EONIKO KAI KATOAIXTPIAKO IMANEINIXTHMIO AOHNQN
PIAOXOPIKH XXOAH - TMHMA IXTOPIAX KAI APXAIOAOTI'TAX
TOMEAZX APXAIOAOI'TAX KAI IETOPIAX THX TEXNHX

INEPIAHYH METAAIAAKTOPIKHY EPEYNAX:
«An6 ™ {o1] 6To OavaTo»:
ROTIEG GTIV EIKOVOYPAPIQ TOV KOGHOV TMOV YUVUIKAV KOTA TOVS TPDIPNOVG

16TOPIKOVG YPOVOLG HE aPopuN Hid Youtkn tpéyov amxd o Mapadova.

Metadidaktopikn epevvnipia: Baciikr BAdyov, dddktop [Havemotnuiov
Anvaov
Axaonpaikn Yrevbovvn: Nota Kovpov, Op. Kadnynrpa [ovemotnpiov
Abnvov

ATIOZNAZMA (AKOAOYOEI EKTENHE NEPIAHYH THX EPEYNAX XTA ATTAIKA)

Kevipikd a&ova g mapohooc UETOOIOOKTOPIKNG HEAETNG omoTeAEl éva
povadikd ayyeio ¢ Yotepng [N'eopetpicng (YT') meptooov, 1o omoio eiye tomobetnOel
padi v Taen veapng yovaikag evioc Tov Tdeov 15, g vekpoOToAns Kotd HiKog g
Aew@opov Mopabovog 610 Mapabova Attikng. [Ipdxeitan yio evioploaoptd veapng
YOVaiKoG €VTOg AUKKOEWOVS TAPOV, TOV GUVOSEVOTOV GO L0 VIEPUEYEDN TPOYOL
mov etavel To, 80 K. G€ VYOS, OVO OKOUO CKOQOLG Le pNYO oD Kot ynAd didtpnto
OO1 Ko dvo aonuévia daktvdidia. H kepapukn ypovoroyel pe axpifela tnv toen 6to
tedevtaio tétopto Tov 8% ardvo w.X. ) tyv YT IIB mepiodo’.

Me agopun to ayyeio amd 10 MopabBova yivetar pio oOykplon UHe TIG
veppey€Belg mPOYOVG MOV £XOUV UEYPL OTIYUNG OVOOKOMEL KOl OVOOEIKVOETAL 1|
1310TVTIN XPNOT TOL TOPATAV® OyYEIOV TTOV TTEPLOPILETOL OE TOPES EVTIAPIAGUOV GTNV
ABfva ko v Attikny kot Vv Yotepn [eopetpikn mepiodo. apdio mov oTig
TEPLOCOTEPEG TTEPITTAOGELG TO GVAAO 1 1 MAIKIOL TOV/TNG VEKPOV/NG dEV OMUELDVETAL,
T0 oyyeio amd t0 Mopabdva cvvodeve TAP VEOPNG YUVAIKOG GUUPOVO LE TNV
avOpOTOAOYIKT) UEAETN, OMMOC OVTIIOTOL(O ONUEUDVETOL KOl Yl0. OPIOUEVES GAAEG
TEPUTTMOGELG OO TOVG AVOOKAPEIS, Y0Pig OPmG TEPAUTEP® OVOpOTOAOYIKT peAé. To

oYNUO TOL ayYelov pe TOV YNnAd Aolpd, TV Kotakopven AaPn mov otoAiletor amod

"' H ypovoldynon twv dtodoyikdv neptddmv akolovdel To kabiepmpévo théov chopa omd Tov
Coldstream (1968).
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évbeta @idwo kol To peyddo tov péyebog gaivetror va Tapldfovv GTOV TOUTO TG
A0vTPOPOPov, EVOC 1BOTLIIOV ATIKOD 0YYEIOL TOV TEPIEYE TO VEPO Y10l TO TEAETOLPYIKO
AovTpd, 6TO YaU0 0AAG Kal oTo Bdvarto.

e avtifeon pe v TaeiKn XpNnon Tov ayyeiov, 1 TAOVGL0 EIKOVOYPAPNON TNG
pdYov Hotalel vo eoTIAlel 0TV €PN EVEOON OPCEVIKOV Kol OnAvkod péoa amd tnv
tepotedeotia Tov yapov. To ayysio Kooueiton pe puo cvveyn Lovn akpPag eEmtepikd
Kot yopnAdtepa Tov yeilovg, 6mov ewoviletar pKTOC YopoS, Amd CAPAVIO VEUPA
ayoplo Kot KOPITolo Tov EVOAALAGOVTOL KPATMVTOG XOUNAG TO ¥€P10. TOVG KOl KAUOLA.
O mpdTOC TOL YOPOV, TOV gKOVileTan akpPaOg dimha amd TV KaTtakOpLPN AdPT TOL
ayyeiov, Kpatd pe ta 000 TOL ¥EPLO. EVO OVTIKEIUEVO OV HOLALEL TEPIOCCOTEPO E
Kamolo KAEoTO ayyeio (appopéa N Tpdyov;). H aneikdvion avtn givoar povadikn otnv
TéEYVN TV FEUETPIK®V YPOVOV, AVIPEG KO YUVOIKEG LOVGIKOL GLVOSEVOVY GUVIHBWG
TOVG YOPoUG TV VEOV Kol UTOPEl vo. oLykplBel e TNV TPOHOTEPT TOPAOTOOT
Aovtpopopiag, o€ amocmoouatiky [Ipotoattikn Aovtpopopo-vdpia amd 10 1EPd TOV
Nopedv otn votia mhayid g Akpomoing Tov Adnvadv?. Av deytodue v nopamdvo
TAOTION, 1] TUPACTACT XOPOL GE GLVOVAGUO WE TN AOLTPOQOpio. VIToYpauuilovy
OUUPOAIKT] ONUOGIO TOV YOKOV TEAETOLPYIOV YL TNV gpUnveio. TOGO 1TNgG
EIKOVOYPAPIONC OAAG Kot ¥pRoNE TOV ayyeiov amd To Mapabova.

‘Evag de0tepog xopdg amd caplvio TPES VeEOPES KOMEAES ewkoviletar o€
ocuveyn {dvn o610 KAT® HEPOG TOL GMWUATOG TOL ayyeiov. Oheg ol LOPPEG KPOTOUY
YOUNAG ta xépia toug poli pe KAadd, eved dVo POVOV LopeEG Tov TomobeTovvTat
EKOTEPOBOEY TOL GYNUATOTONUEVOL BELATOG TOV 1EpOD AEVTPOL TG Z®ONG KPATOVV TO.
yéplo Toug YynAd. H xivion tovg avtn) evteivel v kukAikn kivion tov yopov, o
omoioc eppoviletal cav va KUKA®VEL To0 AévTpo ™G ZomnG.

[Mopdro mov M yowkn wpodyovg amd t0 Mapabova dev Ppioker axpifn
TopAAANAa oty Téyvn ™ ATTikNG Katd t [eopetpwen 1 Apyaikn mepiodo, ot
OKTMVEG OV EMAEYOVTOL LITOPOVV VO YWPIGTOVY GE dVO JLOKPITEG KATYOPIES: G€ oM
YVOOTA EKOVOYPUQPIKE TPOTLTA, OO 01 TOAVTPOCHOTOL HIKTOL XOpoi Kot ot yopoi
VEOPOV YUVUIKAOV, TO 1€p0 A&vTpo G ZmNG, KEVIOLPOL Kol MAeElG, OAAG Ko

TPOTOTLTO. EIKOVOYPOPIKE Bépata Om®g 10 PTEP®MTO AAOYO, 1 OLYLOA®GCIO EVOC

2 Movoeio Akpomdreng, 1957-Aa-189. T to ayyeio kor 0 oknvi Aovtpogopiag, BA. Oakley and
Sinos 1993, 5, 15; Sabetai 1993, 136; Winkler 1999, 201, no. 17, pl. 1; ThesCRA VI, Contexts and
circumstances of cultic and ritual activities, Marriage in the Greek World, 90, gik. 35.3, A.C. Smith.
Yknvég AoVTpoPopiog, 0TV TO ayyeio pe To vepd Yo 10 AovTpd Tpootifetan ota YEpLo vEaP®V
KOPLITGI®V YivovTatl ayonntod gukovoypoeikd Bépa oto Kiaoud ypovio.
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dyprov {mov ka1l 1 CLUPOAIKT EVOT APGEVIKOD Kot BuANKOD 6TO TAMIGIO TOV 1EPOD
YAauov.

Kevtpikd 0épo peta&d tov €61 EIKOVIOTIKOV LETOTOV TTOV eU@avifovial 6To
v LEPOG TOV CMOUOTOS TOL ayyeiov amotedel 1 mopdoTtaomn veopod Avopa Kot
YOVOIKOG TOV KPATOOV YOUNAG T ¥€PLo TOVG, TO. OTTOl KUKAMVOVTAL 0td Eva LEYOAO
oTEQAVL Ko omd To. omoio PUETOL £vo oYNUATIKO KAad1 6TOV TOTO TOL 1EPOV AEVIpov
mg Zone. To gucovoypagikd otolygia pe v amddoon towv d00 Hope®V KOl TOV
Aévtpov g Zong dINUIOVPYEL GAUEGES OVAPOPES OTNV TAPACTUCT) TOV XOPADV, LEGA
OO U0 TPOTOTLTN Kol LOVASIKT] EIKOVOYPOQIKn amddoon. H mapdotaon amodidet pe
TPOTO EVYAMTTO TOV GUUPOAICUO TOL 1€p0D YAUOVL, NG £VEOONG GPGEVIKOD Kot
Buinkov. Ta vroroma etkovoypagikd Béuata Tov epeavilovial Eviog T®V UETOTMV
EVIOYVOLV TO GUUBOMGO TOV 1EPOV YALOL, TNG AVOVENDOTG TNG PVOTNG Kot TG Cmng.

H amewovion tov @tepmtod ahdyov amotedel oKOUM L0 TPOTOTLTIC TOL
eVEAavTaoTov Mapabmviov Kepapéa-Coypdeov. Xe (o exoyn 6Tov ot pubot gaiveton
o apylov vo yvopilovv peyalvtepn d1ddoor kol vo ocuvoéovtol PEGO amd Lo
oLpPoAKT €kppacn pE ekpavoelg g kadnuepwvng {ong, o ubboc tov PTEP®TOD
aAoyov, 1o Yvootog oto £pyo Tov Holddov, kail 1 cUVOEGT TOV HE TN YOVILOTOLO
dvvoun NG GUOoNG GTOKTA KEVIPIKY ONUOCio otV epUnveiol TOL EIKOVOYPAPIKOD
KOKAOV TOV ayyeiov amd 10 Mapabova. EmmAéov, n oknvi Tov Kuvnylov vEmV G€ Ui
ouvleon mov dev Ppiokel mapdAinia oty TELVN TV ['eOUETpKdV YpodvOV N Kot
apyotepa

H mlobdow ewovoypapic g mpdyov amd 10 Mapobova omotéhece 10
EVODOLO TNG LEAETTG TEPIOCOTEP®V AYYEIOV Kol AVTIKEWHEV®OV TG 1010 TTEPLOSOL, TOL
omolo. TPoEpyovTal Omd TNV ATTIKI] KOl OlOKOCHOVVIOL HE M0 TEPIGGOTEPO
OGUVTOUEVUEVT] EKSOYN TOV EIKOVOYPOQPIKOD KOKAOVL OV Ppickovue 610 ayyeio Tov
MopabBova. [Ipodyot, vopieg Kol QUEOPEIS EKOVOYPAPOVVTHL IE TAPACTACEL TOV
eaivetal va oyetiovion pe teletovpyieg kol yoptég tov Anvainv, aArld kol Tov
KaTolk®v Tng ATTIKNG, OT®MG GLTEG TOL GLVOEovTol HE TO Yapo. H evpeorn twv
ayyeiov ovt®v, oAAG Kol OVTIKEWWEVOV OTOC oPPOyidec TOL KOGUOOVTOL LE
TOPOUOIEG EIKOVOYPOPIKEG OKNVEG, GE TAMOVG OElYVEL TNV OvVAOLON HIOG VENG
GUUPOAIKNG £KPPOOTC 6TO TAMIGLO TNG NUOCLAG Kol Op1okevTikng Long.

Edwotepa, 0 cLUPBOMGUOC TOV OMOKTA 1) AvAOEST HL0G YIYOVTIOLOG TPOYOV LE
TIC TAPEG VEUPDV KOPLToIDV oTnv ABnva kot v ATtk avalntdtot otn OpnokeuTikn

Ko TEAETOVPYIKT EKQPACT] TOV TELOVG TOL 8°° andva m.X. otnv ABva kot Tnv ATTiKn.
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AV K01 01 TEPIOGOTEPEG TOPES TOV GLVOIEVOVTOL GO L0 YIYOVTLOHG TPOYOL TTEPIET OV
Kot GAAG VYMANG a&io OVTIKEIEVO, (OC KTEPIGLATA, VTTAPYOVV KOl TOPES TOV TEPLELYOV
uovov éva 1 dVo pikpd ayyeio mocewe’. EmmAéov, ot Tapéc omd 10 vEKpoTapeio otnv
mEPLOYN TOV  KAOOIWK®V MeMTidmv muAdv, ocvvodedovioy omd TEPOYES UE
TPWOTOYEVEIC KOVCELS, TPOPOVAOC TO KOTAAOUWTO EUTLPOV TEAETOVPYIDV KOTA TN
d1apketa | petd TV ohokAnpmon g tophct. Oplopéveg ek ToV yryovtoimv Tpoyov
elyav S14tpNTES 0TMEG GTOVG TVOUEVEG TOVG, GTOLYXEIO TTOL EVIGYDEL TN YPTON TOVG KATA
TN S1BPKELN TOV VEKPIKMOV TEAETMV KOL TNV EVOTODEST] TOVG OTI GLVEXELD EVTOG TOL
taeov. Ta ayyeia avtd, pe T0 EVPV KLKAKO GTOUIO KOL TOV DYNAO AGLd QOaiveToL OTL
YPNOILELAV VIO TN UETAPOPE VEPOD Y10 TO VOPIKO 1] VEKPIKO AOVTPO Kol GUVOEOVTOV
OVTIOTOUY(O, L€ TO YALO KO TNV TOQY].

To ayyeio amd to Mopabodva amotehel T0 onpavIikoéTEPO ayyeio o€ autn TNV
Katnyopio Ady® NG TAOVGLOG EKOVOYPAPIong Tov. [apd v €0peon Tov evtog Tov
Téov 15 ¢ vekpomoing tov [eopetpicmv ypdvov oto Mapabmva, To ayysio €xel
évav ovpfolopnd mov umopel vo yivel Katavontdg HOVO HEGOH GTO YEVIKOTEPO
OpNoKELTIKO KOl KOWOVIKO TAAIGI0 TOV YAUOL Kot Tng UeTdfoaong omd v epnpikn
nikio oto vopupo €yyapo Bio. Kotd ocvvémelwn, mpoteivetan ott to ayyesio €iye
KOTOOKELOOTEL OPYLKA yloL TNV TEAETH TOL YAUOL, €VM Yo AOYOLG oL Ogv glval
EUQAVEIC 1| AVAYVAOGILOL apYotoAoYIKd KaTéANnEe va, GLVOJEVEL TV O10KTNTPLE TOV
oTOV TAQO. Ayyela kol GAA0 aviikeipeva Ue €vtovo cLUPoAMKO @optio Ady® NG
YPNONG TOVG, TOL TPOTOL OTOKTNGCNG TOVG 1] KOO KOt TNG TOANOTNTAS TOVS POIVETOL
0Tl amoteAovoaV 1010iTEPA PO TPOG TOLG VEKPOUG, TO. OTOI0. OMOTEAOVV GLYVA
apeocec avapopég ot (o1, TV W0TTO 1 TNV KOWOVIKN TOLTOTNTA TOV/TNG
vekpov/vekpnc. Ewdwkotepa og o kovovio 0mmg avt) tov T€hovg Tov 8% aidva m.X.,
1 S1EVPNUEV OIKOYEVELD, ATTOTEAEL TOV KUPLOPYO KOWMOVIKO GYNUATIGUO KOl TNV 0ol
Bapaivel n 1d10kTNGil0 TG YNG LEC® TNG KANPOVOLUKOTNTAG KOl TNG KOW®VIKNG BEonc
TOV UEA®V TNG. X& auTO TO TANIG10, Ol TIUEC TTOV OmOdId0VTOL GE VEQPES YOVOIKES Kot
dvopeg avtiotoryo mov Ogv mpOAAPav VO EKTANPOCGOLV TO HEPOG OVTO 1TNG
AVOTOPUY®YNG Kot S1EVPVVOTG TNG OIKOYEVELNG KO TOV 01KOL, VTooTnpileTon 6® 0Tl

elvar  opyotoAoyIKd 0opatég HECH 1O0HTEPOV OVTIKEWEVOV ONMOC OTOTEAOVV Ol

3 Kepapewcdg taeog S1: Kiibler 1954, 245-47, wiv. 113, 140 xou wiv. 120. 1316, wiv. 121. 1317-1318.
Borell 1978, miv. 13 ap.10.
4 ABfva, EpiovyBovog kot Nniémc, téeot 6 kat 14: Tzahou-Alexandri 1967, 80, wiv. 805 xon 818.
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YYOVTIOHEG TTPOYOL OTO TOPIKO PEMEPTOPIO TOV VEKPOMOAE®V ABNvaV kol ToV
TAOVGIOV TEPLOYDV TNG ATTIKNC.

INvetat cogéc 0Tl 670 de0TEPO UIGO TOV 8% adva . X. GKNVEG TTOL GLVIEOVTAL
pe ™ (oM kot 1o BAvaTo TV YUVAIKOV diVvOUV GNUOVTIKY EUPACT] GTI ONUACIN TOL
oilkov, ¢ ocvykpdTNOoNG Kol datNPNoNg Tov. Mo avaykaldTnTo OV POIVETOL Vo
OULVOEETOL TOCO HE TA TAOVGIO YEVI] YOUOKTNUOVOV otV ATTIKN TNV TEPI0d0 avTh
OAAG KO P0G EVPUTEPTG KOWVAOVIKTG OUAdaG, 1 omoio potdlel vo dlekdikel HEC® TOV
TAOLTICHOV KOl TNG 1010KTNOI0G TPOVOUOLD OTNV £0¢ TOTE ‘KAEOTN’ KOW®VIL TNG

AOnvag kol g Attikng tov [poduov letopikov Xpovov.

Mépog g mapovoog HELETNG £xEL ELPOVIOTEL OC:

Vlachou, V. 2016. “Image and Story in Late Geometric Attica: Interpreting a
Giant Pitcher from Marathon”. In: T.H. Carpenter, E. Langridge-Noti and M.D.
Stansbury-O’Donnell (eds), The Consumers’ Choice: Uses of Greek Figure-
Decorated Pottery. Selected Papers on Ancient Art and Architecture 2. Boston, MA:
Archaeological Institute of America, 126-151.

Vlachou, V. 2016. “Nuptial Vases in Female Tombs? Aspects of Funerary
Behavior during the Late Geometric Period in Attica”. In: M. Mina, S. Triantafyllou
and Y. Papadatos (eds), An Archaeology of Prehistoric Bodies and Embodied
Identities in the Eastern Mediterranean, Oxford ko1 Philadelphia: Oxbow Books, 96-
103.
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Introduction

Attic decorated fine wares are distinguished by their high quality of potting and their
singular style defined in terms of shapes and decorative style. The introduction of
figured scenes on the monumental funerary vessels marked a new association between
8th_century BC Athenians and the pottery they owned and used. Imagery illustrated
the consecutive stages of the funerals and lamentation, supplemented with land and
sea battles, processions of chariots, armed warriors, gratifying in this way the
preferences of contemporary aristocrats in a socially exclusive manner>.

The introduction of figured decorated pottery to Athens at about the
beginnings of the 8th century B.C.E. marks a fascinating instance of the complex
connections between people and the pottery they owned and used. Geometric figured
vessels have been largely investigated for the cultural significance they were accorded
and the degree of social exclusivity they manifested.® By the third quarter of the
eighth century BC pictorial representations displayed a wide range of themes that

have been discussed in terms of mythic and epic narratives, and equally for the

3> Coldstream 1991; D’ Agostino 2008.
6 Ahlberg 1971; Boardman 1988; Coldstream 1991; Coulié 2013, 61-104; Vlachou 2015.
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encoded social values they expressed.” Images of athletic and musical contests, hunts,
processions and dances presumably at public festivals became popular in Attic
iconography, as in most regional styles, coinciding with an apparent escalation in the
popular taste for smaller, finely decorated pots.

Insights in the world of females in the 8" century BC iconography are namely
limited to two main categories: those relating to lament and the mourning of the dead
and those placing them in what seems as a context of celebrations or festivals while
performing dances. Variations however do exist providing the necessary background
to approach the life and death of females: in prothesis and more rarely in ekphora
scenes they appear lying on the funerary k/ine and receiving the honours of the family
and of the larger kin groups. On a krater now in New York a seated female is
presented as if attached from the mast and thus interpreted as a captive.®

The iconography of the male-female pair is a fresh introduction to the Late
Geometric repertory, presented on gold bands, stone seals, and namely ceramic
vessels in Attica, Corinthia, the Cyclades (Naxos), Ithaka, Crete and further afield in
Cyprus and Etruria.” The forceful claim of the maiden manifested with the gesture of
xelp émi xapm@, prevails in the visual rendering of the theme, even with a certain
degree of variability as to the composition (abduction from the dance, by centaur or
ship) and the spatial setting (at the shore, at the dance floor). A constant reference to
the iconography of dance is made explicit by the addition of wreaths, branches and
even the belted skirts that the maidens occasionally wear. As an illustration of the
stories of pairs in myth and contemporary poetry, the figures have been variously
identified as Theseus and Ariadne, Jason and Medea, Menelaos/Paris and Helen,
Hektor and Andromache, Odysseus and Circe. Be they emblematic prototypes of
mythic action and epic narrative, or artistic renditions of the transformations of social
life, this new interest in representing the male-female pair has been discussed recently
by S. Langdon and convincingly associated with significant changes that occurred at

the social and ideological level during the second half of the 8" century B.C.E.!°

7 Carter 1972; Boardman 1983; Ahlberg-Cornell 1992; Stansbury-O'Donnell 1995; Snodgrass
1998; Langdon 2008; Giuliani 2013; Mikrakis 2015.

§ Moore 2000, 18.

? Langdon 1998; Langdon 2008, 276-91. Naxos: Simantoni-Bournia 1998, fig. 1. Ithaka:
Morgan 2006, 225-6. Crete: Lebessi 2009. Cyprus: Vlachou 2012, 352. Etruria: Stuart Leach
1987, 77, cat. no. 198, 124-6, 192-3, figs. 52—5; Langdon 1993, 170-173 no. 63 and col. pl. 8.
1 Langdon 1998; Langdon 2006; Langdon 2008, 197-233. For a similar approach, Morgan
2006, 224-225; Morgan 2010, 78-81.
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An exceptional opportunity for exploring these social dynamics and symbolic
meanings inherent in early pictorial representations is provided by a recent find from
Marathon (Attica), a giant pitcher with extraordinary and unique figured decoration
(fig. 1-3). The Marathon pitcher is a spectacular find that despite its placement in
funeral context alludes to nuptial celebrations both by its shape and its dense
iconography as it suggested in this study. Recent scholarship placed a renewed
importance on the role of objects in social and religious life considered as channels to
read a specific story of an individual’s life, of an important moment or a situation.
Furthermore, gender archaeology has offered a wide range of approaches and
tentative interpretations of the funerary record and fuelled discussions and responses
related to the cultural and social construction of the deceased!'. Following the interest
of gender issues, and inspired by the post-structuralist approaches on the
communicative values of material culture, the exploration of issues of polysemy,
biographical and cultural meaning of artifacts underlined the active role of context
and material culture in discussing social structures'?. Within this theoretical context
the giant pitcher from Marathon provides an exceptional case for exploring the social

dynamics and meaning of figured decorated pottery of the late 8th century BC.

The Oversized Pitcher from Burial 15 of the Marathonos Avenue Burial Ground:

the context.

A large burial ground was excavated at Marathon by the 2nd Ephorate of Prehistoric
and Classical antiquities (now Ephorate of Antiquities of Eastern Attica), in the area
in front of the former American naval communications base, on Marathonos Avenue.
The area forms part of the modern Municipality of Nea Makri. A total of 27 graves of
the Geometric, Archaic and Classical periods were discovered during rescue
excavations in three periods, in 1985 under the supervision of Klairi Eustratiou, ten
years later by prof. Alexandros Mazarakis-Ainian and more recently in 2004 by Mary
Oikonomakou.!? The excavated area seems to correspond to only small part of a
larger burial ground. A number of Geometric fragments have been reported in the fill

layers of Brexiza, where the Sanctuary of Roman Deities was founded in the Roman

' Gibbs 1987; Hodder 1989; Serensen 1991; 2007; Diaz-Andreu, M. 2005; Arnold 2007. For
the Athenian female burials of the Geometric period, ¢f. Whitley 1991; 1996; Langdon 2005;
De Polignac 2007.

12 Landgon 2001; Vlachou 2016a and forthcoming b.

13 Eustratiou 1985; Oikonomakou 2004, 388; Mazarakis Ainian 2011; Vlachou 2011.
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period. At least 13 burials can be dated mainly to the latter half of the 8th and the
early 7" century, cist and shaft inhumation burials, secondary cremation depositions
and child enchytrismoi.

Monumental in size amphorae, one decorated with a large prothesis scene
seem to have accompanied the earliest burials of the excavated part of the burial
ground.'* The amphorae are dated to the MG II (ca. 800-760 BC) and LG Ib/IIA (ca.
750-735 BC) period respectively and belong both to the belly handled type of
amphorae. This means that the large amphorae should have once marked the burials
of women, if accept the consistency in the use of the belly-handled amphorae with
female burials in Athens and Attica,!® the earliest within the burial ground along
Marathonos avenue. The same ostentatious practice of using a monumental in size,
figured decorated vessel in order to mark the place of the burial of an important
individual is equally attested in the burial ground on the north entrance to the plain at
Oinoe, located some 700 m to the SE of the Medieval tower of Oinoe.'®

The pitcher (K 2209) was found, broken, inside grave 15 in 1995 during the
rescue excavations along Marathonos avenue, at the southern entrance of the
Marathonian plain (fig. 4). The giant vessel was placed at the left of the inhumation of
a young female, who was identified by osteological analysis. Two skyphoi with low
pedestals and two silver finger rings were found by her left arm. From the pottery, the
burial may be dated to ca. 720-710 BC.

The vessel (fig. 1-3) was reconstructed from several fragments and although
small parts on the neck and the body are missing, the shape has been fully restored. It
reaches 78cm in height, the diameter on the lip is 29cm and the maximum diameter on
the belly is 34cm. It has a fairly ovoid body that stands on a low ring base and a high
neck, slightly concave in profile that gradually widens to the mouth. The height of the
neck almost equals to that of the body giving thus the impression of a compact body
under a tall and heavy neck. The high handle exceeds the mouth of the vessel for 4cm
and is joined to its side by two struts of which only one survives. A plastic snaked is
added on the back of the high handle that reveals its funerary destination. Although no
chemical clay analysis has yet been delivered, the fabric examined macroscopically is

close to the range of fabrics in pale pinkish hues that include mica and stone

14 Vlachou 2011; forthcoming c.
15 Kourou 2001.
16 Arapogianni 1985.
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inclusions similar to that from the country districts of Attica, while the secure
provenance of the vessel from Marathon offers a strong indication that we shall be
dealing with a provincial workshop. A suggestion for a local workshop in the
Marathon area has already been made upon the monumental clay markers from the

burial grounds of Marathonos Avenue and Oinoe.

The Oversized Pitcher from Burial 15 of the Marathonos Avenue Burial Ground:
the iconography.
No comparandum fully matches either the richness of the figured scenes organized in
two continuous friezes on the lip and the lower body and six consecutive panels (fig.
5), placed on the upper body, or their iconography. Among the pictorial themes
illustrated on the pitcher, some of which are new entries in LG iconography, the male-
female pair seems to hold a central place. Contrary to the prevailing abduction scenes,
the moment of the union between the male and female seems intentionally
emphasized on the pitcher, providing an early iconographic treatment of the theme of
Sacred Marriage (hieros gamos).

The two figures are placed in one of the six square panels face each other (fig.
5-6): in one hand they hold branches, while from their other joined hands sprouts a
large branch resembling the Tree of Life motif. This apparent emblematic
representation of male-female union is emphasized further by the addition of a wreath
that encircles the joined hands of the figures, as if binding them together. The
presence of both the wreath and the Tree motif underscores the moment of the union
between male and female: an image that serves as an early visual contextualization of
the symbolism in the ritual of the hieros gamos (Theogamia).'” The emphasis is on
the maturation of youths and maidens, on fertility and the eternal circle of life. A
slightly later (around 700 BC) Argive seal from Megara (fig. 7)'® offers an
iconographical counterpart for the Marathonian pair: it anticipates the symbolic
representation of the heterosexual pair in the 7th century BC context of hieros gamos
on votives and pottery namely from Crete, the Samian and Argive Heraion and the

sanctuary of Artemis Orthia."”

17 Cremer 1982; Avagiannou 1991; LIMC VII Suppl. Hieros Gamos; ThesCRA VI (supra n. 10), 86.

18 Athens, NM 11750, cf. Boardman 1963, 130, G14, pl. XVI (around 700 BC).

19 Marangou 1969, 17, no. 3, fig. 7; Cremer 1982, 284-6; Hall 2002; Langdon 2008, 190-5; Lapinski
2008; Lebessi 2009.
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The second Tree of Life motif is shown in the square panel just below the root
of the handle (fig. 5). The theme of rampant goats flanking a central Tree motif has an
equally long tradition in the Near East, being introduced into the Attic LG Ia
repertoire probably under Cypro-Phoenician influence.?’ It is clear that the scene
functions as a counterpart to the symmetrically arranged male-female pair, by drawing
analogies to land fertility and the regeneration of life. In this context, the iconography
of the male-female pair on the Marathon pitcher diverges from the LG IIb treatment
of the theme. Still, an emphasis on the erotic implications of the male-female pair is
equally absent. A comparable treatment of the theme within the theoretical framework
of the Sacred Marriage beyond the Aegean is found in a highly stylized scene on a
small Cypriot krater. 2! Each figure is shown holding a wreath and a trap pattern, a
reference to dance and hunt respectively, while high trees frame the scene on both
sides of the krater. On a later ovoid pithos from Knossos, both figures are placed on
bases, possibly with the intent of the painter being to emphasize the divine character
of the figures.?

The pitcher’s imagery strongly evokes a public gathering, certainly a festive
occasion, judging by the two large dances, in which no less than 83 male and female
participants are involved. One processional dance is displayed in the broad zone
immediately below the exterior of the vase’s lip (fig. 1-3): it comprises 40 male and
female figures, holding hands and branches. The composition of the dance with its
alternating male and female celebrants is among the earliest of this type in Attic
iconography,?* anticipating similar representations of mixed dances in the somewhat

later works by the Analatos Painter, although with far fewer people depicted there.?*

20 Kepinski 1982; Smith 1958, 137, pl. 99A; Catling 1964, 196-6, pl. 29c—¢. For the Tree motif in
Greek art, cf. Kourou 2001b. For the Tree motif in the LG iconography of Attica, Euboea and related
regions, cf. Coldstream 1994; Kourou 1998.

2! Nicosia, Cyprus Museum inv. B 1988. Karageorghis 1973; Karageorghis and Des Gagniers 1974, 1,
80-82 and II, 493, XX VI; Boardman 1976, 153-154, pl. 23.3-5; Vlachou 2012, 353-353, 358 no. 9, fig.
11.

22 Payne 1927-28, 286-288; Coldstream 2001, 31 and fig. 1.4c. For the use of a wheeled base for the
depiction of a nature goddess on a PGB Knossian pithos, cf. Coldstream 1984.

23 Dances are integrated in the repertory of the Burly Workshop (LG Ib/LG Ila), identified by Davison
(1961, 83-6) and refined by Rombos (1988, 352—7, 497502, cat. nos. 298-309, with bibliography).
The oinochoe now in Tiibingen 2657 (Rombos 1988, 497, cat. no. 298, pl. 71a) is among the earliest
depicting two groups of youths and maidens flanking a central musician. See also, Buboltz 2002, 63-5.
For similar arrangement of the male and female participants, cf. amphora in Copenhagen (LG IIb),
Johansen 1945, 16, figs. 5-6. For the loutrophoros-hydria by the Analatos Painter in Athens, NM 313
(ca. 700 BC), cf. Denoyelle 1996, pls. 14.2-3 and 15.2-3; Coulié 2013, 195-7, fig. 189.

24 Hydria: Ruhr-Universitit Bochum (inv. S 1067), cf. Kunisch 1996, 25-9. Loutrophoros amphora:
Paris Musée du Louvre CA 295, cf. Denoyelle 1996, pls. 15.1 and 16.1-2; Couli¢ 2013, 201, fig. 194.
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Large mixed choruses are commonly associated with the wedding ritual in literary
sources;?’ a similar allusion may be equally intended on the Marathon pitcher if we
consider the object held by the male leader of the dance (fig. 8). This object does not
resemble any known depiction of a musical instrument, but seems more akin to a
closed vessel.

People bearing vessels are extremely rare in Late Geometric and Early
Archaic iconography. A single example may be seen on a contemporary amphora
from the Athenian Agora:%® on the neck panel three males carry gifts for the deceased
represented in the prothesis scene on the other side of the neck. The last figure holds
what looks like a closed vessel, presumably a water container for the ritual bathing of
the deceased (fig. 52). In Proto-attic iconography, people with vessels are
occasionally present in wedding processions, bringing water for the bridal bath.?” The
loutrophoria (Lovtpopopia) becomes popular only in the course of the fifth century
BC.2® Although the theme is not attested in Late Geometric iconography, certain
hydriae and amphorae decorated with choruses of youths and maidens or processions
of mourners have been seen as the forerunners of archaic loutrophoroi, as to their use
and function in the funerary context.?

The theme seems to comport with a conspicuous use of the giant pitcher,
possibly as an early loutrophoros, a water container for the ritual bathing in both
marriage and funerals. By its large size, at 78 cm in height, the high quality of potting
and complexity of decoration, this unique vase should be considered as a special
commission of individuals of apparently high social status, presumably members of

the local elite, for a specific event: possibly a marriage? In this sense, the placement

Fragmentary hydria from the Athenian Agora: Brann 1962, pl. 22.384. For an early Euboean specimen
from Pithekoussai interpreted as the 'Crane Dance', cf. Coldstream 1968a.

25 1. 18.491-497, 590-605; Hes. Shield 272-279; P1. Laws 771e-772. For a discussion, cf. Swift 2006.
26 From the remains of pyre XII: Young 1939, 55-7, figs. 37-8; Davison 1961, fig. 36; Ahlberg 1971a,
28, no. 39, fig. 39; Rombos 1988, 444-5, cat. no. 167.

27 The earliest pictorial representation of the loutrophoria is considered to be that on the fragmentary
Protoattic loutrophoros-hydria dedicated at the Sanctuary of the Nymph on the south slope of the
Athenian Acropolis (Akropolis Mus. 1957-Aa-189). Cf. Oakley and Sinos 1993, 5, 15; Sabetai 1993,
136; Winkler 1999, 20-1, no. 17, pl. 1; ThesCRA VI, Contexts and circumstances of cultic and ritual
activities, Marriage in the Greek World, 83-94, A.C. Smith. (esp. 90, pl. 35.3).

28 For the clay loutrophoros, the container of water for ritual bathing, both during wedding and
funerary rituals, and equally the youth carrying the vessel that contained the bathwater cf. Mdsch 1988;
Sabetai 1993, 129-74; Oakley and Sinos 1993, 6-7, 15-16, 32; Bergemann 1996, 166-74; Mdosch-
Klingele 1999; ThesCRA VI (supra n. 10), 88, 90-91.

2 For the origins of the clay loutrophoros already in the LG period, cf. Walter-Karydi 1963, 90-2;
Boardman 1988, 175-8; Sabetai 1993, 132—-6; Vlachou 2016a and forthcoming a.
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of a nuptial vessel inside the tomb registers a new tendency in the use of figured
pottery in the funerary record by the late 8th century BC.

Forty three dancing maidens are linked in a circular dance on the lower body
of the pitcher (fig. 1-3). Although female dancers constitute a frequent pictorial theme

in Late Geometric iconography, regularly shown on the newly adopted hydriae,°

on
the Marathon pitcher the addition of the stylized Tree motif, the center around which
the action takes place is a fresh introduction (fig. 9). This circular performance of the
maidens around the Tree is further accentuated by two of the female figures flanking
it with their hands held upright. Stylized trees reminiscent of the Phoenician-flower
type of the Tree of Life motif are occasionally held by sphinxes or even flanked by
lions and centaurs in Attic iconography of the late 8th century BC,3' while goats
flanking the Tree motif is equally shown on one of the six square panels decorating
the Marathon pitcher. Circular dances in front of trees constitute a frequent pictorial
theme in Cypriote art, shown both on the Cypro-Archaic pottery and metal bowls.’> A
sacred alsos, serving as the setting for the dancers has been convincingly argued for
those cases. In an Aegean context, the addition of the Tree motif emphasizes the
outdoor setting for the dance, presumably performed in an open ritual space. In the
figured repertory of LG IIb Attica, stylized tree motifs are occasionally shown with
pairs of female dancers holding hands and branches, although in separate square
panels and not combined in a single image.** On the Marathon pitcher the Tree motif

bears an important symbolic role, as is further manifested by its repetition elsewhere

30 Télle 1964; Bronson 1964; Rombos 1988, 330-51; Langdon 2008, 143-82; Haug 2012, 119-63.
Add arecent find from Kifissia (tomb 126), Skilardi 2011, 700 fig. 15 and 701 fig 20.

31 For the Phoenician flower-Tree, cf. Shefton 1989; Rehm 1997, 130-1, S9, fig. 16; Aruz et al. 2014,
fig. 3.38. For a similar Tree motif in LG Attic iconography, cf. Brann 1962, pl. 44; amphora (early
work by the Analatos Painter): Shapiro et al. 1995, 50-52 no. 10; for lions and fantastic creatures
flanking a Tree of Life, cf. Sheedy 1992, 20; CVA Paris Musée du Louvre 16 (France 25), pls. 42-43.
For single trees in narrow panels, cf. CVA4 Tiibingen 2 (Germany 44), 33-34, pls.21.3-5, 22; Randal
Mack 1974, pl. 5A.

32 Borell 1978, 44-7, 67-70; Kourou 1985, 415-17; Sheedy 1992, 15-20; Calame 2001.

33 Attica: Pedestalled high-rimmed skyphos, Institut fiir Klassische Archdologie, Eberard-Karls-
Universitét Tiibingen, 1086, cf. CVA4 Tiibingen 2 (Germany 44), 33-34, pls. 21.3-5, 22; Tolle 1964, pls.
20-1; Langdon 2008, 155, fig. 3.15. Flat bottomed pyxis, cf. Randal Mack 1974, pl. SA. A volute tree,
resembling the Phoenician flower-tree type, is equally well represented. Both have been assigned to the
Workshop of Athens 894, with which the painter of the Marathon pitcher shares a common style, cf.
Vlachou 2016a. Boeotia: Boeotian bronze fibula, now in Paris, showing two females with long dresses
holding a branch; a wreath is placed below their joined hands, cf. Perrot and Chipiez 1898, 253, fig.
125 and 255, figs. 130—1; Hampe 1936, 25, fig. 6. Argos: Seal from the Argive Heraion with female
dancers holding hands and branches placed in the free space, Athens NM 14066. Waldstein et al. 1905,
pl. 138.21; Langdon 2008, 157, fig. 3.15. Ithaka (Aetos): two long-robed figures identified by Morgan
(2006, 255—6) as male aristocrats.
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on the vessel so that it serves as a sort of ‘iconographical key’ for unlocking the entire
imagery.

Among the remaining four figure panels presented around the body of the
pitcher, a winged horse, a horse-rider and a centaur (fig. 5) bestow a specific equine
emphasis to the vase, providing thus an aristocratic context for the marriage theme.
The peaceful centaur with branches in both hands becomes a quite popular theme in
LG IIb Attic iconography: he is seen in later mythological narratives and receives an
important role in abduction scenes and the iconography of marriage.>* The peaceful
horse-rider,** shown to the left of the pair, also holds branches in his upraised arms.
Both figures make a strong iconographical reference to the chorus members depicted
in a similar posture, carrying branches. In this sense, the figure in each framing panel
accentuates the festive character of the composition.

On the other hand, the winged horse is a new iconographical theme that will
be further developed in the Attic, Cycladic and mainly the Corinthian repertoire in
association with the myth of Pegasus. The depiction on the Marathon pitcher is the
earliest to my knowledge among the Attic examples and the only one with the horse
depicted in full flight.3® Winged goats enter the Attic repertoire around the same
time,?’ yet the semantic value of the appearance of the winged horse, at least for the
Marathon pitcher, seems to go beyond the mere preference for such creatures in the
late eighth century BC.

This mythical creature is usually identified as Pegasus, offspring of the mythic
union of Poseidon with the Gorgon Medusa according to Hesiod's Theogony (278—
286). The basic story-lines of the myth of Pegasus could have been known from
existing narratives, as is implied by the appearance of the theme in the Attic repertory

at the very end of the eighth and the early seventh centuries BC.*® The attempt of the

34 For LG iconography, cf. Rombos 1998, 232—4. For the association with abduction and marriage, cf.
Langdon 2006, 211, 214-5; Langdon 2008, 95-110.

35 Rombos 1998, 161-84. The posture of the figure with both arms upraised and his long legs almost
reaching the ground differs from that of LG horse riders, and may be intended as riding a mule or ass.
The posture of the rider could equally denote a side-saddle riding, although no indication of a saddle
exists. For side-saddle riders, cf. Voyatzis 1992; Morgan 2006.

36 For the theme of the winged horse in the early seventh century BC, cf. Attica: Langlotz 1932, pl.
7.79 (the Vulture Painter); Petrocheilos 1996, 50—1, pl. 6.2-3; Charalambidou 2011, 849, fig. 6. Eretria:
Huber 2003, pl. 76. Perachora: Payne and Dunbabin 1962, 53, no. 390, pl. 20. Delos: Poulsen and
Dugas 1911, 383, fig. 47.

37 Tankard: CVA,Paris, Musée du Louvre 17 (France 25), pl. 39.3-4 (CA 1780). Skyphos from
Anavyssos: (Athens, NM 14441): Borell 1978, 10 no. 30, pl. 21; Rombos 1988, 461 no. 203 and pl.
46a.

38 More recently, see Ziskowski 2014.

14



‘From Life to Death’. Post-doctoral research by V. Vlachou. University of Athens, 2016.

painter to show the creature in full flight, even if quite clumsily executed, seems to
follow the Hesiodic narrative. As the divine offspring of a union between a god and a
mortal maiden, the winged horse serves the core meaning of the pitcher's imagery in
providing a counterpoint to the legitimate union as celebrated on the event of a
marriage. Furthermore, the unique character of the hunt and the particularities of the
scene presenting the exact moment of the capture of the feline with but a rope, could
have equally referred to a particular story. Still, the hunt of a ferocious animal and its
capture exemplifies the boldness and bravery of the hunters in taming the wild nature
of the animal, and points to the maturation of the noble youths. In this sense, both
images may be related to the male-female pair and the theoretical framework of
hieros gamos in celebrating basic aspects of the circle of life of the individuals, the
oikos and the community in general. The reference to hieros Gamos (Theogamia)
functions as a paradigm in Hesiod's Theogony (590-612), endorsing the social aspects
of human marriage, and thus forming a legitimizing model for the institution.

At this end, it is possible to distinguish the images presented on the pitcher
into two broad categories: those common enough to assist the viewer in identifying
the meaning, namely the female and mixed dances, the centaurs and the horse-riders,
and also newly introduced themes, for which further information and possibly the
knowledge of a certain story would be necessary for them to be understood.>® In this
category falls the depiction of the winged horse that in the absence of any proper
framework from its understanding it could easily seem quite funny and even
inappropriate for the figured decoration of such a vessel. Nonetheless, the framing of
the winged horse in the narrow square panel and its general treatment would seem as
a visual innovation of this imaginative painter rather than a standardized figured
theme. Likewise, the image of the capture of a ferocious animal that completes the
iconography of the pitcher remains unique among the contemporary and later
treatments of the scene.

The composition of the hunting scene, with three youths shown at the moment
of capture of a ferocious feline (apparently using what seems like a rope or noose), is
highly experimental with neither antecedents nor descendants in Attica or elsewhere

(fig. 10). The large feline occupies most of the space, looking directly out at the

39 Giuliani (2013, 51) defines as a narrative image the one that presupposes the knowledge of a
particular story or context of action in order to be understood. However, the iconography of the
Marathon pitcher cannot be claimed as narrative as, to the exception of the dancers, the figures do not
interact to build a united story.
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viewer, while the three males are shown in the background, each holding in both
hands the presumed rope, judging by the odd-looking knot at the feline’s neck. The
frontal portrayal of the head of the animal seems closer to certain Corinthian
examples.*® The large size of the animal in comparison to the human figures and the
posture of its body with one paw raised as if ready to attack is perhaps intended to
highlight the masterful skills of the hunters and their domination over the wild and
uncivilized. The image thus forms a proper accessory to the male-female pair, in that
it celebrates balance and stability over the ferocious and uncivilized nature of the

animal.

An Iconography of Nuptials in the Late Geometric Attica?

A new emphasis is placed by the Late Geometric period on the iconography of the
male-female pair within the concept of marriage. Variability in the visual rendering of
the theme may reflect the intentional portray of different moments -forceful claim and
abduction, the concept of stable and shared life that the ritual of Sacred Marriage
symbolized, or even marriage as an agreement between two families.*! Although the
treatment of the Sacred Marriage is rare in the Attic repertoire, a sealstone from
Megara offers the closest iconographical parallel. Interestingly enough, the rear side
of the seal shows a side-saddle rider, again close to the image on the pitcher from
Marathon. The choice of both images is rare; their combination on the same object
must have been intentional, maybe a visual short-hand reference to a longer story?
The seal from Megara (fig. 7) is not the only case where a common visual language
may be claimed with the Marathon vase. On another pitcher, today in the National
Museum at Athens, female ring dancers shown in a wide zone around the lip are
combined with four square panels around the body (fig. 11-12). These panels depict
single horses twice, a centaur carrying branches and a single female with branches

and a wreath.

It becomes evident from the above discussion that the use of certain repeated

iconographical elements were use in order to create a visual communication-channel

40 Among the earliest is an aryballos from the Argive Heraion, Payne 1933, pl. 9.2. For few Attic LG II
specimens, cf. Borell 1978, 61, pl. 9 and 9, no. 73.

4l A unique scene on a clay stand now in Munich (Staatliche Antikensammlungen inv. 8936): Fittschen
1969, 196, no. 936; Ahlberg-Cornell 1992, 61-2, figs. 91-3; Murray 1993, 214; Snodgrass 1998, 79,
figs. 27-9; Langdon 2006, 213-21; Langdon 2008, 234—44. Note also the addition of a male hunter
with his prey in the scene.
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between specific objects and their users and viewers. It is thus possible to trace in the
selective use and combination of certain images an encoded symbolism of social

behavior that progressively took shape by the late eighth century BC.

The use of oversized pitchers and social complexity in Late Geometric Attica
The development of a specific ‘iconographic language’ in the late 8" century BC is
consistent with the use of specific vessel types in Athens and Attica, mainly amphorae
and hydriae. Those vessels have been seen as the forerunners of the clay loutrophoros.
42 Among the vases that were made and decorated for the wedding ritual, the clay
loutrophoros held a prominent place serving as the carrier of the water for the nuptial
bath.*3 The nuptial iconography that is commonly applied on the surface of those
vessels and their dedication to shrines and sanctuaries associated with marriage, are
indicative of its symbolism.** However, the clay loutrophoros seems to have served
both the wedding and funerary rituals.*> The use of the vase in funerary context as
offering or grave marker has been related to those that died prematurely, deprived of
their nuptial rites. Most of those LG vases were found in cemeteries; however, the
iconography of their surface do not always refers to funerals, as it would be most
appropriate, but commonly to festive occasions.*¢

The shape of the giant pitcher that has not gained much attention in the
scholarly research may contribute to the discussion of the origin of the clay
loutrophoros. The pitcher from Marathon does not constitute an isolated example.
Although the shape becomes a quite popular kterisma for burials of both males and
females in Athens and Attica during the Late Geometric period,*’ only few pitchers,
no more than 25 in number stand out, as they grow significantly, reaching almost a
meter high. Those vessels were selectively placed with burials in Athens and Attica,
and although the sex of the deceased cannot be determined with certainty for most of
the cases, it is possible to argue for a specific gender-based Attic funerary behaviour
towards young females. The original use of those vases as water containers

(mpoyoog/mpoyovg), the monumental and elongated body with a high neck and the not

42 Walter-Karydi 1963, 90-92; Boardman 1988, 175-178; Sabetai 1993, 132-136; Hildebrandt 2011.

43 Mosch 1988; 1999; Sabetai 1993, 129-174; Oakley and Sinos 1993, 6-7, 15-16, 32.

44 Papadopoulou-Kanellopoulou 1997, 18-22, 218-219; Kyrkou 2011, 201-202.

4 Walter-Karydi 1963; Sabetai 2009; Bergemann 1996, 166-174; Smith 2005, 3-9.

46 Tolle 1964, 11-31; Rombos 1988, 344-351; Langdon 2008, 166-174; Haug 2012, 151-178, 472-474,
479-480.

47 Kahane 1940, 479, 482; Cook 1947, 151-154; Coldstream 1968, 64-74.
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infrequently explicit iconography, implies a function similar to that of the Archaic and
Classical loutrophoros.

Three giant pitchers are known from the so-called Dipylon cemetery, one of
the richest cemeteries that started receiving burials around the middle of the 8™
century BC, situated beside the modern Piraeus Street, under the modern Eleutherias
square and named after the gate of the archaic wall of Athens, some 300m to the
north-east.*® Among the graves of the cemetery, representations of women’s wealth
and status are manifested in the large belly-handled amphorae that once stood over
some of the graves, while in the following years large pitchers were placed inside
three of the graves, presumably also belonging to female burials.

The earliest surviving example (Athens, NM 812, cat. no. 1, fig. 43) was
placed along with a giant oinochoe (Athens, NM 811, fig. 44) in the Dipylon grave 14.
Both vases have been assigned to the Dipylon Master. According to Briickner and
Pernice who published the Dipylon graves, the body of the deceased, probably that of
a woman, had been placed close to the long wall of the shaft in order to make place
for the two huge vases that accompanied the internment, an oinochoe and a pitcher, 79
and 85 cm in height respectively.*’ Dipylon grave 7 is described as a female
inhumation on the basis of the skeletal remains.’® The few grave goods were gathered
by the feet of the deceased near the south wall of the shaft. The pitcher (Athens NM
782, cat. no. 2, fig. 45) was found standing with the elaborate lid fallen on the floor of
the tomb, along with one skyphos with high lip>! and a smaller skyphos decorated
with a ritual scene on the interior surface,’? a small round aryballos, a cup and three
spiral ornaments with a rosette at one end, already lost by the time of the publication.

Inside Dipylon grave 13 the offerings were placed along the left side of the
deceased and around the head.> The pitcher (Athens NM 771, cat. no. 3, fig.46) along
with the amphora (Athens, NM 770)>* were the largest vessels in the grave, reaching a
height of 58,5 and 63 cm each, accompanied by three quite large skyphoi with high

lip similar to the skyphos from grave 7 of the same cemetery and two smaller ones

48 Hirchfeld 1872, 131-181; Briickner-Pernice 1893; Skilardi 1968, 35-52; Matthaiou 1983; Kavvadias
and Laggia 2009, 74-75; Coulie 2010, 22-23; for the name Leokoriou Gate, cf. Arrington 2010, 500.

4 Briickner-Pernice 1893, 131-132.

30 Briickner-Pernice 1893, 111-115.

3! Athens, NM 783; Wide 1899, 214 fig 97 middle.

32 Athens NM 784; Briickner-Pernice 1893, 113 fig. 10; Borell 1978, 8 no. 24, pl. 20; Langdon 2008,
170-171; Haug 2012, 139, fig. 104.

33 Briickner-Pernice 1893, 127-31; Haug 2012, 483.

3 Wide 1899, 190-191 fig. 48.
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(Athens NM 772-775). Inside the same grave few more bone objects and 2 faience
lion figurines (Athens NM 780-781) were found, along with an unparalleled set of
ivory statuettes modelled after Syrian prototypes.>

Yet, the Dipylon burials are not isolated examples in 8th century Athens and
oversized pitchers accompanied one burial from the Kerameikos burial ground,® two
burials for the small burial plot on the north slopes of the Hill of the Nymphs in the
area of the later Melitides Gates, >’ and a much disturbed burial to the south slopes of
the Acropolis.’® Some more pitchers have been found with burials elsewhere in Attica,
at Anavyssos,” Spata® and Marathon, areas with strong Athenian affinities. Some
more giant pitchers of excellent preservation that are today in Museums and
collections follow the monumental size established by the Dipylon Painter.

The use of the pitcher, the prochous for pouring water, appears already in the
Homeric epics.®! Although pitchers serve for washing before important events or
feasts, the indispensable function of water in funerary rituals may provide a reason for
the consistent presence of such vessels in LG burials. However, we may argue that
this specific class of pottery, the large sized pitchers were inextricably associated with
an Attic gender-based funerary behavior, and presumably embodying the individual
social standing of the deceased. It is probable that those vessels were used during the
funerary rituals and in fact some of them have their bottom pierced. This process of

deforming the object in such a way as to remove any possibility of usefulness of it, is

35 Athens NM 776-779, Schweitzer 1971, pls 147-148; Briickner and Penice 1893, 128; Giant pitcher,
Athens National Museum (NM 771): Wide 1899, 206-7, fig. 74; Davison 1961, fig. 144a-b;
Coldstream 1968, 66 n. 2. From the same burial are the amphora (Athens National Museum, NM 770):
Wide 1899, 190-91, fig. 48; three oversized skyphoi with high lip similar to the skyphos from grave 7
and two more smaller ones (Athens National Museum, NM 772-775); a collection of small bone and
faience objects and figurines (Athens National Museum, NM 780-781, 2604) among which an
unparalleled set of ivory statuettes modeled after Syrian prototypes (Athens National Museum, NM
776-779): Schweitzer 1971, pls. 147-148; Carter 1985, 1-7, 40; Zosi 2012.

For an interpretation of the ‘Isis’ grave at Eleusis as belonging to a priestess of Demeter upon the small
faience figurine of the Egyptian goddess placed inside the grave, cf. Ephemeris 1898, pl. 6, 1. One
more Egyptianizing faience figurine was found in Kavalotti St. Gr. B, cf. Deltion 20, (1965) B pl. 46.
For a commentary of the finds, ¢f. Landgon 2005, 16-17.

36 Kerameikos cemetery, grave 51 (inv. no. 1314): Kiibler 1954, 245-47, pl. 113, 140 and pl. 120 inv.
1316, pl. 121 inv. 1317-1318; Borell 1978, pl. 13 no.10.

57 Erysichthonos and Nileos str., graves VI and XIV: Tzahou-Alexandri 1967, 80, pls. 80d and 81d.

38 South Slopes of the Acropolis (TM26), Pit burial IX: Charitonides 1973, 14, pls. 7a-c.

% Anavyssos: Kastriotis and Philadelfeus 1911, 122 figs. 20 and 21; Coldstream 1968, 73, n. 1, pl. 13c.
The excavators describe the two large pitchers as one-handled pithoid vessels and note that they were
used as either for child inhumations (enchytrismoi) or as cinerary urns. This is the only case where such
a use is observed for the giant pitchers that unfortunately cannot be verified as no more information
survive for the excavation of the cemetery.

60 Spata, graves 1, 3 and 4: Philadelfeus, 1920-21, 131-138.

%' 0d. 1.136,7.172,15.135,17.91; 1I. 24.301.
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known as much in funerary and ritual contexts resulting in a defunctionalisation of the

practical aspect and the value of the object.®

Conclusion

It becomes evident that lavish items, that would have served the funerary practices
before deposited inside the grave, were inextricably related to the individuals that
accompanied. This significantly patterned behavior has gone largely unmarked,
possibly because of the absence of clear signs of aristocratic exclusivity in their
selection and use. Yet the use of the giant pitchers may be understood and approached
in view of the gender, and the specificities of the lives and/or death of those
individuals. If we consider the individual aspects of the lives and the social role of
those females, how they were experienced and expressed at death, we can only begin
to rediscover the importance that those objects had in social life.

Still, we may imagine these young females, the daughters of Athenian families
participating in the religious life of Athens and Attica, serving the religious festivals
of the late 8th century BC and being commemorated at death in a similar manner.
Interpreting ritual activity from pots is certainly risky, however giant pitchers of the

second half of the 8™ century BC are again no ordinary pots.
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Fig. 1-3. Giant pitcher, Marathon Museum (K 2209). Marathonos Avenue, t. 15. Photo by the author.

Fig. 4. Giant pitcher (K 2209), from t. 15 on Marathonos Avenue
during excavation. Photo by A. Mazarakis Ainian.
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Fig. 6. Giant pitcher, detail of the male-female pair.
Photo by the author.

Fig. 7. Stone Seal from Megara, ca. 700 B.C.E.
Athens, National Archaeological Museum 11750.
A: Male-female pair. B: Rider (photo: author. ©
Hellenic Ministry of Culture, Education and
Religious Affairs / Archaeological Receipts Fund).

Fig. 8. Giant pitcher, Marathon Museum (K 2209),
detail of the mixed chorus.
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Fig. 9. Giant pitcher, Marathon Museum (K 2209), Fig. 10. Giant pitcher, Marathon Museum (K 2209),
detail of the female chorus. detail of the‘capture’scene.

Y

Fig. 11-12. Figured decorated pitcher, Athens, NAM 29838 formely in the I. D. Passas collection.
Photo by the author, reproduced with permission of the National Archaeological Museum, Athens.
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