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I.  Introduction 
 

The harp, specifically the frame harp, is among the most ancient musical 

instruments to be found in Europe. According to contemporary archaeological 

discoveries a prototype of this stringed instrument was already known approximately 

4,500 years ago on a group of small islands called the Cyclades, a part of modern-

day Greece. Although it remains unclear whether the Cycladic people built the frame 

harp themselves, Cycladic craftsmen certainly used the prototype to make small 

marble statuettes of seated harp players. These were given to the deceased as grave 

gifts and served as idols. I will refer to these models as Cycladic harps; they 

represent the earliest known stage of stringed instruments in European culture.1  

Since the 19th century, ten of these harp figurines are known.2 Except one,3 each of 

the remaining harp statuettes can be considered a principal product of the so-called 

Keros–Syros culture. The culmination of Early Cycladic marble objects is 

represented by this culture. The harp statuettes are variously dated between c. 2700 

and 2300 B.C., a phase designated as Early Cycladic II. They are located in 

museums and private collections in Europe and the United States and have been 

extensively discussed in various scholarly studies and art publications. Besides a few 

figurines of male harp players, a very large number of statuettes of female idols have 

been preserved. The objects were frequently excavated in the 19th and 20th 

centuries. Because of their modern and stylized appearance, there was significant 

interest from museums and the international art trade in characteristic specimens for 

many years. That desire even led to large-scale illicit excavations and antiquities 

trading on several Cycladic islands, like the island of Keros, in the mid-20th century. 

The “Keros hoard” is well known and is said to have included at least 350 

fragments of Early Cycladic artifacts.4 These objects were smuggled out of 

Greece in the 1950s and 1960s and were distributed to various museums and 

private collections. A lot of information about the context of these finds has been 

lost due to the illegal digging in the absence of trained archaeologists. Not only in 
 

* I would especially like to thank Prof. Dr Panagiotis Iossif (Academic Director of the Museum 

of Cycladic Art, Athens) and his team for the insightful discussion and additional information. 

Permission to publish the depictions in this article has kindly been granted by https://restaura.nl 

in Heerlen (Figs. 1-2 and 4-6), NAMA (Fig. 3), and Mr. Bastiaan Blok (Figs. 7 and 8). All 

reproduction rights are reserved.  
1 Van Schaik 1998, pp. 7-10. 
2 Another harp figurine was reportedly excavated on the peninsula of Knidos, at Cape Krio 

(western Turkey), but it has been missing ever since. Bent 1888. 
3 New York, Metropolitan Museum of Art, 47.100.1. This artifact whose authenticity is in 

question is dated to the Late Early Cycladic I phase (c. 2800-2700 B.C.).    
4 Keros Hoard 2023. 
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the previous century, but still today, Cycladic figurines are popular and sought 

after by art collectors. In the well-known tourist areas Plaka and Monastiraki in 

Athens, one may still come across large numbers of replicas of Cycladic figurines 

in many souvenir and art shops, as well as sometimes harp figurines. Almost 

always, the famous Keros harp figurine in the National Archaeological Museum 

of Athens has served as a model for these.5 However, modern replicas are usually 

made from materials other than marble from the Cyclades.     

 

     

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
 

Fig. 1. Harp figurine. Left side. A 

brown corrosion layer is clearly 

visible. Heerlen, coll. B. Blok.  

 

Surprisingly, a previously unknown Cycladic harp figurine was recently found in the art 

collection of Bastiaan Blok, a well-known Dutch art collector. As the statuette does not 

have an inventory number, it will henceforth be referred to as the 'collection Bastiaan Blok' 

(coll. B. Blok), after its owner and indicating that it is part of his private collection.6 Deter-

mining the object's authenticity is an important part of an unidentified archeological 

discovery.  

This figurine is no exception. As a musicologist, I am not qualified to conduct focused 

research on its authenticity. The observations of a specialized test and research 

laboratory that has carefully examined the figurine serve as the foundation for this 

examination. The viewpoint of archaeologists who focus on ancient Cycladic art is quite 

significant also. The subsequent section provides the available and crucial information 

on the object's origin and the environment in which it was discovered. Because it 

concerns a harp figurine that is of significance for Western music history, organology, and 

music archaeology, the emphasis in this article will mainly be focused on the music 

archaeological aspects of this object, comparing it to previously studied Cycladic harp 

statuettes.7 For the first time, the academic world can take notice of this artifact.        
 

5 Athens, National Archaeological Museum, 3908. 
6 For privacy reasons, personal data of the present owner is not made public. 
7 Van Schaik 1998: New York, MET, 47.100.1; Karlsruhe, Badisches Landesmuseum, B 863 

(254) and B 864 (255); Athens, NAMA, 3908; New York, Shelby White collection (formerly 

on loan to MET, SL 1990.1.11a and SL 1990.1.11b); Malibu, J. Paul Getty Museum, 
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II.  Description of the Figurine 
 

Dimensions 

The marble statuette depicts a seated stylistic figure, exhibiting signs of restoration 

(broken and glued parts), with a brown corrosion layer on the left side. The statue's 

style can be compared to that of existing marble figurines from the Cyclades, as well 

as to a male harp player figurine found on Keros (2700-2300 BC) in particular.8 Its 

dimensions are as follows: height: 17.3 centimeters; length: 14.7 centimeters; width: ± 

8.5 centimeters.9 A comparison of the statuettes reveals that the height of the subject in 

question is closest to that of the harp player from Amorgos, measuring 17.2 centime-

ters.10 It is also resembles the figurines from Naxos and Thera, both measuring 16.5 

centimeters in height.11    

The Harp Player 

The harpist is holding a frame harp. He sits upright on a chair with his back detached 

from the backrest. His head is tilted slightly backward. The harpist seems to be gazing 

into the sky. The triangular stringed instrument is not being played. His right arm is 

depicted in a flowing, curved form. Five fingers on his right hand are clearly visible (Fig. 

1);12 his thumb appears to be missing, which is probably the result of an anatomical 

mistake by the sculptor. The right hand clutches the front of the harp's frame. The back of 

the frame rests against the harpist's left chest. The left lower leg is detached from the rest 

of the body due to a fracture. This broken part has been examined separately. The 

harpist's feet have five toes on each foot. The harpist’s nose is rendered abstractly. Other 

nuances of the face are absent. The harpist's right arm is bent at a right angle. The left 

forearm and hand, with fingers, are extended against the left outer edge of the soundbox. 

 

Soundbox and Harp Frame 

The widened soundbox is clearly visible compared to the harp frame. The soundbox 

rests on the left side of the thigh. The harpist's sharply carved legs are slightly apart 

and have been sharply carved on the inside. When viewed from the front, the 

soundbox appears slightly rounded at the bottom (Fig. 2). There is a missing portion at 

the bottom front of the harp frame.  

On the front of the harp frame, there are outlines of what might have been a frontal 

ornament. As is the case with many Cycladic harp figurines, a beak of an aquatic bird 

was likely attached to the top of the harp frame as a frontal ornament (Fig. 3). It is 

missing in the Blok figurine. Vague remnants of it are perceptible (cf. Fig. 4).  

  

 

85.AA.103; US, Private collection (formerly on loan to MET, L 1982.27.13); Richmond, 

Virginia Museum of Fine Arts, 65.42; Athens, NAMA, 8833.   
8 Athens, NAMA, 3908.   
9  Data are based on the HEBOLABO Analysis Report from 04-17-2022.  
10 New York, Shelby White coll. (formerly MET, SL 1990.1.11b). 
11 Richmond, VMFA, 65.42; Karlsruhe, Badisches Landesmuseum, B 864 (255).  
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Fig. 2. Harp figurine. Front side. 

Missing portion at the bottom front 

of the harp frame. Heerlen, coll. B. 

Blok. 

 

 

 

 

    
   
Fig. 3. A frontal aquatic bird ornament.                    Fig. 4. The aquatic bird ornament (a duck’s  

Athens, NAMA, 3908 (detail).                                  bill or a swan’s head) is missing. Heerlen, coll.  

                                                                                    B. Blok (detail). 
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Fig. 5. Right side of the   

harp figurine. A space 

between the backrest and 

the back of the harpist. 

Heerlen, coll. B. Blok. 

 

 

 

There is a clearly visible fracture plane between the harpist's head and torso. Other 

fracture planes are visible on the rear right chair leg and in the curved backrest (Table 1). 

There is a clear indication of a fracture between the lower right thigh and the chair. The 

harpist's torso and right thigh are rather robustly rendered. 

 

 

Chair and Backrest  

The chair has four rounded legs that are flattened at the bottom. The legs flare slightly 

toward the seat at the back of the chair. The rear of the seat is not perpendicular to the 

legs but is wider at the back and sides. The backrest is high enough to reach the middle of 

a harpist's shoulders. The underside of the chair shows that all the legs have fractured 

surfaces just below the seat. The openwork backrest leaves a space between it and the 

back of the harpist (Fig. 5).13 Inside the openwork section is a smaller, semi-oval, raised 

section attached to the chair's seat. However, it should be noted that the design of the 

chair differs from that of the studied harp figurine in both mentioned objects. The 

backrest of the Keros figurine most closely resembles the displayed object. One exception 

is the New York harp player; he is connected to the chair by his back.14 Other statuettes 

depict harp players sitting on stools without a backrest. 

 

 

 

13 This is also the case with the figurines from Keros (Athens, NAMA, 3908) and Naxos 
(Richmond, VMFA, 65-42).  
14 New York, MET, 47.100.1.  
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Fig. 6. Back side of the harp 

figurine. A semi-oval backrest 

with an openwork section inside. 

Heerlen, coll. B. Blok. 

 

Paint Residues 

Apart from a stylized nose, the vast majority of marble harp players have no further 

accentuation for the eyes and ears. Remarkably, microscopic examination has revealed 

the presence of paint residues on this harp figurine (Fig. 7).15 So far, faint traces of paint 

residues on Cycladic harp statuettes have only been demonstrated on the statuette in New 

York.16 Such residues are not unusual, as there are several marble female idols which 

bear traces of blue and red paint, or ghost areas where the paint has left a different surface 

texture.17 Although chromatic effects were not uncommon in Cycladic sculpture, it is 

highly unlikely that paint ghosts were part of the forger’s craft in the 1950s or early 

1960s. It is believed that the craftsmen used red and blue accents to emphasize facial 

details, especially around the eyes and mouth. The widespread use of the color red, 

particularly in funerary contexts by various people in different periods is well attested. 

Ritual painting was easier and more striking to the eye than carving, especially for small 

facial features. The limited handling the figures received reflects the symbolic extensions 

of the coloring.18 The visible paint residues on the studied harp figurine are the same 

color, but it is unclear what they were highlighting.  

 

15 HEBOLABO, Analysis Report 28_8_81, p. 11: “Details of the surface (x200, incident light): few 

traces of paint could be observed.” Unfortunately, the report does not specify the precise location 

of the paint residues on the figurine. The paint residues themselves have not been examined 

any further. 
16 New York, MET, 47.100.1. A paint ghost is perceptible on the head of the harp player in 

Malibu, JPGM, 85.AA.103. Van Schaik 1998, p. 24. 
17 Gill-Chippindale 1993, p. 97; Getz-Preziosi-Weinberg 1970, p. 11. 
18 Van Schaik, p. 48.  
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Fig. 7. Paint fragments of probable visual accents on the harp statuette. Heerlen, coll. B. Blok. 

 

 
Fracture Surfaces 

As with all known Cycladic harp figurines, this figurine also has various visible fracture 

surfaces. The cause of these breaks is difficult to determine, given that the statuette is 

about 4,500 years old. After once being made as a burial offering, it lay in the ground for 

millennia. In modern times, experts or forgers excavated it, and it traveled the world as an 

artifact. Damage could have occurred during any of these phases. 

     Table 1. Breaks and Missing Parts in the Marble Harp Figurines. 

    

      Present Location  Harp   Figure            Seat 

      F   S    LL  RL  LF  RF  LA  RA  LH  RH  N      F  R  B  

 

       1.  New York 47.100.1  +            +                                                       + 

   2. Karlsruhe B 863 (254)  ‒   +              +     ‒                      ‒ 

   3. Karlsruhe B 864 (255)  ‒           ‒     ‒               ± 

   4. Athens 3908   +    ±     +           ±      ‒     ‒     ‒     ‒                  + 

   5. US (White coll.) [a]   +    +     +           +      ‒            ‒             +      + + 

   6. US (White coll.) [b]      ±            +            +      +            ‒             + + 

   7. Malibu 85.AA.103  +    + 

   8. US (Private coll.)  +    +     +                   ‒            ‒             +  ± 

   9. Richmond 65-42        ±    ±     +      +            ‒     +      ±  

 10. Athens 8833   ‒    ‒     ‒      ‒    ‒      ‒         ‒      ‒      ‒      ±   ± 

 11. Heerlen (coll. B.Blok)  ‒    x     +                                          +      +   +  + 

  

F frame; S soundbox; LL left leg; RL right leg; LF left feet; LA left arm; RA right arm;  

LH left hand; RH right hand; N neck; F foreleg; R rear legs; B back (of the chair). 

 +  mended break; ‒  missing part; ±  restored part; x  loose part  

Compared to other Cycladic harp figurines, this object does not show any unusual 

patterns in its fracture surfaces. Nearly all of the harp figurines have damage to the harp 

frame and the legs of the harpist. The neck of the harp player and the chair legs are also 

weak points (Fig. 8). This is the only statuette with a loose left lower leg. Crystal 

formation is clearly visible on the fracture surface.  



An Unknown Cycladic Marble Harp Player in the Netherlands 

8 

 

Authenticity 

 

When an archaeological object is discovered, one of the most crucial aspects is 

ascertaining its authenticity. At the request of the current owner, a recognized Belgian 

testing and research laboratory examined the chemical composition and the surface of 

this figurine.19 To accomplish this, a sample was taken from the inside of the left lower 

leg using a cobalt drill for X-Ray Diffraction (XRD) spectrometry. The sample was then 

analyzed using an XRD goniometer.20 The report states: “The stone sample is marble 

(mainly calcite–dolomite/quartz)”.21 The chemical composition of the sample solution 

was examined by ICP analysis. The results of the ICP analysis showed that the 

composition is similar to that of Cycladic marble. 

 

The surface was examined using a microscope. Surface observations revealed wide, 

rough chisel marks, indicating that the surface was carved by hand using stone tools. The 

fingers of the harp player were carved using a wide stone chisel. The chisel passes are 

rough with repeated impact marks. There are typical stone chisel carving marks between 

the left arm and the harp. The edge of the nose was repeatedly cut with a sharp stone 

shard made of silex or obsidian. Furthermore, the report states that various sanding marks 

from a quartz sand finish are present.    

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
Fig. 8. Ingrown oxidation (brown) into 

the marble core, indicating a long-term 

process. Heerlen, coll. B. Blok. 

 

The microscopic examination also aimed at observing the weathering layers on the 

surface. The left half of the figurine particularly shows such layers in several places.22 

The development of this weathering process depends on the type of soil in the 

surrounding area and the amount of moisture present. It is a slow process that occurs over 

many years. Prolonged weathering (thousands of years) causes brown iron oxide from the 

surrounding soil to deeply penetrate the surface between the crystal planes in the stone.  

 

19 HEBOLABO, Analysis Report 28_8_81.  
20 Cu-tube, 30 kV, 10 mA. 
21 See footnote 19, p. 3. 
22 Examined using IR radiation.  
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This ingrown iron oxide is clearly visible in the marble core of the left leg (Fig. 8). 

According to the research, the surface of the object has not been treated. No modern 

binders have been impregnated. The weathering layers have not been applied artificially. 

According to the report, "it is a feature of great age and cannot be faked." The final 

conclusion of the analysis report is as follows: "None of the observations and analyses 

give rise to suspicion of forgery or a contemporary copy."23 

 

Provenance 

For archaeologists and art historians, knowing the origin of an archaeological find is very 

important and, rightfully so, there is much discussion of this in the scientific literature. 

Provenance partly determines an object's authenticity and whether it was obtained legally. 

This object's traceable history seems to go back to the 1950s. As mentioned in the 

introduction, there was significant trade in illegally obtained marble artifacts from the 

Cyclades in the last century. In the Western world, there was significant demand for these 

objects among art dealers and collectors, and that demand still exists today. 

Unfortunately, the origin of this harp figurine is also unclear. The statuette is a family 

heirloom passed down from a Greek immigrant to his son, who lived and worked in Paris 

in the 1950s. Both men were art lovers, but not art dealers. The father had obtained the 

figurine from a Greek art dealer and jeweler from Athens named Stavros Ketsis, “or 

something like that”.24 He was a family friend. While living in Athens, he maintained 

business relations with the Greek islands, as well as with London, Paris, Rome, and 

Jerusalem. According to the former owner in the US, the Greek art dealer passed away in 

the 1970s.25 It is not known how he acquired this archaeological object. The statuette 

came into the hands of the Dutch art collector Mr. Bastiaan Blok through a public auction 

in 2007. In brief, this is all that is known about the origin of this archaeological object. 

Many questions remain. Which Cycladic island was it found on? In which cemetery? And 

in what context? We do not know. The harp figurine is not unique in this respect; it aligns 

with the incomplete origin history of most other Cycladic harp figurines.26 

III.  Some Music-Archaeological Observations 

The stylized marble figurine fits within the tradition of Cycladic marble sculptures from 

the third millennium B.C. and is consistent with the depiction of certain musical figures 

from that culture. The seated figure appears to be holding a closed frame, the shape of 

which is reminiscent of a stringed instrument known in the field of music organology as a 

“Cycladic harp”. The triangular frame is formed by a post that connects the soundbox and 

the neck, thereby reinforcing the structure to support higher string tension.  

 

 

23 See footnote 19, p. 15.  
24 For obvious reasons, the previous owner is unsure about the correctness of the name "Ketsis" 

given that he was a child at the time. Despite extensive research, no additional information has 

been found about an art dealer from Athens named Stavros Ketsis. 
25 This information is based on personal email exchanges between the current and former owners 

of the figurine in the US. These exchanges took place at the end of 2025 and the beginning of 

2026. For privacy reasons, the full text is not publicly available. 
26 Van Schaik 1998, p. 24, Table 1, Reliability of Provenance. 
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The music archaeologist Professor Joachim Braun has pointed out that the triangular harp 

may be considered an ancient Near Eastern phenomenon.27 The strings appear to be 

stretched between the horizontal resonator and the curved side arm. The shorter strings 

are therefore on the side opposite the musician. The back of the harp frame rests against 

the harpist’s chest and shoulder. This positioning is also evident in other harp figurines. 

The top of the frame extends up to the harpist's chin, which is a common feature of most 

well-known harp figurines. However, two statuettes in New York and Malibu are 

exceptions to this28; on those figurines, the top of the harp frame is significantly higher.  

From the top of the front of the harp frame the beak of the aquatic bird (probably a duck 

or a swan) is missing. The place where it was once located can be seen vaguely. The 

aquatic bird motif occurs on all (undamaged) harp figurines. It fits into a magico-

religious context of the Cycladic culture.29 In cosmological terms, the aquatic bird has 

access to two types of worlds: the present world and the "otherworld." It can make a 

cosmogonic dive into the depths of the primordial lower waters and fly to the upper 

waters beyond the clouds. Since the Paleolithic era, the aquatic bird seems to symbolized 

rebirth, victory over death.30 This meaning fits well within the context of the harp figurine 

as a grave offering. 

Compared to existing figurines, there are striking differences in posture of the harpist and 

how the instrument is held. The most interesting difference compared to other preserved 

harp figurines is the positioning of the harp. In the figurine under discussion, the harp 

rests on the left thigh of the player. This feature makes the "unknown" Cycladic harp 

figurine unique, because in all other harp figurines, the soundbox rests on the right 

thigh.31 Later replicas and forgeries consistently depict a harp player with the soundbox 

on the right thigh. It is possible that the Keros harpist in Athens was the model for this 

placement. Most harp statuettes depict the forearm resting on top of the soundbox. The 

representation of the harp on the left thigh suggests an unusual playing technique. That 

assumption is reinforced by the position of the outstretched left forearm next to the 

soundbox.32 It appears that the strings were plucked using the left hand, while the right 

hand held the frame upright. It is possible that this harp statuette is an abstraction of a 

left-handed harpist whom the sculptor may have observed in everyday life. In most other 

harp figurines, the hands are positioned in the opposite way: the right-hand rests on top of 

the soundbox while the left arm holds the frame.33 A clear exception to this is the 

statuette in New York, where the harpist holds the curved frame with both hands.34 A few 

of the harp figurines have lost their left arm (see Table 1).  

 

 

27 Braun 2002, 62; Lawergren 1996.   
28 New York, MET, 47.100.1 and Malibu, JPGM, 85.AA.103.  
29 Van Schaik 1998, pp. 32-45; Van Schaik 2002. 
30 Armstrong 1958, p. 14; Dunnigan 1987, pp. 188-189; Gimbutas 1990, p. 112.  
31 Some images of the Keros harp figurine (Athens, NAMA, 3908) on the internet show a mirror 

image of the piece. This creates the misleading impression that the harp also rests on the left 

thigh.  
32 In Karlsruhe, Badisches Landesmuseum, B 863 (254) the extended right forearm is placed 

alongside the soundbox.  
33 Karlsruhe, Badisches Landesmuseum, B 864 (255); New York, Shelby White collection 

(formerly MET, SL 1990.1.11a and SL 1990.1.11b); Malibu, JPGM, 85.AA.103; US, Private 

collection (formerly MET, L 1982.27.13). In Richmond, Virginia Museum of Fine Arts, 65-42 the 

left hand is holding the frame, while the final part of the right forearm is missing. 
34 New York, MET, 47.100.1. 
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It is striking that the right hand of the present harp player has been inaccurately depicted. 

In fact, the hand has five fingers. The thumb would traditionally grasp the frame. In this 

respect, too, the sculpture differs from other known figurines, which correctly depict this 

feature. When viewed from the front, the slightly rounded shape at the bottom of the 

soundbox corresponds with that of other harp figurines.35 The backward-tilted position of 

the harp player’s head fits well within the tradition of the Cycladic musical figurines. To 

some degree all harp players seem to gaze into the sky.36 As non-musical figures usually 

look straight ahead, the harp player’s inclined head position was apparently a deliberate 

choice by the sculptor. There are several hypothetical explanations for the head’s 

position, but not all of them are equally plausible. The most likely option seems to be the 

reference to the magical sound of music. This would emphasize the presumed function of 

the harp statuettes as symbols intended to please the gods and secure their favor in order 

to ensure the deceased’s rebirth in the hereafter. The various options are discussed in 

detail in my study The Marble Harp Players from the Cyclades.37 

 

 

Conclusion 

 

The presence of an unknown marble harp figurine from the Cyclades in the Netherlands 

is remarkable for several reasons. First, the figurine is a valuable addition to the ten 

known Cycladic harp statuettes that have withstood the test of time. The figurine seems to 

fit into the Keros–Syros culture, suggesting a date within the Early Cycladic II phase (c. 

2700–2300 BC). Additionally, from a music-historical and organological perspective, the 

figurine is unique because it is the only surviving harp figurine that appears to depict a 

left-handed harp player. The marble harp itself represents an existing stringed instrument 

that must have been known in Cycladic culture.  

Based on the current provenance information, it is impossible to prove whether the 

unknown object is the same harp figurine that the English explorer and archaeologist 

James Theodore Bent described in 1888 and that has not been traced since. From his 

description, it only appears that he saw a marble seated harpist “similar to that in the 

Museum in Athens”.38 As with most harp figurines, the exact origin of the present object 

is unknown. Only the history of the last eight decades is known and verifiable. However, 

the Belgian analysis report of the statuette leaves no doubt that the object is real. 

Archaeologists from the Museum of Cycladic Art in Athens share this opinion.  

Of course, there are aspects that require further research. For example, a follow-up study 

should take a detailed look at the paint residues observed on the object. This could 

provide more clarity about the exact location of these remains and also make it possible 

to compare them with similar paint residues on other Cycladic idols. That could lead to 

further insights into its origin. Nevertheless, it would be gratifying if this marble harp 

figurine, after approximately 4,500 years, could be incorporated into the extant music-

archaeological heritage from the Cyclades.  

  

 

 

35 Athens, NAMA, 3908; Karlsruhe, Badisches Landesmuseum, B 863 (254) and B 864 (255); 

Malibu, JPGM, 85.AA.103; US, Private collection (formerly on loan to MET, L.1982.27.13).   
36 Except for the harp figurine with the missing head in Athens, NAMA, 8833. 
37 Van Schaik 1998, pp. 41-44. 
38 Bent 1888, p. 82. 



An Unknown Cycladic Marble Harp Player in the Netherlands 

12 

 

IV.  Bibliography 

 
Aign 1963: Bernhard Aign, Die Geschichte der Musikinstrumente des ägäischen Raumes bis 

um 700 vor Christus: Ein Beitrag zur Vor- und Frühgeschichte der griechischen Musik 

(Diss., Frankfurt am Main), 29-34. 

Ancient 1973: Ancient Art in the Virginia Museum (Richmond, VA). 

Anderson 1994: Warren D. Anderson, Music and Musicians in Ancient Greece (Ithaca and 

London), 3-5. 

Armstrong 1958: Edward A. Armstrong, The Folklore Birds: An Enquiry into the Origin and 

Distribution of some Magico-Religious Traditions (London). 

Barber 1987: R.L.N. Barber, The Cyclades in the Bronze Age (London). 

Bent 1888: J. Theodore Bent, “Discoveries in Asia Minor”, The Journal of Hellenic Studies 

9, 82-87. 

Bildkatalog 1976: Bildkatalog: 400 ausgewählte Werke aus den Schausammlungen 

(Karlsruhe: Badisches Landesmuseum, 2). 

Bittel 1967: Kurt Bittel, Kleinasiatischen Studien (Istanbul 1942; R/Amsterdam). (Istanbuler 

Mitteilungen 5.) 

Blinkenberg 1896: Christian Blinkenberg, Praemykeniske Oldsager: Bidrag til studiet af 

Graekenlands aeldste kultur (Copenhagen). (Aarbøger for Nordisk Oldkyndighed og 

Historie 11.) 

Bossert 1937: Helmuth Th. Bossert, Altkreta: Kunst und Handwerk in Griechenland, Kreta 

und in der Ägäis von den Anfängen bis zur Eisenzeit (Berlin). (Die ältesten Kulturen des 

Mittelmeerkreises 1.) 

Bothmer 1990: Glories of the Past: Ancient Art from the Shelby White and Leon Levy 

Collection, ed. Dietrich von Bothmer (New York). 

Braun 1999: Joachim Braun: “On the origins of the harp: the earliest depiction of the 

triangular frame harp”, HARPA 30, 8-11. 

‒ 2002: Music in Ancient Israel/Palestine: Archeaological, Written, and Comparative 

Sources (Grand Rapids, Michigan and Cambridge, UK), 58-62.   

Broodbank 1992: C. Broodbank, “The Spirit is Willing”, Antiquity 66, 542-546. 

Buchholz‒Karageorghis 1971: Hans Günther Buchholz and Vassos Karageorghis, Altägäis 

und Altkypros (Tübingen). 

Craxton‒Warren 2004: John Craxton and Peter Warren, “A Neocycladic harpist?” Material 

engagements: studie in honour of Colin Renfrew, eds. Neil Brodie and Catherine Hills 

(Cambridge and Oxford), 109-113. 

Doumas 1968: Christos Doumas, The N.P. Goulandris Collection of Early Cycladic Art 

(Athens). 

‒ 1977: “Early Cycladic Burials”, Art and Culture of the Cyclades: in the Third Millennium 

B.C., ed. Jürgen Thimme [a.o.] (Chicago and London), 33-36.  

‒ 1983: Cycladic Art: Ancient Sculpture and Pottery from the N.P. Goulandris Collection 

(London 1983). 

Emmerich 1965: Early Art in Greece: The Cycladic, Minoan, Mycenaean and Geometric 

Periods (New York: André Emmerich Gallery).  

Fitton 1989: Lesley Fitton, Cycladic Art (London).  

Getz-Preziosi 1972: Pat Getz-Prezioisi, Traditional Canon and Individual Hand in Early 

Cycladic Sculpture (Diss., Cambridge, MA). 

‒ 1977: “Cycladic Sculptors and their Methods”, and “Early Cycladic Stone Vases”, Art and 

Culture of the Cyclades: in the Third Millennium B.C., ed. Jürgen Thimme [a.o.] 

(Chicago and London), 71-91, and  95-108. 



Martin van Schaik 

13 

 

‒ 1980: “The Male Figure in Early Cycladic Sculpture”, Metropolitan Museum Journal 15, 

pp. 5-33. 

‒ 1987a: Early Cycladic Art in North American Collections (Richmond, VA 1987). 

‒ 1987b: “Early Cycladic Marble Art”, Archaeology 40, September-October, 67. 

‒ 1987c: Sculptors of the Cyclades: Individual and Tradition in the Third Millennium B.C. 

(Ann Arbor, MI). 

‒ 1994: Early Cycladic Sculpture: An Introduction (Malibu 1985/ Revised Edition). 

Getz-Preziosi‒Weinberg 1970: Pat Getz-Preziosi and Saul Weinberg, “Evidence for Painted 

Details in Early Cycladic Sculpture”, Antike Kunst 13, 4-12. 

Gill‒Chippindale 1993: David W.J. Gill and Christopher Chippindale, “Material and 

Intellectual Consequences of Esteem for Cycladic Figures”, American Journal of 

Archaeology 97, 601-659. 

Gimbutas 1990: Marija Gimbutas, The Goddesses and Gods of Old Europe (6500-3500 

BC): Myths and Cult Images (Berkeley and Los Angeles 1982; Reprint). 

Hickmann 1956: Hans Hickmann, “Harfe: 1”, Die Musik in Geschichte und Gegenwart 5 

(Kassel and Basel), cols. 1507-1544. 

HEBOLABO 2022: Raymond Bové, Analysis Report 28_8_81. Pelt. 

Höckmann 1977: Olaf Höckmann, “Cycladic Religion” and “The Cyclades and their 

Eastern Neighbours”, Art and Culture of the Cyclades: in the Third Millennium B.C., ed. 

Jürgen Thimme [a.o.] (Chicago and London), 37-52, and 155-163. 

‒ 1982: “Zur kykladischen Harfenspielerfigur von Keros”, Boreas 5, 33-48. (Münstersche 

Beiträge zur Archäologie.) 

Hogarth 1927: David G. Hogarth, “Aegean Sepulchral Figurines”, Essays in Aegean 

Archaeology Presented to Sir Arthus Evans, 55-62. 

Keros Hoard 2023. Museum of Cycladic Art, Athens. https://cycladic.gr/en/essay/o-

thisauros-tis-kerou/ 

Köhler 1884: Ulrich Köhler, “Prähistorisches von den griechischen Inseln”, Mitteilungen 

des Deutschen Archäologischen Instituts: Athenische Mitteilungen 9, 156-162. 

Lawergren 1996: Bo Lawergren, “Harfen”, Die Musik in Geschichte und Gegenwart 4 

(Kassel [etc.]), cols. 39-62.  

‒ 2000: “A ‘Cycladic’ Harpist in the Metropolitan Museum of Art, Notes in the History of Art 

20/1, 2-9. 

Maas‒McIntosh Snyder 1989: Martha Maas and J. McIntosh Snyder, Stringed Instruments 

of Ancient Greece (New Haven and London), 1-2, and 151. 

Madge‒Burn 1988: Steve Madge and Hilary Burn, Waterfowl: An identification guide to the 

ducks, geese and swans of the world (Boston). 

Majewski 1935: K. Majewski, “Figuralna plastyka Cycladska: Geneza i rozwoj form”, 

Archiwum Towarzystawa Naukowego we Lwowie 6.  

Manniche 1991: Lise Manniche, Music and Musicians in Ancient Egypt (London). 

Marangou 1990: L. Marangou, Cycladic Culture: Naxos in the 3rd Millennium B.C. 

(Athens). 

Marinatos 1987: Nanno Marinatos, Kunst und Religion im alten Thera: Zur Rekonstruktion 

einer bronzezeitlichen Gesellschaft (Athens). 

Masterpieces 1970: Masterpieces of Fifty Centuries (New York: Metropolitan Museum of 

Art). 

McKinnon 1984: James W. McKinnon, “Trigonon”, The New Grove Dictionary of Musical 

Instruments 3 (London [etc.)], 626-627. 

Moortgat 1949: Anton Moortgat, Tammuz: Der Unsterblichkeitsglaube in der 

altorientalischen Bildkunst (Berlin).  



An Unknown Cycladic Marble Harp Player in the Netherlands 

14 

 

Mylonas 1959: George Mylonas, Aghios Kosmas: An Early Bronze Age Settlement and 

Cemetery in Attica (Princeton). 

Nicholson 2024: Paul J. Nicholson: “Art and Occupation: Early Cycladic Art, ‘Marble 

Seated Harp Player’, 2800-2700 BCE”, Occupational Medicine 74, 472-174.  

Papaioannou 1985: John G. Papaioannou, “Logo”, and “5000 Years of Greek Music”, 

Treasures of Greek Music ‒ A Global Greek Music Festival from Prehistory to the 

Present (Utrecht), 4, and 9-17.  

Papathanasopoulos 1961-62: G.Papathanasopoulos,“Kykladika Naxou”,Archaiologikon 

Deltion 17 (1961/62), 104-149. 

‒ 1981: Neolithic and Cycladic Civilization (Athens 1981). 

Preston 1965: Stuart Preston, “New York Letter: Art in Spate”, Apollo 82, No. 41, 68. 

Renfrew 1969: Colin Renfrew, “The Development and Chronology of the Early Cycladic 

Figurines”, American Journal of Archaeology 73, 1-32. 

‒ 1972: The Emergence of Civilisation: The Cyclades and the Aegean in the Third 

Millennium B.C. (London). 

‒ 1977: “The Cycladic Culture”, and “The Typology and Chronology of Cycladic 

Sculpture”, Art and Culture of the Cyclades: in the Third Millennium B.C., ed. Jürgen 

Thimme [a.o.] (Chicago and London), 17-30, and 59-71.  

‒ 1991: The Cycladic Spirit: Masterpieces from the Nicholas P. Goulandris Collection 

(London). 

Rensch 1986: Rosalyn Rensch, “A Very Old Harpist?”, The American Harp Journal 10/4 ), 

38. 

Richter 1953: Gisela Richter, Handbook of the Greek Collection (New York: Metropolitan 

Museum of Art). 

Riederer 1977: Josef Riederer, “Forgeries of Cycladic Marble Objects”, Art and Culture of 

the Cyclades: in the Third Millennium B.C., ed. Jürgen Thimme [a.o.] (Chicago and 

London, 92-94. 

Riethmüller‒Zaminer 1989: Die Musik des Altertums, eds. Albrecht Riethmüller and Frieder 

Zaminer (Laaber). (Neues Handbuch der Musikwissenschaft 1.) 

Safani 1983: The Art of the Cyclades: An Exhibition of Sculpture and Artifacts of the Early 

Cycladic Period (New York: Safani Gallery).   

Sakellarakis 1977: Ioannis A. Sakellarakis, “The Cyclades and Crete”, Art and Culture of the 

Cyclades: in the Third Millennium B.C., ed. Jürgen Thimme [a.o.] (Chicago and 

London), 145-154. 

Sapouna-Sakellarakis 1973: Efi Sapouna-Sakellarakis, Cycladic Civilisation and the 

Cycladic Collection of the National Archaeological Museum of Athens (Athens). 

Schefold 1960: Karl Schefold, Meisterwerke griechischer Kunst (Basel and Stuttgart). 

‒ 1965: “Heroen und Nymphen in Kykladengräbern”, Antike Kunst 8, 87-90. 

Smith 1976: H.R.W. Smith, Funerary Symbolism in Apulian Vase-Painting (Berkeley [etc.]). 

(University of California Publications: Classical Studies 12.) 

Stauder 1961: Wilhelm Stauder, Die Harfen und Leiern Vorderasiens in babylonischer und 

assyrischer Zeit (Frankfurt am Main). 

‒ 1973: Alte Musikinstrumente in ihrer vieltausendjährigen Entwicklung und Geschichte 

(Braunschweig). 

Tamvaki 1975: Angela Tamvaki, “On the Interpretation of Cycladic and Mycenaean 

Figurines”, Les religions de la préhistoire, ed. Emmanuel Anati (Brescia), 227-241. 

(Actes du Valcamonica symposium '72.) 

Thimme 1965: Jürgen Thimme, “Die religiöse Bedeutung der Kykladenidole”, Antike Kunst 

8, 72-80. 



Martin van Schaik 

15 

 

‒1968: “Die Kykladenkultur der frühen Bronzezeit”, Frühe Randkulturen des 

Mittelmeerraumes: Kykladen, Zypern, Malta, Altsyrien, ed. Jürgen Thimme [a.o.] 

(Baden-Baden), 9-56. (Kunst der Welt.)  

‒ 1976: Kunst und Kultur der Kykladeninseln im 3. Jahrtausend vor Christ, ed. Jürgen 

Thimme (Karlsruhe: Badisches Landesmuseum). 

‒ 1977: Art and Culture of the Cyclades: in the Third Millennium B.C., ed. Jürgen Thimme; 

Pat Getz-Preziosi translator and editor of the English edition (Chicago and London). 

Van Schaik 1992: Martin van Schaik, The Harp in the Middle Ages: The Symbolism of a 

Musical Instrument (Amsterdam and Atlanta, GA). 

‒ 1998a: “Cycladic Harps”, Newsletter of the Historical Harp Society (Winter 1997-

1998), 1-12. 

‒ 1998b: The Marble Harp Players from the Cyclades. Utrecht, 1-80. 

‒ 1998c: “Ancient marble harp figurines: The search for a stratified context”, Music in 

Art: International Journal for Music Iconography, XXIII/1-2, 5-10. 

‒ 2000: Martin van Schaik, “Zur Echtheit der kykladischen Harfenspielerfiguren“, 

Studien zur Musikarchäologie, II. Musikarchäologie früher Metallzeiten / Music 

Archaeology of Early Metal Ages, eds. Ellen Hickmann, Ingo Laufs, Ricardo 

Eichmann. Rahden/West., 239-245. (Orient-Archäologie, 7.) 

‒ 2002: “The divine bird: The meaning and development of the water bird embellishment 

on musical instruments in ancient Greece”, Imago Musicae: The International 

Yearbook of Musical Iconography, XVIII-XIX, ed. Tilman Seebass. Lucca, 11-33. 

‒ 2008: “The Possible Harp-Lyre Transformation in Minoan Crete”, Studien zur 

Musikarchäologie, VI. Herausforderungen und Ziele der Musikarchäologie /  

Challenges and Objectives in Musik Archaeology, eds. Arnd Adje Both, Ricardo 

Eichmann, Ellen Hickmann, Lars-Christian Koch. Rahden/West., 283-297. (Orient-

Archäologie, 22.) 

Vorreiter 1977: Leopold Vorreiter, “Der Kunst des Musikinstrumentenbaues in der Einheit 

der Künste des Altertums”, Archiv für Musikorganologie 2, Heft 1, 3-29. 

Walz 1853: Christian Walz, Über die Polychromie der antiken Skulptur (Tübingen). 

Wegner 1950: Max Wegner, Die Musikinstrumente des alten Orients (Münster). (Orbis 

Antiquus 2.) 

West 1992: Martin L. West, Ancient Greek Music (Oxford). 

Zervos 1957: Christian Zervos, L'art des Cyclades du début à la fin de l'âge du bronze, 

2500-1100 avant notre ère (Paris). 

 

 

 

 

 

 


