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Abstract

Garment patterning and added colour are the two elements of Attic black
figure which are most often cited in literature as being remainders of the
older technique which appear in early red figure. A detailed examination
of patterning in black figure reveals that although it becomes standard, it
does not appear in the earliest black figure vases. Counting the different
motifs used by black figure artists reveals that although they share some
motifs, each has individual preferences. Added colour is prominent in
black figure and appears over large areas as well as small ones.

The artist most often mentioned as the inventor of red figure, the
Andokides Painter, is much more old fashioned in his approach to
patterning than any other early red figure artist. He uses it much more
often and applies it to flat garments, choosing grids that result in a very
heavy appearance. His choice of motifs is different from those of the
Lysippides Painter; some scholars feel the two may be the same artist, but
this difference points to the existence of two artists instead of one. Added
colour is also much more prominent in the Andokides Painter's vases than
on those of the artists who follow him.

The artists following the Andokides Painter tend to choose finer
motifs which are better suited to positioning between folds. Psiax and
Oltos seem to be especially interested in elaborate folds, and use patterning
on garments much less frequently than the Andokides Painter. Epiktetos,
who is the latest artist of these, does not use it at all on his red figure but
only in his black, and in a rather half - hearted, cursory manner.

Although these artists continue to use added colour in red figure and
black, in the newer technique it is generally used for fine details which

would have been a challenge to reserve. This appears to have been the




primary consideration behind its continuing use rather than any links with
black figure.

These early red figure artists treat red and black figure differently in
a number of ways. They use more patterning and added colour over larger
areas in the older technique. Their most elaborate garments and
representations of anatomical detail appear in red figure, while poses in
black figure are simpler. They are clearly differentiating between the two
techniques, rather than taking a uniform approach, and this does not
support the idea that they were influenced by training of the old technique
in their decoration of vases in the new style.

Although general references have often been made to these aspects of
early red figure, this is the first detailed examination of them. It
demonstrates that general ideas about the continuing use of colour and
pattern in early red figure, compared to their rarity later on, are accurate,
but even at the early stages of the technique artists are treating it differently
from black figure and are moving very rapidly away from the conventions

of that style. Only the very earliest red figure artist has strong ties to it.
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Chapter 1:
Introduction and review of literature

Introduction

The initial intention behind the production of this dissertation was to do
a study of the development of early Attic red figure in a more holistic
manner than had been done previously. Preliminary research revealed
that the questions of how early red figure differs from black, as well as
how it is similar, and how early red figure artists had been influenced
by black figure, if at all, had for the most part been dealt with only
briefly, if at all, and for individual artists only with little comparison
between them. The development of red figure away from black is a
particularly interesting period because of the many changes and
adjustments which must have been necessary on the part of the artists,
before vase painting reached what may be considered its highest level
under later artists.

The use of added colour as well as the way artists patterned
garments are both aspects of vase decoration that seem to change in the
new technique, and indeed both of these aspects are cited by authors
writing about early red figure artists. Neither has ever been examined
in any depth, and nor has there been any comparison between the vases
in different techniques by bilingual artists to determine whether or not
they were handling the two techniques differently in response to the
different possibilities and requirements of each.

Added colour can be somewhat  problematic to discuss
analytically; it is often difficult to determine from illustrations whether

or not it has been used, and its fugitive nature also complicates the

'The term "bilingual” in this thesis follows standard usage and refers not to language but to the two
main different techniques of Athenian pottery decoration. A bilingual artist is one who works in black
figure as well as red. A bilingual vase has two sides decorated in different techniques, most often red
and back figure. The use of “bilingual” to describe these vases was originated by Beazley 1928 p. 25.
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quantification of exactly how much of it was applied. For this reason, I
have discussed its use by different artists in rather general terms.

Garment patterning, on the other hand, is often incised in black
figure and usually executed with slip in red figure, so it tends to be
easier to give definite numbers for comparison. In order to develop a
solid basis for comparison of different artists I compiled tables listing
each different motif used on a given pot, as well as the type of garments
on which it appears and how it is arranged. These tables have been
summarized into appendices to facilitate discussion. In the text I refer
to these appendices to provide specific details of motif frequency and
numbers of motifs used in the hope of avoiding rather mind numbing
discussion of the exact numbers. I hope the more general tone of the
discussion will be less taxing to the reader.

[ did not examine illustrations of every vase by every artist I have
cited. Instead, for reasons of feasibility, I tried to examine a minimum
of approximately half the vases attributed to each artist by Beazley.
Statistically speaking, this is a good sample size and makes it unlikely
that anything will be exceptionally different in the unsampled half of the
artist's work. To help accuracy, especially in regard to the frequency
of pattern use, I did not include in the counts from the tables vases
which are too fragmentary to give a reasonable idea of the overall
picture, or vases that are too poorly illustrated to provide the same.
Any of these which I examined are included at the end of the tables in a
separate category.

Within the tables themselves the vases are loosely grouped by vase
shape and then by date. I give accession number, shape, Beazley
reference, and the illustrations consulted for each vase as well as a
figure number if a vase is illustrated in the figures which accompany the

dissertation. The names of the various motifs should be self explanatory




and if I am uncertain about the exact nature of a motif it is followed by
a question mark in its listing, but included in the appendix counts under
that name. In the appendices the motifs have been divided into those
used for trims and those used over the greater area of a garment; this is
because the two applications are different in terms of which motifs are
used for them. The discussion focuses on those used for the decoration
of whole garments rather than trims, because the changing depiction of
garments is a very important part of early red figure.

I have chosen not to discuss vase shape, although it is part of the
study of pottery which does shift over time and on which the appearance
of the new technique of decoration does have an impact. Nor have I
addressed the question of how subjects depicted change. I have made
these omissions in order to focus mainly on aspects of Athenian pottery
that are directly affected by the technical differences between the two
methods of decoration. I do discuss composition and arrangement of
figures; although changes in these are not necessarily affected by
changing techniques, they are, like pattefning and added colour, integral
to the decorative appearance of a vase and therefore part of the
discussion.

One question which remains unanswered is the extent to which
these changes in the patterning of garments relates to garments in real
life. There is a change in the dress style of Athenian women in about
the middle of the sixth century, from Doric peplos to the much more
voluminous Ionic chiton. This change is attested to in the archaeological
record, as pins disappear to be replaced by buttons,” as well as in

literature.’

*Although why peploi could not be fastened with buttons, I do not understand; nevertheless, this is the
general interpretation of this change.
Herodotus V, 87 ff.
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It is certainly conceivable that the replacement of a flat garment
with one that hung in many folds and was a lighter fabric would show
exactly the same changes in patterning as have been visible on the
pottery, namely from heavy, often dense patterns to smaller, lightly
scattered motifs. Indeed, painted decoration on some korai reveal
scattered motifs on chitons; these tend to be more elaborate than those
on pottery, including a kind of asterisk rosette,* a cross with spiral ends
and a four petal rosette,” an opposed palmette motif, as well as a
diamond with a spiral extruding from each corner and dots in the
interstices.® But the problem still remains of how accurate a reflection
these sculptures are of the kinds of garments worn on a daily basis.

I had even speculated that the change from black to red figure
could have been encouraged by the appearance of these more
voluminous garments and a desire of the artists to be able to depict their
wonderful folds more realistically than black figure would allow.
Unfortunately the chronology of when the Ionic chiton came into use by
Athenian women is very vague and could not be pinned down accurately
enough to support or disprove this idea. Still, the possibility is an
interesting one and not entirely implausible.

Review of literature
General discussion

General discussion of the nature of the transition between black
and red figure and the initial development of the new technique is
lacking. . Examination of this particular period tends to take the form
of studies of the works of individual artists, with little discussion in
terms of creating a collective understanding of general trends and

changes. Nevertheless, some writers have made brief comments on the

*Athens Akr. 681, Richter 1968 p. 69.
Athens Akr. 671, Richter 1968 p. 70.
Athens Ark. 675, Richter 1968 p. 79.




differences between the two techniques. In 1946 Richter describes red
figure artists as initially following the conventions of black figure, with
a gradually improving depiction of anatomical detail until "a fairly
successful three - quarter back view was sometimes attained"’ by the
end of the sixth century BC. She also points out that some black figure
characteristics remain in the new technique, such as incision of details
like hair and the use of added red and white paint.

In 1965 von Bothmer characterizes red figure as a refinement of
the outline figures which have occasionally been seen in earlier black
figure, especially the vases of the Amasis Painter. He points out that by
filling in the background with black slip the figures take on a much
more prominent appearance. In developmental terms he points out that
relief lines are little used in early red figure, but that "their competent
application becomes the hallmark of the great red - figure masters."®

Boardman 1975a describes black figure as having peaked and
started to decline until the invention of red figure re - energized vase
painting. He also cites relief lines as being very important in early red
figure and points out that they, along with dilute slip, alowed much
greater realism than incision did in black figure. He feels that after the
experimentation of the first generation of red figure artists the
technique is simplified, and the use of colour and patterning on clothing
dies out as part of this general simplification.

Most recently, in 1992, Robertson describes black figure as
essentially decorative, and notes that the reversal of colour in red figure
maintained a decorative effect while it created new possibilities for
realism. He points out that red figure uses much less added colour than
black, and suggests that the change in techniques occurred to keep up

with the increasing naturalism in other art forms. He considers Psiax

"Richter 1946 p. 37.
*Bothmer 1965 p. 205.
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and the Andokides Painter to reflect black figure influence in their use
of added colour, as well as In Psiax's unusual use of incision. Changes
in early red figure are visibleé on bilingual eye cups and include more
use of relief line, the use of dilute slip for anatomy and other detail, as
well as a brown wash, whereas the use of relief line was very restricted
in black figure.
The Andokides Painter
Initially the Andokides Painter was called Andokides, without the more
cautious modifier being added. In 1896 Norton reattributes a vase that
had originally been attributed to this artist based on the signature of
Andokides, taking the style of the decoration into account as well. This
brings up the point that it is dangerous to work from signature alone
without taking style into account. He suggests that the black figure and
red figure sides of certain vases could have been executed by different
people, on the grounds that the drawing on the black figure sides reveals
inéccuracy in anatomical details as well as differences in the depiction of
drapery. He suggests that some of unsigned vases could have beén
produced under the supervision of Andokides, thus accounting for both
differences and similarities to the signed vases. He discusses the origins
of the technique of red figure, but without any suggestion that the
Andokides Painter might have been responsible for its initial
appearance. The use of red paint on early red figure vases is
interpreted as demonstrating "how the Greek potters did not at first
grasp the full force of their new invention, and so often painted details
of their work in the way they had been used to paint them on black -
figured vases."’

In 1918 Beazley combines earlier lists of signed vases and those in

the style of Andokides under the name of the Andokides Painter, and

*Norton 1896 pp. 11 - 12.
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describes him as "one of the first to use the red - figure technique."'
Langlotz appears to have been the first to make the connection between
the decoration of the Siphnian Treasury at Delphi and the appearance of
red figure, and in his book published in 1920 he conducts a detailed
comparison of the sculptures with vases, particularly those of Andokides
and the Andokides Painter. The similarities he finds in depictions of
drapery, the heavy proportions of the bodies, the poses and certain
details of the depiction of anatomy establish the chronological
congruence between these sculptures and early red figure vases,
especially those of the Andokides Painter.

In 1923 Pfuhl suggests that red figure might have been founded in
the workshop of Andokides, and that in any case his vases are the

earliest red figure ones we have."

The bilinguals are part of this in
their combination of old and new techniques. He also differentiates
between the Andokides Painter and the Menon Painter, whom Richter
will show to be one artist with Psiax, but describes the latter's vases as
being barely later than those of the Andokides Painter.'

Beazley, in 1951, suggests that the Andokides Painter is a strong
possibility for the inventor of red figure, although the identity of this
figure is uncertain. He describes the artist as a student of Exekias and
points out that he never progresses far enough with the new technique
of vase decoration to exploit its maximum possibilities; this is left to the
Pioneers instead.”

Finally, in 1961, Marwitz catalogues the black figure elements in
the Andokides Painter's early red figure works. These include such

details as treatment of hair, eyes, helmets and armour, as well as the

ornamentation of garments, and he suggests that these were brought in

'"Beazley 1918 p. 3.
'Pyuhl 1923 p. 286.
12Pfuhl 1923 p. 287.
BBeazley 1951 pp. 75 - 76.




from the technique the artist learned as a student, and indicate innate
caution on the part of the artist. Marwitz also discusses some
differences between the way depictions of the same subject are handled
in the two different techniques on one of the artist's bilinguals, Munich
2301. He concludes that both sides of the vase show elements translated
from the opposite technique. He points out that as a pupil of Exekias,
the Andokides Painter must have had black figure skills, and must have
done some work in black figure since it is unlikely that his earliest work
was in the new technique of vase decoration. In the same year,
Schauenberg points out that certain elements in the Andokides Painter's
work indicate that he must have been taught by a black figure artist; for
example, he is the first and last artist in red figure to depict a bearded
Gorgoneion on the shield of Athena. He also discusses some of the
elements in the Andokides/Lysippides Painter question, including
subsidiary decoration, thematic preferences, composition, and the use of
landscape elements.

Boardman describes the Andokides Painter as the first artist to

use red figure "regularly"14

in 1974, and says that he is responsible for
the decoration of the black figure sides of the bilinguals as well as the
red. "Many details and patterns are borrowed straight from black

. 15
figure"

in the earliest red figure, and since the Andokides Painter
seems to have been at least among the first red figure vase painters, he
must have also painted black figure. In 1975 he goes further in
characterising this artist, saying that his "earliest red figure...is so very
much a negative of black figure that he must have been a black figure
painter by training."16 He points out that the Andokides Painter's vases

still have their subsidiary decoration in black figure, and other elements

““Boardman 1974 p. 103.
"*Boardman 1974 p. 105.
'*Boardman 1975a p. 15.
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which indicate the influence of this technique include the plentiful
patterning of garments, the use of added red, plus the incision the artist
uses to outline black areas of hair.

Finally, in 1978, Cohen provides the first detailed examination of
the problem of the Andokides and Lysippides Painters. Considering
factors such as the presence and absence of inscriptions, and differences
in compositional and other details, she demonstrates the existence of two
different artists decorating the bilinguals, one working in black figure,
the other in red. By tracing the appearances of specific details like the
representation of calf spirals or the way one artist depicts the anatomical
detail of a knee, she finds evidence of very close collaboration between
the two artists, with definite indications of cross influence in changing
details such as these.

Her study of the vases of the Andokides Painter reveals that he
was not trained in black figure, and neither is there any one black figure
artist of whom he was a student, whereas the Lysippides Painter is
related in many ways to Exekias. Of the red figure artist, she says,
"...his earliest vases are further from black figure than later works. He
began his career in vase decoration employing a technique of his own
invention.""” Based on the examination of more details she determines
that his earliest vases are strictly red figure, and the bilinguals come
later. A greater awareness of black figure generally is apparent at the
end of his early period, marking the start of when the bilinguals appear,
as a result of his close work with the Lysippides Painter. Cohen does
mention the Andokides Painter's use of patterning; she points out that
the gridded garments which appear on some of the ependytai worn by
Athena are related to black figure, and that this type of patterning does

not appear often on the artist's early vases.

"Cohen 1978 p. 106.
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Most recently, in 1992, Robertson points out that the artist must
have been trained in black figure unless he came to vase decoration
from another art form such as sculpture, but finds this unlikely. He
characterises the Andokides Painter's work thus: "His drawing shows a
progression from a very hesitant manner to a much more assured one,
without ever moving away from the decorative ideas of black figure or
seeming to realise the potential of the new technique.""®
Psiax

In 1895 Hoppin attributes a third vase to Psiax, after alabastra at
Karlsruhe and Odessa, both of which were also signed by Hilinos as
poietes. Based on this vase, he dates Psiax to the same time as early
Epiktetos. At this period Psiax is thought to be working some time
after red figure appears, perhaps 20 years afterwards. In 1905 Bates
introduces a red figure amphora by a new painter, Meno, whose
signature is incised on the vase as poietes. He points out some
indications that Meno was trained in black figure, including his use of
incision for .hair contours, the incised details in his border palmettes,
and his extensive use of added red and white paint. He suggests that this
artist is a contemporary but not a pupil of 'Andocides’, now known as
the Andokides Painter.

In 1929 Smith attributes more vases to this artist as well as
conducting a general discussion of his other vases. He considers 'the
Menon Painter' to have initially been a black figure artist: "...this
accomplished master of delicate relief - line was probably bred to the
older technique, survivals of which are nowhere more abundant and
remarkable than in his red - figured work.""> He points out a number

of aspects of the artist's work which are near black figure, including his

use of incision to delineate hair contour and other odd details such as

'®Robertson 1992 p. 10.
>Smith 1929 p. 5.




spear heads, his plentiful use of added colour, and his use of the

pyramidal triple dot pattern on one vase, which he describes as "...a
commonplace of black figured...."20

In 1931 Beazley asserts his opinion that the Menon Painter was
"one of the first to use red - figure"21 and also that Psiax and the
Menon Painter are very much alike. In 1934 Richter demonstrated that
they were the same artist; opposition to this idea was slight and the
identification was generally accepted. In 1946 she points out that Psiax
seems to take a particular joy in experimenting with different techniques
and added colour in his vases.

In 1963 Beazley classes Psiax with the Andokides Painter in the
category of the earliest red figure pot painters, and suggests that he may
have been a pupil of the Amasis Painter, as well as being related to the
Antimenes Painter, who is a strictly black figure artist. In 1974
Boardman describes his black figure as being "much affected by red
figure",22 and in 1975 describes his work in the two techniques as being
"closely matched".” He considers Psiax to have started work in the
520's BC after red figure became less experimental in nature, and
describes him as "showing figure contour through dress with less
emphasis on colour or pattern".**

In 1978 Cohen determines that Psiax is the artist responsible for
the white ground picture on the lip of an amphora in New York which
she considers to be the earliest red figure vase in existence. Although
he seems to have just been starting out in vase painting at this time, his

decoration on this part of the vase indicates that he was working at the

start of red figure, although not necessarily in the new technique until

*%Smith 1929 p. 15.
*'Beazley 1931 p. 120.
’Boardman 1974 p. 106
ZBoardman 1975a p- 17.
*Boardman 1975a p. 17.
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later on. He uses incision plentifully even in his late black figure, and
outside of his vases white is uncommon in red figure; this particular
characteristic may reflect a link with black figure. She concludes that
Psiax was part of the same workshop as Andokides, the Andokides
Painter, and .the Lysippides painter.

In 1979 Mertens attributes several more vases to the artist and

"

describes him as "...mediating between the last pure black - figure
generation and the first generation of red - figure masters."”  She
considers him to be a "thoroughly, even paradigmatically, bilingual

artist..."*

and points out that he uses motifs differently on his small and
large black figure vases as well as on his red figure ones. "Although
Psiax uses certain motifs throughout his oeuvre, the character of his
ormament in black - figure and red - figure may be differentiated; it is
characterized, in part, by his layering of patternworks on the one hand
and by his composition of floral elements on the other."”

In 1991 Williams suggests that Psiax was another viable possible
candidate, in addition to the Andokides Painter, for the origination of
red figure, and points out that he appears to be the first artist to show
interest in varying poses of figures. In 1992 Robertson describes Psiax
as more experimental than the Andokides Painter, and points out that he
depicts some complex foreshortened poses, which might be a result of
Pioneer influence on his work, or in which he could conceivably be the
innovator. Robertson describes Psiax's work as continuing to show
black figure influence after its earliest phases, with elements like use of
added colour and his experimentation with incision in red figure.

Oltos
In 1918 Beazley described Oltos as a pupil of the Andokides

®Mertens 1979 p. 22.
*Mertens 1979 p. 22.
“Mertens 1979 p. 26.




Painter, but said that Oltos was comfortable using the relief line, where

1"

the Andokides Painter is very cautious with them, "...and so his work

beside his pupil's looks a little soft and nerveless."*®

In 1943 Bruhn produces the first comprehensive study of Oltos'
vases. She considers that his treatment of drapery is one element which
he has learned from the Andokides Painter, while his representations of
embroidered fabrics with ornate patterning come from Exekias and the
Amasis Painter by means of the red figure artist, along with some other
details of his work. On the subject of draperies in general she says,
"The ornamented draperies, which actually bear some relation to the
decorative character of the black figure style, is by no means common
in the red figure style, in which ornamentation of this type plays an

g 29
insignificant role."

She also points out that garment patterning is
"superfluous in the red - figure style"30 and that it is used by only a few
red figure artists. She describes his composition as retaining symmetry
even on his developed vases, with groups placed symmetrically around a
central one, and considérs his tondos to be generally unimaginative and
repetitive.

One role Oltos' vases play, which appears to be generally agreed
upon, is that of a link between very early red figure and the more
developed work of the Pioneers.”'

Cohen's 1978 examination of the artist's bilingual vases produces
the result that his earliest work is a bilingual eye cup, and that on this
vase Oltos is as uncertain at black figure as he is at red; he does not

seem to have started in black figure first before red. She characterizes

him as a red figure artist "who was called upon to do bilingual work."””

*Beazley 1918 p. 8.

®Bruhn 1943 p. 20.

*Bruhn 1943 p. 100.

*'Bruhn 1943 p. 10; Robertson 1963 p. 116; Boardman 1975a p. 57.
“Cohen 1978 p. 328.
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She points out that he uses less added white in both techniques on his
later vases as compared with his early ones, and that he continues to use
red for "slender shafts of all types well into his middle period."* One
aspect of Oltos' continuing use of colour is particularly old fashioned,
his colouring of alternate folds red and black. "Oltos always clearly
separates his black - figure from his red - this traditionalism in black -
figure is what sets Oltos apart from every other major bilingual vase -
painter."*

Epiktetos

In 1891 Hartwig mentions the use of dilute slip for musculature as
one indicator of the new style of vase painting, and describes it as rather
tentative in the vases of Epiktetos. Kraiker 1929 attributes some
bilinguals to an artist who was previously thought to have worked only
in red figure, and sees a black figure principle of composition in some
of Epiktetos’ early vases, but after these he depicts the interiors of his
cups in the new manner, with plasticity, modelling, and more space
around the figures. His vases show a progession in understanding of the
shape of the body beneath drapery as well as a development of proper
composition for a circle. The development of the depiction of
movement is an important part of Epiktetos' vase painting, and Kraiker
considers his work to fit perfectly into its period as a forerunner of the
Pioneers.

In 1978 Cohen examines Epiktetos' bilinguals and points out that
he treats his drapery differently in the two techniques, edging garments
with a red line in black figure and a double line in red figure. Another
difference between the two techniques is that on his black figures in cup

tondos he tends to include incised leg muscles, and this added detail does

not appear on the red figures on the outside of his cups. She also

*Cohen 1978 p. 339.
*Cohen 1978 p. 367.
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suggests that this artist invented the motif of the nude male figure,
squatting, who is depicted frontally, because his representations of it are
the earliest preserved; she sees this as an initial movement in the
development of increased interest in depicting the human body, and
very different from the simpler figures that are much more usual
between the eyes of a cup. He has left behind the traditional alternate
red folds of black figure and leaves his drapery in this technique all one
colour.

This review of literature on pottery reveals exactly how scanty
discussion of the development of the earliest red figure pottery has
been. Although added colour and garment patterning are the elements
most often cited in regard to the change in technique, the nature of how
they change has never been examined. It has been generally recognized
that patterning and colour are used less in red figure than in black, and
also that they are used more in early red figure than later. Most
discussion, however, has been in the study of specific aspects of the
work of one arﬁst, namely the Andokides Painter, without much
reference to the work of other artists and how the changes begun with
the Andokides Painter continue in their work. The aim of this
dissertation is to start filling in the gaps in our picture of the

development of early red figure.
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Chapter 2:
Development of garment patterning and added colour
in Attic black figure pottery

The earliest Attic black figure

The boundary between very late Protoattic vases and true Attic black
figure is extremely blurred due to the gradual evolution of the one into
the other. Several vases, however, mainly attributed to one artist, are
generally accepted to be very early Attic black figure.! The neck
amphora by the Nessos Painter, from which he takes his name, has both
Herakles on the neck and the Gorgons on the body clad in short chitons.?
(Fig. 1) Those of the Gorgons are painted red without any other added
ornament; that of Herakles is a plain black. Other vases and fragments
by the same artist show no indications of garment patterning yet either.’
(Fig. 2 and 3)

The artist is still using animals frequently on his vases, which hampers
the investigation. The amount of filling ornament which is still in use is
worth noting; the Nessos Painter seems to be using pattern, but has not
yet applied it to garments.

Other artists of the same earliest period, such as the Chimaera
Painter, also depict animals very frequently, but they do not seem to
have begun using garment patterning yet either.* (Figs. 4,5, 6)

The Gorgon Painter

It is only with the next generation of artists, especially the

Gorgon Painter and Sophilos, that garment patterning begins to appear.’

The Gorgon Painter especially is still using animals on his vases, but

In this discussion I follow groups of black figure artists as set out by Boardman 1974, who in turn
has largely followed Beazley 1951 and ABV.

’for the Nessos Painter, see ABV 3 -7, Paa. 1 - 5, and Add. [ 1 - 2; Athens, National Museum 1002,
Paa. 2, 6; fig. 1.

Leipzig, ABV 5, 3; fig. 2; Berlin 1682, ABV 5, 4, fig. 3.

*Animals: Aegina 565, ABV 3, 1, fig. 4; London, A1531, ABV 3, 2; fig. 5. Garments without
patterns: Athens 16383 ABV 7, 7g; fig. 6.

*For the Gorgon Painter, see ABV 8 - 10, Paa. 67, and Add. I 2 - 3.




sometimes now these are subsidiary decoration rather than being the
main focus of the vase. His well known dinos, from which he takes his
name, has Perseus and the Gorgons on its broadest band of decoration at
the top of the bowl, with a series of three much narrower animal bands
around the vase’s base.’

The garment decoration on the band with Gorgons on this vase is
quite varied, especially considering the total absence of this type of
detail on vases of the previous generation. The appearance of
decoration at hemlines, around armholes, and at the shoulder is
particularly striking. (Fig. 7) On the preceding vases examined this
was confined to a set of double, triple, or quadruple lines, while
decoration across the shoulder of a garment was nonexistent. We may
interpret these multiple lines as indicating some kind of band or trim
decoration, but of an unelaborated nature.

With the appearance of this vase by the Gorgon Painter, it
becomes apparent that the artist is now sometimes elaborating these
details. He uses two patterns particularly often for the trimming of his
garments, a crenellated line and a wavy one structured the same way.
Sometimes it is difficult to differentiate between the two, and sometimes
both are combined in the hem trim of a single garment. On the dinos,
the artist se;ems to particularly favour these bands of decoration on his
chitoniskoi, but they also appear twice on longer garments.

In addition to this newly elaborated trim decoration, the Gorgon
Painter also adds bands of decoration in other positions. On the skirt of
the figure who walks before Hermes, for example, a vertical spiral band
is visible below where the mantle stops. The chitoniskos bodice of the
collapsing, headless Medusa has a vertical central band of crenellation

extending down to the waistline of the garment. The central Gorgon of

Louvre E874, ABV 8, 1; fig. 7.




the three has a similar band, and the one closest to the fleeing Perseus
has the same and with a spiral motif in it instead. This vase, therefore,
shows that patterning of garments does appear in the second generation
of vase painters in Athens. It seems, however, that little variety in
motifs is as yet available, and the Gorgon Painter does not seem to have
developed the concept of overall decoration on a garment yet; instead,
he uses only bands of it.

An important aspect of other vase paintings of this period is that
garment decoration has not yet become the rule. Various vases exist on
which the multiple lines mentioned previously are still in use.’ (Figs. 8,
9, 10) It is difficult to say whether most or all of these had some form
of decoration in colour, whether it was an overall coat of red or white,
or just motifs in these colours.

Sophilos

Sophilos is classified as the last artist in the period under
discussion.® His garments, or at least some of them, are unusual in more
than one way. The first unusual aspect of these is that, at least for some
of his garments of women, he introduces overall decoration. On his
dinos with the wedding of Peleus and Thetis, for example, the peploi of
the women are decorated in heavy horizontal lines of patterns, at least
where they are visible below the heavy black mantles.’ (Fig. 11) This
is the first time we have seen decoration over the whole area of a
garment instead of just stripes. Also unusual are the motifs he puts into
these bands. These are not only the geometric motifs so popular later
on, but also organic ones like rows of animals, such as sphinxes,

panthers and lions."’ The third unusual aspect is the way Sophilos uses

"Paris Louvre CA 823, ABV 12, 23; fig. 8; Athens Nat. Mus. 16285, ABV 19, 3; fig. 9; Athens,
Nat. Mus. 1109, ABV 31, 7; fig. 10.

8Boardman 1974 p- 19; on Sophilos, see ABV 37 - 42, Para. 18 - 19, and Add. II 10 - 11.
S'London, British Museum 1971.11 - 1.1, Para. 19, 16bis; fig. 11.

'°Beazley 1986 p. 17.
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added colour for these garments; they are white, with the patterns
painted on in red.!" A fragment of another dinos has the peploi handled
in exactly the same manner, so this is not the only example by
Sophilos.12 (Fig. 12)

The appearance of overall decoration and the unusual use of
added colour are simply explained. Sophilos may have been
experimenting, or, perhaps more likely, he might have been trying to
make this vase an extra special one. The great size of dinos and stand
correlates with the latter explanation; it must have been an expensive
and valuable item. The use of the animals as motifs to decorate whole
garments may be part of the above explanation, but in addition Sophilos
does still use only animals to decorate other vases. I am inclined to
believe that the use of animals to decorate garments is very rare on later
vases because their use declines dramatically with the next generation of
vase painters; with this final decrease animal motifs rarely stand on their
own, and are unlikely to be conceived of as suitable to frieze decoration
on vases, let alone on garments.

Whatever the correct explanation for these unusual features may
be, their most important feature for this discussion is that although
Sophilos decorates women’s garments in this manner on more than one
vase, this type of decoration is atypical of what follows it."”> Therefore,
although Sophilos seems to be the first artist to introduce this overall
patterning, it is only with the artists who follow him that garment
decoration takes on the form in which it will continue up to and beyond
the appearance of red figure.

The C Painter

""Boardman 1974 p. 19.
"?Athens Akropolis 587, ABV 39, 15; fig. 12.

“One red figure example, by the Andokides Painter, is known to me: Orvieto, Faina 64, ARV2 3,5,
fig. 80.
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In terms of relative chronology, the C Painter is thought to begin
work slightly before Kleitias, near the end of the career of Sophilos.'*
It is with these two, Kleitias and the C Painter, that the elaborate modes
of garment decoration so familiar from later vases first appear. The C
Painter’s tripod pyxis in the Louvre appears to be quite an early
example of gridded garme:nts.15 (Fig. 13) Several aspects of the garment
decoration on this vase are worthy of note.

To begin with, one obvious aspect of these grids by the C Painter
is their size. They are considerably larger than the grids which appear
slightly later in our next group of vase painters. Another difference
between this vase and later usage is the garments on which the C Painter
places the grids. On this vase they appear on mantles more frequently
than chitons or peploi, and for this use the artist covers the whole fall of
the mantle with them. This is a very different usage from that which
most artists settle into later, where the grid is used on chiton or peplos
(most often the peplos, for the garments of women), decorating the skirt
or bodice or both, while the mantle is usually done with alternating red
and black stripes. This later habit must be due to increasing complexity
of folds, which is especially the case on mantles as opposed to the
garments beneath. Since grids are not compatible with folds something
different is adopted for the decoration of mantles; and the alternation of
red and black emphasizes the existence of the folds on the garment.

On this vase, the C Painter has used grids only to decorate the
garments of women. Apparently this method of decoration was used
mainly for women from the time of its initial appearance. This
restriction of usage could be a reflection of actual practice, if the

garments of women were more heavily ornamented with embroidered

"*On the C Painter, see ABV 51 - 60, Para. 23 - 25, and Add. II 13 - 16; Boardman 1974 p. 243; his
chronological chart shows relative starting points for the painters.
paris Louvre Ca 616, ABV 58, 122; fig. 13.
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or woven motifs than those of men. This seems quite likely to be the
case but is difficult to verify because hard physical evidence is not a
common occurrence; fabric is fragile and rarely survives to be
discovered by the archaeologist.

The C Painter uses only one motif in his gridded garments, a
cross with V’s between the arms which is set diagonally. This alternates
with blank black squares, a habit which persists in the vase painting of
the Amasis Painter at least occasionally. This alternation of motif and
black not only reduces the amount of incision required, but also helps
balance the garment and keep the surface from becoming too elaborate.

In addition to his grids, on this vase the C Painter also uses
vertical central stripes on several garments. Two of these are filled
with a fine diagonal grid, which is too delicate to admit motifs within
the squares. Another is filled with a double interlocking zig zag
pattern. A fourth is filled with the same cross with v’s alternating with
a dotted incised band and black spaces. The final vertical stripe is
especially interesting because it occurs on a garment which is also
decorated with a grid. The stripe, which contains the interlocking zig
zag, interrupts the grid rather than being superimposed on it; this
combination is an unusual one.

Another unusual use of patterning on this vase is visible on the
mantles of several figures. The C Painter has added strips of patterns
where otherwise red might have been used. On the leg of the vase with
the married couple in the chariot, for example, the woman facing the
chariot and closest to it has a stripe filled with a diagonal grid over her
front arm. Similar stripes are visible in the scene of the birth of
Athena. These cannot represent folds, because there are no waves or

ripples visible in the hem trim band of these mantles. This vase
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precedes the development of folds and elaborate drapery, and the C
Painter is using patterns as an alternative to stripes of added colour.

This vase represents another step in the development of the use of
pattern by Attic black figure artists. It has a lavish use of trim bands
for hems and edges, which appeared previously in vase painting. Now
it also has grids, both in stripes and applied overall: the two appear to
have come into use simultaneously. The grids, however, have not
settled into the size and usage which will become typical. There is also
experimental use of pattern by the artist in decorative stripes on
mantles, a use of pattern which does not seem to continue. With the
next vase to be examined, the application of patterns in the way that will
become standard is to be seen.
Kleitias

On the Frangois Vase, Kleitias continues to use the elaborate hem
trim bands which we have seen before.'® (Fig. 14) This artist tends to
make them especially elaborate along mantle edges; this is particularly
visible on the youths in the scene of the Athenians, rescued from the
Minotaur, arriving from Crete. On these figures the bands are
particularly wide and Kleitias fills them with zig zags and interlocking
meanders. The girls in the procession all wear peploi, and these are
decorated either with overall grids with motifs such as the dotted cross
in them, or with a broad stripe which is usually visible on the bodice as
well as the skirt of the garment. Interestingly, these stripes are not
filled with grids, but usually blocked into a single line of squares filled
with alternating motifs such as the dotted cross and the single meander.

A few other methods of decoration in addition to the strips and
grid are visible on this vase. One of the Athenian maidens has her

bodice and skirt decorated with broad stripes, matched with each other

150n Kleitias see ABV 76 - 79, Para. 29 - 30, Add. I 21 - 22. Florence Museum 4209, ABV 76, 1,
fig. 14.
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over the two parts of the garment, which probably alternating being
painted red and left black. In the band depicting the wedding of Peleus
and Thetis, one of the Muses, named as Ourania, who stands in the
middle of the trio immediately behind Dionysos, has a very broad area
of both bodice and skirt marked off by double lines into spaces which
seem by the photographs to have traces of red paint.'” Dionysos, on the
same band of the vase, who carries an amphora and turns full face to the
viewer, is a male figure wearing a gridded chiton with a white painted
mantle over it."® This is an exceptional instance of a gridded full length
garment on a male figure. Indeed, grids do sometimes appear on
chitonisko - skirts worn by warriors, and in one exceptional instance
Exekias applies a grid to a mantle, reminiscent of the usage of the C
Painter except for its fineness.
Lydos

The group of vase painters following the C Painter and Kleitias is
where we pic.k up the examination of patterning, and indeed added
colour, in closer detail. For this discussion a total of 79 vases and
fragments attributed to Lydos were examined. (See table 1, pp. 356 ff.)
Of that number, 24 pieces had very little patterning due to the small size
of the fragments or the area covered by them. These have been omitted
from the discussion that follows because of their small size and lack of
patterning, and have been placed in a category of their own at the end of
the table for Lydos. It is important to note, however, that other pieces
that lack patterning but of which the fragments constitute a substantial
area have been included, because in his case the absence of patterning
over the main area of decoration is more certain. In ABV Beazley

attributed 85 vases to Lydos in his main list, with three more in his

""Beazley 1986 pl. 24. 3; fig. 14.
'®Beazley 1986 pl. 24.2; fig. 14
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addenda, and a further 14 in Paralipomena..19 This total of 102 was
reduced when two fragments of plates were shown by Callipolitis -
Feytmans to belong to the same vase.*® My total represents a significant
proportion of the total of 101 Beazley attributions plus any later
additions, and should be an adequate sample.

On these vases Lydos uses a total of 22 different motifs (see
appendix 1 p. 322). These can be divided into two categories, those
which he prefers for decoration in bands, at hems and necks for
example, and those which are applied overall to the whole area of a
bodice or skirt, or at least for a broad stripe rather than for a relatively
narrow band. There are four motifs which are used for both purposes.
These include the square, the meander, and a plain fine grid, all of
which are divided more or less equally between the two applications.
The fourth motif, the ring, is used mainly for trims with just one
exception.

The reason I chose to divide the motifs used by Lydos into these
two categories was that some variation in the types of motifs used for
the different places was apparent. Like the other black figure artists
whose work I examined, Lydos does have favourite motifs in each
category. For the overall decoration of garments, the artist’s
overwhelming favourite is the dot rosette, which he uses about twice as
often as his second choices, red dots and the cross with V’s, and four
times as often as the scales. For his garment trims, the herringbone
design (which consists of V’s lying on their side facing either left or
right) appears twice as often as fine white dots and vertical zig zags.
These single lines of white dots are most often used to frame a band of

another motif. The herringbone appears about three times as often as

ABV pp. 107 - 113, 684; Par. pp. 43 - 46; Add. Il 29 - 32.

*The two fragments from the same plate are ABV 112, 53 and 112, 57; Callipolitis - Feytmans 1974
p- 118 and pl. 24.22.




the following motifs, the incised dots, guilloche, and the interlocking
V’s.

These proportions indicate an interesting split in Lydos’ use of
motifs, between incised motifs and those executed in added colour. In
terms of the number of garments on which each different motif is used,
the band herringbone motif is used most often, followed by the overall
dot rosette and the band motif of fine white dots. So although the motif
Lydos uses most often is an incised one, the next two are dependent on
added colour. The rest of these motifs, with the exception of the red
dot, are all incised. In overall terms, therefore, Lydos appears to prefer
incised motifs to those which involve added colour. He uses a much
greater variety of incised motifs and these are also more important in
terms of overall numbers.

Although Lydos’ overall preference for incised motifs may seem
rather out of place compared to some other black figure artists such as
the Amasis Painter, another factor which must be taken into account
offsets this. Lydos uses a very great deal of added colour, especialiy on
his garments. This must be linked to the greater variety and number of
trim motifs he uses compared to his overall motifs. He regularly paints
whole garments red, and occasionally white as well. The Amasis
Painter also does this regularly, but more often with chitoniskoi rather
than the full length garments, thereby lessening the areas of added
colour. |

Lydos, on the other hand, most often paints full length garments
red; he is obviously not concerned with moderating the sizes of these
areas of added colour. The artist does female garments as well as those

1

of men in this manner.! (Fig. 15) He also decorates whole mantles

with added red, especially those that are wrapped diagonally.” (Fig. 16)

*'Garments of several maenads, New York 31.11.11, column krater, ABV 108, 5; fig. 15.
2 Athens, Kerameikos 1909, plate, ABV 112, 55; fig. 16.
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Both of these uses of added colour are different from the Amasis
Painter’s typical use on smaller garments. Lydos also decorates
chitoniskoi in this way,” which is more typical of what follows. (Fig.
26) In fact, despite the Amasis Painter’s extensive use of added colour,
in this respect it is a lesser element in his vase painting that in that of
Lydos.

Lydos’ extensive use of added colour to decorate whole garments
precludes the addition of any other patterning. Black figure artists
simply do not use overall patterning on garments which have been
painted wholly red or white. The exception to the rule is the fine, wavy
vertical lines which appear on several white garments attributed to
Lydos,** but these are almost certainly intended to be indicative of
texture instead of patterning. (Figs. 17,18) On a garment which is
painted completely red or white, neck and hem trim bands are the only
options for patterning left to the artist. This is one explanation for the
great prominence of this kind of patterning on the vases of Lydos.

In fact, his unusual habit of painting loﬁg garments and mantles
completely red may be Corinthianizing, along with his regular use of
scales over relatively large garment areas. Group E also uses scales to
decorate garments, more often than any of the other black figure artists
whose work I examined, even more often than Lydos. (See pp. 123 -
127 following.) This may also be due to Corinthian influence, since
they are thought to begin work about the same time as Lydos, but this
influence is less apparent in their work than in that of Lydos, and there
are other considerations in the work of Group E to take into account.

Payne originally defined several groups of vases as being Attic

5

imitations of Corinthian vase painting.”> These include the group of

PHarvard 1959.127, plate, ABV 112, 54; fig. 26; New York 31.11.11, ABV 108, 5; fig. 15,
Hephaistos on horseback.

* Athens AP 2087, plate, ABV 112, 53; fig. 17; Athens 507, plate, ABV 112, 56; 18.
*Payne 1931 pp. 189 ff.
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vases in the Polos style (first defined by Beazley), the Deianeira Group,
which appears to be all by one artist, and another group of various
shapes which he considers to be by the Gorgon Painter and very likely
by the same artist as the Deianeira Group. Payne groups a number of
his vases into his Comast Group, of which Corinthian - shaped cups
form the central part, but which also includes kotylai of Corinthian
shape, tripod - kothons, column kraters, and bowls. He sees more than
one hand decorating these vases, but is certain that all are Attic. He
places three vases together to form another unimportant imitatory
group and four vases all of different shapes to the Group of the Dresden
Lekanis. In addition to all these groups of Attic imitations of
Corinthian pottery, he finds several other regional imitations, including
Boeotian,”® Peloponnesian,”” Cretan,”® Sicilian,”” Etruscan,”® and
Apulian.®®  All these are much fewer in number than the Athenian
imitations. Payne dates the Attic imitations for the most part in the first
quarter of the sixth century BC.

Following Payne’s general delineation of groups of Attic vases
reflecting a great deal of Corinthian influence, Kleinbauer goes further
in defining the nature of the ideas exchanged. He focuses particularly
on Attic vases of the second quarter of the sixth century BC, with
special emphasis on Lydos and his group, and finds exchange in vase
shape, technique, themes, figure types and style, and also subsidiary
ornament, in short every major aspect of pottery and its decoration.
Kleinbauer also argues intensely for ending the use of hyphenated
terms, describing vases as Attico - Corinthian for example, and I have

avoided the use of these terms because of their imprecise and confusing

%Payne 1931 pp. 202 - 204.
“Payne 1931 pp. 204 - 205.
*Payne 1931 p. 205.
*Payne 1931 p. 205.
Payne 1931 p. 206 - 208.
3'Payne 1931 p. 209.
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nature. The exchange, incidentally, does work in both directions, with
Attic elements on Corinthian vases as well as vice versa, but here I am
concerned only with the Corinthian influence on Athenian artists, and
specifically Lydos.

Kleinbauer determined a number of specific indications of
Corinthian influence in the vase painting of Lydos. Dot rosettes, for
example, appear on some of his earliest vases, but go out of use later.*
Some of the animals of Lydos and his companions also show Corinthian
influence; specifically, cockerels include elements such as the application
of red and white paint for the feathers, indented wing coverts, and
fringed hackles.®® The depictions of this bird by the group also tends to
reveal “heraldic bearing”, also Corinthian.>*

Other, more general examples of Corinthian influence in
Athenian vase painting include the adoption of certain themes. The
warrior arming scene, with one warrior putting on a greave, is shown
by Kleinbauer to have appeared first in Corinthian vase painting and to
have been taken up by Athenian artists after falling out of favour with
vase painters in the other city.”> Another Corinthian theme is the
frontal chariot; Beazley suggested its origins to be in that city, and
points out that it nevertheless appears on Attic vases very early, with the
Gorgon Painter.*

Corinthian influence upon Lydan vases also extends to garments.
Kleinbauer finds that attempts to show folds on garments, by means of
wavy vertical lines, appear first in Corinthian pottery. The earliest
Athenian example, the Francois Vase, appears after several Corinthian

depictions.”” Following on from the Francois Vase, both Lydos and the

3Munich 1681, ABV 108, 12.

*Kleinbauer 1964 p. 364; Louvre E810, ABV 121, 14; Painter of Vatican 309.
*Kleinbauer 1964 p. 364.

**Kleinbauer 1964 pp. 364 - 365.

*Beazley 1951 p. 43.

¥Kleinbauer 1964 pp. 366 - 367.
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Amasis Painter depict folds in this manner; I found six examples on
vases by Lydos and 11 on those by the Amasis Painter. (See appendices
1 and 5.)

With this precedent for Corinthian influence on garment
depiction by Athenian artists, I would like to suggest that some of the
unusual aspects of Lydos’ garments may also be a result of Corinthian
influence. The first of these is his unusual application of scales to whole
garments. Other artists (such as Group E) also use scales to decorate
garments other than Athena’s aegis, but very rarely over both bodice
and full length skirt. Lydos is exceptional in this respect.

Scales are applied as decoration over fairly large areas of
Corinthian vases quite regularly, if not often, by the late
Protocorinthian period.® These appear to be sometimes painted
alternately red and black and also sometimes enlivened with a dot of
added white.”® (Fig. 19) Most often this motif appears to be applied
over the lower neck and shoulders of a vase. Although late
Protocorinthian is the period by which the motif has become quite
usual, it is still fairly common for some time after that. There are a
number of examples in Middle Corinthian. (In fact, Amyx has named a
group after their almost constant use of the pattern, the Scale - Pattern
Group.) An examination of Amyx’s catalogue of Late Corinthian vases
seems to indicate that at this period the pattern was rarely applied to
vases in this manner, if at all.

What we do have from later periods, however, are several pieces
on which the artists have patterned white garments with this motif. The
first of these, and the most complete, is a column krater in the Louvre.*

(Fig. 20) One side of this vase depicts a banqueting scene, with pale

®Amyx 1988b p. 370.

Examples: Berlin F1136 Amyx 1988c pl. 21.1a-c; Berkeley 8/3F4 , Amyx 1988¢ pl. 61.1; Basel
Market, fig. 19.

“Louvre E29, fig. 20; Payne 1931 pl. 34.3-4



skinned women reclining on the same couches as the dark skinned men.
A number of the reclining women, at least three of them, wear mantles
decorated with patterns of scales. Two of the three have black mantles
with the scales incised; a third wears a reserved one on which the scales
are executed in slip. In addition to these garments, at least two of the
couches are also decorated with scales, one black with incised
patterning, the other reserved with scales in slip. This vase is placed in
the Middle Corinthian period by Payne.*’ The other two examples of
this kind of patterning on garments extend over just a few small
fragments. The first of these is in Basel.** (Fig. 21) The fragment is
from a krater showing Herakle}s and Nereus wrestling. The white chiton
worn by the penguin woman on the right is decorated partly with scales.
The vase was originally a red ground one and Amyx places it in Late
Corinthian 1.* |

The second of these examples are fragments from a much cruder
pyxis in Corinth.** (Fig. 22) The protomai of two women which
largely remaiﬁ show them to have been wearing reserved garments,
decorated with scales outlined in slip, with large, heavy, very black dots
on them. Amyx considers this vase to be Corinthian I1.%

In terms of absolute chronology, I follow Amyx, whose recent
dates are essentially a revised version of the sequence initially set out by
Payne. Based on this, scales have become a usual part of overall vase
decoration by late Protocorinthian, 650 - 630 BC; this implies that their
use in Corinthian pottery could have begun some time before this
period. They are still extremely popular by Middle Corinthian, 595/590
- 570 BC, and it is at this time that Athenian black figure artists are very

“'Payne 1931 p. 3!%.
“’Basel, Cahn 1173, fig. 21.
“Amyx 1988b p. 582 - 583.
“Corinth C-65-38, fig. 22.
“Amyx 1988b pp. 591 - 592.
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are very likely to have been influenced by it. It certainly appears as a
motif much earlier in Corinthian vase decoration than in Attic, and this
points to the origination of scales on Corinthian pottery and thence to
Athenian. Its great frequency in Corinthian pottery, even as an overall
motif, in the period when Attic vase painters were developing more
elaborate garment patterning, also points towards transference from
Corinthian pottery.

The most complete application of scales to garments on
Corinthian pottery, as well as other surfaces, belongs also the Middle
Corinthian Period. The more fragmentary examples are later, ca. 570 -
550 BC, and the third falls in the period of latest Corinthian vase
painting, after 550 BC. We can probably discard this latter as proof of
anything, since it comes after the Lydan examples. The first of these
does predate his work, though, and this also is suggestive of Corinthian
origins for using scales over whole garments as well as over large areas
of vases.

In absolute chronological terms, the first appearance of scales as
garment patterning on the vases of Lydos is on his early vases.** (Figs.
23 and 24) In absolute terms Lydos begins work ca. 560 BC,*” at about
the same time as the Amasis Painter and Group E. This is somewhat
later than the Middle Corinthian period, 595/590 - 570 BC, when scales
were so often applied to large areas of vases, as well as our first
examples of scales on garments, but not at so great a distance that the
influence from Corinthian pottery is impossible or even unlikely.
Lydos’ proximity to Corinthian vase painting also helps to explain his

frequent depiction of "penguin women".* In fact scales are also a

“Berlin 1685, amphora, ABV 109, 24, fig. 23, skirts and bodices of two women; Louvre F29,
amphora, ABV 109, 21, fig. 24, skirts of two women. See appendix for more details.
“Boardman 1974 p. 235

*®This distinctive description of women wrapped up in their mantles was originated by Beazley, 1951 p.
42.



prominent part of the garment patterning of Group E, perhaps partly
also as a result of Corinthian influence.

Another unusual aspect of Lydos’ vase decoration, which may also
be linked to Corinthian practice, is his habit of painting whole garments
red. Particularly unusual is his decoration of full length garments with
this colour; other vase painters such as the Amasis Painter will usually
paint short garments red, but much less often long ones.

In Corinthian pottery full length red garments seem to start
appearing in the Middle Corinthian period, just as scales are very
prominent at this time. A column krater by the Detroit Painter, for
example, includes wholly red mantles as well as full length garments.*
(Fig. 25) Other examples from the same period include a number of
vases by some of the various Frauenfest Painters.”® As with the scales,
this practice seems to have originated with Corinthian pottery, as part of
their general love for added colour, and Lydos has brought it into his
Attic work. |

Lydos’ unusual practices of decorating garments with scales and
painting full length garments red extend the recognized range of
Corinthian influence in his vase painting. Although the spirit of his
work is not Corinthian, it is permeated with Corinthian influence in
details, to a greater degree than Group E and the Amasis Painter, who
start work about the same time as Lydos.

There are a number of other features of Lydos’ work which seem
to reflect Corinthian influence and are rather old fashioned. One such is

his regular use of animal friezes on his vases, even on those which do

“New York 27.11.16, fig. 25.

*The Beziers Frauenfest Painter, Montpellier 127, Amyx 1988a p. 230, 2, Amyx 1988c pl. 98.2. The
Berlin Frauenfest Painter, Berlin F1151, Amyx 1988a p. 230, 21, Amyx 1988c pl. 99.1; the London
Frauenfest Painter, London 1927.7-15.2, Amyx 1988a p. 230, 2, Amyx 1988c pl. 99.2; London
1965.7 - 20.20, Amyx 1988a pl. 230, 1, illustration Amyx 1988c pl. 99.3.
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not appear to be particularly early.”!

In fact, a count of the subject
descriptions in ABV** and Paralipomena® reveals 19 vases with animal
bands, plus 8 cups with animals inside them. Some of those without
animals, many of them in fact, are fragmentary, so that not enough of
the vase is left to provide many indications of the subject matter.

In addition, the poses of his figures tend to be rather backward; a
plate depicting two winged figures,” for example, has them in a knielauf
pose, offset so that the onlooker can see two front and two back legs, a
second facial profile and the tip of another wing. (Fig. 26) This very
unrealistic pose is a rather schematic way of depicting speed, and

appears very early in Attic black figure.*

The artist’s penguin women
are also originally Corinthian, and once the artist paints Theseus with an
incised rosette on his bottom.*® Boardman describes Lydos as “rooted in
the tradition of Athenian black figure...His is especially, though, the
mood of the years before the mid - century....””” I hope this discussion
has given some ideé of the grounds for taking Lydos as an artist who 1s
not progressive, and indeed backward - looking in many ways. His
interest in decorating garments often only with bands of trim is only a
part of this larger phenomenon.

Although Lydos’ focus on trim decoration appears to be part of
his old fashioned habits, he certainly uses a greater variety of motifs for

this purpose than the artists who introduce this method of patterning.

Lydos’ total of fourteen different motifs in his trims is considerably

*'Berlin 1732, oinochoe, ABV 110, 37, Rumpf 1937 pl. 29-31, with lions attacking deer and boars, as
well other lions, deer and a panther; Athens, Akropolis 607, dinos, ABV 107, 1, below the main band,
a band of animals being led to sacrifice, and then a hunt on horseback - both, it seems to me, rather
Corinthian somehow; New York 31.11.11, column krater, ABV 108, 5, animals on the flat upper
surface of the lip: swans, panthers and fawns, lions, bulls and boars; Harvard 1925.30.125, ABV 108,
9, column krater, in the main panel on one side, a sphinx between lions.

525p. 107 - 113.

3pp. 43 - 46.

“*Harvard 1959.127, ABV 112, 54; fig. 26.

55 With the Gorgon Painter: Athens 1002, Para. 2, 6; fig. 1.

*London B148, ABV 109, 29, Boardman 1974 fig. 67.

“Boardman 1974 p. 52.

60



higher than the two sometimes indistinguishable motifs used by the
Gorgon Painter, for example. This difference must be a result of some
further development of the decoration of garments in this way.

Lydos depicts very few gridded garments on the vases examined,
for just nine garments are wholly gridded and two have gridded stripes.
There are several factors involved in the small size of these numbers.
First, although the artist does depict women regularly, he does not do
so often. Many of his vases include only male figures, and females
make up less than a quarter of the figures on his vases. This in itself
reduces the opportunities for showing gridded garments, since from
their appearance these are almost completely confined to the peploi
worn by women and goddesses, with the occasional exception of the
skirt of a warrior’s chitoniskos. When Lydos does depict women, he
- sometimes shows them muffled in a mantle or in a garment which is
plain except for neck and hem decoration and sometimes added colour.
One method he has for decorating women’s garments, that of a covering
of delicate, finely incised scales, also reduces the opportunities for
decorating garments with a grid. These scales appear on seven different
figures by the artist.

Although Lydos uses grid patterns much less often than some
other black figure artists do, a number of factors appear to underlie this
difference. Lydos uses a greater variety of methods of decorating
women's garments. Another difference between this artist and later
ones like Exekias is that Lydos consistently shows female figures
wearing the ependytes, a knee - length overfold. This is usually shown
divided in front, sometimes falling flat and sometimes in folds. The
extra garment breaks up the flat area the skirt would otherwise provide

for decoration, which Exekias so consistently exploits. When Lydos
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does depict a female wearing a gridded garment, or indeed one with the
added decoration of scales, he does not include the ependytes.

Another factor may be involved in the infrequent use of this
method of decoration by the artist. (See appendix 1 p. 322.) The
distribution of these figures with more complex garment patterning is
quite concentrated. One vase in Berlin, a type B amphora,” is decorated
with a Trojan theme; one side depicts the slaying of Priam, the other the
ambush of Troilus. (Fig. 23) On the ambush side one female wears a
peplos decorated completely with a grid; in the squares is the motif of a
cross with V’s. The other woman on this side of the vase has bodice and
skirt decorated with very elegant dotted scales. On the other side of the
vase, another woman has the same scale pattern on her peplos, a second
woman'behind the altar has a grid with a small incised cross in the
squares on her garment, and a third has a very fine diagonal grid down
the central stripe of her skirt. These last two are particularly interesting
because Lydos has differentiated the tiny strip of pattern visible beneath
their raised arms from the .patterning of the overfold of the garment,
which is a subtle refinement towards realism. On this single vase,
therefore, there are two scaled garments, two with the overall grid, and
one with the grid stripes. That is almost one quarter of the totals for
these different decorative methods on a single vase.

A second vase of a different shape, an oinochoe also in Berlin,”
shows a similar proportion of the overall total of this kind of patterning.
(Fig. 27) Instead of panels, this vase is decorated with overall bands,
the main one of which extends over slightly more than half the length of
the body. This band depicts the battle of Herakles and Kyknos, with
Athena standing behind the hero and two chariots moving away from

the central duel, one on each side, which fill the remaining space.

**Berlin 1685, ABV 109, 24; fig. 23.
*Berlin 1732, ABV 110, 37; fig. 27.




Athena’s bodice and what appears to be a flat overskirt are decorated by
a grid in which a cross with V’s alternates with blank black squares.
(Fig. 29) Kyknos wears a diagonally slung overgarment which is also
gridded, in which the cross with V’s alternates wifh incised squares.
Again, these represent a high proportion of the overall total, and
interestingly, some rather realistic and complicated folds on the
chitoniskos of Kyknos point to a late date for this vase.

A third vase provides much of the rest of the gridded garments
that make up the total. The dinos from the Athenian acropolis,” despite
being very fragmentary, has had its subject and composition very well
reconstructed, and the attribution of the fragments to a single vase is

secure, based on a number of considerations.®' There are three gridded
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skirts on these fragments, two filled with the cross with V’s alternating

with the dot rosette, and a third filled with the dot rosette alternating

with a single meander. (Fig. 28) Again, this is a significant proportion

of the total, especially on a vase which is so fragmentary; there must
have been a great deal more patterning on the majority of the vase,
which is lost.

Some plates, all of them very fragmentary, finish up these totals.
One shows Athena standing behind Herakles;* she, interestingly, wears
no aegis, but her skirt is covered with scales and another female figure
wears a gridded skirt with the squares filled with the cross with V’s. A
second plate,” which appears to be much earlier, has one woman in a
scaled skirt and another whose skirt is decorated in two vertical lines of
the cross with V’s, each motif in its own square. (Fig. 30) Again, each

of these vases has more than one elaborately patterned garment on it.

%Athens Acropolis 607, ABV 107, 1; signed; fig. 28.
%'For a full discussion see Moore 1979.

% Athens, Akropolis 2410, ABV 111, 50; fig. 29.
“Florence, Va. 102b, ABV 111, 46; fig. 30.
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What these examples seem to indicate is that firstly, Lydos does
not use overall patterning very often. When he does use it, there
generally appears to be more than one example on each vase, so he
seems to be concentrating his efforts in this direction on certain vases,
perhaps to create a balanced effect. Another factor on several of these
vases which sets the apart is the presence of white painted garments,
which are unusual, and these are incised with fine, slightly wavy vertical
lines, which create a textural effect and may be indicative of a lighter
kind of fabric.** (Figs. 23, 27, 28, 29) The recurring use together of
this textural effect in conjunction with this more complex patterning
enriches these vases even further.

The great variations in the shapes of the vases cited above seems
to indicate that although shape and size may be one consideration
involved in making these vases special, it cannot be the only one.
Nevertheless, several of these vases are special in some way. The type B
amphora in Berlin, for example, has a very specific mythological theme,
which is the same on both sides, and that sets it apart from the majority
of Lydos’ vases. The Trojan theme, too, is not a particularly common
one, although it does occur occasionally on vases by other artists as well
as Lydos. The type I oinochoe is a less common shape than some others,
both by Lydos and generally, and this marks it out as something at least
slightly out of the ordinary, even though it is not particularly rare. The
Akropolis dinos is special in the same way, being a somewhat unusual
shape, and given its size and the unusual complexity of its decoration
within the oeuvre of Lydos, the fact that it is signed must be significant.
The plates, which are neither as large nor as unusual within the artist’s

oeuvre as the oinochoe, at least provide a flat surface to work on.

% Athens Akropolis 2410, plate, ABV 111, 50; fig. 29; Athens Akropolis 607, dinos fragments, ABV
107, 1; fig. 28, two garments; Berlin 1732, oinochoe, ABV 110, 37; fig. 27, chitons of 2 charioteers;
Berlin 1685, amphora, ABV 109, 24; fig. 23, chitoniskos skirt of Greek.
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Speculation about whether these vases might have been specially
commissioned, thus explaining both shape and complexity, would be
interesting but futile. In any case, some of these vases are set apart by
other factors in addition to their patterning.

In absolute chronological terms, Lydos begins work about the
same time as the Amasis Painter. ca. 560 BC.* Comparison of the two
reveals that Lydos does seem to have a more old fashioned approach.
The two artists share a very common use of added colour, on whole
garments as well as for small details like wreaths. They use about the
same number of motifs, and share the same basic repertoire in terms of
types of motifs, particularly favouring the dot rosette, although Lydos
uses scales to a much larger degree. The Amasis Painter also varies his
garment trims (see appendix 5 p. 326), although not to the same extent
as Lydos, and in his case they are much more often used with some
additional patterning on the garment. The Amasis Painter, in fact,
depicts gridded garments half as often as Lydos, which is interesting.
This difference underscores the rarity of this kind of garment patterning
by the Amasis Painter; it is not only relative to Exekias that he uses few
grids on garments. This appears also to be the case relative to more
contemporary artists, such as Lydos, who share the same chronological
starting point.

The Princeton Painter

Despite the Princeton Painter's fairly minimalist approach to the
patterning of garments, he does not, unlike Lydos, feature varied trim
patterning to compensate.”’” (See appendix 2 p. 323) The Princeton
Painter uses five of his motifs to decorate trims. The most elegant of

these, the guilloche, he uses once, and the rest of his trim motifs are

“Following conventional chronology, that is; Boardman 1974 p. 234,
“For the Amasis Painter, see pp 90 - 110.
“’On the Princeton Painter, see ABV 297 - 301, Para. 129 - 130, Add. 11 78.



quite basic; the dot is his overwhelming favourite. Unlike Lydos, when
the Princeton Painter uses white dots at hem and neck, these are
generally on their own, rather than as lines framing a band of more
elaborate incision.®® (Fig. 31) The Princeton Painter does not share the
Lydan focus on trim decoration, perhaps because he is a younger artist.

Added colour is still very important to the Princeton Painter, as is
evidenced by the dot rosette, which is his favourite motif for patterning
the body of garments. He consistently paints alternate stripes on
diagonal mantles red® (Fig. 32) as well as bodices, chitoniskos skirts,
and panels on longer peplos skirts.” (Fig. 33) In addition,
accoutrements such as helmet crests, greaves, and shields, provide more
opportunities for the application of added colour. One thing which he
does only rarely is to paint the whole area of a garment red. If a bodice
is red, the skirt will be black or at least have black stripes.”’ (Fig. 34)
The few garments which he does paint wholly red tend to be ones of
smaller area, such as chitoniskoi.

Indeed, these various stripes and swathes of red are the Princeton
Painter’s favourite method of decorating garments, and the dots and dot
rosettes he uses are often placed on the black areas of garments
decorated in this way. This is not always the case, however, and
sometimes the artist uses lines of motifs, either the dot or the incised
cross, to cover a smaller area such as a chitoniskos skirt or the overfold
of a peplos. When he does this, which is not often, the motifs can be
quite closely spaced, or further apart.” |

The Princeton Painter does use grids to decorate garments, all

confined to part of a garment, never a whole one on the vases examined,

68Tarquinia 624, Para. 130, 15bis; fig. 31, single lines at neck, sleeve and hem of rider’s chitoniskos.
®Rhodes 1346, amphora, ABV 298, 7; fig. 32.

"Naples 144, ABV 298, 13, fig. 33.

"'New York 53.11.1, ABV 298, 5; fig. 34.

"London B212, ABV 297, 1; Boardman 1974 fig. 140.
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so that a skirt will be decorated with a grid while the bodice might have
red dots on it instead. (See appendix 2 p. 323.) The artist uses another
form of overall patterning, the scale, several times, but this is confined
to even smaller areas than the grid, such as chitoniskos skirts or even
just a central stripe on them. When the Princeton Painter does use
gridded decoration, the motifs he puts into the grid squares are very
small and simple, either the cross or the dot. The use of these
uncomplicated motifs in the grids means that the elegance created by the
use of more detailed motifs is lacking.

Generally the Princeton Painter is little interested in incision or
patterning. His limited repertoire includes mainly simple, basic motifs.
When he does include a slightly more detailed motifs such as the scales
on his figures, these lack the precision and uniformity which make the
same motif by other artists so elegant. Instead, the Princeton Painter’s
scales are a little careless, a little sketchy, and vary in size as well as
direction.” (Fig. 34) The artist’s grids rhay be more regular, but they
lack the added detail which makes those of other artists such a pleasure
to look at. The Princeton Painter is competent, but uninspired, lacking
the spirit of Lydos and the Amasis Painter; chronologically speaking he
appears approximately in the middle of their respective careers.

The Euphiletos Painter

The body of vases attributed to the Euphiletos Painter is about
twice as large as that of the Princeton Painter. In ABV Beazley
attributed 43 vases, with a further eight in Paralipomena.”™ Of these I
examined 21; one was very fragmentary, and a second was poorly
illustrated, so that little information could be gleaned from the pictures.
This artist seems to have mainly painted fairly large vases, including a

variety of amphorae, hydriai, an oinochoe, and some plaques.

New York 53.11.1, ABV 298, 5, fig. 34; Princeton 168, ABV 299, 19, Boardman 1974 fig. 138.
™ABV 321 - 326, Para. 143 - 143; Add. Il 87 - 83.



Although the single dot is the artist’s favourite motif, and on the
body of garments this motif is executed with added colour, the artist’s
next two preferred motifs are both incised ones, so he does not have an
especially strong preference for added colour motifs. (See appendix 3
p.- 324.) Although the Euphiletos Painter does use a variety of incised
motifs, the more complex ones such as the cross with V’s and the curly
cross only appear a few times, while his two favourites, the incised cross
and the ring, are very easy to execute.

Only three gridded garments appear on these vases; just one of
these is a whole gridded skirt. The other two are an ependytes, which
extends only to the knee, and a central band on another example of the
same garment. This method of decorating garments is clearly quite
unimportant to the Euphiletos Painter. His clothed figures instead have
their garments covered by incised folds, which are sometimes sketchy,
but sometimes (especially on his Panathenaics) very fine, careful and
detailed. Even on some examples with very fluid folds he retains the
tradition of painting alternate folds red,” but it is difficult to assess how
often this was the case from illustrations. (Fig. 35) It does seem to
occur more often on mantles than chitons and peploi. He tends not to
paint whole garments red, a characteristic which both Lydos and the
Princeton Painter displayed regularly, probably because the Euphiletos
Painter does include folds on almost every garment, even the little
chitoniskos skirts that these other two artists often either painted red or
covered with an overall pattern such as scales or a grid.

It is also worth noting that despite this artist’s almost constant use
of folds on garments, his vases still feature a variety of motifs. As I
said before, though, he uses the simplest ones most often and the more

complex motifs are much less common in his work. His favourite

’Cabinet des Médailles 254, ABV 324, 38; fig. 35.
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motif, the single dot, is particularly well suited to placement between
folds because of its small but variable size. His second favourite, the
incised cross, is also suited to use with folds for the same reasons. The
Euphiletos Painter does use some more complex and larger motifs
between folds as well, such as the dot rosette, the dotted cross, and some
different groups of dots, but these occur much less often than the
smaller, simpler motifs.

Because there are so few examples of grids on the vases by the
Euphiletos Painter, it is worthwhile looking at where these occur in his
work. Two of the three examples of this kind of garment decoration
appear on the ependytes of Athena on Panathenaic amphorae; this shape
seems by its prominence in his work to have been something of a
speciality.” One example consists of a diagonal grid with an incised
cross in the squares.” (Fig. 36) The second example features only the
central band of the garment, also with a diagonal grid, with an
unusually elaborate pattern filling the squares; this consists of diamonds
with white dots at the corners.”® (Fig. 37) Both of these figures have
only the central band of the ependytes decorated by the grid, and on
both there are smooth, curving lines on either side of the central band
which indicate folds on the ependytes. On the second example cited,
more folds are apparent on the part of the skirt which appears below the
knee - length ependytes, in a fairly symmetrical fan - like arrangement
of wavy lines which nevertheless have little depth of fabric indicated at
the hem.

The Euphiletos Painter’s third example of a grid is also found on
a depiction of Athena, but on a hydria rather than the Panathenaic

amphorae.” (Fig. 38) The main panel of decoration, on the body of

614 Panathenaics of 49 attributed vases in ABV and Paralipomena.
7Tarquinia 627, Paa. 142, 12bis; fig. 36.

"®Boston 99.520, ABV 322, 7; fig. 37.

"Louvre F290, ABV 324, 37, fig. 38.



vase, depicts two heroes, both fully armed, playing a game. They must
be Ajax and Achilles, although neither is labelled, because the presumed
originator of this theme, Exekias, does label the figures on this original
amphora.” (Fig. 70) The Euphiletos Painter has added a third figure to
the scene; Athena, wearing helmet and aegis and carrying her spear, is
standing between the heroes with one hand raised in a gesture by which
she seems to be trying to get their attention. A diagonal grid covers her
skirt to the knee; this may be another of the ependytai so favoured by
the artist. In this case the squares of the grid are filled with incised
rings.

In this scene I suspect the extension of the grid to cover the whole
ependytes could be a response to the superb, intricate incision on
Exekias’ scene in one of two ways, especially as the unusual motifs used
by the artist are suggestive of direct imitation of that artist. First, the
Euphiletos Painter may have used the grid simply because the incision
on the original scene is so elaborate. Second, and perhaps more likely,
the gridded ependytés may be a deliberate echo of Exekias’ standard
method of depicting female garments. I will discuss how common this
method of decorating garments is for this artist, and the other black
figure artists whose work I have examined do not share this
characteristic.

The cloak of at least one of the heroes, the one on the left, is
decorated in a way very similar to the original of Exekias, with the
garment divided into sections by decorated bands. On the Euphiletos
Painter’s version the bands lack the elegant guilloche and meander
patterns seen on the heroes of Exekias, to say nothing of the delicate and
varied incision which fills the sections of the original. Instead the

Euphiletos Painter has filled the sections with a single large motif, a

®Vatican 344, ABV 145, 13; fig. 70.
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petal - cross, with a broad incised line in each of the interstices of the
cross creating a flowerlike or starlike effect. Admittedly these are not
executed with much care, but there is some similarity, if only
conceptual, to the large white flowers on the cloaks of Exekias’ heroes.
On the original vase these form a particularly prominent part of the
decoration, both because of their size and because of their execution in a
well preserved added white. This petal - cross is unique on the vases I
examined by the Euphiletos Painter, and may be an indication that he
had seen the original vase of the same subject.

The question which then arises is whether or not any other aspects
of the Euphiletos Painter’s patterning habits reflect the influence of
Exekias, the master of black figure patterning. Exekias uses a
considerably larger repertoire than the Euphiletos Painter. (See
appendix 7 p. 328.) In addition, his four favourite motifs are all
incised, and he displays stronger preferences in regard to which motifs
he uses. Overall incised, complex motifs play a much more important
‘part in his vase painting than they do on vases of the Euphiletos Painter,
even though the two artists use some of the same motifs.

The numbers of vases I examined by these two artists are about
the same; this fact simplifies the comparison of the two and highlights
the differences between them. Although the Euphiletos Painter seems to
have been influenced by Exekias on this particular vase, therefore, this
influence does not seem to continue in the rest of the Euphiletos
Painter’s work.

In terms of absolute chronology, the Euphiletos Painter is thought
to have begun work slightly after Exekias finishes.** It would appear,
based on this comparison of the two artists, that some aspects of

Exekias’ vase painting were more influential than others. Its more

8 Boardman 1974 p. 234.
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subtle aspects of Exekias’ Ajax and Achilles are gone from the
Euphiletos Painter’s version, specifically the implied dominance of
Achilles in throwing a slightly higher hand of dice®* as well as
possessing added height given by the helmet he still wears, while Ajax
has removed his own.*
The Lysippides Painter

Illustrations of 27 vases attributed to the Lysippides Painter were
examined. This is a larger number than the 25 vases originally
attributed to this artist by Beazley in ABV and Paralipomena,® but
includes some additional attributions made later on. Only one of
Beazley’s original attributions was omitted, due to inadequate
illustrations.*

Although the Lysippides Painter does use some motifs much more
often than others, and this is indicative of preferences on his part, the

motifs he uses do not display the great differences in numbers that those

of other artists display. (See appendix 4 p. 325.) His three favourite

motifs are incised, with added colour dots, dot rosette and six petal
flower, all of which are executed in added colour, appearing less often.
His use of this flower motif, as well as the dot square, adds some variety
to the motifs in added colour which he uses; neither of these are very
common on the vases of other black figure artists.

The Lysippides Painter uses 18 gridded garments on these vases.
Of these, most are overall grids, covering the whole area of a skirt or
bodice, and three are only stripes. One of these is only a trim band in

which the rings are separated, with each in its own box. His preference,

®Four, as opposed to Ajax’s three.

©0n Exekias’ depictions and characterization of Ajax see Moignard 1996.
“ABV pp. 254 - 257, Para. pp. 113 - 114; Add. ] 65 - 67..

¥Bonn 62b, ABV 255, 11.




therefore, is for overall gridded garments, but it should be noted that
the artist also regularly scatters motifs over a garment, as well as
placing them between folds or leaving the folds plain.*® (Figs. 84, 91)

The Lysippides Painter also uses added colour regularly, although
to a lesser extent than some of the artists discussed previously. He often
uses red for details such as alternate leaves in garlands (which,
incidentally, he outlines nicely with incision, executing each leaf
separately, rather than simply blobbing them on with the colour), hair
(the occasional beard, and more often manes and tails of horses), and
details of armour (mainly shield crests and rims).*” (Figs. 40, 42) He
also applies added white consistently for female flesh, which is quite
usual, occasionally for a garment (Fig. 39),* and for the beard and hair
of an older man, as well as a petasos on the same vase.” His incision of
the garlands is unusual, but otherwise all these applications of added red
and white are quite standard.

On garments, however, the Lysippides Painter’s use of added
colour is more unusual. He rarely uses red or white for whole
garments. There is a single white chiton used for Dionysos (Fig. 39),”
and a single chitoniskos skirt which is wholly red.”' (Fig. 41) The
white chiton of Dionysos is exceptional, and the chitoniskos skirt is a
small area of added colour, made even smaller by a broad band of trim
at the hem. Wholly red or white garments are uncommon in the artist’s
work.

Although the Lysippides Painter does regularly paint folds red,

these are executed in a manner quite different from the wide alternate

% British Museum B492, ABV 256, 19; Boardman 1974 fig. 166; Munich Antikensammlungen 2301,
bilingual, ABV 255, 4, ARV2 4, 9; fig. 84; Munich Antikensammlungen 1575, ABV 256, 16; fig.
91.

“Munich 1478, ABV 255, 13; fig. 39; New York 58.32, Para. 114, 10bis; fig. 42.

%*Munich 1478, ABV 255, 13; fig. 39.

®Villa Giulia 24998, ABV 255, 9, Hermary 1978 fig. 8.

**Munich 1478, ABV 255, 13; fig. 39.

*'Zurich, ETH 7, ABV 256, 17, fig. 41.
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folds seen, especially for mantles, in the works of Lydos and the
Princeton Painter.”> (Figs. 15, 34) The folds the Lysippides Painter
incises are rarely broad ones; instead, they are more closely spaced,
more fluid and realistic than these less developed versions.” (Fig. 41)
This is the case not only on garments such as chitoniskos skirts, but also
on some mantles which other artists show with broad, flat looking
diagonal folds. The folds are still slanting across the body, but they do
so at a steeper angle, which is more natural, and the fold lines have
more of a curve to them, so that they seem to actually wrap around the
body.” (Fig. 39) In fact, the artist does not often show figures
wrapped up in the old fashioned kind of mantle; his characters are more
mobile and less restricted by their garments than those of earlier artists.

Another difference with the Lysippides Painter is that he does not
always fill in these more fluid, narrower folds with red. Nor does he
consistently paint alternate folds red; he often has a lighter hand with the
paint.” Although sometimes he decorates both whole and alternate folds
red, more often, he does alternate folds with a broad curving line of red
that echoes the line of the fold but does not fill it (Fig. 42),°® as well as
only every third or fourth fold partly red.”” (Figs. 43, 84) The
combination of these factors, namely narrower folds which are not

always completely red, and less often red as well, is part of what

appears to be an overall characteristic of the Lysippides Painter’s vase

decoration, less colour applied generally. The decrease on whole

garments as well as their folds is particularly evident.

*’British Museum B148, ABV 109, 29; fig. 40; Cabinet des Medailles 206, ABV 109, 27; Beazley
1932 pl. 10; Taranto 20137, ABV 112, 65; CVA Taranto 3 pl . 23; Princeton Painter Brussels R279,
ABYV 299, 20; CVA Brussels 2 pl. 5; New York 53.11.1, fig. 34.

*Zurich, ETH 7, ABV 256, 17; fig. 41.

**Munich 1478, ABV 255, 13; fig. 39.

*Munich 1575, ABV 256, 13, Boardman 1974 fig. 165.

*New York 58.32, Para. 114, 10bis; fig. 42.

*’Cambridge 37.12, ABV 257, 23, CVA Cambridge 2 pl. 4.1; Munich 2301, ABV 255, 4; figs.
43, 84.
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The main purpose behind examining the vases of these black
figure artists was to provide a context with which to compare Exekias
and the Amasis Painter, as two of the most important black figure artists
who are decorating pottery at the time red figure appears. This appears
to be somewhat problematic, because each of the preceding four artists
has rather individual characteristics; therefore, a more suitable method
of comparison is to handle these artists on an individual basis instead.
Conclusions

Lydos and the Amasis Painter use about the same number of
different motifs (see appendices 1 and 5, pp. 322, 326). They also share
the same favourite motif, the dot rosette. Dots, however, are much less
important on Lydos’ vases than on those of the Amasis Painter, and
Lydos’ preferences are better balanced between incision and added
colour, although his preference is for the former. He also uses some
more complex motifs with greater frequency than the Amasis Painter,
notably the cross with V’s. In addition, Lydos uses gridded motifs about
twice as often as the Amasis Painter; in fact the latter artist uses fewer
grids than any other black figure artist I have studied except for the
Euphiletos Painter (See appendix 3 p. 324). The explanation for this
tendency, however, lies in the artist’s preference for showing garments
with folds.

The Lysippides Painter also uses a comparable number of motifs
to Lydos and the Amasis Painter. He shows a slight preference for
incised motifs, and prefers to use simpler ones most often. His three
favourite motifs are all incised, namely the wavy line he uses so often
for trims, rings, and the guilloche pattern. Dots are his fourth favourite
and the dot rosette comes in even further down the list, but he also uses
an unusual added colour motif which is only found elsewhere on the

vases of Exekias, the six petal flower. The Lysippides Painter uses the



petal cross a few times, also an Exekian motif, which we have already
seen on one vase of the Euphiletos Painter.

Another rather Exekian facet of the Lysippides Painter’s work is
his use of gridded garments. Numerically these do not approach the
grids on used by Exekias (see appendix 7 p. 328), but it is much more
frequent than any of the other black figure artists whose work I
examined. There is about a fourfold difference between the Lysippides
Painter and Lydos, a six fold difference between him and the Amasis
Painter, and a three fold difference with the Princeton Painter. Given
the consistently large size of these differences, the greater number of
gridded garments used by the Lysippides Painter may be a reflection of
Exekias’ influence and that artist’s notably frequent use of grids on
garments. This characteristic sets the Lysippides Painter apart from
other black figure artists.

Less clear are any additional links between Exekias and the
Lysippides Painter in terms of the motifs he uses. Indeed, the
overwhelming favourite of Exekias, the meander pattern, appears only a
few times on vases by the Lysippides Painter, and the Exekian favourites
of the square and cross with V’s appear just twice and once respectively
on vases by the Lysippides Painter, so it would seem that this artist does
not favour exactly the same motifs as Exekias. However, as [ have
specified above, the Lysippides Painter does use two of Exekias’ more
unusual motifs, indicating the occurrence of some specific crossover,
but it appears to be associated with specific subject matter, namely the
game playing heroes, rather than being more general in nature. The
Lysippides Painter seems to have been strongly affected by this vase.

The Princeton Painter is strongly akin to the Amasis Painter in

terms of his preferences for motifs. This artist’s favourite for overall
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patterning is the dot rosette, with the dot his favourite trim motif, and
other motifs are used much less often. In fact this artist uses fewer
motifs than any other black figure artist examined. On these vases he
uses fewer grids than the Lysippides Painter and Exekias, but more than
Lydos and the Amasis Painter. A characteristic he shares with the latter
two artists is his use of scales for overall patterning, a pattern which is
much more common on his vases than theirs. Despite the more frequent
use of the scales, the Princeton Painter tends to make them sketchier
than those of the other two artists, so although more important
numerically, they lack artistic care.

Even though each of these artists is different in terms of exact
preferences, there are various threads in their patterning, which connect
them. Lydos, the Amasis Painter, and the Princeton Painter all share
the dot rosette as their favourite motif for overall garment patterning,
for example. Exekias and the Lysippides Painter are linked by some
special motifs, as well as a more frequent use of gridded garments than
these others. The Euphilétos Painter, however, stands apart from these
two groupings.

The Euphiletos Painter's preference seems to be for smaller
motifs, both incised and added colour, such as dots, the cross, and
incised rings. Larger, more elaborate motifs like the dot rosette and
dotted cross are less popular on his vases, and he uses very few grids.
This could initially seem to be quite an important link to the Amasis
Painter, but in fact it is not, for the Euphiletos Painter prefers to
decorate garments with folds and place his motifs between them.”® (Fig.
44) This is why there are so few grids on his garments, and also
explains his preference for smaller motifs. The artist’s regular use of

folds sets him apart from what has been up to this point the mainstream

%Boston 99.520, Panathenaic, ABV 322, 7, fig. 44; Copenhagen Chr. V111 809, ABV 324, 29, CVA
Copenhagen 3 pl. 4a-b; Paris, Louvre F292, Para. 142; CVA Louvre 6 pl. 70.2, 4.
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of vase painting. The differences in his preferences are indicative of a
greater change in vase painting in general.

In general chronological terms the Euphiletos Painter is the latest
artist whose work I examined; he is thought to start work about 525 BC,
about the time red figure appears or just slightly after.”® Artistically he
is rooted in the most recent developments of vase painting. It is of
interest to note that this artist particularly decorated Panathenaic
amphorae, a type of vase which had a very traditional format for its
decoration, with Athena on one side and the event for which the vase
and its contents were a prize on the other. The Euphiletos Painter is
bound to retain this format, but within it he depicts folds which are up
to the minute in developmental terms, and shifts his patterns
accordingly. The differences between his work and that of all the other
black figure artists whose vases I examined can be linked to this change

in garment depiction.

*Boardman 1974 p. 234.
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Chapter 3:
The Amasis Painter

Use of outline
One of the peculiarities of the Amasis Painter is his occasional use of
outline to delineate female flesh, rather than the more usual technique of
laying white paint over black slip, or indeed over the clay itself.! A
total of six examples of the outline technique are attributed to the artist.>
(Figs. 45 - 50) This particular aspect of his work is often mentioned as
possibly acknowledging or at least foreshadowing the appearance of red
figure ca. 530 BC.> The Amasis Painter's work begins ca. 560 BC and
extends to a period approximately contemporary with the Pioneers, ca.
515 BC,* so either foreshadowing the new technique, or acknowledging
its existence, is a possible reason for his use of outline. A closer
examination of the six. examples of outline may help clarify this
question, although as always, caution is necessary when attempting to
place pottery chronologically accordi'ng to its style.

Of the six examples of outline attributed to the Amasis Painter,
three are on relatively complete amphorae (two neck amphorae and a
single one-piece amphora), and three consist only of fragments.
Because of their good condition, the amphorae are easier to place
stylistically within the artist's work, and so they will be examined first.
Based on the sophistication of the incision and the use of folds in the
drapery, Berlin 3210 can be placed quite late in the artist's career (Fig.
45), although not as late as the two Boston neck amphorae (Figs. 55,

56),> which exhibit extremely sinuous folds and which have been

10n the Amasis Painter see ABV 150 - 158, Para. 62 - 67, Add. 11 42 - 46.

*Berlin 3210, ABV 151, 21; fig. 45; Cabinet des Médailles 222, ABV 152, 25; fig. 46; Basel Ka 420,
Paa. 65; fig. 47; fragments Kavala Museum 983, Paa. 65; fig. 49; New York 1985.57; fig. 48; and
Samos Museum, ABV 151, 18; fig. 50.

3See for example Boardman 1974 p. 55; Cook 1972 p.85; Robertson 1991 p. 7.

“*For a discussion of chronology and stylistic development see von Bothmer 1985 pp. 39-44, pp. 47-
51, and a chronological table on p. 239.

>Boston 01.8026 and 01.8027, ABV 152, 26 and 152, 27, figs. 55, 56.
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compared to the work of the Pioneers.® Following von Bothmer's
chronology, then, this vase may be assigned a date of ca. 530 BC, which
is the beginning of the artist's "Late Period", extending from 530 BC to
515 BC/

The Paris vase with two maenads, done in outline and in an
armlock (Fig. 46),° seems to be about the same time or perhaps a little
earlier than the Berlin amphora. In von Bothmer's estimation this vase
belongs in the artist's middle period,” but not in its earliest stage. In
terms of absolute dates, von Bothmer puts the artist's middle period
between 550 BC and 530 BC," and so the Paris amphora may be
assigned an absolute date of ca. 540 - 530 BC.

The last amphora that features an outline female figure is in
Basel.'" (Fig. 47) Like both the other amphorae, this one features
Dionysiac scenes. The scene of the grape harvest seems particularly
comparable to the one in Wurzburg' (Fig. 51) and extremely similar to
the other two amphorae with outline figures in both drapery and
execution of figures, so it may be assigned to the same time frame, ca.
540 - 530 BC. Comparison of these three amphorae reveals that they
are very similar and therefore we may say that they date to
approximately the same time.

The three sets of fragments with outline figures are similar to the
above-discussed Dionysiac vases. The fragments in New York" (Fig.
48) appear to be from a panel amphora and show bits and pieces of

stippled satyrs and outline maenads, very similar in execution to the

®Beazley 1951 p. 58; for more discussion von Bothmer 1985 p. 53, and Karazou 1956 p. 25.
7 von Bothmer 1985 p. 329.

8Bibliothequt: Nationale, Cabinet des Médailles 222, ABV 152, 25; fig. 46.

von Bothmer 1985 p. 239.

1% on Bothmer 1985 p. 239.

'Basel Antikenmuseum und Saamlung Ludwig, Ka 420, Para. 65; fig. 47.

12Wurzburg 265, ABV 151, 22; fig. 51.

13New York 1985.57; fig. 48.
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figures on the Basel amphora, and therefore approximately
contemporary with it. The fragments in Kavala (Fig. 49) show
stippled satyrs vinting wine and appear to be contemporary with the
Basel amphora, and perhaps slightly later than the vinting scene in
Wurzburg. The fragments in the Samos Museum show satyr and
maenad couples and part of a column krater. (Fig. 50) These satyrs
appear slightly rougher than the ones in the Berlin and Basel, perhaps
closer to the ones in the Wurzburg vinting scene, and slightly earlier
than those in Kavala and New York. But the distinction is slight and
rather suspect, given the poor condition of parts of these fragments, and
in any case the fragments in Samos appear to fit into the same basic
period as all the other vases with outline: ca. 540 - 530 BC. This puts
all of these outline pieces to about the same period (or slightly before)
as the invention of red figure. Some of the pieces, however, show use
of another refinement which is taken over and exploited in the new
technique: the use of dilute slip." |
The panel amphora fragments in New York appear to display use
of a dilute slip in several places: the contour of the ear and the
overlapping ends of one maenad's bracelet, and the zig-zag necklace of
another maenad, along with the fingers of a clenched fist which are just
visible beneath the extended hand of Dionysos. (Fig. 48) The maenad's
earring, in contrast, is done in dark slip that helps the hoop and its three
pendant spikes stand out dramatically against her neck. On the outline
figure of a woman, possibly Thetis, on the amphora in Berlin, the
earring 1s similarly done in a very black slip. (Fig. 45) So are the

contours of this woman's ears, for that matter. Her zig-zag necklace,

14 Kavala Museum 983, Para. 65; fig. 49.

'*Although the artist’s amphora in the Cabinet des Médailles has a pair of outline maenads on it, my
examination of the vase itself revealed spots of re - oxidation on the vase; these are most visible on the
chitons of Dionysos and Poseidon in the illustrations. These make the examination of the use of dilute
slip on the vase problematic, and so this vase (Cabinet des Médailles 222, ABV 152, 25) is not
included in the discussion that follows.
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however, appears to be done in a thinner slip instead; it does not stand
out as clearly as her earring does. On her right hand, which is clenched
around a spear, a rather faint line of dilute slip appears to delineate her
fingernails. This use of the dilute slip is particularly akin the the way it
is used in developed red figure: to make subtle distinctions that on a real
person would be differentiated only by contours.

The other side of this amphora also has dilute slip in a number of
places on its outline figures. The ankle bones of all the maenads appear
to be detailed in a thinner slip than the outlines of their bodies. So are
the knees of the two naked maenads, and what appears to be a hint of a
calf muscle on the forward leg of the right hand maenad. These
markings are particularly pale. The clothed maenad on the left side of
the Dionysiac panel has quite a dark bracelet and necklace and the
‘fingei'nails on her clenched left hand also appear to be delineated with a
dark line. So cleaﬂy the artist did not use the dilute slip consistently,
for all the same details on these outline figures. It is important, though,
to be constantly aware that all of this discussion is based on black and
white photographs in books, so a note of caution is appropriate. All the
uses of dilute glaze mentioned here appear (quite definitely) to be a
softer tone than other, blacker, lines in the photographs.

The type B amphora attributed to the Amasis Painter in Munich, '
with a scene of the recovery of Helen by Menelaos, is attributed by von
Bothmer to a time late in the artist's middle period, ca 530 BC,17 and
thus in the same range chronologically as all of the pieces with outline
figures that have been attributed to the artist. The folds on the
chitoniskoi of Menelaus and his armed companion, as well as those of

Helen's mantle, appear to confirm this dating. (Fig. 52) The skin of

‘*Munich 1383, ABV 150, 7; fig. 52.
""von Bothmer 1985 p. 103; for the identification also see Karazou 1956 p. 5.
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Helen on this vase has been done in applied white, along with a number
of other details’ of the scene. Helen wears a hoop earring and a
necklace, the same jewellery as most of the maenads. who are depicted in
outline. Instead of using slip over the white paint;’. however, for this
figure the artist has incised Helen's necklace instead, with the result that
the black slip beneath the white paint shows faintly through.18 In
contrast with this line her earring, which consists of a hoop with
pendants like the outline maenads and Thetis all wear, is done with a
broader line of dark slip. It stands out more boldly than the necklace;
perhaps the artist felt this was necessary because the earring on Helen is
very close to the large dark area of her hair. A quick examination of
the jewellery of Thetis reveals the same situation; her earring is quite
broad and dark, her necklace not as visible.

The white skinned maenads who appear with Dionysos and a pair
of male revellers on the reverse of an amphora in the Louvre'” are
placed by von Bothmer to the middle of the artist's middle period, or
ca. 540 BC.”® (Fig. 53) Stylistically they appéar to be from the same
time, or perhaps just slightly earlier, than the pieces with the outline
figures on them. One of these maenads is stepping forward in a dance
while the other gestures to the reveller behind her. Both the maenads
wear earrings, necklaces and bracelets; the pendants of their earrings

are depicted in added red paint.21

The rest of their jewellery appears to
be depicted with a very dilute slip, as are the lines of their anklebones.
This vase and these white skinned maenads, therefore, appear to indicate
that the Amasis Painter's use of dilute slip in his outline figures was not

exceptional within the body of his work. He uses (or seems to, based on

"*yon Bothmer 1985 p. 103.

' Louvre F36, ABV 150. 6; fig. 53.
“von Bothmer 1985 p. 82.

*'von Bothmer 1985 p. 83.
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illustrations) the same thinner slip in varying degrees on the female
figures which hé covers in white paint first. He does not use the dilute
slip only on vases that are roughly contemporary.with those with the
outline figures, either, but also on some which appeaff to be earlier.

Another consideration which is important to note is that the artist
seems to include essentially the same details on all his female figures,
whether or not they are in outline. The white skinned maenads in the
Louvre ** have anklebones, toes, fingers jewellery and a single line in
the arm each of them has raised as their sum total of anatomical detail.
The same is true of the armlocked maenads in the Cabinet des Médailles,
but in their case the line of muscle in the arm has been replaced with a
slight line contouring the creases of skin on their outer bent elbows.>
(Fig. 46) It appears that the artist is not using outline for the purpose of
exploring anatomy, or drapery either, since the clothed figures he
depicts in outline have the usual opaque black drapery.

The extremely unexperimental nature of the anatomy in the
Amasis Painter's outline figures becomes clear with examination of two
of these pieces. The fragments in the Samos Museum show a maenad
who appears to be armlocked in an embrace with the satyr behind her.**
(Fig. 50) The depiction of her face and her arm holding the kantharos
make it clear that she should be standing in profile to the onlooker, with
the satyr's arms coming around her. The seemingly extra arm around
the satyr's shoulders is another definitive indicator that her pose must
have been intended as a profile one. If she was facing the onlooker with
a frontal torso, there is no way that her arm could have appeared
around the satyr's shoulder as it does. The Amasis Painter has taken the

easy way out of the problem of how to depict her breasts by giving her

ZLouvre F36, ABV 150, 6. ]
“Cabinet des Médailles 222, ABV 152, 25; fig. 46; von Bothmer 1985 pp. 125 - 129.
*Samos Museum, ABV 151, 18; fig. 50.
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the same boxy, square profile as he gives his clothed women, and by
omitting any hint of a breast in that view. He is clearly not interested in
depicting naked women realistically, or in even making an attempt to do
so despite lack of experience drawing this subject. These fragments
only preserve a small amount of the maenad's body; another example
will prove even more illuminating.

The Dionysiac scene on the amphora in Berlin includes two naked
maenads, each armlocked with a satyr.25 (Fig. 45) A glance at the
outlines of their bodies is very telling in regard to the approach the
artist has taken with them. They are exactly the same shape as the satyrs
beside them, except that they lack the male genitals. They have the same
massive thighs and broad, shallow pectoral muscles as the naked men the
artist depicts. The maenad on the left, whose face is preserved, has an
almond shaped, female type eye, and this is the main characteristic that
marks her out to be female. She has no breasts or nipples and the artist
has not altered the line of her chest to give any indication that she is
female. This is not the case only with his naked outline women; he takes
exactly the same approach with his naked white skinned women on the
Louvre cup-skyphos.26 (Fig. 54) One woman on each side forms the
centrepoint of the pairs of courting couples. These women are simply
men in miniature, slightly smaller in stature than the men they face and
lacking only genitals. At a glance, and if one did not understand the
white paint differentiating them, these could be men. Except for the
genitals, the anatomy is exactly the same, because no concessions have
been made to the fact that women are shaped differently. In this case

the use of white paint works to the artist's advantage, because the viewer

“Berlin 2310, ABV 151, 21; fig. 45.
*Louvre A479, ABV 156. 80, cup-skyphos with courting couples: fig. 54.
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is aware that these figures are female no matter how masculine their
bodies look.”

The Amasis Painter, then, is not depicting women in outline
because he wants to experiment with the details of their figures. The
details of the outline women are the same as the white skinned ones;
their anatomy is treated in the same way too. And the artist is not
trying to make his women more realistic by changing their skin tone
either; if realism was his goal he would surely have shown the naked
women with something other than a male pectoral muscle. His use of
dilute slip does not betray any interest in altering the poses of these
outline figures or in depicting more realistic anatomy. The different
technique he uses for the outline figures does not provide any clues to
the question of why he depicted some women in outline, particularly at
a time very close to the invention of red figure proper, or possibly even
overlapping it. It is not possible to pin down a chronology closely
enough to say on stylistic grounds on which side of the invention of red
figure the artist was working in outline. But perhaps the subjects in
which he depicts outline figures can help clarify this issue.

As previously stated, a total of six works attributed to the Amasis
Painter have outline figures. Three of these are fragments and all of the
sets of fragments contain the outline figures as maenads in Dionysiac
scenes. The other three pieces are amphorae, each with two main
figural scenes on it. Of these six figured panels, five have outline
women and one has a figure on Athena done in added white paint over a
black slip. Four of the five amphora panels with outline figures are
Dionysiac contexts. Satyrs and maenads press grapes and dance,
interlocked on some panels and separated on others, with Dionysos at

the centre of some of these scenes. The fifth panel is an arming scene,

?7On the depiction of female figures in early red figure see Robertson 1992 pp. 27 - 28.
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in which a woman in outline holds a Boeotian shield for an armed
warrior. The Dionysiac connection of the majority of these outline
figures is, potentially, the key.

Most important is the mood of the Dionysiac scenes. They are
relaxed, happy occasions, sometimes with a frontal face adding comic
overtones.?® (Fig. 51) Perhaps within this context the artist felt free to
relax the convention of women having white skin, and so he used these
scenes as a venue for experiment with outline. An examination of his
vases has shown that the Amasis Painter was not using outline to develop
greater anatomical realism; perhaps simply for a different effect instead.
The outline would also serve to increase the amount of red in scenes that
would otherwise have been dominated by black figures and the
sometimes rather garish white.

It would appear that despite his use of outline in Dionysiac scenes,
added white was still employed by the Amasis Painter for certain female
figures. Specifically, the Athena on the Cabinet des Médailles amphora
is one such ﬁgure.29 (Fig. 46) Despite the outline maenads on the other
side of the vase, the patron goddess of Athens had her skin coloured
with white paint, now almost gone, over black slip. The fact that she
was painted white while the maenads were done in outline may indicate
that the Amasis Painter was working before, even just slightly, the
advent of red figure. It shows that he was very much still rooted in, and
tied up with black figure techniques and conventions. Especially,
perhaps, for a figure like Athena, who was venerated and very
important to the life of the city. The Amasis Painter, in view of the
extant vases, seems to have been unwilling to do anything

unconventional such as depicting this goddess in outline. Maenads have

28Wurzburg L265 ABV 151, 22; fig. 51; on frontal faces generally see Korshak 1987; on those of
Dionysos and the Gorgon, and their connotations, see Frontisi - Ducroux 1979.
®Cabinet des Médailles 222, ABV 152, 25; fig. 46.
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an association with wildness and revellery which may have loosened the
hold of conventions. If an artist wanted to experiment, this context
would allow him to do so without upsetting traditions overly, or
traditionalists for that matter.

There is a red figure Athena by the Andokides Painter,” an early
red figure work. (Fig. 78) This would appear to indicate that there
was no problem with depicting the goddess in this technique, and this
appears to point again to the Amasis Painter working before the advent
of red figure when he was depicting his outline figures. This was a
stage in which the outline technique was still only an experiment,
acceptable for use in a relaxed party context like a Dionysiac scene but
not yet acceptable for a scene intended to be more serious, which had to
follow conventions in order for the purchaser of the vase to consider it
as a serious scene rather than something more lighthearted.

There is, of course, a single exception to the connection of the
Dionysiac scenes with outline figures by the Amasis Painter. This is the
female figure on the arming scene in Berlin.’ (Fig. 45) She is in the
process of handing a Boeotian shield to a warrior. I have already stated
that this vase appears to be quite late, but not as late as the Boston
amphorae contemporary with the Pioneers.” (Figs. 55, 56) The Boston
amphorae by the Amasis Painter can be dated ca. 520 - 515 BC because

of this similarity.”

And the Berlin amphora with a woman in outline
could be put only a few years before this, and thus perhaps after the
development of red figure as an alternative technique to black figure.
Certainly the magnificent delicate incision of the animal whirl on the

shield places it close to the Boston amphorae. The youth behind the

Berlin 2159, ARV? 3, 1; fig. 78.

$1Berlin 3210, ABV 151, 21; fig. 45.

32This relationship was originally suggested by Beazley 1951 p. 58.
33Boston 01.8026 and 01.8027, ABV 152, 26 and 152, 27, figs. 55, 56.
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woman with the shield adds a second plane of depth to the panel and is
another indicator of a late date among the artist's works. The lack of
sinuosity in the folds does not preclude this dating either. Those full
folds on the Boston amphorae reflect a change in length in the garments
of Apollo and Achilles. The himation of Phoenix, standing behind
Achilles as he takes his helmet from Thetis, has flatter folds than those
on the chitoniskos of Achilles. The handling of the figures on the
Boston amphorae is slightly more fluid, not as stiff and blocky as the
arming scene in Berlin. There is a difference in style and time between
the two vases, but it need not be even ten years' difference.

The point is that the difference between the Berlin amphora and
the Boston amphorae is unquestionable but not necessarily major, so that
the Berlin amphora could easily have been produced some time after
red figure was introduced. It is not necessarily as late as the work of
the Pioneers, but nevertheless after enough time to allow the depiction
of women with reserved skin to become accepted rather than
experimental. Hence the woman in this arming~scene 1s not necessarily
the anomaly she initially seems, as part of a serious scene among a
group of Dionysiac revelries.

There is another possibility to consider in seeking the motivation
behind the Amasis Painter's use of outline. Beazley appears to have
been the first to mention that the outline technique is also used, and
more commonly, in earlier black figure; he cites Lydos as one artist
who uses it at this period.*® The Amasis Painter actually appears to be
greatly influenced by earlier vase painters. His work has such a strong
kinship with the Heidelberg Painter that at one point Beazley thought
they might have been the same artist, with the work of the Heidelberg

Painter being an earlier phase and that of the Amasis Painter being

34Beazley 1951 p. 46.
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later?® The Amasis Painter also shares many details with, and has
similarities to, the work of Lydos; and some of his early lekythoi
resemble late lekythoi by the C Painter.’® Indeed, the work of all these
artists appears to have some stylistic and hence (probably) chronological
overlap with the Amasis Painter, so it is no surprise to discern their
influence in his work. Artists, after all, have to learn their craft from
somewhere, and are always being influenced by each other.

But there are also similarities of the Amasis Painter with an artist
like Sophilos, who worked earlier in black figure and with whom there
appears to be no stylistic overlap, but instead a potentially direct
imitation. The Amasis Painter’s rather vulgar cup in Boston,” a variant
of the type A shape, has on one side an eye siren, a male one, with his
face and chest painted red. (Fig. 57) Von Bothmer pointed out that
Sophilos uses this convention on his sirens too.*® Obviously one cannot
be certain that the Amasis Painter was directly imitating Sophilos,
although it is possible that he saw this technique used on a vase
decorated by Sophilos and still extant approximately fifty years later, in
his late period when this cup seems to have been produced.*®  Or
perhaps the Amasis Painter saw this convention in use earlier in his
career and did not put it into use until later. It is probably unwise to
speculate any further about the circumstances surrounding this
similarity.

The point of this detail, and the mention of the Amasis Painter's
ties to a number of artists who began work earlier than he did, is that
they suggest that in many ways the Amasis Painter was not a forward

looking artist. A great deal of his work appears to have links to the

35Beazley 1951 p. 46.

3%For a list of Lydan characteristics and ties to the C Painter see von Bothmer 1985 pp. 40-41.
37Boston 10.651, ABV 157, 86; fig. 57.

$8yon Bothmer 1985 p. 222.

39von Bothmer 1985 p. 222.
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past instead; not just links, but very strong connections. In this light it is
at least possible that his use of outline is another one of these links to
earlier black figure, rather than presaging the advent of red figure.

The Amasis Painter was not the only black figure artist who
sometimes depicted female figures in outline. A type B amphora with
an arming scene also depicts a woman, standing to the left and behind
the central warrior, in the outline technique.4° (Fig. 58) This vase has
another similarity to the Amasis Painter; specifically, the panel is
framed laterally by a double line in the same manner favoured by the
Amasis Painter. The composition, however, is much more crowded
than any by the Amasis Painter, with seven adult figures plus two small
figures at the feet of the warrior who must be intended as his children.*!
The artist who decorated this vase has chosen to use outline in a non-
Dionysiaé context, which may indicate that the vase was decorated after
the advent of red figure as an alternative technique, when it was no
longer an experiment being conducted by a few artists within the context
of black figure itself. A closer examination of the vase should be
conducted to try and determine its date on stylistic grounds.

Another characteristic of potential significance in the development
of red figure as a technique are the Amasis Painter's compositions.42
These seem to begin very simply, not just with little overlap, but also
with figures in uncomplicated poses and with minimal interaction
between them. By the middle of the artist's middle period, however, the
poses have become more complex and the figures interact a great deal.
This has the effect of increasing the apparent depth on his vases.
Obviously, the development of the artist's skill has a great deal to do

with the increase in complexity. But perhaps it is also possible that

“On loan to Madison, Elvehjem Museum of Art.
“'von Bothmer 1985 fig. 51.
“’See chapter 11 and specifically pp. 272 - 274 following.
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this tendency in black figure was another factor necessitating the
development of a new technique, one which would allow complex poses
and overlapping to be depicted more realistically.

This is the major drawback of some of the Amasis Painter's more
complicated poses, specifically and especially the armlocked maenads,
satyrs and satyr and maenad pairs that occur on some of his later vases.
The arms around shoulders in these pairs of figures are invariably
disjointed and awkward looking, whether done in outline or in black
figure, and so the Amasis Painter appears not to be completely
comfortable with the complex poses, or at least this particular pose.

Because the Amasis Painter begins work considerably earlier than
Exekias (about 15 years before based on conventional chronology),43 the
much greater size of the body of work attributed to him is not
unreasonable. Of approximately 130 attributed vases and fragments,44
my table of patterns includes 96. This high proportion is due to an
exhibition of the artist’s work which was staged in 1985 and opened at
the Metropolitan Museum of Art in New York. Having been able to
examine such a high proportion of the works by the Amasis Painter
helps secure my conclusions, with the usual proviso of caution lest
something new appear.

Garment patterning and added colour

The Amasis Painter holds strong preferences when it comes to the
patterns he uses: his overwhelming preference seems to be for dots.
(See appendix 5 p. 326.) The motif of the dot rosette, which he uses the
most often, consists of a large central red dot surrounded by smaller
white dots in a ring. When the Amasis Painter uses this motif it tends to

be quite large and so only a few are required to fill a given space. It

“Boardman 1974 p. 284.
“Bothmer 1985 p. 38.
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often appears alternating with a pair of red dots. The artist’s preference
for dots of one form or another must be at least partly due to ease of
execution, even with the dot rosette. The dot is simple enough to do; a
quick touch of a paint - laden brush would be enough. Even the more
complicated dot rosette is reasonably simple, especially considering the
greater area the motif fills with a little added effort. The explanation of
simplicity also takes in the artist's third most popular motif, the plain
incised cross, which even in its finest form is very easy to execute. The
Amasis Painter does not, interestingly, use the painted cross often,
which seems odd because it too seems to have been easy to do. It would
have required more care with the brush, however, than a plain dot.
Other slightly more complicated designs like the dotted cross and cross
with V's are used much less frequently as well.

At the bottom of the list, however, are some motifs that would
have been about as easy to do as a dot, specifically simple incised
crescents (consisting of a short, slightly curved line) and a plain incised
ring. These seem to indicate that simplicity was not the artist's only
criterion for which motifs he used. Another explanation is necessary.

The opportunity to use red and white paint appears to be another
possible reason behind the Amasis Painter's predilection for certain
patterns, and dot rosettes are particularly well suited to this because they
allow for the use of both colours. It is a rare garment by this artist
which does not have added colour on it, often in the form of red folds
or stripes and patterning as well. This is true from vases from the
whole of the artist's career as we know it. If a garment does not have
the feature of some red stripes on it, then almost certainly it will have
red dots.

One question which arises is whether the Amasis Painter's own

habits change in respect to added colour (and pattern as well) during the
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very long duration of his career. Enough discussion of the chronology
of various works by the artist has been carried out, especially by D. von
Bothmer, to facilitate this approach considerably.** Von Bothmer's
dating corresponds to Beazley's and both appear to have been generally
accepted. I find von Bothmer's dating to be very good. Although I have
been unable to locate date placement for all the works I examined by the
Amasis Painter, with sixty - nine vases placed at least into early, middle
and late categories there is a firm basis with a large enough sample size
for reliable results.

Three vases by the artist have been grouped into a cluster of what
is considered to be his earliest work.* These three lekythoi are
scattered in different museums but have enough similarities in added
colour that we are able to establish the Amasis Painter's basic use of
both red and white from them. (Figs. 59 - 61) He uses red, especially,
both for dots and larger areas of garments. Alternating stripes and
areas, not necessarily folds, are painted red on multiple figures on all
three vases, in such a way that the most central stripe will be a black one
flanked by two red areas. The colour is also used for dots on two of the
three vases. Also done in red are the area of the wing above the
feathers on a normal bird, a winged youth, and two sphinxes. The
colour appears for lesser details as well; some figures are red haired,
some have red hair patches on their chest or around a nipple; they wear
red fillets and one a red petasos. The sphinxes have red bands on their
legs and a horse on one of the vases has a red painted neck.

The Amasis Painter uses white in a similar way, although less so

for large areas of clothing. The only sizeable areas of this colour on

*See Bothmer 1985, dates given in catalogue of exhibition pieces; Bothmer 1960; Clark 1981;
Beazley ABV p. 150.

*Paris Louvre F192 ABV 154,52; fig. 59; Tubingen University 7434, fig. 60; Mayence University
88, Para. 67, fig. 61.
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these three vases are the necks and faces of the two sphinxes. Otherwise
it is confined to some different arrangements of dots and a wavy line on
a bystander's mantle. Worth noting at this point is an apparent lack of
incised patterns on any of these three vases; this must appear later in the
artist's work.

The Amasis Painter's use of added colour becomes much more
flexible by his middle period. There are scenes from this period which
have little added colour on them, but this appears to be due to subject
matter more than artistic preference.”’ Satyrs, for example, are hairy
but tend not to wear clothes, and at least for the Amasis Painter, this
limits the possible use of added colour. That the nakedness of the satyrs
is the main factor rather than a deliberate choice by the artist is
indicated by the use of added colour on the miniature bands of
decoration above the main panel on one particular vase from this
period.* These smaller figures are consistent with the way the artist
uses added colour on his early vases.

Occasionally on some of his middle period vases, the Amasis
Painter uses added red for larger areas of garments. Instead of a
central stripe or two flanking ones being the only red part of a garment,
he paints the bodice of a peplos red as well as parts of the skirt.* (Fig.
62) Alternatively the whole visible area of a diagonal mantle is painted
red instead of only alternate stripes (Fig. 63),” and so are the whole
areas of various chitoniskoi.” (Fig. 63) In terms of an overall view,

therefore, it appears that the artist's use of added red increases slightly

“"Munich Glyptothek 8763, Para. 65, illustrated Bothmer 1985 p. 79.

“SWurzburg University L265 and 1.282, ABV 151, 22, illustrated Bothmer 1985 pp. 113 - 115.
#9Basel Antikenmuseum .19, Paa. 65; fig. 62; Paris Louvre F36, ABV 150, 6, illustration Bothmer
1985 p. 82.

**Munich Glyptothek 8763, Para. 65, illustration Bothmer 1985 p. 79; Geneva 14, fig. 63;
Bloomington University 71.82,Para. 65, illustration Bothmer 1985, p. 63 (colour) and p. 74.

31 Geneva 14, fig. 63; Paris Louvre F26, ABV 150, 5, illustration Bothmer 1985 p. 94, Munich
Glyptothek 8763, Paa. 65, illustration Bothmer 1985 p. 62 (colour) and p. 79.
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into the middle period as compared to his earlier vases. This is even
more clearly the case if allowances are made for vases with satyrs or
horses on them, which tend to skew the balance slightly away from
added colour.

Aside from this change, the places in which the Amasis Painter
uses red remain the same in his middle period. Stripes and dots on
garments are still much more common than solid red areas covering the
whole garment. He also continues using the colour for details on
animals, especially the neck area of dogs, for example.” (Fig. 64)

An increase in the Amasis Painter's use of white which is the
same in character as his use of red is also apparent in his middle period.
At this time he is painting whole garments white as opposed to only
decorative motifs. This can range from small areas of a chitoniskos
which are visible at neck and hem beneath a mantle (Fig. 61) to larger
areas on a full length chiton.>®* (Fig. 63) This seems to be the only
change in his use of white in this period; it continues for female flesh,
dots around rosette cores, and single lines of white dots along garment
hems and shoulder lines.” (Fig. 65)

Based on the above assessment, the Amasis Painter's overall use
of added colour increases in his middle period as compared to his early
works. This increase seems almost exclusively to be due to his use of
red and white for whole garments instead of only for stripes and pattern
motifs. Otherwise his use of colour is consistent with early vases in

terms of where he uses it.

5ZBloomington 71.823, Pama. 65; fig. 64.

>3Mayence University 88, Paa. 67; Paris Louvre F75 ABV 156, 81, illustration Bothmer 1985 p.
210.

54Geneva 14, fig. 63; London, British Museum B524, ABV 156, 81, illustration Bothmer 1985 p.
163.

53London British Museum B524, ABV 154, 47; Paris Louvre F30, ABV 152, 29; fig. 65; Berlin
Staatliche F1688, ABV 150, 9; Bothmer 1985 p. 91.
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On the artist's late vases, there seems to be a matching decrease in
the uses of both red and white. None of the late vases which I examined
had any whole garments elaborated in either colour; the artist has
reverted to stripes and dots instead.™ (Fig. 66) Even on vases with
advanced and sophisticated drapery, this is the case.”” (Fig. 67) In fact
it may be partly because of the increased complexity of drapery,
especially in the greater number of folds and their more realistic
voluminous quality, that this is the case; stripes of red alternating with
black patterned folds create a contrast that shows off individual folds to
a greater extent. It is also the case that more garments were being
depicted with folds, which makes it less practical to simply paint the
whole of a garment red or white. This method of decoration
counteracts the apparent volume of the folds which the artists had been
developing. The chitoniskoi of the two warriors on the very late vase in
Boston58 (Fig.. 55) are particularly good illustrations of this fact, since
the chitoniskos had in the Amasis Painter's middle period been a flat
garment and one which he painted red on a number of vases. |

It seems, therefore, that the Amasis Painter's abandonment of his
habit of painting whole garments red or white is very likely to have
taken place because of the increased complexity, realism, and more
frequent use of folds. The two were not consistent; they cancelled each
other out, and so one had to be abandoned. The Amasis Painter seems
to have left this habit behind even on garments which are still shown
flat, depicted in the traditional manner with stripes but no folds visible

at the hem.” (Fig. 56)

*Vatican, Mus. Greg. Etr. 369a, ABV 157, 87; fig. 66, NY Metropolitan Museum 59.11.17, ABV
Add. 449 3bis, illustration Bothmer 1960 pl. 8, 1 - 3.

"Vatican, Mus. Greg. Etr. 17771, ABV 154, 48; fig. 67.
>%Boston Museum 01.8026, ABV 152, 26; fig. 55.

>?Boston Museum 01.8027, ABV 152, 27; fig. 56; garments of Phoenix, for example, with a broad
diagonal mantle and chiton with wavy vertical lines delineating stripes decorated with dot rosettes.
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Another possible explanation for the change lies in the chronology
of the Amasis Painter's vases. His career in vase decoration is thought
to end slightly after the invention of red figure, ca. 525 BC.%® In red
figure pottery the use of added colour changes quickly, becoming much
less important, being used for small details rather than larger areas.®’
This trend is also visible on the principal scenes on the Amasis Painter's
two neck amphorae in Boston, on which some extremely fluid folds
provide grounds for very late dating in his career.

On these two vases, the Amasis Painter has used added red for
some areas such as the greaves of two warriors on one vase, and the
bowl of the tripod on the other. But for the most part the focus for
these two vases is on elaborate incision (especially for the Amasis
Painter, who does not use it as often as others; this will be discussed
later). The red folds on clothing which the artist has so often coloured
before are in scarce supply on the main scenes of the two vases. Instead
they appear on the two Dionysoi, one beneath each handle of the neck
amphora with Athena and Poseidon.® (Fig. 55) ‘These two figures have
the usual, large areas of red folds alternating with black, as opposed to
the two warriors who have much smaller red folds visible, although
admittedly their armour limits the amount of their clothing which is
actually visible. On the other side of the vase, however, Athena's skirt
has been treated in a manner unusual for this artist, who usually divides
a skirt into three stripes and decorates either the central one or the two
flanking it. The Amasis Painter has incised an overall grid over the
whole area of the skirt and filled in the squares with diagonal rows of

incised crosses with V's, with rows of red squares and black squares

“Boardman 1974 p. 54.
%'See pp. 191 - 197, 211 - 214, 218 - 223, 264 - 267.
“Boston Museum 01.8026, ABV 152, 26; fig. 55.



99

between them. Again, the focus on this garment is the incision and the
smaller areas of added colour.

The other Boston neck amphora has a similar approach taken to
the garments of Phoenix in the arming scene of Achilles.® (Fig. 56)
Phoenix wears a long chiton with a diagonal mantle. In his middle
period the Amasis Painter would very likely have painted the mantle red
and perhaps also the chiton white. Instead, on this vase he has painted
only the narrow mantle folds over Phoenix's arm and back red, and left
the large area of the mantle an unrelieved black.

The garments of Athena and Phoenix on these two vases,
therefore, seem to indicate that the artist's usual methods of garment
decoration have changed by the end of his career, with less added colour
being used and placed over smaller areas as well. The garments of these
two figures are of the types usual for this artist, so they provide a good
basis for comparison with his earlier vases. The simplest explanation
for these changes is the lateness of these two vases; they must be
reflecting the same kinds of chahges which were going on at the same

time in the red figure technique.

3Boston Museum 01.8027, ABV 152, 27; fig. 56.
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Chapter 4:
Exekias and Group E

Garment patterning by Exekias

Exekias' use of pattern is different from the Amasis Painter's in many
ways. The total number of different motifs the artist uses on 20 vases is
22 (see appendix 7 p. 328)." The four dominant motifs are all incised
ones, as opposed to the work of the Amasis Painter (see appendix 5 p.
326), where the two most popular motifs are each used about three
times as often as the third (specifically, these are very dominant) and
these two are both dot based with added colour. Exekias, then, uses
incision where the Amasis Painter prefers added colour.

Another major difference between the two artists lies in the
variety of motifs they use. On his vases the Amasis Painter uses 22
different motifs, of which five are variations of dots, such as different
sizes, for example, and arrangements in a single line at hemlines or in a
double line of negative and positive dots. This leaves 17 motifs which
are truly separate from each other. Exekias, in contrast, uses 22 motifs
on his vases, a substantially larger number without the repetition of the
Amasis Painter’s dots.

The two artists each use motifs which the other does not. The
Amasis Painter includes a checkerboard pattern, a single crenellated
line, and also a vertical wavy line, which do not occur on the known
vases by Exekias. Of greater interest, perhaps, is the variety of
arrangements of dots favoured by the Amasis Painter, which do not
appear on vases by Exekias. He, in turn, also uses a number of motifs
which do not appear on the Amasis Painter's vases: swastikas and half

swastikas, meanders, stars, incised squares, hooks, and rings with dots.

'On Exekias see ABV 143 - 149, Para. 59 - 61, Add. 11 35 - 37.
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Except for the stars, these are all incised motifs; the stars are partly
incised and partly executed with added colour.

Another major difference between the two artists is apparent in
another aspect of how they handle garments. Exekias depicts many
gridded garments while the Amasis Painter depicts very few, and the
artists apply the motif in different ways; Exekias tends to cover the
whole area of a skirt with a grid, and usually the bodice of the garment
as well.

Exekias is much more interested in pure patterning and
ornamentation than the Amasis Painter. This is evident from vases such
as the Vatican amphora with the board game playing Ajax and Achilles.”
(Fig. 70) This is not an aspect of the artist's work which appears on all
his vases, but it is undeniable nevertheless. One possibility is that his
standard use of grids is part of the same phenomenon as his liking for
incision.

I have already pointed out that where the Amasis Painter uses
added colour, Exekias prefers incised ornament; these two artists are
very different in their preferences. To execute very fine ornament
incision is required; the graver can produce thinner, finer lines more
simply than a brush. The grid represents a simple way of producing a
well balanced, satisfying incised decoration. It would be much less
difficult to incise an even grid and then fill in its squares than to
produce decoration as on the cloaks of Ajax and Achilles in a balanced
way, without any gaps and without too much repetition of motifs or
overlap. Exekias facilitated this decoration by dividing the cloaks into
distinct areas by means of heavily ornamented bands, but even so these

garments must have been extremely challenging as well as time

*Vatican 344, ABV 145, 13; fig. 7C.
*Vatican 344, ABV 145, 13.
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consuming to execute. A grid would have been much simpler by
comparison, still allowing for some delicate incised decoration, but
producable in a much shorter time. In fact, the dense, detailed
ornamentation which Exekias uses to decorate some garments is new to
Attic black figure, as is the extent to which he uses incision to decorate
garments. Although incision began to be more popular with Group E,
it is only with Exekias that it becomes very common and is fully
exploited.
Added colour by Exekias

Another aspect of the work of Exekias which has not yet been
discussed is his use of added colour. In some of the places he uses it he
is the same as the Amasis Painter, namely for small areas like armour;
helmets and greaves, especially, and also for alternate folds on the skirts
of the warrior's chitoniskoi.* (Fig. 68) Exekias, however, tends on
garments to generally implement added colour over smaller areas than
the Amasis Painter; he rarely uses it to decorafe (or cover) whole
garments and often uses it to complement his incision, double
emphasizing incised lines with echoing lines of red paint, especially the
pectoral spirals on armour (Fig. 69),” but also to outline details like
alternate squares incised within a grid.® (Fig. 70)

Note that there are, however, some instances of large areas of
added colour on the vases of Exekias; these tend not to be garments.
One exception is on the reverse of the Vatican vase with Kastor and

Polydeukes.7 (Fig. 70) Kastor, at the centre of the scene, has his

“Munich Antikensammlungen 2044, ABV 146, 21, fig. 68.

London British Museum B210 ABV 144, 7, fig. 69.

%Vatican 344, ABV 145, 13; fig. 70.

"Vatican 344, ABV 145, 13; fig. 70. On the question of homecoming or departing see Mackay 1979,
pp. 474 - 476, who summarizes earlier thoughts on the subject as well as presenting her own.
Hermary 1978 pp. 58 - 69 suggests another subject, the apotheosis of Kastor, who was the mortal twin
of the two, being the son of Tyndareus instead of Zeus. He was killed after the twins kidnapped the

daughters of Leucippus, and Zeus allowed him to return to the living on alternate days taking turns
with Polydeukes.
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chlamys painted completely red, with incised folds showing through.
Although this is indeed the whole area of a garment painted red, it is a
very different usage from the way the Amasis Painter does it,
specifically on flat and foldless garments, which also tend to be shown
frontally. Kastor's chlamys falls over his shoulders in folds instead. In
fact the overall application of colour reduces the contrast between
incised fold lines and the material of the garments, and takes away from
Exekias' accomplishment in showing the folds.

Kastor and Polydeukes have a long history of association with
Sparta. The two royal houses of the city claimed descent from the
twins.> Their human father Tyndareus was the king of Lacedaemon,’
and after his death the Dioscuri ruled jointly," thus establishing the dual
kingship. They were of some importance to the history of the city, and
their role in several mythological adventures gives them some heroic
status as well."! ‘

Given the identity of the twins as Spartan heroes, the presence of
this red cloak worn by Kastor (his figure is labelled, so there can be no
mistake about his identity) is of potential importance, especially because
wholly red garments are so unusual on the vases of Exekias. We must
ask why Exekias chose Kastor, specifically, to wear a red cloak, while
Polydeukes is unclothed. The answer may lie in the literary evidence.

There are several specific references in literature to Spartan
warriors wearing, or being associated with, red cloaks. Plutarch

describes the laws made by Lykurgus in regard to the burial of the

$Mitchell 1964 p. 106 - 107.

°Odyssey X1, 298.

1%Pausanias I11, 1, 5; Herodotus VI, 52.

UThey appear in three main myths. They recover Helen, their sister, after she is kidnapped by
Theseus, take part in the saga of the Argonauts, and kidnap the daughters of Leucippus. They are also
mentioned briefly in the Jliad (2.300 ff.). For more details see the Oxford Classical Dictionary , eds.

Hammond and Scullard, under the listing "Dioscuri”, which is also the souce of the preceding
information.
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interred with the body: “He (Lykurgus) did not allow them to bury
anything with the body, but they laid it out in a red cloak and olive
leaves.”"” A more specific connection between red cloaks and the
military comes from other authors.

Xenophon includes a mention of the garment in his description of
the Lykurgan army.'* “In the equipment he devised for the troops in
battle, he included a red cloak, because he believed this garment to have
least resemblance to woman’s clothing and to be most suitable to

war 515

The third reference to the garment, by Aelian, also mentions
the garment in connection to burial, stating that burial with leaves was
granted to men who died after fighting well, and burial with the red
cloak was for those who had shown themselves to be especially brave.'®

Based on this literary evidence, the connection of Kastor and
Polydeukes to Sparta, and the rarity of wholly red garments on the vases
of Exekias, it seems that the artist was making a deliberate reference to
Spartan military garb with the red cloak of Kastor on this vase.

The question of the subject of this vase has for a long time swung
back and forth. There are several basic possibilities, the return of
Kastor, the departure of Kastor and arrival of Polydeukes, and the
return of both the brothers. Most recently Mackay has suggested that
rather than the focus being on the arrival or departure from mythical
adventures, the vase is a depiction of the Dioscuri returning from the
different activities with which each is associated, namely Kastor from

horse - riding, and Polydeukes from boxing.17 This explains why

Kastor is shown with his horse and Polydeukes unclothed; the aryballos

Plutarch Lykurgus 27.2, translation MacDowell 1986 p. 120.
MXenophon, Lac. Pol. 11, 3.

15Xenophon, Lac. Pol. 11, 3, translation Marchant 1946 (Loeb) p. 171.
' Aelian, Var. Hist. 6.6, as cited in Macdowell 1986 p. 121.

"Mackay 1978 p. 162.
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held by the small boy on the right side of the scene is for him to refresh
himself with after his exercise. Hermary has also suggested that the
flower and branches extended by Leda indicate that the scene depicts the
apotheosis of Kastor, the mortal son of Tyndareus, but the absence of
Olympian deities in the scene, other than Leda, makes this problematic,
for normally in apotheosis scenes Zeus at least is included. I suspect that
the association of the flower and branches with immortality is not
consistent enough to be a reliable indicator.'®

I have described above the association of the Dioskuri with the
two kings of Sparta. Mitchell describes one of the differences between

the two kings thus:
Apparently the two kings in their priestly or military function
were supposed to be possessed or led by the Dioscuri. When a
campaign was undertaken, one of them remained in Sparta with
the king who had been left behind. (Herod. V, 75.) We infer
from the fact that the Spartans advanced to the battle to the sound
of ‘Castor’s tune’ that his spirit was active in the field, while

Pollux remained inactive at home.”"

Based on this difference in the functions of the two kings, I would
suggest another explanation of the subject on this side of the vase.

Rather than an entirely new explanation of the subject of this vase,
what I have to offer is a revised version of Mackay’s idea that the vase
painting by Exekias is an iconographic depiction of the two heroes. The
military cloak worn by Kastor, which stands in contrast to the nakedness
of his brother, is an indication of his martial character in addition to his
nature as a horse tamer and in contrast to Polydeukes the boxer.”® Itis

an additional way of contrasting the twins and suggesting the differences

"®*Hermary 1978 pp. 67 - 69.

Mitchell 1964 p. 107. The reference to Kastor's tune is in Plutarch Lyk. XXII. He says that after
the soldiers were lined up the piper would be ordered to play 'Kastor's tune', and the army would advance
in step to it.

®lliad 3, 237.
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between them; the spear Kastor carries in contrast with his unarmed
brother may also be part of this. This kind of subtle differentiation
between intangible characteristics (also exemplified by the superiority of
Achilles on the other side of this vase, depicting the game playing
Achilles and Ajax) is one of the most impressive aspects of Exekias’ vase
painting, and the depiction of Kastor wearing this garment appears to be
part of the great depth the artist gives to his vase paintings.

Garments aside, Exekias uses added colour over large spaces
where the Amasis Painter does not, something which is only partly due
to the different subject matters favoured by the two artists. The famous
eye cup with Dionysos sailing across the bowl not only has the
interior surface covered with an unusual coral red glaze, but also the
whole sail of the ship covered with white.”' (Fig. 68) Exekias
occasionally does horses white,** usually the pole horse of a chariot,
which is behind several horses so that less of it shows, and the strong
contrast of the white is lessened by its smaller area.” (Fig. 71) This 1s
a far more subtle use of colour than anything by the Amasis Painter, and
serves more than one purpose, for in addition to lightening the vase it is
easier to distinguish between multiple horses, especially their legs, when
one of them is a different colour. The addition of red paint to the
manes of the horses also helps enliven the black areas of their necks.

One application of added colour by Exekias which is also
apparent on vases by the Amasis Painter is on the armour of the game

playing heroes on the Vatican amphora.24 (Fig. 70) In addition to the

*'Munich Antikensammlung 2044, ABV 146, 21; fig. 68.

*Budapest Museum 50.189, Para. 61; fig. 71; Orvieto Faina 77 ABV 144, 10; Orvieto, Faina 187,
ABV 145, 11.

20n horses by Exekias see Moore 1968, pp. 357 - 368, where she uses them to establish dating
criteria.

*Vatican 344, ABV 145, 13; fig. 70.
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white used for the stars on their cloaks, Ajax's red fillet, and the red
helmet crest of Achilles, Exekias painted larger areas with added
colour, namely white, in the form of the cuirasses of the two heroes.
These were also incised with lines of patterns such as meanders and
diamonds. Because the cuirasses are quite elaborately incised, and so
are the cloaks that fall over them, the addition of the white paint to the
armour helps the viewer differentiate between the two garments of the
warriors, emphasizing that cuirass and cloak are two different
garments. Like Exekias' white horses, therefore, this use of added
colour is a rather strategic and thoughtful one. The Amasis Painter also
paints a cuirass white, but his lacks the elaborate incision which Exekias
uses and has only minimal elaboration of details instead, which is
consistent with the Amasis Painter's preference for added colour over
incised decoration.”
Treatment of drapery

Although both Exekias and the Amasis Painter use added colour
for large areas as well as small.details, the way they do so is very
different. The Amasis Painter paints whole garments red or white,
often as an alternative to any additional incised decoration. The larger
areas of added colour that Exekias executes, by contrast, have a
function, making the details of a scene easier to decipher. Where the
Amasis Painter decorates a garment in broad stripes of red and black,
Exekias will incise over the whole area instead, a much more time
consuming method of decoration, which requires more skill and more
care. Exekias also uses colour to complement his incision, adding a red
outline around an incised square, for example. The Amasis Painter
tends to separate the two, so that one section of a skirt will have incised

decoration while another has added colour.

Z5Louvre F75, ABV 156, 81.
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Two interesting examples of possible experimentalism are
especially visible in the work of Exekias. One has already been
mentioned. On the Vatican amphora, the central figure, Kastor, wears a
chlamys tossed back over his shoulders.” (Fig. 70) The garment has
been incised with folds that disappear over Kastor's shoulder and are
visibility on the diagonal fall of the hem of the chlamys. These folds
lack the sinuosity and volume that appear a little later in vase painting.
The visiblity of the fold lines is decreased, however, by the way the
whole mantle is painted red rather than only alternating folds. The
contrast between the colour levels of incised fold lines and the body of
the folds themselves has been reduced.

On the artist's exceptional eye cup decorated with Dionysos in his
boat, the exterior of the vase is decorated at each handle with two sets of
warrior fighting over a dead body which sprawls horizontally beneath
the handle, neatly filling the available spac:e.27 (Fig. 68) Some of the
warriors are naked, others clothed, and chitoniskos skirts are visible |
decorated in a variety of methods which are really a catalogue of
possibilities. One garment is painted red, for example, several have
alternating red and black folds, one is covered with an elaborate incised
scale pattern and another has two lines of an incised grid pattern. The
variety of decorative methods which Exekias puts into practice on this
one aspect of the warrior's garb shows clearly that he was fully aware
of all the different possibilities for decoration.

Only one of the warriors, however, out of the dozen appearing on
this vase, wears a gridded garment of any complexity. The garment is
not his short skirt, for this is decorated with only two lines of a grid.

His mantle falls over his shoulders in a very flat sheet, covered with a

*Svatican 344, ABV 145, 13; fig. 70.
" Munich Antikensammlung 2044, ABV 146, 21; fig. 68.
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fine diagonal grid with rings incised within the squares. The hemline of
the garment is especially interesting, because here Exekias has drawn a
few narrow folds at the back of the mantle. I have said before that
gridded decoration or indeed elaborate decoration of any kind is not
compatible with the dimensionality of folds, because elaborate
decoration must have a flat surface to show off the detail at its best, and
in addition, elaborate decoration flattens a surface. This is the garment,
I think, which proves my point. The small folds appear rather
incongruous against the broad expanse of that carefully incised grid.
Exekias has sensibly not included the lines of the folds themselves, only
the lappets created at the hemline, but these do not add volume to the
garment because the grid rolls right over them with no adjustment and
flattens them completely.

The same phenomenon is visible on the board 'game playing
Achilles and Ajax on the Vatican amphora.®® (Fig. 70) The corners of
Ajax's mantle, especially, hang down in the lappets which indicate folds.
On‘the front corner of the cloak no fold lines are visible, for the
decoration seems to be especially closely spaced at this point. Again the
volume of the fold ends is flattened out, although to a lesser degree, it
seems, than they were with the strictly geometric grid superimposed as
on the last example.

Fold lines do actually appear on the back corner of Ajax's mantle.
These are visible between ornament which has been closely spaced along
the lines of the folds. This small area illustrates why not only grid
ornamentation is incompatible with folds, but also closely spaced
patterning that is not in a grid. It detracts from the fold lines, making it
hard to focus on or even to notice them. This kind of heavy ornament

combined with fold lines does not come into common use in black

28V atican 344, ABV 145, 13; fig. 70.
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figure; I have never seen another example of it. That Exekias would be
the artist who does this is only logical, since he displays a greater
interest in and skill at heavy patterning than any other black figure artist
known to us.

Another notable aspect of these particular falls of fabric is that
for continuity, Exekias was obliged to decorate them heavily. They are,
after all, part of the very heavily patterned cloak worn by Ajax, and
would have looked very odd indeed if left plain, where the rest of the
garment was so heavily patterned. Exekias was clearly aware of
developments in naturalistic depiction of drapery, but his intense
patterning nevertheless seems to have been his focal point, on this vase
at least, and realistic drapery comes second to that. This is the case on
other vases as well; the black figure calyx krater in Athens, which
appears to be the first of its kind, has some quite elaborate drapery
combined with rather heavy patterning.” (Fig. 72)

The figure of Poseidon on this vase is bare to the waist but
appears to be clothed in some fairly elaborate drapery below that
point.*® A small section of the garment is visible beneath the belly of
the horses he stands behind, above a section of the vase where fragments
have been lost. The sweeping folds appear to be in quite a complicated
arrangement, for they vary in width and also direction. Between the
folds are visible several motifs: swastikas, crosses with V's, and incised
V's. The variety and density of the motifs is unusual for the placement
between folds. This example is not an exceptional occurrence, either,
for the garment of Apollo is treated in a similar manner, although his
folds are less elaborate than Poseidon's. Neither of these examples are

as densely ornamented as the cloak of Ajax, so perhaps Exekias has

29 Athens, Agora AP 1044, ABV 145, 19; fig. 72.
3OHill 1974 pl. 92c.
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learned from that vase, but both are exceptionally heavily ornamented
for garments with folds. Exekias is holding on to his own preferences
even on late vases like this one, where development in other aspects of
his vase painting is clearly visible.

A question which we must ask about Exekias is whether he could
have been responsible for the invention of red figure. He seems to be the
most likely candidate for the introduction of the eye cup and calyx
krater, as well as numerous popular compositions such as the game
playing heroes, but other factors will indicate whether or not his
originality might have extended as far as the invention of the red figure
technique.

Conclusion - Exekias

The answer to this question has to be no. Exekias does not seem
to have been restricted by the limitations of black figure; his superb use
of patterning maximizes its possibilities instead. Although his figures
are lifelike, he is also interested in exploring the use of emotion in his
pictures, the inner realism as opposed to the outer realism which is the
anatomical detail and experimentalism of the new technique. For
many of his vases, the greatest achievement is what you do not see
directly rather than what you do. His emotional subtlety and power are
something which, at least in my opinion, never come again in vase
painting.

Artistically Exekias is very much a black figure artist even on his
latest vases. His kalyx krater from the Agora in Athens’' shows that
even though he keeps up with increased sophistication in the depiction of
folds and drapery, he also favours using very heavy patterning at the

same time. (Fig. 72) He prefers incision over added colour for the

' Athens, AP 1044, ABV 145, 19; fig. 72.
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decoration of garments, a strong contrast to the Amasis Painter, for
whom elaborate incision only appears on his very latest vases, and who
has a very strong preference for added colour in the decoration of
garments, possibly due to his slightly earlier start in black figure.
Although Exekias also uses colour over large areas occasionally, his uses
tend to be more considered than the Amasis Painter's, and he rarely uses
colour over whole garments, something the Amasis Painter does quite
often.

In terms of the overall development of black figure, it appears
that elaborate incision was the last technical aspect to be mastered before
red figure appeared; this mastery happens very quickly, within one
group of vase painters. Once incision had reached the levels Exekias
took it to, the logical artistic next step was towards realism, especially in
garments at first, with fabric being given volume and realistic drapery.
If the more voluminous Ionic dress had become common for Athenian
women by this time, that could have provided a guiding incentive for
artists, and once they had started to move towards realism in drapery,
anatomical realism had to follow.> Exekias in particular stands at the
cusp of this change, for his work encompasses both the height of
ornamentation and also developed drapery. He remains true to his black
figure origins, however, while the Amasis Painter begins to experiment
with entwined poses and the outline technique; these two artists clearly
took very different approaches to their work, and their differences in
decorative habits reveal this aspect of their artistic personalities in a
strong way.

Garment patterning by Group E

32Archaeological and literary evidence both indicate a change in the kinds of garments worn by women
in the sixth century. Herodotus (V, 87ff) tells the story of how the women of Athens were made to
change to Ionic dress fastened with buttons or fibulae after killing the only survivor of a battle with the
long pins used to fasten the Doric peplos. Elderkin 1929 describes a mid sixth century decline in the
appearance of these long pins in the achaeological record.
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In terms of general preferences, incised motifs are of much
greater importance to Group E than those that allow the use of added
colour.” (See appendix 6 p. 327.) In fact the group uses relatively few
motifs which do involve added colour; the fine white dot for trims and
the dot rosette for overall decoration, both of which are standard black
figure motifs, are the most prominent of the added colour motifs. The
red dot, pyramidal triple dot, and dot circle each play a small part in the
group’s decoration of garments, especially compared to the more
favoured motifs.

This aspect of Group E’s work seems to set them apart from other
black figure artists, who give motifs involving added colour a much
more prominent place on their vases. Lydos’ favourite motif for
overall patterning is the dot rosette, as is that of the Princeton Painter.
(See appendices 1 and 2, pp. 322, 323) In fact his preference for this
motif is over three times greater than that of Lydos. Like Lydos, there
is a strong decrease in the numbers of the overall patterning motifs after
the dot rosette on the vases of the Princeton Painter. In contrast with
these two artists, dot rosettes are quite far down the Euphiletos
Painter's list of chosen motifs, but the added colour dot, most often red,
is his favourite method of decorating garments overall. (See appendix 3
p- 324.) In fact, the Euphiletos Painter's vases are quite well balanced
in patterning terms between incision and added colour, more so than
those of Lydos and the Princeton Painter. Vases attributed to the
Lysippides Painter display a similar balance between incision and added
colour.

Based on the counts Group E's vases are inclined to the incision
side of the scale in terms of preferences. This sets Group E apart from

the Princeton Painter and Lydos, but is more comparable to the

*For Group E, see ABV 133 - 143, Para. 54 - 57, Add. I1 35 - 37.
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preferences of the Euphiletos Painter and the Lysippides Painter. This
is particularly interesting because in chronological terms both of these
artists follow on after Group E is generally thought to be working,
while the group's career coincides with those of Lydos and the Amasis
Painter despite the different preferences of these two artists compared
with the group. The Amasis Painter's overwhelming favourites are the
plain dot and dot rosette, undoubtedly linked to his great love of added
colour on his garments. In terms of absolute dates the chronology
works like this:**

Lydos ca 560 - 540 BC

Amasis Painter ca 560 - 525
Group E ca 560 - 540
Princeton Painter ca. 545 - 530
Exekias ca 545 - 530
Lysippides Painter ca 530 - 515
Euphiletos Painter ca 525 - 515

Considering that added colour is so much more important in the
patterning of Lydos than on that of Group E, the similarity in their use
of grids is of particular interest, especially since it is so low compared
to what the Princeton Painter does. There is another aspect of the work
of these two artists which may be related to this characteristic which
they share, and that is the extensive use of scales on the vases of both.
Lydos uses scales to decorate garments nine times on 55 vases; Group E,
18 times on 42 vases. (See appendices 1 and 6, pp. 322, 327.) The
Princeton Painter uses scales regularly, but tends not to cover whole
garments which them, instead incising the pattern over just a central
band of a skirt,*® or over the small area of a chitoniskos skirt often worn

by a warrior.”® (See appendix 2 p. 323.) Just once does this artist cover

*Boardman 1974 p. 234.
*Basel BS 427, Para. 130, 14bis; Princeton 168, ABV 299, 19; Geneva 154, ABV 299, 18.
*London B212, ABV 297, 1; New York 56.171.9, ABV 299, 15.
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the whole area of a longer skirt with this pattern (fig. 34).>” The
Amasis Painter uses scales very little, and these examples too are
generally on garments of small area, especially the ubiquitous
chitoniskos skirt. (See appendix 5 p. 326.) Despite his love of elaborate
patterns over relatively large areas, Exekias uses the scales just three
times on 20 examined vases, and also for small areas. (See appendix 7
p. 328.) The Lysippides Painter does not use scales even once on the
attributed vases I examined, and the Euphiletos Painter is the same. (See
appendices 3 and 4, pp. 324, 325.)

Lydos, in contrast, uses scales for both bodice and skirt on some
figures®® and whole, long skirts on others.”” Although Group E uses
scales with much greater frequency than other black figure artists,
therefore, the group still maintains for the most part the standard black
figure application of this particular pattern over fairly small areas*’ and
most frequently the warrior's chitoniskos skirt. (Fig. 73) _Although on
the vases of Lydos, it seems that this specific motif is very likely the
result of Corinthian influence, and Group E begins work at the same
time as Lydos, this is not necessarily the case for them. I showed that a
number of aspects of the works of Lydos reflect Corinthian influence
(see pp. 53 - 61), but this is not the case with Group E, so although their
choice of motif might have been influenced by seeing it on Corinthian
vases, I think it is part of their focus on incised decoration generally,
rather than being a polychrome motif as it is used on areas of earlier
Corinthian vases.

The great popularity of scales on the vases of Group E may be

part of their general interest in the use of incised patterning as opposed

New York 53.11.1, ABV 298, 5; fig. 34.
*Berlin 1685, ABV 109, 24; two women.

¥Taranto 20137, ABV 112, 65; Athens Acropolis 2410, ABV 111, 50; Florence Va. 102b, ABV 111,
46.

“Typical is Boston 00.330, ABV 135, 45; fig. 73; the scales cover small areas of two garments.
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to added colour. It seems to me that conceptually the scales are similar
to the grid pattern, as both are incised continuously and have the effect
of subdividing the area of which they are incised into small
compartments, as opposed to breaking up a flat black surface at intervals
as other motifs such as the cross with v's do. In addition the scales are
quite often elaborated in a similar way to the grid pattern, with the
addition of a dot or dash inside the area of each scale as outlined by
incision. Inside the boxes of a grid the pattern can be much more
elaborate than this, but not always, and sometimes the grids are even
turned diagonally with the squares left empty as an alternative form of
decoration. Taking these considerations into account the frequent use of
scales in Group E, which is much greater than on the vases of any other
black figure artist, seems to be significant in terms of their place at what
seems to have been a rather pivotal stage in black figure, the
development of artistic interest in elaborate incision as an alternative to
added colour, and offsets the lack of grids on their vases relative to
Exekias.
Group E and Exekias' patterning compared

Exekias took this elaborate incision to its highest levels, and it has
long been recognized that there is a relationship between that artist and
Group E, ever since Beazley first began the task of delineating the

group as an entity. He characterized the group thus:
This is the name I give to a large and compact group which is ve
very closely related to the work of Exekias, although
earlier...than the vases assigned to him in my list...One day we
may be able to draw the cord still tighter and to establish...Group
E or part of it, as early work of Exekias himself: for the present
I prefer to keep the two groups distinct. 'E' alludes to the
connection with Exekias; and Group E is, if not more, the soil
from which the art of Exekias springs; the tradition which, on his
way from fine craftsman to true artist he absorbs and transcends.
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Most of these vases will be by one hand.*!

Little else has been written on the relationship between Exekias and
Group E. Moore did some comparison of certain characteristics of the
two in her study of the chronology of Exekias' horses. Although many
of the details are similar, those by Exekias tend to be more accurate,
truer to life, more careful and slightly more detailed than those of
Group E.** The discussion which follows is in no way intended to be a
comprehensive one, but since his rich patterning and variety of motifs is
one of the special aspects of Exekias' vase painting, it seemed possible
that comparison with Group E might be enlightening with respect to the
origins of this aspect of Exekias' work.

Direct comparison of the motifs used by Group E and Exekias
reveals both similarities and differences. (See appendices 6 and 7, pp.
327, 328.) The two use approximately the same number of motifs, but
the lists of motifs are not exactly parallel. Group E uses motifs which
do not appear on Exekias' vases, including the herringbone, the arrow,
the dot rosette, diagonal grid, pyramidal triple dot, crenellated line, and
a boxed S pattern. This last is unique among the vases of black figure
artists which I examined, and is best paralleled by Exekias' own crossed
square. These two motifs are of unusual complexity and neither of them
is used often, with just a single appearance on each on the vases
examined. Similarly, Exekias uses a number of motifs which do not
appear on the vases of Group E. These include dot rings, probably his
equivalent to the dot rosette and quite possibly some of these were
originally dot rosettes with now faded red cores, so that in the
illustrations only the surrounding white dots are now visible. When

Exekias does use these dot circles, they are executed with fine dots, to a

‘”Beazley 1932 pp. 3 - 4.
“Moore 1968 pp. 359 - 360.
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small size, and are placed between fine folds. This manner of use is
quite different from that we see with artists such as the Amasis Painter,
who tend to make their dot rosettes larger and therefore place them
between broad folds.”> In addition, this category includes the swastika,
the incised v, the petal cross, the Macedonian star, the spiral swastika,
the double meander, the crossed square, the oval chain, and the four
petal flower. Many of these motifs are not found on the vases by the
other black figure artists whose works I examined. They tend to be
very complex, especially compared to those motifs used by Group E but
not by Exekias. Those that involve added colour on this list, especially
the Macedonian star, are also quite complex and involve delicate,
refined, careful brushwork, as opposed to Group E's pyramidal triple
dot, which must have been considerably simpler to execute with a few
touches of a brush. The complexity of these motifs is one of the
trademarks of many of Exekias' vases and appears to be an aspect of his
work which was not originated by or shared with Group E. This
significant difference between them supports the idea of separate
identities for the two, as opposed to Group E being simply the very
earliest phases of Exekias work, although it is of course not conclusive.
Group E and Exekias also display differences in terms of which
motifs they favour, both for overall patterning of garments as well as
for trimming them. Before comparing these I should note that the
reader must keep in mind that I examined just over twice as many vases
for Group E as I did for Exekias, so that apparent differences in
numbers of motifs are actually twice the size they seem to be when they

are adjusted to sample size.

“Compare, for example, by the Amasis Painter, New York 56.171.10, ABV 150, 3 (Bothmer 1985
no. 7) or London B52, ABV 153, 31 (Bothmer 1985 no. 26) with, by Exekias, Budapest 50.189, Para.
61, fig. 71; and Orvieto, Faina 78, ABV 144, 9; Raeck 1984 fig. 5 p. 11 and Technau 1936 pl. 11 -
13.
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Taking into account the difference in sample size it is clear that
firstly, Exekias uses overall patterning much more frequently than
Group E, and secondly, he displays a great deal more variety in terms
of the motifs he favours. Group E really just has two favourites, the
scales and the plain cross, and after these other motifs appear much less
often, whereas Exekias has five different motifs appearing ten times or
more. In fact, adjusting for sample size, Exekias uses 12 different
motifs with the same frequency as Group E's top three. Although the
two are comparable in terms of the numbers of motifs they use, variety
plays a much greater part on the vases of Exekias than on those of
Group E, and indeed, Exekias does not have such pronounced
preferences as Group E, but uses more motifs more often. This is
another strong difference between the two.

Then, too the different artists favour very different motifs for
overall patterning. Exekias favours the ring first, followed by dot
rings, the the meander and the cross with v's, the square and the
swastika. Group E's favourite scales are further down his list, as is
their second favourite, the plain cross. Interestingly, the dot rosette and
its apparent equivalent the dot rings are high on both lists.  Exekias'
meander, on the other hand, is much less popular with Group E.

This motif, along with Exekias' favourite, the ring, is particularly
well suited for application within an incised grid, and this may be one
reason underlying the differences between the two. Exekias uses many
grids on His vases, while Group E uses much fewer; when the difference
is adjusted for sample size the difference is more than tenfold. (See
appendices 6 and 7, pp. 327, 328.) In this aspect of his decoration of
garments Exekias stands apart, not only from Group E, but also from

all the other black figure artists whose vases I have examined. In fact




the frequency of grid use on Group E's vases is very comparable to that
of Lydos. The group's much greater use of scales than Exekias also puts
them closer to Lydos, who 1s unusual in this respect. In his frequent use
of grids, Exekias is very different from Group E.

With all these differences between Exekias and Group E so far, it
is not surprising that their trim motifs also differ. As with the overall
pattern motifs, one difference is frequency; again Exekias uses his
preferred motifs twice as often as Group E uses theirs. The two also
have different preferences in this area. Group E's top three trim motifs
are the incised dash, the incised dot and the fine white dot. Exekias' top
three are the horizontal zig zag line, the fine dots and the meander. He
appears to favour motifs which require more care and effort to produce
than Group E's favourites, for incising a line of dashes or dots is very
quick where a zig zag line or meanders are more complicated and
therefore take longer.

Conclusion

This comparison of the patterning motifs used by Exekias and
Group E makes it clear that not only does Exekias stand apart from his
contemporary, the Amasis Painter, and a number of black figure artists
who work both before and after him, but he also stands somewhat apart
from Group E. He has a tendency to use more elaborate incised motifs
than Group E, as well as using them more often, and his great use of
gridded decoration makes him truly exceptional among black figure
artists. One link between Group E and Exekias appears to be the
number of motifs each uses, which are about the same and greater than
many other black figure artists. In the exceptional variety of motifs
used by Group E, therefore, we may be seeing the beginnings of

Exekias' focus on incision, but not yet his interest in elaborate incision

and patterning. Moreover, none of the other black figure artists whose
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work I examined display this interest in such detailed, elaborate
patterning; Exekias seems to have originated this himself, even adding

some new motifs such as the Macedonian star and the four petal flower
to garment decoration on pottery, as well as continuing the use of other
standard motifs such as the meander and altering these (his opposed
double meander, for example). In this aspect of his work Exekias is
unique among black figure artists.
Added colour by Group E

Group E's use of added colour is on about the same level as some
of the other black figure artists whose work I have examined. They use
red often to decorate stripes of garments, often broad ones, and much
less often for a whole skirt or bodice (fig. 74).* Red also appears often
to various details of armour or other equipment such as chariots, in
addition to its frequent use for hair, beards, and fillets.* (Figs. 75, 76)
In addition to white painted female flesh, there is the occasional |
completely white chiton.® (Fig. 73) Group E also tends to use red
especially for manes and tails of horses, a tendency which Exekias does
not share (perhaps. because he prefers to incise them instead) and once
there is even a white horse.” (Fig. 77) The white horse is a detail
which recurs on vases by Exekias (Fig. 71);*® applying this colour to
one of the horses in a team makes it easier to read the vase. Group E's
white horse is, as is usual with Exekias too, not the first one in the team,
which makes the added colour most effective at this simplification. The
first horse is easy to make out; it is with those following that the legs

especially become confusing.

*New York 56.272.12 (ex Hearst), ABV 134, 22; tig. 74; London B163, ABV 134, 28; Burrell
19.159, ABV 134, 23; CVA Glasgow 1 pl. 12.1 - 2; Chiusi 1806, ABV 135, 34; Munich 1394,
ABV 135, 42.

*>Weaponry and armour: Christchurch 42/57, Para. 53, 7bis; fig. 75; Louvre 106359, ABV 138, 69;
Baden, Ros, ABV 133, 5. Hair: Toronto 919.5.176, ABV 134, 11; fig. 76.

*Boston 00.330, ABV 135, 45; fig. 73; chiton of Apollo visible beneath mantle, and chiton of
chanoteer on the other side of the vase.

* Copenhagen 109, ABV 135. 33; fig. 77.

*3Budapest 50.189, Pam. 61; tig. 71; Orvieto, Faina 77, ABV 1+, 10; Orvieto, Faina 187, ABV 145,
11.
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One aspect of Exekias' use of added colour which Group E does
not share is the rather subtle way he uses it to accent his incision.
Exekias uses colour, especially red, for this purpose in several different
ways. Several times it is applied to garment patterns so that, for
example, alternate meanders in a grid are elaborated by a red line
echoing the incised one.*® (Fig. 70) Occasionally the artist adds a fine
dot at the crossing point of the grid's incised lines.>® The elegant curves
of incision on armour may be echoed with a solid red line (on a cuirass)
or a wonderfully fine line of dots (on a helmet).’! (Figs. 68, 69) None
of these appear on vases of Group E;*? it seems to me that this kind of
extra elaboration required a great deal of patience and attention to
detail, which many vases by Group E, being more hastily and carelessly
executed, do not show.

This difference in the way Exekias and Grbup E use added colour
is a telling one, indicative of how Exekias has moved away from his
roots in vase painting. He takes it much more seriously than Group E
does, putting much more effort into many of his vases. His patterning
of garments reflects this attitude as well, of course. Indeed, it is the
details of Exekias' vase paintings which give many of them their
emotional impact, such as the furrowed brow of Ajax preparing the
sword for his suicide, the interlocking eyes of Achilles and Penthesilea
as he gives her a mortal wound, and the subtle dominance of Achilles in
his greater height and higher dice score than Ajax. Exekias' superb
patterning- and individual use of added colour to enhance it are part of

this same attention to detail.

“Berlin 1720, ABV 143, 1; Basel, Cahn Coll. 300,Para. 60, 1bis; Vatican 344, ABV 145, 13; fig.
70; Berlin Staatliche 1814, ABV 146, 22; Boardman 1974 fig. 105.

SOBerlin Staatliche 1814, ABV 146, 22; Boardman 1974 fig. 105.

>'Munich 2044 (exterior), ABV 146, 21; fig. 68; London B210, ABV 144, 7; fig. 69.

52Nor, notably, on Vatican 344, with the elaborate cloaks of the game playing heroes; perhaps the
artist wanted to avoid overloading the scene with detail and keep the focus on these garments.
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Chapter 5:
The Andokides Painter

"Black figure" characteristics

The Andokides Painter is a leading candidate in the question of who was
responsible for inventing the red figure technique of pottery
decoration.! He does indeed share many characteristics with black
figure, a fact that suggests not only that he may have been initially
trained in black figure, but also indicates close chronological links with
this style. These characteristics have been mentioned and listed,
although not discussed in a thorough manner, in a number of books and
articles. They include general features like the artist's extensive use of
added red, his use of incision instead of reservation for details on black
areas like helmets and hair, and his tendency to use dark lines instead of
dilute slip for details like musculature. He also omits some anatomical
details which will later be included in red figure, and some of his
figures are reminiscent of black figure in their poses. These are all
general tendencies which appear in the artist's red figure, and there are
a number of more specific details of this sort in certain works which
appear to originate in black figure too.

Marwitz compiled a short list of a number of details in specific
works by the Andokides Painter, which he considered to be black figure
elements. Some of the details appear in more than one vase. He points
out the hair of Herakles and Apollo, and that of the athletes on the other
side, of Berlin F2159, as well as the eye of Herakles and its double ring
for both iris and pupil, as opposed to (for example) the single black dot
in the eye of Apollo.? (Fig. 78) Simon says that the hair of Apollo and

Herakles on this vase has an incised outline against the black ground;’

'For the Andokides Painter, see ARV2 3 - 6, Para. 320 - 321, Add. Il 149 - 150.

Marwitz 1961, p. 93; Berlin 2159, ARVZ 3, 1; fig. 78.
3Simon 1976, p. 92.




presumably this is the black figure detail to which Marwitz refers. This
particular detail occurs on other vases attributed to the Andokides
Painter as well, such as the game players on Boston 01.8037* (Fig. 79)
and the satyrs on the back of Orvieto 64.° (Fig. 80) Interestingly, there
is one example of the hair outline being incised on the same side of a
vase as it is shown on another figure with a reserved outline, namely the
belly amphora Louvre G1.° (Fig. 81) The central kitharode on this
vase and the spectator to the right both have hair with a reserved
outline. The spectator on the left has his hair done with an incised
outline instead.

This sort of mixing of methods seems to demonstrate that the
Andokides Painter may have begun his training in black figure. He
seems to slip into and out of incising his hair outlines; the habit must
therefore have been made automatic by early training. Then he
remembers himself and allows for a reserved hair outline on other
figures. But there is another possible explanation underlying this
characteristic.

The procedure for incising a line to delineate hair from
background is simple: you pick up a pointed tool and use the sharp end
to scratch a line. If you want a fine line, you use a tool with a sharp
point; if you want a broad line you can use a different tool. It is all
very straightforward. Reserving a fine line, on the other hand, must
have been a more difficult procedure from a technical point of view.
You would have to paint up to the thin line you wanted to reserve with a
fine brush, without too much slip on it, or else face the possibility of
either accidentally obliterating the reserved line by a movement of the

brush or by too much slip coming off it. Of course, should this sort of

‘ARV2 4,7, ABV 254, 2; fig. 79.
ARV 2 3, 5; fig. 80.
SARV2 3, 2; fig. 81.
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mishap occur, there was always the incising tool to re-establish the line.
Perhaps this is the reason for some of the incised hairlines in the
Andokides Painter's work, particularly those which occur in
conjunction with reserved ones.

This is not intended as an argument about the skill and capabilities
of the artist; there can be no question that he was capable of executing
fine details with a steady hand whenever necessary. But from the point
of view of expediency, it would certainly have been faster as well as
easier to incise the fine hairline rather than reserving it. Certainly the
visual effect on the vase would have been almost the same whichever
way an artist chose to do it, namely a fine red line separating the mass
of hair from the background. It is certainly reasonable to consider this
line being incised to be a black figure tendency, but expediency is
another consideration which might have influenced the Andokides
Painter's continuing use of an incised line in this position.

Itis most likely that incision of the hairline around the outer part
of the head is in part a leftover from black figure; but it is a practice
which in red figure serves a different purpose than it did in black
figure. In black figure incision was necessary to differentiate hair from
face. Certainly even in the older technique reservation was a possible
alternative, but incision would have been much easier. But incising
around the top of the head was not strictly necessary in black figure to
show where hair stopped and background began. Nor for that matter
was incision of a fine line around the whole edge of the figure, as the
Amasis Painter seems to do on at least some of his figures (Figs. 55,
56);” the redundancy of this outline leads to the question of why artists

continued to use it.

"Boston 01.8026 and 01.8027, AR V2152, 26 and 152,27, figs. 55, 56.
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From an artistic and technical point of view, outlining hair or
figures this way in black figure would perform two functions. First, it
would allow the artist to incise through any little irregularities in the
line of a figure's head or garment. Any big irregularities in the
placement of the slip would not be helped by this, but this incision could
help smooth out a slightly rough edge. This is something of an
advantage from a technical point of view. The second result in black
figure of incising a specific feature like the top of the head, or of
incising around a figure, is that the incised line is going to function as
an outline, although a subtle one. It will emphasize the shape of the
feature, but only slightly, because the incised line will blend quite well
into the background. That is important too; this outlining incision in
black figure forms part of the background, not part of the figure.

In contrast with these two functions it served in black figure, in
red figure incising the mass of the hair is only necessary to give shape
to the top of the head. Since the hair is the same colour as the
background, the incision will not serve to cover up any blips in the
hairline; there cannot be any such irregularities. These would only
result if the hairline was reserved. And incising an outline around the
whole of a figure to provide an emphasis would not be effective in red
figure because the incised line would appear to be part of the body
rather than the background. The artist would have to allow for this in
the placement of the line, or else the proportions of the figure would be
slightly off balance, or at least different from what he intended, because
the colour of the incised line would increase the apparent size of the
figure if it was placed to be an outline. If the artist did compensate for
this consideration, the result would look odd because the outline would

be part of the figure, along with the slight colour difference of the
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incised lines, which is probably caused by the impossibility of
burnishing an incised line without erasing it.

All of these factors mean that incision is not suitable for outlining
red figures. The Andokides Painter appears to have been aware of this,
because he does not try to use incision this way on his red figure vases.
He only uses it for hairlines and the occasional detail within black areas |
like hair; to incise a hair band on the satyr on the early vase in New
York,® for example. (Fig. 82) His selective use of incision indicates
that some consideration (or experiment which does not survive) went
into the new technique. It is unfair to the Andokides Painter to assume
his habit of incising hairlines to be an automatic continuation of black
figure habits, when these habits (or at least that of incision) have
undergone some revision before being implemented in red figure.
Apparently, there were other considerations involved in his continuing
use of incision to outline hair.

Other black figure details noticed by Marwitz also appear to have
been selected quite deliberately by the artist, in this case for their
contrast value. On two amphorae,” Athena wears a tall crested helmet
with black slipped details defined in places by incision. (Figs. 80, 83)
On the first vase, the unusual detail consists of a black cheekpiece
extending in front of the goddess' ear and covering part of her jaw. Of
course, other details of this helmet are- done in black as well, including
its spiral decoration and the lozenge pattern decorating its crest. But
both of these patterns are rather narrow and interspersed with the red of
the reserved clay behind them for a decorative patterned effect. That

cheekpiece, however, is very solidly black and stands out against

8Metropolitan Museum of Art 63.11.6, Para. 320, 2bis; fig. 82
*Louvre F204, ARV?2 4,11, ABV 254, 1, fig. 83; Orvieto Museo Faina 64, ARV2 3,5; fig. 80.
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Athena's cheek. Its squared off appearance is rather at odds with the
other graceful curves of the helmet, and its dark coldur emphasizes this.

This part of the helmet appears to have been slipped black quite
deliberately to contrast with and break up the otherwise large area of
Athena's reserved neck and jaw. The artist is evidently very much
aware of the decorative effects he can achieve by superimposing black
areas over red. A canonical form for a red figure helmet has not yet
been reached, and experiments are still being carried out; in effect, the
Andokides Painter is playing with the possibilities. A red cheekpiece on
a black figure helmet would have looked very odd in contrast with the
sheer volume of blackness of the helmet, flesh and armour of the figure
who wore it. In this early red figure work, however, the patterning
with black slip and the black background are such that this consideration
does not present a problem.

The other amphora with black cheekpiece, Orvieto 64, must
surely be one of the Andokides Painter's later works. The graceful
folds of Athena's hem appear to indicate this. (Fig. 80) Notice
particularly the slight asymmetry of the curving line the squares follow
across her torso. This refinement helps the eye adjust to the three
quarter view of her torso, with her left arm away from the viewer.
Especially interesting is the way the pattern of her skirt changes halfway
across, from squares alternating with open circles, to alternating dotted
crosses instead. The crosses are aligned so that they seem to form a
regular line along her skirt, and how they line up with Athena's foot
and ankle. Perhaps the Andokides Painter is trying to hint at the
goddess' leg being visible beneath her drapery. It is certainly done in a
very subtle manner, but there are only the two lines of the crosses and
their pattern even appears to show her leg bent just slightly at the knee,

as it should be if she is stepping forward. If this is not a coincidence of
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patterning of the garment, then this artist is showing great subtlety and
cleverness.

Another example of transparent drapery by this artist appears on
the amphora that depicts Herakles reclining while Athena holds out a
flower to him.'® (Fig. 84) The line of the hero’s lower leg is visible
through the fold lines of his mantle. This vase, although near the end of
the artist’s career and therefore later than the Orvieto amphora from his
middle period,“ does at least confirm that the Andokides Painter was
aware of this aspect of red figure and used it, on at least one occasion.

Despite the apparent lateness in his career, and the refinement
visible on the Orvieto vase, the artist is still using (and perhaps playing
with) black figure details. This seems to be a very clear statement of his
artistic origins, perhaps deliberate, perhaps accidental. The cheekpiece
and the helmet rim of Athena are both black. So is the spiral decoration
on her helmet, which is itself painted red, and there are red dots at
regular intervals along the black helmet edge. The continuing use of
added red is another feature which seems to be a leftover from black
figure, especiall;:it does fade from use as red figure continues to
evolve. And certainly the Andokides Painter does use a great deal of
added red, particularly as foliage.

What is particularly interesting about the use of the added red in
this helmet, though, is that it seems to be a substitute for reservation; it
also appears to have been applied over black. Perhaps the Andokides
Painter forgot himself and slipped the helmet black, and then realized
his mistake. In this case the added red would indeed be a substitute for

reserving the helmet, a substitution necessitated by the painter's mistake.

"“Munich 2301, bilingual, ARVZ 4, 9; ABV 255, 4; fig. 84.
"'On the chronology of the Andokides Painter’s vases, see pp. 155 - 160 following.
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And therefore this particular detail may be indicative of the artist's
original black figure training and his ties to that style. It is also true,
however, that in black figure red was normally added over black slip.
This detail is therefore not necessarily a mistake, but certainly a black
figure habit.

Even if the mistake scenario is accurate, the artist still left the
cheekpiece of the helmet plain black, perhaps feeling, with some
justification, that the added red would clash if placed next to the
reserved red of Athena's face. Like the other cheekpiece, this one is
something of an experiment with the contrast of colours.

A helmeted Amazon on the other side of the same vase in Orvieto
wears a black helmet with a magnificent reserved crest and a neatly
incised scale pattern decorating its top. (Fig. 80) This is, I think,
another experiment with contrast. In black figure the norm was a black
helmet over a black face, which stood out very dramatically against a
reserved background, but which did not allow the person looking at the
vase to see much of the face beneath the helmet, especially when the
helmet was a Corinthian one with a noseguard and full cheekpieces.
Only incision separated face from helmet, and the result could be a very
inhuman, frightening appearance, as the humanity of the person was
subsumed by the armour they wore.

The Andokides Painter's treatment of the Amazon wearing a
Corinthian helmet on this vase works differently from the dehumanizing
black figure depiction, because the helmet is the opposite colour from
the Amazon's face. We can see where the helmet ends and the Amazon
begins because of the colour difference; we can see her eye and part of
her nose and upper lip. Because the helmet is the same colour as the
background, however, it does not stand out as strongly as black figure

helmets do. This depiction is something of an exchange, with the
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prominence of the helmet against the background being traded for
greater visibility of the person wearing the helmet.

This is a more humanistic treatment, with a focus on the contrast
between flesh and armour rather than between silhouette and
background. It is interesting that this detail occurs at the same time as,
with the development of the new technique, a greater interest in genre
scenes begins to appear and artists become concerned with depicting the
patterns of anatomy and musculature rather than the patterns on
garments and armour. The change must be part of exploiting the
greater realism which the new technique allows, once its possibilities are
realized. This detail, of black helmet and red face, is one small
indication of how awareness of these possibilities gradually developed.
Treatment of anatomical detail and the female figure

Von Bothmer considers the belly amphora in New York!? to be
an early work by the Andokides Painter, perhaps even the earliest one
in existence.'® (Fig. 82) The anatomical details of the figures on this
vase, especially Herakles and Apollo, appear to bear out this estimate
and could well be the basis for it. They are inaccurate in places, and
have, along with the poses of Apollo and Herakles, a rather tentative
feeling. From Herakles especially, one gets the feeling that the artist is
aware that red figure allows for better depiction of anatomy than black
figure does, and he knows he should try and do something about this,
but he is not too certain what to include and what to omit. So Herakles
has several muscles outlined on his chest and lower body, but none on
his arms. The depiction of his stomach muscles is anatomically
incorrect, with the not uncommon triple division instead of a double

one.

?Metropolitan Museum of Art 63.11.6, Para.320, 2bis; fig. 82.
Byon Bothmer 1965, p. 212,
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The calf muscles of Herakles and Apollo particularly seem to
indicate that the artist is tentative. He has correctly decided that the calf
muscle would look different when seen on the inside of the leg, as
opposed to the outside. But on the inside of the leg he delineates the
muscle with a rather limp curve that does not align particularly well
with the bulge of the muscle at the back of the leg. The multiple lines
on the outside of the calf are not particularly accurate either. The artist
is obviously aware that he needs to depict some details, but exactly how
they should be placed and shaped has not been developed yet. It is also
interesting that while both Apollo and Herakles have anatomical details,
the satyr on the other side of this vase has nothing beyond collarbones
and genitals. Perhaps Apollo and Herakles merited more detail because
of their divine statue, while the satyr is merely supernatural, and
therefore not deserving of the extra effort, or is not conceived of as
being a heroic figure like these two and so lacking in the muscle
definition they possess.

It is worthwhile to compare the tentative anatomical detail on this
vase with later depictions by the same artist, just to get an idea of how
his depictions of musculature developed. Herakles on the belly amphora
in Orvieto'* makes a particularly good contrast. (Fig. 80) It is the
same hero in the same pose as the example discussed above, although on
the Orvieto amphora Herakles is striding to the right instead of to the
left. The lines of the calf muscles in the Orvieto example have been
moved just slightly and they have just the smallest difference in their
curves, but the slight changes mean that they give an impression of
power rather than limpness. The calf muscle as seen on the inside of the
leg has become tightly coiled, a much fuller curve which is better

aligned with the bulge of the muscle. The line of the muscle on the

"“Museo Faina 64, ARV2 3, §; fig. 80.
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outside part of the calf is shown with two lines instead of three, and
these are longer, less curved and more realistic. This Herakles is
extremely powerful instead of being rather limp. And yet the only
major change in the anatomy of the legs was in the inside calf muscle.
The other elements remain almost exactly the same. Even so, if you
cover the improved calf muscle with a finger, the Orvieto Herakles still
looks more powerful. These changes seem to be quite slight and subtle,
and they probably were refined over a short period of time, but they do
indicate that the Andokides Painter did realize what was possible with
the new technique, and his ideas of how to show male anatomical detail
improved, probably quite rapidly.

One of the facets of the work of the Amasis Painter discussed
previously was the way he depicted his women. They tended to be very
similar to his men in appearance, with massive thighs and shallow
pectoral muscles instead of breasts. This was true both of his outline
females and of those he depicted in the more traditional method of white
over black slip. His women jﬁst do not look feminine; they are men
with female genitals and hair. The white paint on some of his naked
women was an advantage because it allowed easy differentiation between
the two sexes.

It is worth noting that the Andokides Painter also depicts some of
his women with very masculine bodies, initially at least. It is impossible
to evaluate Athena and Artemis on the New York amphora, because
Athena is. concealed by her garments and Artemis' upper body is
missing."” (Fig. 82) On the back of this vase, however, is a Dionysiac
scene with the god at the centre facing a maenad who is dancing towards
him. She is wearing a short, sleeveless tunic over her long skirt, so her

neck and arms are visible for examination, and they appear to be

"New York 63.11.6, Para. 320, 2bis; fig. 82.
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masculine. Her neck is thick and her shoulders are broad, and her arms
(especially the raised one) are beefy and well muscled. There is no sign
of a bustline beneath her tunic, and the calf muscle on her back leg
stands out in a rather masculine prominence. This probably is only to
be expected, as this vase is early as red figure goes.
Garment patterning

The way the Andokides Painter decorates the garments worn by
his figures is another characteristic that ties his vases to black figure
decoration. He seems to have replaced his graver with his brush, so that
patterns which were incised in black figure are painted instead. Some of
his patterns appear to have simply been transferred from black figure.
In fact, there was no good reason to change them; these worked just as
well when outlined by brushwork as when engraved, because of their
simple, linear nature. On a belly amphora in Berlin'® for example, a
number of figures on both sides have their garments decorated with a
scattered, dotted cross pattern. (Fig. 78) The Amasis Painter uses
exactly the same pattern on a number of his vases too, such as the
garment of Athena on the Louvre oinochoe, the women on an amphora
in Berlin'’ (Fig. 45) and the back maenad of the pair on the Cabinet des
Medailles neck amphora.'”® (Flg. 46) In fact the Amasis Painter uses
this pattern quite frequently, and so does Exekias. (See appendices 5
and 7, pp. 321, 323.) It is perhaps worth noting that although the basic
component of the pattern remains the same, its orientation can be varied
to produce different effect. The cross can be placed upright, or tilted
onto its side so that it is an X instead. This pattern actually appears to

have been something of a standard in black figure.

'*Staatlich Museen 2159, ARV2 3,1; fig. 28.
Berlin 3210, ABV 151, 21; fig. 45.
"*Cabinet des Medailles 222, ABV 152, 25; fig. 46.
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Another garment pattern which appears in the work of the
Andokides Painter is one of three small dots placed closely together to
form a pyramid. As with the dotted cross, he uses it both on men and
women, sometimes in a scatter and sometimes aligned with the folds of a
garment. One would expect this pattern to be an even more natural one
to take over from black figure than the dotted cross, because the artist
does not even have to change his instrument, only the colour of the paint
it is dipped into. In black figure this pattern could have been executed
in applied red or white, while in red figure it was logically done in
black instead. The Amasis Painter does not seem to have used this
particular motif on any of his surviving vases. He apparently preferred
his dots larger, and arranged either in neat rows or around a red core as
part of a dot rosette. Exekias did not use this pattern either. In fact,
the body of vases examined indicates that this pattern was not used often
in black figure. There are few pieces that have the triple dot pattern on
small areas of garments.!® All of these examples afe after the invention
of red figure, so the influence may have been coming from the new
technique rather than being received by it.

That this particular pattern is used on several vases by the
Andokides Painter has already been mentioned.?® (Figs. 78, 82) One of
these vases’' may be a very early one by the Andokides Painter, and this
appears to establish that the triple dot pattern was in use very early in
the development of red figure. But it is neither particularly common,

nor long lived. An examination of the patterning of other early red

I ondon B323, ABV 362, 33, Boardman 1974 fig 204: in white on the chitoniskos of the leftmost
Greek; Cabinet des Medailles 251, Boardman 1974 fig. 221, very sparsely in white on the skirt of the
leftmost woman; Yale University Museum 111, ABL 221,1, Boardman 1974 fig. 240, on the garments
of all figures.

2Berlin Staatliche Museen 2159, ARV2 3,1; fig. 78, on mantle of Athena in combination with the
dotted cross, and on the garments of the onlookers on the other side; Budapest Museum of Fine Arts
51.28, ARV?2 1617; Boardman 1975a fig. 5, 3, on woman's skirt; Metropolitan Museum 63.11.6,

Para.320, 2bis; fig. 82, himation of Dionysos and skirt of dancing maenad.
MMetropolitan Museum 63.11.6, Para.320, 2bis; fig. 82.
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figure artists shows that Psiax used the motif several times, as did Oltos.
(See appendices 9 and 10, pp. 331 - 332.) When other patterns are used,
to supplement the folds of a garment, they can be single dots, crosses or
dotted crosses, or even three dots in a straight line. But the triple dots
in a pyramid do not seem to be used outside the period between the
appearance of red figure and the dramatically increased exploitation of
its possibilities by the Pioneers.

The pyramidal triple dot pattern and the dotted cross pattern
appear to be popular with the Andokides Painter, and each reveals a
different aspect of his artistic personality. The pyramidal dot
arrangement is unusual, apparently both in red and black figure, and it
is a reasonable possibility that the pattern was conceived by the
Andokides Painter.

The dotted cross pattern; on the other hand, was a standard
pattern for decorating garments from quite early on in black figure.??
(Fig. 14) It is therefore not surprising that the Andokides Painter chose
to use it (especially as it was well suited to the brush), but despite its
long history this pattern seems to become quite scarce as the use of
patterns on garments fades, and its simpler version (a cross without
dots) is occasionally used instead.” The Andokides Painter's use of the
dotted cross pattern is something of a continuation of that black figure
pattern, and indicates his links with the older technique. But the
pyramidal dot pattern seems to be something new which appears about
the same time as red figure does, and is used more in the new technique
even though it is never especially common. It looks forward, while the

dotted cross pattern looks back.

See for example Florence Museum 4209, the Frangois Vase, ABV 76,1; fig. 14, garments of
Athenian girls, goddesses and gods at wedding, and Potnia Theron in handles.

BSee for example Berlin 2279, ARV2 115,2; Boardman 1975a fig. 214.1, on garments of both Peleus
and Thetis; Munich 2416, ARVZ 385, 228; Boardman 1975a fig. 261, garment of Alcaeus.



Treatment of garments

I mentioned earlier that the garments of the Andokides Painter
appear to be a bridge between the flat, sometimes elaborately patterned
garments of black figure, and the elaborate folds of red figure. This
comes about mainly because the artist uses both elements to decorate his
garments. I will start by using the Amasis Painter as an example of the
practice in black figure. His neck amphora in the Cabinet des
Medailles**is a good example which appears to have been decorated
with two outline maenads right around the time red figure appeared.
(Fig. 46) The maenads both wear peploi which are utterly without
folds, and decorated with very intense, closely set patterns (including the
dotted cross). Dionysos wears a chiton, also without folds. His mantle
hangs over his shoulders, falling to a single, flat angular fold. On the
other side of the vase Poseidon's mantle falls into several similar folds.
This presentation of clothing, with large flat areas and a few angular
folds at the hem of certain garments, is characteristic of black figure at
this time. This kind of clothing tends to harig quite straight and reveal
little of the body beneath them, and is in no way transparent. Even the
garments that are not covered with patterns are very opaque. Many
black figure vase painters were not particularly skilled at the depiction
of anatomy, and so they had no reason to include any more anatomical
detail than strictly necessary. It would only detract from a scene that
would otherwise be quite acceptable. This treatment of drapery
changes, apparently almost as soon as red figure appears.

The Andokides Painter's early amphora in New York® provides

more than one example of the new approach to drapery. (Fig. 82) On

*'Cabinet des Médailles 222, ABV 152,25; fig. 46.
"Metropolitan Museum 63.11.6, Para. 320, 2bis; fig. 82.

137



138

the side with the tripod battle, Apollo's mantle hangs in a light series of
folds. That the lines on the garment are folds and not stripes is apparent
because they align with the folds visible on the mantle's hem. The
vertical lines on the garment of Artemis appear to be folds because they
converge towards a single point somewhere about her waist.

The treatment of the area around the hem of Artemis' garment is
also interesting. A narrow black band has been divided into segments
by the lines of the folds, and alternating segments are placed higher on
the garment. This is apparently intended to indicate the perspective
placement of this band if the folds were real; the part of the folds that
went in towards the body would appear to have their section of the band
at a slightly higher level than it would be on the front part of the folds.
Also, notice how the snakey hemline of her garment does not agree
- with, or add depth to, the fold lines higher up. Athena's hem is treated
somewhat better, but only because it is drawn on a slant. The artist is
obviously still having trouble with his folds.

Both the goddesses seem to be holding their garments with one
hand, so that the line of their back legs is made visible by the tightness
of the drapery. This is not a characteristic which appears in black
figure before this time, and it is extremely reminiscent of the gesture
made by korai, which has the same effect and allows the sculptor to
show body forms beneath drapery. This development seems to appear
somewhat earlier in sculpture than it does in vase painting, around 560 -
550 BC.?® (Figs. 85, 86) This contouring of the figure beneath drapery
is a much more natural development in a three dimensional art form
like sculpture than in a two dimensional one like vase painting. The

silhouette nature of figures in black figure may explain why this

*For examples, see Ornithe from the Geneleos Group on Samos (Berlin 1739), fig. 85; Samos kore,
Philippe, fig. 86.
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development was apparently so slow to be taken up by vase decorators.
The greater realism allowed by red figure, on the other hand, probably
encouraged the vase painters to attempt this new characteristic, which
they must have seen and appreciated in sculpture.

The general artistic tendency in black figure was towards flat
drapery, with perhaps a few folds on a mantle. Because of this flat
quality of garments in black figure, they lend themselves to decoration
with elaborate incised patterns. One method of creating such patterns
was to incise the flat surface of a garment with a grid, and incise a
pattern such as the dotted cross in every alternate square, of to combine
more than one such pattern element or different colours in alternating
squares. Such a regular, gridded pattern is especially suitable for the
type of garment used in black figure because of the very flat appearance
of its surface. It had the artistic benefit of adding richness and texture
to what otherwise could have been a very simple drawing. There are
many examples of this sort of patterning in black figure, and it appears
to have come into use quite early.?” (Figs.' 13, 14) It does seem to fall
out of use after the invention of red figure. This kind of patterning
required that the whole surface of a garment be visible, and therefore it
was not compatible with growing artistic interest in the rendition of
elaborate folds. I suspect that interest in depicting folds was probably
greater in red figure than in black, but some of it must have transferred
as black figure artists was what was being produced in red figure, and
some artists worked in both techniques. The folds do not work nearly
as well in black figure as they do in red, but nevertheless black figure

artists seem to have abandoned their rich patterns.

“See for example the Francois Vase, Florence Museum 4209, ABV 76.1: tig. 14: Louvre CA 616,
ABYV 58,122: tig. 13; Berlin Staatliche Museen 1814, ABV 146,22; Boardman 1974 fig. 105.2; Briush
Museum B212, ABV 297, 1; Boardman 1974 fig. 140.
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What I am trying to demonstrate is that dividing a garment into a
vertical or diagonal grid is a black figure characteristic. It originates in
this technique and is used for a long time in it, and goes along with the
silhouette figures that are also characteristic of this style.?® But the
Andokides Painter uses this pattern too, notably on a maenad on an
early amphora.”® (Fig. 82) He uses it in other places too, but I will
discuss that usage later. 1 have already discussed the experimental
anatomy and folds on the side of this vase with the tripod battle. The
other side is a Dionysiac scene, with the god at the centre facing right, a
maenad dancing towards him, and a satyr coming up from behind. The
maenad wears a sleeveless tunic of some kind over a skirt or sleeveless
chiton. This tunic has a feline head on each shoulder and is decorated
with a pattern of black diamonds within a diagonal grid. Of course,
instead of being incised, the grid in the red figure version has been
painted with a fine brush. But the conception of the pattern is the same
as in many black figure examples. The incised linear patterns used in
black figure have been replaced by solid black diamonds; the black
figure equivalent would have been to use added red or white for the
diamonds instead of reserving them. Nevertheless, the pattern on this
tunic is black figure in its origins.

For that matter, so is the tunic itself. It looks very dark and
heavy against the material of the maenad's skirt, which appears much
lighter in weight and in colour. The wavy lines, done in dilute slip on
the skirt, reinforce this impression. It is interesting that, despite their

waviness, these lines are apparently intended to be representative of

ZDespite the origins of this kind of decoration in fairly early Attic black figure (although not the
earliest - see p. 53 above), it is used more often by Exekias than any other black figure artist whose
vases | examined. The grid as a method of decorating garments also becomes much more ornate and
tightly packed with incised decoration on the vases of this artist. The appearance of this method of
decorating garments on red figure vases by the Andokides Painter may be a result of the relationship
between the two artists; see pp. 155 - 161 following.

®Metropolitan Museum of Art 63.11.6,Para.320, 2bis; fig. 82.



folds. This is indicated by the way they truncate the black band near the
hem. Apparently the Andokides Painter wanted to show folds but was
not certain how to depict them on a straight hem. He uses the same
technique on Dionysos' garment. The rich, heavy look given by this
gridded patterning must be another reason why it was gradually
abandoned. It is incompatible with drawing garments in folds and also
with a growing interest in showing the lines of the body beneath the
drapery. This transparent treatment of drapery is incompatible with
anything more than lightly scattered patterning. Too many painted
linear patterns would confuse the lines of the body beneath the drapery,
and any of this gridded patterning would make it impossible to see them
anyway.

Depiction of female anatomy

One of the aspects of the Amasis Painter's work which I discussed
previously was the way he used dilute slip on his outline female figures.
He did use it, but not with a great degree of consistency. On one vase
details such as ear, bracelet and necklace were done in dilute slip (Fig.
48),%° and on another knees and ankle bones.’! (Fig. 45) He was
apparently not using the dilute slip to experiment with anatomy.

The Andokides Painter does not appear to use dilute slip for
experimental anatomy on women either. But he does not use black slip
for this purpose either; instead, he does not experiment with female
anatomy at all. There is one vase attributed to him with naked women
on it; they are swimming, and not executed in outline, but in white paint
on a black slipped background.”? (Fig. 87) The only details of an
anatomical sort on these figures are their breasts, which I have already

discussed. Three of them wear jewellery, but it appears to be done in

**Metropolitan Museum of Art 1985.57; fig. 48.
3'Berlin Staatliche Museen 3210, ABV 151, 21; fig. 45.

2L ouvre F203, ARV? 4, 13; fig. 87.
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dark slip. The lack of detail on these figures is interesting in itself; even
on his white painted nudes the Amasis Painter at least included ankle
bones. The red figure women by the Andokides Painter do not show
the same lack of anatomical detail as his white painted ones; although his
red figure women are all clothed, some of them do have anklebones.3?
His men do have this detail more often, especially Herakles.

The Andokides Painter was apparently not experimenting with
detailed female anatomy in his vase decoration. If he was interested in
it, he would certainly have used those swimming women as an
opportunity for experiment. He is, however, interested in improving
the quality of the overall depiction of women; his begin looking rather
masculine, but do become more feminine, and he certainly improves on
he Amasis Painter's version of the female breast. He does start to show
more anatomy on his male figures, and he experiments with that. It is
probably only natural that at this time his focus (and perhaps artistic
focus in general) is on depicting the male body better, since on a day-to-
day basis the artist might have been exposed to it more often than the
female body.** I think interest in showing women naked in a realistic
manner must have come slightly later, after the male body in a variety
of poses had been mastered and the subjects depicted had started to shift
more towards genre scenes. The Andokides Painter is working too
early for this interest to be readily apparent in his vase decoration.

While the Andokides Painter is too early in red figure to be
showing the female anatomy in any detail, the shift towards genre scenes
may be reflected in some of his work. His depictions of Herakles

feasting, for example, are a subject that was not common in black figure

BAthena, Orvieto, Museo Faina 64, ARVZ 3.5; fig. 80; Athena, Louvre F204, ABV 254, 1, ARV2
4,11: fig. 83.

*At least some of the artists would have been. Keuls 1985 suggests that Athenian wives did not
undress for marital intercourse (p. 115-116); but also that the use of prostitutes was common, even
standard (pp. 99 and 154-186).
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but which seem to have become a favourite in red figure. He also
humanizes Athena in these scenes, and makes her into a participant, such
as on the vase where she offers the reclining hero a flower blossom.?’
(Fig. 84) This is part of a trend in red figure, one which is also
reflected in the increased variety of poses in which Athena is shown.
Bringing this kind of humanity into a scene of myth was actually begun
by Exekias, in his depictions of Achilles and gaming and Ajax preparing
for his suicide. The Andokides Painter treats heroes in the same human
manner, but he does it with humour, whereas Exekias tends towards
more intense emotions, especially sorrow.

There has never been much doubt that the Andokides Painter
could have arisen as an artist from the black figure community, and no
question that he had ties to the black figure style and technique of
pottery decoration. What has become apparent from his work is how
quickly red figure appears to move away from black figure after its
invention, while at the same time certain ties persist. This artist
introduces small changes in figures that are otherwise black figure
standards, such as the folds near Athena's hem. At the same time he is
experimenting with rather dramatic new possibilities such as the
depiction of greater anatomical details, and also continuing the use of
black figure details such as grid patterned garments. He is an
intermediary between the two styles, helping to determine what can be

translated and what cannot.

*Munich 2301, ARVZ 4, 9; ABV 255, 4; fig. 84.
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Chapter 6:
The relationships between the Andokides Painter and Exekias,
and the Lysippides Painter

For many years, a connection has been recognized between Exekias and
the Andokides Painter. This relationship is generally acknowledged as
one of teacher (Exekias) and pupil (the Andokides Painter).1
Similarities are apparent in subject matter as well as drawing; the
Andokides Painter, for example, copies the depiction of the game
playing heroes Ajax and Achilles’ which was introduced by Exekias.’
The connection between the two artists is a strong one and given this
connection, a comparison of the patterning habits of the two artists may
shed light on this aspect of their relationship.
Comparison of garment patterning practices

One similarity that is obvious between the two artists is that
Exekias uses about the same number of motifs, 21 as opposed to the
Andokides Painter’s 20 (see appendices 7 and 8, pp. 323, 324). This is
very significant because almost all the vases attributed to the Andokides
Painter were examined; they should be quite representative of his use of
pattern. The two artists, however, have very different preferences in
terms of motifs; the meander, which is so popular with Exekias, is
found less than five times on the vases by the Andokides Painter. He
favours instead the dotted cross, which he uses twice as often as his next
favourites, the pyramidal triple dot and the medium size dot. The rest
of his motifs the Andokides Painter uses five times or less on these
vases. In this frequency he also differs from Exekias, because he does

not have as many motifs which are of intermediate popularity. Instead

'Boardman 1975a p. 17; Cook 1972 p. 164; Szilyagi Bull Mus Hongr 28 (1966) p. 17; Knauer 1965
p. 9; Buschor 1921 pp. 115 - 116.

2Boston Museum of Fine Arts 01.8037, ARV2 4,7; ABV 254, 2; fig. 88.

*Vatican 344, ABV 145, 13; fig. 70.
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the Andokides Painter has three favourite motifs and the rest are
uncommon in his work by comparison.

The Andokides Painter uses a few motifs which Exekias does not,
such as the banded animal decoration, which is seen on the short tunic of
an Amazon (Fig. 80)," and which we have previously seen on vases by
Sophilos® (Figs. 11, 12) and not since then, for it is a rare treatment.
The Andokides Painter also has two examples of bands filled with
geometric motifs, which is also very uncommon, and is probably related
to the animals since both divide the garments they decorate into
horizontal strips, and also because on one vase they are used on the same
garment.® These horizontal strips are rare, for usually a garment is
divided into vertical stripes or a grid instead.

The Andokides Painter’s preferred motifs involve dots, with the
dotted cross and medium dot at the top of his list. In red figure these
motifs are rendered with slip very easily, rather than with added red or
white as is necessary in black figure. Exekias’ preferred meander is
strictly an incised pattern, although this artist does sometimes add red
paint to the motif for extra emphasis and elaboration. The meander is
particularly well suited to Exekias’ habits of garment decoration,
because its geometric shape fills in grid squares very well, while it can
also be applied to band decoration, such as along hemlines, in connected
chains. The dotted cross is also well suited to grid decoration because
of its fairly regular shape, but this motif is also often used between folds
and outside them on flat garments by some artists, while the single
meander is to my knowledge not used once in either of these positions.

[t is perhaps slightly too geometric for this usage, while the dotted cross

*Orvieto, Faina 64, ARV2 3,5; fig. 80.
London, British Museum 1971.11 - 1.1, P@a.19, 16bis; fig. 11; Athens Akropolis 587, ABV 39, 15;
fig. 12.

®Orvieto, Faina 64, ARV 3, 5; fig. 80.
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is more successful as an independent motif outside the framework of a
grid or a narrow band. Not all of the motifs which work well inside a
grid are also suited to being used outside its framework, whether
scattered over a flat surface or placed between folds.

I have already mentioned that the grids are much more important
to the garments of Exekias than those of the Amasis Painter. The same
is also true in comparison with vases by the Andokides Painter. On 20
vases examined, Exekias uses 49 different gridded garments, usually
more than one on each vase. The Andokides Painter, in strong contrast
to this, used just eight gridded garments on the sixteen vases examined.

The existence of a great difference of practice between the two
artists is clear. The size of this difference, despite their connections,
supports my contention that artistic interest in the depiction of folds
appears with red figure. The slight decrease in variety of motifs which
is also visible on the vases of the Andokides Painter is a logical
accompaniment to a greater interest in folds. In fact, the use of gridded
garments and patterns drops off sharply.after the Andokides Painter,
with other early red figure artists using even fewer of these elements
than he does. (See pp. 186 - 189, 212 - 217, 246 - 250 following and
appendices 9, 10, and 11, pp. 331 - 333.)

It is of particular interest how the decrease in these two elements
follows a sequence. Based on the comparison of these two artists, the
use of grids to decorate garments seems to decline on the appearance of
the new technique. The Andokides Painter, however, continues to use a
variety of decorative motifs, slightly less than Exekias does, but at least
comparable. The artists who begin work slightly after the Andokides
Painter show a further drop in usage of grids (in fact, they seem to
abandon the grid completely), but also another one in terms of variety

of pattern motifs.
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In terms of the different motifs used by the two artists, it is
interesting to note that Exekias particularly favours incised motifs of a
somewhat linear nature which are lacking on vases by the Andokides
Painter. The swastika is much more common on vases by Exekias, and
he also uses a variant, a half swastika, which the Andokides Painter does
not. Other motifs used by Exekias but not the Andokides Painter
include zig zags, spirals, incised V’s, scales on clothing, dashes,
crescents, and hooks. In contrast, the motifs which the Andokides
Painter uses and Exekias does not include the Maltese cross, black
squares, and his bands of geometric and animal figures. These are
motifs which are suited to the brush rather than the graver, for they
require more body and width than a fine incised line can give, as well as
a precision of outline difficult to achieve by filling in an outline with
incision. This shift in the types of motifs used, as opposed to a simple
translation of incised linear motifs to slipped linear motifs, may be
indicative of adaption to the possibilities of the new technique on the
part of the Andokides Painter, in addition to individual differences
between the two artists.

The Maltese cross and heavy black squares appear on fairly early
vases by the Andokides Painter,” while the animal and geometric bands
are on a vase from his middle period,® perhaps after he had acquired
more skill with the brush. This particular method of decoration is an
unusual one, and a significant aspect of its appearance may be the type
of garment. which it elaborates. This is the short, flat, foldless tunic of a
fallen Amazon, foreign dress on a foreign figure. Perhaps these foreign
qualities were what allowed the unusual method of decoration; after all,

no one could say definitively how an Amazon dressed.

"For the squares, New York Metropolitan Museum 63.11.6, Paa. 320 2bis; fig. 82; for the Maltese
cross, Paris Louvre G1 ARV?2 3, 2; fig. 81.
80rvieto, Faina 64, ARV2 3, 5; fig. 80.
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The Andokides Painter, then, uses different motifs from Exekias,
but not fewer of them. This difference indicates that despite the
connections between the two artists, the Andokides Painter’s methods of
garment decoration are different from those of Exekias, a change that
must be at least partly due to the fact that these two artists work in
different techniques of vase decoration. The Andokides Painter did not
simply adopt his mentor’s methods of garment decoration, but has
adapted the motifs he uses to the new technique as well as decreasing his
use of grids, apparently in response to the increasing depictions of folds
on these garments. He does use grids even on his developed vases rather
than abandoning the habit, which is also important because it shows that
he was maintaining ties to old technique, despite the fact that his
decorative habits do differ from those of Exekias.

I have already shown that Exekias and the Amasis Painter also
have very different preferences for garment decoration, despite the
chronological relationship of their sharing the same end date of their
work; the Amasis Painter uses far fewer gridded garments than Exekias,
in addition to his smaller number of motifs. Exekias prefers incised
motifs where the Amasis Painter uses those that allow the use of a great
deal of added colour, especially different forms and sizes of dots. In fact
the preferences of the Andokides Painter lie between the two artists, for
his favourite motif is the dotted cross, which is constructed by a plain
line (a translation of incision) for the lines of the cross and slipped dots
done with a brush in the four corners. After this motif the artist’s
preferences are for two different dot arrangements, a plain medium
sized dot and the pyramidal triple dot, which are used to approximately

the same degree.
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Although the Amasis Painter and the Andokides Painter both like
dots, the underlying reasons are different for each. To begin with, the
Amasis Painter’s preference is a much stronger one than that of the
Andokides Painter. The Amasis Painter’s overwhelming preference for
the dot rosette 1s a rather old fashioned, or at least traditional one. This
motif appears from close to the beginning of Attic vase painting, in
Geometric pottery, and is prominent on Corinthian pottery as well as
appearing on the Protoattic and Attic pottery which develops into Attic
black figure. The motif itself is quite unimportant on vases by both the
Andokides Painter and Exekias, as well as those of Group E, the
Euphiletos Painter and the Lysippides Painter. Lydos and the Princeton
Painter both use it quite often. Lydos starts work at about the same time
as the Amasis Painter, but the Princeton Painter is later, so the
correlation is not only chronological. Also of interest is that the motif
does become so rare in red figure (Fig. 103),” because its shape is such
that it could have been scaled down to fit between some folds, at least
the broader ones. That it was abandoned so readily indicates a strong
link between this motif and black figure, which is partly historical, but
mainly, I suspect, due to the fact that in black figure this motif was
exploited to allow the use of added colour.

I have already described how the Amasis Painter’s favourite
motifs involve the use of added colour, which is very important to his
work, and this is the reason which underlies his frequent use of dots (see
pp. 93.- 94). A different reason must be behind the Andokides Painter’s
use of dots, because in red figure this motif is executed with slip rather
than added colour. It is also important to note again that dots are much

less important to the Andokides Painter than to the Amasis

’I did find one later example of a slipped dot rosette on a fragmentary red figure cup by Psiax, Getty
S.82.AE.24, once Bareiss, fig. 103.
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Painter. The main reason behind the Andokides Painter’s use of dots
may be that they are very well suited to another development of the new
technique of pottery decoration, that of increasingly elaborate folds on
garments. The dots can be fine enough to be placed between even very
tight folds, and can be spaced however the artist wants. The pyramidal
triple dot used by the Andokides Painter may in some way be serving as
a successor to the dot rosette, as both involve the basic unit of the dot
and are a more elaborate, slightly larger combination of this unit.

Although both of these artists use dots to decorate garments, this
motif is much more important in the works of the Amasis Painter than
those of the Andokides Painter, and the reasons underlying their use are
very different. Each is rooted in a different technique and to the
demands and possibilities of that technique.
. The Andokides Painter and the Lysippides Painter

One specific problem which comparison of motifs may illuminate
is the quéstion of the identity of the Andokides and Lysippides Painters,
a problem which has been on-going and swinging back and forth for a
long time in the study of Athenian vase painting.

Beazley himself changed his mind on the subject before reaching
his final conclusion, that there were two artists not one involved. In his

own words:
In ABS 25 and 38 - 41 I put together a number of black
figure vases and called the painter (after a kalos - name on
one of them) the Lysippides Painter. Among his works are
the black - figure pictures on the six bilingual amphorae in the
following list (nos. 7 - 12) and the black - figure part of the
bilingual cup (no. 14). In ABS I said that he might be the same
as the Andokides Painter - the painter of the red - figure
portions of these vases - but I would not decide. Later in ARV
and elsewhere, I made up my mind that the two were the same;
but in ABV I came to the conclusion that they were not, and I
revived the name of "Lysippides Painter" for the man who
painted the black - figure portions and the all - black - figure
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vases that go with them.'’

There are many factors involved, which make the question a
complex one. Early writers on this subject saw more than one hand at
work in the black - figure sides of the Andokides Painter's bilingual
vases.'' One problem is that some of the black figure sides of the
bilinguals depict the same subject and bear a very close resemblance to
the red figure pictures on the same vases, while others are a different

subject and a different style. In Boardman's opinion:
Three of the bilingual amphorae present virtually the same
scene on each side. On the amphora with Herakles and the bull
the correspondence is close...On the other vases the differences
are so great that either a different hand was at work, or our
artist was very deliberately covering his traces and
demonstrating differences. The red figure on other bilinguals
so closely matches the black figure of the Lysippides Painter' that
identity seems assured; so the Andokides Painter did paint black
figure, but did he paint all the black figure on his bilingual

vases?'?

Another argument for the existence of one artist instead of two is
that the Andokides Painter clearly reﬂects the influence of Exekias in
his vase painting, and must therefore have some skills in black figure if
he was taught by this best black figure artist. In addition, it is not likely
that the Andokides Painter's first work was in the new technique, so he
must have worked in black figure, and therefore decorated the black
figure sides of the bilinguals.13

More recently Cohen undertook a detailed study of the bilinguals,
as well as the Lysippides Painter's black figure vases and the red figure
ones by the Andokides Painter, and concluded that they were two artists

not one. Her argument is generally convincing and rests on a variety of

loBeazley, ARV2 p- 2.

"'Pfuhl 1923 p. 287; Norton 1896 p. 16.
"?Boardman 1975a pp.15 - 16.

PMarwitz 1963 p. 73.
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factors. To begin with she points out that no red figure vase painting
by the Andokides Painter has any inscription in it, while a variety of
inscriptions are found on the Lysippides Painter's black figure vases.
The black figure pictures on the bilinguals are also bare of inscription.
In addition, the five signatures of the potter Andokides all appear to
have been incised by the same hand, based on certain peculiarities, so he
and the Lysippides Painter certainly knew how to write, but it seems
that the Andokides Painter did not, and therefore must have been a
different person from these two."

The most substantial argument for the identity of the two artists is
the similarities on some of the bilingual vases that show the same
subject, thereby indicating that the Andokides Painter did paint black
figure on at least some of these vases. Cohen's study of these vases,
however, reveals telling differences even on the bilingual on which the

similarities are greatest, Boston 99.538."° (Fig. 89) This vase is
decorated on each side with Herakles driving a bull to sacrifice. She
points out that the black figure side contains elements which are poorly
placed in comparison to the red, such as the tree trunk which on the
black figure picture seems to be growing out of the bull's stomach,
while the other side of the vase has no such awkwardness, avoiding it by
making the trunk bend and placing it slightly assymetrically.'® On the
red figure side of the vase the wineskins Herakles carries hang heavy
with the weight of their contents, which the black figure ones are more
buoyant and less realistic. It would appear, therefore, that the two
artists were working very closely on the bilingual vases, even including
the same basic compositional elements, but that the lesser skills of the

Lysippides Painter still distance him from the red figure artist.

14Cohen 1978 pp. 3 - 8.
ISARV2 4, 12; ABV 255, 6; fig. 89.
16Cohen 1978 p. 189 - 190.
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Another of the strongest arguments in favour of a single artist is
that the Andokides Painter could not have started his career in the new
technique of vase decoration, but must have been trained initially in the
traditional black figure technique. Despite the association with Exekias
which had been previously asserted, Cohen finds that his earliest vases
do not in fact follow any specific black figure artist of the last
generation, and neither had he been trained in the old technique. "He
began his career in vase - decoration employing a technique of his own
invention.""” The earliest vase by this artist, New York 63.11.6,'® has
details indicating both that the artist was unfamiliar with black figure
and that he was also new at vase decoration.” Incision, which is an
essential part of true black figure and one of its hallmarks, is put to
very limited use on the vase, and used for details that would have been
difficult to reserve such as the contour of the hair. The black slip of the
background has been applied too thinly in places on the side of the vase
depicting Dionysos, so that the background lacks a uniform glossy black
finish, and that same black slip has not been applied quite up to the
outline of the figures. The problems with the slip indicate the earliness
of the vase and the inexperience of the artist, and the limited application
of incision immediately distances him from the black figure technique.

One Exekian aspect of the Andokides Painter's vase decoration is
his frequent use of grids to decorate garments, a method of decoration
which fades from use very quickly in red figure after him. This tie to
the black figure artist has also been suggested as a reason why the artist
must have had a black figure background.” In fact, these grids appear to

be a result of Exekian influence only inasmuch as the Lysippides Painter

7Cohen 1978 p. 106.

184 RV2 1617, 2bis; Para. 320; fig. 82.
19Cohen 1978 p. 107 - 108.
2OBoardman 1974 p. 105: "...many details and patterns are borrowed straight from black figure."
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Painter was a follower of Exekias. According to Cohen, the Andokides
Painter's earliest vases, before his collaboration with the Lysippides
Painter begins, in fact have extremely few grids; just one, on five
Athenas, whereas all the red figure Athenas on the artist's bilingual
vases have the gridded ependytes.21 Cohen also finds other details of the
Andokides Painter's work from the bilinguals which indicate Exekian
via Lysippidean influence.” In fact, Exekian influence is something
which does not play a prominent part in the Andokides Painter's
patterning.

For me personally, one of the most convincing of Cohen's
arguments ~ for two artists and not one is the difference in the spirit of

the two vase painters.23

The Andokides Painter's vases are lively,
charming and good humoured. Those of the Lysippides Painter lack the
charm and humour of the red figure artist. They are competently
executed, to be sure, but they simply feel different from those of the red
figure artist. Surely if they were the same person some of these qualities
would be found also in the Lysippides Painter's black figure, even on
just one of his pictures. Having the ability to evoke an emotional
response from the person looking at the vase is, to me, one of the most
important factors that sets the top rank of artists apart from those who
are simply competent, but not inspired. The emotional content of his
pictures is one of the most striking aspects of the vase paintings of
Exekias, for example. I suspect that this is not something that can be
taught to an apprentice vase painter, but must develop from an artist's
own abilities. Yes, the details of the vase painting of the Andokides

Painter and the Lysippides Painter do differ, despite other details

making it clear that they influenced each other, but their overall

*'Cohen 1978 p. 171.
2Cohen 1978 p. 161 - 177.
ZCohen 1978 p. 44.
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approach to their craft differs too, for the Lysippides Painter lacks the
sense of joy that the Andokides Painter instils in his work.

By now it has probably become clear that I personally agree with
Cohen and Beazley, that there are two artists responsible for these
bilingual vases, not one, and indeed my approach in this thesis has been
to separate the two. This point of view, however, is not a universal one,
and therefore I think a comparison of the two artists’ applications of
patterning may still shed some light on the identity question. It will be
particularly interesting to compare them in light of the idea that the
influence of the Lysippides Painter was responsible for the prominence
of the grid pattern on garments in the Andokides Painter's transitional
period, and that this aspect of the Andokides Painter’s vase decoration is
actually Exekian influence passing down through an intermediary.
Chronology

Chronology will be an important factor in this discussion, and
therefore I will review several different chronologies put forward over
the past 70 yéars and assess them.

One early chronology for the Andokides Painter divided the
artist's work into four main groups, with the bilinguals first.** These
were as follows:

Group I: Leipzig fragments (unidentified)”

Bologna 151 (bilingual)

Palermo V650 (bilingual)

London cup (unidentified)

Louvre F204 (bilingual)

Group II: Boston 01.8037 (bilingual)

Munich 2301 (bilingual)

235 chweitzer 1929 p. 129 - 131.

23] was unable to cross - index all of the vases in Schweitzer's inexact list with specific accession
numbers on Beazley's later list.
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Louvre F203 (white ground)
Group III: London B193 (bilingual)

Boston 99.538 (bilingual)
Group IV: Berlin 2159 (red figure)

Louvre G1 (red figure)

Orvieto, Faina 64 (red figure)

Schweitzer intended these strictly as groups, and the placement of the
vases within the groups was not intended to be sequential. The vases are
grouped based on a number of similarities. The bilinguals are found in
groups I - IIl. Groups I and II have palmette - lotus and net patterns
for their borders, III lotus buds, and IV, as the latest group, features
spiral hooks and upright palmettes. The figures of Athena in Groups I -
III follow what Schweitzer dubs "the archaic Peplos figure", while in
group IV they are the "newer kore type".”* The éubjects of the vases in
groups I - III are those found in previous black figure vases: myths,
thiasos scenes, duels, and arming scenes, while those of group IV are
those of the future of vase painting: palaestra scenes and musical
contests.

A second chronology, more general in its approach, but following
the same lines as that of Schweitzer, was put forward by Byvanck a few
years later.”’ He divides the Andokides Painter's vases into three main
categories, providing examples of each category.

Group [: Boston 99.538 (bilingual)
Munich 2301 (bilingual)
Boston 01.8037 (bilingual)

Group II: London F204 (bilingual)
London B193 (bilingual)

263chweitzer 1929 p. 130.
Z’Byvanck 1947 pp. 237 - 238.
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Palermo V650 (bilingual cup)
Group III: Louvre G1 (red figure)

Berlin F2159 (red figure)
He thought that the earliest vases, in the first group, had been painted in
that specific order, because the style of the pictures became gradually
freer. These first vases were grouped together on the grounds that they
depicted the same subject on both sides, while those of group II are also
bilinguals but depict more varied scenes. He thought that the fighting
scenes on Palermo V650 were definitely linked to the Siphnian Treasury
and therefore important for the overall dating of the artist's work,
which he saw as beginning ca. 530 BC and extending only over 10 years
to ca. 520 BC. The last group of the artist's work is made up of vases
that are only black figure, but he offers no explanation as to why these
vases should follow the bilinguél ones, nor why the artist reverted to
black figure after painting both red and black.

A very different view of the artist's relative chronology was put
forward much later by Dietrich von Bothmer.”® He offered a more
detailed placement of the vases relative to each other than the earlier

chronologies did.

red figure bilingual white eround
Berlin 2159
New York 63.11.6
Louvre G1
Leipzig T635 Louvre F203
Orvieto Faina 64
Swiss Private Boston 01.8037
Palermo V650
Taranto and Bologna 151

2Bothmer 1965 p. 212.
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Reggio frags.

London B193

Louvre F204

Munich 2301

Boston 99.538
The earliest vases in the list were produced ca. 530 BC and the latest ca.
515. This chronology is very similar to the one which followed it,

produced by Cohen.”

red figure bilingual white ground cups
New York 63.11.6 early
Berlin 2159
Louvre Gl
Swiss Private
Leipsic T635 Louvre F203
transitional Boston 01.8037 Budapest
51.28
Orvieto 64
Palermo
V650
Taranto and

Reggio frags Bologna 151

mature period
Louvre F204

London B193
Munich 2301

Boston 99.538.

The earliest vases in this chronology were produced ca. 525 BC
and the latest ca. 515 BC. Cohen divides the vases into three groups,
early, transitional, and mature. Earliness is indicated by imperfections
which indicate inexperience on the part of the artist, such as the slip of
the background not quite meeting the outline of the figure, and

imprecisions in matching the length of the panel with the length of the

»Cohen 1978 pp. 105 - 193; chronological outline p. 118.
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horizontal border that accompanies it. In Cohen's transitional period
Exekian influence appears on the bilinguals due to association with the
Lysippides Painter; she considers these vases to be more clearly linked
to black figure than the early ones by the same artist due to his
influence. In the mature period the number of figures in a scene tends
to be reduced from the black figure version, reflecting a more
minimalistic approach with the essential figures to the action. Within
each group she links the vases by specific details, such as all the Athenas
in the mature group wearing long ependytes with diamonds and dots in
a grid; sharp edged folds on all the early vases but the very first, which
stands apart in several ways; simpler compositions and more
monumental figures on the later vases; and a number of links to the
sculpture of the Siphnian Treasury at Delphi in the early group, such as
hair styles, the shapes of folds, certain figures such as the horse and
Amazon rider on Louvre F203.* Details are also used to indicate which
vases are associated with each other.

Based on these various chronologies it is apparent that there are
two basic approaches to this question. The first writers took for
granted that the bilinguals came first in the artist's works, perhaps on
the grounds that these vases were produced at the beginning of red
figure to accustom the customer to the new technique while providing
vases that he would continue to purchase. The later chronologies,
instead, place the bilinguals later in the artist's career. This would at
first appear to be counter - intuitive, but in fact close examination and
comparison of the vase paintings does bear out the observation that the
artist's earliest vases are wholly red figured, while the bilinguals are
more developed and accomplished in style. Although Cohen and von

Bothmer do not agree as to the exact placement of all the vases within

04RV2 4, 13; fig. 87.
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the artist's oeuvre, within the general categories of early, transitional
and late their assessments match well. Cohen's chronology in particular
is solidly based on assessment of stylistic details and composition, as well
as an understanding of vase painting which has broadened considerably
since the first two chronologies I considered were developed, so that
their basic reasoning has been replaced by a much more detailed
consideration involving more factors. Because Cohen and von
Bothmer's chronologies are much more solidly based than the earlier
two, the initial chronologies have been superseded.
Patterning comparison with Exekias

The Lysippides Painter seems to share Exekias' preference for
incised motifs, although not to the same degree as Exekias. (See
appendices 4 and 7, pp. 325, 328.) The younger artist also shares
Exekias' predilection for gridded garments, but again, he uses this
method of decorating garments to a lesser degree than Exekias, with
fewer than half as many on the vases I examined. Despite this
difference, the Lysippides Painter is still using grids much more
frequently than other black figure artists. There is little crossover of
specific motifs between these two artists, however, for the Lysippides
Painter does not share Exekias' favourite motifs, but he does use two of
Exekias' more unusual motifs, the six petal flower and the petal cross.
The six petal flower in particular is linked to the subject of the gaming
heroes, it seems, for this motifs is prominent on their cloaks on Exekias'
famous vase’' (Fig. 70) as well as on the Lysippides Painter's depictions
of the same subject.32 (Figs. 88, 90)

The differences between the Andokides Painter and Exekias are

similar in nature to those between the Lysippides Painter and Exekias.

*'Vatican 344, ABV 145, 13; fig. 70.
“London B193, bilingual, ABV 254, 3, ARVZ 4, 8; fig. 90; Boston 01.8037, bilingual, ABV 254, 2
ARV? 4, 7, fig. 88.
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The Andokides Painter also uses fewer motifs, and different ones from
those favoured by Exekias; in addition, dots are relatively much more
prominent on his vases than they are on those of Exekias, making up his
second and third favourite motifs, while for Exekias they come eighth.
The red figure artist clearly favours simple motifs over Exekias' more
detailed incised ones. The Andokides Painter also uses grids to decorate
garments less than half as often as Exekias, and also slightly less often
than the Lysippides Painter.
Chronological change in the garment patterning of the
Andokides Painter

Comparison of the patterning of the Andokides and Lysippides
Painters was originally intended to be quite straightforward, possibly
shedding some light on the question of one artist or two based on
congruences or dissimilarities. In fact the situation is much more
complicated than that. Cohen's modification of the earlier chronologies
of these artists puts the bilinguals in a period when they were
collaborating, so that the Andokides Painter's grids could be a result of
the Lysippides Painter's influence rather than direct Exekian influence
or initial training in black figure. Therefore, before I compare the
patterning habits of the two artists directly, I want to look at where, on
the Andokides Painter's vases, these grids are found, and where the
vases with grids stand in this chronology. If the Andokides Painter's
patterns are different before the collaboration begins, then they could
reflect a different artistic personality if the bilinguals have been
patterned under the Lysippides Painter's influence.

In his transitional period, the Andokides Painter uses three new
motifs as compared to his early period and abandons one more, the
swastika. (See appendix 8a, p. 330.) The new motifs are the dot rosette,

the dotted ring, and animal bands. The dot rosette and the animal bands
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are both old black figure motifs and rooted in that technique, although
the animal bands are a very unusual method of decorating garments
even in black figure. The ring motif is used quite frequently by the
Lysippides Painter, the dot rosette much less so. The appearance of the
latter motif in red figure, executed in slip instead of added paint, is
particularly interesting, for in black figure this motif often adds colour
to a garment, whereas in the new technique the Andokides Painter has
adapted it to a more restrained approach.

Overall, between these first two periods, the artist appears to
move towards simpler motifs. He uses fewer examples of the pyramidal
triple dot pattern as well as the dotted cross motif, while his use of the
plain dots increases. These changes are still significant when the change
in number of vases between early and transitional periods is taken into
consideration. The slight increase in numbers of motifs between the
early and transitional periods is made particularly interesting by the
dramatic drop to two motifs in the mature period. The artist's usage of
grids on gaﬁnents appears to be quite stable, for all three periods, even
the mature one, despite the drop in variety of motifs at that time. This
is a point in which I differ from Cohen; she looked only at grids on the
ependytes of Athena, whereas examination of grids on other figures in
addition to these yields different results.

These changes in the Andokides Painter's patterning seem to be
divided in their nature. The increase in simpler motifs in his middle
period, and the sharp decrease in numbers of motifs in his mature
period, are the same kinds of changes that other red figure artists show
in their work generally compared to black figure vases before the
appearance of the new technique. At the same time, there seems to be
no great change in how often the Andokides Painter uses grid patterns;

in fact, adjusted for vase numbers, there is even a very slight increase in
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the mature period, rather than the extremely sharp drop (ie
abandonment) other early red figure artists display as grids are replaced
by folds. Then, too, the addition of the animal bands and especially the
dot rosette in the transitional period, is, if not a strengthening of ties to
the old technique of vase decoration, at least an indication of familiarity
with black figure.

It is at least feasible to link the introduction of these two motifs
back to Cohen's idea of the artist beginning to work with the Lysippides
Painter at this time, and thereby coming further into the influence of
black figure. But these changes are not definite enough to confirm her
ideas. The shifts towards black figure, in the introduction of these new
motifs and the consistent use of grids, are slight, while those towards
more advanced red figure, the movement towards simpler motifs and
(finally) very few of them are quite strong.

The Andokides Painter's uses of animal and geometric pattern
bands to decorate garments is particularly intéresting in regard to ideas
about his origins. Cohen has suggested that the artist could have come
to pottery decoration after working as a sculptor on the Siphnian
treasury frieze.” It is true that there are a number of aspects of the
frieze which are very similar to the vase decoration of the Andokides
Painter. Boardman has pointed out that relief sculpture would have had
the same colour balance as red figure pottery, with light figures on a
darker background.* And yet, as Robertson says, "I think it unlikely
that anyone would become a vase painter who had not been through the
shop from boyhood, turning the wheel, working the clay, learning to

pot and paint before he specialized."”

33Cohen 1978 pp. 113 - 117.
3*Boardman 1975a p. 14.
35Robertson 1992 p. 11.
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These patterns, as I have said before, are unusual in black figure;
I have seen them before on the Frangois vase, as well as on pieces by
Sophilos, but not in the intervening period, not even on the vases of
Exekias, the master of black figure ornamentation. In some ways they
are better suited to red figure than black, as the dark patterns on a red
ground would be easier to execute with a brush than to reserve for light
patterns on black, although in black figure they were actually painted on
in red or white.

The animal and geometric patterns are unusual in black figure and
perhaps some significance may be given to the fact that the Andokides
Painter knows about them as an alternative method of garment
decoration. This implies, it seems to me, a strong familiarity with black
figure decoration, perhaps stronger than a sculptor might be expected to
have. The great rarity of this kind of garment decoration at the time the
Andokides Painter starts working reinforces this idea. Admittedly it is
difficult to know whether the vase painting that remains to us from this
time is representative, but it is what we have left to work with, and I
think these bands of figural decoration are not compatible with the kind
of decoration artists like the Princeton Painter, the Amasis Painter, and
Exekias seem to favour, for they require expertise with the brush where
incision is favoured for elaborate detail and variations of dots for added
colour. If the Andokides Painter had started his working life with red
figure, he could still have had this familiarity with black figure due to
training in that technique, but it seems less likely that this would be the
case for a sculptor.

Comparison of motifs

The Andokides Painter and the Lysippides Painter use

approximately the same number of motifs for their overall garment

patterning. (See appendices 4 and 8, pp. 325, 329.) The Andokides
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Painter's use of patterns is different from that of the black figure artist,
and each uses motifs which the other does not. The Lysippides Painter,
for example, uses rings, spirals, the six petal flower, dot squares, the
petal cross and the open incised square, none of which appear on vases
attributed to the Andokides Painter. The red figure artist uses the
pyramidal triple dot, the Maltese cross, solid squares, and bands of
geometric and animal patterns, which are not found on vases by the
Lysippides Painter.

The motifs which are not shared by the two artists give
indications about the artistry of each. Some of the Lysippides Painter’s
motifs which the Andokides Painter does not use are closely linked to
Exekias, specifically the six petal flower and the petal cross. On the
Lysippides Painter's vases these appear on vases of the same subject as
Exekias uses them, the game playing Achilles and Ajax, on their cloaks.
In the Andokides Painter's depiction of the same subject, one cloak is
divided by folds instead of bands of ornament, and patterned with dots
and dotted crosses, while the other is divided by simple crenellated lines
and decorated with dots, dotted crosses, double meanders and gentle S
curving lines, all of which are quite widely spaced compared to the tight
and intense decoration on Exekias' original.36 (Figs. 70, 88) The
differences point to the Lysippides Painter being more closely linked to
Exekias and less original whereas the Andokides Painter adapts the
garments' decoration to the development of red figure, by including
folds on one cloak and making the ornamentation on the other much less
dense.

Other motifs by the Lysippides Painter which the Andokides

Painter does not use are rings, spirals and open squares, incised motifs

**Boston 01.8037, ARV2 4,7; ABV 254, 2; fig. 88, by the Andokides Painter and the Lysippides
painter; Exekias' original, Vatican 344, ABV 145, 13; fig. 70.
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which he apparently chose not to transfer into slip in the new technique,
although they would have been simple enough to execute by brush. The
motifs which the Lysippides Painter does not share tend to be those
involving brush work, solid and heavy patterns such as the thick Maltese
cross, the solid black squares, and the bands of animal and geometric
decoration. Although the Lysippides Painter does use plentiful amounts
of added colour in his vase decoration, and even some motifs that would
have required careful brushwork such as the petal cross and the six petal
flower, these do not approach the precision that would have been
required for some of these other patterns. Even though the geometric
and animal bands have their roots in earlier black figure, it seems that
their reappearance now may be looking forward as well as back, to the
precise execution that will be required for the fine folds and anatomical
detail that become increasingly common in red figure with the Pioneers.
The motifs are black figure in nature, but their conceptualization is red
figure because of their appearance at this early, transitional period in
the new technique.

The Lysippides Painter's four favourite motifs for overall
patterning are as follows, in order of decreasing use: rings, spirals,
crosses, and the dot rosette. The first three of these are incised. The
Andokides Painter's four favourites are dots, the dotted cross, the
pyramidal triple dot, and the cross. These tend to be smaller than the
Lysippides Painter's favourites, and simpler, fitting better between
folds. The focus for the Andokides Painter is less on linear motifs,
which places him further from Exekias than the Lysippides Painter;
although, even so, some of the detailed linear motifs such as the
meander and the swastika still turn up in his work.

The smaller motifs the Andokides Painter prefers are also less

suited to being placed in grid squares, especially the dot and pyramidal
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triple dot; the dotted cross fits into a square format well and therefore is
good for this position. Indeed for his grids he does use this motif, as
well as the unusual solid black squares, meanders, and dotted rings.
Once the Andokides Painter does put dots at the centre of grid squares,
but accompanies them with a diamond shape within the squares to fill
out the grid better. In his grids the Lysippides Painter uses rings
frequently, and also spirals, and the cross with V's. Most often, though,
his grids are filled with rings (I counted 14 grids done this way out of
18) and it is probably significant that his favourite motif is one that he
puts into grids this way, while the Andokides Painter's favourite motif is
the smallest one of all and used only once in a grid, otherwise between
folds.

Then, too, the Lysippides Painter uses just slightly more grids
than the Andokides Painter. The small size of the difference once the
numbers are adjusted for the number of vases by each artist is somewhat
surprising, for one could legitimately expect the Andokides Painter to
use significantly fewer grids than the Lysippides Painter given his place
in red figure. I have shown that the grids used by the Andokides
Painter do not increase significantly in number on the artist's
bilinguals,37 when he may have started working directly with the black
figure artist, so this similarity does not necessarily point to especially
strong stylistic ties between the two artists. What it does emphasize,
however, is that the Andokides Painter does have ties to black figure in
this respect and that he does stand very early in the new technique.

The Lysippides Painter does use considerably more gridded
garments on his vases than other black figure artists, a characteristic
which is most likely due to Exekian influence. The Andokides Painter's

use of grids may reflect the same influence, possibly directly rather than

'See appendix 8A, p. 330.
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through the Lysippides Painter, since there is no dramatic change in this
aspect of his vase decoration when his bilinguals begin to appear.

The way these two artists use different motifs for bands of
decoration on garments also reveals differences between them. The
majority of the Lysippides Painter's trim motifs are incised ones, and
several of them are not shared by the Andokides Painter. In fact the
motifs they have in common for this purpose are the dot, the crenellated
line, the zig zag line, and the meander, and the last three of these are not
significant in the Andokides Painter's trims from a numerical point of
view. That artist does not use the wavy line so favoured by the
Lysippides Painter, nor the spiral line or the ring, all incised patterns.
All of these would be simple enough to execute with slip instead, but the
Andokides Painter has apparently chosen not to do so.

The motifs which that artist uses, which are not shared in their
black figure equivalents by the Lysippides Painter, are uncommon in
much of the red figure that follows just as the artist's black squares and
bands of animal and- geometric patterns are. Also like those patterns,
these require careful brushwork to create, such as the artist's thick spiky
lines or his variations on broad bands of rectangles. These are the
artist's most important patterns for trimming garments, and the more
linear ones such as the vertical zig zags and the crenellated line are
much less prevalent on his vases.

In fact the Andokides Painter's approach to the way he trims his
garments is very different to the Lysippides Painter's, for the red figure
artist seems to enjoy exceptionally elaborate borders. This is one of the
factors underlying the greater variety of motifs which he uses. When
the Andokides Painter does decorate garment trims (which, it must be
remembered, is not uniformly the case on his figures, because many of

them wear garments which are rich in folds and therefore untrimmed)
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he will sometimes combine two or even three of the elements cited
above to create a very rich effect. Usually these combinations consist of
a narrow single line of dots, on either side of a broader band of another
motif, and sometimes with the extra addition of a spiky line. Each of
these bands is separated from its neighbour by a thin black line except
for the spiky line, which creates its own line of separation by facing
outwards, away from the other bands.

One particularly good example is on Berlin 2159,% an early vase,
where the neck of Apollo's chitoniskos is decorated with all of these
elements. (Fig. 78) Another, less rich example on the same vase, are
the garments of Artemis, for her mantle is trimmed with dots and zig
zags and her skirt's central band has a crenellated line with spikes on
either side. On other vases, though, the trims can be as simple as an
single extremely narrow line of fine dots; the very early New York
63.11.6°° features this at the hems of several garments. (Fig. 82) There
does not appear to be any particular correlation between earliness or
lateness of vase and elaboration of the trim detail, for Berlin 2159*°
(Fig. 78) has elaborate trims and is early, while Munich 2301*' also has
elaborate trims and is late. (Fig. 84)

The Lysippides Painter's trims do tend to be simpler than these,
usually with just a single line of a motif not flanked by any others. On
New York 58.32,** for example, the hem of the ependytes worn by
Athena is decorated with a single crenellated line in a band, and there is
a single line of dots on the bodice of a female onlooker. (Fig. 42) On

Munich 1575% the Lysippides Painter uses his favourite trim motif, the

**Berlin 2159, ARV2 3, 1; fig. 78.

*New York 63.11.6, Para. 320, 2bis; fig. 82.

“*Berlin 2159, ARV2 3, 1; fig. 78.

“"Munich 2301, ARV 2 4, 9; ABV 255, 3; fig. 84 (Herakles reclining).
“2pgra. 114, 10bis; fig. 42.

“ABV 256, 16; fig. 91.
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wavy line, on both the chitoniskos hem of Herakles and the neck trim of
Athena. (Fig. 91) In addition to using different motifs for this purpose,
therefore, the artists have different approaches as well.

Conclusion

The Andokides Painter's interest in elaborate trims is consistent
with a greater artistic interest in the depiction of garments with
elaborate and realistic folds. Both are part of a concern with the
depiction of garments that outlasts the Pioneer's interest in realistic and
varied anatomical detail. In fact, these trims by the Andokides Painter
are the most elaborate I have noticed in vase painting, especially in red
figure, where, as folds grow finer and are depicted with greater
fullness, artists omit these trims altogether by nece:ssity.44 (Figs. 92, 93)

This is another aspect of the Andokides Painter's work which sets
him apart from the artists who follow him. In addition to an interest in
garments, these trims also require something of an interest in
patterning, which is more of a black figure characteristic. In fact, these
trims also become much less elaborate on the black figure vases which
follow the appearance of red figure, because artists working at this time
are trying to show better, finer folds and have become less interested in
patterning than their counterparts who were working earlier.

There does not appear to be any major change in the patterning
habits of the Andokides Painter which indicates that artist being more
influenced by black figure when he begins decorating bilinguals.
Changes in the Andokides Painter's patterning come later in his career
and point instead towards red figure development. In addition, the
Andokides and Lysippides Painters take very different approaches to

which patterns they use, both in overall garment patterning and in

*See, for example, the superb garments worn on Munich 2344, ARV2 182, 6, the Kleophrades

Painter's amphora with a Bacchic revel, fig. 92; or Villa Giulia 50396, ARV2 465, 82, fig. 93, by
Makron.
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garment trims. The Lysippides Painter prefers linear incised motifs,
which are very different from the Andokides Painter's dots and heavily

painted motifs. These differences indicate two artistic personalities at

work.
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Chapter 7:
Psiax

Use of incision
One aspect of the work of Psiax which is particularly relevant to the
development of the earliest red figure is his extensive, and unexpected,
use of incision. On one vase in particular, this has been thoroughly
described, making discussion possible. Philadelphia 5399' was found in
Vulci and published thoroughly by William Bates in 1905.> (Fig. 94)

On this amphora, as on some other vases, Psiax has used incision
in some places which seem to be rather ordinary, in that other artists
working soon after the appearance of red figure use incision in them
too. These include around the top of the head, and between long hair
and background. The three figures with incised heads on this vase are
all on the same side; a central Apollo holds a kithara high, his hands on
the strings, watched by Leto on the left and Artemis on the right. Both
the goddesses hold something oﬁt to Apollo; Leto has a delicate plant
stalk, Artemis a flower. All three of these figures have their hair
separated from the black background by incision. The Andokides
Painter uses incision in this place on a number of his vases too;
interestingly, some of these are thought to be very early while others
appear to be later in his career. This apparent spread in the use of
incision to separate hair and background seems to indicate that this black
figure habit was thoroughly ingrained and comfortable to the artist,
because otherwise he would have abandoned it more quickly.

Psiax seems to have started work shortly after the Andokides
Painter, perhaps five years separating them. Psiax, however, still uses

incision to depict this particular detail, as opposed to reservation, which

'ARVZ 7,3; fig. 94; on Psiax generally see ABV 292 - 295, AR V26 -9, Paa. 127 - 128, 321; Add.
176 -77 and 150 - 151.
Bates 1905, pp. 170-180, plates 6 and 7.
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becomes usual for red figure. He still appears to be very rooted in the
black figure technique, in which he was probably trained. Indeed, there
are more black figure vases attributed to him than red figure, about
twice as many based on Beazley's attributions. The continuing use of
incision to outline hair seems to indicate that the one eighth inch
outlining slip® was not necessarily developed quickly, or at least not
adopted immediately, or adapted to depicting black hair. This would
require that it be slightly offset upwards or downwards, and that the
artist allow for a reserved strip of red to outline the hair. Perhaps this
was too much trouble to take over a relatively minor detail.

On the side of the Philadelphia amphora which shows Leto,
Apollo and Artemis, there is another detail for which Psiax substitutes
incision instead of using reservation. The stem of delicate foliage which
Leto holds out to Apollo has been incised. There is more than one
possible explanation for the use of incision for this particular detail.
First, it is quite possible that Psiax or an apprentice or co-worker forgot
to allow a reserved area for this detail when the background of the pot
was being slipped. If this was the case, something had to be added,
because the position of Leto's hand makes no sense unless she is holding
something, and so the stem was incised. One may speculate with some
amusement as to whether this stem was what Psiax intended Leto to be
holding; a flower is more often found with figures in this pose, but of
course this was not as suitable to incision as a stem because of its fuller
shape.

Another possible justification for incising the plant stem could

simply have been ease of execution. Although this incision would have

*The one-eighth inch outlining strip was just that. Its width made it practical for outlining the figure
and giving an idea of how that figure would look against the black ground of the vase. The problem is
that while in black figure a black outline becomes part of the figure and adds to it, in red figure a black
outline is part of the background and therefore not included in the size of the figure. The need to shift

the outline requires some adjustment on the part of the artists and this broad strip for outlining was
their solution.
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been delicate, careful work, an artist who was more accustomed to
working in black figure (and therefore quite at home with incision)
would probably have found it preferable to outlining a flower and then
having to paint in the area around the outline with slip. This idea is not
necessarily countered by the fact that Artemis holds a flower, because
that flower is painted red,* rather than being reserved. The fact that
this flower is painted red appears to correlate with both of the two ideas
suggested above; which is preferable is not especially clear, although
this work is of high calibre and so perhaps we should do the artist the
courtesy of assuming these details were intentionally added later. In
that case these details are indicative of Psiax's grounding in black
figure, because he adds them in the black figure way rather than true
red figure.

The third possible reason for the incision of Leto's stem is a
~ purely artistic one. The composition of the panel is carefully balanced,
with the two goddesses in essentially the same pose. Apollo's kithara
even appears to be positioned advantageously for this consideration,
being held against his body rather than out away from it. At the same
time, however, the artist seems to have taken some trouble to avoid
complete symmetricism. The hair of the goddesses is dressed
differently, and their garments are arranged in a contrasting manner as
well. Leto wears her mantle over her head, and this gives her rear
profile a very different appearance from that of Artemis. The choice of
a plant stem for Leto, rather than a flower, might also have resulted
from the desire to have the composition balanced without being
monotonously symmetrical.

The last way Psiax uses incision on this vase is the most unusual

one, and he does it on both sides. He incises details that would

“Bates 1905, p. 174.
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otherwise have been depicted in slip. These include the gathers at the
fastening points of the sleeves of Artemis' chiton, as well as wavy lines
on the upper part of the chiton, which are visible above the folds of her
mantle. The sleeve fastening points of Apollo's chiton have been incised
in a similar way.

The use of incision is even more generous on the other side of the
amphora, and this must be at least partly because of the smaller amount
of other detail on this side. Two horses are being led by a man who
wears high boots, chitoniskos, mantle, and an unusually shaped helmet,
perhaps intended for travelling. The large bodies of the two horses
present rather broad, empty areas which Psiax has chosen to decorate
with incision. He has incised facial lines around the horses' ears, eyes,
and nostrils. Other incised details include muscle lines on the horses'
necks, legs, and front and hind quarters. The man leading the horses
has only a few incised lines, on the inside of his short mantle below his
right arm.

There are a number of different ways to look at this very unusual
use of incision, and there is no reason only one of them must be correct.
It is much more likely that a combination of factors came into play in
this particular aspect of Psiax's work. The first of these, and perhaps
the most obvious, is that the incised lines so clearly indicate how Psiax
started out, or at least focussed on, black figure. He is transferring
technical details from black to red figure, so most likely he is best at
home in black figure.

The second way to look at these incised lines is as a substitution
for slip. Perhaps at this time the use of dilute slip had not yet been
refined; this would mean that there were few options if an artist was

interested in showing subtle details, instead of having them stand out
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strongly against the red of reserved areas. Examination of Psiax's other
red figure vases might help to clarify this point.

The third way of looking at these incised details is linked with
Psiax's character as a vase painter. He decorated vases in a variety of
colours and techniques; red and black figure, but also an alabastron in
Six's technique® as well as white ground and black figure with an added
coral ground. He was an experimentalist, and his use of incision in red
figure is part of this too. His interest in experimenting must be partly
because of the period in which he is working, which is very much a
transitional one and which therefore allowed and even encouraged
experiment. It is much easier to play with colours and decorative
methods at a time when a new technique has just been introduced and
not yet developed to a point where it has been standardized.

There is one red figure vase attributed to Psiax on which he
depicts a horse and uses dilute slip for the details.® (Fig. 95) This kylix
is unusual because it has been decorated without eyes, so that Psiax was
free to cover the whole surface of the exterior in a battle frieze
composition, rather than being restricted to single figures. The tondo
of the kylix is red figure, like the exterior, and shows a youth, with one
leg braced against the edge of the tondo, trying to restrain a horse who
appears to be rearing slightly or plunging ahead. The next step in this
discussion will be to examine the detail in slip on this horse and
compare them with the details Psiax incised on the other pair of red
figure horses, to try and determine if there is any congruence between
the two.

The best photograph available of the cup tondo appears to be a

good one, if small, and it reveals that little detail was included on this

SLondon 1900.6-11.1, ARVZ 8, 13.
NY 14.146.1, ARV2 8, 9; fig. 95.













































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































