SOLDIER AND SCEPTRE-BEARER:
A Question of Identification in Attic Vase Painting
Patricia A. Hannah (University of Otago)
Introduction
Recently a study of the military images found on a small group of Attic funerary
vases, loutrophoroi, from the fifth century BC, discussed the potent symbolism of
vases of this shape and their figured decoration in the cultural context of a democratic
and generally belligerent Athens. 1 This paper examines one of these red-figure vases
(Philadelphia, University of Pennsylvania Museum, 30.4.1) from a slightly different
angle in an attempt to identify the figures on its neck (fig. 1). 2
Exceptionally for a warrior-loutrophoros enough of it has survived for an
impressive reconstruction to be pieced together. It stands almost a metre high, 3 has
been attributed jointly and uniquely to the Achilles and Sabouroff Painters, and dates
to about 450-440 BC. 4 The vase is unusual in the surviving oeuvre of the painters (for
whom we have about 300 and 200 pieces respectively). The Sabouroff Painter
predominantly painted cups and white-ground funerary lekythoi with conventional
themes, including wedding-loutrophoroi and excluding warrior departures. 5 This is
the Achilles Painter’s only loutrophoros (apart from a fragment with a female from
the Athenian Akropolis), and he has only four or five ‘warrior leaving home’ scenes. 6
On the well-preserved, narrow neck a young man equipped as a hoplite stands
opposite a sceptre-bearing and older, male figure. The hoplite stands frontally, with
bare feet and legs, but turns his head to his left. He carries a plain, circular shield on
his left arm and holds a spear vertically in his lowered right hand (its head just
touches the upper borderline). His torso is protected by a simple, linen or composite
corselet worn over a short tunic, and a cloak, loosely draped over his forearms, is
looped behind him, so that the ends hang down at his sides. Careful attention has been
paid to his crested helmet; it has a deep, edged neck-guard and hinged, pointed cheekpieces, which are raised, so that we see the black lining on the inside surface of the
near one. It also has a long, pointed nose-guard above which projects a bunch of
curling hair, actually a decorative moulding or appliqué, unlike the real locks of hair
in front of his ear and spreading across his shoulder. Although the (admittedly rare)
three-dimensional ‘hair’ on the helmet may look rather odd to us, there is nothing in
this image to suggest that the artist intended to depict anything other than a young
Athenian hoplite in contemporary kit.
On the other side and drawn in profile with his whole body turned to his right to
address the hoplite is the other male. Not only his thick, black beard but also his footlength, ‘long-sleeved’ chiton and enveloping himation establish the contrasting
1
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Beazley Archive no. 212260; ARV 841.112, 990.45; ARV Add 296, 311; Oakley (1997) 122 no.
59(45) pls. 25-28; said to be from Greece (Oakley (1997) 122) or Athens (Beazley (1932) 5). Multiple
colour images are available on Perseus (accessed 09-02-11): see especially
http://www.perseus.tufts.edu/hopper/image?img=Perseus:image:1991.07.0431 (side B);
http://www.perseus.tufts.edu/hopper/image?img=Perseus:image:1991.07.0427 (side A);
http://www.perseus.tufts.edu/hopper/image?img=Perseus:image:1991.07.0461 (detail of hoplite);
http://www.perseus.tufts.edu/hopper/image?img=Perseus:image:1991.07.0458 (detail of man).
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Height: 92.3 cm; diameter: 30.7 cm. (Oakley).
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Beazley (1932) 16, ‘about 440’; Oakley (1997) 122, ‘450-445’.
5
ARV 837-51; ARV Add 295-97.
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Figure 1. Attic red-figure loutrophoros, Philadelphia, University of Pennsylvania
Museum, 30.4.1: reproduced with permission from Oakley (1997) pl. 25.
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maturity of this figure. His hair is not yet white or balding, as would characterise a
truly aged man, but his upright stance and the staff held vertically in his slightly
raised, right hand reveal his importance and authority.
Interpretation
Following Beazley’s succinct designation in Attic Red-Figure Vase-Painters, the neck
figures have simply been identified as another example of the ubiquitous leavetakings depicted on Attic ceramics; stripped to its essential elements, a soldier departs
from home and is farewelled by his father. Admittedly Beazley in 1963 did not call
this figure a ‘father’; it was not his practice to be so specific in his lists. Instead, he
used the generic term ‘man’, 7 but equally he did not add further detail or call him a
‘king’, as was his custom whenever a male figure holds a ‘sceptre’. (One may now
contrast the Beazley Archive entry: ‘Draped man with sceptre (king?)’.) When he
published the vase thoroughly in The Museum Journal in 1932, however, Beazley was
more specific: ‘On the neck of the vase there are two figures, one each side: a young
warrior, and a man holding a sceptre.’ (5) and, ‘As to the two figures on the neck
[Figures 1 and 2] they are to be taken together: it is the warrior leaving home, and his
father watching him leave.’ (9) (my italics) For a parallel he cited another of these
warrior-loutrophoroi in New York, where the close relationship between the two is
made more explicit by physical contact—and by their being together on one side of
the vase. 8
But was Beazley right to identify the neck scene as a warrior’s departure and the
older man as a standard father figure? Is the imaginary context (assuming there is one)
a private, familial occasion? Or, if these vases belong in the public arena of the state
funeral, are these two figures to be interpreted more politically? Indeed, the fight on
the body of the vase involves hoplites, light-armed and cavalry presented as members
of a citizen army, and the valediction frieze below consists of a row of adult males
outside a door. 9 If both of these friezes have a strong public focus which emphasises
external action and its social impact, what about the neck panels? And if we posit a
temporal progression of steps from top to bottom, a ‘before’ (the individual soldier’s
preparation), a ‘next’ (fighting for the good of all), and an ‘after’ (public recognition
of death in battle and self-sacrifice), should we treat the upper figures also as
symbolic of a public event or action, perhaps in the preliminary procedures for the
call-up of the armed forces in Athens at the time?
The Significance of the Sceptre
In any attempt to answer that question, the additional attribute of the staff in the older
man’s hand must be taken into account as a significant feature in the iconography; it
invites further consideration and is sufficiently unusual to require an explanation. So
first, we must define exactly what this object looks like: it has a thin and straight,
presumably wooden, shaft around which a narrow, black band spirals ten times. Its
length matches the height of the figure, and the finial at the top appears floral or
roughly lotus-shaped. 10 It is decidedly not the normal T-shaped or crooked, walking
stick on which Athenian citizens regularly lean while standing at ease in paintings and
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So Oakley (1997) 122, no. 59(45): ‘Neck. Warrior leaving home: A. Man, B. Warrior’.
New York, Metropolitan Museum of Art, 07.286.70, Painter of Bologna 228, ca. 475-450 BC:
Beazley Archive no. 205752; ARV 512.15; Richter and Hall (1936) 1. 111-12 no. 81, 2. pl. 83.
9
The door is located under the side handle below the gap between the backs of the neck figures.
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See Walters (1892-93) 17 for a chart of ‘lotos-sceptres’; cf. Cook (1925) 786-89.
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sculptures. Decorated staffs like this are usually called ‘sceptres’ by modern scholars,
but what does a ‘sceptre’ signify in an ancient Greek cultural context?
According to the Liddell, Scott and Jones Greek-English Lexicon, from the
Homeric poems on, literary references to the skēptron tend to support the modern
association of sceptres with regal authority; 11 the sceptre is a long-standing symbol
that tells us the bearer is a powerful figure, a leading man (king or chief) and by
extension it designates heralds, orators and singers, priests and seers, all of whom
command respect when they speak.
In the visual arts sceptres are held by deities like Zeus, kings like Agamemnōn,
and even female figures, usually goddesses, like Hēra, Dēmētēr and Aphroditē. 12 In
the mortal realm sceptres appear in wedding scenes, which may constitute a parallel
case of confusing imagery. The parents, especially fathers of the bride, may hold
sceptres; as a clue to their mythological identity perhaps, or is it as a marker of their
elevated status on this occasion? 13
But to identify the man with the sceptre as a ‘king’ (or less likely a god) seems
inappropriate and problematic here. If the hoplite represents a contemporary soldier
serving a democratic Athens, what role could a ‘king’ play here? Both figures and
their connection, therefore, must be re-interpreted with the inclusion of the sceptre
fully acknowledged.
Possible Alternatives
So what alternatives are there? My search so far has turned up a range of comparable
sceptre-bearers in similar scenes, and some of these suggest a different scenario for
this particular combination on this loutrophoros.
My first thought was that this figure could represent (1) the personified Dēmos
(the Athenian people). By the middle of the fifth century there was a shrine to Dēmos
and the Nymphs near the Pnyx, and Dēmos appeared as a character in Aristophanes’
prize-winning play Knights in 424 BC. The entries in the LIMC indicate the
popularity of this cult figure from the fourth century to the Roman Imperial period,
but there is little to illustrate precisely how the personification was conceived in
visual terms before the late fifth century. 14 The iconography of the marble document
reliefs consistently depicts Dēmos as the typical Athenian citizen in a himation, often
leaning on his stick or seated. 15 It is not until 337/6 BC that he is shown with a
(painted) sceptre, 16 and even later with a military figure. 17 So, unfortunately, there
appear to be no surviving parallels of approximately the same date to confirm the
suggestion that the sceptre-bearer on the loutrophoros is Dēmos. If there had been, the
two juxtaposed figures could have expressed the public duty of the hoplite to fight in
defence of the society to which he belonged—but I have not found any evidence to
substantiate that theory.
My second approach was to look for relevant links between hoplites and civic
magistrates, specifically (2) the Polemarch, and the Eponymous and Basileus
Archons. These three annual officials played leading roles in the government of the
11

See σκῆπτρον and the compounds formed with ἔχω, I have, and φορέω, Ι carry.
Cf. also references to divine sculptures with sceptres in Pausanias (e.g. 2.17.4, 5.11.1 and 9.39.3).
13
Oakley and Sinos (1993) 35.
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LIMC 3 (1986) ‘Demos’ 375-82; pls. 271-77 (O. Alexandri-Tzahou).
15
See Lawton (1995) 55-58.
16
LIMC 3 (1986) no. 54; repeated late in the 4th century, nos 61 and 65; cf. nos 64 (Samian Dēmos)
and 71.
17
LIMC 3 (1986) nos 59 and 60.
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Athenian city-state, especially its religious and legal affairs. Aristotle at one point
([Ath. Pol.] 57.4) refers to the crown worn by the Basileus, and Moore in his
commentary states, ‘The crown . . . is not peculiar to the King Archon, but was part of
the official regalia of all Archons.’ 18 This sounded promising, but apart from a couple
of similar references to stephanoi in Demosthenes (21.32; 26.5), so far I have been
unable to confirm whether the archons were awarded insignia that included a sceptre.
The Basileus at least might have retained the royal sceptre of the ancient kings,
but any connection with our loutrophoros seems slim. His jurisdiction was over the
ancestral rites and sacrifices, especially the Eleusinian Mysteries, and court cases
involving impiety and homicide. Similarly, the Eponymous Archon covered the
Dionysia and other festivals, and family law. More promising is the Polemarch who,
in addition to having legal responsibilities regarding the metics and proxenoi,
sacrificed to Artemis and Enyalios, and organised the funeral games, making
offerings for the war-dead, and Harmodios and Aristogeitōn (Arist. [Ath. Pol.]
58.1). 19 Since the warrior-loutrophoroi can actually be associated with the public
funeral ceremonies in the Kerameikos, perhaps there are grounds for identifying our
sceptre-bearer as a Polemarch on such a civic occasion. Does the watching hoplite
then represent the armed forces as a whole, and especially those who have tragically
died young in engagements like that painted by the Achilles Painter on the body of the
vase? Both the areas completed by the Sabouroff Painter (on the neck and below the
main frieze) will relate to the performance of the funeral rites. And as on some whiteground lekythoi and grave stelai is at least one of the figures perhaps to be thought of
as already dead and only present in spirit?
There is, however, a third option, and that is (3) an Athenian Tribal Hero. For the
classical Athenians, real ‘kings’ belonged in a myth-historical past, not the here-andnow—except, of course, for the ten eponymous heroes whose names were given to
the new Kleisthenic tribes at the end of the sixth century.
Table 1
Hero
Erechtheus
Kekrops
Pandiōn
Aigeus
Akamas
Aias
Hippothoōn
Oineus
Antiochos
Leōs

Tribe
Erechtheis
Kekropis
Pandionis
Aigeis
Akamantis
Aiantis
Hippothoōntis
Oineis
Antiochis
Leontis

So is the sceptre-bearer one of these characters from myth, dressed in the everyday
clothes of the mid-fifth century BC, according to the standard conventions of Attic
ceramic decoration? And, in that case, even if the figure is mythical, does he stand for
a significant concept or abstraction in the present?
Public images of the eponymous heroes had recently featured in an important
artistic installation, the (lost) Athenian bronze dedication for Marathon at Delphi by
18

Moore (1986) 297.
διατίθησι δ᾽ ἀγῶνα τὸν ἐπιτάφιον, καὶ τοῖς τετελευτηκόσιν ἐν τῷ πολέμῳ καὶ ῾Αρμοδίῳ καὶ
᾽Αριστογείτονι ἐναγίσματα ποιεῖ.
19
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Pheidias, ca. 460-450 BC; and, not long after this loutrophoros was created, almost
certainly in painted marble on the partially preserved east frieze of the Parthenon, ca.
440 BC; subsequently, and presumably as a simple row of statues, they stood in the
Agora, ca. 430-420 BC, but these too are no longer extant. 20 While these heroes were
depicted in other media, like vase-paintings and coins, they are often hard to
distinguish, unless they are part-snake like Kekrops, or their names are helpfully
inscribed, or a popular, repetitive story is associated with them, like that of Boreas
and Oreithyia. 21
Nevertheless, under the democracy, it appears, they may have come to represent
the average Athenian citizen. As Lucilla Burn expressed it in her discussion of the
Meidias Painter’s choice of heroes enjoying the Garden of the Hesperides with
Herakles:
the Meidian gardens are not shown as remote and impossibly exotic, but rather as a
superior sort of Athens. . . . And when a member of the tribe of Antiochos, Akamas,
Hippothoon, or Oineus saw his hero lounging in the Garden of the Hesperides, he might
see himself. By introducing the Attic heroes into the Garden, the Meidias Painter has
created a peculiarly Attic paradise.

and she adds, ‘... the average member of the tribe of Pandion or Antiochos could see
himself in the place of his hero, in “glory and joy”.’ 22
Initially, I thought that our sceptre-bearer might be Erechtheus, who has been so
strongly associated with the Athenians’ sense of themselves as autochthonous
inhabitants of Attika, the ‘sons of Erechtheus’. 23
On a pointed amphora in Munich, from ca. 480-470 BC, he stands at the right with
Aglauros and Kekrops, here in fully human form on his left. 24 The two kings are
almost identical in appearance, so that only their inscribed names serve to distinguish
them, and the figure seen on the loutrophoros’ neck clearly follows this
iconographical formula. Occasionally the artists depict the early kings and heroes with
wreaths or hairbands and shoes, without the tunic, or even holding a staff instead of a
sceptre, but the figure-type is fairly standard and recognisable in context. 25
However, the more I looked for parallels for a king accompanied by a hoplite in
the iconographic sources the more I began to suspect that we are looking at another of
the tribal heroes, namely Akamas. Akamas and his brother Dēmophōn were both sons
of Theseus, but only Akamas became an Attic tribal hero, while Dēmophōn became
king. In art he is perhaps best known now for images of the recovery of their
grandmother Aithra, 26 but representations of him outside of a Trojan War context
appeared in the second half of the fifth century.
20

A statue of Pandiōn mentioned in 421 BC in Aristophanes’ Peace (1183) is taken to refer to this
monument.
21
See Harrison (1979) for an attempt to identify the figures on the Parthenon and to visualize the
Agora statues using clues of age, beards and dress.
22
Burn (1987) 18, 19 (the words in inverted commas quoted from Beazley (1935) 487).
23
Cf. Harrison (1979) 79: ‘the ancestor par excellence of the autochthonous Athenians’. Strauss
(1993) 44 notes how Athenians are called ‘Erechtheidai’ in drama (e.g. Eur. Supp. 702; Ion 1060; Ar.
Eq. 1015, 1030).
24
Munich, Antikensammlungen, 2345, Oreithyia Painter, ca. 480-470 BC: Beazley Archive no.
206422; ARV 496.2; LIMC 1.2 (1981) ‘Aglauros, Herse, Pandrosos’ no. 30 pl. 214. Inscribed ΕΡΕΧΣΕΣ.
25
E.g. on a cup at the birth of the baby Erechthonios, Erechtheus and Aigeus (both named) carry
staffs: Berlin, Antikensammlungen, F2537, Codrus Painter, ca. 440-430 BC: Beazley Archive no.
217211; ARV 1268.2; Kron (1976) pl. 5.2.
26
E.g. on a calyx-krater: London, British Museum, E 458, Myson, ca. 500-490 BC: Beazley Archive
no. 202164; ARV 239.16; Kron (1976) pl. 22.2.
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On the Meidian hydria referred to earlier he is seated (and named) in the Garden
of the Hesperides. 27 Only Akamas is portrayed as a mature king with sceptre and
headband, himation and shoes. Burn explained the clear difference between him and
the nine other heroes in terms of the likely rejuvenation of the others, and suggested
that ‘Akamas is perhaps more venerable because the deme Kerameikos belonged to
the tribe of Akamas, which made it appropriate for the painter to invest his own hero
with greater dignity than the rest.’ 28
This link with the potter’s quarter in the Kerameikos and its neighbouring
cemetery may be an important clue in helping us to identify the figures on our vase.
For, among the countless paintings of departing warriors, there also exists a late fifth
century bell-krater in Syracuse, on which the Dinos Painter named the father-figure
on the left ‘Akamas’, the hoplite ‘Pandiōn’ and the light-armed youth ‘Oi[n]eus’. 29
However, Akamas is not Pandiōn’s father in myth, and Oineus looks more like a
younger brother or friend than Pandiōn’s bastard son, so the artist is clearly being
imaginative in his titles. 30 Without the inscriptions we would not have seen here the
three tribal heroes, and in fact Akamas, in loco parentis, leans on an ordinary staff
instead of a sceptre. Perhaps this minor detail was deliberately adopted to align the
image more closely with the common, libation ceremony conducted regularly by
families in Athens during the Peloponnesian War. 31
If we now turn back to the loutrophoros, I would like to suggest that the kingly
figure is one of the tribal heroes, perhaps Akamas himself. In which case, the hoplite
too may equally represent another tribal hero, perhaps Aias, 32 or Pandiōn again, who,
according to Evelyn Harrison, ‘Since he was the first of the early kings to venture
abroad, . . . became the type of the expeditionary soldier.’ 33
On the loutrophoros, although the constricted panels on the neck have been taken
to offer a stripped-down image of a soldier’s departure from home, by not naming or
otherwise fixing the figures’ identity the painter has left it up to the customers /
viewers to relate to the figures in their own way. Members of tribes other than
Akamantis, Aiantis and so on would still have been able to invest the image with their
own meaning, seeing here their own eponymous hero.
If we accept this proposed identification of a tribal hero / king, what significance
may these figures have had for the iconographic scheme of the vase as a whole? At
27

London, British Museum, E 224, Meidias Painter, ca. 420-410 BC: Beazley Archive no. 220497;
ARV 1313.5; LIMC 1.2 (1981) ‘Akamas and Demophon’ no. 26 pl. 340; Burn (1987) pl. 8b.
28
Burn (1987) 24. Cf. Kron (1976) 168 regarding Akamas as ‘Schutzherr’ of the painters and potters.
29
Syracuse, Museo Archeologico Regionale Paolo Orsi, 30747, Dinos Painter, ca. 410 BC: Beazley
Archive no. 215270; ARV 1153.17; Kron (1976) pl. 13.2; LIMC 1.2 (1981) ‘Akamas and Demophon’
no. 25 pl. 340.
30
Pandion’s father is supposed to be Erichthonios (LIMC 7.1 (1994) 162 (A. Nercessian).) The
apparent discrepancy in the relationships is not unprecedented. Cf. a seated Antiochos farewelling
Neoptolemos and Antimachos on a neck-amphora: New York, Metropolitan Museum of Art,
06.1021.116, Lykaon Painter, ca. 440-430 BC: Beazley Archive no. 213560; ARV 1044.1; LIMC 1.2
(1981) ‘Antiochos’ no. 2 pl. 677. Harrison commented: ‘This vase was probably painted before the
statues of the Eponymoi (9) were set up in the Agora; perhaps it is transitional between the earlier
myth-true departure scenes and the more purely allegorizing ones such as the Dinos Painter’s, which
have been connected by Beazley with the group in the Agora.’ (LIMC 1.1 (1981) 854.)
31
Cf. Burn (1987) 18: ‘So when the Dinos Painter showed the hero Pandion as a warrior leaving for
battle, members of this tribe would surely identify themselves with him, and in the warrior taking leave
of wife and children they would recognize their own departures.’
32
Cf. Aias departing on a cup: Bologna, Museo Civico Archeologico, PU 273, Codrus Painter, ca.
440-430 BC: Beazley Archive no. 217210; ARV 1268.1; Kron (1976) pl. 16.2.
33
Harrison (1979) 75.
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this point I will just mention briefly two of the well-known areas in which the
Athenians brought their heroes into the administration of the democracy and their
funerary customs.
First, for the army and call-up process at this time men were grouped according to
their membership of the Kleisthenic tribes; 34 and certainly by the late 4th century,
lists on the boards under the bronze statues of the eponymous heroes in the Agora
informed the citizens who was needed for the latest campaign. 35
One wonders how strongly the soldiers felt their connection with the hero under
whose name they were marshalled. Does our young hoplite answer the call of his
tribe’s hero who can be envisaged as summoning him in spirit or in the guise of his
statue in the city centre? Or is the hoplite too a hero, and the painter has portrayed two
of these figures as representatives for the whole group? To quote Harrison again:
In the Agora group it is more likely that there was a balanced mixture of soldiers and
civilians, which may have been reflected in those vase-paintings that show two or more
heroes together. Only a combination of military and civilian dress among the heroes could
adequately symbolize the range of jurisdiction of the Tribal organization over the life and
death of the Athenian citizen. 36

Indeed, she even speculates on a hypothetical division of roles for the tribal heroes,
giving Pandiōn ‘military service abroad, cleruchies, colonies’, and Akamas ‘burial
and remembrance of the dead, purifications, water supply’, respectively. 37
Secondly, Thucydides’ account (2.34.3) of the public funeral and the burial of the
Attic war dead in the Dēmosion Sēma includes the detail that: ‘whenever the funeral
procession takes place, wagons carry chests of cypress wood, one for each tribe; and
inside the coffins are the bones of the men from each tribe.’ 38 Does an archetypal
eponymous hero here welcome a representative dead soldier into a blessed afterlife? 39
Or are the two figures even more specifically to be associated with a particular
tribe? Perhaps the regal figure should be seen as Akamas functioning to some extent
as a location indicator for the site of the public funeral ceremony, as was common
practice on multi-level vases. There may have been a special cultic connection
between Akamas and the Kerameikos / Dipylon area, and Kron noted how the myth
of Aithra’s rescue by Akamas and Dēmophōn could be paradigmatic for the retrieval
of fallen members of the tribe Akamantis. 40 Bringing the bones of the war dead home
for burial was, of course, a desirable habit to inculcate in the members of the other
tribes too.
Finally, if neither figure on the neck is intended to be viewed as ‘an ordinary
Athenian’ in a leave-taking context, what about the combatants in the fight on the
body? Are they mythical heroes already, or mortal men whose death in battle will
earn them a place in the heroic world? And is it the grateful recognition of their
sacrifice by their community that is acclaimed in the ‘real’ valediction frieze below?

34

van Wees (2004) 103.
For the later monument and statues see Camp (1986) 97-100.
36
Harrison (1979) 83.
37
Harrison (1979) 84. She suggests that Oineus, Aias and Pandiōn could have been depicted as
hoplites, Hippothoōn and Antiochos as light-armed fighters, and Erechtheus, Kekrops, Aigeus, Akamas
and Leōs ‘like responsible officials’.
38
ἐπειδὰν δὲ ἡ ἐκφορὰ ᾖ, λάρνακας κυπαρισσίνας ἄγουσιν ἅμαξαι, φυλῆς ἑκάστης μίαν· ἔνεστι δὲ
τὰ ὀστᾶ ἧς ἕκαστος ἦν φυλῆς.
39
Cf. Burn (1987) 18.
40
Kron (1976) 170.
35
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Conclusion
In conclusion, therefore, the paired figures attributed to the Sabouroff Painter on the
neck of the loutrophoros in Philadelphia have led us to re-examine the standard
interpretation of its iconography as a ‘leave-taking’ scene. If the sceptre-bearer in the
company of the hoplite is not his father, who is he? In this paper I have presented
some preliminary ideas.
I have rejected the suggestion of Dēmos himself as too early a personification—he
belongs later in relief sculpture above epigraphic records; secondly, in the context of
contemporary, military practices under the democracy and in the artistic traditions of
commemoration, I have put forward a stronger case for one of the state officials, the
Polemarch, who supervised the funerary occasion on which the loutrophoros itself
would have been utilised; but finally, I have come to the conclusion that the so-called
‘king’ and even the hoplite could be identified as ancestral / tribal heroes, like
Akamas and Pandiōn, who played an important, formative role in the socio-political
structure of the Athenian democracy through the mid- to late-fifth century.
I am sure these are not the only options, and they need not be exclusive, but there
is no space here to cover other possibilities for the sceptre-bearer, like a military
herald or judge of the dead. What I hope this enquiry has at least shown is that as
modern viewers we can only interpret ancient images by examining them as critically
as possible within the cultural context in which the ceramics may have originally been
created and used.
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