THE HELLENISTIC HOUSE
With special reference to examples at DeIos
by REX MARTIENSSEN

The recent publication of the first work in English to be devoted to a history of Hellenistic Architecture, 1 and the appearance of a paper on the Agora of Miletus, 2 are pointers to an increasing interest in the constructive aspect of the period which lay between the death of Alexander (323 B.C.) and the establishment of the Roman Empire by Augustus in 31 B.C. For the panegyrists of the Golden Age it is a little difficult to move into the rather nebulous regions of this succeeding epoch, but with the constant adjustment made possible by the mechanism of scholarship the essential continuity of the Greek tradition becomes clearer.3 By this I do not mean to imply a series of widely valid laws into which the whole framework of pre-Hellenic, Hellenic, and Hellenistic activities can be fitted without deformation.4 The medium of plastic expression may undergo change, and, in general, such modification corresponds to a change in scale. Each succeeding level of plastic attainment represents a greater triumph, a broader significance.

In the history of Greek aesthetic we witness a steadfast approach to an ultimate value in spatial construction. For the organisation of space on a scale commensurate with our perceptive faculties is the contribution of Greece to Western Europe. That Greece owed a debt to Egypt is indisputable, but it is safe to say that, far from being exhausted, her legacy is capable of an expanding interpretation. The fundamentals that subsist in her teachings must be sought and evaluated in the light of contemporary endeavour. The rude classifications and ex cathedra judgments which have passed for critical appreciation must eventually give way to a new integration on a wider basis.

Professor Rhys Carpenter states the case for a broader humanity in archaeological studies.5 He pleads for a synoptic approach to the problems of reconstruction.
"The new school treats nothing as isolated or isolable, but seeks to fit every fragment into place, hoping to piece together a gigantic unity wherein as it were a single human eye and hand and brain strives and learns and advances through a thousand years of effort and creation. . . , Its dim is not to accumulate, but to understand." Here we have a clue, an attitude which should focus the responsibilities of the archaeologist and direct his researches toward an interpretation capable of emergence from the findings of " an unimportant minor science."

Of all the discoveries in classical archaeology the house evokes most strongly the sense of contact with living people. In the fragments of temples we can glimpse collective aspiration, in the theatres an echo of poetry may still linger, but in the tragic intimacy of ruined dwellings a whole world of domestic life is re-created for us. The Aegean is rich in domestic craft. From the splendid Minoan palace at Phaestos to the spacious agora at Priene the architecture is of a high order. In general terms there is a constant effort to reduce to formal expression the elements of enclosure.

The Hellenistic city embodied the inspired geometry of centuries of experiment. It gathered into a single large-scale demonstration the minutiae which had been weighed and tested in the search for standards. The house is one unit in the structure, but its organisation reflects the greater complex which enfolded it. The city was the measure of the Greek spirit, but the house records for us in tactile form the aspirations of the individual, his mode of life and the dimensions of his physical existence.

Before we attempt an analysis of the Hellenistic house let us examine the preceding material in the light of a possible tradition continuity. The Hellenic house has long been relegated to a position of architectural inferiority, but it is surely reasonable to suppose that men who were capable of working in the exacting medium of the architecture of civic enterprise must have directed at least a degree of conscious effort toward the more immediate problem of the house. Short of an unbelievable inconsistency of attitude in the lay citizen of Greece, the plastic expression of the house must have echoed the attainments of the architect in the wider field of creative responsibility. That such a reflection need not be universal we are only too well aware to-day, but a filtration of ideals must have taken place in a society for whom civic building was a constant reminder of the possibilities of architectonic form. In Periclean Athens the deliberate science of space definition must have had its origin in a developed individual sensitiveness to form and arrangement. It is more probable, therefore, that the monumental architecture of Greece sprang from an acute perception of the nature and expression of material formality in the house, rather than in spite of the restriction of outlook inevitable where immediate architecture is non-existent.

The basic structure of Athenian society would contain a major contradiction if we were to accept the idea that the Greek house was a crude affair without aesthetic attributes. Even though we are aware of the significance of the agora, of the palaestra, and of the temple precinct which testify to the open-air nature of Greek activities, it is inconceivable that the citizen returning from such public encounters would be content, or rather find it natural, to continue his private life in aesthetic poverty. It is indeed unlikely that the leisure occupations which enriched life in the Golden Age were set in " bare and unattractive surroundings."

In attempting a reconstruction of the past it would be wrong to attribute universality on the strength of isolated occurrences, but in the case of the Greek house surely the fault lies in the other direction. The paucity of evidence in domestic building has led to sweeping assertions, and the passion for completing the Greek scene has given rise to palpable improbabilities. It is difficult to believe that in theatre, literature, sculpture and painting the Greek genius was matchless but that in domestic architecture it achieved nothing. The argument advanced for this inconsistency is that a predominant outdoor life rendered the private house a place for food and rest and nothing more. Perhaps the true explanation of the apparent contradiction lies in the subsequent history of the house. The fact that private houses represent individual enterprise means that more perishable materials would be employed than those used in civic architecture. Consequently resistance to the destruction of time was of a lower order, but the architectural quality could have been (and almost certainly was) consonant with the Greek achievement in other fields. The implications of this economic difference, though obvious, have been so readily overlooked that a misconception has grown into an accepted and cherished tradition.

In a paper read to your Society some year’s ago6 I touched briefly on this contradiction, so that the findings at Olynthus were particularly interesting to me in this connection. In November, 1934, Professor D. M. Robinson published a brief report which threw a revealing light on the problem of the classical town and house. His discoveries showed that the Hellenic house had achieved a dignity and aesthetic significance usually attributed only to those of the Hellenistic era. In Robinson's words : " All our finds date before 348 B.C. and are Hellenic (before 323 B.C.), not Hellenistic (after 323 B.C.). . . . We have broken down the barrier between Hellenic and Hellenistic. Many realistic tendencies started in the days of idealism long before the death of Alexander in 323 B.C., and many works which seem to date in Hellenistic times we can now place before 348 B.C. . . . Our Olynfhian Hellenic houses fill a lost chapter in the history of domestic architecture. The classical Greek houses were not so modest in rooms, arrangements and furnishings, as is stated in the handbooks."

The excavations at Olynthus have also "revealed for the first time the complete system of streets of a classical city," and thus provide for Greece an equivalent of Pompeii. The plan shows a rigid adherence to the rectilinear system of Hippodamus, on whose principles Miletus, the Piraeus and other cities were laid out. Here is conclusive evidence that the Hellenic city was not necessarily a haphazard growth without order, nor was it lacking in those amenities by which civilisation is commonly measured. Professor Robinson illustrates the plan of a large suburban house, the " Villa of Good Fortune," which yields considerable information. The principal rooms lie to the north of a loggia to catch the southern sunlight, and other rooms were adjacent to an open court, " which sometimes had columns on one or more sides and in a few cases an actual peristyle." In these particulars we have a close connection with the known house types of Delos and Priene, which may be described in precisely similar terms, and which extend over the third and second centuries B.C. It is interesting to recall Xenophon's remarks (Memorabilia VIII-8, 9, I0), on orientation of which these examples are a literal fulfilment. The Maison de la Colline, one of the Hellenistic houses at Delos, bears a strong resemblance to the Villa of Good Fortune, both in general proportion and arrangements If we are correct in assuming a true peristyle from the remains shown of the Olynthian villa (and the evidence for this appears conclusive), then there is a basic similarity between the two examples which fully justifies Professor Robinson's claim to have broken the barrier between Hellenic and Hellenistic.

The idea of luxury in the classical house is substantiated by more detailed considerations. The magnificent mosaics with which the floors of the principal apartments were enriched remain in a fine state of preservation. These were in black, white, red, yellow and green, and are probably the most important Hellenic mosaics yet discovered. The wall treatment, too, indicated a schematic arrangement of colours which invites comparison with later achievements. Robinson describes a scheme which is typical of the fully developed style at Olynthus,9 and in view of our intended analysis of the Hellenistic types it may be as well to quote him at this point. "The portico walls are painted in three colours separated from one another by horizontal incised lines. At the base of the wall of the north portico is a band of white (0.40 m. high) and above this a band of yellow only 0.08 m. high; the whole surface of the wall above this seems to have been painted red. . . . On the east portico the arrangement is similar except that the narrow band is apparently white, not yellow; and the band at the bottom is black." The stucco was smooth and of fine quality. We may note also that baths and basins were part of the domestic equipment, and in one house two bathrooms were included in the ground floor plan.

The importance of these details can be realised when it is known that Olynthus is the only Greek city of the fifth and fourth centuries B.C. of which the complete plan is known, and in the houses of which mosaics have been found. Not only is new light thrown on the domestic life of classical Greece, but the later developments of the Hellenistic era show a continuity and essential relationship with the earlier architecture which could previously be assumed but which had not been demonstrated in fact. The discoveries at Olynthus show that the plastic consciousness of the Greek citizen extended beyond the planning of his own house to the more distant and abstracted expression of the collective spirit in civic building. Thus the splendid structures of official architecture were not isolated phenomena, but shared the common attributes of significant arrangement with their more private, more individual counterpart-the house.

For a discussion of the Hellenistic house the richest site is Delos. A period of great prosperity10 during the second century B.C. is reflected in the luxurious houses which have been exposed by the excavations of the French school. In general they conform to a standard arrangement, although in detailed disposition the elements are not uniformly related nor are the plans necessarily rectangular. In particular the Maison de la Colline11 achieves a fine formality. In spite of the lack of space which appears to have conditioned domestic architecture in Delos,12 there is nothing cramped or deformed in this house. In the minute analysis given by Chamonard 13 we have the material for a complete picture of the surroundings of a prosperous Delian citizen.

The Maison de la Colline occupied an insula in the manner which is familiar to us at Pompeii, although no gardens appear to have been included in the Delian layout. The excavation of this example was begun as long ago as 1879, but was abandoned until 1894, when Couve completed the work. Fortunately the decorative treatment of walls and floors is capable of reconstruction, although the building appears to have been destroyed by fire. A general description of the plan arrangement will provide a background for discussion. The accommodation is distributed on two floors, a practice which appears to have been almost universal14. in Hellenistic Delos, and a single peristylar courtyard provides the internal open space, which, according to Chamonard, characterises all the examples of this epoch.15
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1. M A I S O N D E L A C O L L I N E - D E L O S

The upper floor is reached by means of a simple staircase in wood, the dimensions and type of which accord very closely with current domestic practice. The house is entered from the west through a vestibule which opens directly on to one of the porticoes surrounding the peristyle. A main portico or " promenoir " occupies the full width of the house and links the principal rooms which lie along the north side. These latter include the " living room " and two lesser rooms, which have access to one another. Immediately south of the vestibule is the kitchen, and on the opposite side is a " salon de repose "-perhaps a study or library. No provision is made on the ground floor for lavatories. These were apparently included with the sleeping apartments on the first floor. Although the majority of the rooms had windows facing the street, these were placed high up, an indication that the desire for enclosure and privacy was still present, although the strict turning inward of the rooms to a peristyle was relaxed.

The north rooms are of uniform depth-5.10 m.-but of decreasing length; from west to east they measure respectively 8.15 m., 5.06 m., and 3.08 m. The main portico measures 17.50 m. in length and 4.75 m. in width.The vestibule and kitchen on the west and " study " and staircase on the east are (with minute variations) 3.60 m. across, while vestibule and staircase measure 2.00 m. in width. Kitchen and study are 4.10 m. in the same direction. A direct transposition of sizes thus exists in these elements. The space enclosed by the peristyle measures 4.19 m. x 4.45 m., and is bounded by the main portico, by west and east porticoes of width 2.39 m., and by a south portico of width 2.49 m. Owing to the relatively small dimensions of the peristyle, only three columns are employed on each side, in place of the more usual four. From centre to centre these measure 2.41 m. on the short side and 2.51 on the long. The columns have a lower diameter of 0.545 m., and for a height of 1.96 m. they have polygonal faces which are converted to flutes for the upper portion of the shaft. The total height of the columns is 4.08 m. and the height from ground floor level to first floor is 4.50 m. The overall dimension of the house constitute an almost exact square, 18.56 m. from north to south, and 18.89 m. from east to west. This basic proportion finds a constant echo in the internal arrangement. I give these dimensions in detail so as to establish actual size in relation to domestic proportions with which we are familiar to-day. Generalisations which take no account of the quantitative aspect can be misleading. The key to the arrangement of rooms appears to lie largely in a desire for immediate contact with the open air.

" La jouissance du plein air, de I'ombre et de la fraicheur "16 which conditions Mediterranean life is admirably expressed in the Delian house. Benoit criticises the peristyle plan on practical grounds, 17 since according to him the opening of living apartments and kitchen on to a common space would involve a confusion of functions. A full discussion on this point would lead us too far away from our main investigation, but one aspect of the problem may be touched upon.

The attitude to food and the preparation of meals in Mediterranean countries cannot be fully understood by those who consider the whole art of " cuisine " an unpleasant affair to be relegated to unseen regions. The traveller in Provence or Italy to-day can experience a mode of living which places no barriers on these activities. We can be sure that the Greeks were not so fastidious as to ignore the routine of the kitchen. It is more likely that the ritual of meal time demanded an intimate connection between the service and dining room for which the architect had to make ample provision.

One practical point which we may note. The water supply for the house was collected in a cistern under the peristyle court. This was covered with slabs which (in this example) were carried on a series of segmental arches.
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2. THE HOUSE PLANS OF DELOS
Fig.6  The house of the Trident

Fig.8  Maison de la Colline

No wells appear to have been discovered, but " well-heads " for withdrawing water were part of the peristylar scheme.

The restored section of the Maison de la Colline18 shows a flat roof with very slight falls. It is difficult to make a final statement on the roofing of the Delian house. No buildings remained with the first floor in position to provide direct evidence, and the theory advanced by the French school seems reasonable in the light of what does exist. It is thought by the excavators that pitched tiled roofs were used where the plan arrangement was sufficiently organic to make such a type practicable, but that the flat " terrasse " roof must have been resorted to where the variation in shape and size of rooms was such as to render the former type impossible of execution. A similar argument has been derived from the evidence accumulated in the excavations of Minoan Crete and of the pre-Hellenic palace buildings at Tiryns. Professor J. L. Myres19 argues that in the case of the Cretan palaces where "room adjoins room without more than occasional light wells, the roofs (from practical limitations) must have been flat . . . " but that " in the mainland palaces the principle living rooms are separated from other buildings by a narrow, more or less, continuous passage. This vacant space around the building shows . . . clearly that a hip (pitched 7) roof was employed, and that provision had to be made for the drip from the eaves." In addition Myres refers specifically to the flat roofed house of the Cyclades, and states that it was " ubiquitous and of great antiquity throughout the comparatively rainless region of the Mediterranean."

The fact remains that roofing tiles were found at Delos, which substantiates at least their partial use. In a region where continuity of usage in domestic building technique and arrangement can be constantly demonstrated there is another interpretation of the roof which can be adduced from the Mediterranean vernacular to-day. So far we have two propositions, the true flat roof and the pitched gable-ended type. There is still possible a third intermediate type which is essentially pitched but which does not suffer from the organic restrictions imposed by the inflexible ridge form with its double slope. This consists of a single pitched roof (that is, a single sloping rectangle of roofing tiles) which is capable of covering one volume without regard to its height or width in relation to other units. This method overcomes the structural and planning difficulties involved in the formal type of roof but retains the common " tile " character. A close parallel to its possible use in Delos is given in numerous examples at Pompeii, where the atrium and peristyle forms invite such an application of single stretches of sloping roof. The House of the Vettii in particular shows the single slope admirably adjusted to a type of plan fundamentally complex from the roofing point of view. I have recently seen in the region south of Palermo numerous farmhouses in which the component volumes of the structure are separately roofed in this way with a resultant homogeneity and effect of organisation which would have been impossible with the conventionally resolved pitched roof. It seems extremely likely that this arrangement was commensurate with the known elements of Delian building.

Of particular value and interest are the remains of the interior treatment of the Delian house. From the results of painstaking work undertaken by the French school we are enabled to reconstruct the appearance of many rooms and thus gain an insight into the aesthetic principles underlying the architectural scheme. The Maison de is Colline has yielded much evidence of the type and technique of wall treatment employed. On a basis of plaster vigorous colour was imposed, and the areas were arranged on an extremely formal system of architectonics. The treatment of the portico walls consisted of a red plinth surmounted by a high orthostate band in black with white incised channels. Above this were three courses again in red but probably of a lighter tone. The niches were treated in blue and framed by white stucco columns.

The principal room has dark red plinth, black orthostates, and a frieze in green which is subdivided into continuous patterns of repeating elements (egg and dart, maeander, etc.). In other rooms a white plinth appears to have been used in combination with yellow, red, and black areas above. Thus a deliberate and highly finished scheme of integral colour treatment testifies to the continuity of the Greek polychrome tradition.
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	3. THE HOUSE OF VETTII   -   POMPEII
	


This continuity which is apparent in the attitude to colour as a factor in architecture from the time of the palace architecture in Crete, through the archaic, classical and Hellenistic eras, is impressive in retrospect. Talfourd Ely, in his paper on " Pompeian Paintings and Their Relation to Hellenic Masterpieces,"20 argued that the inspiration for a fresco on the wall of the oecus of the " House of the Vettii," then newly discovered in Pompeii, is traceable to an archetype in Hellenic Athens and not to its more obvious prototype, "the voluptuous nude so characteristic of Hellenistic . . . art."
We are not concerned at present with figure composition as wall decoration, but this conjecture made at a time soon after the actual excavation of this house carries a parallel interest.

In the application of colour to the walls of the Maison de la Colline, and of the House of the Trident, the function is that of an integral extension, not an imposed addition. The resultant pattern has more than a material unity with the wall surface which it defines. On the other hand, the independent picture (whether Greek or Cubist, whether fresco or framed) creates an illusion on a new scale and of a different order from that of the strictly organised architectural surfaces which contain it.21 The abstract, non​representational significance of the Delian examples gives them a subordinate, but none the less vital, position in the space arrangements which make up the interior ordinance of the house.
The components of their design may be the development of initially intuitive schemata, but they are in no sense arbitrary. In particular the remains in the House of the Trident at Delos are vivid in the information which they disclose.
The treatment of the walls of the oecus suggest a lucidity of purpose and a degree of development on the abstract plane which accord with the complex systems of space definition of which the house was one expression.22 In spite of the bold juxtaposition of plain colour and richly fretted areas of repeating pattern, there is no distortion in the Delian wall treatment because it is contained within the limits defined by the unity. The introduction of perspective, the enticing vistas and the illusion of naturalism which appeared in the wall scheme at Pompeii are probably not so much a vulgarisation of a classic concept as the result of a growing impatience with the material restrictions of the domestic scale. The use of glass in place of the wall in the twentieth century makes possible a spatial extension to the traditionally established arrangements of enclosure.
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	4. THE INTERIOR WALL TREATMENT

House of the Trident  -  DELOS


The painted perspectives of Rome and Pompeii attempted this extension in the blind wall, but the attempt was abortive; it was a premature form of constructivism two thousand years in advance.23
Chamonard states that the fundamental tones of the Delian scheme are red and black. Yellow is only slightly less frequent. Colours less vigorous are rare, and degraded tones seldom appear. Blue is sometimes employed for joints on white surfaces, but appears to have been reserved mostly for interior surfaces of niches and the upper part of wall surfaces. Grey and rose occur on some orthostates and friezes; green is rare.24 One fact emerges clearly from the Delos researches-" le rouge apparait toujours."

This predominance of red is an interesting feature in Mediterranean architecture, and we may briefly consider its occurrence in other instances. In Minoan Crete it was a common component in the polychrome treatment of palace interiors. Hall suggests that a simple red produced from burnt ochre clay was the first colour to be used in these.25  The decoration took the form of plain lines on the plaster surface. Red was soon followed by ochre yellow and black. Green and blue were later additions and grey and brown appears in Late Minoan frescoes. A deep red eventually came into use, but initially the palette consisted only of light red, yellow and black.

For an early use of red in historic times we may recall one of the splendid metopes of the archaic Temple " C " at Selinus.26 It is true that the application in this case was external but the fact that the sculptor (or architect) chose red as the background of his figures has perhaps a closer link with the Delian scheme than may be at once apparent. One of the major problems in applied sculpture is to preserve the visual stability of the structure by sympathetic sculptural forms, and although the metopes are essentially non-structural elements their position involves the necessity of structural continuity in the scheme.  
5. INTERIOR PAINTED WALL TREATMENT  -  POMPEII

[image: image11.png]



In the metopes of Temple " C " this is attained very largely by the rigidity and disciplined rhythm of their three dimensional pattern. There is, however, a further condition introduced by the use of colour.
Red is positive and " solid," and red was chosen. From this it appears that the illusion of space was not being sought. Slue would have provided this, but the intention must have been to set and strengthen the composition in an architectural finite polychromy consonant with the idiom of the building itself.

The predominance of positive colours in formal arrangements over such a considerable period suggests that their function was to consolidate and direct the surfaces to which they were applied and not to provide an illusory increase of space.  With red as the key colour, whether on metope, interior, or peristyle wall, there was evolved a basic notation of colour as controlled as the very structural system which carried it. 
In the case of the Delian house we may recall that blue appears " to have been reserved mostly for the interior surfaces of niches. . . . “ The niche, an interruption in surface, is treated in a spatial colour which emphasises its hollowness and the discontinuity of plane. Such a change in tone at a point of structural change reinforces the theory that the main purpose of colour was to lend weight to a surface and not distraction.

The horizontal planes from which the vertical elements of the house are generated constitute an important factor in the final effect of space. As we may expect, the Hellenistic examples at Delos display in floor treatment a feeling of conscious design in keeping with the remainder of the scheme. In the House of the Trident there is miraculously preserved a series of mosaic decorations which express to the full the delight and vitality of their medium. For the systematic recording of the methods and materials employed by the craftsmen in Delos we must again turn to the findings of the French school. There appear to have been four principal methods in use for paving floors. First, slabs of gneiss, which were commonly used in vestibules and courts, but seldom in ordinary rooms. Second, opus barbaricum, which consisted' of pebbles of various sizes and colours. Its occurrence appears to have been rare. Third, opus segmentatum, which was made up of splinters of stone or marble. This appears in monochrome and colour arrangements. Fourth, opus tessellatum, onsisting of cubes of white or coloured marble (theoretically regular in shape and fitting closely together). This was apparently not common, but fine examples were found in the House of the Trident.
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	6. MOSAIC HOUSE OF THE TRIDENT  -  DELOS
	7. WALL PAINTING  -  POMPEII 
(BEAZLEY AND ASHMOLE)


The technique involved a preliminary bed of mortar on which was laid a second bed of great evenness. Into this the cubes were placed without interstices-their size ranging from 0.005 m. to 0.01 m. square on the face. The treatment falls under two principal heads : geometric (regular patterns with varied colours) and representational (in which figure, marine, and still life motifs are embodied in single compositions, which in turn are framed in rectilinear patterns). Three particularly attractive examples of the latter class were found in position in the House of the Trident. They occur on two sides of the peristyle and in the exedra.27
The design on the floor of the exedra represents a panathenaic amphora with which is composed a palm and a wreath. The peristyle panels show in one case a trident, and in the other an anchor entwined by a dolphin.28
We know that still life compositions had attained an amazing maturity in the first century B.C.
The wall painting from Pompeii illustrated by Beazley and Ashmole29 indicates a degree of artistic poise which is the product of advanced technique and instinctive sensibility. But the Delian amphora, lightly placed in a shady recess, has the charm and freshness of a primitive. The organic limitation of the material checks a too free development of the theme, and the result, inevitably " mosaic " in character, accords with the measured forms of the enclosing architecture. The trident and anchor designs are no less architectonic in arrangement, but they lack the note of tendresse which informs the amphora composition.

The remains of our houses have yielded considerable data. We are now in a position, perhaps, to attempt a general estimate of the architectural quality achieved at Delos, and consequently to strike an average of the Hellenistic attainment. I have not yet attempted an analysis of the peristyle form. This element plays such a defining role in the volume of the Delian house that any discussion on plastic effect and the arrangement of spaces must involve continuous reference to its peculiar qualities. It seemed preferable, therefore, to include my comments on its significance in the final summation. We have already noted the broad arrangement of the accommodation in the Maison de la Colline. The House of the Trident embodies the same elements but with some substantial differences in disposition. The outer limits of the plan shape include only one right angle, but the internal ordinance is brought to a strictly rectilinear scheme. The house is entered on the shortest side through a vestibule, the axis of which coincides with that of the peristyle space, and directly across the impluvium and facing south is placed the oecus.

Once again we have a peristylar arrangement in which the main entrance adjoins one of the narrow porticoes, and in which the courtyard has rooms on three sides. In the Maison de la Colline we enter and approach the principal room with only an oblique experience of the peristyle; in the House of the Trident the graded approach through vestibule, and across (or around) the peristyle approach, provides a much fuller sensation of the effective pace of the house. In the first house, though the arrangement is straightforward and practical, the quality of the progression is not of the same order as that of the second, in which the direction has an organic continuity. In both instances the system is architectonic, but in the latter context there are greater plastic possibilities.

The peristyle has a long tradition in Mediterranean countries. In the " Little Palace "30 at Knossos there appears to have been a true peristyle between the entrance hall and the megaron -a literal prototype of the arrangement at present under discussion-and Robinson's discoveries at Olynthus substantiate its appearance in Hellenic times.
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8. PERISTYLE. House of Trident  -  Delos
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9. PERISTYLE.  House of Dionysons  -  Delos
The colonnade is a vital component of Greek architecture, but it is doubtful if the true import of the column system as a space defining element in classical architecture has been fully realised by historians in the past. We are familiar with the use of the Doric column in temple and propylaea -the magnificent and subtle effect of enclosure and transition provided by the Propylaea on the Athenian Acropolis is one of the triumphs of Greek architecture-but the extended use of the column and lintol reached its peak only in Hellenistic times. In the agora at Priene, 31 and again at Miletus32 and Assos, 33 the Stoa gave a new meaning to space definition. It is wrong to label Greek architecture as a style of extreme simplicity. The very subtlety and complexity of its notation has proved a barrier to understanding, and the term "simplicity" has merely provided a convenient short cut. Let us attempt a brief statement on the nature of the space defined by the elements of Greek architecture. In an architecture of limited practical function, of which the Greek Doric temple is an example, the aesthetic purpose must very largely resolve itself into the creation of formal planes of space definition with reference to movement and perception on the human scale. That is to say, in a space idea which involves the setting of a temple, the plastic effect is a product of architectural forms, articulated and adjusted in accordance with a predetermined notation of related spaces. The static quality so commonly attributed to Greek architecture has existence only in the separate elements that combine to form the structures (or surfaces) of definition. The combination of these elements does not result in a closed or solid effect in the temple as space construction; nor does the completeness of the temple prohibit an essential relationship with other critically disposed volumes. The fallacy in assuming such isolation arises in the acceptance of the temple as a single entity having existence in undefined space.

The temple is an externally conceived entity: and the simple function of enshrining a statue once satisfied, the idea of an external relationship through the medium of the peristyle, can receive full attention. The external (interpenetrated) surface that is the peristyle is significant. in its defining role. The space that flows in and around its prismatic and organised forms is continuous. This conception of a series of so-called " outside " walls having an internal significance reaches its final expression in the arrangement of the agora. The splendid formality achieved at Priene is an extension of the principle, and an application of the idea of defined and graded space as the nucleus of a city plan.
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10. RESTORED PLAN OF PRIENE
The agora space, open to the sky and laterally defined by continuous colonnades thus bore to the population a quantitative and positional relationship. It was an area of collection and distribution; but it was more than the focal point of the city. From its centre could be approached the institutions that were public property. The market, the council chamber, the prytaneum, the theatre, the temple precinct, were all accessible from it. Above all, it carried in its geometric precision the negation of barbarism and the fulfilment of a rationalising intellect.

It was suggested at the beginning of this paper that the Greek house was one unit in the city structure, and that its organisation reflected that greater complex. The house is indeed a miniature city. In its spacious courtyard, which, like the agora, is an area of free movement and distribution, there is embodied a parallel desire for architectural formality. In the slender Doric columns, and in the pattern of mosaic floors, we see that impulse towards a plastic harmony which is the touchstone of Greek art.

The house represents the cellular organisation of a single family unit. The agora connects with the city and, through the city, with the outer world. But the house looks inwards to itself. It is open to sky and sun, but protected from the traffic of its surroundings.

The peristyle provides expansion within a restricted space. It is a mode of extension to the domestic scale that links the house with the more monumental essays in religious and civic architecture. The peristyle of temple and stoa, the broad plane of the agora, find an echo in the partial enclosure of house, portico and courtyard. The Hellenistic house exemplifies a classic ideal. There is nothing haphazard in its shape. Craftsmanship was merely a means to an end, and where we can find faults they can be  attributed to lack of technique or lack of funds, but never to lack of intention. The aesthetic conscience of the individual was as disciplined in his private enterprises as in his collective endeavours, and the house reflects an aspect of life that must be carefully weighed in arriving at an estimate of the Hellenistic achievement.
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