, their topics include dancing. Athenaeus is a ma-
jor source for modern knowledge of ancient dance.

Homer, lliad (c. 750 B.C.E.)—The eighteenth book of
Homer’s lliad contains an ekphrasis, or detailed descrip-
tion, of a scene from everyday life in Greece, in which
is a word picture of young men and women dancing on
a dancing floor like that which was made for Ariadne,
daughter of King Minos, at Knossos in Minoan Crete.

Lucian of Samosata, Peri Orcheseos (“On the Dance,” c. 165
C.E.)—Lucian, author of some eighty pieces, most of
them in dialogue form, wrote a dialogue on pantomime
dancing in which he imagines a fan of the pantomime
winning over a Cynic philosopher who had condemned
it.

Xenophon, Anabasis (“The Expedition into the Interior,” c.
360 B.C.E.)—The Athenian, Xenophon, in his youth a
disciple of Socrates, accompanied Prince Cyrus of Persia
on his attempt to overthrow his older brother, King Ar-
taxerxes 1. The Anabasis, which describes Cyrus’ ill-fated
expedition and the return home of his force of ten thou-
sand mercenaries, contains a description of folk dancing
by the various ethnic groups that made up the force.
Xenophon’s Symposium is another source for ancient
dance for it describes professional dancers who provided
entertainment at a banquet which Socrates attended.

78 Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.)



chapter three

FASHION

James Allan Evans

IMPORTANT EVENTS . ... ... ... ... 80
OVERVIEW . ... . . i i 82
TOPICS
Fashion in the Minoan Period . .. ............ 84
Garments in Classical Greece. . .. ............ 86
The Toga ........ .. .. 92
The Textiles of the Greek and Roman

World. ... .. 98
Dressing to Impress in Greece and Rome. . . . . .. 102
The Dress of Roman Women. . . ............ 106
The Apparel of the Soldier. .. .............. 109
SIGNIFICANT PEOPLE
Alcibiades .. ... ... . ... 113
Constantius IT .. ...... .. .. ... .. .. ...... 114
Diogenes . ........... ... ... ... ... .. ... 115
DOCUMENTARY SOURCES ......... 115

SIDEBARS AND PRIMARY
DOCUMENTS

Primary sources are listed in italics

The Adoption of the Ionian Chiton
(Herodotus decribes how a military
defeat impacted Athenian fashion) .. ....... 89

The Importance of the Toga (Livy describes

the role of the toga when transacting

public business) . . ......... .. L 94
The Costume of the Emperor Augustus (John

the Lydian describes the various styles

of dress worn by Augustus) . ............. 98
The Making of Linen (Pliny explains the

processing of flax to extract the linen

The Unusual Dress of the Emperor Gaius
Caligula (Suetonius describes Caligula’s

singular style of fashion) ............... 100
Coan Silk (Aristotle describes the origin of

Coansilk) . ... .. 101
Thucydides on Athenian Fashions (Thucydides

comments on changing Greek fashions). . . . . 103

New Fashions from Persia (a play by
Aristophanes reflects the influence of

Persian fashion) . .................... 104
Effeminate Dress (Gellius relates the criticism
of men who wore long-sleeved tunics) . . . . .. 105

Epitaphs of a Dressmaker and a Hairdresser
(epitaphs of two slaves of wealthy Roman

WOIMEI) .« v v o e e e e e e e e e e e e e 107
Alluring Dress in Augustan Rome (Ovid offers
fashion advice for women) . . .. .......... 108

79



IMPORTANT EVENTS

c. 1700 B.C.E.
—c. 1450 B.C.E.

c. 1200 B.C.E.

c. 600 B.C.E.

594 B.C.E.

490 B.C.E.
—479 B.C.E.

c. 430 B.C.E.

80

in Fashion

In Minoan Crete of the Neopalatial Pe-
riod frescoes show women wearing
short jackets which left their breasts
bare and a bell-shaped skirt falling from
a girdle at the waist. Men, when not
shown nude, wear a kind of short dou-
ble-apron covering their genitalia.

The safety pin appears in Greece, which
indicates that women are already wear-
ing the peplos which is fastened at the
shoulders by safety pins called peronai.

Towards the end of the Early Archaic
Period, the lonian chiton becomes pop-
ular in Athens, displacing the simpler
Dorian chiton, or peplos, which remains
the standard women’s dress in Sparta
and other Dorian states.

Solon, the chief magistrate (in Greek
archon) of Athens, creates a law that
forbids women to wear more than
three garments when attending funer-
als or festivals. This is an attempt to
curb the overly elaborate fashions in-
troduced into Athens along with the
Ionian chiton.

Persia makes an abortive attempt to
conquer Greece, and in the aftermath of
the Persian War there is a shift in favor
of simpler fashion and away from elab-
orate fashions associated with Persia.

In Athens, the peplos comes back in
style.

In Athens, Persian fashions come into
favor again among wealthy citizens.

336 B.C.E.

330 B.C.E.

323 B.C.E.

205 B.C.E.

189 B.C.E.

80 B.C.E.
-79 B.C.E.

13 B.C.E.

Macedonian king Alexander the Great
begins his campaign which results in
the conquest of the Persian Empire,
opening up the Middle East to the
Greeks and exposing them to Persian
fashions.

The last king of Persia of the Ar-
chaemenid  dynasty, Darius III
Codomannus, is deposed and killed,
and Alexander claims to be his succes-
sor. He begins to adopt Persian dress,
which provokes an antagonistic reac-
tion among his Macedonian troops
who think that he is deserting the tra-
ditions of their homeland.

Alexander the Great dies at Babylon.
His generals carve kingdoms out of his
conquered territory, the capitals of
which become leaders in fashion (Pella
in the kingdom of Macedonia; Antioch
and Seleucia-on-the-Tigris of the Se-
leucid kingdom, and Alexandria in the
Ptolemaic kingdom of Egypt).

Publius Scipio the Younger, a rising
general in the second war between
Rome and Carthage, dons Greek cloth-
ing in preference to the Roman toga,
thereby setting the style for members of
the Roman ruling class who were at-
tracted to Greek fashions.

Sometime after this date a luxury fabric
called “Attalic” is marketed in Rome.
The “Attalic” fabric is gold-embroidered
cloth produced in workshops owned by
Attalus 11, king of Pergamum in Asia
Minor, with needlework by Phrygian
embroiderers who are famous for their
skill in working with gold thread.

Julius Caesar, who will become Rome’s
most famous general and politician, is
noted as being the “boy with loose
clothes” by the dictator Sulla because
Caesar wore a tunic with fringed wrist-
length sleeves under his purple-striped
toga and a loosely tied belt.

In Rome, the foundation stone is laid
for the “Altar of Peace” erected by the
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37 C.E.
—41 C.E.

c. 90 C.E.

117 C.E.
—138 C.E.

Roman Senate in the Campus Martius
(Field of Mars). The south frieze of the
altar shows the imperial family—save
the emperor Augustus himself—in pro-
cession, and is an illustration of the new
style of draping the Roman toga in the
Augustan period.

The emperor Gaius Caligula introduces
fashions borrowed from oriental
monarchies into the imperial court at
Rome along with divine kingship.

A portrait is sculpted of an unknown
Roman woman, now in the Capitoline
Museum in Rome, which shows an
elaborate hairdo with the hair swept up
high over her forehead in tight cutls.
The coiffeur is a wig which can be re-
moved from the head and replaced with
a wig of another style.

The Roman emperor Hadrian who
ruled during these years prefers Greek
style, and is shown wearing a garment

284 C.E.
-305 C.E.

324 C.E.

547 C.E.

Fashion

that looks very similar to the Greek 4i-
mation, or overcloak.

The emperor Diocletian institutes
changes to the imperial office, and
among other reforms, introduces elab-
orate, bejeweled costume for the impe-
rial court.

The emperor Constantine designs the
imperial insignia as a jeweled diadem,
that is a cloth band encrusted with
pearls tied around the head with a knot
at the back and the ends dangling

down.

The Church of San Vitale in Ravenna
(Italy) with mosaics showing Justinian
(emperor 527-565 C.E.) and Theodora
(empress 527-548 C.E.) is dedicated.
The mosaics give a vivid portrayal of
the fashion of the imperial court in the
sixth century, at a time when the
Byzantine court was placing more em-
phasis on court ceremonial.
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OVERVIEW
of Fashion

THE CLOTHES MAKE THE MAN. In the twenty-first
century, fashions in clothing and hairstyles are tempo-
rary trends largely influenced by the media and fashion
designers. Fashions can change quickly—usually with
the introduction of seasonal clothing lines by designers—
and make use of a variety of natural and synthetic fab-
rics. The presence of fashion trends, however, does not
negate the reality that fashion can also be a highly indi-
vidualized expression, with each person deciding on a
personal level what clothes to wear. This modern con-
cept of fashion stands in stark contrast to fashion in the
world of the Greeks and Romans where there was little
change in clothing trends, no fashion designers, and only
a few fabrics available for use. Furthermore, clothing
functioned as a societal tool to highlight the rigorous so-
cial and gender classifications of these ancient societies.
One’s clothing denoted a particular status in life rather
than an expression of individuality; for example, women
commonly dressed according to their marital status, with
young girls donning outfits which differed from the
clothing of married women. Even hairstyles provided
tell-tale clues as to whether a woman was married or not,
and the scandalous behavior of an adulteress or prosti-
tute earned her an outfit that branded her as surely as
Hester Prynne’s letter ‘A’ in Nathaniel
Hawthorne’s novel The Scarlet Letter in nineteenth-
century America. Men were no less exempt from such
blatant labels with generals, politicians, soldiers, young
boys, and slaves each wearing a distinctive outfit that
marked their station.

scarlet

FaBRICS. Wool and linen were the primary fabrics
from as far back as the Minoan/Mycenaean period; cot-
ton also existed, though it did not come into common
use until the Roman period. Hemp also was used for
fabric in Thrace, in modern Bulgaria and north-east
Greece, but in the rest of the Greco-Roman world, hemp
was valued more for rope than for fabric. Greece had a
silk industry of its own based on the island of Cos, which
used fibers unravelled from the cocoons of a local moth,

the Pachypassa otus. Its output was small, however, and
probably inferior to silk from China, a luxury fabric that
only the wealthy could afford. Greeks and Romans val-
ued silk so highly that they sometimes unraveled silk
cloth and re-wove it with linen thread so as to stretch
its use. In the sixth century C.E. the Byzantine Empire
under the emperor Justinian (527-565 C.E.) acquired
silkworm eggs, which were smuggled out of China, and
founded its own silk industry. Greeks and Romans also
made use of leather and fur. Agamemnon, legendary
leader of the Greek coalition in the Trojan War, was said
to wear a lion’s skin, and his brother Menelaus had a
leopard’s skin, which presumably would have been an
import from Egypt. The vast majority of Greeks and Ro-
mans, however, had clothing made of wool and linen.

ATHLETIC APPAREL—OR THE LACK OF IT. In the
heat of summer, Greek men probably wore as little as
decency permitted, for unlike the civilizations of the
Near East, Greek culture seems to have gloried in naked
flesh. In gymnasiums, men stripped naked to exercise
and wrestle (the very word gymnos means “nude” in
Greek). In Sparta, a major city in Greece, the women
likewise trained in the nude. Nudity had not always been
in style; in early Greece, before the seventh century
B.C.E., men wore loincloths, but legend has it that the
style changed after a runner named Orsippos of Megara
won his race at the Olympic Games after pulling off his
loincloth in mid-race. Thereafter athletes competed
naked at the Olympic Games and the practice spread to
the rest of Greece.

STANDARD APPAREL IN GREECE AND ROME. The
standard types of garments, both in Greece and Rome,
had one characteristic in common: they required a min-
imum of sewing. While the Greeks™ neighbors in Asia
Minor, the Phrygians, were famous for their embroi-
dery—particularly fine embroidery with gold thread—
the Greeks themselves apparently did not emulate this
specialized needlework. The Greek needle was much less
refined than the modern needle; in fact, the Greek word
for “needle®—raphis—is found infrequently in Greek
writings, suggesting that needlework played a poor sec-
ond to weaving among the domestic accomplishments
of Greek women. The Greeks and Romans had buttons
and ties, and they had safety pins called peronai in Greek
and fibulae in Latin, and these sometimes took the form
of elaborate brooches. The two common types of gar-
ment in Greece—the chiton (tunic) and the himation
(cloak)—were both rectangular pieces of cloth which
were draped over the body. The same was true of the
Roman roga. The original meaning of the word “toga”
seems to have been “covetlet,” and in early Rome it was
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simply a piece of woolen homespun cloth, worn during
the day to keep the wearer warm, and taken off and used
as a light blanket at night. The shape of the toga is a
matter of dispute; some ancient authors called it a semi-
circular piece of cloth, but it was probably closer to a
semi-ellipse than a true semi-circle. It was originally a
humble peasant dress, but it became the standard cos-
tume of a Roman citizen, and a number of variations
developed. For instance, one style which the Romans
borrowed from the Etruscans, neighbors they conquered
in the third century B.C.E., was the short toga, decorated
with rich embroidery and dyed purple or a multi-colored
combination of purple, white, and scarlet. It was worn
by the members of the ancient priestly college in Rome
known as the Salii, the leaping priests of Mars, who cel-
ebrated the festivals of Mars in March and October with
ritual dances. The costume of a Roman priest offering
sacrifice to the gods was simply a toga with a cowl that
covered the head. (Sacrifices performed Romano ritu, in
the Roman fashion, required the head to be covered—
capite velato—whereas those performed Graeco ritu, in
the Greek fashion, left the head uncovered.) Roman sen-
ators and members of municipal councils in the cities of
the empire wore togas when they transacted state busi-
ness, and as long as there were municipal councils in the
Roman Empire, there were still occasions when men
wore togas. Dress in Rome denoted status. The toga with
a broad purple stripe signaled that the wearer was a sen-
ator, whereas the narrow purple stripe showed that the
wearer belonged to the class below the senatorial class
known as the equites. This group began as Rome’s eques-
trian order in the early days of the empire, from which
came the Roman cavalry, but later it became simply a
census group. For a married woman the proper costume
was a stola—a shawl with which she could cover her head
when she went outdoors, where it was improper to be
seen with head uncovered. Persons inappropriately
dressed would encounter the scorn of society and some-
times even legal penalties.

MiLiTARY DRESS. Military dress was practical and
evolved as fighting styles changed from one-on-one bat-
tles to structured military formations. The warrior of an-
cient Greece, for example, was generally a foot soldier
who fought as an individual for his own glory; the horse-
hair crest he wore on his helmet was a challenge to his
enemy. This type of warrior gave way to the hoplite, a
heavily armed infantryman with helmet, breastplate,
greaves (which protected the lower legs), and a triangu-
lar metal plate called a mifra to protect his groin. The
hoplite fought in a battle formation, eight rows deep,
and standing foot-to-foot, with their round shields on
the left arms and holding their spears in their right hands.

Fashion

In camp, a hoplite wore a military cloak; the cloaks worn
by the Spartan hoplites were red, the color of blood. The
Roman soldier was also equipped for battle with helmet,
chain mail (later replaced by a breastplate), an army boot
called a caliga for his feet (hence the childhood nickname
of the emperor Gaius, “Caligula” or “little boot”), and
a cloak called a sagum which left his arms bare. The sagum
was a practical garment; it was recommended for farm
laborers in inclement weather by a Roman writer on agri-
culture named Columella. The Roman Army had work-
shops for arms and armor, and sometimes these
state-owned and operated factories produced clothing for
the troops as well.

ORNAMENTS AND COSMETICS. Although their
clothing fashions changed little, the Greeks and Romans
had a sense of style. The market for perfumes was lively,
and hairstyles differed from place to place. Spartan ho-
plites wore their hair long and they groomed it carefully.
Elsewhere, Greek men wore their hair short after reach-
ing adulthood. After the time of Alexander the Great,
who died in 323 B.C.E., Greek men shaved off their
beards, and the fashion took hold in Rome in the third
centuty B.C.E. Beards came back into style with the em-
peror Hadrian (117-135 C.E.). Lucius Verus, who was
co-emperor briefly with Marcus Aurelius, was said to
have used gold dust to give his beard a fashionable yel-
low sheen. The hairstyles of Roman women were often
claborate, and dyes were used to get the fashionable
blonde color. Wigs hid bald heads or thinning hair, and
a wig with hair supplied by a German woman from across
the Rhine frontier was a safer way of becoming a blonde
than using a strong dye which could damage the hair.

CHANGES IN LATE ANTIQUITY. As the empire
moved from a period of invasions, plague, and short-
lived emperors in the third century C.E. into the more
stable fourth century, fashions, at least in the upper
classes, grew more elaborate. By the end of the fourth
century, Chinese silk became all the rage among the elite.
The imperial court loved jewels, particularly pearls.
Clothing marked status. The long embroidered robes of
noblemen and noble ladies fitted their station in life,
while the middle class was satisfied with costumes only
slightly simpler. Priests of the Christian Church were
distinguished by their vestments, typically adaptations of
Roman garments. The robes of the nobles and the vest-
ments of the priests were a far cry from the costume of
the peasant who wore a type of sagum or a cucullus—a
cape with a cowl to protect the head—or the barbarians,
who wore trousers. Yet the toga retained its cachet as the
correct dress of a togatus, or a Roman citizen. Archaeol-
ogists have found a sculptor’s yard near Rome that was
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still producing statues in the fourth century C.E. which
were impeccably clad in togas, with sockets to attach the
interchangeable portrait heads. The presence of such
statues does not mean there was continued widespread
use of the toga in this period; the Roman rank and file
had long since abandoned the toga for more practical
fashions, many borrowed from the so-called barbarian
world.

TOPICS

in Fashion

FASHION IN THE MINOAN PERIOD

EVIDENCE. The history of Greek fashion extends all
the way back to the Bronze Age to the Minoan culture
on the island of Crete off the Greek mainland. Evidence
for the clothing worn in Minoan Crete comes mainly
from the frescoes that decorated the walls of the palaces,
and from Minoan statuettes found on the island. The
clothes and fabrics of this time period have long since
disintegrated with time, although at the site of Mochlos
in northeast Crete, a find of linen has been reported from
a tomb dating to the Pre-Palatial Period (3500-1900
B.C.E.). It was probably an import from Egypt, but it
does show that linen was known and used on Crete be-
fore the Minoan civilization burst upon the stage of his-
tory at the start of the second millenium B.C.E. Egypt
also provides evidence for Minoan fashion. At Thebes,
the capital of Egypt during the Eighteenth Dynasty, wall
paintings from five tombs of high-ranking officials dat-
ing to the early years of the dynasty show foreigners from
the Aegean area bringing tribute to the pharaoh. One of
these tombs, dating to the mid-fifteenth century B.C.E.
within the Neopalatial or “New Palace” period on Crete
(1700-1450 B.C.E.), belonged to Rekhmire, a vizier
(high executive officer) of the pharaoh Thutmose III,
and in it, these Aegean people are labeled “Princes of the
Land of Keftiu,” that is, Crete. The artists who did these
paintings of the envoys from Crete clearly made an ef-
fort to show their costumes accurately.

MEN’s CLOTHING. The basic garment for men was
a loincloth tucked around the waist and held in place by
a belt or girdle. The styles of loincloth varied with place
and time; some styles seem to have been in fashion in
particular regions. The loincloth might be worn as a kilt,
hanging freely from the waist, or it might be tucked in
under the groin, making it into something like a pair of
shorts. In fact, by sewing the flaps of the loincloth, front

and back, together under the groin, it evolves into a pair
of shorts. This is a style found at Mycenae where a bronze
dagger has been unearthed portraying a lion hunt on its
blade, inlaid in gold. The scene shows men wearing
shorts fastened under the groin. Above the waist, men
normally wore nothing, as in Egypt. When cooler
weather necessitated additional covering for warmth,
there were furs and the skins of wild animals which could
be worn as cloaks.

KiLTs AND CODPIECES. A codpiece is defined as a
flap appended to the front of tight breeches worn by men
in the fifteenth and sixteenth centuries, but the term
serves to describe a feature of men’s dress in Minoan
Crete. In early representations it is shown as a straight,
narrow flap sometimes worn with a belt alone and no
loincloth under it. In the Neo-Palatial Period (1700—
1450 B.C.E.), it is commonly shown as a wide flap worn
over a short, stff kil which was slit at the sides to expose
the thighs and upturned at the back rather like a duck’s
tail. After 1500 B.C.E., however, the codpiece apparently
went out of fashion to be replaced by long kilts, held up
by a girdle or, as time went on, with a wide belt; some-
times a large, beaded tassel replaced the codpiece. The
paintings of the “Keftiu” from the tomb of Rekhmire at
Egyptian Thebes provide evidence for the change in style.
The paintings show Cretans (inhabitants of the island of
Crete) wearing long kilts without codpieces, but recent
cleanings of these paintings revealed that the costume of
the Cretans had been altered not long after the pictures
were originally painted. The Cretans as they were origi-
nally depicted had short stiff kilts with codpieces. Schol-
ars presume that the Egyptians altered the paintings after
they became aware that fashions in Crete had changed to
bring the costumes up-to-date.

WOMEN’S CLOTHING. In the Protopalatial Period
(1900-1700 B.C.E.), women wore long skirts with gir-
dles circling the waist twice and tied, with their ends
hanging down in front. Bodices left the breasts bare and
the costumes had collars which rose to a high peak at
the back of the neck. In the early Protopalatial period
women wore what look like cloaks made from a semi-
circular swatch of what was probably woolen cloth,
though scholars have suggested it might be leather. A
sash was put around the waist and knotted in front.
Holes were cut for the arms, the breasts were bare and
at the back of the neck was a high collar. As time went
on, skirts became more elaborate. In paintings, they are
often shown with flounces, and when women appear in
court ceremonies, their skirts display intricate woven pat-
terns that required skillful weaving. Minoan women, if
they could afford it, clearly gave a great deal of care to
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their wardrobes. One feature of the dress of Minoan
women from the Neopalatial period (1700-1450 B.C.E.)
is an elaborate belt—sometimes padded, sometimes ap-
parently made of metal—which covers the midriff where
the bodice joins the skirt. There is also evidence for a
patterned apron falling from the belt not only at the
front but at the back as well. It looks, in fact, as if it was
modeled on the loincloth worn by the men. In the last
period of the Minoan civilization on Crete (after 1450
B.C.E.), and also in the Mycenaean civilization on the
mainland which was heavily influenced by Minoan style,
pictures show women wearing flounced floor-length
skirts woven in elaborate patterns, and apparently cut so
that the bottom of the skirt dips in the center, both in
front and rear. It is not endirely clear if these represen-
tations accurately depict the clothing; it has been sug-
gested that the artists who painted women wearing skirts
of this sort were merely trying to show divided skirts, or
alternatively that this was their way of portraying the
movement of long skirts as women walked. There is no
doubt, however, that Cretan women who took part in
the life in the palaces wore elaborately woven costumes
in bright colors—and no doubt they were expensive. Yet
only a small percentage of women could have afforded
court dress and it is difficult to determine what ordinary
women wore since they were not typically the subjects
of palace frescoes. There is, however, an ivory seal found
at Knossos that shows a girl wearing a jumper hanging
loosely without a belt from the shoulders to the knees.
The skirt is short, but stll appears to have stylish
flounces. The seal is under some suspicion as a forgery,
but if it is genuine it is evidence for short skirts among
the ordinary women of Minoan Crete.

FOOTWEAR AND CAPS. The Minoans went bare-
foot in religious ceremonies and probably in their pri-
vate houses, but when footwear was necessary, they had
boots and sandals. The Greek word for “sandal” (san-
dalon) is of pre-Greek origin and may go back to Mi-
noan times, before Greek-speakers reached Crete. Boots
and sandals are often shown with upturned toes. As for
headgear, the common type was a wide, flat cap for men,
whereas women, at least in the Proto-Palatial period (be-
fore 1700 B.C.E.), are shown with high pointed hats like
Phrygian caps which had high peaks folded over so that
the peak pointed frontwards. After this period, there is
evidence of a great variety of headgear for women, but
much of this evidence comes from paintings showing re-
ligious ceremonies. It is a matter of conjecture whether
women wore similar headgear in secular settings.

JEWELRY. Both men and women wore a variety of
jewelry that included armlets, bracelets on the wrists,

Fashion

Minoan woman or goddess called La Parisienne: fragment of a
fresco from palace at Knossos, Crete. In the Heraklion Museum,
Crete. ® ROGER WOOD/CORBIS.

necklaces, anklets, and a great variety of earrings, using
gold, silver, copper, bronze, and semi-precious stones.
The jewelers were remarkably skillful. They had the tech-
nical expertise to make filigree work which requires hard
soldering of small gold or silver wires. They also pro-
duced enormously delicate granulated work where
minute grains of gold are soldered to a gold or silver
backing. They had mastered the technique of inlaying
with stones or paste, and making repousse work, where
a design is embossed on a thin sheet of metal by pres-
sure from behind, thus producing the design in relief on
one side of the sheet and the same design beaten up from
the underside on the other. French excavators discovered
one of the most remarkable examples of the Minoan jew-
elers’ craft at the tomb at Mallia on the northern coast
of Crete and now in the Heraklion Museum. It is a pen-
dant in the form of a bee, designed and executed with
great skill.

FABRICS. As in classical Greece, the staple fabric in
Minoan Crete was wool. A large portion of the written
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tablets found at Knossos record flocks of sheep, and they
may have been kept for their wool. Minoans also used
linen; they probably first imported it from Egypt, but
may have produced their own linen at a later time. Myce-
naean Greece, which borrowed its style from Minoan
Crete, definitely produced linen, for the written texts
from Pylos in southwest Greece, dating to about 1200
B.C.E., refer to growing flax in the region. Minoans wove
fabric on upright looms of the type used in later Greece,
and though no loom has survived—they were made of
wood and all have long since rotted away—at one Mi-
noan house at Ayia Varvara on Crete, a stone with two
rectangular holes cut into it was found in the women’s
quarters; archaeologists suspect it may have held the up-
right posts of a loom. Primitive though these vertical
looms seem to be, a look at the clothing of Minoan
women shows that they could produce intricate designs.

DyEs. Linen is difficult to dye, and so linen gar-
ments often were left white. Wool, however, takes pig-
ments well, and vegetable dyes were commonly used to
tinc it. Minoans almost certainly imported the dried
leaves of the henna plant from Egypt to make red dye,
and the addition of natron (sodium carbonate)—another
product from Egypt—turned the henna dye yellow.
Alkanet, a deep red dye made from the roots of a vari-
ety of plants, was another way to color fabrics, as was a
purple dye made from the shellfish known as the murex;
heaps of crushed murex shells have been found at coastal
sites on eastern Crete like Palaikastro and are good evi-
dence of purple dye manufacture there in the Proto-
Palatial and Neo-Palatial Periods.

PERFUMES. There is good documentary evidence for
a perfume industry on Crete and on mainland Greece
in the Bronze Age, prior to 1100 B.C.E. The palace at
Pylos on the southwest coast of mainland Greece over-
looking the Bay of Navarino, which was destroyed by
fire suddenly about 1200 B.C.E., has yielded a cache of
clay tablets written in “Linear B” script, which is an early
form of Greek, and they give details about perfume man-
ufacture carried on under the direction of the palace bu-
reaucracy. “Linear B” is a label given this script by
modern archaeologists to distinguish it from “Linear A”
which is found on Crete and is not Greek. The Pylos
tablets give the names of four perfume makers employed
by the palace to make perfume. There is also evidence
for perfume manufacture from Knossos on Crete and
Mycenae on the mainland. Ancient peoples of this area
made perfume by transferring scent to oil, most com-
monly olive oil. Although olive oil does not take a scent
well, the boiling of aromatic leaves and heavy-scented
flowers with the oil resulted in an acceptable result for

the upper classes in the Minoan and Mycenaean world.
It is likely that both men and women made use of per-
fumes.
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GARMENTS IN CLASSICAL GREECE

PROBLEMS WITH TERMS. The terms for Greek
clothing types can be confusing, all the more so because
the Greeks themselves sometimes used them carelessly.
The carelessness is understandable, for every piece of
clothing in ancient Greece, whether for men or women,
consisted of a rectangle of cloth. The difference was in
the size of the cloth and how it was draped over the
body. To add to the confusion, Greek styles were
adopted by the Romans. Rome’s national costume was
the toga, but in the third century B.C.E. Rome extended
her rule to the Greek cities in what was called “Magna
Graecia” (Great Greece) in southern Italy, and the more
that the Romans learned of Greek culture, including
fashion, the more they were fascinated by it. The Ro-
man Publius Scipio Africanus, who was responsible for
the defeat of Hannibal at the Battle of Zama in 202
B.C.E., was among the Roman leaders who adopted
Greek fashion over the Roman toga. The confusion arises
from the fact that the Romans adapted Greek fashion to
their own, so it is not always easy to find exact Greek
equivalents for Roman costumes. The toga, too, seems
to have started its long history simply as a rectangular
piece of cloth—the shape it had when it came off the
loom.

DORIANS VERSUS IONIANS. The Dorians were
Greeks who migrated into the Peloponnesos—that is,
the area of Greece south of the Isthmus of Corinth—
after 1150 B.C.E. when the Mycenaean civilization was
foundering, and they founded a number of states, no-
tably Sparta in southeast Greece, and Argos to the north
of it. The Dorians favored physical fitness and simplic-
ity in their everyday life, and Dorian fashions reflected
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it. The Spartans in particular were famous for their aus-
terity. The Dorians liked plain fashions that allowed the
body free movement. The Greeks whom the Dorians
displaced fled to Athens and from there, they set out for
the western coastline of modern Turkey and the offshore
islands, where they founded twelve cities which grew and
prospered. This was Ionian Greece: twelve cities joined
together in a loosely organized league, and though there
were more Greek foundations on the coastline of Turkey
and the islands than the twelve Ionian cities, it was lo-
nia that set the style. Ionian fashions reflected the afflu-
ent, comfortable, and luxurious life which the Ionians
enjoyed, and though the Ionian cities lost their inde-
pendence by the mid-sixth century B.C.E., they contin-
ued to thrive. The types of costume worn by both the
Dorians and the Ionians were the same, but whereas the
Dorians preferred simple styling and lack of embellish-
ment, the Ionians favored more elaborate fashions and
fine fabrics. In the fifth century B.C.E., however, the Ion-
ian cities fell under the domination of Athens and they
lost their preeminence as style setters.

GREEK CLOTHING TERMS. The basic item of cloth-
ing was the chiton, which was a tunic. If it was short, it
might be called a chironiskos, which means a “litdle tu-
nic,” and if it lacked sleeves, which was generally the
case, it was called an exomis, which means a “sleeveless
garment.” There were some tunics with sleeves, which
Romans with a conservative mindset considered a mark
of oriental luxury, though in fact, Rome’s greatest gen-
eral and politician, Julius Caesar, wore one. The variety
of terms becomes more confusing with the Dorian chi-
ton which is, in fact, a peplos (a simple rectangle of cloth
folded and hung from the shoulders). The epic poem 7/-
iad, written by the Greek poet Homer, described the he-
roes who fought at Troy as wearing a cloak over the tunic
which was called a chlaina, or sometimes a pharos; strictly
speaking, they were not quite the same, for the pharos
was a larger garment. In fact, Homer used the word
pharos for any large piece of cloth, including a ship’s sail
or a funeral shroud. The chlaina seems to have been a
general term for any heavy woolen cloak worn in cold
weather. In the classical period, the word usually refers
to the cloak called the himation, an outer garment worn
by both men and women. The Romans used the Latin
word pallium for himation, and regarded it as a pecu-
liarly Greek costume, to such a degree that comedies
staged in Roman theaters that were adapted from Greek
plays were called fabulae palliatae—scenarios played in
Greek dress. Another popular cloak was the chlamys. It
was an oblong swatch of cloth that made almost a per-
fect square when it was doubled. The peplos, also called
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A man wearing a pallium. CREATED BY CECILY EVANS. THE GALE
GROUP.

the Dorian chiton, was a rectangle of cloth folded over
at the top and then doubled and draped over the body,
and held in place with safety pins or brooches at the
shoulders. The overfold or aporygma at the top of the
garment could hang down as far as the waist. It was prob-
ably the earliest Greek dress for women, and it was ca-
pable of many variations.

THE CHITON. The Greek word chiton translates as
tunica in Latin, from which the English word “tunic” is
derived. It was a shirt worn directly over the body, some-
times as an undergarment. There is evidence of proto-
types in the Minoan period, but it is in the
sub-Mycenaean period (after 1200 B.C.E.), about the
same time as the perone or safety pin appears in Greece,
that men began wearing a short, sleeveless tunic recog-
nizable as the chiton worn by the warriors in Homer’s
Iliad. The word chiton has Eastern origins, for it is re-
lated to a Semitic word that refers to linen cloth; this ev-
idence suggests that the earliest chitons were linen
garments, though later they are often woolen. Chitons
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Man wearing a short chiton. CREATED BY CECILY EVANS. THE
GALE GROUP.

came in a great variety of styles. Young men and those
regularly involved in physical activity preferred a short
chiton which left the legs bare. If the skirt of the chiton
was too long, the wearer pulled it up and let it hang over
his belt in a fold known as a kolpos. A warrior wore a
chiton as an undergarment beneath the cuirass (a piece
of armor that protected his torso). A passage in //iad il-
lustrates the use of a chiton in a description of how the
warrior goddess Athena put on her armor: first she took
off her peplos, which was a woman’s dress, and pulled on
a chiton as an undergarment between her cuirass and her
skin. Those individuals who are not as active, such as
older men, men of high rank, and professional musi-
cians, might wear a chiton long, reaching to the ankles,
and over it they would wear a cloak such as the chlaina
or the pharos. Both the short and the long chiton were
prevalent all over the ancient Greek world.

THE IOoNIAN CHITON. About 600 B.C.E., the end
of what art historians call the “Early Archaic Period,”
draped statues of women wearing chitons that reach the

Woman wearing a long chiton. CREATED BY CECILY EVANS. THE
GALE GROUP.

feet, leaving only the toes bare, began to appear. There
are good early examples from Ionia, where several seated
statues have been found lining the Sacred Way to the
temple of Apollo at Didyma. The so-called kore-statues
of young girls (in Greek: korai) found in Athens in the
debris from the Persian sack of the Acropolis in 480
B.C.E. also provide models of the chitons worn by women
in the Middle and Late Archaic periods. Made of fine
linen, they fell in regular folds to the feet, and over them
a woman would wear a shawl or a cloak like the hima-
tion ot the chlaina. The evidence of the sculpture sug-
gests that the Ionian chiton came into style in Athens
about 600 B.C.E., replacing the peplos or Dorian chiton,
as it was sometimes called. The historian Herodotus,
writing in the second half of the fifth century B.C.E., ex-
plained the replacement of the peplos in Athens as the
result of a violent incident, the accuracy of which can-
not be verified. According to Herodotus, in the early sev-
enth century B.C.E. the Athenians made an attack on the
island of Aegina in the Saronic Gulf. It failed, and only
one survivor of the Athenian expeditionary force re-
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THE ADOPTION OF THE IONIAN CHITON

INTRODUCTION: Towards the end of the seventh century B.c.E.
the ornate lonian chiton came into fashion among
Athenian women. Unlike the peplos or Dorian chiton, as
it was sometimes called, the lonian chiton did not need
safety pins. According to Athenian tradition, the fashion
changed following a gruesome incident involving the
lone survivor of a disastrous Athenian military expedition
against Athens’ bitter rival, Aegina. When the man re-
turned to Athens with the bad news, the widows of the
lost soldiers killed him with the weapons most readily ac-
cessible to them: the pins in their clothing. Thereafter,
the fashion for Athenian women changed to a style that
did not require pins. The incident was reported by the
historian Herodotus writing in the second half of the fifth
century B.C.E.

The Argives and Aeginetans agree in this account,
and the Athenians, too, admit that only one of their men
returned to Attica alive: the only point of dispute is the
occasion of his escape, the Argives saying that he got
away after they had destroyed the rest of the Athenian
force, the Athenians claiming that the whole thing was an
act of God. Even the sole survivor soon came to a bad
end; for when he reached Athens with a report of the dis-
aster, the wives of the other men who had gone with him

to Aegina, in grief and anger that he alone should have
escaped, crowded round him and thrust the brooches,
which they used for fastening their dresses, into his flesh,
each one, as she struck, asking him where her husband
was. So he perished, and the Athenians were more horri-
fied at his fate than at the defeat of their troops in
Aegina. The only way they could punish their women for
the dreadful thing they had done was to make them
adopt lonian dress; previously Athenian women had worn
Dorian dress, very similar to the fashion in Corinth; now
they were made to change to linen tunics to prevent them
from wearing brooches. Actually this kind of dress is not
originally lonian, but Carian, for in ancient times all the
women in Greece wore the costume now known as Do-
rian. But the Argives and Aeginetans passed a law that in
both their countries brooch-pins should be made half as
long again as they used to be, and that brooches should
be the principal things offered by women in the shrines of
these two deities; also, nothing from Attica was to be
taken to the temple, not even pottery, and thenceforward
only drinking vessels made in the country should be used.
From that time to the present day the women of Argos
and Aegina have worn brooches with longer pins than in
the past—all because of the quarrel with Athens.

SOURCE: Herodotus, Histories. Rev. ed. Trans. Aubrey de Sélin-
court (London: Penguin Books, 1972): 309-310.

turned to Athens. Upon his return, the widows of the
men lost at Aegina mobbed him and stabbed him with
the safety pins from their Dorian chitons in grief and
anger that he alone should have survived. The Atheni-
ans were so shocked by this murder that they passed a
law forbidding women to wear the Dorian chitons which
were fastened at the shoulders with safety pins, and in-
stead ruled that they should wear the Ionian chiton,
which was sewn and did not use the safety pins that
could become lethal weapons. The Aeginetans contin-
ued to use safety pins, however, as did the Argives who
had helped the Aeginetans defeat the Athenians; in fact,
Herodotus claimed that they adopted safety pins with
even longer shafts which were more lethal.

REACTION AGAINST DORIAN DRESS. Even if the
incident really happened, it was probably not a singular
event that prompted the change to Ionian style for
women’s clothing. The Aeginetans and the Argives were
both Dorians, speaking the Dorian dialect of Greek,
whereas the Athenians were Ionians and by adopting the
fashions of the Tonian Greeks in Asia Minor whose cities
were flourishing at this time, the women were making a

political statement. Later, when Ionia was conquered by
Persia after 546 B.C.E., the Athenians tended to look
down on the Ionians because they were no longer free
men and their sumptuous fashions seemed to signal a
willingness to be subjects of the Persian king; in the
Greek mind, anything Persian was associated with lux-
ury and opulent living. But at the beginning of the sev-
enth century B.C.E., Ionia was the cultural leader of
Greece. Men in Athens wore Ionian chitons as well, and
Thucydides, a younger contemporary of Herodotus, re-
marks that the older Athenians of his day still wore them.
But the Persian Wars in the first quarter of the fifth cen-
tury B.C.E. ushered in a taste for simpler fashions in
Athens; in Dorian Greece, the Dorian chiton had never
gone out of style. In the new postwar world, the elabo-
rate Ionian chiton was considered a mark of oriental lux-
ury and soft living. It suggested the Persian way of life.

FAsSHIONS IN CHITONS. The peplos came into style
again in Athens after the Persian Wars, but it did not
displace the chiton. In fact, chiton and peplos existed
side by side throughout the fifth century B.C.E., bor-
rowing features from each other. The kandys, a chiton
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Man wearing a himation. CREATED BY CECILY EVANS. THE GALE
GROUP.

with long sleeves worn over longer chiton became fash-
ionable for free women during the century. Sleeves were
considered exotic; the Persians wore them, and in the
last quarter of the fifth century, fashionable Athenians
developed a taste for styles with a touch of Persian op-
ulence to them. Also during the same century there are
examples of a short tunic reaching to the waist that is
worn over the chiton. It is probably what was called the
chitoniskos, or “little chiton,” and it seems to have been
made from a heavier fabric than the chiton itself and is
often richly decorated. Men in the classical period aban-
doned the Ionian chiton, as Thucydides pointed out, but
it continued to be used by priests, charioteers, singers,
musicians, and actors. The short, sleeveless chiton re-
mained in style for physically active men. For ceremo-
nial occasions, however, the Aimation became the
costume of choice.

THE HIMATION. The Aimation was an essential
outer garment for both women and men. It was simply
an oblong woolen shawl of generous dimensions. There
were various ways of draping it around the body. A

Woman wearing a himation. CREATED BY CECILY EVANS. THE
GALE GROUP.

woman, for instance, might drape it under the right arm
and pin or te it at the left shoulder. In colder weather
she could drape her upper body with it and draw it over
the head like a cowl. Sometimes, however, she used a
separate piece of cloth to cover her head, with one end
falling down over the himation. A man threw his hima-
tion around his body from left to right, confining his
arms; in fact, it was the mark of a gentleman not to ex-
tend an arm outside his himation. Wearing one’s hima-
tion with grace was a mark of social standing in the
community and it cannot always have been an easy
achievement, for the himation was generally worn with-
out fasteners like buttons or safety pins, and the wearer
must have sometimes used his hands that were hidden
by his himation to hold it in place. It was far too awk-
ward a garment for a working man, who generally wore
a chiton without sleeves called an exomis. In fact, wear-
ing a himation signaled that the wearer did not have to
do physical labor. Politicians and philosophers liked it,
and in portrait sculpture, it had some of the same con-
notations as the Roman toga, which it somewhat re-
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sembled. It showed that the wearer was not a member
of the common people, and it was a fine garment to wear
when delivering a lecture or a public speech.

THE PEPLOS. The peplos was a woman’s costume
consisting of an oblong swatch of woolen cloth. The
cloth was first folded horizontally so that the top quar-
ter was turned back, and then it was doubled by folding
it from top to bottom. What resulted was a piece of cloth
doubled over to form a square, with an overfold called
an apotygma in Greek on the upper edge. It sheathed the
body of the wearer, and was fastened at each shoulder
by safety pins or buttons so that it hung free. On the
right side, the peplos hung open, and one might catch
glimpses of the woman’s body as she moved. Young
women in the Greek city of Sparta liked this style, but
women elsewhere usually wore a belt or girdle at the
waist to keep the side of the peplos closed and thereby
preserve the wearer’s modesty. The open side of the pe-
plos might also be pinned together; in Homer’s Odjssey,
one of the suitors trying to win the favor of Penelope,
Odysseus’ wife, presented her with a peplos that had
twelve gold pins. Since it needed only two pins, or at
best four, to fasten it at the shoulders, presumably the
rest were used to pin up the open side.

THE ORIGIN OF THE PEPLOS. The peplos was not
a Mycenaean costume, and probably it arrived in Greece
about the same time as the safety pin—that is, in the
sub-Mycenaean period (after 1200 B.C.E.), after the
citadels of the Mycenaean civilization had fallen and the
great palaces destroyed. The Dorian newcomers may
have brought the peplos with them, for they migrated
into Greece in the sub-Mycenaean period, and so the
name “Dorian chiton” which was sometimes applied to
the peplos, may be justified. It was, however, worn in
carly Athens also until the end of the Early Archaic Pe-
riod, about 600 B.C.E., when women switched to the
Ionian chiton. With the reaction in Athens against frills
and frippery after the Persian War, the peplos came back
into fashion. In Sparta and the rest of Dorian Greece,
the Ionian chiton never displaced the peplos. As the
Greek language evolved, the word “peplos” acquired a
wider meaning and applied to a variety of costumes.
There was, however, one instance where the word “pe-
plos” continued to mean a simple, old-fashioned piece
of woolen cloth folded to form a woman’s dress. Every
four years, at the Great Panathenaea festival in Athens,
the women of the city presented the goddess Athena with
a new robe that they had woven. They used it to dress
the ancient wooden statue of Athena Polias—that is,
Athena, Guardian of the City—the most sacred cult
statue in Athens, which was kept in the temple known
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Woman wearing a peplos. CREATED BY CECILY EVANS. THE GALE
GROUP.

as the Erechtheion. The robe was a peplos and the pat-
tern did not change.

PEPLOS TYPES. Styles change with time and the pe-
plos was no exception. From the classical period of the
fifth century B.C.E. on, we must distinguish between the
peplos worn without an undergarment, known as the pe-
plos endyma, and the peplos worn over a chiton, the pep-
los epiblema. The girdle in early examples of the peplos
simply encircled the waist, but with the skirt above it
tucked up so as to form a loose fold. The apoprygma, or
overfold, which at first was short, grew in length undil it
reached the hips. In statues and relief sculptures of the
fourth century B.C.E., the overfold is sometimes shown
falling freely, but more often as time went on it was held
in place by the girdle. The peplos epiblema that was worn
over a chiton developed a number of variations. Some-
times the skirt came down to the ankles and only a glimpse
of the chiton underneath can be seen at the bottom. Some-
times the peplos came down no further than the knees,
and the chiton was shown covering the lower legs. Some
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A man wearing a chlamys and on his head, the hat known as a
causia. CREATED BY CECILY EVANS. THE GALE GROUP.

statuettes of Athena show her wearing a peplos with an
overfold that has pleats of unequal length, and sometimes
the peplos is shown pinned only at the right shoulder with
the overfold pinned along the right arm to form a kind
of short sleeve. It is hard to distinguish this kind of pep-
los from the Ionian himation. In fact, the Greek authors
themselves used the terms for their clothes more indis-
criminately as we move into the fourth century B.C.E.

THE CHLAMYS. The chlamys was a garment of non-
Greek people in northern Greece, the Thessalians and the
Macedonians. In fact, the chlamys, along with the peta-
sos or causia (a hat with a brim), was the national cos-
tume of Macedonia. The distinctive items of costume
worn by foreigners from the north when they are depicted
on Greek monuments were the chlamys, the causia, the
alopekis (a fox-skin cap), and the embades (boots that came
part way up the calf of the leg). A Macedonian noble-
man signaled his standing by wearing a purple chlamys
and causia, and Alexander the Great, the king of Mace-
don who conquered the Persian Empire, made the

chlamys his customary dress. The chlamys was a swatch
of cloth that was more or less rectangular with three
straight sides and the fourth side concave. It was worn
by putting it around the shoulders, straight edge up, and
fastening it at the base of the neck, so that its folds fell
down as far as the knees. The chlamys might also be fas-
tened at the rear, leaving the wearer’s back and buttocks
bare. The two ends of the concave side formed points
hanging down on either side, and were often compared
to wings. Upon its introduction into Greece, it became
the usual costume for horsemen. It appears on the Pana-
thenaic frieze from the Parthenon in Athens, where young
ephebes (youths undergoing their military training) are
shown wearing it as they gallop in the wake of the pro-
cession or prepare to mount their horses. In the Greek
city of Sparta, the chlamys became the costume of choice
for the Spartiates, the military elite that ruled Laconia. It
was not adopted by the Romans, but the Romans had a
number of military cloaks which were similar, such as the
paludamentum, the abolla, and the sagum. The trabea
worn by the members of the equestrian order in Rome
when they paraded on horseback in honor of Castor and
Pollux secems to have been a similar garment. The
chlamys, however, lasted into the Byzantine period. In
the Church of San Vitale in Ravenna (Italy) there is a
mosaic of the empress Theodora (527-548 C.E.) who is
shown wearing a chlamys as part of her imperial regalia.
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SEE ALSO Architecture: Greek Architecture

THE TogA

NATIONAL COSTUME OF ROME. The toga was the
national costume of the Romans. The Roman people
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were the gens rogata—rthe “people that wear the toga.”
In his epic poem, the Aeneid the Roman poet Vergil used
the term with pride to refer to the populus Romanus, that
is, the “Roman People.” Aliens—persons who were not
Roman citizens—and Roman exiles were forbidden to
wear it. It seems, however, that the law which forbade
non-Romans to wear the toga was not universally en-
forced, for the provinces of Cisalpine Gaul and
Transalpine Gaul were called, unofficially, Gallia ro-
gata—that is, “Gaul where the toga is worn”—which in-
dicates that Romanized provincials sometimes wore the
toga even before they received the citizenship. There was
a tradition that the toga came to Rome from Etruria, the
region of modern Tuscany in Italy which was inhabited
by people the Romans called Etruscans and the Greeks
Tyrrhenoi, who seem to have been immigrants from Asia
Minor around 1000 B.C.E. Their underground tombs
were decorated with wall paintings which show men
wearing a short toga, though it is by no means the same
as the Roman version of the same garment. The Roman
toga probably began as a simple piece of woolen cloth
which was worn with no undergarment and fastened in
place with a safety pin, called in Latin a fibula. The name
comes from the Latin verb, zegere, which means “to
cover.” The toga was a coverlet, used to cover a person’s
body by day and his or her bed at night. In the early pe-
riod, women wore it as well as men. The Roman men
even wore it to battle in the early days of Rome.

THE CINCTUS GABINUS. In some rituals which were
connected with warfare—such as opening the Gates of
Janus, which the Romans threw open whenever they em-
barked on a war—they girded up their togas in what was
called the cinctus Gabinus. They took the corners of their
togas, threw them over the left shoulder, wound it un-
der the right arm and around the chest, thus making
their togas into garments that did not impede their
movement. The origin of this curious custom was ex-
plained by the story of the ancient enmity between Rome
and the town of Gabii, which dated back to the time be-
fore the last Roman king was expelled in 510 B.C.E. The
Romans used the cincrus Gabinus when they fought
Gabii. The 193 centuries, or battalions, of the early Ro-
man citizen army were divided into five classes accord-
ing to wealth, and only the first class could afford full
body armor. A Roman in the lowest class in those far-
off days tied up his toga around his waist so that his arms
were free to wield a weapon, and went into battle to fight
as best he could. His toga gave him little protection, but
it was better than nothing.

DEVELOPMENT. Gradually, the toga grew more
elaborate, and its usage became more restricted. Women
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The toga of the type worn in the early first century c.E. CRE-
ATED BY CECILY EVANS. THE GALE GROUP.

replaced it with the stola, a long upper garment which
became the conventional dress of a married woman. Sol-
diers gave it up for a more convenient cloak called the
sagum. Even so, right up to the end of the republican
period in the first century B.C.E. and even into the im-
perial period that followed it, togas were sometimes is-
sued to Roman armies in winter camp. By that time,
however, the toga had lost its military role and became
a costume of peacetime and a symbol of citizenship. In
Rome, a citizen was expected to wear his toga in public.
The emperor Augustus (ruled 27 B.C.E.—14 C.E.) forbade
citizens entry to the Roman Forum or to the circus if
they were without togas. Outside, Rome, however, citi-
zens quickly adopted foreign costumes which could be
put on and taken off easily; the toga as it developed be-
came so elaborate that a Roman needed help to put it
on. Even in Rome itself, Greek fashions became in-
creasingly popular in the first century C.E., and the toga
was reserved more and more for official functions.
Women abandoned it early, except for women who were
courtesans or were found guilty of adultery. The stola
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THE IMPORTANCE OF THE TOGA

INTRODUCTION: The toga was the national dress of the Roman
citizen. In fact, Romans were sometimes called simply the
“togati” (the “men who wear togas”), and when dramas
about Roman citizens were produced in the theater, they
were called fabulae togatae, as distinct from dramas in-
volving Greek characters which were called fabulae palli-
atae. Roman senators wore togas when they transacted
public business, as did the members of the municipal coun-
cils of other cities in the Roman Empire even in the fourth
and fifth centuries c.e. The following passage from the Ro-
man history of Livy, who lived in the reign of the emperor
Augustus, illustrates the importance of wearing the toga
to conduct public business. In 458 B.c.E., the Roman re-
public faced possible disaster. Rome’s enemies, the Aequi,
had cut off a consular army led by one of the consuls, Lu-
cius Minucius. In this crisis, the Roman senate decided to
appoint Lucius Quinctius Cincinnatus as dictator; the dic-
tatorship in Rome was a six-month appointment that was
made only in an emergency when the state was under
threat and a strong leader was needed. Cincinnatus had
a small farm across the Tiber from Rome, and he was work-
ing on his land when a deputation from the senate came
to invite him to Rome. Prior to delivering the senate’s in-
vitation, the deputation asked Cincinnatus to put on his
toga. Cincinnatus accepted the dictatorship, defeated the
Aequi and, the crisis over, laid down the office after hold-
ing it for only fifteen days. Here Livy described the meet-
ing of the deputation from the senate and Cincinnatus.

Now | would solicit the particular attention of
those numerous people who imagine that money is
everything in this world, and that rank and ability are
inseparable from wealth: let them observe that Cincin-
natus, the one man in whom Rome placed all her hope
of survival, was at that moment working a little three-
acre farm (now known as the Quinctian meadows) west
of the Tiber, just opposite the spot where the shipyards
are today. A mission from the city found him at work
on the land—digging a ditch, maybe, or ploughing.
Greetings were exchanged, and he was asked—with a
prayer for God'’s blessing on himself and his country—
to put on his toga and hear the Senate’s instructions.
This naturally surprised him, and asking if all were well,
he told his wife Racilia to run to their cottage and
fetch his toga. The toga was brought, and wiping the
grimy sweat from his hands and face, he put it on; at
once the envoys from the city saluted him, with con-
gratulations, as Dictator, invited him to enter Rome,
and informed him of the terrible danger of Minucius’
army. A state vessel was waiting for him on the river,
and on the city bank he was welcomed by his three
sons who had come to meet him, then by other kins-
men and friends, and finally by nearly the whole body
of senators.

SOURCE: Livy, The Early History of Rome. Trans. Aubrey de
Sélincourt (Harmondsworth, England: Penguin Books, 1960):
213.

which married women wore was denied to them, for it
was the mark of the respectable Roman matrona—a
woman who was properly married.

RITE OF PASSAGE. In many cultures, a young man’s
transition from boyhood to manhood is marked by what
is called a “rite of passage.” In Rome, the rite of passage
involved changing from the toga of adolescence to the
toga of a man. A Roman youth of free birth wore the
toga practexta, a toga with a band of purple woven along
the edge of the garment. Under it, he wore a tunic which
had two purple woven stripes which extended from his
shoulders to the hemline, and around his neck he wore
a locket called a bulla which might be made of gold, sil-
ver, bronze, or even leather. When the youth came of
age, he exchanged the toga praetexta for the toga virilis,
the man’s toga, which was all white, the natural color of
the wool. In the early days of Rome, well down into the
second century B.C.E., a youth gave up the toga praetexta
at age sixteen. Later, the ceremony often took place at
the end of the youth’s fifteenth year. There were excep-
tions: the emperor Tiberius would not allow the future

emperor Caligula to assume the roga virilis until his twen-
tieth year, and the future emperor Nero assumed it at
age fourteen. The zoga praetexta was also worn by im-
portant state officials, and the fact that children wore it
as well was perhaps a recognition of the vulnerability
and, at the same time, the importance of childhood.
Children were as important to the future of the state as
the men who held prestigious magistracies. The cere-
mony in which a young man gave up the roga praetexta
usually took place during the festival of Bacchus known
as the Liberalia on 16 March. The night before, the boy
took off his roga praetexta and put on a white tunic to
sleep in; this tunic was known as the zunica recta (the
“straight tunic”), so-called because it was woven on the
old-fashioned upright loom. The ceremony started the
next morning with a sacrifice offered to the Lares, the
household gods of the family. The boy dedicated his zoga
praetexta to the Lares and along with it, his bulla, the
locket containing the amulet or charm which he wore
around his neck as a boy to ward off evil influences and
protect him in the vulnerable years of childhood. It was
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rather like a modern good luck charm except that Ro-
man society really did believe in the “Evil Eye” and as-
sorted malign influences so hex signs to ward them off
were more significant than good luck charms are in mod-
ern times. It also marked the wearer as the child of a
freeborn Roman citizen. The young man then put on
his new toga. It was the roga pura, which did not mean
that it was “pure,” but rather that it was not dyed, i.e.
it was the natural color of the wool. This was the “toga
of a man,” the so-called toga virile. It signified that he
was now an adult male. His family and friends escorted
him in his new zga virile to the forum where they pre-
sented him to the Roman people, the populus Romanus,
who would henceforth regard him as one of their mem-
bers. The young man then went to the Capitoline Hill,
and in the Temple of Jupiter he offered sacrifice to the
gods of the state, the divine triad Jupiter, Juno, and Min-
erva. He was not yet of an age to begin a public career,
but old enough to take an interest in public affairs and
learn from his elders how to conduct the business of the
state. He had crossed the divide between vulnerable
youth and manhood.

ToGAs FOR GIRLS. Girls also wore the roga prae-
texta, but they gave it up at age twelve upon reaching
puberty. From then on until marriage, gitls wore a palla,
or mantle. A girl over twelve is shown wearing a palla
on the south relief of the “Altar of Peace” in Rome which
the Roman senate commissioned in 13 B.C.E.; it can still
be seen reconstructed in modern Rome, on the bank of
the Tiber River. Unlike the toga, it was a rectangular
swatch of cloth, but on the “Altar of Peace” it is shown
folded over the girl’s body in a manner so similar to a
toga that it might be mistaken for one, except that its
squared lower border gives it away.

THE SHAPE OF THE TOGA. The toga was simply a
piece of cloth that was folded and wrapped around the
body. In the early days of Rome, when the cloth was a
piece of woolen homespun, it probably kept the shape
that it had when it came off the loom: rectangular. The
evidence from ancient authors, scanty though it is, indi-
cates that the toga was a semi-circular piece of cloth with
one straight edge, and when a purple stripe was woven
along the edge—a wide one (latus clavus) for senators and
a narrow one (angustus clavus) for members of the eques-
trian class—it could have been woven only along the
straight edge. There have been many modern attempts
to reproduce the sort of toga of the monuments and it
seems likely that it was not a piece of cloth that was a
true semi-circle, but rather that it was half an ellipse with
one straight edge that was broad enough to allow the pur-
ple stripes to be woven parallel to it. Conservative though
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Imperial Procession (detail from the Ara Pacis Augustae), show-
ing members of the imperial family in procession at the dedica-
tion of this altar which commemorates the pacification of Spain
and Gaul by Emperor Augustus, begun 13, dedicated 9 B.C.E.
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the Romans were, the toga styles changed over time; the
toga of the late empire bore a general resemblance to the
toga of the Roman republic, but it was not the same gar-
ment. Yet stone-cutters in the late empire turned out
toga-clad figures for official statues of emperors and pub-
lic officials which were erected across the empire.

How THE ToGA was WORN. The toga of repub-
lican Rome, in its simplest form, was thrown over the
left shoulder, drawn across the back and under the right
arm and then thrown back again over the left shoulder
so that there was an oblique fold across the chest. The
right shoulder and arm were left unencumbered, but not
bare, for a man would wear a tunic under his toga. There
is a statue in the Archeological Museum in Florence,
Italy, known as 7/ Arringatore (The Orator) which shows
the kind of toga that might have been worn in the sec-
ond century or the beginning of the first century B.C.E.
The skirt does not reach the feet, and along its lower
edge there is what seems to be a row of embroidery. The
toga that Roman politicians Cicero or Julius Caesar
might have worn in the last days of the Roman Republic,
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Man wearing short republican toga, ¢. 100 B.C.E. CREATED BY CE-
CILY EVANS. THE GALE GROUP.

however, covered both shoulders. Under the Roman em-
perors, togas became elaborate with folds carefully
arranged. The toga of the imperial period had two added
features: an overfold of cloth called a sinus that ran di-
agonally across the chest, and a clump of drapery called
an umbo that was a sort of decorative knot made by
pulling up the folds on the left side in order to hold the
drapery together. Apparel this elaborate cannot have
been easy to put on or take off. The proper arrangement
of the folds of the toga was a mark of elegance, and there
were slaves trained to do the task, called vestiplici if they
were male slaves, or vestiplicae if they were women. If a
Roman magistrate was to officiate at a ceremony in im-
perial Rome where a toga must be worn, his slaves might
have to sit up the night before to prepare the pleats and
folds by squeezing them with tongs. The sinus in par-
ticular needed care, for in some portrayals of toga-clad
figures it hangs loosely but elegantly across the chest and
almost touches the ground. The toga which began as a
practical piece of clothing ended up as an elaborate cer-
emonial costume.

THE LACERNA. Since the toga gave poor protection
against inclement weather, the Romans adopted a hood-
less woolen outer cloak which was popular in the army:
the lacerna. It was worn over the toga and was open at
the side, leaving the arms free. The Romans fastened it
with a brooch or buckle on the right shoulder so it could
be tossed back over the shoulder. It was dark colored
when it was used as a military cape, but when it was
adopted as civilian dress, it was often made of bright col-
ors and lighter cloth, particularly for upper-class men
and women. In cold weather, the spectators in the am-
phitheater or theater who were wearing togas needed
their Jacernae to keep warm.

TYPES OF TOGA. Togas were made of wool—a light
woolen fabric for summer and a heavier one for winter
wear. Unless they were dyed, they remained the natural
color of the wool, which was off-white, though given the
absence of good laundry facilities, many of the togas worn
in Rome must have been a rather dirty grey. It was im-
portant for a citizen who presented himself as a candi-
date for office to have a pure-white toga, and he would
use chalk to give his toga the requisite color—hence, the
Latin word for “candidate” (candidatus) came from the
word for “white” (candidus). The toga praetexta worn by
children and by state officials had a purple border. So did
the togas worn by senators and men of the equestrian or-
der. Senators had a wide purple border (the latus clavis
or “laticlave”) to mark their status, whereas men of the
equestrian order, the so-called equites or “horsemen”
whose minimum income requirement was less than half
a senator’s, had a narrow stripe. The equites by the sec-
ond century B.C.E. were men of property who stayed away
from a career in politics; they included in their ranks busi-
nessmen and tax farmers—that is, private entrepreneurs
who contracted with the government to collect taxes. A
variety of toga with stripes known as the #rabea was worn
by the Flamen Dialis and the Flamen Martialis, the high
priests of Jupiter and of Mars, and also by the augurs, the
priestly officials who took the auspices, but it is unclear
how the stripes were arranged. A toga called the trabea
was also worn by men of the equestrian order who pa-
raded on horseback in the festival of Castor and Pollux
(Rome’s legendary founders) to commemorate the semi-
mythical Battle of Lake Regillus. Their trabea, however,
seems to have been a short mantle like the Greek chlamys.
It was the distinctive costume of the equites, for when
Roman theaters staged comedies where the characters
were citizens of the equestrian order, they were known as
comoediae trabeatae—comedies where the actors are cos-
tumed in rrabeae. Dark-colored togas were worn as a sign
of mourning. This type of toga was known as the gz
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pulla: the “dark-colored toga.” A pullum was a garment
dyed dark-grey. A toga known as the wga picta, or tra-
bea triumphalis, was decorated with patterns and must
have taken great skill to weave; it was worn in the period
of the Roman Republic by generals returning from a vic-
torious campaign who were granted the right of holding
a triumph. The triumphant general paraded his spoils and
captives through the streets of Rome, and finally made
his way along the Sacred Road (Via Sacra) through the
Roman Forum to the temple of Jupiter on the Capito-
line Hill. In the rear of the procession came the general
himself in a chariot, wearing a roga picta. The general did
not actually own this toga, for these togas were kept
among the treasures of Jupiter, and brought out only on
special occasions. Under the Roman Empire, however,
triumphs were reserved for the emperor, and the first em-
peror, Augustus, made the zoga picta his official costume.

THE END OF THE TOGA. Juvenal, the Roman satirist
who probably wrote in the first quarter of the second cen-
tury C.E., wrote in his third satire that throughout most
of Italy no man was seen in a toga until the day he died,
when he was laid out in one. When shows were staged
in the country theaters on holidays, everyone, magistrates
included, wore a plain white tunic. Yet the toga remained
the proper ceremonial garment until the fourth century
C.E. as evidenced by developments from Roman sculp-
ture. A relief sculpture of Marcus Aurelius, emperor from
161-180 C.E., which was re-used on the Arch of Con-
stantine in Rome, shows a figure wearing a short toga
which comes only to the knees; another panel of the same
emperor, now in the Conservatori Museum in Rome,
shows a person with a similar short toga, who is playing
the reed pipe known as the aulos. It has been suggested
that this short toga was the toga of the Roman common
man, but the absence of such figures in art makes it dif-
ficult to come to a conclusion. Marcus Aurelius’ prede-
cessor, Hadrian, appears in one statue wearing a toga that
resembled a Greek himation. Hadrian was a lover of
Greek culture, which may account for his toga in the
Greek style, but the fashion did not endure for long. In
the third century C.E. a new style developed with a broad
fold running from under the right arm across the chest
and over the left shoulder, giving the appearance of a
baldric, or sash running diagonally across the chest. This
was the “banded toga” and a man needed the help of a
valet to put it on. It was not a costume for everyday wear.
Sometimes it seems that the bands were held in place
with concealed stitching. Difficult though it might be to
put on, the banded toga remained popular through the
fourth century as ceremonial garb. As we reach the fifth
century, a toga-clad statue of a consul in the Capitoline
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A man wearing a lacerna (a soldier’s cloak). CREATED BY CECILY
EVANS. THE GALE GROUP.

Museum in Rome shows the final stage of the toga’s evo-
lution. The statue dates to about 400 C.E., and it por-
trays a man wearing a tunic with short sleeves over a
long-sleeved tunic. Over that he wears a toga with a long
sinus in front, which the magistrate had to hold up with
his left arm to prevent it dragging on the ground. This
was clearly a purely ceremonial costume for it did not al-
low the wearer to move freely. By the time the toga
reached the end of its long history, it had become unfit-
ted for physical movement. Nonetheless it was not with-
out an offspring. It mutated into the vestment of a Roman
Catholic priest which is known as a stole—not to be con-
fused with the costume of a Roman married woman
which was known by the same name.
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THE COSTUME OF THE EMPEROR AUGUSTUS

INTRODUCTION: The author known as John the Lydian lived in
the reign of the emperor Justinian (527-565 c.t.), and
worked in the imperial bureaucracy in Constantinople for
forty years. Three of his works survive, the best known
titled De Magistratibus (On the Offices of the State), De
Ostentis (On Omens), and De Mensibus (On the Months)
which collected information about the ancient Roman re-
ligious calendar and the various festivals which had their
dates set by the calendar. In his On the Offices of the
State he describes the costumes worn by various officials,
and the passage below describes the dress of the em-
peror Augustus. John lived five centuries after Augustus’
death, and no doubt he confused the costume of Au-
gustus to some extent with the costumes of later em-
perors; the outer cloak of Augustus, for instance, was not
made of silk, but silk was regularly used for the apparel
of later emperors, and jewel-encrusted garments were a
feature of imperial apparel in the later Roman Empire.
John reports correctly that Augustus was high priest of
Rome (pontifex maximus)—he became high priest in 12
B.C.E. after the death of the previous incumbent, and all
his successors until the emperor Gratian (367-383 c.E.)
held the office after him. The word pontifex does mean
“bridge-builder”—lJohn is correct on that score—and the
reason is that when Rome was still pagan, it was believed
that every river had a divine spirit of its own that would
be offended if a priest failed to perform the prescribed
rites when it was yoked by a bridge connecting its two
banks.

In time of peace he [Augustus] used to wear the
garb of a pontifex—the name stands for chief priest, con-
nected with bridges—of purple reaching to the feet,
priestly, ornamented with gold, and a cloak likewise of

purple, which had pleats of gold at its extremities. He
used to cover his head for the reasons which | gave in the
treatise On the Months which | have written. For the wars
he wore the paludamenta—these are scarlet mantles of
double thickness spun from top-quality raw silk, caught
up at the shoulders by a golden brooch inset with pre-
cious stones. We call this a fibula as Italians do, but peo-
ple in the palace even nowadays speak of it, with a sort
of special term, as a cornucopia. At festivals he would
wear the limbus—this is a purple cloak which covers the
body down to the feet, with a Meander pattern; on the
shoulders it has a brilliant spray of tabulamenta—that is,
material woven into piping—and a paragauda embroi-
dered with the golden letter gamma [in other words a tu-
nic with little figures like the Greek letter “gamma”
embroidered on it]. From the border at the feet and the
bottom end of the garment, on both sides these little fig-
ures trick out the tunic with gold to form a letter gamma.
In the senate he would wear a mantle of purple (of
course) and, at the edge of the border near the person
who wore it, it was bedecked with squares outlined in
pure gold—the court functionaries call these squares seg-
menta, meaning “gold embroidery on the hemline,”
whereas the man on the street calls embroideries of this
sort on the mantles of private individuals sementa. This
mantle is called bracteolate (covered with gold plaques),
gemosa (encrusted with precious stones), and /anceolate
(ornamented with embroidered spear-heads). He also
wore the rest of the emperor’s official regalia, concerning
which | resume a detailed description to be excessive. ...

SOURCE: John the Lydian, De Magistratibus, in Bureaucracy in
Traditional Society: Romano-Byzantine Bureaucracies Viewed
from Within. Trans. by T. F. Carney (Lawrence, Kans.: Coronado
Press, 1971): 44. Text modified by James Allan Evans.
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THE TEXTILES OF THE GREEK AND
ROMAN WORLD

WooL. Sheep were all-purpose animals in the
Greco-Roman world. They provided sheepskins which

peasants used as cloaks, wool for cloth, mutton to sup-

plement the Greek diet, and milk for making cheese.
In ancient Greece and Rome, wool fabric had the added
advantage that, unlike linen, it was easy to dye. In ad-
dition, wool in its natural state came in a variety of col-
ors depending on the breed of sheep. Latin had words
to describe the various hues: a/bus meant “white,” niger
“dark brown” or “black,” coracinus “deep black,” and
Sfuscus “brown with a tinge of red.” There was also a
color of wool called pullus that came from sheep in
south Italy, and also from Liguria, a region in the north-
west of the peninsula. Pullus was evidently brownish-
black, and it was a color associated with mourning. In
the Po River valley in northern Italy, a breed of sheep
was developed which produced a fine white wool that
could be woven into a gossamer-like fabric. If a man
or woman preferred an artificial color, however, there
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THE MAKING OF LINEN

INTRODUCTION: The Natural History of Pliny the Elder, who
died in the eruption of Mt. Vesuvius in 79 C.E., is the chief
source for information on how linen thread was pro-
duced from flax. In the section of his Natural History from
which this excerpt is taken, Pliny discussed various fab-
rics made from plants, including esparto grass, and—
surprisingly—asbestos, which he thought was a plant
found in the deserts of Egypt. Pliny thought that the best
“linen” was made from it, but in second place was the
fabric made from the fine flax grown in Elis in Greece.
The passage below describes the processing of flax in or-
der to extract the linen fiber.

With us the ripeness of flax is ascertained by two in-
dications, the swelling of the seed or its assuming a yel-
lowish color. It is then plucked up and tied together in
little bundles each about the size of a handful, hung up in
the sun to dry for one day with the roots turned upward,
and then for five more days with the heads of the bundles
turned inward towards each other so that the seed may
fall in the middle. Linseed makes a potent medicine; it is
also popular in a rustic porridge with an extremely sweet
taste, made in Italy north of the Po, but now for a long

time only used in sacrifices. When the wheat harvest is
over the actual stalks of the flax are plunged in water that
has been left to get warm in the sun, and a weight is put
on them to press them down, as flax floats very readily.
The outer coat becoming looser is a sign that they are
completely soaked, and they are again dried in the sun,
turned head downwards as before, and afterwards when
thoroughly dry they are pounded on a stone with a tow-
hammer. The part that was nearest the skin is called
oakum—it is flax of an inferior quality, and mostly more fit
for lampwicks; nevertheless this too is combed with iron
spikes until all the outer skin is scraped off. The pith has
several grades of whiteness and softness, and the dis-
carded skin is useful for heating ovens and furnaces. There
is an art of combing out and separating flax; it is a fair
amount for fifteen ... [here the text is defective] ... to be
carded out from fifty pounds’ weight of bundles; and spin-
ning flax is a respectable occupation even for men. Then it
is polished in the thread a second time, after being soaked
in water and repeatedly beaten out against a stone, and it
is woven into fabric and then again beaten with clubs, as
it is always better for rough treatment.

SOURCE: Pliny, Natural History. Books XVII-XIX. Vol. V. Trans.
H. Rackham (Cambridge, Mass.: Harvard University Press, 1950):
431, 433.

were a large variety of dyes available; in Rome, legend
claimed that Numa, the second king of Rome after Ro-
mulus, established the guild of dyers. The legend is not
likely to be true, but certainly the guild had an ancient
history.

LINEN. Linen was made from the domesticated flax
plant which was developed carly in the Mediterranean
world from the wild flax for its fiber and the oil from its
seeds. Linen was used in the Bronze Age, prior to 1100
B.C.E., both in the Minoan period on Crete and the
Mycenaean period on the mainland. The tablets found
in the so-called “Palace of Nestor” at Pylos in Greece
show that flax was cultivated in the south-west Pelo-
ponnesos before 1200 B.C.E., and in the later classical
period, Elis in the north-west Peloponnesos was well
known for its fine linen. In the Hellenistic period after
Alexander the Great, Egypt produced linen with a high
reputation, but by the Roman period, the big centers of
production had moved to Syria and Palestine. In the
west, the linen of the Po Valley had a good reputation,
as did the linen from the coastal areas of southeast Spain.
Linen was used not only for dress, but also fishermen’s
nets, sails for ships, and the awnings in the theaters and

amphitheaters that protected spectators from the sun;
awnings were also made from cotton since it dried
quickly, or a fabric that was half cotton, half linen was
woven for use as canopies.

CoTTON. Cotton was an imported fabric. It first
appeared in India, where it has turned up on archaeo-
logical sites in the Indus River valley, dating to the early
second millennium B.C.E. By the Hellenistic period,
from the third to first centuries B.C.E., it had spread to
Upper Egypt, Nubia, and Ethiopia, evidently following
the trade route between east Africa and India. Greek and
Roman authors seemed to think that cotton was grown
on trees; the Roman poet Vergil in his Georgics, for in-
stance, refers to the cotton trees of Nubia. Very likely
this was not a mistake as many modern scholars believe.
Cotton nowadays is grown on a bush with the botani-
cal name Gossipium herbaceum, but there is also a cot-
ton tree, Gossipium arboretum, and quite possibly it was
the source of the cotton fiber that the Greeks and Ro-
mans knew.

SILK. True silk comes from the domesticated mul-
berry silkworm which extrudes a silk fiber to make its
cocoon. In the reign of the emperor Justinian (527-565
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THE UNUSUAL DRESS OF THE EMPEROR GAIUS
CALIGULA

INTRODUCTION: Gaius Caligula, the great-grandson of the em-
peror Augustus, became emperor himself in 37 cE,
largely on the basis of his distinguished ancestry. In his
four years as the emperor, he proved to be a terrible ruler,
and was apparently mentally disturbed; he was assassi-
nated before he could harm the empire. His general ap-
pearance was unfortunate: he was tall with a poor
physique, spindling legs and a thin neck, and his body was
very hairy except for his head which was almost com-
pletely bald. In place of the simplicity of dress which his
two predecessors as emperors—Augustus and Tiberius—
had favored, Caligula introduced elaborate styles which
were considered borrowings from the orient and were as-
sociated, in Roman minds, with divine kingship. In fact, it
has been argued that there was method in Caligula’s mad-
ness; he was trying to introduce absolute monarchy with
all its trappings and took his cues from royal courts such
as Cleopatra’s in Egypt. Three centuries later, Caligula’s
dress would not have been considered particularly odd in

the imperial court. The passage below comes from the bi-
ographer of the first Caesars, Suetonius.

Caligula paid no attention to traditional or current
fashions in his dress; ignoring male conventions and even
human decencies. Often he made public appearances in a
cloak covered with embroidery and encrusted with pre-
cious stones, a long-sleeved tunic and bracelets; or in silk
(which men were forbidden by law to wear) or even in a
woman's robe; and came shod sometimes with slippers,
sometimes with buskins, sometimes with military boots,
sometimes with women’s shoes. Occasionally he affected
a golden beard and carried Jupiter’s thunderbolt, Nep-
tune’s trident, or Mercury's serpent-twined staff in his
hand. He even dressed up as Venus and, long before his
expedition, wore the uniform of a triumphant general, of-
ten embellished with the breastplate which he had stolen
from Alexander the Great's tomb at Alexandria.

q

SOURCE: Suetonius, “Gaius Caligula,” in The Twelve Caesars.
Trans. Robert Graves (Harmondsworth, England: Penguin Books,
1957): 175.

C.E.) silkworm eggs were smuggled into the Roman Em-
pire and became the foundation of the Byzantine silk in-
dustry. Prior to that development, all silk was imported.
There have been finds of silk in Europe that date before
Emperor Augustus, but silk was rare before the Augus-
tan period when trade with India opened up. It was a
luxury fabric; silk swatches were sometimes unraveled
and the silk thread rewoven with fine linen in order to
make it go twice as far and bring down the price. The
emperor Caligula (37-41 C.E.) wore a silk toga, and the
emperor Elagabalus (218-222 C.E.) insisted on a new
silk garment every day. The historian Ammianus Mar-
cellinus, a Greek writing in Latin at the end of the fourth
century C.E., remarked that the wearing of silk—once
confined to the imperial court—had become widespread
among upper-class Romans. In 408 C.E., when the
Visigothic chieftain Alaric was holding Rome to ransom,
he demanded among other items, 4,000 silk tunics for
his men. The chief trade route that brought silk into
Mediterranean markets shipped it from China to Indian
ports where Persian merchants bought it, carried it up
to the head of the Persian Gulf, and then transported it
by caravan to the ports of entry into the Roman Empire
on the Euphrates River. The transit trade enriched Per-
sia, which made the Roman imperial government un-
happy, and it tried to develop alternative routes. The
problem was not solved until the Byzantine Empire de-
veloped its own silk industry.

CoAN SILK. Not all silk in the Greek world came
from China. On the island of Cos—which is more fa-
mous for the great doctor Hippocrates of Cos who es-
tablished a medical school there—there was a thriving
silk industry which used silk from the cocoon of an in-
digenous moth. The chief ancient sources for informa-
tion on this industry are Aristotle and Pliny the Elder,
who agreed that the technique of extracting silk fiber
from the cocoon of this moth was discovered by a
woman named Pampbhile. Both men and women wove
Coan silk, which was unusual in Greece where weaving
was considered women’s work. But the output of the
Coan silk industry cannot have been great, for Cos is a
small island, and probably its silk was inferior to Chi-
nese silk. China supplied a demand which Cos could
not fill.

WEAVING. Women did the weaving in ancient
Greece. The Greek historian Herodotus who visited
Egypt in the mid-fifth century B.C.E. noticed that in
Egypt men worked at looms, and he remarked on the
difference between Egyptian and Greek custom. In
Greece, the housewife was in charge of weaving cloth
for the household. The Greek historian Xenophon
commented on the importance of the wifely duty of
weaving in his treatise on household management, Oe-
conomicus. In that work, he described a dialogue be-
tween his mentor, Socrates, and the wise Athenian
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Ischomachus, during which Ischomachus highlighted
the importance of his young wife being the preemi-
nent weaver in the household. Not all weaving was
done in the home, however. Fine fabrics in particular
required professional weaving, and specialty firms ex-
isted in classical Athens as early as the later fifth cen-
tury B.C.E. There is evidence of an establishment that
specialized in the chlamys (a short cloak) and another
whose specialty was the chlanis, which was a cloak for
the upper body like the chlaina, but made of finer fab-
ric. In Italy, the fine white woolen cloth produced in
the north, in the Po Valley, called for skillful weaving,
and factories established there used highly trained
slaves for the weaving. From the first century C.E. well-
to-do women had more to do with their spare time
than to stand at the loom working alongside their fe-
male slaves, though the empress Livia, the third and
last wife of Augustus, tried to set an example of the
antique womanly virtue that her husband promoted by
working at the loom. In the towns and cities of the
Roman Empire in the Augustan Age, however, there
were already shops that sold ready-made clothes both
for freemen and slaves.

THE CREATION OF FABRIC. Despite evidence of
ready-made clothes, the vast majority of people in an-
cient Greece and Rome had to make not only their own
clothes, but their own yarns and fabrics as well. The
process of making fabric was long and labor-intensive.
After the shearing of the sheep in the spring, the women
washed the wool and pulled apart the matted fibers with
their fingers. Then they carded it, separating the fibers
with a comb, and rubbed it until they produced a mass
of tow, or combed wool, kneeling as they did so on a
kind of terra-cotta kneeling pad and propping their feet
on a stool called an onos, or donkey. At this point they
dyed the wool unless the finished cloth was intended to
be the natural color of the wool. The wool next had to
be spun, but the spinning wheel had not yet been in-
vented; the woman responsible for spinning, known as
the spinster, used a distaff and spindle to twist the yarn.
The spinster wound the tow on the distaff, pulled out
a length of it and secured it to the spindle that she held
in her left hand. A weight called a spindle whortl was
tied to the bottom of the spindle. It held the length of
tow taut and once the spindle was set spinning, it
twisted tow into yarn. The spinster continued to feed
tow from the distaff into the growing length of yarn un-
tl the spindle reached the floor. Then she wound the
yarn around the spindle and the process started over
again. Once she spun a full skein of thread, she took it
off the spindle and placed it in the wool basket. The
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COAN SILK

INTRODUCTION: Chinese silk was much prized, but it had
to be imported at great expense until the reign of
the emperor Justinian (527-565 c.e.) when silkworm
eggs were smuggled into the Byzantine Empire, and
the white mulberry tree (Morus alba)—the silk-
worm's food plant—was introduced about the same
time. On the island of Cos, however, there was a
caterpillar whose cocoon could be unraveled to
yield a silk thread. Silk from Cos was famous for its
lightness and transparency, though the production
must have been small. The passage below is from
Aristotle’s Historia Animalium (Research Notes on
Living Creatures). Pliny the Elder also describes the
making of Coan silk in his Natural History, and both
authors attribute the invention to a woman named
Pamphile, the daughter of Plateus. It has also been
suggested that Coan silk was known as far back as
the Minoan period.

From one particular large grub, which has as it
were horns, and in other respects differs from grubs
in general, there comes, by a metamorphosis of the
grub, first a caterpillar, then the cocoon, then the
necydalus; and the creature passes through all these
transformations within six months. A class of women
unwind and reel off the cocoons of these creatures,
and afterwards weave a fabric with the threads thus
unwound; a Coan woman of the name of Pamphile,
daughter of Plateus, being credited with the first in-
vention of this fabric.

SOURCE: Aristotle, Historia Animalium, Book V. Vol. IV of
The Works of Aristotle. Trans. D'arcy Wentworth Thomp-
son (Oxford, England: Clarendon Press, 1910): 551b.

strength and the texture of the thread depended on the
speed of the spindle as it turned. Once the yarn had
been created, it could be woven into fabric on a loom.
In ancient Greece there were two types of loom. One
was a small, easily transportable loom used to produce
girdles and relatively narrow swatches of cloth, and the
weaver could sit as she worked at it. The other was the
old-fashioned large, vertical loom used to weave the
swatches of cloth that would become tunics or cloaks.
This was the upright loom on which was woven the Ro-
man tunica recta which a youth wore when he came of
age and put on the “toga of a man” (roga virilis). The
threads of the warp hung downwards from the top of
the loom and were held taut by loom-weights. The
weavers sang as they worked. Homer in the Odyssey
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described the nymph Calypso, who kept Odysseus pris-
oner until the gods commanded her to let him return
home to Ithaca, as a weaver who sang at her loom. The
witch Circe from the same literary work also sang as she
weaved. The drudgery of working a loom was not nec-
essarily conducive to joyful songs, however. Weaving
was hard work, and it is more than likely that the fe-
male slaves who toiled at the loom sang sad songs.

PATTERNED CLOTH. In 1972, a kore—that is a
statue of a woman, fully clothed—and a kouros—a nude
male figure—were excavated at a cemetery near Merenda
outside Athens. On the base of the kore statue was an
inscription which read, “Grave of Phrasikleia. I shall for-
ever be called kore. The gods have given me this name
instead of marriage.” Phrasikleia had died before her
marriage, and thus she would always be called a maiden
(kore), never a married woman. More remarkable than
this inscription, however, was the preserved original
paint on the statue. Art historians knew that the Greeks
painted their statues, but on those that have survived,
the paint has disappeared or has faded almost to noth-
ing. The paint on Phrasikleia’s chiton shows swastikas,
which were considered good-luck signs at this time, and
rosettes on the front of it, and four-pointed stars and
various flowers on the back. The predominant colors are
red, black, and yellow. Clearly this was a patterned wed-
ding dress in bright colors for a marriage that never hap-
pened. At one time, it was thought that Greek weavers
with their warp-weighted looms could not produce pat-
terned cloth; when Greek authors mentioned decorated
robes, scholars assumed this to mean that they were em-
broidered—decoration had been sewn on affer the fab-
ric had been woven. But Phrasikleia’s chiron proves that
they were quite capable of making cloth with colorful
patterns. The peplos which the women of Athens pre-
sented to Athena at every Great Panathenaea festival
must have been a patterned weave of the same sort, and
Athens was not the only place that regularly presented
its guardian goddess with a new dress. In Elis in the
northwest Peloponnesos, a peplos on which sixteen
women had toiled was presented at regular intervals to
Hera who was the guardian goddess of the state. Homer’s
1lliad related that Helen of Troy wove a battle scene in
color in her spare time. Helen was no different from
other Greek housewives in this one respect: she, too, was
skilled at the loom.

DYE. Excavations at a Roman fort at Vindolanda,
which is near Hadrian’s Wall in Britain, have recovered
various fragments of textiles and fifty of them were an-
alyzed. The analysis revealed that eight of them had been
dyed, and in all cases a red dye was used that came from

the root of the madder plant (Rubia tinctorum). The Ro-
mans had various dyes, and madder red was one of the
cheapest. Among the expensive dyes were the various
shades of purple made from the murex shellfish. A
cheaper, counterfeit purple could be obtained by com-
bining madder red in the right proportions with indigo,
which was imported from India. Coccinus, a brilliant
scarlet made from the kermes, a scale insect, was in high
demand as a luxury dye. It originated in Asia, but Spain
also developed a lucrative kermes industry. Other dyes
were a strong green with a blue tinge (prasinus), a fairly
bright red (russeus), and dark blue (venetus). Dyes, how-
ever, were not much use without mordants to fix the col-
ors. Ancient mordants included alum from wood ash or
even human urine and natron—sodium carbonate, or
washing soda, which was dug from natron pits in Egypt.
To fix the color, dyers dipped the wool in the mordant
before it was put in the dye vat and heated.
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DRESSING TO IMPRESS IN GREECE
AND ROME

COLOR IN GREEK AND ROMAN APPAREL. A visi-
tor to ancient Greece or Rome would have been im-
pressed by the bright colors of the clothing that the
people wore, particularly the women. On this point, the
Greek and Roman art that has survived tends to give a
false picture. The marble statues were originally painted
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using wax-based paints, but it is very rare to find a statue
now with traces of the original colors. The bronze stat-
ues have almost all disappeared long ago, melted down
in the medieval period for their metal. The pictures on
Greek vases of the sixth and fifth centuries B.C.E., when
Athenian black-figured and red-figured vases were in
style, present a record of changing fashions, but the vase
painter was limited by the colors of his medium. In fact,
Greek and Roman garments were far more colorful than
most people realize. Weavers could produce elaborately
patterned cloth. The peplos that was presented every four
years to the goddess Athena at the Great Panathenaea
festival was a masterpiece of design. It was woven by the
women of Athens in a public building in the city where
space was set aside for the loom, and the style of the gar-
ment did not change, but there was room for innova-
tion in the pattern of the cloth.

THE EAST GREEKS. The Greeks always looked on
the fashions of the Orient, particularly Persia, with ad-
miration mixed with disapproval and contempt. On the
one hand, the elaborate fashions associated with Persia
signaled soft living and effeminacy; the Greek admira-
tion for the well-muscled naked body was not to be
found in Persia. On the other hand, Oriental fashions
were enormously attractive for anyone who wanted his
dress to signal his wealth and his cosmopolitan culture.
East Greece—the Greek foundations in Asia Minor and
Cyprus—was always an avenue for contact with the civ-
ilizations of the Orient. The collapse of the Mycenaean
civilization had been followed by a period of migrations
when three waves of migrants from Greece founded cities
on the coastline of Asia Minor and the Dodecanese is-
lands. The most important of these new foundations
were made by Greeks speaking the Ionian dialect, and
so East Greeks are often referred to as “Ionian,” though
there were also Aeolian and Dorian foundations, estab-
lished by Greeks whose dialects were Aeolian or Dorian.
These Ionian cities were cheek-by-jowl with the Lydian
Empire, and the last Lydian king, Croesus, subdued
those that were on the mainland while the cities on the
offshore islands were protected by their fleets. In 546
B.C.E. Croesus in turn fell victim to a new empire
builder, Cyrus, the founder of the Persian Empire. The
Tonian cities that had belonged to the Lydian Empire fell
under Persian control. Persia was not content with the
Greek cities on the Asia Minor coastline. Little by little
it took over the cities on the offshore islands, and from
Asia, it moved into Europe and by 512 B.C.E. it con-
trolled the region to the north of the Aegean Sea. Yet
Persia’s rule was relatively light. Ionian culture contin-
ued as before, and Ionian fashions, influenced by Lydia
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THUCYDIDES ON ATHENIAN FASHIONS

INTRODUCTION: The Athenian historian Thucydides, who
composed his History of the Peloponnesian War
near the end the fifth century B.c.E., devoted a sec-
tion in his introduction to the developments which
had taken place in Greece in the Archaic Period
(700-480 B.c.E.) and earlier, and he notes the change
in fashion that had taken place in Greek clothing.
He claims that the Athenians had taken the lead. It
is more likely that it was the cities in lonia that took
the lead, but the surviving evidence does not allow
us to contradict Thucydides with any confidence.

The Athenians were the first to give up the
habit of carrying weapons and to adopt a way of liv-
ing that was more relaxed and more luxurious. In
fact, the elder men of the rich families who had
these luxurious tastes only recently gave up wearing
linen undergarments [chitons] and tying their hair be-
hind their heads in a knot fastened with a clasp of
golden grasshoppers: the same fashions spread to
their kinsmen in lonia, and lasted there among the
old men for some time. It was the Spartans who first
began to dress simply and in accordance with our
modern taste, with the rich leading a life that was as
much as possible like the life of the ordinary people.
They, too, were the first to play games naked, to
take off their clothes openly, and to rub themselves
down with olive oil after their exercise. In ancient
times, even at the Olympic Games, athletes used to
wear coverings for their loins, and indeed this prac-
tice was still in existence not very many years ago.
Even today, many foreigners, especially in Asia, wear
these loincloths for boxing matches and wrestling
bouts. Indeed, one could point to a number of other
instances where the manners of the ancient Hellenic
world are very similar to the manners of foreigners
today.

soURCE: Thucydides, “Introduction,” in History of the
Peloponnesian War. Trans. Rex Warner (Harmondsworth,
England: Penguin Classics, 1954): 38-39.

and then by Persia, were elaborate and ornate. Ionia be-
came a conduit for Persian style to pass to Greece, par-
ticularly to Athens, which the Ionians regarded as their
mother city. In the first two decades of the fifth century
B.C.E., Persia made an attempt to conquer Greece which
resulted in Persia’s defeat and her retreat from the re-
gion of the Aegean Sea. The elaborate fashions associ-
ated with the Orient went out of style in Athens which
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NEW FASHIONS FROM PERSIA

INTRODUCTION: During the last quarter of the fifth cen-
tury B.C.E., Persian fashions were on the rise in
Athens, though not without the usual conflict be-
tween the old and new styles that mirrored the con-
flict between the old traditions and the new ways.
In his play The Wasps (performed in 422 B.c.E.),
Aristophanes highlights both of these conflicts in
an exchange between a son and his father during
which the son, Anticleon, attempts to convince his
father, Procleon, to trade in his plain brown jury-
man'’s coat for the significantly fancier styles from
Persia—in this case a kaunakes or a persis. The two
men’s clothes (as well as their names) in this instance
also reflect their political convictions; Cleon was a
political leader intensely disliked by the wealthy
Athenians who wore the latest fashions, but the
masses supported him.

Procleon: What is it you want me to do?

Anticleon: Take off that shabby old cloak and throw
this gown over your shoulders.

Procleon: Lot of good having sons and bringing
them up, if all they can do is try and suffocate
you!

Anticleon: Come along, get it on, and don't talk so
much.

Procleon: In the name of all the gods, what is this
horrible thing?

Anticleon: It's a Persian gown: some people call it a
full-waister.

Procleon: | thought it must be one of those
goatskin things from the country.

Anticleon: You would. Now if you'd ever been to
Sardis, you'd have known what it was; but it
seems you don't.

Procleon: | most certainly don’t. Looks to me like
one of Morychus’ fancy wrappings.

Anticleon: No, these are woven in Ecbatana.
Procleon: What from? Tripe?

Anticleon: Really, you're hopeless! Don't you realize
that this is an extremely expensive Persian
weave—why, at least sixty pounds of wool
must have gone to the making of this.

SOURCE: Aristophanes, The Wasps. Trans. David Barrett
(Harmondsworth, England: Penguin Books, 1964): 80-81.

opted for a more sober, austere appearance, though older,
more conservative men continued to wear Ionic chitons
with their many pleats and do up their hair with pins
made in the shape of grasshoppers. Ionia won its inde-
pendence from Persia after Xerxes’ debacle in Greece,
but then it fell under the domination of Athens. Ionia
had the reputation of being a place where life was soft
and easy, and the scientific view of the day held that soft
living made men with soft muscles who were no good
on the battlefield. Hard living made hard men, and as
the Greeks saw it, it was the toughness of their foot sol-
diers and the free men who rowed their warships that
won them victory over Persia. Simple clothing and
toughness went hand in hand. The fact that Ionia won
its freedom from Persia only to lose it the Athenian Em-
pire seemed to prove that Ionia, with its love for Persian-
style fripperies, was not fit to defend its liberty. The
reaction against Persian fashion did not last, however.
Active warfare between the Athenian Empire and Persia
ended in 450 B.C.E., and peaceful contacts between
Athens and Persia resumed.

PERSIAN FASHION IN ATHENS. By the last quarter
of the fifth century, Athenians demonstrated a fondness
for Persian styles again. New items of dress appear with
telltale names. The fine wool cloak called a syriz must
have been inspired by Syrian fashion. These cloaks may
even have been imports from Syria. There was a kind
of women’s shoes called persikai. One of Plato’s dia-
logues refers to wealthy people who wore “Persian
belts”; the dialogue is fictitious, but Plato imagines it
taking place before 415 B.C.E., and it is probable that
some rich Athenians of that time were wearing expen-
sive belts probably imported from Persia. Another gar-
ment of the late fifth century B.C.E. was the kaunakes,
also known as the persis—a name which betrays its ori-
gin. It seems to have been a heavy cloak with lictle
woolen tufts. Chitons with sleeves—another Persian in-
novation—also appear. Vase paintings depict examples
of the chitoniskos cheiridotos—that is, the short patterned
chiton with sleeves—worn over a long chiton. The short
chiton might have fringes at the bottom, and fringes
were considered Lydian, or at least, oriental. Another
Persian garment which the Greeks adopted was the
kandys, an outer garment with sleeves, dyed purple, and
fastened at the shoulders. The wearer used his kandys to
keep his arms warm, even though the sleeves were too
long to be of practical use and were sewn up at the end.
In the Persian court, these sleeves served to protect the
king from assassination since men with their arms in
the long sleeves of their kandys could not wield an as-
sassin’s knife.
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THE SYMBOLISM OF THE SLEEVE. Sleeves were not
new to ancient Greece. Musicians wore long chitons with
sleeves when they performed at public festivals, but the
sumptuous costumes of musicians were not everyday
dress. The policemen who patrolled the streets of Athens
also wore tunics with sleeves and trousers, but these pub-
lic servants were actually Scythian slaves owned by the
state, and they wore their native costume. Sleeves were
thought to be a peculiar mark of Persian fashion, but they
won acceptance, for on the sculptured frieze from the
Parthenon in Athens (carved in the 430s B.C.E.) some of
the young horsemen in the parade are shown wearing
short chitons with sleeves. It looks as if some well-to-do
young Athenians had adopted the latest Persian-style
fashions. Yet when sleeves reached Rome, they were con-
sidered effeminate. A passage in Vergil’s epic, the Aeneid,
demonstrates the prevailing Roman attitude towards this
fashion. In the passage, a native Italian (representing the
Romans) opposes a settlement of foreign Trojans in Italy
by hurling insults at their leader, Aeneas; among the in-
sults are derisive comments on their wearing of sleeves,
which the Italian disparaged as unmanly. Aeneas had
come from Troy, which was in Asia, and hence the Tro-
jans were Asians and wore Persian costume. In the Aeneid,
the Trojans have to abandon their Asian way of life be-
fore they win a place for themselves in Italy. It must not
have been a complete abandonment, however, since Julius
Caesar’s biographer, Suetonius, reported that the purple-
striped senatorial tunic which Julius Caesar wore under
his toga had sleeves with fringes.

THE PARASOL. Parasols were known in the Myce-
neacan world but they drop out of the picture in the
Dark Ages of Greece. They reappear on vase paintings
in the later sixth century B.C.E. as part of a well-to-do
woman’s costume, though they were apparently not ex-
clusively used by women. The lyric poet Anacreon, who
enjoyed the patronage of a tyrant of Samos until Persia
captured the island in 522 B.C.E., used his poetry to crit-
icize a fellow named Artemon who wore gold earrings
and held an ivory sun umbrella, “as ladylike as you
please!” In Athens, the parasol became a status symbol
for the freeborn woman. In Athens of the fifth century
B.C.E. there was a sharp distinction between the citizens
and the metics, or resident aliens. After the middle of the
century, when the statesman Pericles passed a law that
barred everyone from citizenship whose parents were not
both Athenian citizens themselves, it was impossible for
a metic to become a citizen. So the Athenian citizen body
became an elite group that prevented outsiders from
entering. The parasol marked the division. There was a
law dating perhaps to about the same time as Pericles’
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EFFEMINATE DRESS

INTRODUCTION: The Latin writer Aulus Gellius was a well-
to-do Roman who received the standard education
in rhetoric in Rome and then went to Athens to
study philosophy. It was his custom to jot down
notes of things that seemed worth remembering
whenever he read a book in Latin or Greek, and
during a winter that he spent at a country-place
outside Athens, he began to assemble them into a
collection which he later published as Noctes Atti-
cae (Attic Nights). He wrote during the reigns of
the emperor Antoninus Pius (138-161 c.t.) and his
successor, Marcus Aurelius (161-180 c.t.). In the ex-
cerpt below, he relates the criticism of the second-
century B.C.e. Roman Publius Scipio Africanus
regarding the effeminate dress of his countryman
Sulpicius Gallus, who wore long-sleeved tunics.
Long sleeves were considered Persian finery, and
not proper clothing for a tough virile Roman in the
second century B.C.E.

For a man to wear tunics coming below the
arms and as far as the wrists, and almost to the fin-
gers, was considered unbecoming in Rome and all
Latium. Such tunics our countrymen called by the
Greek name chiridotae (long-sleeved), and they
thought that for women—and only women—a long
and full-flowing garment was not unbecoming to
harm their arms and legs from view. But Roman
men at first wore the toga by itself, without tunics;
later they had close, short tunics ending below the
shoulders, the kind that the Greeks call exomides
(sleeveless). Habituated to this older fashion, Publius
Africanus, son of Paulus, a man gifted with all wor-
thy arts and every virtue, among many other things
with which he reproached Publius Sulpicius Gallus,
an effeminate man, included this also, that he wore
tunics which covered his whole hands. Scipio’s
words are these: “For one who perfumes himself
every day and dresses before a mirror, whose eye-
brows are trimmed, who walks abroad with beard
plucked out and thighs made smooth, who at ban-
guets, though a young man, has reclined in a long-
sleeved tunic on the inner side of the couch with a
lover, who is fond not only of wine but of men—
does anyone doubt that he does what wantons
commonly do?”

souRce: Aulus Gellius, The Attic Nights of Aulus Gellius.
Vol. 2 of 3 vols. Trans. John C. Rolfe (Cambridge, Mass.:
Harvard University Press, 1927): 57, 59. Text modified by
James Allan Evans.
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citizenship law that required the daughters of metics to
carry parasols and stools for the daughters of citizens in
the Panathenaic procession. The parasol was not merely
a shield from the sun; it was a status symbol.

PERSIAN FASHION IN ROME. “I detest Persian frip-
pery, boy,” wrote the poet Horace as the first line of one
of his Odes. Horace claimed to like the simple life. He
lived under the emperor Augustus and enjoyed the gen-
erous patronage of one of Augustus’ ministers, Maece-
nas, so he expressed the official view about luxury in
dress and in life generally. This view of Persian fashion
was not merely a matter of taste, but a cunning exam-
ple of propaganda reminiscent of the Greeks’ abandon-
ment of Persian fashion following their military conflicts
with Persia. Augustus had begun his political career as
the teen-aged great-nephew and adopted heir of the pow-
erful Roman politician, Julius Caesar; following Caesar’s
assassination, Augustus had to defeat Mark Antony and
Cleopatra, queen of Egypt, before he could become mas-
ter of the empire. His propaganda portrayed Cleopatra
as the paradigm of oriental luxury that extended to her
clothes. Augustus presented himself as the champion of
Roman traditions in clothes as in everything else. Yet
Romans who could afford it liked rich dress. The longest
fragment of a novel written by Petronius in the reign of
the emperor Nero (54-68 B.C.E.) describes a banquet
given by a wealthy former slave named Trimalchio who
liked to show off his wealth. He made a grand entrance
to the banquet chamber on a litter, wearing a bright scar-
let cloak and a tasselled napkin with a broad purple stripe
in imitation of the senatorial stripe around his neck that,
as a freedman, he could not legally wear. He wore rings
on his fingers and on his right arm was a gold armlet
and another of ivory with a gleaming metal clasp. Clothes
signaled a message, and the message of Trimalchio’s cos-
tume was that he had “made it.”

PERSIAN COSTUME IN THE LATE EMPIRE. By the
time of the late Roman Empire, the costume of the im-
perial court under Diocletian (284-305 C.E.) and Con-
stantine (324-337 C.E.) borrowed heavily from Persian
fashion. Constantine began to wear a diadem decorated
with peatls as a symbol of his autocratic power. Costume
borrowed from the Persian court signaled the emperor’s
authority in late antiquity. Persia furnished a large share
of the trappings of the imperial court as the Roman Em-
pire evolved into the Byzantine Empire.
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THE DRESS OF ROMAN WOMEN

A GIRL’S DRESS. Freeborn gitls, that is, gitls whose
parents were not slaves, wore the same costume as free-
born boys: a toga worn over a tunic. The toga was the
toga praetexta with a purple border that had to be made
of wool. The purple border was, at least in origin,
apotropaic—that is, it protected the wearer against the
Evil Eye or other unseen dangers that might attack a
child. She would wear her hair carefully combed,
braided and tied with a single band of wool cloth called
in Latin a vitza, or in English, a “fillet.” The fillet was
probably white and it signified purity. A boy would also
wear a bulla or a locket, which contained an amulet—
that is a charm which was worn to ward off evil spirits
or miasmas that might infect him—but it seems that
girls did not wear them. Few sculptures have survived
of young Roman girls wearing the roga practexta but
those that have do not show bullas. However, a girl
might wear a necklace of some sort which could have
served the same purpose as an amulet. Once a girl
reached puberty, she put off her zoga praetexta and ded-
icated it to the goddess “Fortuna Virginalis"—Venus in
her capacity as the guardian goddess of young maidens.
This was the signal that she was now ready for mar-
riage.

THE COSTUME OF THE ROMAN BRIDE. On the
night before her wedding day, a bride put on the runica
recta, so called because it was woven on the ancient up-
right loom which weavers had abandoned for regular
cloth manufacture. The rite of marriage demanded that
a bride weave her tunic of white wool on the upright
loom, as well as her hairnet, which was dyed yellowish-
orange, the color of flame. On her wedding day, the fil-
lets in her hair as well as her hairnet would signal her
chastity, in Latin, her pudor. Around her tunic she put
a belt made of the wool of a ewe—a female sheep. The
belt was knotted in a knot that her husband would undo
when they went to the marriage bed together. Then the
bride put on the marriage veil that was dyed yellowish-
red. It would protect her from evil spirits as she made
the journey from her father’s house to her husband’s,
or, in ritual terms, when she left the protection of the
Lares (houschold gods) of her own family to the Lares
of her husband. Her new husband gave her fire and wa-
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Roman woman wearing a stola. CREATED BY CECILY EVANS. THE
GALE GROUP.

ter as she entered his house, and she placed a coin on
the little altar of her husband’s Lares that would be in
a niche in a wall near the entrance. If she was moving
to a new district of the city, she would place another
coin on the altar of the Lar of the district, the Lares com-
pitales.

THE MARRIED WOMAN. The standard dress of the
Roman matrona—that is, a married woman—was the
stola. Tt was a dress held to the shoulders by straps; it
hung to the feet and resembled a modern slip, except
that the skirt was fuller and fell in distinctive folds called
rugae. Over her shoulders and covering her head was a
cloak called a palla. Proper Roman women wore their
head covered and the repercussions of neglecting this el-
ement of fashion could be severe. In the second century
B.C.E. a Roman called Sulpicius Gallus who was consul
in 166 B.C.E. divorced his wife because she had left the
house with her head unveiled. A Roman woman’s hair
also signaled her status as a married woman; her hair

should be carefully dressed and bound with fillets. The
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a PRIMARY SOURCE document

EPITAPHS OF A DRESSMAKER AND A
HAIRDRESSER

INTRODUCTION: Wealthy women in Rome had their own
hairdressers and dressmakers who generally were
slaves. Dressmakers and hairdressers were at the
beck and call of mistresses who could be demand-
ing. A mistress who found her coiffeur unsatisfac-
tory would not hesitate to beat her slave. Many
slaves who died left no trace of their existence, ex-
cept for perhaps a tombstone erected by a friend
or fellow slave. The epitaphs on the two tombstones
that are cited below are, first, for a dressmaker
named ltalia and, second, for a hairdresser named
Psamate. Note how young they were when they
died; Italia was twenty and Psamate only nineteen.

To Italia, dressmaker of Cocceia Phyllis. She
lived twenty years. Acastus, her fellow
slave, paid for this tombstone because she
was poor.

Psamate, hairdresser of Furia, lived nine-
teen years. Mithrodates, the baker of Flac-
cus Thorius, set up this tombstone.

SOURCE: Jo-Ann Shelton, “Working Women,” in As the
Romans Did: A Sourcebook in Roman Social History. 2nd
ed. (New York: Oxford University Press, 1998): 303-304.

stola and the fillets that tied up her hair would remain
the costume of a chaste married woman throughout her

life.

DISGRACED WOMEN. In the same way that cloth-
ing demonstrated the purity of the young Roman girl
and the fidelity of the Roman wife, adulteresses and pros-
titutes also wore distinctive clothes. If a husband di-
vorced his wife because she had an affair with another
man, she would wear a plain white toga; she no longer
had the right to wear a stola. The proper costume for a
prostitute was also a toga. This particular way of brand-
ing impure women seems to have relaxed as time went
on. Juvenal, the sour satirist of Roman life who lived in
the second century C.E., claimed that a virtuous woman
was hard to find in Rome of his day and yet nobody
wore the toga.

THE WIDOW. If a woman’s husband died, she took
off her stola and replaced it with a ricinium, a word de-
rived from the Latin verb meaning “to throw back.” The
ricinium was a shawl made of a square piece of cloth
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ALLURING DRESS IN AUGUSTAN ROME

INTRODUCTION: Ovid’'s “Ars Amatoria” (The Art of Love), is a
witty manual on the art of seduction, published in 2 B.c.E.
In the passage below, Ovid instructs women how to dress
their hair, as well as how to dress stylishly within a bud-
get. Purple dye was expensive and highly prized, but
there were other, cheaper dyes that were equally effec-
tive. He ends with a purely imaginary illustration taken
from myth: Briseis, whom Achilles and Agamemnon quar-
reled over in Homer's lliad, was a blonde who wore black,
and the Trojan hero Hector’s wife was a brunette and
wore white.

SOURCE: Ovid, “The Art of Love lll,” in The Love Poems. Trans.
A. D. Melville (Oxford: Oxford University Press, 1990): 131-133.

which a woman folded and then threw back half of it
apparently over her shoulder. Wearing it was a sign of
mourning and thus it was probably dark-colored, made
from wool that was naturally dark. The widow wore the
ricinium for the year prescribed for mourning. She may
have continued to wear it longer if she did not remarry,
but this cannot be proven conclusively.

THE UNMARRIED WOMAN. Roman marriages were
generally arranged. Fathers found proper husbands for
their daughters. Romantic love sometimes upset their
plans, and it is significant that the god who caused young
men and women to fall in love was Cupid, the son of
Venus, who shot poisoned arrows at his victims. In other
words, romantic love was a poison that caused youths
and maidens to neglect their duty to their families and
seek improper unions. There were probably not a large
number of unmarried women in ancient Rome. In Ro-
man law, an unmarried woman and a widow were con-
sidered the same, but it is not clear that they dressed the

same. Neither is it clear what the appropriate costume
was for a woman who was divorced for reasons other
than adultery, particularly in an era when some Roman
men married and divorced for political advantage. It is
understood, however, that the costumes prescribed for
women belonged to the customs of early Rome known
as the mos maiorum by the Romans—the way of life of
our ancestors. While the Romans revered the ways of
their ancestors, they did not always adhere to them re-
ligiously, so the guidelines for what women in different
stations of life should wear may not have been closely

followed.

THE LATEST STYLE. Though fashions changed
much more slowly in ancient Greece and Rome than
nowadays, it was important to keep up to date. Well-to-
do Roman women had their own dressmakers and hair-
dressers, who were generally slaves; if they did not satisty
the whims of their mistresses, they could be flogged. Ev-
idence for hairstyles comes from portrait sculpture and
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painting. In the sixth century B.C.E. in Greece, both
young men and young girls had their hair done in elab-
orate coiffeurs, to judge from the so-called kouros and
kore sculptures—that is, freestanding statues showing
nude young men and clothed young women which were
erected in the archaic period. The marcelling (crimping
of the hair into rows of waves) and plaiting of their hair
must have taken hours of primping. In the classical pe-
riod hairstyles became simpler. In Rome in the Augus-
tan period, the emperor Augustus set the style with short
hair combed forward on his forehead, and his wife Livia
is shown with her hair parted in the middle and mar-
celled. By the end of the first century tight curls piled
up on top of the head was the fashion. Hair dyes turned
brunettes blonde, which was the most fashionable color.
Sometimes the results were disastrous; the Latin poet
Ovid wrote a poem of commiseration to his girlfriend
who had lost her hair as a result of using harsh hair dyes.

SOURCES

George M. A. Hanfmann, Classical Sculpture (Greenwich,
Conn.: New York Graphic Society, 1967).

Mary G. Houston, Ancient Greek, Roman and Byzantine Cos-
tume. 2nd ed. (London, England: Adam and Charles
Black, 1947).

Laetitia La Follette, “The Costume of the Roman Bride,” in
The World of Roman Costume. Eds. Judith Lynn Sebesta
and Larissa Bonfante (Madison, Wisc.: University of
Wisconsin Press, 1994): 54—64.

Judith Lynn Sebesta, “Symbolism in the Costume of Roman
Women,” in The World of Roman Costume. Eds. Judith
Lynn Sebesta and Larissa Bonfante (Madison, Wisc.:
University of Wisconsin Press, 1994): 46-53.

THE APPAREL OF THE SOLDIER

MILITARY ARMOR IN EARLY GREECE. Armor
evolved over the long period of Greek and Roman his-
tory, but the requirements remained standard. Armor
had to protect the soldier’s body, it had to allow him
free movement of his arms and legs and it had to please
the eye. Some of the earliest examples of military garb
are from the late Mycenaean period; a vase called the
“Warrior Vase” shows soldiers marching in column.
They wear helmets and short kiles with tassels leaving
their legs bare, and they carry “Figure-8” shields—shields
which are pinched in at the middle so that when the sol-
dier held it in front of him to protect his body, he could
still use his arms to ward off the enemy. The warriors
described in Homer’s //iad who fought in the Trojan

War wore similar armor, except that most of them were
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4th-century B.C.E. bone tablets with figures of soldiers in armor
carrying shield and spear from a necropolis at Columbella just
south of Palestrina outside Rome. THE ART ARCHIVE/MUSEO DI

VILLA GIULIA ROME/DAGLI ORTI.

described as having round shields. Their armor allowed
them to run in case the spears they threw at their ene-
mies failed to hit the mark.

THE HOPLITE. As the Greek Dark Ages came to an
end, the warrior of the sort found in Homer’s Jliad gave
way to a heavily-armed infantryman known as the ho-
plite. He wore a helmet, a metal corselet with metal
shoulder pieces, and a triangular plate called a mirra to
protect his groin. His legs below the knee were protected
by greaves, which was armor shaped like the lower leg
and fastened behind the calf. Under his corselet he wore
a linen tunic and below his waist he had a kind of pleated
leather kilt which gave his lower body some protection.
He seems to have gone barefoot, for he is represented in
art generally without shoes. He got his name “hoplite”
from his large, round shield, called a Aoplon. He fought
in formation, drawn up in eight ranks, so that his shield
on his left arm protected the right side of the hoplite be-
side him, while his own right side was protected by the
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Roman soldier in armor of type known as “lorica segmentata”
that was first introduced in the 1st century c.e. CREATED BY CE-
CILY EVANS. THE GALE GROUP.

hoplite on his other side. As long as the formation—
known as a phalanx—remained unbroken, a hoplite
army could avoid heavy casualties. It was a different mat-
ter if the phalanx broke. The hoplite was not a nimble
soldier since running in full hoplite armor was not easy.
Apparently when the Athenian hoplites defeated the Per-
sians at the Battle of Marathon in 490 B.C.E., it was the
first time that a hoplite army charged on the run. By the
fourth century B.C.E., the Greeks discovered how effec-
tive the lightly-armed soldier called the “peltast” could
be against hoplites, particularly in rough country which
was ill-suited to hoplite tactics. The “peltast” carried a
pelte, small, light shield of leather without a rim which
did not impede his movements; if a hoplite had to run
for his life, the best he could do was to throw away his
shield and that was considered a great disgrace. Nonethe-
less Greek armies continued to use the phalanx. Philip
IT of Macedon (ruled 359-336 B.C.E.), the father of
Alexander the Great, revamped it, making it larger and
arming the troops with pikes about 13 feet long. This

was the battle formation which Alexander used in the
two great battles where he defeated the Persian king Dar-
ius Codomannus and conquered the Persian Empire.

THE ROMAN ARMY. The army that dominated the
battlefields of the ancient world for the longest period
was the army of Rome. In the early days of the Roman
republic, it was a citizen army. A consul who set out on
a campaign—Rome elected two consuls each year who
served both as the principal magistrates of the state and
as its commanders-in-chief—would conscript troops
from the census list of those eligible to serve, who were
owners of property. By the end of the second century
B.C.E., Rome was in desperate need of more recruits, and
a soldier named Marius, who would hold the consulship
seven times during his life, opened the rank of the army
to all volunteers. The next big change was made by the
emperor Augustus who established a citizen army, made
up of legionary soldiers who were citizens, and auxiliary
troops who were not citizens and were paid somewhat
less. We find their armor depicted on sculpture; Trajan’s
Column in Rome is particularly useful, for it shows the
campaigns of the emperor Trajan in Dacia, modern Ru-
mania. Sometimes fragments of a soldier’s equipment are
turned up by the archaeologist’s spade, or found by ac-
cident.

MAIL ARMOR. Roman soldiers in the Republic wore
chain mail shirts, and they were not phased out undil the
first century C.E. Mail was made by interlocking one iron
ring with four others. Making a corselet of mail required
a great deal of skill and patience, but once made, it
needed little maintenance. The iron rings rubbing
against each other kept the mail shirt clean. The small
farmers who formed the backbone of Rome’s armies in
the early republic probably wore mail that they inher-
ited from their fathers or grandfathers. Shirts of mail in
republican times to the first century B.C.E. reached the
mid-thigh; in the early imperial period from the time of
the emperor Augustus (27 B.C.E.—14 C.E.), they came to
just below the waist, but the soldier got added protec-
tion from leather strips called preruges at the shoulders
and around the hips. Chain mail left something to be
desired, for though it shielded a man against the slash
of a sword, it was poor protection against an arrow or
the thrust of a dagger. The arrow did not need to pierce
the armor to kill, for it could force the rings of the mail
shirt into the wound, causing infection, and the results

could be fatal.

SCALE ARMOR. Scale armor was made from bronze
or iron plates of various sizes which were connected in
rows and then overlapped like the tiles of a roof. The
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finished product looked like fish scales—hence the name.
It was cheaper to make than chain mail, and it gave bet-
ter protection. Its disadvantage was that it was more dif-
ficult to put on and take off. In times of relative calm,
the soldiers could rely on each other for help putting on
their armor, but whenever a detachment was caught by
a surprise attack, some of the troops might not succeed
in putting on their armor in time to meet the onslaught
of the enemy. Scale armor had been standard equipment
for the Persian army long before Rome adopted it, for
when Herodotus described in his Histories the army with
which King Xerxes invaded Greece in 480 B.C.E., he re-
ported that the Persian troops wore felt hats called tiaras,
patterned tunics with sleeves, and coats of mail like fish
scales. This type of armor remained popular in the East
both in Parthia, Rome’s enemy on the eastern frontier
in the time of the emperor Augustus, and among the
Sassanid Persians who took over the Parthian realm in
the third century C.E. The Persians used cavalry with
both riders and horses armed head-to-toe in scale armor,
looking like medieval knights except that the horsemen
rode without stirrups. The Romans were always quick
to borrow good ideas, and adopted scale armor for them-
selves, both for infantry and heavy cavalry.

PLATE ARMOR (LORICA SEGMENTATA). A corselet
made of metal strips—called in Latin a lorica segmen-
tata—is the type most often associated with the Roman
soldier. It is the armor of choice for movie directors who
film cinematic epics about ancient Rome. It was invented
in the early first century C.E. and one theory is that it
was introduced after a military disaster of 9 C.E. when
three Roman legions were annihilated in the Teutoberg
Forest in Germany. Excavations at a site identified as the
scene of the disaster, however, have uncovered fragments
of an early form of lorica segmentata, which shows that
some of the Roman legionary troops who lost their lives
in the Teutoberg Forest were, in fact, wearing a corselet
of metal strips. So the invention was not the result of
the disaster, though its speedy adoption may have been.
The cuirass protecting the chest and diaphragm had
overlapping girth straps and curved shoulder plates that
provided good protection. The disadvantage was its fas-
tenings: the soldier held the armor on his body with hook
and strap fasteners that were never entirely satisfactory.
Moreover the soldier’s sweat as he fought degraded the
leather straps that held the metal plates in place, and the
resulting damage might require expensive repairs. The
initial cost of making this type of cuirass, however, was
less than for chain mail or scale armor. It has been gen-
erally believed that the cuirass of metal strips attached
to a leather backing became more or less standard for

Fashion

The Augustus of Primaporta, marble copy of a bronze sculpture
of Caesar Augustus addressing his soldiers, holding out his right
hand, wearing a breastplate with mythological and historic
scenes in low relief, Roman, early empire, c. 20 B.C.E. ©
BETTMANN/CORBIS. REPRODUCED BY PERMISSION.

the Roman legionary soldier from the second quarter of
the first century C.E. until the third century C.E. when
it was abandoned. This theory is difficult to prove, how-
ever, on the evidence of the ancient monuments and of
archaeology. The Column still standing in the center of
Rome which depicts the campaigns of the emperor Tra-
jan (98-117 C.E.) into Dacia (modern Rumania) shows
legionary soldiers wearing the lorica segmentata. It seems
to have been standard equipment for the regular troops,
where as the auxiliary troops—non-citizens recruited
from the Roman provinces—wore other types such as
mail shirts. But most of the fittings for the lorica seg-
mentata cuirasses which archaeologists have discovered
are from Roman forts that were held by auxiliary troops,
not by the Roman legions. Moreover, although the Col-
umn of Trajan in Rome shows the lorica segmentata as
the standard armor of the legionary soldier, there is an-
other monument commemorating Trajan’s Dacian cam-
paign—a #ropaeum or “Victory Memorial” erected at
Adamklissi in Rumania—and there both the Roman

Arts and Humanities Through the Eras: Ancient Greece and Rome (1200 B.C.E.—476 C.E.) 111



Fashion

A man wearing a cucullus (a hooded outer garment). CREATED
BY CECILY EVANS. THE GALE GROUP.

legionaries and the auxiliaries wear scale armor. The
Adamklissi monument was sculpted by artists who were
close to the battlefront and knew what both the Romans
and the Dacians really wore in battle. The sculptors who
carved the great spiral on Trajan’s Column showing the
Dacian campaign in a continuous frieze worked in
Rome. They knew merely what the legionary soldier was
supposed to wear—not what he did wear.

THE “MUsCLED CUIRASS.” The “muscled cuirass”
which encased the torso and showed the pectoral and
stomach muscles underneath, was developed in the Hel-
lenistic world, and the emperor Augustus made it a pop-
ular type for imperial sculpture. One of the most famous
statues of Augustus, the Prima Porta statue, shows him
in a warrior’s uniform with a muscled cuirass that
sculpted the musculature of his abdomen. Augustus is
portrayed with the physique of an athlete—in fact, his
body has the proportions which the classical sculptor
Polycleitus used for his nude figures of athletes—and his
breastplate follows the contours of the well-developed

pectoral and stomach muscles which the onlooker is to
assume were underneath it. (In fact, Augustus did not
have an athlete’s physique; he was not an impressive
physical specimen.) Statues of torsos encased in armor
plate of this sort have been found all over the empire,
often headless, for the heads were sculpted separately and
fitted to the base of the neck. It was a favorite type for
statues of emperors. In fact, archeologists have not found
a single example of an actual Roman “muscled cuirass,”
though there are examples surviving from the Hellenis-
tic period. This suggests that in the Roman period, the
muscled cuirass was parade armor, more popular with
sculptors than it was on the battlefield. The Roman
sculptors show two types: one with a high waist which
would be suitable for a horseback rider, and the other
coming further down the hips with a curved extension
at the bottom that would not be very suitable for a cav-
alryman. These cuirasses were fastened at the sides with
hinges or rings that were tied together.

HELMETS. The helmet of the early Roman legionary
soldier was an inverted hemispherical bowl with cheek
pieces. Large numbers of these helmets were found in a
region of northern Italy called Montefortino, and so
nowadays it is called the Monrefortino helmet. A cheaper
alternative to the Montefortino was the Coolus type which
had a neck guard to protect the back of the neck. Both
types were borrowed from the Celts, with whom the Ro-
mans fought many battles from 387 B.C.E. when a horde
of Celts sacked Rome, down to the end of the second
century B.C.E. The Romans romanized them by adding
crests, which at first were made of feathers fitted to a
knob on the crown of the helmet, but by the end of the
first century B.C.E. they were made of horschair, either
red or black. In the Civil War period of the first century
B.C.E. new types of helmets appeared made of iron rather
than bronze, with distinctive cheek guards, embossed
eyebrows and ribbing at the rear of the helmet. The crest
was no longer fixed to a knob but to a crest holder on
top of the helmet. Crests were ornamental, and may have
been worn into battle in the early imperial period, but
the troops shown on Trajan’s Column did not wear
crests. The helmet continued to develop to give the
wearer increased protection until by the third century
C.E., the head was almost completely encased.

KEEPING WARM. Roman armies operated in varied
climates, from the chilly wet weather at Hadrian’s Wall
in Britain to the Euphrates River in modern Iraq. Keep-
ing cool in hot weather was a genuine problem. Troops
clad in mail armor operating on the eastern frontier were
known as clibanarii, a word which comes from clibanus,
meaning “oven.” In other words, in hot weather, mail-
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clad troops baked. In colder climates, however, the sol-
dier had a variety of cloaks to keep him warm. The sleeve-
less cloak of variable length called the paenula was made
of heavy wool cloth, leather, or sometimes fur. It varied
in length, and sometimes had a hood. It survives as the
chasuble, a sleeveless vestment worn by priests who are
saying Mass. Another item of clothing that was taken
over as a vestment of the church was the dalmatica, so
called because it was woven from the wool of sheep from
Dalmatia (the eastern coast of the Adriatic Sea). It was
a long tunic with long, wide sleeves which came into
fashion in the second century C.E. The cucullus was a
close-fitting cape with a peaked hood which extended to
the waist. It gave protection against rain and cold. If it
were open in front, it would have to be held together by
a fastener of some sort, but if it was closed in front—as
some of them were—it would have to be put on over
the head, like a poncho. The lacerna was a cloak first
worn by the troops which became popular among civil-
ians because it was a practical overgarment for the toga.
The sagum was a short military cloak of rough wool
which Rome borrowed from the Gauls, and it became
so popular with the soldiers that “putting on the sagum”
was an idiom for going to war. It was probably no more
than a rectangle of heavy cloth draped over the shoul-
ders and tied under the chin. The paludamentum was a
military cloak for the general. It was woven from purple
wool, and though the size could vary, nine feet long and
five feet wide is a good estimate of its size. When it is
shown in sculpture, it is held at the right shoulder by a
round brooch and then is thrown back so that the gen-
eral’s—or emperor’s—muscled cuirass can be shown. It
was a garment for parades, not for campaigning in the

field.

KEEPING THE LEGS WARM. The opinion shared by
both Greeks and Romans was that trousers were bar-
barian dress. The Gauls wore them. They were called
bracae in Latin, a word related to the English word
“breeches.” Vergil in his Aeneid called them “the bar-
barian coverings of the legs.” In the days of the Roman
republic, the province of Transalpine Gaul—that is,
Gaul beyond the Alps—had the unofficial name of “Gal-
lia bracata”: Gaul where the people wear trousers. On
the other hand, Cisalpine Gaul—Gaul south of the Alps,
that is, the Po Valley of Italy which had been colonized
by Gauls in the fifth and fourth centuries B.C.E.—was
“Gallia togata”: the Gaul where togas were worn. If Ro-
man soldiers disparaged trousers as barbaric, they did
deign to wear stockings. At Vindolanda, one of the forts
along Hadrian’s Wall in the United Kingdom, a cache
of Roman writing tablets contained a letter from a Ro-
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man soldier thanking a friend or relative for the gift of
a pair of socks and underpants. Socks, often brightly col-
ored, were also worn by civilians. The emperor Augus-
tus himself, who was not robust, liked warm stockings.
In the fourth century C.E. paintings and mosaics show
a new type of leg covering, which seems to be a strip of
cloth wrapped around the lower legs like the puttees
worn by soldiers in the First World War. Presumably
the soldier also wore socks in his military boots. The Ro-
man prejudice against trousers was not universal; the sol-
diers recruited from non-citizen provincials who served
in the Roman forces for 25 years and received citizen-
ship when they were discharged did apparently wear

trousers.
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SIGNIFICANT
PEOPLE
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ALCIBIADES
c. 450 B.C.E.—404 B.C.E.

Politician

CREATING THE RIGHT IMPRESSION. Public figures
in Greece often dressed to create an impression, and none
more so than Alcibiades, the Athenian general who as-
sumed the leadership of the extreme democrats in Athens
in 420 B.C.E. and contributed as much as anyone to the
Athenian defeat in the Peloponnesian War which ended
in 404 B.C.E. with the surrender of Athens to Sparta and
her allies. Alcibiades intended for his fashions and his
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private life to attract notice as a member of the “smart
set” in Athens, a group typically condemned by conser-
vative Athenians as having no respect for principles or
tradition. Plutarch (c. 46-later than 120 C.E.), in a short
biography of Alcibiades, compared his shrewdness as a
statesman with the profligacy of his private life.

But with all these words and deeds, and with all
this sagacity and eloquence, he mingled exorbitant
luxury and wantonness, in his eating and drinking
and dissolute living; wore long purple robes like a
woman which dragged after him as he went through
the market-place; caused the planks of his trireme
to be cut away, so that he might lie more softly, his
bed not being placed on the boards but upon girths.

Alcibiades took great care of his appearance; he refused
to learn to play the aulos—the reed woodwind often mis-
takenly called a “flute”—Dbecause a person playing it had
to screw up his face so much that it looked ugly. Alcib-
iades considered the lyre to be a far more becoming in-
strument, particularly since one could still talk and sing
while playing the lyre.

Alcibiades promoted the ill-fated Athenian expedi-
tion against Sicily (415-413 B.C.E.) which ended in com-
plete disaster. Alcibiades himself was recalled from Sicily
in 415 B.C.E. to face a charge of sacrilege; not daring to
face an Athenian court, he deserted to Sparta. Once
there, he adopted the austere Spartan way of life, aban-
doning his expensive mantle of Milesian wool. He took
cold baths and exercised regularly, naked, like the Spar-
tans. Then when he wore out his welcome at Sparta, he
transferred his services to Persia, and adopted Persian
dress and the Persian way of life. Finally he answered a
call from the sailors of the Athenian fleet to lead them
and he became an Athenian general once again until his
fleet suffered a defeat by Sparta. He was not personally
responsible for the defeat, but nonetheless he lost his
command and did not dare return to Athens. Athens
surrendered in 404 B.C.E., and after the surrender, Al-
cibiades was assassinated at the instigation of Sparta out
of the belief that Athens would never acquiesce in her
defeart as long as Alcibiades was alive.
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CONSTANTIUS II
317 C.E.—=361 C.E.

Roman emperor

DRESSING FOR THE IMPERIAL OFFICE. Roman em-
perors, from the first emperor Augustus (27 B.C.E.—14
C.E.) onwards, had always sought to maintain the dignity
and prestige of their office with their dress and their de-
portment, but from the end of the third century C.E. their
efforts to set themselves apart from ordinary citizens be-
came more pronounced. One of the most striking de-
scriptions of this period of an emperor on public display
concerns Constantius II, who inherited the empire along
with his two brothers, Constantine II and Constans, af-
ter the death of his father, Constantine I, in 337 C.E.
Upon the deaths of his brothers in 340 and 350, respec-
tively, he became ruler of the whole empire. In 357 C.E.
Constantius II visited Rome for the first time, and his
ceremonial entrance into the city is described vividly by
the last great classical historian to write in Latin, Ammi-
anus Marcellinus. The emperor rode, seated in a golden
coach studded with precious stones. Before him were at-
tendants with banners in the shape of dragons billowing
in the wind, tied to the tips of golden, jewel-studded
lances. On both sides of his coach were soldiers with
shields, plumed helmets, and gleaming breastplates, and
along with them in the parade were corps of cavalrymen
wearing armor made of thin plates of steel that covered
their bodies. Constantius II stared straight ahead, not ac-
knowledging the cheers, though when he passed under a
gateway he stooped slightly as if he were too tall to fit
under it, thought he was, in fact, a rather short man. He
did not spit or blow his nose; instead he remained mo-
tionless, even when his coach jolted over a bump in the
road. He attempted to appear superhuman.

REFLECTS CHANGE IN STATUS. While the Roman
Empire was still pagan, Roman emperors had been con-
sidered divine, and loyal subjects sacrificed to them. But
after Constantine I, all the Roman emperors save one
were Christian, and their relationship to the divine world
had to change. The emperors became the deputies on
earth of God in Heaven, and as such, they had to adopt
a style and deportment that fitted this new Christian
concept of the imperial office. The “advent” or ceremo-
nial entrance of Constantius II into Rome in 357 C.E.
is a vivid illustration of this new fashion in practice.
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DI1IOGENES
c. 400 B.C.E.—c. 325 B.C.E.

Philosopher

FASHION FOR A PHILOSOPHER. Philosophers did
not always dress according to convention. Empedocles
(c. 493—c. 433 B.C.E.)—best known for defining the four
elements of earth, air, fire and water—wore sandals with
soles of bronze. Socrates went barefoot in all weather.
But the philosopher who made a cult of shunning all
luxury was Diogenes of Sinope, who founded the Cynic
school of philosophy (though some credited its founda-
tion to a disciple of Socrates named Antisthenes, whom
Diogenes considered his teacher). Diogenes was exiled
from Sinope on the south shore of the Black Sea, some
said because either he or his father was the city’s mint
master and minted coins that were adulterated with base
metal. He came to Athens and soon made a reputation
as a man who rejected all conventions. He maintained
that a person would attain happiness by satisfying his
needs in the simplest possible way.

INSULTED THOSE IN FINERY. There were various
stories told about his rude remarks to persons dressed in
finery whom he met. A young man who was splendidly
attired asked him some questions, and Diogenes said he
would not answer until he discovered if his questioner
was a man or a woman. He told a man who gave him-
self airs because he was wearing a lion’s skin not to dis-
grace the garb of nature. When he saw a youth dressing
himself with care so as to look neat and handsome, he
told him that if he was beautifying himself to impress
men, he was to be pitied, and if for women, he was im-
moral. His rudeness earned him the nickname “dog” (in
Greek, kyon), from which comes the word “cynic”; hence
his followers were called “Cynics.”

Not A FORMAL SCHOOL. The Cynics were never
organized into a formal school of philosophy, but like
the “hippies” of the 1960s and the 1970s in America,
every Cynic chose his own philosophy. The common
thread amongst Cynics was a love of the simple life and
disdain for fine clothes and all possessions. Although the
Cynic sect faded out in the second and first centuries
B.C.E., it revived in the first century C.E., and Rome was
full of Cynic beggar philosophers whose shabby clothes
proclaimed their calling. Like Diogenes, they exercised
the right of free speech, and their open criticism of the
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emperors frequently ecarned them banishment from
Rome.
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Author unknown, Periplus of the Erythraean Sea (c. 100
C.E.)—The unknown author of this mariner’s hand-
book was familiar with trade along the sea routes from
the Red Sea ports to India, and among the commodi-
ties that came to the Roman Empire from the east were
Indian cotton, raw silk, silk yarn and silk cloth and
“mallow cl