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JOHN BOARDMAN 


Abstract 

An approach is proposed for the study of vase 
painters through appraisal of their choice of sub 
jects compared with that of their contemporaries 
and predecessors. Exekias' interest in Trojan scenes 
is explored and in particular his innovations and 
apparent interest in scenes including Ajax and 
Achilles, together or alone. It is tentatively sug-
gested that this reflects a positive attitude counter 
to the myth-propaganda of Peisistratan Athens, 
and that the novel scene of the heroes gaming might 
have served as a comment on an episode in Peisi- 
stratos' second return from exile. 

The identification of Athenian vase painters, a 
study pioneered by others but comprehensively 
organised by Beazley, a scholar of genius who de- 
voted most of his working career to the subject, 
may have reached the point at which further prog- 
ress may best be envisaged in terms of fuller illus- 
tration and explanation of the styles of the iden- 
tified painters, and the adjustment of painter lists 
in the light of re-study or fresh material: matters of 
demonstration and tidiness, which may yet bring 
new insight to the working of the Athenian pot- 
ters' quarter and the careers of individual artists.' 
The identification of potters and the study of 
shapes, somewhat less rewarding in terms of our 
understanding of much beyond the organisation 
of the potters' quarter, can be and are being fur- 
ther explored. The painters have been defined 
mainly in terms of draughtsmanship. Probably the 
most rewarding field for study now that the master 
of attribution has gone is the definition of the 
painters as artists in the fuller sense of the word. 
This involves study of their compositions, their 
choice of subject matter, the possible relevance of 
that choice to contemporary life, politics, literature 
and religion as well as to the other arts. This has 
been practised haphazardly, and iconographic stud- 
ies usually start with a theme rather than the han- 
dling of it by a particular studio or artist.' It can be 
a more demanding study since it ranges far outside 

* T h e  substance of this article was delivered as the Second 
Rodney Young Memorial Lecture at the University Museum, 
Philadelphia, in January 1977. 

1Martin Robertson has discussed the way ahead for vase 

archaeology and art history, where it may often 
meet other classical disciplines still not ready to 
accept the validity of evidence which has not been 
won from an ancient text, but for this very reason 
it is a study which has most to offer to that wider 
and deeper understanding of classical antiquity to 
which scholars and students more openly nowadays 
aspire. 

It is not easy, and probably dangerous, to attempt 
to formulate a procedure for such studies. This 
essay explores some of the relevant questions posed 
by the identified work of the greatest of the Atheni- 
an black figure vase painters, Exekias, and presents 
one ~ossible method of approach. 

The considerations which might have led a 
painter to choose one scene rather than another for 
a vase are most diverse. The field to be occupied 
represents one simple, physical constraint, and an 
artist thwarted by it could only, if his subject mat- 
ter meant so much to him, turn to other shapes. The 
lazy or second-rate artist will easily be guided by 
habit to reproduce, even mass-produce, a familiar 
or well-tried scheme; but a good artist rarely re- 
peats himself exactly even within the limiting con- 
ventions of a popular subject. The "pattern books" 
conjured by many scholars recently to explain rhe 
persistence or reappearance of subjects are un-
necessary, and a moment's thought about what 
they could have contained, how they could have 
been used and by whom, and what their effect 
should have been, ought to convince anyone that 
they did not exist. Greek art did not endure the 
complicated and subtle hagiographic conventions 
of Byzantine or Mediaeval art, and the artists' 
choice and execution were informed by what they 
had been taught or saw around them-not only on 
vases. It is because Greek iconography did not suf- 
fer the restrictions of any canon beyond uncodified 
local habit and preference that it is such a reward- 
ing and revealing subject. Ultimately the market 
determines the product, but the market can be 

painter studies in IHS 85 (1965) 98-101 and Mlb 27 (1976) 
29-46. 

An attempt on the Kleophrades Painter's use of Troy 
scenes is made in AntK 19 (1976) 3-18. 
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conditioned and instructed. A few vase shapes at- 
tract subjects of specialist or cult interest, but most 
do not. The individually commissioned vase was 
surely a rarity-the occasional dedication or gift. 
If all or most were individually commissioned we 
should not observe that undoubted unity of interest 
in most painters' ~ e u v r e . ~  The choice lay with the 
painter. It could be guided by a special market 
(Etruria, for example), by currently popular themes, 
or inspired by other works. But it was his choice, 
and just as the vases reflect the taste, demands and 
preoccupations of the day so, since the possible 
range is immense, we can also use them to explore 
the interests and preoccupations of individual 
painters. 

Individuality of choice and treatment can only 
be observed through the close comparison of a 
painter's work with that of his contemporaries, 
sometimes with that of his predecessors and suc-
cessors. A quantitative approach to such subjects 
is one familiar in most archaeologies other than -

the classical, but in these matters it is possible to 
appear both numerate and illiterate. In what fol- 
lows the consideration of the errors inherent in 
enumeration of "facts" which are really judgements 
may prove as illuminating as any of the statistical 
"results." For a start, I give a list of the broad head- 
ings under which one might classify the subjects 
of black figure vases: they are vague enough and 
I have tried to keep like with like-the heroic, 
the goodtime ones, the warlike ones : 

HERAKLES HORSEhlEN 

THESEUS CHARIOTS 

WARRIORS 

TROY FIGHT 

OTHER hfYTH 

ATHLETES 

GODS .WEDDINGS 

GIGANTOMACHY CULT 

DOMESTIC 

KOMOS/SYMPOSION TRADE 

DIONYSIAC OTHER 

ANIMAL 

3 Webster's theory of the commissioned dinner service in 
Potter and Patron in Classical Athens (London 1972) 295-
300 (and passim) seems to me unnecessary and unrealistic. 
H e  also studies the distribution of subjects by the different 
shapes of the vases on which they appear, a less profitable 

Even with such general headings the possibilities 
of misleading or being misled are notable. First, it 
seems to me unwise to attempt deductions from 
such classification unless the number of scenes to 
handle for one painter is at least fifty. Then, merely 
to admit the heading "Troy" begs the question 
whether the literary treatment of a story should 
be taken as a criterion of choice. We have no right, 
obviously, to assume that an artist is being guided, 
directly or indirectly, by a written source that sur- 
vives today (as the Homeric poems); no right, 
even, to assume that he is being guided by any 
written source rather than that Vol~suorstellung 
which antedates both writing and representational 
art, which lay closer to the consciousness of the 
ordinary Greek than any formal expression in writ- 
ten word or image, and which a humble and 
prolific art, like that of the vase painter, may reflect 
more truly than other and more important sur-
viving media. And if a fighting scene at Troy is 
chosen is it because it is Trojan or because it is a 
fight? If a chariot scene, is it because the story is 
important (the departure of Amphiaraos, for ex-
ample), or because the heroic implications of a 
chariot were attractive, or because the painter liked 
drawing horses? There is also the possibility that 
our sample is unrepresentative because it is "loaded" 
by one exceptional or uncharacteristic series of 
finds: but this we can generally identify and allow 
for. Despite these reservations, but keeping them 
firmly in mind, the exercise of making such lists 
seems worth while. They draw attention to inter- 
ests which might remain unsuspected because we 
tend to recall a painter's work in terms of his best 
known vases only. This way too we may better 
judge trends in successive periods and begin to 
look for explanations of change in terms of litera- 
ture, symbolism or even the contribution of indi- 
vidual innovatory artists. 

Table A gives lists of subject interests for five 
Athenian painters whose main period of activity 
lies within the third quarter of the sixth century. 
The total number of scenes involved in each list is 
indicated and the numbers represent a percentage 
of that total,4 rounded up or down for ease of com- 

pursuit, I think, than study of their appearance in the work 
of different painters. 

I have used Beazley's lists in ABV and Paralipomena omit-
ting the more trivial or indeterminate fragments. The Exekias 
list includes the "probables" of Paralipomena 61; the frag-
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parison (therefore not all totalling 100). A few 
fairly simple personal preferences can be observed 
immediately. Group E is the work mainly of one 
artist closely linked with the early career of Exeki-
as. Compared with contemporaries a special in- 
terest in hero scenes, especially of Herakles, is 
apparent. The Amasis Painter is more funloving, 
as we might judge from what is readily recalled 
of his work. The Swinger and especially the Prince- 
ton Painter have a strong propensity for warlike 
scenes and there is a singular dearth of komos, 
symposion or Dionysiac scenes in the work of the 
latter. Exekias is average but for a massive interest 
in Troy. 

Exekias is our subject and we must look more 
closely at his interests. There are few scenes to 
study, barely sixty, and his working life as a vase 
painter seems to have been comparatively short, 
perhaps from about 545 to 5 3 0 . ~At other times he 
may have been doing other things and he was 
certainly a potter earlier. The general character of 
his work has been assessed many times and we 
shall observe some special features in his myth 
scenes later. In his "genre" work we may recall his 
sympathetic and brilliant observation of facial ex- 
pression (mourners), physique (wrestlers) and 
action (the old man consoling a child at the de- 
parture of his father) :' all of them features un-
paralleled or rare in the art of his day. 

Some of Exekias' mythological scenes other than 
the Trojan require remark. The Budapest amphora, 

ments at Ensimne (infra n. I ~ ) ;and the RoS amphora (ABV 
147, manner of Exekias nos. 4+5; Paralipomena 61) pub-
lished by Bloesch in Wandlrtngen (Waldsassen-Bayern 1975) 
84-89. 

5 Mary Moore, in AJA 72 (1968) 357-368, has made a brave 
and intelligent attempt to discern the chronological develop-
ment of Exekias' work by determining the development of his 
drawing of horses, a favourite subject. A criterion is the di-
minishing number of Group E details in the drawing. Unfor- 
tunately one monument, the funerary plaque series in Berlin 
(see ABV 687; BSA 50 [1955] 63-64) offers a horse with 
some Group E features and another "pure Exekian." Which 
means that other pieces with Group E features might also be 
contemporary with "pure" work, and the emphatic double line 
on her chronological chart (p. 367) which splits the Berlin 
plaques cannot be treated too seriously as a dating divider 
for the vases above and below. No doubt the general scheme 
is correct and the "pure" work is later but there may have been 
a time when it was reserved for special work or figures spe-
cially placed while elsewhere, at the same time, conservative 
details were unconsciously retained. In this article chronological 
distinctions play no significant role. 

The Berlin plaques, ABV 146, no. 22 (Boardman, Athenian 

which appears to be his,' may be his only surviving 
work with a conventional Dionysiac scene includ- 
ing the god, maenads and satyrs, although there 
seems some life in the Dionysiac scene on the frag- 
mentary vase at EnsCrune8 (see below). Otherwise 
there are the sober studies of Dionysos with Oi- 
nopion (no. 7; I cite hereafter ABV and Paralipo-
menu numbers for Exekias' vases) and on his ship 
(no. 19), while the small satyr and maenads intro- 
duced at the handles of the North Slope calyx cra- 
ter' (no. 19) may be there to add a Dionysiac ele- 
ment to the main Olympian scene, or to people 
the handle vines. The beautiful Boston amphora 
with Dionysos seated in a vineyard" is "close to" 
Exekias both in drawing and mood. Note also his 
apparent lack of interest in the secular komos and 
symposion: a serious man, yet not without wit if 
his naming of two of Memnon's blacks Amasos and 
Amasis is some sort of reflection on his contem- 
porary painter/potter Amasis, who has what one 
might call a rather swarthy name and interests." 

Inhis treatment of heroes, Herakles, Theseus, and 
the Dioskouroi are the important figures. Herakles, 
usually with the city goddess Athena, plays an 
important part in sixth-century Athenian art, and 
it seems likely that the association was emphasised 
and even exploited for political advantage and re- 
ligious propaganda under the tyrant Peisistratos 
and his sons,12 just as, after them, Theseus moves 
into a comparable position of esteem and impor- 
tance under the new democracy. Exekias is not 

Black, Figure Vases [London 19741 fig. 105); the Karlsruhe 
Panathenaic, Paralipomena 61, no. 8bis (ibid., fig. 106); Or- 
vieto, Faina 77, ABV 144, no. 10 (W. Technau, Exekias [Leip- 
zig 19361 pl. 8b). The more conventional treatment of the 
last motif is to show the child supplicating the departing war- 
rior, as on the Corinthian vase by the Tydeus Painter, Berlin 
1959.1 (Miinzen rtnd Medaillen Auktion 16 [1956] no. 77; 
A. Greifenhagen, Fiihrer drtrch die Antik,enahteilrrng [Berlin 
19681 pl. 43), and cf. Boardman, op.cit., fig. 87 (ABV 151, 
no. 21, Amasis Painter). The best account of Exekias' styles 
and subjects is in Beazley, Development chapter 6. 

Budapest 50.189; Paralipomena 61, "probably"; Bothmer, 
BrtllMttsHongr 31 (1968) 17-25. 

Infra n. 13.
'Herperia 25 (1956) pls. 50, gIa with relevant added frag- 

ments. 
Boston 63.952; Paralipomena 62; CVA i pl. 12. 

''Boardman, /HS 78 (1958) 1-3 and Greeks Ouersear 
(Harmondsworth 1973) 150. 

12This is explained in detail by the writer in articles in 
RA 1972, 57-72 and IHS 95 (1975) 1-12; and I shall revert 
to the theme. 
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much interested, especially in comparison with the 
Group E artist: two scenes of Herakles with the 
goddess and a chariot (nos. 11, ~ g ) ,  once received 
by the gods and, on the same vase (no. g), dragging 
Kerberos, and twice with the lion (no. I and frag- 
ments at Enskrune).13 The last are important be- 
cause they may prove, what we might otherwise 
have suspected, that the scene with Herakles wres- 
tling the lion on the ground was introduced to 
Athenian vase painting by Exekias. The scheme 
had otherwise seemed to appear first in the work 
of his pupil, the Andokides Painter.14 Ill. I shows 

ILL. I. Reconstruction of amphora fragments in 
Enskrune, AbM J. Giry 

the outline of the struggle on the Enskrune frag- 
ments, and we observe a feature common to many 
of the early examples of the scheme, the way Hera- 
kles' near leg must have been raised well off the 
ground, as though he has just leapt on to the lion 
or is allowing his full weight to bear down upon 

13Published by J. Jully in OpusRom. 8 (1974) 59 pl. 10, at- 
tributed by Bothmer, in the collection of the AbM J. Giry. 
There are other fragments. Note that in the publication the 
fragment with the hands is wrongly set. It should be farther 
left since it is Herakles' forward leg that is preserved and 
there is a patch from his bottom visible at the break before 
Iolaos. I am indebted to Professor Jully for photographs. 

140ne recent discussion of the subject is K. Schauenburg 
in Idl 80 (1965) 79-80, 97-104. 

15This is not a very common feature in the scene. Iolaos 
probably locks his hands sympathetically as he watches Hera- 
kles wrestle the standing lion on Exekias' Berlin amphora 
(no. I). 

l6 Leningrad 185; ABV 176, no. I; Paralipomena 73; J.C. 
Hoppin, Handbook of Greek Black-Figured Vases (Paris 1924) 
342. This already shows Andokidean features. The larger vases 
of the Taleides potter/painter (ABV 174-176; Paralipomena 72- 
74) seem on the whole later than his cups; both his spelling 

it, rather than settling down to throttle it. And, 
though one of the lion's rear paws may be clawing 
his head, he ignores it and clasps his hands together 
around its neck.15 Other early examples of the 
wrestling scheme, none of them earlier than this, 
appear on an oenochoe potted by Taleides where 
the hero's hands drag open the monster's jaws;16 
an amphora in Philadelphia closely associated with 
Exekias;17 and a fine hydria in Charlecote Park 
published here for the first time (fig. ~a-b), wherc 
he fends off the lion's paw.ls 

FIG. Ia. Black figure hydria. Charlecote Park 

and his writing improve. He records an interest in Andokides on 
a hydria he painted for Timagoras (ABV 174, no. 7; Paralipo- 
menu 72; Pfuhl, Malerei und Zeichnung der Griechen (Munich 
1923) I11 fig. 246) where Herakles locks his hands to hold 
Triton. 

17 MS 3497; Beazley, Attic Black Figure, a Sketch (London 
1928) 31 "seems to stand between Exekias and the Lysippides 
Painter"; Paralipomena 318 "recalls Exekian (sic) and the 
Lysippides Painter." Keith de Vries kindly let me inspect the 
fragments and sent photographs. The vase, which is finer than 
the drawings in Museum Iournal 6 (1915) 86-87 admit, is 
being made up and deserves a full publication. 

18 Height 39 cm. It was seen by Beazley but not attributed 
(see AIA 63 [1g5g] 149 no. 2). The photographs are by the 
writer. It is by an artist well aware of the work of Exekias and 
his followers but with his own views on figure proportion and 
anatomical markings. 
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FIG. ~ b .  Black figure hydria. Charlecote Park, detail 

Exekias' interest in Herakles may be unremark- 
able, beyond the compositional innovation of the 
lying lion-fight, which could have been inspired by 
some pedimental composition,19 but by comparison 
his treatment of Theseus and his family is excep- 
tional. Previously only the encounter with the 
Minotaur had been at all popular in Athenian art, 
as it had also been in non-Athenian art. Kleitias 
has Theseus at the celebration dance on the Fran- 
gois vase:' and in the centauromachy but not as a 
central figure. A detailed comparison of this poor 
record with that of Herakles is hardly ne~essary.~' 

l9The  only one surviving in Athens is somewhat later: 
Athenian Agora XI (Princeton 1965) 36-37, no. 96 pl. 17. 

20AIs0, no doubt, on other versions of the dance, ABV 77 
nos. 3?, 5, 9. It is quite uncertain whether the two Amasis 
scenes with two youths abducting a woman need show Theseus 
and Helen: ABV 153 no. 34 and 155; no. 62: L. Ghali-Kahil, 
Les EnlPvements ct le Retour d'H6lPne (Paris 1955) pl. 101; 
and the same is true of Lydos' Munich 1681 (ABV 108 no. IZ; 
MA. Tiverios, Ho Lydos kai to Ergo tou [Athens 19761 pl. 
2) with two horsemen and a woman. The "Theseus" and bull 
on Cab.M.53. 174, ABV 315, is also not a certain identification: 
see U. Kron, Die zehn attischen Phylenheroen (Berlin 1976) 

Exekias gives us the fine Lund fragment wit5 
Theseus named (no. 1 7 ) . ~ ~  We do not know the 
context but it is obviously not an action scene and 
likely to be domestic, with family or friends. And 
on Exekias' early amphora in Berlin (no. I) The- 
seus' sons Demophon and Akamas make their first 
certain appearance in Athenian art, walking their 
horses.'' Given the previous record of Theseus in 
Athenian art, where the contexts are few and 
purely mythological, it looks as though Exekias is 
anticipating the new emphasis which an Athens 
free of tile tyrants will give the hero. Is he also 

128-129, pl. 181.1. 
2% Some relevant statistics in IHS 95 (1975) 1-2. 

22 On the subject see Beazley, Development 68 pl. 27.3. Martin 
Robertson observes (IHS 74 [1954] 230) that he is probably 
seated, given the distance of the upper border, and so unlike 
Tyndareos on the Vatican amphora (no. 13) with which 
Beazley compares the figure. 

23 On these scenes see also Kron (supra n. zo) 148-49, pl. 19, 
who observes that the Theseids are on the principal face of 
the vase (the other has Herakles and the lion) since the sig- 
nature appears there. 
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anticipating the mood which prompted the change? 
Or rather, is this our first hint at the alternative 
heroic allegiance, to "this other Herakles," Theseus? 

Exekias is equally novel in his treatment of the 
Dioskouroi. Previously they had appeared as two 
among many at the Kalydonian boar hunt on the 
Fran~oisvase (behind the creature) and as brides- 
maids for Menelaos and Helen on the Sophilean 
lebes gamikos from Smyrna.2Wnly a hydria of 
the Archippe Group shows them as the prime sub- 
ject, naked mounted youths with their sisters Helen 
and Phoibe, and this is an odd vase." Exekias offers 
two scenes, apparently similarly composed, on the 
Vatican amphora and on fragments once in Leip- 
zig (nos. 13, 15) with the homecoming of Kastor 
before Polydeukes and their parents, Leda and 
Tyndare~s.~" comparable scene, with the broth- 
ers harnessing a chariot and Helen present, appears 
on the reverse of the Boston amphora "close to 
Exekias" with the fine Dionysos obverse, already 
menti~ned. '~  The Dioskouroi are Spartans. In 
Athens rd ZVUKE were identified with the Dios- 
kouroi and the Anakeion received paintings of 
them by Polygnotos in the fifth century," but we 
do not know how early the identification took 
place,29 and in general what the Dioskouroi stood 
for was hostile to the Athens of Peisistratos. The 
Dioskouroi are Spartan and the Spartans of these 
years are the anti-tyrants of Greece who had al- 
ready enjoyed some success in putting down tyran- 

Z4ABV 40 no. 20; BSA 53-54 (1958-9) 157 fig. ga. The 
fragment in Louvain (ABV 10 no. 28; Hesperia 13 [1944] 
pl. 1.3) must remain a very doubtful identification (two youths 
in a chariot ?). The  Basel Siana cup admitted by Bromrner 
(Vasenlisten zrrr griecliischen Heldensage3 [Marburg 1973; 
hereafter cited as Vasenlisten3] 510 Ag) has three warrlors 
with cattle, so unlikely to show any plausible combination of 
Theseidai and Apharetidai. Some have seen Dioskouroi in the 
Rampin rider and his mate on the Akropolis but he is bearded 
and the independent dedication of a group of deities on the 
Akropolis where they were not worshipped would be hard to 
explain. On a number of later vases showing two horsemen 
the Dioskouroi have been recognised (e.g., the Psiax vase, ABV 
292, no. I ;  see E. Simon and M. & A. Hirmer, Grierhtschen 
Vasen [Munich 19771 pls. 78-79). 

25AntK 12 (1969) pls. 17, 18 and pp. 26-29 where the 
group is studied by Bothmer. Presumably it is Attic though 
other vases in this area have recently been judged not so. The  
Dioskouroi are named, as are Helen and Phoibe, but the lat- 
ter is spelled Dorian, Phoiba, which raises questions about the 
model for the scene. This vase may be added to Schauen-
burg's useful discussion of the Dioskouroi in art in  Me'langes 
Manqel (Ankara 1974) 107-1 17. 

26  W. Technau (supra n .  6)  pls. 21, 19c-f. 
27 Supra n. 10. There are other successors to the scene; see 

Brommer, Vasenlistens 511 Ag-8, 10, but on his no. 8 (Boston 

nies in other states.30 They were soon to oficiate in 
the removal of Peisistratos' sons from Athens, 
egged on by a Delphi influenced by the Alkmaio- 
nids (Hdt. v 63). The Sikyonians, also strong in 
Delphi and with friendly links with the Alkmaio- 
nids (Agariste and Megakles) worshipped the Di- 
oskouroi, and the brothers are prominent on the 
earlier Sikyonian Treasury at Delphi. (Exekias 
made and inscribed a vase for a Sikyonian client- 
no. 20.) In democratic Athens the Dioskouroi and 
the sons of Theseus will be found to have much 
in common,31 and Exekias chose to show the latter 
as horsemen too. The Dioskouroi were even ad-
mitted to initiation at Eleusis "because they had no 
less to do wirh Athens than Herakle~,"~' whose 
initiation story had been made a central theme of 
the Peisistratan take-over of the My~te r i e s .~~  It be- 
gins to look very much as though Exekias' innova- 
tory hero scenes might have some significance 
beyond simple narrative-in fact none are "narra- 
tive" in that no specific mythological event is shown 
and there is instead a generalised presentation of 
the figures, perhaps for consideration as "new Athe- 
nians" like the recently naturalised Herakles, or 
at least as figures for whom some Athenians, 
though not Peisistratos, might feel some sympathy. 

We turn now to the Trojan scenes, Exekias' 
prime mythological or myth-historical interest, and 
again require a chart (Table B) to demonstrate 
the contrast with some of his contemporaries. Here 

60.1) the two horsemen are more probably Demophon and 
Akamas with their grandfather Poseidon. The same is possibly 
true of the Amasis amphora in Copenhagen, CVA VIII pl. 
314.1 (Paralipomena 65) where Poseidon is also present, and 
the boys are not mounted. 

28 Paus. 1.18.1. Preller-Robert, Die griechisrhe Heldensage 
I 	 (Berlin 1920) 308-309. 

29 The  ~ Y ~ K T E Sin Dorian Argos were, understandably, iden- 
tified as the Dioskouroi earlier, and Dipoinos and Skyllis made 
statues of them there (Paus. 2.22.5). 

30 Plut. de mal. Her. 859d; G. Huxley, Early Sparta (Cam- 
bridge, Mass. 1962) 75-76. 

31 Kron (supra n. 20) 160-62 pl. 23. 
32 Plut. Thes. 33. On the pelike Naples 3358 (ABV 338 

no. 3 ;  CVA I pl. 13) which shows initiates the votive plaque 
on a pole has two men with horses painted on it-"Dioscuri;" 
(Beazley). The  date might be after 510. On this much-discussed 
vase see now Schauenburg in Mklanges Manse1 (supra n. 25) 
105-106, where also an account of theoxenies for the Dioskouroi 
in Attic art after 500. The Naples vase may allude to the 
Dioskouroi's new status in Eleusis and Athens. In Kallias' speech 
to the Spartans (Xen. Hell. 6.36) Herakles and the Dioskouroi 
are linked as "Spartan" and the first "strangers" to be initiated. 

33 The implications of this are explained by the writer in 
1 H s  95 (1975) 1-12. 
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I have further distinguished the "old" scenes which 
had occupied Athenian painters before, from the 
"new" which appear first in Exekias' working years, 
and often first in his work. Exekias' novel approach 
is immediately apparent. Of the old scenes we find 
four of Ajax carrying Achilles and one, almost 
genre, of Achilles' chariot. Of some of the most 
popular "old" scenes we so far miss wholly the 
Judgement of Paris, the Pursuit and Death of 
Troilos and all the Sack of Troy episodes. Of the 
"new" subjects it is arguable that all nine appear 
first in his work-a remarkable record. Seven of 
them involve or recall Ajax or Achilles, as do all 
his "old" scenes, which becomes equally remarkable 
when we consider that most Trojan scenes (the 
very popular Judgement and Sack, for example) in- 
volve neither. Notice too that all the scenes are non- 
Iliad, with the exception of the Death of Patroklos 
(where Achilles does not appear but the episode is 
central to his story), and we shall see, in a brief re- 
view of the "new" scenes, that Exekias was by no 
means bound to any literary accounts that we know 
of. 

Achilles' and Ajax' game, for which there is no 
literary authority, I reserve for the end of this arti- 
cle. Exekias has it twice (nos. 13, 15). 

Ajax' suicide. The bloody impalement had been 
shown often before in non-Athenian art. Exekias 
introduces the episode to Athens (no. 18) with the 
unique and sympathetic scene of the hero, be-
wildered in his regained sanity, placing his sword 
ready to fall upon it.34 

Achilles kills Penthesilea (nos. 7, 8). Achilles' 
respect for the Amazon queen, treated by later 
writers as an infatuation, was already part of the 
story in Exekias' day since the Aithiopis had Ther- 
sites chiding him about it.35 Exekias does not make 
the association explicit by any convention known 
to Archaic art, but the viewer would know that the 
duel had its more poignant side and might, as 
many moderns have, read this into it. 

Memnon is shown (no. 8), not as Achilles' ad- 

34The only comparable treatment is on the Alkimachos 
Painter's lekythos, AntK 19 (1976) pl. 15. 

35 Proclus, CAY. 2. 

36See Beazley's discussion of the vase in Deuelopment 68-69 
("doubtless negroes"). He takes the Menelaos-Amasos episode 
to belong with the other side of the vase but it can quite plausi- 
bly be taken for "mopping up" and at the same time serve as a 
thematic link between the scenes. Euphorbos, then, is a mis-
nomer, unless there was a Euphorbos also on the Greek side. 
One of the pursued carries a pelta, a scrap of which is visible 

versary but a soldier prince with his black at-
tendants. 

Dead Antilochos (no. 14) has three warriors, 
including Euphorbos, running by in pursuit of two 
men, one of whom holds a pelta, as does Amasis 
on the Memnon vase, so perhaps both are blacks.36 
In the epic Antilochos was slain by Memnon just 
before the duel with Achilles. On the other side of 
the same vase Menelaos is attacking one of Mem- 
non's black followers, Amasos, but-the rest of the 
scene is an episode somewhat later than the en-
counter with Memnon. 

Dead Achilles is being lifted from the ground by 
Ajax. In epic (Proclus' epitome of the Aithiopis) 
Odysseus is mentioned as being with them, to hold 
off the Trojans from the recovery of Achilles' body, 
but on the vase we have seen Menelaos fighting 
beside the group. Memnon's blacks may still have 
been on the field of battle but Menelaos' presence 
is unexpected and, if the two sides of the vase are 
taken together, his attack on Amasos may provide 
the link between the preliminary to Achilles' fight 
with Memnon (not shown) and the moment of 
Achilles' own death (not shown). We might ob- 
serve that on Munich 1415;' the work of a some- 
what later artist, where Ajax has lifted Achilles 
to an upright position, Menelaos again appears, 
fighting Paris (who is properly present) while 
Neoptolemos (who should not arrive until after 
Achilles' death according to the Aithiopis) fights 
Aeneas. 

Dead Patroklos is fought over by Hektor, who 
had killed him, and Diomedes, with four others 
(no. 19). Here Exekias' version is in flat contra- 
diction to the Iliad where Diomedes is explicitly 
excluded from the action (xvi 25, 74-75). 

Finally, Exekias' only surviving scene from the 
Sack of Troy is the peaceful and hopeful one of 
Aeneas rescuing Anchises (fig. z), the old man's 
haggard face wonderfully characterised by the 
painter (Paralipomena 61) .38 

All the Trojan scenes, except the last named 

(cf. A.D. Fraser, A1A 39 [1935] 38) ,  as does Amasos. 
37 C V A  Munich I, pls. 45, 47.2. 
38 This delineation of features reminds us of his treatment of 

the suicidal Ajax or mourners. There is similar linear indica- 
tion on sunken cheeks in Egyptian low relief, as ~ ~ ~ p t i i c h e  
K l~n i r  arrs dem Brooklyn Muserrm (Berlin 1976) = W.S. 
Smith, Art and Architectcrre of Ancient Egypt (Harmondsworth 
1958) pl. 145h. I am indebted to Giuseppe Foti, Superintendent 
of Antiquities at Reggio-Calabria, for sending the photograph 
to the Beazley Archive and permitting me to use it. 
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FIG. 2. Black figure fragment. Museo Nazionale, Reggio Calabria 

and Achilles' chariot (no. I&),  are devoted to 
poignant episodes in the lives of Ajax and Achilles 
and the events leading to their deaths. This rep- 
resents a total departure from the repertory and 
mood of the treatment of the Troy story by other 
artists and, surely, it tells us something about 
Exekias the man. I withhold observation on his 
character, as revealed by the choice and mood of 
the scenes, but the Trojan cycle not only offered 
him the opportunity to reveal this mood: it may 
have offered him the opportunity to say more. 
Achilles was the prime tragic hero, the greatest 
warrior of the Greeks at Troy. Ajax was acknowl- 
edged as second only to Achilles as a soldier. Be- 
tween them they typify the manly and military 
virtues of the Greeks and Exekias' choice of scenes 
allows them to display these to best advantage. 
Neither of them had been much noticed hitherto in 
Athenian art although Kleitias had the Achilles 

39 The only common earlier scenes are of Achilles with Troi- 
10s and Ajax carrying the dead Achilles. The Frangois vase 
offers the wedding of Achilles' parents, his fight with Troilos, 
his games for Patroklos, his body carried by Ajax. 

40 Kron (supra n. 20) 171. Soon a relationship with Achilles 
was to be invented, making Telamon and Peleus brothers (Prel- 
ler-Robert [supra n. 281 I1 1043). 

41 Erika Diehl suspected an earlier version on the plate 

story much on his mind on the Fran~ois vase.39 
Ajax himself was by now becoming an honorary 
Athenian with Salamis annexed and the Salaminioi 
part of the citizen body, and the hero was to give 
his name to one of the new tribes of the democ- 
racy.40 The heroic virtues and successes which 
other artists portrayed through Herakles, Exekias 
counters more subtly by his use of the two Greeks 
at Troy. Herakles, as Athena's protEg6, had a clear 
political role in Athens under Peisistratos: recalling 
the possible significance of Exekias' other innova- 
tions, with Theseus and the Dioskouroi, we might 
wonder whether Ajax and Achilles too were not 
serving some deeper purpose. 

This brings us to the scene of Achilles and Ajax 
playing a board game, which appears for the first 
time in Greek art in Exekias' work4' and was re- 
peated on Athenian vases over 150 times in the 
following half century.42 We have his scene with 

Berlin 3267 (BerNMus 12 [ 1 g 6 ~ ]  32-39) but this strange work 
is non-Athenian, provincial and decidedly late (see D. Kallipo- 
litis-Feytmans, Les plats attiques d figures noires [Athens 19741 
159-60, pl. 53, fig. 40; Paralipomena 33, but the rim figures 
are not pure "Burgon"). 

42The non-Athenian scenes are few, on shield bands and 
Etruscan mirrors (Brommer, Denkmiilerlisten I1 84) and copy 
the Athenian. The general scheme could be adopted in Athens 
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the two heroes alone, and scraps of a similar scene 
(nos. 13~15). Other versions may have told more of 
the setting and occasion, which we have to judge 
from other and later vases. These have been often 
disc~ssed*~ and I merely summarise here. Athena 
is often shown between the heroes, and sometimes 
in a state of bustle or agitation apparently sum- 
moning them to battle from their game. On a few 
vases there is actually fighting in the wings, as on 
the Epiktetos cup44 (fig. 3a-c), and on one a 
trumpet sounds behind A~h i l l e s .~~  A palm tree may 
be present also. There was apparently also a marble 
statuary group of the trio on the Akropolis in the 
later sixth and an isolated later version 
on an Athenian vase shows the figures on a base, 

as though statues (fig. 4).47 There is no surviving 
literary account of the episode nor any passing al- 
lusion to it (we shall consider the one possible echo 
in a moment) which strongly suggests that what- 
ever prompted the interest in the scene in the 530s~ 
monumentalised it later and gave it a vigorous late 
Archaic career in Athenian art, was not a formal 
composition of any sort, indeed it need not have 
been a composition, sung or recited, at all. 

Palamedes had invented board games to keep 
the Greek heroes occupied while they waited at 
Aulis, but this is a camp by a battlefield not a 
home base. A li'ne of Euripides recited by Dionysos 
in the Frogs (line 1400) has been associated with 
the scene-@~hq~' "Bxchh~~s  640 KU'L 767- 

FIG. 3a. Red figure cup. Aberdeen, Marischal College, 744 

for other twosomes, e.g., the musicians on New York 68.27 
(Met.Mus.Notable Acquisitions 1965-75 126), o r  A. Greifen- 
hagen, Alte Zeichnungen (Munich 1976) fig. 17, or Brussels 
R 328 (CVA I pl. 11.5a; ABV 331, no. g Priam Painter); but 
wherever warriors appear we can have no reason to doubt that 
Achilles and Ajax are meant 

43 Brornrner, Vasenlisten8 334-39; Beazley, Attic Vase Paint- 
ings in Boston 111 (Boston 1963) 2-7; E. Kunze, OlForsch 3 
(1950) 142-44; Diehl [supra n. 411; Boardman, Burlington 
Magazine (1966) 471; M. Moore, AIA 76 (1972) 1-11; and a 
new study is being prepared by Susan Woodford. 

44 Aberdeen 744; ARV 73, no. 28. The photographs are by 
the writer. 

46 Other fighting, e.g., an early example by the Swinger, 
Paralipomena 134, no. zzter; the trumpet, ARV 460, no. 15, 
CVA Florence 111, pl. 95. 

46 K. Schefold, Id1 52 (1937) 30-33. 
47 Berlin 3199; ARV 1114, no. g Hephaistos F'ainter; Sche- 

fold (supra n. 46) 31, fig. I. The Akropolis group had been 
broken by the Persians, but this is a Mannerist vase and the 
only one showing the figures specifically as statues, a de- 
liberate archaism and recollection of a favourite earlier theme, 
such as is typical of Mannerist work. Many other representa- 
tions of the group could, of course, have survived more easily 
than the marble. 
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FIG. 3b. Red figure cup. Aberdeen, Marischal College, 744 

FIG. 3c. Red figure cup. Aberdeen, Marischal College, 744 
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FIG. 4. Berlin 3199 

.raps-"Achilles threw two aces and a four," or 
". . . two dice with a four." The scholiast records 
three possible sources : the Philoktetes and the Zphi- 
geneia in Aulis, either of which is possible for the 
line but not for the scenes; and the Telephos.4' The 
last is worth a moment's consideration since Tele- 
phos is named on one vase which has the scene 
(fig. ga-d).4' At one handle of the cup Ajax and 
Achilles play, at the other is Troy. From one side 
three armed Trojans attack, one named Hektor. 
From the other a youth, a horseman and a warrior 
approach, the youth being named Telephos. Since 
two of this group are not armed we should take 
them to be Greeks hurrying to meet the surprise 
attack. Telephos had guided the Greeks to Troy but 
then seems to have joined the hostilities on the Tro- 

jan side.50 At any rate, Euripides' play did not deal 
with the eastern battlefield but with Telephos at 
Argos, so the vase scenes can have nothing to do 
with the play or with the line. Still, the coincidence 
is notable. 

We are entitled to ask what the significance of 
the gaming scene could possibly have been, why it 
was so popular for such a short while and yet 
owned no formal or literary source of inspiration 
that we can detect. Exekias could hardly have in- 
vented it himself, although even this must be 
admitted as possible if the message of the scene re- 
quired no text, and that this at least is true is dem- 
onstrated by the fact that we can make plausible 
sense of it without a text. It tells how even the 
greatest and most respected of heroes can be caught 

4sE.W. Handley and J. Rea, The  Telepbus of Euripides Attic Vase Paintings in  Boston 111 (supra n. 43) 2-3, n. 4. 
(London 1957) 32, find it difficult to fit into the action of 5OThe evidence is slight: Hyginus, Fab. 273; Alkidamas, 
the play. Od. 7; see Preller-Robert, (supra n. zS), I1 1140. 

49 London E 10; ARV 90, no. 33 Euergides Painter; Beazley, 
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FIG. 5a. Red figure cup. London, British Museum E 10 

FIG. gb. Red figure cup. London, British Museum E 10 
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FIG. 5c. Red figure cup. London, British Museum E 10 

FIG. gd. Red figure cup. London, British Museum E 10 
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off guard in an emergency. We are invited to 
smile at such weakness and condone it, even in 
heroes whom we and Exekias have taken as para- 
digms of the heroic virtues. 

Occasions, recorded or otherwise, in which mili- 
tary leaders were caught off guard in unheroic 
circumstances must be numerous, but I know of 
only one in Greek antiquity in which the occupa- 
tion of dicing is specified as one of the occupations 
of the surprised, and since it happened in Attica 
and to Athenians a very few years before our first 
evidence for the Trojan episode, on Exekias' vases, 
it is worth consideration as a possible source for the 
story. It is Peisistratos' return to Attica in 546, 
told by Herodotos (i 62-63). The tyrant had landed 
from Eretria and was encouraged by a soothsayer 
to lead on his army directly. "The Athenians from 
the city had just finished their midday meal, after 
which they had betaken themselves, some to dice, 
some to sleep, when Peisistratos with his troops 
fell upon them and put them to rout." His sons 
overtook them and persuaded them to go home. 

This must have been an embarrassing and sham- 
ing episode for an Athens which had long been 
free of the tyrant's family. Pride was injured and 
the best balm to sore pride is the example of others 
and betters who had suffered in the same way but 
survived. If Exekias' attitude to tyranny in Athens 
was anything like what we have suspected from 
his use of other myth scenes and heroic figures, he 
would have been very likely to promote a mythical 
parable-normal Greek procedure in commenting 
on a contemporary dilemma-which might both 
comfort and give warning that, in the face of tyran- 
ny and defeat, survival lies with the alert. 

This is all, of course, pure speculation and un-
provable, but the picture which emerges is, I be- 
lieve, coherent and plausible, and the quality of our 

artist such that we should be ready to accept as 
much subtlety in his choice and handling of sub- 
ject matter as we Itdo in his dra~~htsmanship.  
would be exciting to learn more of him as a man 
and citizen. We have his name-an abbreviated 
form of a name such as Exekestos or Exekestides. 
The latter was the name of Solon's father. Solon's 
ashes were scattered on Ajax' island of Salamis, 
which he had encouraged Athens to seize, and a 
fourth-century Athenian family whose names in-
clude Exekestos and Exekestides (otherwise most 
uncommon) seem to have held property on Sala- 
m i ~ . ~ ~Ajax-Salamis-Solon's disappointment in 
his kinsman Peisistratos-is it possible that Exekias 
had family reasons too to regret the passing of the 
old order ? 

There is one final point to make about the two 
vases with the gaming scene. The pairing of scenes 
on vases is a common phenomenon, both the con- 
tinuation of a theme from one side to the other 
and a thematic counterpoise between the two sides. 
In his extant work Exekias pairs the same two 
scenes twice, and these are on the two vases with 
the game. On the other sides of both vases we have 
the novel introduction of the Spartan Dioskouroi 
-&ol uw~$~~q-liberatorsfrom tyranny and what 
ever else they might imply, but both scenes perhaps 
in their way reflecting an anti-tyrant mood in 
Athens. I think Exekias is trying to tell us some- 
thing; or rarher that he was succeeding in telling 
his contemporaries something that they very well 
understood, that he was expressing a mood proba- 
bly far more explicitly expressed in this and in 
other ways in Athens, and that we should not be 
ashamed or frightened of attempting to under-
stand as well. 

MERTON COLLEGE 


OXFORD, ENGLAND 


51 The ashes, Plut., Solon 32. The family, J.K. Davies, Athenian Propertied Families (Oxford 1971) 178. 



EXEKIAS 


HERAKLES 

THESEUS 

TROY 

OTHER hiYTH 

GODS 

GIGANTOMACHY 

KOMOS/SYMPOSION 

DIONYSIAC 

HORSEMEN 

CHARIOTS 

WARRIORS 

FIGHT 

ATHLETES 

WEDDING 

CULT 

DOMESTIC 

TRADE 

OTHER 

(OLD) 
JUDGEMENT 

TROILOS 

ACHILLES ARMS 

ACHILLES CHARIOT 

HEKTOR RANSOM 

AJAX CARRIES A. 

KASSANDRA 

PRIAhi DEATH 

RECOVERY OF HELEN 

D. PATROKLOS 

ACH./AJAX PLAY 

AJAX SUICIDE 

ACH./PENTHESILEA 

M E h l N O N  

D. ANTILOCHOS 

MENELAOS/AMASOS 

D. ACHILLES 

AENEAS/ANCHISES 

PRINCETON 

GROUP E AMASIS SWINGER PAINTER EXEKIAS 

PRINCETON 

GROUP E AMASIS SWINGER PAINTER EXEKIAS 



You have printed the following article:

Exekias
John Boardman
American Journal of Archaeology, Vol. 82, No. 1. (Winter, 1978), pp. 11-25.
Stable URL:

http://links.jstor.org/sici?sici=0002-9114%28197824%2982%3A1%3C11%3AE%3E2.0.CO%3B2-P

This article references the following linked citations. If you are trying to access articles from an
off-campus location, you may be required to first logon via your library web site to access JSTOR. Please
visit your library's website or contact a librarian to learn about options for remote access to JSTOR.

[Footnotes]

5 Horses by Exekias
Mary B. Moore
American Journal of Archaeology, Vol. 72, No. 4. (Oct., 1968), pp. 357-368.
Stable URL:

http://links.jstor.org/sici?sici=0002-9114%28196810%2972%3A4%3C357%3AHBE%3E2.0.CO%3B2-F

11 The Amasis Painter
John Boardman
The Journal of Hellenic Studies, Vol. 78. (1958), pp. 1-3.
Stable URL:

http://links.jstor.org/sici?sici=0075-4269%281958%2978%3C1%3ATAP%3E2.0.CO%3B2-A

22 Review: [Untitled]
Reviewed Work(s):

The Development of Attic Black-Figure by J. D. Beazley
Martin Robertson
The Journal of Hellenic Studies, Vol. 74. (1954), p. 230.
Stable URL:

http://links.jstor.org/sici?sici=0075-4269%281954%2974%3C230%3ATDOAB%3E2.0.CO%3B2-E

http://www.jstor.org

LINKED CITATIONS
- Page 1 of 2 -

NOTE: The reference numbering from the original has been maintained in this citation list.

http://links.jstor.org/sici?sici=0002-9114%28197824%2982%3A1%3C11%3AE%3E2.0.CO%3B2-P&origin=JSTOR-pdf
http://links.jstor.org/sici?sici=0002-9114%28196810%2972%3A4%3C357%3AHBE%3E2.0.CO%3B2-F&origin=JSTOR-pdf
http://links.jstor.org/sici?sici=0075-4269%281958%2978%3C1%3ATAP%3E2.0.CO%3B2-A&origin=JSTOR-pdf
http://links.jstor.org/sici?sici=0075-4269%281954%2974%3C230%3ATDOAB%3E2.0.CO%3B2-E&origin=JSTOR-pdf


43 A Neck-Amphora in the Collection of Walter Bareiss
Mary B. Moore; Dietrich von Bothmer
American Journal of Archaeology, Vol. 76, No. 1. (Jan., 1972), pp. 1-11.
Stable URL:

http://links.jstor.org/sici?sici=0002-9114%28197201%2976%3A1%3C1%3AANITCO%3E2.0.CO%3B2-H

http://www.jstor.org

LINKED CITATIONS
- Page 2 of 2 -

NOTE: The reference numbering from the original has been maintained in this citation list.

http://links.jstor.org/sici?sici=0002-9114%28197201%2976%3A1%3C1%3AANITCO%3E2.0.CO%3B2-H&origin=JSTOR-pdf

