
THE PROBLEM OP THE PROSKENEION

IN THE LIGHT OF VASE PAINTING

♦ ♦

in looking cvor tho roatorations of the for the

fifth and early fourth centuriea B.O., one is startled by their
variety. Wo have everything from Flechter'e unsightly shed

»v,-i«<r oneninga to Allen's fully developed pro-
with its three yawning openings

skeneion, an integral part of the scene, building from the first,
in the theatre of Dionysos at Athens, foundations of the

scene building, dating from the late-fifth century, are pre-
j +-?r,nfi if any, were in front, must beserved, but what decorations, if any,

•cisanre The plays themselves are con-postulated from other evidence.
now aaree that a stage is out of

suited and most authorities no. agr
stion for the tragedies of the fifth century.theauestionio*"'

vases from the fourth century,
of South ItalianThe series wa

, X. r,« +rap-edy, and having a small
c Hfirived from xrago^j'>nainted with scenes deri

" Vin the background, are usually considered,n..r.h_like bui IdiJ^S ^
theatre problem, and usually thrown

in connection dependable information regarding the stag-
aside as affording n ^ gieber disposes of them with

at this time.
ins ^ important for literature than for

v that they are more impthe remark ^ ^^didents from the actual dramatic per-
stage questi until Roman times.

„ were not copied untilformances

, zum theaterwesen im Altertum, P* ^0
„ Die Denkmaler zum

1. Bieber, M.»
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The imp 1ication hers sesnis "to b® thati since "the artist, did not

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

background he paints is just as inaccurate. The champions of

the Vitruvian stage for the fourth century naturally see no

significance in the little portico or aedicule with its two-

stepped stylobste. The caution »lth shich they all approach
these vases seems to be fostered by the discovery, vhich exami

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

is an artist and not a photographer.
__ , t piaTftcli. dS-V^ morG s.'t'tGn'trXon "toDorpfeld's collaborator Reiscn p^^j^

•I rixao Hiscussion of the subject with
them, although he concludes his discu

rvv, qViould be learned from them,
the warning that only so much should

rviflved in Southern Italy until the"the fact that Euripides was played xn
s that the palace type of pillar-hall, raisedthird century and that tne p ^

Vtori its origin in the theater." Dorp-
on one to three steps had its origi

ittoKip sueaestion for the deco-
feld himself finds in them a valuable sugg

+v,ft fifth and fourth centuries,
ration of the scans building m the

n a noroh-like structure with gableand in his restoration places a p
/vnlumns in front, and resting on a

roof carried by four Doric column
+vi« central door of the skene. His

one-step stylobate, before
a. ++acked by Allen, who considers the

restoration is vigorously

vase paintings unreliable-
wrtance then xn turning to these vase

It is of

ad into them too much, but to try first orpaintxngs no painter, to gage the extent of his
, g.t,8.nd "til®

all to un rience, and then, interpreting the paintings
, . ,.tv and dependencorigxnalxty

nas Griechische Theater, p. JIO
a j -Re isch, "

1. Dorpfe Id
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in the light of other knowledge, glean some valuable suggestions

for the form of the theatrical background.

The vases we propose to study date in the fourth century

and are inspired by Attic tragedies produced in that period in

Tarentum and other cities of Magna Graeoia. There is nothing

more likely than that the staging of these plays in a thoroughly

Helleniaed city of Magna Graeoia would correspond to the staging

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

source of information we can assume that they shed some light

not only on the theatrical background of South Italy but on
that of Athens.

we are confronted at once by a series of vase paintings

deriving their subject matter from Euripides. l£hi£eneia_Amon£
th^Tau^ans. In three cases the moment chosen is the hand
ing over of the letter whereby Orestes and his sister recognise
each other I Abuilding supported by four columns resting on

r.-p the scene. The amphora

a stylobate occupies the center of ^
^ +ha Duke of Buckingham shows

formerly in the possession of the
»4+Vi columns in the Doric order, whichof these structures with coium

. orHer predominating on the other vases.IS unique, the ionic order pr
X xvia side and the ceiling boards beneath

The roof is gabled at the
^ , A door swings open in the back-

are very clearly indicate .
the background to the rightj bal-

H Artemis hovers m tnp-round. aruo „ m

left a satyr appears. In the foreground
ancing her on "tb • xt. + He

v,is iourney, occupies the center. He
Pyladee, dressed for . ^ .

, ^tter from Iphigeneia, who is accom-

is just receives
—•— " , in the Light of Vase Paintings, p. 15^

•iston : Greek Trag.t. Huddi *849, pi. 12; Overbeck, Bildwerke, pi. ^0, 7
2 pub. Arch. 'iv, pi. 5lj Huddilston, op. cit., p. 1^2*

Mon. d'
fig. ^9-

one

is un
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panied by a servant. To his right is Orestes looking on
1

with interest. The amphora from St. Petersburg which shows

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 a 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 dealsr Barons in Naples. In a building with gabled roof

and acroteria, supported by four Ionic columns on a two-stepped

stylobate, stands Iphigeneia with the letter in her right hand,

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

the laurel tree. In the background a bjikraneion is suspended.
The St. Petersburg krater which is decorated with a

scene inspired by Aeschylus' ^manides shows Orestes seeking
expiation at the shrine of Apollo at Delphi. We meet again
a four column structure with gable roof and acroteria. The

• r. with a curious, elongated abacus. At thecapitals are Ionic with
Vcntr from the architrave. Orestes is repre-

back a shield is hung

cit.f P" ^5^' fig- 20; Mon. d. Inst. vi,
1. Huddi Istohf^^P*^^ catalogue of the Hermitage, St.

peters burg♦

on cits, P- IJSa fig. 21; Bull. Arch. Napoli-2. Huddllston,^^^-^,, ^

on cit., p. 57a Fig. 5, cat. N® ^k9i P^b. Compta5. Huddliotb"; °r ^
^ • Rendu, 1864, P
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sented as clinging to th© 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.

The Antigone vase from Ruvo contains ah excellent exam

ple of the four columned building with gable roof and acroteria
and ceiling boards indicated. Within the structure stands

Heracles, identified by his name, which is written on the
architrave. Outeide at the right Kreon, in kingly robee and
leaning on his eceptre, inclines hie head toearde Heracles.
TWO attendants stand behind him, and seated above is Ismene.
TO the left of the building is Antigone with her hands bound

hv a Doryphorus. Further to the leftbehind her and guarded by a uoryp
J -w, Obiects are suspended

1,-iB head bowed in griel. rstands Haimon, his heaa u 2

H fillets and little wheels. Heydemann con-
in the background, fill

.^Brivinc from a post-Euripidean play,
eiders this painting as deriving

ts US a good case for its Euripidean origin. It isVogel puts up a gouu

. Bnter into either of their courses of reason-
not my purpose to en ....

is that they both see in it a scene in-
ing. The main pom ^ 4

T treating the Archemous vase in Naples
soired by tragedy.^ - that the artist is here representing
Vogel argues persuasive y

. -Hfis' Hypsipyl®- fragments re-
a scene from Euripi irrefutable, but it does seem plau-

his argument is not irr
dramatic inspiration of this vase

•hiB and convinced of
' itation in adding it to our list of vase

T feel no hesix-painting,

^ ^ ^ rji. 26-27; Museum Jatta (No. 425)
dell'^'^^ h 2

^^Arch^^Ztg. e^nacheuripideischen Antigone (1868)
riBmann: U^er e .jgischer TrAg'ddien, p. 52-55

t' Vojel; Baumeister, Denkm&'ler, I (1885)
4] Heydenia"" ^cit. , p. 101-1^7
- vogel» op*
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paintings, influenced by tragedy and containing architectural

features which might shed light on the stage setting of the day.
The painting on the Archeraojs vase is divided into three

rows. The middle row contains in the center a great temple

like building crowned with a gable and carried by four Ionic

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

the back two b^ukran£a 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

her. Vogel thinks the artist has chosen the moment when Am

phiaraos is asking mercy for Hypsipyle. Various other figures

in connection with the story are grouped about the building.

Below is Archemo^s stretched on his bier with people bearing

funeral gifts.
1

The Meleagros amphora in Naples is probably painted with

a scene from Euripides' Me]^^roa, the contents of which we

know from the Scholiast of Aristophanes' Fro^s. The artist

has chosen one of the last moments in the tragedy according to

Vogel,^ when the log has burned out and Meleagros sinks in his
death swoon upon his couch supported by Tydeus and Deianeira.

To the left a woman is hastening into the building in which the
+ Dlace. It is a structure supported by threewhole scene takes p

Two are shown in the rear. The whole
Ionic columns m front.

flat roof and the ceiling boards are drawn in.
is covered by a

Ti^us S. Aug. N' 11, pub. Arch. Ztg. 1867, Taf. 220,
1. Beydemann, yiii, Tav.m:

Bull. Arch.,

2. Vogel, op.
cit. p. 85
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The most famous vase of all those influenced by tragedy |
1 . 1

1b the great Medea amphora in Munich. On this we see a [
bulldlns, open on all sldaa, with gable roof, supported by

oiw lonio oolunine reatlng on a two-otopped stylobato. From
th. calling boards two shields ar. hung. Th. upper section
of the paintings 1. bounded by two tripods. The artist ha.
been Inspired by the messenger's description of llreusa's j
de.ath. He has chosen the moment when Kreuea, shown within |
the palace, haying tried on the fatal tobee, has fallen across

chai- Ker father stands beside her, half supporting her
j awsows^rifr his hair with the other. From ^

with one hand and tearing his nai j
1, Vi.r mother and brother hurry towards the palace. •!either sida her mother anu ^ ^ !

im the center of the lower e.ctlen O.^^^9 er the peree-
mifieetion of Medea's wrath is about to driw. off in her dragen ;
, Hera we have . fine instance of the vase painter jchariot. n ... I

. jf j. „•(> Furioidec. 11 is imagina —
thoroughly inbued with the spirit of Cu P

j 1. *v,n. mecsenrer'c report and hs gives
ha. been kindled by the mecs.ng

.tv, ^rture created in his mind,embodiment to the picture o
e,al characters in the scene who do not belongThere are several cnarac

o-p Furipidss' Medea and this fact has
to the dramotie p.reena. of Eur.piof another eouroe than Euripidee.
guP-FSsted the possibili 7 , m
^ the artist has merely added

Huddilston'e interpretatio
Vita own fancy saems more in keeping with

es -p^cfures to suit nis
.. Ttalian vase painter, who never illue-

of ih® South Itaiia"the epir dramas but is primarily an
*rtr,iee scenes rromtratee or eopi®®

75

• T.f. <«
s«r- ''

a- elt.i P' <5^
2 . l9ton t

(

i

I
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1

On the Thersites vase in Boston a four columned build

ing challenges our attention. The capitals are unusual, being

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

Palmettes crown the gables, and shields, chariot wheels, and ^
greives hang from the celling boards. Mr. Paton in his article
on this amphora calls it a "soldier's hut." But it is so like
the other buildings we hare 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
terpretation must be hypothetical, and mentions the fact that

wrote a play about Achilles and Thersites, which weOhaeremon wrote a pj-aj

know of only through the title and two lines that have come down
to us. This does give the painting a faint claim to dramatic

K+ it is the four columned building open on allinspiration, but it is

sides that interests us.
o one stepped stylobate, carried byAnother structure on a one-stepp r

v+intr a gable roof with acroteria,
four ionic columns supporting S

4 . of a scene painted on a crater in the
occupies the center 5

X PhiliPP® Naples. Around thisAncien Couvent de S. Ph P
One man lies dead upon the stylo-

hiiilding a combat rage
^ the death of Neoptolemus.

The murder of Neop ^ described by thenmessenger in
Apollo at D P ^hich is the inspiration for another

_| Andromac^yEuripides A , , ..r - and it seams very likely that
to be discussed latepaint ,po8. Pl. kix

o pfti/OiXj ^0^*
2. A.J.A.. '9° ' Philippe de Nsri in Haplss, pub. Nou-

A— 'TSl-' ?b8"p "Bl.Bsinach' Vases Psrnts, p. 58
ve 11®®
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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-
1

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 Krsusa swoons, we interpret
as representing a palace. On the St. Petersburg amphora the
four columned Ionic building which contains the statue of Arte
mis must be representing the temple of Artemis. But before

conclusions as to the significance of the buildings,drawing any conclusions

+o +he clays themselves and see what kind of back-let us turn to the piay

ground they require.
professior Rees,

a -p^nds verbal eviithe plays, finas
V, Hire structure. Slowly but surely he builds

for an open porch-ixKa
•Por a "prothyron," starting with the Roman

up his evidence
-rr- of Hermitage; pub. Mon. d. Inst. vi, pi. 66;

t. T xon op* P'Huddilston,

^ in his search for a fitting setting for
.dence from the characters themselves

2 . do.
. X (1915), Kelley, Rees, p. J17, The Function

)t Greek Plays
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/

"vesti bulum " which he traces to its equival ent Po V ^ cit

ing references to it in Menander, Aristophanes, and finally

most strikingly in the fifth century tragedies themselves. Ver

bal evidence is then strengthened by plausibility, for the ac

ceptance of a prothyron as the setting for most of the tragedies

solves innumerable difficulties. It furnishes an excellent

place for scenes that necessitate a certain seclusion. Phaedra's

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

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

strikingly suggested in Ifihi^eneia_amor^_^e_Tauri where

iphiKeneia, coming from the temple addresses Thoas, vs. ItSS

(stay thy foot there in the portico)
The series of Iphlgenela paintings do net Illustrate this exact
moment, but they all she. Iphlgenela in a portico-like building
about to hand over the letter to Pylades. So easily does the

. to mind In the reading of the play, that .henprothyron come to mina

turns to the paintings and sees the four-columned building
open on all sides it appears convincingly as the portico. Es-

vinra formerly in the possession of the Dukepecially on the amphora,
« door swings open in the rear of the build-

of Buckingham, where
vn+o the temple, there is no doubt left

ins, BUggeatlng the door rnto
looking into the pcrtlco of the temple,that we are looking

V, n«e of the fragments of the H^si^yleCuriously enough one
+ o d. 13 Gd 1 Dl® ^ ^ M

which survives refers ^ j H ^
vlv, vrl.'s

, Hirect your eyes toward the sky and gaze(Look, dire

+he painted statues in the gable)upon tne v
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In the Archeniojjas vase painting, which takes its subject
matter from the Hypsipyle, we have a splendid example of a

fagade with four columns supporting a gable roof. Here w<

have both literary evidence and a vase painting in perfect

cord. The coincidence is too happy to be aft accident. !1

poet and vase painter have the same thing in mind, the theatrical

background. The dramatist worked with perfect awareness of

the Umitations of the theater - a palace or temple front must

do, and eo in most oases he adapts himself to these conditions.

HOW ridiculous it would be for him to write such lines rear

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,
L .1,. nortico of the temple of Apollo at Delphi,must have been the portico oi

n-p +he olav seems to be in this portico.Ion at the opening of the play

sweeping it with the "bay's young bough."
professor Rees, in discussing the bach-scene for the Eu-

.enidee of Aeschylus, thinhs the lihely setting was again the
portico of Apollo's temple at Delphi, with Orestes within it as

v. He pictures the Erinyes ly-
a euppllant upon the omphalos.

«.x «.o the priestess enters the ves-ing about sleeping. "At as. J?
, used to represent the adyton, where

tibule of the temple, here ,

She sees Orestes seated among the sleeping furies."
X. +v,iB very scene is found on the St.

An illustration of thxs
2 familiar four-columned structure oc-

Petersburg krater.
f the painting and within, clinging to the

cupies the center o
. represented as seeking protection.

omphalos, Orest^i
'P"'^e^''bp. oit. p. UD

-it., p. fig- 51 Oat. N® 3k9i pub. oompta
«1e"dr"864°!-p^-

we

ac -

The
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The likely setting for the Eumenides as for so many other

tragedies is the prothyron, and when we turn to this vase paint

ing we see a porch-like structure depicted. Once again the

vase painting is in accord with other evidence.

In the instances cited above a prothyron is either suggested

by the lines in the plays themselves or comes naturally to mind

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

a hazardous leap to see in the constant architectural feature

that appears again and again on the vases the prothyron or porch

like building before the sken^, which the plays presuppose and

which the vase painter draws in mechanically to represent the

background for the action that has inspired him to composition.

The background he would render in the most oonpreheneible terme.

He would choose the fixed way, while in the foreground he could
the figures about to suit his fancy. The stage setting

the same for so many of the tragedies that the vase painter

who went often to the theatre would retain the memory of the
fixed type of background, while the exact position of the ac
tors or even the action itself might fade in his mind.

flfwrirainate between an attempt to represent
That we can diecrimxwaoc

and a sense for the theatrical set-
a temple for its own sake and

h. seen from a study of two amphoras from Ruyo. Theting can be seen
4n„fl +rateB the account by the messenger in

first painting illustrate
^ +he murder of Neoptolemus at Apollo's shrine

the kn^rom&ch^ of
rvhB sanctuary of Apollo is clearly indicated by

in DeIphi•
1 ,,r«l tree, the omphalos, and in the center

two tripods, the laur
to temple drawn in perspective, so that threebackground Apoll"
y^fltvle are shown. Neoptolemus has sought

o nf the periBi-jtColumns oi , „ .
"V^Napl®®' ^ ^5^ Jatta Oat. j pub. Annali d. Inst.

Huddileton, op. cit., p. 84, fig. 10
1868, P-^-

move

wa 8

i
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refuge at the altar in the foreground, but he is already at the

mercy of Orestes and his band. The building in the background

with one side of its colonnade indicated is obviously meant for

a temple It is in marked contrast to the porch-like structure
1

we have been dealing with The other instance which seems to

me indisputably a representation of a temple and not the prothy-

ron is a scene from among the Taurians which shows

the temple of Artemis in the background with several columns

of the peristyle drawn in. The perspective of these is not as

successful as in the case of the other amphora, and the colunns

seem to run horisontally with the fajade, but a brealc in the
architrave indicates that they are to be thought of as part of

the colonnade along the side.

In these two instances we find the vase painter working
quite independently of the theatrical background and drawing in
a building whioh is distinctly a teaple and not the porch-like structure

1 d for palace and temple alike in the actual pntduction of the play,which stood i or i> ^

0„ the Madrid Assteas vase we have a different architec

tural structure. Two slender Ionic columns supporting a roof
which IS drawn in perspective, frame in the scene. At the

ie depicted. A single colonnette
back a two-storied colonnade xc depx

. + above which four Doric colonnettes dividesupports an epistyle, abov
• .wo To the right a door swings open

this story into five openings.
lu. wife of Heraclee, is fleeing. Hera-

through which Msgara, the
A+h his child in his arms to the left

ales himself advances with
red by numerous household articles 1. burning,where a firs inst.

^ , Baoles, Heydemann, n" J225; pub. Mon. d
T7'A5pho",^;j°'ove?beck, Bildwerke, pi. JO.4

ii, pl-
viii, 19; Wiener Vorleg., Ser. B., Taf. I;

2. innlT., ^664. 5,525^^-

1
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Through the openings in the gallery Maria, lolaus, and Alkmene

are looking on. There are two conflicting interpretations of
1

the Heracles Mad painting which deserve our attention. Bathe

in his desire to prove a high stage for the fourth century theater

supposes that the structure represented stood on top of thepro-

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

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

of Assteas shows a stage supported by a series of columns. Flimsy

and arbitrary as this seems, Bethe makes it one of the "unshakable"
arguments for a high stage in this period. Dbrpfeld in the
jahrbuoh for 1901^ pointe out the absurdity of such a supposition
and then presents his interpretation. He recognises the Interior
of a palace and not a stags setting. The helf-op.ned door
through which Megara is fleeing leads to other rooms of the palace.
,hs two-storied colonnade at the bach is part of the palace, a
sort of loggia loohing into the court. aince this ssens to .e
the only satisfactory explanation of the architecture, I shall
not include the Heracles Mad painting in the list of rases with

^ +v,e nrothyron. The artist has been inspiredrepresentations of the pr y
. , Heracles Mad and thinks of the crime

by the messenger's speec
. +v,e real interior of a palace - he has re-

as taking plac®
from a theatrical background.

moved the scene entirely
vrofle nainting presents another problem. Here

The Meleager vase p
.PsaH Structure with the ceiling boards in evi-

a flat-roo^®we have Tonic columns in front with two showing
• bv threecarried oy

dence,

in the r Pie Hellenistischen BUhnen und Ihre
TT—ToOOj P'

n-T^W^^^ilonen, Bethe.
De c ora I'*

V. 190l f P-Jahr budh.

On a couch within this building, Meleager is sink-
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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'

Meleager, the artist has painted one of the last moments in
I

the play. Vogel and Heydemann recognize in the structure the

ekkyklema, which they think was rolled out with Meleager fln

it at the moment of his death.
2

Rees, after carefully sorting out the various threads in

the confused tradition of the ekkyklema, concludes that it was

no more than a wheel chair or couch, which explains the puzzling
'̂ IT» K dpoVoS in Pollux's definition of

phra s e f

the ekkyklema. In this painting in the light of Reee's inter

pretation of the ekkyklema, I see an instance of its use. Into

the portico or prothyron, suggested by the structure represented,
Meleager's couch is pushed. ^

The prothyron theory according to Allen is undermined by
o-p flimllar structures on the underworld vase paint-the appearance ol simixai

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

Btructures on tho t»o serleB of paintings ars similar. Both
to the same class of South Italian ears and in one

^ .a in nftinted with an underworld scene on one sideinstance a vase is paxn

and a scene from tragedy on the other. In constructing an
V diriinir in the underworld, the painter would naturallyimaginary building m

XV, + was familiar to him. The simple f our-co lumnedemploy a type that wa
d before the door of the skene and formed thestructure that stooa

background for the tragedies was easily under-
temple or palac

should not be startled to find almost an exact
stood, and so w

—M'tT. P'
1."^ogel> -1 X 19l5d P*
2* Class. p-eek Theater of the Fifth Century B.C., p. 99
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copy of the building on the Medea amphora repeated on the great

Canosa amphora in an underT;orId scene. The striking resemb

lance extends 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 underworld palace two chariot

wheels are suspended instead.

In other instances it is a much embellished prothyroh still

open on the sides, but considerably altered in appearance by
2 •

ornate capitals. The Volute amphora from Altamura painted with

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

the building is supported by caryatids standing on palmette
5

clusters. Another underworld palace on an amphora in Carlsruhe

is carried in front by two columns with sphinxes serving for

capita Is.

The reverse of the Meleager vase in Naples is decorated

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

four Ionic columns, lakkhos is seated before Persephone. The

building is very simple and has none of the more ornate decora

tions most of the underworld 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

from the theater the artist has created his infernal architecture.
It is in these two series of vase paintings, one painted

from tragedy, the other with scenes from the under
wit h s ce ne s

4.v,o+ we find the prothirron type of building representing
worId, xna^

e7wor Id amphora (Canosa) Munich 849; pub. Wiener
1, Apulia Series E, pi. I; Millin: Tombeau de Canosa, pi. ^,4

Vorieg-» - rt'
_ ^eter, pi. o7

(Altamura) Naples 5222; Wiener Vorleg., E, pi. II;

(Huvo) Carlsruhe 588; Wiener Vorleg., Ser. E, pi. 5,1
'• /"Son( II. pi- =0Mon.
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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
assume that this type established by the South 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,

N® 12682, shows an architrave supported by four abbreviated

Ionic columns, representing a temple or palace in the background
1

A vase published by Lenormant and Dewitte has a similar archi

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

from Ruvo, so we know that the vase painter had other ways of

indicating palaces and temples. But the open porch-like

structure is peculiar to scenes derived from tragedy and the

underworId.
35

Flickinger is troubled by the fact that no background cor

responding to the wall of the skend is indicated on the vases.

Why should there be? /i 7 t'he artist is not interested in a
photographic representation of the scene building, but in sug

gesting the location essential to the scene, and this being

usually a palace or a temple front, represented in the theater

by the prothyron, there is no reason why he should concern him-
T—Li'nofmant''& Dewitte, pi. Ixiii A, vol. Ill

2 Leroux, Vases du Musee de Madrid, pi. xxv
, pliokinger: The Greek Theater and its Drama. 1918, p. 2^7

kan Vase, pub. Mon. dell'Inst. pi. x i i ; We IcHer , ii i ,25 . t
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se If 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

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

boards of the prothyron. The b^kran^a on the Archemws vase

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

suspended from the ceiling. We know from a reference in
e

Theophrastus ' 8 Characters that it was customary to fix the ^u-

k-roTipiSf over the entrance after a sacrifice (Char, xxi, F)

Tfts TTPos M.tTTJ./) W , CrTtV^-Ao-/|.-ty/Ao(S TTS 'Ttf-J-S-
Here the bukraneim' la placed over the entrance or prothyron

which represents the palace front.

CONCLUSIONS

Several points have been raised which bring us to the

oinn that we have a dependable source of information forconclusxoii

xv,«fl +rical background in these paintings. First of all
the tneax-x x ^ «

A«ted appearance of the structure, the evidence in thethe repeax,eu 0.^,^

+Viemselves for such a portico; and finally the likelihoodplays tnexiioo

vAfls painter's retaining the impression of the theatrical
of a r

background while the details of the action might fade in his mind,
and the probability of his using a simple type, familiar and com-

hensibl® to all, to suggest the setting for his pictures.
P'' _ ...A,


