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ABSTRACT
Scenes of textile production on Athenian vases are often interpreted as
confirming the oppression of women, who many argue were confined to
"women's quarters" and exploited as free labor. However, reexamination
of the iconography - together with a reconsideration of gender roles and
the archaeology of Greek houses dating to the 5th and 4th centuries B.C.suggests that these images idealize female contributions to the household in
a positive way. The scenes utilize the dual metaphor of weaving and marriage
to express the hartnonia of oikos and polis, a theme particularly significant
under the evolving Athenian democracy.

The past 30 yearshave witnessed significant change in the study of ancient
Athenian iconography.1Of particularimportance has been the increased
attention given to so-called genre scenes or "scenes of everyday life" in
Athenian vase painting, a response to the dominating focus of earlier
scholarship on mythological subject matter.This trend began in the late
1970s, and escalated in the 1980s with a series of publications primarily
by French authors, most notably the groundbreakingvolume La cite des
imagesin 1984 (translatedinto English in 1989). Severalscholarshave questioned the efficacy of the image and the apparentreality of genre iconography.2All too often, the tendency has been to treat scenes on Athenian
vases as mere illustrations,but recent iconographicstudies have assertedthe
opposite:that images areconstructionsin which each element is consciously
or unconsciously chosen as part of a larger system of signs and symbols.
1. An earlyversionof this paperwas
presentedin February2003 at the College Art Association meetings in New
York.My thanksto Bonna Wescoat,
Cynthia Patterson,Sian Lewis, and the
anonymousHesperiareviewersfor their
comments,and to TraceyCullen for her
helpful advice.The College of Arts and
Sciencesof the Universityof South
Florida St. Petersburgprovidedfunds

for photographsand permissions.I am
also gratefulto severalmuseumsand
archivesfor their assistancewith photographs,and in particularto Vickie
Garagliano(HearstCastle),Ann Handler (Art Resource),Wendy Watson
(Mount Holyoke Art Museum),Julie
Zeftel (MetropolitanMuseum of Art),
and to Nick Cahill and YaleUniversity
Pressfor permissionto reproducethe
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Olynthian house diagram(Fig. 12).
2. Berardet al. 1984, 1989; see also
Schmitt Pantel andThelamon 1983;
Berard1986; and Lissarrague1990,
pp. 1-12, for discussionof method.
See Zinserling 1977 for the question
of imageryversus"reallife."I use the
term "genrescene"here for convenience, recognizingthe limitationsof
the phrase.
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Figure 1. Woman spinning wool in
an oikos scene, hydria akin to the
Clio Painter. Munich, Staatliche
Antikensammlungen und Glyptothek SL 476. Photo courtesyStaatliche
Antikensammlungenund Glyptothek
Miinchen

The scenes operate like a text or language that requiresdecoding in order
to be understood. They should not be taken at face value, nor should they
be interpreted as straightforwardillustrations of daily life.
Hand in hand with these methodological developments has come
an increased investigation into the lives and representations of Athenian
women, usheredin by the publicationin 1975 of SarahPomeroys Goddesses,
Whores,Wives,and Slavesand followed by a myriad of international publications on the subject.The desire to throw a brighter spotlight on ancient
Athenian women has helped promote the study of genre iconography,given
the thousandsof women representedon Athenian vases.The relativepaucity
of extant textual sources that discuss the lives of women- and especially
of sources written by women themselves- renders the vases seductive
potential glimpses into quotidian female activities and concerns. But the
scholarsearchingfor women's realityin ancient Athens faces a conundrum:
as tempting as it is to interpret scenes of women in a literal way, especially
in the absence of other evidence, one must be cautious.
In this article, I focus on a genre subject that has received particular
emphasis in studies of Athenian women and of female iconography:textile
production. To describe images of textile production as fiercely debated
is no understatement, for interpretations have been diverse and often
divergent.3 Depictions of women's work including representations of
women spinning (Fig. 1), weaving, combing wool into thread (Fig. 2), or
simply standing or sitting with a wool basket (mtaxOoq) raise numerous

3. For recentdiscussions,see Lewis
2002; Sebesta2002; and Ferrari2002.
Sutton (2004) discusseswoolworking
scenes in the context of oikos imagery.
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Figure2. Womancombingwool into
threadand standingwoman,tondo
of kylixby Douris.Berlin,Staatliche
Museenzu Berlin-Preussischer
Kulturbesitz,Antikensammlung2289.
Photo courtesy Bildarchiv Preussischer
Kulturbesitz/Art Resource, New York

4. Forthe"agenda,"
see Osborne
1991,p. 270.

questions about gender roles in Classical Athenian culture, male attitudes
toward women, domestic practices, and related issues, making them a
natural choice for discussion.
For all the scholarly conversation about these scenes, an important aspect has been too little explored:the virtual chronological confinement of
images of textile production to the period spanning the late 6th and 5th
centuries B.C.,in other words, from the Kleisthenic reforms of 508/7 B.C.
through the Perikleanyears and the Peloponnesian Wars. While this time
span is admittedly broad, I believe it is significant that the popularity of
these scenes coincides with the gradualdevelopment of Athenian democracy as well as the growth (and decline) of Athenian military prominence.
Political changes in Athens, most notably the movement toward a more
demos-centered radicaldemocracyand the simultaneousgrowth of military
imperialism,fostered tremendous economic, social, cultural,and even psychological changes; the oikos, as the building block of the polis, naturally
formed part of these developments. Not surprisingly,then, oikos-centered
images gained a new prominence in Athenian iconography as the 5th century progressed,and the subject of textile production fits within this larger
theme. The prominence of textile production in 5th-cenrury imagery does
not imply that Athenian women suddenly increased their weaving output,
but ratherthat contemporaryAthenian painters and consumers found this
subject of special interest. It remains for us to consider why the motif was
on the agenda at this time.4
My approach to textile production scenes is multifaceted, in keeping
with what I perceive as the multivalence of the images themselves. I begin
with two fundamental questions: who was the audience for these scenes,
and who is represented in them? The gaps in our evidence for Athenian
women as well as the Athenian vase trade make these questions difficult
to answer. Relying on statistical and iconographic analysis, I contend
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that an Athenian female audience (rather than an Etruscan one) was the
primary consideration for painters and that the scenes overwhelmingly
depict Athenian citizen women, especially married women. Even scenes
most commonly interpretedas showing hetairaican be arguedto represent
citizen women.
Confronting these initial questions leads to larger considerations of
sociocultural context and the function of these scenes within the larger
schema of Athenian iconography.The relationship between image and
reality is ambiguous and sometimes contradictory,but one must ask what
these scenes do and do not say. Many have suggested, for example, that
they are negative in tone, demonstrating the oppression and even physical
seclusionof women in ClassicalAthenian society.5As we shall see, however,
this proposition cannot be upheld in the face of recent investigations into
women's roles and domestic space.61 argue below that these scenes exalt
the role of women in maintaining the literal and metaphorical harmonia
of the oikos, a message consistent with larger sociopolitical attitudes of
the day.The images show the important economic and even managerial
contributions of women to the household and suggest the essentiality of
these roles for the city as a whole. These are, however, extremely idealized
presentations:not all Athenians lived in the state of self-sufficient financial
security suggested in the scenes, nor was the city itself enjoying a period of
peace and stability.Power and economic prosperity,yes, but not peace and
stability a consideration that lends even greater nuance to genre scenes
of blissful domesticity, which refractrather than representreality.

DEFINING THE GENRE
Iconographic analysis of textile production scenes, including discussion
of their chronological development, is a more challenging task than one
might suppose. In contrast to other scene types such as fountainhouses or
weddings, the iconographic parameters of textile production scenes are
not clearly defined. Given the flexibility of iconographic signs pertaining
to textile production (kalathoi, distaffs, etc.) and their ideological importance, the number of scenes incorporating them is quite large. Essentially
there are three subsets of what I describe here as textile production scenes:
(1) scenes in which actual work (e.g., spinning, weaving, or carding wool)
is being done (Figs. 1, 2); (2) scenes in which figures hold or are otherwise
near implements of textile production (distaffs, looms, kalathoi), but the
figures themselves do not engage in work (Fig. 3); and (3) scenes that do
not feature textile production as the primary subject but include props
related to textile production (most notably, kalathoi) somewhere in the
image (Fig. 4). Of these three subsets, the first is the smallest and the
third is the largest.
Despite the difficulties in studying textile production scenes as a
group, one can formulate and test hypotheses with the aid of statistical
analysis and a substantial sample of representative vases (Tables 1-3).
Undertaking statistical analysis of Athenian vases, however, brings its
own problems that must be acknowledged. First, the number of Athenian

5. E.g., Keuls 1983, 1993.
6. E.g., Nevett 1999; Cahill 2002.
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Figure 3. Woman with distaff and
woman with hand loom, pyxis by the
Painter of the Louvre Centauromachy. Paris, Musee du Louvre
CA 587. Photo courtesyReunion des
Musees Nationaux/ArtResource,New York

Figure 4. Woman with Eros and
husband, and standing woman with
kalathos, hydria akin to the Clio
Painter. San Simeon, Hearst Castle
529-9-589. Photo Z. Barov,© Hearst
Castle, CaliforniaState Parks

7. E.g., Boardman2001, p. 162,
with furtherreferences.

vasesknowntodaycomparedto those that originallyexistedis verysmall.
Scholarshaveestimatedthatthe survivingcorpusrepresentsl%-3%(and
possiblyless) of whatexistedin antiquity7Second,the evidenceis skewed
the evidence
in termsof findspotandpatternsof excavation.In particular,
is weightedtowardItalianfunerarysites becauseof the tendencyof the
Etruscansto placevasesin tombs.Domestic sites- in Greece,Italy,and
elsewhere- havebeen exploredless often becauseof the difficultiesthey

SHERAMY D. BUNDRICK

288

TABLE 1. CHRONOLOGICAL DISTRIBUTION OF
VESSELS WITH TEXTILE PRODUCTION SCENES
VesselShape

LateArchaic

Pyxis
Skyphos
Stamnos

0
0
0
0
0
1
18
6
2
0
1
0
1
0
1

Total

30

Alabastron
Amphora
Epinetron
Hydria
Kalathos
Krater
Kylix
Lekythos(RF)
Lekythos(WG)
Nuptial vase
Oinochoe
Pelike

Early Classical
12
5
0
11
0
0
32
61
19
2
0
0
24
12
0
167

High Classical
1
0
4
53
1
0
2
2
3
9
0
11
15
0
103

RF = red-figure;
WG = white-ground.
Abbreviations:

present (e.g., often lying underneath modern towns), and even sanctuaries,
where vases were presented as dedications, often yield fragmentaryvessels
with incomplete scenes. Problems of undocumented provenanceand looting furthercomplicate analysis,making it impossible to speak conclusively
about patterns of iconographicpopularityand chronological development.
That said, the analysis of a sample of vessels, as shown below, can produce
suggestive results.
For this study, I have used a sample of 300 vases, all red-figure or
white-ground, nearlyall attributedto a specificartistor workshop,and most
documented by Beazley (Table I).8 Vases from the three subsets described
above are incorporatedto provide a sufficiently broad cross-section.9This
sample by no means encompasses all scenes related to textile production,
but does include enough examples to give a rough notion of chronological
development,which studies of genre scenes have too often ignored. Indeed,
one of the perceived weaknesses of the semiotic or structuralistapproach
to iconographyis a relativelack of emphasis on chronology.10Tracking the
chronology of specific scene types is, however,an essential tool, for it reveals
8. The samplewas collectedprimarily using the following sources:Webster
1972, the BeazleyArchiveonline database (searchterms:kalathos,spinning,
distaff,spindle,loom), the Corpus
Vasorum
Antiquorum,and the Beazley
and
volumes (ARV2,Paralipomenay
BeazleyAddenda2).Studyingvases in
museumcollectionsand consulting
photographsin secondarysources(e.g.,

Ferrari2002) furtherrefinedthe sample.
9. Omitted from the sampleare the
few scenes of erotic pursuitthat feature
a pursuedwoman holding a kalathos,
and usuallyshow Poseidon and Aithra.
Despite the inclusion of a kalathos,
these scenes are not relatedto textile
production.
10. See, e.g., the objectionsvoiced in
Osborne 1991.
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much about the popularity of certain subjects and possible connections to
contemporary sociohistorical circumstances.111 have divided the sample
into three chronological periods corresponding to Beazley s stylistic divisions: Late Archaic (ca. 510-480 B.C.),Early Classical (ca. 480-450 B.C.),
and High Classical (ca. 450-400 B.C.).For the purposesof this analysis,the
goal of which is to establish general trends,greaterchronological precision
is not necessary.
What is necessaryis attention to vase shape, an essential component of
statisticalanalysis.In Gloria Ferraris recent book, which includes a lengthy
catalogue of scenes related to textile production arrangedby subjectrather
than chronology,the author eschews consideration of vase shape, believing
that although "scenes of women working wool are found predominantly,
but not exclusively, on certain vases . . . which may plausibly be said to
be used by women . . . the exceptions are too many and their nature too
poorly understood to speculatebased on a tentative correlationof shape to
This is a significant omission, for even if we do not fully unimagery."12
derstandthe subtleties of vase usage, vase shapes provide clues to audience
and function, and thus to the interpretationof specific scenes. In the case
of textile production scenes, especiallyconsidering the broad chronological
span duringwhich they appear,vase shape is an importantfactorin defining
the development of these scenes over time.
The chronological tabulation of vase shapes in the sample (Table 1)
revealsa shift in popularityfor certain vase shapes, a trend consistent with
largerpatterns among Athenian vases.13The Late Archaic sample is dominated by stemmed cups (kylikes), with 18 examples representing 60% of
the total. Kylikes with textile production scenes appearto remain popular
during the Early Classical period, although in a smaller proportion (32,
or 19.2% of the Early Classical sample). Generally, decorated kylikes are
thought of as sympotic vessels, and are accordingly assumed to have had
an intended audience of males (and hetairai).On seven cups in the sample,
the women engaged in or identified with textile production interact with
men; some of these scenes have been conventionally identified as showing
hetairai with customers, partly on the basis of the kylix shape.14Others
11. This approachpoints up the
continuingusefulnessof connoisseurship and attribution,despite objections
from some quartersthat connoisseurship as a methodologyis outdatedor
contrived.Attributionof vases to
specificartistsor workshopscan aid in
determiningwhen specificthemes were
popular,and thus refineiconographic
analysis.See, e.g., Oakley 1998, defending the utility of connoisseurship
againstthe chargesof Whitley (1997).
12. Ferrari2002, p. 9. Neils (2004b,
p. 163) also drawsattentionto this
"neglectedaspect"in her reviewof
Ferrari'sbook.

13. In orderto ensurethat the observedfrequenciesfound in the table
cells of Tables 1-3 are not the resultof
chance,chi-squaretests were conducted
for all three tables.ForTable 1, the test
yielded a chi-squarevalue of 233.99; for
Table 2, 70.04; and for Table 3, 11.67.
Comparisonof these resultswith probabilitycharts(calculatingthe appropriate degreeof freedomfor each table)
demonstratedthat the observedfrequencieslisted in all three tables have a
less than 1%probabilityof resulting
from chance or coincidence.I thank
SusanToler of the Departmentof Psychology at the Universityof South

Florida St. Petersburgfor her guidance
in conductingthe chi-squareanalysis
of the data.
14. London E 51, mannerof
Douris (ARV2449, no. 4); Berlin
F 3240, mannerof FoundryPainter
(ARV1405, BeazleyAddenda2232);
Boston 10.205, mannerof Onesimos
(ARV2331, no. 11); Oxford 1966.483,
Brygos Painter(ARV2376, no. 85);
Vatican,Makron (ARV2469, no. 154);
HannoverL.1.1982, Douris (ARV2
437, no. 115); once Basel/Munich
privatecollection,AmbrosiosPainter
(Immerwahr1984).
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show one or more women, usually in the tondo, engaging in work or otherwise associated with accoutrements of textile production (e.g., Fig. 2).
Judging from the small number of kylikes in the High Classical sample,
the popularity of this shape for textile production scenes faded around
the middle of the 5th century.This finding is not surprising,for stemmed
cup production in general dwindled around this time. Aside from kylikes,
sympotic shapes such as amphoras and kratersare not widely represented
in any period of the sample, although a few isolated examples are known,
such as a Late Archaic column kraterby the Harrow Painter.15
The reverse trend can be observed among shapes in the sample presumed to have had a predominantly female audience. Small vessels for
perfumes and oils alabastra and lekythoi (both red-figure and whiteground) representa largerproportion of the Early Classical sample than
the Late Archaic sample, but are far less visible in the High Classical sample.16Eighty lekythoi in the Early Classical sample constitute 47.9% of
the total. The majority of these show a woman working alone, in keeping
with the limited space for decorationon this vessel shape, and most of these
single-figure compositions possess a stock or generic quality.While a small
number can be attributed to fine painters such as the Brygos, Berlin, or
Villa Giulia Painters, many belong to lesser painters such as the Bowdoin
or KarlsruhePainters,who apparentlyspecialized in the mass production
of lekythoi with images of women.17This distribution of quality implies
a wide audience and demonstrates the growing popularity of such scenes
during the Early Classical period. In at least one instance, the Karlsruhe
Painter seems to have parodied his own work; on a lekythos in Tubingen,
the figure standing before a kalathos and holding a length of wool is not
a woman, but a satyr.18
Other vase shapes showing textile production scenes and presumed to
have had a female audience also escalatein popularityover the course of the
5th century.Indeed, the range of vase shapes with these scenes broadens,
implying a varied audience as well as varied associationsfor the images. No
hydriasappearin the Late Archaicsample,and only 11 in the EarlyClassical
sample,but 53 hydriasmake up the majority(51.5%) of the High Classical
sample (e.g., Figs. 1, 4). Only one pyxis appearsin the Late Archaic sample,
but there are24 in the Early Classical sample (14.4% of the Early Classical
15. Villa Giulia 1054:ARV2275,
no. 50; BeazleyAddenda2207.
16. The following five lekythoi are
includedin the High Classicalsample:
one red-figurelekythosby the Achilles
Painter,LouvreG 444 {ARV2993,
no. 91; BeazleyAddenda2312); two
white-groundlekythoiby the Achilles
Painter,Vienna 3746 {ARV2998,
no. 164; BeazleyAddenda2313; Oakley
1997, p. 144, no. 222, pls. 116:a, 117;
Lewis 2002, p. 180, fig. 5:4; Oakley
2004, p. 173, pls. 134, 135); and
Amiens 3057.172.33 {ARV21000,
no. 200; BeazleyAddenda2313; Oakley

1997, p. 151, no. 275, pl. 142:c, d);
a white-groundlekythosin the manner of the Achilles Painter,Geneva
16839.1939 (Oakley 1997, p. 161,
no. M33); and a red-figurelekythosby
the Washing Painter,Oxford 1925.69
{ARV21132, no. 189).
17. Brygos Painter,Boston 13.189
{ARV2384, no. 214; BeazleyAddenda2
228); Berlin Painter,Taranto8241
{ARV2211, no. 207); Villa Giulia
Painter,Paris,Cab. Med. 1657 {ARV2
624, no. 81). Bowdoin Painter:two
white-groundand 14 red-figureexamples (= 23%of the Early Classicalred-

figurelekythoi sample),including
Geneva 18043 {ARV2682, no. 104bis;
406; Ferrari2002, pl. 15)
Paralipomena
and Oxford 1914.8 {ARV2681, no. 79).
KarlsruhePainter:one white-ground
and 17 red-figureexamples(= 27.9%of
the EarlyClassicalred-figurelekythoi
sample),includingMannheim, ReissMuseum 190 {ARV2733, no. 61);
Oxford 1927.4461 {ARV2732, no. 51);
and Munich 7821 {ARV2732, no. 50,
and 1668).
18. Tubingen 7358 (O.Z. 158):
ARV2 734, no. 83; BeazleyAddenda2
283; Lissarrague1998, p. 182, fig. 29.
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TABLE 2. VESSELS WITH TEXTILE PRODUCTION
SCENES AND DOCUMENTED PROVENANCE
Late Archaic

Early Classical

High Classical

Italy
Greece

14
6

40
56

14
39

Total

20 (of 30)

96 (of 167)

53 (of 103)

Provenance

19. A small numberof black-figure
epinetrawith allusionsto textile production date from the Late Archaic
period,e.g., an epinetronattributed
to the Golonos Group,New York
10.210.13 (ABV4S0, no. C), and a
poorlydrawnexampleby the Diosphos
Painter,Leiden 1.1955.1.2 (Lewis
2002, p. 184, fig. 5:7). On one side of
the latterappeartwo seated men and a
seatedwoman next to a kalathos(but
not evidentlyworking).To ensurea
more consistentsample,I excluded
black-figurescenes, though their numbers are so small that the findings are
not affected.
20. Includedin this samplearevessels in Italianmuseumswhose exact
provenanceis unrecordedbut almost
assuredlyis local. Not includedin these
tabulationsarethreevaseswith provenanceslisted only as "possiblyItaly"or
"possiblyGreece,'*in museumsoutside
Italy or Greece.

total) and 15 in the High Classicalsample(14.6%of the High Classicaltotal;
see, e.g., Fig. 3). Noteworthy in the High Classical sample is the inclusion
of red-figure epinetra and pelikai, neither of which is represented in the
Late Archaic or Early Classical samples.19Nuptial vases (loutrophoroiand
lebetes gamikoi) also represent a higher percentage in the High Classical
sample compared to the Early Classical sample, although their numbers
remain small.The advantageof all the shapes mentioned in this paragraph
is that they allow for multifigured and thus iconographically complex
scenes, in contrast to the plethora of Early Classical lekythoi. While elements of these scenes could be termed generic or perhapseven stereotypical,
and there are consistencies of composition among many examples, overall
a great deal of variety exists as well.
In tandem with chronology and vase shape, a third aspect of textile
production scenes that bears examination is the provenance or findspot
of the vases in the sample. The issue of provenance is especially difficult
to confront; while a specific provenance is documented for many extant
vases in museums and collections around the world, for the majority it is
not. Tables 2 and 3 list vases in the sample with recorded or highly likely
provenances.20While the number of vases with known provenances represents two-thirds of the Late Archaic sample, the percentage is much
lower in the Early Classical (57.5%) and High Classical (51.5%) samples.
This disparity should be taken into account when considering the implications of the statistical analysis, for if all provenanceswere documented,
our picture might well be transformed.For convenience, in Tables 2 and 3
I have used Italy and Greece as the two broad categories. "Italy"includes
Etruscan cities (Vulci, Orvieto, and Cerveteri most prominently), as well
as the Greek cities of South Italy and Sicily. The vases that fall into the
category of "Greece"are largely from Athens or Attica (including Eleusis
and Brauron),with a small numbercoming from other mainlandsites, from
the Rheneia deposit (and thus originally from Delos), and from Rhodes.
For a few vases in the sample, the provenance is simply documented as
Greece and is not further specified.
The patterns of provenance for vases with textile production scenes
are once more consistent with larger trends in Athenian vase painting.
Table 2 shows that among the 20 Late Archaic vases with documented
provenance in the sample, a high 70% have a known Italian provenance,
and only 30% were found in Greece. Among the 96 Early Classical vases
with documented provenance, 41.7% have a known or suspected Italian
findspot, while a majority (58.3%) have a known or suspected findspot in
Greece. The High Classical sample displays a continuation of the trend
toward increased numbers of vases found in Greek contexts as opposed to
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TABLE 3. VESSELS WITH TEXTILE
PRODUCTION SCENES AND KNOWN
PROVENANCE: SELECTED SHAPES
Provenance
Italy

Greece

LAkylix
LA lekythos
EC kylix
EC hydria
EC lekythos (RF)
EC lekythos (WG)
EC pyxis
HC epinetron
HC hydria
HC nuptialvase
HC pyxis

9
4
19
2
8
6
0
0
13
0
1

3
2
1
3
27
4
14
4
16
7
10

Total

62

91

VesselShape

Abbreviations:
LA = LateArchaic;EC = EarlyClassical;
WG = white-ground.
HC = High Classical;RF = red-figure;

Italian,with 73.6%of vaseswith documentedprovenancein the sample
comingfromGreece,and only 26.4%comingfromItaly.These percentages mesh well with previousobservationsthat, over the courseof the
5th century,the domesticmarketforAthenianvasesgraduallysupplanted
the Italianexportmarket.21
The degreeto whichthe Italian(particularly
Etruscan)exportmarket
affectedthe productionof Athenianvases- especiallythe choice of vase
shapes and subjectmatter has receivedincreasedattentionin recent
Were AthenianpaintersspecificallytargetingEtruscan/Western
years.22
Greekconsumersin their choice of subjects?Does the exportof Athenian vases mean that we cannot readtheir iconographyas an index for
Atheniantastesandconcerns?The lacunaein ourknowledgeleaveus at a
majordisadvantagein answeringthese questions;even so, some scholars
have assertedthat the Etruscanmarketinfluencedthe iconographyof
Athenianvasesto a greaterextentthanis usuallydiscussed.Somego so far
as to implyor claimoutrightthat the choicesmadeby Athenianpainters
wereprimarilydictatedby the Etruscanexportmarket.23
The sampleof textileproductionscenescollectedhere suggeststhat
the Etruscanmarketdid not playa majorroleacrossthe board.Amongthe
differentvaseshapes,kylikesarethe onlycategoryin whicha largemajority
of exampleswereexportedto Etruria.Among Late Archaickylikeswith
documentedprovenance,9 out of 12 come fromItaly.Of those 9, 6 were
discoveredat Etruscansites (e.g., Fig. 2). Among EarlyClassicalkylikes
in Table3, 19 of 20 comefromItaly,with 16 of those 19 apparentlyfound
in Etruscancontexts.In contrast,none of the red-figureor white-ground
lekythoiin the samplewith documentedprovenances(granted,this is a
smallpercentageof the overalltotalof lekythoi)comefromEtruscansites;
all thosewith documentedItalianfindspotswerefoundin SouthItalyor

21. This patternis readilyobservable among the documentedprovenancesin Beazleys lists and has been
noted in many standardbooks on
Athenian vase painting,e.g., Boardman
1989, pp. 235-236; Robertson1992,
p. 267.
22. See discussionsin Spivey 1991;
Lewis 1997; Shapiro2000; Osborne
2001; Lewis 2002; Marconi2004; and
Osborne2004.
23. E.g., Lewis 1997, 2002.
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Sicily. Aside from the kylikes, only four vases in the entire sample with
known Italian provenance can be said to have come from an Etruscan site
as opposed to a Western Greek (South Italian/Sicilian) one.24
Among so-called women's shapes, the majorityof vases in the sample
with documented provenance were found in mainland Greece, especially
Athens, Attica, and areaswith close connections to Athens (such as Eretria
and Rheneia/Delos). Even those exported to Italy were predominantly
found in Western Greek cities and so were presumably meant for Greek
customers.The majorityof Early Classical lekythoi (combining red-figure
and white-ground) have a Greek provenance (31 at 68.9%), with the rest
found in South Italy or Sicily (14 at 31.1%). Among Early Classical redfigurelekythoi specifically,an even largermajorityhave a Greek provenance
(27 at 77.1%) as opposed to Italian (8 at 22.9%). Among Early Classical
hydrias in the sample, the division between Greek and South Italian/
Sicilian is roughly even, with three of the former and two of the latter.
Among High Classical hydrias in the sample, again the percentages are
fairlyequitablebetween Greek (55.2%) and South Italian/Sicilian (44.8%)
findspots. Other shapeswith known provenancesin the sample Early and
High Classical pyxides, and High Classical nuptial vases and epinetra
come almost exclusively from Greece (Table 3).
The fact that so many textile production scenes, even if not a majority,
were found in Italiancontexts- be they Etruscanor Western Greek- raises
questions about the intended audience for the vessels and whether scenes
were meant to have a particularlyAthenian meaning. While recognizing
that a vase s ultimate findspot does play a role in understanding its "life,"
I subscribeto the prevailingviewpoint that Athenian painterswould have
most likely built upon their personal experience in Athens and awareness
of their immediate environment in the design of scenes and selection of
subjects.25Basic laws of economics suggest that if a particularitem sells,
the craftsman will make more of that item to satisfy the demand, and in
this way the export market may have influenced Athenian painters, but
I do not believe that the export marketwas the primarymotivation behind
a painters choice of scene.
Even if Athenian painterswere not specificallytargetingnon-Athenian
viewers,textile productionscenes arelikely to have carriedmultiple levels of
meaning depending on the viewer.An Etruscancustomerwho purchaseda
vase with the intent of placing it in a tomb may have interpretedits scenes
24. Hydriaby the ChrysisPainter
from Vulci, Sydney54.03 (ARV21159,
no. 6); skyphosby the Penelope Painter
(namevase), Chiusi 1831 (ARV21300,
no. 2; BeazleyAddenda2360; Geijer
1977; Buitron-Oliverand Cohen 1995,
pp. 44-45; Fig. 5, below);and two vases
in Florencewhose exactprovenanceis
not documentedbut which can be presumed to have come from Etruscan
sites in the area:pyxisby the Painterof
Florence4217 (namev2lsc,ARV21222,

no. 2); and amphoraby the Dresden
Painter,Florence4018 (ARV2655,
no. 11). A fifth vase comes from Falerii,
which is technicallya Faliscansite
despite the close contactbetween the
Faliscansand Etruscans:column krater
by the HarrowPainter,Villa Giulia
1054 (see n. 15, above).Given the high
incidence of looting and illicit excavation of Etruscansites, these percentages
may well be skewed.
25. This viewpoint is also held by

Shapiro(2000) and Osborne (2001,
2004), although Shapirodiscussesa
possibleexception.It does seem that
some categoriesof Attic vases exported to Etruriawere intended to
appealdirectlyto the Etruscans(and
certainshapesin particular,such as
Nikosthenic amphoras;see Spivey
1991), but beyond these cases,there is
little evidenceto confirmdirectmarketing to the Etruscans.
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in a way that an Athenianconsumerwould not; it is, therefore,usefulto
considerthe Etruscan"secondlife"of a vase.26Conversely,to anAthenian
viewer,the imageof a womanspinningin a domesticenvironmentwould
have summonedup meaningsrelevantto the democraticpolis that an
EtruscanorevenMagnaGraecianviewermightnot see.EvenanAthenian
man and Athenianwomanprobablyreacteddifferentlyto the sameimage.The factthatwomen spunandworkedwool throughoutthe ancient
Mediterranean
gavethe subjectuniversalappealregardlessof the owners
but
it
also
meantthat a largenumberof associationscouldhave
identity,
beenconjuredup,dependingon thatidentity.These associationsneednot,
however,havebeen mutuallyexclusive.Here I concentrateon the specificallyAthenianmeaningsfortextileproductionscenesandhowtheseimages
functionedwithinthe largercontextof the 5th-centurycity.

IDENTIFYING THE CHARACTERS
A questionwith significantimplicationsforthe meaning(s)of textileproductionscenesconcernsthe identityand socialstatusof the women represented.It is a questionthat appearsstraightforward
but is ladenwith
difficulties,andpredictablyhas inspiredmuchscholarlydiscussion.
A small numberof these images have inscriptionsor some other
iconographiccriteriathat allowthe womento be identifiedas mythologicalfigures.Somevasesclearlyrepresentaristocraticmythologicalwomen,
includingthewell-knownskyphosbythe PenelopePainterfoundat Chiusi
(Fig. 5), which depicts Penelopebeing visited by her son Telemachos,
an episodenot found in the Odyssey.21
A standingwarp-weightedloom
with the elabo(iaxoq) anobjectrarein the imagery servesasbackdrop,
rateshroudof Laertesshownin progress.Penelopeis not workingat this
moment,however;she mournsOdysseus'sabsence,her handto her chin
andher faceshownin three-quarter
view.She does not makeeye contact
withTelemachos,who standswith twinspearsandregardshis motherwith
concern.Just as the textilebehindPenelopeis in a half-finishedstate,so
too theviewerunderstands
thatPenelopes familyis in limbo,althoughthe
andher attemptsto
her
also
recalls
weaving
cunningintelligence(ufjxi<;),
controlthe situation.But hope lies on the horizon:on the oppositeside
26. Cf. Spivey 1991 and Marconi
2004; but see Osborne2004, p. 42:
"I hope to show here that an approach
to the iconographyof Athenian pottery
that emphasizesthe importanceof the
final consumercannot accountfor the
peculiaritiesof that iconography,and
that explanationsof Athenian iconographyhave to be found in Athens itself.
This does not, of course,involve the
signifyingpotentialof the iconography
being limited to Athens, or their decorationand their subjectsbeing ignored
elsewhere,but it does involveAthenian

paintersproducingwhat interested
Athenians,althoughthey did so in
the sureknowledgethat the Italian
and Sicilian marketshad neverfailed
to displaya voraciousappetitefor
Athenian vases of all sorts,regardless
of imagery."
27. Chiusi 1831: see n. 24, above.
Surprisingly,this is one of the few
securelyidentifiedimages of Penelope
to surviveon ClassicalAthenian
vases.Also note a kylixby the Oedipus Painter(ex BorowskiCollection),
which may show on one side the arm-

ing of Achilles preparingto depart
the island of Skyros,and on the other
the spinningdaughtersof Lykomedes:
ARV1 451, no. 3; Beazley Addenda1

242; Ferrari2002, pp. 89-90, pls. 113,
114. A Late Archaickylixby the Briseis Painterfrom Cerveterithat shows
Parisreturningto Troyincludes a
seated spinnerwho may be one of
Priam'sdaughters(Polyxena?);Louvre
C 1005 (G 151):ARV1406, no. 8;
Beazley Addenda1 111; Ferrari 2002,
p. 30.

THE FABRIC OF THE CITY

Figure 5. Penelope and Telemachos,
skyphos by the Penelope Painter.
Chiusi, Museo Archeologico Nazionale 1831. Photo courtesyAlinari/Art
Resource,New York

28. See Havelock 1995.
29. Pyxis by an undetermined
followerof Douris, London E 773:
ARV1 805, no. 89, 1670; Paralipomena
420; BeazleyAddenda2291; Lissarrague
1995, p. 98, figs. 9-12; Ferrari2002, pl. 2.
30. Nereids:pyxis by the Kalliope
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of the vase, Odysseus'sold nursemaid (enigmatically named by inscription
as Antiphata ratherthan the Homeric Eurykleia)recognizes her master in
disguise as she washes his feet.28This scene reassuresthe viewer that it will
not be long before the family will be reunited and made whole again.
More iconic than narrativein conception, an Early Classical pyxis by
an undetermined follower of Douris would probablynot be recognizableas
"mythological"were it not for the inscriptions.29Helen, Iphigeneia, Danae,
Klytemnestra, and Kassandraappear in a domestic setting, together with
a sixth unnamed woman. Helen sits before a kalathos with wool in her
hands, not inappropriategiven her occupationsin the Iliad (3. 121-128 and
6.323-324) and Odyssey(4.131-136). Once again, woolworking is clearly
associatedwith mythological aristocraticwomen. It seems an incongruous
gathering, though, particularlywith the inclusion of Kassandra,and perhaps the artistsimplywanted to liven up the scene by adding famous mythological names. Near the end of the 5th century,woolworking appears in
even more exalted company,referencedin images of the glamorousNereids
(on a pyxis by the Kalliope Painter in Athens), as well as Aphrodite and
her companions, including the personifications Eunomia (Good Order)
and Eukleia (Good Repute).30
The majorityof textile production scenes fall into the more amorphous
genre category and do not have clearlydiscerniblemythological references.
While most women in the scenes can be readilyidentified as citizen women
(see below), a small number of representations- almost all from the Late
Painter,Athens, EphoreiaAthinon
A 1877:ARV1 1707 (1263, no. 84bis);
Ferrari2002, p. 28, pl. 39, with further
references.Aphrodite and her circle:
see, e.g., a pyxis in the Manner of the
Meidias Painter,New York09.221.40:
ARV1 1328, no. 99 (Aphrodite,Peitho,

Hygieia, Daimonia, Eukleia,and Eunomia);lekanislid in the Manner of
the Meidias Painter,Mainz,Johannes
GutenbergUniversitatUS: ARV1
1327, no. 87; BeazleyAddenda2364;
Ferrari2002, pls. 40, 41 (Paphia
[= Aphrodite],Eunomia,and Eukleia).
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Archaic and Early Classicalperiods- aremore ambiguousand have invited
scholarly controversy.31Should some female woolworkers be identified as
hetairai rather than housewives?32This theory was first advanced in the
early20th century to describe scenes of men presenting money pouches or
other apparentgifts to women who were spinning. Iconographic criteria
such as money pouches, nudity, and the presence of men are often read as
indicators of a female figures lack of respectability,and sometimes vase
shape if a scene appearson a cup or other sympotic vessel inspires the
identification of a hetaira. One particular"spinninghetaira"theory posits
that these are woodworking courtesans, either attempting to earn extra
money by producing textiles for sale or assuming the trappings of virtue
to better lure their clientele. A related theory suggests that some of these
scenes show virtuous poor girls being tempted by wealthier males into
lives of corruption.33
In truth, none of the women in textile production scenes can be definitively identified as hetairai, even in those scenes that appear more
ambiguous. The visual boundary between hetaira and housewife is not
as clearly delineated as originally thought.34Consider again, for example,
the early-5th-century cup by Douris in Berlin, originally found at Vulci
and illustrated above (Fig. 2): the cup juxtaposes the male world of the
symposium on the exterior with the domestic world of women on the
interior.35The viewer, presumablymale, would have first noticed the images of the all-male komos; then, as his drinking progressed, he would
have reached the scene in the cup s tondo. One female figure plucks at her
drapery (elsewhere considered a nuptial gesture), while a seated woman
combs wool, winding it into thread before a kalathos. This occupation
allowed Douris to show the woman's bare leg, an opportunity similarly
taken on a cup by the Stieglitz Painter in Florence and a skyphos by the
Phiale Painter in Palermo.36Douris even omitted the epinetron, which in
reality would have covered the leg and aided the process, to increase the
viewer's titillation. This saucy side of woolworking- the exposing of the
leg is referenceddecades later in Aristophanes'Ekklesiazusai(81-90) in
31. Among the High Classical
exceptionsis a hydriaby the Washing
Painterwith nakedspinner:Copenhagen, National Museum CHR.VIII.520
(153):ARV2 1131, no. 161; Beazley
Addenda1333; Reeder 1995, pp. 216217, no. 50. The figureon the Copenhagen hydriais identifiedas a hetaira
by Williams (1983, p. 96), Reeder
(1995, pp. 216-217), Neils (2000,
pp. 208-209), and Sebesta(2002,
p. 125). Sabetai(1993), Mowed by
Lewis (2002, p. 104), urgesconsideration of the vase'sfunerarycontext at
Nola and suggestsa relationto marriageritual.Sutton (1992), while not
discussingthis particularvase, points
out that female nudes (e.g., in bathing

scenes) appearwith greaterfrequency
on hydrias,pyxides,and other vases
associatedwith women as the 5th centuryprogresses,suggestinga more
respectablefemaleaudience.Compare
also a pelike by the Washing Painter
showing on one side Eros, a nude girl
carryinga box, and a kalathos,Univ. of
Mississippi 77.3.196: Shapiro1981,
pp. 26-27, no. 6 (identifiedin the catalogue entryby L. Turnbullas a hetaira
with Eros).
32. For discussion,see Rodenwaldt
1932 (an earlyadvocateof the spinning
hetairatheory);Sutton 1981, pp. 347369; Keuls 1983; 1993, pp. 258-266;
Davidson 1997, pp. 86-90; Neils 2000,
pp. 208-209; Badinou2003b, pp. 4-7;

Sutton 2004, pp. 333-337 (with further
references);Rosenzweig2004, pp. 68-71.
33. See, e.g., Crome 1966.
34. For the problemof identifying hetairaion vases,see Kurke1997;
Lewis 2002, pp. 91-116.
35. Berlin 2289 (joins fragments
in Florence 7 B 28 and Villa Giulia):
ARV2 435, no. 95; Beazley Addenda2

238; Buitron-Oliver1995, p. 81,
no. 143; Ferrari2002, pl. 1.
36. Cup by the Stieglitz Painter,
Florence3918:ARV2 827, no. 7;
Beazley Addenda2 294; Keuls 1983,

p. 222, fig. 14:29. Skyphosby the
Phiale Painter,Palermo,Mormino
Collection 788: Oakley 1990, p. 92,
no. 154ter,pls. 131:d, 132:c, d.
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Figure 6. Detail of woman spinning
and women with youths, kylix by the
Euaion Painter. Berlin, Staatliche
Museen zu Berlin-Preussischer
Kulturbesitz, Antikensammlung
F 31426. Photo courtesyBildarchiv
PreussischerKulturbesitz/ArtResource,
New York

37. Berlin F 31426:ARV2 795,
no. 100; BeazleyAddenda2290.
38. For this identification,see, e.g.,
Keuls 1993, pp. 258-259; Rosenzweig
2004, pp. 69-70.

regardnot to hetairai,but citizen women. On Douris's cup, the inscription
"the boy is beautiful"- further
arching above the women 6 naiq raArfSq,
augments the playful nature of the scene, but does not preclude an identification of the women as citizens. Are the women whores or wives? Some
have tried to designate them as one or the other, but to categorize them is
ultimately irrelevantfor the meaning of the scene. The intended humor is
clear regardlessof the women's specific social status.
Any perceivedambiguityin so-called genre scenes may have been a deliberate choice by the painter,a strategyfor marketinghis (or her) product.
The viewer sees what he or she wishes to see. This idea is supportedby the
fact that none of the images described as "spinninghetairai"are blatantly
erotic, even the few showing female nudity.Keeping the women s identities
purposelyvaguewould allow a scene to appealto a broaderrangeof potential
consumers, whether in Athens or anywhere the vase might be exported.
Perhaps certain customers would read a particularlyambiguous scene like
that on Douris's cup as depicting hetairai, but they did not have to.
A cup attributed to the Euaion Painter from ca. 460 B.C.(Fig. 6), also
in Berlin, provides another example of a seemingly ambiguous scene often
identified as representinghetairai.37
A seated spinnerappearsin frontalview,
the
She
is surroundedby women who hold
directly addressing
spectator.
various objects (chest, alabastron,oinochoe, and phiale), and conversewith
young men carryingstaffs.The tondo similarlyshows a drapedwoman and
a draped youth in conversation in an interior setting, indicated by a stool.
Presumably on the basis of the cup shape and the male-female interactions, this scene has been described as taking place in a brothel, with the
frontal-faced spinner herself seen as a madam.38But what exactly about
this scene says "brothel"?Everyone is decorously dressed, and the objects
depicted are consistent with those in hundreds of respectable domestic
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Figure 7. Young man kissing woman
as others watch, including woman
with hand loom, hydria by the
Leningrad Painter. Chicago, Art
Institute 1911.456. Gift of Martin A. Ryerson through the Antiquarian Society. Photo R. Hashimoto,
courtesyArt Instituteof Chicago

scenes. As discussed below, Athenian citizen women did not live in the
strict seclusion from men that is often assumed. Why could this scene not
representyoung men and women of a contemporaryAthenian household
going about their day?
Perhapsa viewer could readthis particularscene mythologicallyif he or
she chose. The seated spinner could be interpreted as Penelope, distanced
from those around her, lost in her own thoughts (as the frontal face suggests compare the three-quarterview on the Chiusi skyphos, Fig. 5), yet
surroundedby her female attendants and potential suitors.If one interprets
the scene in this way, the suitors have brought gifts and are attempting
to ingratiate themselves with Penelopes ladies, while she herself remains
apartand aloof. Locking eyes with the vase'sspectator perhaps an upperclass man in the context of an Athenian symposium- "Penelope"shows
her allegiance to her absent spouse. Indirectly,the drinker is assured that
back home, his own wife (if he has one) is remaining faithful even as he
wanders among the andronesof Athens.
More brazen behavior appearson a hydria by the Leningrad Painter,
dating to ca. 460-450: a wreathed, beardless man bending to kiss and fondle a peplos-clad young woman forms the compositional focus (Fig. 7).39
The gesture, certainly unusual in a domestic setting, seems at first glance

39. Chicago,Art Institute 1911.456:
ARV2572, no. 88; BeazleyAddenda1
261. Identifiedas a scene of hetairai
by Moon and Berge (1979, pp. 170171, no. 97), Jenkinsand Williams
(1985), and Keuls (1993, pp. 191, 193,
figs. 175, 176, describedas "the
welcoming of a customer").
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more characteristicof a sympotic or komastic scene. At left stand another
draped young man with staff and a draped woman, both watching the
couple at center. At right appears a second draped woman, holding up
the edge of her himation as though she has just walked into the scene. In
her left hand she holds a hand loom or textile frame;these objects appear
more frequentlythan standing warp-weighted looms in textile production
scenes and may have been used for smaller embroidered textiles or even
sprang hairnets.40Because of the kissing couple, this scene has been read
as a brothel with a trio of female prostitutesgreeting the evening'scustomers. But perhaps the young woman at right is the mistress of the oikos,
catching her young husband as he romances a maidservant.41The wife's
hand loom, by stressing her industry and virtue, makes her husband look
all the more roguish. Instead of being a salacious scene set in a brothel, this
scene could be the ancient Athenian equivalent of a comedy of domestic
manners.
The inclusion of money pouches in textile production and other domestic scenes appearsto be a particulariconographicsticking point in identifying these women.42One of the vases brought into the "spinninghetaira"
debate is a now-lost alabastron attributed to the Pan Painter (ca. 470460 B.C.)on which three figures appear:a seated and diligently spinning
veiled woman, a young man draped in a himation who holds a purse out
to her, and a standing woman holding a kalathos.43A second kalathos rests
behind the spinning woman's chair,while a lekythos and mirror hang in
the field. Because of the woman's spinning, Beazley identified the couple
as husband and wife,44but given the money pouch, others have suggested
something more scandalous.Johann Crome proposed that the scene represents a young man trying to seduce a respectablewoman, a theory recently
upheld by Robert Sutton.45Others maintain that this and similar scenes
show hetairai and male clients.46
To assume that money pouches denote only sex or sexual power is to
assume a narrowperspective.47Spinning may or may not be limited to "respectable"women, nor does money necessarily indicate a caddish man.
Here one should consider images of money pouches in their chronological
context: rarein black figure,they first appearon red-figurevases at the end
40. Clark(1983) suggeststhat these
small frameswere used for making
items with the sprangtechnique,e.g.,
hairnetsand sakkoi;her thesis builds
upon earlier,similarsuggestions,e.g.,
Six 1919. This identificationis further
exploredin Jenkinsand Williams 1985;
their articleincludes an appendixof
scenes showing the small handheld
frames/looms,to which add those listed
in Ferrari2002, p. 257, n. 90.
41. The short statureand contrasting dressof the kissinggirl support
this possibility.For the iconography
of female servants,see Oakley2000,

althoughhe does not discussthis particularvase. For husbandsdallyingwith
servants,cf. Lys. 1.12: a wife jokingly
admonishesher husbandnot to play
aroundwith the maid (althoughshe is
secretlyhaving an affairherself).
42. See Meyer 1988 for imageswith
money pouches.Ferrari(2002, pp. 1416) arguesunconvincinglythat these
arebags of knucklebones(astragaloi)
presentedas gifts.
43. FormerlyBerlin F 2254: ARV2
557, no. 123; BeazleyAddenda1259;
most recently,Sutton 2004, pp. 333334, fig. 17:5.

44. Beazley 1931, pp. 24-25.
45. Crome 1966; Sutton 2004,
p. 336.
46. E.g., Davidson (1997, pp. 8690); Badinou (2003a, p. 88); and see
the sweeping statementof Rosenzweig
(2004, p. 69): "The identificationof the
women as prostitutesis now generally
accepted,"following upon the assertion
that "byofferinggifts or money,they
[the men] could only be afterone
thing: sex."
47. For money pouches as evocative
of sexualpower (an "economicphallus"),see Keuls 1993.
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of the 6th centuryandarefoundmostlybeforethe mid-5thcentury,with
a few laterexceptions.48
Coinageitselffirstappearedin Athensin the 6th
or didrachms,durcentury,beginningwith the so-calledWappenmunzeny
the
of
followed
andlong-lived
the
better-known
Peisistratos,
ing
reign
by
silvertetradrachms
either
near
the
end
of
the
(the"owls")
tyrannyor soon
afterthe Kleisthenicreforms(the date is disputed).49
In the periodwhen
moneypoucheswere most popularon Athenianvases,coinagewas still
new,so it mayhavebeen fashionableto depictthese au courantAthenian
men with pursessuggestingtheiruse of the new medium.50
One couldgo farther.Althoughthe introductionof Atheniansilver
coinagemaynot be directlytied to the adventof democracy,nonetheless
the "owls"had symboliclinks to the democraticcitizen.51Preciousmetal
that had been the purviewof the aristocracy
was given a civicstampand
into
broader
circulation.
The
men
with
put
moneypoucheson vases fit
squarelyinto this new economicsystemand the new democraticpolis,
providingmale viewerswith a model to which they could aspire.That
money pouchescan appearin sceneswith a more aristocraticbent, for
example,scenesof homosexualconversationor courtship,is also suggestive,perhapsservingas exhortationsto the elite to makethe new coinage
partof theirdailylives.
Money pouchescan thus proclaimthe socialstatusof the beareras
a successfulinhabitantof the Atheniandemocraticpolis. In the case of
domesticscenesas on the PanPainters alabastron,
this figurecouldbe the
husband,who engagesin financialmattersbeyondthe oikosandoversees
the flowof goodsandresourcesin andout of the house.As H. A. Shapiro
statesin a recentdiscussionof a cup by Douris,which shows a scene of
homosexualconversationincludinga manwith moneypouch:
The purse... is simplya tokenof the adultcitizenmale.That it is
so conspicuouslydisplayedon manyvasesof this periodhasboth
practicalandsymbolicreasons.Becausethe himationhad no pockets, the onlywayto carrymoneysecurelywas to keepa firmgripon
it at all times.At the sametime, the pursesymbolizedsomething
else (as it alwayshas):the economicpowerandthus freedomand
independenceof the bearer.In the Greekhousehold,it was the husbandandfather,andhe alone,who literallyheld the pursestringsat
all times.52
On the PanPainter'salabastronandothervasesthatdepicta spinning
womanconfrontedby a manwith a moneypouch,the husbandmakeshis
contributionto the household(money)andthe wife makeshers(textiles).
48. Meyer (1988) notes the chronological placementbut does not explore it in detailwith regardto historicalcontext.Vasesdating afterthe
mid-5th centuryinclude a pelike attributedto Polygnotosfrom Rhodes,
Athens 1441:ARV2 1032, no. 56;
BeazleyAddenda2318; Matheson 1995,

p. 339, no. P 61, pl. 48 (she dates this
pelike transitionalto late in the artist's
oeuvre,ca. 435-430 B.C.,and identifies
the figureas a "spinninghetaira");and
an epinetron,Painterof Berlin F 2624
(name vase), from Athens, ca. 440-430:
ARV2 1225, no. 1; Lewis 2002, p. 196,
fig. 5:16.

49. See Trevett2001, pp. 25-28, for
the debateover chronology.
50. See Shapiro2003, p. 102.
51. See Trevett2001 for discussion;
also Kurke1999, esp. pp. 299-331.
52. Shapiro2003, p. 102, citing
furtherMeyer 1988.
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That his coinage is emblematic of the newly democratic polis and her textiles of the traditionalgift-exchange system (still in use) also seems significant.The husband offers money freelyto his wife, suggesting a harmonious
economic partnership (Koivcovia)within the oikos. The scenes also recall
the fact that many women would have had charge of the family'sfinances,
looking after money and household expenses even though their capacity
to engage in public transactionswas limited. Ischomachos tells his wife in
Xenophon's Oikonomikos(7.35-36):
. . . you must receive what is brought inside and dispense as much as
should be spent. And you must plan ahead and guard whatever must
remain in reserve, so that the provisions stored up for a year are not
spent in a month. And when wool is brought to you, you must see
that clothes are produced for those who need them.53
The men'sgesture on the vases, handing over control of the money pouches
to the women, demonstrates respect and trust in their wives' managerial
abilities.
While iconographicambiguityexists in some textile productionscenes,
the majority- especially those Early and High Classical scenes appearing
on "women'sshapes"- can be more easily identified as scenes relatingto the
oikos and representingAthenian citizen women. These images arelikely to
have invoked mythological parallelswith Penelope, Andromache, or even
Helen, but the lack of inscriptions also allows for a contemporaryreading,
permitting female viewers to engage with the images by eliminating the
illusion of distance.54The aristocraticweavers and spinners of myth and
epic are transformed into the citizen spinners and weavers of democratic
Athens.We have alreadypostulated a largelyfemale, largelyGreek audience
for most Early and High Classical textile production scenes, and certain
themes and iconographic consistencies resonate through these images.
There is varietyas well, despite the occasionalchargeof stereotypingamong
Classical scenes of women. A range of quality exists from finely painted to
more carelesslydrawn scenes, implying a broad range of popularity across
economic strata.
A favorite theme is the gathering of women engaged in various tasks,
including textile production, in a domestic setting. In the Archaic period
this subjectwas rare(appearingmost notablyin the well-known black-figure
lekythos by the Amasis Painter in New York),55whereas it was much more
prevalentin the 5th century.Like the Amasis Painter'slekythos, the High
53. Trans.Pomeroy1994, p. 145; see
also commentaryon pp. 281-282 with
other literaryreferences.Cf. also Xen.
Oik.3.15, spokenby Socrates:"Propertygenerallycomes into the house
throughthe exertionsof the husband,
but is mostly dispensedthroughthe
housekeepingof the wife"(trans.Pomeroy 1994, p. 121). See also Blundell
1995, pp. 140-141, citing Ar. Lys.492-

497, in which Lysistrataclaims that
women are capableof runningthe city's
economybecausethey have alwayshad
chargeof the households'finances,and
PI. Lev. 805e.
54. Cf. Osborne 1991, p. 262 (in
speakingof hunt sceneswith men).
55. New York31.11.10:ABVISA,
no. 57; BeazleyAddenda245. Also note
a black-figureneck amphoraattributed

to the Three-Line Group,ca. 520 B.C.,
LouvreF 224:^5^320, no. 5; Neils
1996, pp. 186-188, fig. 8:7. Neils has
persuasivelyarguedthat the seven
wreathedwomen workingon one side
of the neck amphoraarepreparingthe
Panathenaicpeplos, an interpretation
supportedby the representationof
Athena (togetherwith other deities)
on the opposite side.
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Classical pyxis by the Painter of the Louvre Centauromachy illustrated
above (Fig. 3) alludesto severalsteps in the woolworking process,including
a woman with a distaff and another with a hand loom or textile frame.56
These two women appear before an open door leading to a bedchamber
with the klineinside clearlyvisible and decoratedwith patterned
(Gdtaxuoq),
The
woman with a distaff- like the seated spinner on the Euaion
bedding.
Painter'sBerlin cup (Fig. 6)- turns her head to gaze with frontal face, a
gesture that brings the presumably female viewer more actively into the
image and invites her to see elements of her own experience.57Elsewhere
a standing woman displays a finished textile, perhapspreparingto fold and
store it in the open chest held by the woman next to her.This figure recalls
the responsibility of a wife to oversee the household's goods and belongings.58We can compare a now-lost stamnos by the Copenhagen Painter,
with a scene representing two women folding a length of patterned cloth
next to a large chest.59
Similargenial gatherings can be found on a pyxis by the Phiale Painter
in Vienna (Fig. 8), and one by the Painter of Philadelphia 2449 in New
York, the shape of the pyxis lending itself well to such compositions.60
The Phiale Painter's Vienna pyxis again depicts an open thalamosdoor
with kline visible inside (Fig. 8, left). Here a woman busily spins in front
of the door, as another woman stands before her with an alabastronand
small chest. The seated and standing women throughout this scene hold
objects typical of domestic settings, including a mirror,hand loom (Fig. 8,
right), more chests, and so on. A kalathos rests on the ground, and a second alabastronhangs in the field. The New York pyxis by the Painter of
Philadelphia 2449 includes six standing and seated women in a domestic
environmentindicatedby an Ionic column. One of these is a woman carding
wool over her bare leg, the cheeky motif of the Douris Berlin cup (Fig. 2)
transposed into a less suggestive setting.
56. LouvreCA 587: ARV2 1094,
no. 104; BeazleyAddenda2328; Lewis
2002, p. 63, fig. 2:1 (describingit, without explanation,as a wedding scene).
Keuls (1993, p. 118, fig. 101) describes
the scene as "anxiouswoman with
distaffin front of bridalchamber"(caption). Note that althoughmost identify
the object in the woman'shand as a
distaff,it also resemblesa mirror.Sometimes the distinctionbetween mirror
and distaffis difficultto discern;see
Frontisi-Ducroux1995, esp. pp. 122123, on this vase and similarscenes,
and Frontisi-Ducroux1997.
57. Frontalfaces:Frontisi-Ducroux
1995; MacKay2001. MacKayposits a
conceptualsimilaritybetween frontal
faces in black-figurevase painting and
the poetic device of the apostrophe
(literally,"turningaway").She points

out that "black-figurevase paintersuse
the immediacyof their frontal-faced
figuresto provokean emotional
reaction"(p. 31). The same could be
said of red-figurepainterslike the
Euaion Painterand the Painterof the
LouvreCentauromachy.FrontisiDucroux also discussesthe apostrophe
theme. I thank Bonna Wescoat for
leading me to MacKays work.
58. Cf. Jenkins 1985, pp. 111112.
59. ARV2257, no. 17 (once Paris);
Lissarrague1995, p. 93, fig. 2; Goldberg 1999, p. 147, fig. 9:4. The reverse
of this stamnosdepictedthe departure
of a young man as a woman poureda
libation.Lissarrague(1995, p. 93)
describesthe juxtapositionof these
two scenes as an "opposition,"but I
would instead describethem as com-

plementary,alludingto the "things
outside"and "thingsinside"that form
the domain of the respectivegenders
(Xen. Oik.7.30; see below,p. 310 and
n. 92). The vieweris remindedthat
while the young man is away,the
woman looks afterthe household
goods. See also a white-groundlekythos nearthe ProvidencePainterin a
Germanprivatecollection,which
shows a woman preparingto place
folded textiles in a largedecorated
chest: Oakley2004, p. 25, fig. 6.
60. Pyxis by the Phiale Painter,
Vienna 3719: Oakley 1990, p. 90,
no. 144bis, pls. 118, 119. Pyxis by the
Painterof Philadelphia2449, New
York06.1117: ARV2 815, no. 3; BeazleyAddenda2292; Lewis 2002, p. 65,
fig. 2:3.
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Figure 8. Woman spinning and
woman with alabastron and chest
(left), and women, including one with
hand loom (right), pyxis by the Phiale
Painter. Vienna, Kunsthistorisches
Museum 3719. PhotoscourtesyKunsthistorisches
Museum,Vienna

61. Ferrari 2002, p. 57.
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In her recent book, Ferrari argues that scenes such as these do not
reference the oikos at all, but instead represent young parthenoi before
marriage:
It is apparentthat the scenes of wool- working concern neither
domestic husbandry nor, strictly speaking, the persona of the dutiful
wife in the context of the family.These pictures show that spinning is the mark of females who are maidenly,beautified by scents,
rich clothes, and ornaments, and attract suitors who come bringing
tasteful gifts. They are blushing maidens,parthenoiaidoiai, who live
together in nymphlike community, sharing simple tasks and pleasures, such as working wool, gathering flowers and making garlands,
playing ball, and dancing. Marriage puts an end to this state of
affairs:in the depiction of beauty and courtly love there are few, if
any, references to homes and husbands. One concludes that, while
in real life, making clothes may have been the most important task
of the good wife, in the imaginary world depicted on the vases, signs
of wool- working are predominantly attached to pretty girls
it
is a fact that in the literary representationsof women wool-work is
predominantly an emblem of maidens.61
These broad generalizations do not mesh well with the visual imagery,nor
indeed with the literarysources.In the Iliad and Odyssey,Helen, Penelope,
and Andromache- all marriedwomen- are prominently associated with
weaving and textile production. Ferrariattempts to make Helen and Penelope fit her model by saying that while Odysseus is away, Penelope is
"in the same position as a parthenos"and that Helen "is the paradigm of
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the temptress, not the wife."62These explanations do not do justice to the
way in which the woolworking of these two women is presented in the
epics. Helen weaves (//. 3.125-128) and supervisesher attendants'weaving
(//. 6.323-324) when she is the "wife"of Paris at Troy, lending an element of legitimacy to their relationship. She then spins and weaves in the
Odysseyafter she has been reinstated as the wife of Menelaos (Od. 4.131136), a textual image that metaphoricallyreinforcesthe returnto normalcy
in their marriage,and she makes a gift of a robe she wove to Telemachos
(Od. 15.104-108, 123-129). Meanwhile, Penelope's weaving in the Odyssey signifies her metis in attempting to maintain her oikos and her marriage to Odysseus, suggesting by extension her like-mindedness (ouo(ppoawq) with her husband; both are suggested visually on the Penelope
Painters skyphos (Fig. 5).63Penelope refers to herself as a "wedded wife"
(Od. 16.431-432) and does not considerherself eligible, regardlesswhat the
suitors think.
In the same way, textile production on Classical Athenian vases- especially spinning, since representations of carding wool and weaving are
less common- is placed within a larger series of symbols that reference
marriageor otherwise evoke the world of the oikos. We cannot go so far in
most cases as to call a specific figure a bride, but the concept of the married
woman is prevalent. Glimpses of the marriagebed, as on the pyxides by
the Painter of the Louvre Centauromachy (Fig. 3) and the Phiale Painter
(Fig. 8), are prime indicators, implying the existence of a husband even
when he is not physically present. So too the occasional inclusion of children (Fig. 1), a motif discussed below. Even adornment as a general theme
recalls the world of the wedding and of marriedwomen. In a few specific
cases, for example,textile workersarejoined by female figureswho tie their
sashes or girdles (sometimes while holding the overfold of their chitons
in their teeth), a motif that has been linked to nuptial adornment. One of
these is an unattributed kalathoid vase in Durham (Fig. 9), dating to ca.
440 B.C.,with six figures:a standing woman with kalathos,a seated woman
working on a hand loom, a standing draped woman, a young woman tying her girdle, a seated woman with mirror,and a standing woman with
plemochoe and alabastron.64Perhapsthis unusualvase a ceramicversion
62. Ferrari2002, pp. 57-58.
63. See Vetter2005, pp. 33-61, for
Penelopes weavingand the theme of
homophrosyne.

64. Universityof Durham:Williams
1961; Keuls 1993, p. 115, fig. 100. First
publishedin Stackelberg1837, pl. 33,
where it was said to have been excavated on the Mouseion:Williams 1961,
p. 27. The vase is unattributed,but
Williams posits some relationto the
BarclayPainter.The vase has a break
at the face of the girl tying her belt
(Fig. 9:d, restoredin the line drawing),
so it is not clearwhether she originally

held part of her belt in her teeth as is
sometimes seen on contemporaryvases.
Keuls (1993, pp. 114-115) believes the
figureinstead to be loosening her belt,
a more overtlysexualsuggestion.Two
other scenesjuxtaposingbelt-tying and
textile productioncan be seen on a
hydriaby the PersephonePainter,
Naples 126055 (ARV21013, no. 13;
Sabetai1997, p. 323, fig. 8); and a
hydriaakin to the Clio Painter,Newton, Walston Collection (ARV21083,
no. 1). For the motif of a young woman
tying her girdle, see Sabetai 1997,
pp. 321-328.
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Figure 9. Drawing of women on
kalathoid vase, one holding hand
loom. Durham, University Museum.
Stackelbergl837,pl.33

of an actual object employed in textile production- served as a wedding
present or a funeraryoffering.65
While groups of women alone are popular, men occasionally appear
in woolworking scenes. Although Ferrarisuggests they are suitors for the
hands of parthenoi and classifies the images as "receptionscenes,"66more
likely the men arehusbandsshown in the context of the oikos. These representations can have an iconic, tableau-like quality;the husband often does
not interactwith other figuresin the scene, but instead watches quietly.On
a hydria akin to the Clio Painter in Munich, illustrated above (Fig. 1), the
wife who sits spinning becomes the fulcrum of the composition, her wool
shown in added white to give it special emphasis.67At right stands her
young husband, holding a staff signifying that he is an active contributor
to the household, someone who goes out into the city and takes care of
business. The staff also communicates his manliness (dvSpeia) by making
clear that he does not spend his whole day at home with the women and
children, a situation that would be most shameful (cf. Xen. Oik. 7.30).
A woman with chest, at left, and a small nude boy with toy hoop complete

65. For ceramickalathoi,see Williams 1961, with a list of the six such
vessels known to the author.Of those
known, the kalathoidvase currentlyin
Durham (the focus of Williams's
article)and anotherin Berkeley(Lowie
Art Museum 8/3342) featurescenes of
women and arelikely to be wedding
presents.Kalathoiare representedon a
numberof funerarywhite-groundlekythoi, e.g., an unattributedwhite-ground
lekythos showing woman and kalathos,
Compiegne,Musee Vivenel 1045;
unattributedwhite-groundlekythos
with woman, alabastron,and kalathos,
BrusselsA 1687; unattributedwhitegroundlekythoswith seatedwoman
and kalathos,Berlin,privatecollection,
Gehrig 1975, no. 230; unattributed
white-groundlekythoswith woman,
wreath,and kalathos,currentlocation

unknown,once Sotheby'sNew York,
May 16, 1980, no. 181; white-ground
lekythos attributedto the Bowdoin
Painter,Houston 34.131 {ARV2687,
no. 210bis; Paralipomena
407; Beazley
Addenda2280; Keuls 1993, p. 250,
fig. 226); white-groundlekythosby the
TimokratesPainterwith two women
and kalathos,Athens 12770 {ARV2
743, no. 7; Oakley 2004, p. 45, fig. 15).
Two white-groundlekythoi by the
Achilles Paintershow kalathoistanding on women'stombs, Vienna 3746
and Amiens, Musee de Picardie
3057.172.33 (see n. 16, above).Comparea stone gravemarkerin the form
of a kalathosand chest, Athens 1052:
Lissarrague1995, p. 96, fig. 7. Compare
also gravestelai that depict Athenian
citizen women workingwool together
with female companions(servants?)

and sometimes children,e.g., Berlin
K 61: Kosmopoulou2001, p. 301,
n. 220; Stears2001, pp. 110-111, fig. 3.
Other gravestonesshowing single
women workingwool (see Kosmopoulou 2001 and Stears2001 for lists and
discussion)may depict citizen women,
but may also show lower-classAthenian workingwomen, metics, or slaves;
the evidenceis inconclusive.As Stears
(2001, p. 113) points out, the relative
paucityof scenes on gravestoneswith
referencesto woolworking(only about
14 examples)is surprising.
66. Ferrari2002, pp. 235-240.
67. Munich SL 476: ARV2 1083,
no. 2; BeazleyAddenda2327\ Beaumont
2003, p. 76, fig. 12; Sutton 2004,
pp. 340-341. Sutton points out the
significantdetail that the woman is
veiled, confirmingher status.
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the scene. The kalosinscription above the heads of the figures may specifically refer to the seated woman, literally labeling her a beautiful wife and
mother,68or it may be a more generalized comment on the larger scene
(e.g., proclaiming it a kalosoikos).
Depicting husband and wife together in the physical space of the
house points up the legitimacy of their relationship. Athenian marriage
was defined not by a single proceduralmoment or a legal document, but by
a series of "communallywitnessed rituals and household events," a social
process.69The formalbetrothal,wedding procession (a common subjecton
vases), and wedding feast were among these, but so were "the setting up
of a new household [synoikein]and the birth and recognition of children
Scenes such as that on the Munich hydriavisualize these
[paidopoiein\."1Q
ideal circumstances of a legitimate marriage, opening up the normally
reclusive oikos for all to see. A similar composition appearson the name
vase of the Painterof London E 215, where the spinning woman is flanked
by a female attendant holding a chest and a bearded, wreathed man with
a staff71On a hydria by the Kassel Painter in Brussels, two women frame
the spinner, the entire trio observed by a wreathed, beardless man with a
staff;here and on the hydriaLondon E 215, the wreaths suggest that these
men are bridegrooms.72
The theme of the oikos is further reinforced in scenes in which the
husband is shown bringing money or other objects to his wife.73The motif
of the money pouch has already been discussed with reference to the
debate over "spinning hetairai"- with the suggestion that many scenes
presumed to depict hetairai may show a husband presenting money to his
wife as a sign of his financial prosperity- but men can bring other objects
as well. An unattributed alabastronin Paris (ca. 470 B.C.)shows a young
man leaning on his staff and presenting a fillet to a young woman, who
sits before a kalathos and holds a wreath. Inscriptions confirm their status
as a married couple: r\ vt>uxpr|
kccAti("the bride is beautiful") and Tiuo8r|uo<;kocA,6<;.74
Most practicalin terms of textile productionscenes areimages in which
the husband brings raw wool to his wife. On a pyxis by the Veii Painter
(ca. 470-460 B.C.),a woman wrapped in her himation sits before a kalathos
filled with wool (indicated in added white), holding a ball of wool in her
hand (Fig. 10, left).75A young man, presumablyher husband,stands on the
other side of the kalathos, a leg of meat in his right hand and a ball of wool
68. Sutton (2004, p. 341) suggests
that the viewer is probably meant to
understand raA,A,6<;
(beauty) or KaAicx;
(with the term used as an adverb)
rather than the masculine adjective
KaXoc.

69. Patterson1998, p. 109; see also
Patterson1991.
70. Patterson1998, p. 109.
71. London E 215: ARV2 1082,
no. 1; Beazley Addenda2 327; Beard
1991, p. 22, fig. 4.

72. Brussels A 73: ARV2 1085,
no. 25. Compare another hydria by
the Kassel Painter with centrally seated
spinner (frontal body, profile face)
holding both spindle and distaff,
woman with box at left, and beardless
standing man with staff at right,
London E \9?>:ARV2 1085, no. 30;
Beazley Addenda2 327. A mirror is
suspended above this spinner's head.
73. Gift-giving is the focus of Sutton s doctoral dissertation (Sutton

1981), and is furtherdiscussedin his
laterwork, most recentlySutton 19971998 and Sutton 2004. Lewis (2002,
esp. pp. 185-189) also discussesthese
scenes.
74. Paris,Cab. Med. 508:ARV2
1610; Sutton 1992, p. 20, fig. 1:6;Lewis
2002, p. 32, fig. 1:16.
75. Mount Holyoke 1932.5.B.SII:
ARV2 906, no. 109; Beazley Addenda2
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Figure 10. Woman sitting by a kalathos (left), and man holding leg of
meat and ball of wool (right), pyxis
by the Veii Painter. South Hadley,
Mass., Mount Holyoke Art Museum
1932.5.B.SII. Purchased with the
Psi Omega Fund in honor of Mary
Gilmore Williams, class of 1885.
Photos courtesyMount Holyoke Art
Museum

76. Buitron (1972, p. 116) identifies
the woman and man as both holding a
ball of wool, but identifiesthe alleged
leg of meat as a length of cloth. The
leg-of-meat identificationis found on
the BeazleyArchiveonline database
and is followed by Lewis (2002, p. 186);
Lewis, however,identifiesthe object
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in his left, the latter extended toward the seated woman (Fig. 10, right).76
The leg of meat recalls the meat obtained from public sacrificesthat could
be brought home and eaten, with both meat and wool demonstrating the
capabilities of the husband to look after his family.A pair of closed doors
(not visible in Fig. 10) emphasizes the house setting.
Sutton has persuasively argued that the principal scene on an unattributed epinetron found in Attica and dated to ca. 430-420 (Fig. 11)
also shows a husband s contribution to the oikos, bringing "rawmaterials
Like the Veii
from the outside into the house for his wife to transform."77
Painter'spyxis, this scene stresses true partnership between husband and
wife in the maintenance of home and family.The composition is bracketed
by a standing loom, or histos,at left and a partiallyopen door at right, both
of which visually anchor the image but also provide symbolic focus. Left of
center sits a woman combing or cardingwool into a kalathos, an epinetron
placed on her knee. Behind or beside her at far left is a woman working
at the histos.A third woman to the right of the seated figure seems to be a
spinner with a distaff, although the scene is badly preservedin this area.A
young bearded man dressed in a himation has just emerged from the open
door at right, holding a basket with a handle; the round objects inside the
the woman is holding as a fruit and
describesthe mans second object only
as "anotherroundobject."Ferrari(2002,
p. 31) identifiesthe scene as one of
courtshipand says the young man and
seatedwoman hold balls (of the recreational variety).However,the proximity
of the two roundobjectsto the kala-

thos, and the use in all three cases of
the addedwhite, suggestballs of wool.
77. Athens 2179: Badinou2003b,
p. 152, no. E57, pl. 30; Sutton 2004,
pp. 336-337, fig. 17:7;cf. Sutton 1981,
p. 224. Sutton believes the epinetron
may be attributableto the Codrus
Painter.
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Figure 11. Drawing of oikos scene,
including man bringing wool to
working women, on an unattributed
epinetron. Athens, National
Archaeological Museum 2179.
Robert 1892, pl. 13

baskethavebeen plausiblyidentifiedas lumpsof rawwool.78The shape
of the epinetronitselfis meaningful,sincean epinetronwas placedovera
woman'skneeto assisther in combingwool. Decoratedceramicepinetra
suchas this one, however,weresurelynot meantto be used.Suchdecoraasweddinggifts,votiveofferings,
tiveobjectswouldhavebeenappropriate
or funeraryequipment.79
Mortalsare not the only charactersdepictedon the epinetron.The
wingedfigureof Eros appearsin the scene as well, suspendedabovethe
seatedwomanandpreparingto crownher.His presenceelevatesthe scene
andthe occupationof the womanwhile introducingthe themeof marital
affection.Erosis a frequentvisitorto womenin Classicalimagery;whereas
themesof homosexual
previouslyhe hadbeen associatedwith aristocratic
now
harnessed
for the democratic
his
is
affectionand courtship, power
oikos.80SometimesErosis the onlymalecharacteramongwomen,serving
fora husband.Thus,on a hydriaattributedto
asalmostavisualreplacement
the KensingtonPainterin London,awomansitsdemurelybeforea kalathos
as a life-size Erosflies in fromthe rightbearinga fillet or sash.81
In othercases,Erosappearstogetherwith a couple,personifyingtheir
attractionand maritalbond. On a hydriaakinto the Clio Painterin the
HearstCollection,illustratedabove(Fig. 4), a seatedwomanat left waits
for her bridegroomor husband,claspingher knee in eageranticipation.
78. Robert 1892, followed by Sutton
1981, p. 224; 2004, p. 337. Compare
an unusualhydriaby the Painterof the
YaleOinochoe depictinga standing
woman who bends over a kalathos,
either removingfrom it or placing in it
a bundle of rawwool, Houston 80.95:
Shapiro1981, pp. 132-133, no. 51;
Lewis 2002, p. 64, fig. 2:2. Raw wool is
held by the centralstandingwoman on
a hydriaby the LeningradPainter,
Rhodes 13261:ARV2571, no. 82;
Beazley Addenda1 261; Keuls 1983,

p. 227, fig. 14:37.The man with an
empty sack at left may have brought

the wool to the group of working
women in the scene.
79. Some undecoratedceramicepinetrahave a rough surfaceat the top
where unspunwool could be carded;on
these and other decoratedexamples,
however,the surfaceis smooth and
painted to resembleworkingepinetra.
For epinetrain general,see Mercati
2003; Badinou2003b.
80. For this theme of Eros, see Sutton 1997-1998.
81. London E 187:ARV2 1071,
no. 2.
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Above her head flutters a smaller figure of Eros, holding a long fillet or
length of cloth; perhaps this is the belt or sash that will be put on by the
bride/wife, only to be taken off laterby the groom/husband.82The woman's
gaze locks with that of the man standing before her, who is wrapped in
a himation, wears a wreath, and holds a staff indicating his social status.
Inscriptions proclaim their mutual desirability: kalos above the head of
the man, kale next to the seated woman. At the right of the scene and
observing the couple stands a woman holding a kalathos, an object that
suggests the domestic occupations of the women of the household and, as
I propose below, also acts as a metaphor for the woven fabric of marriage
and the oikos.

TEXTILES IN THE OIKOS AND THE STATUS
OF WOMEN
In the last few decades, as the issue of the roles of Athenian women in
society has come to the scholarly forefront, scenes of textile production
and other "women'swork"have played a significant role in the discussion
of the status of women. With these discussions come questions:Do scenes
of women's work suggest oppression, or empowerment? Often using the
same visual evidence, scholars have reached drastically different- even
diametricallyopposed conclusions.
Central to the debate, whether explicitly stated or not, is the physical relation of women to the space of the house. Traditionally,building
on Vitruviuss description of Greek houses and on other ancient literary
sources (e.g., Xenophons Oikonomikos),scholars have assumed that certain spaces of the house were set aside for the exclusive use of women, the
so-called women's quarters(yuvoukcovitk;,alternatively,Yi)vaiKe{a).83The
most extremeinterpretationsbuilding upon this assumptionposit a scenario
in which women were not allowed to enter areasof the house where they
might encounter men. An influential article by Susan Walker published in
1983 helped promote these ideas.84While Walker s article represented a
watershed in archaeologicalinquiry by focusing on Greek domestic space,
with little evidence she took Athenian house plans and labeled parts as
"women'squarters"and the rest as areasfrequentedby men. Her conclusions
have been unquestioninglyacceptedby many scholarsworking subsequently
on women'sissues and iconography,despite the extensive critiquethey have
received in scholarship devoted to Greek domestic space.85
82. San Simeon, Hearst Collection
529-9-589 (formerly10004):ARV2
1083, no. 3. Cf. the expression"loosening the belt,"a metaphorfor marital
sex. Belts or sashescould be dedicated
to Artemis priorto the wedding night:
Oakleyand Sinos 1993, pp. 14-15.
83. For the literarysources,see
Antonaccio2000 (who ultimately

debunksthe seclusion scenario).
84. Walker1983.
85. For the adoptionof Walker's
thesis, see, e.g., Fanthamet al. 1994,
pp. 103-104 (reproducingWalker's
plan as fig. 3:17) and Blundell 1995,
pp. 138-139. Referencesto "women's
quarters"aboundin Reeder 1995.
Leader(1997, p. 689) speaksof the

"gendereddivision"of the Greek house,
also citing Walker.Walker'smethodology and conclusionshave been critiqued by Jameson(1990a, 1990b),
Nevett (1999), Goldberg (1999), and
Antonaccio (2000), all of whom provide specificstudiesof domestic space
(as opposed to historicalor iconographicdiscussions).
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Those who have followed Walker in her interpretationof house plans
have tended to read scenes of textile production on vases as confirming the
repressionof Athenian women, who were thus confined to the gynaikonitis
and exploited as free laborby a domineeringpatriarchalsociety.86Eva Keuls,
for example, remarks when speaking about weaving and fountainhouse
images, that "the two chores both manifest the economic exploitation of
women as a source of cheap labor, but the societal consequences of each
are different, and in fact opposite: home textile-working was and, in some
parts of the world, still is, a mechanism for the restriction of women to
Spinning and weaving are seen by Keuls and others as
private quarters."87
dull, tedious chores that keep women in their place, in this case a literal,
circumscribedspace. From such a perspective,the closed doors sometimes
visible in scenes of textile production are read as evidence for women's
enforced seclusion and signs of their virtualimprisonment.88By extension,
the men who sometimes appearin textile production scenes are seen as at
best visitors, at worst intruders, into the women's space (or, alternatively,
the group is interpretedas clients with hetairai to explain the male-female
interaction).89
Recent historical scholarship has modified this traditional interpretation of women's roles within the oikos and questioned the paradigm of
seclusion. Indeed, the concept of female seclusion in Classical Athens
originated with 19th-century male perceptions of women's ideal roles,
fed by Victorian sensibilities with more than a hint of Orientalism; ironically, this view continues to be promoted by many feminist scholars with
a different agenda.90More moderate in perspective, but no less feminist
in outlook, is the proposition that gender roles in the Athenian family
were fluid, and that seclusion was a literary construct more than a working reality.91
There is no denying that certain activities were considered appropriate for men, and others for women; Ischomachos in Xenophon's Oikonomikosspeaks of the activities of men as xote^co(things outside) and those
of women as xocev8ov (things inside).92Textual and iconographic evidence, however, suggests that citizen women were not demeaned through
this separation of functions. Both genders were considered important
for the propagation of the oikos and the city as a whole.93In Aristotle's
Politics, although the husband is portrayed as ruling over his wife, the
86. E.g., Keuls 1983, 1993; Petersen
1997. Also, Sebesta2002, p. 127:
"Throughmarriage,she [the bride]
becomes a woman whose sexualityis
containedby the household,and her
workingwith wool signifiesher sexual
submissionto the orderof her husband
and her city."
87. Keuls 1983, p. 210.
88. E.g., Keuls 1983, p. 216, referring to the closed doors seen on some
pyxideswith woodworkingscenes.
89. E.g., Beard(1991, p. 23), who

speaksof the husbandon the hydria
London E 215 (see n. 71, above)as if
he "canonly be a passingvisitor in the
confinesof the women'squarters."
Keuls (1993, p. 243) misreadsthe staffs
held by men in many of the domestic
scenes:"When men do appearin the
gynaikonitisin a vase painting,they are
frequentlyshown with a walking stick,
as if they were making a visit to an alien
realm."
90. See the historiographicaldiscussionsin Katz 1995; Patterson1998,

esp. pp. 39-42, on late-20th-century
scholarship;and Spencer-Wood1999.
91. See Cohen 1989 and Patterson 1998, pp. 125-129, as well as the
archaeologicaldiscussionsnoted below.
92. Xen. Oik.7.30; see Pomeroy
1994.
93. For the idea that both men and
women shareda concernin the maintenance of the oikos and its relationship
to the polis, see, e.g., Foxhall1989;
Patterson1998; and Nevert 1999,
pp. 13-20.
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marital relationship in general is classified as a koinonia, a type of partnership (1259a-1259bl0),94 and a similar attitude is found in Xenophons
Oikonomikos(e.g., 7.12-30). In the Rhetoric(1361a), Aristotle states:"The
community needs both male and female excellences or it can only be halfblessed."95Although Athenian-born free women were not classifiedas true
citizens in the sense of political participation, texts do describe them as
ocotou,a term comparable to the male otcxoi with regard to membership
in the community.96
Recent reexaminationof Greek house architecturesupportsthe model
of gender fluidity in spatial environments and similarlyproclaims the idea
of seclusion an oversimplification.97Here one is faced with a challenge
in that few domestic sites have survived intact, and those which have
were not always excavated thoroughly or with exacting documentation of
household finds. In Athens, study of 5th-century dwellings is complicated
by the continuous occupation of the city. Even those few ancient houses
that have been uncovered,while they may have been initially built during
the 5th century,underwent substantialmodifications in design during the
centuries that followed. It is not possible to discern their 5th-cenrury plans
with precision, even at ground level; missing too are any upper floors that
they may have had.
The extant remains of Classical Athenian houses suggest variety of
size and plan according to the location of the house (urban, suburban,or
extraurban) and the financial means of the homeowner.98 In general,
these houses are relatively modest in size and design. One is reminded of
Demosthenes' hyperbolic comparisonbetween houses of his day and those
of previous generations (i.e., the 5th century):
Out of the wealth of the state they set up for our delight so many
fair buildings and things of beauty, temples and offerings to the
gods, that we who came after must despair of ever surpassingthem;
yet in private they were so modest, so careful to obey the spirit of
the constitution, that the houses of their famous men, of Aristides
and Miltiades, as any of you can see that knows them, are not a whit
more splendid than those of their neighbors.99
Some of the urbanhouses, especiallythose in the block of houses discovered
south of the Agora s South Stoa on the northern slope of the Areopagos,
are so small that any postulated separation of the sexes does not appear
94. In the full passage(Pol. 1259a381259bl0), Aristotle comparesthe
husband-wiferelationshipto that of
one citizen rulingover the other,but
differentfrom the "despotic"relationship between masterand slave and the
"monarchical"
relationshipbetween
husbandand child. See discussionof
this passagein Patterson1991, p. 53,
n. 32. Also comparethe discussion
of the relationshipbetween husbands
and wives set forth in Aristotle's

Nichomachean Ethics (1160b34-35,

1162al6-24).
95. Trans.Blundell 1995, p. 186.
96. Patterson1986. The feminine
designationnoXixxq equivalentto the
which implies a citizen
male noXizr\<;y
with politicalparticipation- is rarein
the literarysources.Athenian daxoi/
doiou areclearlydifferentiatedin texts
from Eevoi(outsiders,foreigners).
97. E.g., Jameson 1990a, 1990b;
Nevett 1994, 1995, 1999; Goldberg

1999; and Antonaccio 2000.
98. See Nevett 1999, pp. 83-91;
Goldberg 1999; andTsakirgis2005 for
recentdiscussion.
99. Olynthiac3.25, trans.J. H.
Vince, Cambridge,Mass., 1930.
Comparediscussionof this passagein
Ault 2005, p. 141. It is importantto
keep in mind, however,that the grander
residentialneighborhoodsof ancient
Athens, if they existed,may have simply not been discoveredyet.
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Figure 12. House Avii4 at Olynthos,
plan indicating artifact distribution.
Tentative functions of the rooms:
(a) unknown; (b) multipurpose room,
probably used for weaving and storage; (c-e) kitchen complex and flue;
(f ) pastas; (g) storeroom; (h) shop or
workshop belonging to homeowner;
(i) court; (j, k) anteroom and andron.
Cahill 2002, fig. 22, courtesyN. Cahill and
YaleUniversityPress

physically possible.100Even in larger houses, such as houses C and D near
the Great Drain, or the more rural Dema house outside the city,101the
spatial design seems more concerned with protecting the property and
privacyof the entire oikos ratherthan segregating male and female family
members from each other. Female residents may have avoided unfamiliar
male visitors, but this is not synonymous with strict segregation.
Comparisonwith house plans from other sites (and again there is a paucity of 5th-century remains) supports this general model. Both in Athens
and beyond, the courtyard (oc\>^r|)formed the spatial focus of the house
plan, with the most common configuration featuring an aule onto which
a series of rooms directly opened. The aule could be bracketed on one side
by a covered portico if there was space for it; this portico (often termed a
naoxaq) could include one or more columns or piers, and rooms opened
onto it. Few rooms opened into spaces other than the aule or pastas. The
4th-century houses at Olynthos exemplify the pastas house type (Fig. 12),
although some surviving houses in Athens also suggest the incorporation
of coveredporticoes, usually smallerin scale than those at Olynthos.102The
inward-facing design of the oikoi implies fluid communication between
domestic spaces and their inhabitants.
Most houses at Olynthos and other sites include a room that can be
recognized as an &v8pcbv(literally,man'sroom) for sympotic use, by virtue
of its off-center doorway and, at Olynthos, sometimes elaborate mosaic
floor.The evidence for specificallydesignated andronesin Athenian houses

100. Thompson 1959, pp. 98-103;
AgoraXLV,pp. 177-180. See also Goldberg 1999, pp. 149-150; Nevett 1999,
pp. 86-87; andTsakirgis2005, pp. 6769, for recentreexaminationof the
house plans and archaeologicalevidence.This block of houses is among
those that Walker(1983) attemptedto
split into men'sand women'squarters.
101. For houses C and D, see
Young 1951, pp. 202-228; AgoraXIV,
pp. 173-177; see also Nevett 1999,
pp. 88-90 andTsakirgis2005, pp. 7677, for recentconsideration.For the
Dema house, see Jones, Graham,and
Sackett 1962; Nevett 1999, pp. 83-85.
102. E.g., three of the houses in the
block on the north side of the Areopagos,where each small portico seems
to be supportedby a single column:
Thompson 1959, pp. 98-103; Agora
XIV, pp. 177-180; Nevett 1999,
pp. 86-87.
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is less clear; among houses that have been excavated, only two have such
a distinctive space.103In Athens, it is possible that even the andronspace
was a fluid one, with certain rooms being used for domestic activity during the day and pressed into service as a sympotic space when necessary.104
Literarysources suggest that Athenian andronescould be finely decorated,
including with textiles (e.g., Ar. Vesp.1215). The andronwas not necessarily
segregated spatially from the rest of the house. At Olynthos, the andron
was often located in the center of the house, and male visitors had to pass
through the auleto reach it (Fig. 12). Presumablyon such occasions female
residents avoided making contact with male visitors with whom they were
not acquainted.The space of the temporary or permanently fixed andron
might rightly earn its sobriquet of "mens room,"but the term gynaikonitis,
rather than describing an equivalent, separatewomen s space, may simply
indicate the rest of the house beyond the andronythat is, the places where
the family'swomen can be found.
In addition to the study of house plans and design, the burgeoning
archaeologicalinvestigation of domestic assemblages supports the idea of
fluidity in domestic spaces, and is of particularinterest for the interpretation of textile production scenes. Unfortunately, domestic finds were not
always carefullycatalogued in past excavations;the site of Olynthos is an
important exception, given the diligent work of David Robinson and the
Nicholas CahilTs
excavation team from the University of Pennsylvania.105
recent analysisof the site s domestic finds greatlyenhances our understanding of activities within the oikos.106For example, loomweights and other
domestic objects in Olynthian houses indicate that women's work took
place in a number of different spaces, not all located in the same part of
the house and not all indoors. Looms were set up in well-lit rooms directly
accessible to the inner courtyard or adjacent to some other light source.
Alternatively (although apparentlyless commonly), looms could be placed
in the courtyarditself or in the adjoiningpastas.The finds of house Avii4
(Fig. 12) included 16 loomweights on the floor of the court (room i on
the plan), perhaps from a loom, while seven loomweights were found in
the court of house Aiv9.107House Biv5 included 19 loomweights against
the south wall of the pastas.108
Cahill estimates that of those spaces that appearto have been used for
weaving at the time of Olynthos s abandonment, about a quarter(at most)
are courtyardsand pastadesywith the rest being enclosed or semienclosed
103. One of the three Classical
houses beneath the Late Roman house
on the north slope of the Areopagos
(Shear 1973, pp. 146-156), and the socalled House of the Greek Mosaic in
the valleybelow the Pnyx (Thompson
1966;AgoraXIV, pp. 180-182). See
alsoTsakirgis2005, p. 69.
104. Goldberg 1999, pp. 152-153;
Tsakirgis2005, pp. 69, 77-78.
105. Publishedin the Olynthusseries
(1929-1952).

106. Cahill 2002, esp. pp. 74-193.
107. House Avii4: Cahill 2002,
104.
The loomweights in the court
p.
were scatteredabout,so they may have
been left over from a loom set up earlier.House Aiv9: Cahill 2002, p. 109.
As Cahill points out in the lattercase,
seven loomweights are not enough to
outfit a loom, so he suggeststhat they
representdebrisfrom an earliertime,
and that a loom was not actuallyset up
in that spot at the time of the houses

abandonment.In general,it is not easy
to tell whether small groupsof loomweights representa loom set up earlier
in that place or some other form of
debris.In a laterarticle,Cahill (2005,
p. 58) suggeststhat house Aiv9, by
virtue of the largenumberof loomweights found in the house and its
proximityto the agora,may have been
a professionalweaving establishment
that providedtextiles for sale.
108. Cahill 2002, p. 172.
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rooms adjoiningthe courtyardor some other space (including the pastas)}09
Working in rooms that in some cases may have had windows opening into
the courtyard, allowing for light, seems to have been the preference. In
house Avii4 (Fig. 12), for example,one of the rooms off the pastas(room b),
whose doorway is on axiswith the courtyard,contained 23 loomweights.110
Cahill concludes, however, that this distribution "does not seem to result
from a desire to restrict this activity to a more private or secluded part of
the house,"noting that some of the areasused for weaving were "conspicuously close"to the main entrance.111Once looms were set up and weaving
begun, it would have been difficult to move them, so the risk of inclement
weather (either rain or extreme heat) may have kept women from placing
their looms in the courtyard on a regular basis. Spinning, on the other
hand, was a more mobile activity that could be accomplished wherever
the spinner saw fit.
Such interpretationsof the archaeologicalrecordforce a rethinking of
the notion that women worked in dingy interior rooms, locked away from
the eyes of men. This realizationin turn has important ramificationsfor the
reading of textile production scenes. Keeping in mind that painters were
not always interested in visual verisimilitude, if we examine the physical
environment inhabited by woolworkers on the vases, we can see a great
deal of varietythat mirrorsthe flexibility implied by extant house plans and
domestic assemblages. Often the women in the scenes are assumed to be
working in interior rooms, although distinguishing interior from exterior
is difficult. Furniture,after all, is movable. Objects that seem to be hanging
on walls could be hanging on a wall within a shaded portico ratherthan a
wall in an enclosed room (see, e.g., Fig. 8).112Even in scenes where women
are presumablyworking indoors, there is no visual indication that they are
confined within their environment.
The inclusionof architecturalfeaturessuch as doors and columns sometimes suggests more open spaces, the courtyard of a house or the shady
space of a portico. Columns, in particular,as on the pyxis by the Painter
of Philadelphia 2449 in New York (se above, p. 302), can perhaps be interpreted as columns separating the portico from the courtyard,with the
women working in either space. On the pyxis by the Painter of the Louvre
Centauromachy (Fig. 3), the column placed next to the open thalamos
door suggests that the figures are in the courtyard. Similarly, the open
thalamosdoor on the Phiale Painters Vienna pyxis (Fig. 8, left) implies
that the women are in the courtyard,although there is no column to suggest a portico space. In contrast, on a hydria by the Leningrad Painter in
the Hearst Collection, the five figures- two seated young men, a standing
woman with handled basket, and two seated, spinning women- are likely
to be shown under a portico adjoining a house courtyard.113
Two columns
the
but
the
limitations
of
technique, the viewer
appearamong
figures,
given
is probablymeant to readthe figuresas being behindthe columns instead of
besidethem. Here, as elsewhere, the men and women are best interpreted
as members of a citizen oikos.
Closed doors in a scene can be spatially ambiguous, although they
need not indicate the doors of a gynaikonitisyas is commonly proposed
by scholars in support of women's seclusion.114Rare in black-figure vase

109. Cahill 2002, p. 177; see
pp. 169-179 for detailedanalysisof
individualhouses and rooms.
110. Cahill 2002, p. 106. Twelve
of the loomweightswere "clustered
closely,"and the otherswere "scattered
nearby."
111. Cahill 2002, p. 178. As Cahill
stresses,the loomweightsfound in the
varioushouses may have fallen from
upper-storyrooms no longer preserved.
112. See also Cahill 2002, pp. 89,
99-100, 105, 109, for instancesat
Olynthos where shelves arepostulated
to be mpastades.
113. San Simeon, Hearst Collection
529-9-631 (formerly9933):ARV2571,
no. 81.

114.E.g.,Keulsl983,p.216.
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painting, doors while still relatively uncommon appear with greater
frequency in red figure;while this may be partiallyexplained by technique
(i.e., it is easier to show open or even closed doors in red figure), we can
also postulate the influence of theatrical stagecraft.In 5th-century Athenian drama, a number of the extant tragedies feature the house or palace
In
door as a backdrop,a visual symbol that emphasizes themes of family.115
the same way, doors in contemporaryvase painting may plausibly be seen
as an allusion to the house or oikos, especially in domestic or weddingprocession scenes.
Rather than being the doors of the "women'squarters,"closed doors in
most domestic scenes are likely to represent the front doors of the house,
House
protecting the entire oikos not just the women from strangers.116
doors in life could be a mark of wealth when finely crafted of expensive
wood, broadcastingthe household s prosperityto the world outside. Objects
hung on the doors advertised special events in the life of the family, such
as branches for weddings, wreaths for the birth of a son, or wool for the
Vase painters sometimes emphasized the craftsmanbirth of a daughter.117
of
house
doors
by depicting various metal fittings. On the vases, the
ship
doors emblematize the oikos as a self-contained, self-sufficient family unit,
independent and orderly,an impression given in life by not only the front
door but the centripetal design of the house itself.
On the pyxis by the Veii Painter in Mount Holyoke discussed above,
to give an example, the viewer can understandthe prominent double doors
(not visible in Fig. 10) as opening to the street, and the three figures to
the left and right as being behind them, that is, inside the house (in the
courtyardor otherwise). It is theoreticallypossible that the figuresarein the
courtyardand the closed doors lead instead to the thalamosor some other
interior room, although the fine quality of the doors is more appropriate
for the house s front doors. In either case, there is no reason to believe that
doors on this vase or others carrythe negative implications of confinement
and seclusion with which they are often bestowed.
Ferraris recent discussion of the architectureof woodworkingscenes
illustrates how the traditional model of women's seclusion continues to
influence iconographic scholarship. She too discusses the likelihood that
many of the scenes take place in the relativelyopen environment of a house
courtyard,but arrivesat conclusions different from those presented here.
She notes:

115. E.g., Aesch.^., Soph. OT,and
Eur.Bacch.and Med., to name a few
well-known examples.
116. Goldberg(1999, p. 154) briefly
discussesdoors in actualhouses and in
vase painting.
117. See Neils 2003, p. 143, for the
objectscelebratinga birth.
118. Ferrari2002, p. 36.
119. Ferrari2002, pp. 36-37.

The possibility that the portico of a court is where the women in
the scenes spend their day in virtuous pursuits and within the reach
of men affords the means to resolve the ambiguity scholars have
seen in these representations.The well-documented seclusion in
which respectablefemales were kept from their adolescent years
onward stands in apparentcontradiction to what the pictures show:
men of various ages freely approaching girls who are pointedly
demure, beautiful, and soigne.118
Ferrarifurther argues that these scenes cannot show "everydaylife," that
instead they must be set "in the imaginary world of myth and epic,"
specifically, in the prothura of a palace.119I would argue, however, that
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the contradiction does not lie within the scenes themselves but within
the assumption that women were kept secluded in the house s interior
spaces. Once that assumption is dismantled, there is no pressing need to
identify these women as mythical or to explain them as anything other
than contemporaryAthenian women working in contemporaryAthenian
houses.
Taking away the seclusion scenario from the textile production scenes
opens them up to more optimistic interpretationsthan have generallybeen
It remainsprecariousto read the scenes as illustrativeof Atheproposed.120
nian women's experience, but it is still possible to read them symbolically
and metaphoricallyas evocativeof contemporaryideals.The representation
of woolworking activities in the domestic environment demonstrates, in
a positive way, the woman's ability to maintain the oikos by providing for
it with the work of her hands or by supervising the work of others. This
reading takes us far from the idea of a patriarchalsweatshop121and instead
suggests women as sharersin their own oikos. Indeed, there appear to be
multiple levels of meaning at work, with textiles serving not only as literal
indicators of women's contributions to the home, but also as symbolic
metaphors for the harmontaof both oikos and larger polis.
A Polygnotan hydria at Harvard (Fig. 13), said to be from a tomb at
Vari, can be used as a springboardfor discussing the multilayered socioculturalsymbolism of textile production scenes.122While virtuallyunique
among surviving examples in its prominent inclusion of a standing loom,
the scene sharesmuch with other contemporarytextile production scenes.
The mistressof the oikos takes center stage, seated on a high-backed klismos
with her feet restingon a stool. The prominentwreath aboveher head draws
furtherattention to her.Not only does the wreath allude to her wifely status
and possibly the wedding or even her sons birth, but wreaths in general
carrypositive connotations related to victory and exaltation.123
The lady of the oikos hands her infant son to a second woman, perhaps
a nurse;if this is a nurse or servant,then her presence quickly characterizes
this particularoikos as prosperous, reminding the viewer that overseeing
servantswas an essential aspect of a wife's duties.124Gesture and gaze unite
the central trio of wife, child, and nurse(?).They are framed in turn by two
120. For use of the terms"optimistic"and "pessimistic"
in interpreting
of
Athenian
women, see
depictions
Antonaccio2000, p. 518, following
Richlin 1993.
121. "Sweatshop":
Keuls 1993,
p. 124.
122. Hydriaattributedto the Group
of Polygnotos,Harvard1960.342:
Reeder1995, pp. 218-219, no. 51.
Reederuses the term "guest,or intruder"to referto the male figuredepicted on the vase, and describesthe
setting as "probablyin the women's
quarters."
123. A similarwreathappearsabove

a seatedbridewith loutrophoroson an
unattributedloutrophorosnearthe
EretriaPainter,Athens 12540 (ARV1
1256, no. 11; Oakley and Sinos 1993,
p. 71, fig. 39), as well as abovea bride
holding a male infant on a lebes gamikos attributedto the Washing Painter,
Munich 7578 (ARV11126, no. 3; BeazleyAddenda2332; Oakley and Sinos
1993, p. 72, fig. 40).
124. Most commentatorson this
vase readilyidentify the standingfigure
as a nursemaidor servant:Williams
1983, p. 94; Reeder 1995, p. 219; Lewis
2002, p. 15. Sutton (2004, p. 340),
however,urgescaution,pointing out

that she "couldbe either a relativeor a
nurse,whether free or slave."Oakley
(2000) does not comment on this
particularvase, althoughhe too
advocatesrestraintin the automatic
identificationof certainfemale figures
as servants.Miller (1997, p. 158) suggests that the standingwoman is the
mother and the seatedwoman is the
nurse,on the groundsthat the babyis
reachingfor the standingwoman;
however,I find this proposalimplausible given the seated (and therefore
dominant)position of the mother and
the wreathaboveher head.
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Figure 13. Family group, hydria
attributed to the Group of Polygnotos. Cambridge, Mass., Harvard
University, Arthur M. Sackler
Museum 1960.342. Bequest of David
M. Robinson. Photo M. A. Nedzweski,
courtesyPresidentand Fellows of Harvard
College

vertical compositional elements, a standing loom (with textile in progress)
at left, and a standing, beardless man at right with a staff, almost assuredly
the husband.125
The loom, serving as a visual counterpoint to the husband,
suggests the wife's contributions to the oikos, whether she is doing the
weaving herself or supervising someone else's work.
This and other textile productionscenes impart an atmosphereof prosperity and privilege. Visual emphasis is placed upon possessions, recalling the multiple meanings of the word oikositself: referring to the house
building proper (evoked by the aforementioned doors and columns on
vases), the persons of a given household, and the household's goods and
property.126In addition to the accoutrements of textile production, we
find fine clothes and headwear;chests, baskets, and boxes of various kinds;
perfume vases and other vessels;mirrorsand other objects relatedto female
adornment;the occasional household pet (e.g., a bird);and objects relating
to education, such as scrolls and musical instruments.127
We are reminded
125. Williams (1983, p. 94) suggests instead that this is "probablythe
eldest son"becauseof his beardlessness;
Sparkes(1996, p. 138) suggests an older
child or a brother.As Sutton (2004,

p. 329) points out, however,beardlessness is an iconographicconventionfor
bridegroomsas well as husbands.
126. See MacDowell 1989 and Roy
1999 on the terminologyof the oikos;

also Cox 1998, pp. 130-135.
127. For representationsof musical
instrumentsin domestic scenes and
their implications,see Bundrick1998;
2005, pp. 92-102, and passim.
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of Perikles'oblique reference to the world of the oikos in his famous funeral oration:
... in our own homes we find a beauty and a good taste which
delight us every day and drive away our cares.Then the greatness
of our city brings it about that all the good things from all over the
world flow in to us, so that to us it seems just as naturalto enjoy
foreign goods as our own local products.128
This passage and other literarysources imply, however unrealistically,that
fine goods and a leisured lifestyle- no longer restricted to the aristocracy were widely availableto the Athenian demos as an economic benefit
The vases
of the democratic system and Athens' status as a world power.129
a
similar
message.
may relay
The textiles themselves formed part of the wealth of the oikos. Even
though by the 5th centuryAthens largelyfunctioned as a coin-based economy, textiles continued to be thought of as a form of wealth that could be
In the descriptionof a prosperous
tradedfor goods or translatedinto cash.130
4th-century household in Xenophon's Oikonomikos,Ischomachos details
the various kinds of textiles in the household's possession (9.3, 9.6), even
mentioning that the "mostvaluable bedding"was kept in the thalamosfor
safekeeping.131On the pyxis by the Painter of the Louvre Centauromachy
shown above (Fig. 3), the patterned pillows and bedding visible through
the thalamosdoor are likely to represent the fruits of women's labors. A
white-ground lekythos by the Pan (or Brygos) Painter shows a woman
stuffing a pillow with wool, flanked by a diphrosand kalathos; although
she is sometimes identified as a hetaira because of the inscription (fj Tiociq
mA,f|,"thegirl is beautiful"),it is more probablethat she is a young woman
of the oikos engaging in household work.132
Representing a married woman among the goods of the oikos and
depicting her as an active contributorto the household's oikonomiathrough
textile production affirm her important role in maintaining the house as
well as her economic power within it. Such an interpretationruns counter
to much of modern scholarship. The chests, boxes, and baskets in such
scenes, for example, have often been explained as symbols of containment
and confinement, and compared to the confinement of women within the
house.133As we have seen, the idea of seclusion is problematic at best; the
various containers in the scenes need not have negative connotations. On
the contrary,I would argue that they have positive connotations, alluding
to the woman's valuable economic contributions to the oikos. The items
inside could include the woman's own handiwork in the form of textiles
(compareHelen's woven goods in Od. 15.104-108), or else objects that she
brought to her husband'shouse in the form of a dowry or gifts.
128. Thuc. 2.38, trans.R. Warner,
London 1954.
129. See the brief but important
discussionin Braund1994.
130. Pomeroy1994, p. 62, also
Pomeroy1995, p. 189. As Pomeroy
points out, the buying powerof textiles
has a long history;in the Iliad and

Odysseytextiles"werea significantcommodity in the gift-exchangesystem."
See too Lyons 2003, esp. pp. 104-108.
131. Trans.Pomeroy1994, p. 155.
132. Harvard1991.28: Oakley
2004, p. 24, fig. 5. For the identification of hetaira,see, e.g., Reeder 1995,
pp. 211-212, no. 46. This type oikalos

inscription,however,commonlyoccurs
on white-groundlekythoi.For the
identificationof the figureas a respectable woman, see Lewis 2002, p. 98;
Oakley2004, p. 26.
133. E.g., Keuls 1993, pp. 122-123;
Lissarrague1995; Reeder 1995, esp.
pp. 195-199.
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The dowry, in particular,gave a wife considerable economic power
within the marriage.134
It essentially served as her patrimonial inheritance,
linking her not only to her new oikos, but also to her birth oikos. Literary
sourcessuggest that money,furniture,and portablegoods could be included
in the dowry,and thus the chests, baskets, and boxes in vase painting could
symbolize it. Even though women were restricted in their opportunities
to carry out financial transactions and dispose of property in the public
sphere, nonetheless, the dowry was regardedas the wife's contribution to
the household. If a divorcewas initiated (by either party),by law she would
take the dowry with her back to her birth oikos, a circumstancethat surely
helped her wield power within her husband s oikos.135Pomeroy points out
that, on Crete, the 5th-century law code of Gortyn decreed that a woman
who divorced in that community was entitled to take away with her half
of the textiles she had woven during the marriage, but it is not known
whether similar provisions existed in Athens.136
In highlighting the economic prosperityof the oikoi, the vase paintings
imply that the family has sufficient resourcesthat the women of the house
do not have to produce textiles for outside sale; in other words, they are
not professional woolworkers (xaXaciovpyoi).137On the Harvard hydria
(Fig. 13), a small but important detail reinforces this point: the textile
in progress on the loom has the same border as on the chitoncheiridotos
worn by the nurse/companion.The weaver is evidently making textiles for
the oikos. This is an important distinction, given the apparent prejudice
against Athenian citizen women earning money outside the home. Literary sources (e.g., Xen. Mem. 2.7) indicate that at times of financial need
(and the Peloponnesian War may well have brought on the need), citizen
women could make textiles or wreaths for sale at market,but this was not
the ideal.138The reality may have been different, but the vases show an
idealized world, where whatever work is done does not look particularly
strenuousor difficult.More laboriousactivities,such as cooking or cleaning,
are largely omitted from the iconographic repertoire. Showing a citizen
woman spinning or weaving had the added cachet of associating her with
aristocraticwomen of myth and epic, such as Penelope or Andromache.
For female viewers who were alreadypart of a well-off citizen household,
the images provided an affirmation of their worldview, and for those of a
lower social class, a fantasy of a better life.139
134. For the dowry and women's
property,see Foxhall1989, pp. 32-39,
with furtherreferences;also Blundell
1995, pp. 115-116; Schaps 1998,
pp. 170-171; Cox 1998, pp. 75-77.
Foxhalls interpretationof the dowry
as potentiallyempoweringcontrasts
stronglywith traditionalscholarship,
e.g., the readingof the dowrygiven in
Keuls 1993, pp. 100-101 (whereshe
erroneouslystates that the dowrywas a
Patterson(1998),
"legalrequirement")in her work on the Athenian family,
aligns herselfwith Foxhallon issues of
propertyand the dowry.Leader(1997,

p. 692) suggeststhat some scenes on
Classicalgravestelai, such as those
showing a woman with jewelry,could
referto the dowry.
135. See, e.g., Dem. 27; Isaios 3.35.
Foxhall(1989, pp. 37-39) speaksof the
"powerof veto"that a doweredwoman
is likely to have had:"The law gave
women covertratherthan overt rights,
in accordwith the publicview about
the roles of men and women in society."
136. Pomeroy1994, p. 61.
137. For professionalwoolworkers,
see, e.g., Kosmopoulou2001, p. 301.
138. See Brock 1994 for discussion

of women workingoutside the house.
For the selling of textiles outside the
home for money,see Brock 1994,
p. 338; Pomeroy1994, p. 64; 1995,
p. 190. Ar. Ran. 1346-1351 refersto
a poor woman selling textiles in the
market.
139. See Walker2000 for an appropriatemoderncomparisonof advertisements in postwarAmericanwomen's
magazinesfrom the 1940s and 1950s,
which representedidealizedimages of
houseworkwith intimationsof social
status,consumerism,and conspicuous
consumption.
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There was a fine line to tread,however,in the representationof wealth
and leisure, and textiles may have formed part of this discourse as well. An
overly ostentatious display of wealth might recall the aristocratichabrosyne
of past generations, which by the mid-5th century was considered offensive to democratic sensibilities.140Despite the fine trappings, therefore,
the aesthetic of the oikoi represented on vases is fairly restrained.Take,
for example, the men who appear in the textile production scenes and in
other domestic images. As is typical on 5th-century vases, they wear the
himation with no chiton beneath, a garment which by its complex drapery
and restriction of arm movement suggests leisure and time spent in political activities rather than hard work.141Their himatia are not elaborately
decorated or trimmed, in contrast to the fancier Ionian-style clothes worn
by the aristocracyin Archaic and Early Classical scenes of the symposium
and komos. Presumably, the juxtaposition of these himation-clad men
with spinning or weaving women suggests that the wives made the fabric
for the garments with homespun wool. Is this part of an overall message
of restraintand sophrosyne,of rejection of habrosyneamong both men and
women?142The vase painters apparently attempted to tread the line between austerity(which in the late 5th centurycould be taken as too Spartan)
and ostentation in an oikos by using textiles to reinforce the distinction.

TEXTILE PRODUCTION AND FABRIC AS
METAPHOR
The motif of woven cloth in vase paintings- whether symbolized by the
loom, distaff, or kalathos- implies the domestic harmoniaof the oikos not
only in a literalway,but metaphoricallyas well. The idea of fabric as metaphoris familiarfromGreekliterarysources.As John ScheidandJesperSvenbro
have shown in their importantdiscussionof weaving metaphorsin texts, the
word oi)U7tAx)icr|
("interlacing")can describethe interlacingof warp andwoof
in weaving (e.g., PL Pit. 281a), and can similarly refer to the sexual union
of husband and wife (e.g., PI. Symp. 191c).143So too on vases such as the
hydriaakinto the Clio Painterin Munich (Fig. 1) and the Polygnotanhydria
at Harvard (Fig. 13), the juxtaposition of textile production and children
literally and symbolically marks two of women's significant contributions
to the oikos: economic self-sufficiency through domestic work, and male
childrenwho assurethe continuity and future of the household.
On a hydria attributed to the Painter of Munich 2528 in London, a
nursemaidor companion hands a male infant to his seated mother, passing
the boy over a kalathos;the symbolic link between the bearing of children
and weaving of fabric is obvious.144This connection was also promoted in
contemporaryritualpractice:to celebratea successfulchildbirth,Athenian
140. See Kurke1992.
141. Geddes 1987, esp. pp. 312-313,
321-331.
142. An interestingRoman parallel
is the assertionby Augustusthat his
clothes were handmadeby his wife

Livia (Suet.Aug. 73), thus suggesting
his simplicityand modesty.
143. Scheid and Svenbro1996,
pp. 13, 176, n. 21. The metaphorical
connectionbetween weaving and the
oikos is also discussedin McEwen

1993, esp. pp. 107-110; I thank Bonna
Wescoat for this reference.
144. London E 219: ARV2 1258,
no. 3; Beazley Addenda2 355; Beard

1991, p. 24, fig. 5.
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women coulddedicatetextilesto Artemisat the sanctuaryof Brauronor
its annexon the AthenianAcropolis.145
We havealreadyseen connectionsbetweenmarriageandtextileproductionin the imageryon vases;a few scenesmakethe metaphoricalassociationsevenmoreexplicitby associatingtextileproductionwith female
figureswho can be identifiedas brides.On one side of a skyphosby the
PhialePainterin Palermo,theyoungbridegroom,
recognizable
byhisprominentwreathand staff,standsinsidethe frontdoorof his houseor before
the entranceto the bridalchamber(in eithercase,the figuresseem to be
in the courtyard).146
The oppositeside of the skyphosfeaturesthe bride,
her identityassuredby a bridalcrown(axe(pdvT|),
togetherwith a bridal
veil. Obliviousto her observingbridegroom,she cardswool into a basket
withoutbenefitof an epinetron,herfoot placedagainsta supportandher
calf exposed.
As in the tondo of Douris'scup (Fig. 2), an element of titillation
is evidenthere,but in a nuptialcontext.This image is not intendedto
be realistic- what bride would card wool in full wedding garb?- but
symbolic,both of the bride'sfuturerole as domesticproviderand of the
bondbetweenhusbandandwife. Partof the weddingceremonyfeatured
the gift of a chlanis,or wool garment,givenby the brideto the groomas
this image
evidenceof herskillsanda sign of theirunion.147
Furthermore,
textile
scene
Classical
of
a
is an unusualcase
appearing
production
High
on a drinkingvessel(anotheris the PenelopePainters namevase,Fig. 5).
If intendedfor a male viewer (althoughone cannot claim that women
did not use skyphoias well), the Phiale Painters skyphosprovidedhim
with the pleasurabledomesticfantasyof a sexy,skilledwife and a wellappointedhouse.
A nearlycontemporaryhydriaby the OrpheusPainterin New York
At left, a woman
(Fig. 14) intertwinesthese themesin similarfashion.148
with
chestandempty
before
her
stands
a
female
companion
spinsbusilyas
kalathos.Likethe femalefigureon the PhialePainters skyphos,the seated
Her
womanwearsan elaboratestephaney
suggestingherstatusas a bride.149
industriousnessadvertisesher domesticaccomplishmentswhile hinting
at herfutureas mistressof the oikos.A coupleappearsat rightin another
vignette,in all likelihoodthe briderepeatedwith her husband.She sits
on a klismoslooking up at the man standingbehind her, their locked
gazes romanticallysuggestingtheirunion.Kalosinscriptionsabovetheir
heads proclaimtheir beautyand desirability,while a hanging stringof
145. Ridgway1987, p. 403; Cole
1998, esp. pp. 36-42; Dillon 2002,
pp. 19-23. At Brauron,such dedications were associatedwith Iphigeneia;
cf. Eur.7T 1462-1467. See also Linders 1972 for epigraphicalevidence
concerningthe sanctuaryon the
Acropolis.An unusualdepictionin
art of textiles dedicatedto Artemis
appearson a late-5th-centuryvotive
relieffrom Echinos in northernGreece:

Cole 1998, p. 35, fig. 3.1; Neils 2003,
p. 145, fig. 6. As Cole notes, the dedication of textiles (or other objects,
such as mirrorsandjewelry) to Artemis could markother moments of
female transitionin additionto childbirth, e.g., the adventof pubertyand
marriage.
146. Palermo,Mormino Collection
788: see n. 36, above.
147. Redfield 1982, p. 194; Oakley

and Sinos 1993, p. 39. Both cite Poll.
3.39-40.
148. New York17.230.15:ARV2
1104, no. 16; BeazleyAddenda1329;
Richterand Hall 1936, pp. 173-174,
no. 138; Sutton 1997-1998, p. 36,
fig. 15; Lewis 2002, p. 143, fig. 4:8.
149. Sebesta(2002, p. 133) identifies without explanationthe women as
hetairaiand the man as a client.
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Figure 14. Working women and
couple with Eros, hydria by the
Orpheus Painter. New York,
Metropolitan Museum of Art,
Rogers Fund, 1917 (17.230.15).
Photo © MetropolitanMuseum of Art

The figure of Eros standing
pomegranates hints at the woman'sfertility.150
with them helps confirm their attachment; he holds a pair of shoes, convincingly suggested by Gisela Richter to be wedding slippers(v\)ucp{8e<;).151
While the combination of these two groups is logically representative
of hearth and home, we can also read it as emblematic. The act of spinning, wherein disparate threads are brought together and consolidated in
150. Sutton 1997-1998, p. 36.
preparation for the final act of weaving, is in that respect not unlike the
151. Richterand Hall 1936,
itself.
As
will
result
in
the
wedding ceremony
spinning
ultimately
complefor
pp. 173-174. The term vou<pi8e<;
tion of a finished textile, so marriageis hoped to result in the production
bridalshoes is found in Hesychius.We
of children.
can comparescenes where Eros helps
The idea of textile productionas a metaphorfor harmoniain a marriage the bridebind her sandals:see
Oakley
or in the oikos is paralleled by contemporary representationsof Athenian
and Sinos 1993, p. 18, for examples.
Note that two other vignettes appear
citizen women as musicians in domestic settings. Domestic scenes of feon the OrpheusPainters hydriato the
malemusicians(citizensratherthan hetairai)firstbecome significantin Athefar left and right beyond the handles,
nian iconography during the Early Classical period and continue in popualthoughthey areusuallynot illustrated
larity through the remainder of the 5th century,a chronological developor discussed.At farleft stand a youth
ment comparableto that of textile production scenes.152Drawing upon the
and a woman with a plemochoe;
iconography of the Muses, these images, while suggesting the education
perhapsthis is the courtshipof the
and leisure enjoyed by some citizen women, also imply women's capability
couple.At far right standsa woman
wrappedin her himation and wearinga
of bringing harmoniato the oikos, and by extension, the polis. In this way,
stephane;she faces a woman holding out
images of women as musicians and women as producers of textiles share
a chest. Could this be the bride as
a common symbolism and are metaphorically linked. Even linguistically
household supervisor?
there is a connection: Kpeiceiv("to strike") can refer "either to throwing
152. Bundrick1998, 2005.
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Figure 15. Woman holding a kalathos, Eros with hand loom and aulos
case, and man with money pouch,
hydria by the Hephaistos Painter.
Once Stettin, now lost. Cramer1908,
pl. 3:28

the shuttle through the warp of the loom or to striking the strings of a lyre
with a plektron,"while metaphors of poet as weaver and songs as textiles
abound in Greek poetry.153
In the vase paintings, women weaving on small
hand looms (e.g., Fig. 9) can conspicuously resemble women with chelys
lyres or barbitoiin pose and posture.154
Musical instruments and symbols related to weaving (especially kalathoi) arejuxtaposedin some scenes of women in domestic settings.Thus, on
a lebes gamikos by the Washing Painter in New York,a bride holds a harp
on the body,while on the stand other women, presumablyattendants,hold
kalathoi.155A now-lost hydria by the Hephaistos Painter (Fig. 15) goes a
At left a seated woman balances a disproportionatelylarge
step further.156
kalathos in her hand as she is approachedby two figures:Eros carrying a
hand loom and aulos case at center, and a young, draped man (presumably
153. Snyder1981, p. 194, and passim.
154. As recognizedby Pomeroy
(1978) and furtherdiscussedby Keuls
(1983, p. 219).
155. New York07.286.35: ARV2
1126, no. 1; BeazleyAddenda1332. Two
other lebetes gamikoi by the same
painterjuxtaposemusicalbrideswith
women holding kalathoi,both on the
standsand in the reversescene on the

body:Athens 14791 (ARV21126, no. 5)
and New York16.73 (ARV21126,
no. 6; BeazleyAddenda2332). A hydria
by the Kleophon Painterfeaturesa
woman playing a barbitos,with a kalathos filled with wool on the ground
beside her:Munich 6452 (ARV21147,
no. 62).
156. Once Stettin (Szczecin), Vogell
Collection:Cramer1908, pp. 114-115,

no. 110, pl. 3:2S;ARV2 1116, no. 47;
the vessel is brieflydiscussedwithout
illustrationby Sutton (1981, p. 359).
Accordingto Witold Dobrowolski,
curatorat the National Museum in
Warsaw(pers.comm.), some vases from
the Vogell Collection found theirway
to WarsawafterWorld War II, but the
majorityof the vessels remainunaccounted for.
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her husband) carrying a money pouch at right. Here, as elsewhere, Eros
embodies the forcesof heterosexuallove and maritalharmony;it is therefore
appropriatethat he extends two significant symbols oiharmonia to the wife
(or perhaps bride) in the scene. Some may question the inclusion of an
aulos, an instrument that has negative connotations in some ancient literAlthough
ary sources and is often read that way in modern scholarship.157
some scholars believe auloi more appropriatefor hetairai than respectable
women,158in ClassicalAthens the aulos could be associatedin imagerywith
citizen women as well as Muses.159On the Hephaistos Painters hydria,the
aulos is probably intended as a positive comment on the woman's education, desirability,and capacity for leisure, even as the hand loom reflects
her domestic accomplishments.Together,aulos,loom, and kalathossuggest
the wife's ability to bring harmoniato the household, an ability paralleled
by the husband as a good providerwith his money pouch.
In literarysources,myth, and imagery,textile production is associated
not only with marriage, childbirth, and music, but also with metis.The
word ixpcciveivitself can mean "to weave" as well as "to contrive or plan
The myth of Penelope is the most conspicuschemes that requirecraft."160
ous example,although not frequentlyrepresentedin Athenian vase painting
(save for Fig. 5); her metis,expressed through her weaving, was a positive
attributethat helped deflect the suitors until the returnof her husband and
the resurrectionof their oikos. Indeed, her metiscomplements that of her
husband Odysseus, indicating their homophrosyne}61
The motifs of metisand weaving with respect to mythological women
were certainly familiar to 5th-century Athenians, thanks to plays such as
Aeschyluss Agamemnon (458 B.C.) and Euripides' Medea (431 B.C.),in
which Klytemnestra and Medea, respectively,use textiles and their metis
for violent ends.162Fabric for these two women becomes a weapon and
therefore a subversionof the norm; the visual centraliryof textiles as stage
props in both plays revealsAthenian awarenessof the power of this symbol. In scenes of Athenian mortal women engaging in textile production,
the idea of metiswas surely implicit, although it is harnessed for the good,
rather than the destruction, of the oikos.
The fabric metaphor in literary sources extends beyond the oikos to
the larger polis and to the Athenian political system.163One need only
think of the well-known speech in Lysistrata(41 1 B.C.),in which Lysistrata
157. Aristotle,for example,claimed
that the auloswas "nota moralinstrument but ratherone that excites the
emotions"{Pol. 1341a, trans.Barker
1984, p. 177); see also PL Resp.399b-e.
Among modernscholars,see Wilson
1999. See Bundrick2005, pp. 35-42,
for furtherdiscussion.
158. See, e.g., Neils 2000, p. 225.
159. A Muse plays an aulos,for
example,on a bell kraterattributedto
the Danae Painter:Vienna, KunsthistorischesMuseum IV 697 (ARV2
1075, no. 11; BeazleyAddenda1326;
Bundrick2005, p. 40, fig. 25). For the

aulos in 5th-centuryiconography,see
Bundrick2005, esp. pp. 34-42, with
furtherreferences.
160. Sebesta2002, p. 132 (following
LSJ). See alsoJenkins 1985 for metis
and textiles.
161. See Bolmarcich2001; Vetter
2005, pp. 47-54.
162. See, e.g., Lyons 2003, pp. 116119, and Morrell 1997 on the symbolism of fabricin Agamemnon.Morrell
arguesthat Klytemnestraspreads
garmentson the ground in front of
Agamemnon in the key scene when he
entersthe palace(Ag. 810-974) and

that these garmentssignify the wealth
of the oikos and Klytemnestra'skey role
in it. In anotherrecentstudyof this
scene, McNeil (2005) suggeststhat
the textile in questionwas a nuptial
robe,possiblywoven with mythological
scenes of Philomela,situatingthis
theorywithin a largerdiscussionof
5th-centurytextile and nuptial
symbolism.
163. In additionto Scheid and
Svenbro1996, see Vetter2005, including discussionof Aristophanes'
Lysistrata and Plato's Politikos.
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Figure 16. Central scene from the
east frieze of the Parthenon. London,
British Museum (East frieze V).
Photo © Trusteesof the British Museum

164. At. Lys.567-586. See Scheid
and Svenbro1996, pp. 15-18, for discussion of this passage.
165. PL Pit 305e. Scheid and Svenbro 1996, pp. 21-34.
166. See Neils 2001 for a comprehensive discussionof the frieze,with
referencesto earlierscholarship.
167. At the GreaterPanathenaia
held everyfouryears,a second, larger
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outlines a plan for uniting the city using the imagery of textile production
In
and resulting in "acloak for the people" (xcp8r|ucp%tax!vocv
ucpTivoci).164
in
his
similar
Plato
the following century,
dialogue
metaphors
employed
Politikos,claiming that the craft of statesmanship in the city "weaves all
into its unified fabric with perfect skill."165
Fifth-centuryimageryuses textilesto expressthe idea of politicalharmony as well. The most notable (even notorious) instance is the Parthenoneast
frieze;while vases focus largelyon the act overeatingtextiles, a prominently
displayedfinished textile forms the friezes climactic symbol (Fig. 16).166
Although there is much disagreementabout the interpretationof the textile
scene and the identities of its characters,most scholars believe the textile
in question to be the Panathenaic peplos, presented to the ancient statue
of Athena Polias as part of the Panathenaicfestival.167
The bearded man in the east frieze wearing a long, ungirt chiton and
holding the peplos is assuredly a priest. Although it has been debated
whether he is folding or unfolding the textile (important in determining
which moment in the ritual is represented), recent scholarship favors the
view that he is folding the newly offered peplos, and thus we are seeing
He is joined by a young boy as
the culmination of a successful ceremony.168
helper, and behind him (i.e., to the left in Fig. 16) stand a woman and two
girls, the latter perhaps the arrephoroiwho assisted in setting up the loom
for the weaving of the peplos at the Chalkeia festival. Keeping in mind that
peplos,woven by Athenian citizen men,
was paradedthrough the streetsas the
sail on a wooden ship. Most believe,
however,that the peplos shown on the
frieze is more likely to be the one intended for Athena'sstatue. See Barber
1992 for discussionof the Panathenaic
peplos generally;also Mansfield 1985.
A notable exceptionto the theory that
this textile representsthe Panathenaic

peplos is offeredby Connelly (1996),
who develops a mythologicalargument aroundthe family of Erechtheus.
Connellys argument,however,has not
been widely accepted;see, e.g., Neils
2001, p. 178; Hurwit 2004, pp. 225228.
168. Harrison1996, pp. 202-203;
Neils 2004a, pp. 57-58.
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the peplos would have been gaily woven with scenes of the Gigantomachy
(perhapsmade visible on the frieze by the use of painted details), the mans
pose suggests that he is examining the peplos closely,even reading its story.
We are reminded of vase paintings showing people reading book rolls,
such as a cup by the Eretria Painter with Linos depicted in the tondo.169
The fact that a textile is singled out on the Parthenon is highly significant.The Panathenaicpeplos served as a focal symbol of the Athenian
polis and its commitment to its patron goddess. The gift of a textile to
Athena was all the more appropriategiven the goddess's association with
techneas Athena Ergane (the Worker), goddess of craft and especially of
weaving. According to Hesiod {Op.65), Athena taught Pandora (and thus
all women) the art of weaving; appropriately,the birth (or at least outfitting) of Pandoraappearedon the base of Pheidias s statue of Athena inside
the Parthenon.Terracottaplaques depicting scenes related to weaving and
textile productionhad been dedicated on the Acropolis during the 6th century,and an Archaic shrine, possibly to Athena Ergane, was incorporated
into the Parthenon'sdesign.170
The textile on the Parthenon frieze can be interpreted not merely
as an object- the Panathenaic peplos- but also as a larger metaphor for
the fabric of the city and the Athenian "family."With the presence of a
bearded man, an adult woman, one young boy, and two young girls, the
so-called peplos scene has an intimate, familial air,suggesting the promise
of the future as well as the continuity of the city, its citizenry,and its rituals.
Such a reading meshes well with other aspects of the Parthenon frieze: the
theme of sacrifice, a ritual of commensality that serves to unite the city,
and the overall theme of koinonia, or community itself - the community
of Athenians and their relationship to the community of gods. One can
find this basic theme repeated with different emphases throughout the
frieze as well as in the larger sculpturalprogram.The Panathenaic peplos
on the east frieze, symbolic of relationshipswithin the city as well as with
the gods, brings all the threads together.
Similar in conception is a subject found in contemporaryvase paintalso situates textiles within the largercontext of Athenian cultural
that
ing
ideology while expressingthemes of family and community.In severalrepresentations of the birth of Erichthonios, a subject highlighted in postPersianWar vase painting, cloth becomes a central symbol as Athena preparesto receiveand swaddlethe baby,presentedby his earth-motherGaia.171
On a stamnos by the Painterof Munich 2413 (ca. 470-455 B.C.),the reception of Erichthonios by Athena is observedby the boy'sfather,Hephaistos,
while on a calyxkraterin the mannerof the Talos Painter
and two Erotes,172
from later in the century, Hephaistos, Kekrops, and Nike complete the
169. LouvreG 457: ARV2 MSA,
no. 80; Beazley Addenda2 355.

170. In the recentrestorationwork
on the Parthenon,remnantsof a small
naiskos,possiblydating as farback as
the mid-6th centuryB.C.,were uncoveredin the aisle of the buildings
northerncolonnade:see Hurwit 2004,

pp. 74-76, for recentdiscussion.While
it is impossibleto be certain,Korres
(1997, pp. 227-229, 242) has suggested
that the naiskosmay have been dedicated to Athena Ergane.
171. For these images of the birth
of Erichthonios,see L/MCIV, 1988,
pp. 923-951, s.v. Erechtheus(U. Kron);

Oakley 1987; Reeder 1995, pp. 250266; Shapiro1998; and other references
below.
172. Stamnosby the Painterof
Munich 2413 (namevase,^#F2 495,
no. 1, and 1656; BeazleyAddenda2250;
Reeder 1995, pp. 255-256, no. 68;
Shapiro1998, p. 135, figs. 3, 4).
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Figure17.The birthof Erichthonios, hydriaby the OinanthePainter.
London,BritishMuseumE 182.
Photo ©Trustees of the BritishMuseum

scene.173Even more strikingly in terms of political allegory,a hydriaby the
Oinanthe Painter (ca. 460 B.C.)shows not Hephaistos but Zeus with his
thunderbolt, as Nike rushes in with a cloth fillet to furtheradorn the child
174
(Fig. 17). In these three cases and other depictions of this myth,175the
baby is framed by cloth, usually elaboratelydecorated (rcoiKitax;).
The prominence of textiles in scenes of Erichthonios suggests multiple
allusions.A viewer might think first of the myth itself, which in one version
has Athena wiping Hephaistos s semen off her leg with a bit of wool and
tossing it to the ground. A viewer would also recall Athena's gift of techne
in weaving, and the poikilos cloth might evoke the elaborately decorated
Panathenaic peplos.176In these scenes Athena becomes the caregiverand
protector of one of the city s autochthonous founders,just as she protects
the city of Athens; we can comparethe arrangementof figures,gestures,and
gazes to those in scenes of mortal families (e.g., Fig. 13). The infant Erichthonios representsthe promise of the future,as male children do elsewhere
on vases.Images of Erichthonios also reflect5th-centuryAthenian concerns
with autochthony and, by extension, Athenians' belief in their own cultural
How appropriatecloth and the idea of weaving become in
supremacy.177
that regard:a symbol of the self-sufficiency and harmonyof the oikos when
appearing in contemporary household scenes of textile production, here
textiles express the harmoniaand self-sufficiency of Athens itself.
173. Calyx kraterin the mannerof
the Talos Painter,Palermo,Museo
Archeologico Regionale2365 (ARV2
1339, no. 3; BeazleyAddenda2367;
Reeder 1995, pp. 262-264, no. 72).
174. London E 182:ARV2580,
no. 2, and 1615; BeazleyAddenda2263;
Reeder 1995, pp. 253-255, no. 67;

Shapiro1998, p. 141, fig. 11.
175. E.g., squatlekythos,ca. 420410 B.C.,Cleveland82.142: Neils 1983;
Shapiro1998, pp. 146-147, figs. 16, 17.
It should be noted that not all of the
Erichthoniosbirth scenes sharethe
cloth motif. Reeder(1995, p. 251)
believes there must be a prototypefor

the birth scenes, perhapsa now-lost
painting,but this does not have to be
the case.
176. See Reeder 1995, p. 251, where
the authoralso points out that the word
peplos describesany "squareexpanseof
fabric,"not just a woman'sdress.
177. See, e.g., Shapiro1998.
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WEAVING FOR THE CITY
Images of women spinning, weaving, and otherwise engaging in textile
production on Athenian vases stand for much more than a literal depiction of women's work. Although such images are somewhat stereotypical
in linking women to these activities, their tone is not negative, but can
be read positively within a larger frameworkof Athenian social practices,
iconography,and metaphor.The scenes reflect significant social concerns
underthe democraticsystem, a connection highlighted by the fact that they
first come to prominence in the years following the Kleisthenic reforms
of 508/7 B.C.and remain popular through the end of the Peloponnesian
War. It was not the nature of Athenian art to trumpet the democracy
by showing, for example, the activities of the assembly or the lawcourts;
rather,the benefits of democracy- and Athenian belief in the supremacy
of democracy- were alluded to more subtly through myth or genre scenes.
Important among the latter were scenes of the oikos and family life, which
became especially popular after the Persian Wars and particularlyin the
second half of the 5th century.
Scenes of textile production,part of the largercategory of oikos scenes,
undergo transformationover the century of their greatest popularity.Their
iconography becomes more complex as the 5th century progresses, with
multiple figuresand a wider range of vase shapes represented.Vasesfeaturing textile productionscenes areexportedless often, increasinglyremaining
in Attica. It becomes easier to identify the women in the scenes as citizen
women, with the ambiguity of possible hetairai fading away.
One is reminded of an especially relevant, contemporarypolitical development. In 451/0 B.C.,Perikles introduced legislation proclaiming that
for a man to be an Athenian citizen, both of his parents had to be native
born, a departure from earlier practice in which the father s citizenship
The Aristotelian (or pseudo-Aristotelian)
alone dictated that of his sons.178
Constitutionof theAtheniansrefersto the law and recountsPerikles'proposal
that "anyonewho has not been born from two astoi [native citizens] should
In his Life of Perikles,Plutarch also alludes to the
not share in the polis."179
law,statingthat citizens of Athens were "thoseborn of Athenians/'180While
the so-called Periklean citizenship law did not forbid marriage between
Athenian men and non- Athenian women, it did considerablyprivilege the
children of Athenian parents.
It has been proposed that the new legal emphasis on Athenian women
and marriageinfluenced contemporaryiconography,leading to the prolif1
eration of scenes relating to weddings or scenes of women generally.181
this
forms
of
of
the
that
picture, given
part
imagery woodworking
suggest
the clear iconographic association between marriage,textiles, and family.
Some scholars have posited an ideological separation or conflict of interests between oikos and polis,182but as I have argued above, these scenes
178. For commentaryon the decree,
see Patterson1981; 1998, pp. 109-110;
Boegehold 1994. For the relationship
of the decreeto contemporaryart,see
Sutton 1981, pp. 463-464; 1992, esp.
pp. 27-35; Sabetai1993, pp. 231-232.

Cf. Stears1995, pp. 113, 115, on the
possiblerelationshipbetween the citizenship law and the iconographyof
gravestelai;also Osborne 1997.
179. Ath. Pol. 26A, trans.Patterson
1998, p. 109.

180. Plut. Per.37.3. Cf. also Ai.Av.
1661-1666; Patterson1998, p. 110.
181. E.g., Sutton 1981, pp. 463464; Oakley and Sinos 1993, p. 46;
Osborne 1997.
182. See, e.g., Humphreys1993.
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suggest the opposite, that the two are inextricably bound. References to
textile production in visual imagery proclaimwomen's contributions to the
household and to the city in both an economic sense and a symbolic one:
the Athenian woman, and by extension the Athenian family, is essential
in maintaining the fabric of the democratic polis.
But even this scenario may not be the whole story. Much as these
scenes do have a connection to reality (albeit idealized), they also subvert
it. Vases with textile production scenes and other contemporary images
of domestic life depict Athenian economic prosperity as a by-product of
the democratic system- but one must remember the turmoils as much as
the successes. Peace was hardly a reality of 5th-century Athens, for all the
city's military and political prominence and for all the scenes of content
Athenians in contemporary art. The Greeks had successfully fended off
the Persians at the battle of Salamis (480 B.C.)and the battle of Plataia
(479 B.C.),but not without first seeing Athens sackedby its enemies. Athenian forces continued to engage in conflict against the Persians for almost three decades after Plataia (including a campaign in Egypt that
culminated in disastrous Athenian losses in 453 B.C.),and only with the
so-called Peace of Kalliasaround450 B.C.did fearof Persiabegin to subside.
Add to that ongoing problems with Athens' Greek neighbors, escalating
with the undeclaredFirst Peloponnesian War of 460-445 B.C.and coming
to a head with the renewed declaration of hostilities by Spartain 432 B.C.
Three decades of war at the end of the century effectively ended Athenian
military supremacy.
Considering the blissful domesticity of the vase paintings against this
turbulent backdrop grants them an additional level of meaning. The way
of life celebrated on the vases could be said to be endangered.The young
men shown safe at home could another day be donning hoplite armorand
going off to fight; numerous scenes of warriors'departuresare also found
on Athenian vases at this time. The women then bore the task of looking
after the home by themselves, taking care of the sons who would grow up
to defend the city too one day.Athenian families surely suffered anxiety at
the looming threat of conflict and invasion. Perhaps the scenes of happy,
harmoniousoikos life on vases provideda measureof psychologicalcomfort,
reassurancethat all would be well and that the comfortable lifestyle accessible underthe democracywould continue unaltered.While communicating
the socioculturalideals of 5th-century Athenian life, these representations
could also be viewed as escapist expressionsof turning inward,"nesting"in
the face of external stress.183No coincidence, then, that with the collapse
of Athenian fortunes at the century's end, images of textile production
and women's home life virtuallydisappear,as the women's world had itself
forever changed.
183. Such a phenomenonhas been
recentlywitnessed in post-9/11 American culture;increasedsales of items for
the home (furniture,appliances,etc.),
growinginterestin home-improvement
projects,increasedpopularityof craft
activities(e.g., creatingscrapbooks,
knitting),and a bevy of home-make-

over shows on televisionsuggest nesting instincts resultingfrom conscious
or subconsciouspsychologicalstress.
At the same time, since the invasionof
Iraqin 2003, Americanshave tried to
insulatethemselvesfrom the "waron
terror"by turningto popular-culture
outlets such as realitytelevision.Burn

(1987, esp. pp. 18-19, 84-85, 95-96)
has arguedfor the escapistnatureof
late-5th-centuryvase paintingsof
mythologicalsubjectsby the Meidias
Painterand his circle.I arguehere that
genre scenes may have serveda similar
purpose.
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