Selected for the Dead
Erotic Themes on Grave Vases from Attic Cemeteries
Anthi Dipla & Dimitris Paleothodoros
Abstract Erotic images in Attic pottery are usually studied as part of the iconographic
repertory of vase-painters. This paper proposes a different approach. We choose to
examine a number of specific tomb contexts containing, among other grave goods, vases
bearing erotic images. We argue that in the context of burials, erotic imagery served
as media for propagating contemporary views about the roles and interactions of the
social sexes. In addition, erotic images are thought to convey the presumed activities,
expectations or fantasies the living may have had, or wished, for the dead.

Introduction
This paper explores the choice of “erotic” scenes for a specific use (burial), based on
evidence from vases discovered in closed archaeological contexts, namely graves of
fifth century B.C. cemeteries in Athens. It forms part of a broader joint study which
aims to systematically analyze erotic themes on some black- and red-figure vases or
incised mirrors, all included as gifts in graves from cemeteries in Attica, as well as
elsewhere in Greece (Corinth, Boeotia, Samothrace, Rhodes).
As a point of departure, we have chosen to limit our study to fifteen cases found in
well published archaeological reports of finds from Attic cemeteries. Our list includes
cases from the Kerameikos and Syntagma Square cemeteries in Athens, as well as from
Eleusis’ Western Cemetery, plus a limited number of isolated tombs which have been
published with a reasonable degree of accuracy. In order to systematically analyse the
material, a number of criteria are of interest. Where possible, we include information
of age and sex of the dead, which is considered essential to the expansion of this
study. Further, the nature of other grave gifts associated with a particular burial, vase
shapes, objects associated with explicitly male or female activities, such as strigils or
mirrors respectively, and, especially, the iconography of other vases included (but see
Kavvadias & Lagia 2009) may provide additional clues. As far as age is concerned,
the small size of a burial pit and the use of a larnax may understandably point to a
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child rather than an adult burial. Tomb contexts lacking any significant detail that
would probably provide a clue for the identity of the deceased have been excluded.
Our approach is to some extent original, given that that the vases in question
are of known provenance and function. Most studies dealing with erotic images in
the Athenian iconographic repertory take it for granted that the clients responded
to this imagery in a way quite close to the expectations of those who decorated the
pots (i.e. Kilmer 1992; Lear & Cantarella 2008; Sutton 2009). Thus, the creation
of corpora and sub-corpora of iconographic themes (that is, heterosexual courting,
homosexual courting, heterosexual intercourse, rape, abduction) is considered the
most appropriate way to examine erotic images. Exceptions are rare (i.e. Lynch 2009,
who deals with erotic images on vases found in domestic contexts and Paleothodoros
2012, for erotic vases found in female tombs). This is a legitimate approach inasmuch
as we focus upon the producer of images. Of course, it is taken for granted that the
decorators of vases responded to the needs of their clientele.
Our approach opens a window to the real choices of specific clients, namely the
people among the close relatives of the dead, who made the selection of objects to be
put in the tomb (Paleothodoros 2012:23). We take it for granted that the choice is
not void of meaning, but is dictated by a whole set of factors and relations, including
religious obligations, ideology, gender and class roles. It might be objected that the
availability of vases and the importance of shapes play a more determining role, than
the preferences of those responsible for the burial. This might be true for distant areas,
but not for Athens and Attica, because most of the pottery workshops producing
painted pots were located in the heart of the city. Thus, it is obvious that the families
of the dead were able to purchase whatever they wanted easily and quickly.
Although there are evidently some types of commissioned vases, such as the
panathenaic amphorae, we can only but rarely detect vases made to an individual
patron’s order for some special occasion (see in general Webster 1972). A modern
school of iconographic analysis though attempts to draw attention away from the – so
far dominant and exclusive – factor of producers and their background towards an
exploration of the clients’ choices. Although we can rarely verify patrons or intended
audience for Greek vases, we may nevertheless be able to specify choices of “clients”,
based on particular themes recurring in certain contexts (for specific patronage of
Geometric grave markers in Athens, see Dipla 2012:14). Whether addressing a foreign
or a local market, images on Athenian vases reflect, at least to a certain degree, the
Athenian ideology of gender roles. Another possibility to be taken into account is
that of multiple or unintended viewers, providing a subjective reading, deviating
from the meaning originally given by the vase-painter to the image.
The term “erotic themes” denotes, apart from representations of actual sexual
intercourse, scenes of courting, or of sexual pursuit, which all may act as a prelude to
sexual intercourse proper. In addition, we have chosen to include in this broad analytic
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category, vases which depict mythological episodes with clear erotic overtones (see
Paleothodoros 2012:23-24).
The mild “pursuit” of a lover; courtship scenes
On an alabastron from a grave in the Kerameikos cemetery (Kerameikos Museum
2713, Knigge 1964: pl. 59; Beazley 1971: 331 and 523; Knigge 1976: no. 20.23,
tomb HW 198, pl. 19; Badinou 2003: pl. 80, no. A136; Stambolidis ed. 2009: no.
168.) [Table 1, no. 1] we find a scene of a man approaching a woman on the obverse,
offering her a hare (a notorious love gift on Greek vases: Koch-Harnack 1983: 63-87;
Schnapp 1997: 247-257 and 417-424), and a couple holding and caressing each other
on the reverse. [Figs 1-3]. We argue below that such scenes of courting can apply to
both prostitutes (hetaerae) and respectable women, Athenian brides and wives, in
some cases, who act on the model of hetaerae. On the other hand, the woman seated
and spinning, as she appears on the reverse, is usually considered as the very symbol
of the virtuous housewife (that is, Keuls 1983; Williams 1983: 94-95; Lewis 2002:
62-65). The alabastron bears three inscriptions: between the youth holding the hare
on the obverse and the spinner, we read either ΚΑΛΩΣ ΕΙΜΙ («I am good looking»)
or ΘΑΛΩΣ ΕΙΜΙ («I belong to Thallô»). Next to the spinner, we read HE ΠΑΙΣ
ΚΑΛΕ («the girl is beautiful»), while atop the neck appears the potter’s signature:
ATITAΣ ΕΠΟΙΕΣΕΝ (»Atitas Made [me] »).

Figs. 1-3: Athens, Kerameikos Museum 2713, red-figured alabastron. Courtesy German
Archaeological Institute, Athens.
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Alabastra often bear courting scenes, both homosexual and heterosexual (See for
example, Badinou 2003: nos A 79, A114, A 117, A 118, A 125, A 126, A127, A132,
A140, A261, A286), or even scenes that might be classed as “visits to a brothel” (that
is, Badinou 2003: nos A 253, A 256). Sometimes alabastra are offered as presents in
such or similar scenes (that is, Badinou 2003: A 255, A256; see further ibid: 65-72 and
pls 136, 138, 139, 143, 145; see also Dipla 2006:30). On the Kerameikos alabastron,
we encounter a scene of mild pursuit of a lover, as opposed to wild pursuit: abduction/
pursuit or sex. Other figured vases placed in the tomb bear Dionysiac and mythical
scenes, such as the duel of Achilles and Penthesilea, which may have an erotic meaning
as well (Knigge 1976: no. 20.9, pl. 19. See in general Berger 1992: 304-305 and nos
8-51, esp. nos 17 and 34).
According to the osteological analysis, the tomb belonged to a girl of 12 to 14
years old. It is inconceivable that this person was a prostitute, as it was argued in the
first publication of the tomb-context, on the sole evidence of the iconography of the
alabastron (Knigge 1964:108-109). It is more probable that she was an unmarried
girl of free citizen status, who was given this vase as a compensation for the pleasures
of love and marriage that she would never enjoy in life.

Figs. 4-5. Athens, Kerameikos Museum 1487, red-figured lekythos. Courtesy
German Archaeological Institute, Athens.
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In a similar scene on a red-figured lekythos from Kerameikos (Kunze-Götte, Tancke
& Vierneisel 1999: no. 278.8, tomb S27, pl. 53) [Table 1, no. 2] the man offers the
woman a pouch, i.e. money, which she seems not to accept (Fig. 4). Men offer pouches
to women on several heterosexual scenes of courtship. It is usually considered that
the woman is offered money for sex (i.e. van Reden 1995:197-211; for men with
pouches, in erotic, as well as commercial settings, see Meyer 1988). However, in some
disconcerting variants of the motif, as for instance a cup in San Antonio Museum
(Shapiro et al. 1995:172-173, no. 37) the active role in purse-offering is reserved to
the woman, while in other cases (most notably on the alabastron once Berlin 2554:
Beazley 1963:553, no. 123; Ferrari 2002: figs. 3-4), the woman is represented as a
respectable housewife, spinning. Spinning women offered pouches have also been
identified as hetaerai, although scholars are obliged to assume that they mimic
respectable women, in order to create to their clients the illusion that they mate
with free women (Rodenwalt 1932; Rosenweig 2004:68-71; Wrenhaven 2009. For
a critical discussion of the concept of the “spinning prostitute”, see Paleothodoros
2012:27, with further references. Dipla proposes a different explanation, as discussed
below). Such a reading is not supported by the literary evidence on prostitution in
ancient Athens, and should be rejected. Thus, it appears that at least in some cases,
the pouch need not denounce a commercial transaction, but might also serve as a
symbol of the power of money in human relations, or as a sort of economic phallus
that signifies the power of man to dominate the woman, irrespective of her real social
status (Keuls 1983:229; Keuls 1985:264). Other scholars point out that the painters
seek to denote the unity of the household, with the man bringing in the money, as
his wife produces clothing (Brundrick 2008:300-301).
On the other side of the lekythos, a similar (or the same) man offers the woman a
flower (Fig. 5), which she is ready to accept. The aforementioned scenes have been
chosen to accompany a dead person. The tomb was well furnished with painted vases,
among which two black-figured alabastra. The presence of painted alabastra is an
indication that the dead was of female sex, since this type of decorated pot is always
associated with women and the female world (Badinou 2003: passim, and 51 and
n. 6 for references on the rare cases where stone alabastra appear in male tombs).
Subjects on the painted vases include the Judgment of Paris and, most interestingly,
Peleus struggling with Thetis (see below).
If the woman offered a pouch can be identified as a hetaera and she accepts the
offer of the customer, she may participate in a banquet held by men in the andron of
their own house, where they may play the aulos or the lyre sitting on the client’s dining
couch, as for example in two scenes from child burials (male?) in the Kerameikos
(Tomb HTR66: Kunze-Götte, Tancke & Vierneisel 1999: no.29.2 pl. 11 2; Τomb
HW 213: Knigge 1976, no. 181.1, pl. 35 2, respectively), or lie with them naked and
prepare for sex. The andron is an exclusively male space, the public room of the oikos, a
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point of intersection between the domestic interior and the civic exterior. The private
banquet known as symposion is set in the oikos, but does not belong to it; it actually
brings the brothel into the house, holding nonproductive, liberal sexual pleasures,
without violating the productive sexuality of the housewife and other respectable
women of the oikos (Corner 2009: esp. 61-67, 78-79).
On the tondo of a red-figure cup from a Kerameikos tomb (Brandgrab in LZB
A: Kunze-Götte, Tancke & Vierneisel 1999: no. 443.4, pl. 78) [Table 1, no. 3], a
man and a woman recline on a banquet couch half-naked, clad only in himation, the
woman also in some sort of bra (Fig. 6). They look intensely at each other’s eyes, like
the couple on the aforementioned alabastron. The vase comes from a tomb quite rich
in vases, several painted. The inclusion of three pyxides, one painted, probably with
a nuptial scene, might point to a female burial.
In these symposia, men consume wine, as well as women. Hetaerae are shared
equally among men, under the rule of equality and freedom that they enjoyed in the
community. Scenes of lovemaking are almost exclusively restricted on drinking vessels,
intended for personal viewing during kommos and symposion (Sutton 2009:84-85;
also Corner 2009:70-71). Conversely, some brothels strived to emulate a sympotic
atmosphere (see also below). There is a profound preference for anal sex (or even
torture on Late Archaic vases), which may be explained from a wish or fantasy about
completely dominating the female sexual partner (Stewart 1997:157-165; Stambolidis
ed. 2009:207-220; Sutton 2009:79).

Fig. 6. Athens, Kerameikos Museum 3990, red-figured cup. After Kunze-Götte,
Tancke & Vierneisel 1999, pl. 75.The Wild “Pursuit” of a Lover; Peleus’ Struggle
with Thetis.
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As was noted above, the lekythos of women (hetaerae?) approached by men (prospective customers?) in the Kerameikos cemetery (Table 1, no. 2), was chosen to
accompany as a gift the same grave with a black-figured alabastron bearing a scene of
Peleus struggling with Thetis (Kunze-Götte, Tancke & Vierneisel 1999, no. 278.9,
tomb S27, pls. 53-54). Scenes of struggle and/or pursuit appear on other painted
alabastra, as well (Badinou 2003: nos A 16, A333, A 38, cf. also the celebrated
epinetron E55, where the struggle is combined with nuptial scenes).

Figs. 7-8. Athens, Kerameikos Museum 1531, black-figured alabastron.
Courtesy German Archaeological Institute, Athens.

According to the myth, Peleus pursues the Nereid Thetis who refuses to marry him,
and he has to grab hold of her and not let her go despite her various metamorphoses
into various beasts, such as a snake, a tiger, a lion etc, or natural elements, such as fire,
in her struggle to escape (marriage). Here (Figs 7-8), Peleus has grabbed and holds
firmly Thetis who metamorphoses in her struggle to escape, symbolically alluded to
by two leaping lions either side of the couple, in the presence of Cheiron -on whose
advice Peleus managed to subdue Thetis- who bears two lit torches, as in wedding
procession scenes (see in general Vollkommer 1992: esp. nos 78-190, 194,195; on
torches in the wedding ceremony, see Oakley & Sinos 1993: 26).
Apart from the possibly female burial just discussed, Peleus’ struggle with Thetis
is to be found in another tomb in Kerameikos (Table 1, no. 6), which also contained
a pyxis showing women spinning, as well as a bronze mirror (Τomb HTR 38II:
Kunze-Götte, Tancke & Vierneisel 1999:66-67, pl. 39-41, no. 242), and thus was
probably the tomb of a woman. One of the three feet of another black-figured pyxis in
this burial (Kunze-Götte, Tancke & Vierneisel 1999: no. 242.8, pl. 40) bore a typical
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scene of Peleus struggling with Thetis, here adopting the disguise of fire (flames over
her left arm) and a snake coiling around Peleus and biting him on his back, among
two fleeing Nereids (Fig. 9).
The abduction/pursuit as a form of wild marriage; hunting and domesticating a
“bestial” woman
The struggle forms part of a series of “rape” scenes in Athenian vase painting of the
late sixth and the fifth century BC, such as the extremely popular scenes of Theseus
or mere ephebes pursuing women with the intention to “rape” them, as well as scenes
of gods pursuing or abducting mortal men and women (Kaempf-Dimitriadou 1979;
Sourvinou-Inwood 1987; Neils 1994: section XII, esp. nos 286-287, 289-290; Cohen
1996; Stewart 1997:168-171; Dipla 2009). These may have served as an alternative
representation of wedding and may have expressed prevalent social notions about
how erotic/marital union should be.
In the struggle form the episode becomes one of the most frequently depicted in
Late Archaic and Early Classical vase-painting. This lies in absolute contrast to the
literary record, where the actual wedding is celebrated with emphasis throughout
(Vollkommer 1992:268-269). It seems that artisans and poets focus on different
aspects of the same theme (wedding). The struggle verbalizes what marriage is all
about: subduing the potentially dangerous wild nature of the woman so that the ideal
bride can emerge. Iconographically, the struggle stands between abduction and pursuit:
the pursuer has taken hold of the pursued that however dynamically resists. Thetis’
resistance actually pulls struggle and pursuit themes close together. A comparison of
the proportion of pursuit to abduction in all mythological rape scenes of the same
period reveals a marked preference for pursuit, which emphasizes the feature of the
woman’s resistance to “rape”.
Apart from myth, iconography and ritual bear good evidence that abduction
was considered as a form of wild marriage. It represented a gamos in its basic form,
a sexual union. Abduction scenes often share nuptial iconography and, conversely,
abduction iconographic elements invade wedding imagery. Such are the motifs of
cheir-epi-karpo and of lifting the bride onto the chariot, which form such a substantial part of representations of the Athenian wedding. Furthermore, we know that
the wedding ritual involved abduction in some places and it is possible that these
motifs are both relics of an actual mock-abduction ritual. (Oakley & Sinos 1993:42;
Sourvinou-Inwood, 1987:140-141). Abduction (and mock-abduction) symbolizes,
as an act of violence, the expected roles of man-woman: control, or rather renewed
control from father to husband, through the transfer of κυριεία rights from the father,
the woman’s original κύριος, to the husband (Harrison 1968:30-32) and submission
(Oakley & Sinos 1993:131-132).
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Pursuit scenes follow the hunting iconographic scheme: the pursuer is presented as
a hunter and the pursued as his quarry (Lissarrague 1991-2:234; Sourvinou-Inwood
1987:138). Persistently in Greek literature, from Archaic down to Hellenistic times,
women are portrayed as part of wild nature, emotionally unstable, prone to extremes
and so in need of control (Carson 1990:138-139, 142, 156, 160). The pursuit thus
visualizes the notion of female animality. Women are, “bestial” and they can only be
assimilated into civil life through marriage (Carson 1990:143-144, 151-153, 163;
Oakley & Sinos 1990:11-12; Gould 1980: 53). The same notions of wild union,
resistance and final defeat of wild nature, appear even more outspoken in the struggle.
A clue that the struggle may have been considered as a wild form of erotic pursuit is its
combination on the same vase with a generic ephebe pursuit (Athens, NM 215301:
Beazley 1963: 1155.1), or with two scenes of heterosexual and paederastic courtship
on a cup by Peithinos (Berlin, Staatl. Mus. 2279: Beazley 1963:115.2; Stewart 1997:
figs 95-97), which is pursuit in its civilized version, as noted above.

Figs. 9-10. Left: Athens, Kerameikos Museum 1590, black-figured pyxis. After KunzeGötte, Tancke & Vierneisel 1999, pl. 40. Right: Fig. 10. Athens, Kerameikos Museum 8913,
black-figured lekythos. After Knigge 1976, pl. 38.

Possible scenes of Peleus’ struggle with Thetis; between mythical and generic
The motif of Peleus struggle with Thetis, or of an abduction which bears close
resemblances to it, but without specific attributes (wild animals etc. into which Thetis
transforms herself, dolphins held by the companions) appears on several vases from
Athenian tomb contexts. Interestingly, in many cases, the subject appears on vases
found in child burials, both female and male, inasmuch as we can presume the sex in
most cases from other finds and/or their iconography.
Inside the jar containing the infant burial 10, recently excavated at the cemetery
of Mornou street, at Avliza, in the ancient district of Acharnai (Table 1, no. 7), there
was found among other painted vases, a black-figured lekythos with a scene of Peleus
struggling with Thetis (Platonos 2003-2004: 423-425). Thetis holds a wreath that
217

Encountering Imagery
may evoke nuptial imagery in her left hand (Reilly 1989:424-426) and metamorphoses into a lion, attacking Peleus from behind. Two fleeing Nereids complete the
composition. Notice the branches with leaves on the background, apparently alluding
to the wilderness of the landscape. Other objects found in the tomb include a pyxis,
which along with the iconography of the painted vases (women in Dionysiac context)
denote that the child was probably of female sex.
More undiagnostic is the iconography of the vases found in a child burial from the
Kerameikos cemetery (Table 1, no. 8), which was furnished with two black-figure
lekythoi, one of which with a scene possibly of Thetis by Peleus, though with no
specific attributes (Knigge 1976, no. 68.7, tomb SW 93, pl. 38). It was painted by
the Haimon Group, as several other examples from the Kerameikos and Eleusis
cemeteries (Table 1, nos 8-11) all employing the same iconographic formula: the
abductor, probably Peleus, bends forward, almost in a wrestling pose, and grabs firmly
rather than lifting away Thetis (?), though neither she nor her fleeing companions
bear any attributes directly related to the struggle (Figure 10). The same branches as
on the Acharnai lekythos, with white fruit (or once also trees, Table 1, no. 10) spread
in the background. The iconographic scheme applied in these scenes is unmistakably
that of the struggle, though not specifically identified (although so done by modern
scholars, i.e. Beazley 1956: 550, nos. 319-328). As in ephebe pursuits, where the
mythical archetype of Theseus abducting - most probably - Helen provably degenerated at some point beyond certain recognition and ultimately into a generic scene,
likewise here the original mythological narrative seems to have faded into more or
less generic representations. This process must be attributed, in both these cases, to
their paradigmatic value for gender roles, as outlined above. They represented such
popular perceptions about the union of (young) men and women that the generic
personae seen behind the mythological ones eventually came to the foreground,
probably without erasing the original mythological context. Sourvinou-Inwood
(1987:136) is probably right in noting: “the difference between fully mythological
scenes and generic ones is a matter of emphasis towards the mythological paradigm
or towards the generic youth”.
It is not possible to define the sex of an infant buried in Kerameikos from the
burial gifts (Table 1, no. 9). The most notable find is a black-figured lekythos bearing
a comparable scene of abduction, probably of Thetis by Peleus, and possibly also by
the Haimon Group (Knigge 1976: no. 45.2, tomb SW 4, pl. 48). No less unknown
is the sex of a small child buried in a larnax in the West Cemetery of Eleusis (Table
1, no. 11). The tomb contained among other finds a black-figured lekythos with such
a generic abduction on the model of the struggle (Mylonas 1975:115-121, pl. 385).
Similar scenes of struggle without attributes can be found in adult tombs, too. Tomb
HW 129 in the Kerameikos (Knigge 1976: no. 122.1, pl. 31), probably of an adult,
contained a lekythos with the same type of struggle, likewise by the Haimon Group,
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as well as a black-glazed skyphos, of the so-called „owl“ type (usually associated with
the andron and banquets, see Lynch 2011: 87-88 and 235-236). The same iconography
appears on a lekythos from Tomb HW 138 (Knigge 1976: no. 98.2, pl. 28), which
also belongs to the production of the Haimon group, as does, probably, another one,
retrieved from a definitely female burial in the Kerameikos (Tomb HW 126: Knigge
1976: no. 137.2, pl. 32), to judge from the skeletal remains (Table 1, no. 10).

Figs. 11-12. Athens, Kerameikos Museum, 1008, red-figured pyxis. After Kunze-Götte,
Tancke & Vierneisel 1999, pl. 15.

Peleus as an ephebe in erotic pursuit
Peleus has additionally been portrayed in Attic vase-painting as an ephebe in erotic
pursuit, as an alternative representation of his struggle with Thetis, modelled on
Theseus’ pursuits and differentiated from them only through the dolphin that Thetis
or her companions may carry, or by inscriptions (Vollkommer 1992: nos. 54-58).
An excerpt from what could probably be regarded a scene of Thetis’ pursuit by
Peleus can be found on a red-figured pyxis from a child burial in Kerameikos (Tomb
HTR 95: Kunze-Götte 1993:79-88, pls. 11-12; Kunze-Götte, Tancke & Vierneisel
1999:24-25, no. 57.3, pl. 15) [Table 1, no. 12]. The pyxis, a vase shape par excellence
associated with feminine beautification, is usually found in female tombs, although
other grave gifts from do not shed any more light to the sex of the deceased child.
The pyxis bears the figures of five Nereids fleeing to an altar, by a palm tree (Figs
11-12). They are identified as Nereids by the fish set against the background, or held
by one of them. Thetis may be identified not with the one holding the dolphin and
rushing from the left, as Kunze-Götte (1993, 85) believes, but with the one closest
to the altar from right to left, a direction reserved in Greek painting for figures of
significance. She looks round, evidently to her pursuer, assuming a gesture of alarm
(McNiven 1982:125-127 [R31B9]). Fleeing to an altar is a typical arrangement in
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rape scenes. Iconographically, several mythological pursuits, i.e. Zeus after a woman,
or Boreus & Oreithyia, are set in a sanctuary, sometimes even specified as Artemis’
sanctuary by the addition of a palm tree (Kaempf-Dimitriadou 1979: nos 204, pl.1
[with a palm tree], 212, pl. 13, 343, pl.30, 361, pl. 30 [with olive tree]). This seems to
be a recurring mythological motif, since similarly abducted choreuousai for Artemis
are reported (i.e. Persephone by Hades; Calame 1977:176-77). On the Kerameikos
pyxis, the sanctuary may have been meant as Artemis’, in association with the palm tree
(Sourvinou-Inwood 1991:99-122; Sourvinou-Inwood 1987:144-145 and nn. 90-92).
Presumably this is a scene of Peleus pursuing Thetis, although Peleus is omitted. This
may provably happen in such “excerpts” of popular themes, therefore readily identified,
although some figures, even protagonist, are left out (for example, Klytaimestra with
an axe features alone in excerpts from Aigisthos’ murder by Orestes; Dipla 2000:161;
conversely Paris may be left out in scenes of his Judgment; Berger 1992:187; on figures
comparably acting as as a pars pro toto in Geometric art, see also Dipla 2012:10 and
n. 9). If Thetis’ pursuit is indeed meant to take place in Artemis’ sanctuary, it may
have served once again paradigmatic purposes –could it be a girl’s burial after all?-in
paralleling the woman’s removal from the fatherly oikos and from her life as a parthenos,
under the protection of Artemis Kourotrophos (Calame 1977:189-190 and n. 33;
contra, Kunze-Götte 1993:81-84, who prefer to see sepulchral rather than nuptial
overtones in this and other abduction scenes), through sexual union, purpose and
result of the pursuit, or wild marriage, as we have seen.
Scenes of sexual act; a woman’s and a man’s perspective
On either side of the handle of an askos from the Kerameikos (Table 1, no. 4) we find
two couples copulating in two of the most popular sex positions on Athenian vases:
the “missionary”, legs high up, and the rear-penetration position [Fig. 8] (Tomb WP
7 aussen: Kunze-Götte, Tancke & Vierneisel 1999: no. 499, pl. 89. Stambolidis ed.
2009: no. 180). It is almost certain that the painter of the vase had in mind a scene
taking action in a brothel, or in a banquet context, involving a pair of prostitutes and
their male customers (so, for instance, Keuls 1985:176-178, fig. 160; full discussion of
the askos, in Hoffmann 1977:4 and Paleothodoros 2012:28-30). Yet the inclusion of
the vase in a tomb-context with nuptial overtones raises the question of an alternative,
feminine reading of the image. Indeed, the askos was found along with a nuptial bowl,
showing the preparations of the bride and a statuette of a small boy. Taken together,
the nuptial bowl (a shape always connected with brides: Sgourou 1997:72), the askos
and the statuette, point to female sexuality blossoming in the context of wedding,
and having the creation of male offspring as its ultimate goal. They all allude to the
expected accomplishments of a girl, which were never fulfilled because of her sudden,
premature death. These roles include her being a respectable wife, but also seductive
like a hetaera for her husband.
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In fact there seems to be a trend in the second half of the fifth century to mix the
iconographies of the respectable (brides) with the disreputable, hetaerae. Hetarae may
appear in activities of the industrious housewife, such as spinning (It has already been
noticed [p. 000] that many scholars consider it possible that not all accosted women
offered presents, even purses, are hetaerae; on that point the authors of the present
study are in disagreement; See also Paleothodoros 2012:25-27). Conversely, on a scene
of gift exchange, normally reserved for hetaerae, an inscription identifies the woman
as “nymphe kale”, a beautiful bride. Aphrodite or Eros may be shown participating in
the bridal preparation, suggesting the strong appeal of female adornment. The bride’s
beauty can be manipulated to inspire passion in the groom and ensure childbirth.
This notion is best illustrated by the juxtaposition of betrothal and procession to
the bridal chamber (an Eros visible through the open door is shown sliding down
the bed) on the two sides of a loutrophoros (an exclusive nuptial vase shape). The
underlying message is that marriage, which begins with the engye, aims essentially at
bearing (male) offspring, ensured by the bride’s power to arouse desire (Dipla 2006:
22, 27-30). Beautiful and seductive, brides can be accosted, pursued, “raped”, and
tamed in the process of supporting the social system as mothers of future citizens.
These social norms seem to be acknowledged and promoted by the female members
of the family who choose the vases to escort the maidens in their graves.

Figs. 13-14. Left: Red-figured askos, Athens, Kerameikos Museum 1063, Courtesy
German Archaeological Institute, Athens. Right:. Red-figured lebes gamikos,
Kerameikos Museum 1060, After Kunze-Götte, Tancke and Vierneisel (1999, pl. 89).

The choice of scenes of sexual act seems to point beyond the approval of female
sexuality in the context of marriage. It might also denote an active expression of sexual
desire, on the part of women, presenting a female, subjective reading. Aristophanic
comedies illustrate vividly, even if distorted, women’s insatiable appetite for sex.
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Some evidence on vases showing women taking the initiative might point in the same
direction (Palaiothodoros 2012:27, 34). The premature death of the Athenian girl of
Kerameikos, whose life set before it had the chance to culminate, deprived her not
only of the honor of married life and motherhood, but also of the joys of marital sex.
A child tomb may also contain a vase bearing an overtly sexual scene. Thus, a burial
discovered during the Metro excavations in the Kerameikos (Tomb 1010: Parlama
& Stampolidis 2000:293-304, see esp. no. 289, 298-299; Stambolidis ed. 2009: no.
180) [Table 1, no. 5] would bear, quite unexpectedly, a black-figure lekythos showing
a heterosexual orgy on banqueting couches, in a sympotic context in which, after
the customary consumption of wine and food, the customers proceed to consume
prostitutes, as already noted. Two large couches in the middle of the scene bear three
couples each, engaged in sexual intercourse (Αφροδίτης σχήμα, κελητίζειν, ερωτοπαίγνια,
that is missionary and jockey position, and foreplay respectively). On the left and right
end of the scene three more couples covered in bedspreads on the floor, either copulate
“from behind”, or merely watch the couples on the couches (Glazebrook 2009: 36-37)
[Fig. 15 ]. The presence of onlookers and the number of couples involved (nine in total)
might even suggest a brothel scene. According to Stansbury-O’Donnel (2006:236),
the viewer of the vase might actually identify with these spectators. Furthermore,
masturbating figures flanking such sexual scenes illustrate their pornographic effect,
reflecting ironically back on the viewer (Sutton 2009:80).
A brothel could also be a temporary setup, visiting the customer, rather than
vice-versa. Conversely, two surviving building complexes in Kerameikos, identified as
porneia, seem to have contained at least two andrones and possibly also to have tried
to emulate a sympotic atmosphere in their courtyards (Glazebrook 2009:35-46).
On another black-figure lekythos from the same tomb a banqueter reclines with
his naked courtesan in the andron of his house, as in the cup from the Kerameikos
burial discussed above. These two scenes depict favorite male pastimes that involved
feasting and sex, therefore it is more probable to identify the deceased as a boy rather
than a girl. This is a reminder that iconography might fit the sex, but not the age of
the deceased, because it is actually used to provide the dead person with the very
symbols of adult life, where the pleasures of wine and sex have a prominent place.

The Judgement of Paris; Fulfilling the Role of a Beautiful Bride
From a girl’s point of view, a burial shaft of small dimensions in Ilioupoli, Attica
(Pologiorgi 1995), contained the cremated remains of a child, and, among other finds,
a splendid red-figured alabastron, bearing the image of a richly clad lady looking at
her own reflection into a mirror and approached by a servant [Fig. 16]. The painted
alabastron and its subject point probably to a girl buried in this tomb. The image on
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the alabastron is not a “portrait”, but rather a projection of the dead girl into a future
state of her lost life, that of the beautiful bride, which was never attained.
Among other finds in the aforementioned Kerameikos burial, possibly female and
from around the same opening years of the fifth c. BC with the scenes of mild and wild
pursuit (Table 1, no. 2, above), was retrieved a black-figured lekythos bearing a scene
of the Judgement of Paris (Kunze-Götte, Tancke & Vierneisel 1999; no. 278.5, pl. 53),
the emblematic mythical beauty contest (Kossatz-Deissmann 1992:186-188). Paris,
holding a lyre, is shown fleeing to the right and looking round to Hermes, heralding
the file of goddesses in the typical order: Hera offering an apple (?), Athena offering
an owl, and Aphrodite, the goddess of love, sex and beauty, offering a little Siren.
Although the element of the goddesses’ seductive appeal and of the triumphant apple
prize, proposed by Aphrodite, is not so common in Greek Classical art, the power
of beauty and sexual attraction is nevertheless outlined and celebrated, through the
selection and combination of themes in this burial, as an essential asset of a good
bride, as long as it prudently serves the ideal of marriage and child procreation.

Figs. 15-16. Athens, Kerameikos Museum 15418, black-figured lekythos. After
Stampolidis ed. 2009: no. 180. Right: Fig. 16. Piraeus Museum 6252. After
Pologiorgi 1995, pl. 63.

Eros as a Pursuer of Men and Women
Erotic vases are not absent from male tombs, as already noted in some possible cases.
One particularly revealing case is the one excavated in Stadiou Street (ex Royal
Stables) in Athens (Papaspyridi & Kyparissis 1927-1928) [Table 1, no. 13]. The tomb
belonged to a youth, who was buried along with a strigil and many painted vases or
other goods. On a red-figured round aryballos, signed by Douris as a potter, and
attributed to his own hand as a painter (Beazley 1963: 447, no. 274), two Erotes are
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closing in on a fleeing ephebe, who looks round to the one brandishing a scary whip,
while he runs unknowingly straight into the arms of the second one flying before
him. [Fig. 17] The youth paradoxically lifts off the tip of his himation, assuming
the solemn gesture of “veiling” (drawn towards the face to cover it), reflecting the
common practice of women properly covering their face outdoors when reaching a
marriageable age and symbolizing more generally the sexual maturity and modest
dignity of the figure assuming it, married or not (see Oakley-Sinos 1993:30 and
136-137 n. 51; Pemberton 1976:116-117).
Besides the signature of Douris as a potter, there is another inscription:
ΑΣΟΠΟΔΩΡΩΗΕΛΕΚΥΘΟΣ, “I am the lekythos of Asopodorus”. This inscription
was incised on the surface of the vase after baking, but it has been argued that it can
be ascribed, on palaeographic reasons, to the vase-painter Douris himself (Papaspyridi
& Kyparissis 1927-1928:108-110), not to the owner of the vase, or to the person
who wished to present it to Asopodoros as a gift; it may therefore have been a rare
instance of a commissioned vase, although it cannot be excluded either that the
aryballos was a gift from the vase-painter himself to the young Athenian kalos who
died prematurely. Whether the vase was a gift to the boy by a male erastes, or not,
the decision of the family to include a vase with possible pederastic allusions among
the burial gifts, is an interesting detail suggesting the acceptance of the custom by
the boy’s relatives (on the issue of public approval of pederasty in Classical Athens
see Lear & Cantarella 2008:175).

Fig. 17. Athens, National Museum 15375, red-figured aryballos. After Papaspyridi &
Kyparissis 1927-1928, 97-98, plate 1 (drawing).

Eros features in pursuit of both youths (Hermary et al 1986: nos. 601-605; New
York, MMA 28.167: Lear & Cantarella 2008:156, fig. 4.16) and women (Hermary
et al 1986: nos 615, 616) in vase scenes of the fifth century. On two cups by Douris
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(Berlin F 2305 and Boston 13.94: Lear & Cantarella 2008:157-158, fig. 4.17 and
4.18 respectively), he is even shown abducting (almost raping) a youth. As a pursuer
Eros may personify the persuasion of either the pursued or the pursuer, acting as a
mediator (Boardman 1958-9:171), as he often does in the courting scenes of the late
fifth and fourth centuries, or maybe both, since there is evidence in support of both
possibilities (Dipla 2006:29).
On a white-ground lekythos, again by Douris (Cleveland, Mus. of Art 66.114: CVA
Cleveland 1: pls. 32-35.), Atalanta appears dressed like a bride, but well into running,
one hand lifting the skirt out of her way, the other extended with palm open, as if to
ward off the wreath with which an Eros presents her, springing powerfully behind
her. In the other hand he originally held a whip, falsely restored as a sprig. A second
Eros approaches her from the other side with more flowers for adornment; a third
Eros behind the first one lurks hovering among floral sprigs. Notice the similarities
in composition and the demeanor of the pursued with the Asopodoros vase. In both
cases there seems to be no hope of escape from Eros, or from marriage for Atalanta,
who despite her dislike of men will eventually be forced to succumb to marriage (So
Boardman 1983:3-4, 16-17; followed by Buitron-Oliver 1995:437-440, who also
emphasises the element of fear, by drawing attention to the similar bridal appearance
of Iphigeneia in a scene by Douris of her sacrifice; Oakley 1995, 70).

Fig. 18. Excavation of Classical Tombs in Syntagma Square. After Charitonidis
(1958, pl. 25).
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There are other surviving scenes by Douris, or other painters, where youths, like the
one in the grave under discussion, are violently pursued, threatened with sticks, whips
and knives (Athens, Nat. Mus. 15375: Hermary et al: 1986, 365a; Greifenhagen
1957:59, figs. 43-45; London, BM E 297: Hermary et al 1986: no. 365b; Greifenhagen
1957:60, fig. 46; Villa Giulia 42714: Lear & Cantarella: 2008:162-163, fig. 4.22).
On a peculiar scene by Douris (Berlin, Staatl. Mus. F3168: Hermary et al 1986:
no. 600; Olshausen 1979:18-19, figs. 1-4) Eros pursues a youth threatening him
with an object which might be a knife (Olhausen 1979:17-24), rather than a sandal
(Greifenhagen 1957:57; Boardman 1976:287; Lear & Cantarella 2008:163). In
these scenes we should see rather suggested the dynastic passion born in the pursued
(Schefold & Jung 1981:194-195; cf. 201q see also Boardman 1983:4). The same
passion may likewise apply to the pursuer, since Eros may be shown, foe example,
stabbing mighty Zeus with a goad right in the back, while he is actually in the act
of pursuing Ganymede (Berlin, Staatl. Mus. F 2032: Hermary et al 1986: no. 362;
Kaempf-Dimitriadou 1979: 7 fig. 1).
Conversely, on a fragmentary pyxis lid from a funerary pyre discovered in an old
excavation of classical tombs in Syntagma Square (pyre LXXII: Charitonidis 1958:5051, no. 47, esp. no. 47.11, pl. 25) [Table 1, no. 15], we find two Erotes running, or
flying after three surviving figures of women, in the presence of a solemn, statuesque
woman that may be identified as Aphrodite (the two gods interfere either actively,
or as mere onlookers, in scenes of divine pursuits, or Peleus’ struggle with Thetis;
Dipla 2006:23) [Fig. 18]. The women run in alarm looking round to their pursuers.
A wreath can be seen on the ground below the second Eros. Among the grave finds
two other pyxis lids may point to a female burial.
A second pyre from the same Syntagma excavation (Table 1, no. 14), revealed
another pyxis lid with the same subject (pyre LXXVII: Charitonidis 1958:13-14, no.
10, esp. no. 10.15, pl. 24): we can make out an Eros flying to the right and about to
embrace a woman who runs into him, probably fleeing from another pursuing Eros,
as in the case of the Asopodoros vase and Atalanta’s pursuit. This is more probably
the burial of a woman, as indicated by other grave finds, including two loom-weights
and a loutrophoros (unmarried girl?).
The identity of women pursued by Erotes is vague: they could be either hetaerae
accosted by lovers/customers, or parthenoi from ephebe pursuits, in the face of mixed
iconographies of hetaerae and brides, as noted already. In this case the pursuing Eros
may be considered acting as a mediator, or illustrating their own susceptibility to erotic
passion (Dipla 2006:29-30). Scenes like these may actually denote an affirmation of
female desire (as Paleothodoros 2012:34 believes); not necessarily per se, however, but
again on specific terms, as a means to ensure procreation, inducing and thus serving
male desire (on the two views, see Paleothodoros 2012: 34-35 and cf. Dipla 2009,
esp. 122-124; a case study of fear of female sexuality).
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Conclusions
We have considered above erotic themes, of mild and wild pursuit of a lover, or of
sexual contact, on a number of Attic black-and red-figure vases. These were retrieved
from burials in the Kerameikos and other cemeteries in Attica. They were found among
other gifts, mainly in the form of clay gifts, vases, painted or not, and figurines that
date, with few exceptions, from the first half of the fifth c. BC. From Table 1, we are
able to conclude the following.
The burials in question do not bear any actual difference from the rest of burials
in these cemeteries. Taking into consideration that Athenians seem to have exercised
restraint and abstention from display of wealth in their graves in general (Morris
1992:103-127), we can find the whole range from “poor” to “rich” burials, judging by
the quality of finds and/or their number, with as few as four to as rich as 30 or more
grave goods, of variable quality. The number of grave gifts reveals the same degree of
variation with regard to sex or age (children, ephebes or adults). We may only note
that some child or infant burials have the least number of finds. Children or ephebe
burials also comprise miniature figurines or vases and, understandably, clay toys or
knucklebones, though not without exceptions. Erotic themes do not relate often to
specific shapes (Athenian graves in general may or may not contain gender specifiers;
Paleothodoros 2012:24). There is a marked tendency to gather many black-figure
lekythoi together, many of which bear erotic images. With regard to erotic pursuit
and abduction there is some evidence of preference for shapes associated with the
female toilette, such as pyxides or painted alabastra.
Our current research has so far covered graves from Attica, but it would be interesting to expand it, at least comparatively, to other Greek necropoleis, too. Further
osteo-archaeological analysis, where available, will allow determining sex and age
more accurately in future. It will then be possible to build more reliable statistical
graphs, with regard to the choice of scenes and thus reconstruct a certain context
in which to evaluate this choice and ultimately the purpose served by this choice:
acting as media for propagating contemporary views about the role and interaction
of the social sexes.
Apart from reflecting the Athenian construction of gender roles, it has been argued
that this choice may have had a symbolic meaning, as to the presumed activities,
expectations or fantasies of the dead (or rather their relatives who have given them
the funeral) about their love life, as set by contemporary social standards.
Scenes of mild pursuit, of courtship, whether of prostitutes or brides, selected for
the female dead, once evidently an ephebe, are combined with the Judgement of Paris,
the ultimate mythical beauty contest, underlining the approval of female sexuality.
This approval was set in the context of marriage and child-bearing, and celebrated
the joy of marital sex that the dead may have enjoyed in life, if not deprived of it by
their premature death. The same goes for scenes of sexual act, or of the prelude to
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it, associated with the tomb of a woman or a girl (?), and also possibly implying an
active expression of female desire, suggesting a subjective reading by women viewers
of the selected vase. Conversely, scenes of orgies in a sympotic context from the tomb
of a boy (?) illustrate the prominent role of feasting and sex in male adult life, again
expected, but never attained.
Several scenes of wild pursuit, presented through the myth of Peleus’ struggle
with Thetis, or generic scenes of abduction, coined on the model of the struggle,
are associated with female – or undiagnostic – burials whether adult, or child, or
even infant. The theme probably expressed a gamos in its basic form, that is a sexual
union, as opposed to an official one, the wedding. It probably promoted popular
social notions about the expected roles of men and women in both sex and marriage.
It spoke of female animality, resistance and then the final defeat of a woman’s wild
nature, controlled firstly by her father, and then subsequently by her husband. Men
on the other hand were susceptible to erotic passion which started early in their sex
life, as ephebes engaged in pederastic love, as implied by the scene of Erotes, one with
a whip, chasing a youth, presumably the owner of the vase and of the grave in which
it was finally placed. Conversely, Erotes that pursued women probably derived from
female burials, and seem to portray a female perspective on desire and suffering,
which in turn once again possibly suggests an acknowledgement of female sexuality.
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Ker. WP 7
aussen

Ker. 1010

Ker. HTR 38 II

Acharnai,
Mornou str.,
pithos burial
10

4

5

6

7

Cremation in
LZB A

Ker. HW 198

1

Tomb

Table 1.

Infant burial in
pithos Female (?)

Inhumation.
Female (?)

Child tomb. Male?

Inhumation.
Female (?)

Female?

Inhumation.
Female (?)

Inhumation of a
girl, approx.12-14
years old

Type of Burial

BF lekythos: Peleus
struggling with Thetis

BF pyxis: the birth of
Athena, the Judgment of
Paris,Peleus struggling
with Thetis

BF lekythos: sexual orgy
at a banquet

RF askos: two couples
making love

RF cup: a couple reclining
on a banquet couch

RF lekythos: Youth
offering a pouch to a girl;
youth offering a flower
to a girl; BF alabastron
with Peleus struggling
with Thetis

RF alabastron: Youth and
girl kissing; youth offering
a hare to a spinning girls

Erotic vase

4 BF lekythoi (including one with Satyr and
maenad dancing and one with women at the idol
of Dionysos); BF oenoche with women dancing
around Dionysos

BF pyxis showing the departure of a rider, women
spinning and Theseus killing the Minotaur;
seven BF lekythoi (Theseus and Minotaur, man
in symposion with satyrs, youth leading a bull,
maenad dancing, warriors, Herakles and the bull,
a standing figure)

7 BF lekythoi (3 with Herakles fighting the lion, 2
with Dionysiac subjects, one with Athena killing a
Giant, one showing a drinking party).

RF nuptial lebes showing a bride receiving
presents

Black-glazed pyxis,
miniature skyphoi, jugs
and amphora.

Bronze nail, painted
phiale, stone alabastron

Bronze mirror,

7 miniature black-glazed
vessels, terracotta toys (a
shepherd, dogs, ducks,
horse, chariot), a shell,
69 knukle-bones

Terracotta figurine of a
crouching boy, lamp,
small black-glazed plate

8 black-glazed vases
(pyxides, squat lekythos,
cup-skyphos, skyphos,
bolsal, one-handler

Black-glazed alabastron
and 2 stone alabastra

BF alabastron with a group of deities; BF lekythos
showing the Judgment of Paris; BF lekythos
with women dancing; BF lekythoi with men and
women; BF lekythos with an actor riding a dolphin

RF lid of a pyxis showing women (bridal
preparation?), RF miniature lebes showing
women and Nike; WG lekythos showing a woman
and a youth, RF squat lekythos showing a siren

A lamp, an oil-container,
a jug, various miniature
vases

Other finds

10 black-figured lekythoi (dionysiac themes, gods
and goddesses on chariots, standing or seated,
and one with Achilles fighting Penthesileia)

Other painted vases

480-470

510-500

490-480

450-440

430-420

500-490

500-490

Date

Platonos 20032004,425, fig. 208

Kübler 1976,
68-69; KünzeGötte, Tancke and
Vierneisel 1999,
66-68, pls 39-41

Parlama and
Stampoli -dis 2000,
293-304, no. 289

Kunze-Götte,
Tancke and
Vierneisel 1999,
131-132, pl. 89

Kunze-Götte,
Tancke and
Vierneisel 1999,
111-113, pls 74-75

Kunze-Götte,
Tancke and
Vierneisel 1999,
80-82, pls 52-54

Knigge 1976, 9091, pl. 19

Bibl.

Encountering Imagery

Ker. SW 4

Ker. HW 126

Eleusis,

9

10

11

Ker. HTR 95

Athens,
stables

Synt. LXXVII

Synt. LXXII

12

13

14

15

I 17

Ker. SW 93

8

Pyre. Female?

Pyre. Female?

Male tomb
(ephebe?)

Child tomb in
larnax

Child burial in
larnax

Inhumation.
Female (skeletal
remains)

Infant burial in
amphora

Child tomb in
larnax

RF pyxis lid: Erotes
chasing women

RF pyxis: with Erotes
chasing women

RF aryballos: two Erotes
chasing a boy

RF pyxis: Nereids fleeing
(excerpt from Thetis’
abduction or pursuit by
Theseus?)

abduction of a woman
(Peleus and Thetis ?)

BF lekythos:

BF lekythos, abduction
of a woman (Peleus and
Thetis ?)

BF lekythos: abduction
of a woman (Peleus and
Thetis ?)

BF lekythos: abduction
of a woman (Peleus and
Thetis?)

Fragments of 4 WG lekythoi, 1 RF squat lekythos
and two pyxis lids

Fragments of 6 WG lekythoi and of several RF
vases (including two squat lekythoi, a bell-krater,
a loutrophoros, a pyxis, a plate, a lekanis lid and
several closed shapes)

22 BF lekythoi with various subjects (mostly
mythological and dionysiac, several with floral
motifs), RF pyxis lid showing a Pygmy

BF chous showing a deer

3 miniature skyphoi (one with silhouette birds,
two with floral motifs), 6 more BF lekythoi (Ajax
and Achilles playing a game, satyrs and maenad,
seated women, Gigantomachy with Athena, fight,
women picking up fruits)

BF Chariot scene, led by Hermes

BF palmette lekythos, miniature cup-skyphos with
dog among palmettes

BF lekythos, with a chariot scene (including
women)

Amphora, black glazed
salt-cellar, and squat
lekythos

2 loom-weights, 3
pottery alabastra, stone
alabastron

Black glazed lamp, plate
and skyphos. Bronze
strigil and traces of two
garments

Black-glazed alabastron

Egg shell, terracotta
statuette of a rider, two
black-glazed skyphoi,
one black-glazed
lekythos

Bronze needle

Black-glazed pyxis,
trefoil oenochoe with
tongue motif

6 palmette lekythoi

3rd quarter of the 5th c.

3rd quarter of the 5th c.

490-480

460

1st quarter of the 5th c.
Haimon Group? Cf. HW
129, HW 138, and here
nos. 8-10

c. 490-480. Haimon Group?
Cf. HW 129 , HW 138, and
here nos. 8-9, 11

c. 490. Haimon Group? Cf.
HW 129, HW 138, and here
nos. 8, 10-11

490-480. Haimon Group. Cf.
HW 129, HW 138, and here
nos. 9-11

Charitonidis 1958,
50-51, pl. 25

Charitonidis 1958,
13-14, pl. 24

Papaspyridi and
Kyparissis, 19271928, 94, fig. 4,
96-97 fig., 102,
fig. 8

Kübler 1976,
32-33; KünzeGötte, Tancke and
Vierneisel 1999,
24-25, pl. 15

Mylonas 1975, 115121, pl. 385

Knigge 1976, 122,
pl. 32

Knigge 1976, 100,
pl. 48

Knigge 1976, 105,
pl. 38

Selected for the Dead
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