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THE PROBLEM OF THE PROSKENEION

IN THE LIGHT OF VASE PAINTING

/
In looking over the restorations of the U’R)lyh for the

fifth and early fourth centuries B.C., one is startled by their

variety. We have everything from Fiechter's unsightly shed
three yawning openings to Allen's fully developed pro-

with its
+ of the scene building from the first.

skeneion, an integral par

In the theatre of Dionysos at Athens, foundations of the

scene building. dating from the late. fifth century, are pre-

served, but what decorations, if any, were in front, must be
postulated prom other evidence. The plays themselves are con-

d and most authorities that a stage is out of

now agree

sulte
e tragedies of the fifth century.

the question for th
n vases from the fourth century,

jes of South Italia

The séer
ved from tragedy, and having a small

ed with gcenes deri
Al

paint
g in the background,

porch-like bui ldin are usually considered
n with the thea
o dependable informat

ies Bieber disposes of them with

tre problem, and usually thrown

in connectio
ion regarding the stag-

aside a8 affording n

y at this time .
e more important for lite

M

ing of traged
rature than for

k that they B

the remar
since ineidents

from the actual dramatic per-
1

questionsx
ntil Roman times.

stage
formance® were not copied u

107

e e e et
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The implication here seems to be that since the artist did not
no

reproduce an exact scene from the play, it must follow that th
e

background he paints is just as inaccurate. The champions of

the Vitruvisn stage for thelfourthicentinyiitaieur Sl ERERES

significance in the 1ittle portico or aedicula with its two

stepped stylobate. The caution with which they all approach

these vases seems to be fostered by the discovery, which exami :

nation of these paintings brings, namely, that the vase painter

is an artist and not a photographer.

Dérpfeld's collaborator Reisch pays more attention to
them, although he concludes his discussion of the subject with
the warning that only so much should be learned from them,
"the fact that Euripides was played in Southern Italy until the
y and that the palace type of pillar-hall, raised

1

third centur
s origin in the theater." D5rp-

one to three steps had it

on
n them a valuable suggestio

feld himself f£inds i n for the deco-

ne scene building in th
ces a porch—like structure with gable

ration of t e pifth and fourth centuries,

and in his restoration pla

r Doric columns ijn front, and resting on a

roof carried by fou

lobate, pefore o
y attacked by Allen, who considers the

e central door of the skene His

one -step 8ty

restoration is vigorousl
vase paintings unreliable.
It is of great importanee then in turning to these vase
paintings not ¥ ok satetpE et YOk, but dol bry EREIRGE

tand the vase painter, to gage the extent of his

all to unders

y and depe and then, interpreting the paintings

dence
originalit 5 ;
Das griechische Theater, p. 310
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for the form of the theatrical background

The vases we propose to study date in the fourth cent
entury

and i i i
are inspired by Attic tragedies produced in that period
eriod in

g

more likely than that the staging of these plays in a th n
oroughly

Hellenized city of Magna Graecia would correspond to th t
e staging

in Athens - hence if we find the vase paintings a dependabl

a e

source of information we can assume that they shed some light
1g

not only on the theatrical background of South Italy but o
n

that of Athens.
We are confronted at once by & series of vase paintings

matter from Euripides' Iphigeneia Among

deriving their subject

In three cases the moment chosen is the hand-

the Taurians.

ing over of the letter whereby orestes and his sister recogniz
1 e
each other. A building gsupported by four columns resting on
te occupies the center of the scene. The amphora
2

a styloba
n of the Duke of Buckingham shows

formerly in the possessio
uctures with columns i

redominating on the other vases

one of these 8tr n the Doric order, which
>

the Ionic order p

is unique,
The roof is gabled at the side and the ceiling boards beneath

rly indicated.
rs in the background to the right; bal
k 5 <

are very clea A door swings open in the back-

Artemis hove

ground .
pears. In the foreground

ancing her on the left & satyr ap

dressed for his J
o letter from Iphigeneia, who is accom-

ourney, occupies the center He

Pylades,

t receiving th

is jus
i, Huddilston: i asenaRn e ke LLER Y DO 06 SRR S ARG p. 151
ZtEg. s 1849, pl. 12; Overbeck, Bildwerk A
jv, ple. 513 Huddileton, op. ciir 8; Piéajo: i

2. pu.b. ArCho
Mon. .
£ig.

Inst.
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To his right is QOrestes looking on
i

The amphora from St. Petersburg which shows

panied by a servant.

with interest.

almost the same moment in the play has the usual four column

structure, Ionic order, with the gable roof and acroteria

The ceiling boards are again clearly visible. This time Iphi

geneia herself stands in the building with the statue of Ar-

temis beside her. To the left and outside of the temple stand

Pylades, garbed for his journey, and Orestes & little farther

away in a dejected attitude. Some figures irrelevant to the

play and purely for decorative purposes, are grouped around

this scene. Iphigeneia about to hand over the letter is

pictured on another vase, formerly in the possession of the
2

art dealer Barone in Naples. In a building with gabled roof

supported by four Ionic columns on a two-stepped

and acroteria,
higeneia with the letter in her right hand.

stylobate, stands Ip
Outside to her right Pylades in chlamys and petasos extends

one hand to receive the letter. | To the right of the building
Artemis is seated, and standing beside her Apollo, grasping
In the background a ﬁ@kraneion is suspended.

the laurel tree.
> .
krater which is decorated with a

The St. Petersburg
scene inspired by Aeschylus' Eumenides shows Orestes seeking
jation at the shrine of Apollo at Delphi. Ve meet again

exp

a four column structure with gable roof and acroteria. The

capitals afe IeRdORNEEEE curious, elongated abacus. At the
from the architrave . Orestes is repre-

back a shield 18 hung

''''' ~ . 1%k, Fig. 20; N ;
; op. cit., P s 3 Mony d. Dneb: vy
1. Huddilszg?’420 in the catalogue of the Bermitage, St.
° s
getersburg~
135, fig. 21; Bull, Arch. Napoli-

cit., P-
. Huddilston, OP:
’ tano, 1862 » Bl
ops edley. P 57, Fig. 5, cat, N° 349; pub. Compte

dilston,
5. HudR;ndu, 864’ pl. 65
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sented as clinging to the omphalos for protection within the

building. The Furies lie about the stylobate fast asleep.

To the right and outside the building, the Pythia is fleeing,

driven away by the horrible sight.
1

The Antigone vase from Ruvo contains an excellent exam-

ple of the four columned building with gable roof and acroteria

and ceiling boards indicated. Within the structure stands

Heracles, jdentified by his name, which is written on the
the right Kreon, in kingly robes and

architrave. Ooutside at

leaning on his sceptre, inclines his head towards Heracles.

Two attendants stand behind him, and seated above is Ismene.

To the left of the building is Antigone with her hands bound
Further to the left

behind her and guarded by a Doryphorus.
his head bowed in grief. Objects are suspended
2

stands Haimon,
Heydemann con-

in the packground, fillets and little wheels.
this painting a8 deriving from & post-Euripidean play.

siders
ase for its Euripidean origin.

5
Vogel

It is

puts up & good ¢
to enter into either of their courses of reason-

not my purpose

The main point is th
R
In treating the Archemggs vase in Naples

i at they both see in it a scene in-
g’ 4
gpired by & tragedy.

5
Vogel argues persuasively tha

ne from Furipides’

t the artist is here representing

it ¢ Hypsipyle. 8ince only fragments re-
nis argument 18 iotsinnet oy RbIEREIREEILY (doaie B aaR plau-

main,
the dramatic inspiration of this vase

and convinced of

sible,
0 hesitation in a

dding it to our list of vase

g6 Lnbiig), MU ESEEE
T o Je11'Inst . 26-27; Museum Jatta (No. 423)
1. pub: MBRL G ipnal e :
Arch. 2%80. ;. eine nacheuripideischen Antigone (1868)
Heydemanne'nen Euripideischer Tr&godien, P 52 -55
Sc Baumeister, Denkm&ler, I (1885) 114

2

) el: :
2, He%demann Nzi%?,521 101-107
5, Vogel, €k
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paintings, influenced by tragedy and containing architectural

ura

features which might shed light on the stage setting of the d
e day.

The painting on th ‘S ivi
o g e Archemgys vase is divided into three

rows. The middle row contains in the center a great templ
pilie =

like building crowned with a gable and carried by four Ioni
ilc

columns in front. The ceiling boards are in evidence and at

o
the back two bukranfa are suspended. Two chariot wheels hang
from the ceiling. Between the central columns stands Eurydice
her head bent in grief. Between the columns to the left is

Hypsipyle, turned toward Eurydice and apparently pleading with

her. Between the columns to the right stands Amphiaraos in

armour, and also turned toward Eurydice, as though talking with

Vogel thinks the artist has chosen the moment when Am-

her.
Various other figures

phiaraos is asking mercy for Hypsipyle.
in connection with the story are grouped about the building.

Below is Archemgﬁs stretched on his bier with people bearing

funeral gifts.
1

The Meleagros amphora in Naples is probably painted with

a scene from Euripides'
nes'! Frogs. The artist

know from the Scholiast of Aristopha
last moments in the tragedy according to

has chosen one of the
2

Vogel, when the log nas burned out and Meleagros sinks in his

h supported by Tydeus and Deianeira.

death swoon upon his couc
n is hastening into the building in which the

To the left a womd
It is a structure supported by three

whole scene takes place.
The whole

Two are shown in the rear,

Ionic colunmns in fronﬁ.
flat roof and the ceiling boards are drawn in.

is covered by &

—--———M""‘."‘“"’-—" ‘‘‘‘‘‘ °
yue. 8. Aug. N 11, pub. Arch. 2Ztg. 1867, Taf. 220
¥ He%g;?ﬁnz;ch., Nap. viii, Tav. mC i
i, p: & { dersrre-adtmm )

2. Vogel, ©opP:
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Phe most famous vase of all those influenced by tragedy

; 1
is the great Medea amphora in Munich On this we s
L] E QQ a

building, open on all sides, with gable roof supported b
’ v

eix Tonic columns resting on & two-stepped stylobate Fro
e n

the ceiling bhoards two shislds are hung. The upper secti
i on

of the paintings 18 bounded by twe tripods. The artist has

been inspired by the messenger's description of Kreusa's
+ when Kreusa, shewn within

death. fle has cheosen +he momen

the palace, having tried on the Pfatal Bobes, has fallen aoross
the chair. Her father gtands beside her, half supporting her
with one hand end tearing his hair with the other. From
either side her mother and brother hurry towards the palace.,

In the center of the lower section a‘CV—TPOS or the perso-
nification cf Medea's wrath ie about to drive off in her dragon
chariot. Here we heve & fine instance of the vase painter
qed with the spirit of Euripides. His imagina-

thoroughly imb
nd he gives

tion has been kindled by the meecsenger 's report a

+ to the picture created in his mind.

embodimen
ne who do not belong

ral characters in the sce

There are Beve
ripides' Mede& and this fact has

matis pereona® of Eu

to the dra
1ity of another sou
2

suggested the possibi
's interpratation

rceé than Euripides.

that the artist has merely added

Huddilston
seems more in keeping with

4t his own fancy

some figures to 8L
talian vase painter, who never illus-

t of the gouth I

the spiri
con®s from the d

ramas but is primarily an

trates oOr gopies 8

artist.

I £ i 4. pub, Arch. Zt

—7Ganosa) 510 Jahn '8 ©% 'g&aeém.. . Ztg. 1847, pl. 3.

T AP ian e Tombeaus de@ ; 1816, pl. T; Kiener Vorl.
ger. 1 af. 12

elt. P '5’

2. auddilaton, op -
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1
On the Thersites vase in Boston a four columned build

ing challenges our attention. The capitals are unusual, being
2

a development of the Aeolic capital, according to Mr. Paton

Palmettes crown the gables, and shields, chariot wheels, and
I
greaves hang from the ceiling boards. Mr . Patén in his articleﬁ

on this amphora calls it & "gsoldier's hut." But it is so ‘liitke

the other buildings Wwe have been observing that it must have

the same origin.

Although Mr. Paton thinks the artist drew his subject
matter from an old story now lost to us, he admits that any in-
and mentions the fact that

terpretation must be hypothetical,

mon wrote a play about Achilles and Thersites, which we

Chaere
itle and two lines that have come down

know of only through the t
g does give the painting a fain

our columned building open on all

to us. Thi t claim to dramatic

inspiration, but it is the f

sides that interests us.

Another structure on a one-stepped stylobate, carried by
ting a gable roof with acroteria,

four Ionic columns suppor
d on a crater in the

occupies the center of & Bcene painte
syiiiiippe | delHertainy Narllen . |« | Arouztitat

Ancien Couvent de S.
One man lies dead upon the stylo-

building & combat ragess
bate. Reinach describes it as the death of Neoptolemus.
y Orestes and his band at the temple of

r of Ne optolemus b

The murde
vividly described by the messenger in

Apollo at Delphi is
ijs the inspiration for another

Euripides' ﬁ&iEEEEEEE: which
painting to be discussed later - and it seems very kals bk
T_———?KEHEJ’EGE—: A o J o A. ) 1 908 g ) L. Xix
9, A.J.A> 1908, Paton, 406.

uvent de g, Philippe de Neri in Naples, pub. Rame
{280, pii Byphe tRaBmy VEERE peintse, p. 351

3, Ancien co

volles Annalef:
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this too derives its subject matter from the play
A study of the vase paintings inspired by tragedy does not

lead one to the conclusion that the artist is reproducing the

scene as he might have seen it enacted. In several instances

he is illustrating the messenger's speech, and even when he

chooses a moment that was enacted in the theatre, he adds fig-

ures which were not in the dramatis personae, or inserts an
extraneous satyr or a "common love-scene" as on the St. Peters
i 3 -

burg amphora.
But in the list of vases selected, a small four columned

or six columned building, usually open on all sides, with gabled

roof and acroteria appears again and again, and whether it re-

presents a temple or palace depends on the background that the
play requires. palace and temple alike have the same charac-
teristics, our only way of judging which is meant comes from
our knowledge of the play itself. Thus on the Medea vase, the
six columned Ionic building in which Kreusa swoons, we interpret
On the St. Petersburg amphors the

as representing a palace.
which contains the statue of Arte-

four columned Ionic building
mis must be representing the temple of Artemis, But before

drawing any conclusions a8 to the significance of the buildings,

urn to the plays themselves and see what kind of back-

let us t

ground they require.
in his search for a fitting setting for

Professnor Rees,
the plays finds yverbal evidence from the characters themselves
e structure. Slowly but surely he builds

for an open porch-lik
up his evidence for & "prothyron," starting with the Roman
————— of Hermitage; pub. Mon. d. Inst. vi, pl. 66;

eit., p. 134

s, do.
x (1915), Kelley, Rees, p. 117, The Function

s Phil.
LB ClasslcalTTfoegrov in the Production of Greek Plays.

of the
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n . .
vestibulum" which he traces to its equivalent 73/30/60{30V
, cit-

ing references to it in Menander, Aristophanes, and fi 11
] insas y

most strikingly in the fifth century tragedies themselves v
. er -

bal evidence is then strengthened by plausibility, for the
) ac -~

ceptance (of! aljpriothyroniasithoe ittt of the tragedi
1e8
solves innumerable difficulties. e P E O C Omes e
n

couch is rolled out into this portico. Here Alcestis is carried

and Electra sits by the bed of Orestes. The prothyron is most

ted in LBhigeneia among the Taurians, where

strikingly sugges
comlng from the temple addresses Thoae, o
Q_X’QLUTOU Tré §arSv e TMeparo T oV

I -
phigeneia, 11509

SV
AV&S)

(stay thy foot there in the portico)
f iphigeneia paintings do not illustrate this exact

The series ©
geneia in a portico-like building

but they all show Iphi

the letter to Pylades.
g of the play, that when

moment,
So easily does the

about to hand over

n come to mind in the readin

prothyro
s and sees the four-columned building

one turns to the painting

es it appears convincingly as the portico. Es-

open on all sid
y in the possession of the Duke

y on the amphora, formerl

peciall
door swings open in the rear of the build-

where &a

of Buckingham,
there is no doubt left

g the door into the temple,

suggestin
portico of the temple.

ing,

that we are looking into the
Curiously enough one of the fragments of the EXBEEBXEE

which survives refere to a p
fS‘U% Fc>s J.IGDE
yp,rrr“r us(‘r)gv L1€T) O'm’ﬂ’}’os

ediment
P £8apiAl ncr-Ll NOPv‘S
BAeyov T Tavs

(Look, direct your eyes toward the sky and gaze
ne painted statues in the gable)

upon t
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u t

matte 7 :
r from the Hypesipyle, we have a splendid example of
of" a

h : -
ave both literary evidence and a vase painting in perfect
ect ac-

The coincidence is too happy o bal e Al el 2
. he

cord.

poet and vase painter have the sa i
me thing in mind, th
’ e theatrical

background. The dramatist worked with perfect awareness of
the limitations of the theater - a palace or temple front must
do, and so in most cases he adapts himself to these conditions
How ridiculous it would be for him to write such lines refer- .
ing to a gable, and commanding someone to gaze upon'it, if a
structure answering this description did not exist!
The setting for the Ion, judging from lines in the play,
have been the portico of the temple of Apollo at Delphi.

mnust
Ion at the opening of the play seems “o be in this portico,
sweeping it with the "bay's young bough."
jn discussing the back-8cene for the Eu-

Professor Rees,
ne likely setting was again the

menides of Aeschylus, thinks t

temple at Delphi,
He pictures the Erinyes ly-

portico of Apollo's with Orestes within it as

a suppliant upon the omphalo®.
33 the priestess enters the ves-

nAt vse.

nere used to represent the adyton, where
)
1
ne sleeping Furies.'

ing about sleeping.

tibule of the temple,

she sees Orestes geated among t
£ this very 8scene 15, FonRd on the B

An illustration o
2 ;
rhe familiar four-columned structure oc-

Petersburg krater.
ter of the paintin

resented as seeking protection

cupies the cen g and Within, clinging to the

orestes 1P rep

ompha lo8
___“_,_,___,_ﬂfﬂn_
{1, Rees, OP- citi. P 130

0P« Cit-) P- 57, fig- 53 Cat. N° 549; pub, GOmpte

Huddilston:
Rendu, g6k, pli 9:°
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Th e 15 vy i
ikely setting for the Eumenides as for so man th
2RI D, & BholaG ey

3 :
ng we see a porch-like structure depicted Once agai
3 gain the

s s 1A o
se painting is in accord with other evidence

In i i iy
the instances cited above a prothyron is either sug %
gested

by the lines in the plays themselves or comes naturally t ind
o min

as the plausible setting for many scenes. It does not
seem

a hazardous leap to see in the constant architectural feat
ure
that appears again and again on the vases the prothyron or h
porch-

like building before the skené, which the plays presuppose d
an

which the vase painter draws in mechanically to repfesent the
background for the action that has inspired him to composition.
The background he would render in the most comprehensible terms.
He would choose the fixed way, while in the foreground he could

his fancy. The stage setting

move the figures about to suit
he same for so many of the tragedies that the vase painter

was t
tre would retain the memory of the

who went often to the thea

while the exact position of the ac-

fixed type of background,

r even the action jtself mig
jminate between an attempt to represent

tors o ht fade in his mind.

That we can discr
ts own sake and a sense for the theatrical set-

a temple for i
n be seen from & study o

ting ca
1
jllustrates the account by the messenger in

£ the murder of Neoptolemus at Apollo's shrine

f 4wo amphoras from Ruvo. The

Pirst painting

the Andromache ©

rhe sanctuary of Apollo is clearly indicated by

in Delphi.

e tripode, the jaurel tree, the omphalos, and in the center

ba ckground ipoillas kempte drawn in perspective, so that three
Neoptolemus has sought

he péristyle are shown.

¢columnsg of t

==y Naples; N° 239 Jatta Oat.; ;
~“Amphord (Ruvo) 1o . y 0at.; pub. Annali d. Inst.
: ja68, pl. B Huddileton, op. cit., p. 84, fig. 10
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3 ) he

wit i d i
h one side of its colonnade indicated is obviously meant f
n or

1

% A
e have been dealing with The other instance which see B
ms 0

me indisputably a representation of a temple and not the th
+ pro V-

ron is a sc i i
ene from Iphigeneia among the Taurians which shows

the temple of Artemis in the background with several colum
ns
of the peristyle drawn Tinb The perspective of these is not
as
the other amphora, and the colunns

successful as in the case of

seem to run horizontally with the fagade, but a break in the
architrave indicates that they are to be thought of as part of

the colonnade along the side.

hese two instances we find the vase painter working

N U
he theatrical background and drawing in

quite independently of t
a building which is distinctly a temple and not the porch-like structure
h stood for palace and temple &
Assteas vasi we have a different architec-

l1ike in the actual production of the play.

whic

On the Madrid
tural structure. Two slender Tonic columns supporting a roof

frame in the scene. At the

which is drawn in perspective,

olonnade is8 depicted. A single colonnette

pack a two-storied c
n epistyle, above which four Doric colonnettes divide

supports a
To the right a door swings open

this story into five openings.
Hera -

ara, the wife of Heracles, is fleeing.

through which Meg
nie child in his arms to the left

p advances with

cles himsel
umerous nousehold articles is burning.

e a fire fed by B

where
(-
Ta (ﬂuvo) Naples, Heydemann, N° 3223; pub. Mon. d. Inst.
: [ Ampho g 3; over beck, Bildwerke, pl. 30.4
M 4. Inst. viii, 19; Wiener Vorleg., Ser. B. vaf. I3
why ol nnale.s 1864, S.,323ff. i i i

Hirzel, A
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There are two conflicting interpretations of

are looking on.
1

t . . e
ne Heracles Mad painting which deserve our attention Beth
. e e

i s . &
n his desire to prove a high stage for the fourth century theat
¢ ater
supposes that the structure represented stood on top of th
e pro-

skeneion, although no indication of such a stage is in the S
paint -

ing. He presumes this on the grounds that another vase painti
. ing

of Assteas shows a stage supported by a serieé of columns Pli
. imsy

and arbitrary as this seenms, Bethe makes it one of the "unshakable"
Dérpfeld in the

arguments for a high stage in this period.

2
points out the absurdity of such a supposition

Jahr buch for 1901

and then presents his interpretation. He recognizes the interior
of a palace and not a stage setting. The half-opened door
s to other rooms of the palace.

through which Megara ijs Pfleeing lead

nade at the back is part of the palace, a

The two-storied colon
a looking into the court.
jon of the architecture, I shall

sort of loggi Since this seems to me
y satisfactory explanat

the onl
cles Mad painting in

not include the Hera the list of vases with

ns of the prothyron.
h in Heracles Mad and thinks of the crime

The artist has been inspired

representatio

by the mesgenger 's 8peec

he real jnterior of a palace - he has re-

as taking place in t
de enbirely RET t
painting presents another problem.

heatrical background.

moved the 8ce
The Meleager V&8¢ Here
fed structure with the ceiling boards in evi-

we have & fiat=z e
sashied py three Ionic columns in front with two showing
on & couch within this building, Meleager is sink-
———=—"5G; Die Hellenistischen Biihnen und Ihre

’“"ffTEOO: Pe

hrbuch
; Jag:coraéionen, Bethe.
1901: P- 27

JahrbuCh’
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ing in a death swoon, supported by Tydeus and Deianeira Ac

cording to Vogel, who thinks the scene is based on Euripides'

has painted one of the last moments in

|
recognize in the structure the

Me leager, the artist

the play. Vogel and Heydemann

ekkyklema, which they think was rolled out with Meleager @n
it at the moment of his death.
2

Rees,

the confused tradition of the ekkyklema, concludes that it was

after carefully sorting out the various threads in

no more than a wheel chair or couch, which explains the puzzling

2 by L ld

phrase W e/ KedTuy Opoves in Pollux's definition of
the ekkyklema. In this painting in the light of Rees's inter-
pretation of the ekkyklema, I see an instance of its use, Into
the portico or prothyron, suggested by the structure represented,

Me leager's couch is pushed.
>
The prothyron theory according to Allen is undermined by
nce of similar structures on the underworld vase paint-

the appe&ra
It is not difficult to see how it came about that the

ings.
Both

two series of paintings are similar.

structures on the
talian ware and in one

belong to the samé class of South I

series
inted with an underworld scene on one side

a vase is pa

rom tragedy on the other.
e underworld, the painter would naturally

instance
In constructing an

and a scene f
ginary puilding in th
hat was familiar to him.
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copy of the building on the Medea amphora repeated on the great

1
Canosa amphora in an underworld scene. The striking resemb-

lance oxtends even to such details as ceiling boards, acroteria

and medallions inthe pediment. In the Medea palace two shields

hang from the ceiling, while in the underworild paladé two chariot

wheels are suspended instead.

In other instances it is a much embellished prothyron still

open on the sides, but considerably altered in appearance by
o

The Volute amphora from Altamurg painted with

ornate capitals.
an underworld scene, has a very elaborate palace - the front of

the building is supported by caryatids standing on palmette
clusters. Another underworld palace on an amphora in Carlsruhe
is carried in front by two columns with sphinxes serving for

capitals.
The reverse of the Meleager vase in Naples is decorated

with a scene from the underworld. In a building supported by

four Ionic columns, Iakkhos is seated before Persephone. The

building is very simple and has none of the more ornate decora-
tions most of the underwor ld palaces have. One wonders how

much the presence of a scene from the drama has to do with it:
the closer the influence of the prothyron, the simpler and more
accurate the underworld palace. Out of the original prothyron
he theater the artiet has created his infernal architecture

from t

14t is in these two series of vase paintings, one painted
i4h seenen from tragedy, the other with scenes from the under -
w

that we find the prothyron type of building representing

wor 1d,
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palace and temple. We have shown that it is plausible to seek

the protype for this structure in the theater and logical to

##sumel that this type ‘estabiiilenedNbyithecleloutn Italian artists

influenced by the drama and its setting, would be carried over

into other scenes, such as those from the underworld. In other

vase paintings, buildings are indicated by one or more columns

supporting an architrave. On late, careless vases, only upper

parts of columns are shown. For example, one in Athens, case 28
2 )

N°® 12682, shows an architrave supported by four abbreviated
temple or palace in the background.
1

and Dewitte has a similar archi.

Ionic columns, representing a

A vase published by Lenormant

tectural feature, four Doric columns supporting an architrave,

A more carefully drawn building is the two-columned structure

2
with gable roof on a vase in Madrid, representing the palace
of Minos from which Theseus is dragging the Minotaur. We have

observed two attempts at drawing a real temple on two amphoras

so we know that the vase painter had other ways of

from Ruvo,
jndicating palaces and temples. But the open porch-like

structure is peculiar to scenes derived from tragedy and the

underwor ld.
>
is troubled by the fact that no background cor-

Flickinger
responding to the wall of the skené is indicated on the vases,

Why should there be? j
¢ representation of the scene building,

" the artist is not interested in a
but in sug-

photographi
ing the location essential to the scene, and this being

gest
usually @& palace or a temple front, represented in the theater

by the prothyron, there is no reason why he should concern him-
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plickinger : The Greek Theater and its Drama, 1918, P R37
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2
p-

2



-18-

self with the more remote background of the scene building
itself. We should not demand camera functions of the vase

painter. In some instances, however, the artist is not uncon-

scious of a back wall. In several of the prothyron scenes

objects are hung on an invisible wall, which suggests a wall

behind the porch. On the Antigone vase outside and above

the prothyron, fillets and little wheels are hung. On a

1

Lukanian vase painting, inspired by the Hekabe of Euripides,

two wheels are hung on this invisible wall. They resemble

the wheels that appear so often suspended from the ceiling

O 2
boards of the prothyron. The ggkranfa on the Archemias vane
A

seem to hang on the wall, in contrast to the wheels which are

suspended from the ceiling. We know from a reference in

Theophrastus's Characters that it was customary to fix the %P‘

krane;gvover the entrance after a sacrifice (Char., xxi, F)

Wi Bouv eSows To ﬂPOPETWTTI/:SloV vaI"'.}_VTl\fPl\a
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Here the q%kranegg’ie placed over the entrance or prothyron

which represents the palace front.

CONCLUSIONS

gseveral points have been raised which bring us to the

n that we have a dependable source of information for

conclusio
theatrical background in these paintings. First of all

the
pearance of the structure, the evidence in the

the repeated ap
emselves for such & portico; and finally the likelihoed

a vase painter's retaining the impression of the theatrical

of
le the details of the action might fade in his mind,

background whi
and the probability of his using a simple type, familiar and com-
rehensible to all, to suggest the setting for his pictures.
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