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          Foreword

        

        Robin Hägg

      

      
        
          1For the understanding and interpretation of the religions of times past, the religious imagery of those cultures has always been an important source of information, besides the written sources (if at all available) and the everricher archaeological material. The pictorial representations are, however, more often than not problematical for the interpreter who belongs to a different culture and tends to see them through “perceptual filters” which are not the same as those of the ancient viewer (Ch. Sourvinou-Inwood). As regards the religions of the ancient Mediterranean world, and especially of Greece, there is currently a strong interest among scholars for the study of the religious iconography and for developing methods leading to a deeper understanding of cult practices and beliefs. It was therefore natural to choose the topic of “Iconography of Cult” for the first international seminar jointly organized by the European Cultural Centre of Delphi and the Swedish Institute at Athens. The aim of this first meeting was to promote the understanding of ancient Greek cult of the Archaic and Classical periods through the presentation of new evidence and new interpretations – of vase-paintings, figurines and cult images – to be discussed during a three-day meeting in the congenial atmosphere of the Cultural Centre at Delphi.

          2Ten of the thirteen papers delivered at the Seminar are published here in enlarged and annotated form, whereas one, by Folkert van Straten, is presented only as a summary and two others (those of Kevin Clinton, “The omphalos at Eleusis”, and Olga Palagia, “Cult and allegory: the life story of Artemidoros of Perge”) are being published elsewhere.

          3I wish to thank Dr. Charilaos Guitakos and Dr. Ioannis Loucas of the European Cultural Centre of Delphi for coorganizing the Seminar and for the splendid hospitality offered to all participants at the Delphi Centre. I am also most grateful to Professor André Motte for accepting to publish the proceedings of the Delphi Seminar as the first supplementary volume to KERNOS and to Mme Vinciane Pirenne-Delforge for seeing it through the press. Finally I wish to express my gratitude to the Society of the Friends of the Swedish Institute at Athens and to the Carl Lambert Endowment for generous support towards the present publication.

          4Athens, January 1992.

          5The abbreviations of titles of periodicals and standard reference works are those recommended by the American Journal of Archaeology, 95 (1991) 4-16.

        

      

    

  
    
      
        
          Changing Modes in the Representation of Cult Images*


        

        Brita Alroth

      

      
        
          1The title of this article, changing modes in the representation of cult images, promises more, I think, than I can deliver. At the present time, I have more questions than answers – questions that have arisen from the representations of cult images, or possible cult images, in different media.

          2In this paper I will concentrate on vase paintings, but will briefly touch upon some representations on reliefs.

          3I have relied, of course, on the articles written by K. Schefold and E. Bielefeld.1 However, I hope that this survey is not just a repetition of their statements. When looking for representations of images i have, for instance, not limited myself to the Attic vase paintings as did Schefold and Bielefeld, but have also included South Italian examples.2 Since this is work in progress there are many gaps which hopefully will be filled in later. Only a small part of the material can be dealt with here. With this study I will test one method of approach to see if it is worthwhile to pursue it further.

          4Regarding the representations of cult images a number of questions may be asked: are there any differences in the representations of the various deities when depicted as statues; are there differences in the representations of the same god in different scenes; are there only certain gods that appear as cult images, and do some of them appear only in particular situations, or may all gods be shown as cult images; can we correlate actual images with those depicted?

          5The first task is to decide if a representation on a vase or a relief, or for that matter in any media, should be regarded as a picture of a statue and more specifically a cult image.3 The dividing line between representations of deities in “person”, or as a statue, or as in some way reflecting a statue, is in many cases very vague.4 I will include some questionable examples, where it may be argued that the painter or sculptor wanted to depict the god or goddess in person. On the other hand, I do not think that one can totally dismiss the possibility that a representation of a deity reflects the cult image even when the god is not shown as a statue. Schefold has spoken of “die lebenden Statuen”.5 The deities are statuesque in appearance but move and interfere in the events portrayed. The only way to determine with more certainty that a statue is intended is when the base, that some of them occupy or in some cases have left, is depicted. I will not go further into this question now and will merely mention a few examples of this kind. Another difficulty is the identification of a picture as a specific, actual cult image.

          6The material may be divided according to the situation depicted and the way the deity is shown, that is, mythological scenes, cult scenes, and depictions of the deity alone. The last category is represented by figurines and depictions on coins.

          7If we restrict ourselves to mythological and cultic scenes they may be subdivided and this can be done in various ways. In the mythological scenes, one may ask in which myths the representations of cult images appear, in which part of the myth told, and so on? In some mythological scenes the depiction of the divine statue or cult image is necessary for the telling of the story. It is what Schefold called “Bilder von Statuen die durch den Inhalt der Darstellung gefordert werden”.6 Ajax assaulting Kassandra who takes refuge by the image of Athena, and the theft of the Palladion, are examples of such representations. To a lesser degree also Menelaos pursuing Helen, who takes refuge at an image, and the Tauric Artemis may be counted among these representations. From one period to another, the same event is rendered in various ways and the image changes in appearance.

          8In other mythological scenes the cult image does not necessarily play any part. The scene may be not only mythological but also cultic; that is, a sacrifice is shown in a mythological context. In other instances the image may act as a setting for the scene.7 I do not know if this disqualifies the image from being regarded as a cult image. Of course, not a specific cult image but a generic one.

          9The cultic category can also be subdivided. The cult scenes may show different situations: sacrifice, processions, dances, prayer, tending the image, and so on.

          The mythological scenes

          10I mentioned earlier the mythological scenes where the image is necessary for the story and now I will discuss some of these examples. The representations of the Ajax and Kassandra episode alter with time, not only in style but also in other ways that changes the tone of the representation.

          
            [image: Image img01.jpg]
          

          Fig. 1a. Kassandra seeking help by the image of Athena. Olpai, Paris, Cabinetdes Médailles 181, From LIMC 1.
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          Fig. 1b Kassandra seeking help by the image of Athena. Olpai, Leiden PC 54. From CVA Leiden 2.

          11On the black-figure vases, Athena is shown more as a living goddess although we know that Kassandra sought refuge at the image of Athena (Fig. la-b).8 Goddess and image are in a sense one. Athena is depicted life-size as Promachos and as large as Ajax. Kassandra is often much smaller and sometimes partially hidden by Athena’s shield. The combatants, Athena and Ajax, are meeting each other more or less face-to-face and Kassandra has almost been reduced to a subordinate person. With the Kleophrades Painter the situation is somewhat different (Fig. 2).9 Athena is still turned towards Ajax and brandishing her spear against him, but she is more similar to a Palladion with her feet closer together. Kassandra is kneeling down under the shield but is more conspicuous. As time goes by, and this is a very popular theme, much used by the South Italian vase painters, the image of Athena becomes smaller, sometimes standing on a high base, or a high column. She is depicted as a real statue, usually in a frontal position. Kassandra is clasping the image (Fig. 3).10 It appears to me that in these representations the protective force of the goddess is diminished. In some cases, one gains the impression that the goddess, when in the form of a statue, is totally uninterested in the events that take place around her. Sometimes she has her back turned towards the pleading Kassandra, and in no way confronts Ajax.11 Does this indicate the outcome of the episode?
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          Fig. 2. Kassandra at the feet of Athena’s image, Hydria by the Kleophrades Painter, c. 480 B.C. Naples, Mus. Naz. no. 8166,9 (H 2422). From FR I, PI. 34.
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          Fig. 3. Kassandra by the image of Athena standing in the temple, To the right Athena sitting on a rock. Apulian kalyx-krater, 360–350 B.C. Taranto no. 52.665. From LLMC II.
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          Fig. 4. Helen by the image of Apollon. Neck-amphora. London, British Museum Ε 336, c. 450. From Simon, Götter, Fig. 116.
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          Fig. 5a. Helen running towards the image of Apollon. The god is standing in person by the altar. Volute-krater, 460–455 B.C. Bologna, Museo Civico Pell. 269. From CVA Bologna 5.
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          Fig. 5b. Athena. Volute-krater, 460–155 B.C. Bologna, Museo Civico Pell. 269. From CVA Bologna 5.

          12In the case of Menelaos and Helen (in some instances the interpretation of the characters involved is not quite certain) Apollon or a male deity is depicted. On an amphora from the middle of the fifth century, Helen clasps the image of the god who is shown as a kouros with the arms close by the sides; the archaizing features are quite clear (Fig. 4).12 On a slightly earlier vase by the Niobid Painter depicting the same event, Apollon is shown standing on a Doric column behind an altar (Fig. 5).13 His stance reminds one of the Kritios boy. This scene is an example of another trait that appears on several vase paintings, which we have met earlier; beside the image stands Apollon in person.14 In both instances he carries a laurel twig; the image is also holding a phiale. Helen is advancing towards the statue, but the god himself intervenes. The Athena that attends the scene is depicted as rather statuesque and could perhaps be regarded as a “lebende Statue”.

          13The Palladion in the scenes with the theft of the image from Troy is, of course, always small and doll-like and more or less archaic or archaizing.15

          14Another story where the image is essential is Orestes who takes refuge from the Erinyes at an image of Athena in Athens. On Fig. 6 the goddess is shown more as a high Classical statue than as an old Palladion, which one would perhaps expect, since the image is called bretas in the ancient literature, which might indicate a rather simple, old image.16

          15To return to Apollon a gruesome story in which the god appears as a statue is that of Laokoon and his sons. In a couple of representations, we see Apollon standing on a base and at his feet are the severed limbs of Laokoon’s unhappy son. The serpent winds itself contentedly around the image (Fig. 7).17 The image of Apollon is rather stiff and similar to a kouros statue, especially on a bell-krater; on the fragment from Ruvo the god is resting his weight on his right leg. On the krater, Apollon is holding a bow, and on the fragment, a phiale in his right hand.
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          Fig. 6. Orestes sitting by the image of Athena. Apulian bell-krater, 415–390 B.C. Berlin, Staatl. Museen 4565. From LIMC II.

          16To turn to another god, Zeus is represented only in a few instances. Whether he should be regarded as a cult image since he is shown by an altar though standing on a column, or as a votive statue, as has been suggested, is a matter of contention.18 However, his appearance in the scene shown in Fig. 8 is unnecessary, even if he may have had his own reasons to attend the finding of the egg from which Helen was born.19 The god is standing naked, holding a sceptre in his left hand and a bowl in his right. His stance and appearance are those of a Classical statue.
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          Tig. 7. Laokoon’s dead son lying at the feet of the image of Apollon, lb the right the god in person holding the same attributes as the image. Lucanian bell-krater, c. 430 B.C. Basel, Antikenmuseum, Coll. P. Ludwig. From LIMC II.
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          Fig. 8. The image of Zeus attending the finding of the egg with Helen. Bell-krater, c. 425 B.C. Bonn, Akad. Kunstmuseum 78. CVA Bonn.

          17In two cases he is shown in different attires at Priamos’ death, standing on a high pedestal.20 At the murder of Aegisthos, he stands on a high column with an eagle and a thunderbolt similar to the representations of the striding Zeus (Fig. 9), common as statuettes and on coins.21
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          Fig. 9a. The murder of Aegisthos by the image of Zeus. Campanian neck-amphora, c. 330–320 B.C. Berlin, Staatl. Museen 3167 VF From LLMC I and Degrassi.

          18On a vase, where the sacrifice of Oinomaos is depicted, a Zeus of the striding type on a column is again used.22 One could argue that this scene is set at Olympia, where such representations of the god were common votives both as statuettes and as statues set up in the precinct. Is it equally possible to argue that the image functions in the picture as a cult image, although none of this type existed in the sanctuary? On the reverse of British Museum F 278 with the same motive, Zeus is shown standing, dressed in chiton and himation and holding a sceptre.23 It should be noted that none of the vases show the statue made by Phidias or the old warrior god standing in the Heraion.
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          Fig. 9b. The murder of Aegisthos by the image of Zeus. Campanian neck-amphora, c. 330–320 B.C. Berlin, Staatl. Museen 3167 VI. From LIMC I and Degrassi.

          19The appearance of Zeus in the form of a statue in the scene with Oinomaos’ sacrifice is not surprising. The sacrifice can, however, also be performed in front of an image of Artemis, as on a vase from 380/70 B.C. (Fig. 10).24 The pose and attire of the goddess should, as in other instances, probably allude to an old image. She is standing on a high column behind the altar and is holding a phiale and a bow, something that recurs in other representations of the goddess. Artemis appears also in person and as a cult image on a high base on an Apulian krater from the middle of the fourth century showing the Rhodope story (Fig. 11).25 The image looks old-fashioned here too. It holds a phiale in the left hand and a torch, barely visible, in the right.

          20The Tauric Artemis is represented on several vases, on which she stands in or in front of a naïskos.26 The image of the goddess is shown almost life-size and half life-size as well as archaistic and more “modern”. To depict the cult image in a naïskos is very common on South Italian vases. Of the examples I have gathered so far only one is Attic.27
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          Fig. 10. The sacrifice of Oinomaos. The image of Artemis standing by the altar. Bell-krater, 380/370 B.C. Naples, Mus. Naz. H 2200. From FR iii, pl. 146.
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          Fig. 11. The image of Artemis standing on a high base and the goddess in person sitting on the altar. Apulian kalyx-krater, 340–330 B.C. Basel, Antikenmuseum S 34. From LIMC II.

          21Aphrodite is seen in person and as a statue on the well known vase by the Meidias Painter showing the abduction of the daughters of Leukippos (Fig. 12).28 In variance to the Aphrodite sitting at the altar, the probable cult image is also here shown in a rather stiff frontal position probably alluding to an old cult image, though the painter has not quite refrained from giving the lower part of the image a slightly swinging attitude. A South Italian vase with the same scene shows a more sturdy image without the narrowing of the dress at the feet (Fig. 13).29 On the latter vase the goddess is holding a phiale in her right hand and a sceptre in her left. Other vase-paintings show Aphrodite standing in a stiff frontal position with her feet together. In one case she is holding phialai in both hands, in another she raises her hands, probably with the palms turned outwards (Figs. 14–15).30 An Aphrodite more or less of this type is seen on many lekythoi from Athens which are interpreted as showing special cult images in the city, those of Aphrodite Urania.31
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          Fig. 12. The rape of the Leukippidai. Aphrodite sitting by the altar and the image of the goddess standing on a high base. Hydria by the Meidias Painter, end of the fifth century B.C. London, British Museum Ε 224. From FR I, PL 8.
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          Fig. 13. The daughters of Leukippos taking refuge by the image of Aphrodite. Apulian volute-krater, 400–375 B.C. Ruvo, Museo Jatta 1096. From LIMC II.
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          Fig. 14. Image of Aphrodite. Squat lekythos, late fifth century. Oxford, Ashmolean Museum 1966.714. From LLMC II.

          22The gesture, with palms turned outwards, which is also made by the Meidian Aphrodite with the left hand, is made by another image that is often referred to as an example of a cult image depicted in vase-painting. On a number of vases we see Herakles sacrificing to Chryse. On some of them there are inscriptions which secure the identification. Behind an altar built of boulders, the image is placed on a high column. It is stiff and frontal. Fig. 16 shows the vase, now in Vienna, from the end of the fifth century.32 The image is draped in a richly embroidered dress and wears a spiked crown. The goddess lifts her arms and turns the palms outwards with spreading fingers. The image is shown in the same position in representations of the same scene on other vases and it has been suggested that an actual image lies behind this representation.33
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          Fig. 15. Image of Aphrodite. Squat lekythos, early fourth century, München, Stalltl, Antikensanmmlung V.I 2264, From LIMC II.
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          Fig. 16. Herakles sacrificing to Chryse. Bell-krater, end of the fifth century B.C. Vienna, Kunsthist. Museum IV 1144. From CVA Wien 3.

          23The archaizing features are apparent in many cases, as we have seen, and it has been argued that this is due to nostalgia and also a new feeling for the old religion at the end of the fifth century, when this type of representation became popular.34 The type lived on, however, and is very popular in the fourth century in the South Italian repertoire. Has it become a topic, a standard version? It is possible to compare with the Athenas on the Panathenaic amphoras and other representations with an archaistic flavour to denote an old image or a cult image as such. What about contemporary images? Were they not depicted? Or are they the “living statues”?

          24There are both similarities and differences in the representations on the Attic and the South Italian vases. In both cases the positioning of the image on a high base or column, often at an altar, is used. The naïskos is, however, far more common in the South Italian material.

          Cult scenes

          25The last example was Herakles sacrificing. This leads us to the cult scenes. I will refer to only a few examples, and begin with a Boeotian plate with a procession, an altar and Athena standing behind the altar; a column is also seen (see Scheffer, Fig. 7).35 I am quite aware of the fact that this may not be a representation of a cult image, just as is the case with the Athena on the vase in Berlin (see Nordquist, Fig. 3b).36 I will not go into the question of Athena’s early image on the Acropolis, even if there is the possibility that the vase representations were inspired by a statue.37 These depictions of Athena, just as the black-figure ones with Kassandra, show the goddess life-size. As yet, I do not have any example of Athena on a column at a sacrifice. Such an Athena (it has been suggested that it is a votive statue) is seen with a man standing in prayer in front of the image (Fig. 17).38
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          Fig. 17. Man praying in front of an image of Athena. Oinochoe, c. 450 B.C. From Richter.
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          Fig. 18. Sacrifice to Apollon. Bell-krater, 440–425 B.C. Frankfurt a.M. VFB 413. From CVA Frankfurt 2.

          26On the other hand, Apollon appears on a column behind an altar. He is depicted in profile awaiting the sacrifice (Fig. 18).39 The vase is from the middle of the fifth century. The god is shown as rather stiff, standing with the feet close together. However, he does not give a completely kouros-like impression. On Fig. 19 we see Apollon seated in a rather leisurely manner on a throne in a shrine.40 He is holding a laurel twig. Does this represent a statue, since he is pictured inside a temple, with the throne standing on a base, awaiting a sacrificial procession? He seems more like a “god in person” and could be regarded as “living statue”.
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          Fig. 19. Apollon sitting on a one-stepped base between two columns. Volutekrater, 440–430 B.C. Ferrara, Mus. Naz. 44894 (T 576 VP). From De Miro.

          27A well known Apulian fragment shows Apollon sitting on the ground and the statue of the god standing inside the temple, holding a phiale and bow (Fig. 20).41 Though the posture of the statue is relatively stiff, the muscles are well depicted on this vase from the early fourth century. There is thus a tension between his stance and the execution of his body.

          28We have not yet met Dionysos. On the so-called Lenaion vases he is shown as a pole on which a mask and a dress are hung, often standing by a table where libations, offerings and dances are performed (Fig. 21).42 In one instance, we have a more conventional representation of the god’s cult image standing by a table and altar awaiting the sacrifice of a goat. The image is stiff and frontal, wearing a polos, and holding a kantharos and a thyrsos staff (Fig. 22).43

          29Hermes in the form of herms is, I think, the most common representation of an image as the focus of a cultic event (Fig. 23).44 Many of the gods when depicted as statues are shown at a sacrifice, but there are also other representations, such as dancing and tending the image, as on a Corinthian vase (if it is a cult image as suggested by Romano),45 but the herms appear more often in various cult manifestations, such as sacrifices, prayer, dancing etc. So far there seems to be a difference between the deities when they are represented in a cult scene and when shown in mythological contexts.
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          Fig. 20. The image of Apollon standing in a temple and the god in person sitting outside. Kalyx-krater, 400–385 B.C. Amsterdam, Allard Pierson Museum 2579. From FR III, PI. 174.
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          Fig. 21. The masked pole of Dionysos by the libation table, Stamnos, 420/410 B.C. Naples, Mus, Naz, 2419, From FR I, PI.36.
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          Fig. 22. The image of Dionysos standing by the altar and the god in person sitting on the ground above. Apulian volute-krater, c. 400 B.C. Naples, Mus. Naz. 82922 (II 2411). From FR III, PI. 175.
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          Fig. 23. Sacrifice to Hermes. Column-krater, c. 460. Naples, Mus Naz. From Pfuhl, MuZ, Fig. 477.
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          Fig. 24. Asklepios and Bendis. Votive relief from Piraeus, late fourth century B.C. Copenhagen, Ny Carlsberg Glyptothek 462. From LLMC II.

          30There is, on the whole, rather few images in cult scenes. I do not know if we should expect a greater number. Perhaps it was more in keeping with the Greek perception of the deities not to show them in the form of statues but to represent them in person at a sacrifice. The frequency with which different gods appear in mythological scenes may, on the other hand, depend on the popularity of the story told.

          31To add a brief comment on images or reflections of cult images on reliefs, I will mention a couple of votive reliefs showing Artemis and Asklepios. The deities are not shown as statues, that is standing on bases, on the examples given (Fig. 24).46 However, for Asklepios, at least, there is a rather strong case for seeing a reflection of a statue or cult image in the representation of the god.

          32To compare the representations of statues on vases with those on reliefs – and in this case it ought to be with those representations which I refrained from discussing, namely the “living statues” – is not easy. There is one thing that may be of interest, however, barring all the instances that I have yet to study. On the votive reliefs, perhaps depending on the conventions for that genre, the gods very often appear far larger than the human beings, their devotees. On the vase paintings the gods and devotees are of a more similar size. Or, if the deities are represented as “real” cult images, they are smaller than the devotees, especially, of course, when they are placed on a high column. Does this tell us anything about the relationship between the worshippers and the deities? Or is it merely conventions that rule the representations in these different media? It should, however, be pointed out that on one relief, the image is depicted as sitting in a naskos and smaller than the goddess in person that is seated beside the naïskos (the votaries are not preserved).47

          33To conclude, I think that it is possible to see some differences between the gods, e.g., in the frequency in which they appear as cult images. So far (I must stress that I have not looked through the whole material, and, therefore, no statistics can be made), Athena, Apollon, and especially the herms seem to be more often depicted: Apollon and Athena in the mythological scenes, depending on the popularity of the themes where they appear, and the herms perhaps as a very familiar representation which was close at hand. On special types of vases we meet other gods as well; Dionysos on the Lenaion vases and Aphrodite on the lekythoi that may be connected with the cult of Aphrodite Urania.

        

        
          Notes

          1  Schefold, “Statuen”; Bielefeld, “Götterstatuen”. Romano, Cult images, passim and 455–464 (a catalogue of vase paintings with representations of probable early cult images), has thoroughly discussed the representations of cult images in various media.

          2  In this case I have used, among others, K. Schauenburg, “Zu Götterstatuen auf unteritalischen Vasen”, A4 1977, 285–297; G. Schneider-Herrmann, “Kultstatue im Tempel auf italischen Vasenbildern”, BABesch 47 (1972) 31–42. Moret, Ilioupersis, became available to me after I had delivered this lecture, He discusses several of the issues which I had raised. Schefold and Bielefeld have referred to South Italian vases but their central theme is Attic vase painting.

          3  For a discussion of what constitutes a cult image see Romano, Cult images, and eadem, “Early Greek cult images and cult practice”, in Early Greek cult practice. Proceedings of the Fifth International Symposium at the Swedish Institute at Athens, June 26–29 1986, eds. R. Hägg, N. Marinatos & G.C. Nordquist (ActaAth-4°, 38), Stockholm 1988, 126–133.

          4  This question has been discussed by several scholars, e.g., Schefold, “Statuen”, 33; Bielefeld, “Götterstatuen”, 379; Romano, Cult images, 22–24; H. A. Shapiro, Art and cult under the tyrants in Athens, Mainz am Rhein 1989, e.g., 27–36.

          5  Schefold, “Statuen”, 33, 58–67; Bielefeld, “Götterstatuen”, 385, n. 39. See also Shapiro (supra n. 4), 27f. (for earlier black-figure).

          6  Schefold, “Statuen”, 33.

          7  Together with an altar it may be used to denote the place of a cultic event, to denote an outdoor sanctuary. See, e.g., R Miller Ammermann, “ΣΤΥΛΙΤAΙ in Magna Graecia: a coroplastic contribution to the history of columnar statue bases”, RdA 11 (1987) 25—33, esp. 27. That this is the case especially with statues on a column was argued at the colloquium. The image should not be regarded as a cult image in the real sense. I am, however, not totally convinced. That a cult image could be placed on a column is shown by the old image of Hera that stood on a column in the Argive Heraion. It could be argued, however, that the image, which was brought from Tiryns to Argos, acted more as a votive image in its new home and that it stood inside the temple, not outside by the altar. The question then arises, if it is possible to interpret the scene as a cult image taken out from the temple to be present at the sacrifice at the altar. We know that images were carried out of the temple on special occasions, for bathing etc. but were they taken out to the altar? However, whether this sometimes occurred or not, might it not be possible to look upon the image by the altar in the representations on the vases as a cult image in the situation depicted?

          8  Two black-figured olpai: Paris, Cabinet des Médailles 181. CVA Paris, Bibliothèque Nationale 1, Pls. 34:7 and 35: 1 (= France 7, Pls. 318–319); Paralipomena, 19.3:4; LLMC I, 340, no. 36, PI. 257 = my Fig. la, permission requested: J Davreux, La légende de la prophétesse Cassandre d’après les textes et les monuments (Bibl. de la Faculté de Philosophie et Lettres de l’Université de Liège, 94), Liège & Paris 1942, 149, no. 79, Fig. 58; and Leiden PC 54 from Vulci of the Dot-ivy class, 530–520 B.C. CVA Leiden, Rijksmuseum van Oudheden 2, PL 82 (= Netherlands 4, PI. 176) = my Fig. lb, permission requested; Davreux, op. cit., 145, no. 69, Fig. 38. For further examples LIMC i, 34()f, nos. 16–35. 38–42, Pls. 253–258. On no. 38, PL 257, ibid., a hydria from 515–510 by the Priamos Painter in a private collection, Athena is shown more as a statue, smaller in proportion to the other figures than on the earlier vases but probably standing on a base (there is a lacuna in the vase) and therefore dominating the scene. K. Schauenburg, “Hiupersis auf einer Hydria des Priamosmalers”, RM 71 (1964) 60–70, PL 4; Paralipomena 147, no. 30; Moret, Ilioupersis, 12, n. 6. Davreux has gathered and discussed the representations of the Kassandra episode. For the Italic representations of the episode see Moret, Llioupersis, 11–27.

          9  The so-called Vivenzio-hydria, Naples no. 8166,9 (H 2422). ARV2, 189, no. 74; Paralipomena, 341; LIMC I, Ajax II, 341, no. 44, PI. 259: Pfuhl, MuZ, Fig. 378; Bielefeld, “Götterstatuen”, 379.

          10  Taranto, no. 52.665, Apulian kalyx-krater, close to the Painter of the Birth of Dionysos, 360–350 B.C. RVAp I, 39, no. 24; LIMC I, 343, no. 55, PI. 261 (= LIMC H, 967, no. 93, PL 713 = my Fig. 3, permission requested); Arias, RivIstArch n.s. 4 (1955) 111: 18, 113, Fig. 22; Moret, Llioupersis, 11, no. 3, Pls. 2–3. A similar representation, Naples, Mus. Naz. 82.923 (11.3230), Apulian volute-krater, the Milan Orpheus group, c. 350. LLMC I, 343, no. 56, PI. 261; RVAp I, 421, no. 43; Moret, llioupersis, 11, no. 4, Pls. 4–5. (On these kraters we also see Athena in person.) Other examples LIMC I. 343–345, nos. 54–77, Pls. 261–265, p. 347, nos. 95 and 97, PL 268. Moret also notes the difference in size and the tendency to depict the image as an image, Larger statues or more life-like representations can be seen on early red-figured vases, e.g., on an Attic plate, dated 520–510 (LIMC I, 342, no. 51, PI. 260; ARV2, 163, no. 4), where the goddess confronts Ajax in the black-figure tradition. On no. 53 (LLMC), a Campanian amphora from c. 350 B.C. (Capua 7554, CVA Capua, Museo Campano 1, PI. 22 [= Italia 11, PI. 530]; Moret, llioupersis, 11, no. 10, PI. 12:1) Athena is standing in a relaxed pose by the altar on which Kassandra takes refuge. For an Athena on a high column see Moret, ibid., Pls. 16:2, 17: 2, an amphora in British Museum, BM 1948.10–15.2 and on a high base on an Etruscan krater in Mainz, LIMC I, 347, no. 91, PL 268; Moret, ibid., 40f, PI. 18: 2. The scene on the last mentioned vase is not quite certain, it could also represent...
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