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VESTIRE GLI IGNUD!'

THE APPEARANCE OF DRESS ON IRON AGE PHOENICIAN FIGURINES:
THE CASE OF KHARAYEB (LEBANON)

Ida OGcGlANO

ABsSTRACT: The theme of nudity in the votive clay figurines is closely correlated
with that of the meaning of the use of dress in the society that created them. In
this paper, on the basis of the analysis of the votive coroplastic from the cult place
of Kharayeb, dating from the 7th to the Hellenistic period, the phenomenon of the
appearance in the Late Iron Age Levant repertoire of female figurines wearing a long,
simple mantle or more sophisticated dress will be analyzed. In fact, even if naked
female figurines presenting their breasts are still part of the local repertoire, it is
evident that, from the Late Iron Age onwards, the Levantine communities feel the
need to represent women with clothes probably to emphasize the gender, age and
social position. The introduction of the Greek repertoire will be also considered. In
particular, it is interesting that the population of the Phoenician agrarian hinterland
in the Hellenistic period “delegates” to images of a distant and very different world
the representation of their own physical appearance (body, dress, movement, etc.) The
aim of this paper is to assess this act of delegation, which was performed not by an
individual but by an entire community, considering that ritualization strategies are
closely linked to the body (according to embodiment theories) and that wearing a
special dress, hairstyle or jewellery, or emphasizing a certain part of the body, is a
way of indicating status and identity.

RESUME: Au cours de I'age du fer tardif, la figure féminine est représentée de
diverses manieres dans la coroplastie levantine. Les figurines féminines nues se tenant
les seins sont encore attestées mais de nouveaux types présentant des vétements
gagnent en popularité, qu’il s’agisse d’un simple et long manteau (comme dans le
répertoire de la cote phénicienne) ou d’une robe plus sophistiquée (comme dans
le répertoire nord-syrien). La présentation du matériel coroplastique du site cultuel
phénicien de Kharayeb, situé aux alentours de Tyr et actif du vii®siécle av. J.-C.
jusqu’a la période hellénistique, nous permettra donc d’aborder les thématiques
suivantes: (a) 'introduction progressive dans le répertoire levantin des figurines de
femmes habillées ; (b) la possible connexion entre habillement et type de figurine (on
peut notamment penser aux femmes jouant du tambour ou a celle communément
appelée Dea gravida, avec sa fonction spécifique); (c) I'introduction du répertoire
grec. Concernant ce dernier point, il est intéressant de noter que la population
vivant a I’époque hellénistique dans 'arriére-pays phénicien, « délégue » a des images
provenant d’'un monde complétement différent des éléments caractéristiques de leur
propre apparence physique (corps, vétement, mouvement). Puisque les stratégies de
ritualisation sont étroitement liées au corps — selon la perspective des embodiment
theories — et que le port d’une robe particuliere, d’une coiffure, d’'un bijou ou encore
la mise en valeur de certaines parties du corps constituent des moyens d’indiquer le
statut et I'identité, cet acte de délégation mérite notre attention, d’autant plus qu’il
n’est pas limité a un individu mais élargi a une collectivité entiére.

1in

1. “Vestire gli ignudi”—clothing the naked—is not only one of the corporal works of mercy of the Catholic tradition
but the title of a comedy by the Italian writer Luigi Pirandello that inspired the title of this paper and some
concluding remarks.
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During the Late Iron Age in the Levant, female
figurines are represented in various ways: naked
female figurines presenting their breasts are still
found, but new types gain in popularity, often
wearing a long, simple mantle (as in the southern
repertoire of the Phoenician coast) or more sophis-
ticated dress (as in the northern Syrian repertoire).
Through the presentation of coroplastic material
from the Phoenician cult place of Kharayeb (near
Tyre), dating from the Iron Age and Hellenistic pe-
riod, this paper will try to understand the motiva-
tions that lead to the progressive introduction into
the Levantine coroplastic repertoire of a new type
of dressed women, and the possible connection of
this specific type of image (as in the case of drum-
playing figurines or the so-called Dea gravida) with
some particular function.

The cult place of Kharayeb
The archaeological site called “matkaf”
(fig. 1)

A few kilometres north of Tyre, inland but near
the coast, there is a densely populated village called
Kharayeb. After the discovery in 1946 of several
terracotta figurines in an area at the entrance to
the modern village (called “Juret el-Khawatem”—
the pit of the rings), Lebanon’s Director of Anti-
quities, Emir M. Chéhab, started to excavate that
same year, unearthing the ruins of a rectangular
building dating back to the Hellenistic period. In
front of the building, near a paved courtyard, a
favissa rich in clay figurines dating from between
the 7th and 1st century BCE was found.” In 1969,
the excavation was reopened, and 1. Kaoukabani®
found, together with several figurines dated to the
same period, significant architectonic elements in-
cluding a lintel with uraeus, and two Egyptianizing
statues wearing the shendit, a well-known type in
this region.” While M. Chéhab published an intro-
ductory report of those activities, B. Kaoukabani
chose the site as the main subject of his PhD thesis
at the Sorbonne University.’

In 2009, the Institute for the Study of the Ancient
Mediterranean (ISMA) of the National Research
Council (CNR) and the Italian Ministry of Foreign
Affairs (MAE) supported a new research project

2. CHEHAB 1951-1952; CHEHAB 1953-1954.

3. KAOUKABANI 1973.

to resume the study of the figurines stored at
the Directorate General of Antiquities (DGA) by
analysing all the fragments stored in several boxes
after the end of the Lebanese civil war. The material
was studied from various perspectives: technology,
style, iconography, colours, etc. The analysis of the
fabrics, already conducted on a macroscopic level,
is the focus of the project entitled “Establishment
of a Phoenician pottery database on the chemical
composition of terracottas using ion beam analy-
sis (IBA) techniques and application to the study
of artisanal production (pottery and coroplastic)
from the Kharayeb archaeological site in southern
Lebanon™.®

The main goal of the study of the figurines is
to reconstruct the life of the people living in the
rural countryside of the Tyrian region between
the 7th and 1st century BCE. In order to widen
the relevance of the project, the study could not
be restricted to the material in museum storage.
Starting from the fundamental concept that the
ideal repositioning of the clay figurines will have
been in their archaeological and historical context,
a new project of excavation and survey started in
November 2013, following an agreement between
ISMA and the Lebanese University. New works
have provided new information about the first
phase of frequentation of the area (with pottery
dating back to the 9th-8th century BCE), about the
chronological phases of the main building (built
entirely in the Hellenistic period), and about the
rites of the first phase, performed using small and
miniature plates.’

The Kharayeb project, which at first was aimed
mainly at reconstructing the life of a Phoenician
place of worship, has been enlarged today to be-
come a wider interdisciplinary study of the agri-
cultural hinterland of Tyre between the Iron Age
and the Hellenistic period.®

Figurines and nudity:
some preliminary considerations

The subject of the female nude figurines in
the ancient Near East has been widely studied,
and the meaning of the female nudity variously
interpreted.” Before dealing with the case study

4. FAEGERSTEN 2003. 5. |brahim KAoukABANI,

Les terres cuites de Kharayeb, Paris 1977, Thése de 3€ cycle en histoire de I’art et archéologie Paris I. The material
from the Kaoukabani excavations is not in the depot of DGA. 6. The project, under the direction of Ida
Oggiano (ISMA-CNR) and Mohamad Roumié (Lebanese CNRL), is funded by CNR and CNRS-L under a Bilateral
Agreement between the two institutions. 7. OcGlANO et al. 2016. 8. For the project with the municipality of
Kharayeb, see OcciaNo 2014. 9. RouMIE et al. in press; WINTER 1983; BAHRANI 2001; SEIDL 2001; UEHLINGER
2001; BONNET & PIRENNE DELFORGE 2004, MOOREY 2004; ASHER-GREVE & SWEENEY 2006; ASSANTE 2006; FELLI
2015, p. 218-220; LUCIANI in press. The term “nudity” simply refers to the absence of clothes, without implying
any interpretation. See instead AsHER-GREVE, SWEENEY 2006, p. 133. The difference between “nakedness” and
nudity has already been highlighted by Kenneth Clark (CLARk 1956), who described “nudity” as the erotic and
aesthetically appealing aspects of “nakedness”.
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1. Kharayeb: general plan of the main building — 2013-2015 excavations.

of Kharayeb, it is important to offer some consi-
derations that form the theoretical basis for the
interpretation of the data that arise.

The importance of context

“Terracottas do not have inherent meanings in-
dependent from their historically specific contexts
of production and use.”'’ Therefore, particular at-
tention has been devoted not only to the analysis
of the iconography but also to the function of the
context, the method of production, the associa-
tion of the figurines with other kinds of material
(e.g. miniature vessels), or the percentage of the
figurines in relation to the total number of finds.
Indeed, in the assessment of the meaning of some
characteristics of the Kharayeb coroplastic field,
the adoption of the point of view of the people who
made and/or bought these figurines has become
increasingly important. For example, the study
of technological aspects of serial production has
turned out to be crucial in shifting our attention

from a single iconographic element (with the risk
of creating an aura of singularity around the object)
to the process of “reactivation” of the meaning of
the figurines that, on the contrary, was achieved
by their repetition (fig. 2). Incidentally, in con-
temporary art, Andy Warhol experimented in his
works with the visual impact of the reactivation
of meaning obtained by the repetition of images of
everyday life.

Imagery is not a static phenomenon'

According to R. Lesure, the term “meaning” can
be understood in a variety of ways: “Meanings
are not fixed relations between objects and ideas
but mobile products of the ongoing conversations
and activities that constitute social life. They are
negotiated, contested, and unstable.”'”

At Kharayeb, some themes were heirs of an
ancient tradition (the nude figurine with her hands
to her breasts); others were new types created in
the southern Levant, simply replicated and used in

10. MOOREY 2004, p. 3. See also ASSANTE 2006, p. 178: “Removing female nudes of all periods from their
contemporary contexts, they lined them up and presented them as an unbroken tradition of representation. The

result has been a large number of distortions and misinterpretations.”

2002, p. 588 and fig. 1.

11. MoOREY 2003, p. 14.  12. LESURE
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2. Kharayeb figurines: group of heads
of young boys with causia.

the cult place; others, finally, in the so-called “Hel-
lenistic” period, were iconographic creations of a
very distant world, acquired by local workshops
without any sort of modification. Therefore, the
meaning of nudity, at least in this last case, should
focus on the reasons for their survival and on the
new meaning in the new context, rather than on the
evaluation of the raison d’étre of their creation.

Images without name
and the importance of function
Speaking of the images of naked women in
the ancient Near East, C. Bonnet and V. Pirenne-
Delforge said, “on se gardera bien de mettre une
étiquette, un nom sur ces images, celui d’Ishtar, par
exemple ou un autre, dans la mesure ou les pan-
théons syro-palestiniens et mésopotamiens étaient
riches et fluides (nous opérons au sein d'un poly-
théisme polycentrique) et que 'image évoque da-
vantage une ‘force divine’ opérant qu’une déesse
précise.”"” The holistic perception of a group of
terracottas is, therefore, more important than for-
cing the interpretation of an image in order to give
it the name of a god or goddess. Attention must
shift away from the deities that may or may not be

13. BONNET & PIRENNE-DELFORGE 2004, p. 836.

identified at a cult place, and concentrate instead
on the ritual practices that people engaged in when
they frequented the site.' Kharayeb is, moreover,
a classic example of an unsuccessful effort to force
the decoding of an image.

M. Chéhab, in fact, on the basis of a few fi-
gurines representing Demeter and Kore, the type
of the Dadofora, and the interpretation from a
mysteric perspective of a few images of Dionysus
and Herakles, imagined the cult place as a “centre
de cultes agraires et de mystéres éleusiniens.””

1. Kaoukabani, '° on the other hand, assumed that
the cult place was dedicated, in a first phase, to
a local type of Astart associated/identified with
the goddess Isis, that the building was a mammisi,
and that during the Hellenistic period the cult
must have acquired a Demetriac character, along
with mysteric connotations. The fragility of these
hypotheses has already been demonstrated.'” One
might add, following some recent and convincing
studies on this topic, that at Kharayeb, except for
a few cases like that of the seated male figure
with the atef crown of the Persian period, the
iconographic types, including the nude ones, seem
to refer to real figures.

14. BAILEY 2005. “We have to look at terracottas not so much

‘in order to’ but ‘for’, in other words, we are not interested in decoding what they represent, but in achieving a

holistic understanding of them” (GARCIA-VENTURA & LOPEZ-BERTRAN 2010, p. 739-740).
17. LANCELLOTTI 2003.

p. 143-154.  16. KAOUKABANI 1973.

15. CHEHAB 1951-1952,



The dilemma: human females or goddesses?

One question has consistently been a focus of
debate in the study of naked female figurines: are
they representing humans or goddesses?

Nudity, without specific attributes, has been in-
terpreted in various ways: as an abstract concept—
the principle/quality of human dignity expressed
by the Akkadian term bastu'®—as a positive general
message of pure pleasure, power and fecundity, as
a deity identified as a mother goddess or, more
specifically, ‘Inanna, I§tar, Astarte, and more “con-
cretely” as the representation of a priestess, temple
attendant, worshipper and seductress.

Apart from adopting a critical position concer-
ning the use of the term “mother goddess” and the
concept of “fertility”'” and concerning the need
to find a divine name for these anonymous fe-
male images, some interesting recent studies have
tried to concentrate on the connection between
the iconography and the supposed use and social
role of these kinds of objects.”” M. Luciani argues
that the mass-produced naked female figurines in
third- and second-millennium Mesopotamia would
have represented real women and were used in
connection with social events involving large parts
of the population.?’ C. Felli, speaking of ancient
Mesopotamia’s nude female figurines in different
media, hypothesizes that this iconography refers
to a real figure playing a cultic role and having
enough importance in daily life to justify frequent
representation.’”

Divine or not, expression of a concept or not, it is
clear that the naked figurines are bearers of a social
message, transmitted to various audiences and in
different contexts, to which it is important that we
turn our attention.

Images and social identities

“As miniature representations of human bod-
ies, figurines also provided immediate and obvious
connections to the corporeality of their human
interlocutors, allowing for mutual identity sharing
between object and user.””* Moving from the sim-
ple classification of iconography to the analysis of
the interaction between humans and objects, spe-
cial attention should be paid to the active role both
of the buyer of the figurines—who could address

VESTIRE GLI IGNUDI 271

the selection of the iconographic repertoire—and of
technology, which led to the introduction of new
images and new ways of representing body and
dress. In doing so, a window can be opened on the
people living in the rural hinterland of the southern
Phoenician coastal cities between the Iron Age and
Hellenistic periods.

Clothing the naked: the appearance of dress
in Iron Age Phoenician figurines

What are the motivations for the progressive
introduction into the Levantine coroplastic reper-
toire of a new type of dressed women, and the
possible connection of this specific type of image
with particular functions?

The appearance of and increase in nudity in the
repertoire of the ancient Near East has already
been analysed for different periods. P. R. S. Moorey
underlines the sharp increase in mould-made terra-
cotta plaques representing nude females at the turn
of the second millennium BCE in Mesopotamia,
as well their decrease thereafter.”” O. Keel and
K. Uehlinger have noted that, during the Iron
Age TIA, “women [...] are portrayed [...] wearing
at least a veil but can also wear a skirt wrapped
around the hips or else they wear a dress that co-
vers the entire body”. According to the two schol-
ars, the tendency towards clothing the individual in
the southern Levant iconographic repertoire would
be progressively more prevalent during the entire
Iron Age.”

In the southern Levant, in fact, the Late Iron Age
and Persian period saw a shift from conservatism
to openness to innovation, and therefore it is in
this cultural context that attitudes towards nudity
changed from less to more restrictive. This is a
prime consideration for Kharayeb, since the local
production turns out to be the protagonist of such
a “restriction”, emphasizing the role of artisans’
agency. In fact, within the Kharayeb production,
characterized by types well documented in con-
temporary Phoenicia and Palestine—horseman and
horses, pregnant women, women supporting their
breasts (fig. 3, b), male seated gods with atef crown
or flat hat (fig. 3, a) — male nudity is not attested,
and for the female images two trends can be ob-
served:

18. BAHRANI 1996; BAHRANI 2001; BONNET & PIRENNE-DELFORGE 2004; ASSANTE 2006, p. 181; FELLI 2015; LUCIANI in

press.

oriented) as applied to the interpretation of the nude figurines see AsSANTE 2006, p. 178-180.

19. On a critical approach to the concept of “fertility” and “sexuality” (male-centred and biologically

20. LESURE 2002,

p. 588: “In addition, analysts studying meaning can ask a variety of questions. For instance, instead of what

figurines mean we might ask how they mean”.
me read the preprint version of her interesting paper.
24. MOOREY 2004, p. 71-77.

21. LuciaNt in press. | wish to thank Marta Luciani for letting
22. FELLI 2015.
25. KeeL & UEHLINGER 1998, p. 164; for the so-called “naked-goddess” type see also

23. LANGIN & HooPER 2013, p. 451.

p. 202, 336, 384. According to the two scholars, Iron Age | corresponds to the 10th century, and Iron Age IIB-C is

the period between the 9th century and 586 BCE.
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3. a. Seated male figurine with
flat heat from Kharayeb;

b. Woman supporting their
breasts from Kharayeb;

c-d. nude and dressed female
northern Syrian figurines;
figurines with outstretched
arms and Eastern Greek dress;
e. from Beirut ; f. from
Kharayeb.




Trend towards covering
the nude female types

In the Syro-Palestinian coroplastic repertoire,
female figurines are represented in various ways:
naked, in frontal position to the viewer, holding up
their breasts in their hands, or with outstretched
arms. The type supporting the breasts was covered
with sophisticated dresses of oriental origins only
in the Syrian and northern Phoenician production
(fig. 3, c-d). The type with outstretched arms was
created during the 8th century (reproducing an an-
cient local motif) and gained a certain popularity in
the Achaemenid period.”® Around 550 BCE, types
with Ionian dress and headdress (stephane) also ap-
peared.”’ They are the creation of local artisans, as
demonstrated by the excessive length of the arms
and by the thickness at the level of the hands, both
characteristics unthinkable for figurines or moulds
imported from Greece.” For a certain period and
in some contexts, the type with outstretched arms
coexisted in the two variants—naked and clothed—
but not at Kharayeb, where only the clothed type
is attested (fig. 3, e-f).

Figurines that portray a female holding a round
disk in front of her upper body are typical of the
first three centuries of the first millennium, in
both the naked and clothed variants.”” The drum,
like all the musical instruments, can more easily
be associated with the dances and music which
were a fundamental part of rituals and, therefore,
this type refers to a real figure. One naked fig-
urine with drum from Taanach, with accentuated
genitalia, “was out of step with the times”, accor-
ding to O. Keel and C. Uehlinger, because women
were now more commonly portrayed wearing a
dress that covered the entire body, a skirt wrapped
around the hips, or at least a veil.”” The tendency
towards clothing the individuals will be even more
prevalent between the 8th century and the Per-
sian period throughout the southern Levant and
Cyprus.”'

Trend towards creating new male

and female types, always clothed
Some new iconographic types appear in the Late
Iron Age and Persian period: the male seated fi-
gurine with atef crown and flat hat, the so-called

26. GUBEL 1982.

& UEHLINGER 1998, p. 164.
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pregnant woman, the female figure with a stola, a
fan, etc. All the new types are dressed (fig. 4).

Before examining some examples of the new
dressed type, and to better understand the signi-
ficance of the act of covering nudity, it is important
to consider the basic reasons for humankind’s use
of clothing. To quote L. Bonfante, these are: “1) as
protection against the elements, especially the
cold; 2) for social reasons, to distinguish members
of a tribe or class; 3) from a sense of shame; 4) for
aesthetic reasons, as decoration, pleasure, beauty,
and to attract the opposite sex; 5) for apotropaic
reasons, to turn away the effects of magic, sorcery,
the evil eye, and hostile spirits.”**

Some case studies will help to give some pos-
sible explanations for the trends towards dressing
figurines.

Dressed pregnancy: context and historical,
anthropological and iconographic
comparativism

Emphasis on a particular part of the body is
the means through which the first anonymous
inventor of an iconographic type can express a
new message and [’air du temps. The sudden ap-
pearance of the female figure with a big belly,
therefore, tells of a social context within which
it became important to emphasize the status of
pregnancy, a moment in female life that has never
been frequently represented. This is what can be
said about this iconography defined (although in
the absence of known divine markers) as “Dea
Gravida” (fig. 4, a).”

In interpreting certain iconographies whose
meaning is not very clear, it may be helpful and
stimulating to use iconographic and ethnographic
comparison, as this may offer new interpretative
perspectives. However, ethnographic comparison
can be misleading if used indiscriminately.” At the
same time, the importance of the use of analogy
should not be underestimated when this method is
used to identify comparable recurrences within the
framework of cultural complexes remote in time.
If we consider the frequency of representations of
the key moments of maternity in different periods,
for example, we notice two opposing elements: the
rarity of the images of pregnancy and childbirth, in

27. NUNN 2000, p. 11 for criticism of Riis (Rus 1949) for the use of Greek terms like chiton,
kolpos, himation to describe the clothes of these Syrian figurines.
one example from Kharayeb can be attributed, tentatively, to this type (Occiano et al. 2016, fig. 11, 3).
31. PAz 2007 passim; KEeL & UEHLINGER 1998, p. 164-165; for comparison with the

28. GUBEL 1982 p. 230.  29. PAz 2007; only

30. KEeL

type attested at Kharayeb, PRITCHARD 1978, fig. 41-42 (Sarepta); Bikai 1978, Tav. LXXXI, 2, Stratum 11 (740-700 BCE)

(Tyre); KARAGEORGHIS 1987, p. 18, fig. 2-3 and p. 17, fig. 1 (Amathos).

32. BONFANTE 1989, p. 544 and n. 2. The

scholar says that, in a clothed society, nakedness is special and can be used as “costume”, and that, like clothing,

nakedness was used to distinguish social groups.

33. CuLICAN 1969.

34. OGGIANO 2012.
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4. Dressed female figurines from Kharayeb: a. Pregnant; b. with fan c. with flower.

contrast to the more frequent motif of breastfeed-
ing.”> Why?

The (relatively) frequent representation of
breastfeeding is probably to be connected not only
with the physical, biological act of nourishment™
but also with the “cultural” role of women as
nurturing figures, from the first days of life to the
daily preparation and distribution of food within
the domestic group.”’ These kinds of images,
therefore, have “more to do with the identification
and placement of woman in society than as aspects
of religious devotion”.** In Classical Greek art, the
motif of the nursing mother is absent, probably to
avoid any kind of display of female nudity, which
was perhaps felt to be too private and shameful.”
This image enters the repertoire of Kharayeb, as
with Greek art, only in the Hellenistic period; this
fact has led to a particularly close consideration
of the predominance in this cult place, during
the Iron Age-Persian period phases, of a type

of iconography that is rare in other contexts: the
image of the pregnant woman.

The rarity of the representation of the prenatal
period, with all the anxieties connected with it,
gives more significance to the diffusion in the
southern Levant, during the Persian period, of a
type of figurine representing a pregnant woman,
seated or standing, often with a hand on the ab-
domen. This iconography is an innovation within
the local repertoire that first appeared around the
8th century BCE and became widespread especially
during the 6th and 4th centuries BCE.* Pregnancy
is depicted as a delicate and modest moment, with
the expressive and realistic gesture of one hand
placed on the belly, and without a particular sexual
allure. The emphasis is now on the unambigu-
ous role—compared to that of naked women, still
debated—of the woman’s body as the place where
the concept of fertility (a female or male preroga-
tive) comes concretely to life.

35. BUDIN 2011, p. 2: “Although more popular than images of pregnancy or childbirth, the kourotrophos is a highly

specialized, localized, and contrived image that appeared only in a limited scope in the ancient world.”

36. BubpIN

2011, p. 9. BONNET & PIRENNE-DELFORGE 2004, p. 831, speak in the same terms of nudity: “la nudité n’appartient
donc pas seulement a la sphére biologique ... on pourrait dire que la nudité féminine évolue du monde de la nature

au monde de la culture.”
1989, p. 567-568.

37. DELGADO & FERRER 2011, p. 184-186.
40. GUBEL 1983, p. 33-36; for Cyprus, BUDIN 2011, p. 228-229.

38. BUDIN 2011, p. 347-348.  39. BONFANTE



The general rarity of this iconographic type
gives more significance to its diffusion in the Per-
sian period, when images connected with mother-
hood and childhood prevailed in the various media.
The pregnant woman, whether a goddess or a mor-
tal, reflects the formalization of the ritual practice
of invoking a good pregnancy, a good childbirth
and a good offspring, performed in ceremonies
where these images would have played an impor-
tant role.”’

Clothes as symbols of function:
female figurine with sto/a (fig. 5, a)

Female figurine with stola,*” a long strip of fabric
that is an element of the apparel of some officials
in Assyrian reliefs’’ and in some Phoenician mo-
numents. "

It is evident that, whatever meaning it had, the
stole was a marker of a certain social function
and was worn by people of rank in their role as
operators in cultic rituals, as surely is the case with
the superintendent to the door (rab §%m) Baal-
shamar, portrayed with ritual dress and bare feet
on one of the Umm el-‘Amed stele (fig. 5, b).* The
stola is represented also in the western Mediter-
ranean colonies, as we can see in a sarcophagus
from Carthage and in some stele from the tofet of
Monte Sirai and Sulcis in Sardinia.” Is it possible
that a priestess (khnt) is represented? The answer
may be “yes”, because the existence of priestesses
is known from some inscriptions from Phoenicia
(Ummiastar mother of Eshmunazor II of Sidon)"’
and in the Punic word (confraternity of Astart’s
b‘mt ’s ‘$trt),”® and because the use of the stole as
a symbol of this category is confirmed by stone
monuments such as those of Umm el-‘Amed and
Carthage, which are not anonymous images but
refer to concrete individuals.

It can be affirmed, therefore, that the representa-
tions of female figurines with stola from Kharayeb
are real figures playing a cultic role, perhaps as part
of a specific group of personnel.
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Flower and fan:
objects as symbols of rituals (fig. 4, b-c)

The attributes of the fan, the flower and the
drum are probably connected with particular mo-
ments in the ritual performances or with particular
functions of the participants, while the simple veil
covering the head of a group of female images is
less distinguishing. These figurines are the physical
expression of the active participation of common
women, often neglected in texts and official media,
in religious life. The images of women holding
either a fan or a flower in front of their breast are
more identifiable as real figures, therefore, than as
goddesses.”

Hellenistic period figurines from Kharayeb
as actors of a sacred representation

This last part is dedicated to the introduction of
the Greek repertoire, to the problem of interpreting
new forms of dress and new forms of nudity (of
males and children), and to evaluating the figures
not as isolated types but as a complex of images.
Figurines, viewed as a whole, function as actors of
the sacred “performance of a ritual”.”

Around the 4th century BCE, the structures of
the Iron Age-Persian period were completely co-
vered by a new edifice. Only a few items from
the Persian period were collected in a pit near the
building, a favissa that was filled with material
until the end of use of the cult place (around the 1st
century BCE). The majority of votive pottery and
figurines of the first phase were left on the so-called
dallage and were found during the excavations by
Kaoukabani.”'

Rituals, like images, are not static phenomena:’”
the construction, in new architectural forms, of
a sanctuary (with the introduction of architec-
tural and decorative elements from the coast) must
therefore have also effected changes in the forms of
the ritual performances that were, as is generally
recognized, influenced by the physical paths and
movements of the worshippers. In correspondence

41. BupIN 2011, p. 173, proposes that Phoenicians created this iconography because their colonizing society needed

to “multiply” from the 8th century onwards.

42. CECCHINI, 1981, n. 14.
45. DUNAND-DURU 1962, pl. LXXXVIIL, bis; MAES 1991, p. 222-223.
263. For the priest in the Phoenician and Punic world, see AMADASI & Guzzo 2003.

43. READE 1972.  44. CECCHINI 1981.
47. KAI'14. 48, CIS|,
49. The iconography of

46. OGGIANO 2013.

the frontally standing woman with long dress (sometimes embroidered and fringed), adorned often with jewels,
holding a flower, usually in the left hand, appeared in northern Syria and Cyprus between the 6th and 4th

centuries: RiIs 1949; SCANDONE MATTHIAE 1996; NUNN 2000; MICALE 2014.

50. On the possibility of seeing

terracottas as units of various types rather than just as single type, see MOOREY 2003, p. 21-22.  51. KAOUKABANI

1973.
reinterpreted or transformed.”

52. BELL 1997, p. 83: “ritual as part of an historical process in which past patterns are reproduced but also
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5. a. Female figurine with stola;
b. Stele of Baalshamar from Umm
el-‘Amed.

to the radical modification of the architectural as-
pect of the cult place, the activities of the coroplas-
tic workshops were renewed. New techniques of
production using double moulds were introduced,
probably from the coastal cities. Local manufac-
turing traditions disappeared completely, and no
skilled artists seem to have created new archetypes.

The perception of body and dress:
foreign iconography and local community

The variety of iconographies of the Hellenistic
period is really remarkable. The number of deities
is very limited compared to the iconography of
common people: women, men, children and young
boys (fig. 6). So, how should we interpret these
iconographies?

Considering that the images are all derived from
the Hellenistic Greek repertoire, without noti-
ceable innovation, we suggest that the application
of concepts arising from the sociology of bodies
(fundamental in the study of societies which create
images) is misleading. At this level, it is better to
shift to the study of the reception and perception of
the body and dress—in other words, to investigate

53. BONFANTE 1989.  54. BAHRANI 1996, p. 4.

how foreign iconographies were perceived in a
basically culturally unchanged context like that of
Kharayeb. The role of multiple viewers is always
fundamental.

Before the late 5th century, even partial nudity
of the female body was rare in Greek art.’” The 4th
and 3rd centuries were decisive in the development
of the female body in Greece, and particularly in
Greek cities of Asia Minor. As a result of greater
cultural interaction between Greece and the Near
East, through trade and colonization, very different
attitudes toward nudity, the female sex, and gender
were developed. “While style and iconographies
were readily imported, the diverse attitudes to-
wards the female body and notions of femininity
were never fully accepted with these formal artistic
borrowings.”** If this could be true for Babylonia,
as Z. Bahrani has demonstrated, the same inter-
pretative assumption is not relevant to Kharayeb,
where the production of figurines seems simply to
be an automatic replication of foreign images.

The absence of creativity in the activities of the
coroplastic workshops of Kharayeb (assuming that
there were local workshops) is, moreover, peculiar
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6. Figurines from Kharayeb: a-c. children; d. female figurine with jug.
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if compared with other categories of artworks, for
example sculpture and architecture. The shrine of
our site is an example of how local architectural
elements were mixed with others derived from
the Hellenistic tradition spread along the coastal
site, even in private elite contexts. In the site of
Umm el-‘Amed, similar behaviour is well attested;
in particular, here one must recall the use of dress
of different styles for men and women represented
in the stele: Greek-type dress for women and non-
Greek-type dress for men.”

The artisans working at Kharayeb on the produc-
tion of figurines could not operate similar differ-
entiations. Our attention must therefore move to
another type of choice—that of the inhabitants of
the region who used to buy figurines as they went
to pray at the cult place. Among the types produced
and dedicated, only two are naked: male children
and gods.

Acknowledging the corporeality of children
and the new ideas of nude children’s bodies

The notion of childhood can be expressed in
artefacts and material records.’® The material do-
cumentation of Kharayeb, with its hundreds of
images of little boys and girls, is therefore of great
significance to this topic (fig. 6, a-c).

The first years of a child’s life are intense, and the
role of the mother is crucial, ranging from breast-
feeding (biological reality) to the introduction of
the newborn to those rituals devoted to joining
him/her to the family and the group (cultural re-
ality).”” Among these, a ritual often considered is
the presentation of the image of a child with a
short dress raised to show the sex, adorned, in the
Cypriote examples, with necklaces of amulets—the
iconographic type known as the Temple Boy (even
if Temple Boys are not present at Kharayeb, they
are widespread in stone and terracotta all over the
southern Levant). Could the nakedness of a child
and, in particular, the gesture of showing the sex,
allude to circumcision?°® If not, as many scholars
now tend to think,*” surely the gesture of exposing
the sex should have an essential meaning within a
ritualized moment of transition (rite of passage).

While in Hellenistic private settings, children
were considered “creatori di atmosfera”®’ because

of their soft features and tender, happy attitudes,
the adoption of images of nude, chubby boys and
always dressed chubby girls has to be interpreted
in the context of a rural community where chil-
dren were fundamental—not least in an economic
sense—to the future of the society. Do the images
represent the real society? While the great number
of nude children could reflect a real sector of the
rural world, why are so many figurines of pupils
dedicated in the shrine? And what was the level of
formal schooling? Children were often employed
as workers, sometimes in the same workshops that
produced figurines representing them as pupils. In
fact, after the adoption by the local population of
more efficient and economical techniques develo-
ped in Greece, standardized methods that did not
require particular skill, children became part of the
production chain.®’ Were the figurines of pupils
dedicated by worshippers from the coastal cities
going to a shrine where particular attention was

devoted to childhood?

Nudity of children and gods,
dress of women and men

Standing draped women are the standard type
of the Hellenistic repertoire, while male mortals
are almost always dressed, with few types, partially
naked with a large mantle draped around the hips.
As for the nude deities, the types are those typical
of the period: Aphrodite, Hermes, Herakles, Satyrs
and Dionysus. Certainly, they were chosen for a
particular reason which, at the moment, is hard to
understand (for example, was the Greek image of
Herakles related in some way to the god Melkart of
Tyre?) (fig. 7).

So, how should we interpret these iconogra-
phies? At this point, it is important to shift from
iconographic comparativism with the Greek world
to the contextual approach, taking into account
the sociopolitical development of this area in this
period (the entangled method).®

Thanks to the recent studies dedicated to Hel-
lenistic Phoenicia,* it is possible to say that some
forms of “Hellenism”—e.g. that expressed by the
urban élite—did not reach the countryside and
seemed to be confined to the coastal milieu. Appa-
rently, the inhabitants of the rural areas remained

55. NIETZSCHE 2007, p. 200, said that the women in the stelai of Umm el-‘Amed wear what looks like a
Greek himation and chiton, the men wear robes and polos as seen in some Persian-period representations.
56. CosCKUNSU 2015. See also LORENTZ 2003, p. 13: “The exploration of how social difference becomes expressed
by and through the aged bodies, with reference to particular cultural contexts, in the long durée, is a long overdue
undertaking. The focus on the child body draws attention to the body as aged, as opposed to the generic adult
bodies previously dominating the stage.” 57. BubIN 2011, p.9-11.  58. BEER 1994. 59. HERMARY & MERTENS
2014, chapter 4. BoNNET 2015, p. 224. 60. ZANKER 1998. 61. OcGIANO 2015 and 2015a. 62. BONNET &
JOURDAINE-ANNEQUIN 1992; see also NIETzSCHE 2013.  63. On the use of this method in relation to the study
of the figurine, see LANGIN-HOOPER 2013.  64. BONNET 2015; see also NIETZSCHE 2007.
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7. Figurines of Hermes and Aphrodite.

attached to their language, architectural and dec-
orative traditions and to their deities, as peasants
strongly rooted in local customs. By contrast, it
is worth noting that, at an iconographic level,
the local population of peasants at a certain point
“delegate” to images of a distant and completely
different world the representation of their own
physical appearance (body, dress, movement, etc.).
Considering that ritualization strategies are closely
linked to the body (according to embodiment the-
ories), and that wearing a special dress, hairstyle
or jewellery, or emphasizing a certain part of the
body, is a way to indicate status and identity, this
act of delegation, performed not by an individual
but by an entire community, should be stressed.®

Two elements are important: the active role of
technology and artistic taste.

The introduction from the coastal workshops of
double-mould technology and, in particular, the
introduction of Greek moulds directly from the
workshops of the Tyrian or Sidonian sanctuaries
played an active role in the change in the icono-
graphic repertoire, resulting in conditioning the
taste of the people. At the same time, one of the
main aspects of Hellenistic artistic production is,

65. OGGIANO 2015 and 2015a.

according to Paul Zanker, the orientation of the im-
ages depicting deities and common people, feasts,
dance, music, laughter, Eros and children, Diony-
sus and his thiasos, towards the real world, “univer-
sal” values and “emotional situations”. The proxim-
ity of these Greek figures to the real world and their
allusion to universal themes must have helped
the rural population of Kharayeb to acknowledge
these images, firstly according to their own “men-
tal panorama”, and secondly as representations of
feelings such as love between man and woman,
mother and daughter, towards children, etc.

The role of the viewers was fundamental, there-
fore, because they attributed to the new “realistic”
images created with moulds inspired by, if not
originated in, the Greek world a renewed meaning
that was derived from their own experience of
life. The fact that figurines had, already from their
origin, a variety of significance must have allowed
buyers to attribute to the objects the value that they
believed the most appropriate, with the result that
this created a sort of sacred representation with
stereotyped characters of the rural and pastoral
world (as in the Neapolitan presepe, the Christian
nativity scene).
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CoNCLUSIONS

The complexity of the picture leaves us with
many insoluble questions. In the communities of
the southern Levant from the Late Iron Age on-
wards, it became important to be represented with
clothes, probably from a need to be identified by
dress (real, metaphorical and symbolic) with a spe-
cific part of society. Nudity, worn as dress,*° leaves
it to the viewer to play a more active role in in-
terpreting its “functional significance” (especially
because it is a form of dress used for several mil-
lennia!), and leaves scholars to debate the meaning
of this “nude look”. Was it the expression of male
or female desire?®’ Or an aspect of shame, sexua-
lity and fertility (connected with sexuality)?°® Are
such figurines used in a particular ceremony as
representations of goddesses, priests or worship-
pers? Could they indicate a mythic moment, ma-
gical powers, criminalization, legendary heroism,
priestly purity, religious subjugation, an abstract
quality? Or indicate the dead, the defeated or the
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cavalier, 228, 269, 319, voir cheval

ceinture, voir parure
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218, 298, 299

champ sémantique, 15, 55-71, 73-115

chaouabti/chabti, voir ouchebti
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coiffe, 154, 156-159, 163, 178, 194, 198, 202, 203,
218-221, 225-228, 231, 266, 286, 287, 334,
337

coiffure a boucle, 195, 202

coiffure discoide, discoidale, 32-34, 44-46, 48, 51, 52

collier, voir parure

conception, 60, 220, 249-264

concubine du mort, 11, 32, 46, 59, 74, 78, 92

coquillage, 27, 32, 39, 47, 59, 63, 86, 203, 320

courotrophe, voir figurine

crocodile, 57

crotale, 332, 333, 336

cymbale, 252, 332, 333, 336, voir aussi idiophone

danse, 12, 15, 19, 47, 55-71, 74, 79, 145, 194, 251, 252,
256, 271, 277, 322, 336

Dea gravida/dea tyria gravida, 220, 265, 266, 271

dédicace, 64

dédicante, 63, 120, 121, 269, 318-320, 322, 342

déesse-meére, 11, 32, 56, 74, 163, 292

dépét, 66, 67, 80, 81, 82, 85, 92, 120, 121, 128, 207,
269, 320

dépét de fondation, 205, 206

dépdt funéraire, 95, 147, 164, 166, 325, voir aussi
tombe

dépdt votif, 28, 30, 59, 64, 65, 198, 310-311, voir aussi
ex voto, offrande votive

dépotoir, 18, 41, 44, 45, 46, 73, 80-89, 90, 92, 123, 139,
140, 141

disque ailé, 234, 235, 239, 242

domestique (zone), 19, 41-54, 67, 68, 121, 136, 138,
139, 163, 165, 166, 179, 185, 189, 198, 203,
225, 227, 253

écriture, 61, 64, 74, 161, 165, 206, 286, 291-296

embodiment theory, 265, 277

empreinte digitale, 86, 88, 120, 142

enfant, 27-32, 35, 46, 56, 57, 59, 60, 61, 62, 64, 68, 75,
76,94, 98,100, 121, 129, 142, 164, 176, 219,
220, 222, 226, 249, 252-254, 256, 258, 257,
258, 273-278, 325, 336, 337, 339

enseignement (support d’), voir teaching device

érotisme, 12, 15, 41, 46, 56, 75-77, 79, 94, 100, 226,
266, 308, 314

estampage, 206, 254, voir aussi moulage

ethnographique (référent), 19, 114-115, 121, 271,
324-325

étoile (motif), 157, 158, 234, 244, 251, 266

ex voto, 28, 30, 46, 318, 320, 327, 334, voir aussi
dépdt votif

faience (« égyptienne »), 11, 12, 34-38, 44, 47, 55, 59,
62, 63, 65, 74, 86, 99, 205, 300, 307

favissa, 20, 205, 207, 250, 265-280

fécondité, 12, 15, 20, 32, 38, 46, 56, 60, 67, 74, 76,
77,79, 92, 95, 100, 120, 200, 205, 249, 269,
272,278, 283, 284, 287, 288, 336, voir aussi
figurine de fécondité

fertility, fertility figurine, voir figurine de fécondité

figurine apode, 19, 55-71

figurine Baubo, 21

ﬁgurine courotrophe, 21, 64, 65, 319

figurine de fécondité (fertility figurine), 12, 15, 41,
46, 56, 59, 76, 87,94, 99, 119, 120, 121, 277,
278

figurine d’initiation (initiation figurine), 121, 123

figurine « femme a tiroir », 337

figurine masculine, 21, 46, 105, 120, 145, 153, 166,
167, 175, 184, 200, 220, 221, 226, 269, 270

figurine zoomorphe, 21, 60, 133-135, 143, 144, 164,
voir aussi Animaux

fleur, 48, 227, 272, 273, 308, 336

fritte émaillée, voir faience

foetus, 61, 64, 129, 337

four (de potier), 85, 88, 105, 129, 138, 141, 144, 145,
147, 218, 253

funéraire (contexte, pratique), 11, 18, 20, 21, 53,
56, 59, 61-64, 66-68, 91-93, 95, 100, 136,
147, 148, 159, 164, 165, 198, 206-208, 219,
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329, 333, voir aussi tombe

galéne , 19, 27, 28, 30, 65

géométrique (motif), 48, 63, 114, 124, 133, 134, 146,
147, 148, 227, 234

geste, gestuelle, 18, 205, 207, 208, 217, 252, 255, 292,
294, 333

glyptique, 15, 16, 20, 163, 200, 202-203, 205, 207, 208,
228, 283-289

grain de café (yeux en), voir rhombe

grossesse, 20, 61-62, 99, 122, 124-125, 128-129, 164,
220, 249-264, 266, 269, 271, 272, 273, 337,
338

guerrier (figurine de), 138, 151

handmade Syrian horses and riders, 218

hiérodoule, 327, 328, 330

hippopotame, 59, 61, 64

idiophone, 66-67, 252, 256, voir aussi musique

incantation, 249-251, 254-256, 259-260, 293-294, 298

incision, 30, 41, 46, 48, 49, 51, 52, 77, 98, 106, 114,
120, 125, 127, 128, 144, 160, 162, 176, 178,
184, 187, 218, 320

initiation, initiée, 22, 121, 123, 255, 314, 315, 324,
335

ivoire, 12, 59, 60, 62, 63, 65, 74, 173, 176, 193, 194,
200-203, 205, 206, 307, 308, 309, 310, 314

jarre au trésor, 201, 202, 204, 205, 206, 208

jouet, 56, 58, 59, 75, 121, 123, 134, 163, 165, 179, 222,
328, 329

kaunakes, 163

khener (collége des), 15, 19, 55-71

koiné culturelle, 224-227

linea alba, linea nigra, 73, 74, 99

lion, 200, 234, 235, 239, 241, 244, 247, 284, 286, 287

lit, 76, 86, 94-96, 100

magie, 56, 62, 65, 74, 90, 121, 123, 165, 244-247, 250,
255, 256, 258, 271, 298, 301

mammisi, 268

mariage, 164, 322, 324, 328, 329, 335, 336, 338, 339,
340

marque corporelle, voir tatouage

masculine (figurine), voir figurine

maternité, 12, 38, 66, 314, 336, 337

ménarcheé, 129, 335-337

métal, 47, 80, 92, 139, 152, 193, 194, 205, 206, 225,
227, 234, 235, 293, 296, 299, 301, 307-309,
311, 313

mine, 27-40, 65

miniaturisation, 18, 20, 56, 67, 153, 222, 223, 234,
291, 292, 266, 269, 294, 295, 338

modelage, 12, 51, 86, 87, 89, 93, 94, 173, 206, 218,
294, 308, 311, 318, 331

moulage, 12, 94, 234, 254, 299, 306, 307, 309, 310,
311, 314, 315, 318-319, 322, 331, voir aussi
estampage
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musicienne, musique, 60, 62, 66, 67, 69, 179, 194,
210, 222, 234, 239, 246, 247, 257, 271, 277,
319, voir aussi claquoir, crotale, cymbale,
idiophone, tambourin

nombril, 30, 36, 38, 77, 95, 99, 114, 122, 124, 129, 176,
187, 207, 337

nouveau-né, voir enfant

nudité, passim

nymphes, 336, 338

officiante, voir prétresse

offrande (votive), 15, 16, 21, 27, 56, 64, 65, 67, 74, 76,
87,91, 92, 164, 165, 205, 227, 233, 234, 239,
250, 254, 313, 317, 322, 323, 325

ouchebti, 21, 68, 297, 299-301

Oxus (civilisation de), 136, 148, 152, 154, 157, 159,
163, 165, 166

paddle doll, 15, 19, 23, 55-68

Pan-graves (culture), 28

parure, 18, 19, 21, 30, 36, 37, 39, 41, 46, 48, 55-57,
59-63, 65, 66, 69, 77, 95, 114, 126, 129,
136, 144, 145, 154, 156-159, 164, 165, 175,
176, 184, 185, 187, 194, 197, 202, 217, 221,
226, 227, 253, 276, 284, 287, 318, 327-333,
335-339 322, 333-338

pénis, 255, 256

perle, 27, 30, 32, 47, 48, 65, 80, 86, 158, 164, 178, 205,
222,279, 284, 295, 318, 320

perruque, voir cheveux

Philistins, 233-248

piété personnelle, 239

pigment, 38, 57, 91, 93, 141, 144, 299

pillar figurine, 20, 186, 187, 197, 217-232

plaque d’Astarté, 11-12, 20, 36, 317-326

poil, 57, 60, 77, 78, 86, 93, 256, 295, 321-322

polos, 227, 276, 311, 313, 314

potency, 12, 56, 120

potier, 44, 77, 85, 86, 87, 88, 92, 120, 133, 139, 147,
206, 233, 234, 235, 239, 254, 297-300, voir
aussi four (de potier)

poupée, 11, 13, 15, 55-71, 74, 75, 327-343

prétresse, 15, 19, 21, 59, 60, 62, 64, 65, 165, 222, 227,
269, 273, 322, 324

prix, 120, 206, 297-303, voir valeur économique

prostituée, 74, 164, 283, 317-326

protomé, 327-343

pubis, 18, 35, 41, 46, 63, 68, 77,78, 86, 87, 93, 99, 125,
157, 159-162, 164, 173, 176, 180, 184, 187,
204, 256, 296, 313, 314, 320, 322, 333

rhombe, 106, 114, 115, 155, 183, 197, 204

rite, 30, 56, 61, 90, 91, 95, 121, 165, 166, 185, 206-
208, 234, 239, 254, 255, 265, 266, 268, 271,
273, 276, 277, 290-296, 298, 299, 300, 313-
315, 332-336, 339, voir aussi funéraire,
offrande

rite « Breaking the red Vessels », 90
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rite de passage, 121, 276, 314, 323-325, 335

rite d’initiation, 314, 315, 324, 335, voir figurine
d’initiation

rite funéraire, 64, 222, 223

rite prénuptial, 317-326, 338

sanctuaire, 16, 18, 19, 20, 27-40, 46, 56, 59, 64, 65,
76, 80-94, 100, 136, 147, 164-166, 197, 198,
202, 233-248, 250, 252, 257, 258, 265-280,
302, 307-316, 318-321, 323-325, 327-343

scarabée, 27, 30, 62

seins, passim

sémantique, sémiologie, 15, 18, 46, 55-71, 73-103,
134, 151, 168, 217, 322-323, 334-335

serpent, 48, 157, 333, 334

sexualité, 12, 56, 60, 76, 197, 226, 269, 278, 308, 314,
315, 336, 337

sillon abdomino-pectoral, ombilico pectoral, 95, 97,
100-101, 332

snowman technique, 218, 321

Sphinx, 200, 234, 308

stéatopyge, 30

stéle, 27, 28, 30, 38, 205, 225, 273, 274, 276, 288, 292

stérilité, 249, 254, 255-259, 322

stola, 265, 271, 273, 274

support d’autel, 20, 233-245, 250, 257

surmoulage, 254, 319

Syrian Pillar Figurines, voir Pillar figurine

tambourin, 194, 218, 251, 252-254, 256-257, 329, 332,
336

taptara-women, 231

tatouage, 30, 38-39, 41, 44, 46-48, 51, 56, 62, 63, 95,
106, 114, 123, 125, 128, 144, 145

taureau, 200, 235, 238-240, 243, 244, 284, 286-288,
324

teaching device, 121, 123, 130

temple-boys, 276, 325

teraphim, 297

terre crue, 30, 34, 48, 52, 80, 85-87, 89, 92, 105-115,
123, 125, 134, 136, 138, 139-142, 145, 154,
167, 207, 222

terre cuite, passim

tiare, 158, 194, 195, 200, 202, 203, 205, 284, 286, 287

tombe, 12, 16, 20, 28, 31, 32, 41, 46, 47, 48, 51, 52, 53,
58-62, 64-67, 91, 92, 95, 98, 121, 127, 136,
142, 147, 154, 155, 164, 165-167, 195, 198,
205-208, 221-223, 308, 311, 319-320, 322,
325, 328, 329

truncated figurines, 328, voir figurine apode

typologique (approche), 17-21, 44-53, 62, 65, 68,
76-78, 92, 93, 105-114, 120, 121, 133-149,
151-171, 183-189, 217, 219-226, 235, 251,
309-310, 314, 327-343

vache, 48, 61, 87, 244

valeur économique, 16, 20, 315, voir prix

vase a parfum, vase Tell el-Yahoudieh, 27, 32

vétement, 46, 47, 57, 59, 63, 125, 128, 144, 145, 153,
163, 164, 173-182, 183, 186-187, 189, 226,
249, 256, 265, 266, 269, 278, 284, 287, 288,
295, 313, 314, 317, 318, 321, 322, 323, 329,
333, 335

veeu, 249, 254, 258, 259

votif, voir dép6t votif, ex voto, offrande votive

vulve, 41, 46, 51, 57, 60-61, 71, 77, 166, 249, 252, 255,
256, 259, 320, 323, 334

zoomorphe (figurine), voir figurine
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Les « figurines féminines nues » constituent une catégorie d’artefacts trés présents dans les cultures ma-
térielles anciennes de I’'Egypte, de la Nubie, du Proche-Orient, de I’Asie centrale et de la Méditerranée
orientale. Fabriquées majoritairement en terre cuite, mais aussi en faience et en d’autres matériaux (bois,
pierre...), ces objets, facilement manipulables, représentent un personnage féminin au corps nu et souvent
paré. lls sont présents dans divers contextes archéologiques et leur interprétation est souvent délicate, du
fait du faible nombre de sources textuelles qui peuvent étre convoquées et de la difficulté a isoler des
attributs iconographiques permettant d’identifier de fagon certaine le personnage représenté (une entité
divine, une officiante, un prototype de classe d’age). En outre, la présence, dans un large espace géogra-
phique de sociétés en contact, d’objets présentant, certes, des similitudes techniques et iconographiques,
mais aussi des points de divergence, pose des questions sur les origines, vraisemblablement multiples, de
cette catégorie d’objets, et sur les éventuels phénoménes de diffusion et de réception a I’échelle locale,
voire a une plus large échelle. En proposant des analyses détaillées de lots cohérents de figurines fémi-
nines, replacés dans leurs contextes archéologique, historique, géographique et culturel, les travaux réunis
dans ce volume offrent I'occasion d’'une mise en comparaison d’objets contextualisés, mais aussi d’une
mise en commun de réflexions théoriques sur les méthodes (analyses matérielle et technique, archéolo-
gique, sémiotique) mises en oeuvre pour tenter de les interpréter et de comprendre leurs usages dans une
société donnée. Les contributions sont réparties par section géographique (I’Afrique du Nord-Est
- Egypte, Soudan —, le Proche-Orient et I'’Asie centrale entre la fin du Néolithique et I’age du bronze, le
Levant Nord et Sud a I’age du fer, la Méditerranée orientale et le monde grec) structure que vient complé-
ter une section thématique (regards transversaux: 'iconographie, les textes, ’économie).
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