Copyright

by

Amy Beth Angell

2017

The Thesis committee for Amy Beth Angell
Certifies that this is the approved version of the following thesis:

Images of Divinities in Functional Objects:
A Study of Seventh-Century BCE Perirrhanteria in Greek Sanctuary Contexts

APPROVED BY
SUPERVISING COMMITTEE:

__________________________________________
Athanasio (Nassos) Papalexandrou, Supervisor

_________________________________________
Penelope Davies

Images of Divinities in Functional Objects:
A Study of Seventh-Century BCE Perirrhanteria in Greek Sanctuary Contexts

by

Amy Beth Angell, B.A.

Thesis
Presented to the Faculty of the Graduate School of
the University of Texas at Austin
in Partial Fulfillment
of the Requirements
for the Degree of

Master of Arts

The University of Texas at Austin
May 2017

Abstract

Images of Divinities in Functional Objects:
A Study of Seventh-Century BCE Perirrhanteria in Greek Sanctuary Contexts

Amy Beth Angell, M.A.
The University of Texas at Austin, 2017

Supervisor: Athanasio (Nassos) Papalexandrou

Perirrhanteria in Greek sanctuaries are described in general terms as water basins
for the purpose of purification. From the mid-seventh century to the early sixth century
BCE, the perirrhanteria were made of marble, featured sculptural figures in the place of
columnar stands, and found wide distribution among a variety of Greek sanctuaries. Due
to the striking motif of the figurative stands, three or four female figures flanked by lions
or standing on their backs, scholarship regarding the stone perirrhanteria has been centered
on iconography and early monumental sculpture. Although preceding sculptural analyses
provide useful information for the history of a motif, the relatively short lifespan of this
particular basin type and its appearance in sanctuaries dedicated to an array of deities begs
further study of its function in context.
A close study of the perirrhanterion from Isthmia—its location at the entrance to
the Temple of Poseidon and the effective power of monumental imagery in Early Greece—

iv

supplies the necessary contextual information for a broader understanding of the basin’s
function. This study proposes that the perirrhanteria served as boundary markers, and the
divine figures represented on their stands acted as guardians of the boundary, facilitating
passage into a more sacred zone. An understanding of the sanctuary landscape as a series
of increasingly exclusive areas, from the temenos boundary to the innermost room of the
temple, presents the perirrhanterion as a cult instrument useful at various locations within
a Greek sanctuary. Its adaptable function and Orientalizing iconography contributed to its
broad dissemination.
Addressing five other stone perirrhanteria from this period that are attributed to a
common production center in Lakonia based on marble analysis, this study considers local
cults in the Spartan region and arrives at an identification of the perirrhanteria’s female
figures as Artemis. Noting associations of early Artemis with Potnia Theron and Early
Greek perceptions of the goddess as a guardian of margins, both physical and conceptual,
this study argues that the presence of Artemis on the basins is crucial to their function. In
addition to their role as vessels for purificatory water, the perirrhanteria served as
landmarks in transitional and ambiguous space.
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Introduction
Greek sanctuaries of the seventh century BCE have often been described as areas
of competitive display, characterizing the Orientalizing period of Greek visual
representation.1 Sanctuaries housed collections of exotic imagery and materials to increase
the local prestige in the eyes of visitors, an allure that entices modern scholars as well. The
emphasis in recent scholarship on sanctuaries as collections of curiosities,2 although an
accurate and necessary pursuit when applied to votive objects, warrants emphasis on the
meaning and function of those objects that required direct interaction from visitors to the
sanctuary. Particularly at risk for oversimplification are the stone perirrhanteria,
purification basins on figurative stands, present at several Greek sanctuaries from the midseventh century to the early sixth century BCE. Due to the incorporation of stone figures
of a relatively large size for the date they were produced, the perirrhanteria appeal to
scholars as an early stage of monumental sculpture in Greece. Formal discussions are
necessary for a better understanding of the sculptural history of the Greek world, but they
relegate the basins to the position of passive objects meant only to be viewed. A functional

1

See John Boardman, The Oxford History of Classical Art (Oxford: Oxford University
Press, 1993); Walter Burkert, The Orientalizing Revolution: Near Eastern Influence on
Greek Culture in the Early Archaic Age, trans. Margaret E. Pinder and Walter Burkert
(Cambridge, Mass.: Harvard University Press, 1992); Ann C. Gunter, Greek Art and the
Orient (Cambridge: Cambridge University Press, 2012).
2

See forthcoming articles: N. Papalexandrou, “The Aesthetics of Rare Experiences in
Early Greek Sanctuaries,” in The Stuff of Gods, ed. Jenny Wallenstern et al. (in
preparation); N. Papalexandrou, “The Role of Greek Sanctuaries in Material and Artistic
Interactions between Anatolia and Etruria” in Material and Artistic interactions between
Etruria and Anatolia in the first millennium BCE, ed. Elizabeth Baughan et al. (in
preparation).
1

analysis that recontextualizes the perirrhanteria and studies their effect on sacred space
offers a more complete picture of their role in sanctuaries—not only as objects that were
looked at, but as objects that looked back.
Approximately seventeen fragmentary basins with figurative stands have been
identified as potentially belonging to perirrhanteria, but this study considers six of the
better preserved examples.3 The documented perirrhanteria come only from major
sanctuaries, indicating that the object type was not commonplace, but restricted to a few
select sanctuaries capable of holding especially prestigious objects. Despite their limited
number and consistent iconography, these basins appear in sanctuaries dedicated to diverse
gods and goddesses. The basins from Delphi, Isthmia, Olympia, Ptoon, Rhodes, and Samos
(Figures 1-6) demonstrate a peculiar phenomenon: objects with similar formal qualities
appearing across a broad geographic range for a relatively short period of time. While there
is some stylistic variation among the figurative supports of the stone basins, each support
consists of three or four outward-facing female figures that either stand on or beside lions,
typically holding the beasts’ tails or leads. I propose that the reason for this widespread
consistency of form is the selection of a specific iconography that represents Artemis as

3

Heidrun Pimpl, Perirrhanteria und Louteria: Entwicklung und Verwendung grossor
Marmor – und Kalksteinbecken auf figürlichem und säulenartigem Untersatz in
Griechenland (Berlin: Verlag Köster, 1997), 159-172: Pimpl lists seventeen basins with
figurative stands in this catalog, which is the most comprehensive account of the
sculptural type. Some of the objects Pimpl identifies are fragments of figures that have
been reconstructed as belonging to a basin’s stand, and others have unreliable
provenience. The six perirrhanteria stands primarily addressed in this study are the best
preserved examples with the strongest evidence linking them to a water basin. They are
sculptural figures that were either found alongside the bowl they supported, reconstructed
with basin fragments found at the site, or determined to belong to a perirrhanteria based
on structural and stylistic analysis.
2

Potnia Theron, lending divine authority and exotic prestige to a kind of cult object already
essential to rituals at most major Greek sanctuaries. Those rituals centered on the
requirement for purification before crossing the threshold of a sacred space. I argue that
the Greek sanctuary consisted of multiple layers of sacred zones, from the entrance to the
temenos precinct to the innermost rooms of the temple, and each layer required rituals of
purification for passage. The perirrhanteria adopted Near Eastern iconography that coded
the basin as a boundary marker, facilitating passage between layers in the purification
process.
Perirrhanteria in Ancient Literature
In his account of Kroisos’ dedications at Delphi, Herodotos describes two large
bowls at the entrance to the Temple of Apollo: a gold one to the right and a silver to the
left.4 Herodotus calls these bowls “περιρραντήρια,” meaning a vessel for sprinkling. In
other ancient sources no earlier than the fifth century BCE, the words “perirrhanteria” and
“aporrhanteria,” deriving from a combination of words meaning “sprinkle” or “sprinkle
upon,” are used interchangeably to describe the same type of object.5 These terms describe
water basins, typically made of precious metals, with the function of pouring or sprinkling
water in an act of cleansing. Language describing this function appears in Euripides’ Ion:
ἀλλὰ χρυσέαις
πρόχοισιν ἐλθὼν εἰς ἀπορραντήρια
δρόσον καθήσω,
4

Herodotus 1.51.

5

For a list of literary sources that mention perirrhanteria or aporrhanteria: G. M. A.
Richter, Korai: Archaic Greek Maidens, a Study of the development of the Kore Type in
Greek Sculpture (London: Phaidon, 1968), 27; Pimpl, Perirrhanteria und Louteria, 5-6.
3

But I will go to the aporrhanteria with the golden ewers to pour the water (Ion 434436),6
In this context, the action of pouring or sprinkling water served the purpose of purification
before entering a sanctuary or temple. Perirrhanteria gave physical definition to the
conceptual boundary between the mortal and immortal realms while providing the method
for crossing that boundary. An excerpt from Hippokrates’ De Morbo Sacro describes the
ideology of ridding oneself of pollution before entering sacred space:
Τὰ γοῦν µέγιστα τῶν ἁµαρτηµάτων καὶ ἀνοσιώτατα τὸ θεῖόν ἐστι τὸ
καθαῖρον καὶ ἁγνίζον καὶ ῥύµµα γινόµενον ἡµῖν, αὐτοί τε ὅρους
τοῖσι θεοῖσι τῶν ἱερῶν καὶ τῶν τεµενέων ἀποδεικνύµενοι, ὡς ἂν µηδεὶς ὑπερβαίνῃ ἢν µὴ ἁγνεύῃ, εἰσιόντες τε ἡµεῖς περιῤῥαινόµεθα οὐχ
ὡς µιαινόµενοι, ἀλλ' εἴ τι καὶ πρότερον ἔχοµεν µύσος, τοῦτο ἀφαγνιούµενοι.
We ourselves fix boundaries to the sanctuaries and precincts of the gods, so that
nobody may cross them unless he be pure; and when we enter we sprinkle
ourselves, not as defiling ourselves thereby, but to wash away any pollution we may
already have contracted (De Morbo Sacro 1.148.55ff).7
A later text from Lucian’s On Sacrifices explains that rules of purity regarding entrance to
sanctuaries required the washing of hands:
καὶ τὸ µὲν πρόγραµµά φησι µὴ παριέναι εἰς τὸ εἴσω τῶν περιρραντηρίων ὅστις µὴ
καθαρός ἐστιν τὰς χεῖρας.
and the notice says that nobody is to be allowed within the sanctuary who has not
clean hands (On Sacrifices 13).8

6

Richter, Korai, 27.

7

Robert Andrew Parker, Miasma: Pollution and Purification in Early Greek Religion
(Oxford: Clarendon Press, 1983), 19.
8

Richter, Korai, 27.
4

These texts provide a loose definition of an evidently crucial religious practice, indicating
that a purifying act of some form was required upon entrance to any sacred enclosure. Some
sources place the perirrhanteria at the entrance to a sanctuary’s temenos, and others to the
temple itself. Reports of their varying locations suggest that these basins served a particular
cultic purpose that was useful at multiple thresholds. They could facilitate passage from
the ordinary world of humanity outside the temenos to the uncanny realm of divinity, and
even to the most sacred interior of the divine dwelling. Negotiating these boundaries was
essential according to Early Greek concepts of purity and pollution, which were wellestablished by the time Herodotus or Euripides put them in writing.9
The fifth century produced the earliest literary references to perirrhanteria, and the
basins described therein hardly resemble the type from the seventh century. Both types are
conventionally called perirrhanteria, but the earlier group are carved from stone and feature
figurative stands while the later basins are typically made of precious metals and rest on
simple columnar stands. It is their shared elaborate character that causes these differing
groups to be ascribed the same function.10 Chapter One of this study addresses the
remarkable effect of the earliest monumental sculptures in Greece, arguing that, from the
perspective of the Greek viewer, the figures supporting the early perirrhanteria imbued the
basins with divine presence. The monumentality of the basins and their sculpted figures
allows for a functional connection between the seventh century perirrhanteria and the metal
ones described in the fifth century. Both types have the sumptuous nature of vital ritual

9

See Chapter 2 for discussion of purity in Early Greece.

10

Pimpl, Perirrhanteria and Louteria, 1-3.
5

objects, but their differing characters adhere to the tastes of their time. Because the
approximate dates of their creation and installation are foundational components of their
context, establishing a general chronology for the perirrhanteria in this study provides a
framework for the development of the type.
Establishing a General Chronology
The few monographic studies on the perirrhanteria of seventh century Greece
primarily consider the sculptural elements of the basins in relation to the history of
monumental sculpture. Jean Ducat presents the earliest detailed typology and includes
seven of the better preserved perirrhanteria.11 Ducat addresses stylistic commonalities
among the group, suggests a basic chronology, and introduces the idea that many of the
basins could share the same Lakonian origin. He suggests that the stand from Samos is the
oldest of the perirrhanteria, assigning it an approximate date of 660 BCE,12 followed by
the Isthmian example, which he dates ca. 650-640 BCE.13 Proposing that these two earliest
examples came from the same workshop based on stylistic and technical similarities, Ducat
groups the basins from Samos and Isthmia in “Groupe I.” He observes commonalities in
the kores’ triangular chests, their small and pointed breasts, their straight and slender bodies

11

Jean Ducat, “Périrrhantèria,” Bulletin de Correspondance Hellénique 88.2 (1964):
Ducat’s list of perirrhanteria contains the six examples addressed in this study and one
other at Oxford’s Ashmolean Museum, which is said to be from Corinth, but lacks a
reliable provenience.
12

Ducat, “Périrrhantèria,” 604.

13

Ducat, “Périrrhantèria,” 604.
6

below the waist,14 and he identifies a similar “relief en creux” technique used to carve the
eyes of the korai and lions in both examples.15 Four other perirrhanteria in Ducat’s study
comprise “Groupe II.” Dating this group as a whole toward the end of the seventh century,
Ducat suggests five to ten years between the production of each basin beginning with the
figurative stand from Rhodes ca. 625 BCE, followed by the perirrhanterion at Oxford that
may be Corinthian, the Olympian basin, and finally the figures from Ptoon.16
Ducat does not assign the basin from Delphi to either group due to stylistic
differences and the lack of evidence that the group once included lions.17 One of the
remaining fragments shows the kore’s hand flat against her side, holding neither a leash
nor tail. The difference in style concerns the treatment of the korai’s hair, which Ducat
describes as squared from behind.18 While the basin from Ptoon also appears to be missing
lions, Ducat proposes that they were present in the form of protomes situated between two
plinths under the feet of the korai (Figure 7).19 While the suggestion that a few fragments

14

Ducat, “Périrrhantèria,” 588: Ducat also notes the similar head shapes of the lions in
the Samian and Isthmian figures, which are hexagonal rather than round, identifying a
disconnection between the primitive forms and advanced technique as crucial to the style
of a single workshop: “C’est ce qui donne à ces œvres leur vigueur et leur originalité:
malgré la perfection de la technique, ells ont quelque chose d’étrangement primitif.”
15

Ducat, “Périrrhantèria,” 588.

16

Ducat, “Périrrhantèria,” 604.

17

Ducat, “Périrrhantèria,” 595-96.

18

Ducat, “Périrrhantèria,” 596: “si ces statuettes comportaient les mêmes boucles
frontales que celles de 3, 5, et 6, leur chevelure, par derrière, présentait la particularité
d’être quadrillée.”
19

Ducat, “Périrrhantèria,” 578-81, 604-606.
7

from the same general time period and location come from the same monument is purely
speculative, Ducat’s primary argument that this perirrhanterion served as a stylistic
transition point is plausible. The perirrhanterion from Delphi could be another example of
a transitional work—a deviation from the original type that retains the korai and excludes
the lions. Based on his suggestion that the lions existed as protomes that are now lost, Ducat
places the Ptoan basin at the end of his “Groupe II” chronology and claims that the lesser
status of the lion figures results from a growing disinterest in exotic forms at the end of the
seventh century. While there is general agreement that the conclusion of the Orientalizing
period of Greek art saw the gradual decrease of exotic motifs in visual representation,20
Ducat’s proposed chronology works without a transitional piece involving lion protomes.
The perirrhanteria from Ptoon and Delphi likely came after the others in this study, from a
period when the effect of Orientalizing imagery had diminished.
The chronology that Ducat established for each individual perirrhanterion is
perhaps more defined than the evidence allows, but the general timeline of his designated
groups is reasonable. Other scholars agree that the Samian and Isthmian basins could be
the earliest examples, typically assigning dates in the mid-seventh ccntury.21 The following
few decades belong to the perirrhanteria from Olympia and Rhodes in no discernable order
and the basins from Delphi and Ptoon are likely the latest. This timeline provides a loose
framework for determining the origin and dissemination of perirrhanteria in the seventh

20

The life of Orientalizing motifs is summarized in Walter Burkert, The Orientalizing
Revolution.
21

Richter, Korai, 27-30; Brunilde Ridgway, The Archaic Style in Greek Sculpture, 2nd
ed., (Chicago: Ares, 1993).
8

century, which will be the focus of Chapter Three. The popularity of this sculptural type,
made exclusively of stone with a figurative stand comprised of korai and lions, was
intertwined with the priorities of the Orientalizing period.
Methodology and Outline
The aim of this thesis is not to reject previous iconographic and typological
analyses, but to reframe them through consideration for the objects’ function. This study
considers an object’s function to include not only its role in ritual, but also its impact on
the space it inhabits and its effect on those who viewed it. Due to the general consistency
of iconography, material, and date among the group, this paper assumes that the basins
shared functions and locations at their respective sanctuaries as well.
Extrapolating from the basin with the most useful contextual information, the
perirrhanterion from the Sanctuary of Poseidon at Isthmia, this paper attempts to expand
the understanding of the cooperation of iconography and function. In addition to the
Isthmian basin’s reliable reconstruction created from numerous large fragments, it can be
assigned a specific location in the sanctuary.22 A circular poros base sits on the right side
of the Archaic Temple of Poseidon’s pronaos (Figure 8).23 Discovered in situ below the
floor level of the Classical Temple, the base has a diameter of 1.23 m., corresponding to

22

For analysis of the archaeological evidence and arguments for the location of the
perirrhanterion, see O. Broneer, Isthmia I: Temple of Poseidon (Princeton: American
School of Classical Studies at Athens, 1971); Mary Sturgeon, Isthmia IV: Sculpture I,
1952-1967 (Princeton: American School of Classical Studies at Athens, 1987); E. R.
Gebhard and F. P. Hemans, “University of Chicago Excavations at Isthmia, 1989:1,”
Hesperia 61 (1992), 1-77.
23

The perirrhanterion’s original location in the Sanctuary of Poseidon will be discussed
further in Chapter One.
9

the diameter of the perirrhanterion’s bowl. Some of the basin’s sculptural fragments were
found within a couple of meters of the poros base, and others come from the North
Temenos Dump, a large deposit of materials damaged in the fire that destroyed the Archaic
Temple.24 This study will begin with an investigation of this basin’s sculptural features and
its relationship to the Temple of Poseidon. It will then consider the basin’s role within
Greek concepts of purity and pollution, establishing its position as a boundary enforcer and
a physical manifestation of the transitional process of purification. The final chapter of this
thesis presents a broader perspective of the perirrhanteria, considering the influence of
patterns in the Orientalizing period and proposing where the basin type began, how it
became widespread, and why it faded out in the sixth century.
Chapter One presents a close examination of archaeological reports from the
Sanctuary of Poseidon at Isthmia. The publication of excavations from Oscar Broneer and
Mary Sturgeon provide the first in-depth report of the site and its materials. An analysis of
Broneer’s evidence and conclusions by Robin Rhodes25 and a more recent excavation by
E. Gebhard and Frederick Hemans contribute more nuanced analyses of the site.26 These
reports describe a sanctuary complex that was one of the earliest expressions of
monumentality in its region and a site of intentional novelty. The Isthmian sanctuary
perceived itself as an innovator, actively cultivating new forms and experiences. Chapter
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One argues that the novelty of large-scale figurative sculpture as well as monumental
building created a visual experience that removed the visitor from the realm of mortals. As
a crucial element of this composition, the iconography of the perirrhanterion aligned with
the purifying purpose of the basin and represented the manifestation of divine authority.
Chapter Two builds upon the contextual information to consider the basin’s
function more closely. In her extensive dissertation of 1997, Heidrun Pimpl writes that the
perirrhanteria were set up close to temples and used for purification, arguing that the female
figures represent Artemis in a protective role connected specifically to water.27 The
perirrhanterion’s iconography coded the basin as an instrument for purification. It adopted
imagery that suited a specific purification function already embedded in sanctuary culture.
I propose that the placement of water basins at the entrance to the temple, deep within the
bounds of the sacred temenos, signifies not a single act of cleansing upon entering the
sanctuary, but a purification process with multiple layers. Defining purification as a process
with multiple stages lends specificity to a topic that has been treated vaguely in previous
scholarship. Recontextualizing the basin at Isthmia identifies this layer of purification as
one with both an interactive and a visual function. I argue that the perirrhanterion’s location
in front of the temple punctuates the entrance to a liminal space, marking the area where
one transitions from the temple’s exterior into the exclusive enclosure of the cella. The
temple pronaos is a marginal zone where the imagery of Artemis as Potnia Theron would
not be out of place. It is a boundary facilitated and guarded by divine authority.
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Extrapolating from the sanctuary at Isthmia and its perirrhanterion, Chapter Three
presents a model for the origin and distribution of the seventh century stone basins. An
isotopic analysis of marble samples from the perirrhanteria at the center of this study, with
the exception of the basin from Rhodes, suggest a common Lakonian production center.28
This marble study corroborates Ducat’s earlier stylistic analysis that suggested an origin
point in the Spartan region. An investigation of the local significance of Artemis cults near
Sparta, such as the Sanctuary of Artemis Orthia, demonstrates iconographic connections
between the figures of the perirrhanteria and representations of goddesses from the Near
East.29 The motif’s exotic appearance suited Orientalizing trends and achieved widespread
distribution relatively quickly as a result of the spirit of competitive display in seventh
century Greek sanctuaries. The perirrhanteria may have invoked the goddess Artemis
because of her local significance, but the visual effect is one that could be understood
beyond the Lakonian region—the Artemis of Early Greece monitored physical and
conceptual boundaries throughout the Greek world.30
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I conclude that the iconography of Artemis as the exotic Potnia Theron, combined
with the special effect of images in Early Greece, create an object whose visual force is as
vital as its ritual function. The perirrhanterion at the Isthmian Sanctuary of Poseidon
presents one example of how a purification basin operated in a specific space. Lending a
physical and interactive presence to a conceptual process, the stone perirrhanteria signify
a place of transformation in which one becomes suitable for interaction with the immortal
world. The imposing figures of the stand gaze directly out from beneath the basin, guarding
a sacred boundary and piercing the surrounding space with the authority of the divine. A
visitor only approached the temple doors after a purifying action authorized by Artemis—
crossing the threshold under the goddess’s constant gaze.
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Chapter One: Novelty of Monumentality in the Archaic Temple of Poseidon and the
Perirrhanterion at Isthmia
Situated in the southern region of the Corinthian Isthmus, Isthmia controlled a
thoroughfare from the Athenian north to the Peloponnesian south as well as traffic across
the land bridge from the Saronic Gulf to the Gulf of Corinth. The Sanctuary of Poseidon at
Isthmia sat on a triangular plateau at the foot of the Rachi ridge, 16km due east of Corinth,
to which it was linked by a road that ran along a gully at the northwest side of the sanctuary
(Figure 9).31 As an extramural shrine of the Corinthians, the sanctuary served as a
demonstration of the polis’s wealth and resources, an ostentatious civic investment located
at a crossroads of major thoroughfares.32 At its narrowest point, this land bridge, which
David Pettegrew calls “the Mount Everest of ancient isthmuses,” was more than 5,600
meters wide and rose to an elevation of 80 meters above sea level.33 Sitting atop this
grandiose framework, the seventh century Poseidon Temple would have been a highly
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visible and easily recognizable landmark for travelers by land or sea.34 Vincent Scully
emphasizes the connection of a sanctuary to its landscape in terms of meaning as well as
form, maintaining that “the landscape and the temples together form the architectural
whole.”35 Early Greeks often chose temple locations based on landscape features that were
considered sacred and expressive of specific deities,36 and the landscape was integral to the
sanctuary experience. Margaret Miles observes that the exterior setting of a temple
provides “a kinetic experience for visitors of ‘going up’ to a sacred place.” The harmony
of religious buildings and landscape, or in this case, seascape, is visible at the Sanctuary of
Poseidon, where natural and built environments combine in a display of monumentality.
The sanctuary’s formidable impression was not limited to the physical area it
inhabited. The Archaic Temple was impressive for its time, a period when Greek
monumental architecture was just getting started.37 Aside from fortifications, sanctuaries
were the first sites of major building operations—monumentalization of the agora did not
take place until the sixth century.38 Frederick Hemans describes the Temple at Isthmia as
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“our best evidence for the transition from premonumental to monumental materials and
techniques in the development of the Greek temple.”39 Few predecessors existed to set a
precedent for large scale building in the region,40 so the Temple’s location and visibility
came with the potential to influence the nature of monumentality in the years following its
construction. Barbara Barletta outlines three architectural elements that lent prominence to
seventh century temples: fully stone walls, terra cotta tile roofs, and peristyles.41 The
Temple of Poseidon at Isthmia is the only example Barletta gives that exhibits all three
markers of monumentality. She describes the temples at both Isthmia and Corinth as
“anomalies for their time,”42 explaining that both made early use of cut-stone blocks and
are responsible for the introduction of tile roofs in the seventh century.43 The well preserved
evidence for the tile roof and stone walls at the Temple of Poseidon indicate a complex
system, involving as many as eight different roof tile types,44 and wall blocks of uniform
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heights and widths coordinated with their location in the building.45 At Isthmia, the
architecture and its landscape set a monumental stage for the material culture therein.
Monumentalization and the Power of Images
Large-scale figurative sculpture was also in its infancy in the mid-seventh century.
Following early wooden cult images and visual representations of mythological scenes on
painted vases, figurative sculpture introduced a jarring lifelike quality to representations of
divinity. The first types of monumental sculpture, the standing kouros and kore, developed
initially without the now-familiar attributes that indicate divinity.46 Whether a figure was
intended to represent a god or goddess, it took the human form of a man or woman. This
problem of personification necessitated the development of certain iconographical markers
to characterize the divine, such as Artemis’s bow or Zeus’s thunderbolt.47 The process of
developing an iconography for divinity did more than provide a method for identifying
gods and goddesses; it created an opportunity to imbue a functional object with divine
authority through visual representation. Robin Rhodes describes early monumental art as
“ritual in three dimensions,” in which figurative representation facilitates access to the
realm of the immortal while simultaneously setting it apart.48 The perirrhanteria adopted
an iconography that could effectively negotiate that boundary via the purification process,
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but the weight of divine manifestation in sculpture hinges on the perception of images in
seventh century Greece.
Imagery itself was not new, but it did have a unique power in Early Greek art.
Nassos Papalexandrou emphasizes the “interactive nature of images in preliterate
contexts,”49 regarding the eighth and seventh centuries. Papalexandrou argues that tripod
cauldrons marked performance arenas, eliciting discursive responses in hexameters that
were inextricable from the objects themselves.50 Other object types may not have evoked
such specific responses, but the strong effect of tripods demonstrates the potential influence
of visual representation. Societies without writing as a cultural medium rely more
profoundly on the communicative power of images. Viewing an image was not a passive
process; moreover, the people of Early Greece only encountered imagery in special
contexts and circumstances. The “restricted visuality” of visual representation limited a
person’s exposure to images to places characterized by the otherworldly, namely
cemeteries and sanctuaries.51 Citing literary evidence and images on painted vases, Jan
Bremmer observes a lack of distinction between deities and cult statues in both language
and visual representation until the end of the sixth century.52 Bremmer identifies “the
fluidity between image and living goddess” through ancient accounts of statues performing
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direct actions, such as the description from the poet Alcaeus in which the goddess Athena
leaves her temple in anger after the rape of Cassandra by Ajax.53
The images that populated exclusively sacred places were not mere decoration, but
facilitators of a visual experience. In those contexts, objects with an established cultic
function, such as perirrhanteria, adopted images that would enhance that function.54 The
uncanny nature of their images, indications of divine presence, augmented the interactive
nature of the basins. The korai, lions, and rams on the Isthmian perirrhanterion signified a
particular visual experience, which was amplified by the added novelty of their
monumentality. I propose that the purpose of seventh-century stone perirrhanteria went
beyond the passive facilitation of purification. Transcending the purely functional object,
which is acted upon while remaining inactive itself, the perirrhanteria were transformed by
images with an affecting power that made them not only functional, but active.
The sculptural elements of the basin were grand compared to contemporary
sculpture, but the perirrhanterion itself was only a small part of a broader monumental
context, the Sanctuary of Poseidon. Understanding the basin’s effect on the space around
it requires a knowledge of its specific location in the sanctuary and the character of that
space. One must seek to understand what a visitor to the sanctuary would see and
experience before encountering the perirrhanterion. Since large-scale building projects
developed primarily outside of urban contexts, the Temple of Poseidon and its
surroundings created an atmosphere that removed the visitor from normality. It was an
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extramural sanctuary, not only physically set apart from urban life at the polis of Corinth,
but also distinctive in design—a type of space organized specifically for a religious
purpose.55 It was the realm of the divine. As such, it required a temenos boundary, which
may have been distinguished by physical borders56 as well as abstract barriers that could
only be crossed through ritual purification. The affect and function of the perirrhanterion
depended partially on the visitor’s approach to that abnormal context, which was
dominated by the dwelling place of the divinity, the temple.
The Archaic Temple
Early Excavation
The Isthmian Poseidon Temple’s remnants, excavated first by Oscar Broneer from
1952 to 1967, provide substantial evidence for its form in the Classical Age, but the Archaic
phase of the Temple is more problematic.57 The Classical Temple’s predecessor, which
housed the marble perirrhanterion, was destroyed by fire around 480-470 BCE and
replaced by the much larger building on the same site. In the years of the excavation,
Broneer uncovered sixteen tons of roof tiles of an early type that must have belonged to

55

Francois de Polignac, Cults, Territory, and the Origins of the Greek City-State, 22-25.

56

Evidence for the seventh century temenos enclosure is scarce, leading to only
speculative reconstructions. Broneer suggests that it “may have consisted merely of a
wooden fence or perhaps only horos stones.” Isthmia II: Topography and Architecture
(Princeton: American School of Classical Studies at Athens), 16.
57

For the preliminary excavation report, see Oscar Broneer, “Excavations at Isthmia:
Third Campaign, 1955-1956” Hesperia 27.1 (1958), 1-37. Find the full publication in
Broneer, Isthmia I: Temple of Poseidon.
20

the building that predated the Classical Temple.58 He also found 800 fragments of blocks,
only one of which was in situ.59 Inconsistent elevations of the floor beneath the Classical
Temple layer complicate Broneer’s interpretation of the Archaic version. Due to the
difficulty of identifying a level and continuous Archaic floor, Broneer’s proposed date of
the temple relies entirely on the circular poros base that supported the perirrhanterion. Most
fragments from the basin and stand were scattered among the burned Temple debris
deposited in the North Temenos Dump, but a few were found in the vicinity of the circular
base at the east end of the Temple.60 Broneer argues that the base is in situ because it sits
beneath the floor level of the Classical Temple, and since its perirrhanterion belongs
stylistically to the middle of the seventh century, it provides a terminus ante quem for the
early Temple’s construction.61 He attributes the disturbances in the floor level to a period
after the fire that destroyed the Archaic Temple.62
Problematizing Broneer’s Date
Since Broneer’s initial excavation and interpretation, which included a
reconstruction of the Archaic Temple as a Doric hekatompedon with a wooden peristyle
(Figure 10),63 other scholars have called his evidence into question. Robin Rhodes rejects
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most of Broneer’s reconstruction as insufficiently substantiated by the archaeological
evidence, arguing on the basis of the architectural remains for a hekatompedon with terrace
walls to the north and east sides and no colonnade.64 He identifies problems with the basis
for Broneer’s floor plan, which depends on five rows of circular holes with rounded
bottoms cut into the bedrock. These holes vary in depth, size, and spacing, but some of the
rows align with features of the early foundation trenches, suggesting to Broneer that their
purpose is related to scaffolding set up for the Archaic Temple’s construction. For example,
the third row consists of six cuttings that “[mark] the approximate axis of the Archaic
Temple.”65 Broneer explains that within some of these cuttings were undisturbed chips of
the same stone used in the remains of the Archaic foundations, of which there are
admittedly few, and he uses the arrangement of the cuttings to determine the dimensions
of his reconstructed plan.66
Rhodes states that the cut holes cannot be reliably dated due to the stratigraphic
variation beneath the floor of the Classical Temple.67 Essentially, the arguments put forth
by Rhodes in 1984 problematize the archaeological information provided by the first
excavation, claiming that “there is no solid evidence that any of the in situ architectural
remains on the site of the Classical Temple antedate the temple.”68 Until the site was
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excavated further in 1989, the proposed date of the Archaic Temple relied almost entirely
on the style of the perirrhanterion, assuming that it was carved and placed on the circular
base soon after the Temple’s construction.
The 1989 Excavations
The excavation directed by Elizabeth Gebhard and F. P. Hemans in 1989 brought
much-needed clarity to the reconstruction. Until then, the positions of only a few pieces of
the building itself were documented: “foundation trenches of the east and north stylobates,
the cuttings in the bedrock where the foundations for these two stylobates joined at the
northeast corner of the building, and a single block remaining from the step that was built
against the east stylobate.”69 Adding to those features, Gebhard and Hemans produced a
more accurate reconstruction of the Temple (Figure 11). They uncovered substantial
sections of the west stylobate foundation trench to establish three connecting sides of the
Temple as well as the foundation trench for the south wall of the cella with evidence for a
series of piers built along the wall.70 They determined that the row of cuttings along the
axis of the temple identified by Broneer belonged to wooden columns that supported the
roof’s ridge pole.71 Ultimately, the excavation established a plan for the Archaic structure
as “a peripteral temple with a configuration of 7 x 18 columns on a stylobate ca.

39.25 m. long and 14.10-14.40 m. wide. . . . The cella was ca. 7.90 m. wide with a
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central row of columns, and the over-all length of the cella was ca. 32.28 m.”72 In
addition to clarifying the Temple’s plan, the 1989 excavations provided stronger evidence
for dating the Temple.
Material deposits from three superimposed floors and a construction deposit below
them establish a construction date in the first half of the seventh century. The latest datable
material in the floor deposits at the west end of the temple, Middle Protocorinthian
ceramics, provide a terminus post quem for the Archaic Temple’s construction.73 The
varied floor levels that were problematic in the early excavations are explained by the 1989
team as a series of repairs or remodels made to the pteron in the middle of the sixth century
and again at the end of the century.74 As the built history of the site becomes clearer, the
temporal position of the Archaic Temple in the history of Greek monumental architecture
increases in significance. It is not simply a primitive predecessor, dwarfed by the larger
and more grand Classical Temple, but the beginning of impressive architectural
compositions in the region.75
Contextualizing materials from this phase of the Temple, and determining what
early Greeks would experience as monumental, requires consideration for the site as it
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appeared at the time of construction. Artificial terracing that did not exist before the seventh
century was cut into the ridge to allow for the structure’s east-west orientation,76
emphasizing the grandeur of the Archaic Temple. Hemans stresses the imposing qualities
of the landscape and the other structures on the site, noting that the platform was situated
below the remnants of a cyclopean wall and mentioning the presence of an impressive altar
that accompanied the temple: “The hekatompedon for Poseidon, and the 100-foot altar
before it, evoked the Homeric notion of great size, establishing one of the great transitional
spaces in Greece.”77 Inserting itself into the bedrock of Isthmia and towering over the other
structures in the area, the domineering effect of the Archaic Sanctuary of Poseidon ensured
that visitors would approach it with a sense of awe. The sanctuary’s physicality set it apart
as a place for interacting with the divine. The novelty of monumental architecture fostered
an atmosphere of the otherworldly, bolstering the effective power of the imagery therein.
Contextualizing the Isthmian Perirrhanterion
Locating the Perirrhanterion Base
Details of the circular base on which Broneer relied so heavily, not only for the
location of the perirrhanterion, but also for the date of the Archaic temple, have been
complicated by the 1989 excavations. Gebhard’s explanation of the multiple floor layers
that predate the Classical Temple illustrate various stages of remodeling during the sixth
century, indicating that Broneer’s circular base was moved when the third layer was added
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to the peristyle.78 While the base was uncovered in situ, its placement belongs to the sixth
century, and its exact original location in the seventh century is uncertain. Despite this
issue, it is unlikely that the basin’s location changed drastically between the seventh and
sixth centuries. First, the commonly accepted stylistic date places the perirrhanterion’s
creation in the mid-seventh century, and it must have been at Isthmia at that time. Any
long-distance movement from another site would likely result in damage, but the basin and
stand show no evidence of injury until the Archaic Temple’s destruction in the fifth
century. Its exceptional state of preservation also suggests long-term protection from the
elements and relative safety from the fire in the cella that ultimately destroyed the temple.
It is fragmentary, but not severely burned. Together, these qualities corroborate an original
location just outside of the pronaos, a space protected from weathering by the peristyle and
separated from the heart of the fire by the cella walls and the space of the pronaos. The
circular base occupies this area, situated on the stylobate and to the right of the entrance to
the pronaos.79 Although the base marks the location of the perirrhanterion in the sixth
century, not the seventh, it likely sat within the shelter of the peristyle since its installation
as an inextricable extension of the temple’s own novelty.
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Located just beside the perirrhanterion base to the south are the feet of an iron tripod
that Broneer associated with the Archaic Temple (Figure 12).80 Situated at a slightly lower
elevation than the perirrhanterion base, the tripod remains are scant and depict an unusual
arrangement. Two iron fragments approximately one meter apart comprise two of the
tripod’s feet, and the third foot is represented only by small bits of rusted iron in the area
where it should have sat. Despite the limitations of the evidence, the markings have been
interpreted as the feet of a tripod. Broneer writes that the tripod was not a dedication
without ritual use, but had a role in rites performed at the temple similar to the
perirrhanterion. Although there is no evidence to indicate which came first, Broneer
speculates that “the tripod. . . is the earlier of the two, having been erected to serve the
same purpose as the perirrhanterion and removed when the latter was set up.”81 This
assessment cannot be confirmed by the current state of evidence, but it is reasonable to
speculate that the two installations served a similar purpose—to facilitate rites of passage
into the temple. It could be argued that both the perirrhanterion and the iron tripod were
only two pieces of a luxury display at the temple’s entrance, as is the case at other Greek
temples,82 but archaeological evidence suggests that large luxury items were uncommon in
seventh century Isthmia. Gebhard and Hemans write, “[Before 700 BCE] there is little that
has so far been recovered which could be described as monumental or be said to reflect
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prestige display.”83 Sizable dedications before this time include the monumental tripods of
the eighth century, which may have remained at the site as treasured heirlooms,84 a type of
opulence that set the tone for the sanctuary’s extravagance in the seventh century. Until the
construction of the Archaic Temple, the sanctuary was likely a roadside shrine with small
luxury goods.85 The storage of numerous sizable prestigious items was unlikely to be a
consideration upon construction of the new building, a mindset reflected in the architectural
layout of the Archaic Temple.
The Function of the Pronaos: The Parthenon
Establishing the location for the seventh century perirrhanterion is only the first
step in determining whether the basin served a ritual function. It could have sat on the
pteron as a prominently displayed votive dedication, a luxury basin intended not to be used,
but to showcase the sanctuary’s prestige. A grand display of objects at the front of the
temple is not unheard of in Greece, as exemplified by the tripod accompanying the
perirrhanterion at Isthmia. Diane Harris makes a compelling case that the interior of the
Parthenon was designed to function as a treasury, building her argument on the broad but
shallow dimensions of the pronaos that were ideal for storing treasures to the sides of the
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door (Figure 13).86 Is it possible that the basins with figurative stands were only valued for
their exotic motifs and conspicuous monumentality? Does the evidence indicate that the
interactive nature of the perirrhanterion went beyond captivating imagery? Answering the
question of function requires both a study of the architectural space at the east end of the
Temple, and an examination of material evidence from the basin.
The assessment of the Parthenon from Harris concerns the temple’s pronaos
inventory between 434 and 407 BCE, which is too late to be useful for a direct comparison
to the Archaic Temple of Poseidon, but her method of studying the shape and character of
the space is a suitable model. The unique qualities of each temple suggests that the plans
could be altered to suit requirements of the local cult, meaning that the space’s function
shapes its structural individuality.87 For example, in Harris’s assessment of the Parthenon,
she observes that the outer stylobate is the same as that of the Temple of Zeus at Olympia,
but the space occupied by columns in the Parthenon’s interior was conservative in
comparison.88 This design accommodates its dual function as both temple and treasury.
Similarly, the objects stored in the Parthenon’s wide but shallow pronaos were protected
by metal screens placed in all intercolumniations of the hexastyle porch, except the
entrance to the temple, limiting access to prevent interaction with the objects kept there.89
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The Poseidon Temple also produced evidence for the storage of votive offerings in its
pronaos, but it contained objects of a different type. The inventory list of the Parthenon’s
pronaos includes exclusively silver and gold vases.90 The material uncovered by Broneer
at the eastern end of the Isthmian temple included 130 Archaic silver coins, and 140 other
small votives of various types, such as “faience beads, bronze statuettes, horse-and-rider
figurines, silver rings, gold foil, a stone seal, and fine ceramic vessels.”91 This treasure
trove calls to mind a dazzling array of small luxury goods, rather than the organized storage
of vessels enclosed by a screen. The stone perirrhanterion near the pronaos would be out
of place among this group of objects due to its size and material, unless its presence there
served a different purpose.
The architectural layout of the Poseidon Temple’s east end offers another contrast
to the Parthenon, suggesting a design motivated by a separate function. The plan produced
by Hemans after the 1989 excavation (Figure 14) presents a space with two doorways
separated by two columns that direct the movement of its visitors. The holes along the axis
of the temple, which Gebhard and Hemans attributed to a central colonnade through the
cella, allow a specific reconstruction of the cella’s entrance. The five westernmost holes
are approximately evenly spaced ca. 4.52 m. apart, but the sixth hole is removed from the
others by a distance equal to the width of the wall blocks, ca. 0.53 m.92 This arrangement
suggests two symmetrical doors between the pronaos and the cella on either side of the
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central colonnade. Most of the eastern end of the pronaos is not preserved, but Gebhard
and Hemans reconstruct a final easternmost interior column in line with the others,
supporting the hipped roof at its apex.93 Unlike the layout of the Parthenon’s pronaos, the
extra width of which created additional storage space at the sides,94 the Temple of
Poseidon’s pronaos is designed to facilitate movement. While the Parthenon’s pronaos
played dual roles, as an entryway to the cella and as a storage space where visitors might
pause to admire the temple’s treasures, the Poseidon Temple’s pronaos functioned almost
singularly as a transitional zone. Its two doorways, divided by two columns along the
length of the pronaos, created two paths for entering and exiting the temple. Immediately
west of the pronaos, just inside the cella, is a small area of bedrock worn down by foot
traffic through the south doorway.95 Together, the pronaos walls and the central columns
conducted temple visitors through either of the two passageways and into the cella.
Ritual Function and Sacred Experience
It could be argued that the perirrhanterion’s state of preservation before its
destruction in the fifth century signifies a lack of functionality. If it had been a strictly
votive object, untouched after the time of its dedication, the perirrhanterion could maintain
a high quality long term similar to the condition we observe; however, the basin bears the
markers of interaction. It was not a dedication intended only to be viewed, but functional
cultic equipment. The stone is darker and more shiny on the surface of the basin’s handles
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and rim,96 likely from years of contact with people gripping the basin as they dip into its
contents.97 The interior of the bowl has a smooth finish, but portions of it are rough.
Sturgeon suggests that this roughness is the result of water erosion, particularly salt water
left to sit.98 Clearly, the basin did not sit inactive among the other precious offerings. From
its place on the stylobate outside of the pronaos, the perirrhanterion acted as a gatekeeper
to the more sacred and exclusive area of the temple. It facilitated passage into a zone that
required additional purification of its visitors.
The point of ablution at the perirrhanterion was one step in a process that began at
the approach to the sanctuary. Before ascending the step of the temple to reach the basin,
a visitor traversed a series of visual impressions that emphasized the sanctuary’s separation
from the everyday. Beginning with the approach, either from land or sea, the visitor
glimpsed the imposing temple cutting into the landscape. Upon reaching the sanctuary, the
visitor crossed the temenos boundary that signified passage into the realm of divinity. Once
inside, he encountered the massive altar, and beyond it, the Poseidon Temple. Each of these
elements enacts a version of monumentality, the combination of which created an
experience that primed the visitor for interaction with the divine. By the time the visitor
reached the temple step, and if he was allowed access to the pronaos and cella, he
approached the basin with a heightened awareness of the uncanny. The fixed gazes of the
figures supporting the bowl—figures whose size and sculptural form were novel in the
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mid-seventh century—contributed to the arresting atmosphere.99 Each monumental
structure or object along the visitor’s path plays a specific role in the experience of the
sanctuary. Understanding the placement of any one object, and the composition of its
imagery, is crucial for determining its meaning and function.
Cohesive Iconography
Reading Painted Vases
Consideration for a group of images in light of their arrangement is as essential to
their interpretation as consideration for the basin in light of its placement in the sanctuary;
both are crucial matters of context. The arrangement of the perirrhanterion’s images, as
well as their relationship to their environment at the front of the temple, directed the Greek
viewer’s visual contact with the basin. The individual iconographic components were
amplified by their physical organization and incorporation into a single unit, leading the
viewer to approach the figurative stand similar to one’s approach to narrative. Certain
compositional elements of the perirrhanterion resemble those of Greek painted vases.
Aside from the clear functional connection with vessels for holding liquid, compositional
parallels with vase painting draw from the repetition of frontal figures organized radially
and the sideways orientation of the lions, corresponding to the horizontal curve of the
basin.100 Approaching this iconographic study from the perspective of reading Greek vases
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allows the modern scholar to consider the cohesion of images and to connect with the Greek
viewer’s visual encyclopedia.101
The mid-seventh century Greek viewer could not rely primarily on visual cues from
other monumental sculpture for her interpretation of the perirrhanterion because precedents
were scarce. In the early years of monumental sculpture, a Greek viewer’s visual
encyclopedia relied on a combination of media. Painted vases were more common, had a
long-established history of production at Corinth,102 and their aforementioned parallels to
the perirrhanterion offer a sturdy framework for analyzing image placement on a vessel.
Similar to large-scale sculpture, figural schemes on vases were limited until the late eighth
century, but Early Protocorinthian ceramic production lead the development and
distribution of Orientalizing motifs on pottery (Figure 15).103 Although still producing
large amounts of Subgeometric motifs, the Corinthian region introduced outlined animal
figures and more naturalistic fauna, training its population to read images in a certain way
as a result. Stavros Paspalas suggests that in the mid-seventh century, some animal scenes
made use of analogy, claiming that “figured pots were not simply decorated vessels, but
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were meant to engage with knowledgeable users.”104 The tradition of painted vases in
Corinth trained its population to actively read combined images on a vessel.
The Visual Program of the François Vase
Close study of the François Vase (Figure 16), produced in the early sixth century,
demonstrates the relationship between images’ meaning and their arrangement on an
object. While there is some disagreement on the interpretation of the figural scenes as a
unified program versus an assortment of popular mythical scenes,105 the cohesion of the
design scheme with the shape of the vessel suggests that the vase’s creators paid careful
attention to how the images would fit together. Organized by a series of superimposed
friezes, including the Kalydonian Boar Hunt, the wedding of Peleus and Thetis, and the
funeral games of Patroklos, the vase presents a rigid structure of imagery. Jasper Gaunt
argues for the cooperation of painter and potter, offering as an example a Lakonian blackfigure volute-krater attributed to the Hunt Painter that features gorgon faces on the sides of
its handles (Figure 17): “The arches at the base of the handles continue the curvature of the
body; but the handlestraps above are distinctly everted in order to take account of the
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gorgoneion roundels applied to them.”106 The vase’s form and imagery are intertwined.107
Gaunt also draws attention to the position of the handles on the François Vase (Figure 18),
observing that their placement governs the painted decoration.108 The ground line of the
uppermost frieze on the body of the vase aligns with the lower edge of the handle, and the
diameter of the foot, which determined the height of the rays, allowed space for two
secondary friezes.109 The apparent cooperation between Kleitias, the painter, and
Ergotimos, the potter, resulted in a harmony of form and decoration.
Beyond guiding the structure of the friezes, the handles of the François Vase serve
as transition points between the two sides of the vessel. On the upper portion of the vase,
the handles separate the Centauromachy from the funeral games of Patroklos on the neck,
and divide the Kalydonian Boar Hunt from Theseus landing in Crete on the rim. Adrienne
Lezzi-Hafter argues that the two registers on the handles dictate key themes for the
corresponding friezes on the neck and rim of the vase.110 On both handles, the lower
register contains Ajax carrying the body of Achilles. The upper register of both handles
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features the winged Artemis as Potnia Theron, flanked by a panther and a stag on one
handle and a pair of lions on the other. Repeated figures link the two sides of the vase and
can draw attention to thematic similarities between differing mythological scenes.111
Lezzi-Hafter describes the frieze aligned with Artemis as the “rural zone,” placing
the goddess alongside the boys and girls led by Theseus and symbolizing their transition
from adolescence, or the wild, to adulthood, the polis.112 On the other handle, Artemis
observes the Kalydonian Boar Hunt, a result of the goddess’s wrath and a challenge to
Olympian heroes, another symbol of the transition from the wild to Greek society.113 LezziHafter concludes that “the handle-zones can be defined as spheres of passage. This passage
can have several functions, mediating between one status and another such as from life to
death, overlapping realms as is the case with Artemis, or separating two different bands of
depictions, marking different aspects of human life.”114 The handles and the images they
hold provide definition for the various scenes and present visual cues for the reading of
their corresponding friezes.
While the unified program of the François Vase’s upper registers displays the
cooperation of its physical components, it does not account for the object’s use. Although
ultimately deposited in an Etruscan tomb, it bears signs of usage. Marks on the interior
from metal tools used to measure and mix wine, and the vessel’s volume, which matches
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ancient reports on the capacity of kraters used in the symposium, indicate its use in male
social gatherings.115 Images on the inner rim of the vase’s handles speak directly to this
function.116 Two gorgons, separated from the krater’s external figures by a lotus-palmette
band, face the wine inside the vessel (Figure 19). Located on the opposite side of the
handles from the Artemis figures associated with the border regions, the gorgons are a clear
representation of the wild, attracting attention to themselves and acting as a warning for
those who overindulge in wine and lose their sense.117 The images communicate with the
people who might interact with the vase at the symposium. The gorgons demonstrate unity
with the vase’s other images and agreement with its function.
Directionality of the Isthmian Perirrhanterion
The female figures of the perirrhanterion are organized radially, their gazes fixed
outward (Figure 20). Performing their authority, the figures stand on the backs of lions,
controlling them by a leash in one hand and a tail in the other. The ring connecting the
figures on top and supporting the basin features rams’ heads of the same size and outward
orientation as the heads of the female figures. Together, the female and animal figures of
the stand form a circle and stare out from the basin with wide, fixed gazes. As a cohesive
unit, this group of images would enthrall an early Greek audience as figures with the
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presence and agency of divinity. The aforementioned lack of distinction between a goddess
and her statue in the seventh century resulted in viewership that was defined by reverence
and subjugation.118
Often, a sculpted figure’s gaze drove its authority. Robin Osborne maintains that
figurative sculpture in architectural features directed the viewer’s experience of the space,
observing that the triangular pediment persuades the viewer to stand at the center in front
of the façade and to take in the whole pedimental composition at once.119 Osborne argues
that frontal facing figures emphasize the transfixing nature of the pediment, offering the
Temple of Artemis at Corfu as an example (Figure 21).120 The shape of the pediment and
the bodies of the lions force the viewer’s gaze to the Gorgon Medusa at its center. The lions
flanking the Gorgon also turn their heads toward the viewer, resulting in three faces looking
out at the viewer in the middle of the pediment.121 The direct gazes “challenge the viewer,
as worshipper, to engage with a divine power.”122 The position and posture of the figures
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agree with the directionality of their frame, and different architectural frames create
different visual experiences.
Metopes present a less rigid path for the viewer. Osborne writes that metopes “exist
both individually and in a sequence” as they are divided by the vertical lines of triglyphs,
but the viewer always has more than one metope in her field of vision and knows they are
connected.123 Based on their arrangement on the temple and the direction of their figures,
metopes can encourage the viewer to circulate the building or to remain at one end. When
considered together, this assessment of architectural sculpture and our understanding of
painted vases provide a useful framework for viewing the Isthmian perirrhanterion.
The four females of the stand direct their gazes outward, similar to the one-sided
composition of a pediment, but their sequential arrangement adds a horizontal viewing
component familiar in metopes. The repetition of figures forming a circle draws upon a
viewer’s experience with vase painting, emphasizing the unification of form and imagery.
Frontality in figures typically confines the image’s directionality to one trajectory, but the
perirrhanterion’s composition is contradictory. The stand’s repeated figures form a circle,
prompting horizontal movement, while breaking up the circularity with outward facing
gazes, much like the triglyphs that break up the horizontal movement of metopes. This
compelling combination of movement leads to the conclusion that the figures’ directional
force is essential to the object’s function within the space. Divinities looking in several
different directions suggest not only that the basin was meant to be approached from
several directions, but also that the figures directed one’s attention to the ambient space in
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which they were set up.124 After all, early Greek viewers considered the sculpted figures to
be divine agents. The basin did not only exist to be used and viewed, but to look out at the
surrounding world.
Gazing out in four directions, the divine figures of the perirrhanterion have a
balanced composition. They are spaced in even quadrants like the directions of a compass,
an organization that easily corresponds with the temple’s alignment. From its position near
the entrance to the pronaos, and due to its assumed purpose of facilitating entrance to the
temple, the figurative stand likely used its directional force to emphasize the boundary that
the visitor seeks to cross.125 We can imagine the arrangement as parallel to the axis of the
temple: one figure looked out from the temple toward the altar, one figure looked inward
toward the cella, and the other two direct their gazes along the conceptual boundary line
separating the outside from the inside (Figure 22). As an instrument of purification
intended to facilitate passage into the temple’s most sacred place,126 the basin might have
been oriented so that its divine figures direct their gazes along the boundary line they guard.
Indeed, any other orientation would not fit naturally into the space, and would point the
figure’s gazes toward no significant features.
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The authority of the female figures, and thus the significance of their sightlines,
stems from their identity as manifestations of divinity. Their position within the basin’s
whole composition calls this identity into question. The figures stand beneath the basin,
supporting it in place of a central column, prompting some to compare them with
architectural caryatids, such as those at the Siphnian Treasury at Delphi or the Erechtheion
in Athens.127 Mary Sturgeon maintains that the architectonic character of the figures gives
precedence to structure over decoration, observing that “the back hair, hips, and lower torso
is positioned under the points which receive the maximum thrust of the weight balanced
on the heads.”128 Sturgeon suggests that the basins’ solidity combined with their placement
at the front of the temple may have influenced the later architectural caryatids. The question
of influence is more useful to interpretation of the caryatids than the perirrhanteria figures.
To consider the basins’ figures in comparison to architectural features of the later Archaic
and Classical periods is not only anachronistic, but it ignores other crucial elements of the
perirrhanteria. Caryatids are typically identified as servants, priestesses, or even
captives.129 They are maidens in service to the temple’s deity. The lions at the feet of the
figures, and under their control by tail and leash, demonstrate the authority of the female
figures, negating any implications of subjectivity.
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Conclusion
This chapter has argued that monumentality in the seventh century BCE contributes
to the effective power of images. The visual experience begins with the image’s
environment, a unified composition comprised of the natural landscape and sanctuary
structures. Set apart from the mortal world, the sanctuary draws the visitor into the realm
of the otherworldly. The Sanctuary of Poseidon at Isthmia displayed novel architectural
features for its time and region, creating an atmosphere of monumentality and enticing its
visitors to approach its imagery as active viewers. When images appear on cultic
equipment, such as the perirrhanteria, they align with the function of the object, serving to
imbue its purpose with divine authority.
Chapter Two addresses the iconographic motif of the perirrhanteria and its possible
influences through a discussion of the basin’s purification function. Building on the
location and orientation of the perirrhanterion established above, the following chapter
considers the basin’s role in facilitating passage across a boundary. It proposes a system of
purification layers within the sanctuary from the temenos boundary to the temple’s interior.
It argues that the Isthmian perirrhanterion is a marker of liminal space, suggesting that the
basin serves the dual purpose of purifying temple visitors in a rite of passage and providing
a visual symbol of exclusivity. Foundational to this interpretation is an understanding of
the perirrhanterion’s most prominent motif, the Mistress of Animals or Potnia Theron, an
exotic image with apotropaic power.
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Chapter Two: Perceptions of Purification and the Authority of Artemis
The monumentality of the Poseidon Temple and its perirrhanterion cultivated an
atmosphere of the otherworldly at Isthmia, lending authority to the rituals enacted there.
As the figurative stand provides a visual manifestation of divinity, purification rituals
performed around the basin lend a physical presence to an abstract process. According to
Robert Parker, “Purification is one way in which the metaphysical can be made
palpable…Its most obvious use of this kind in Greece is to mark off sacred areas from
profane.”130 The perirrhanterion at the entrance to the Isthmian Poseidon Temple’s pronaos
served as one such boundary marker. Located deep within the sanctuary’s temenos, a space
already set apart as the realm of the divine, the basin at the front of the temple indicates
that further purification is required to enter more exclusive zones. The perirrhanterion
represents one stage in a layered system of purification processes.
This chapter argues that the basin serves two purposes. First, an investigation of
Early Greek conceptions of water as a cleanser of impurity will demonstrate the basins’
purpose of purging those who intend to enter a sanctified area. Alongside this ritual
function of purifying visitors to the temple, a perirrhanterion provides a visual function of
designating entrance to an exclusive area—it is a landmark in a liminal space. This section
applies Victor Turner’s writings on liminality, the transitional phase in a rite of passage, to
the physical space of the pronaos.131 As an entry point to the temple’s inner room, the
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pronaos acts as a transitional zone from exterior to interior. A visitor to the temple must
undergo the transformative process of purification upon entrance to this passageway to the
cella. This chapter proposes that the basin’s dual functions of ritual purity and visual
exclusivity, which together emphasize and enforce a boundary, distinguish the stand’s
female figures as Artemis. Identifying characteristics of early Artemis as particularly
associated with physical boundaries as well as conceptual rites of passage, this section
draws upon François de Polignac’s argument for the role of Artemis sanctuaries in the
development of city-states.132
Water and Purification at Greek Sanctuaries
Water sources in Ancient Greece were always of special value to sanctuaries.
Rivers, streams, and fountains were sometimes protected by specific regulations to guard
the innate purity of the water they provided for ritual use.133 A fifth century BCE Delian
text warns against bathing, swimming, or throwing dung into a sacred fountain,134 and an
Athenian inscription from a similar date protects the sanctity of water from the Ilissos
flowing to the sanctuary of Herakles, prohibiting the soaking of hides upstream from the
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sanctuary.135 An inscription from Corinth limited access to the Sacred Spring, demanding
payment of a fine by unqualified persons who approached it.136 Betsey Robinson
emphasizes the role of water in the Corinthian identity, arguing that “the command of
water, both salt and sweet, became a dominant and recurring theme in Corinth’s selfrepresentation as early as the Archaic period.”137 Of particular importance to Corinth was
the sacred Peirene fountain, a spring that served as one of the most famous landmarks of
the ancient Greek world.
Written protection of water indicates that value was placed on maintaining its
purity. Walter Burkert identifies water as “the most widespread means of purification,”
continuing on to say that “in Greek purification rituals, contact with water is
fundamental.”138 René Ginouvès holds that springs and rivers, waters that flow, were
particularly qualified to purify, claiming that their movement fosters continuous renewal
and enhances their power to remove impurity.139 This power was especially valuable in
sanctuaries, where water was used for sacred rituals and where gestures of purification
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were essential precursors to interaction with the divine.140 In a description of the Argive
Heraion, Pausanias identifies a stream that was the source of water used by priestesses for
purification and other secret rituals:
Μυκηνῶν δὲ ἐν ἀριστερᾷ πέντε ἀπέχει καὶ δέκα στάδια τὸ Ἡραῖον. ῥεῖ δὲ κατὰ τὴν
ὁδὸν ὕδωρ Ἐλευθέριον καλούµενον: χρῶνται δὲ αὐτῷ πρὸς καθάρσια αἱ περὶ τὸ
ἱερὸν καὶ τῶν θυσιῶν ἐς τὰς ἀπορρήτους.
Fifteen stades distant from Mycenae is on the left the Heraeum. Beside the road
flows the brook called Water of Freedom. The priestesses use it in purifications and
for such sacrifices as are secret (Paus. 2.17.1).141
Cole suggests that the sanctuary of Hera at Argos used water in rituals associated with the
bridal bath in reference to the marriage of Hera and Zeus.142 In this case, the purification
ritual may have been associated specifically with the goddess of the sanctuary, but the
concept of purity in the Greek world was a universal requirement before communing with
the gods.
A person’s purity was not simply a matter of physical cleanliness, but a conceptual
cleansing of distinctly mortal attributes unfit for the presence of immortals. The built
environment of a sanctuary created an atmosphere of the otherworldly not simply to
augment the visitor’s experience, but out of ideological necessity. Greek conceptions of
purity and pollution were driven by the separation of categories of existence, such as that
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between the living and the dead, which were governed by strict rules of contact.143 Specific
regulations are based on enforcing and negotiating the boundary between mortals and the
divine. Emphasizing this respect for divine power within the mortal realm, Hesiod includes
a list of rules for human bodily functions within his didactic poem, Works and Days.144
Hesiod’s admonitions warn against urinating or defecating in springs or rivers flowing
toward the sea,145 eating or washing from an unconsecrated pot,146 and crossing rivers with
unclean hands:
µηδέ ποτ᾽ αἰενάων ποταµῶν καλλίρροον ὕδωρ
ποσσὶ περᾶν, πρίν γ᾽ εὔξῃ ἰδὼν ἐς καλὰ ῥέεθρα,
χεῖρας νιψάµενος πολυηράτῳ ὕδατι λευκῷ.
ὃς ποταµὸν διαβῇ κακότητ᾽ ἰδὲ χεῖρας ἄνιπτος,
τῷ δὲ θεοὶ νεµεσῶσι καὶ ἄλγεα δῶκαν ὀπίσσω.
Never go through with your foot the beautifully flowing water of ever-flowing
rivers until you have looked into the beautiful streams and pray, having washed
your hands with the very pleasing white water. The one who crosses a river
unwashed as to hands and wickedness, toward him the gods feel resentment, and to
him they give painful things later (Works and Days, 737-41).147
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Each admonition pertains to the proper behavior of men on occasions that involve divine
presence or protection, such as crossing a river or participating in a communal meal.148
Rituals of purification elevated the participant to a state that was suitable for divine
presence. Cole writes, “Acts that illustrated or demonstrated an individual’s claim to have
temporarily separated the body from its natural functions—for instance, by sprinkling pure
water, avoiding certain foods, or waiting a short amount of time after sexual intercourse—
prepared a person to approach the gods.”149 Certain practices for cleansing existed because
of the otherwise impenetrable boundary between the realms of humanity and divinity. They
were actions that temporarily altered a person’s state of being, making her suitable for the
presence of the gods.
Artemis Sanctuaries in Marginal Landscapes
As the context of the perirrhanteria provides insight into how Early Greeks
perceived the basins, patterns in the location and function of Artemis sanctuaries help to
establish the nature of the goddess in the seventh century. The places where communities
chose to dedicate sites to Artemis, and the role those sites played, elucidate significant
facets of the goddess. They indicate which aspects of her divine character were most
important to her worshippers at the time. Many scholars have commented on the
dependency of sanctuaries on the landscape, that religious sites become significant when
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people ascribe sacred meaning to unique natural features such as springs, caves, or
forests.150 A legend develops, situating a deity’s theogony within that specific landscape.
Other natural features have a more practical, or civic, appeal. Albert Schachter writes that
“the needs of the community, as they developed and altered, dictated which sanctuaries
would be set up, where, and to whom.”151 From its position on a land bridge, the sanctuary
at Isthmia dominated a crossroads that received heavy traffic. Controlling a necessary
religious site in an area flooded with foreign travelers had clear civic benefits for the polis
of Corinth, acting as a signpost in its eastern territory.152 While this sanctuary helped define
the political space of Corinth, it did not mark the easternmost boundary of the territory.
Schachter notes that in the approximate area of the northeastern boundary of Corinthian
territory sits Lake Gorgopis, whose name means the gorgon-faced, a reference to
Artemis.153 The Archaic temple of Artemis at Corfu, a Corinthian colony, displays this
connection between the goddess and gorgons in the architectural decoration of its
pediment. The significance of this early association will be further discussed in Chapter
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Three. According to Schachter, controlling rights of way fell under the purview of
Poseidon,154 but the management of borders was primarily the responsibility of Artemis.155
In Early Greece, Artemis sanctuaries established boundaries that aided in the
development of city-states. Both Schachter and de Polignac have argued for the intertwined
development of sanctuaries and the polis.156 One distinctive quality that scholars identify
is the authority of Artemis over disputed territories. Building on the work of Françoise
Frontisi-Ducroux, who emphasizes the connection of Artemis to transitions between rural
areas and the civilization of the polis,157 de Polignac suggests that this association stems
from the goddess’s authority over initiation. He asserts that the incorporation of territories
into the polis and the initiatory transformation of adolescents are closely related
experiences that share representations.158 Offering the example of the enmity between
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Phocis and Thessaly, de Polignac highlights the inextricable presence of Artemis in the
narrative.159 He observes that the Phocidians achieved victory through cunning of an
“Artemisian type,” and that the story takes place on the northern boundary of Phocis, the
setting of the Artemis sanctuary. Suggesting that the liberation of Phocis from Thessaly in
570 may have prompted the reconstruction of the Kalapodi temples and the establishment
of the Elaphebolia festival, de Polignac writes that both developments “celebrated the
frontier sanctuary as the place where the unity and history of Phocis began.”160 While this
example relies partially on the abstract concept of “cunning” in order to link Artemis with
border disputes, it helps to establish the broader argument for sanctuaries as markers of
political space. De Polignac writes, “Religious sites, like the land itself, were the objects
of a process of appropriation crowned by the building of a sanctuary in the face of its
neighbor-adversaries.”161 Sanctuaries acted as visual boundary markers of a newlyestablished city-state’s territory. Schachter makes a similar argument through the
observation of a general confluence of timing, stating that the development of sanctuaries
into a somewhat standard form in the eighth century coincided with the emergence of the
organized polis.162
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The association of Artemis with margins is best demonstrated by the locations of
her known sanctuaries. Both Cole and Schachter have provided lists of Artemis sanctuaries
and the nature of their respective settings, looking for patterns among the sites.163
Consistently, the commonality is that sanctuaries dedicated to Artemis are located in
transitional areas, either topographical or political. Cole addresses sanctuaries described by
Pausanias, admittedly only a fraction of recorded Artemis sanctuaries, in order to identify
general trends in their location. Observing that Pausanias mentions forty-nine Artemis
sanctuaries in the Peloponnese specifically and eighty-six total in the Greek world, Cole
writes, “Four-fifths of the total eighty-six were located far from settled areas, and of the
forty-nine Peloponnesian sites, at least twenty-nine lay outside a city, with eighteen
situated on a road between two cities or at a boundary between territories.”164 Since this
assessment relies only on the portion of sanctuaries mentioned by Pausanias and provides
a generalized view of the distribution of Artemis sanctuaries, it allows for the possibility
of a trend without offering specific evidence.
While Cole’s study offers a bird’s eye view of sanctuaries dedicated to Artemis,
Schachter narrows the scope, assigning a smaller number of sanctuaries to more specific
categories. Schachter describes transitional areas in terms of landscape as well as civic
borders:
[Artemis sanctuaries] share the same common feature of being in areas of
transition: near the junction of land and water, as at Aulis, Halai Araphenides,
Delos, Cape Artemision, Amarynthos; in marshy land which shares the
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characteristics of both land and water, as at Sparta, Stymphalos, Brauron, Ephesos;
in ill-defined and disputed boundary areas, as at Gorgopis, Hyampolis, Karyai,
Limnai; on high ground in far reaches of the chora, as at Lousoi and
Kombothekra.165
Continuing on to describe several other categories related to newly-defined territories or
uncertain boundaries, Schachter concludes that Artemis sanctuaries were established in
locations that agreed with her nature as goddess of transitions and marginal zones. In this
capacity, Artemis is particularly suitable for lending authority to the perirrhanteria. The
literature discussed thus far emphasizes that boundaries are Artemis’s domain, presenting
the goddess as singularly qualified to preside over the purification basins.
The Meaning of Artemis in Transitional Space
Madeleine Jost further emphasizes the role of landscape in the distribution of
sanctuaries in Arkadia, arguing that physical and human geography are as influential as
political factors.166 Jost observes the predominance of rural sanctuaries over those in urban
settings: “In this land whose economy is overwhelmingly rural, the countryside, rather than
the town, is impregnated with the sacred.”167 She describes a network of sanctuaries in
which the town is the hub and religious processions are the spokes that connect urban
centers to the most important sanctuaries in the countryside.168 Jost looks to the city of

165

Schachter, “Polcy, Cult, and the Placing of Greek Sanctuaries,” 50.

166

Jost, “The Distribution of Sanctuaries in Civic Space in Arkadia.” 217-230.

167

Jost, “The Distribution of Sanctuaries in Civic Space in Arkadia.” 229-230.

168

de Polignac, Cults, Territory, and the Origins of the Greek City-State, 40-45; Jost,
“The Distribution of Sanctuaries in Civic Space in Arkadia,” 222-228.
54

Phigaleia and its sanctuary of Artemis Soteira as an example of this network,169 but this
sanctuary also demonstrates Artemis’s sovereignty over transitional space. Pausanias
identifies this sanctuary as the starting place for processions:
κεῖται δὲ ἡ Φιγαλία ἐπὶ µετεώρου µὲν καὶ ἀποτόµου τὰ πλέονα, καὶ ἐπὶ τῶν
κρηµνῶν ᾠκοδοµηµένα ἐστὶ τείχη σφίσιν: ἀνελθόντι δὲ ὁµαλής ἐστιν ὁ λόφος
ἤδη καὶ ἐπίπεδος. ἔστι δὲ Σωτείρας τε ἱερὸν ἐνταῦθα Ἀρτέµιδος καὶ ἄγαλµα
ὀρθὸν λίθου: ἐκ τούτου δὲ τοῦ ἱεροῦ καὶ τὰς ποµπάς σφισι πέµπειν κατέστη.
Phigalia lies on high land that is for the most part precipitous, and the walls are
built on the cliffs. But on the top the hill is level and flat. Here there is a sanctuary
of Artemis Saviour with a standing image of stone. From this sanctuary it is their
custom to start their processions (Pausanias 8.39.5).170
From its place in the mountainous landscape in the southeast part of the city, this Artemis
Sanctuary oversees the beginning of the procession, a transitional process in which the
participants travel from the urban center to the rural zone and back again.
Both Jost and Morgan expand de Polignac’s argument for the intertwined
development of sanctuaries and the formation of the polis as a political unit with territorial
boundaries. They demonstrate that the positioning of sanctuaries was more than a political
statement for defining territory. Morgan notes the long history of activity at the Isthmian
site, with the earliest cult activity dating to the mid-eleventh century BCE, to show that the
shrine was a well-established religious center before it became a monumental sanctuary.171
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The added monumentality in the Archaic period had political motivations, but the
demarcation of space involved consideration for the land’s perceived history. Morgan
writes that “developments in cult, perhaps more than any other area of human action, are
reflexive, both representing and shaping communal perceptions, and these perceptions
have their own traditions which may not easily respond to sudden changes in political
circumstances.”172 At Isthmia, the longstanding religious influence of the site may have
increased its clout as a marker of political space. While the location along several major
thoroughfares alone lent the Isthmian sanctuary power of influence through visibility, the
“communal perceptions” of the site only increased its value as a sanctuary location. Its
religious significance strengthened its function. For this reason, it is crucial to study not
only the function of Artemis, but also her meaning.
Artemis sanctuaries appear in marginal zones because of the goddess’s authority
over transitional space, but that space is not always a physical territory. She also acts as a
kourotrophic intermediary for adolescents transitioning into adulthood.173 Almost every
Greek goddess has some association with fertility, including virgin goddesses such as
Artemis, but the kourotrophos concerns caretaking after childbirth.174 Susan Langdon notes
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Artemis’s position in overseeing the transformation of girls from children to adults and
observes that “Artemis frequently inhabits the boundary between the civilized and the wild
to effect passage between the two worlds, to impose limits and control, and mediate the
return to civilization.”175 In this instance, becoming an adult means integration into the
civilized polis, and the transition into adulthood often includes representations of
wilderness and civilization. Young girls dress as bears, arktoi, for Artemis at Brauron
during initiation,176 and they wear gorgon-type masks at the sanctuary of Artemis Orthia.177
Both adornments represent the wildness of youth before reaching adulthood’s full
incorporation into the polis, and the roles and obligations therein.
The role of Artemis as a kourotrophos is not exactly to play the nurturing mother,
but rather a guardian charged with maintaining the integrity of the states of being on either
side of the boundary. De Polignac writes, “by safeguarding the balance between civilized
space and wild space, Artemis presides over the harmonious preservation of both these
worlds.”178 Her protection extends over those in the literal wilderness, such as shepherds
and hunters, as well as young girls approaching the point of initiation. The goddess’s role
is to see adolescents through the marginal period of their transformation, to act as their
guide in the undefined region between child and adult. Her domain is the boundary.
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Perhaps this particular authority is the reason that Artemis at Brauron receives dedications
of garments from women who have died in childbirth.179 As the fulfilment of a Greek
woman’s domestic role, attainment of motherhood represents the final stage in a woman’s
social maturity in cooperation with the polis structure. In this case, her safe passage through
the process of delivering a child fell under Artemis’s purview. The goddess presided over
marginal zones, whether topographical, political, or conceptual. It is this final capacity, her
authority over transformative processes, that extends to purification rituals of
perirrhanteria.
Liminality and Rites of Passage
Marginal areas of the political or topographical landscape, and the enigmatic
frontier between adolescence and adulthood, can be characterized as liminal zones. The
anthropological concept of liminality, first defined by Arnold van Gennep and then
expanded by Victor Turner, identifies the in-between phase of a rite of passage.180 Van
Gennep describes rites of passage as transitions between states of being involving three
phases: separation, margin, and aggregation.181 The first phase is a person’s detachment
from the previous state of being, and the third stage is her full incorporation into the new
state. For example, the rituals of Greek mystery cults such as those that took place at Eleusis
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involved the initiates’ separation from their normal contexts,182 a process marked by the
placement of a temple to Artemis just outside of the Great Propylaia (Figure 23). The
ancient secrecy of the Eleusinian mysteries obfuscates specific knowledge of their
practices, but some of the basics agree with van Gennep’s three phases. After several days
of preparation, involving processions, fasting, and drinking a special concoction called the
kykeon, the initiates entered the Telesterion.183 This building was an exclusive zone where
the secret parts of the ritual took place. Initiates wore wreaths of myrtle,184 and before
entrance into the inner sanctum, their names were inscribed on wooden tablets and their
wreaths exchanged for wreaths of ribbons.185 This practice signaled the first phase of the
rite of passage, separation from the previous state of being and entrance into the liminal
zone of the Telesterion. At the end of the ritual, the mystai become epoptai, signifying a
change in their state of being,186 the third phase in the rite of passage.
The transitional phase of the Eleusinian mysteries is not described in ancient
literature, and the practices that took place in the Telesterion remain enigmatic. This second
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stage, what van Gennep calls the margin, or limen, Turner describes as the period of time
when the ritual subject is ambiguous.187 At Eleusis, it is the initiates’ time in the
Telesterion, after they are separated from their previous state and before they are fully
initiated. Turner calls the people of this phase “liminal personae” or “threshold people,”
who exist in the marginal area between culturally defined space.188 At Brauron, the
threshold people are the young girls who have left behind childhood, but not yet completed
their transition into adulthood. In this in-between phase, they dance for Artemis dressed as
bears,189 performing the wildness of their marginal state. The arktoi dress to represent the
bear killed by Attic youths at the site,190 but in their role as propitiation for the bear, the
maidens also perform the ambiguity of liminality. They are not fully children, not fully
women, and not fully bears, either. The costume may also represent the wilderness of
adolescence that, once shed, allows the performer to assume her role as a woman in the
polis. The visuality of Brauron’s rituals are multivalent demonstrations of a transformative
process that is mostly internal. Biological maturity is a gradual process, so the Greeks
required visual markers of the sudden social transformation at the point of initiation. Turner
maintains that it is common for social groups to adopt symbols that “give an outward and
visible form to an inward and conceptual process.”191 Since the liminal phase in a ritual
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process lacks definition by nature, it follows that the use of symbolism might extend to
other transformative practices that are simpler and shorter than the procedures at Eleusis
and Brauron. Purification at a perirrhanterion is one such practice.
Threshold People
Purification transformed a visitor into a suitable state for passage into a more sacred
space. As a rite of literal passage, purification at water basins demonstrates van Gennep’s
three phases: separation from the pollution of normal mortal existence, the realization of
purity required for communing with immortals, and the ambiguous state in between. The
basins where this act took place incorporated not only conceptual liminality, but physical
margins. At Isthmia’s Sanctuary of Poseidon, the perirrhanterion, situated just outside of
the temple pronaos, occupied a liminal zone. It marked the space between the temple’s
exterior and interior. The pronaos could be considered an extended threshold of the temple,
an area restricted to those allowed into the temple’s interior, requiring the visitor to enact
rituals of purification in order to cross the threshold.
The significance of the basins’ role in defining liminal space might be diminished
if their function was limited to rituals at the temple’s entrance, but their use is attested at
multiple points of transition at sites other than Isthmia.192 The literary sources mentioned
in the Introduction of this study indicate that the basins were useful in various locations.
Lucian communicates the requirement of clean hands before entrance to a sanctuary,193 and
Hippokrates describes purification at boundaries “to the sanctuaries and precincts of the
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gods.”194 Both writers imply that instruments for purification rituals were not necessarily
limited to the temple entrance, but may have been required for various points of transition,
such as the initial entrance to the sanctuary precinct. Claude Rolley observes that the
physical separation of the temenos from secular space through boundary markers began in
the early first millenium BCE,195 meaning that such boundaries were well established by
the seventh century. It follows that the necessity of special practices for crossing those
boundaries would have also been well established. Multiple accounts of basins in several
locations within sanctuary contexts prompt Sturgeon to conclude that “[perirrhanteria were
used] as receptacles for water which served as a means of religious purification on entrance
to a sanctified area, whether a large sanctuary, a small temenos, or the temple itself.”196
Sturgeon also mentions an argument from L. Ziehen, who identifies the consistent use of
the plural and suggests that there may have been more than one basin near the temple’s
entrance and others at the temenos perimeter.197 The common factor of these descriptions
is the presence of a boundary.
Crossing from one space into another more sacred space required purification, an
outward expression of a conceptual transformative process. Ginouvès writes, “most of the
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religious basins correspond to rites of passage, marking or facilitating access to a new mode
of existence.”198 As physical instruments for a conceptual purification, the basins served
an important visual purpose. Their physical presence went beyond the interactive nature of
their cleansing waters. Acknowledging the novelty of large-scale figurative images in Early
Greece, Chapter One of this study emphasized the monumentality and striking iconography
of the basins and their figurative stands. Those visual qualities transcend mere vessels,
allowing the perirrhanteria to serve as physical manifestations of boundary lines.199 The
sculptural female figures act as guardians of that threshold, presiding over the ritual process
required for passage. At Isthmia, the perirrhanterion provided a fixed point in the liminal
zone between the temple’s steps and the threshold of the cella. The basin punctuates an
otherwise nebulous space. It provides a firm and visible place of transition, where the
temple visitor may perform the necessary ablutions in order to cross to the other side, to
the doorway of the most sacred and exclusive zone.
Conclusion
Stone perirrhanteria in the seventh century served two crucial and complementary
functions: they were both facilitators of purification and visual indicators of invisible
boundaries. Maintaining these boundaries between the exterior and interior of the temple
or the sanctuary precinct was the central purpose of the basins, and their presence at
multiple locations reveals a layered system of sacred space in Archaic Greek sanctuaries.
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The temenos boundary that separated the mortal from the immortal realm was only the first
dividing line. The Isthmian perirrhanterion at the entrance to the temple pronaos indicates
at least one other layer, setting apart the cella as a place of further exclusivity. As cultic
instruments for purification, these basins existed to cleanse their user of pollutants and
usher in a new state of being necessary for passage into an area of limited access, and the
evidence suggests that the sanctuary complex was composed of multiple layers of limited
access.
The sculptural elements incorporated into the stand should agree with and amplify
this function. While general apotropaic labels have been applied to the Potnia Theron motif
that comprises the figurative stands, the placement of the basins and the arrangement of
their figures suggests a more specific meaning. After all, the goddess and her lions would
not need to ward off evil within the sanctuary precinct, an area already designated as the
realm of divinity. For this reason, I propose that the divine figure in the Potnia Theron
motif is the goddess Artemis. The authority of perirrhanteria over marginal zones closely
resembles the role of Artemis and Artemis sanctuaries in Early Greece. The goddess’s
association with physical boundaries, as well as with symbolic rites of passage at various
sanctuaries dedicated to her, establish Artemis as the ideal deity to lend authority to the
function of perirrhanteria. The directionality of the figures on the Isthmian perirrhanterion,
as discussed in Chapter One, emphasize the margin of the temple’s entrance. If the basin
was oriented parallel to the axis of the temple, two of its four figures directed their gazes
along the conceptual boundary, solidifying the goddess’s authority over this particular rite
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of passage. Early Greek perceptions of Artemis, as guardian of liminal zones both physical
and conceptual, present no better candidate for the management of this boundary.
Chapter Three will solidify the identification of the female figures as Artemis and
broaden the perspective on the type of perirrhanteria unique to the mid-to-late seventh
century. It will consider the influence of trends in the Orientalizing period, with regard to
the exotic origins of the Potnia Theron motif and early Artemis, in order to explain the
wide distribution of perirrhanteria. Based on an isotopic analysis of the stone basins that
identifies a common Lakonian marble source, a region rich with Artemis cults, I propose
that the type spread widely because of its exotic appearance and ubiquitous divine
iconography. Artemis as Potnia Theron satisfied both Orientalizing tastes, and the need for
divine authority at the margins.
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Chapter Three: Perirrhanteria in Orientalizing Greece
Greeks of the eighth and seventh centuries BCE associated Artemis with uncanny
beings and exotic characteristics. In the Iliad (21.470), Artemis is called πότνια θηρῶν,
mistress of wild beasts,200 and the famous pediment from the Temple of Artemis at Corfu
features Medusa at its center, flanked by her children as well as two lions.201 Put simply,
early Artemis was multifaceted. This chapter addresses the various connotations of Artemis
at the time of the perirrhanteria’s production, presenting her as a goddess with a fluid
identity that is often allomorphized with gorgons and Potnia Theron. Although depictions
of Artemis in Greece encompassed many attributes when considered broadly, as with any
divinity, her role and identity became specific at the local level. The chapter considers
evidence that the stone perirrhanteria originated in Lakonian workshops and investigates
the layered meanings of Artemis specific to that region. From its Spartan origins, the basin
type that features figurative stands achieved widespread distribution because its exotic
nature and dramatic appearance suited the needs of Orientalizing Greece.
Orientalizing Material in Greek Sanctuaries
A visitor to the Sanctuary of Poseidon at Isthmia would have no doubt that she was
entering the realm of the immortal. After ca. 650 BCE, the monumental Temple of
Poseidon dominated the space, and a multitude of other Greek deities appeared among the
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sculptural material: Aphrodite, Artemis, Herakles, Hermes, and Nikai.202 Often these
representations of divinity were depicted on prestigious items, defined as such by the
luxury of their material or the exotic appearance of their form. Dedications varied in scale,
substance, and function, resulting in a dazzling array of objects that visitors to the sanctuary
were unlikely to encounter in an other context in the Greek world. Motifs featuring
palmettes, griffins, hybrid animals, and lions have been recognized as decidedly nonGreek, and scholars have also traced the origins of certain materials and techniques to
Egypt and the Near East. The result of these investigations of origins was the definition of
an “Orientalizing period” in Greek art and culture. Beginning near the end of the eighth
century BCE, and lasting about a century, this period is characterized by the prevalence of
Near Eastern motifs, styles, and techniques in Greek visual representation.203
While the strict chronological and homogenous boundaries suggested by early
scholarship have been broken down in the last generation, evidence remains for an
intensification of so-called Orientalizing material in late-eighth and seventh century
Greece. In the last couple of decades, debates about the nature of the Orientalizing period
of Greek art have raised questions about pre-Classical Greek conceptions of “the Orient”
and the impetus for cultural borrowings. While the purpose of this study is to examine the
function of perirrhanteria in Greek sanctuaries, not to join the Orientalizing debate, the
basic scholarship on the Orientalizing period must be addressed in order to establish a
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framework for understanding the production and dissemination of perirrhanteria in the
seventh century. A few basic points of contention are directly relevant for this study of
perirrhanteria distribution among Greek sanctuaries: the existence of a homogenous
“Orient” in the eighth century, the necessity of determining a motif’s precise origin, and
the perception in early scholarship that east-west interaction was nonexistent before the
eighth century.
The first statement can hardly be identified as a point of contention since nuanced
understandings of the Ancient Near East have become prevalent. Among those who have
argued this point is Ann Gunter, who problematizes the “conceptual geographies” that a
strictly defined Orientalizing period assumes, claiming that “the categories of ‘Greek’ and
‘Oriental’ are modern constructs that impose an artificial homogeneity and polarity not
substantiated by ancient sources.”204 Gunter is in agreement with many others when she
suggests that the Greek perception of the “other” did not solidify until after the Persian
Wars.205 Based primarily on Archaic poetry, Gunter notes the absence of an “us and them”
mentality among Greeks before the conflicts in the fifth century BCE.206 The regularly
cited literature on this topic, the Odyssey and Herodotus, have traditionally been the cause
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for perpetuating ideas of an amalgamated “Orient,” particularly focused on the Phoenicians
as the intermediary force.207 Looking outside of literature, Eric Gubel presents typologies
of artefacts to demonstrate regional differences within Phoenician art objects, showing that
even

traditionally

accepted

subcategories

of

“the

Orient”

encompass

broad

generalizations.208
Approaching the problem of Orientalizing terminology from a different angle,
Nicholas Purcell argues that naming an entire time period after its “hypothetical origin”
obscures authentic cultural exchanges: influence is not a straight line from east to west.209
Purcell suggests a scenario of multiple layers of exchange, in which a traveling Carian
might learn of Assyrian styles from their versions in Sardis and pass them on to Olbia and
the Scythians, concluding that “the medium of exchange of culture does as much or more
to explain the cultural form as the origin, near or far.”210 This argument, which considers
the complexity of cultural exchange and places emphasis on modes of influence, garners
interdisciplinary support. Addressing common comparisons between the Orientalizing
period and nineteenth-century Chinoiserie and Japonisme, Gunter calls for “independent
proof that a similar artistic culture and predominantly commercial modes of dissemination
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likewise existed in antiquity.”211 Both Gunter’s and Purcell’s attention to the drivers of
exchange within the Mediterranean region, rather than a singular focus on pinpointing the
origins of certain stylistic markers, stem from studies on the movement of material culture.
In the Introduction to The Social Life of Things, Arjun Appadurai writes, “Economic
exchange creates value. Value is embodied in commodities that are exchanged.”212 The
motivations for exchange, a branch of the basic economic principle of supply and demand,
compose the common thread running through each of these scholars’ claims. They require
an explanation of the environment in which one culture values the fashions of another at
any level of exchange, whether it comes directly from a source in the Ancient Near East or
a secondary influence within the Greek world.
Seventh century Greek sanctuaries, the environment of the stone perirrhanteria,
satisfy this exchange model’s requirement for a competitive force. Greek sanctuary culture
played a significant role in creating an arena for the display of prestigious objects,
particularly those with an exotic or luxurious appeal.213 Anthony Snodgrass’s argument
that the eighth century saw “the redirection of attention towards the communal sanctuary
and away from the individual grave,”214 suggests that sanctuaries had an established role
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as the ideal venue for conspicuous consumption by the time stone perirrhanteria emerge in
the seventh century. Ian Morris notes that this shift from graves to sanctuaries for the
deposition of luxury items, including objects featuring exotic iconography, is most clearly
evidenced in Central Greece.215 Lavish dedications at the Isthmian sanctuary would have
suited regional trends. Although not likely to be individual dedications, the stone basins
could serve as demonstrations of polis resources. Robin Osborne maintains that
competition between elites in private settings transformed into competition between cities,
and in this period of social change, “the exotic became more than just a way of setting
oneself apart as cosmopolitan; it became a vehicle by which a whole world of exciting but
frightening new possibilities could be explored and exploited.”216 Eastern and
Orientalizing materials had a cultural value beyond their monetary worth. Snodgrass looks
to the new monumentalization of temples during this period as self-asserting expressions
of newly-established states in competition with each other.217 Monumental temple
furnishings, such as a prominent cult instrument, could easily be extensions of this
competitive impulse.
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The central role of sanctuaries in the area of competitive display addresses the final
point of contention in the traditional Orientalizing narrative, the genesis of Greek exposure
to Near Eastern culture. It has become clear that the Orientalizing period was not the
beginning of interaction between Greece and the Near East, but that connections between
the two generalized regions date to the early first millennium BCE.218 To provide evidence
for these early connections, Burkert cites Mycenaean imports in Ugarit,219 and Hurwitt
mentions the dependence of Dark Age Greek metalworking industries on imported eastern
technologies as well as the presence of Phoenician jewelers in ninth-century Athens.220 The
aforementioned presence of exotic and valuable materials in elite tombs also speaks to the
interaction of east and west before the eighth century. Morris describes periods of increased
connectedness, in which Eastern objects appear in Central Greek tombs, from 925 BCE
into the eighth century.221 The fact that interaction between Greece and the Near East was
not new to the eighth century only serves to emphasize the role of sanctuaries in fostering
Orientalizing tastes. The sanctuaries pulled exotic materials from the private sphere into
the public sphere, incorporating them into a competitive atmosphere and displaying them
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as valuable commodities. They were the impetus for increased emulation of Near Eastern
styles.
Consideration for regional trends in the generations leading up to the mid-seventh
century presents one facet of perirrhanteria distribution, but the ritual use of the basins in
individual sanctuaries informs their distribution as well. Ian Morris argues that contextual
archaeology must pick up where the sociology of art leaves off: “Our main evidence must
come from excavated residues of the ways people actually used these objects—that is, from
their contexts of disposition.”222 A wide lens only captures a broad picture, and the
perirrhanteria were individual objects divided among separate sanctuaries, each
presumably colored by its own cultural environment. Regional trends can manifest
differently at the local level. For this reason, the following investigation of Near Eastern
influences on the perirrhanteria’s iconography will build upon the previous examination of
one basin’s function in a single context. The preceding chapters of this thesis have argued
that the perirrhanterion at Isthmia was one piece of an environment characterized by
monumentality, and that the basin’s purification function included a divinely regulated
conceptual boundary. The distribution of the same basin type outside of Isthmia, among
sanctuaries at Samos, Rhodes, Olympia, Delphi, and Ptoon, suggests that its iconography
and function had a common combined meaning despite local specificity. This chapter
addresses the broad distribution and relatively short lifespan of this basin type,
extrapolating from its function in the Isthmian context and studying the Orientalizing motif
in common to the group.
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Eastern Influences in Perirrhanteria
While the majority of this study aims to determine how a specific place might have
found a particular motif useful, it is necessary first to establish that the perirrhanteria’s
imagery is indeed Orientalizing. Mary Sturgeon traces the origins of several elements of
the Isthmia perirrhanterion’s iconography, presenting a succinct list of Near Eastern
predecessors.223 Regarding the motif of a figure standing on a lion, as seen in the stands of
the basins from Isthmia, Samos, and Rhodes, Sturgeon observes similarities to the ninth
century figures at the entrance to the temple-palace at Tell Halaf (Figure 24).224 The basalt
caryatid statues depict three divinities, two male and one female, standing on rectangular
plinths resting on the backs of their sacred animals. The figures do not control the animals
by leash or tail, but their architectonic character and outward gazes compare easily to the
figures of the later perirrhanteria. Stylistic comparisons also suggest a North Syrian or NeoHittite inspiration for the figurative stands. In a typology of sculpted lions, Boardman
compares the squared heads of the Isthmian lions to Neo-Hittite examples (Figure 25),225
and Hurwitt makes a general comparison between seventh-century Greek representations
of lions and Neo-Hittite and Assyrian prototypes.
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The motif of a figure standing on a lion has a long history in the Near East. The
reliefs cut into the rock faces at the open air sanctuary of Yazilikaya (ca. 14th-13th century
BCE) depict numerous divine figures in two processions lining the walls (Figure 26). In
the central group, where the two processions converge in a central panel, two deities stand
on the backs of panthers. These figures have been identified as Hepat, sun-goddess of
Arinna, who Henri Frankfort describes as “the protectress of the state,” and she is followed
by her son.226 Frankfort suggests that the arrangement of various deities standing on
animals serves the primary purpose of drawing direct visual connections between divinities
and their attributes, and we should not interpret the representations as Hittite gods riding
animals.227 Through this direct visual link, the images communicate divine authority in a
method appropriate for relief sculpture. Sturgeon mentions the terracotta relief of Lilith
from the Old-Babylonian period (Figure 27), observing that the goddess stands crosswise
on the two lions because the image is in relief.228 Comparing this composition to that of
the perirrhanteria, Sturgeon suggests that small relief carvings in terracotta or ivory were
the vehicles for transmitting this motif to Greece.229
The circular arrangement of the figurative stands also includes a heraldic
composition. The Samian perirrhanteria features two female figures on the backs of lions
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who flank a third, larger, female figure standing on the ground plane.230 Additionally, the
ram protomes on the Isthmian basin frame the heads of the female figures. Allison Barclay
observes that the presence of a female figure in this motif is much less common than male
figures, and that the Master of Animals appears frequently in Mesopotamia in the third
millennium.231 Looking to the same Babylonian relief that Sturgeon mentions as an early
example of the Mistress of Animals motif,232 Barclay notes the presence of the female
version of the motif in Mesopotamia, but ultimately finds more evidence for the motif in
early Syrian and Cypriote glyptic.233 One Syrian seal impression from the eighteenth
century depicts a female figure holding an animal in each hand and standing on the back
of an animal (Figure 28).234 Barclay also mentions a gold plaque from Minet el-Beida
(ca.15th-13th century) featuring a goddess holding goats and standing on a lion,235
concluding that “although she is a feature of Near Eastern art, the Mistress of Animals is a
very rare feature and is of Mitannian and Syrian rather than Mesopotamian origin.”236 Not
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only does the image of a figure standing on a lion have roots in Northern Syria, but the
Mistress of Animals appears also to have a particular connection to the same region.
The meaning of the Mistress of Animals motif in Near Eastern art is elusive beyond
general characteristics. The male version of the motif is associated with power and control,
what Barclay describes as “a symmetrical variant of the ‘contest scene.’”237 These contest
scenes feature a male presented as a heroic figure fighting an animal. The Master of
Animals motif seems to be derived from these Mesopotamian depictions of the hero or of
royalty, positions of power and control. The Mistress of Animals communicates a different
message, presenting the female figure as divine, indicated by her upraised hands, nude
frontality, and sometimes wings. Barclay argues that the goddess functions as a symbol of
protection, a guardian rather than the hero figure of her male counterpart.238 In this
capacity, Near Eastern goddesses are often represented alongside or standing on animals,
and several of their associations call to mind the imagery of Greek perirrhanteria. In the
Akkadian Period, the lion is an attribute of the goddess Ištar in her warrior aspect:
monumental stone lions guarded the entrance to her temple at Nimrud (Figure 29), and it
is likely Ištar standing on a lion in the seventh-century Maltai rock panels.239 The Syrian
Mistress of Animals may represent the goddess Anat, who is a virgin huntress and warrior
who J.G. Westenholz describes as “forever on the threshold of adulthood with its defined
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sexual roles.”240 Westenholz explains Anat’s role in the traditionally masculine pursuits of
warfare and hunting as “a lack of complete gender separation [that] was expressed
mythologically by a ‘confusion of categories,’ the absence of a boundary between male
and female spheres of activity.”241 Due to the commonalities between representations of
Syrian goddesses and the representation of Artemis on Greek perirrhanteria, it is
conceivable that the use of the Potnia Theron motif on purification basins was more than
an appropriation. There may have been conceptual parallels between the two divine
representations that made the imagery appealing.
Nevertheless, the motif’s Near Eastern origins are only one side of the story. While
there are observable correlations between the iconography of the perirrhanteria and the
iconography of some North Syrian objects, there are no exact comparanda for the object
type.242 The Syrian examples each contain singular elements of the basins’ composition of
imagery, but the use of that imagery on a basin for ritual purification has no demonstrated
precedent in Syria. Potnia Theron on a perirrhanterion’s figurative stand was a Greek
innovation. The long history of interconnectedness between Greece and the Near East
provides evidence of the basic connections necessary for the transmission of ideas and
images, but adoption of a motif is not arbitrary. Hurwitt writes that “[Influence] is not a
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process of easy, mindless reception. It is a process of active selection….Greek artists turned
Orientalizing deliberately and selectively, because what they saw in the East or in imported
eastern athyrmata served their own developing purposes.”243 In order to link the general
meaning of the motif in the Near East to its usefulness for the purpose of perirrhanteria, it
is crucial to address the goddess at the local level. The meaning of early Artemis in the
region where the basins were likely produced lends specificity to an otherwise vague
Orientalizing fashion.
Archaic Lakonia and Artemis
Many have conjectured that the stone perirrhanteria share a common production
center based on stylistic and typological similarities, and some locate that center in
Sparta.244 Corroborating these theories, an isotopic analysis by Jane Burr Carter shows that
the marble that composes the basins could have come from the same quarry.245 The study
tested samples of the perirrhanteria from Isthmia, Olympia, Samos, Delphi, and Ptoon, as
well as basins from the Athenian Akropolis and Sparta. The results showed significant
overlaps in isotopic values of the marbles sampled (Figure 30), but Carter is quick to note
that these similarities are not enough to suggest a common quarry on their own. Groups of
white marble samples exhibiting similar isotopic values often come from separate regions
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divided by great distances. The grey marble of the perirrhanteria is less widespread, an
uncommon characteristic augmented by its consistent appearance in an uncommon object
type.246 Carter maintains that “it would be a striking coincidence if several geologically
distinct quarries exploited for perirrhanteria happened to yield isotopic values within a
narrowly restricted range.”247 It is unlikely that objects of such a specific type containing
grey marble with similar isotopic values would be produced in separate regions.
Finally, Carter suggests that the common production center is Lakonian, offering
the quarry at Goranoi as a possible source of the marble.248 It is unlikely that each of the
basins were carved entirely in Sparta, considering the risk of transporting delicate sculpture
over great distances, but the type could have originated there. It is equally unlikely that
whole blocks of marble were transported to the sanctuaries. The perirrhanteria were likely
roughed out at the quarry to decrease the weight of marble for transport, and then taken to
the sanctuary where they would be installed, possibly accompanied by a sculptor who
finished the carving on site.249 Since the stone perirrhanteria type likely originated in the
Spartan region, an understanding of local Artemis cults in that area might illuminate the
possible meanings of the basins’ imagery for that region. Chapter Two of this study
proposed that early Artemis is a goddess of boundaries, both physical and conceptual.
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Visual representations of Artemis in this period also included exotic iconography and
physiognomies of the uncanny. This section addresses these characteristics of the early
goddess, including examples found specifically in Lakonia, and explores the oftenintertwined imagery of Artemis, Potnia Theron, and gorgons.
Artemis of the seventh century merged well with the popular imagery of the
Orientalizing period. She is one of the oldest Greek deities and has a significant early
presence in Asia Minor—her appearance in Perge and her well-known Ephesian form,
which includes lions among the animals represented on her garments (Figure 31),
demonstrate the goddess’s fluidity in terms of regional attributes.250 In Ephesos, for
example, Artemis representations and religious practice, which includes beggar priests or
eunuchs, resemble worship of the Great Goddess of Asia Minor.251 Her appearance in the
perirrhanteria as a Mistress of Animals would not be the first time the goddess took on
attributes of divinities from outside of Greece. Jean-Pierre Vernant describes Artemis as
“one of the Greek divinities whom the Greeks in their imaginings situate far from Greece,
as a god come from outside, from foreign lands.”252 Ancient literature reflects her barbarian
attributes, particularly evident in the case of Taurian Artemis.
The cult image, brought back by Orestes from the Scythians outside of Greece,
represents a deity whom Euripides portrays as bloodthirsty and uncivilized.253 Both Athens
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and Sparta claim the cult image, and it is associated with ritual violence in the legends at
both sites. In Attica, the image was said to have been brought to the festival of Artemis
Tauropolos, where a man’s throat was cut.254 In Sparta, the Taurian Artemis was reportedly
present at the Orthia festival, featuring a cult game in which one group, armed with whips
that drew blood, protects the altar from another group that seeks to approach it.255 Vernant
explains that upon the Taurian Artemis’s return to Greece, she is assimilated into Greek
society and comes to represent incorporation of the foreign into the civilized, a narrative
that resonates with the goddess’s role in guiding adolescents across the boundary to
adulthood and full incorporation into the polis.256 If this regional understanding of Artemis
associated the goddess with foreign origins, she would have been apt for representation
with Orientalizing imagery.
Depictions of Artemis often incorporate the iconography of gorgons, mythological
monsters represented with piercing frontal gazes and gaping mouths. The Near Eastern
origins of gorgon imagery are well attested in scholarship, and gorgons manifest in Greek
visual representation most commonly as uncanny apotropaia that evoke fear.257 They are,
first and foremost, monstrous figures, and Susan Langdon identifies the affinity for
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monsters as a cultural phenomenon with roots in the Orientalizing period.258 The gorgons’
provocative frontality, wild features, and beast-like manes of hair or snakes appealed
particularly to seventh century Greece. Mary Douglas argues that the appeal of the
monstrous comes from its unnatural transgression of established cultural boundaries—the
monster’s usurpation of nature effects uncanny fear.259 Representations of Artemis as
Potnia Theron and representations of gorgoneia converge at the Sanctuary of Artemis
Orthia in Sparta.
The Sanctuary of Artemis Orthia
Situated on the marshes of the Eurotas river’s west bank, the Sanctuary of Artemis
Orthia was the ritual focus of Sparta’s transition rituals.260 The sanctuary was likely
founded in the eighth century BCE,261 and has a history of unusually violent cult practice.
The game mentioned above, in which youths participate in an often bloody initiatory game
involving flagellation near the altar, suggests that ritual activity at this sanctuary contained
an element of brutality. According to the text of Xenophon,262 one group ambushes the
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altar, attempting to steal cheese that has been placed there, and victory goes to the youth
who endures the pain of the whips and comes away with the most cheese:
καὶ ὡς πλείστους δὴ ἁρπάσαι τυροὺς παρ᾽ Ὀρθίας καλὸν θείς, µαστιγοῦν τούτους
ἄλλοις ἐπέταξε, τοῦτο δηλῶσαι καὶ ἐν τούτῳ βουλόµενος ὅτι ἔστιν ὀλίγον χρόνον
ἀλγήσαντα πολὺν χρόνον εὐδοκιµοῦντα εὐφραίνεσθαι. δηλοῦται δὲ ἐν τούτῳ ὅτι
καὶ ὅπου τάχους δεῖ ὁ βλακεύων ἐλάχιστα µὲν ὠφελεῖται, πλεῖστα δὲ πράγµατα
λαµβάνει.
He made it a point of honour to steal as many cheeses as possible [from the altar of
Artemis Orthia], but appointed others to scourge the thieves, meaning to show
thereby that by enduring pain for a short time one may win lasting fame and felicity.
It is shown herein that where there is need of swiftness, the slothful, as usual, gets
little profit and many troubles. (Xenophon, Constitution of the Lacedaimonians
2.9).263
Demanding acts of cunning at the risk of bloody consequences, this somewhat uncivilized
version of Artemis typifies Vernant’s label, “a god come from outside.”264 Artemis Orthia
is a Greek divinity particularly susceptible to Orientalizing influence. Forthcoming
analyses of artefacts from the site indicate that this iteration of the goddess bears some
resemblance to Near Eastern deities.
A notable object type dedicated at this sanctuary is a large number of terracotta
masks, many of which have gorgon-like features (Figure 32). Most of the masks are lifesized and contain holes for the eyes and mouth as well as punctures in the sides, presumably
for string to fasten the mask to its wearer.265 The masks vary in form, and Carter categorizes
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them into two main types: heroes and grotesques, among them the gorgon-type masks,
which belong to the earliest mask dedications in the seventh century.266 Typically
associated with dances as part of the initiation rites of young men, the masks exemplify the
transition from the wilderness of youth to civilized adulthood.267 Nanno Marinatos
investigates the role of Gorgo as an initiatory figure for young men, finding metaphorical
meaning in the myth of Perseus, who achieves glory as a hero by slaying a monster who
represents his own wild adolescence.268 The use of masks in initiation rites aligns with
Artemis’s role as a kourotrophic deity and a guardian of liminal states of being. Aside from
the mask’s ritual use, the iconographic presence of gorgoneia suggest early connections of
these manifestations of the monstrous wild with Artemis at the site.
The association of early Artemis with general gorgon iconography shows the
goddess’s often fluid identity in the seventh century, but an investigation of more specific
influences demonstrate that Artemis Orthia’s exotic qualities have connections to Ancient
Mesopotamia via Phoenicia. Jane Burr Carter notes that similarities between the Spartan
masks and representations of faces from Mesopotamia are often recognized (Figure 33),
but that the masks’ unique role at the Spartan sanctuary requires further study.269 While the
Eastern roots of their visual features suit the Orientalizing period, the presence of masks in
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great quantities is unusual for Greek sanctuaries.270 Based on comparisons of iconography
and ritual practice at sites in the Near East, Carter concludes that the masks are Greek
versions of a Phoenician prototype, suggesting that “the Spartans perceived a deep affinity
between the Spartan cult and a Near Eastern cult.”271 Specifically, Carter compares the
worship of Artemis Orthia at Sparta to Tanit in Syria-Palestine and to the goddess Asherah,
venerated among the Phoenicians and others long before the eighth century as evidenced
by literary and epigraphic sources.272 Carter suggests that Asherah-Tanit’s associations
with the animal world resulted in her identification as Artemis in the Greek world.273 A
history of similarities between Near Eastern divinities and the goddess represented at the
Orthian sanctuary indicate that the region was ripe for Orientalizing motifs when they
gained widespread popularity. Although the presence of gorgons at a site dedicated to
Artemis creates space for Orientalizing trends, they do not provide hard evidence for the
goddess’s conflation with the Mistress of Animals.
This evidence comes in the form of lead figurines also uncovered at the sanctuary.
Numbering in the thousands, the earliest lead figurines date to the mid-seventh century and
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take many forms, including hoplite warriors, musicians, and, of central importance to this
study, the Mistress of Animals.274 One such figurine depicts a composition similar to the
perirrhanteria’s figurative stands (Figure 34). The central female figure of this image has
wings, and she grasps the tails of two lions facing away from her. At her sides are two other
female figures, without wings and adorned with poloi and wreaths. Sturgeon suggests that
the condensed arrangement of this figurine could derive from a larger prototype.275 The
parallels between this image and the perirrhanteria are clear, particularly regarding the
basin from Samos, which features a central female figure standing on the ground line and
flanked by two others standing on the backs of lions. The general chronology proposed in
the Introduction of this study identifies the Samian perirrhanterion as one of the earliest
surviving examples. It is possible that this basin has close connections to a Lakonian
prototype, but a direct link is strictly speculative and the evidence circumstantial, and
establishing a concrete connection between the perirrhanteria and the material at the
Sanctuary of Artemis Orthia is unnecessary. Regardless of the moment of transmission, if
indeed such a specific moment exists, the iconography surrounding Artemis in the
Lakonian region depicts a goddess who is predisposed to exotic influence.

274

For an account of the lead figurines, see A.J.B. Wace, “Ch. IX: The Lead Figurines,”
in The Sanctuary of Artemis Orthia at Sparta, excavated by members of the British school
at Athens, 1906-1910, ed. R. M. Dawkins ((London: Macmillan, 1929), 249-84: Wace’s
chronology based on style has since been challenged. For the isotopic analysis
determining the source of the lead, see David Gill and Michael Vickers, “Lead Figurines:
Mineral Extraction and Exchange in the Archaic Mediterranean,” The Annual of the
British School at Athens 96 (2001): 229-236.
275

Sturgeon, Isthmia IV, 23.
87

Conclusion: Orientalizing Patterns and the Stone Perirrhanteria
The overlap of Artemis and Near Eastern deities is particularly pronounced in
Sparta, but the association of the goddess with exotic imagery pervaded perceptions of the
goddess around Greece. The basins that originated in Lakonia appealed to local tastes, but
they also appealed to widespread Orientalizing trends in the Greek world. Artemis as
Potnia Theron was an image that could be understood universally. The motif appears in a
variety of media in diverse locations in this period,276 demonstrating the popularity of an
Artemis with eastern features. Reinforcing the suggestion that this motif’s appeal was in
its exotic appearance, figurative imagery virtually disappears from perirrhanteria after the
Orientalizing period. The basin from Delphi is likely one of the later examples, and only
korai comprise its figurative stand—the usefulness of lion imagery was presumably on its
way out. Toward the beginning of the sixth century, production of stone perirrhanteria
wanes in favor of basins with simpler columnar stands.277 Artemis as Potnia Theron no
longer features prominently on purification basins, indicating that her effect as an exotic
and uncanny divinity may have diminished alongside trends of the Orientalizing period.
In the mid-seventh century, Artemis as Potnia Theron was the ideal divine authority
for a basin marking a boundary. In combination, the goddess’s Near Eastern appearance
and the large-scale marble sculpture that she inhabited presented a striking image. Chapter
One of this study argues that the Isthmian sanctuary was characterized by monumentality,
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creating an atmosphere of the otherworldy that enhanced the imagery of the perirrhanteria.
Chapter Two demonstrates that the purification function of the basins required the authority
of a divinity who presided over the crossing of boundaries. Artemis as Potnia Theron
satisfied a variety of requirements for the imagery of a specific cult instrument. While each
site that possessed a perirrhanterion had locally specific traditions and understandings, the
cohesion of iconography and function in the Isthmian basin makes it a useful model for the
basins at other sites. Even without reliable find spots or precise original contexts for the
other perirrhanteria, I suggest that they each occupied places of transition into exclusive
sacred zones. Whether at the entrance to the temenos precinct or to the temple’s inner
sanctum, the goddesses on the basins guarded boundaries that could only be crossed by
those who had been purified in her sacred water. The basins’ monumentality in
combination with their exotic imagery made them desirable and prestigious objects for
Greek sanctuaries, and the competitive spirit among sanctuaries in the Orientalizing period
resulted in the vast distribution of figurative stone basins outside of their Lakonian origins.
For a brief moment, the perirrhanteria’s unity of visuality and function reverberated
throughout the Greek world.

89

Concluding Remarks
The stone perirrhanteria of the seventh century BCE are visually striking cult
instruments—their iconography and function are intertwined. The purpose of this study is
to build upon previous iconographical and typological analyses of the perirrhanteria, using
the context and visual elements of the basin from Isthmia to explain how the perirrhanteria
define and effect space. In the earliest typology, Jean Ducat describes the formal qualities
that the better preserved basins share as well as the stylistic variants that separate them
chronologically or regionally.278 The dissertation by Heidrun Pimpl provides a more
thorough account of documented perirrhanteria within a broader study of the purificatory
capacity of water. Pimpl’s study expands from Ducat’s typology to include iconography,279
arriving at the conclusion that the figures represent Artemis as Potnia Theron, but on the
basis that the goddess serves as a protector of the purificatory power of the water.280
Consideration for function is at the fringes of Pimpl’s study, and so her conclusion that
Artemis protects the sacred water misses several facets of the goddess’s meaning and
purpose. It has been the aim of this thesis to expand our understanding of the perirrhanteria
and their imagery to include a wider scope of their function, not only as purification basins
but as markers of sacred boundaries.
Mary Sturgeon’s investigation of the Isthmian perirrhanterion is rooted in
archaeological evidence and addresses many key elements of the basin’s iconography,
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providing numerous examples of its connections to Near Eastern imagery.281 Sturgeon, too,
suggests an identification for the figures as Artemis, but limits the discussion of their
function to a generalized concept of purification. This thesis attempts to include the
object’s affect on its environment as a crucial component of its function. Their demarcation
of sacred space is as much a part of their function as the water in their bowls. The
perirrhanteria were not simply passive receivers of human ritual action, but active
influencers of their surroundings through the divine presence enacted by their iconography.
In arguing for a broader understanding of function, this thesis generates further
questions and creates new avenues for research. Although the other stone perirrhanteria
lack the archaeological evidence regarding their specific original locations, their
sanctuaries of origin could provide useful contextual information. This investigation
focuses exclusively on the Sanctuary of Poseidon at Isthmia, but close studies of the
sanctuaries at Samos, Delphi, Olympia, Ptoon, or Rhodes could prove equally useful. An
exploration of the other seventh century architectural plans might reveal possible locations
for the other perirrhanteria. An assessment of the other cult equipment at those sanctuaries
could indicate the specific role of the basins in their individual contexts. This study
addresses the purpose of one perirrhanterion within its immediate context based on its most
notable iconographic feature, but there is more information to be mined.
The Isthmian basin also requires further investigation. The Potnia Theron motif
that comprises the figurative stand is the largest and most visible element of the basin’s
iconography, but there are other visual features to be considered. The ram protomes and
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the large wishbone-shaped handles, which Sturgeon suggests could recall the horns of
sacrificial animals,282 have strong implications of ritual sacrifice. This thesis deals with the
perirrhanterion’s function in its immediate surroundings on the temple porch, but it likely
communicated visually with sacrifices taking place at the altar as well. Chapter One
addresses the directional gazes of the stand’s four figures, emphasizing the two figures who
look upon the invisible boundary line between the temple’s exterior and interior. The visual
effect of the remaining two figures, whose gazes interact directly with the temple doorway
and the altar of Poseidon, requires further exploration.
The stone perirrhanterion at the Archaic Sanctuary of Poseidon was part of an
environment that valued novelty, innovation, and monumentality. It contributed to an
atmosphere designed to transport its visitors to the realm of the immortals, creating a visual
experience characterized by grandiosity and the uncanny. This sanctuary was one of many
major religious sites attempting to distinguish themselves in the seventh century—an aim
that necessitated accumulating the latest trends in prestigious objects. The figurative stone
basins did not only satisfy the ritual purpose of imbuing conceptual boundaries with
divinely guarded purification vessels, they also appealed to the Orientalizing Greek world
with their exotic imagery. Artemis as Potnia Theron had the appearance of a foreign
goddess, but her role as guardian of the margins could be understood throughout Early
Archaic Greece. It was a motif that transcended regional boundaries. As a result, this
cooperation of iconography and function gained widespread distribution in mainland
Greece, but only for a short time. The production dates of the six perirrhanteria addressed
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in this study span a period of about fifty years. By the beginning of the sixth century, the
dazzling effect of exotic motifs had diminished, and ritual water basins adopted simpler
forms.
For a brief moment, the figures of the stone basins captivated those who sought to
cross their boundaries, piercing their surroundings with unwavering stares. Confronting the
viewer with the authority of Artemis, they were divinity made manifest. The
perirrhanterion united with every other significant element of the sanctuary to create an
atmosphere of the otherworldly. Visitors traveling to the Sanctuary of Poseidon met several
monumental visuals throughout their experience. They beheld the entire imposing complex
as they approached the sanctuary’s entrance, crossed into the sacred precinct, encountered
the immense altar of Poseidon, and approached the massive Archaic temple. Near the end
of that journey, those who had access climbed the steps and faced the temple doorway.
Before entering the most sacred of places, the visitors approached the perirrhanterion. The
basin served as a landmark in a transitional zone and a divine reminder of the exclusivity
of the sacred. As worshippers purified themselves with water from the bowl, they came
face to face with the divine. Visitors entered the temple under the ever watchful gaze of
Artemis and her lions.
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Figures

Figure 1
Perirrhanterion from Delphi. Marble, 1m (height). Delphi Museum. Source: G. M.
A. Richter. Korai: Archaic Greek Maidens. Fig. 56.
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Figure 2
Restored Perirrhanterion from Isthmia. Marble, 1.26m x 1.23m (basin diameter).
Museum of Isthmia. Source: Mary Sturgeon, Isthmia IV: Sculpture I: 1952-1967. Plate
2b.
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Figure 3
Statuette from a Perirrhanterion from Olympia. Marble, 48cm (height). Olympia
Archaeological Museum. Source: G. M. A. Richter. Korai: Archaic Greek Maidens. Figs.
47-48.
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Figure 4
Statuette from perirrhanterion. Ptoan Sanctuary, Boeotia. Marble, 42cm (height).
National Archaeological Museum, Athens. Source: G. M. A. Richter. Korai: Archaic
Greek Maidens. Figs. 51-52.
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Figure 5
Perirrhanterion from Rhodes. Marble, height restored to less than 1m. Archaeological
Museum, Rhodes. Source: G. M. A. Richter. Korai: Archaic Greek Maidens. Fig. 42.
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Figure 6
Perirrhanterion from Samos. Marble, 52cm (height), 7cm (height of plinth). Staatliche
Museen, Berlin, inv. 1747. Source: G. M. A. Richter. Korai: Archaic Greek Maidens.
Fig. 44.
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Figure 7
Reconstruction drawing of the Ptoon Perirrhanterion’s sculptural elements. Source: Jean
Ducat. “Périrrhanterion.” Bulletin de Correspondance Hellénique 88.2 (1964): 578, Fig.
1.
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Figure 8
Isthmian Archaic Temple plan with perirrhanterion base identified by arrow. Source:
Elizabeth R. Gebhard and F. P. Hemans. “University of Chicago Excavations at Isthmia,
1989:1.” Hesperia 61 (1992): 32, Fig. 8. Arrow added by author.
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Figure 9
Restored plan of the Isthmian Sanctuary of Poseidon, ca. 650 BCE. Source: Elizabeth R.
Gebhard and F. P. Hemans. “University of Chicago Excavations at Isthmia, 1989:1.”
Hesperia 61 (1992): 24, Fig. 5.
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Figure 10
Reconstruction drawing by William B. Dinsmoor, Jr. Source: Oscar Broneer, Isthmia I:
Temple of Poseidon. Frontispiece.
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Figure 11
Isthmian Archaic Temple plan. Source: Elizabeth R. Gebhard and F. P. Hemans.
“University of Chicago Excavations at Isthmia, 1989:1.” Hesperia 61 (1992): 32, Fig. 8.
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Figure 12
Tripod feet markings at the Isthmian temple. Source: Oscar Broneer. “Excavations at
Isthmia: Fourth Campaign, 1957-1958.” Hesperia 28.4 (1959): plate 59a.
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Figure 13
Plan of the Parthenon, drawn by Robert S. Harris, modified from W. B. Dinsmoor.
Pronaos marked 1. Source: Dian Harris. The Treasures of the Parthenon and
Erechtheion. 5.

Figure 14
Isthmian Archaic Temple plan, pronaos outlined in red. Source: Elizabeth R. Gebhard
and F. P. Hemans. “University of Chicago Excavations at Isthmia, 1989:1.” Hesperia 61
(1992): 32, Fig. 8. Outline added by author.
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Figure 15
Protocorinthian aryballos. ca. 700-675 BCE. 5.5cm (height). Boston Museum of Fine
Arts, 03.810. Source: Boston Museum of Fine Arts, http://www.mfa.org (accessed April
23, 2017).
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Figure 16
François Vase. ca. early-6th century BCE. Black-figure, 66cm. Florence, Museo
Archeologico. Source: M. Tiveros, Elliniki Techni. Available from: Beazley archive,
http://www.beazley.ox.ac.uk (accessed March 30, 2017).
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Figure 17
Lakonian black-figure volute krater attributed to the Hunt Painter. Source: Jasper Gaunt.
“Ergotimos Epoiesen: The Potter’s Contribution to the François Vase.” In The François
Vase: New Perspectives, 69.
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Figure 18
François Vase, handle view. ca. early-6th century BCE. Black-figure, 66cm. Available
from: World of Art, https://worldartworld.wordpress.com (accessed April 14, 2017).
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Figure 19
François Vase, detail of inner handle, winged gorgon. Available from: DASe, Art & Art
History Visual Resources Collection, dase.laits.utexas.edu (accessed March 30, 2017).

111

Figure 20
Isthmian perirrhanterion reconstruction drawing. Source: Mary Sturgeon. Isthmia IV:
Sculpture I: 1952-1967, Plate 1.
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Figure 21
Temple of Artemis at Corfu, pediment. Limestone, ca. 580 BCE. Available from: DASe,
Classics Collection, dase.laits.utexas.edu (accessed April 14, 2017).
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Figure 22
Isthmian Archaic temple and altar plan, directional gazes of the perirrhanterion’s female
figures indicated with arrows. Source: Elizabeth R. Gebhard and F. P. Hemans.
“University of Chicago Excavations at Isthmia, 1989:1.” Hesperia 61 (1992): 32, Fig. 8.
Arrows added by author.
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Figure 23
Sanctuary of Demeter and Kore, Eleusis. Plan of the Sanctuary. Source: Peter Levi, Atlas
of the Greek World. Available from: DASe, Classics Collection, dase.laits.utexas.edu
(accessed April 24, 2017).
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Figure 24
Sculpture from Tell Halaf. Early 9th century BCE. Source: Nassos Papalexandrou.
Available from: DASe, Art & Art History Visual Resources Collection,
dase.laits.utexas.edu (accessed April 24, 2017).
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Figure 25
Boardman's Lion Typology. Source: John Boardman, The Greeks Overseas, 78.
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Figure 26
Reliefs at Yazilikaya. ca.14th-13th century BCE. Stone, 213cm (height). Source:
Vorderasiatische Abteilung, Berlin Museum. Available from: Henri Frankfort. The Art
and Architecture of the Ancient Orient, 226.
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Figure 27
Burney relief, Queen of the Night. Old Babylonian. Terracotta, 49.5cm x 37cm x 4.8cm.
The British Museum, no. 2003,0718.1. Available from: The British Museum,
http://www.britishmuseum.org (accessed April 20, 2017).
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Figure 28
"Goddess" with animals, cylinder seal from Syria. Louvre. Source: Pierre et Meurice
Chuzeville/Musée du Louvre. Available from: Alison Barclay. “The Potnia Theron:
Adaptation of a Near Eastern Image.” In Potnia: Deities and Religion in the Aegean
Bronze Age, plate CIVb.
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Figure 29
Lion from entrance to Ishtar temple, Nimrud. ca.mid-9th century BCE. Source: Adam
McDowall. Available from: Flickr, https://www.flickr.com/photos (accessed April 29,
2017).
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Figure 30
Isotopic clusters for the perirrhanteria and for several well known quarries in ancient
Greece. Source: Jane Burr Carter. “Isotopic Analysis of Seventh-Century B.C.
Perirrhanteria.” In Classical Marble: Geochemistry, Technology, Trade, 422.
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Figure 31
Artemis of Ephesus. Ephesus Museum. Source: Rabun Taylor. Available from: DASe,
Rabun Taylor Collection, dase.laits.utexas.edu (accessed April 24, 2017).
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Figure 32
Terracotta Votive Masks: Satyrs and Gorgons. Source: R. M. Dawkins. The Sanctuary of
Artemis Orthia at Sparta, plate LVI.
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Figure 33
Terracotta mask from Ur. London, The British Museum no. 127443. Source: Jane Burr
Carter. “The Masks of Ortheia.” American Journal of Archaeology 91.3 (1987): 363.
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Figure 34
Lead Group of Orthia and Votaries. Source: A. J. B. Wace. "Orthia Lead Figures." In The
Sanctuary of Artemis Orthia at Sparta, 260.
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