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INTRODUCTION

HELENE WHITTAKER

The past is never entirely dead and gone, but moesi in various ways to
inform the present. Memory consciously connectgtiesent with the past
on collective and individual levefsin both modern and ancient societies
deliberate and often elaborate attempts are mageeserve the memory
of important individuals and events. On a colleeti®vel, memories of the
past that have been deliberately cultivated aendfiextricably associated
with the definition of cultural or ethnic identitgnd origins. Communal
memory plays an important role in holding societmgether and is bound
up with social and political organisation. Furthema it can be argued
that shared values which are of crucial signifieatecthe self-identity and
social organisation of any society are, or at they\east are likely to be,
materialised in some way, as the expression ofratistoncepts in a
tangible and visible form provides authority, sti#piand permanence. On
an individual level, memory is often bound up withe expression of
family or class identity and values. While the dedio cheat death by
continuing to exist in the memories of future gaiens can be regarded
as universal and part of the human condition, ig given society the
possibilities of doing so will vary considerablycacding to a number of
factors, the most important of which are sociassland gender.

Ancient societies invested heavily in remembrantieis is evident
from both the material and the textual souc&he purpose of this book
is to explore the usage of texts and material oaltin constructing
memory. A particular focus is on the relationshgivieen an individual’s
gender and social status and the existence of appies for ensuring
that he or she would be remembered after deathp@hers cover a long
time-span, from Archaic Greece to the Roman Imperaiod, and deal
with both archaeological and textual sources. Tdwt that seven of the
nine papers investigate topics from the Roman Reauband Imperial
periods can probably be seen to reflect generaareb trends. The
material and textual evidence for the Roman walgarticularly abundant
and also very accessible and amenable to analysihat the memory
aspects of different types of texts and monumerdgsoften very obvious
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and sometimes directly articulated. In Roman sgcidte past was
considered normative and memory played a defirdtgyin communicating
social and political relations, as demonstrated, éxample, by the
overwhelming importance of thenos maiorum the customs of the
ancestors.

The papers in this volume have been arranged angat@ chronology.
The first two chapters deal with Archaic and CleakiGreece. Sven von
Hofsten discusses the evidence that suggests duatrative patterns on
textiles could commemorate mythical and historeatnts which were an
important part of the collective memory. This fumthsuggests that the
well-known close association between women and imgawas not
confined to the domestic sphere, but also hadrifiignt public aspect. In
the second chapter Susan Blundell looks at thectepiof children on
Athenian vases, where they appear in both domaaticfunerary scenes.
As her statistical analyses indicate, on the winhiédren are quite rarely
shown on Athenian vases and when they do occur thest common
function seems to be as markers of the identigdedts. Boys are far more
often depicted than girls and in funerary sceneg thresence represents
the legacy of the dead and the continuation obtkes

The remaining papers deal with Rome in the Late uRkp and
Imperial periods. Relatively few women received lpuloommemoration
in Ancient Rome, but some did and were remembes@xamples of
extraordinary virtue in the literary and historidshdition. Marja-Leena
Héanninen argues that although the conduct and \emfmients of the
women themselves were crucial to their status apdtation, it was their
connections to illustrious male relatives that eeduhey were recognised
as exceptional and provided with a place in the &oitnadition. Heléne
Whittaker’s paper explores the memory aspects es@asBellum Civile
R. H. Martin has called history the “continuatioh molitics by other
means” and a crucial concern in the work was Caesiasire to lay the
ground for subsequent historical accounts of then&o civil war?
Inscriptions that commemorate slaves and freedmean the households
of Domitia, the wife of Lucius Calpurnius Bibuluand of her daughter
Domitia Calvina constitute the starting point fasper Carlsen’s paper,
which analyses the information they provide concgynaspects of
household organisation. The questions raised byndwiptions about the
location of the funerary monument of the Domitikmmily are also
discussed. The empress Livia, wife of the first erop and mother of the
second, was both admired and vilified in later Rorfigerature. Valerie
Hope looks at the different literary presentatiofid.ivia as a mourning
figure and relates them to gender expectations elsas to the tension
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between her private and public roles. For Seneisga’t public mourning
at the death of her son Drusus was a model ofiastt grief. For Tacitus,
on the other hand, her restraint at the death ofghendson Germanicus
reflected a cold, scheming, and controlling peribna

The next two papers investigate the aspirationthase who did not
belong to the upper levels of society. Lena Larsisomén discusses the
commemoration of individuals on funerary monumeAtgarticular focus
is on the commemoration of freed men/women/famil@s funerary
monuments from the city of Rome. She argues thalevibrmer slaves
chose to emulate the monuments and values of ieeirelmany respects,
they were also concerned with promoting their owlugs, which could be
at variance with those of the elite. Linnéa Johandsoks at thdararia
found in Pompeii and the role that household cldtygd in the lower
social levels of Pompeian society. Many of the rarahat have been
found in houses that can be assumed to have belangéeedmen are
more elaborately decorated than those that have foemd in larger and
wealthier houses. Johansson suggests that freeftraed the household
cult a convenient way of establishing a family dwgt Both these papers
show that while investment in household cult antefary commemoration
by freedmen can be seen as a way of laying a d@ianrung on the social
ladder, it can also be interpreted in more genterahs as deriving from a
human impulse to see the life of the individuahimider familial context
which transcends the boundaries between life amdhdsomething that
was denied to slaves.

In the last chapter Jussi Rantala discusses tligcpbland symbolic
roles that different groups of women, the empredisa Domna, the Vestal
Virgins, and the group of matrons played in theulcGames that were
celebrated by the emperor Septimius Severus in 80D Zhe importance
of their roles is evident from their prominence thle commemorative
inscription which was set up in the Campus Martilihe inscription
linked the Severan Games to those held in eaiietucies, in particular to
the Games celebrated by Augustus in 17 BC.

This book has its origins in an explorative workshentitled
Commemoration, Communal Memory, and Gender Valuése Ancient
Graeco-Roman Worlthat took place at the University of Gothenburg in
August 2008. The workshop was organised by Lenasdosr Lovén
(University of Gothenburg), Katariina Mustakallior{iversity of Tampere),
Marjatta Nielsen (University of Copenhagen), andléide Whittaker
(University of Tromsg). We are indebted to tBeint Committee for
Nordic Research Councils for the Humanities and 8urial Sciences
(NOS-HS) for funding the conference.
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Notes

! Cf. Halbwachs 1952; Connerton 1989; Nora 1984-19@8mann 1992.

2 The role of memory in the Graeco-Roman world leagived increasing attention
in both Classical Archaeology and Philology in r@cgears. Mention can be made
of Koortbojan 1995; Golden & Toohey 1997; Davie®19Flower 1996, 2006;
Corbier 2006; Pollini 2007,

% Martin 1969, 119.
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CHAPTERONE

WEAVING AS A MEANS OFPRESERVING
THE COLLECTIVE MEMORY IN ARCHAIC
AND CLASSICAL GREECE

SVEN VON HOFSTEN

In ancient Greek society where a large part ofitygulation was illiterate,
oral tradition was of great importance in transfeggrcommon myths and
history from one generation to the next. Howeueg, fictorial media were
certainly also very important in keeping memorytlé past alive in a
society where the use of writing was relativelyitad. Thanks to tens of
thousands of preserved vase paintings and a largwer of images in
other media, such as sculptures and temple frieziés, mytho-historical
themes, this assumption must be considered vergonehle. It can
furthermore be suggested that various types ofiéexplayed a prominent
role in keeping mytho-historical traditions aliv@nfortunately, very few
ancient textiles have been preserved, and ourhastl knowledge of the
types of images that occurred on textiles is tlmeefery restricted. We
might therefore perhaps imagine that the decoratmmsisted merely of
different kinds of ornamental patterns and figurgthout any specific
meaning connected to a narrative tradition. In g@per | will argue that
many of the motifs that were rendered on diffetgpes of textiles in the
Archaic and Classical periods seem to have reprederarrative scenes
similar to those found in contemporary vase pagntifurthermore, | will
propose that large tapestries with figurative ssahat were similar to the
large wall paintings with mythological and hist@iiscenes that we know
of from literary sources may have existed.

Descriptions of textiles in Greek literature

Cloth is a most perishable material, and | canhetdfore present very
much direct evidence from the Archaic and Classpmiods. So let us
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instead start by having a look at some passagasdient literature which
offer glimpses of what richly decorated woven tegimight have looked
like. An often quoted and illuminating passagehaltiad describes Helen
working “on a great purple web of double width,ocinivhich she was
weaving some of the many battles between the harsgig Trojans and
the bronze-clad Achaeans” (3.125-128his description brings to mind
the famous tapestry from the Middle Ages knownhesBayeux tapestry,
whicr; also depicts many battles, among them théebaf Hastings in

1066:

Elizabeth Barber has noted further descriptionwludt she calls story-
cloths. Decorated cloths are mentioned in two tlageby Euripides. In
the Iphigenia in Taurisand in thelon the heroines describe the scenes of
myth on cloths which they had woven when they weneng maidens. In
thelon a huge outdoor pavilion (measuring 100 x 100 feetjsisting of a
large number of cloths taken from the temple stweis is also
mentionec There is a long description of the tapestry fomtine ceiling,
which had been taken from the Amazons and dedidatdderacles to the
god. The motifs here were from the night sky: “Uraiwas mustering the
stars [...] Helios drove his horses [...] blackediNight, drawn by a pair,
urged on her chariot”. And on the sides of the lg@vithere were
“tapestries also, but of barbarian design. Thegécti fine ship§,which
fought with Greeks, and creatures, half-man antdedst, and horsemen
chasing deer or lion hunts. And at the entrancerdps,” ... (Euripides,
lon, 1133-1165F.

Another vivid description of a tapestry can be fdun Theocritus’
Idyll 15. The poem relates how two Syracusan women, dGamg
Praxinoa, residents of Alexandria, went to the kq@ealace to witness a
festival of Adonis, which Queen Arsinoe was staginghonour of her
mother Berenice. In the palace they admire somaeatifelatapestries: ...
“So delicate and pretty—clothes fit for the godsuy say [...] such
artists, to make their design appear so true @ KHow naturally the
figures stand, how naturally they move! They sedimeanot woven. [...]
hOV\é wonderfully [Adonis]reclines on his silver couch” ..ldgll 15, 78-
86).

In Apollonius Rhodius’Argonautica(1.730-1.767) there is a detailed
description ékphrasi3 of a cloak woven by Athena and given to Jason.
Seven myths were depicted on the clbalan Shapiro has suggested that
tapestries which furnished the tent of Ptolemy &glphus, could have
influenced Apollonius’ description of this richljglired cloth. These were
displayed in Alexandria and could have been seefsgnjionius. They are
described by Kallixenos of Rhodes (quoted by Atleeisd5.196]). Among
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these textiles there were military cloaks woverhvgortraits of historical
kings and mythological subjecfs.

The story of Philomela, as told by OviMétamorphose$.572.586),
Sophocles Tereus fragment), and ApollodorusBibliotheca 111.14.8)
constitutes a very clear and explicit example ofvtefabric could tell a
story and thereby be a substitute for spoken wardeeus, the husband of
her sister Procne, raped Philomela, daughter of IRiandion of Attica. To
keep her from revealing his crime Tereus tore outc(it off) her tongue.
This did not, however, prevent her from telling éve and others what a
dreadful crime Tereus had committed; deprived obkep words
Philomela wove her story into a tapestry. Anothgtmwith a somewhat
similar theme is the well-known story of the weatontest between
Athena and Arachne (Ovid 6.129-145). Arachne baa#tat she could
make finer tapestries than Athena and chose a®phe for her fabric the
adulterous behaviour of Zeus. Such a challengenagtiie gods could not
of course be tolerated, and as a punishment Araslasetransformed into
a spider and forced to weave for all eternity.

Textiles described in historical sources

The most renowned story-cloth mentioned in the (ei@storical sources
is probably thepeplosof Athena Polias. In Athens a nepeploswas
dedicated to the goddess at the beginning of eyesy, that is at the
Panathenaia in July/August. The colour of the clstlsaid to have been
saffron yellow and it was decorated with scenesAtfena and Zeus
fighting the Giants, as well as with other motifgjch as horses and
chariots. Some sources describepbplosas so large that it was exposed
as a sail on a wheeled ship that was drawn up goAitropolis? John
Mansfield has, however, convincingly argued for @hdstence oftwo
different types ofpeploi a smallerpeplos (i.e. the robe), which was
dedicated every year, and a lapgplos(i.e. the tapestry or “sail”), which
was dedicated at the GreRanathenaia that is every four year§ The
tradition of dedicating a garment to the goddessdcperhaps have started
already in the Mycenaean atjélhe larger cloth could, of course, not have
been used as a dress for #w@anon,which is believed to have been life-
size? It was instead probably hung up as a tapestrjhemall behind the
cult statue (the smaller one could of course alsenbdisplayed in this
manner before being draped over the statue). The of the larger
clothjpeploswas, according to Barber, probably between foud eight
square meter¥ It is important to point out here that the waueplos
originally seems to have signified just a rectaagpiece of cloth, and that
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its meaning as a robe is second4ryhe central motif on the east frieze of
the Parthenon represents the moment whepépéswas handed over to
the Archon Basileusor to the priestess of Athena. It is here depiasd
having been folded together, but in the next stfgine ceremony it was
perhaps hung up as a tapestry in the temple, rdltlagr being wrapped
around the cult statue as a garment. Whethertliteismaller or the larger
peplos that is represented in the Parthenon fienet clear. Athens was,
however, not the only place where there was attosdof weaving a cloth
as a dedication to a god. According to John Malusfieis practice was
part of the cult of Hera at the Argive Heraion atdIlympia, of Apollo at
Amyklai, and of Athena at Argas.

The “Sybaritehimatior?, described by pseudo-Aristotle in the miris
auscultationibug96.838a), constitutes another illuminating exangfl@
richly decorated textile being dedicated to a gb@his himation had
originally been owned by Alcisthenes from Sybaitiss(not clear whether
he lived in the late Archaic or Classical periodfer it was given to the
treasure of Hera Lacinia and there it was on viéwha feasts of the
Lacinia. However, some time after 383 BC the tyrafit Syracuse,
Dionysius the Elder (406-367 BC), who was a corsgis of textiles,
ransacked the sanctuary and it came into his hadatky; he sold the
himationto the Carthaginians for the enormous sum of anelired and
twenty talents (= annual salary for 2700 mercesgrig is thus quite clear
that it was regarded as a most outstanding pieadodt. Its length was
fifteen cubits (= 6.6 metres), but its breadth ikartain (perhaps c. 1.4
metres). The Sybariteimationwas decorated with both mythological and
historical subjects, and the original owner himsalo figured on the
cloth. He was probably shown being crowned by asquefication of
Sybarist’ The central motif is thought to have renderedhbginning of
the Cypria, the abduction of Helen in the presence of Zeus,ewdh
Aphrodite, Themis, Hera and Apollo. The upper borstowed Susa and
the lower part of Persepolis. As Jacobsthal sugdést cities could have
been represented as “long lines of crenellatedw#lys with towers at
equal intervals [...] well suited to the necesganithamental character of
narrow borders™® or as Robertson suggests “a procession of Scyhian
the top and a procession of Persians at the bottdmtcording to
pseudo-Aristotle the himation was “of such mageifice that it was
exhibited at Lacinia during the festival of Hera,which all the Italians
assemble, and it was admired more than all theyshihat were exhibited
there”® The most natural way of exhibiting such a lahgmation must
have been to hang it up (in one way or another omll, probably inside
the temple. It is important to keep in mind thatrthdoes not seem to be
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any fundamental difference between a woven clotichvivas displayed
on a wall as a tapestry and one used as a gaffrienhoth cases it is a
matter of a rectangular piece of fabric; it is oghte owner whether he (or
she) would like to wear it as a dress or hang ibn@m wall, or display it in
some other appropriate connection (e.g. as a fudeth).

It is well known that myths and historical eventsrescommemorated
on large wall paintings, or rather on wooden par(genide} in the
Classical period. Among the more famous examplestla paintings in
the Lescheof the Knidiansat Delphi and the ones in ti&toa Poikilein
Athens, both of which were created around 460 Bt&s€ were described
in detail by Pausanias in the second century ADhé&leschethere were
two very large paintings by Polygnotus (26 m lorithviife-size figures);
one rendered Odysseus’ visit litades the other one represented scenes
from the llioupersis (10.25.1-32). In theStoa Poikile,Polygnotus had,
together with Mikon and Panainus, painted the Aidmes fighting the
Amazons, the Capture of Troy, the Athenians deafgathe Spartans at
Argive Oinoe, and the Athenian victory over the dtars at Marathoff.
Since the motifs found on textiles and in wall piaigs seem to have been
very similar, it is not unreasonable to assume ldnage story cloths could
have been exposed in similar contexts to wall pagst They could thus
have played an important part, comparable to tHayepl by large
paintings and sculptural representations, such emsple friezes, in
preserving the memory of the heroic past.

Representations of dresses in vase painting

The literary sources give us a general idea ablmutytpes of motifs that
could occur on fabrics, but they do not tell usyveruch about how the
scenes were actually arranged. Since textiles desmbmwith representations
of myths or historical events have scarcely beesgmed, we have to turn
to images of dresses to get an idea of what sumicfawould have looked
like. Fortunately, there are a lot of rather dethitenderings of garments
in Attic vase painting, black figure as well as figgure. Let us start by
studying the shoulder-frieze of the Francois Vasbich represents the
procession of the gods at the wedding of PeleusTdmtis. Of special
interest here are the garments of Hera and Ou(gigal-1), of one of the
Horai (season goddesses), of one of the Moiraé (fetddesses), and of
Theseus. We can note that the figures on the gasmae arranged in
friezes (or bands), that is in a similar mannethe decorative scheme
found in vase painting (at least down to the e@thssical period). At first
glance the pattern on these garments may merely like a repeated
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genre scene of two people in a chariot drawn byirged horse (or
horses), but the intention was perhaps to remiadttiooker of a specific
procession, like the one the gods themselves angrsparticipating in on
the vase. We may also draw a comparison with aaviedmphora (Fig. 1-
2), which renders Apollo being welcomed by Arterois his return from
the Hyperboreans. Was the painter of this ampherhgps copying a
tapestry adorned with such a scene? This posgilektds us to consider a
possible relationship between vase painting andfsnan textiles.

Elizabeth Barber has convincingly demonstrated btmsely much of
Greek vase painting seems to have imitated textitetotypes.?®
Characteristic traces of the textile prototypes #ne small filling
ornaments (rosettes etc.), which often occupy thace between the
figures in a pictorial scerfé.In a painting such filling ornaments do not
fulfil any real function, but on a fabric, on theher hand, they are
necessary to keep the warp in place. We can alst fwthe recurring
arrangement of stacked friezes on the vases adurdethat seems to echo
textile forerunners; see for example the garmemtsch | just mentioned)
on the Francois Vase and the garments dmasknown as the “Sophilos
Dinos”. Another example that supports the idea tha arrangement of
friezes derives from textiles comes from late Aiclszulpture. A statue of
a young woman from the Acropolis at Athens, theplBs Kore”, wears a
dress decorated with stacked friezes of lions, st boars, ibexes,
sphinxes and ridefS.The principle of putting figures and ornaments in
friezes on vases speaks then in favour of a textdy of composing
scenes. A well-known red figure vase painting whittows Penelope
sitting at the loom and waiting for Odysseus tametfrom the Trojan War
constitutes a very clear illustration of this desjrinciple (Fig. 1-3). As
we can see here one of the friezes seems to kshduhi To create one
horizontal frieze after another is quite simply thmest natural way to
weave; the order of the figures would then, morkess automatically, run
from one side of the cloth to the other. It is hals important to point out
that a large tapestry obviously did not consist sfngle piece of cloth, but
must rather have consisted of several separatesdbat had been stitched
together’® The width of a cloth could obviously not be widéan the
loom?” However, the weaver could overcome the limitatibithe loom’s
size in this regard by letting the friezes run igaity in the loon?®
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Fig. 1-3

A famous red figureskyphosby Makron depicts Demeter sending
Triptolemus on his mission. The figures on the reamf goddess are
arranged in friezes, and among these we can natiitee example of a
race chariot (Fig. 1-4). Is this just a decoratiemre motif, or should we
rather suspect it of being a foreshortened versiba mytho-historical
scene, such as the games at the funeral of Padrasluendered on the
Francois Vase? A large number of other depictidndresses with figural
scenes exist, but in most cases, it is very unicestdoether a specific
episode is being alluded to or not. A Daedalicest@rracotta relief of a
woman dressed in peplosdepicts, however, without any doubt a well-
known episode from the Trojan War (Fig. 12%)n the uppermost frieze
of the peploswe can with certainty recognise the popular scEhAjax
carrying the dead body of Achilles from the baidkf. A close parallel to
this composition is found on each handle of then€oés Vase (Fig. 1-6).
The men and women in the two friezes below are gustperforming a
dance in honour of the deceased hero.
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Fig. 1-6

Of interest is also a very detailed reproductioraafichly decorated
veil, the so-called “Veil of Despoina” (Fig. 1-7h the temple at Lycosoura
in Messenia there was a cult statue group congistirDespoina (a local
variant ofKore) sitting on a throne with her mother Demeter, Kizah by
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Artemis and the titan AnytoS.The decoration of the veil is executed in
relief. In my view it was perhaps intended to irétahe texture of
embroidery. It is possible to discern four figutands separated by
ornamental bands. At the top there are eagles lmntérbolts, then we
have Triton and two Nereids, one riding a hippocasnfnot seen on this
picture) the other one sitting on Triton’s fishfadlnd some dolphins;
below, there are two winged women with censersy(ame of them is
seen in this picture); in the bottom frieze we olserve animals dressed
in tunics; some of them are playing an instrumeihilev others are
dancing® The renderings probably refer to particular mytfise general
effect of the composition, with alternating ornanatand figurative bands
of varying widths, seems to be not uncommon. A sghat similar design
is seen on the dresses of actors figuring on a rurobAttic red figure
vases, for example on a crater by the Pronomoge?afiNoteworthy are
the figural bands with horses, sphinxes, peoplefetgood example of this
design can also be found on a volute crater byrttes Painter illustrating
“Talos and the Argonauts”. In the dress-borderghef Argonauts there
seems to be rendered a dramatic event with warneosnen and other
participants gesticulating with their arms in annsated way (Fig. 1-8).
Could it perhaps be meant to depict people flefimigp Troy as it burned?
The figure to the left of Talos could then be Aenearrying Anchises
and/or the cult statues of the household gods.

Preserved Greek textiles with mythological depictins

Among the very few ancient Greek textiles that haaually been
preserved mention must be made of the rich findmfboth sides of the
Kerch Strait in the Black Sea: Kerch on the Crinftb® Greek colony of
Pantikapaion) and the Taman peninsula. These fimile excavated in the
late nineteenth centur§.One of the most interesting finds was discovered
in Kurgan 6 (one of the graves in the mounds cdhed'Seven Brothers”)
on the Taman peninsula, which comprised about fiftlatively well-
preserved fragments of a woollen cloth, dated &déarly fourth century
BC (Fig. 1-9¥*. It had probably been draped over a wooden sasmpph
The decoration had, however, not been woven irgdfdbric, but painted
on it by using a batik techniqi2This would have been a faster and
cheaper way of making patterns on textiles, anseé&ms reasonable to
assume that the cloth was meant to look like a woeen tapestry® It
consisted of a number of bands (at least eleveat) hhd been stitched
together’’ According to Dora Gerziger's reconstruction drayvisf a part
of the funeral cloth, every other band probablysisted of a narrative
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Fig. 1-7
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Fig. 1-8

scene, while the others were ornamefftéimong the preserved fragments
we can observe running women gesticulating in at mosnated way, two
chariots drawn by galloping horses and a couplégbfing warriors™ Al
the women and men seem to be supplied with anipisar, and the
following names can be deciphered: Athena, Nikesasta, Phaidra,
Eulimene (a nereid), Hippomedon (leader of the Seamgainst Thebes),
loalaos, and Mopsos (twic&)The inscriptions thus clearly indicate that
the funeral cloth was decorated with mythologiqakedes, but because of
its fragmentary state it is difficult to give cartainterpretations of the
motifs. There seem also to have been friezes ddedriay animals, such
as griffins, panthers, boars and birds. The schadgerhaps a connection,
in some way or another, with the person in the garagus; were they
essential stories that the deceased was to keemnic for all eternity?
During the life of the deceased the cloth mightyweell have functioned
as a wall hanging or a tapesty.
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Fig. 1-9

Terracotta model of anekphora with a funeral cloth

A most illuminating example (Fig. 1-10) that shohsw funeral cloths
could have been exposed atekphorais provided by a terracotta model
of a four-wheeled cart (originally drawn by horseajrying the bier and
four mourning women. The model was found at Varhttica and is dated
to the middle of the seventh centdfyThe deceased was obviously lying
on a large clothstromg, which was hanging over the bier, and on top of
this there was a second clot@piblemd, which covered the body of the
deceased and even a part of #tema It is possible to discern some
remains of the decoration painted on the cloththerterracotta model. At
first glance it seems only to consist of differenhaments such as hooks,
stylised floral motifs, double spirals, zigzag bnetc. A closer look at the
upper fabric reveals, however, a number of hoofdchals striding to the
right. The cloth may very well have been decoratgt mounted horses
that were taking part in a funeral procession a played some part in a
mythical or historical episodg.



18 Chapter One

Fig. 1-10

Concluding remarks

The use of textiles as a means of recording hiband mythological
events could perhaps be regarded as the contnibatiovomen to the
collective memory. However, as concerns large pigtofabrics like
Athena’s sail/peplos we must also keep in mindekistence of a class of
professional male weavers. The fipgplosdisplayed as a sail was made
by two male weavers, Acesas and Heliébn.

The fact that practically no ancient Greek textiave been preserved
has meant that this medium is for the most part timeed only
incidentally in the literature on Greek art. My leofs that | have here
succeeded in demonstrating that figural textilesbpbly constituted a
most significant medium for keeping the memory lté theroic past alive
in the Archaic and Classical periods. | believet ttagpestries, or story-
cloths, as we may also call them, played a paréminding people about
their myths and history that was as least as impbras the large wall
paintings, temple-pediments, temple-friezes etce Timpact of figural
textiles is furthermore clearly reflected in vaseinping. As | have
demonstrated, it seems very likely that many vasaters were more or
less directly influenced by woven designs foundendiles.
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Notes

! Translation Rieu 1950.

2 The Bayeux Tapestry is, however, an embroidery.

% Barber 1992, 112.

4 According to Vickers 1999, 17: “Greek ships figtgiPersian”.

® Translation Willets 1992, 57-58.

® Translation Verity 2002. It is also worth mentiogia passage earlier in the text
where the cost of Praxinoa’s own dress is discys4ddre than two hundred
drachmas in hard cash. | put my heart and soultir@cembroidery”Igyll 15, 34-
37).

1. Cyclopes forging Zeus’ thunderbolt; 2. Amphimmd Zethos building Thebes;
3. Aphrodite holding Ares’ shield; 4. Battle of soaf Elektryon and Taphians; 5.
Chariot race of Pelops and Oinomaos; 6. ApolldnglITityos; 7. Phrixos and the
golden ram.

8 Shapiro 1980, 263-286.

9 Or just below at the Eleusinion; cf. “Thpeplossail was evidently left behind
with the Panathenaic Ship at the Eleusinion angl mrhoved and taken up to the
Akropolis after the festival ... was over. Here tihdpsand its decorated sail could
be viewed and admired ... Tipeplosdedicated ... at the Great Panathenaia was
presumable displayed in one of the temples on tkepblis after the festival”
(Mansfield 1985, 77-78).

10 Mansfield 1985, 2-18.

L «while [the weaving and dedication of the garmentmay, ... be a cult-practice
of Mycenaean origin, the communal weaving of caltrgents for dedication is
not. The cult-rituals in question must have origgakin the eighth century B.C. (or
later)...” (Mansfield 1985, 443).

2t could perhaps be tempting to connect the lgloswith Pheidias’ colossal
statue of Athena, but for the fact that it représdnAthena Parthenos and not
Athena Polias to whom thgeploswas dedicated.

13 Mansfield 1985, 58.

14 Mansfield 1985, 4ff.

15 Mansfield 1985, 443. It is also important to pomit that the number of
inventory inscriptions in sanctuaries makes it clgzat textiles were rather
common as private votives, for instance at the risetemple at Brauron. The
inventories not only mention the type of cloth é&very votive kept in the treasury,
but also provide a description of the decoratiam, éxample, “a new, patterned,
mantle, it has a design in the middle, of Dionyposring libation, and a woman
pouring wine for drinking” (Cleland 2005, 98-10@&3l line 31.32).

16 Jacobsthal 1938, 205-216.

17 See Robertson’s commentary on whether the sceheAlisthenes and Sybaris
was doubled or not (Robertson 1939, 136).

18 Jacobstahl 1938, 209-214.

19 Robertson 1939, 136.

20 vickers 1999, 24.
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ZLvickers 1999, 28.

2 pausanias 1.15.1-3. Pausanias has, however, pyobaibunderstood the
painting and it was another battle that was rerdjare Taylor 1998, 223-243.

3 Barber 1991, 365-372.

24 Barber 1992, 111-112. To my mind, the influenceteftile prototypes was
perhaps even more tangible during the Geometrimgehan in later periods. It
would seem quite obvious when studying, for examiple large grave vases from
Dipylon that their images imitate woven patterngeftin these cases we can see
filling ornaments, which often seem to be out ofitext in the scene, for example,
birds (typical standard motifs) which are sometinpdsced under a table or a
horse. The very static and geometric simplified whyendering the figures clearly
indicates a textile technique.

% Brinkmann 2004, 58-59, figs. 82-83. The kore iswhver, not dressed in a
peplos but is wearing arependytes,a tight-fitting sleeveless tunic of linen
originating from the Near East, and under this wlears a whitechiton (Miller
1989, 313-329).

% Vickers 1999, 31.

27«The normal limit for the width of a warp-weightéabm is 2-3m, but it is likely
that professional weavers used wider high-warp Viegtical) looms for weaving
tapestries” (Mansfield 1985, 58).

2 The majority of the vase painters, at least in Ahehaic period, seem to have
preferred stacked friezes, despite the fact thiat was not necessarily the most
obvious way of arranging the scenes; they coulc Isdarted to paint one figure in
the middle of the vase and then continued by ptptie other figures wherever
they liked. In the early Classical period, howewehreak with this tradition can be
noticed. The Niobid Painter represents an earlyngka. In an attempt to create
space he has placed the figures on different ssi@tations on the ground and the
figures are no longer bound to a common base Tihe.inspiration for the Niobid
Painter is by most scholars considered to be Polygn “the inventor of painting”
(Richter 1959, 264).

2% De Caro 2003, 60 (colour plate).

30 A description of the temple and the statue grsugiven by Pausanias (VIII, 37,
1-7).

3L Wace 1934, 107-111.

32 Naples, Museo Nazionale Archeologico, inv. 81673100 BC.

33 published by Ludolf Stephani in 1881.

341t should perhaps be pointed out that that thgnfilents in Fig.1-9are not
arranged in an absolute order, and that the lacsinagld be larger (Stephani 1881,
pl.4).

% Tolmachoff 1942, 18, “a process of covering pafigshe pattern in turn with
wax”. Gerziger (1975, 51) claims that painted testimust have been common in
antiquity and refers to Herodot (I, 203) and Pln@at, Hist.35, 150).

%6 Gerziger (1975, 51) points out the similarity ®drfigure vases: "dreifarbig
bemalt; von dem schwarzen Hintergrund heben siehodangefarbenen Umrisse
einer Zeichnung ab, deren einzelne Teile schwaid dunkelrot nachgezogen
sind.” She writes that the painting imitates reglfe technique, but | think it is
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much more likely that the batik-textiles imitate wen textiles. It is true that our
batik-cloth reminds us of red figure vase paintjngst this is due to the fact that
the vase painters were also influenced by wovemrdéions (see my arguments
above).

37 width c. 30 cm; length c. 3m (Gerziger 1975, 9%, p1-24; Stephani 1881, pls.
3-6). lllustrations also in: Tolmachoff 1942, p&15; Richter 1959, 369-371, figs.
491-494; Pekridou-Gorecki 1989, figs. 18, 20, 22, Barber 1991, figs. 7.11-7.13
and 16.15.

%8 Gerziger 1975, 51-52, pl. 24 (reconstruction ph& of the cloth).

% Only the one inFig.9, the other is turned in the opposite direction ré@er
1975, pl. 23:1); they belonged probably to the séieee, due to the same type of
border pattern.

4% There are two individuals named Mopsos in Greekhoipgy, Gerziger believes
that this one is the Mopsos from Thessaly, whoigpdted in the Calydonian boar
hunt, the fight against the centaurs at the weddingeirithous, and is the seer in
the expedition of the Argonauts. The scenes on dbé are, however, too
fragmentary to make it possible to connect themany specific episode. The
letters EPI on a fragment indicates perhapsramyebecause of a hand holding a
shake (Gerziger 1975, 53-54).

41 Fragments of another fine cloth were found insfeesarcophagus, lying across
the legs of the deceased. It was a polychrome ewatloth decorated with a
woven pattern consisting of ducks and stags’ hg&iephani 1881, pl. 5, 2;
Tolmachoff 1942, 22-23, pl. 2 (according to hew#s a man’s hat); Barber 1991,
206-207, fig. 7.12; Richer 1959, 369, fig. 494).

42 Kurtz & Boardman 1971, 78, pl. 16; Karouzou 19834-135 (colour plate).

3 According to Barber (1991, 377-378) the cloths deeorated with “friezes of
battling warriors and such”. | have scrutinised thedel and detailed photos, but
have not been able to discover these.

* Mansfield 1985, 54-55; Barber 1992, 113; Vicke?89, 31-33.
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