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a substantial amount of finished cloth. What actually 
was done with the fiber is a matter of speculation. 
The presence of cloth workers on other tablets sug- 
gests that some of the fiber, at least, was manufac- 
tured into a finished product at Pylos. There is, how- 
ever, no reason why the fiber itself could not have 
been exported.58 That there was a thriving linen in- 
dustry at Pylos is likely; the precise nature of this 
industry is still speculative. 

A.L.H. ROBKIN 

I20-I28TH STREET, N.E. 

BELLEVUE, WASHINGTON 98005 

APPENDIX-YIELD OF CLOTH AT PYLOS 

Starting with finished cloth of I x 4 m., with 15% 
shrinkage and i m. for tying off warp, gross thread 
lengths are i.i8 m. of weft and 4.71 m. of warp. 
Assuming that the i m. of tying-off thread is not 
subject to shrinkage during weaving, net gross thread 
lengths are 1.18 m. in weft and 5-71 m. in warp. 

Thread count of 15 threads/cm. of finished cloth is 
I500 threads/m. or 1500 threads across cloth. Along 
cloth there are 4 x 1500 threads, or 6000 threads. Total 
thread length per cloth is: i500 warp threads x 5-71 m. 
+ 6ooo weft threads x 1.18 m. which equals 8565 m. 
+ 7080 m. = 15,645 m. of thread used per cloth. 

Pylos production (1696 talents) yields 49,184 kg. 
of fiber, from which no waste is assumed in spinning. 
At 6000 yds./lb. (size 40/2) this yields I2,095.238 
m./kg., or 594.90603 million meters of thread. From 
this 38,024 cloths can be woven, of the stated size 
I x 4 m. Taking the palace share as the proportion 
1239 talents 
1696 talents - 0.73, the palace gets 27,778 cloths or 

111,112 m.2 of cloth (of a total 152,096 m.2); the oth- 
ers get 10,246 cloths or 40,984 m.2 of cloth. 

Conversion of thread length from yds./lb. to 
m./kg.: 
40/2 linen thread = 6000 yds./lb. 
i yd. = 0.9144 m. 
i lb. = 0.4536 kg. 
6000 yds./lb. = 5486.4 m./0o.4536 kg. 
6000 yds./lb. = 12,095-238 m./kg. 

58 Compare the situation in Pausanias 7.21.14, where fiber is 
grown in Elis and the finished products are woven in Patras. 

THE RETURN OF THE DIOSKOUROI: 

A Reinterpretation of the Scene on the Reverse 
of the Vatican Amphora of Exekias* 

(P1. 66, fig. i) 
The Vatican Amphora1 is perhaps the most famous 

of all the vases of Exekias, yet the scene on the reverse 
has not yet been fully understood (pl. 66, fig. i). Are 
the Dioskouroi coming or going? For over fifty years 
scholars have offered conflicting opinions on this ques- 
tion, often seemingly unaware that any contrary view 
has been put forward, and frequently failing to ac- 
count for the real problems that the painting poses. 
These past interpretations tend to fall into three cate- 
gories, which I propose to discuss briefly before offer- 
ing what is, I hope, a more compelling explanation 
of what Exekias intended in the scene. 

A The Return of Kastor 

Pfuhl, when describing the scene in 1926, states 
that: "Castor is returning home from some expe- 
dition . . . Polydeukes pets the dog. A little ser- 
vant brings a chair with a change of clothes on it, 
and an oil vessel; for Castor will be taking a 
bath."2 

B Kastor's Departure, and the Arrival of Polydeukes 
Beazley in 1928 comments: 

"Castor is setting out with his horse Kyllaros 
S.. ; his brother Polydeukes, just arrived, bends 
towards the dog who leaps up to greet him; a nice 
little boy is bringing what his master needs after 
his outing-a seat, a change of clothing, and oil 
in a round pot, a lekythion, to anoint with after 
the bath."3 

C The Return of the Dioskouroi 
In his later writings, Beazley changes his mind: 

"It is sometimes thought that Castor is setting 
out, while his brother Polydeukes has returned 
from an outing. It is perhaps rather more likely 
that both are returning home, but Polydeukes 
arrived first, put his horse in the stable, and 
stripped, while Castor, arriving a little later, is 
welcomed by his father and his mother, who of- 
fers him a flower to smell, and fragrant sprigs of 
fresh myrtle. In either case the seat, the change 
of clothes, and the oil for anointing are intended 
for Polydeukes."4 
The scene has become more complicated with the 

passage of time-each scholar "improves" upon the 
story of his predecessor in bardic style. However, an 
interpretation which requires all these explanatory 
marginalia cannot be correct; it is to be hoped that 
the purchaser of the vase did not require a handbook! 
A satisfactory interpretation should account for every 

* This article is based on a paper presented at the New 
Zealand Classics Conference held in May 1975 in Auckland. 
I acknowledge with gratitude the financial assistance granted to 
my research by the New Zealand University Grants Committee 

and the Internal Research Committee of Victoria University. 
1 Vatican 344; ABV, 145, 13. 
2E. Pfuhl, Masterpieces of Greek Drawing and Painting 

(London 1926) 28. 
3 J.D. Beazley, Attic Black-Figure, a Sketch (ProcBritAc. 14) 

I9. M. Robertson in Greek Painting (Geneva i959) 66, agrees, 
with some hesitation. 

4 Development 66. M.B. Moore (AJA 72 [1968] 365-66). 
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feature without undue emphasis, and without requir- 
ing explanations drawn from outside the scene; one 
must assume that the painter, if he had any ability, 
included everything necessary to make his picture 
readily understood. 

We emerge from this bustling atmosphere of arrival 
and departure with a list of questions which have not 
yet been satisfactorily answered: Why is Polydeukes 
naked? Is Kastor coming or going? For whom does 
the little boy bring clean clothing and oil? There are, 
I think, some additional ones: Why is Kastor shown 
with a horse? Why is there a little boy carrying 
clothing and oil for either twin? and why does Poly- 
deukes pet the dog? These are the unusual features 
of the scene which should be explained in any inter- 
pretation. 

The very existence of so many varying opinions 
indicates the probability that some small detail may 
have been overlooked, and so, before attempting to 
provide any answers, let us turn again to the scene 
itself. Exekias has composed his picture of groups of 
interacting figures, with a subtlety which Technau 
came very close to detecting when he remarked: 

"Die Dioskuren sind heimgekehrt und werden 
liebevoll begriisst: Polydeukes von seinem Hund, 
Kastor von Mutter Leda, das Pferd Kyllaros von 
Vater Tyndareos.... Ein Strom sympathetischen 
Gefiihls geht von Mensch zu Mensch, von Mensch 
zu Tier, getragen von der Erfiilltheit der Gebjir- 
den. .. . Nicht blosse Aufreihung nach dekora- 
tiven Prinzipien, nicht ein Mit- oder Gegeneinan- 
derhandeln figiirlicher Schemen schafft hier die 
Einheit der Figuren im Bild, die Komposition, 
sondern Komposition ist in diesem Bild das 
Gleichgestimmtsein der Figuren in einer sym- 
pathieerfiillten Gerbairdensprache."'5 

In fact the groups thus linked by gesture (that is, 
Leda and Kastor, Kyllaros the horse and Tyndareos, 
Polydeukes and the dog) are also connected in that 

each group is on its own plane. Leda and Kastor are 
at the back, behind Tyndareos and Kyllaros-this is 
clearly established by the superposition of the horse 
over Kastor, and is reinforced by the gestures: Leda 
extends her right arm with the flower, the arm nearer 
to the viewer, and this pushes her body well back 
into the same plane as her son. Conversely, Tyndareos 
uses his farside hand to pat the horse. 

But what is really of interest in the light of the 
subject is that Polydeukes-and-the-dog is linked with 
the little servant boy in the foremost plane: the dog, 
superposed over Leda's peplos, has its paws around 
Polydeukes' further leg, thus emphasizing his forward 
placing. On the other side of the panel, the stool 
carried by the little boy passes in front of the left (and 
nearside) hand of Tyndareos. What is more, both dog 
and stool were originally painted white;6 besides creat- 
ing a pleasant balance, this has the illusionary effect 
of projecting these parts of the picture from the sur- 
face, almost neutralizing the curvature of the vase.' 
Thus from this it seems clear that the little servant 
is to be thought of as walking to Polydeukes with his 
burden of clothing, stool and oil. 

Although there is no specific myth which would 
account for the scene (that is, a myth in which Kastor 
and Polydeukes act independentlys), nevertheless one 
way in which the twins are differentiated is by iconog- 
raphy: Kastor is the "patron" of horse-riding, and 
Polydeukes of boxing.9 I suggest, therefore, that 
Exekias has chosen to represent the Dioskouroi icono- 
graphically, but has given his scene more immediate 
appeal by depicting them en famille. This identifica- 
tion is immediately obvious for Kastor, shown with 
his horse, and to Exekias' contemporaries would 
have been no less obvious for Polydeukes, since nudity 
was indicative of athletic activity, while the aryballos 
by both shape and contents was closely associated with 
the palaistra.10 

Why, it may be asked, if Polydeukes is of equal 
importance in the scene to Kastor, is he almost out of 

expresses virtually the same opinion, but claims that the oil and 
clothing are for Kastor. E. Simon (Die griechische Vasen [Mu- 
nich 1976] 87) also feels that both are returning, but claims 
that, although the clothing is intended for Polydeukes, the 
stool is for Tyndareos, on the basis of her identification of the 
later scene by Psiax (Simon 89: Brescia; ABV 292, 1) as show- 
ing the return of the Dioskouroi: as there is a seated man in 
the latter scene, she concludes that Exekias intended the stool 
for his Tyndareos. This theory I find a little far-fetched, par- 
ticularly since it derives from comparison with a later vase, 
where the identification of the subject is dubious. 

5 W. Technau, Exekias (Bilder griechischer Vasen 9, Leipzig 
1936) 8-9. 

6 For the effect compare the now-lost fragments of an am- 
phora attributed to Exekias, which once formed part of the 
University collection in Leipzig (ABV 145, 15; Technau [supra 
n. 6] pl. 19, c-f). It appears to have had the same subjects as 
Vatican 344, on which see my note in JHS 98 (1978) 161-62. 

7 This can easily be appreciated by examining the original. 
8 The legend of the twins' afterlife can be ruled out. Al- 

though there is the problem in all the sources (but cf. Lucian, 
Dialog. Deorum 15) of whether Kastor and Polydeukes actually 
exchange places each day, or merely alternate together as a 
unit (Pindar, P. 9, 63f; N. 1o, 55ff; Homer, Od. X, 302ff), 
nowhere is there any mention of the earthly home of Leda and 
Tyndareos as one of the termini; always it is Olympos and 
Hades. And even discounting this consideration, there is noth- 
ing in the scene to suggest such an interpretation. 

9 Cf. Homer, iI. r, 237: Kdoeropc' 0' 
Irrr65a/Lov, Kca trik 

Va0by IHoXv5ebKea. . .. See also Od. X, 300; Hymn. 33,3; 
Alkman, Fr.2 (D.L. Page, Poetae Melici Graeci [Oxford 
1962]). 

10 Compare the innumerable representations of athletes shown 
holding aryballoi (e.g. Stele of an athlete, Boston 08.288). 
There is nothing particularly unusual about an iconographic 
representation of a hero or deity: Herakles, for instance, is 
usually shown with an identifying club or lionskin, even when 
his name is inscribed; similarly Athena with her aegis. For 
scenes featuring the Dioskouroi, see F. Brommer, Vasenlisten 
zur griechischen Heldensage 3 (Marburg 1973) 509-12. 
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sight at the extreme edge of the panel? Although 
usual, it is by no means always the case that the fig- 
ures of central importance are placed in the center of 
the scene; the many representations of Athena and 
Herakles in a chariot to the left demonstrate this 
point."1 However, these exceptions to the "rule" occur 
most frequently when horses are involved-the large 
area of equine flesh, if placed to one side, would make 
it impossible to achieve a harmonious balance of 
mass in the panel, and so, as here, the horse is cen- 
trally positioned, with the human figures grouped 
around in a tableau. 

In summary, therefore, I accept that the reverse of 
Vatican 344 shows the return of the Dioskouroi, but 
suggest that it is a return from their characteristic 
activities rather than from some hypothetical pair of 
adventures. It is an iconographic representation, 
couched in the appealing terms of what we today call 
"human interest." 

E. ANNE MACKAY 
DEPARTMENT OF CLASSICS 

VICTORIA UNIVERSITY OF WELLINGTON 

WELLINGTON, NEW ZEALAND 

11 Compare, for example, another vase by Exekias: Orvieto, 
Faina 187 (ABV 145, 11). 

THE APULIAN "XYLOPHONE": 
A MYSTERIOUS MUSICAL INSTRUMENT 

IDENTIFIED 
(Pl. 66, fig. 2) 

The scholarly literature on the iconography of Apu- 
lian pottery from the fourth century B.C. is presently 
expanding at a rapid rate. Among the many puzzles 
which the symbolic code language of these vases pres- 
ents, perhaps the most intriguing is that of the iden- 
tity of the small ladder-like object, currently-purely 
for convenience-referred to as the "xylophone." The 
little "ladder" is depicted held upright in the hand, 
lying on the ground, or floating in the air. Its number 
of "rungs" or crossbars is variable, between about six 
and twenty. In a number of cases there is a white dot 
in the center of each rung. The object is mainly 
associated with women, with Aphrodite and with 
Eros. The xylophone occurs on several hundred Apu- 
lian vases (and on a few Apulianizing pots in the 

other Italiote fabrics), a survey of which has not yet 
been made. On those vases which feature the tradi- 
tional funerary herobin or naiskos surrounded by 
"worshippers," a standard formula on Apulian vases, 
the xylophone may be found both inside and outside 
the tomb. In addition, it occurs regularly on the so- 
called sacred disks from Taranto and Brindisi, molded 
terracotta plaques, which constitute what may be 
termed pictorial catalogues of conventional attributes 
of divinities, and other cultic symbols.1 There is gen- 
eral agreement that the xylophone stands in some re- 
lation to the mystic-erotic eschatological symbolism 
which pervades late Apulian funerary art, but what 
exactly does it represent? 

Armand Delatte, following H. Heydemann, re- 
ferred to it as "the Apulian sistrum"-implying with 
that term that he considered it a percussion instru- 
ment-and argued that it was used to produce 
"sacred music."2 

Franz Cumont and some of his followers identified 
the object as a symbolic "ladder of ascent to heaven," 
a theory which once seemed plausible, because there 
are analogies for such a concept in other cultures.3 
More recently, however, this view has become suspect, 
because more and more representations of the device 
were recognized as featuring the row of white dots on 
the "rungs." This detail cannot be reconciled with the 
notion of a stepladder. 

In 1970 H.W.R. Smith identified the "xylophone" 
with the 7rnarayq (a word usually translated as rattle), 
invented by the Tarentine scientist--philosopher-musi- 
cologist-seven-time strategos Archytas, who flour- 
ished in the first half of the fourth century B.C.4 
In the principal literary reference to Archytas' inven- 
tion (Aristotle, Pol. I34ob 26) the object is mentioned 
as a toy or pacifier for children. The xylophone of the 
vase paintings certainly does not belong to the domain 
of children, but it is quite possible that Aristotle's 
remark expresses his scorn for the device rather than 
its actual purpose. Both chronology and geography 
favor Smith's theory, since the xylophone begins to 
appear in vase painting in the early part of the fourth 
century and is almost exclusive to the Apulian fabric. 
Also in favor of identification of the object with 

1 F. Cumont, "Disques ou miroirs magiques de Tarente," 
RA 5, 5 (1917) 87-107. H. Heydemann, "De scalae in vasorum 
picturis significatu," Adl 4 (1869) 319, argues implausibly that 
the ladder of the disks is distinct from that of the vase paintings 
and constitutes an attribute of the goddess Tyche. See his pp. 
309-13 for a survey of older literature and the fanciful identifi- 
cations of the object proffered earlier in the nineteenth century. 

2 A. Delatte, "La Musique au tombeau dans l'antiquit6," 
RA 21 (1913) 318-33. Heydemann (supra n. I) 317 had 
argued for two variants of the instrument, one rattled like a 
sistrum and one plucked with a plectrum. The assumption of a 
plectrum is supported by one instance only, Naples H 3382, his 

pl. P,d, an unorthodox and poorly executed vase painting, ap- 
parently Campanian. 

3Cumont (supra n. I) 101-102 and Afterlife in Roman Pa- 
ganism (New Haven 1923) 153-54; W. Vollgraff, Hommages 
Bidez et Cumont (Collection Latomus vol. 2, Brussels 1949) 
363-64; Eva Keuls, The Water Carriers in Hades (Amsterdam 
1974) 97 n. 48. See also A.D. Trendall, The Red-figured Vases 
of Lucania, Campania and Sicily (Oxford 1967) I, 454. 

4BABesch 45 (I970) 83; Funerary Symbolism in Apulian 
Vase Painting (Berkeley I976) 129-32; cf. E. Keuls, AJA 8x 
(1977) 574. The word rXaraTay is derived from rXaraTyW, 
"to clap the hands," and is used for various noise-making de- 
vices. In Apoll. Rhod. 2,1055, e.g., it refers to a bronze rattle 
which is shaken (rLvdraaw) to frighten away the Stymphalian 
birds. Pollux' list of musical instruments (Onom. 4, 59-61) 
does not include a platagi. 
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FIG. I Amphora, 
Rome, Vatican 344. 
(Courtesy Hirmer Fotoarchiv) 
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