Greek Vases

InThe J. Paul Getty Museum




Occasional Papers on Antiquities, 1

Greek Vases

InThe J. Paul Getty Museum

THE J. PAULGETTY MUSEUM MALIBU, CALIFORNIA
VOLUME 1/1983



GREEK VASES 1/1983

© 1983 The J. Paul Getty Museum
17985 Pacific Coast Highway
Malibu, California 90265

(213) 459-2306

Information about other Getty Museum publica-
tions may be obtained by writing to the Bookstore,
The ]. Paul Getty Museum, P.O. Box 2112, Santa
Monica, California 9406.

Edited by Jifi Frel and Sandra Knudsen Morgan;
designed by Patrick Dooley; typography by Freed-
men’s Organization, Los Angeles; printed by Gard-
ner/Fulmer Lithograph, Buena Park, California.

Photographs in this book have been provided by
the institution that owns the object unless other-
wise specified.

Cover: Paestan calyx krater with the Rape of Euro-
pa, Malibu 81.AE.78 See article p. 139.

Library of Congress Cataloging in Publication Data
Main entry under title:

Greek vases in the ]. Paul Getty Museum.

(Occasional papers on antiquities; v. 1)

English and German.

Includes bibliographical references.

1. Vases, Greek—Addresses, essays lectures. 2. Vase-
painting, Greek—Themes, motives—Addresses, essays,
lectures. 3. Vases, Etruscan—Addresses, essays, lectures.
4. Vase-painting, Etruscan—Themes, motives—Addresses,
essays, lectures. 5. Vases—California—Malibu—
Addresses, essays, lectures. 6. J. Paul Getty Museum—
Addresses, essays, lectures. L J. Paul Getty Museum.

II. Series.
NK4623.M37G7 1982  738.3°0938'07019493 82-49024

ISBN 0-89236-058-5



Contents

A Komast Cup
Peter J. Connor and H.A.G. Brijder

Sophilos in the British Museum
Dyfri Williams

Three Notes on Attic Black Figure in Malibu
Jirt Frel

A New Exekian Fragment
E. Anne Mackay

Nicosthenic Athletics

Brian Legakis

Fragments of a Dinos and a Cup Fragment
by the Kleophrades Painter

Martin Robertson

The Berlin Painter at the Getty Museum
and Some Others

Manrtin Robertson

New Vases by the Brygos Painter
and his Circle in Malibu

Marion True

Mainadengelage und Gotterliebe in Malibu
Adrienne Lezzi-Hafter

Satyrspielvasen in Malibu

Frank Brommer

A Vulai Vase in the Getty Museum
Shirley J. Schwarz

An Etruscan Vase with Siren
Mario A. Del Chiaro

A Krater by Asteas
Marit Jentoft-Nilsen

The Turn of the Wheel
Toby Shreiber

35

39

41

51

55

73

85

115

121

135

139

149



This page intentionally left blank



A Komast Cup

Peter J. Connor

H.A.G. Brijder

The cup illustrated in figs. 1-6 is a komast cup.! The
word komast, or more properly komastes, is ancient Greek
for reveler, a name that derives from the three dancing
men painted on each side. The dancers are members of the
komos, “a group singing and dancing after a symposion.”
The name is derived from the decoration, and the figured
decoration on these cups can be expected to be dancers;
however the name now properly denotes the shape, for it
is clear that there are also plain komast cups, without
decoration.? Although we are accustomed to thinking that
this distinctly Attic shape developed from Corinthian
models,® there is strong reason for tracing it from purely
Attic ancestors through Geometric cups and others that
can be termed pre-komast cups.*

The distinguishing features of this cup are the short off-
set lip, the deep, baggy body, and the stemless conic foot.5
The foot is painted black; so too are the all-but-horizontal
handles positioned towards the top of the body, where a
prominent black line marks the rise of the lip. The inside
of both the foot and the handles is reserved. The interior
of the cup is also solid black; the paint overlaps the rim
and marks a line on the exterior, giving a definite frame for
the lip. The lip is generally decorated with either rosettes
or a net pattern, though on plain komast cups the lip is of
course undecorated. The Painter of Athens 533 (to whom
plain cups can also be attributed) produced cups that have
figures in the handle zone but no decoration on the lip.
The rosettes are sometimes carefully incised with a central
heart, with added red on alternate petals, and sometimes,
as here, incised with three crossing lines. The Falmouth

1. Komast cup, The J. Paul Getty Museum, inv. no. 79.AE.128; H. 9.5
cm.; D. (incl. handles) 26.4 cm.; D. (without handles) 20.0 cm. The cup
has been restored from numerous fragments; substituted plaster is clearly
visible, especially where painted areas have needed restoration.

2. Plain komast cups: see, for example, Corinth xui, 156 no. 199-1;
pl.27, fig.20. H.A.G. Brijder will discuss numerous examples of these in a
forthcoming work on komast and Siana cups.

3. H.G.G. Payne, Necrocorinthia (1931) 310, suggests a Corinthian cup
with offset rim as the forerunner of the komast cup. For the shape, see G.
Villard REA 47 (1945) 1591t

W. Hornbostel, “Drei neue Schalen der Komastengruppe,” Miinchener
Jahrbuch der bildenden Kunst 26 (1975) 37-64, at 42; A. Greifenhagen,
Eine attische schwarzfigurige Vasengattung und die Darstellung des Komos im

Painter preferred the net pattern. Beneath each handle on
his cups is a palmette above a large hanging lotus bud with
four curling volutes of stalks, two on each side. This floral
design is an important part of the canonical decoration of
komast cups.® Some variety is found in details, and we
shall examine closely some of these variations. It is worth
drawing attention on the Getty cup (fig. 6) to the “small
core” in the palmette and the lotus flower and also to the
absence of a conical central petal in the lotus flower.

Between the foot and the broad expanse of the body
where the dancers are painted, komast cups have a zone of
rays always bounded at the top by three fine parallel lines
and at the bottom by a thick black zone. Between this
black zone and the rays, there is a band of red; this can be
between two white lines (as on Copenhagen 103, figs.
10-11) or separated from the black zone by an incised line.

Although the subject matter is austere and the combina-
tion of poses {position of arms, legs, and head) is naturally
limited, komast painters do contrive to lend their figures a
certain vigor and freshness, over a space of three decades.”
The continuity of shape and motif has been described by
Boardman as being “repetitive production” like Corin-
thian pottery, whilst Hornbostel points out that these cups
were a favourite export article of the early sixth century
B.C.%

For all the simplicity of subject matter, the appearance of
a new komast cup is always an event; for these cups are a
significant part of the historiography of Greek vase paint-
ing, since they recall the time when Payne, Greifenhagen,
and Beazley were establishing the individual Attic style of

V1. Jahrhundert (Kénigsberg 1929) 19, for comparative drawings of shapes.

4. This argument is developed in detail by H.A.G. Brijder in his forth-
coming book.

5. W. Hornbostel op. cit., 42 described the foot as follows: “einem
trompetenartig auswarts gepreizten, kurzem Fuss.” But the term “trum-
petlike” will be applied to the feet of Siana cups.

6. The handle ornament is discussed by Hornbostel op. cit., 43.

7. See the perceptive comments on the character of these Attic
komasts in S. Matheson Burke and ].]. Pollitt, Greek Vases ar Yale (1975)
22-23.

8. ). Boardman, Athenian Black Figure Vases (1974) 18; Hornbostel op.
cit., 41.



2 Connor—Brijder

Figure I. Komast cup. Malibu, The J. Paul Getty Museum 79.AE.128. Side A.

Figure 2. Malibu 79.AE.128. Side A.
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Figure 3. Malibu 79.AE.128. Side B.

Figure 4. Malibu 79.AE.128. Side B.
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Figure 5. Malibu 79.AE.128. Handles.

Figure 6. Malibu 79.AE.128. Handles.



vases that had long been thought to be Corinthian. These
scholars showed that though the motifs and often the
shapes were based on Corinthian models, they were truly
Attic and not merely imitative. Beazley also expressed ex-
citement at the identification of “artistic personalities”
within even the limited scope offered by the Early Attic
period.

Two of the major figures of this Komast Group were giv-
en most unspectacular names by Beazley: the KX Painter
and the KY Painter. The K stands for Komast (after the
subject matter), whilst the X and Y respectively isolate two
different hands. The KY Painter is generally described as
the younger colleague of the KX Painter. Another prolific
artist was the Falmouth Painter, whose work has been re-
cently studied by W. Hornbostel.? Each of the two main
artists decorated a range of pots;!® but there is not a single
extant komast cup by the hand of the KX Painter himself.
The cups of the KY Painter have komasts with solid bod-
ies, intricately incised hair, and distinctive incised detail
round the knees and thighs. By contrast, the Falmouth
Painter’s komasts are rubbery; there is hardly an angle
anywhere even at knee and elbow, and the hair is shaped
into roundly curving bangs.

The Getty komast cup resembles the work of neither of
these. Close scrutiny indicates that it is painted in the
manner of the KX Painter; that is, not by the leading
painter himself, but by someone who worked closely with
him and was deeply influenced by his style. Beazley distin-
guished two groups of pots painted in the manner of the
KX Painter (his Group Il and Group III; ABV 27-28). For
him there were three komast cups in question: New York
22.139.22 (figs. 7-8), which stands apart from the remain-
ing two: Syracuse 26397 and Copenhagen 103 (fig. 11),
both by the Painter of Copenhagen 103. On New York
22.139.22 (fig. 8), the left dancer of the three is wearing the
jerkin that was the trademark of the dancers on Corinthi-
an vases, showing the connection with some sort of theat-
rical performances.!! Somewhere along the line, the theat-
rical, even subhuman, figures (the early figures are thought
by some to be dwarfs) change into completely human par-
ticipants in a komos.!?

We would do well to try to define the differences be-
tween Beazley’s Group Il and Group Ill, that is between
New York 22.139.22 (figs. 7-8) on the one hand and Syra-
cuse 26397 and Copenhagen 103 (fig. 11) on the other.
Some differences are apparent at first glance. The New
York cup has three dancers on each side; the others have

9. Hornbostel op. cit., n. 2.

10. Cf. Beazley ABV 23ff.

11. Corinthian dancers are rarely naked; see CVA Wiirzburg 1, pl.31,
7-10.
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two dancers each. The lip of the New York cup has roset-
tes incised with a central heart; the others have rosettes in-
cised with three straight intersecting lines. Perhaps most
important of all (figs. 9-10), the flowing tendrils beneath
the handles of the New York cup have incised volutes with
incised stalks looping around each other, but the other
two cups have the curl of the volutes painted, and the
stalks meet at the center without overlapping. The band of
added red beneath the rays is also different in each case.

In the drawing of the bodies there are many similarities:
the short and sharply incised double parallel lines at knee
and elbow, the tiny hook for the ankle, the genitals, the
chest and nipples, the hair with a ribbon, the scalloped
edge over the forehead, the shoulder-length hair with two
incised parallel lines horizontally just below the ear, and
the parallel incised lines at the juncture of arms and body.
This last is the most striking feature of all because, without
exception, on one arm of each dancer the lines are two
short strokes at the armpit, whilst on the other arm they
stretch from the armpit to the top of the shoulder; some-
times this latter is on the right and sometimes on the left.
These longer parallel lines at the shoulder are found on the
jerkined dancers by the KY Painter;!? on the three cups we
are considering (and taking note of the jerkined dancer on
New York 22.139.22), they must be a relic of the short
sleeve of the garment.

In summary, for the dancers themselves, the differences
appear to lie in the rather more angular features (longer
nose, more raking line of the mouth area) of New York
22.139.22, and in the treatment of the ears. Where the
Painter of New York 22.139.22 draws an ear with a sharp
curve in the interior, the Painter of Copenhagen 103
makes a markedly fleshy ear with what looks like two
lobes, with the curves toward the outer side (this can be
observed quite clearly in fig. 11). Nevertheless it is striking
what close links there are between these two painters.

The Getty komast cup (figs. 1-6) has three dancers on
each side. On each side, the right and center dancers carry
drinking horns, the lip of which is distinguished in three
cases by two incised lines and in the other by one. As on
New York 22.139.22, the volutes of the stalks are shown
by incised detail on a broadened roundel of paint at the
end of the stem; the stalks interlock at the center, likewise
marked by incision, and the volute itself does not rest
against the calyx of the lotus. At the rim, the rosettes are
formed by three intersecting incised lines like the Group of
Copenhagen 103.

12. For a recent discussion of these matters, see Hornbostel op. cit., 48
and the Korrekturzusatz on p. 64. Oswyn Murray has written about the
symposion in Times Literary Supplement, November 6, 1981, 1307f.

13. Boardman op. cit., fig.23.
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Figure 8. New York 22.139.22. Detail.
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Figure 9. New York 22.139.22. Detail of handle volute. Figure 10. Copenhagen 103. Detail of handle volute.
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Figure 11. Komast Cup. Copenhagen, National Museum, Department of Near Eastern and Classical Antiquities.
Chr. VIII 964 103. Detail.

In style, the Getty dancers are portrayed with exactly
the elements outlined above in hair, chest, elbows, knees,
fingers, genitals, and ankles. There can be no doubt that
the painter is the same as the painter of the Group of Co-
penhagen 103 (named the Painter of Copenhagen 103). In
particular, the ears of the Getty komasts have the same
double lobe structure (though perhaps not quite so
marked) as those on the komasts of Copenhagen 103. The
close links between the two groups are now more firmly
established, for we see a sharing of both the style and,
especially, the technical details of the volutes and the num-
ber of dancers. The New York cup, however, preserves
closer links with the KX Painter in, for example, the spiky
locks of hair on three of the six komasts, so it would seem
prudent to name him senior to the Painter of Copenhagen
103 and to propose that the Getty komast cup is an early
work of the Painter of Copenhagen 103, in which he imi-
tates even more closely his slightly older companion, the

Painter of New York 22.139.22.14

14. Other attributions may be noted, as follows: Painter of New York
22.139.22, Taranto 110550 (Boll.d’Arte 46 (1961) 270-271, figs. 2a, 4-6),
Thorikos TC 64.262 (Thorikos [1964] 11 (1967) 94ff., fig.98), three frag-

Further details of the Getty komast cup deserve com-
ment. On side A (figs. 1-2), the right-hand dancer has
been largely restored round his middle. Nevertheless, just
above a prominent diagonal scratch deep into the fabric
are two clear parallel lines incised into the black paint;
they are without doubt the lower edge of a jerkin such as
we see on New York 22.139.22. On the Getty cup this gar-
ment is not painted red, but there is red added to other
areas: on side A (figs. 1-2), the right-hand dancer has a red
face, the dancer in the center has a red chest and a red rib-
bon in his hair, and his face was originally red although
the color has now faded; on side B (figs. 3-4), the left and
center dancers have red chests, the left and right dancers
have red faces and red ribbons, and the drinking horn of
the central figure has a red blob on top.

The Getty komast cup may be dated c. 580-575 s.c.

University of Melbourne
University of Amsterdam

ments Paris CP 10238 and 10237 bis (ABV 33, belonging to the same
cup), and Paris CP 10237 (ABV 33); Painter of Copenhagen 103, Len-
ingrad B 1966g. (K.S. Gorbunova, SA 4 (1970) 199-201).



Sophilos in the British Museum

Dyfri Williams

In 1971 a splendid Athenian bowl and stand decorated
in the black figure technique and signed by the painter
Sophilos was acquired for the British Museum.! It was
promptly given a preliminary publication by Ann
Birchall.?2 The purpose of this article is simply to accom-
pany a set of detailed photographs, which, it is hoped, will
make the vase more widely accessible.

Both the bowl and stand (fig. 1) are mended from many
fragments, but the surface is in remarkably good condition
and there are only a few, rather minor, lacunae.? In 1978,
however, five further fragments of the bowl were acquired,
three on loan from the ]. Paul Getty Museum at Malibu
(figs. 2, 3, 4) and two by purchase on the American
market.* When these came to be inserted, it was
discovered that in the restoration of the vase, which had
been carried out before it was acquired for the British
Museum, materials unsuitable for the mending of earthen-
ware had been used.’ This means that any attempt to

In addition to the standard abbreviations, including those of Beazley’s
lists, the following have been used:

Bakir Sophilos  G. Bakir, Sophilos (Mainz 1981)

Beazley Dev. J. D. Beazley, The Development of Attic Black-Figure
(Berkeley 1951).

Boardman, ]. Boardman, Athenian Black Figure Vases (London

ABFV 1974).

Boardman GQO? ]. Boardman, The Greeks Querseas (3rd ed., London
1980).

Herrmann I, I H.-V. Herrmann, Die Kessel der orientalisierenden Zeit,
[ and I (Olympische Forschungen VI and XI; Berlin
1966 and 1979).

Kerenyi Eleusis C. Kerenyi, Eleusis (New York 1967).

Schefold GuH K. Schefold, Gétter- und Heldensagen der Griechen in

der spatarchaischen Kunst (Munich 1978).

E. Simon, M. and A. Hirmer, Die griechischen Vasen

(Munich 1976).

Source of Hlustrations:

Simon GV

All photographs by courtesy of the Trustees of the British Museum, ex-
cept that of the Getty’s dinos and stand. Drawing by Miss M. O. Miller
with additional work by Susan Bird.

[ am very grateful to Brian Cock, Keeper of the Department of Greek and
Roman Antiquities, for agreeing to let me study the Sophilos vase and for
reading a draft of this article. Professor Martin Robertson also kindly
looked through it. Neither should be blamed for any errors, nor are they
to be held responsible for any of the opinions expressed. Finally, I should
like to thank Jiti Frel and Sandra Morgan for their help in seeing this arti-
cle into print.

1. 1971.11-1.1.

dismantle the vase will prove difficult—a particularly un-
fortunate circumstance since the bowl was allowed to get
out of shape during the process of reconstruction, with the
result that a number of gaps occurred between fragments
that should actually join. The worst of these is the gap that
runs through the painter’s signature, the legs of the two
figures to the left, and the large floral complex in the
center of the zone below (see figs. 13, 26).

The upper surface of the bowl’s rim (fig. 5) is decorated
with a two-sided lotus and palmette chain; both the inside
and the outside vertical edges are red. The joint between
rim and bowl is marked below with a tongue pattern, alter-
nately red and black, and bounded below with a thin red
line. The main decoration of the bowl consists of four
elaborate friezes, the upper one filled with figures, the
others with creatures from the animal kingdom, both real
and mythical, while the bottom of the bow! is covered
with a whirligig of six compass-drawn crescents, alter-

2. Ann Birchall, BMQ 36 (1971-2) 107ff. with pls.34-37 (and BM
Soc.Bull. 10 [June 1972} 13f.). It had already been mentioned by B. B. Shef-
ton in P.E. Arias, M. Hirmer, and B. B. Shefton, A History of Greek Vase-
Painting (London 1962) pp.285 and 292; a detail of part of the figured
frieze before restoration was given in P. Zanker, Wandel der Hermesgestalt
in der attischen Vasenmalerei (Bonn 1965) pl. 3,1 and noticed on p.38 with
note 157; and it was listed in Beazley Para. p.19 add as no. 16 bis. It has
subsequently appeared in Arch.Reps. 1971-72 p.62 fig.8; Boardman
ABFV fig.24; M. Robertson, A History of Greek Art (Cambridge 1975)
pl.35a; B. F. Cook, Greek and Roman Art in the British Museum {(London
1976) fig.37; F. Brommer, Hephaistos (Mainz 1978) pl.15,1 (detail of
Hephaistos et al.); Greece and Italy in the Classical World (Acta of the XI
International Congress of Classical Archaeology; London 1979) pl.36b
(detail of Athena and Artemis); P. Brize, Die Geryoneis des Stesichoros und
die friihe griechische Kunst (Wiirzburg 1980) pl.11,1 {(detail of Hephaistos et
al.); H. C. Ebertshauser and M. Waltz; Antiken I: Vasen-Bronzen-Terra-
kotten des klassischen Altertums (Munich 1981) p.68; Bakir Sophilos pls.1-2;
LIMC i sv Amphitrite 53a, pl.586. Also listed in F. Brommer, Vasenlisten
zur griechischen Heldensage (3rd.ed., Marburg 1973) 320 no.A3; and dis-
cussed by A. Stewart in a paper at a symposium on Greek Iconography at
Madison (1981; Acta forthcoming).

3. Ht. of bowl 28.0; dm. of bowl at rim 32.6; gt. dm. of bowl 41.5. Ht.
of stand 47.0; dm. of base of stand 33.1. Total ht. 71.0cm.

4. The Getty Museum frr. 76.AE.126 (Now BM 1978.6-7.1 to 3) in ex-
change for three Chian fragments from Naukratis (BM.1888.6-1.465b,
1888.6-1.474i and j, and 1924.12-1.763; BMOcc.Pap. 22 [1981] p.32f.).
22[1981] p.32f.). The market pieces, BM.1978.6-6.1 and 2 frr. The BM is
extremely grateful to Dr. Jif{ Frel who recognised that all five fragments
belonged to the London dinos. The three Getty Museum fragments have
now been generously presented to the British Museum.

5. I am grateful to David Akehurst and Nigel Williams of the Conser-
vation and Technical Services for their advice on this matter.
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Figure 1. Sophilos dinos and stand, front view, London, The British Museum 1971.11-1.1.



nately red and black (fig. 6). The funnel like-top of the
hollow stand (figs. 21-23) is black, except for the Z pattern
{(bordered above and below by a thin red line). The
baluster is decorated with a two-sided lotus and palmette
chain and is framed above and below by a reel or disc, the
upper one painted black on its upper surface, the lower
one red (the edge of the red marked with a black ring).
Below, the stand thickens out into a cylindrical stem, the
linking slope marked by a red band and the shoulder itself
by a black fillet. This stem and the flaring foot bear the
main decoration of the stand, four friezes of animals. Final-
ly, the edge of the foot is elaborately turned: the vertical
face between the flaring foot and the first step is marked
with a red band, as is that between the step and the black
cushion-fillet with which the stand terminates, while the
horizontal surface of the step itself is decorated with a se-
cond Z pattern {framed by a thin red line on either side).
Under the contact edge of the base are a simple, single line
graffito and traces of a dipinto inscription (fig. 7).. Unfor-
tunately the dipinto is extremely fugitive, no doubt as a
result of its exposed position, and little can be made of it

(fig. 7).

The shape of the bowl and that of the stand seem to
have their ultimate origins in a series of oriental bronze
cauldrons and conical stands (fig. 8).¢ The dinos, with its
low centre of gravity, is derived from the oriental separate
cauldrons with riveted attachments that began to compete

6. The bibliography for these cauldrons and stands is extensive. See
especially, Herrmann I and Il. Also U. Jantzen, Griechische Greifenkessel
(Berlin 1955); H. Kyrieleis, Zum orientalischen Kesselschmuck (Marburger
Winckelmann-Programm  1966; Marburg 1967); J. N. Coldstream,
Geometric Greece (London 1977) p.362ff.; Boardman GO? p.65ff.

7. On incense stands, see most recently, V. Karageorghis, Two
Cypriote Sanctuaries of the end of the Cypro-Archaic Period (Rome 1977)
p.39ff.; p.40 note | for Near Eastern types.

8. On the ceramic imitations, Herrmann I, pp.1ff. and 183ff.; K.
Kibler, Kerameikos VI: Die Nekropole des spiten 8. bis frithen 6. Jahr-
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Figures 2-4. Sophilos dinos, three fragments on loan from
the J. Paul Getty Museum.

with the native Geometric tripod cauldrons as offerings in
the Greek sanctuaries in the later years of the eighth cen-
tury B.c. The oriental cauldron could sit on a rod tripod
stand or on a tall conical one. The latter were often deco-
rated in relief and were surmounted by a pomegranate-like
bulb and spreading bloom; this type of stand also served in
the Near East and on Cyprus as a support for incense
burners.” The oriental cauldrons and stands seem to have
appealed greatly to the Greeks, and they quickly imitated
them, adorning the cauldrons further, it would seem, by
adding griffin protomes, for we never see such protomes
in oriental depictions. Greek potters working in various
areas also began to imitate these new bronze creations,®
although traditional ceramic ideas naturally continued to
affect the results of such imitations both in Greece and in
Italy.? The potters preferred the new conical stands to the
rod type, which the Greek bronzesmiths, however, prob-
ably found easier to produce. Furthermore, the potters al-
so attempted protomes and attachments of their own.!°
Sometime shortly after the middle of the seventh cent-
ury B.C., however, there seems to have been a change. The
bronze protome cauldrons from Olympia become far less
common and the period of over-size examples comes to an
end,!! as bronze armour takes over as the major category
of dedicatory material.’2 At this time, too, we find that
there are no more representations of protome cauldrons

hunderts (Berlin 1970) 162f.; ]. Boardman, AK 13 (1970) 92ff.; R. Lullies,
AK 14 (1971) 50ff. The last two articles are reprinted in Antike
Kunstwerke aus der Sammlung Ludwig I (Mainz 1979; eds. E. Berger and R.
Lullies) p.206ff. and p.212ff. respectively.

9. On ltalic stands, see most recently, C. Scheffer, Acquarossa 11, i:
Cooking and Cooking Stands in Italy 1400-400 B.c. (Stockholm 1981) 58ff.

10. Herrmann II, p.143, note 33; Boardman GO? p.270 note 107 adds
an Attic clay protome from the Agora.

11. Herrmann II p.154.

12. A. M. Snodgrass, Archaic Greece {London 1980) p.105f.
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Figure 6. Sophilos dinos, detail of bottom.



Figure 7. Sophilos stand, sketch of graffito and dipinto under base.

on vases,!? while the potters actually imitating them cease
to attach protomes. This latter development may be mere-
ly the result of a change in fashion, but it might also point
to a significant change in the use of the cauldrons from im-
practical dydApora offered in sanctuaries and in tombs to
furniture of the feast.

In connection with this, it is perhaps interesting to note
that the Greeks seem to have adopted the nomadic custom
of reclining at feasts some time in the second half of the
seventh century, as a fragment of Alkman reveals, al-
though we do not see it represented in Greek art until the
turn of the century.”* Furthermore, Alkman is said to
have come from golden Lydia,! where it seems likely that
the custom was learnt and adapted from neighbouring no-
mads, perhaps even the Kimmerians who had caused the
Phrygians to lose their position of power and also contin-
ued to harass the Lydians after them. The Lydians, in fact,
managed to hold the Kimmerians at bay, possibly with the
aid of the Assyrians, who themselves, perhaps as a result,
adopted the custom of reclining at feasts around the mid-
dle of the seventh century or soon after, as is suggested by
the alabaster relief from Nineveh that show us Assurbanipal
feasting on a couch in his garden, while nearby is a pro-
tomeless dinos on a concical stand.!¢

To return to the clay dinoi on conical stands, we sud-
denly find at Athens in the first half of the sixth century
B.C. a number of dinoi with stands which clearly belong to

13. Herrmann I p.3.

14. On symposia, B. Fehr, Orientalische und griechische Gelage (Bonn
1971); and J.-M. Denzter, RA 1971 p.215ff. Alkman fr. 19 (Page). See now
also J.-M. Dentzer, Le motif du banquet couché dans le proche-orient et le
monde grec du VIlle et [Ve sigcle avant J.-C. (Rome 1982), esp. p. SIff.

15. Krates, ap. Suidas sv Alkman.; cf. Alkman fr. 13.

16. Febr, op.cit., pl.1 (relief divided between London, Berlin, and
Leyden).

17. Cf. Kubler, Kerarneikos, V1 p.164.

18. Louvre E.874; Beazley ABV 8,1,; idem, Para. p.6; CVA, 2, pls.
15ff.; Simon GV pls.47f.

19. Vatican 306; C. Albizzati, Vasi Antichi dipinti del Vaticano (Rome
1925-39) p.101ff. and pl.29; L. A. Stella, Mitologia Greca (Turin 1956)
p.555 (detail of dinos).
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a distinct group. The dinoi are deeper and more spherical
than their late seventh century ceramic ancestors and
have more in common with the earlier bronze pro-
totypes.!” The shape of the stands, which is also rather dif-
ferent from the various forms seen in the seventh century,
now appears to be standardised, and all the examples are
decorated with animal friezes. The only published stands
are those belonging to the Gorgon Painter’s dinos in the
Louvre,'8 the British Museum’s new dinos by Sophilos,
and an unattributed dinos in the Vatican {(only part of the
base of this stand is in fact preserved).!® To these we may
add a group of fragments from Naukratis, now in the Brit-
ish Museum, which seem to belong to two separate but
very similar stands (figs. 9-12).2° Unexpectedly the rims of
the funnels of both these Naukratis pieces were decorated
with animals. Furthermore, in the light of the Naukratis
fragment with animals on the baluster, one might guess
that a small fragment from Old Smyrna, which Giiven
Bakir has published as being from a pyxis, is really from
the baluster of a sixth stand.?! Finally, the ]J. Paul Getty
Museum was recently presented with a splendid group of
fragments from a further stand and its bowl decorated
with a gigantomachy which have been attributed to the
Kyllenios Painter, a member of the Tyrrhenian Group, by
Jiti Frel (part fig. 36);22 and, according to Dietrich von
Bothmer, still another dinos (centauromachy and chariot
race) by the Kyllenios Painter is on the German art market.

20. a) BM.88.6-1.570d (rim of funnel); 88.6-1.570 a (baluster);
1965.9-30.759 and 88.6-1.570b and ¢ (all joining; baluster, lower disc and
stem); 88.6-1.570g (edge of base).

b) BM.88.6-1.570f (rim of funnel); 88.6-1.570e and h (baluster); 1965.9-
30.808 (upper surface of base); 1965.9-30.807 (edge of base).

21. Izmir Mus. fr.: Bakir Sophilos, no.B.22, pl.81 fig. 162.

22. Malibu, The J. Paul Getty Mus. frr. (81.AE.211): inscriptions in
red.

On the Tyrrhenian Group, Beazley ABV 94ff. and Para 34ff., which
owe much to Bothmer’s as yet unpublished work on this group. Bothmer
has attributed another dinos to his Kyllenios Painter, Bolligen, Blatter
frr.: AK 5 (1962) pl.16, 1-3; Beazley Para. 42 bottom. Both dinoi seem
very close to the best of the Camtar Painter (e.g. Tarquinia RC.5564;
Beazley ABV 84,1).
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Figure 8. Sophilos dinos and stand, drawing of profile.



The Louvre and London pieces seem to belong around
580 B.c., but the Vatican example might be a little later.
The Getty fragments should date from the late 570’s or
early 560’s, while the Naukratis and Old Smyrna pieces
might belong nearer 560 B.c. About the middle of the cen-
tury, however, there seems to have been a change, for we
begin to see a greater variety in the shape of the stands,
and there appear to be no more decorated examples.??
Nevertheless, representations of dinoi and stands on vases
from the end of the sixth century (for example on the
stamnos in Brussels painted by Smikros, most probably in
imitation of a work of Euphronios’ like the Munich calyx
krater) show that the shape of the Sophilos stand did not
die out entirely.?

One suspects, however, that Smikros was thinking of a
metal dinos and stand when he painted his almost man-
sized example. It seems, in fact, very likely that a metal
prototype, rather than a ceramic one, lies behind the ap-
pearance of the group of ceramic versions in the early part
of the sixth century. For, although both Corinthian dinoi
and East Greek stands and dinoi display a similar use of
animal friezes,? the differences in shape, especially the foot
of the stand in two degrees—which otherwise we do not
see until after the middle of the century on calyx kraters
and amphorae of type A—clearly point to renewed influ-
ence from metal-working. Unfortunately, it is impossible
to decide with any degree of certainty whether the metal
prototype was of Corinthian, East Greek, or Athenian de-
sign. Nevertheless, since the representations of dinoi on
stands depicted on Corinthian vases of the early sixth cen-
tury exactly match neither the contemporary Athenian
ceramic shape nor the metal versions found on later Ath-
enian vases, we can perhaps suggest that it was a native
Athenian tradition of bronze dinoi and stands that led to
the development of the vessels produced by Sophilos and
his fellows.

To return to the decoration of the British Museum’s
stand and bowl, both have a front view. The centre of the
front of the bowl is marked with a large floral complex in
the second frieze (fig. 13), an idea which Sophilos uses to
great effect on many other vases. This second frieze sur-
rounds the widest part of the bowl, and the symmetrical
arrangement of the animals establishes the extremities of

23. For the later stands (and dinoi) see R. Lullies, AK 14 (1971). For a
new fragmentary dinos by the Kleophrades Painter, now in the Getty
Museum, see a forthcoming article by Martin Robertson.

The Antiphon Painter’s stand (Berlin 2325; Beazley ARV? 335,1; shape,
A. Genick and A. Furtwangler, Griechische Keramik [Berlin 1883] pl.15,3)
probably held a kothon-like shallow bowl, not a dinos: for the shape of
the stand cf. Warzburg 873: E. Langlotz, Griechische Vasen in Wiirzburg
(Munich 1932) pl. 251.
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Figure 10. Fragments of first stand from Naukratis (balus-
ter; base edge).

the front view (confronted sirens on either side of the
floral; beyond, panthers). The side limits of the figured
frieze above are set by the door of Peleus’ house on the
right and the end of the procession on foot on the left. The
animal frieze below the floral complex has a panther on
either side of a central goat, which faces in the opposite di-
rection to the flow of movement in the figured frieze (fig.
14). Finally, the symmetry in the lowest row of animals is
reduced to a single pair of confronted sirens. One sees,
therefore, how carefully the painter has arranged the
elements of all the friezes on the front of the bowl both to
emphasise the front view and to echo the outline of the

bowl.

24. Brussels A.717. Beazley ARV? 20,1; CVA, 2, pls.12f; AK 14 (1971)
pl.21,1. Compare also the dinos on the black figure side of Munich 2301;
Beazley ARV? 4,9; CVA,4, pls.156,2 and 158,3. The Euphronios, Munich
inv. 8935 etc.: Beazley ARV? 1619 add as 3 bis to p.14; idem,Para 322; AA
1976, 505-7, figs. 24-6 {D. von Bothmer). A contemporary, but un-
attributed, black figure dinos and stand of the same shape is to be found
in Salerno, Mus. Civ.

25. D. Callipolitis-Feytmans, Arch.Eph.1970, p.86ff. argues for a con-
tinuation of the Corinthian ceramic tradition at Athens.
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Figure 12. Fragments of second stand from Naukratis (rim;
baluster; base; base and edge).

Figure 11. Fragment of first stand from Naukratis (baluster and stem).
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Figure 14. Sophilos dinos, detail of front view.
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Figure 15. Sophilos dinos, detail of first side view.
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Figure 16. Sophilos dinos, detail of first side view.
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Figure 18. Sophilos dinos, detail of back view.
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Figure 20. Sophilos dinos, detail of second side view.
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Figure 21. Sophilos stand, front view.
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Figure 22. Sophilos stand, detail of front of base. Figure 24. Sophilos stand, detail of back of base.
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The rest of the dinos exhibits a slightly looser approach.
The remainder of the figure frieze is divided into three
groups, two consisting of two chariots each (figs. 15, 17),
and one which is built up of one chariot and a motley
assortment of figures of equal “weight” (fig. 19). Each of
these three groups corresponds to a further cardinal view
of the dinos, and each is echoed in the animal frieze im-
mediately below by a pair of confronted animals (boar and
lion (fig. 16); stag and panther (fig. 18); lion and ram (fig.
20). The second animal frieze is more loosely composed be-
yond the trio at the front, and three rosette filling orna-
ments are also included. The lowest zone has a little more co-
hesion in its pairing and leaves a lone panther in the centre
of the back of the vase. (fig. 18).

The front of the stand is clearly indicated on the lowest
frieze—the most carefully organised of the friezes on the
stand (fig. 21). A pair of confronted panthers, each with
one raised paw, forms the centre-piece, while in the space
below is a small swan-like bird (fig. 22). These panthers are
flanked by goats, beyond are sirens and finally panthers
again (fig. 23), their tails interlocking at the back of the
stand. Seven rosette filling ornaments are also set symmet-
rically in the field. The next frieze up is also carefully
organised, but it is not quite so perfectly symmetrical. A
pair of sirens face each other directly over the centre of the
lowest frieze. On either side is set a feline—at the left a lion,
at the right a panther. Beyond them at the back of the
stand a pair of sirens are again confronted, but between
them is set a small bearded figure with a staff—a master of
the animals (fig. 24).26 The two friezes on the stem of the
stand contain confronted pairs of animals, but these are
not aligned with the centre of the two friezes below. One
suspects that the painter has preferred to avoid too pro-
nounced a central division in order to give the stem a
proper sense of volume. Finally, the bulbous baluster is
decorated with a lotus and palmette chain. At the front
the incisions are careful and regular, but at the back two
new but rather rough decorations of the bulb of the lotus
occur, on one teeth, on the other simple vertical lines.

The theme of the upper frieze is the procession of gods to
the house of Peleus to celebrate his marriage to Thetis, the
daughter of Nereus and Doris. There are only two other
certain examples of this theme, one on a fragmentary

26. On these figures, U.-M. Lux, Beitrage zur Darstellung des ‘Herrn der
Tiere’ (Diss.Bonn 1962).

27. Florence 4209: Beazley ABV 76,1; Simon GV, pls.51-57; (cleaned)
Vaso Frangois (Boll.d'Arte, Ser. Speciale 1; Rome 1981) esp. detail pls. 74-8
{on pp. 132-136).

Athens, Acrop.587 frr.: Beazley ABV 39,15; Bakir Sophilos no.A.2,
pls.3-5 and 89-90. See further Brommer, op.cit. (note 2) p.320 bottom,

dinos painted by Sophilos from the Acropolis, the other
on the Francois vase painted by Kleitias, and we shall
occasionally refer to both in the following description.?
The house or palace is on the extreme right of the front
view of the bowl (fig. 25). Its form seems to be distyle in
antis, although Sophilos has not tried to indicate the wall
between the antae and the door as Kleitias later did on the
Francois vase. The antae are black and the form of their
capitals differs from those of the white columns. The archi-
trave is minimal, as are the triglyphs, but the metopes are
large and boldly done in white. The double door is shut
and is of the same form as that on Sophilos’ other frag-
mentary version of the scene. It has red panels and red
studs, which might indicate bronze. Between the anta and
the column on the left of the door, we read the artist’s sig-
nature, SOPIVOIMEAPAGRIEN (retr.), Sophilos megraphsen.
Beazley commented that it is “impossible to say whether
the name is ZOQLA0S, Zogiiog, or ToégiArog” .28

In front of the house stands Peleus (TEVEVR retr.) greet-
ing his guests as they arrive (fig. 26). He holds up a kan-
tharos in his right hand—its shape suggests a metal version
—and his lips part as he speaks the words of welcome,
npomivev oikoBev oikade.?® He is dressed in a white
chiton, a red cloak with a wavy line border, and red boots.
His name is written retrograde, below his outstretched left
hand. Facing him is Iris, (IPIR retr.) the messenger goddess
of the Olympians. She wears winged red boots and a short
red chiton, belted at the waist and held in place across her
breasts with ties that meet in the centre in an elaborate or-
namental buckle—male dress, as usual, perhaps to empha-
size the sexual ambivalence of the go-between. On the
Acropolis dinos Sophilos gave Iris an animal skin over her
chiton, as did Kleitias on the Francois vase. The British
Museum’s Iris is not without other adornment, for she,
like most of the goddesses in the parade, wears large pen-
dant earrings’® and a necklace. Her staff of office is held in
her right hand; her left points back to the divinities who
follow.

The first group of guests consists of four goddesses (fig.
27), separated into two pairs, Hestia (HERQTIA) and
Demeter (AEMETE[P]), then Chariklo ([+]API?VO) and
Leto (VETO retr.). This foursome is repeated on the
Acropolis dinos, although there the two pairs are more
firmly divided. All four goddesses wear white peploi, richly

with bibliography; and Schefold GuH p.189ff. One wonders if Acrop.610
frr. (Beazley ABV 82,3; Hesperia 4 [1935] 216), from a large dinos, might
have shown the same scene.

28. Beazley ABV p.37.

29. Pindar, Olymp. 7,4.

30. For the shape see R. Higgins, Greek and Roman Jewellery (2nd ed.,
London 1980) p.128, type 5a.
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Figure 26: Sophilos dinos, detail of figured frieze.
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Figure 27. Sophilos dinos, detail of figured frieze.
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Figure 28. Sophilos dinos, detail of figured frieze.
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Figure 29. Sophilos dinos, detail of figured frieze.
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Figure 30. Sophilos dinos, detail of figured frieze.
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Figure 32. Sophilos dinos, detail of figured frieze.
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Figure 34. Sophilos dinos, detail of figured frieze.
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decorated with red animals, monsters, florals, and other
more abstract patterns, while red cloaks are draped around
their shoulders. It is interesting to note that behind Leto’s
head is some preliminary sketch work for a third head,
which was left out in the final painting. There are, in fact,
many traces of such sketching elsewhere on the vase, but
this seems to be the only significant alteration.

Behind these goddesses comes Dionysos (AIONYSOS),
vine branch in hand. His lips are parted, like Peleus’, and
he appears to talk across the intervening group of god-
desses to Peleus himself. Dionysos is placed directly over
the central palmette in the lower frieze, much as on the
Francois vase, and is thus a key figure. He wears a long
chiton and himation. The latter is done with black and
red in the normal fashion, but the chiton is left the natural
orange colour of the fired clay and only outlined in red.
One might at first presume that Sophilos has simply
forgotten to fill the chiton in with white, but some of the
other figures, further on in the procession—the “Horai,”
the five Muses, Tethys, and Eileithyia—show that the ef-
fect is intentional: Sophilos is deliberately trying to use a
fourth colour, in addition to the regular black, red, and
white. This idea, like his use of white laid directly on the
clay instead of over black, is presumably borrowed from
contemporary Corinthian vase painting.?!

Hebe (BEBE) follows Dionysos. She wears a richly
decorated peplos, but no cloak, very elaborate sandals,?
like a number of other women in the parade and two
women on one of the Acropolis fragments, a bracelet and
an armband. Next comes Cheiron (+IPON), the centaur
(fig. 28). He wears a short red chiton over his human part
and carries over his left shoulder a branch, to which he has
tied his catch—a stag, two does, a fawn and a rabbit. In his
right hand he holds a thick, gnarled branch that he no
doubt used as a club. Cheiron turns his head, with its wild
crest of hair, shaggy beard, and full nose, back towards the
figures that follow him. The first of these is Themis (8EMIR)
sceptre in hand and dressed in a richly patterned peplos
and plain cloak, while the rear of the foot procession is
brought up by a trio of Nymphs (NVOAl).

The three Nymphs mark the end of the front view of the
dinos, and the procession now changes from one on foot
to one with chariots. The Nymphs also serve as a link with

31. Reserved drapery on Corinthian vases, eg. the Cavalcade Painter’s
cup in Basel (Moretti), Simon GV. pl.28. Another example on a work by
Sophilos might be Acrop.585 fr. b (Beazley ABV 40, 18; Bakir Sophilos
no.A.17, pl.35, fig.65)—Poseidon’s chiton—but this is not certain (Graef.
p.63). For white laid directly on clay ground, Beazley Dev. p.19.

32. For other sandals like these, worn by women, compare the later ex-
amples: Louvre G.2 (neck); Beazley ARV? 53,2; Simon GV pl.91 left;
Mus.Helv.38 (1981) pl.8,4; and London E.41 (tondo); Beazley ARV? 58,51

the chariot parade that follows, for similar trios on foot
punctuate it, adding rhythm and substance. The first
chariot bears Zeus (TEYR) and Hera BEDA)(fig. 29), but on
the far side of the horses’ rumps appears a second trio of
ladies on foot. Their names are unfortunately lost; and the
edge of the fragment, where one might have hoped to find
traces of the names, has sadly been filed away by the re-
storer, but they were probably the Horai, as Ann Birchall
has suggested.??® Their chitons are left reserved in the same
fashion as Dionysos’, and the addition of white for their
feet makes it quite clear that Sophilos did not simply forget
to go back to this area with his white brush. The painter
has, in fact, gone to great trouble to try to draw the correct
number of reins and to show the trace lines attached to the
chariot rail and the pole-stay tied to the top of the
breastwork of the chariot. The two sets of reins are not
tied together here, although this is the case with
Poseidon’s and Ares’ teams further on in the procession.
Zeus, dressed in chiton and cloak, grasps the reins and a
goad, while Hera holds her cloak up by her cheek as she
steadies herself with her other hand on the top of the
chariot’s breastwork.

The next chariot contains Poseidon (TOZEIAON, the last
two letters retr.) and Amphitrite (AN®ITPITE), accom-
panied by the three Charites (+APITER) (fig. 30). Zeus’
team of horses were all proud black steeds; Poseidon’s are
more fiery, especially the white one which rears its head
and stamps one hoof, the only horse in the whole proces-
sion to show real mettle and surely a reference to
Poseidon’s special connection with horses.

Following behind comes the chariot of Ares (APER) and
Aphrodite (A®POAITE), the immortal pair of illicit lovers,
who are often treated as man and wife (fig. 31). Unfor-
tunately the head of Aphrodite is missing. Ares’ goad
seems longer than the other charioteers’, and it is also held
at an angle nearer to the horizontal—perhaps it should be
thought of as a spear. Behind the horses are grouped five
Muses (MORAI) in an arc. The central figure is fully frontal
and plays a syrinx. All five have the reserved chitons we
have seen on Dionysos and others; their feet are in added
white. Underneath the maze of legs and hoofs is an in-
teresting technical feature. Sophilos seems to have badly
smudged the black slip between the ground line and the

(convincingly reattributed to Euphronios by Martin Robertson, Getty
MJ9 {1981] p.26).

33, A. Birchall, BMQ 36 (1972) p.109.

34. Cf. also the Lakonian cup from Rhodes, Schefold GuH p.32 fig.25,
and the calyx krater by the Kleophrades Painter, Louvre G.162: Beazley
ARV? 186,47; F. Brommer, Hephaistos (Mainz 1978) pl.7,1.

35. Literary traditions, RE XIX, 290ff. sv Peleus (Lesky). See also M.
Heidenreich, MdI 5 (1952) 134ff., esp. p.140.
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back of the stag in the zone below and has had to rub away
part of the surface to conceal his clumsiness. He also at-
tempted to reinforce the lower edge of the ground line at
this point by marking it with an incised line.

The next chariot is driven by Hermes (BEPMER retr.) (fig.
32). His kerykeion rests against the breastwork of the
chariot box, and he wears a short chiton with a large
rosette decoration and a petasos. The tips of his winged
boots just show over the top of the chariot box. His
passenger is Apollo ([AP'JOVON) who sings as he plays his
kithara. Alongside the horses are three more Muses
(MOZAL), making a total of eight. The final team is in the
hands of Athena (A®EMAIA) (fig. 33). Her companion is
Artemis (APTEMIR), whose finely decorated peplos is fully
visible, since, like Hebe, she wears no cloak. Artemis holds
her bow, but Athena has no attribute. It is also strange to
find Athena driving the chariot from the left-hand side, an
oddity which is also noticeable on the Frangois vase (in
later black figure, when she drives for Herakles, she stands
on the right). Beside the horses walk the three Moirai
(M[O]IPAL).

The rear of the procession is brought up by a rather
amorphous group. First is a fish-bodied, bull-horned
Okeanos (OKEANOR) (fig. 34), clutching a fish and a snake.
In the background his wife Tethys (8E®V2) is accompanied
by Eileithyia (BIVE®VA retr.). They are followed by
Hephaistos (HEQAIRTOS retr.) riding on a mule. It is dif-
ficult to decide just how he is perched on the swan-headed
saddle, but one frontal foot, drawn like the frontal feet of
the Muse playing the syrinx, can be made out below the
bottom of his chiton, so he is presumably riding side-
saddle, as he does on the Frangois vase.?*

From this general description, let us turn to the occasion
of the procession and Sophilos’ treatment of the scene.
The parade of deities is coming to the home of Peleus fol-
lowing his marriage to the goddess Thetis. This home is
certainly not the cave of Cheiron that we hear of in some
literary sources,?® but rather a temple-like structure that
may reflect the painter’s idea of both the Thetideion in
Thessaly and Peleus’ palace. The Thessalian context is per-
haps further emphasised not only by the presence of
Cheiron, who lived on Mount Pelion, but also by the pro-
minence given to Demeter, who was especially important

36. Cf. ]. Boardman, BSA 47 (1952) p.34.

37. Plutarch, Rom. Quaest. 2, 264B.; Diodorus Siculus, 5,73; Pollux
3,38.

38. Servius on Vergil, Aeneid 4,58 and 3,139.

39. For the story of Demeter, see especially the Homeric Hymn with N.
J. Richardson’s excellent commentary, The Homeric Hymn to Demeter

(Oxford 1974).
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in Thessaly, and to Poseidon, who, in his horse aspect, was
also centred on the Thessalian plain.

The bridegroom and the divine messenger lead the pro-
cession. Next comes a group of four goddesses and then
Dionysos (fig. 26). Although Dionysos is clearly intent on
Peleus’ welcome, the goddesses are not—they seem rather
to look to the bride behind the closed door. These are the
positions and actions one would expect of a mortal bride’s
parents and close relatives but for this immortal gathering
Sophilos seems to have generalised the ceremony by sub-
stituting for the bride’s real mother and female relatives a
group of four goddesses, who all have maternal aspects,
and for the father, Dionysos. This substitution of deities
for the bride’s proper parents and family continued on
later black figure representations of heroic and “heroised”
wedding processions, in which immortals also assume the
roles of other mortal celebrants, notably Hermes as
nponynts and Apollo as musical accompanist to the mar-
riage hymn.?

It is a little difficult to be sure at first which name goes
with which figure in the first pair of goddesses (fig. 26), but
elsewhere on the vase Sophilos always writes the name of
the figure in the background above the name of the figure
in the foreground, so it is reasonable to assume that the
goddess who opens her arms in a moving gesture of
greeting is in fact Demeter. Her prominent position and
gesture suggest that it is Demeter who is shown along with
Dionysos, as Thetis’ substitute parent. Neither Dionysos
nor Demeter, however, is included among the five deities
invoked in the Greek marriage ceremony, nor does either
receive any offerings before it;*? in fact Demeter is actually
said by some authors to have hated marriage by reason of
her daughter’s experiences.’® Nevertheless, the story of
how Demeter’s daughter was carried off by Hades, of
Demeter’s mourning, and of the eventual reconciliation?®®
acts in many respects as a mythological archetype for mor-
tal marriages, which at that time included the carrying off
of the bride by the groom while the mother mourned as if
her daughter had died, followed by the reconciliation of
the two families at the feast on the following day.*
Demeter can thus be regarded as the mother of all brides,
who suffers as all mothers do at the loss of their daughters.
However, she also had an important role in Greek religion

40. On marriage see most recently, R. Redfield, Arethusa 15 (1982)
181ff.; but add, M. Alexiou, The ritual lament in Greek tradition (Cam-
bridge 1974) p.120ff.; M. Alexiou and P. Dronke, Stud. Med. 1971,
p.819ff.; and L.D. Jenkins, “Is there life after marriage?—a study of the ab-
duction motif in vase-paintings of the Athenian wedding ceremony,”
forthcoming in BICS.
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and mythology as a nurse, especially as the nurse of
Demophon, whom she tried to make immortal by fire*!
just as Thetis was to endeavour to protect her own son,
Achilles but was similarly stopped.*

The choice of Demeter as a substitute mother is in some
ways, therefore, particularly suitable. But what of Diony-
sos? Perhaps the artist paired him with Demeter simply to
make the point that Dionysos was the most important
male guest because he brings the wine for the feast that the
gods have come to attend—the wine that would be mixed
in and served from the London dinos itself. Yet this does
not explain why Dionysos continued to be shown on later
black figure vases in the role of the “satisfied father-
in-law,” as Boardman has aptly named him.** We might
do well, therefore, to look for any connection there might
between Dionysos and Demeter. The story of Demeter and
Persephone inevitably leads straight to the heart of
the Mysteries; and, although Dionysos’ links with the
Mysteries are rather controversial, the case seems, never-
theless, to be persuasive.** Dionysos and Demeter are oc-
casionally associated in literature, while on a number of
sixth century Athenian vases Demeter and Persephone
seemn to be found in the company of Dionysos,* as is clear-
ly the case on vases of the fifth and fourth centuries,* by
which time, if not earlier, not only were the identities of
Dionysos, lacchos, and Ploutos merging but also certain
Eleusinian officials actually helped in the conduct of both
the Lenaia and the Anthesteria.*’

The cult of Dionysos was particularly strong at Athens,
and as that of Demeter grew in importance at Eleusis,
there may even have been some rivalry. This rivalry must
have been most apparent during the early part of the
month of Anthesterion, when both the Anthesteria, the
oldest festival of Dionysos at Athens, and the Lesser Mys-
teries were held.*® We do not know at what date the lesser
Mysteries were first instituted, but their creation probably
preceded Athens’ takeover of Eleusis,* for afterwards
there would have been little need to set up competing Mys-

41, Richardson, op.cit. p.231ff.

42. Apollodoros, Library 171, Lycophron 178-9.

43. ]. Boardman, BSA 47 (1952) 34.

44. H. Metzger, Les Répresentations dans la céramique attique du 1V siecle
(Paris 1951) 249ff.; idem, Recherches sur ['imagerie athénienne (Paris 1965)
21; Kerenyi, Eleusis 52ff.; C. Bérard, Anodoi (Neuchatel 1974) passim. G.
E. Mylonas has argued against a connection in his Eleusis and the Eleusi-
nian Mysteries (Princeton 1961) 275ff. and in Arch.Eph. 1960, p.68ff.

45. To the list in Metzger, Recherches p.19 nos.38-40, add London
B.425 (Beazley ABV 184, lower; C. Kerenyi, The Gods of the Greeks [Lon-
don 1951]) p.253), on which we oddly enough see some “reserved”
drapery, and London 1928.5-17.1, a neck amphora on which Demeter
(head covered) and Persephone (myrtle wreath), together with Hermes
and another, attend Dionysos and the Basilinna or Semele who ride in a
chariot.

teries. At first they seem to have been centred on Per-
sephone, no doubt on her marriage in the Underworld,
but after Athens’ absorption of Eleusis they may have fad-
ed into preliminary purification rites. We know equally lit-
tle of the mythological content of the Anthesteria, but
given its connections with the dead and with Hermes of
the Underworld on the second and third days, it would
seem very likely that reference was made to Dionysos’ des-
cent into the Underworld to retrieve his mother, Semele,
and to her apotheosis and renaming as Thyone.5® A satyr
play by the fifth century dramatist lophon seems, in fact,
to have described Dionysos’ descent into the Underworld,
his meeting with Hades, and the exchange of myrtle for his
mother, thereby explaining the use of that plant in the
Mysteries, and possibly also its use at marriages.>!

It is also very probable that during the Anthesteria the
Athenian state celebrated the Hydrophoria, which in-
volved an offering at the chasm near the Olympieion.5?
Not only is this chasm in the very neighbourhood in
which the Lesser Mysteries were held, but H. W. Parke has
also suggested that it was originally thought to be an en-
trance to the Underworld, and only later became associ-
ated with Deukalion’s Flood.”? In the light of this, it is
intriguing to recall that Aischylos wrote a play entitled
Semele or the Hydrophoroi.5* Did Aischylos set Semele’s
anodos at this chasm, describe her apotheosis and renam-
ing as Thyone, and thus explain the ritual of the Hydro-
phoria during the Anthesteria? Since such an enactment
of the anodos of Semele was regularly held at Lerna,’ very
close to the spot where the Lernaians believed that Hades
carried Persephone down into the Underworld,’¢ and
since we also know that at Lerna Dionysos was officially
linked with Demeter and Persephone in the Mysteries,5?
we might well presume that the same was the case at
Athens. Perhaps, indeed, the Athenians thought not only
that Dionysos passed through the chasm, carrying myrtle
to ransom his mother but also that Demeter accompanied
him in order to visit Persephone after her marriage to

46. The later vases are discussed by Metzger, BCH 68-9 (1944-45)
296ff. and in his Répresentations p.254ff. See also his Recherches p.49ff.;
and Kerenyi Eleusis 155ff.

47, L. R. Farnell, The Cults of the Greek States Il { Oxford 1907) 151
with note b.

48. On the Anthesteria, L. Deubner, Attische Feste (Berlin 1956) 93ff.;
A. Pickard-Cambridge, The Dramatic Festivals of Athens (2nd ed. Oxford
1968) 1ff.; Kerenyi Eleusis 51ff.

On the Lesser Mysteries, Farnell, op.cit. p.169ff.; Mylonas op.cit.
p.2391f; Kerenyi Eleusis p.48ff.

49. Athens and Eleusis, ]. Boardman, JHS 95 (1975) 3ff.

50. For Semele, H. Jeanmaire, Dionysos (Paris 1951) 343ff. Semele on
vases, Schefold GuH p.46ff. On the large heads of Semele/Kore see also
Bérard, op.cit. esp.p.72f. Florence 3790 (Beazley ABV 260, 30; L. A.
Stella, Mitologia Greca [Turin 1956] p.57) shows Thyone (named) beside



Hades (celebrated in the Lesser Mysteries which fell shortly
before the Anthesteria), perhaps to bring her back.’® Such
a belief might have led Sophilos and other artists after him
to set Dionysos and Demeter in the role of substitute par-
ents for Thetis, as she went through the initiation rite that
was marriage.

Let us return from these speculations to the procession
of deities on Sophilos’ dinos. Beside Demeter stands Hes-
tia, who symbolises both the hearth of Thetis’ parents that
she has left and the hearth of her new home. Hestia, how-
ever, also leads us into the world of the Mysteries, for it is
in the fire of the hearth that Demeter tried to ensure De-
mophon’s immortality, rather as Thetis later hoped to pro-
tect Achilles. A malg 4o’ £otiag punbeic seems to have
played an important role in the Mysteries,*® a role perhaps
analogous to that of the mailg dueBding at weddings.s
Moreover, in a lighter vein, Hestia seems to have had a
connection with feasts, for in the Homeric Hymn to Hes-
tia, we learn that she received offerings both at the begin-
ning and at the end of mortal banquets.!

The second pair of goddesses consists of Leto and Char-
iklo. Leto, perhaps the nearer of the two, was, like Deme-
ter, a mother; but the important part of her story is her
wandering before giving birth to Apollo, the result of peo-
ple’s fear of her expected son, which echoes the danger of
any son of Thetis, as revealed by Themis to the gods.
Leto’s connection with birth in general is clearly brought
out by the appeal of the Spartan girls celebrating Helen’s
marriage:%?

Aato pgv doin, Aatd kovpotpdeog, Buy.
gbtexviav.

Chariklo was a less important figure in divine circles, but
as the wife of the centaur Cheiron she was to be Achilles’
foster-mother.

After these two pairs of goddesses comes Dionysos and,

behind him, Hebe (fig. 27). She is the epitome of youth

and also the wine-pourer of the gods, hence her juxtaposi-

Dionysos at the marriage of Peleus and Thetis.
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tion with Dionysos.5> Wine was also a giver of youth and
strength.®* Next come Cheiron and Themis (fig. 28) focus-
ing attention on the future son of Thetis—Cheiron as fos-
ter-father and Themis as the revealer of the secret about
him. Cheiron’s catch would no doubt have been appreci-
ated at the feast, like Dionysos’ wine. Themis seems to
have had a certain precedence at divine feasts,%° while her
special sceptre may allude to her role as the convenor of di-
vine assemblies, a role emphasised here perhaps because
Solon had recently introduced the new Council of Four
Hundred.%¢

After Themis the procession changes into a parade of cha-
riots accompanied by groups of women on foot—Horai,
Charites, Mousai, and Moirai—all staunch members of di-
vine pageants.S” Three Nymphs head the parade, then
comes the chariot of Zeus and Hera. This pair is the ob-
vious choice for the first chariot, the king and queen of the
gods, the divine couple of the Hieros Gamos. The second
chariot contains Poseidon and his wife Amphitrite.
Poseidon, like Zeus, was a suitor of Thetis until Themis’
warning. This pair of chariots forms the visual centrepoint
of the first side view of the dinos (fig. 15).

In the third chariot come Ares and Aphrodite (fig. 31),
and in the fourth Hermes and Apollo (fig. 32). This pair of
chariots, which dominates the back of the vase, is accom-
panied by the Muses (fig. 17). Apollo sings the gamelios
hymnos as he strums the kithara, and one Muse plays the
syrinx, while the rest perhaps join in the chorus. All is
music and festivities, as in the scene painted by the poet of
the Homeric Hymn to Apollo.¢®

The end of the procession is made up of the chariot of
Athena and Artemis, virgins both, and a motley crew of
slow-moving stragglers (fig. 19). Okeanos, progenitor of
the gods,® is given both aquatic and terrestrial attributes,
a fish-tail and a bull-horn, as well as a fish in one hand and
a snake in the other. This combination alludes perhaps to
Okeanos’ role as the great river encompassing the earth.
His wife, Tethys, who walks close behind, is accompanied

60. R. Flaceliere, Daily Life in Greece at the time of Pericles (London
1965) p.63 comments on the similarity between this boy’s ritual phrase
and some of the formulae of the Mysteries.

61. Homeric Hymn to Hestia 4ff.

62. Theocritus 18,50f.

63. Athenaeus, 10,425.

64. Cf. Dionysos Hebon: Macrobius, Stat. 1,18,9. See further R. B.
Onians, The Origins of European Thought (Cambridge 1951) p.212ff.

65. Homer, ibid. 15,95.

66. Homer, Odyssey 2,68. Council of Four Hundred, Ath.Pol.9; Plu-
tarch, Solon 18,5.

67. Eg. Orphic Hymn 43,7-the Moirai, Horai, and Charites accom-
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69. Homer, Iliad 14,201f.
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Figure 35. Dinos from Naukratis (B.100 with B.601,26 and Reading 26.ii.1), front view.

by Eileithyia—she need not hurry, for her job is still some
months away. At the end rides Hephaistos on his mule,
slow and ridiculous.

Alongside Sophilos’ evocative treatment of the theme of
Peleus’ wedding should perhaps be considered its suitabil-
ity to the vase’s function. The procession of deities is com-
ing to attend a marriage feast, and the dinos itself could
serve the key role of mixing wine at just such a feast. In fact
the vase would have made an excellent wedding gift,
brought in the mortal procession on the day of the
epaulia.’® Furthermore, dinoi are occasionally carried in
“heroic” wedding processions on vases.”! Feasts also oc-
curred in sanctuaries, and the dinos would have made a
suitable gift for a deity. Indeed Sophilos’ other depiction of

70. Epaulia: RE sv. Epaulia (Thalheim) and Hochzeit (Heckenbach); L.
Deubner, Jdl 15 (1900) 144ff. See also now J. H. Oakley, AA 1982, 133ff.

71. Cf. R. Lullies, AK 14 (1971) p.50.

72. On dining rooms in sanctuaries; R. A. Tomlinson, JHS 89 (1969)
106ff.; W. Burkert, Griechische Religion der achaischen und klassichen
Epoche (Berlin 1977) 174ff. and 157 Note 111.

73. For discussion of painter and market see further my remarks in

the marriage of Peleus and Thetis, on a vase perhaps even
finer than the London dinos, since the tongues above the
figured frieze have been replaced by a more complex lotus
and palmette chain, was dedicated on the Acropolis. Such
a dinos was presumably intended to decorate the public
dining rooms (éoTi0TOp10)’2 where symposia were held at
festivals, for wine used in libations to the gods was un-
mixed. Finally, meals seem to have accompanied burials,
so that a dinos would have made a suitable offering in or at
a tomb, especially in Etruria where the deceased was some-
times laid out as if at a symposium. These three types of
customer were surely in Sophilos’ mind when he chose
the scene for his dinos. The fact that both the Acropolis
and London dinoi ended up in suitable contexts (sanctu-

JbBM 24 (1982) p.28.

74. A. Stewart, “Stesichoros and the Francois Vase,” a paper delivered
at Madison (1981, Acta forthcoming). | am very grateful to Dr. Stewart
who kindly let me see his typescript.

75. A. Rumpf, Gnomon 25 (1953) 470.

76. Scholiast on Homer, Iliad 23,92, =Stesichoros fr. 234 (Page).

77. North VI; F. Brommer, Der Parthenonfries (Mainz 1977) pl.58.



ary and tomb) is a tribute to their owners’ perception, but
it was not always so.”

Before leaving the figured scene on the London dinos,
we ought perhaps to discuss what external influences may
have played a part in its formation. The possibility of the
influence of a poem by Stesichoros has been recently
raised by Andrew Stewart.” He combines Rumpf’s sugges-
tion that the amphora carried by Dionysos on the
Frangois vase is the golden amphora given by Dionysos to
Thetis and by her to her son to receive his ashes’ with the
observations that Kleitias has labeled one of the Muses
Stesichore instead of Terpsichore and that a scholiast on a
passage in the lliad refers to Stesichoros’ description of the
golden amphora’ and, therefore, suggests that both
Sophilos’ dinoi and the Frangois vase are dependent on
an epithalamium for Peleus and Thetis by Stesichoros.
Rumpf’s theory was based on the fact that the amphora on
the Frangois vase has no lid and is held at too great an
angle to contain liquid. Vases depicted on vases, however,
rarely have lids, while the angle to the vertical at which
the amphora is held is not much greater than that of the
hydriae held by the youths on the Parthenon frieze.” In-
deed, it seems much more likely, given the “SOS” decora-
tion of the neck,’® that Kleitias intends to show Dionysos
coming to the feast with both the vine and its product—in
particular the Attic variety. (He may already have had a
drink or two himself on the way, hence his peculiar gait
and his lack of concern over any possible spillage.)
Although one can imagine Sophilos or his “source” {(and
Kleitias) taking heed of the themes embedded in the
Homeric epics, performances of which were apparently
already regularized at Sikyon in the opening decades of the
sixth century,’”® it is more difficult to believe that there
were sufficient, accessible recitals of the works of
Stesichoros to influence mainland Greek artists. This does
not, however, preclude the possibility that Kleitias, at
least, had heard of the popularity of Stesichoros in the
West.

A second possible source for Sophilos’ inspiration is free
painting. Around the same time as or a little before the
London dinos and other grand works of Sophiles’ mature
years, a change comes over Corinthian vases, already the
source of so much in Attic vase painting of the beginning of

78. SOS decoration also occurs on the neck of the hydria held by
Polyxena on BM 1899.7-21.2: Beazley ABV 86,8; Boardman ABFV fig.55.

79. Herodotos 5,67,1.

80. H. Payne, Necrocorinthia (Oxford 1931) p.100.

81. See, Beazley Dev. p.19; M. Robertson, Greek Painting (Geneva
1959) p.57.

82. Plutarch, Solon 24,2.

Sophilos in the British Museum 33

of the sixth century. Humfry Payne noted that the painters
of large vases modified their technique by admitting more
silhouette work, while also beginning to choose new
themes,? and he went on to suggest that this might have
been due to the influence of free painting. Sophilos not
only follows this trend among Corinthian vase painters but
actually goes further, adopting some technical details,
especially the use of red to outline the white which he has
laid directly on the clay ground, the writing of inscriptions
in red instead of black, and the use of titles for scenes, all
of which seem to point to direct, personal knowledge of
free painting, presumably Corinthian.8! There are, it
would seem, three possible conclusions that one could
draw from these observations. Either Sophilos visited Cor-
inth (perhaps because of personal connections), or Corin-
thian panels were exported to Athens, or the welcome that
Solon offered to foreign craftsmen was taken up by some
Corinthian painters,’ whose work was studied with in-
terest by Sophilos and some of his companions. If an actual
Corinthian painting representing the procession of the
gods to the house of Peleus was set up at Athens in the ear-
ly years of the sixth century, it may have captured Sophi-
los’ imagination. But it was unlikely to have served as the
source for the design of the frieze, since that is tailored to
the vase; nor is it likely to have provided many of the
details for the order of the procession, since Attic religion
and the function of the vase itself seem to have played an
important role in the painter’s choice.

Let us close this discussion of the London dinos and
stand with a brief glance at its painter, Sophilos. A num-
ber of studies have dealt in detail with this artist, the most
recent being the full-scale monograph by Guven Bakur.
This is a careful and important work, and the author is
scrupulous in distinguishing between pieces by Sophilos
himself and those in his manner. Nevertheless, the two
other Sophilean pieces in the British Museum that he dis-
cusses might receive additional comment here.

Firstly, Bakir has given two previously unattributed
fragments of a dinos from Naukratis to Sophilos.?> The
horses on these fragments seem too stiff and bony to be by
the painter himself, while the delineation of the chest mus-
cles does not correspond to that seen elsewhere in the
painter’s oeuvre.?* Secondly, Bakir would remove from
Beazley’s list of Sophilos himself the more complete dinos,

83. London B.103.14,1-2 frr.; Bakir Sophilos no.A.7, pl.64 fig.123.
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