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    One of the greatest enigmas of classical art is the low-relief frieze executed for the Parthenon on the Athenian Acropolis sometime between 447 and 432 B.C.E. In spite of over two hundred years of scholarship extending as far back as the second volume of James Stuart and Nicholas Revett's famous Antiquities of Athens published in 1787,(FN1) many of the issues pertaining to the Parthenon frieze are as yet unresolved. New interpretations of the overall program and diverse identifications of individual figures or groups appear regularly in the scholarly literature dealing with the frieze.(FN2) Applications of newer methodologies from semiotics to queer theory have led to alternative readings of the relief and its iconography.(FN3) And yet today art historians are still confounded by what has been called the best-known but least understood monument of Greek art.
    The reasons for the frieze's obscurity and the attendant proliferation of interpretations are not hard to find. First, no ancient literary or epigraphic source specifically cites the frieze. Although in his second-century C.E. Guide to Greece the periegete Pausanias mentioned the subject matter of the Parthenon pediments, he ignored both the metopes and the frieze.(FN4) Plutarch's Life of Pericles (13.4-9 and 31.2-5) informs us that Pheidias supervised the sculptural program of the Parthenon and its team of artists, but the only work of art actually attributed to his hand is the colossal gold and ivory Athena Parthenos, which dominated the cella.(FN5) Secondly, sections of the frieze are missing, and those that have survived are not in good condition.(FN6) The heads in particular were badly damaged, reputedly at the end of the Ottoman occupation of Greece. The drawings of the frieze made in 1674 (thirteen years before the explosion of the temple) and attributed to the Flemish artist Jacques Carrey, although not entirely accurate, help somewhat in filling in the gaps, but many obscure areas remain.(FN7) Thirdly, all of the original paint as well as the additions made in metal (indicated by drill holes), which might aid in identifying individual figures, are missing. Unlike the earlier frieze of the Siphnian Treasury at Delphi or the much later one on the Pergamon Altar, this one has no inscriptions, painted or carved, labeling the participants. Finally, there is no precedent in Greek art for an Ionic frieze of this length and complexity on a Doric temple.(FN8) Comparanda for the metopes and pediments are readily available, as, for example, the Temple of Zeus at Olympia (ca. 470-456 B.C.E.), but the Parthenon frieze is unique in the history of Greek architectural sculpture.
    One particularly important but problematic section of the frieze is the group of seated figures above the pronaos at the east end of the Parthenon, now unanimously identified as twelve Olympian deities with two attendants (Figs. 1, 2). These, the only seated figures on the frieze, are configured into two groups of six and represent the earliest extant depiction of what later became the canonical Twelve Gods of Greek and Roman art.(FN9) Throughout the years these figures have been variously identified and then interpreted in relation to the overall subject of the frieze, to the deity worshiped in the temple (Athena), and to religion as practiced in the cults of ancient Attica.(FN10) Problems that seem to trouble scholars are the presence of twelve gods on a temple of Athena alone, the intended location of this conclave (Mt. Olympos, Acropolis, or Agora?), the positioning of the gods vis-à-vis each other (why, for instance, are such antithetical goddesses s Artemis and Aphrodite linked arm in arm?), and the fact that they are seated with their backs to the central, and presumably most important, scene. There is the even more basic issue of whether any viewer could have seen them, positioned as they are directly behind the two central columns of the east facade (Fig. 18). This paper will address the gods' identification, the possible meanings that can be attributed to their positions on the frieze, their peculiar spatial arrangement, the temporal setting, and their influence on later art.

ICONOGRAPHY
    The Greek gods are clearly the predominant theme of the eastern end of the Parthenon (Figs. 1, 2); this makes sense because the entrance to the Parthenon is here, the cult statue faced in this direction, and the altar would have been at this end of the temple.(FN11) From the sculptures of the pediment to the relief on the base of the cult statue the gods appear in various groups witnessing or taking part in climactic events. Seventeen of them react to the birth of Athena from the head of Zeus in the east pediment; sixteen contend with the giants in the east metopes; fourteen gather on the frieze to await a religious procession; and twenty, according to Pliny (Natural History 36.18), witnessed the adorning of the newly born Pandora on the no-longer-extant base of the Athena Parthenos.(FN12) The number of divinities depicted in each area varies, and most identifications are largely conjectural. It is only on the frieze, where the gods are sufficiently well preserved, that there is some consensus about their identifications.
    The entire Ionic frieze measures 524 English feet in length and just over 3 feet in height. The portion with the gods (Figs. 3-6) appears on three exceptionally long slabs of the 114 that make up the frieze, and their appearance in the central section of the east or major temple facade gives them special prominence, as does their large size in relation to the humans on the frieze. The frieze is isocephalic for both riding, standing, and seated figures; hence, if the gods rose from their seats they would be approximately 35 percent taller than the humans standing near them. They are seated in groups of six with one smaller (that is, younger) standing attendant in each grouping.(FN13) The most reliable clues to their identities are the carved attributes, such as the petasos, or traveler's cap, and boots of Hermes (E24), the torch of Demeter (E26), the throne of Zeus (E30), the snaky aegis lying on the lap of Athena (E36), and the crutch tucked under the arm of the smith god Hephaistos (E37), a discreet allusion to his lameness. Drill holes around his head indicate that the youthful god E39 was wearing a headband, most likely the characteristic laurel wreath of Apollo. Particular gestures associated with individual deities provide another means of identification--the brooding pose of Demeter mourning for her daughter Persephone,(FN14) the anakalypsis, or unveiling, of the perpetual bride Hera (E29),(FN15) or the restless knee-grabbing pose of Ares (E27). Even more subtle is the gesture of Apollo, who has hooked his right thumb inside his cloak, an incipient act of revealing himself, suggestive of the god of truth and light.(FN16) Equally significant are the relationships of one god to another. Hera, for instance, not only is seated beside her husband Zeus, but she also turns her upper body toward him. The winged boy Eros (E42) lounges in the lap of his mother, Aphrodite (E41), and tucks his right hand under her outer garment. The youthful pair seated next to one another are the inseparable siblings Apollo (E39) and Artemis (E40).
    Of the fourteen figures this leaves two seated males (E25 and E38) and one standing female (E28) unaccounted for. Although the twelve Olympians had not been codified as such in the mid-fifth century B.C.E., one who was prominent among them and must have been on the frieze is the older sea god Poseidon, and he is usually identified as the bearded male (E38) conversing with Apollo. A painted trident can be supplied to his raised left hand. As for the other seated male (E25), because of damage to the head it is not known whether he was bearded or not, but by a process of elimination he is taken to be Dionysos, although Herakles has been suggested.(FN17) The fact that he is seated on a cushion and leans back onto another god, unlike the other deities except Aphrodite, suggests the god of the symposium. His intimacy with Hermes refers not only to their relationship as stepbrothers but also to the care Hermes took of the baby Dionysos when he placed him under the protection of the Nymphs. Also supporting this identification is the fact that the god of viticulture has his legs interlocked with those of another agrarian deity, Demeter.(FN18)
    Who then is the standing winged female (E28)? She is posed directly beyond Hera, wears a long dress, and appears to be arranging her hair. Her left hand is raised to the back of her head, while her right hand seems to be adjusting the folds of her dress.(FN19) Alternatively, one could reconstruct her right hand with a taenia, or ribbon, once rendered in paint.(FN20) She is traditionally interpreted as Iris, the messenger goddess, but scholarly opinion has recently opted for Nike, the goddess of victory.(FN21) In Classical Greek art it is often difficult to differentiate these goddesses because both are usually depicted as winged and in flight or rapid movement, as Iris (N) in the west pediment.(FN22) They also can both be shown pouring libations from an oinochoe, or wine jug. Iris is most securely identified when she carries her kerykeion, or caduceus, or when she is shown in a short chiton and winged footgear; wings, apparently, are not essential to her identity.(FN23) Moreover, Nike is more closely associated with Zeus and Athena than with Hera; a wingless Nike is thought to be Athena's charioteer in the west pediment, and she crowns Athena in east metope IV.
    Taking the clues of gesture and relationship into account, it is possible to revive an earlier identification for this figure, namely Hebe.(FN24) Hebe, the personification of youth, was the daughter of Zeus and Hera, and this attendant figure stands in intimate relation to Hera as Eros does to Aphrodite. Both the scale and position of these two attendant figures suggest that they are children still dependent on their mothers. The familial connection is reinforced by the next figure to the left, Ares, the son of Hera and brother of Hebe. As the god of bloody battle, Ares was never a popular Olympian and, therefore, not a common figure in Greek art. It would appear that the designer of the frieze was making an effort to present this dysfunctional Olympian family (recall the discord of Hera and Zeus) in an idealized light. Family, whether of the gods (east pediment) or of ancestral Athenians (west pediment), is an important theme permeating the sculptural program of the Parthenon. In addition to the family groups Aphrodite and Eros and the twins Apollo and Artemis, Athena seems to be shown with her ward Erichthonios, indicated by the fact that here, as nowhere else in Greek art, she is seated next to Hephaistos (another child of Hera, but one whom she cast out of Mt. Olympos because of his lameness). Athena, the virgin goddess, had rejected the advances of Hephaistos, resulting in the birth of the autochthonos Athenian king Erichthonios from the Attic soil. This youth, whom Athena graciously raised on the Acropolis, is surely alluded to in the boy involved in the peplos ceremony (E35) standing just behind Athena and Hephaistos.(FN25) In discussing this overriding theme, Ira Mark has written, "The assembly presents in one group the Olympians as protectors of the bearing and raising of children, and in the other, the Olympians as the model for and protectors of marriage."(FN26) As we shall see, Hebe in one figure represents both marriage and offspring.
    Hebe was clearly an important goddess as early as 580 B.C.E., as witnessed by her solo appearance at the wedding of Peleus and Thetis on the dinos (bowl) signed by Sophilos (Fig. 7),(FN27) but without an inscription we might never recognize her. Since she lacks any distinctive attribute other than an oinochoe, she is difficult to identify in Greek art.(FN28) However, recent studies of Hebe in fifth-century Athenian vase painting have stressed her intimate association with her mother, Hera. On a red-figure column krater by the Syriskos Painter of about 460 B.C.E., for instance, a winged girl pours a libation for Zeus, seated to her right, while she holds hands with Hera, seated at her left; it has been argued that the intimate gesture depicted here is one of mother and daughter.(FN29) Hebe is so closely allied to Hera that she functions almost as an attribute of her mother, as Eros does for Aphrodite. Thus, we can identify Hera's young attendant on the large skyphos attributed to the Kleophon Painter in Toledo (Fig. 8) as Hebe; she is fanning her frustrated mother, who awaits the arrival of Hephaistos to liberate her from her magic throne.(FN30) Note especially how she is standing directly beyond her mother, their legs overlapping, indicative of their intimate, familial relationship.
    In addition to being an attendant of Hera, Hebe has two major roles in Greek mythology: as cupbearer to the gods and as a bride of Herakles when he was deified after his labors. As the female equivalent of Ganymede, she is shown on a red-figure kylix by the Castelgiorgio Painter of about 480-470 B.C.E. saluting and holding an oinochoe for Hera, just as her young male counterpart does for Zeus (Fig. 9).(FN31) Although no name is inscribed, her identification in this scene is assured since she acts in the same role for her mother as Ganymede does for Zeus. Also, the unusual presence of Ares between the two cupbearers helps to confirm her identity. She is given prominent wings, as on another cup to be discussed below (Fig. 12). Winged or not, this image of Hebe as libation-pourer for her parents is common in Attic vase painting, although the figure is frequently mistaken for Nike or Iris.
    Just as frequently Hebe is depicted as the bride of Herakles, and again the context serves to identify her. She is often shown in a chariot accompanying the hero during his apotheosis; these apotheosis-by-chariot scenes are iconographically indistinguishable from wedding scenes.(FN32) Hebe does not need wings in such scenes because she has an alternate mode of travel and she is easily identified by her association with her famous bridegroom. Hebe can also stand alone in a bridal context, as on the Eretria Painter's red-figure epinetron (thigh guard) of about 425-420 B.C.E. (Fig. 10).(FN33) Here, she plays an accessory role at the wedding of Harmonia, but her gesture of arranging her hair is identical to that of E28 on the frieze. In both instances she is making herself beautiful for the coming ceremony, and the action of binding one's hair is characteristic of brides in Attic red-figure vase painting of this period.(FN34)
    As the bride of Athena's favorite hero and future Olympian Herakles, Hebe certainly deserves a place in the Olympian family. In fact, there is an important precedent both for her appearance among the Olympians and for the Olympians gathered together, seated and awaiting an arrival--namely, the scene of Herakles' introduction into Olympos. This scheme was very popular in Attic sixth-century vase painting and even figured on an Archaic limestone pediment on the Acropolis.(FN35) In these scenes Hebe is usually present, not only because she is Herakles' bride/prize but also because she represents the eternal Youth that the hero is awarded after his labors. On one early Athenian Siana cup of about 560 B.C.E. (Fig. 11) she is depicted as a young girl standing between an enthroned Zeus and Hera, poised on her mother's footstool, as Hermes, Athena, Artemis, and Ares lead Herakles into the presence of his divine father.(FN36) On a later black-figure hydria of about 510 B.C.E. in Basel, Zeus and Hera sit enthroned in the center with Hebe, crowned in myrtle facing them, while two pairs of confronted gods, Herakles and Athena and Hermes and Ares, flank them.(FN37) Clearly, these vases suggest an attempt to reconcile Herakles with his stepmother, Hera, via his marriage to her daughter Hebe, and the inclusion of Ares, normally a malevolent sign, is intended to indicate a harmonious Olympian family.(FN38)
    But what of the fact that E28 has wings? As we have seen above, Hebe with wings is not unknown in Athenian art, and J. D. Beazley once made the astute comment, "Greek artists are ready to wing and unwing at need."(FN39) On the Sosias Painter's cup of about 500 B.C.E. in Berlin (Fig. 12), where her name is inscribed, a winged Hebe stands between two seated couples, Zeus and Hera and Poseidon and Amphitrite, pouring a libation from her oinochoe into her mother's proffered phiale.(FN40) On the other side of the cup Herakles approaches the assembly of Olympians escorted by Hermes, Apollo, and Athena. As a winged female figure Hebe is virtually interchangeable in Attic vase painting with Nike and Iris, and so Athenians viewing the frieze would have taken their cue from the girl's age, that is, her size, from her proximity to Hera, both her mother and the goddess who presided over Athenian weddings, and to her brother Ares, the god of battle who needs youth on his side, and from her gesture, which better suits a bride than it does Iris or Nike. She, like Eros, is distinguished from the "official" Olympians by the fact that she is winged. The wings also serve to indicate that Hebe and Eros are immortals, since in size they are no different from the mortals on the frieze.
    Finally, Hebe as the personification of youth is a theme that permeates the rest of the frieze, from the vigorous riders at the rear of the procession to the nubile maidens who lead it into the presence of the gods. Evelyn Harrison has written of the frieze, "The great majority of the participants are very young, because in each age the young represent the purest potential, and the success of the state depends on the use it makes of this potential."(FN41) Just as Hebe restores Iolaus's youth to enable him to be successful in battle in Euripides' Heracleidae (lines 850-58), a play produced about 430 B.C.E.,(FN42) so she is important here for the idealized Athenian cavalry. Likewise, her presence resonates with the mass of young girls of marriageable age, the kanephoroi, on the east frieze. The Athenian official who received the procession asked the maidens' names and those of their fathers and mothers, thereby assuring a citizenry based on legitimate and fruitful marriage, an issue of great concern to Pericles, as evidenced by his restrictive citizenship decree passed a few years earlier (451/0 B.C.E.).(FN43) Thus, the youthful citizens of the frieze in general and Hebe in particular accord perfectly with Pericles' model for the city as recorded by Thucydides and Plutarch. Or to paraphrase Pericles' funeral oration after the siege of Samos in 439 B.C.E. when he stated that the city without its youth was like a year without spring: the Parthenon without Hebe (Youth) is like a city without hope.

MEANING
    This brings us to the possible meaning of the groupings of gods on the east frieze. Since 1829 there has been a general trend to interpret the gods in terms of their cults, and more specifically in terms of cult location or topography.(FN44) Thus, in 1919 Carl Robert stated that seven of the twelve gods were chosen in reference to specific cult sites "on or near" the Acropolis; so, for example, Hephaistos and Poseidon sit next to one another because they had nearby cults in the Erechtheion.(FN45) This design principle of cult identity led George Elderkin in 1936 to misidentify Poseidon and Apollo as Butes and Erechtheus and Artemis as Pandrosos because of their shrines in or near the Erechtheion.(FN46) These scholars and others believed that Attic cults dictated the selection of the twelve divinities for the frieze, and that one could correlate their position on the frieze, north versus south, to their primary cult locations in the city. In an important article published in 1976, Elizabeth Pemberton advanced the system of identification further by making the claim that the gods were represented in cult guise, that is, they were portrayed in such a way as to recall specific aspects of one of their cults.(FN47) This idea has been developed by other scholars,(FN48) but it has resulted in considerable disagreement over what particular cult epithet should be attached to any one deity. For instance, Apollo is said to portray Apollo Hypoakraios (North Slope), Apollo Patroos (Agora), Apollo Pythios (Ilissos), Apollo Delphinios (Ionia), and Delian Apollo (Delos).
    Relating the locations of the gods on the frieze to their topographical associations within Attica is an interesting methodological gambit, but one that has no foundation in antiquity. While we have the benefit of accurate topographical maps on which to plot cult locations, the ancient Athenian pedestrian certainly related to the landscape in a different and more intimate way, via landmarks, boundary stones, and the roads and paths that led from one area to another. It is anachronistic to impose our aerial vantage point on a population that saw the terrain from a very different perspective.(FN49) And how do we determine whether the designer placed Apollo on the north side because of his cult in the Agora to the northwest, his cult in Agrai to the south, or his cult in Porto Rafti to the northeast? Nor does it make sense that the ancient Athenian would want to identify a specific cult with the gods on the frieze. It seems much more logical that the Athenians in general and Pericles in particular would seek to universalize the twelve gods rather than tie them to particular cult places in Attica. In fact, there is evidence to suggest that the Athenians viewed cult in more general terms. Dedicatory inscriptions to Athena found on the Acropolis rarely use cult epithets; in the Archaic and Classical periods 64 percent of the inscriptions address the city goddess simply as "Athena" or "the goddess," not as Athena Polias, Athena Parthenos, or Athena Ergane.(FN50) The topographical or cult guise scheme is one that simply does not work for the frieze, so we should seek another rationale for the arrangement of these important figures. A rejection of this design principle in no way diminishes the subtlety of the frieze; it in fact liberates us to look for other factors influencing the design.
    In a search for the possible meaning behind the groupings of the gods on the frieze it is useful to return to the original intent of the temple built in this particular location. It is generally accepted that an older Parthenon was begun in the 480s as a thank offering for the victory at Marathon.(FN51) This temple, to the extent that it was constructed, was mostly destroyed in the Persian sack of 480 B.C.E., with parts of it later prominently displayed in the north wall of the Acropolis. Its successor was begun some forty years later in 447 B.C.E. at the height of the Athenian empire. It is reasonable to assume that this replacement temple was also a thank offering for military victory. While John Boardman has argued that the Ionic frieze was a specific commemoration of Marathon and its 192 Athenian victims,(FN52) this second incarnation of the new temple to Athena more likely refers to all the successful battles against the Persians. Unlike the land victory at Marathon, these battles (Salamis, Plataia, Mykale, Eurymedon) involved both navy and infantry.
    The land and sea duality may have resonance in the arrangement of the gods. Recently Erika Simon has demonstrated that the four gods in the right half of the assembly (Fig. 6: Poseidon, Apollo, Artemis, and Aphrodite) all relate to Theseus, and in particular his voyage overseas to slay the Minotaur.(FN53) More generally they are all divinities related to the sea and as such were worshiped in Attic ports, like Apollo at Porto Rafti and later Phaleron, Poseidon at Sounion, and Artemis at Aulis, Brauron, and Mounychia in the Piraeus. The divine twins were born and worshiped in sea-girt Delos. Aphrodite was literally born from the sea, and in addition she was invoked by sailors as Aphrodite Euploia ("Of the Safe Voyage").(FN54) The four gods on the other side (Fig. 3) all have strong associations with the land. Dionysos as god of viticulture and Demeter as goddess of agriculture are firmly rooted to the soil, and especially the Attic soil, as at Ikarion, Eleutherai, and Eleusis.(FN55) Hermes is both a god of herdsmen and a god of the crossroads. He is closely connected with land travel and was worshiped at herm shrines throughout the Attic countryside. Finally, Ares is the god par excellence of bloody hoplite battle; he had no temple in the city but was worshiped in rural Acharnai.
    The eight gods arranged thus in two groups referencing land and sea reflect not only Athens's past glories in the wars against the Persians but also its present power as realized in its preeminent position as head of the Delian League. In this way the gods' arrangement echoes Pericles' contemporary policies. As we have seen, his emphasis on citizen families and women bearing children for the state (Thucydides II.44) finds its reflection in the close family groupings of the frieze (Athena and Hephaistos together as "parents" of the kind Erichthonios; Hera and Zeus with Ares and Hebe). He twice referred to Athenian military action on land and sea: "As a matter of fact none of our enemies has yet been confronted with our total strength, because we have to divide our attention between our navy and the many missions on which our troops are sent on land" (II.39); "For our adventurous spirit has forced an entry into every sea and into every land [pi^{Begin Greek}asau m{End Greek}`{Begin Greek}eu j{End Greek}^{Begin Greek}alassau ka{End Greek}`{Begin Greek}i g{End Greek}^{Begin Greek}hu{End Greek}] and everywhere we have left behind us everlasting memorials of good done to our friends or suffering inflicted on our enemies" (II.41).(FN56)
    One can find even closer links between the Olympian divinities and Athenian battles against the Persians. The nuptials of Hera and Zeus, for instance, were celebrated in an annual festival in their sanctuary at Plataia, the site of the Greeks' decisive land battle against Xerxes in 479 B.C.E. Artemis was worshiped at the Euboian promontory of Cape Artemision, where the Persian fleet was routed in 480 B.C.E. At the festival honoring Artemis Mounychia, one of the most important festivals held in Attica, Athenians also commemorated the anniversary of their naval victory at Salamis, since "on that day the goddess shone with a full moon upon the Greeks as they were conquering at Salamis" (Plutarch, Moralia 349f).(FN57) One could amplify these examples, but the point is not to indicate that specific deities were associated with specific battles but simply that the Athenians accorded the Olympian gods the credit for their defeat of the Persians, giving them reason to feel thankful to each and every one of them. The Parthenon frieze, as also the east metopes, where the gods individually battle the giants, and the east pediment, where they witness the birth of Athena, pay homage to this collectivity of gods without whom victory was impossible.(FN58)

SPACE
    One of the persistently problematic aspects of the frieze, which continues to confound scholars, is what for lack of a better phrase might be called the seating plan of the gods. All twelve are posed on diphroi, or simple stools, with the exception of Zeus, who sits on a throne, his left arm resting on the back. Two of the stools, as noted above, carry narrow cushions, and Aphrodite's is luxuriously draped. Within the two groups all figures are posed in profile to the left and right respectively with the exception of Dionysos, who looks to the left but is sitting to the right, placing him back-to-back with Hermes (Fig. 3).(FN59) The gods clearly are looking toward the two files of processional figures who are approaching, and Aphrodite is in fact frankly acknowledging the procession by pointing it out to Eros. Directly in front of the gods are clusters of male figures, variously identified as officials or eponymous heroes,(FN60) who seem to have already arrived and are standing in groups conversing.
    The problem resides in the fact that the gods, with one exception (Dionysos), have their backs to the central scene, the ceremony of the peplos, and the highpoint of the festival in honor of Athena. As Jane E. Harrison once noted, "No artist in his senses would have so arranged the slabs that Athene should actually turn her back on the gift offered her."(FN61) Others have cited it as a design flaw; P. E. Corbett, for example, states, "The composition has however a weakness, which may at first pass unnoticed in the general excellence of the execution; the gods turn their backs on the central group, and though Apollo, Hephaestus and Hera look around at their neighbours, and so toward the middle, the abruptness of the division cannot be ignored."(FN62) Various ingenious explanations have been offered as to why the gods are posed thus: the artist's way of indicating their invisibility;(FN63) the designer's attempt to show that the ceremony of the peplos is taking place within the Parthenon, and so out of sight;(FN64) the central ceremony represents not the presentation of the new peplos but simply the folding of the old one, which is not worthy of special notice;(FN65) the possibility that the cloth is not a peplos at all but some other garment offered to the statue of Athena.(FN66) All of these proposed solutions, awkward at best, generally cannot be reconciled with the overall high quality of the design and execution of the frieze.
    A new approach to the dilemma is clearly called for, one that addresses the issues of space and setting, rather than positing hypotheses based exclusively on iconography. It seems clear that the designer of the frieze was wrestling with a spatial problem; what we are presented with is his solution and what we need to determine is the problem with which he was confronted. By looking at other frieze compositions with groups of deities, such as the east frieze of the Siphnian Treasury at Delphi (ca. 525 B.C.E.) or the east frieze of the so-called Hephaisteion in Athens (ca. 430 B.C.E.), we also find two groupings of gods. However, they are confronting each other. On the Siphnian Treasury the gods are debating the outcome of a Trojan War battle depicted on the right half of the frieze.(FN67) In the Hephaisteion frieze six gods, divided into two groups of three, are watching a battle taking place between the groups.(FN68) In the first instance the gods are meant to be on Mt. Olympos, and in the latter case they are seated on rocks, probably in the Attic countryside. Hence, in respect to both arrangement and subject matter these scenes offer no precise parallel for the east frieze of the Parthenon.
    If we imagine the gods of the Parthenon frieze as acknowledging the procession (as Aphrodite clearly indicates) and as witnessing the peplos ceremony, as surely they must, then a seating plan must be devised that takes into account these two events. An arrangement that acknowledges both of these foci is a semicircle. In 1892 A. H. Smith suggested that the peplos ceremony was meant to be taking place "in front of the two groups of gods, who sit in a continuous semicircle,"(FN69) but this idea has not been generally accepted by scholars even though it neatly solves the spatial problems.(FN70) Where exactly might this semicircle be? Smith states, "These deities are supposed to be invisible, and doubtless, in a picture they would have been placed in the background, seated in a semicircle and looking inwards."(FN71) However, by placing the semicircle of seated gods in front of and facing the temple (which temple is still an issue), the peplos ceremony can be read as taking place in the center and the procession as arriving in two streams at the two ends of the arc of seated gods (Figs. 13, 14). The north procession is received by Aphrodite and the south by Hermes, the two divinities closest to the people.(FN72) This seating plan takes into account both the two files of the procession and the ceremony. If we project this arc convexly to the front of the Parthenon and then try to imagine how an artist would depict this spatial arrangement on a flat frieze without the devices of illusionism at his disposal, we arrive at precisely the solution he adopted. The designer in effect had to flatten the semicircle onto the low-relief band, leave space in the center for the peplos ceremony, and rotate the gods into profile positions for complete legibility.
    A closer look at the poses of the gods lends support to this configuration. In many instances we see them deliberately turning to the front, unlike the gods of the Siphnian Treasury, for example, who are in strict profile. Eight (Dionysos, Demeter, Hera, Zeus, Hephaistos, Apollo, Artemis, Aphrodite) of the twelve present their upper bodies frontally, as if it were a clue to the viewer that we are meant to read them thus. The persistent overlapping of these figures, like the riders on the north and south friezes, also suggests a three-dimensional as opposed to planar arrangement. In an earlier period, vase painters may have grappled with similar problems of trying to represent the gods in a semicircle, as for example the nine seated gods (including Herakles) on an amphora by Exekias in Orvieto (Fig. 15).(FN73) At first glance they appear to be placed helter-skelter, overlapping and facing one way or the other, in no apparent order, but if viewed as a concave semicircle with Zeus, Herakles, and Athena in the center, the arrangement is much more logical. Thus, the varied poses of the gods on the frieze, which seem at first glance to be natural and casual, almost anecdotal, are clues to the viewer of a spatially more complex composition.
    It is often claimed that Greek art, whether painting or relief sculpture, was purely two dimensional, with no attempt to show depth other than via corporeal perspective. That Greek artists of the fifth century B.C.E. were entirely capable of designing in three-dimensional terms is indicated by vase paintings, as, for instance, that on the outside of a cup in the British Museum dated to about 490-480 B.C.E. and signed by Douris (Fig. 16).(FN74) This symposium scene shows banqueters reclining on three couches, two of which are shown in profile, the third depicted head-on with the symposiast's back toward the viewer. Given the serving boy posed beyond the table alongside the couch, this furniture is clearly meant to be projecting beyond the picture plane and into our space. This was a popular device in Attic red-figure vase painting of the late sixth and fifth centuries B.C.E.(FN75) and accurately reflects the actual space of the andron, or men's dining room, where couches were arranged end-to-end along the four sides of the usually square room.(FN76) Thus, it would not have been a radical departure for a Greek viewer to project the gods of the frieze out into his space as he viewed the facade of the temple.(FN77)
    Another element that supports this configuration of the frieze is the pivotal figure E47 (Fig. 17), who is taken to be a marshal. Although he is situated on the north half of the east frieze just beyond the group of standing male figures (E43-46), he is shown raising his right hand to beckon to the first maiden at the head of the south procession (E17), who is three slabs away (Fig. 1). Ian Jenkins has written, "His gesture must be intended for the head of the procession on the south side of the east frieze. Here we have a subtle reminder that the two processions are in fact one."(FN78) The marshal's sight line in effect creates the cord of the semicircle by cutting across the gods, the peplos ceremony, and the two groups of standing male figures. His simple gesture across space serves to indicate that all of these figures are physically situated beyond, or in terms of the Acropolis topography, to the east of the heads of the two processions. He serves also to separate visually the human from the heroic/divine realm by creating a dividing line across the intervening space.
    In addition to these internal clues, there are two external factors that support a semicircular arrangement. First, there is a long tradition of setting out stools or couches for the gods in a ceremony known as theoxenia, defined by Hesychios as a common entertainment for all of the gods. Recently Michael Jameson has shown that this ritual was much more common than has been previously recognized.(FN79) He describes it as "a type of ritual in which the Greeks explicitly honored supernatural figures by using the conventions of entertaining guests: they issued an invitation, they set out a couch on which they laid out coverings and put beside it a table which they adorned with, among other things, dishes containing food and drink."(FN80) One of the fullest accounts describing such a ritual is the law pertaining to the festival of Zeus Sosipolis and the Twelve Gods at Magnesia on the Meander; it involved a large procession, the carrying of the statues of the Twelve Gods dressed in the most beautiful clothes possible, the pitching of a tholos (presumably a temporary circular structure), the spreading of three of the most beautiful couches possible, music, and animal sacrifice to specific deities.(FN81) The gods are not imagined as coming to partake in their own animal sacrifice; instead, they are conceived of as guests enjoying the honors accorded to the patron deities of the city. The deities of the Parthenon frieze can be interpreted in this collective sense as well, as a theoxenia, sitting on specially prepared seats (stools, given the presence of female gods, as women do not recline in Greek society) and witnessing the specific rites held in honor of one of their members, Athena.
    As early as 1937, Lily Ross Taylor proposed that the religious ceremony on the east frieze might relate to the Roman ritual of the sellisternium, which was based on Greek cult practice.(FN82) At Roman festivals and spectacles, stools, thrones, and chairs, often richly draped and cushioned, were set out for the gods in order to secure their presence and goodwill for the ceremonies. She specifically noted the elaborate draping of the stool of Aphrodite, which resembles the draped stool depicted on Flavian coins. That such a rite may be connected with the Parthenon is indicated by the temple treasuries, which list "seven Chian couches, ten Milesian couches, six thrones, four diphroi [regular stools] and nine folding stools" for the year 434/3 B.C.E.(FN83) One could well imagine this furniture being set out for the gods on the Acropolis during the Panathenaia, the festival in honor of Athena, so that they could watch the procession's arrival at the east end of the Acropolis, culminating with the presentation of the peplos and the hecatomb sacrifice to Athena at the altar in front of her temple. Although some scholars have suggested that the gods are on Mt. Olympos or in the Agora in the city below,(FN84) in most scenes of sacrificial processions in Greek vase painting, the deity stands beyond the altar, so we should imagine the Olympians situated similarly.(FN85) What we then see depicted on the frieze is the blessed epiphany of the twelve gods who have literally and in an ideal sense accepted the invitation of the Athenians to the theoxenia in honor of the city's chief deity, have descended to the Acropolis, and have taken their respective seats.
    Second, it is possible to associate the circular arrangement of the gods with another ritual practice, namely, dining in sanctuaries in round buildings.(FN86) The round building, or tholos, was a distinctive type in ancient Greece, and a significant number of these are found in sanctuaries. Evidence suggests that, given the space limitations, they were used for dining by seated rather than reclining banqueters. In Athens the practice of dining in a round building was institutionalized by the Athenian democracy; the round building in the Agora known as the Tholos functioned as a dining room for fifty prytaneis (tribal representatives) and six to ten officials.(FN87) The small size of this building (55 feet in diameter) makes it clear that it probably could not accommodate couches for all fifty officials, who must have sat on chairs or benches arranged in a circle. Upright seating in a semicircular arrangement is also characteristic of the Greek theater, where spectators watched the drama taking place in the center, where an altar was usually present. In view of these long-standing Greek traditions, it is not improbable that the Olympian gods of the friezes were arranged in a semicircle.
    This arrangement has the added advantage iconographically of placing Athena and Zeus side by side (rather than back to back), as they are so often shown in Greek, especially Athenian, art. They fight together in the Gigantomachy, they sit side by side in conclaves of the gods (as in Fig. 15), and they were both worshiped on the Acropolis under the guise of city divinities: Zeus Polieus and Athena Polias. Athena derived her aegis and by extension her protective power from her father.(FN88) Aeschylus demonstrated their intimate relationship at the end of the Eumenides (lines 826-28) when Athena says to the Furies, "I rely on Zeus ... I am the only one of the gods who knows the keys to where his thunderbolts are kept." As the two tutelary divinities of the Athenian Acropolis, father and daughter belong close together here on the frieze, just as they are together on the pediment above.(FN89) First among equals, they sit together enjoying both the theoxenia and the Panathenaia presented by the city in Athena's honor.

TIME
    Having situated the gods in space, is it also possible to establish a temporal setting? The element of time in the Parthenon frieze has been much discussed of late. Evelyn Harrison sees four phases of Athenian history in the four sections of the frieze: the west with Theseus as early times; the north with groups of four as pre-Kleisthenic; the south with groups of ten as the Democracy; and the east as "timeless."(FN90) Lin Foxhall has distinguished between "human time" and "monumental time" in Greek thought and singles out the Parthenon frieze as the one monument that bridges both.(FN91) A unitarian might argue the view that the frieze represents a time-space continuum like the painting of the Battle of Marathon in the Stoa Poikile, in which there was a coterminous movement in time and space through the picture from left to right, from beginning to end. Certainly, one of the great artistic achievements of the frieze is its seamless movement through time and space, from the preparations for the procession at the west end to a sort of conclusion (some say anticlimax) at the center of the east.
    However, by restricting our consideration to the east end of the temple, it is possible to take cues from the temporal elements of the other sculptural decoration. In the east metopes, for instance, it can be determined by the presence of Helios at the far right that the long night of fighting the giants is over, the tide has turned in favor of the gods, and victory is assured. In the pediment above, the sun rises as the moon (or night) sets, thereby providing the viewer not only with a locale (heaven) but a time (dawn) as well. As for the specific timing of the action, the full-length standing pose of Athena indicates that the process of being born from the head of Zeus is completed.(FN92) Likewise, on the base of the Athena Parthenos the action of creating Pandora is complete and she is being adorned. All these sculptures suggest a phase after the main action, a denouement so to speak, when the future is assured, in striking contrast to the east pediment of the Temple of Zeus at Olympia, where there is a strong sense of foreboding and anticipation of events to come.
    Returning to the east frieze, one can use these external clues to detect an impression of conclusion in the narrative. There is no sense of anxiety or foreboding here. The gods are chatting casually after the main event, the presentation of the peplos. The peplos itself is being folded up, not unfolded, to be put away until the next ceremony.(FN93) In temporal terms, the frieze conveys that the goodwill of the gods is assured through the timeless reenactment of the ritual, which has been carried out successfully once again. In this sense the east frieze transmits the same message as the chryselephantine statue in which Nike has alighted on the hand of the goddess--namely, victory is assured.

INFLUENCE
    Given these messages borne by the gods on the east frieze, we must inevitably ask the somewhat mundane question: Could anyone even see them? Their location directly behind the fourth and fifth columns of the east facade and their height at forty feet are not favorable for viewing.(FN94) Standing directly in front of the east colonnade one saw only the two main couples, Hera and Zeus at the left, and Athena and Poseidon at the right, and their "children" Hebe and the boy-king Erichthonios (Fig. 18). The other gods have to be viewed from an angle; if one moves south of center one can align the south group of gods between columns VI and V, and the north group between columns V and IV (Fig. 19), but the ensemble can never be viewed in its entirety. This pattern of viewing supports the interpretations proposed above, namely, that on the one hand the viewer is to relate to the family associations of the gods and on the other to the division of land and sea deities into distinct units within the larger collective.
    We are also compelled to conclude that these figures could be seen in antiquity because they exercised a perceptible influence on later sculpture. An obvious example is the fourth-century B.C.E. statue known as the Ares Ludovisi (Fig. 20), which echoes remarkably faithfully the leg-holding pose of Ares on the frieze.(FN95) However, the best-known example of the frieze's influence in relief sculpture is from the Augustan era, a period in which the style of fifth-century Greek art was deliberately imitated. In particular, the two processions of draped figures on the Ara Pacis in Rome consciously copy the standing draped men and women of the east frieze, who also approach from two directions.(FN96) Less often cited in this context is the panel showing the Italic goddess of fertility, Tellus (Fig. 21).(FN97) In her seated pose with right leg extended, her attention to her offspring, her veiled head, and even to the buttoned sleeve descending to her right elbow, she closely resembles Aphrodite on the Parthenon frieze, enough to suggest that the Roman artist adapted the figure for Tellus simply by adding a second child.
    Another Julio-Claudian work of art that bears echoes of the Parthenon frieze is the Gemma Augustea (Fig. 22).(FN98) In the center a relaxed, half-draped Augustus sits enthroned facing left, a lituus, or augur's staff, in his right hand, and his left arm resting on the back of his throne. Although lacking a beard, he closely resembles Zeus on the Parthenon frieze, and the eagle under his throne is a direct allusion to Jupiter. His companion, Roma, seated at his right side, look backs toward Augustus just as Hera turns toward her husband. The youth Germanicus standing beyond Roma recalls Hebe in his close juxtaposition, so that the three can be read as a triad, like Zeus, Hera, and their daughter. The somewhat awkward composition in which the figures to the right of Augustus are seated with their backs to him also evokes the arrangement of the gods on the frieze. Perhaps we are meant to interpret the seated figures on the Gemma Augustea in a similar fashion, that is, as arranged in an arc awaiting the arrival of Tiberius. While the figure of Tellus here does not copy the Aphrodite of the frieze, her child tucks his right hand into his mother's drapery, which may be a direct echo of the pose of Eros. Extending the analogy even further, it is possible to see the lower register of the Gemma Augustea as analogous to the peplos ceremony, that is, as an event taking place in front of the assembled mortals and divinities in the upper register. The trophy being erected and the captured enemy indicate that victory has been attained. While in Roman terms it undoubtedly represents a specific rather than a timeless event, in temporal terms it conveys the same message as the Parthenon frieze.
    These comparisons suggest that the Parthenon east frieze not only was visible but that it also exerted an influence on later, particularly Augustan art. That this prototype was deliberately chosen is indicated by the fact that the Greek and the Roman reliefs have similar political agendas. In the case of Aphrodite and Tellus, the message is one of fecundity and future prosperity. The triads Zeus/Hera/Hebe and Augustus/Roma/Germanicus place a similar emphasis on progeny and dynastic succession. At the right beyond the throne of Augustus one sees the two gods Oikoumene and Neptune, personifying respectively the cities of the empire and the ocean that surrounded the world. Thus, the land and sea duality that we have observed in the arrangement of gods on the Parthenon frieze may be alluded to here in a Roman cameo carved some five hundred years later.(FN99) In spite of distance and time, the Romans well understood the ideology of Athenian imperial art, and they incorporated it into their own artistic masterpieces.
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