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1. The principaltreatmentsof the
Neilonides base arePhiladelpheus
1922a, 1922b, and 1923; Casson 1925;
Rumpf 1938; Raubitschek1939, cols.
62-68; Jeffery 1962, p. 127, no. 19; and
Viviers 1992, pp. 67-77.
I would like to thank the director,
CharalambosKritzas,and staff of the
EpigraphicalMuseum in Athens for
grantingme permissionto study EM
12870. CharaKarapa-Molisaniin
particularprovidedme with daily help
and hospitalityduring the summersof
1996 and 1997. Guy Cobolet provided
accessto the archivesof the Ecole
francaised'Athenes, and Martin Schafer
assistedme in the photographicarchive
of the Deutsches Archaologisches
Institut.Aileen Ajootian,Judith Binder,
Ariel Loftus,John Oakley,and Alan
Shapirooffered advicethat has helped
this articletake shape.MarjorieVenit,
Joseph Day, and Hesperia's anonymous
readersmade suggestionsthat have
significantlyimprovedits structureand
content.
2. The base measures0.715 m long
(frontface) and 0.40 m high (cf. Philadelpheus 1922b and 1923).The left side of
the basemeasures0.624 m wide at the top
and0.631 m wide at the base;the right
side measures0.645 m wide at the top and
0.64 m wide at the base.Fora more
detailedphysicaldescription,see Viviers
1992, pp. 67-68, but see note 46 below.
3. IG IF1214. I will not address
textualand metricaldifficultieswithin
the epitaph'stext, for which see CEG no.
42. The English translationis my own.

RECONSTRUCTION

The Neilonides base, now in the Athens EpigraphicalMuseum (EM 12870,
Figs. 1 and 2), was discovered in 1922 by the Greek archaeologist Alexandros Philadelpheus built into the lowest courses of the Themistoklean wall
south of the Piraeus gate in Athens.' The base consists of a single rectangular block smoothed on three sides; in shape it is a tall, slightly irregular
rectangle longer on the front and back sides than on the flanks.2The oblong plinth cavity on the top surface of the base reveals that it originally
supported a marble statue of the Archaic kouros type. A shallow, rectangular mortise on its underside shows that it was in turn supported by a
rectangularpillar, now lost.
Previously,interest in the Neilonides base has focused on its inscriptions and on the circumstances of its discovery. Two inscriptions, both
written in the Attic alphabet, appear on the base's front face. The longer
inscription, first deciphered by A. E. Raubitschek in 1939, is a metrical
epitaph commemorating a deceased individual named Neilonides, the son
of Neilon: Hat8ou NXkovo; NeIRovto ?aYt to a[olla 6S y)XoL Co<t>
("This is the sema of Neilonides child
a[ya(x1ot1{I [LSve[LaeTozo oCa1pL'v
of Neilon, who for his good son, too, made a pleasing mnema").3 This
epitaph is written in five horizontal lines in the upper right-hand corner
of the front face. The second inscription, written vertically near the left
edge of the same face, is a signature of the sculptor Endoios, one of the
small number of Archaic Greek sculptors attested by both ancient literary
sources and extant signatures. Both inscriptions were intentionally obliterated letter by letter with careful chisel strokes; this damage must have
been inflicted at some point before the Neilonides base was built into the
Themistoklean wall.
Since its discovery, the Neilonides base has been closely associated
with two other statue bases found together with it in Philadelpheus'sexcavations. The first to come to light was the so-called Ball Players base (NM
3476), decorated with three relief scenes depicting youthful aristocratic
pursuits:Figure 3 shows the scene on its left side. A few days later,another
base of similar dimensions and also decorated on three sides with reliefs,
the Hockey Players base (NM 3477), was found built into the wall next to
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the Neilonides base.4Technically all three are examples of the same type
of statue base, and the shapes of their plinth cavities indicate that each
supported a kouros statue.5The proximity of the three bases to one another in the Themistoklean wall supportsthe possibility that the Neilonides
base, the Ball Players base, and the Hockey Players base formed part of a
family tomb group, and suggests that all three may have been produced by
Endoios's sculpturalworkshop.
Though it has received less scholarly attention than the Ball Players
and Hockey Players bases, the Neilonides base is unusual and particularly
significant in one feature for the history of Greek art. Situated between
the two inscriptions on its front face is a painting representing a seated
figure, which like the inscriptions was intentionally obliterated with chisel
strokes. Although painted funerary stelai were used alongside relief stelai

4. For the Ball Playersand Hockey
Playersbases, see the sourcescited in
note 1 and Mosel 1938; Robertson
1975, pp. 226-227; Boardman1978,
pp. 82-83, figs. 241 (Hockey Players)
and 242 (Ball Players);Frel 1982, p. 98;
and Hurwit 1985, pp. 300-302.
5. For illustrationsand descriptions
of this type of statue base, called a type
A pillarmonument by Raubitschek
(1949, pp. 211-213), see Dinsmoor
1923, pp. 23-24 (includes reconstruction drawingsof the Neilonides base,

NM 3476, and NM 3477); Schmidt
1969, p. 72, fig. 1 (NM 3476); and
Jacob-Felsch1969, pp. 39-42.
Raubitschek(1949, nos. 178-231) lists
fifty-four possible examplesfound on
the Acropolis.These baseswere
typicallyattachedto their supporting
pillarsby a pour channel for lead
connecting the plinth cavitywith a
rectangularmortise on the undersideof
the base.Jeffery(1962, pp. 127-128,
no. 2) identifies NM 3477 as a support
for a marbleseated figure ratherthan a

Figure1. The Neilonidesbase
(EM 12870),frontface.Courtesy
EpigraphicalMuseum, Athens

kourosbased upon the preservedplinth
cavity.Yet the cavityis markedly
asymmetricaland featuresa projection
that would neatly accommodatethe
forwardleft foot of a kourosstatue.
D'Onofrio (1986) cites parallelsfor this
plinth shape among extant kouroi.The
statue supportedby NM 3477 seems
from its plinth cutting to have been
over life-size and largerthan the kouroi
supportedby the other two bases,
despite the similardimensions of the
three.
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Figure2. The Neilonidesbase,
annotateddrawingof the painted
figure. After Philadelpheus1922a, pl. VII

6. ArchaicAthenian cemeteries
have producedone intact painted stele
and five others too fragmentaryor
faded to make out clearly;anotherstele
has a painted subsidiarypanel beneath
the main relief See Richter 1961, nos.
54, 58, 61, 70 (intact stele of Lyseas),

.

in Archaic Athenian cemeteries, the Neilonides base is unique in the Archaic period for its combination of a sculpture in the round, namely the
lost kouros statue the base originally supported, and painted subsidiary
decoration.6The presence of Endoios's signature on the base makes it attractiveto attributeboth the kouros and the painting to his hand. If Endoios
himself painted the seated figure on the base bearing his signature, this
painting becomes one of only two signed examples of nonceramic painting from the Archaic period and one of only a handful of free paintings to
survive in any state of preservationbefore the 4th century B.C.7
The poor condition of the painting has discouraged inquiry into its
iconography and identification. Raubitschek first suggested that the seated
figure represented Neilon, the father of the deceased Neilonides; others
have identified the figure as Neilonides himself. Although Raubitschek
believed the drawing of the figure first published by Philadelpheus in 1922
(Fig. 2) was an imaginative reconstruction, my firsthand study of the
Neilonides base in 1996 and 1997 confirms that the drawing constitutes
an accuraterecord of traces for the most part still visible today.In addition
to the 1922 drawing, the chisel strokes used to obliterate the painting pro-

71 (paintedpanel), 72, and 73. None of
these stelai preserveartists'signatures.
7. The best preservedof the painted
plaquesfound at Pitsa near Corinth
featuresboth a dedicatoryepigramand
the probablesignatureof a Corinthian
artistwhose name has been lost. For a

discussionof the Pitsa plaques,see
Robertson 1975, p. 120. Robertson
dates the plaquesto the third quarterof
the 6th centuryB.C., but others prefer
an earlierdate of ca. 575-550 (e.g.,
Johnston 1993, pp. 69-70, no. 64).
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vide indications of the figure's shape and attributes that need to be taken
into account. I employ this evidence to offer a reconsiderationof Endoios's
painted figure, and the circumstances under which the Neilonides base
was made, within the context of Archaic Athenian funerarypractices and
beliefs.

Figure3. Ball Playersbase
(NM 3476). CourtesyDeutsches
Archaiologisches
Institut,Athens
(neg.NM 2162)

DAMNA TIO MEMORIAE?
Though it is clearthat the reuseof the Neilonides base in the Themistoklean
wall should be connected with the Athenians' hasty rebuilding of their city
wall in 478 B.C., when, why, and by whom the inscriptions and painting
were obliterated remain open to question.8 Philadelpheus was the first to
suggest that the intentional damage to the Neilonides base could have
been motivated by "vengeancepolitique"prior to the Persian sack of 480479; he associated the damage specifically with the expulsion of the
Peisistratid tyrants from Athens in 510 B.C.9 Raubitschek, after deciphering the epitaph, suggested that the deceased, rather than being a member
of Peisistratos'sfamily,belonged instead to one of the Alkmeonid families
expelled from Athens together with their ancestors'bones in 508 B.C., as
describedbyThucydides (1.126.12).1oHe dated Neilonides' funerarymonu8. Thuc. 1.93.1-2: "Inthis way the
Athenians walled the city in a short
time, and even today it is clearthat the
structurewas built in haste.There are
foundationsof everyvarietyof stones
and some of them were not cut to fit
but arejust as they were when each
workerbroughtthem; they built in
many stelai from semataand worked
stones.The wall of the city was
extended far in every direction,and for
this reasonthey brought in everything
alike in their haste."Cf. Thuc. 1.90.3:

Themistokles proposedthat the entire
populationof Athens should take part
in the constructionof the new city wall,
"sparingneither any privatenor public
constructionof which there might be
any need, but demolishing everything."
For an archaeologicaldescriptionof the
Themistokleanwall, see Knigge 1991,
pp. 49-54.
9. Philadelpheus1922a,pp. 30 and
33-34; cf. p. 34, note 1: "lemartelage
diligent,fait de main d'ouvrier,constate
1a,ne repondpas trop,a premierevue,

auxprocedesviolentsdu pillagemedique."
10. Raubitschek1939, cols. 66-68.
Isocrates(16.26) alludesto an earlier
exile and desecrationof Alkmeonid
tombs by the Peisistratids.Herodotus
(5.70-73) and Aristotle (Ath.Pol. 20.3)
describethe expulsionof 700 Alkmeonid
households in 508 without mentioning
the casting out of the bones of the dead.
On the exile of membersof the
Alkmeonid clan under Peisistratos's
tyranny,see Rhodes 1981, pp. 234,242
and 245-246; Davies 1971, p. 370.
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ment between 527 and 515 on the assumption that the Alkmeonids were
exiled by Peisistratos but returned to Athens after his death in 527.1"
The names of Neilonides and his father Neilon recall Neleus, king of
Pylos and progenitor of the Neleid dynasty in Greek mythology. The fact
that Peisistratoswas named after a son of the Neleid king Nestor indicates
that he and his family claimed Neleid ancestry for themselves. Thus, on
the basis of their names, it is possible to associate Neilonides and his father
with the family of Peisistratos.'2On the other hand, the currency of the
name Neilon on Samos in the 5th century could point to an lonian, or
specifically a Samian, origin for the deceased.'3 By the mid-5th century
the name Ne[loni]des appears in an Athenian casualty list, a strong indication that the use of the name in Athens need not be associated specifically with the Peisistratidai.14 Since no conclusive prosopographical evidence connects Neilonides and his father with either the Peisistratid or
the Alkmeonid families, the hypothesis that the destruction of the
Neilonides base was politically motivated must rely upon archaeological
evidence.
The identification of archaeologicalevidence for politically motivated
destruction, or damnatio memoriae, in Archaic Athens, beyond the destruction levels associated with the Persian sack, remains largely speculative.15
The Phrasikleia kore (NM 4889) and the kouros found with it in 1972
have been interpreted as Alkmeonid funerary monuments buried intentionally when the family went into exile to protect them from destruction
by the Peisistratidai.'6Yet other interpretations of the archaeological context of the two statues remain possible: they may have been buried in a pit
to preserve them from destruction by the invading Persians in 480, or as a
sign of respect after their desecration.17 It should be noted that even here
statues found within the same archaeological context have been treated
differently.The Phrasikleia kore was pried out of its base with minimal
11. Raubitschek1949, pp. 493-494.
Fragmentsof the Athenian archonlist
(Meiggs and Lewis 1988, no. 6) show
that Kleisthenes,a prominentscion of
the Alkmeonid clan, served as
eponymousarchonduring Hippias's
tyranny.
12. Shapiro(1983, p. 89) calls
Neilonides'name "suggestive"of a
family relationship.
13. Raubitschek1939, cols. 62-63;
Knigge 1969, p. 86; Fraserand
Matthews 1987, s.v. N?Xcov.
14. Viviers 1992, pp. 74-75.
15. The so-called Brotherand Sister
stele from Attica now in the Metropolitan Museum has been interpreted
as such an examplebased upon reports
that pieces of it were found reusedto
line later graves(Richter 1961, pp. 2729, no. 37, fig. 99;Jeffery1962,
pp. 146-147, no. 63; Richter 1974).

The restorationof the name
Me[gakles] on the stele'sinscribedbase
led Richterto associatethe monument
with an Alkmeonid tomb destroyedin
the 540s B.C. when the familywent into
exile afterlosing the Battle of Pallene
to Peisistratosand his supporters(cf.
AgoraXI, pp. 6-7). Dinsmoor (1942,
p. 187) loweredthe hypothetical
destructiondate to 508/7 to accommodate a lower stylistic date for the stele.
P. A. Hansen (CEG no. 25) has rightly
rejectedthe restorationMe[gakles] as
unfounded;for a list of other possible
restorations,see Cook 1987, pp. 18-19.
The fact that the stele was brokenand
reuseddoes not in itself demonstrate
that its destructionwas intentionalor
politicallymotivated.
16. E.g., by Robertson(1975,
p. 106); and Svenbro(1988, pp. 17-18).
For the excavator'saccountof their

discovery,see Mastrokostas1972. For
the Phrasikleiakore,see also Robertson
1975, pp. 100-101; Boardman1978,
pp. 73 and 75-76, fig. 108a; Ridgway
1993, pp. 138-139; and most recently
Stieber 1996.
17. E.g., Hurwit 1985, p. 334, note
10. Cf. D'Onofrio (1982, pp. 150-152)
and Donderer(1991-1992, cols. 214215 and no. 1:8),who suggestthat the
Phrasikleiakoreand kouroswere buried
afterbeing damaged.Bliimel (1963, p. 7)
reportedthat the Berlinkore(Staat.
Mus. no. 1800) was found wrappedin
lead and buriedin the Attic village
Keratea.He suggestedthat the statue
was removedfrom a funerarymonument
and buriedto saveit from Persian
destruction.See also Richter1968,
pp. 39-40, no. 42, figs. 139-146;Jeffery
1962, pp. 142-143, no. 1; and Donderer
1991-1992, cols. 193-194 and no. 1:3.
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damage to the statue, while the kouros was broken off at the ankles; the
base of the kouros may have been broken up while the base for the
Phrasikleia kore survived intact."8In the absence of straightforward archaeological evidence from Archaic Athens, the clearest example of
damnatiomemoriaeis one known only from literature:the melting down of
a statue on the Acropolis representing Hipparchos the son of Charmos to
recast it into a bronze stele recording the names of exiles and traitors."
Two other Archaic Athenian cases of damnatiomemoriaedirected specifically against inscriptions ratherthan statues have been suggested. On a
painted votive plaque of ca. 510-500 B.C. found on the Acropolis and atwas
tributed to Euthymides (Acr. 1037), the dipinto Msyoxx?q x(xc?A6
fired.20
was
plaque
the
?cxo6at some time after
changed to Fcxox6t
This change has been associated by some scholars with the ostracism of
the Alkmeonid Megakles in 486, but it is impossible to tell for certain
whether the name was erased while the plaque was still in the workshop
due to a change of mind by the painter Euthymides (or by the unknown
dedicator), or whether it was erased some twenty years later.2'In either
case, no damage was done to the warriorfigure painted on the plaque. In a
well-known passage, Thucydides (6.54.6) mentions two altars dedicated
by Peisistratos son of Hipparchos in Athens, adding that a later renovation by the Athenians rendered the inscription on one invisible (-qx5cvLGs
'ovtypoc,y,utc), but that the inscription on the other could still be read in
What
yuaa).22
his own day despite "murky letters" (oc,eo
or
damaged
intentionally
Thucydides does not say is that the Athenians
erased these inscriptions in order to wipe out the memory of the younger
Peisistratos.23Even if they had, private funerary monuments would not
necessarily be treated in the same way as public altars of the gods. In the
Archaic period in Athens, as in other periods and places in the Greek
world, simply erasinginscriptionsentirely,or at the very least erasingproper

18. The Phrasikleiakorewas found
togetherwith the lead solderingused to
attachher plinth to its inscribedbase.
The plinth cavityon top of the base
shows extensivedamagefrom the
crowbarused to pry the statue off the
base. For photographsof the base, see
Kontoleon 1970, pls. XIV.1-3 and
XV.2. For a possible fragmentof the
kourosbase see Mastrokostas1972,
figs. 4 and 23.
19. Lycurg.1.117. For this type of
stele, see the discussionby Connor
(1985, p. 92). For an earlierstele on the
Acropolis recordingthe names of the
Peisistratids,see Thuc. 6.55.1-2 and
Gomme, Andrewes,and Dover 1970,
pp.324-325.
20. Boardman1956, pp. 20-24;
Robertson 1975, p. 225.

21. See Boardman1975a, p. 36 (the
name was changed"nodoubt after the
ostracismof Megakles in 486 B.C.");
Brouskari1974, pp. 126-127, no. 67,
fig. 214; andWebster 1972, pp. 56-57.
Websterinterpretskalosnames as
referencesto the purchasersof
Athenian potterybut does not explain
why Megakles'name was erasedafter
firing. For the ostracismof Megakles,
see Meiggs and Lewis 1988, no. 40.
22. The Altar of the Twelve Gods in
the Athenian Agora has been partially
uncoveredby excavation;the Pythian
Apollo altar(IG I3 948 and Meiggs and
Lewis 1988, no. 11), found in 1877
nearthe Ilissos, is now on displayin the
EpigraphicalMuseum. For the
archaeologicaland historicalphases of
the Altar of the Twelve Gods, see most

recentlyGadbery 1992.
23. Lavelle (1989) has suggested
that Peisistratos'sdedicatoryinscription
on the Pythian Apollo altarwas
smearedwith mud plasteror stucco in
an act of damnatiomemoriae,in contrast
to the common explanationof the
oc 6u[pot ypc4tautc as a resultof the
fading of the paint in the inscription's
letters over time. Comparedto the
letters of most ArchaicAthenian
funeraryand dedicatoryinscriptions,
those carvedon the Pythian Apollo
altarappearshallow and widely spaced.
Today in the EpigraphicalMuseum
tracklights provideideal illumination
to view the inscription;when the lights
are turnedoff, the lettering on the altar
is difficult to make out from more than
a few feet away.

ENDOIOS

S PAINTING

FROM

THE

THEMISTOKLEAN

WALL

5I5

names and questionable claims, provided an obvious solution to the problem of public monuments that had outlived their political viability.24
Lilian Jeffery, in her 1962 catalogue of Archaic Athenian funerary
inscriptions and sculptures,offered an alternativeexplanation for the erasure of both the inscriptions and the painted figure on the Neilonides
base:
It is possible that, when this stone was built into the wall, by
some oversight the inscribed side faced outwards, visible and legible
still. In the emergency of 479 the builders had no choice but to
make use of everything availablefor building, but they can hardly
have wished to stress the fact that some gravestones, which still
commemorated the dead even though they had been broken by the
Persians, had had to be put to this drastic use. If, through error,an
epitaph was still clearly visible in its new position, a mason might
well obliterate it carefully,to avoid the appearanceof desecration.25
Why go to the trouble of chiseling out the inscriptions and the painted
figure when the Neilonides base, with its three blank faces, could so easily
have been placed with its front face inward? Unfortunately, we do not
know whether the inscribed face of the Neilonides base faced outward in
the Themistoklean wall because Philadelpheus did not note its position.26
Even so, the idea that the builders of the Themistoklean wall made a mistake and tried to correct it creates further problems. The Hockey Players
base found next to the Neilonides base was placed upside down and with
its left side, a relief showing marching warriors and a chariot, outward.
The Ball Players base was built into the wall right side up and with its
front relief scene facing outward. Given that both the Ball Players and the
Hockey Players bases were decorated with relief scenes on three sides with
only the back left blank,one wonderswhy the buildersof the Themistoklean
wall did not place the blank faces outward if their intent was to prevent the
monuments from being identified. No intentional damage of any kind was
done to the reliefs on either base at the time that the wall was built.27
A look at the sculpturesand inscriptions reused in the Themistoklean
wall shows that they were treated in a variety of ways, most of which stop
24. Cf., for example,the erasureof the
Spartanking Pausanias'sdedicatory
epigramfromthe SerpentColumn set up
at Delphi by the Greeksafterthe Battle
of Plataia(Meiggs and Lewis 1988, no.
27; Page 1981, pp. 216-217). The partof
the monumentwherePausaniasmade his
inscriptionhas not been preserved.A line
referringto the Syracusantyrant
Polyzalos'sruleover Gela was erased
fromthe base of the Delphi Charioteerat
some point afterits dedication(Ebert
1972, pp. 60-63, no. 13).
25. Jeffery 1962, p. 127, no. 19.

26. The precisepositionof the
Neilonidesbase maywell havebeen
clearin the originalprintof the
photographpublishedby Philadelpheus
(1923, fig. 8); the DAI photographic
archivein Athens includesphotographs
documentingthe discoveryof the Ball
Playersbase,but not the Neilonides
base.Fromthe publishedversionof
Philadelpheus'sphotograph,it appears
that the inscribedand paintedfront face
did not face forward.Philadelpheus's
descriptionof the discoveryof the
Hockey Playersbase incorrectlyrefersto

its left side as its right,and vice versa.
27. The intact plinth cavitieson the
Neilonides base, the Ball Playersbase,
and the Hockey Playersbase indicate
that their kourosstatues (like the
Phrasikleiakore)were pried out
togetherwith their lead soldering.Cf.
the treatmentof the kourosthat
originallystood on the monument base
for Aischros the Samian found in the
Themistokleanwall, which was chiseled
off its plinth, leavingbehind both plinth
and lead solderingintact (Willemsen
1963, no. 5, pl. 69:1).
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short of complete erasure of either inscriptions or relief carvings. Some
relief sculpturesreused in the wall, such as the stele NM 2687, were chiseled down for the purely practicalpurpose of flattening out their reliefs to
allow them to be deployed more effectively in a horizontal course of masonry.28Two inscribed blocks (now IG I3 1226) first published by Werner
Peek present an interesting case for our purposes.29The two (A and B)
were adjoining blocks of a stepped statue base with the epitaph inscribed
in two lines across them, and both were reused with their inscribed faces
outward. Block A was placed upside down in the wall with the name of
the deceased chiseled out, and block B was placed upside down next to it
without any damage to its inscription.30The KerameikosBall Players base
(now Ker.P 1002), published by Franz Willemsen in 1963, shows yet another form of intentional damage to the side of the block that faced outward in the Themistoklean wall. Here in a relief of two horsemen the
heads of both the men and their horses have been chiseled out, while the
lower portions of the figures have been left completely intact.31 This treatment makes one wonder whether the intent of the workmen was not to
avoid embarrassmentbut rather to destroy the human and animal figures
symbolically by defacing them-literally.32
A closer parallel from the Themistoklean wall can be found for the
complete obliteration of the painted figure on the Neilonides base. NM
2823 is a marble relief plaque found built into the wall near the Sacred
Gate; two others, identical in size and format, were also found in the same
area (NM 89 and 2826).33NM 2823 was broken in half before being built
28. Richter1961, no. 27, figs. 83-85;
Knigge 1991, p. 53, fig. 52. The forward
rightleg of the spear-holdingyouth in
the main reliefhas been workeddown,
but his backleft leg carvedin lowerrelief
has not. The youth'shead and torsohave
been chiseledout, but his mouth was left
intactand his profilecan still be read
clearly.Only a verticalsectionof the
lowergorgon figurefrom the top of the
head to the bent rightknee has been
workeddown;the arms,wings, and left
leg carvedin lowerreliefremain
undamaged.For a fragmentarystele from
the AthenianAgora (no. S 1736) treated
in a similarfashion,see Harrison1956,
pp. 27-28, pl. 10:b and c; Harrison
(p. 40) thinksthat the relieffigureon the
stele was originallyworkeddown for
reusein the Themistokleanwall.
29. Kerameikos
III, p. 25, no. 24, pl.
9:1;Jeffery1962, p. 122, no. 14, pl. 35:d.
30. For the text of the inscription,see
IG I3 1226 and CEG no. 61.
31. Willemsen 1963, no. 7, pls. 64:2,
65:1-2, and 66:1. Plate 65:1 shows the
damageto the left rider'shead, torso,
and thigh, and to his horse'shead, chest,

back, and tail.The head and uppertorso
of the rideron the right have been
chiseled out along with his horse'shead
and tail.The three decoratedfaces of a
funerarypillarcapitalfrom Lamptraiin
Attica (NM 41) were treatedin a very
similarway:the faces and raisedarmsof
the mournersrepresentedon two sides
were chiseled out, as were the head of
the riderand the faces of his two horses
on the front face of the capital.The
capitalwas reusednot in the Themistokleanwall, but in the walls of a local
church(Jeffery1962, p. 138, no. 1).
32. Similarquestionshave been
raisedabout the Archaic sculptures
found in the 19th-centuryAcropolis
excavations.Houser (1988) has pointed
out that the two large-scalebronze male
heads found in the Acropolis
Perserschuttwere intentionallycut off
No remainsof their bodies have ever
been identified. Houser also finds
among the preservedArchaic marble
sculpturesfrom the Acropolis"onlytwo
notable free-standingfiguresof monumental size that were not decapitated"
(p. 115, note 20); see also Donderer

1991-1992, cols. 202-203 and no. 1:12.
For the possibilitythat the KritiosBoy
(Acr.698) and Angelitos'sAthena
(Acr. 140) were decapitatednot by the
Persiansbut by the Athenians themselves as a form of "quasi-ritual'killing"'
afterthe Persiansack of the Acropolis,
see Hurwit 1989, pp. 61-62. In a paper
deliveredat the Thirteenth International
Bronze Congressin Cambridge,Mass.,
in May 1996, Diane Harris suggested
that a series of damagedbronze statues
listed in a 4th-centuryAcropolis
inventory(Harris 1992) were designated
for removalfrom displaybecausetheir
missing body partsdeprivedthem of
efficacyas human images. For a 6thcenturyB.C. deposit of intentionally
decapitatedArchaic kouroi and korai
found in Cyrene,see Pedley 1971,
pp. 39-46; and Donderer 1991-1992,
no. 1:5. Cf. the ritualbinding,burial,
burning,and twisting of human figures
to renderthem ineffectivedescribedby
Faraone(1992).
33. Noack 1907, pp. 543-546, figs.
70.1 (NM 89), 70.2 (NM 2823), 71.1
(NM 89), and 71.2 (NM 2826).
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Figure 4. Relief plaque from the
Themistoldean wall (NM 89).
CourtesyDeutsches Archdologisches
Institut,Athens (neg. NM 5304)

0-1

into the wall, but only after the standing figure represented in relief on it
had been chiseled out completely. Despite a clear intent to obliterate the
figure thoroughly, the back of the head and the face received only a few
small chisel strokes, and the outline of the head still shows clearly that the
figure wore a petasos. NM 89 (Fig. 4) features a figure identical in pose
and dress: here, on a fragment preserving the upper body only, the torso
and forward right arm have been thoroughly defaced while only a few
shallow marks appearon the face and head. These three plaques, together
with a fourth representing a horseman (Ker. P 798), may have decorated
the exterior of a large built tomb in the Kerameikos cemetery.4 Important
for our purposes is the attempt to obliterate the complete outline of a
human figure in relief, which curiously becomes less thorough in the head
and upper body-the only areas attacked on the Kerameikos Ball Players
base. On the Neilonides base, the chisel strokes used to erase the seated
human figure are most dense in the area of the back of the head and the
shoulders, but the face has hardly been touched.
No true parallel can be found for the treatment of the Neilonides base
to indicate that it was damaged for political reasons either before or at the
time of the construction of the Themistoklean wall.35The fact that the
base was intact and availablefor reuse in the wall along with other funerary
monuments in 478 constitutes a fundamental objection to the hypothesis
of an earlier damnatiomemoriae.36Although no parallel from the wall can
be found for the chiseling out of the epigram and the artist's signature in
their entirety, the relief plaques NM 2823 and NM 89 do show a similar
34. For bibliographicreferencesand
furtherdiscussionof the plaques'
iconographyand purpose,see below.
Ker.P 798 differsfrom the other three
in that both the figureof the horseman
and part of the relief ground have been
thoroughlyworked down.The horse's
head was treatedin the same fashion,
but its mane was left untouched.
35. In this respect,it is interestingto

comparethe Neilonides base with the
base for the Phrasikleiakore.The
epitaph on the front face of the
Phrasikleiabase was chiseled out letter
by letter much like both inscriptionson
the Neilonides base.The Phrasikleia
base was built into a 13th-century
churchin Merenda as a column capital
with its inscribedepitaphupside down
and facing outward.Jeffery(1962,

pp. 138-139, no. 46) and Kontoleon
(1970, pp. 89-91), relyingupon early
travelers'reports,attributedthe
inscription'sdefacementto the period
of its reuse.The signatureof Aristion of
Paroson the left side of the base, not
visible when the base was reusedin the
church,was not damaged.
36. Viviers 1992, pp. 72-73.
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attempt to obliterate the entire outline of a human figure.Taken together,
this example and others in which only the heads of relief figures were
erased suggest that the intent behind this type of treatment was to render
human figures symbolically impotent.

THE PAINTING
In his 1922 publication of the Neilonides base, Philadelpheus included a
drawing of the front face showing tracesof the two inscriptions,the painted
figure, and the chisel marks used to erase them (Fig. 2). This drawing was
made close to the time of the base's discovery by Yuri Fomine, a Russian
architect associated with the French School in Athens.37 Neither Philadelpheus nor Fomine published a verbal description of the drawing, and
some of Philadelpheus'scomments on the Neilonides base appearto conflict with the drawing's testimony. Since the discovery of the Neilonides
base, only Andreas Rumpf has commented extensivelyin print on the traces
shown in the drawing.38The 1922 drawing has been undervalued as evidence for the painting on the Neilonides base largely because Raubitschek
believed it was a reconstruction rather than an actual state drawing recording traces still visible on the stone.39
Today the Neilonides base is displayed with its inscribed and painted
side up in the Athens Epigraphical Museum. Over the course of June
1996 and June-July 1997, I examined the painting closely and compared
the traces still visible on the stone with the 1922 drawing. Almost every
line shown in the drawing can be matched with an incision still clearly
visible on the stone. Moreover, the 1922 drawing accurately reproduces
the chisel marks used to obliterate the painted figure; they are rendered
as gray blotches. Evidence for the painted figure is provided by the following categories of traces:chisel marks,"ghosts"left by paint that has disappeared, thin incised lines, thicker lines that appear in the drawing at
the top corners of the figure's seat, and surviving flecks of the original
paint.

The chisel marksused to obliteratethe seated figureprovidethe clearest
guide to its overall shape. Along the lower right edge of the figure, where
the incised lines show up most clearly, the chiseling closely follows the
incised outline of the lap and lower legs. Here the inner folds of the garment covering the legs have not been as thoroughly chiseled out. Along
the figure'sback, incised lines depicting the drapery folds hanging down
from the shoulder remain visible because the chiseler followed the outline
of the back itself rather than the full extent of the drapery covering it.
From these observations it appearsthat the chiseling was intended to obscure the bulk of the human figure, following its outline closely; drapery
hanging free of the body and the figure's seat were given less attention.
The top of the seat can be seen as a pale horizontal band in Figure 1.
A similar vertical band marks the seat's left edge. On the right, where
draperyfolds cover the figure'slegs, no corresponding band may be made
out, although a line possibly marking the inner edge of such a band appears in the drawing near the bottom edge of the drapery.These bands are

37. Philadelpheus1922a, p. 26. For
a brief accountof Fomine'swork for the
French School, see Hellmann 1996,
pp. 209-210. The collection of
Fomine'sdrawingsin the archivesof
the French School does not include the
original,which appearsto be lost.
38. Rumpf 1938, p. 41.
39. Raubitschek1949, p. 493: "The
stylistic evaluationof the painting, as
given by Rumpf, seems solely to be
founded on a restoreddrawing,since
the recoveredstone itself never did
show many traces,and the painting is
now practicallygone."
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ghosts, or surfaces whose original paint (now lost) protected them from
the wear that caused unpainted or differently colored surfaces to fade at a
different rate.40
Two possible reconstructions of the seat may be suggested on the basis of the 1922 drawing. At first glance, the seat reads as a simple wooden
stool (diphros) with curving moldings at the tops of its legs and without a
back; examples of this seat type are depicted on the Ball Players base (Fig.
3).41 Yet, unlike the legs of a typical 6th- or 5th-century diphros, the thin
vertical band on the left does not flare at its top and bottom. The thick,
curving lines rendered in the 1922 drawing at the top corners of the seat
(Fig. 2, no. 5) do not resemble the typical leg moldings of a diphros, nor do
they appear to be symmetrical, though it remains possible that the drawing reflects a misunderstanding by Fomine of the traces he saw. Here I
would like to suggest another possibility: the seat shown in the painting
might be a simple, rectangularblock seat (a thakosor thekos)with its borders painted in a contrasting color. If this is true, then the bottom of the
seat is marked by a wider band running along the entire bottom edge of
the base's front face, visible in Figure 1.42This band is wider than those
marking the top and left edges of the seat and, together with two broader
ghost bands running along the left and right edges of the front face, it
forms a painted border that may originally have continued around all four
sides of the front face. Block seats with contrasting borders, though usually more elaboratelydecorated and narrowerin their height-to-width proportions than the one we see on the Neilonides base, appearin both Athenian black-figure and red-figurevase painting of the Archaic period, where
they are used by gods, kings, and heroes.43
The three surviving borders along the left, right, and bottom edges of
the Neilonides base'sfront face were defined not only in paint, but also by
thin incised lines that remain visible today. Similar incised lines were commonly used on marble sculpture in the round in the Archaic period to
mark the edges of areasdestined to be filled in with paint.44Philadelpheus
thought that the background of the front face, like the backgrounds of the
reliefs on the Ball Players base, was painted red.45In 1997, however, I
noticed very small flecks of red paint adhering to the surface of the base
within the left and right incised borders,indicating that these borderswere
40. Brinkmann(1987, pp. 37-39)
explainsthe phenomenon.
41. Richter 1966, pp. 38-43, figs.
200-233. Other sculpturalexamplesof
the diphrosinclude the three small
statuesof "scribes"from the Acropolis
(Acr. 144, 146, and 629), the Acropolis
Potter relief (Acr. 1332), and the gods'
seats on the Parthenoneast frieze.
Philadelpheus(1922a, pp. 28-29) and
Jeffery(1962, p. 127, no. 19) mistook
the draperyfolds falling down from the
figure'sshouldersfor a seat back.
42. The extraline beneath the
figure'sfeet shown in the 1922 drawing

can no longer be seen today.It is now
impossibleto determineits relationship
to the renderingof the seat or to the
lower borderof the block face.
43. For examples,see Richter 1966,
pp. 46-47, figs. 167,224, and 259-262;
and Boardman1974, figs. 205 and 246.
On the red-figureside of the Andokides
Painter'sbilingualamphorawith two
scenes of Achilles and Ajax'sboard
game, the two heroes sit on rectangular
blocks painted purplewith light borders.
On the FranSoisVase,Priam sits on a
rectangularblock seat labeled O5Mxoc.
Other examplesillustratedby Richter

and Boardmanshow Achilles and Ajax,
Herakles,Eumolpos, and the gods
Athena, Hermes, and Aphrodite.An
Archaic inscribedblock seat belonging
to a Lakedaimonianproxenosof Elis
was found in the stadium at Olympia
(Papachatzis1979, p. 372, fig. 334).
44. See Brinkmann1987, pp. 37 and
54-55. The roosteron the Archaic
painted funerarystele of Antiphanes
(NM 86) was drawnwith hasty,
impressionisticincisions and filled in
with paint (Richter 1961, p. 40, no. 54).
45. Philadelpheus1922a, p. 28,
repeatedin Viviers 1992, p. 68.
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painted red and the background left unpainted; in early photographs of
the Neilonides base, the borders of the inscribed face appear as ghosts,
further support for painted borders.46A similar use of painted borders
appearson Euthymides'painted plaquefound on the Acropolis (Acr. 1037),
mentioned above: here two concentric painted borders, one red and one
black, frame a painting of an attackingwarriorrendered against a pale buff
background.47The use of an incised border as a frame on the Neilonides
base finds a parallel in the treatment of all four sides of the base of the
Phrasikleia kore, signed by Aristion of Paros.There the epitaph inscribed
on the front face of the base was framed by two parallel borders running
vertically down the left and right edges and outlined by incised lines; the
left side of the base, where Aristion's signature is located, was framed by
two borders extending around the left, top, and right edges. On the front
and left sides of the base red paint was applied not within the borders but
between them; the uninscribed right side and the back of the base appear
to have been treated in a similar fashion.48
The top edge of the painted figure's seat was defined by an incision,
but the left outer edge of the seat, and the inner edges of the bands painted
along the top and left edges of the seat, were not.49The 1922 drawing
accurately reproduces a continuous incised line running from the lap of
the seated figure down to the hem of the draperyabove the feet and marking the figure'sprofile outline. Similar incised lines depict the stacked folds
of the draperyover the lower legs, the curving lower edges of these stacked
folds, similar folds cascading down the figure'sback, and the crosses of the
seven cross-in-circledesigns scatteredover the surfaceof the drapery.Other,
shorter lines shown in the drawing seem more problematic.The cluster of
short, curving lines below the bottom hem of the garment looks as if it
should form part of the rendering of the figure'sfeet, but these lines do not
46. E.g., the photographpublished
by Philadelpheus(1923, fig. 8). The red
paint flecks seen within the incised
bordersneed to be distinguishedfrom a
rusty,orangishcolor that washes over
the lower half of the front face and has
settled into some of the incised lines of
the drapery.This coloring looks more
like surfaceincrustationdating to the
period when the block was underground than like red paint.The letters
of inscriptionswere typicallyfilled in
with red paint, anotherreasonto think
that the backgroundof the inscribed
face was left unpainted.
47. Brouskari1974, pp. 126-127,
no. 67, fig. 241. Another link between
the Acropolisplaqueand the
Neilonides base is the similarityin size
between the two human figures:
Euthymides'paintedwarriorwas 39 or
40 cm tall, while the seated figure on

the Neilonides base measuresabout 37
cm high.
48. For the Phrasikleiabase, see IG
13 1261 and Kontoleon 1970, p. 91,
pls. XIV:1 (front face) and XV:2 (left
face).The back face, like the left one,
preservesbordersalong the left, right,
and top edges.The right face has two
bordersalong its left and right edges,
but breakagemakesit impossibleto tell
whether these extended aroundthe top
edge as well. The fragmentarystele of
Theron in the Athenian Agora (inv.
I 2056) featuresan incised borderof
the same thicknessas those on the
Neilonides base and the Phrasikleia
base. Here a single borderis indented
from the right and left edges of the
stele'sfront face;if this stele is the one
shown intact in a 19th-century
painting,the borderextended along the
top edge of the stele as well. The border

markedby incision preservesfaint
tracesof red paint. Apart from the
inscribedname of the deceased,the rest
of the stele is blank but may originally
have included a painted figure.For the
Theron stele, see Harrison 1956, pp. 27
and 37-40, pl. 9:b and d; and Richter
1961, p. 44, no. 60:b, fig. 150.
49. The 1922 drawingshows
another,fragmentary,horizontalline
above and parallelto the incised line
markingthe top of the seat.This line is
not visible on the stone. What may be
indicatedhere, or what may have
confused the artistof the drawing,is a
pronouncedgrayvein in the marble
running horizontallythrough the top of
the seat.The fragmentaryline we see in
the drawingis reallythe top edge of
this vein; Endoios may even have used
it as a guide for the placementof the
seated figure.

ENDOIOS

50. The right hand might have
rested on the figure'slap or the arm
may have been bent at the elbow with
the hand extendedforwardto hold an
attributeof which no tracewas visible
in 1922.
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correspondwith the feet-shaped area chiseled out below them (Fig. 2, no.
1). On the stone, these lines are more shallowly incised and harder to see
than the drapery lines above them, which indicates that they may be
scratches rather than intentional incisions made by the painter.The surface of the Neilonides base today shows a multitude of such scratches.The
same could well be true of a cluster of short, irregularlycurving lines seen
on the stone and in the 1922 drawing surrounding the top left corner of
the seat (Fig. 2, no. 2). The five longer diagonal lines over the figure's
upper torso, like the lines just described, still appear on the stone's surface
but may also represent scratchesratherthan intentionally incised outlines;
the curving line farthest to the right is almost certainly a scratch unconnected with the forward outline of the figure'supper torso (Fig. 2, no. 3).
One line that features prominently in the 1922 drawing but does not correspond with any trace visible on the stone today is the one that seems to
mark a lower edge of draperysuspended above the figure'slap (Fig. 2, no.
4). Although the cross-in-circle seen floating in this area makes it certain
that draperywas depicted here, no incised lower edge may be seen, and the
chisel marks do not follow this line as closely as they do the outline of the
lap below.
Even where the lines shown in the drawing cannot be adequately explained, reconstruction of the figure can proceed by using the chisel marks
as a guide. The chiseled areaabove the figure'slap can most easily be interpreted as drapery suspended from the figure's left arm, which extended
forward to hold a vertical object in its hand. The position of the right arm
is impossible to determine from the chisel marks alone, and no lines rendered in the drawing can be associated with it.50The draperywe see can be
explained as a himation with one end draped across the chest, down under
the right arm, across the back and up over the left forearm;the other end
was pulled over the left shoulder to produce stacked folds cascading down
the figure's back. Several parallels for garments worn in this way can be
found in Archaic Athenian sculpture and vase painting, and two are discussed below. It is impossible to tell whether the seated figure wore a chiton under its himation; if it did, this chiton was probablyrenderedin paint
alone because no incised draperylines belonging to a garment other than
the himation can be detected.
The precise length and appearanceof the object held vertically in the
left hand are impossible to determine because no painted traces of it were
recorded in the 1922 drawing. It appears to be grasped by the left hand
raised close to the level of the shoulders and at a slight angle. This object
might have been short, ending above the figure'slap, or longer, extending
downward behind the figure'sdraped legs and seat. Compositionally, the
object creates an emphatic vertical line that neatly closes off the space
occupied by the inscribed epitaph and helps to separateit from the painted
figure.
Even in 1922, no traces of paint or incision could be made out in the
area of the figure's face and head. Dense chisel strokes cluster where the
ears, hair, and neck must have been, but only three or four small strokes
were directedagainstthe figure'sface. No breakbetween the hair and shoul-
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ders can be made out. Does the small, triangular chisel mark visible just
above the chest indicate the level of the chin? Or can we assume that the
lack of a clear demarcation between the bottom of the face and the chest
means that the figure was bearded?The feature that is more certain, but
which few scholars have noted, is the chiseling out of something worn on
the head and projecting far forward from it. This feature, like the vertical
object held in the left hand, needs to be taken into account in order for the
figure to be identified.
Another category of evidence recorded in the 1922 drawing is the
thicker, curving lines located at the top corners of the seat (Fig. 2, no. 5).
On the right, a tongue-shaped flap hangs down from the top of the seat,
but the traces below this flap prove more difficult to read.While the outline of the flap was incised and remains clearly visible on the stone, the
traces indicated below it are not: they have vanished completely with the
exception of two tiny flecks of red paint that still adhere to the surface in
this area.Isolated red flecks at the top left corner of the seat extend about
a third of the way down the left seat edge. Philadelpheus interpreted the
flap together with the other odd markings below it as a cloth thrown over
the figure's seat; these lines may have been drawn with thicker lines than
Fomine used elsewhere in the 1922 drawing to indicate details outlined in
paint without the use of incision.51Philadelpheus's description of paint
traces surviving on the Neilonides base when it was discovered, though
vague, includes mention of traces of red and black paint in the "rosaces,"
the cross-in-circle designs used to decorate the figure's garment.52The
crosses themselves were outlined with incisions still visible today, but the
circles surrounding the crosses, like the thick lines indicated at the top
corners of the seat, have completely vanished.
Archaic marble sculptures preserving traces of their original painted
decoration provide evidence for complex color schemes that may be comparedwith the seated figure on the Neilonides base. Vinzenz Brinkmann's
study of the use of paint on the frieze of the Siphnian Treasury at Delphi
indicates that the major colors employed were red, blue, green, and yellow;
elsewhere black was used frequently (and often in combination with red)
for details such as patterned draperydecoration.53The three seated statues
of "scribes"found on the Acropolis (Acr. 144, 146, and 629) suggest ways
in which several colors may have been alternated to make clearerthe distinctions between different parts of the painted figure on the Neilonides
base.54All three of the scribe figures sit on diphroi indicated in paint on
the surface of a solid block seat. In each case the surface of the block between the chair legs was painted red. On Acr. 629 and 144, the chair legs
were painted either white or yellow and the seat was painted white with
green decoration; on Acr. 146, the white seat may have been combined
with either blue or green chair legs. On all three statues, the cushion on
top of the seat was painted red and the seated figure'shimation still retains
traces of yellow.55These color schemes do not match one another in every
detail, but the red seat cushions and yellow himatia of all three statues
from the Acropolis could easily have been employed for the painted figure
on the Neilonides base.

51. Philadelpheus1922a, pp. 28-29:
"onretrouve... le siege, a pieds
moulures,recouvertd'une etoffe."
Philadelpheus'sreferenceto molded
feet on the figure'sseat conflictswith
what Fomine'sdrawingshows. For
examplesof painted outlines in Archaic
Greek relief and sculpturein the round,
see Brinkmann1987, pp. 37-39; 1994,
p. 32. Paint was used for figuraloutlines
and muscle detail in the horseman
painted on a subsidiarypanel of the
gravestoneNM 31. On the stele of
Lyseas (NM 30), the outline of the
standingpainted figure seen clearlyin
the 19th centurynow shows up only as
a ghost. See also the stele of Antigenes
in the MetropolitanMuseum (no.
15.167, discussedin Hall 1944, p. 336).
52. Philadelpheus1922a, pp. 28-29.
53. Brinkmann1994, pp. 49-51;
Richter 1944, pp. 321-325. WalterKarydi(1986, p. 26) explainsthe
typical color scheme used in Archaic
Greek painting as a combinationof
light colors (white and yellow), dark
colors (blue and black),and red.
54. Acr. 144: Schuchhardt1939, no.
310, fig. 205, pl. 133; and Alford 1978,
pp. 362-367, no. 60. Acr. 146:
Schuchhardt1939, no. 311, figs. 206208; and Alford 1978, pp. 406-408, no.
69. Acr. 629: Schuchhardt1939, no.
309, fig. 204, pl. 132; and Alford 1978,
pp. 396-401, no. 67. Triandi(1994)
redatesthe three scribesfrom ca. 530500 to ca. 510-500 on the basis of the
new head she discoveredfor Acr. 629,
the largestof the three. For the
principleof alternatinglight colors,
darkcolors, and red in the painting of
Archaic marblesculpture,see WalterKarydi1986, pp. 29-31.
55. Cf the figureof Zeus on the east
frieze of the SiphnianTreasury,who
wearsan ocher or pale orangehimation
overa green chiton (Brinkmann1994,
pp. 142-143, pls. 9-12).
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ENDOIOS
Literarysourcesattributeto the sculptorEndoiosat leastthreeimportant
cult statuesand one votive statuedisplayedin a prominentsanctuary:a
large-scalewooden statue of Athena Polias at Erythrai;the image of
Artemisat Ephesos;anivoryAthenaAlea atTegea,whichAugustustransportedto Rome;and a seatedmarbleAthenaon the AthenianAcropolis,
which Pausanias(1.26.4) sayswas inscribedas the dedicationof Kallias
and the workof Endoios.56In additionto these literaryattributions,two
definitesignaturesof Endoioshavecometo light in Athenson basesother
than the Neilonidesbase:these arethe inscribedbaseof a lost gravestele
for Lampito(EM 10643)andthe basefor a lost votivestatuededicatedby
Ophs[ios] on the AthenianAcropolis(DiM no. 7). Endoios'ssignature
appearson Ophsios'sAcropolisdedicationin conjunctionwith the signatureof anothersculptor,Philergos,whose signatureappearsaloneon another funerarymonument,that of Leanaxthe Samian (Athens,Third
Ephoriainv.M 662).57
On the basisof the literarysources(e.g., Paus.1.26.4), Endoiosmay
havebeen an Athenian(his signaturesneverincludean ethnic)or he may
havebegunhiscareerin IoniawithhiscommissionsatErythraiandEphesos
andlatermigratedto Athens.UnlikemostArchaicAtheniansculptors
whose
nameswe knowfromsignatures,Endoiosmadeboth funeraryandvotive
monuments.58He worked in wood, ivory, and marble; his cult statues at

Erythraiand Tegea and the marbleAthena dedicatedby Kalliason the
Acropoliswere seatedfigures.Lampito,for whom Endoiosmade a grave
stele,was identifiedas a non-Athenianby her epitaph,as was Leanaxthe
Samian,forwhomEndoios'scollaborator
Philergosmadea marblefunerary
statue,whichwasprobablyalsoseated.On Ophsios'sAcropolisdedication,
Endoios'ssignaturewas inscribedby a differenthandthan the dedicatory
inscriptionandthe signatureof Philergos.DidierViviers,recognizingthe
similaritybetweenthe letterformsin Endoios'ssignatureandthe inscriptionson the Neilonidesbase,hasarguedthatEndoioshimselfcarvedboth.59
The use of four-barsigmain Endoios'sinscriptionson both monuments,a
typicalfeatureof Ionianbut not Attic scriptin the 6th century,maytip the
balancein favorof an Ionian originfor Endoios,as does Endoios'sand
Philergos's
workfor non-Athenianpatrons.
56. For accountsof Endoios'scareer,
including full referencesto ancient
sources,see Rumpf 1938; Raubitschek
1949, pp. 491-495; Deyhle 1969,
pp. 12-27; Schmidt 1969; Robertson
1975, pp. 105-108; Boardman1978,
pp. 82-83; Stewart1990, pp. 122-123
and 248-249; Martini 1990, pp. 221225; Viviers 1992, pp. 55-102; and
Angiolillo 1997, pp. 173-184. In
additionto the cult statue at Erythrai,
Endoios also made groups of marble
Charitesand Horai that stood in front

of the temple, accordingto Pausanias
(7.5.9). A late source(Athenagoras,
quoted in Stewart1990, p. 249,
no. T29) seems to attributeto Endoios
the olive wood statue of Athena Polias
on the Athenian Acropolis,elsewhere
consideredto be an aniconicimage of
great antiquity(see, e.g., Paus. 1.26.6).
Kroll(1982) resolvesthis contradiction
by assigninga 6th-centuryrenovation
of Athena'scult statue to Endoios.
57. Stele for Lampito:Viviers 1992,
pp. 84-90. Monument for Leanaxthe

Samian:Viviers 1992, pp. 103-113.
58. The only three sculptorsof the
Archaicperiod who certainlysigned
both votive and funerarymonumentsin
Attica are Endoios, Philergos,and
Aristokles.Cf. the fifteen other sculptors
who appearto have signed only votive
dedications.
59. Viviers(1992, pp. 80-84)
interpretsEndoios'ssignatureon
Ophsios'sdedicationas that of a master
sculptorin the workshopaddedto a
sculptureexecutedby his pupil Philergos.
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Although none of Endoios's signaturescan be assigned with certainty
to any extant sculpture,his name has frequently been associated in modern scholarshipwith three important 6th-century monuments. The first is
an Archaic, over-life-size, seated marble Athena from the Acropolis (Acr.
625), which has been identified as the dedication of Kallias mentioned by
Pausanias even though it preserves no dedicatory inscription or sculptor's
signature. Despite its heavily weathered surface,this statue'smonumental
quality, subtle sense of incipient movement, and innovative iconography
have encouraged the connection with Endoios.60Raubitschek restored the
signature of Endoios on another Archaic votive monument from the
Acropolis, the Potter relief (Acr. 1332).61 The relief shows a man, presumably the dedicator himself, seated on a diphros and holding two drinking
cups; the relief's left margin was inscribed with the text of the dedication.
Although Raubitschek'srestoration of the two sets of letters inscribed rethas seldom
rogradealong the relief's right margin as `Ev[8otog ?zo06a]ev
been questioned, it should be pointed out that only one of the preserved
letters, the final nu, looks normal. The other letters have been rendered
virtuallyincomprehensible by added strokes that do not clearly correspond
with Greek letter forms of any period.
The problem of Endoios's signature on the Potter relief needs to be
considered in conjunction with attempts to restore Endoios's name on a
more prominent 6th-century monument outside of Athens, the gigantomachy scene from the north frieze of the Siphnian Treasury at Delphi.
There a fragmentary sculptor's signature appears on the shield of one of
the giants; the sculptor takes credit for two out of the four sides of the
frieze, the north and east.62Though the sculptor'sname at the beginning
of the inscription has been almost entirely lost, scholars from Rumpf onward have attempted to restore the name of Endoios.63The signatures
from both the Siphnian Treasuryfrieze and the Potter relief were altered
in antiquity. Yet unlike the markings on the right border of the Potter
relief,the sculptor'ssignatureon the SiphnianTreasuryfrieze remainscompletely legible: extra strokes have been added to each letter, most likely for
the purpose of decorative embellishment.64Despite the different character
of their alterations, the Potter relief and the Siphnian Treasury inscriptions have both been taken as examples of intentional defacement compa60. See Robertson 1975, pp. 106107; Martini 1990, pp. 222-225;
Viviers 1992, pp. 162-169, figs. 38 and
39; and Angiolillo 1997, pp. 173-175.
Acr. 625 wears an aegis with a
gorgoneion,a featurethat both
Hartswick(1993, pp. 276-278) and
Marx (1993, pp. 246-254) connect
with a gorgoneion addedby Endoios to
the wooden Athena Polias cult statue
also on the Acropolis.Acr. 625 may
originallyhave held either a spearand
shield (Floren 1987, pp. 297-299) or a
spindle and distaff (Stucchi 1956); cf.
Endoios'swooden cult statue at
Erythrai(see above),which held two

distaffs,one in each hand. Resemblancesbetween the seated Athena and
a fragmentaryAcropolis kore (Acr. 602)
have led to the kore'sassociation(e.g.,
by Robertson [1975, p. 107]) with the
Acropolis statue base signed by
Endoios and Philergos (DA no. 7).
Yet the base preservesno tracesof a
plinth cavity,and we cannot even be
sure that it supporteda kore ratherthan
some other type of statue.For Acr. 602,
see Langlotz 1939, p. 50, no. 7, pl. 13;
and Viviers 1992, p. 170.
61. See Raubitschek1942; 1949,
no. 70.
62. CEG no. 449. For the Siphnian

Treasuryfrieze, see the section on style
and chronologybelow. Onatas of
Aegina'ssignatureappearedon the
shield of Idomeneus in a bronze statue
group of TrojanWar heroes at Olympia
(Paus.5.25.8).
63. See Rumpf 1938, pp. 44-45;
Deyhle 1969, pp. 22-25; Viviers 1992,
pp. 96-98; and Angiolillo 1997, pp.
177-181. Cf. Guarducci(1965), who
restoredthe name of a purelyconjecturalAthenian sculptor,Daippos.
64. See Jeffery 1976, p. 185: "The
artisthas cut his signaturearoundthe
shield of a giant and then 'foxed'the
letters to resembledecorativesigns."
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rable to the treatment of the inscriptions on the Neilonides base, a connection used in turn to support the attribution of both monuments to
Endoios; it has even been suggested that Endoios suffered damnatio
memoriaeat the end of the 6th century because he worked as a "court
sculptor"for the Peisistratid tyrants.65
These hypotheses about Endoios can be faulted on a number of
grounds. The case for Peisistratid patronage rests upon Endoios's possible
renovation of the wooden cult statue of Athena Polias, the identification
of Neilonides as a relativeof Peisistratos,and the conjecturethat the Kallias
who dedicated Endoios's seated Athena on the Acropolis was Hippias's
father-in-law.66Yet, as we have seen, Neilonides might have been a Samian,
and it is also possible to identify Kallias as the enemy of Peisistratos who
bought his property when he went into exile at the end of his first tyranny.67Raubitschek'srestoration of Endoios's name on the Potter relief
involves not only reading irregularmarkings as disguised Greek letters,
but also artificially enlarging the spacing between the letters to make
Endoios's signature fit the space available.68Finally, the remaining traces
of the sculptor'ssignature on the Siphnian Treasury frieze simply do not
support Rumpf's restoration of Endoios's name. A much more plausible
restoration, originally proposed by Jeffery, is Aristion Parios, the sculptor
who made the Phrasikleia kore.69
A wide variety of other Archaic sculptures,both freestanding and architectural, have been attributed to Endoios based upon stylistic similarities with the seated Athena Acr. 625, the Potter relief, or the Siphnian
Treasuryfrieze.70The perceivedstylistic connections between some of these
monuments may well be fortuitous, whether or not any deserve to be attributed to Endoios or his workshop.7' Since in every case the link with
Endoios lacks the authority of a preserved signature,I prefer to omit these
attributions from this discussion of Endoios's career.The circumstantial
nature of the sculptural evidence gives added importance to the painting
65. See Casson 1925, pp. 167-172;
Viviers 1995, pp. 217-219; and
Angiolillo 1997, pp. 170-171.
66. For Endoios'sconnectionwith
the Polias cult statue on the Acropolis,
see note 56 above.For the identification of Kalliasas Kalliasson of
Hyperochides,the father-in-lawof
Hippias, see Viviers 1992, pp. 65-67.
67. For Kalliasthe son of
Phainippos,see Hdt. 6.121;
Raubitschek1949, p. 492; and Viviers
1992, pp. 63-65. The survivalof an
inscriptionon the statue that Pausanias
saw,whether or not it was Acr. 625,
arguesagainsta damnatiomemoriae
againstEndoios'sname and work. Cf
Robertson's(1975, pp. 107-108) theory
that the seatedAthena Acr. 625 was
originallya cult statue rededicatedafter
the Persiansack of the Acropolis by
Kallias,son of Hipponikos, to com-

memoratehis peace treatywith the
Persians.
68. Raubitschek's(1942, fig. 8)
reconstructiondrawingof the signature
uses much wider letter spacingthan the
dedicatoryinscriptionon the left
marginof the relief (Raubitschek1942,
fig. 1). For an equallyskepticalview of
the signature,see Viviers 1992,
pp. 90-96.
69. See Jeffery1976, p. 185;
Ridgway 1993, p. 395; and, most
convincingly,Brinkmann1994, pp. 7475, fig. 116 (reconstructiondrawingof
the signature).Like Endoios'ssignature
on the Neilonides base, the signature
on the SiphnianTreasuryfrieze is
almost but not quite metrical(see note
82 below).
70. For attributionsand discussions
of Endoios'ssculpturalstyle, see the
sourceslisted in note 56 above and

Viviers 1992, pp. 160-173. Among the
attributionsarethe Acropolis kore no.
602 (note 60 above),the gigantomachy
pediment from the Old Athena Temple
on the Acropolis,the Rayet head in
Copenhagen (Ny CarlsbergGlyptothek
no. 418), the Plateia Eleutherias
Dionysos (see below), the Rampin
horseman(Acr.590), and the Peplos
kore (Acr.679).
71. For example,the identical pose
and seat type of the Athena Acr. 625
and the Potter relief do not seem to me
to arguefor productionby the same
sculptor,paceMarx 1993, pp. 246-250.
The hairstylesharedby the potter in
the Potter relief,the Rayet head, and
the figureson the Ball Playersbase
NM 3476 could be typical of late-6thcenturyAthenian sculptureand used by
more than one sculptoror workshop
(Martini 1990, pp. 222-225).
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on the Neilonides base as evidence for the style and date of Endoios's
work.
Despite the fact that it has been erased with a chisel, Endoios's signature on the Neilonides base can be reconstructed as follows: "Ev&oLog
x[oxL -6Ov3'#7o6e ("Endoios made this one, too") (Fig. 2).72The question
of the painting'sattributionto the sculptor Endoios has been closely linked
to the precise wording of his signature, which presents unusual interpretive problems.The masculine gender of the demonstrative pronoun tOV s
rules out the possibility that a reference is made to either one of the two
neuter terms used in the epitaph to describe the monument (ac[i,jocand
If Endoios's signature does not tell us that he made the monutiv[io>c).73
ment as a whole, does it imply that he made the painting, or the statue, or
both? And in addition (xod")to what did he make it? Tovck has usually
been taken to mean that Endoios made the painting in addition to the
kouros statue the base supported, but the antecedent we would expect,
0
is feminine.74The use of another antecedent, -ov
07oV,
cI'vypcxpWiv,
would be unusual in a reference to a painting rather than a carved relief
sculpture.75I would like to suggest that the implied antecedent here was
a term already in use in the Archaic period for a freestanding
ocvc3po'oC,
marble statue, and therefore that Endoios's signature refers specifically to
the lost kouros statue the Neilonides base originally supported.76 If
Endoios's name meant anything to-readers of the signature, they would
probably assume that he had made the statue because he was known as a
sculptor.
The absence of another signature on the base supports the painting's
attribution to Endoios as well, as does the use of signature and epitaph
together to frame the painted figure. It was more common on Archaic
Athenian grave monuments and dedications with sculptors'signatures either to combine the signaturewith the main inscription, or to place it on a
different side of the base entirely.77The integration seen here of a painting,
epitaph, and sculptor's signature on one face of a statue base is unparalleled.78If the inscriptions on the Neilonides base were both carved by

72. For the text of the inscription,
see IG P31214 and CEG no. 42.
73. Cf. Viviers (1992, pp. 71-72;
1995, pp. 220-221), who discussesthe
signatureas if it used the neutertoEs
ratherthan the masculine-ov8Es.
74. Cf Schmaltz(1983, pp. 83-85),
who states that tov8s can referonly to
the painted figure.
75. First suggestedby Philadelpheus
(1922a, p. 29). For possible uses of this
word to mean painting ratherthan
relief,see the revisedsupplementto LSJ
(Oxford 1996) 297, s.v.t6To0;.
76. For a discussionof the use of
in the 6th and 5th centuries,
Wv8Rpuc;
see Lazzarini1976, pp. 104-105, nos.
767 (kourosfrom Neandria)and 768

(kouroidedicatedat Didyma). Lazzarini omits the early-6th-century
metricalinscriptionon the base of the
Naxian Apollo from Delos (CEG no.
401). For Archaic dedicatoryinscriptions using -o6vas without an antecedent, see Lazzarini1976, nos. 747
(Argive Heraion) and 851 (Olympia).
77. The practiceof placing the
signatureon a differentpart of the base
from the main inscriptionwas common
on the Acropolis dedicationsof the 6th
and 5th centuries;see, e.g., Raubitschek
1949, nos. 88, 149, 186,236,237,278,
279, and 291.
78. The extrapolishing of the left
side of the Neilonides base, but not the
right, may indicate a plan to inscribe

the signatureon the left face before it
was decided to put it on the front of the
base. Philadelpheus(1922a, p. 28)
describesa painted red line markingthe
lower borderof the left face,which has
since completelydisappeared:"une
ligne rouge, d'un millimetred'epaisseur,
qui court horizontalementa 0 m .007
du bord inferieur:peut-etre avait-on
songe d'aborda disposer,de ce cote
aussi,une decorationpeinte."Three
Athenian signaturesof the sculptor
Aristion of Paros,including his
signatureon the Phrasikleiabase
discussedabove,appearon the left side
of the statue base:see CEG nos. 24
(Phrasikleia),34, and 41.
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Endoios's own hand as Viviers has argued, then epitaph, signature, and
painting could easily have been executed by Endoios as an ensemble. Archaic sculpturalworkshops generated a need for skilled painters because
the painting of marble statues and reliefs was integral to their presentation
in sanctuariesand cemeteries. Close family connections between sculptors
and painters in Archaic Athens are well attested and imply training and
practice within the same workshops.79
Even if we accept that Endoios himself made both the painting and
the statue, and that his signature refers specifically to the statue, we still
need to justify the use of xocuin Endoios's signature. This formula may
most easily be explained as a reference to the presence of other statues
nearby made by Endoios before he made Neilonides' monument, whether
or not these too bore their own signatures.80The wording of Neilonides'
epitaph suggests that his monument constituted part of a family tomb
group: the word xct' in the epitaph, which appearsin the second verse as X
elided with crto'in the dative (Neilon set up a sema/mnema "forhis good
son too"), alludes to other monuments set up by Neilon, the father and
commemorator of the deceased. Evidence from epitaphs and grouped
funerary monuments in cemeteries supports the existence of such family
groups in Archaic Athens and Attica.81The parallellanguage of signature
and epitaph raises the further possibility that Endoios with his signature
takes credit specifically for Neilon's other monuments in the same family
tomb group: Neilon set up this monument, too, and Endoios adds that he
sculpted this one, too.82
Jeffery suggested that the Ball Players (Fig. 3) and Hockey Players
bases found near the Neilonides base in the Themistoklean wall originally
belonged to Neilon's family tomb group.83Beyond the proximity of their
findspots, noteworthy similarities among the three statue bases support
both a connection with Endoios's sculpturalworkshop (if not his own hand)
and display within the context of a tomb group. The unusual decorative
format and nearly identical dimensions of the Ball Players and Hockey
Players bases suggest strongly that they were produced by the same
workshop even if the reliefs themselves were not carved by the same sculp-

79. See especiallyViviers 1995, pp.
213-214; Ridgway1987. The Athenian
red-figurevase painterEuthymides
sometimes signed his vases as "sonof
Pol(l)ias,"and a Polias dedicateda
painted plaquefound on the Acropolis
that has been attributedto the hand of
Euthymides(Robertson1975, pp. 225226). The painterEumareswas the
fatherof the sculptorAntenor,who
used a patronymicin his signatureon
the base for Antenor'skore from the
Acropolis (Raubitschek1949, no. 197).
80. Cf Ridgway(1993, pp. 429430), who interpretsthe formulaof
Endoios'ssignatureas a "comprehensive

boast of productivityon the part of the
sculptor"without necessaryreferenceto
any specificworks located in the
vicinity.
81. The formulaof the epitaph for
Pediarchos(Jeffery1962, p. 136,
no. 42) makesexplicit his monument's
place within a tomb group:"Woe to
Pediarchosthe son of Empedion."
Pediarchosbegins the semata (ao`PXs
TG)v GYqVi,u
Tov). Humphreys(1983,
pp. 94-102) and D'Onofrio (1988)
collect and discussthe archaeological
evidence.The stelai of Aristion (NM
29) and Lyseas (NM 30) are reported
to have been found nearone anotherin

the same burialtumulusin the Attic
countryside(Richter 1961, pp. 47-48,
nos. 67 and 70).
82. For evidence of collaboration
between sculpturalworkshopsand
patronsin the composition of epitaphs,
see Viviers 1992, pp. 135-137. The
epigramis an elegiac couplet,which
runs into metricaldifficultiesin the
second line; the signatureof Endoios
"soundslike the beginning of a
hexameter,"showing a possible attempt
to integrateit into a single metrical
scheme with the epitaph (Friedlander
and Hoffleit 1948, no. 69).
83. Jeffery1962, p. 127.
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tor.A4On both relief bases, each of the three reliefs was framed by a border
similar to the painted border framing the front face of the Neilonides base.
The Ball Players base, the Hockey Players base, and the Neilonides base
are all examples of a type of statue base, the type A pillar monument, that
was common among statue dedications on the Archaic Acropolis but rare
in the cemeteriesof Athens and Attica.5 All threebases aremade of Pentelic
marble and, as has been noted already,all three supported kouros statues.
Finally, the two relief bases have one blank face and one face of the
Neilonides base was left unsmoothed, suggesting that all three monuments
originally stood against a wall.
John Boardman attributed the reliefs on the Ball Players base to
Endoios himself86 Since the kouros statues supported by the Ball Players
and Hockey Players bases have been lost, it is impossible to determine
whether the same sculptor or sculptors carved both the kouroi and the
reliefs on their bases. Martin Robertson suggested that Endoios made all
three kouroi, but that two different sculptors from Endoios's workshop
carved the reliefs on the Ball Players and Hockey Players bases.7 The
collaboration between Endoios and Philergos attested by their joint signatureson a votive column from the Acropolis (DiM no. 7, discussed above)
raises a further possibility: that Philergos, a sculptor associated with
Endoios's workshop, made one or both of the kouroi supportedby the two
relief bases.

STYLE AND CHRONOLOGY
The chief obstacle to attributing the kouroi supported by the Ball Players
and Hockey Players bases to Endoios himself ratherthan to his workshop
84. Statue bases decoratedwith
reliefson more than one side were
uncommon in Archaic Greek sculpture
(a point stressedby Kosmopoulou[1998,
p. 536]). A third exampleof a statue
base with reliefs on three sides was
found in 1962 built into a section of the
Themistokleanwall in the Kerameikos
(Ker.P 1002). The front of the base
featuresa fragmentaryscene of young
men playing a ball game that is virtually
identical in compositionto the scene on
the Ball Playersbase NM 3476; the
other two relief scenes depict a procession of two horsemen (right side) and a
fight between a wild boar and a lion (left
side).The Kerameikosbase, like the
Neilonides base, the Ball Playersbase,
and the Hockey Playersbase,was a type
A pillarbase made of Pentelic marble,
and all four bases supportedkouros
statues.Despite the obvious iconographicand technical similarities
between the KerameikosBall Players

base and the three bases found together
in the Themistokleanwall, Willemsen
(1963, pp. 129-136, no. 7, pls. 64:2 and
65:1-2) and Viviers (1992, pp. 190-197)
have attributedthe Kerameikosbase to
the sculptorAristokles.Willemsen
consideredthe Kerameikosbase to be
earlierin date than the Ball Playersbase
NM 3476 but made by the same
sculptoror workshop;others (Schmidt
1969, pp. 74-75; D'Onofrio 1986,
pp. 188-190) explainthe stylistic
differencesbetween the two monuments
as the resultof contemporaryproduction
by differentsculptors.
85. For the type A pillarbase,see note
5 above.Only one possiblefunerary
exampleother than the fourbases
discussedhere (the Neilonidesbase,the
Ball Playersbase NM 3476, the Hockey
Playersbase NM 3477, and the
Kerameikosbase Ker.P 1002) has been
found:the monumentforTyr- son of
Skylaxthe Carian,signedby the sculptor

Aristokles,found in the Kerameikos
(Ker.1 190), which has a tenon for
insertioninto a supportingpillar
(Willemsen 1963, pp. 125-129, no. 6,
pls. 63:1 and 2 and 64:1).The
Phrasikleiabase (note 35 above)was
thought to be a type A pillarmonument
(e.g., byjacob-Felsch [1969, p. 40])
beforeit was removedfrom a churchin
Merendaand put on displayin the
NationalMuseum;in actuality,it is the
top block of a steppedbase. Stepped
baseswere much more common in
funerarycontextsin Athens. I count
thirtyArchaicexamplesincludedin
IG F3or in Jeffery1962.
86. Boardman1978, pp. 82-83. The
Ball Playersbase (NM 3476) and the
Hockey Playersbase (NM 3477) bear
no inscriptions,but the lost pillarsthat
supportedthem may have been
inscribedwith epitaphsand sculptors'
signatures.
87. Robertson 1975, pp. 226-227.
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is the earlier stylistic date traditionally assigned to the Neilonides base: if
the two relief bases were made after Neilonides' monument rather than
before it or at the same time, then the xou'in Endoios's signature on the
Neilonides base must refer to some monument or monuments other than
the two relief bases. The date of the Neilonides base, together with the
stylistic and chronological relationships between the three bases, needs to
be reassessed in light of Endoios's painting.
In previous scholarship, the Neilonides base was assigned a terminus
ante quem of either 510 or 508 B.C., depending upon whether the deceased Neilonides was judged a Peisistratid or an Alkmeonid.8 If the inscriptions and painting on the Neilonides base were damaged not for political reasons but to prepare it for reuse in the Themistoklean wall, as I
have argued, then Neilonides' funerary monument need only date before
478. Ancient literarysources referringto Endoios place his work anywhere
in the second half of the 6th century.89Parallelsfor the plinth shape of the
lost kouros supported by the Neilonides base have been dated stylistically
between ca. 540 and ca. 520.90 The use of similar incised borders on the
Neilonides base and the Phrasikleiabase signed by Aristion of Paros suggests that the two monuments might be contemporary;most scholars date
the Phrasikleia kore and her base to ca. 550 or 540.9'
Jeffery used the letter forms of the inscriptions to date Neilonides'
funerarymonument to "ca.525(?)," and the lettering on the base certainly
looks more stylistically advanced than the inscription on the base for the
Phrasikleia kore.2 Yet letter forms may be unreliable indicators in this
case.The problem is not only that the individual letters have been chiseled
out, but also that "progressive"letter forms, such as four-bar sigma and
epsilon without a tail, have been used: these appearedin Ionian script before they became common in Athenian inscriptions. The inscriptions on
the Neilonides base,when comparedwith contemporaryAthenian inscriptions, might look later than they really are because their lettering has been
influenced by Ionian script.93
Close examination of the painted figure on the Neilonides base produces two specific details that may be compared directly with sculpture
and vase painting of the second half of the 6th century: the cross-in-circle
decoration on the figure'shimation and the rounded edges of the stacked
drapery folds. Several parallels for male and female clothing decorated
with small crosses surrounded either by painted circles or by simple dots

88. Cf Raubitschek(1949, pp. 493494), who dated the Neilonides base
to ca. 527-515 B.C. on the basis of
letter forms and "moregeneralhistoricalconsiderations,"i.e., his thesis
that Neilonides was an Alkmeonid
who was exiled duringthe rule of
Hippias.
89. Raubitschek(1949, p. 495)
places Endoios'scult statuesin the
third quarterof the 6th centuryand
his Athenian signaturesin the fourth
quarter.Deyhle (1969, pp. 25-26)

dates all of his work between ca. 540
and ca. 500 B.C.
90. Viviers 1992, pp. 76-77.
91. E.g., Boardman1978, caption
for fig. 108:a (ca. 550); Stewart1990,
p. 119 (ca. 550); and IG F31261
(ca. 540?).
92. See Jeffery1962, p. 127, no. 19;
and IG F31214.
93. Viviers 1992, pp. 76-77.
Raubitschek(1949, pp. 448-452)
demonstratedthat the "oldstyle"in
ArchaicAthenian inscriptions

(featuringtraditionalAttic letter forms)
and the "newstyle"(influencedby
Ionian script)were both in use during
the last quarterof the 6th centuryand
the first quarterof the 5th. He dated
DAA no. 7, the dedicationsigned by
Endoios and Philergos that Viviers
attributesto the same hand as the
Neilonides base, to the last quarterof
the 6th century.For a recent critiqueof
the use of letter forms to date the
Acropolis dedications,see Winters
1995.
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or triangles may be found on Athenian black-figure vases and among the
Acropolis korai.94The most striking parallels,however,for the large crosses
with thick crossbarswe see on the Neilonides base appear on two redfigure vases attributed to the Andokides Painter. Both vases depict musical performances watched by spectators. On an amphora in the Louvre
(Fig. 5), a standing spectator wears a himation covered with crosses very
similar to the ones that decorate our seated figure's clothing; on another
amphorain Basel (BS491), three figureswear himatia decoratedwith large
Maltese crossesand swastikascomparablein their proportionsto the crosses
depicted on the Neilonides base.95
The Andokides Painter, apparentlythe inventor of the Attic red-figure technique, also serves as a benchmark for the chronology of Archaic
Greek sculpture as a result of the stylistic similarities between his work
and the frieze of the Siphnian Treasury.If we accept that historical events
date the Siphnian Treasury and its sculptures to around 525 B.C. or ca.
530-525, as most commentators have, then the work of the Andokides
Painter should date between ca. 530 and 515.96 The "community of the
arts"representedby the comparable stylistic development of the Siphnian
Treasuryfrieze and the vase painting of Andokides extends equally to the
Ball Players and Hockey Players bases, which have often been compared
with the work of the Athenian red-figure "Pioneers"of ca. 520-500, in
particularEuphronios, Euthymides, and Phintias.7 A second stylistic feature seen in the painted figure on the Neilonides base, the rendering of the
drapery over the lower legs and back of the figure with stacked folds of
similar size with rounded ends, finds a parallel in the figure of Hermes on
the west frieze of the SiphnianTreasury,which (along with the south frieze)
was carved by an Ionian sculptor (Master A).98In contrast, the north and
east friezes, carved by a sculptor (Master B) whose name may be restored
94. The cross surroundedby dots or
trianglesappearsfrequentlyon female
garmentsin the work of the Amasis
Painter:see von Bothmer 1985, nos. 1,
9,12,14, 18bis, 23, 27, 28, and 48.
Small crosseswere painted on the
draperyof the koreAcr. 680 (Langlotz
1939, no. 45, pls. 68-69). A cross-incircle patternmay be seen on two other
korai:Acr. 676 (Langlotz 1939, no. 49,
pl. 73) and Acr. 594 (Lermann1907, pl.
XIII). Cf also the blue crossespainted
on the draperyof the goddess seated
behind Hera on the SiphnianTreasury
east frieze (Hestia?) (Brinkmann1994,
figs. 5 and 125) and the circleson
Athena'speplos on the north frieze
(Brinkmann1994, fig. 103).
95. For the Basel amphora,see
Shapiro 1992, fig. 45 (dated ca. 525520). The crosseson the himation of
the painted figureon the Neilonides
base are actuallylargerthan they appear

in the 1922 drawing,and the horizontal
barsare slightly wider and longer than
the verticalones.
96. For the style of the Andokides
Painterand his synchronismwith the
SiphnianTreasury,see Langlotz 1920,
pp. 17-31; von Bothmer 1965-1966,
pp. 208-210; Boardman1975a, pp. 1518; and Robertson1992, pp. 9-18. For
illustrationsof the SiphnianTreasury
sculptures,see Boardman1978, figs.
211-212:4. For the building'sdate,
based upon Hdt. 3.57-58 and Paus.
10.11.2, see most recentlyHurwit
1985, pp. 295-300; Stewart 1990, pp.
128-129; Ridgway1993, pp. 394-395;
and Childs 1993, pp. 403-413.
97. Robertson(1975, p. 226) called
the Ball Playersand Hockey Players
bases"soclose in style to the vasepaintingsof the Pioneer Group,that
one would have no difficultyin
imagining one artistpractisingboth

techniques."See also Hurwit 1985,
pp. 301-302.
98. West frieze Hermes: Brinkmann
1994, fig. 12. Similarround-ended
folds appearalso on a female figure on
the left with her back to the tripod
scene on the SiphnianTreasuryeast
pediment (Brinkmann1994, fig. 157).
For the Ionian (Chian?)origin of
Master A, see Ridgway1993, pp. 394395. Ionian parallelsfor the folds on
the Neilonides base prove difficult to
date in relationto the Siphnian
Treasury.Examplesinclude a kore from
Samos dated ca. 530 (SamosXI, no. 25,
pl. 15); a fragmentaryrelief from
Samos, ca. 490-470 (SamosXI, no. 146,
pl. 90); a relief from Syme, ca. 510-500
(Berger1970, fig. 58); and a relief from
Dikaia, ca. 500 (Berger1970, fig. 134).
Cf. Ozgan (1978, pp. 79-97), who
redatesthe reliefsto the last quarterof
the 6th centuryB.C.

ENDOIOS

S PAINTING

FROM

THE

THEMISTOKLEAN

WALL

53I

Figure5. Amphoraattributedto the
AndokidesPainter(LouvreG1).
Rhapsodicperformance.Courtesy
Musee du Louvre,M. Chuzeville and P.
Chuzeville

99. For the style of the Pioneers, see
Robertson1992, pp. 20-35.
100. Cf. Rumpf (1938, p. 41,
followed by Langlotz 1939, p. 111),
who comparedthe renderingof the
painted figureas seen in the 1922
drawingwith Athenian black-figure
vase painting of ca. 540 B.C. Rumpf's
comparandawere rejected(rightly)by
Raubitschek(1949, p. 493). Rounded
fold ends comparableto those on the
Neilonides base appearintermittently
in the late black-figurepainting of the
Leagros Group,the Acheloos Painter,
the Antimenes Painter,and the
EucharidesPainter,all dated to the last
quarterof the 6th century.See
Boardman1974, figs. 207 (Leagros
Group), 211:1 (Acheloos Painter),194
(Antimenes Painter),and 229
(EucharidesPainter).Similartreatments also appearamong Acropolis
koraitraditionallyconsideredto be
Ionian in style and dated anywhere
from ca. 530 to ca. 500: e.g., Acr. 678,
datedca.530 B.C. by Langlotz(1939,
no. 10, pl. 20) and Acr. 611, ca. 520 (no.
11, pl. 22). On the Acropolis,the
transitionto pointed zigzag folds on
the koraihas been seen by Ridgway
(1985, pp. 8-9) as the first step toward
the developmentof an Athenian-bred
"InternationalStyle"in sculpturesoon
before ca. 510 B.C.
101. Walter-Karydi(1986, pp. 2931) associatesa shift from red to blue
paintedbackgroundsin Attic relief
sculpturewith the shift fromblackfigureto red-figurevase paintingca. 530
B.C., and with the work of Cycladic
sculptorssuch as Aristion of Paros.The
SiphnianTreasuryfrieze featuresa blue
background,but comparethe light
backgroundwith red borderof the
Phrasikleiabase.The two lateralscenes
on the Ball Playersbase,which probably
dates afterthe shift to red-figurevase
painting,havered backgrounds.

the northand east friezes of the Siphnian Treasury.'0'While the stylistic~~~~~~~
in his signature as Aristion of Paros, show zigzag folds that end in a point,
a rendering used consistently in the red-figure painting of the Andokides
Painter and the Pioneers;very similarzigzag folds appearin the relief scene
of a cat and dog fight on the Ball Players base (Fig. 3).99
A comparison of the treatment of the folds in sculptural relief and
vase painting with the painted figure on the Neilonides base suggests the
following stylistic and chronological relationships. The Neilonides base
may be contemporarywith the Siphnian Treasury,and its style may reflect
East Greek influences not evident in the style of either the two relief bases
or Athenian red-figure vase painting of the last quarter of the 6th century.'00The Ball Players and Hockey Players bases should be later in date
than the Neilonides base, and contemporarywith the Athenian red-figure
Pioneers. The painted figure on the Neilonides base shows no sign of the
innovative foreshortening and complex body poses seen in the two relief
bases and the work of the Pioneers, a frurtherindication that the Neilonides
base is stylistically less advanced.
The case for the production of all three bases found together in the
Themistoklean wall by the same sculptural workshop has already been
made. Stylistic comparisons with sculpture and vase painting suggest that
the Neilonides base could date ca. 530-520, the approximatedate assigned
by Jeffery to the letter forms of the inscriptions. Endoios emerges as a
possible contemporary of Aristion of Paros, the sculptor who signed the
base for the Phrasikleia kore and, if his name has been correctly restored,
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differences between the Ball Players and Hockey Playersbases can be used
to assign either one a slightly earlier date than the other, both should be
dated after the Neilonides base given their stylistic similarities to the work
of the red-figure Pioneers.102This means that Endoios's signature on the
Neilonides base is not intended to take credit specifically for the two relief
bases found together with it in the Themistoklean wall, but for other tomb
monuments that remain unidentified. This observation weakens the case
for attributing all three monuments to Endoios, but leaves open the possibility that Philergos or some other sculptor in Endoios's workshop made
the lost kouros statues supported by the Ball Players and Hockey Players
bases.

THE SEATED FIGURE IN
ARCHAIC ATHENIAN ART
The origin and meaning of seated figures remain among the most vexed
questions in the study of Archaic Greek sculpture. In an Ionian context,
seated representationsof the dedicator or members of the dedicator'sfamily, both male and female, were used as votive offerings in the first half of
the 6th century at Didyma and the Samian Heraion; here the seated pose
has most often been interpreted as an iconographic markerfor high social
status.103Endoios's cult statues and his statue of Athena on the Acropolis
exemplify the use of the seated pose for representationsof divine females
in Archaic sculpture in both the Greek East and the mainland. Discoveries made in the Kerameikosand other Athenian cemeteriesshow that seated
figures in the round and in relief were used, albeit infrequently, as grave
monuments in the Archaic period alongside the better-known kouroi,korai,
and standing figures in relief:three statues of seated figures, three bases for
lost seated figures, and between four and eight relief representations are
attested.104The association of two of these, the stele for Lampito and the
statue for Leanax the Samian, with signatures of Endoios and Philergos,
respectively,has suggested to Viviers that representationsof seated figures
102. Boardman(1978, figs. 242 and
241) dated the Ball Playersbase ca. 510
B.C. and the Hockey Playersbase ca.
500. Cf Karouzos's(1961) relative
dates of ca. 520-510 for the Neilonides
base (no. A20), ca. 510-505 for the Ball
Playersbase (no. A23), and ca. 500-490
for the Hockey Playersbase (no. A25).
103. Ridgway1993, pp. 181-197
and 207-210.
104. The preservedstatuesof seated
figuresin the round areNM 7, possibly
female (Jeffery1962, p. 125, no. 1);
Ker.P 1052 (p. 125, no. 2); and the
Plateia Eleutherias"Dionysos"(NM
3711, p. 133, no. 1). Bases for seated
figures:the monument for Anaxilasthe

Naxian (Ker.I 388, Willemsen 1963,
pp. 141-145, no. 11); the monument
for Leanaxthe Samian signed by
Philergos (note 57 above),and Ker.
1 188 (pp. 140-141, no. 10). Jeffery
(1962, p. 127, no. 2) thought that the
Hockey Playersbase supporteda seated
figure,but cf. note 5 above.Relief stelai
representingseated figures:the
Velanidezastele (NM 88+4469:Jeffery
1962, p. 141, no. 1; Viviers 1992,
pp. 212-213); the Anavyssosmother
and child stele (NM 4472: Jeffery1962,
pp. 145-146, no. 2); a fragmentarystele
of a seatedwoman and standinggirl
(NM 36:Jeffery1962, p. 148, no. 7);
and a fragmentshowing the foot of a

chair (Ker.P 1265: Viviers 1992, p. 213,
fig. 35). Four funerarybases supported
stelai wide enough to have represented
seated figures:the Lampito base signed
by Endoios (note 57 above);the
Oinanthe base (Athens Third Ephoria;
Viviers 1992, pp. 133-139); the Melissa
base (Jeffery1962, p. 121, no. 12); and
the Kleito base (Jeffery1962, p. 131,
no. 27). Jeffery(1962, p. 147, no. 66)
also includes in this group a marbledisk
featuringan inscriptionin honor of the
doctor Aineias and a partiallypreserved
painting of a seated figure.The funerary
function of this and other marbledisks
has been disputed:see Berger 1970,
pp. 155-158 and 191, note 393.
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may have been introduced to Athens by sculpturalworkshops with Ionian
associations or by Ionian clients living in Athens.105
If this is the case, one wonders whether the interest of sculptors and
clients in the seated type was primarilyformal, or whether seated iconography carriedwith it social implications. Both male and female deceased
were commemorated by seated representationsin Athens; the relief stelai
in this group include at least two examples depicting the deceased in a
domestic context that anticipate the typical iconography of ClassicalAthenian funerary stelai.'06The rarity of seated figures in the round among
Archaic Athenian funerary monuments compared with kouroi coincides
with an overwhelming bias in the Archaic period toward the commemoration of prematurelydeceased men attested by both the surviving sculptures and the inscribed epitaphs.107For this reason,Jeffery'sinterpretation
of the male seated figures as representationsof "elderlyand respectedheads
of households,"in contrast to the younger men commemorated by kouroi,
has been widely accepted.108
Questions concerning the use of seated figures in funerary sculpture
prove relevant to the identification and interpretation of the seated figure
painted on the Neilonides base. When the base was found, Philadelpheus
thought that it belonged to a votive rather than a funerary monument
because Neilonides' epitaph had not yet been deciphered by Raubitschek.
Thinking of Endoios's seated Athena statues at Erythrai and on the Athenian Acropolis, Philadelpheus identified the painted figure as a seated
Athena Ergane wearing a stephane or kalathos on her head and holding a
distaff in her outstretched left hand.109Sandro Stucchi also reconstructed
the figure as a spinner,possibly one of the Fates (Moirai).110Stanley Casson,
comparing the seated figure on the Neilonides base to an Archaic relief of
Zeus now in Liverpool, favored an identification of the figure as Zeus and
hypothesized that Endoios's monument was dedicated by an Olympic
victor.1"1
Raubitschek'spublication of Neilonides' epitaph made it certain that
his monument was funerary rather than votive. Raubitschek reidentified
the seated figure as Neilon, the deceased's father, based upon the prominent role Neilon plays in the inscribed epitaph.112Friedlanderand Hoffleit,
to justify the unprecedented addition of a painting to the statue base for a
funerary kouros, added the hypothesis that Neilon had died before his
105. Viviers 1992, pp. 206-218.
106. The Anavyssosstele (note 104
above)shows a seatedwoman holding
an infant;the fragmentarystele NM 36
(note 104) shows a seatedwoman facing
a girl, possiblyher maid. For the
depiction of the deceasedwithin the
context of a family group on grave
monuments of the Classicalperiod, see
Humphreys1983, pp. 104-118.
107. For statisticsand analysis,see
Humphreys1983, pp. 92-94;
Sourvinou-Inwood1995, pp. 285-297.
108. Jeffery1962, p. 150. Cf D'ono-

frio (1995, pp. 193-196), who interprets the seated pose in Archaic
Athenian sculpturemore specificallyas
a sign of high civic or religiousoffice.
109. Philadelpheus1922a, pp. 3133. Philadelpheusdid leave open the
possibilitythat the figurewas male
ratherthan female, in which case he
opted for Zeus or Dionysos.
110. Stucchi 1956, p. 127. He refers
to tracesnearthe front foot (sic)of the
figure'sstool in the 1922 drawingthat
might representa spindle;cf my
descriptionof the drawingabove.

Rumpf (1938, p. 41) also thought the
seated figurewas female,but declined to
offer any specific identification.
111. Casson 1925, pp. 166 and 172.
For the Zeus relief,see note 127 below.
112. Raubitschek1939, col. 68: "Eine
Gottheit konnte kaum dargestellt
gewesen sein;vielleicht diirfenwir in der
sitzenden Gestalt den Vaterdes Toten,
der seinem Sohn das Denkmal setzte,
erblichen."Cf. Picard 1939, p. 899: "un
portraitpeint du dedicant (donc du
pere?),mais le personnagetient peutetre un sceptreet a tout l'airdivin."
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son's monument was completed."3 The identification of the seated figure
as Neilon, with or without the added twist of Neilon's death, has been
accepted most recently by Bernhard Schmaltz and Christiane SourvinouInwood; Viviers, without justifying his view in any detail, has suggested
that the figure represents the deceased Neilonides himself 114
The shift from a divine to a human identification for the figure painted
on the Neilonides base follows from the generalizationthat Greek funerary
monuments with sculptural or painted decoration usually,though not always, represented the deceased iconographically."5Yet the kouros statue
supported by the Neilonides base already represents the deceased, and it
does so in a way that seems iconographically incompatible with a seated
representation:in Sourvinou-Inwood'sterminology,the social personatypically commemorated by the kouros is not the same as the one commemorated by a seated figure."6 Alternatively, if a representation of the deceased's

father Neilon were intended, one wonders why he was shown seated rather
than standing with hands raised in the attitude of mourning depicted on
both funerary reliefs and black-figure plaques from Athens."7 If Neilon
himself died soon after his son, as Friedlanderand Hoffleit supposed, it is
not apparentwhy his family tomb group would not have included a separate grave markerto commemorate him.
Perhaps the seated pose in Archaic Greek art was susceptible to variations and distinctions more readily apparent to a Greek audience than
they are to us today, especially in the case of incomplete or damaged representations such as the one on the Neilonides base. Although the tendency
has been to identify all seated figures in a funerarycontext as mortals, one
of the three seated statues used as a grave monument in Athens may in
fact representa divinity. Like the Neilonides base found a few years before
it, the so-called Plateia Eleutherias Dionysos (NM 3711, Fig. 6) was first
believed to be votive ratherthan funeraryin function; but since the time of
its discovery the area where the statue came to light has been securely
identified as an Archaic cemetery."8The Plateia Eleutherias statue is distinguished from the two other seated Archaic funerary figures found in
Attica by its (over-life) size and its apparenticonographic complexity.The
statue's head is missing, but its body is largely intact; it wears a himation
without a chiton underneath and sits on a folding diphros with lion's-paw
113. Friedlanderand Hoffleit 1948,
no. 69. This interpretationmakes the
xct TOV8? formulain Endoios's
signaturea referenceto the painting
and, like the painting,an afterthought
occasionedby Neilon's death.
114. Schmaltz 1983, p. 115;
Sourvinou-Inwood1995, pp. 226-227:
the figure is "undoubtedlya representation of the fatherwho set up the
monument,like an iconographical
articulationof the (unstated)subjectof
the second verse."Cf. Viviers 1992,
p. 207: Endoios painted"unpersonnage
assis,qu'ilest bien plus simple

d'identifierau defunt lui-meme."
115. Sourvinou-Inwood(1995,
p. 141) has cogently describedthe intent
and significanceof such representations
as a part of the sema, the funerary
monument as a whole: "The grave
monument as the sign of the deceased
provideda concretematerialform for
the deceased'spersonawhich functioned
not only as a focus for his memorybut
also as a materialobject that lent itself to
symbolicmanipulation,that could, for
example,receiveofferings and other
ritualattentions'on behalf of' the
deceased";see also her relatedcomments

on pp. 164-169 and 228-230.
116. For a detailed discussionof this
concept as it appliesto Archaic
Athenian funerarymonuments,see
Sourvinou-Inwood1995, pp. 227-271.
Cf Stewart 1990, p. 109: "withthe
funerarykouroithe deceased'sage
seems irrelevant."
117. E.g., the pillarcapitalfrom
Lamptrai(note 31 above) and the
plaquesillustratedin Shapiro 1991,
figs. 1 and 11.
118. See Kyparissis1933
(votive);Jeffery 1962, p. 133, no. 1
(funerary).
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Figure6. PlateiaEleutherias
"Dionysos"(NM 3711). Courtesy
Deutsches ArchiiologischesInstitut, Athens
(neg. NM 3811)

119. Schuchhardt1967. See also
Alford 1978, pp. 377-386, no. 63.
120. Carpenter1986, p. 38, note 21;
1997, p. 106, pl. 42:a. For a generallist
of seated Dionysos representationssee
Christopoulou-Mortoja1964, pp. 9396, nos. 230-310.
121. For vase representationsof
Dionysos holding these two attributes,
see Carpenter1986, p. 93, pl. 21
(Boston amphoraclose to Exekias);
1997, pl. 13:a (Munich red-figurecup).
According to Shapiro(1989, pp. 9092), the kantharosreplacedthe drinking horn as Dionysos'schief attributein
Athenian iconographyin the third

quarterof the 6th centuryB.C. The
thyrsosdoes not appearuntil ca. 525
and does not replacethe vine branch
until the 5th century(Carpenter1986,
pp. 63-64; 1997, pp. 12-13). Beazley
(1939, p. 629) found only two possible
representationsin Athenian vase
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feet. Three features led Wilhelm Schuchhardt, who dated the statue ca.
530-520 B.C., to identify the Plateia Eleutherias statue as a representation
of Dionysos."19Dionysos frequently appearsseated, and usually on a similar stool with animal paws for feet, in black- and red-figure vase painting.120Although the statue'sleft hand and the lower right arm are missing,
the lack of traces on the legs shows that both hands were extended forward, presumablyto hold a combination of two attributes:in keeping with
the iconography of Dionysos in Archaic Athenian vase painting, Schuchhardt reconstructedthe lost attributes as a kantharos in the right hand and
a bronze vine branch in the left.'2' Finally, the Plateia Eleutherias figure's
stool is draped with the skin of an exotic feline rendered in paint and still
faintly visible today; Dionysos and his retinue of satyrs and maenads were
frequently represented with leopard and panther skins in vase-painting
iconography.122
At the same time, the identification as Dionysos creates unresolved
problems. Compared to other Archaic representations of Dionysos, the
Plateia Eleutherias statue is distinctly underdressed:both the vases and a
more firmly identified Archaic statue of Dionysos from the deme Ikaria
show him wearing a chiton under his himation.'23 The hair of the Plateia
Eleutherias statue did not cover the lower part of its neck and shoulders as
Dionysos's hair typically does; other gods, heroes, and kings, and not only
Dionysos and his followers, sit on feline skins in Archaic iconography.124
Perhaps the most serious problem is uncertainty about Dionysos's connection with Greek beliefs about death and the afterlife that would justify his
representationon a funerarymonument: accepting the Plateia Eleutherias
statue as Dionysos makes it necessary to assign the god a role in Greek
eschatology before any extant literarysources do.'25All the same, the combination of two handheld attributes proves difficult to reconcile with a
painting of Dionysos holding a scepter
ratherthan a vine branchor thyrsos.
122. Schuchhardt1967, pp. 13-15;
Carpenter1986, pp. 65-71.
123. AgoraX, p. 58. For the
Dionysos statue now in the National
Museum, see Romano 1982. She dates

the statueca.530-520 B.C. The
kantharosthe statue held in its right
hand is partiallypreserved;Romano's
reconstructionof an ivy or vine branch
in the left hand is sound, but her
suggestion that the branchmay have
rested in a shallow cutting on the plinth
cannot be correctbecausethis cutting is
located next to the right foot, not the
left one. The cutting looks like one
intended to receivesome of the molten
lead solderingused to attachthe
statue'splinth to its base, an attachment
technique used on the Athenian
Acropolis in the Archaicperiod.
124. See, for example,the red-figure

cup in Berlin attributedto the Sosias
Painter,which shows an assemblyof the
gods seated on folding stools draped
with leopardskins (Shapiro 1989, pl.
51:a and b). Severalscenes illustrating
the mission to Achilles in the Iliad show
Achilles seated on the same type of chair
drapedwith a feline skin:see Friis
Johansen 1967, figs. 63 (Eucharides
Painter)and 65-67 (Clinic Painter).The
specific type of feline representedon the
Plateia Eleutheriasstatue does not
matterin that all felines were exotic
curiositiesin 6th- and 5th-century
Athens (Woysch-Meautis 1982, pp. 6567; Ashmead 1978).
125. On the origins and diffusion of
Orphism beginning in the 5th century,
see Burkert1982. Zuntz (1971, pp. 407411) takes a skepticalview of Dionysos's
chthonian role in mainstreamGreek
religion of the Classicalperiod compared
to Rohde (1925, pp. 335-361).
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representationof the deceased, whoever is depicted; if the statue'sfunerary
context were not certain, it would most likely be restored as a Zeus with a
scepter in one hand and a thunderbolt in the other.126
Helen Nagy has recently argued that the seated pose for males in Archaic Greek sculpture was originally confined to mortals of high status,
and only later (in the 5th century) came to be associated with gods such as
Zeus.127Nevertheless, the Plateia Eleutherias "Dionysos"does not fit easily within the category of funerarymonuments that representthe deceased
and may belong to a small number of exceptions to prevailing practice.128
While I can offer no solution to the problem of the statue'sidentification,
I would like to suggest that a case can be made for identifying the seated
figure on the Neilonides base as a divinity based upon the figure'ssubsidiary role and the particularsof its iconography.

SUBSIDIARY REPRESENTATIONS
FUNERARY MONUMENTS

ON

The typical format of Archaic Athenian funerary monuments justifies a
distinction between primary and subsidiary representations in sculpture,
relief, and painting. The Plateia Eleutherias statue is an example of a pri126. A point made byTiverios in
LIMC VIII, 1997, p. 321, no. 48,
s.v. Zeus (M. Tiverios et al.). Ridgway
(1993, p. 195) has expresseddoubts
about the identificationas Dionysos, but
remarksthat "thisis such an impressive
sculpturethat a divine identification
comes spontaneouslyto mind."The
other seated male funerarystatue from
Athens (Ker.P 1052, note 104 above),
like the Platela Eleutheriasfigure,wears
a himation without a chiton and sits on
a folding stool with lion's-pawfeet,
though without any traceof a painted
feline skin. Only its left hand (not
preserved)was extendedforward,
presumablyto hold an attribute.Cf. the
Archaicpainted stele of Lyseasin the
National Museum (NM 30), which
shows a standing,beardedmale figure
clad in chiton and himation holding a
kantharosin his right hand and what
looks like a branchin his left. Is this
Dionysos, the deceasedas Dionysos, the
deceasedas priest of Dionysos, or the
deceasedas symposiast?For the last
interpretation,see Sourvinou-Inwood
1995, p. 223. Representationsof the
deceasedin the guise of Dionysos in
funeraryart did not become popular
until the Roman Imperialperiod (Cole
1993, pp. 286-288).

127. Nagy 1998. Nagy (pp. 182183) identifies the Plateia Eleutherias
statue as a deceasedcult official of
Dionysos; she also points out that of
eighty known seated statuesfrom the
Archaicperiod,only the seated Athena
from the Acropolis (Acr.625) can be
identifiedwith absolutecertaintyas a
representationof a deity.A small
numberof Archaicseated statues and
reliefsof Ionian origin may represent
male divinities,but their precisefind
contexts areunknown.These are the
following:a seated torso in the
National Museum (NM 3045) with
long hair,beard,and himation, a
possible seated Zeus (Ridgway1993,
p. 211, note 5.32, fig. 90:a and b); the
relief from Ince-Blundell Hall (now
LiverpoolMuseum no. 0259) showing
a beardedfigure seated on a throne,
probablyZeus with a painted scepterin
his raisedleft hand (Berger1970, p. 49,
figs. 49 and 50); a relief from Parosin
Berlin showing a figure similarto the
Ince-Blundell Hall Zeus, but holding a
three-prongedobject (a branch?)in his
left hand (Bluimel1963, p. 35, no. 24,
fig. 66); a relief from Rhodes in the Ny
CarlsbergGlyptothek (no. 1996)
showing a man with a beard,drinking
horn, and staff seated on a folding

diphroscoveredwith a cloth or skin
(Berger1970, fig. 120); and a statue
from Knidos of a man with chiton and
himation with both armsraisedto hold
attributes,seated on a diphrosbearing
reliefsof a dog and a rooster(Ozgan
1989).
128. The Phrasikleiakorewas
claimed as anotherexceptionby
Kontoleon (1970, pp. 53-54), who
interpretedthe statue as a representation of Persephone(Kore) ratherthan
the deceasedPhrasikleia.Cf.
Sourvinou-Inwood(1995, pp. 249250), who presentsa more nuanced
iconographicassimilationbetween
Persephoneand Phrasikleia,a young
girl who "marrieddeath"by virtue of
dying unmarried.The two other
funeraryseated male figuresfrom
Athens, the Kerameikosstatue P 1052
and the relief figure on the Velanideza
stele (note 104 above),can more
plausiblybe restoredas representations
of the deceasedthan can the Plateia
Eleutheriasstatue.The Kerameikos
statue holds an attributeonly in its left
hand;this may have been a staff like
the one that should be restoredin the
Velanidezafigure'sleft hand based
upon his pose.
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mary representation;the painting on the Neilonides base serves as subsidiary decoration displayed in combination with a primary kouros statue
that almost certainlyrepresentedthe deceased. Subsidiaryrepresentations
on Archaic grave monuments from Athens take a variety of forms, including predella scenes below the main one on relief stelai, reliefs on bases for
sculpture in the round like the Ball Players and Hockey Players bases, the
sphinxes that stood atop relief stelai, and even ceramic or relief plaques
decorating the sides of built tombs. These representations either complemented or amplified the message about the deceased conveyed by the
monument as a whole.'29
The iconography of most subsidiary representations falls within the
broad categories of mourning rituals for the deceased, Homeric-style funeralgames, and youthful aristocraticpursuits,although the precise boundaries between these categories continue to be disputed.'30These scenes
take the form of either encapsulated narratives(e.g., a procession of chariots and warriors,a group of mourners) or single, emblematic figures (a boy
riding a horse, a single animal).'3' At least one monument features multiple subsidiary representations that seem to belong to more than one of
the above categories. On the Hockey Players base, a scene of youths playing hockey on the front face was combined with two lateral scenes of
apobatai mounting chariots followed by marching warriors.The former
scene, like the scenes on the Ball Players base found with it, evokes the
leisure activities of aristocraticyouths like the deceased;the apobatai,however, could be interpreted either as heroic reminiscences of Homeric warfare or as a representation of funeraryritual.'32Subjects that appearidentical at first glance might in fact belong to different categories of meaning.
Some equestrian figures depicted on the predellae of relief stelai represent
armed warriors who might be identical with the deceased, but at least
one has been characterized as a nude, adolescent jockey-clearly not the
deceased.'33
The painted figure on the Neilonides base (Fig. 2) proves difficult to
fit into the typical categories of subsidiary representationjust described.
129. Cf. Kosmopoulou(1998,
p. 536) on relief bases:"With few
exceptions,bases of this type featured
motifs that did not appearas principal
decorationon other Attic gravestones,
exploringnew paths in sepulchral
imagery."
130. Shapiro(1991, pp. 639-642)
interpretsthe scenes of chariotracing
on black-figurefuneraryplaquesas
reminiscencesof epic funeralgames
intended to associatethe deceasedwith
the heroic ethos. Woysch-Meautis
(1982, pp. 27-35) sees all scenes
involving horses as allusionsto
Homeric funeraryrituals;Schnapp
(1988) connects some with hunting.
Sourvinou-Inwood(1995, pp. 218227) divides scenes of warriorproces-

sions, chariots,and apobataimounting
chariotsbetween categoriesof funerary
ritualand Homeric reminiscences,
relatingall of them to the articulation
of the deceased'ssocial persona.The
fact that at least one set of sumptuary
laws restrictedthe scope and form of
funeraryritualsin ArchaicAthens
indicatesthat some of these representations reflectactual,post-Homeric
practices,as does the evidencefor
Archaicfuneralgames presentedby
Roller (1981).
131. Sourvinou-Inwood1995,
pp. 224-227.
132. Cf. D'Onofrio (1986), who
interpretsall the scenes on the Ball
Playersand Hockey Playersbases,
including the scenes of a warrior

procession,as referencesto the
aristocraticstatus of the deceased.
133. Jeffery 1962, p. 151: "Asa
minor figure on stelai, a horsemanmay
be interpretedsometimes as the dead
man himself, sometimes as a squireor
jockey."Predellaeshowing a single,
armedhorsemaninclude the Lamptrai
capital (note 31 above) and a fragmentary stele in the Museo Barracco,Rome
(Richter 1961, pp. 45-46, no. 64, fig.
154). Cf. the warriormounting a
charioton the warriorstele in the
MetropolitanMuseum of Art (Richter
1961, pp. 32-33, no. 45, fig. 128). The
jockey riding a racehorseappearsin the
predellaof the Lyseasstele (note 126
above),where the deceasedhas been
characterizedas an older beardedman.
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Figure7. Reconstructionof the
paintedfigureon the Neilonidesbase

The two attributesthat appearto have the greatestbearing upon the figure's
identification are its headgear and the attribute held upright in its left
hand. The headgear'sforwardprojection is unlike typical female stephanai,
kalathoi,and poloi and may identify the figureas a man wearing a stephanos
or leaf crown.134It is possible to restore in the figure'sleft hand a staff like
the ones held by two seated figures on the Ball Players base (Fig. 3). As an
attribute, such a staff would be consistent with a representation of the
deceased himself. Could he be represented as a crowned athletic or musical victor, or perhaps a civic official like the seated katalogeis(recorders)of
the Athenian cavalryshown on a series of red-figure vases?135
At the same
time, the pose of Endoios's painted figure, seated with back straight and
attribute held upright, argues against the identification of a staff One of
the aristocraticyouths on the Ball Players base also holds his staff upright
but leans too far forward to parallel the pose of Endoios's figure; the other
tilts his staff at a diagonal, a pose typical of seated staff-holders in relief
and vase painting.136 The formal pose of Endoios's figure (as seen in the
reconstruction drawing, Fig. 7) seems more appropriateto an enthroned

134. Ridgway(1990, pp. 605-609)
discussesand illustratesheaddresses
associatedwith representationsof
goddesses.The contrastbetween female
and male headdressescan be seen
clearlyon the Lokri pinakesillustrated
in LIMCIV, 1988, pp. 375-379, s.v.
Hades (R. Lindner et al.). One
occasion on which men and women
alikewore the stephanoswas a
sacrificialprocessionlike the one
illustratedon one of the Pitsa plaques
(Johnston 1993, pl. VII).
135. For seated figuresinterpreted
as katalogeisof the cavalry,see Cahn
1973.
136. Cf. the staff held by the seated
figure on the Basel "Arztrelief"(Berger
1970, fig. 9) and the long staffs or
spearsheld by the seated male figures
on the east, north, and south friezes of
the Harpy tomb from Xanthos in
Lycia,now in the British Museum, all
of which are held tilted at an angle
(Berger1970, figs. 148, 150, and 151).
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god or king holding a scepter; the outline of the chisel marks at the top of
the scepter makes it possible that it was topped by a finial.137
Casson suggested identifying Endoios's painted figure as Zeus, for
whom the scepter was a typical attribute in Archaic and Classical Greek
art, but a representation of Zeus on a funerarymonument lacks any obvious motivation.138 Unlike the painted figure on the Neilonides base, Zeus
in Archaic and Classicalrepresentationstypicallysits on an elaboratethrone
with arms both when he is shown alone and within a larger assembly of
the gods.139 Restoring a representation of Dionysos holding a scepter or
thyrsos on the Neilonides base raises the same problems of date and iconographyincurredby Schuchhardt'sidentificationof the Plateia Eleutherias
statue as Dionysos. It may be suggested that the deceased himself has been
"heroized"iconographicallyby representinghim seated and holding a scepter, but what we know of Athenian funerary practices argues against a
belief in the deceased as heroized in any cultic sense.140
The closest formal parallelsfor the pose and iconography of Endoios's
painted figure arerepresentationsof kings holding scepters.In the Homeric
poems, the scepter serves as a symbol of authority conveyed by Zeus to
kings and heralds.141On a well-known Lakonian kylix, King Arkesilas of
Cyrene holds a scepter.142Myson's red-figure amphora representing King
Croesus of Lydia on the pyre (Fig. 8) shows him seated on a throne holding a scepter in his left hand and a phiale in his right; on his head he wears
a forward-projectingleaf crown like the one I would restorefor the painted
figure on the Neilonides base.143 Although iconographically the painted
137. For a descriptionof the typical
decorationof sceptersin vase painting,
see Beazley 1939, p. 629.
138. For representationsof Zeus
holding a scepterin his left hand, often
with a thunderboltin his right, see
LIMC VIII, 1997, pp. 310-374,
s.v. Zeus (M. Tiverios et al.). For vase
representationsof Zeus holding his
sceptervertically,see Richter 1966, figs.
57, 91, 93, 96, 104, and 245.
139. Arafat 1990, pp. 171-172. In
birth of Athena scenes:Richter 1966,
figs. 55, 57-59, and 92-95. On the
SiphnianTreasuryeast frieze, Zeus and
Poseidon alone have chairswith backs,
and Zeus'sthrone featuresarmrests
supportedby the figuresof a satyrand a
maenad:see Brinkmann1985, pp. 110116, figs. 84, 85, and 93.
140. Shapiro1991, p. 632. The
seated male and female figureson the
so-called Lakonianhero reliefshave
often been interpretedas representations of the heroized deceased,in
which case their seated pose would
serve as an iconographicmarkerfor
that status.Alternativeinterpretations,

however,see these figuresas specific
cult heroes or deities, for example
Agamemnon and Alexandra/Kassandra
(Salapata1993). HimmelmannWildschiitz (1956, pp. 35-37) has
arguedthat a notion of the "heroized
deceased"has no relevanceto Athenian
funeraryart and ritual.Cf. Ridgway
(1993, pp. 68-69), who explains
funerarykourosstatues as expressions
of the deceased's"heroic"status.
141. Easterling1989, p. 115. The
iconographyof the scepterworks in
two ways:"theskeptronwas firmly
establishedin religiousiconographyas
the attributeof deities imaginedin
their role as rulers."For the iconography of kingship,see Miller 1988,
pp. 80-81.
142. Richter 1966, fig. 246.
143. Richter 1966, fig. 106 (Louvre
G197); Ozgan 1978, pp. 111-113. On
Myson'svase, Croesus'sseat is covered
with a spotted cloth that looks like a
leopardskin, recallingthe feline
crouchingbeneath King Arkesilas'sseat
on the Lakoniancup. It is at least
possible that the thick curvinglines

shown at the top cornersof the seat in
the 1922 drawingof the Neilonides
base (Fig. 2, no. 5) representthe
remainsof a feline skin with its head or
paws drapedover the front and back of
the figure'sseat. Not all of the traces
shown in the drawingcan be explained
as a cushion, and they look too
complicatedto be a simple cloth.
Comparedwith renderingsof seat
cushionsin vase painting and relief
sculpture,the tongue-shapedflap
hanging over the front edge of the seat
appearstoo long, thin, and rounded:cf.
the cat-and-dog fight scene on the Ball
Playersbase (Richter1966, fig. 203),
the Harpy tomb from Xanthos (Richter
1966, figs. 64, 100, and 202), and
examplesin Athenian black- and redfigurevase painting (Richter1966, figs.
230, 242-245,261, and 608). Although
on the Plateia Eleutheriasstatue the
feline skin is drapedover the seat with
the head and tail falling over the sides,
on Classicalvases skins were sometimes
drapedfront to back in a way that made
the head invisible (Carpenter1997,
pp. 85-86).
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Figure8. Amphoraattributedto
Myson (LouvreG197). Croesuson
the pyre. CourtesyMusee du Louvre,M.
Chuzeville and P. Chuzeville

figure on the Neilonides base matches representations of kings, neither
the text of the epitaph nor the funerarycontext of the monument explains
why a solitary figure of a king, mythological or historical, would have been
included.
Although they have been largely overlooked in attempts to characterize the repertoire of Archaic Athenian funerary art, emblematic figures
associated with the deceased'sjourney to the underworld appear on some
funerary monuments from this period. The gorgon on a relief stele from
the Themistoklean wall mentioned above (NM 2687) and the sphinxes
frequently used as finials for stelai constitute noteworthy, and frequently
overlooked, examples. Both the gorgon and the sphinxes may be interpreted as guardian figures that symbolically protect both the sema and the
deceased. By including them in the sema, the living may have hoped to
prevent chthonic forces such as these from harming the deceased.'"4
Another important example is a set of four marble plaques, probably
from a single built tomb in the Kerameikos,found reused in the Themistoklean wall and mentioned above in the section on damnatio memoriae.
Two of the four (NM 2823 and 89) show a standing figure wearing a short
cloak and petasos and facing right; a third plaque (NM 2826) preservesthe

144. For the sphinx as guardian,see
Richter 1961, p. 6; Ridgway 1993,
p. 223; and Woysch-Meautis 1982,
pp. 81-87. Sourvinou-Inwood(1995,
pp. 228-230 and 271-275) discussesat
length the protectivefunction of
gorgons and sphinxeson Archaic
Athenian gravemonuments.The
epigraminscribedon a Late Archaic
funerarymonument fromThessaly
(CEG no. 120) addressesthe sphinx
statue standing atop the monument as
"dogof Hades"and refersexplicitlyto
the sphinx'sprotectionof the sema. Two
other examplesof gorgons from
ArchaicAthenian gravemonuments
are a relief in the Metropolitan
Museum (no. 55.11.4: Woysch-Meautis
1982, fig. 361) and a fragmentary
gorgon in the round from the
Kerameikosthat may have crowneda
relief stele (NM 2687).
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legs of a standing figure facing left, and the fourth in the series (Ker.P 798)
shows a horseman.'45Although all four plaques, like the Neilonides base,
have been intentionally damaged with chisel strokes, some features of the
identical male figureson the first two plaques (NM 2823 and NM 89) may
still be made out clearly.The figure on NM 89 (Fig. 4) extends his left arm
forwardwith his hand clenched arounda lost attributeoriginallypainted on
the relief background. It has been suggested that both figures represent
Hermes as Psychopompos, the leader of the souls of the deceased into the
underworld, holding a caduceus in his left hand.146If this identification is
correct,then Hermes might have been read as an emblematic figure symbolizing the divine protection necessaryfor the deceased on the journey to
the underworld;possibly he was understood as guiding a deceased individual representedseparatelyon another plaque.'47
The interpretationof the plaques found in the Themistoklean wall as
representationsof Hermes Psychopompos suggests that subjectmatterconnected with the underworldand its inhabitants,though farless popularthan
other subjects,had alreadyentered the repertoireof Greek funeraryart in
the Archaic period. Despite the seemingly relentless focus on the deceased
and his identity in Athenian funeraryart,subsidiaryrepresentationslike the
painting on the Neilonides base provided an opportunity to introduce
eschatological themes and at the same time to appease forces connected
with the deceased'sjourney to the underworld.Within this context I would
like to propose a new identification for Endoios's seated figure.

HADES AS RULER AND JUDGE
Although no certain Archaic representation of Hades in Greek sculpture
has been identified, his role in Archaic eschatology and his typical iconographyin contemporaryAthenian black- and red-figurevase painting make
him a plausible candidate for the seated figure painted on the Neilonides
145. For the Hermes plaques,see
Noack 1907, pp. 543-545; Karusu1961,
p. 105, pls. 70:1 and 2, 71:1;Willemsen
1970, pp. 30-34, pl. 13:1 (Ker.P 798);
Floren 1987, p. 339, note 52; Ridgway
1993, pp. 236 and 262, note 6.46;
Sourvinou-Inwood1995, p. 219; and
LIMC V, 1990, p. 339, no. 633, s.v.
Hermes (G. Siebert).For the use of clay
and stone plaquesto decoratebuilt
tombs, see Kurtzand Boardman1971,
pp. 83-84.
146. Karusu1961, p. 105, followed
by Kurtzand Boardman1971, pp. 8384; Sourvinou-Inwood1995, p. 219
(Hermes Chthonios);and LIMC V,
1990, p. 339, no. 633, s.v. Hermes
(G. Siebert).For anotherbeardless6thcenturyHermes, see the relief in the
AcropolisMuseum (Acr.622) of a figure

wearing a pilos cap and holding a syrinx
in his right hand (Brouskari1974,
pp. 100-101, fig. 194, ca. 570 B.C.).
147. Karusu(1961, p. 105) identified
the figureshown stridingtowardthe left
on the thirdplaquein the series(NM
2826) as the deceased,but the figurewore
boots (as evidencedby the extensive
tracesof redpaint on his right leg), which
may havehelped to identifyhim as
anotherrepresentationof Hermes.
Willemsen (1970, pp. 32-34), in his
publicationof the plaqueshowinga
horsemanwearinga petasos,saw the
"ghost"of a handheldspearpaintedin
front of the facesof the figureson both
NM 89 and NM 2823; insteadof a
caduceus,he sought to restorea drinking
vesselin the left hand of the figureon
NM 89. The "ghost"on NM 2823 is

visible,but not clearlya spear;the one on
NM 89 is less convincing.The pose of
the left hand on NM 89 in my opinion
supportsthe restorationof a caduceusbut
not a drinkingvessel.G. Siebert's(LIMC
V, 1990, p. 339, no. 633, s.v.Hermes) date
of ca. 500 for the Kerameikosrelief
plaquesseems too late.Willemsen dated
them ca. 550-540 B.C. basedupon
comparisonwith a similarplaquefrom
Chios showing a rider(Willemsen 1970,
p. 34, pl. 13:2).A more compelling
stylisticcomparisonmaybe made
betweenthe face of the figureon NM 89
and those of the dancingwomen on a
friezeblock found nearDidyma and
datedca. 540-530 B.C. (Tuchelt1970,
pp. 111-114, no. K86, pls. 79 and 80).
Both comparisonsplace the Kerameikos
plaquesin an East Greekmilieu.
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base.'48Despite a notable 6th-century gap in Greek literary sources concerning the ideology, topography,and personalities of the underworld, the
Homeric poems establish Hades' importance as the ruler over the underworld together with his queen, Persephone.149 Already in Homer, Hades
was conceived of as the underworld equivalent of Zeus: the Iliad (15.187193) refers to the division of the realms of the sky, earth, and underworld
among the brothers Zeus, Poseidon, and Hades. By the 5th century, Hades' identity tended to be conflated with that of Zeus, a phenomenon reflected by the practiceof calling Hades the "otherZeus,""Zeus Chthonios,"
or "Zeus Katachthonios,"a form of reference characterized by Rohde as
"conciliatoryeuphemism"designed to avoid referring to the king of the
dead by name.150 Given the restriction of Hades' influence to the underworld, and the apparentreluctance to refer to him by name, it is not surprising that he had only one temple in Greece and that Persephone and
her mother, Demeter, played a more prominent role in Greek art from the
Archaic period onward.151
On the basis of passages in Aeschylus (Eum. 273) and Pindar (01.
2.56-60), Hades' role may be seen to include sitting in judgment over the
souls of the deceased in addition to ruling them by the beginning of the
5th century.152By the end of the century,though, Hades' prominent role in
Greek eschatology was eclipsed by an evolving cast of characterswho reflect a significant evolution in prevailing attitudes toward death.153 Athenian funeraryideology appearsto have shifted its focus in the 5th century
away from the gloomy realm of Hades to the beneficial role of Hermes
Psychopompos and Charon the ferryman, helpers on the journey to the
underworld: both appearwith some frequency on white-ground lekythoi
of the mid-5th century used as grave goods.154By the time of Plato at the
148. A seated statue from Sparta
inscribedAIAEYE that has often been
taken as a representationof Hades has
been reidentifiedby R. Lindner (LIMC
IV, 1988, p. 371, no. 9, s.v. Hades) as
Zeus. The reliefs of the Harpy tomb
from Xanthos deservereconsideration
here even though they may not be
relevantin a mainstreamGreek
iconographiccontext:Boschung (1979)
has convincinglyidentified the figure
enthronedon the east relief and
holding a staff and a flower as Hades
and the two seated female figureson
the west as Demeter and Persephone.
149. E.g., Od. 10.491; II. 15.188 and
20.61-65. For a full list of citations,
see LIMC IV, 1988, pp. 367-369,
s.v. Hades (R. Lindner et al.).
150. See Rohde 1925, pp. 158-161
and 183-186; Burkert1985, p. 196.
Hades as "kingof those down below":
II. 20.61-65 and 15.188; Aesch. Pers.
629; and Soph.Aj. 571. Hades as the

other Zeus, Zeus Chthonios, or Zeus
Katachthonios:II. 9.457, Hes. Theog.
767-768; Soph. OT 1606; and Aesch.
Supp.230-231.
151. Pausanias(6.25.2) mentions a
temple of Hades in Elis opened only
once a year.For Archaic representations
of Demeter and Persephone,see
Peschlow-Bindokat1972, pp. 61-62
and 74-75. Cf. the appearanceof
Hades and Persephoneas a couple on
the series of terracottavotive pinakes
from Lokri Epizephyrioiin southern
Italy:LIMC IV, 1988, pp. 375-379,
nos. 49-66, s.v. Hades (R. Lindner et
al.).These representationsare cultspecific and seem to have had no
impact outside Magna Graecia.
152. Eum. 273: ?te'yoc;y&p 'At8Li
atcv wvOuvo;Ppo-c6v.But cf LloydJones (1985), who interpretsthe similar
passagein Pindar'sSecond Olympian
ode not as a referenceto popularbeliefs
about Hades but as an allusionto a

localized doctrine (Orphic or
Pythagorean)relevantto the poem's
patron.
153. For the role of Hades and 5thcenturychangesin beliefs about the
afterlife,see Garland1985, pp. 48-60;
Burkert1985, pp. 194-203; Hoffmann
1985-1986; Shapiro1991, pp. 649655; and Sourvinou-Inwood1995,
pp. 13-14. Sourvinou-Inwood(1981)
sees the majordevelopmentof Greek
beliefs in the individualdestiny of the
dead occurringwithin this period.
154. See Kurtzand Boardman1971,
pp. 102-105; Hoffmann 1985-1986
(Charon);Shapiro1991, pp. 649-655;
and Sourvinou-Inwood1995, pp.298361. For an argumentthat the roles of
Hermes as Psychopomposand Charon
as ferrymanof the dead developedin
the 6th and 5th centuriesB.C., based
upon foggier notions presentalreadyin
the Homeric cycle, see SourvinouInwood 1995.
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very end of the 5th century,the mythology ofjudgment in the underworld
had crystallizedaroundthe persons of four kinglyjudges-Rhadamanthys,
Aiakos, Minos, and Triptolemos-two of whom (Rhadamanthys and
Minos) were alreadypresent in the Homeric poems.155Like Hades himself, these underworld judges make only rare appearances in Greek art,
notably on the late-4th-century Lefkadia tomb in Macedonia whose
painted decoration may have been inspired directly by Plato's text.156
Eschatological subject matter in Greek art was not a phenomenon
confined solely to the geographical fringes of the Greek world, as evidenced by Polygnotos's famous Nekyia painting in the Knidian Lesche at
Delphi described in detail by Pausanias (10.28-31).15' This painting, and
Macedonian tombs such as the one at Lefkadia, may attest to a broader
tradition of eschatological scenes in free painting of which very few examples have survived.Although representationsof figures connected with
the underworldwere never common in Greek funeraryart, extant examples
attest artists' and patrons' occasional choice to include them on monuments for the dead. The representation of Hermes in a funerary context
on the 6th-century Kerameikos relief plaques discussed above prefigures
his later appearancein the 5th century as psychopompos not only on whiteground lekythoi, but also on at least two sculptural funerary monuments
dated to the end of the 5th century,the marble lekythos for Myrrhine and
a relief statue base from Kallithea.158
155. In Homer (Od 11.566-635),
Minos sits in the underworldas a
paredrosof Hades and Persephone,
holds a golden scepter,and adjudicates
disputesarisingamong the dead. Od
4.561-569 locates Rhadamanthysin
Elysion. In Plato, Gorg.523E-526D,
Aiakos judges the souls of the European dead while Rhadamanthysperforms the same function for the dead of
Asia; each holds a Pfock8oq
(wand)
while judging. Minos supervisesthe
other two judges, and he alone holds a
golden scepter.In Plato'sApology41A,
Minos, Rhadamanthys,Aiakos, and
Triptolemosarelisted together as
dikaioiand hemitheoiin the underworld,
but not explicitlyas judges. Rohde
(1925, p. 238) arguedagainstany
mainstreamGreek belief in the judgment of souls by Hades or any of the
others before Plato:"theidea that in
the supremeperiod of Greek culture
the belief in a judgement andjudges in
Hades, who passed sentence on the
deeds of men done on earth,had really
any root in popularbelief, is quite unprovedand can be shown to be
erroneousfrom the argumentex silentio.
And where there are no judges no
judgement can take place."Cf. Rich-

ardson1985. The judgment of the dead
by Aiakos, Rhadamanthys,Minos, and
Triptolemosseems to be a phenomenon
distinct from the psychostasia,
or weighing of the souls, of epic heroes by Zeus
shown on the SiphnianTreasuryeast
frieze;for the psychostasia,
see Vermeule
1979, pp.160-162.
156. For the Lefkadiatomb, see
Petsas 1966. In four painted panels on
the facadeof the tomb, the deceasedis
shown being led by Hermes into the
underworld,where two judges of the
dead await him: Aiakos (identifiedby a
painted name label) sits on a stone
block drapedwith a cloth and leans on
a staff,while the younger Rhadamanthys standsbehind him in a separate
panel. For representationsof the four
judges in 4th-century South Italian
vase painting,see especiallythe krater
Munich 3297 illustratedby Furtwanglerand Reichhold (1904, pl. 10)
and vases by the Darius and Underworld Paintersdiscussedby Trendall
(1989, pp. 89-94 and 268). Another
4th-century monument showing
Aiakos and Rhadamanthysas judges
that may have been inspireddirectlyby
the Gorgiasis the Lyciantomb published by Borchhardt(1969-1970). As

far as we can tell, the fourjudges were
not representedindividuallyin Greek
art.
157. For the KnidianLesche
painting,see Robertson1975, pp. 247253. Interestingly,the painting deviates
in severalparticularsfrom the Nekyiain
the eleventh book of the Odyssey,its
literarysourcematerial,to encompass
non-Homeric beliefs probablyfamiliar
to its 5th-century audience:Polygnotos'sversion omitted Minos but
included Charon,an otherwise
unknown death-demon named
Eurynomos,and scenes of eternal
punishmentfor some of the shades in
the underworld.
158. Shapiro(1991, p. 651) makes a
distinctionbetween the imageryof
lekythoi buriedwith the deceasedas
gravegoods and funerarymonuments
displayedin public. For the Myrrhine
lekythos, see Clairmont 1979; for
Hermes on the Kallitheabase, see
Kosmopoulou1998, p. 541. The Nekyia
in book 24 of the Odyssey,in which
Hermes leads the shades of the suitors
to the underworld,may be a 6thcenturyinterpolation(SourvinouInwood 1995, pp. 94-106).

544

CATHERINE

M.

KEESLING

Unlike the god Hermes, Hades has frequently been seen as "eine
farblose, angstliche Gestalt" incompatible with visual representation.'59
Though he has seldom been recognized in Greek art of any period, enough
remains of his iconographic tradition in Athenian black- and red-figure
vase painting to allow comparison with Endoios's seated figure on the
Neilonides base. Hades' brief period of popularity was restricted to two
main contexts: Eleusinian scenes and a small group of underworld scenes
depicting the punishment of Sisyphos and Herakles' capture of Kerberos.
The Eleusinian cult scenes representingHades with Persephone,Demeter,
or Triptolemos begin early in the 5th century.'60In the Sisyphos and
Kerberosscenes, Hades and Persephone also appeartogether.The bearded
Hades typically wears either a standardleaf crown or a simpler headband
and a himation with or without a chiton underneath;he invariablyholds a
scepter. In the scenes depicting Sisyphos's punishment, both Hades and
Persephone sit enthroned on rocky outcroppings in the underworld, seemingly oblivious to Sisyphos'spresence.'6'In the ten or so scenes of Herakles'
capture of Kerberos,when Hades is not rising to challenge Herakles he
sits on a simple folding diphros rather than the elaborate throne used by
his brother Zeus.'62The Sisyphos and Kerberosscenes appearin Athenian
black-figurevase painting ca. 530 B.C. and disappearby ca. 480; Boardman
sought to connect the Kerberos episode specifically with Peisistratos and
his sons' consolidation of Athens' control over the sanctuaryat Eleusis.'63
Given the date of ca. 530-520 suggested here for the Neilonides base,
representations of Hades in the underworld in Athenian vase painting
would be contemporarywith Neilonides' grave monument. Like Hades in
the Sisyphos and Kerberosscenes, Endoios's seated figure wears what appears to be a leaf crown and either a himation alone or a himation and
chiton. More importantly, like both Hades and Zeus he holds a scepter.
Later representations of the four infernal judges model themselves upon
the same basic iconographic paradigm, sometimes (as in the case of the
seated figure of Aiakos painted on the facade of the Lefkadia tomb) sub159. E.g., by Peschlow-Bindokat
1972, p. 62. Cf. Shapiro1989, p. 75:
Hades "evenin Homer is a'shady'
figure,more a personificationthan a
full-bodied divinity,and is rarely
portrayedin art altogether."
160. Shapiro1989, pp. 77-79.
Attempts to distinguishHades,
Ploutos, Plouton, and Theos in 5thcenturyEleusinianvase scenes lead to
confusion and disagreement.Clinton
(1992, pp. 105-113) makes a distinction between three differentmale
underworldconsortsof Persephone:
Plouton, the white-hairedman with a
scepterand cornucopiashown standing
with Persephoneand/or Demeter;
Theos, a standingfigure holding a
scepterand phiale who appears

togetherwith the femaleThea; and
Hades, shown seated or recliningwith
Persephonefacing him and holding a
scepterand/or a drinkinghorn.
Schauenburg(1953, pp. 47-50)
interpretedPloutos as a youngerfigure
not necessarilysynonymouswith the
elder Hades/Plouton. For a catalogueof
these representations,see LIMC IV,
1988, pp. 372-375, nos. 20-48,
s.v. Hades (R. Lindneret al.).
161. See especiallythe Munich
amphoraby the Antimenes Painter,
ca. 510-500 (LIMC IV, 1988, p. 384,
no. 121, s.v. Hades [R. Lindneret alj);
and Felten 1975, pp. 17-18. Cf. similar
scenes of Hades enthronedin the
underworldwith or without
Persephone:Lindner,LIMC IV, 1988,

p. 386, no. 146 (Wiirzburghydriaby
the Antimenes Painter,ca. 520); p. 386,
no. 147 (New Yorkamphoraby the
Diosphos Painter,ca. 500-490); pp.
386-387, no. 147a (Wiirzburgskyphos,
ca. 500); and p. 387, no. 148 (amphora
by the Leagros Group, ca. 520-510).
162. LIMC IV, 1988, p. 386, nos.
136-145, s.v. Hades (R. Lindner et al.).
No. 139, a black-figureamphora
attributedto Exekias,is the earliestof
the group (ca. 530). Similarfolding
chairswith lion's-pawfeet appear
frequentlyon the Lokri pinakes:
Kyrieleis1969, pp. 187-190, nos. 21,
23,24, and 26-28.
163. Boardman1975b. For a discussion of the Sisyphos and Kerberos
scenes, see Shapiro1989, pp. 75-76.
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stituting a staff for a scepter.114 As we know him from the 1922 drawing,
Endoios's seated figure appears nondescript, but the same may be said of

164. For Aiakos on the Lefkadia
tomb, see Petsas 1966, pp. 129-131,
and note 156 above.Aiakos'srectangular block seat has a molding along its
top edge. Both Aiakos and the standing
Rhadamanthyshold staffs and wear
yellow himatia,purpleshoes, and
crownsof unidentifiedleaves (Aiakos
wears his crownover a diadem).
Robertson(1975, pp. 569-570)
comparesthese crownswith the grass
stephanosworn by the local king
Schedios in Polygnotos'sNekyia
painting in the KnidianLesche.
165. Sourvinou-Inwood1995,
pp. 362-412, especially407-412.
166. J. W. Day has pointed out to
me the semanticlink between Xocps in
the Charonepigramand the use of the
term xapoets ("pleasing"or "pleasuregiving")in Neilonides'epigram.The
intended recipientsof the x6pc;
invokedby the epigramcould include
Neilonides himself, Neilon, viewersof
the gravemonument, and the divinities
of the underworld.For the use of charis
and relatedwords in epigrams,see Day
1994, pp. 55-63.

Hades in the Sisyphos and Kerberos scenes: here he assumes a benign,
nonthreatening aspect that probablyillustrates the guise in which Greeks
of the 6th century wished to view the ruler of the underworld. It remains
possible that the figure on the Neilonides base held an additional attribute
in his right hand that would have made his identity clear.In that case, his
iconography might anticipate that of 5th-century Eleusinian vases depicting an aged Hades/Plouton with a scepter in his left hand and a small
cornucopia or a drinking horn in his right.
Even if representing Hades in art was normally avoided (as was naming him), a subsidiaryfigure of Hades painted on the Neilonides base could
have served the function of propitiating the ruler of the underworld, a
gesture comparableto the inclusion of "tamed"sphinx and gorgon figures
as subsidiaryrepresentationson Archaic relief stelai. Hades' treatment on
the Neilonides base may in fact parallel that of Charon, the ferryman of
the dead, on a funerary monument from the early 5th century.In an unusual funeraryepigram from Phokis dated ca. 500 B.C. (CEG no. 127) and
analyzed by Sourvinou-Inwood, Charon is greeted with the salutation
"tt
)Co?" and addressedwith an explicitlypropitiatorystatement.'65Although
no visual representation connected with the inscribed epigram survives,
the epigram itself seems to perform the function suggested here for a representation of Hades on the Neilonides base: it asks for protection from
the underworld divinity Charon and, by its continuing presence on the
sema of the deceased, invokes Charon as the deceased's protector.166

CONCLUSION
Neilonides' funerary monument occupies a unique position in the history of

Greek art. Paradoxically,the painting of a seated figure on the Neilonides
base may constitute the only preservedwork of Endoios, a sculptorto whom
a number of survivingworks have been attributedwithout the evidence of
signatures.Although the painting'sdefacement has been cited as a 6th-century Athenian example of political damnatiomemoriae,a better case can be
made for action by the builders of the Themistoklean wall, the find context
for dozens of funerarymonuments reused in the crisis of 478 B.C. Seated
iconography may have been introduced to Athens by East Greek sculptors,

but its use for an isolated, subsidiaryfigure makes the figure'sidentity problematic.The speculativeidentification of Endoios's painted figure as Hades
proposed here aims to reconcile the iconography of the figure, recovered
from a drawing published at the time of discovery,with the monument's
funeraryfunction. It signals a returnto the original recognition of the figure
as a divine ratherthan a human representation.Though in some ways unique,
the seated figure on the Neilonides base arisesout of an Archaic traditionof
commemoratingthe deceasedthrough surprisinglydiverseand iconographically complex grave markers.The role of eschatological beliefs within this
artistic tradition deserves further consideration.
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