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INTRODUCTION

Recent scholarship has provoked a renewed dialogiueerning the status of
women in Classical Athens. This work is a parthié dialogue, and attempts to explore
the rituals of the nuptial ceremony for the purpotdefining the status of women in
Classical Athens. The wedding ceremony was thetaivoming-of-age rite for young
women, and thus provides ample opportunity to assesietal ideals for women in
Classical Athens. Furthermore, these ideals artdphers for womanhood in Classical
Athens give us insight into why men found it neeggg$o control their lives. Using this
ritual articulation of the status of women, we abde to explore more fully both how and
why the lives of women were restricted by men.

My first task within the scope of this work is toopluce a sound reconstruction of
the Athenian wedding ceremony. While some asp#dfse wedding ritual are well-
defined and understood, other aspects are notji@adaliy, ancient evidence from
literature and art and archaeology does not ahagyse. As a consequence, it is difficult
for modern scholarship to produce a completely daenonstruction or interpretation of
the wedding ceremony. Despite these challengés, Qakley and Rebecca Sinos have

created an excellent restoration of the weddingroeny in their work The Wedding in

Ancient Athens Although still useful for our understanding bétwedding ceremony, it

fails to account for recent scholarship, and iga@@reat deal of literary evidence. In
many ways, this work is reflection and magnificataf their own, and is written with the
intent to expand upon their collection of vase-pamand literary evidence.

My second task within this work is to interpreg¢ thedding ceremony. The

seemingly arbitrary rituals of the Athenian weddaggemony were actually filled with



meaning for the community of Athens. In fact, eatdment of the Athenian wedding
ceremony is symbolic of the masculine control eisexdt over females in Classical
Athens. As Ellen Reeder writes, in her article ‘tén and Men in Classical Greece,”
“To transcend her innate nature was the goal eweryan was supposed to strive for
with the help of learned behavior, such as modestsdand downcast eyes, and such
institutions as marriage.” The institution of marriage had many functiongéthenian
society, but perhaps the most important was to ta@ircontrol over proper Athenian
women and their reproductive abilities. It is ngpk that through this examination of the
Athenian nuptial ritual, and the system of maletoarwhich it embodies and propagates,
we will be better able to understand the circumsgarof women living in Classical
Athens, and in so doing society as a whole.

Of our two types of ancient evidence for the Athemuptial ceremony, vase-
paintings by far contain the most useful and irdténg evidence. Andrew J. Clark, Maya

Elston, and Mary Louise Hart in their work, Undargling Greek Vases: A Guide to

Terms, Styles, and Technigu@&same six types of vases which were associatdd wit

weddings in some wawlabastra, exaleptra, |ebetes gamikoi, lekythoi, loutrophoroi,
andpyxides.? An account of the uses associated with theseelgesan be found in the
glossary at the end of this work, but all are usetthie home by women. In addition, the
exaleiptron, lebes gamikos, lekythos, andloutrophoros are further associated with
funerary ritual. These vessels are often foundase-painting depictions of weddings,

and their presence can help identify a ritual siduma

L Ellen D. Reeder, “Women and Men in Classical Gr¢dnePandora: Women in Classical Greeed.
Ellen D. Reeder (Baltimore, Maryland: Walters Algry, 1995), 20.

2 Andrew J. Clark, Maya Elston, and Mary Louise Hemderstanding Greek Vases: A Guide to Terms,
Styles, and Techniquékos Angeles, California: Getty Publications, 2pQr11.




These same vases were often decorated with depadiovedding rituals. A
selection of images from Athenian vase-paintingslmafound after the main text and is
referred to throughout this work. Vases paintethwiedding themes are ubiquitous in
the archaeological record. The three wedding scemest often depicted on Athenian
vases are the bridal bath, the adornment of thike pand the wedding procession. The
first extant depiction of a wedding scene on a Aiae vase is from the seventh century
BCE, and these scenes begin occurring even maredntly in the middle of the fifth
century BCE in Athend. These depictions would have sold well and seagedn
appropriate purchase for at least two occasiomsgdaling or the funeral of a young,
unmarried woman. Additionally, interpretationsn#dding scenes have led scholars to
venture that vase-paintings of wedding scenes raag heen given only to the briflef
this is true, then depictions of the wedding orevpaintings may prove to be an
excellent source of information on how women unberd their identities and perceived
their ideals. The vase in Figures 1-4 may have lggeen, along with the vase in Figures
5-6, to the bride as a pair of wedding presenf&gures 1-4 depict the wedding
procession in the fairly typical black-figure stylehich will be explored in more detail
later. Figures 5-6 depict women in various stagjesaking cloth. The function of both
of these vases would have been to remind the yaangan of her new role and duties
within the househol@and to validate her identity as a wife. Whenrinteting vase-
paintings we must not only ask ourselves what #seypainting is meant to depict, but

also how the audience was meant to read it.

3 Brian A. Sparkes, The Red and the Black: Studies in Gregefo(New York: Routledge, 1996), 21.

* Ellen D. Reeder, ed., Pandora: Women in Clas§lcekce(Baltimore, Maryland: Walters Art Gallery,
1995), 128.

® Sparkes, The Red4.

® Ibid., 74




Of course there are several precautionary s&tewhich must be made prior to
using vase-paintings as evidence for the Athentaalrof marriage. It is important to
remember that vase-paintings are not necessaungyréflections of daily life in Classical
Athens. Additionally, several stages of the weddiaremony are often crammed into
one scene or blended into a completely differemtwedding scene. Vases which depict
two or three separate rituals occurring all at ameest be corroborated with the literary
evidence if we are to make sense of them. Detipatee difficulties, a study of the
Athenian marriage ritual would be incomplete ifalieed from the vase-painting
evidence and it is with these caveats in mindwetnay move forward.

In addition to evidence from vase-paintings, Idatilized the works of
numerous ancient Greek authors. In particularwbeks of Athenian playwrights and
the legal arguments of orators have proven to eentbst useful. Of course, any use of
ancient sources written in an ancient languageiregjglose examination. A large
number of Greek words, carrying connotations wimghtranslation does not convey,
cannot be translated accurately into one Englistdwé&or instance, the ancient Greek
word for marriage igamos, but this word can also refer to abduction. Tasbal
equivalent ofgamos wasgamein, a word which represented actions of the groonalad
could refer to a purely sexual relationship rathen to be legally married.In addition
to these problems, certain words suclarakal ypterion could refer to just one aspect of
the entire ritual, in this case the unveiling, othe entire wedding ritu8l. These

multiple meanings and nuances can make it difficuttetermine the true meaning of an

" John H. Oakley and Rebecca H. Sinos, The Weddirmtient AthengMadison, Wisconsin: The
University of Wisconsin Press, 1993), 9.
® Sissa, Virginity 99.




ancient author’s usage. At the same time thesgeshaf meaning help us to interpret the
ways in which the Greeks viewed their own nuptiatlitions.

Before we undertake this task of examination aerpretation, we must first
define ritual and its use in human culture. Aalias defined by Wendy Leeds-Hurwitz

in her book Wedding as Texs the repetitive use of symbols intended to egpr

important cultural and community idedsSymbols are intended to stand in for a greater
idea, although the connection may not be obviousatural*® As a result of this, a high
level of understanding is required between ritwatipipants and the audience.
Accordingly, if both the participants and audienterpret the symbolism of the ritual in
the same way, they exist in a community with astiadentity; thus ritual allows a
community to validate their shared status as mesnifethe same group. Ada Cohen in
her article “Portrayals of Abduction in Greek ARape or Metaphor?” states that
“certainly, gestures and actions [...] hold symbafieaning and serve to legitimize social
attitudes and hierarchies for which the ritual orcin act as a powerful weapoA.In
this way, rituals not only broadcast ideas aboetsimared culture, but also legitimize
them.

Rituals are often used to express life transitems the participants usually exist
for some set amount of time in a liminal state.e Toncept of a transitional ritual is

readily applied to the Athenian nuptial ceremoiijnie most important aspect of the

Athenian wedding was the ritual process ofgghghenos becoming aayymphe, a

°® Wendy Leeds-Hurwitz, Wedding as Text: CommuniaatBultural Identities Through RituéiNew Jersey:
Lawrence Erlbaum Associates, 2002), 87.

%pid., 88.

"bid., 89.

12 Ada Cohen, “Portrayals of Abduction in Greek ARape or Metaphor?” in Sexuality in Ancient Aed.
Natalie Boymel Kampen (Cambridge: Cambridge UniigiRress, 1996), 131-132.




progression which ultimately provided momentum taMaecoming @yne. As we shall
see, it was this evolution of the bride which fothike foundation of the wedding
ceremony. The wedding ceremony represented tbmaatin of a woman’s life, as she
would be moving from her father’s house to her messband’s home and would become
sexually active for the first time in her life. ilrconcept is demonstrated many times
throughout the nuptial ceremony.

Beginning with the betrothal ceremony and an amalykthe dowry, we shall
move forward into the day before the wedding cemymtheproaulia. Theproaulia was
the day for sacrifices and dedications, and ideelctly into the day of the wedding, the
gamos. Thegamos consisted of many rituals: feasting and singihg,wedding
procession, thkatachysmata andanakalypterion ceremonies, and the consummation of
the marriage. The following day, tlepaulia, was a day for more feasting and for the
giving of gifts. Each of these days will be redpuasted in their entirety, and will be
accompanied by an interpretation of the ritualthay reflect the status of women in
Classical Athens. Separate sections devoted tmteé®f the participants, metaphors for
marriage, and the timing of Greek nuptial cerememél be included to enhance our

understanding of marriage, and of womanhood, imeah&reece.



BETROTHAL AND DOWRY

The first step toward the wedding ceremony wagparsee ritual in its own right,
the betrothal. Marriages were often arranged &ditipal reasons, and two wealthy and
powerful families would share a very strong anduiemtial bond once joined by the

marriage of a daughter and a son. In Euripiddsiggnia at Aulis Clytemnestra asks her

husband if he has scrutinized the economic statdgpadigree of the groom, saying:
ToUVOuUG HEV oLV TS’ 018’ OTw KOTIVESOS, YEVOUS OE TTolou X Tobev
HoBEiv BN
‘Tell me of the groom: His name | know, but tell mehis race’

(Euripides, Iphigenia at Aulj$94-695)*

That these were important deciding factors inde#beus that marriage
arrangements were heavily influenced by wealth@edtige. Some scholars believe that
marriage among the Athenian upper classes wasyhggilogamic, and that this provided
a way for a father to keep his wealth in his owmifg while still marrying off his
daughter®> Sometimes a family with few political ties antllé wealth would have great
difficulty in betrothing a daughter, in which casey may turn to a matchmaker for
assistancé’®

The betrothal ritual was a relatively informal ceany performed by the legal
guardian of the prospective bride and the groofitegal guardiah’ The Greek word

for this betrothal ritual waengye, a word refers to something being placed in thedha

3 David Kovacs, Iphigenia at Auli&€ambridge, Massachusetts: Harvard University$212802), 238
14 F.M. Stawell, trans, “Iphigenia in Aulis,” in THeomplete Greek Drama, Volume Twed. Whitney J.
Oates and Eugene O’Neill, Jr. (New York: Random $¢p1.938), 306.
!5 George Pilitsis, The Dramas of Euripides: A Stirdthe Institution of Marriage and a Reconstructién
. Marriage Customs in Fifth Century B.C. AthgiNew Brunswick, Jew Jersey, May 1981), 85.
Ibid., 96.
7 Sue Blundell, Women in Ancient Gree@ambridge, Massachusetts: Harvard University $2rE895),
122,




and perhaps confirms that a handshake between fieensealed the betrothal
agreement® This idea is reflected in Herodotus, who, in disging the marriage of
Croesus’ son, writes:

£XOVTOS 8¢ Ol £V XEPG! TOU TTa180S TOV YOOV

‘Having the marriage of the child in hand’

(Herodotus, Historie§ 35)*
The handshake was accompanied by a fairly formglkaying:

TAUTTV YVNOlV Taidwv T apoTw 6ol Sidwpl

‘| offer her to thee to wife, to get thee lawfulilchen’

(Menander, Perikeiromen894-895y°

A number of vase-paintings depict the betrothaéagrent in addition to various
other wedding scenes. The vase-painting showigures 7-8 is an excellent example of
this. It depicts a bearded man on the left shakiagds in agreement with a youthful man
on the right. A faded wreath hangs between theraathis were often signs of a ritual
situation?* While Oakley and Sinos interpret this particuleerse as the moment of
betrothal, other scholars do not. In particularp&b F. Sutton, Jr. finds it more
problematic. In his article “On the Classical Atilen Wedding: Two Red-figure
Loutrophoroi in Boston,” he allows that this midig a depiction of thengye, but

believes that the dress of the two men suggesysatteemythological figures and that this

18 Oakley and Sinos, Weddin8.

9 Amy L. Barbour, ed., Selections from Herodof@klahoma: University of Oklahoma Press, 1964), 60
2 Francis G. Allinson, trans., Menander: The Priatiragment§Cambridge, Massachusetts: Harvard
University Press, 1964), 278-279. Also see Heral6t@30.

% Oakley and Sinos, Wedding.
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vase-painting is meant to signify friendship betawvegn®? As we shall see, vase-
paintings of human weddings often take on a mytjiold character as a way of uplifting
the status of the bride and groom. This seemduainas depiction of thengye when

one considers that the surrounding figures are @bwously involved in a marriage
ceremony.

A girl had no legal power in the arrangement ofiarriage, and the formalities
which sealed her fate occurred in her absencéacintheengye could have taken place
quite a few years before the marriage, even whiebdride was very young and had not
yet reached menarcf&.This disregard for the bride’s consent in her detrothal is
indicative of a very important facet of womanhooddlassical Athens: male
guardianship. Women in Athens were always maiethumder the protection ofkgrios,
first their father, then their husband, then tlseins. In the absence of all of these figures,
a woman would remain under the control of a closéemelative. Plato outlines who has
the right to betroth a girl if her father is deadd it is clear that the bride herself should
never be allowed control over this very importaatidion (Plato, Law¥I, 774). Indeed
a girl who gave herself in marriage without thehauity of her legal guardian was truly
no more than a concubif&.This reduction in status of a woman who has taiatirol
of her own life makes it clear the Athenian socgwed women as incapable of
regulating their own lives.

This engye ceremony would typically have been accompaniethbytransfer of a

dowry from the girl's legal guardian to her futuresband. The dowry was usually

22 Robert F. Sutton, Jr., “On the Classical Atheniedding: Two Red-figure Loutrophoroi in Boston,” in
Daidalikon: Studies in Memory of Raymond V. Schod®d, ed. Robert F. Sutton, Jr., (Wauconda,
Illinois: Bolchazy-Carducci Publishers, 1989), 347.

% Oakley and Sinos, Wedding0.

4 Jean-Pierre Vernant, Myth and Society in Ancierggge(New York: Zone Books, 1990), 57.
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composed of a combination of things: land, money goods, including slaves and

servants (c.f. the Old Servant_in Iphigenia in Aals part of Clytemnestra’s dowry).

While akyrios was not legally obliged to provide a dowry for threde, the dowry was an
important way to display the affluence of an Atlmniamily and certainly an impressive
dowry would raise the status of a wealthy famiflyOakley and Sinos refer to the dowry
as “the last part of [the legal guardian’s] resiifisy for his daughter’s support® It
does seem that if a father died before giving alaaydaughter in marriage, his sons were
legally obliged to provide a dowry worth one-tenfttheir father’'s whole assets for any
sisters’’ It also would not be unheard of for a wealthytigk to donate a dowry to a
less-prosperous female member of his extendedyaamb it seems that the government
provided dowries for the very poorest class ofeitis*®

The betrothal and subsequent dowry were integpedas of a lawful marriage.
The dowry was often cited in legal arguments tovjgi® evidence for an official marriage

and to confirm the legitimacy of children. In Isaéaration_On the Estate of Pyrrhing

attempts to define a legitimate heir to inheriesbate, and states:
NV Tva TToTe TPOIKa dnotv emSous ekEouval TNV aSeAGNV O HEUCPTUPTKEIS
T TOV TPITAAOVTOV OIKOV KEKTTHEVE). ..
‘He has deposed that he married his sister to awmanpossessed a fortune of
three talents; what dowry does he allege that ke géth her?’

(Isaeus, On the Estate of Pyrrt@)$®

% Blundell, Women115.

% Oakley and Sinos, Wedding0.

%7 pilitsis, Drama of Euripide$1.

*% |bid., 81-82.

29 Edward Seymour Forster, trans., Isa@ambridge, Massachusetts: Harvard University $2rE862), 81.
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Plato suggests that a large dowry upsets the alainmower (that of husband
over wife) in a marriage and recommends settinm of fifty drachmae on the dowry.
This, he says, will be the result:

UBpts 8¢ HTTov yuvai€l kal Souleior TaTeLvn Kol aveeuBepos o XPTHOTO

TOIS YTUOG! YlyvolT av.

‘less insolence on the part of the wives and |essilation and servility on the

part of the husband because of money.”

(Plato, LawsV| 774 C)*°
Plato’s observation seems to state that the dovasyavsource of power for a woman
within her ownoikos. Indeed, the full dowry must be returned in thierd of divorce and
surely this should prevent verbal and physical alliysthe husband. Yet a woman’s
dowry, although held in her name, was not her diva;men in her life had control over
it. If awoman’s husband died, her dowry was paigseto her sons. If a woman died
before producing heirs for her husband, the dowag veturned to her father. If divorce
occurred the dowry would be returned to her fatiamnthermore, the father of the bride
could initiate divorce proceedings if the need arasd reclaim his daughter’s dowry,

whether or not his daughter desired a divéfc®emosthenes’ oration Against Aphobus

makes it clear that the dowry was the property ehm
un ynuawTos & aUTOU TNV PNTEPC TNV EUTV, O HEV VOUOS KEAEUEL TNV TPOIK’
odelletv T gvve’ ofolols
‘But in the event of his not marrying my mothee tlaw declares that he owes me

the amount of the dowry with interest at nine olzotaonth’

%R. G. Bury, trans., Laws, Volume |, Books I-{@ambridge, Massachusetts: Harvard University$res
1967), 466-467.
%1 Blundell, Women116.
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(Demosthenes, Against Aphobu$7) 3

In fact, if a father died leaving no male heins, tlaughter was termed an
epikleros, and would be forced to marry a male relativeaffather, even if she was
already wedded to another man. This ensured thh heirs of the father’s line would

inherit his wealth. Sue Blundell, in her book Wanie Ancient Greeceaprites that a

woman'’s status, even after she has been marriedjme “liminal” as her dowry will
retain the connection to her father's hotsén this way the dowry merely symbolized
the prosperity of the bride’s natal family, it didt afford her any sort of economic
independence.

The betrothal ceremony, tleagye, was an agreement made between men for their
own purposes. Although we have no way of ascengito what extent a young girl's
wishes were taken into account in this agreemeisther father’'s consent, not hers,
which makes the marriage a legally binding contr&atrthermore, although the dowry is
held in the woman’s name, it is never truly hersdatrol. Indeed it often seems its only
function is to validate legal marriages, that isynages agreed upon by men. Even at

the inception of the wedding ceremony the briderfapower in deciding her fate.

32 A. T. Murray, trans., Private Orations XXVII-X(Cambridge, Massachusetts: Harvard University$2res
1958), 19.
% Blundell, Women118.
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THE PARTICIPANTS

At the time of their wedding, the groom would lik&e twice as old as the bride
and the two would be in very different stages efrthives. Plato states that it is a man’s
duty to marry and procreate, and in fact recomméng@ssing a fine on any man who
remains unmarried after the age of thirty-five (BJd.awsVI, 774)3* Girls in Classical
Athens were probably married off between fourtemeh @ghteen, although literary

evidence seems to favor the earlier &gén Demosthenes’ oration Against Aphobhe

states that Demophon would marry his sister aateeof fifteen and thus receive a

dowry of two talents (Against Aphobui$ 43).%® Plato states that girls should be married

between the ages of sixteen and twenty (L&eok VI 785)%" Unlike the groom, the
bride would typically have been sexually inexpecesh and her virginity would have
been of great importance. Sections from Xenoph@gsonomicugonfirm this, and
note the wide-ranging innocence which a young bndald bring to her marriage.
' AMG kol TouTo, EPNy, EYwYE, & loxouaxe, Tavu av néews cou muboiuny,
TOTEPa GUTOS OU ETMAISEUOAS TTV YUVOIKO, CIOTE Elval olav S€l, 1)
EMOTapEVNY EAaPBES TP TOU TATPOS Kl TS UNTPOS SIOIKEIV Ta
mpoonkovTa auTh. Kol Ti av, €41, @ ZwKPATES, ETMCTAUEVTIV OUTNV
mapehaPov, N ETN HEV oUTI TevTekaiSekar yeyovula BB Tpos EUE, Tov &
eumpooBey xpovov £Cn UTO TOAATS EMIUEAEIOS, OTTWS IS EAGXIOTO HEV

3o o, EAdxioTa 8¢ GkoucolTo, EhaxioTa 8 gpmoin ;2

34 Bury, Laws 465.

% Blundell, Women119.

3% Murray,Private Orations111.

37 Bury, Laws 501.

3 E.C. Marchant, Memorabilia and Oeconomidi@ambridge, Massachusetts: Harvard Universitg$re
1953), 414.
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“It would please me very much Isomaches,” | séifl, might also

inquire about this — whether you yourself educama wife to be the

way she ought to be, or whether, when you toolfieen her mother and

father, she already knew how to manage the thimgfsare appropriate to

her.”

“How, Socrates,” he said, “could she have knowytl@ing when | took her, since
she came to me when she was not yet fifteen, atdivead previously under
diligent supervision in order that she might see lagar as little as possible and
ask the fewest possible questions?”

(Xenophon, Oeconomicuéll, 4-5).3°

While the ancient sources seem to be in agreeméneach other concerning the
age of the bride, vase-paintings tend to depicptHes older and more mature. It seems
likely that in this case our ancient literary s@mg@re correct, and that vase-painters
found it necessary to depict the bride as oldan #iee actually was if only to highlight
her sexual maturity and fertility. Likewise, imagef the groom on vase-paintings do not
seem to support the idea that the groom was ithhiges or older; he often looks nearly
the same age as his youthful bride! This is likedgause of the Greek tendency to
idealize human depictions, and a younger, moré\groom would augment the
romantic feel of a wedding sceffe.

While certainly the wedding ceremony was an impdrévent in the life of the
groom, it did not represent the rite of passage awalulthood as it did for the bride. The

bride’s dedication of a lock of hair which occurmeadthe day before the wedding

% Carnes Lord, trans., Oeconomididew York: Cornell University Press, 1970), 29.
0 Sutton, “Loutrophoroi,” 344.
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ceremony had already been performed by the groony iyears ago when he became an
adult himself"* Furthermore, in a discussion concerning the ritgiof the bride,

Oakley and Sinos note that the groom was “paststaige*? and we may assume that the
virginity of the groom was not an issue. Raisingbang woman was often likened to
breaking in a young horse, and the marriage cergmas seen as the final step in the
process of taming a young womnlt is notable that the identity of the bride, as
parthenos, nymphe, or gyne, is irrevocably connected to her marital stat8se Blundell

in her article “Marriage and the Maiden: Narrativesthe Parthenon” states that “just as
warfare was seen as the determining activity ofytheng male, so marriage was
regarded as the female’s ultimate and definitiv&idation.®* A man becomes a man on
his own, but a girl becomes a woman only througtrélationship with her husband.

So why were girls married off so young? This practvas not simply for
convenience, but also to ensure the safety of @y woman, by aiding her quick
promotion from the dangerous statugaifthenos to the settleshymphe. We have noted
the three conditions defined by the ancient Gréeka sexually mature woman:
parthenos, nymphe, andgyne. Of these, the unmarrigirthenos was seen as the most
dangerous because her body was not sexually claattoy a man and she was prone to
act irrationally®® Hippocratic treatises find thparthenoi are vulnerable to
hallucinations because the uterus has not beemé&alidoy marital intercourse. A

woman could only be physically healthy if she wiea@ing relatively frequent sexual

*! Oakley and Sinos, Weddini4.

“2pid., 12.

3 Helen King, “Bound to Bleed: Artemis and Greek Wam{ in Images of Women in Antiquitgd.
Averil Cameron and Amelie Kuhrt (Detroit: Wayne ®téniversity Press, 1983), 111.

*4 Sue Blundell, “Marriage and the Maiden: Narrativesthe Parthenon,” in The Sacred and the Feminine
in Ancient Greeceed. Sue Blundell and Margaret Williamson (New kK-dRoutledge, 1998), 49.

> |sabella Clark, “The Gamos of Hera: Myth and Rittia The Sacred and the Feminine in Ancient
Greeceed. Sue Blundell and Margaret Williamson (New K.dRoutledge, 1998), 14.
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intercourse and giving birth to children. Hippdaravriters over and over again
prescribe sexual intercourse and pregnancy aseaatiior many illnesses of women.
This would make early marriage the healthiest afiess route for a youngarthenos.

Theparthenos was also the most active and able of women, and/mmahical
femaleparthenoi like Cyrene, Atlanta, and Antigone were adventsrand bravé®
However, the lives of these adventurous mythicaldie figures often end in tragedy.
Blundell notes that these stories may have serseduationary tales for the young
woman; clearly the untamgdrthenos can only fall into the hands of trouble should she
remain outside the sexual and societal controltuisband? Parthenoi were under the
continuing protection of Artemis until the timetbieir marriage, and this may provide an
explanation for the way in which they were percdibg others, wild and free like their
protector goddess.

It is clear that the fathers of the bride and grqoayed an important role in
arranging and financing the marriage, but the nrstpiyed their own important role in
the wedding ceremony. Both the mother-of-the-badé the mother-of-the-groom had a
special part in lighting and carrying the torchessthe chariot procession. The bride may
also have been conveyed to the sacrifices andrtiuhere husband by her own motHér.

It was the responsibility of the groom’s mother ooty to greet the couple as they
approached their new home after the chariot pramesisut also to decorate the bridal

chamber in preparation for the consummation oflaeriage’® Indeed, Athenian vases

6 Mary R. Lefkowitz, “The Last Hours of the Partheridn Pandora: Women in Classical Greeee.
Ellen D. Reeder (Baltimore, MD: Walters Art Galle@995), 32.

*" Blundell, Women101.

*® Pilitsis, Drama of Euripides12.

**Ibid., 127.
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often show the mother of the groom waiting at tberdo receive her new daughter-in-

law. In Euripides’ The Phoenissalwcasta laments her son’s fate in this way:

£yw & oUTE TUPOS aviar GdS VOUIHOV EV YOHOLS [6S TPETEL] HOTEP!

Hokapio®®

“Twas no hand of mine that lit for thee the mageatorch, as custom ordains and

as a happy mother ought’
(Euripides, Phoeniss&#4-346)>*
More evidence for the importance of the motherls e found in the words of

Clytemnestra in Iphigenia in Aulis

Alrouoa 8o Tis &' avaoxnoel GAOYQ;

‘Leaving my girl? Who then shall raise the torch?’

(Euripides, Iphigenia at Aulig32)>?

All of the mother’s roles in the wedding are evidenEuripide’s_ Medeawhen
Medea enumerates the motherly duties which sheneiler perform for her ill-fated
children:

TP opV ovaohat kamSelv euSaipovas, TPIV AEKTPO KOl YUVaiKo Kol

younAious eivas aynhat Aaumadas T qvaoyedeiv.>
‘lived to see you happy, or ever | have graced yoarriage couch, your bride,

your bridal bower, or lifted high the wedding toych

(Euripides, Meded025-1027§*

*0 Elizabeth Craik, trans., Phoenician Wong&ngland: Aris & Phillips, 1988), 80.

*LE. P. Coleridge, trans., “The Phoenissae.” in Thenplete Greek Drama, Volume Tyed. Whitney J.
Oates and Eugene O’Neill, Jr., (New York: Randonusty 1938), 178.

°2 Kovacs,_Iphigenia244-245.

>3 Denys L. Page, ed., Medé@xford: Clarendon Press, 1967), ?.

* E. P. Coleridge, trans., “Medea,” in The Compl@teek Drama, Volume Oned. Whitney J. Oates and

Eugene O'Neill, Jr. (New York: Random House, 1938)8.
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Several scholars have pointed out that a girl adwmame married at the age of
fourteen, could, conceivably, find herself givingrlown child away in marriage at as

young as twenty-nine. Eva Keuls in her book ThegRef the Phallus: Sexual Politics

in Ancient Athensnrites that we should look to the myth of Demeted Persephone to

understand the role of the mother in the weddingroeny, and believes that the bond
between mother and daughter would have been strofige high level of involvement

of the mothers in the wedding ceremony perhapsates that this wedding ceremony
represented the fulfilment of a mother’s vocatiand was thus significant to more than
just the married couple. If the ultimate purpotenarriage was to raise legitimate
children and continue the family line, then a clsilcharriage would be yet another step in

that process.

> Eva C. Keuls, The Reign of the Phallus: Sexuaitieslin Ancient AthengNew York, New York:
Harper & Row, 1958), 112.
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CHRONOLOGY

The Athenian wedding was a sequence of eventsggathree days, the day
before the weddingpfoaulia), the day of the wedding#&mos), and the day after the
wedding épaulia). These wordproaulia andepaulia come from the Greek verb
aulizesthai which means “to pass the nighif.”Although the three-day celebration may
have been preferred, there certainly would have bedations.

The most popular month for a wedding was cadjaaielion and is roughly
equivalent to January in our modern calertdaFhe name itself contains an obvious
reference to the Greek wogdmos. Gamelion was the month in which theeros gamos
was celebrated, and this likely influenced its dapty for wedding ceremonies. The
hieros gamos festival was a festival of marriage meant to celebthe marriage of Zeus
and Hera. Isabelle Clark in her article “The gambklera: myth and ritual” records a
section of one of Menander’s comedies which suggdéstt thehieros gamos was
celebrated by staying in with the family, and ttieg festival served as a universal
anniversary date for Greek coupfésThis communal celebration of wedding
anniversaries would not have emphasized the impogtaf marriage to individual
couples, but would have signified the importancenafriage to society. Marriage was
not an institution focused on the benefits of theple, but rather an institution designed
to contribute to the greater good of society, rdlges of the couples’ experience.

While we know that weddings were likely to occuridg this time, it is unknown
exactly when betrothals occurred. It seems thatithe allowed to past between the

engye and the actual wedding varies greatly. We knaat itth some cases years would

% Oakley and Sinos, Wedding0.
*"Ibid., 10,
%8 Clark, “Gamos,” 19-20.
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have passed to allow the girl to become sexuallyireabut in Menanders’ Dyscoltise
wedding ritual seems to be scheduled immediatélgviing the betrothal.
TNV VKTo [TauTtny evBad’ 0TICOUEVOS] TaVTES HeV[oUMEV: alptov 8¢ To]us
yduous morjcopev>?
‘We’'ll stay here all night together and celebrdte tvedding tomorrow’

(Menander, Dyscolu849-850)%°

*Warren E. Black, trans., Dyscol(idew York: The American Philological Associatidr966), 99.
®0L.A. Post, trans., “Dyscolus,” in The Complete &térama, Volume Twoed. Whitney J. Oates and
Eugene O'Neill, Jr. (New York: Random House, 193241.
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PROAULIA
The day before the wedding was a day of preparafidns stage of the wedding,
theproaulia, involved a number of activities: sacrifices, aadiions, baths, and tipais

amphitales tradition. In Euripides’ Iphigenia at Aulithe typical pre-wedding

excitement is recorded in the words of a messenger:
aAho’ gla, Tam Tolold’ eEapxou kava, oTehavouabe kpaTa, Kal ov,
Mevéhews avak, Upevaiov euTpemile, kal KaTo GTEYas AwTos Boacbw kal
OOV EGTW KTUTOS* DS Yop TOS TKEl pokaplov 11 Topbeved
‘But come now, in view of these things preparelibsket, garland your heads,
and you lord Menelaus, get ready the Hymen songtHeepipe sound in the tents

and let there be the sound of dancing feet! Thysisla blessed one for the girl’

(Euripides,_Iphigenia at Auli$35-439)%*

Before the nuptial ceremony could take place, 8aes would be made on behalf
of the bride and groom to propitiate the gods. sEhearticular sacrifices before a
wedding were callegroteleia and would have occurred outside of the local texffpl
Artemis, Aphrodite, Hera, Athena, local deitiesgd @mcestral deities all receive wedding
sacrifices, although certainly different areas oé€&e maintained different traditions in
this respect. Although we are not certain exaethp performed the sacrifices, the
sacrifices made by the father of the bride may lman the most significant. Richard
Seaford states that “the normal role of pheteleia appears to have been to give to the

deity the life of an animal as a substitute forlifeeof the bride.®* A wedding was a

®1 Kovacs,_Iphigenia210-211.
%2 0akley and Sinos, Wedding1.
% Richard Seaford, “The Tragic Wedding,” The Jouwfatellenic Studied07 (1987): 108.
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dangerous time for both the bride and groom, aslstoften are in world cultures, and
these sacrifices likely acted as a form of protecagainst misfortune.

Art from Classical Athens has no shortage of scehssacrifice, and often the
difficulty is in distinguishing betweeproteleia and other types of sacrifices. Oakley and
Sinos only identify one vase-painting as a depictba wedding sacrifice. Figure 9
shows an obscure fragment dirater by the Talos Painter. The characters around the
altar are identified as Theseus and Perithoustlativo women standing to the side are
Leda and Helen. The youthful Perithous carrieswal land a basket, both items which
would be used during sacrific&s.The Erotes, and Helen's fine dress aigghane,
suggest that this ismoaulia sacrifice®”

The Athenian bride was often likened to an anib&ahg led to slaughter.
Athenian dramas are particularly fond of this matapand it is impossible to forget the
myth of Iphigenia, who, at once believing herselbe a bride, was lead to slaughter by
her own father. Avagianou agrees, stating thatwbeding ritual is linked very closely to
a sacred ritual of sacrifice, and that the brideséléwould here be the “sacrificial
victim.”®® The healthy menstrual flow of a woman was oftempared to the blood
which pours from a sacrificial animal. Additionglthe wordamnion in Greek, from
which our word “amniotic fluid” is derived, couléfer to a bowl used to catch the blood
of a sacrificial animaf’

Although many sacrifices were given on behalthef bride and groom, only the

bride performed dedications. The dedications gieefirtemis on the eve of a girl's

% Oakley and Sinos, Weddin?2.
%% bid., 12.

% Avagianou, Sacred Marriage6.
7 Keuls, Phallus131.
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marriage had two purposes: the first, to recogthieeprotection of Artemis which had
been enjoyed by the bride throughout her girlhalbe,second, to ensure Artemis’
continuing protection during later childbirth.Lloyd Llewellyn-Jones, in his book

Aphrodite’s Tortoise: The Veiled Woman of Anciente8ce posits that these offerings

of childhood toys and garments made to Artemis ddehve the bride “metaphorically
naked” and prepared to take the next step into vabimad®® Oakley and Sinos note that
the offerings were probably meant to ask for Ar&mermission to leave her sphere of
protection’® As the story of Callisto illustrates, leaving ftection of Artemis without
her permission is dangero(fs.

The bride often dedicated a lock of hair, or “sastiger symbol of past or future
status.”® In particular, the bride’s virginal girdle, @one, a garment charged with sexual
energy, was dedicated to Artemis. Figure 10 dspigs particular dedication. The bride
on the right unties her girdle, and Artemis, ided on the left with her bow, waits to
accept it. Other objects dedicated to Artemis maye been old toys or childhood
clothing. Athena and Hera often received a lockaf from the young bride, and in
some places, for example Megara and Delos, bridesddimake dedications to local
heroine virgins who had died before their own waddi*

The bride’s dedication of her childhood toys analyftings to Artemis seems an

obvious reference to the end of her childhood asgiriming of adulthood. Yet Eva

% Susan Guettel Cole, “Domesticating Artemis,” ireT®acred and the Feminine in Ancient Greede
Sue Blundell and Margaret Williamson (New York: Redge, 1998), 34.

% Lloyd Llewellyn-Jones. Aphrodite’s Tortoise: TheNéd Woman of Ancient Gree¢8wansea: The
Classical Press of Wales, 2003), 219.

0 Oakley and Sinos, Weddin?2.

" Callisto, a nymph and follower of Artemis who haslorn to keep her virginity, was raped by Zeus and

then turned into a bear by Artemis as punishment.

2 Clark, “Gamos,” 15.

3 Matthew Dillon, Girls and Women in Classical Greéligion (New York, New York: Routledge, 2002),

215.
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Keuls likens the situation of the married Athenramman to that of a perpetual child.
Evidence of this may be found in Figure 11, a cinictv depicts a seemingly fully-grown
woman passing the time by playing with some sotbpf Like young children of either
sex, a married woman remains at home and doesantatipate in public life like her
husband. A married woman does not attend schodlKauls quotes several ancient
authors who note that allowing a woman to receivea@ucation disrupts the flow of the
household” In a legal sense, the bride did remain a childitele life, under the
protection of &yrios as we have seen earlier. Aristotle writes:

Ko TTOOIV EVUTTGPXEL HEV TG HOPLa TNS Yuxns, aAN EVuTapXel

StadpepovTws: o pev yap SoUAos OAws ouk Exel TO BouleuTikov, To 8t BnAu

EXEl HEV, GAN' dkupov, O 8t TTals EXEILEV, GAN OTEAES

‘And all possess the various parts of the soul possess them in different ways ;

for the slave has not got the deliberative paailatind the female has it, but

without full authority, while the child has it, bit an undeveloped form’

(Aristotle, The Politicd 1260a 11-14§>
Although she may be a wedded wife and mother, shddwnever be a full citizen, and
this in its own way could be defined as a chilceléxistence.

Scholars agree that ofterpais amphitales, a male child with two living parents,
would sleep with the bride in the groom’s housetannight before her weddir§. The
ritual was intended to ensure the fertility of tirede. Indeed on many painted vases
there are depictions of brides holding small cleifgrdikely an allusion to this ritual.

Figure 12 depicts the involvement of thegs amphialtes in the wedding preparations.

" Keuls, Phallus104.
> H. Rackham, trans., The Politiiew York: G. P. Putnam’s Sons, 1932), 62-63.
® Oakley and Sinos, Wedding7.
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The bride, seated in the center, hands a smalthog-to the attendant standing before
her. The wreath on the wall, thaitrophoros, the attendant with the bridal veil, and the
young servant bringing jewelry or cosmetic boxesnidy this as a wedding scene.
Although this tradition formed a very small, andtamly fairly private aspect of the
wedding ceremony, it demonstrates the true purpbadawful marriage, to produce
legitimate heirs. Just as we have seen in thaldtetrothal agreement, the married
woman’s first priority would be to give her husbamdle children to inherit his wealth

andoikos.
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GAMOS

The bride’s ritual bath took place on the mornafighe wedding ceremony
itself.”” The bathing ritual was a pivotal coming-of-age for the young bride. Indeed,
if a girl died before being married, she would umgdethis ritual of bathing after her
death. Theoutrophoros was used in this ritual ceremony to carry wadMase-paintings
seem to suggest that the groom did not bathe bhibdath was less important than the
bride’s. Water from a specific source had to bedusr this particular bathing ceremony,
perhaps because the ritual baths were meant tmealtiae fertility of the coupl® It is
also likely that the bath was meant to protectihe@e as she underwent the
transformation fronparthenos to nymphe.”

Figure 13 depicts the procession fetching the wiatethe bridal bath. The scene
wraps around the vase, but the most prominent cteasaare the young girl carrying the
loutrophoros filled with bathwater and the bride following betiher. The bride is
identified because of her modestly bowed faceptiesence of Eros, and the ritual
wreath®® Figure 14 is a red-figugyxis which, according to Oakley and Sinos, depicts
the bride’s actual bath. The bathing bride andever-present assistant, Eros, consume
only a small portion of the scene, the rest of Whicconcerned with the various
preparations for the adornment of the bfitle.

After the ritual bathing, the bride would be dresgethe most expensive clothing
possible. The adornment of the bride is frequeddéyicted on vase-paintings, and

indicates that it must have been of great impogandthenian culture. It was an

" Avagianou, Sacred Marriagé.

8 Oakley and Sinos, Weddind5.

"9 pilitsis, Dramas of Euripided 06.
8 Oakley and Sinos, Wedding5-16.
# Ibid., 16.
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occasion of many emotions, an anticipation of tleelsvng and the lost childhood of the
bride. It must have taken some amount of skilress the bride; indeed the family often
hired a professional assistant, calledriji@phokomos, to dress the brid&. The elements
of the bridal outfit seem to have been fairly stad
€cVNTO 8¢ TT) KOPT) TO TTPOS TOV yauov: TeplSepaiov HeV Albcov otkiAcov:
eobnTa 8¢ To AV WEV TTopdupav, EvBa 8t Tals aAAats eoBnoiv 1) xwpa Ths
TopPUPAS, EKEL XPUOOS RV
‘All the bridal ornaments had been bought for theaden: she had a necklace of
various precious stones and a dress of which tle@endround was purple; where,
on ordinary dresses there would be braidings gblpupn this they were of gold’

(Achilles Tatius, The Adventures of Leucippe aniddphonll, 11.2)%

The bride would have worn a crown, callegtephane. The material used for this
stephane must have varied. Vase-paintings almost alwapsctiastephane of metal, but
ancient authors claim that tkephane could also be made of asparagus or other sorts of
greenery such as myrtle, poppy, thyme, and flow&tss conflict is likely due to
changing tastes across the Greek world, both gpbgpaly, and chronologically.

Plutarch describes the crowns of Boetian bridasade from asparagus, and gives this
reason for its use:

EKELVT] TE YOp NSIGTOV EK TPOXUTATNS akavlns kapmov avadidwaoty, 1 Te

Vupdn T un GpuyovT! unde SUCKEPOVOVTI THY TPWTNY XOAETOTNOT K&

andioav oUTAS NUePOV kol YAukelaw opeEet oupBiacty

82 i
Ibid., 16.
8 3. Gaselee, trans., The Adventures of LeucippeClilmphon(New York: G. P. Putham’s Sons, 1917),
74-75.
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‘For this plant yields the finest flavoured fruibm the roughest thorns, and so the
bride will provide for him who does not run awayfeel annoyed at her first
display of peevishness and unpleasantness a doallsweet life together’

(Plutarch, Moralial 38 D)2*

Figure 15 shows a bridal adornment scene. Herse&d¢heymphokomos
holding the bride on her lap and placing a mstgdhane on her hair. Eros flutters above,
and seems about to place a wreath on her headlitioadto thestephane. This is not
necessarily evidence that the bride wore both tleath and thetephane as part of her
attire. It seems likely that the actions of Eros significant only for the identification of
this as a bridal adornment scene, and not a refteof reality.

Perhaps the most significant component of the batae was the wedding veil.
Every bride wore a vell, to be lifted at the apprate time. This wedding veil would
have been different from the daily veil, richly deated and highly symbolf€. The veil
was dyed with saffron likely because of the assmriawith the menstrual cycle, as
saffron was used to cure “menstrual iff§."Llewellyn-Jones catalogues the many types
of veils extant in Classical Athens, but is unabléescribe the appearance of the
wedding veil exactly. The veil is understood bystecholars to represent the liminal
state of the bride and that it would have fac#ithher temporary separation from society.
In many cultures, the liminal state is thought éodbdangerous one; therefore, the veil

could exist in order to protect the bride from theests, or vice versa.

8 Frank Cole Babbitt, trans., Moraf&ambridge, Massachusetts: Harvard University$2re862), 300-
301.

% |lewellyn-Jones, Aphrodite’s Tortois&?20.

% Reeder, Pandora 27.

87 Llewellyn-Jones, Aphrodite’s Tortois@44.
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The bride also wore thmne, the girdle mentioned previously as part of the
dedications to Artemis. Blundell, in her articléltitching at Clothes,” states that the
zone would have been a very potent symbol of feminiaitgl that the consummation of
the marriage was often alluded to in literaturestating that the groom loosened t#oae
of his bride® Young women are often depicted in the procesging theirzone on
vase-painting, and the connotations of this gestuméld have been clear to all Athenian
viewers®® Figure 16 shows a red-figukautrophoros which likely depicts the later
wedding procession. The bride here is easily iiedtby herstephane, and her husband
grasps her hand. Heoneis very well-defined in the folds of her dressgappears to be
decorated with baubles at its ends. The highlajlgiedle, the fruit in the bride’s hand,
and the gaze between the bride and groom are iatetpby Sutton has a highly
sexualized scene, suggestive of the consummatidchwiill occur shortly™

How are we to explain the importance of the adomtroéthe bride? Judith Lynn
Sebesta, in her article “Visions of Gleaming Teedibnd a Clay Core: Textiles, Greek
Women, and Pandora,” describes it as thus: “Dresssdffron-dyed veil and purple-
dyed gown (both exceedingly expensive dyes), crolwniéh a diadem fashioned like a
chaplet of leaves, and adorned with earrings, aeekland bracelets, she was
commodified as an object of desire, as a pleasihgogrt of the dowry that the father
gave to promote his own prestige and to bestowtigeesn her husband™ Llewellyn-

Jones agrees and states that the bride’s role sikefd passive object of male control [...]

% Sue Blundell, “Clutching at Clothes,” in Women’seBs in the Ancient Greek Worldd. Lloyd
Llewellyn-Jones (London: Gerald Duckworth & Co.02), 156.

#pid., 156.

% Robert F. Sutton, Jr., “Pornography and Persuasiofttic Pottery,” in Pornography and Representati
in Greece and Romed. Amy Richlin (New York: Oxford University Pi&s1992), 26.

%1 Judith Lynn Sebesta, “Visions of Gleaming Textiesl a Clay Core: Textiles, Greek Women, and
Pandora,” in Women'’s Dress in the Ancient Greek M/agd. Lloyd Llewellyn-Jones (London: Gerald
Duckworth & Co., 2002), 135.
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132 An alternate

was emphasized by placing her beneath the condiinte wedding veli
interpretation is that the bride’s attire may haeen her most active form of
communication between herself and the audiences wWihole dress was a way for her to
express her value to her husband and the new halds&oth economically and
reproductively. The bride and her adornment weeeged with culturally significant
sexual power; although brides were depicted clotftsh it is possible to discern the
outline of a nipple and other sexual visu&ldn addition, her highlighted sexuality
carried connotations of her future reproductive mwhich would be beneficial to both her
newoikos and her own personal status within it.

The groom would also wear special clothing to $yghis role. Hishimation
would have been of the highest quality availaBlén Euripides’ Alcestisthe character
Admetus compares his current sorrow to his joyfatlding day and states:

VUV & UHEVOiOV YOOS aUTITTAAOS AEUKGV Te TETTAWVY HEAQVES GTOAUOL

TEUTTOUGT [’ E0GO AEKTPWV KOITOS €S épriuou§

‘Today, in place of marriage-songs are lamentatiorsdead of white garments |

am clad in mourning, to return to my house andlisasp bed’

(Euripides, Alcesti®15)

This suggests that white was the preferred colothfe groom'’s garment, if only because
it carried connotations of happiness and joy. Maaatings, although not the best source

of information concerning color, seem to corroberthiis idea. Like the bride, the groom

2| lewellyn-Jones, Aphrodite’s Tortois&?20.

9 Sebesta, “Gleaming Textiles,” 129.

% Oakley and Sinos, Weddin6.

% A.M. Dale, ed., AlcestigOxford: Clarendon Press, 1966), ?.

% Richard Aldington, trans., “Alcestis,” in The Cotafe Greek Drama, Volume Oned. Whitney J. Oates
and Eugene O’Neill, Jr. (New York: Random House38)9708.
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would have worn perfume, most likely myrth.While he would not wear siephane, his
head would be covered with a garland of sesamerne®ther plant signifying fertility?
Reeder records that the bride and groom both wgrdetwreaths on their heads, and
guotes Oakley’s statement that these wreaths, fdlgrassociated with the Panathenaic
games and heroes, would have added a mythologiedityjto the wedding®
Mythological connections are seen throughout thédivey, and will be discussed in
more detail later.

Of course the homes of both the bride and groomidvioave been decorated for
this auspicious occasion. Although the iconogrejidence for it is practically
nonexistent, we believe that branches and wreaghe the main form of decoratidf?.
Vase-paintings often portray hanging wreaths abddsa in the background, meant to
indicate that a ritual or ceremony was taking platke groom’s house was additionally
decorated with wool, also used when a baby girl bas into the family®* The bridal
chamber, othalamos would have been decorated with fabrics of thersaf€olor and a
bed canopy called thestos would have been usé® Pollux (3.43) writes that often a
second bed was present in the chamber so thaetheouple may sleep separately if
need be?®

A feast full of wine, food, dancing, song, and agm@l party atmosphere signified

the beginning of the wedding ceremony. The feastdcbe held at either family’s home,

" Oakley and Sinos, Weddin6.

% bid., 16.

% Reeder, Pandora27.

190 0akley and Sinos, Wedding1.

%% pid., 34.

192 lewellyn-Jones, Aphrodite’s Tortoisg36.
193 0akley and Sinos, Wedding5.
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or even in a sanctuary or shritfé. Many foods would have been served, including
sesame cake, the staple wedding fare. Guests waullbeen separated by sex for both

the feasting and the dancifffj. A statement made in Euripides’ Iphigenia at Agkems

to confirm this. Clytemnestra asks her husband:
nuéls 8¢ Botvny mou yucaEl Broopev;
‘And we women, where hold we our banquet?’

(Euripides, Iphigenia in Auli§23-724)'%°

Even the bride and the groom would sit with the@mdamilies as eating together in
public was still forbidden despite their impendmgrriage'®’

It seems that the guests at a wedding had a r@esaring the couple’s future
happiness and procreative success. Plato, inggassion of laws and social regulations,
states that anyone who is found guilty of infidekhould not be allowed to attend

marriage ceremonies (Plato, Lawis784)%

We cannot confirm the inspiration behind
this: whether this is because the cheating partyldvbe considered bad luck at the
wedding ceremony, or if this is simply a form oinghment meant to prevent guilty men
and women from attending important public everitle pais amphitales would attend

the feast wearing acorns and oak branches andicgdhhave fled the bad, | have found
the better” throughout the fedS?. Reeder notes that this phrase associates thengedd

ceremony, transition from unmarried to marriedusawith the transition from an

agricultural to non-agricultural society, that dfitization.**°

1% bid., 22.

195 bid., 22.

19 stawell,_Iphigenia308.

197 pilitsis, Dramas of Euripide416.
198 Byry, Laws 499.

199 pilitsis, Dramas of Euripide418.
10 Reeder, Pandora27.
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The songs sung at the wedding were cdtigden hymenaios, and must have been
distinctive and easily recognizable.

auTap Belos ao1dos excov Goputyya Alyetov Nuiv nyeicbu prhomalyuovos

opxXMBUOIO, €3S KEV TIS Pain YOV EMUEVOL EKTOS OKOUWV, T} oV’ oS0V

OTEIXWV, T Ol TEPIVAIETOOUG!

‘But let the divine minstrel with his clear-tonegé in hand be our leader in the

merry dance, that any man who hears the soundvintmout, whether a passerby

or one of those who dwell around, may say that & wedding feast’

(Homer, The OdysseXXIll 133-136)*

Unfortunately, modern scholars have great difficuitreconstructing the words
and sounds of thieymen hymenaios. Rebecca Hague, in her article “Ancient Greek
Wedding Songs: The Tradition of Praise,” states different variations of the wedding
song were sung throughout the ritual and refleetdifferent stages of the ceremaon.
Each wedding song was similar, and was based gmgiaikons which auspiciously
compared the bride and groom to a divine beingleai® For instance, often the beauty
of the bride would be compared to Helen or Aphmdiind the valor of the groom
compared to Achilles or Arés? The wedding participants were also often comp#wed
plants and fruit, such as a cypress tree or areapplThis would be an apt comparison to

invoke fertility, as scenes from literature invalgi sexual intercourse often took place in

LA T. Murray, trans., The Odyssey, Books 13{Z&mbridge, Massachusetts: Harvard University$2res
1995), 394-395.

112 Rebecca H. Hague, “Ancient Greek Wedding Songe: TiHadition of Praise,” Journal of Folklore
Researcl?0 (1983): 132.

" bid., 132.

bid., 133.

1 bid., 135.
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a meadow or field, as with Zeus and Hera in Thalfit® Although scholars are unable
to identify the words to true wedding songs, maxtaet works of ancient authors seem
to imitate the wedding song in their form. Perhdg@smost famous is Theocritus’ idyll
for Helen’s bridal procession. Furthermore, maagients of Sappho’s poetry seem to
have been based on the wedding songs.

Tiw o', & dihe YouPpe, kKAAws Eikaodw;

optoki Ppadivey ot kaAoT Eikaodw.

‘Dear Bridegroom, in what likeness were it well

Thy praise in song to tell?

To the fresh tender sapling of a tree

| best may liken thee.’

(Sappho, Fragment 1p3’

Hague believes that Odysseus’ speech to NausicCHaei©dysseys meant to
reflect the wedding songs, although the words e changed by Odysseus so as to
put Nausicaa’s mind at rest in regards to his imes*®
youvoupal o€, avacoa * Beos v Tis, ) PPoTos £001; €l WEV Tis Beos €oat, Tol
oUPGVOV EUPUV EXOUGIY, ApTEMISI Ot £y YE, A0S koupT peydaAolo, e180s
Te HEYEDOS TE duV T Ay XI0TO E1OKW
‘| clasp your knees, my queen — are you a godaesse you mortal? If you are a
goddess, one of those who hold broad heaven, tAst the daughter of great
Zeus, | liken you most nearly in looks and in statand in form’

(Homer, The Odysseyl, 149-152)M°

118 bid., 135-136. See also Song of Songs.
17 C.R. Haines, Sappho: The Poems and Fragnfeatsion: Routledge, 1926), 155.
18 Hague, “Wedding Songs,” 137.
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So with songs of praise, the feasting gave waheaext step in the Athenian
ritual of marriage, the wedding procession. Theéldieg procession is most often
referred to by modern scholars as the “chariotggsion.” Robert Sutton, in his article
“Pornography and Persuasion on Attic Pottery,” adhat it is likely that a chariot was
not used at all, but rather a “rustic cart” and thepictions of this procession shown with
a chariot were meant to add to the epic feel of/me-paintindg?® In fact, many red-
figure depictions of the wedding procession conghjeliack the “chariot,” and instead
depict the bride and groom on foot. Because thm tehariot procession” is perhaps
misleading, | will refer to this aspect of the atsimply as the wedding procession.

The wedding procession was one of the most popeddding scenes to depict on
vase-paintings, suggesting that this was the messhdtive aspect of the entire ritual.
The procession would have indeed been importdelylbecause it would have been
viewed or heard by many members of the communithveould have been a familiar
sight and sound to all citizens of Classical AtheH®mer uses the wedding procession
in his description of civilized society on Achilleshield.

€V TT) HEV PO YOUOl T' Ecav elAamival Te, viudas & ek Badapcwv Soidcov

UTTO AC(UTTOLEVOGV TY1EOV QYO GOTU, TOAUS 8’ UHEVAIOS OpGIPEL. koupol &

opxnoTnpes eS1veoy, ev &' dpa TAIGIY auhol popuUlyYEs Te Bonv Exov: ol 8¢

YUVOiKes 10Topeval Boupacov el Tpobupolctv ekaoTn

‘In the one there were marriages and feastingsparitie light of the blazing

torches they were leading the brides from their érswhrough the city, and loud

rose the bridal song. And young men were whirlmgance, and in their midst

19 A.T. Murray, trans., The Odyssey, Books 1{Cambridge, Massachusetts: Harvard University$res
1995), 230-231.
120 gytton, “Pornography,” 26.
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flutes and lyres sounded continually; and thereatbmen stood each before her

door and marveled’

(Homer, The lliadXVIIl, 491-496) %

Homer’s use of the wedding procession in a passegt to contrast peaceful
civilization with warring anarchy emphasizes itpontance both as the defining aspect
of a wedding and as a marker of a healthy soci€éhe wedding procession is also

described vaguely by Euripides’ Alcestig the character Admetus.

TOTE WEV TEUKals ouv TTnAtaotv ouv B Upevaliols EaTelxov £0w, PLAlas
ahoxou xepa BaoTalwv, ToAuaxnTos & €lTETO KQWUOS, TNV Te Bavouoav
ko' oABICwv, ws euTaTpiSal kol o GUPOTEPWY OVTES aploTwv ouluyes
€lev-

‘One, of old, | entered my house with marriage-soagd the torches of Pelion,
holding a loved woman by the hand, followed by arnerowd shouting good
wishes to her who is dead and to me, because wpimadl our lives, being both

noble and born of noble lines’

(Euripides, Alcesti®10-914)*?3

The procession would have been rather raucous anttiinave included all the
guests at the wedding feast; there would have bieging and shouting and music, and
torches were heaved high in the air. Oakley andsSposit that both the noise and the

torch-fires during this procession were mean todwedf the evil spirits and to protect the

12L A T. Murray, trans., The lliad, Vol J(Cambridge, Massachusetts: Harvard Universitg$r£934),
324-325.

122 Dale, Alcestis?.

123 Aldington, “Alcestis,” 708.




38

bride and groon}®* Indeed, the wedding procession represented tis¢ damgerous

stage for the bride, the liminal state betweenchddhood home and her new home as a
wife. The torches also served a secondary purnpgseviding light for the procession,
which likely took place after dark. Some sourea=ord that objects such as quinces and
violets were thrown at the bride and groom, propablaugment their fertility”> The
chariot procession can be likened to the triumplhatiot procession of a hero or athlete,
and could be interpreted as the feminine versidhisfritual’?® Often the bride carried a
symbol of her willingness to contribute to the helusld, possibly a pan for cooking or a
sieve'?’

The wedding procession was frequently depictedath black-figure and red-
figure vase-paintings, and these two styles exkibieral differences in iconography.
Black-figure processions focus on the raucous nigthcal nature of the procession,
while red-figure processions emphasize the expegienthe bride and groom. Figure 17
shows a black-figure hydria depicting the weddingcpssion of an unidentified couple
attended by various gods. Black-figure weddingpssions of non-mythological
weddings often included mythological figures, uguabmed or identified by an attribute.
Much like thehymen hymenaios, the depiction of heroes and gods at a mortal letaip
wedding was meant to raise the esteem of the laridehe groom?® In this painting,
the eye is drawn first to the beautifully-rendehedses and then to the attendant gods.

Although the couple stands taller than any of teeofigures, their role is unimportant in

124 Oakley and Sinos, Wedding?.

125 Avagianou, Sacred Marriagé?.

128 |pid., 16.

127 0akley and Sinos, Wedding?.

128 3ohn H. Oakley, “Nuptial Nuances: Wedding Imageslon-Wedding Scenes of Myth,” in Pandora:
Women in Classical Greeced. Ellen D. Reeder (Baltimore, MD: Walters Artl@gy, 1995), 63.
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comparison to the guest-deities. In fact, it fdilt to pick out the wedded couple
among the many dark figures surrounding thems tlhé procession itself which is of
greatest substance in this vase-painting. Likeviggire 18 includes a myriad of dark
figures. Because they are named, we are ablemtifg Peleus and Thetis in the chariot
and the gods and goddesses who surround thent,ipatimost impossible to distinguish
one figure from another. Additionally, Peleus drrektis trail behind the rest of their
entourage, almost as an afterthought.

Figure 19 is fairly typical of the red-figure depons of wedding processions.
The groom lifts his bride into the waiting charidd/hile the bride and groom do not gaze
at each other, every other figure stares intertttii@action occurring; it is clearly of
great import to those in attendance. Althoughviee is fragmentary, we can easily
identify both mothers holding torches on eitheesidi the couple. The child standing
behind the groom must be thais amphitales. A joyful Eros crowns the bride with a
wreath. Unlike the black-figure processions weens@en which avoid depicting
emotions, the mood here is joyous, yet also apmsathe. Rather than simply painting a
scene, this artist has created a mood.

Let us return to Figures 7-8, the red-figlmatrophoros dated to the early part of
the fifth century BCE, which represents a fairlyigentional Athenian wedding scetfé.
The groom gazes back at his bride in a serious eranfhe bride is gorgeously dressed
in achiton andhimation, but in addition to thetephane she also wears a veil decorated
with stars. At least one of the figures standigdh® door can easily be recognized as a
mother, as she is raising her torches high. Bethiadride is her attendant, the

nymphokomosi, and behind her stand wedding guests bearing diitsy Erotes circle

129 gytton, “Loutrophoroi,” 335.
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about the brides head. The Eros sitting at the o®@ symbol of the act of lust about to
take place between the bride and groom behind thoses>*° Sutton posits that this
vision of the bride surrounded by so many Eroteald/bave inspired her to accept her
role as the sexually submissive wife of her citibersband>*

Figures 20-22 provide an interesting contrashéogreviously mentioned red-
figure vases. As on many vases, a partially-oper dnd altar represent the bride’s new
home, the destination of this procession. Thedowears the typical bridal dress, an
exquisitechiton andhimation andstephane, yet she is unveiled. The groom is seen
approaching the door from the right; he holdslatfih his hand and seems to prance
with anticipation for what is to come. A child,doubtedly thegoais amphitales, is in the
procession. The unseemly excitement of the grooartlae absence of Eros are unusual
in this kind of depiction. This is because thisevavas painted by a Boioitian artist as an
imitation of the very popular wedding processiooniegraphy from Athens in the last
part of the fifth century BCE®? While interesting for these strange charactessit also
indicates the widespread appreciation for vasetipgis of wedding scenes and Attic
iconography.

Examining in detail several black-figure and regitfe vase-paintings shows an
intriguing contrast. While chariot processions a@flguests and fanfare are oft-depicted
on black-figure vases, processions on foot witly ¥ew guests were more popular for
the later red-figure vases. The black-figure “abtéprocessions emphasize the public
aspect of this ritual, and connote the importarfaaarriage to Athenian society. These

vases, much like those in Figures 1-4 and 5-6, evoernind the new bride of her duties

%0 pid., 343-344.
131 sutton, “Pornography,” 27.
132 Victoria Sabetai, “Marriage Boitotian Style,” Hesi@ 67, no. 3 (July-Sept. 1998): 328.
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to society and her new husband. The walking s¢eviesrein the groom grasps the
bride’s wrist and the two gaze at each other, ilegl fwith emotion. A bride admiring
this vase even weeks after her wedding day wouleimended of both the joy and
apprehension she felt as her life changed foreWdrile these scenes technically
represent the same ritual within the larger wedde@mony, the focus is completely
different. These changing approaches in vaseipgsimay reflect shifting tastes in
brides for whom these vases were bought. Perhapsnotional aspect of the wedding
procession was more and more appealing for theléepogoulation.

Despite the seemingly kinder and softer imagergaated with the red-figure
wedding processions, the iconography of male cootrer the feminine is perhaps more
evident in the red-figure vase-paintings. The iemafithe bride, being led by the groom
who clutches her hand, is indicative of a womaresus in Classical Athens. The bride
does not willfully lead the way toward her new honhestead she is conveyed by both
her new husband and the entire wedding party. Afave discussed, the adornment of
the bride turns her into a symbol of her own farsilyealth, and thus chattel which is
transferred from one household to the other. iSbace again objectified by her passive
position within the wedding procession. Despite ¢glaze between husband and bride,
and despite the new emphasis on the experiente dfride and groom, she remains a
simple object en route from oRgrios to the next.

Upon her arrival in the groom’s family home, thelb would be installed into the
new family by means of several short rituals. Tikarth of a home is the center of the
oikos, and it is around the hearth which the new brids led to signify her new stattis.

Avagianou describes the happy cries of the audiaadbe bride arrives at her new home

133 Blundell, Women32.
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as “an expression of triumph” for leading the brildeough the liminal stage, yet also “it
calls to mind [the] imminent sacrifice” of her vinity at the hands of her new
husband?* Often the bride would be given a ripe fruit td, @ad her receipt of this food
was one more step integrating her into the housefidlSutton recognizes the
connection between this ritual and the story oEBginone’s inability to break her ties
with Hades after she had eaten the pomegranatedffe her>® Plutarch also records
this ritual, although he understands a differefegatfof the fruit.

‘O X0Awv ekENeUE TNV VUUPTY TG vuudled cuykaTakAivesbal punlou

KUSGIVIOU KO TOTPOYOUCOV, OIVITTOUEVOS (IS EOIKEV OTI 81 TNV G TTO

OTOUGTOS KAl PaVTS XOPIV EUKPHOCTOV EIVAL TPTOV K&l NSEIOV

‘Solon directed that the bride should nibble angaibefore getting into bed,

intimating, presumably, that the delight from lgrsd speech should be

harmonious and pleasant at the outset’

(Plutarch, Moralial 38 D)%’

Evidence for the offering of a fruit can be foundFigures 23-24 show a vase
from the middle of the fifth century BCE in Athen$he procession to the couple’s new
home is depicted in the usual way; the groom |¢lael$ride by the wrist while the two
gaze at each other. Two torch-bearing figuresest the mothers, and the altar in the
center represents the hearth of the new home.figime standing directly to the right of
the altar, and a member of the groom’s househalidisha circular fruit up toward the

new couple.

134 Avagianou, Sacred Marriagi?.
135 Sabetai, “Boitotian,” 328.

136 guytton, “Loutrophoroi,” 357.
137 Babbitt, Moralia 300-301.
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Another ritual of incorporation is recorded by amtisources. Upon arrival in the
groom’s home and in front of the hearth both thdeéoand groom would be showered
with thekatachysmata, items symbolizing prosperity and fertility? Oakley and Sinos
name “dates, coins, dried fruits, figs, and nutsttee elements of tHatachysmata.***
Ellen Reeder believes that tkaachysmata occurred in front of guests who would have
gathered up these dates, nuts, and figs in mucbetine way a modern pifiata is us€d.

dEPE VUV 10UG" €106 KOUIOG KATAXUOUGT GICTTEP VEWVTTOIGIY 0dBaApols

£y

‘Very well, I'll go inside and bring out sweetmeatsshower, as it were, on a

newly-bought pair of eyes’

(Aristophanes, Wealtf68-769)'*

The instance dfatachysmata, and other rituals which will be discussed lair,
illustrated on Figure 25, a fragment dfoatrophoros. Eros hovers next to a
loutrophoros, both obvious signs of a wedding. A basket flilbwoid objects held out
by an unidentified arm is about to be invertedl@droom’s head. Evidence for the
katachysmata ritual may also be found on some depictions ofwkdding procession.

On the vases in both Figures 20-22 and Figures tu8est carrying a plate full of fruits
and nuts, undoubtedly for tlkatachysmata, walks in the wedding procession.

Thekatachysmata is meant to suggest the bride’s future fertilitglandustrious

contributions to the household. It is no surptis so many aspects of the wedding

ritual (thekatachysmata, thepais amphitales, the pronouncement of the engagement)

138 Oakley and Sinos, Wedding4.

19 pid., 34.

10 Reeder, Pandora 70.

141 Alan H. Sommerstein, trans., Wea(fngland: Aris & Phillips, 2001), 100-101.
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allude to the fertility of the bride. The purpasfenarriage was to create legitimate heirs
to inherit the father’s estate, and thus the ahidftthe lawful wife to conceive was of
utmost importance. In fact, the most common redsodivorce may have been
infertility.**? Infertility was a concern for many, and Hippowatriters are famous for
their strange cures for female infertility. Blutidecords that fertility issues made up
many of the requests in the sanctuary of AsclejpilEpidaurus-*® Male infertility, it
seems, was not a concern; the Athenians did n@vaeesuch a problem existed.

After thekatachysmata came the ritual unveiling, trenakalypterion. Llewellyn-
Jones writes that “the act of unveiling was, comaalby if not technically, the pivotal
moment of the wedding:** The ceremony of unveiling was called the
anakalypterion,** a word which carries a meaning of “disclosuretieiming of the
anakalypterion is one of the most problematic issues within thieefian wedding ritual.
Evidence for this is vague, but the ancient writéesychius and Pherekydes, although a
century apart, agree that the ritual unveiling givihg of gifts happened on the third
day*® Modern scholars, taking their notes from Atherdaama and vase-paintings,
continue to disagree on this issue. Some beliesetiheanakal ypterion occurred before
the wedding procession. Others believe it occuaazh the bride’s arrival at the
groom’s home. Still others assert that it happesretheepaulia, the morning after the

marriage had been consummated.

142 Blundell, Women127.
% 1pid., 106.
44| lewellyn-Jones, Aphrodite’s Tortoisg28.
145 \We must be careful to acknowledge the differende/den theanakalypsis gesture, used frequently in
g{e\cient art to depict a married woman, andattekal ypterion, the nuptial ritual of unveiling.
Ibid., 228.
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Llewellyn-Jones has suggested that there were threeilings, public and private,
throughout the wedding ceremony rather than jusotie’*’ The bride would first be
unveiled at the initial wedding banquet in fullwef the banquet guests and her
husband*® She would then be covered again for the charimt@ssion to her new
husband’s hom&?® This re-veiling seems appropriate consideringoisleeved
protection offered by the veil and the dangerommsnal nature of the wedding procession.
The bride would then remain veiled throughoutkaiachysmata ceremony and would
not unveil again until she had been conductedtimdoridal chamber by her new
husband™ This final unveiling would be the first sexuatércourse between husband
and wife when the bride is fully unveiled and peatd by her husbarid

The issue of thanakalypterion is made even more complicated by the vase-
painting evidence. Figure 25, discussed abovensée depict th&atachysmata and
anakalypterion simultaneously. If we could interpret this astfage could state with
confidence that thanakalypterion occurred upon the bride’s arrival in her new home.
Unfortunately, vase-painters tend to depict sevaphrate rituals concurrently. In fact,
in many of the vase-paintings thus far discussedtide seems to be in the process of
veiling or unveiling. If theanakalypterion was truly the most pivotal ritual within the
wedding ceremony, its presence in a vase-paintmgldveasily identify it as a wedding
scene. Figure 26 depicts multiple aspects of thédwmg ceremony, among them the

anakalypteria. On the right of this drawing, the groom is evitlieading his bride by

147 pid., 229.
148 |pid., 231.
149 |pid., 234.
150 pid., 236.
151 pid., 241.
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clasping her wrist in the usual manner. The bfadlews obediently, and Eros stands
behind her, either adjusting her veil or removinfpr theanakal ypterion ceremony.

The practice of veiling in Classical Athens imple system of separation between
the sexes. Archaeologists and classicists hayghbehieved that upper-class women of
Classical Athens were confined to tpgaikon, the women’s quarters. According to this
theory, most of an upper-class woman'’s time woadehbeen spent within tigynaikon
and the walls of the house, unless she was out pablic festival, a wedding, or to fetch
water. Although vase-paintings sometimes depictlated men and women interacting
in public, literature makes it very clear that naigtions between unmarried women and
men were not tolerated. There may have even beggnakionomoi, the women’s police
force, which ensured that proper women remaineklimvtheir homed>?

Certain scholars believe that the veil is ideolatfjcan extension of thgynaikon,
serving to separate women from the male public igpbesociety even when they are in
a public space. While this analysis is based eruie of an everyday vell, it is an
excellent interpretation of the bridal veil. Hiadeehind her veil, the bride would be
protected within the confines of purely feminin@sg in an appropriate manner.
Additionally, the veil would serve to highlight heexual purity, modesty and noble birth
for the audience. It would also serve to proteetyfoung woman on her dangerous
journey through her liminal state from the guardiap of her father to the guardianship
of her new husband.

Although the wedding procession aarthkalypterion may have been the pivotal
moments for the audience, the consummation of theiage was the critical, although

not necessarily private, phase for the couple. vise in Figure 27 may depict the

152 Kuels, Phallus209.
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moments before the consummation of the marriade bFide, wearing hetephane,

and the groom, with his wreath of myrtle, hold heiadd gaze at each other. The
furniture and decorations indicate that this sdakes place indoors. Oakley and Sinos
interpret this vase-painting not as a narrativéaecbut mood-setting situational scene
meant to evoke feelings of happiness or exciterténerhaps it was a gift for a young
bride, meant to induce a feeling of excitement anticipation for her forthcoming sexual
initiation.

While the act of consummation did occur behind etbdoors, certain guests
would keep vigil all night. A friend of the groowas stationed outside the doors to the
bridal chamber to prevent interruptions and thenapited escape of either bride or groom.
Guests of the wedding feast, likely female, wousb atand outside the door and sing
loudly, possibly through the entire nighif. Avagianou also records the custonkinfia,
or knocking loudly on the door of the chamber tare@ff demons, although she posits
that this rite was probably just an excuse to meel jokes:>>

The distaste which modern scholars feel for thissaonmation of an arranged
marriage is obvious in their writings. The brideoften compared to a young animal
being led to slaughter or some other sort of sa@lfvictim. Oakley and Sinos suggest
that the guard prevented the bride’s friends framing to her rescue should her cries of
pain become too much to béat. Words associated with rape and violence are
frequently used in describing this part of the osway. It is difficult for modern scholars

to set aside our own modern values for the salexafining an ancient ritual. Nobody

133 Oakley and Sinos, Wedding9.
% 1bid., 37.

155 Avagianou, Sacred Marriage4.
1% 0akley and Sinos, Wedding?.
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can deny the strong emotions of both the bridetaea@jroom that night. Yet we must
remember that in Classical Athens a young womarobfe birth would spend her whole
life expecting to be married in this way. Mothesisters, friends and daughters would all
share this experience, and | believe that in ocomstruction of this particular aspect of
the ritual, the pain and suffering of the younglbrshould not be overemphasized.
Athenian men found it necessary to control the abtyuof women in order to
ensure the paternity of heirs. The virginity ofaung bride was highly prized, as was the
fidelity of a married woman. A young girl who hkadd premarital sex could be sold into
slavery by her father. A wife who has had extratabsex must be divorced. Although
men in Classical Athens were limited to one legdéwthey were not subject to the same
standards of sexual practice. It was both accéptaid legal for a man to have sex with
hetairai, concubines, their own slaves, and resident fareigmen. However, it was
illegal for a man to have sex out of wedlock whie wife or daughter of another citizen.
While superficially this seems to protect Athenvaomen, in reality it would have legally
prevented them from engaging in adultery or pretalasex. Reeder records that a
parthenos who was raped could demand a large monetary reeosepfor her lost
virginity, and this provision may have made her enattractive to suitors despite her lost
innocence?>’ While Reeder portrays this as a positive outcomgeshould remember
that the dowry in truth never belonged to the wonzem that this recompense would be
paid directly to her malkyrios and not to the violated woman herself. A womafiraie
affected the legitimacy of her future children, degitimate noble children were needed

to ensure the ongoing success of Athenian society.

15" Reeder, Pandora3.
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It may seem strange to us that Athenian men, sonf@ed with their own sexual
pleasure, were woefully indifferent to their owrves’ sexual satisfaction. Truly,
Athenian men did understand that women could tékaspre in sex just as they did.

oUSe yap O TolS TG GVSPI WGTEP YUVT) KOIVWVEL TV £V TOls adpodiciols

eUPPoouVAY, aAAa vridwv HeBuovTa UTo TS Appoditns BeaTor

‘For a youth does not share in the pleasure oirteecourse as a woman does,

but looks on, sober, at another in love’s intoxaait

(Xenophon, SymposiundIll 21).%°8

Quite a few vase-paintings exist which depict hygtdtisfied women engaging in
a variety of sex acts, but these satisfied womerataays be identified dwetairai. It
would be inappropriate for a proper Athenian wdée depicted having intercourse,
even with her husband. However, vase-paintersrdith depict marital sexual relations
in an appropriate manner. In many wedding sceghegending sexual relationship of
the bride and groom is subtly suggested by meagghabiting thezone, or perhaps the
gaze between bride and groom. Keuls notes thatigin of a “half-opened door” in
vase-paintings is an understated symbol of maséat>®

Athenian men seemed far more concerned with tHeyadi a wife to conceive,
rather than her ability to be aroused or enjoy sex.

oT1 moAakis To 6nAu cuMapBavel ou yevouevns auTh NS €V TN OMIAL

ndovTs- Kal y1yvouevns oAy ouSev fTTov, Kal 1608pouncav Ty [Topa]

~ 7’ b ~
Tou BnAeos, ou yevva

138 Carleton L. Brownson, trans., Anabasis: Books INV-Ahd Symposium and Apologambridge,
Massachusetts: Harvard University Press, 1947),4656
19 Keuls, Phallus118.
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‘Very often the female conceives although she lesed no pleasure from the
act of coitus; and, on the contrary side, wherf¢hgale derives as much pleasure

as the male, and they both keep the same pacteniade does not bear’

(Aristotle, Generation of AnimalsXIX 727b).*®°
Many Hippocratic writers stumble around the subjanosure as to the connection
between pleasure and conception, if there was Bhyndell also reminds us that any
sign of a woman’s sexual pleasure could be indieatit least to Athenian men, of their
innate uncontrollable lust and possible infidefty.It is possible that wives who did
enjoy sex were under cultural pressure to contémbkttuation. And perhaps a wife’s
pleasure did not matter at all, as long as thednshbvas sated, either by her or by others.

KOl UMV 0oU TV Ye adppodiciwy gveka Taidototgicbol Tous avBpeamous

UTOAaUPaVELS, ETTEL TOUTOU YE TQV GTTOAUCOVTWVY HECTA HEV ol 0dol,

HECTO 8 TOl OIKT|HOITCL.

‘Of course you don’t suppose that lust provokes todmeget children, when the

streets and stews are full of means to satisfy’that

(Xenophon, Memorabilidl 2.4-7)1%2

The bride plays two roles during tbamos, that of a fertilenymphe and a simple
object. Her sexuality is highlighted through heommment and alludes to the upcoming
consummation of the marriage. At the same timeyéik serves as an extension of the
gynaikon and validates her role as a virtuous Greek wifpon entering her newaikos

she is showered with fruits and nuts, indicativéef future fertility and contributions to

180 A L. Peck, trans., Generation of Anim&Bambridge, Massachusetts: Harvard University $2rE890),
98-99.

‘81 gjundell, Women101.

182 Marchant, Memorabilia and Oeconomict§6-107.
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the family. Behind a closed door she submits déxt@her husband, a man who likely
cares only for what will issue from her womb, atttliel for her pleasure. Her bridal
adornment is that of an object, symbolic of the lieaf both her old and new families.
She is lead through the streets of Athens, graspdte wrist by her new husband and
surrounded by an entourage of guests and friendsdourage her. She is not a full
person moving toward her future by her own accartdalpiece of property being

transferred from onkyrios to the next.
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EPAULIA

The day after the consummation of the marriageddbr even more feasting and
dancing and the giving of thepaulia. Gifts would be received by the bride and groom,
and often the bride is the recipient of specifitsggiven by her father; these may include
soaps and fragrances and items intended to incheadzeauty®® The bride would have
this morning given the groomchalanis, and Avagianou asserts that this symbolizes the
aspect of the initiation rite in the ritual of mage, the initiate giving a gift to her
initiator.*®* Reeder suggests that thi$anis, woven by the bride herself, was meant to
represent her future contribution to the housebgldheans of weaving, her feminine
task:®®

Some scholars interpret thgaulia gifts as a compensation for the bride’s lost

virginity. They may also have been a way for theldand’s family to welcome their
newest family member, or for her natal family teere she was well-equipped in her
new household. It is likely that many layers ofamig were assigned to thgaulia
gifts and we should not attempt to assign one gmgrson for their existence. Many
scholars note the connection between the giftsngiwd’andora and trepaulia gifts.
Perhaps thepaulia, much like the wedding songs, are meant to ldtstatus of the bride
to that of the beautiful Pandora.

The red-figurgoelike in Figure 28 is supposed by Philippaki to be theal of
epaulia.'®® The bride is seated and wears her nuptial firergtes float about and

women approach her from all angles, some with Wwiakts like gifts. Figure 29 is

183 Oakley and Sinos, Wedding8.

164 Avagianou, Sacred Marriag#8.

185 Reeder, Pandora 28.

1% Barbara Philippaki. Vases of the National Archagalal Museum of AthensSpain: Apollo Editions,
1970), 136.
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another depiction of thepaulia. On one side, the newly-wedded woman plays hgxr ha
and friends and relatives approach from both diéesing gifts. The woman who stands
behind the bride carrieslautrophoros, allowing us to identify this as some aspect ef th
Athenian wedding. The other figures carry box-kikmtainers, perhaps for the new
wife’s jewelry and cosmetics.

The giving of vessels and boxes alludes to a commetaphor for women in
Classical Athens, that of women as containers. Afomere associated with empty
vessels for several reasons. Although we havedriibeepressure for fertility placed on
women, Athenian men believed that the semen foimedvhole being of the child, and
that the mother was simply a vessel which allowestagion. In fact, a woman’s children
were not considered to be her own, as she wasstmplvehicle by which they
developed. Consequently, the opening into a wosnbody, from which a child would
issue forth, was like the neck of a jar, and a womvas seen as empty space which must
be filled. Several myths, such as the story ofdgaand Perseus confirm this. Perseus’
confinement within a container mirrors that of dak gestation in the womb.
Additionally, because vessels are associated Wwehriside of amwikos, they are also
associated with women and women’s sp&éerancois Lissarrangue, in her article
“Women, Boxes, Containers: Some Signs and Metaphasss the image in Figure 30 as
an example of the connection between women andicans. In this vase-painting a
woman'’s space is represented through the depiofiocontainers stacked about.
Although the woman is absent the viewer would imiaiedy identify female spacé®

Theepaulia gifts depicted on vase-paintings were also oft@xeb, vases, and other such

%7 Francois Lissarrague, “Women, Boxes, ContainessiésSigns and Metaphors,” in Pandora: Women in
Classical Greegeed. Ellen D. Reeder (Baltimore, MD: Walters Awltéry, 1995), 93.

168 i
Ibid., 94.
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containers. In nearly all depictions of the wedglicontainers and vessels are carried by
the bride’s attendants or family members. The ectian between femininity and an
empty vessel is unmistakable.

George Pilitsis, in his work, The Dramas of Ewtgs: A Study in the Institution

of Marriage and a Reconstruction of Marriage CustamFifth Century B.C. Athens

records that the final stage in the marriage cemymeas another banquet, this one
attended by men alone and prepared by the new.5fidehis meal took place in the
groom'’s fathers house, the residence of the nedepand “had to be witnessed by as
many male members as possibi€."This final ceremony may have been the formal
introduction of the new bride, by means of her ¢ogkto the men of her new family,
and would have been an important way for them tejgicher and her future offspring as
one of their own.

This final banquet, cooked by the bride, is intiaof the important role women
played in ensuring the economic prosperity ofdikes. In Classical Athens, the ideal
oikos would be headed by the husband, but the idealwai@d also manage the
household resources and contribute to the famigrites. In addition to bearing children,
Athenian women were expected to make use of time& in thegynaikon by weaving.
Xenophon devotes a large portion of his work Oeatinasto a discussion of
Ischomachus’ well-trained and industrious wife (¥phon, Oeconomicugll 4-43).}"*
The economic contributions of women have been Iggted throughout the wedding

ceremony in many forms; for instance, the cookiegsel carried by the bride during the

wedding procession. And indeed, any aspect of¢énemony which highlighted her

169 pilitsis, Dramas of Euripide436.
170 |pid., 135.
1711 ord, Oeconomicyst15-429.
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fertility, her adornment and th@tachysmata to name a few, drew attention to her future
production of male citizen heirs for theos, certainly a very valuable contribution.

The very last ritual of the wedding ceremony, dledication of doutrophoros to
a nymph, was performed by the bride aloffeJust south of the Acropolis in Athens
there was a shrine to Nymphe, and archaeologists tegovered a large number of
loutrophoroi fragments-"® Caves throughout Greece known to have been stzred
certain nymphs have also turned up an unusualyelaumber ofoutrophoroi
fragments.’* Now that the bride had successfully made thesttian tonymphe, the
dedication of théoutrophoros would serve as both thanks for the completed cengm
and a prayer for a fortunate life to come. Thisulddoe an auspicious end to the nuptial

ceremony, and a fitting beginning to a woman'’s tiémnas anymphe and lateigyne.

12 0akley and Sinos, Weddin§.
1 Dillon, Girls and Women219.
7 bid., 219.
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METAPHORS FOR MARRIAGE

As we have seen, men and women in Classical Athatdivery characteristic
roles assigned to them both in society and with@irtmarriage. The role of love in these
marriages, however, is less obviously defined. Vdrg fact that Athenian marriages
were arranged seems to preclude any initial feglofdove between the couple,
especially considering the apparent separationderithe sexes in Classical Athens. The
myths surrounding Artemis and her followers seempaint a vivid picture of marriage as
a form of subjugation, and marital discord betwgeds such as Zeus and Hera may
portray marriage as one very large irritation. ¥ettainly there were other mythological
figures, such as Hector and Andromache in the,liidt exemplified a loving, happily
married couple. Married people are sometimesa#tieioi, a word which clearly
connotes accomplishment, perfection, and fulfilltnelrurthermore, it seems that if by
nothing other than chance, love-matches must hemereed, especially among the lower
classes in which the gender division in everydBnias far less extreme. Perhaps then,
the question we should ask is not whether loveavasality in marriage, but whether or
not love was an ideal to be sought in marriage.

Modern scholars may interpret the abundant illaistna of Eros in wedding
scenes as proof that love was indeed an ideahfétlaenian marriage. Sutton argues
that these Eros depictions may simply have sergéfeacouragement for] many an
uneasy bride and groom as they approached an adangrriage, serving as both
something to expect and a model to emul&t2.Sutton finds proof of the ideal of love in

a marriage in the vase-painting in Figure 31, wineltbelieves depicts a scene of

75 sutton, “Loutrophoroi,” 359.
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courtship before marriagé® The young man holds out a cloth, possibly a bried

with the typical starry design, while the woman deehy gazes at her hands. The young
girl standing behind her holding a container isha@s suggestive of the bridal bath
which will take place soon. Eros is strangely mmgdrom this scene, a detail which
makes Sutton’s interpretation questionable. Suttags that the depiction of “courting”
was relegated to sceneshafarai, symposia, and pederasty until the early Classical
period when proper marriages became a source aftaes of romance and love. Sian

Lewis, in her book The Athenian Woman: An IconodpiggHandbookreminds us that

apart from wedding scenes, it is often very diffi¢a identify a husband-wife
relationship on a vase-painting and far more diffitco determine if any concept of
“love” is exhibited between ther! However, she finds it difficult simply to dismiss
these “courtship” scenes and theorizes that thaseswvere for a female audience, many
of whom would “aspire to the condition of being oed.™’® My first instinct is to
dismiss this explanation because it utilizes a modeal to interpret ancient thought.
However, because our knowledge of love, courtsdmp, marriage in Classical Athens is
so ill-defined, who can state for certain that rmed women did not wish to experience
love and courtship within the context of marriage?

While we cannot confirm that marriage was an tagtn for love in Classical
Athens, there are several facets of Greek thougithnwseem to connect marriage to
death. Richard Seaford, in his article “The Tragledding,” discusses the relationship

between Greek funeral rites for an unmarried gid the ritual of marriage. He states,

76 sutton, “Pornography,” 20.

7 Sjan Lewis, The Athenian Woman: An Iconographimétaook(New York, New York: Routledge,
2002), 176.

7 |bid., 193.
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“In both wedding and funeral the girl is washedyiated, and given specipéploi and a
specialstephanos in order to be conveyed on an irreversible, tdicjourney
accompanied by song, and to be abandoned by hé kim unknown male'* Seaford
also notes the well-known stories of Iphigenia,igome, and Glauke, all young girls who
died in the midst of or directly before their wedglipreparations. It is also interesting to
note that the Greek god of marriage, Hymen, wasuag man who had died on the night
of his wedding. Oakley and Sinos note that a yonagan who died unmarried would
have doutrophoros placed on her grav&® Figure 32 shows a red-figukautrophoros
which depicts people mourning over a woman whodied. In this particular fragment,
it is possible to see that the dead woman is crdwvith astephane of the same style
such as a bride would wear. If we consider thatiage and child-bearing were
considered the fulfillment of a woman’s existentben a life that ended early would be
mourned in terms of what she and her family hats |ber parents, having never given
her a proper wedding ceremony, would do so nowenmiburning her death. Perhaps
the connection which scholars make between deatimemnriage is truly a
misinterpretation of a reaction to grief.

A number of scholars have suggested that the Adlnemiarriage ceremony may
have been meant to suggest abduction or rape. \Ragpa very powerful idea in
Classical Athens. The mightiest of gods, Zeus,endke rape of lovely young females a
sort of hobby and many mythological figures arenbairZeus’ sexual conquests. Eva C.

Keuls, in her book The Reign of the Phallus: SeRgditics in Ancient Athenshotes that

rape is not about the sexual act, but relateddatminance of male over female, the

179 seaford, “Tragic Wedding,” 107.
180 0akley and Sinos, Weddin§.
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penetrator over the penetratéd. The great division in Greek sexuality was thathef
active role versus the passive role in the sex Atamen, slaves, and young boys always
played the passive role, that of the penetratdte citizen male would perform the
penetration, and thus play the active role. Ifwege to relate this to marital intercourse,
every sex act between husband and wife would lexarcise of power over the woman.
A female does not have the same biological aliifitgenetrate as a man does, and will
always play the passive role. Thus we may intémoejust the wedding ceremony, but
the marriage itself as a form of abduction and rape

Oakley and Sinos write that “to try to distingulsttween weddings and
abductions may be a modern rather than an anaaacecn, one that requires drawing a
clearer boundary than ancient iconography permfts Cohen purports that the wedding
procession in particular would have involved faseiggling on the part of the bride and
false abduction on the part of the groth.She later goes on to note that the Greek verb
damazein besides meaning “to make subject to a husband’mksans “to tame an
animal.”® As we have seen in vase-paintings of the wedpiingession, the groom
often grasped his new bride’s wrist as he led lbbendward. The manner in which he did
this was calledeir epi karpw.'®> Homer uses this same phrase in The Kiatside of a
nuptial context.

“Ns apa pwvnoas e kama xelpa yepovTtos EANaBe SeEiTepny, un Tws

Setoel’ €Vl Bupcd

181 Keuls, Phallus52.

182 Oakley and Sinos, Wedding3.

183 Cohen, “Portrayals,” 131.

184 Sepesta, “Gleaming Textiles,” 127.
185 Avagianou, Sacred Marriag®.
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‘When he had thus spoken he clasped the old magtishrad by the wrist, lest his

heart should any wise wax fearful’

(Homer, The lliadXXIV 671-672)1%°
Homer’s use of this phrase to describe interadtietveen two men of equal honor,
Achilles and Priam, gives this action a new contiata In this context it is not a grip of
force, but a clasp of comfort.

Victims of rape and abduction are often depicted@se-paintings wearing
pseudo-bridal attire and engaged in wedding-likeati Figure 33 provides a good
example of this. Here Persephone rises from tlhlemwvorld with attendants Hermes,
Hecate, and Persephone. We must note that Perseplears thetephane associated
with wedding, and perhaps a heayton. Hecate, who has connections to death and the
underworld, acts in the role of the mother andiearthe ceremonial torches which will
protect Persephone, the “bride,” in her liminatstaDemeter stands ready to receive her
daughter back into living world. Figure 34 depitt® incidences of rape in mythology.
On the upper register, the rape of Thetis by Pakepsrtrayed, and the related figures
could be interpreted as the wedding guests. IndBedridal connotations are
unmistakable in this scene, as is Thetis’ unwiliegs. In the lower register, the lesser-
known myth of the rape of Oreithyia is portrayeldng with the end result of her happily

spinning and living out her days as a wife withie gynaikon.

186 Murray, lliad 612-613.
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CONCLUSION

From her birth, and the moment when her fatherdgetivhether or not to raise
her, an Athenian girl’s life was not her own todivSheltered in thgynaikon, she was
allowed no formal education beyond reading andingit At puberty, she may have been
forced to vell herself whenever she went out fdvljmufestivals or rituals, and was
allowed no contact with unrelated males. Around fame time her father would have
chosen for her a husband. She could not own pippetand. She could not make
purchases over a certain amount. She could nehddferself in court, but rather must
find a man to represent her. Her children wereheotown, and would stay with her
husband’s family in the event of a divorce.

Women were subject to these controls by men beaaubeir procreative powers.
Paternity was not easily determined in ClassicéileAs, and to control the production of
heirs it was necessary to control the female paiuaEvery aspect of control over
women was meant to control their reproductive cdijeasc The seclusion of women
prevented illicit sexual encounters. The powea kjrios passed control of reproduction
to men, allowing them to choose their daughterstakpartners. Indeed, a daughter
who engaged in sexual intercourse before marriagklde sold by her father into
prostitution or slavery, a clear indicator that@man’s entire worth was derived from
her ability to produce legitimate heirs. Womenrky raising children and weaving,
kept them in the house. Women were viewed as exngdsels, no more than a container
from which something useful may issue forth. Womeme seen as children, unformed

and in need of direction from grown men. Womenen@ghly sexual beings, incapable



62

of controlling their urges. Women were inferiomt@n in every possible sense, and in
need of supervision.

Helen King, in her article “Bound to Bleed: Artenaind Greek Women,” notes
that the many steps taken by a girl to become aamormenstruation, marriage, the loss
of virginity, and the birth of a child — are allrtoolled either by nature or by men; a
young woman has no control over her destfiflyThe Athenian nuptial ceremony is a
reflection of this fact. Hekyrios made the arrangements without her consent. Adthou
she was the focus of the ceremony, in truth sheanzassive object. She adorned herself
with the family wealth, and became an object, valioe her beauty. For her own
protection, and to protect her expensive virtue,shs veiled. As an object, she was
placed in the hand of her new husband. As an glgke passively attended the feasts
and was lead through the streets to her new hduke.the abducted Persephone, she
accepted an offering of fruit. She did not papiate, but rather submitted to the
katachysmata. She would submit herself to her new husband tlagw receive gifts to
acknowledge what she had lost. All of these thimeggesent her inferiority as a woman.
The entire Athenian wedding ceremony, from thedik#l to the dedication of the

loutrophoros, confirmed her identity as a second-rate citizewoman.

187King, “Bound to Bleed,” 111.
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Glossary of Terms

alabastrov: Vessel used for perfumes and expensive oils.

anakalypterion: The ritual of unveiling within the nuptial ceremo

aulizesthai: Verb meaning “to pass the night.”

chiton: Garment made primarily of folded cloth worn bytbanen and women in ancient
Greece.

chlanis: A garment shorter than tlohiton and used as an overcoat.

damazein: Verb meaning to tame and animal, work metal, nek&iden subject to a
husband, or to subdue or conquer.

engye: The betrothal agreement.

epaulia: Word referring to both the third day of the wedgliand the gifts given on that
day.

epikleros: A woman whose father has died without male heem thus brings his entire
estate to her marriage.

exaleiptrov: Vessel used for perfumes and expensive oils.

gamein: Verb meaning to marry, to give one’s child in neage, or to engage in sexual
intercourse.

gamelion: A month in the Greek calendar, popular for weddin

gamos: The wedding proper.

gynaikon: The supposed women’s quarters within the house.

gyne: The full-fledged woman, both wife and mother.

hetairai: Prostitutes who provided entertainment througlsiojisong, and sex at Greek

drinking parties.
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hieros gamos: Festival celebrating the marriage of Hera andsZeu

himation: Folded cloak.

hymen hymenaios. Wedding songs sung throughout the nuptial cergmon

katachysmata: Ritual of showering the bride with nuts and datpen her entrance into
her new household.

krater: Large vessel used for mixing wine at drinkingtiess:

ktupia: Ritual of yelling and knocking loudly on the ddorthethalamos during the
consummation of the marriage.

kyrios. The male legal guardian of a woman.

lebetes gamikos: A vessel used in the wedding ritual itself, pbisto hold bathwater or
to serve food.

lekythos: A vessel which held oils, possibly for sacrifices

loutrophoros. A long-necked vessel used to hold the bride’swater.

nymphe: A young wife who is not yet a mother.

nymphokomos: The bride’s assistant in her adornment, hirethieyfamily.

oikos: The physical house or dwelling, also alluded®wealth of an estate.

pais amphitales: A male child with both parents still living.

parthenos: A physically mature, unmarried woman.

pastos. The special bed canopy for the wedding night.

peplos: Garment of folded cloth worn only by women.

proaulia: Denotes the pre-wedding activities.

proteleia: The pre-wedding sacrifices.

pyxis: A vessel used to store jewelry or cosmetics.
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stephane: A crown.

teleioi: The word for married people, carries connotatiohsompleteness and perfection.

thalamos: The inner bed-chamber.

xeir epi karpw: The way in which the groom grasps the hand obtie during the
wedding procession, arguably carries connotatidrstioer force or comfort.

zone: A belt or girdle regularly worn by ancient Gregkmen.
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