ABSTRACT The Acheloos Painter. E.A. Moignard, St. Hugh's
College. Michaelmas Term 1977

The Preface enumerates the publications in which the Acheloos
Painter is discussed by Beazley, from which it is clear that he
thought of the painter as a member of the Leagros Group, but none-
theless distinct from them in having a humourous approach to his
work which they lack. It is also suggested that from the point of view
of the attribution of some of the vases more vaguely associated
with the painter, it would be fruitful to pay attention to some
of his own second-rate work.

Chapter 1 describes the Acheloos Painter's graphic style, figure
work, subsidiary patterns, and interest in foreshortening, and
discusses his methods of composition. His use of two distinct head
types is related to the contexts in which they appear. Some of the
more loosely associated vases are attributed to five separate hands
who relate closely to the Acheloos Painter, as does the Painter
of Louvre F 314. Some new attributions are made to the Acheloos
Painter himself, and his immediate stylistic background within the
Leagros Group is discussed. A chronology based on his style 1is
offered.

Chapter 2 establishes a chronology based on the changes in pot
shapes over the period of the Acheloos Painter's activity, and
relates him to the painters with whom he shared a potter, which
shows a clear pattern for his career.

Chapter 3 offers a chronology conflating the charts based on
style and potting.

Chapter 4 compares the Acheloos Painter's choice of subjects
and pairing of them on vases with more than one picture with the
practice of the Leagros Group, the Pioneers, and the Antimenes

Painter. The iconography of the Acheloos Painter's vases is discussed



in detail subject by subject, and compared with other versions of
the same subject by the Leagros Group and in earlier black figure.
Chapter 5, the Conclusion, describes the Acheloos Painter's
career and ethos on the basis of the evidence offered in the
preceding chapters, and suggests that his interests were in the
content of his pictures, and the two head types discussed in Chapter
1 were used for a specific purpose, whether political in intention
or not. In any case, used in conjunction with an idiosyncratic
iconography, they represent a deliberate dissociation from the

practice of his workshop colleagues.



ABSTRACT

The Preface gives an account of those of Bea’le:'s
successive publications which‘discuss the Acheloos & ' nter,
and of Beazley's treatment of his work in relation fo thatc
of the Leagros Group, especially in ABV; Beazley :thcoiwht
of his work as being in some sense separable fro.. .iie rest
of the Leagros Group. The preface ends by polnting out tha-
all the published discussions deal with the Achelcc. 2iinzer's
oeuvre in terms of ethos rather than of graphlc style, waich
suggests that a study of some of his less accomplishec vases
would contribute to the attribution of some others, more
vaguely connected with the painter by Beazley.

Chapter I A discusses the palnter's graphlc i1dlosyncrasies
in detall, by describing the figures, men, women, animals,
feature by feature, and aiso their clothing and the plant
life which appears in the backgrcund of the pictures.

Chapter I B attempts to determine the extent of the
painter's interest in showing anatomical detall and fore-
shortening, and suggests that he had some interest in the
latter, but found 1t difficult to achleve a plauslble effect.

Chapter I C shows that his interest in foreshortening
affected the arrangement of hils pictures; he often makes
use of a twisted figure to close his compositions. There follows

a discussion of the kind of composition he preferred, and of

hls use of gestures, and also of colour, overlap and outline



incision.

Chapter I D discusses hls subsidlary pattern work, and
concludes that this was not one of the painter's major
interests; he follows the practice of the Leagros Group
almost entirely.

Chapter I E describes the two head types which appear
regulgrly on the painter's figures, in particular on his men,
and observes the contexts in which they appear - the horizontal
type 1In comic or satirical scenes, and the vertical type
in more serious ones, or in scenes over which the painter
took less trauble. The vases with serious scenes are then dis-
cussed indetall. It 1s noticed that the bodles of the figures
on these vases do not differ from those on the comic ones,
and that 1t 1s only the heads which change. It 1s suggested
that a head type whilch 1s not particularly exaggerated 1n elther
directlon, the Acheloos Palnter's basic head type, 1s one
which was occaslonally copled by his imitators, and this led
to soﬁe of Beazley's admltted difficultles 1n attributing
some éf the vases 1n the Acheloos Painter's manner.

Chapter I F discusses the vases in the painter's manner,
and attributes some of them to five Hands, A, B, C, D, and E,
adding some others, which Beazley either did not attribute
or did not know. The section concludes by suggesting that

the stage of the Acheloos Painter's career at which each hand

began to Imitate him can be détermined from the graphic style



of the vases. There follows a discussion of the work of the
Painter of Louvre F 314. He appears to have been a close asso-
clate, or pupll of the Acheloos Painter, and it seems that

such an assoclage could derive much of hils technique from

that of the Acheloos Painter while remaining wholly different
from him tn style and content.

Chapter I G attributes some of the vases in the 'Manner!
1ist and some others to the Acheloos Painter himself.

Chapter I H investigates the work of the Antlope Group I
and of the Group of Wirzburg 210, to discover what the Acheloos
Painter gained from his association with either, and concludes
that he acquired some of hls compositional technique from them,
and qdopted many of thelr figure types, which are stock ones.

%hapter I I discusses the relative chronology of the
palnter's vases, from the point of view of their changing
style; it can be shown that the opposite ends of the chronologi-
cal scale produce visibly different work. At the end of the
section there 1s a chart plotted on the basis of these stylistic
changeg.

Chapter II A shows that the changing shapes of the vases,
over the years between 530 and 500, can have & similar chrono-
loglcal significance to that of the changing graphic style;

a second chart, plotted on this basis, appears at the end of

this section.

Chapter II B discusses the potters for whom the Acheloos



Painter worked, and the painters with whom he shared them, both
within the Leagros Group and outside it. This shows that he

had a closer affiliation with the Leagros Group at the beginning
of his career than at the end of 1it.

Chapter III links the chronologies based .on style and
potting, and offers a third chart which conflates them and
includes the new attributions made in I G.

Chapter IV A investigates the Acheloos Palnter's choilce
of subjects; these are divided into a number of large catego-
rles, and a set of histograms shows how many in each category
of pictures survive. The histograms compare the work of the
Acheloos Painter with that of the Leagros Group, the red figure
Ploneers, and the Antimenes Painter, the central figure 1in a
rival and more traditional workshop. These show that Heracles
plays a prominent part in the work of the Acheloos Painter
and of the Leagros Group, and that hls adventures are more
popular than most other subjects by a very large margin, in the
Achelocs Palnter's oeuvre. A second set of diagrams shows
in detail the subjects which appear in the work of all four
painters or Groups. This suggests that the Acheloos Painter's
choice of subjects within many of the categories varies much
more than in the work of the other painters compared, and that
he differs markedly from the Leagros Group in that, although

his favourite mythological subject 1s Heracles, he paints



some adventures which they do not, and the proportion of vases
in each subject category 1is totally different from the
corresponding one in the work of the Leagros Group. The Acheloos
Palnter's cholce of subject appears to have been conditioned

by his wish to concentrate on comic scenes; Fhis led him to
paint scenes of mortal life, and to avoid concentration on

myth except for Heracles. The Antimenes Painter, by contrast,
had a taste for more formal, serious scenes, and his subjects
were chosen accordingly. The Pioneers differ radica}ly in
their|choice from that of the Antimenes Palinter and the Leagros
Group, but they are not unlike the Acheloos Painter 1In theilr
informality and interest in some of the less serious scenes

in the repertoire.

Chapter IV B discusses the palrings of scenes on vases
with more than one plicture, in the work of the same painters
and Groups, and by a series of charts shows that the Acheloos
Painter is once agalin more akin to the Pioneers than to the
Leagros Group in his sense of simllarity and contrast, although
there are Leagran vases on which there is a strong feeling
for continuity or dissimilarity of subject. The Antimenes Painter
seems much more conservative 1n his cholce of subjects to pair.
It appears that the Ploneers had more influence ol the Acheloos

Painter than they had on the rest of the Group.

Chapter IV C discusses each of the scenes which appear on

the Acheloos Palnter's vases, in terms of their iconography,



subject by subject, the Heracles scenes first, followed by
other mythological subjects and then the scenes of everyday
life. Each sub ject-section discusses the work of ea£lier

black figure painters first, in order to establish the nature
of any iconographic tradition there may be, and then some or
all of the Leagran treatments of the subject. Where relevant
some contemporary red figure treatments are mentioned also.
Finally the Acheloos Painter's own version or versions

are dealt with in detall. In most sections 1t becomes apparent
that the Acheloos Painter's ldeas are radically different from
those of the Leagros Group, though sometimes they may resemble
those of earlier painters, at least superficially. His most
significant innovation 12 in the consistent presentation of
Heracles as an anti-hero.

Chapter V, the Conclusion, suggests that the chronological
charts show a career sequence in which the Acheloos Painter
begins as a fully participating member of the Leagran workshop
painting for their prineclpal potters, and collecting admirers
and imitators 1n his maturity. At the end of hils working 1life
he appears to have been less closely connected with the Leagran
workshop, and was palnting for potters of small vases. He
learnt much of his graphic technique and acquired some of his
figures from the sub-groups of Wlrzburg 210 and the Antlope
Group I, and passed much of his acquired technique on to his

assoclates and puplls, though not his 1lconographic preoccupations.



He 1is not a stylistic innovator, apart from his use of the two
distinctive head types, which are used intentionally. Since his
interest does not lile in the nicetles of graphic technique, ana-
tomical detail or pattern-work 1t must lile elsewhere, in the con-
tent of his plctures and particularly in the behavioural charac-
teristics of his figures, both animal and human. Many of his

vases have wry or comic overtones, in particular those which

show ﬁeracles, who has the horizontal head type. The cholce of
Heraclean adventure differs from that of the Leagros Group, in
whose work the hero 1s treated seriously, and clearly the Acheloos
Paintert's intention 1s to show him in a different light from that.
cast on him by the Group. The use of the horizontal head type,
like that of a cartoon figure, should indicate that he 1s being
treated satirically, and 1f there 1s & political significance

to these vases it 1s in the treatment of Heracles as an anti-hero,
rather than as the conventionally dramatic figure. He 1s certainly
drawnlin this way to elicit a specific response. The consistent
choic; of a different treatment of him and of other subjects
seemsLto indicate a wish to advertise dissociation from the
versions of the Leagros Group, and may in some sense be a comment
on them. This dlssoclation, it 1s suggested, is plainly a
deliberate policy, and an expression of a differing attitude to
life, more 1like that of the Ploneers, and not shared by the Ache-
loos Painter's close assoclates or by the other black figure

painters in the workshops in which he was active.
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Symbols in the text.

Numbers without prefix are used throughout the theslis
to denote the work of the Acheloos Palnter. Numbers preceded
by an asterisk are given to the work of the Acheloos Painter's
1mmeéiate circle, Hands A-E and the Painter of Louvre F 31L.
Numbe}s preceded by L belong to the main Leagros Group, and

the numbers are those assigned by Beazley in ABV and Parallpomena.




PREFACE

The Acheloos Painter was first discussed by Beazley 1in
a lecture to the British Academy in June 1928, and his first
list of attributions to the palnter appears as an appendix to
the printed version of that lecture (1). The list consists of
some twenty-one vases; a few additional ones are mentioned
at the end as standing close to the painter. All of these
additional vases were later to be attributed to the manner

of the palnter in Attic Black Figure Vase Painters, published

in 1956. Some of the vases originally attributed to the Achel-
oos Painter himself in the 1928 1list were to be demoted later;
the most notable of these was a neck-amphora 1in Napies (2)
which Beazley put into his list of the main Leagros Group in
ABV, and said that it recalled both the Group of Wlrzburg 210
and the Acheloos Painter.

Beazley, when discussing the Leagros Group at any length,
always made 1t quite plain that the Acheloos Palnter was a
distinguishable artistlc personality, and in ABV he 1s given
a 1list to himself (3), an honour not accorded there to any
other ma jor member of the Group, possibly partly because not
enough of thelr work survives. In the introduction to the

Leagros Group chapter in ABV (4) Beazley explains how he would

split the enormous Group up, at any rate tentatively, into sub-



-2 -
groups and coteries. Painer S and Painter A are at the heart
of the Group. The Antiope Group contributes another stylistiec
wing; this includes the work of the Antiope Painter, the
Acheloos Painter, a large number of vases sald to be llke his
in style, and the Group of Wlirzburg 210. The Acheloos Painter,
then, according to Beazley, belongs in one of the two main
subdivisions at the heart of the Leagros Group, with some close
colleagues of uncertain number. In the second paragraph of the
introduction Beqzley reinforces his statement of his conviction
about the relationship of the Acheloos Painter to the rest of
the Leagros Group: 'The vases of the Acheloos Painter and those
in his manner might have been Included 1n the long 'Leagros
list' as they are central examples of the Leagran style: I
have placed them in a list of thelr own ... but would insist

that they are no less Leagran than the others.! The separate

list consists of thirty-two vases, and nineteen are attributed

to the manner of the painter. Paralipomena of 197f was to add
five more certain attributions (5) and two to those in the
painter's manner. Beazley remalned uncertain about the status
of the vases 1in the latter list, and those sald to recall him
or to be near him in the varlous lists: 'I often find it hard
to say whether a vase 1s by the Acheloos Painter himself, or
only in his manner, and some of the works in the following

list may be by the painter himself.'! (6); and the same problemn
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besets anyone else who tries to pin these floating vases down.
Some of those included in the main Leagros Group complicate
the issue further by being reminiscent of the Group of Wirzburg
210 as well as of the Acheloos Palnter. These, however, might
reasonably be assumed to be the work of another painter who
was a colleague of both.

When Beazley discussed the Leagros Group at any length,

in ABS and in The Development of Attlc Black Figure (7), he
left the Acheloos Painter till last, and then discussed hils
work in some detall, which suggests that he thought of the
painter as belng in some sense separable from the rest of the
Group, in spite of his insistence that he 1s central to the
Leagran style. This 1s not the apparent contradiction 1t seems;
Beazley made 1t qulite clear that he thought that there was a
difference of spirit visible in the Acheloos Painter's work
which separated him from the Group as hils style did not. In
both the publlications cited Beazley states that the Acheloos

Painter 1s a humourist, and in Development he says explicitly

(8),;this painter has a comic veln and never shows the deep
seriousness .that.characterises the Leagros Group as a whole.'
His dlscusslion of the Group supports this view, and particular-
ly the descriptions he gives of some specific vases, which r=
chose as typilfying the Leagran mood and style. These show :z¢&e s

from the Trojan cycle or adventures of Heracles, and thou,n
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often novel in their treatment of the chosen subjects, th.y
are serious, frequently gloomy, and occasionally even brut:zl.
The Acheloos Painter, by contrast, 1s discussed in tcrnas of
vases which show his satirical or comic characteristics.

Dietrich von Bothmer is the only other scholar who has
discussed the Acheloos Palnter at any length, and s dil so
because he was publishing the pelike 26 (9), decorated oy the
Acheloos Painter in hls best comic vein with the capture of Si-
lenos on one side and boxers on the other, both drawn with a
sharp eye for the ridiculous. Von Bothmer describes our artist
as 1£he great humourist among the black figured painters of the
Leagros period.!

These discussions all speak of the Acheloos Painter's work
in terms of 1ts mood and content, rather than the graphic style
which makes him central to the Leagros Group, and relates him
to his closer assoclates within 1t. None of them, for reasons
of space and relevance, discusses hls second-rate vases or his
occaslonal serious ones. In these his connection with the Leag-
ran mood 1s llkely to be more immedlately apparent, and so too
his relationship with his more immediate colleagues, the
Antiope Group and the Group of Wlrzburg 210. These second-rute
and serious vases contribute to another problem: the at:-

ribution of some of the vases more vaguely connected with the

palnter by Beazley; these I propose to discuss in some detail.



CHAPTER I: STYLE

Beazley said that it was difficult to assign the wori or
the Leagros Group to its separate artists, but impliea (%0)
that the Acheloos Painter was one of 1ts more easily distin-
guished members, he 1llustrated this by describing cue of the
numerous vases in the painter's work which shows Herscles, 6
(plate 8), a second with komasts, 15 (plate 21), and 1 (p.iutes
1 and 2), which mixes the themes by showing Heraclies, dermes,
and Iolaos as komasts. He enumerates their physical character-
istiég, tsinewy, middle-aged, rather sophisticated figures,
with:mobile necks, hog-eyes, trunk-like noses, and rececing
foreheads.!' These, then, are the features which Beazley thought
were particularly notable 1n the Acheloos Palnter's work, and
which recur throughout his surviving oeuvre.

The Handwriting - A: Figure work; Men.

The men have a particularly long profile to their large
heads, so that they seem to tend towards a point at Ifront and
back. They have long Jjaws, which are usually accentuated by a
bristling, jutting beard; Hermes on 1 (plate 1) has a good ex-
ample. The nose and beard jut forward, and are clearly distin-
gulished from the mouth, which is pushed forward in a pout; its
inner corner often turns down. The lips are given an incised
outline so that they are plainly separated and anpear rather

thick and blubbery. Occaslonally a figure has its mouth open,
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as on 1 (plate 1) and 15 (plate 21, side A), and the upper 1lip
is well-differentiated here too. It projects nearly as far as
the nose. Often the figure has a slightly wrong bite, so that
the lower lip is a little underhung. The pipes player on the
reverse of 12 (plate 17) displays this feature, and his chin,
though pointed, 1s set too far back; i1f hls head were down 1t
would be barely evident.As it is, it contributes to the ten-
dency of the face towards a point at the tip of the nose.

The nose 1s certainly trunk-like - something of a pro-
boscis even - long, fleshy, and inquisitive. It 1s usually drawn
with considerable delicacy, though more so in the right profile
than the left. Often in the right profile it has a faint indi-
cation of the convexity of the nasal bridge; the contour of the
nose has a slight outward bulge above the characteristic fleshy
end, which seems to result from the palnter's having started
at the bridge of the nose with his brush, and worked towards
the point, so that the paint collected in a blob at the tip.
This tendency is well-illustrated by 1 (plate 1), on which all
the figures have the trunk nose with the blobby end, projecting
well out from the face. In the painter's left profiles the nose
'is more often a single curve from brow-bone to tip; it is still
long, but less often equipped with a thick end. This nose appeargi

on the komast on the right on 15, side A (plate 22). In both v

cases the flaring nostrll is indicated by a deeply-curved arc.
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The forward thrust of the nose 1is accentuated by the
moustache which most of the figures possess. It may be irdicate
by a serles of inclsed strokes forming a toothbrush mous‘:ceie,
or 1t may be the full-sized handlebar type most often worua by
Heracles. Again 1 (plate 1) 1llustrates both types. Zoth kinds
of moustache, on either proflle, usually grow above, or level
with, the nostril 1line, so that the lower part of the face 1is
very hairy. The beard always conceals the lower jaw entirely
and only talls off to a narrow 1sthmus in front of the =sar;
it is invariably continuous with the head hailr. This comes
back from the forehead 1n a serles of lumpy waves to join the
beard rather low down and far back on the head, and the beard
then comes forward to a slight peak at the corner of the mouth
and dips to reveal the lower lip. This can be seen on the face
of Sisyphos on 16 (plate 24). The lower edge 1is usually shown
by a serles of tiny incised lines, as on the komasts of 19
(plate 28, side B), or occasionally short brush strokes, as
on the tralner on 12 (plate 17, side A). Sometimes, as in the
case of Iolaos' on 1 (plate 1), it can be a series of arcs,
but usually only 1f the head hair has this kind of edge too.

Most of the Acheloos Painter's komasts have short hair,
with elther curly or bristly ends, usually bristly, and occa-

sionally they even have a big fringe which sticks out at right-

angles to the forehead in spikes, rather than lying flat to 1it.
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All these varieties appear on 15 (plate 21). Some figures, par-
ticularly Hermes, have long hair caught up in a krobylos, in
such a way that the ends, instead of being tucked in tidily,
stick out like a coarse paint-brush behind the head, frequently
from beneath the brim of a petasos, so that they balance the
nose énd beard, and produce an effect like a tatting-shuttle.
Hermes usually has this kind of proflle, which can be seen on
5 (plate 7) and again on 9 (plate 13, side A). The petasos is
often low in the crown, and pushed rather far back on the head,
so that the horizontal tendency of the head, noticed by Miss
Haspels (11), is very marked in figures wearing the hat.

The hair of the o0ld men who sometimes appear in the Ache-
loos Painter's work has more than one conventional appearance
too. It 1s, naturally enough, white, and if still all there
or only receding slightly, it flows down the back and shoulders
in tﬁ?ee separate locks, or sometimes two, as on 34 (plate L3).
This:repdering is like that used by the Leagros Group generally,
but occasionally the painter uses a much less common convention;
he gives his man a bald patch in the middle of the top of the
head, so that there 1s a small detached strip of white hair at
the front. If thls 1s done the hair 1s almost always shorter,
as it appears on 7 (plate 10, side B).

The eye 1s, of course, shown full-face in a profile head.

It usually has a round central area, with the pupil shown by
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a smaller incised circle inside the larger one. The outer limlts
of the eye are an almond shape, so that there 1s a small incised
triangle on either side of the iris - in effect a whits tc the
eye, and often quite a pronounced one. Sisyphos on 16 (niate
2l), the two komasts on 18 ( plate 26, side B), and the flzures
in the symposion on 2L (plate 35, side A) all have eyes llke
this; The satyrs on the other side of 2L display another kind
of efe, which consists simply of an incised circle with a short
stroke at either side of it. An impression of faint surprise
conveyed by both types of eye 1s reinforced by the height of
the eyebrow, a single shallow incised arc, coming well down
towards the bridge of the nose, as 1f it met the other one,
positioned some way above the upper eyelld, and at a definite
slant. The eyes are set rather close to the nose, so that there
is a large area of face, bounded by the mouth, eye and hairline,
which 1s entirely blank. This can be seen on all the painter's
male faces to a greater or lesser dggree, but is well 1llustrated
by the hunters on 26 (plate 37, side A). Once again, it em-
phasises the tendency of the heads towards the horizontal.

There are two distinct types of ear, one of which appears
more often than the other. The more common one is simply a
pattern of circles, to indicate the main shell of the ear, but

not the lobe. Iolaos on 1 (plate 1), the pipes player on 12

(plate 17, side A) and the symposlast on 22 (plate 32) all
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have this ear. It i1s set rather low and far back on the side
of the head, so that the halir-line comes far back too, and
the skull appears small for the size of the face, though its
overall size 1s large for the size of the body. Hermes, on the
reverse of 1 (plate 2) and on 5 (plate 7), has the other kind,
which shows the lobe by a deep pendant loop, though there is still
a tendency towards the circular patterns; all the figures on
the reverse of 12 (plate 17) have this secondary ear-type. Both
kinds may appear on either profile, and there appear to be no
connections between the types and thelr owners, though Hermes
is more often shown with a lobed ear than & clircular one.

Apart from the head, the Acheloos Painter's hands and feet
are the most Immedlately distinctive single features. He shows
people making hand-gestures so often that there is a wide range
of hands to choose from. On 1 (plate 2) we can see both of He-
racles' hands as he plays the double pipes. They have broad U-
shapeh palms and abnormally long fingers, which cu?ve back at
the ends. In these particular examples there 1s definite suc-
cess In the indication of some of the joints. Here there is a
single 1ncised knuckle at the base of the index finger. This
single knuckle recurs on the hand of one of the komasts on 15
(plate 22), in the same position. Very often, as here, the

hand 1s held out in front of the body 1In such a way that we

can see how long the splayed -fingers are. Frequently the ring
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finger i1s longer than the others. They appear to have been
drawn from palm to finger-tip so that the spatulate end 1s
formed by the blob of accumulated glaze. Sometimes we can see
the inside of the hand, as in the case of the woman being 1if-
ted on 15 (plate 21, side A) or of Achelocos on 39 (plate L&);
both of them hold their hands out to another figure, so that
we see the single creasé across the palm, an S-shaped curve,
and the woman has a little hook at the wrist to show the bulge
of the palm. The painter 1s fond of showing the hand in profille,
as he does with the woman'!s other hand on 15; the fingers cre a
series of expressive curves, though the palnter did not develog
a technique for, or more probably was not interested in, showing
the angle made by the flexing of the hand at the knuckle. The
thumb, usually markedly opposed In these profile representations,
has the same S-shape tendency, and is often blunt and powerful-
looking, relatively short compared with the fingers. Often the
length of the hand and the curvature of the fingers have been
deliberately exaggerated to make a gesture or movement more
marked, particularly in pictures of komasts in which the length
of the hand makes plain the slapping of a bottom or the arch
of aﬂ arm over the head, as on 19 (plate 28), where the very
length of the fingers makes the hand carry on the curve of the

arm. Occaslonally the painter i1s less successful, or more care-

less, in his drawing, and the hand has degenerated into a single
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undifferentiated silhouette with a few inclised strokes for the
fingers - the representation conveys the idea, but it no longer
looks like a properly articulated hand. The Hermes of the name
vase 5 (plate 7, side A) has a hand like this.

When the painter shows a clenched fist the result is per-
haps less convincing than his outstretched ones. On 19 (plate
28, side A) the man on the kline has one extended hand and one
clenched fist; the extended hand 1s elegantly displayed across
his stomach, but the clenched one is lumpy, although, as he
usually does, the painter has shown the first Jolnt of the
fingers, so that it can clearly be seen that they exist. He is
most 'successful in showing a fist clenched round something,
from . the inside, so that what 1s visible is the ends of the
fingers and the thumb, shown by 1lncision against the object
clutched. On 12 (f@ate 17, side B) the junmper is shown holding
hts welghts, and the difference in quality of draughtsmanship
between the two hands 1s quite marked. The right hand is seen
from inside, with the ends of the fingers tensed against the
welght, with the thumb coming to meet them, and all four fin-
gers’;iare. differentlated. The left hand apparently only has
three fingers, and 1is drawn with a stolid, lumpy contour. Often
the ﬁainter does not attempt to show the knuckles on the back
of a clenched fist, and their absence contributes to the shape-

less appearance of the member. This boneless look is accentuated
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rather than diminished by the contrast with the wrist, narrow
and elegant. At 1ts coarsest the back of the bent hand 1s <
flabby triangle with four bumps along its longest sids. Zeracles
on 6 (plate 9, side B) has a good example of thls hand.

Like the profile hands, the Acheloos Palnter's feet are
long and elegant, and rather narrow across the instep; they
have high arches and long prehensile toes, as on 3 (plate U4),
6 (plate 8), and 7 (plate 10). Often there are too many toes;
it is quite common for a figure to have six, as Apollc does on
18 (plate 26, side A), and it 1s not usually possible to argue
that the sixth toe 1s meant to be the ball of the foot seen
f»om the side. The toes are inclised against the outline of the
foot, and diminish carefully from the blg toe to the little
one,i@hich is often S-shaped, as 1f to indicate an upturned toe-
nail.. On a few pots, such as 15 (plate 21, side A) and on the
Sisyphos of 16 (plate 2, side A), toes appear on both feet,
though they should not be visible on the farther foot. Hence
the 1ifting komast of 15, and Sisyphos on 16, Qnd, indeed,
Heracles on 6 (plate 8), have two left feet. The painter star-
ted at the ankle and worked towards the toes, so that the col-
lected glaze formed the big toe for him. The back of the ankle

is slightly squared, &s Iif too tight a shoe had rubbed a corn

there, although all the foot-gear these figures ever wear 1is

a pair of boots, as does the komaest on the back of 16, and
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then only infrequently. The ankle bone 1s shown in two ways:
either an incised line down the shin which joins a shallow hook
at the ankle, as on 6 (plate 8), 12 (plate 17), 15 (plate 21),
or 18 (plate 26), so that the whole incision looks like a hockey
stick;with an open curve, or a single tiny incision, a broken
circie, as on the ankle of the pipes player on 12 (plate 17),
sepafﬁted from the shin-line, if there 1s one. The painter's
normal practice is to put the circle on the outside of the leg
and the hockey stick on the inside, but this 1s not invarisable,
and sometimes, as on the discus throwers on 12 (plate 17),
figures have a single kind, which appears both inside and out-
side the ankle.

The Acheloos Palnter's people are always very long-legged,
some times disproportionately so. The leg has a very large, mus-
cular thigh, tapering to a narrow knee, and bulging out again
into the sort of calf one might achleve by exaggerated padding.
Figures on 1 (plate 1), 2 (plate 3), 6 (plate 8), for example,
have legs like this. Often the two broad curves at the back
of the leg follow those of the back, which also has a big curve
at the top, along the spine to a narrow waist, and another sma-
ller curve from the waist over the buttocks, which are large
and well-cushioned. The running Heracles on 6 1is a good example
of all these characteristics, and he shows most of the usual

anatomical marklings. On the inside of the leg is an incised



- 15 -

line along the front edge of the thigh, and another longer one
along the rear edge, coming out towards the knee-cap, shown by
a single, or occasionally double, S-curve; a pothook show: the
bulging calf muscle. On the outside of Heracles' leg there 1s
a single line along the rear edge of the thigh, the kne2 is
indicated by a pair of arcs forming a triangular shape, and
the outside of the calf muscle 1s shown by a pair of short lines
well to the front of the leg. Occasionally the upper knee mark-
ing is continuous with the 1line along the back of the thigh.
Heracles 1s the only figure who regularly has differentiated
knees; in other cases the S-curve 1s normally used for both
knees, though the legs are often otherwlse distinguished.
Sometimes, when a figure is running, the bent following leg 1s
much longer than the leading leg - Heracles on 6 (plate 9) has
a huge stride as a result, and fills the picture with his long
1ope.'When a figure runs, the leading leg 1s always‘the upstage
leg, and the size of the thigh makes 1t look wrongly articulated.
The figures always look as if the whole of thé side of the body
and the downstage leg had been cut in one plece, and the other
leg were another plece, jolned on with an invisible pin behind
the buttock.

The arms are often articulated in much the same way - the

right arm moves with the right leg, as 1is usually the case at

this perlod, and the further arm appears from behind the chest
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in much the same way as the further leg. With Heracles the lion
skin covers this neatly, but with athletes the awkwardness of
the joint 1s very evident. Sometimes, as on 23 (plate 3L, side
B), the problem 1s solved by presenting the chest frontally,
so that the arm is simply continuous with the body. As with
the legs, the arms have a set of conventions for the muscles
and bones; the elbow is a palr of strokes arranged to form
two sides of a triangle, as on 12 (plate 17), sometimes with &
third stroke between them, as on 1 (plate 1) and 7 (plate 10),
or it may be an S-curve and a single stroke, as on 6 (plate 9).
These are used for both the inside and the outside of the elbow.
Sometimes there are no other marks on the arm at all, but if
there are, they are a single line on the outside of the forearnm,
as on 1 (plates 1 and 2), and a single, or just occasionally
double line on the inside, well up near the elbow; sometimes
the tﬁist of the radius and ulna is represented by'a single
stroke down by the wrist, as on the discus thrower on the front
of 12 (plate 17). Acheloos' right arm on 5 (plate 7, side A)
i1s another good example. In general the arms are not as well-
developed as the legs; they tend to be comparatively thin, and
not particularly muscular, except in the case of Heracles, who
has bulging muscles everywhere. Many figures reach forward,
and if they do this the line of the shoulder is continuous

with that of the arm, and starts from the back, so that the
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figure appears to be round-shouldered. The shoulder line shows
8 little dip, as it does in 1life, before it curves out agaln
for the biceps. The upper arm occasionally has one or two stroke
along it, as on 6 (plate 12, side B).

The Acheloos Painter is fond of drawing endomorphic men -
even his young men tend to be pear-shaped, and on 15 (plate 210X
there 1s a young komast displaying just this kind of physique.
His narrowest points are his neck and his knees, and between
them 1s a serles of contentedly-swelling curves, as his back
swells out, narrows to the walst, and swells out again to form
his typically plump, dimpled bottom. At the front the chest
curves out almost as far as the elbow of hls outstretched arm,
and in again very slightly to the walst, where there is a shal-
low curved line to show the lower limit of the pectoral. The
stomach is plump, and has a number of short horizontal creases
across the front, where they would appear in 1life 1f the man
sat down. Another horizontal line shows the crease across the
pelvis, and the line of the near leg 1i1s continued to form the
crease of the crotch. Sometimes the ribs are shown perfunctorily
at the side of the chest, but this is rare. The second sprinter
on 23 (plate 34) has ribs. If the torso is presented frontally
as 1t often 1is, the pectorals are indicated simply by a pair of
shaliow arcs, with a tiny incised clircle for the nipple. The

collar-bone is always indicated if the posture does not obscure

in the centre of side A
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1ts position, and is always a short curving line with a nook at
the inner end, or two if the chest i1s frontal. They i» not neet,
and the sternum is rarely shown. It appears on one of *th: komasts
on 21 (plate 31, side B). Quite often there 1s an attimnt to
twist the body away from us a little, and the lines of the arm
and shounlder do not join the 11nq of the back. The edge of the
nearer buttock is marked by a line continuous with the leg,
inside the silhouette of the further buttock, as on 12 (plate 17).

Sometimes the Acheloos Paintert's figures are clothed, or
have a garment tied round their waists llke & towel. Hermes
and the komasts often wear what appears to be a himation wrapped
in a Bulging roil, shown by 1ts corrugated outllne, and a number
of horlzontal lines; one corner hangs to the thigh in uneven
folds. A few figures about té go on a journey wear this pseudo-
loin-cloth and a petasos, which 1s often white, and boots with
bilg tongues. Occasionally they wear a chlamys, also falling into
pleats. Sometimes a komast has a himation thrown round him or
over one shoulder, or worn like a stole over both elbows, as
Eurystheus also wears it on 46 (plate 55), falling into points
at both ends. The komasts wear enormous wreaths which stick out
in brgnches at the back and front, as on 19 (plate 28, side B)
or 2i.(plate 31, side B), or garlands of 1lvy.leaves. The only

really distinctive male garment is th=t worn by the pipes player

on 12 (plate 17) and 49 (plate 58), which is half black and half
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white, with a crenellated seam between them, and a white hem
to the black half. It has a white collar and falls unbelted to
the feet, like the charloteer's white chitton, which appears on
29 (plate LO).

01d men are occasionally shown; like the one on 7 (plate
10, side B), they wear a long chiton with a himation over the top,
which falls into sketchily-indicated folds. The himation falls
into pleats at the hem, indlicated by a zig-zag edge, and a
corner appears behlnd and before. There are a few curved lines
radiating from the arm over which the ends are slung, and some
horizontal ones round the shoulders. All these clothes are usually
decorated with & spattering of red dots or incised crosses. A
patterned border appears very rarely.

Women.

The Acheloos Painter's women, apart from Athena, appear
comparatively rarely, and then only in specific contexts, such
as departure scenes, parties, or at the fountain. They are as
tall as his men, with the same long feet and hands. Usually
their clothes are short enough to reveal the ankle, for which
there 1s very rarely any indication of the bone incised in the
whitéipaint. The ankle, like those of the men, is narrow and
elegant, and has the same corn-like bulge ;t the back. Usually
the women are barefoot. On 2l (plate 35 side B) a maenad rides

a donkey, with her skirts up round her walst to reveal her whole
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leg. It 1s very much the same shape as those of the men, with
the bulging calf, but is not so exaggeratedly curved. The knee-
cap 1s prominent.

The arms are long and the hands large, with the long fin-
gers and well-developed thumb we noticed on the male figures;
one of the Muses on 18 (plate 26, side A) demonstrates this.
There 1s the same tendéncy to slight round-shoulderedness, but
where the clothing reveals 1t the back is not so curved, and
neither is the bottom. If we can see the line of the upper chest
and the breasts, they are generous and set rather high, as
on 18 (plate 26, side A) and 35 (plate U5, body).

The women have a different faclal profile from that of the
men; they are quite short from front to back of the skull, and
long from forehead to chin. The female figures on 35 (plate 45)
demonstrate thls well. Like the men, they are long in the neck,
but thelir heads are smaller by comparison with the rest of the
body. If they wear their halir down, the edge 1s indicated by a
wavy line, as on one of the Muses on 18 (plate 26, side A);
they do not have spiky halir. It elther hangs down the back
from a point behind the ear, or has a few curly locks down the
front of the shoulder as well. As with the men, there 1s a fringe
which may stick out in front. If the hair is up, and is visible
- some of the figures have a himation over the head - it is

caught up in a krobylos, with the ends sticking out like that



- 21 -

of the men, but without the spiky effect, as on the women on

22 (plate 32). The fringe 1s still curly. This halrstyle 1s
worn by the women at the fountain on 35 (plate L5). They have
small neat ears, like the shell-sar of the men, set, as thelrs
are, low on the side of the head, but because the head is not
long horizontally, the effect is merely of a low-set ear, and
not a contribution to the shape of the fa;e. The eye 1s the
usual almond shape, normally with a black pupll set siightly
towards the nose, as on 35 (plate 45), and has a short, raised
eyebrow, incised at a faint slant. The nose 1s usually straight,
and not at all prominent, but the chin 1s rounded and large. The
mouth is a single incised line, quite short, and slanted up-
wards at the inner end, as on 37 (plate L7); the painter's
women seem to have a sense of humour lacking in thg men, who
usually look worried.

The Acheloos Painter seems to have had no special preference
for any single style of dress for hls women; they wear a peplos
or chiton or both, quite indiscriminately. Athena's aegis 1s
usually so large that 1t 1s difficult, if not impossible, to
tell whether she 1s wearing a peplos or a chiton; 1n some cases,
such as 3 (plate l}, side B), the skirt is such that she seems
to be wearing a chiton. However, the palnter was clearly not

interested in trying to show the weight and texture of the

material from whlich the garments are made, and so on the rare
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occasions on which we can tell what sort of garment 1s worn, we
can see that the peplos may have a full skirt which falls into
deeply-fluted folds, rather as we would expect & chiton to do,
as on 3 (plate L4). When a woman wears both garments, the peplos
appears incised on top of the chiton, ending a short distance
above the chiton-hem, as on the female komast on 18 (plate 26,
side B). The painter succeeds, better than he usually does 1in
his male figures, in showing materlal falling into soft pleats,
by using a thick incision for the vertical edge of the pleat,
and a thin one which thickens where 1t changes directlon, for
the hem, as on 3 (L4, side B). He uses the common splaying lines
curvi;g from waist to edge to show the horizontal pull exerted
on the garment by knee-movement.

Occasionally , as on 7 (plate 10, side B), the woman has
a himation draped over her head, and the Acheloos Painter's
treatment of this i1s rather less realistic. It falls, as do
those worn by the men, into points fore and aft, and a sketchy
zig-zag runs down the pbdnt to show that it is folded material;
the pointed, angular quality of the garment makes & nice con-
trast with the curved shapes of the body, which 1s often revea-
led because the dress 1s pulled tightly against it, especially
down the back, as on 36 (plate 46, body). The painter was not

particularly interested in surface decoration, and his women

rarely have more than the odd inclsed cross, groups of dots,
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or, as almost always with the men's clothing, red dots all over
the garment. The closely dotted clothing of Peleus and Thetils
on 36;(p1ate 46) 1s rare.

:The Acheloos Painter'!s typical woman appears to be younger
than'ﬁost of his men. She usually appears bareheaded, and en-
gaged in lively activity. She is seen dancing, making advances
to symposiasts,~in conversation with some men in a fountain-
house, and on one occaslon prepariﬁg to deal with a man trying
to molest her as she draws water. She is never, apparently, at
a loss, even when being carried off by a powerful satyr; she
seems big, confident, and self-possessed.

Animals.

There is a fair amount of animal 1life in the Acheloos Pal-
nter's work. His fondness for Heracles makes bulls, boars, deer
and lions quite frequent, and we also see horses, dogs and a
few birds.

His large quadrupeds have a standard body, which 1s equip-
ped with a different set of legs and head as occasion demands.
It 1s solid, long, with plump hindquarters, and the anatomical
markings are standard, as on 3, 20, and 24, (plates L, 30, and
35, side B). Three or four rib marks appear along the flank
a short line along the along the haunch of the hind leg, and

the shoulder of the front leg is marked off by a deep curve

from shoulder to breastbone. The legs are slim and elegant,
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and the painter pald a good deal of attention to the bone
structure. The contour of the leg is often more realistic than
that of his human legs. The joints are indicated by inclsed
lines; a pothook or a broken circle forms the knees and hocks,
sa on 36 (plate 46), short lines the hollow between the bone
and the muscle, a straight line the root of the hoof, and if
the hoof is cloven, a vertical line crossing 1t for the cleft.
The fetlock 1s shown by a short incised tuft.

The boar is shorter in the leg than the other animals,
as we see on 6, 20, and 46 (plates 8, 30 and 55), but the
legs are still thin compared with the mass of the body. It has
a forked tall with two tufts or a bristly one. A ridge crest
runs down tke back, with incised bristles along its length.
The face comes to a sharp point in the snout, which turns up
at the end. Its eyes are exactly llke those of the men, as
Beazley's description would lead us to suppose. The face is
marked off from the rest of the head by a bracket-shaped
curve, which 1s interrupted by a leaf-shaped ear. Sometimes
there are a couple of creases 1n the throat below the face.
The tusks are not very pronounced, and the mouth 1s well-
outlined with a double incision. The chest and throat, but
not the belly, are dappled with red spots.

Bulls are constructed in much the same manner. We find

some on 1, 36, and 4l (plates 1, 45, and 53). The head is
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small for the size of the body, and the face has the same tend-
ency towards a point. The same bracket mark appears at the edge
of the face, and the ear is leaf-shaped. The eye 1s larger,
and set high up in the head under a bulge in the contour of
the face indicating the socket. A line runs from thg inner
corner to the muzzle. The horn, and this 1s true of Acheloos
too, 1s short and curved in a double.S-shape. The ear 1is set
slightly behind it, and is perhaps a little more realistic
than the boar's. The bull's muzzle 1s round and blunt. The
throat and forequarters are stippled with red dots, and the tall
is divided into two crinkly locks. Occasionally the bull hes a
white stripe on the back of the leg, apd white splotches on
the belly.

Horses appear on the Acheloos Palinter's pots infrequently
as compared with their habitual appearance on the vases of the
main Leagros Group. We find them on 21, 36, 29, 30 (plates 31,
L6, L0, and 41) and the Acheloos Painter seems to have preferred
to show hlis people on foot, and in situations in which horses
are not essential. He did paint them successfully when necessary,
and 47 (plate 56) shows three Amazons with their horses, two
riding and the central one leading hers, which bridles realils-
tically. it 1ifts itg forehooves off the ground, and neighs

with an open mouth. The mouth 1s drawn with great delicacy, so

that small as the figure 1s, we can see the curvature of the
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lower jaw and the flare of the nostrils above the wrinkling of
the upper 1lip. All this is shown simply by the contour of the
head. The eye is large and set high in the head, and a line (12)
runs from it to end in a slight curve about two-thirds of the
way down the nose. Sometimes this line 1s straight. The nostril
i1s an incised broken circle. The ears are set high on the top
of the head, and are quite small and pricked. The mane is a
short stiff brush, incised at the edge iike the boar's ridge-
crest, and if the hose is in motion the mane ié blown back.
Ofteﬁ it has a red stripe along the neck-edge. The horse's cheek
is a deep curve, and a number of short incised lines show
the creases of the neck.

There 1s the same sturdiness of bulld about the horses as
about the other animals, but these horses are nonetheless long-
legged, as in 1life, and they are elegant animals. They are some-
times shallow ‘in "thé breastbone and narrow in the hind-
quarters, as on the Palermo lekythos U7 (plate 56). The body
markings are as before, with the addition of a single line
incised along the body at a slight angle to the belly, beginning
near{the forelegs and extending about half way along the body.
Aparf from thelr length the legs are shown In the same way as
those of the other animals, with the tiny broken circles at
knee and ankle and the incised fetlock. The hooves are parti-

cularly small and delicate. Sometimes there 1s a white streak
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on one or more of the legs, and on the body, particularly under
the belly. A few of them have a white blaze on the forehesac
and nose. If the horse is in violent motion, then it is shown
in the usual rocking-horse posture, and the length of the head
and of the outstretched legs contribute to the streamlined ef-
fect. The bridling horse on the lekythos is not at all typlcal.
Sometimes the horses rear, and the painter observes carefully
the way in which the head goes back as'far as the horse can
stretch, and the forelegs paw the air, but the hind-legs are
stralghter than they should be, and there 1is no attempt to
show:%he tendency most horses have to sit back onto their
haunéhes.

The donkey appears both as a detached head carved in stone%
as a spout - on 35, body (plate L45) - and as the living animal,
as on 24, ridden by a maenad (plate‘35). In many ways the head
is among the palnter's most succeséful. It has long ears, the
little fringe between them on the forehead, a big eye, and
a white muzzle with the nostril inclised in the paint. It has
a short rough mane, and the odd white patch on the body. The
tail is the characteristic stringy stalk with the long hairs
at the end. In other respects it does not differ from the horse.

The dog 1s an animal which appears often in the Acheloos
Painter's work, both in the shape of Kerberos and as a domestic

animal in scenes of everyday life. Kerberos appears on 3L (plate

= or cast 1n bronze,
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43) as on many other pots of this period, as a two-headed dogZ
with’one head facing forwards and the other backwards. They
are ;hown overlapping at the neck, so that we can see clearly
that:they are two heads side by side on the same neck, and their
owner has turned one head to growl. He has no snakelike additions
as he sometimes has on contemporﬁry pots. He 1s drawn with =
long head, so that there is room for his mouth to open in an
intimidating snarl, with white teeth and a long red tongue.
The shape of the head, with 1t§ very shallow lower jaw, and
its lumpy upper jaw ending in a snout-like nose, 1s very llke
that of the painter's boar. There are three short incised
strokes at the side of the nose, to show the wrinkles caused
by the l1lifting of the upper lip, and the mouth is outlined
round its inner end with several long incised strokes, which
convey well the tenslon imposed on the face when a dog snarls
and bares its teeth. There is a small arc on the side of the
face to show the cheek. The eye 1s blg and staring, with a small
circle 1nside the large one for the iris, set below a bulge
for the socket. The ear 1s big and set well back, with a line
along 1t branched at the end to show that the ear 1is pricked
and syivelled forwards. The head 1s surroundsd by a ruff of
short spilky halr where it jolns the neck, and the incised
lines continue along the contour of the jaw as far as the corner

of the mouth. The neck is thick and muscular, with a white
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streak down the front of it, and is encircled by a2 wide rec
collar, which disappears under the halr running down the length
of the back in spiky locks, each alternate one embellished with
a red streak. The body is square and solid, although, &s with
the painter's other dogs, it tapers off towards the hind legs.
The markings are the usual ones, and the stroke along the belly
appears here too. Kerberos has rounded lumpy llon-paws with
little humped incisions for the toes and white claws. Since
he 1s a monster he 1s larger in proportion to the humans and
gods around him than the ordinary dogs are. He and the ordinary
dogs are bullt like a collie. On 22 (plate 32) the dog crouches
underlthe table by the kline. She 1s constructed exactly like
Kerberos except for the second head and the splne-crest, and
she has white teats under her belly. She 1s a sollid dependable
animal with a small ruff behind the head, thickset forequarters,
thin legs and lumpy paws, and she has a big feathery tail. This
standard dog, with or without the teats, appears in all the
usual domestic circumstances, and occasionally as a working
dog, hunting or bull-catching, as on 36 (plate L6).

The lion, de;pite the popularity of Heracles as a subject,
appears rather rarely. Llke the donkey, 1t appears as a detached
head in use as a spout on 35 (plate L45). Like all the other

animals it has a small head for the size of the body. Logically

enough 1t 1s like that on the skin which Heracles wears as a
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result of his fight with it. It has a large staring eye, closed
on the dead skin, a long nose, leaf shaped ears, and a shargy
little ruff next to its face; the mouth is wide open with a
red tongue and white teeth. A long wavy line outlines the edge
of the mouth, and turns back on itself to join the wavy line
indicating the hair-line of the neck ruff. A few short lines
feather the muzzle between the nose and the mouth. The lion
has a powerful chest, largely covered by the mane, which may
extend a long way down the back and tall off into a series
of spiky locks to the tall, as on 35 (plate 45, shoulder).
The mane may be dotted with red, and is edged by a seriles of
short incisions. The legs are long and muscular, with knobbly
paws, with incised toes. There is a tuft of hair behind the
elbow of the foreleg. The tall 1s long and stringy, with a tassel
at the end, and arches well away from the hind-quarters at
the root. It 1s a more convincing menace than either the bull
or the boar.

A few deer appear on these vases. A tiny fawn hangs upside
down on 2 (plate 3), the object of the struggle between Heracles
and Apollo, who grasp 1t by the legs and let 1t hang between
them. It i1s more elegantly proportioned than 1s usual with this
painter; its body is less thick and 1ts legs very thin. The
head itself 1s small and pointed, and the ears enormous, as

on 10 (plate 15, side A), where the animal is bigger, and it
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was possible to show the ear opening. There 1s white on the
belly, and under the chin, which is small and rounded with a
small incised arc for the mouth and a broken circle for the
nostril.

Heracles and the Hind appear on 3 (plate i), where the
creature is fully grown and equipped with vast antlers, set
high on the head, apparently between the ears, which are
large'and point in opposite directions. The face 1s small, and
comes forward to a point, with an arc to show the outer curve
of the jaw, rather like that of the horse. The eye 1s not very
large. The nostril 1s & broken circle, but there 1s only the
slightest indication of the mouth. The neck is long and elegant,
with a 1line of short incised strokes down it, beginning behind
the ear and curving down towards the chest.’The body markings
are as before; as with the lion there 1s a tuft of hair behind
the elbow of the foreleg, and the fetlock 1s shown as short In-
cisions on a lump in the contour of the pastern.

;A few goats appear, with a face so like a human one that
it 1§‘sometimes not clear whether it is intended to be human
or not. It has a short nose and a full beard incised all over.
Its eye is like that of the men. The ear 1s unequivocally goatish
and set high on the head behind a formidable pair of spiral

horns, shown with a wavy contour and slanted incisions. The :

rest of the body 1s equally unmistakably goat. It has a slight
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mane- like effect along the back of 1ts rather thick neck, and
o short scut of a tall. On L3 (plate 52) the beard 1s longer,
but the face less human; it has a halry tuft on the forehead,
and the spiral horn 1is shown by & serrated line along its length
instead of the slanted incisions.

Birds sometimes sit at the side of the plcture; there 1s
one on 5 (plate 7). They are usually big and raven-like. This
one is a raffish bird, perching on one leg and and gesturing 1in
front of it with the other. The head 1s small with an enormous
beak; and the body is long, ending in three points for the
wingé and tail. There 1s only the very slightest attempt to

indicate the feathers.

Where the painter shows hybrids they are straightforward -
Acheloos divides into an animal body exactly like an ordinary
bull, and a man part exactly llke an ordinary man,with the
addition of the horns and shaggy halir. Satyrs do not appear
often, but they are very like the middle-aged komasts, with
horse-tails striped in red, and sketchily-drawn ears whose
precise shape and articulation 1s not clear. The nose is snub,
but the face 1s otherwlse.- 1ike the human face.

Plants.

Plants are not treated with great interest. Like many of

his contemporaries, the Acheloos Painter often fills the back-

ground of a picture with a tree. It 1s always the same tree,
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whether rooted or held in the hand of one of the figures. It
has ; spindly trunk and long tralling branches, decorated with
small" black dots along its length. Only the fruit inidlicatess the
type of tree, bunches of grapes as on 19 (plate 26) or bis white
apples as on 7 (plate 10, side A), dotted along the branches.
No attempt 1s made to differentlate the structure of the two
sorts of tree, and their only real role 1s as background fillers'
or as a clothes horse for Heracles.

B: Foreshortening.

In ARVS, Miss Richter -pointed out (13) that the red figure
artists who were the contemporaries, and in some cases the col-
leagues, of the Acheloos Painter had developed a system of rend-
erings to cope with the problem of the effects of a twisted pose
on the human body. This involved such devices as the shortening
of the further collar-bone, the shifting of the rectus abdominis
to the further side of the torso, and the displacement of other
parts of the anatomy in an attempt to show the foreshortening
in which they were l1ncreasingly interested. On the whole, this
is not what the Acheloos Palnter does. He was interested in
twisted poses, but appears to have had little concefn for de-
veloping a system for showing the more refined aspects of their
effect on the body. It may be that he felt that this kind of
refinement was less effective than a boldly-presented silhouette

with a frontal torso, profile head and profile legs. Just
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occasionally we see an attempt to show the three-quarter view
of the back by the indication of both the buttocks and not one,
as on 12 (plate 17), but 1t is not a particularly striking at-
tempt, and by no means as advanced as those of the palnter's
red figure contemporaries. Sometimes the effect 1s achieved,
but is positively grotesque, as on the back of 26 (plate 37)
on which the subject 1s, édmittedly, a burlesque. Two boxers
indulge in a shadow fight to the accompaniment of pipes; both
of them are shown in a twisted posture 1n which the join between
torso and pelvis 1s particularly clumsy, though there is a
shortgning of the further collar-bone, and it may be that the
painter was deliberately exploiting and exaggerating the clumsy
join for comic effect, as the twist in the body of Silenos on
the other side is very much better, or at least more conventio-
nally done. In this picture we see a view of the body which is
definitely more than profile and less than frontal; there 1is no
attempt to show the rectus abdominis - the painter never serlous-
ly tries to show thils particular muscle-complex - but we see
the whole of the nearer collar-bone, and a curve continuous with
the contour of the neck shows the inner end of the fwmther one.
The outlines of the two hunters, as opposed to the anatomical
detail, are also convincing. They are kneeling on one knee
with the torso turned towards us. The near arm of the one at

the extreme left 1s given a shoulder-joint 1n front of the
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contour of the back, which we can see under the armpit, but the
joint 1s awkward, and the positioning of the collar-bone makes
it appear more so. On a pot by Phintias in the British luseum
(14) a figure 1s shown with 1ts arm in the same position, drawn
in much the same way. The very fact that 1t 1s a red figure pot
makes the appearance of the Joint marginally less awkward.

On 25, side A (plate 36), one of the komasts turns round
to look at the komast to the right of him in the picture. In-
stead of looking over his right shoulder, a position which
would have beeh easier for our painter, given his limitations,
to show, he looks over his left shoulder, which involves his
twisting right round to present us with his frontal torso.

The twist, however, 1is not drawn as occurring at the waist, but
at the base of the pectorals, so that the rib-cage stays 1in
profile, but the pectorals are frontal. This appears a little
forced, but succeeds in being less unrealistic than a twist at
the ﬁaist as drawn by thils painter. He managed better on the
other side of the same vase, where the curvature of the nearer
pectoral is shallower than that of the further one, and the
line runs over onto the upper part of the arm, in a manner
reminlscent of Oltos or Euthymides. Occasionally a woman is
shown 1n a twisted pose, and the clothing makes the inadequacies
of the drawlng much less apparent, but the problem is still

obvious, and the figure still has a profile head, frontal torso
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and profile legs. 16 (plate 24, side B) shows a good example of
the palnter's difficulties. He does not appear to have had any
trouble, oddly enough, in articulating the arm properly; arms
are usually convincing in the palntings, whether they have a
profile hand or a frontal one.

In general 1t seems that the palnter was interested, as
were most of hls contemporaries, in the possibilities of sho-
wing postures other than simple profiles, but found considera-
ble difficulty 1in doing so. The frequency with which he palinted
a scene with at least one figure in a twisted pose, often a
complicated one, 1s witness enough to the interest, or at any
rate to the need the painter felt to pay some attention to the
Interests of his contemporaries. On the other hand, the twisted
figure 1s often the only one in the composition, and is used
for its effect on the whole picture. The painter was fond of
the komos as a subject, which usually involved, as far as he
was concerned, spreading a procession of figures, or a well-
spacéd group, across the panel on the slde of the pot, or across
the ;pen area between the palmettes under the handles. It is
noticeable that almost all of these processions are headed by
a figure who\twists or turns back to close the composition.

C: Composition.

When the painter decorated a standard neck-amphora, with

handle-palmettes, he almost always closed the composition of
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the picture by placing a framing figure at each side next to
the palmette, usually facing inwards in simple profiie, but
occasionally walking out of the picture and looking back over
its shoulder. The name vase 5 (plate 6, side A) 1s Interesting
because Acheloos 1s the figure at the extreme right of the plct-
ure, and he is rushing off to the right, but he gestures back
towards the horn on his head, and Heracles' club leans against
a tree in a position where 1t leads the eye back into the
picture. The scene on 6 (plate 8) in which the Boar 1s deter-
mineély rushing off to the right, is unusual, as is that on
the other side of the vase, which is filled by the massive fl-
gure of Heracles, running to the right with the Apples of the
Hesperides, but looking back over his shoulder, so that the
spectator's eye 1s concentrated firmly on the centre oi the
pilcture. The reverse of 7 (plate 10) is, however, much more
typical; it is, in effect, a three-figure composltion, an
arrangement of which the Acheloos Palnter made some considerable
though not always conventional use, in which a hoplite and an
archer overlap in the middle, with their heads facing 1n oppo-
site directions, so that we see both their faces, framed by
a man and a woman facing towards them at each side. These
figures round off the picture neatly, and the fact that the

archer 1s facing behind him glves the plcture a symmetry it

would have had without the use of this device, but which 1is
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strongly emphasised because of it. The obverse of the vase
demonstrates the same wish for symmetry. Heracles 1s strugg.ing
to restrain the Boar, which gallops towards the right; :ts
progress 1s impeded by Hermes, who stands in a dangerous
position at its head, facing Heracles in exactly the right
place to be gored. The figures overlap neatly: Heracles' and
Hermes' hands cross above the Boar's head, and Heracles overlaps
with the Boar, so that the picture 1s successfully balanced.
The gye travels from Heracles to the Boar to Hermes, and back
again to Heracles, who is, after all, phe most important
figure, and worth a second look.

On 10 Athena 1s used to achieve the same effect (plate 17,
side A); her body faces out of the pictu;e to the right, but
she looks back at Heracles and the fawn, which itself moves
towards Heracles but turns its head to look back at Athena,
thus establishing links between the three figures which would
not otherwlise be there. The athletes on 12 (plate 17) form a
frame round the pipes player, as do the komasts on 15 (plate 21)
round the central 1lifting figure, though one of the framing
figures on the back is looking towards the palmettes as if
to lead the spectator to look at the other side of the pot,
on which there 1s a procession in which the leading figure is

moving off to the right but looking back. On 16 (plate 2L, side

B) two figures face right, but move to the left, towards the



- 39 -

third figure, which both faces and moves right. The palnter
was fond of stringing a procession across the panel of a type
B amphora, and bringing it up short by putting =a twisting f1i-
gure at the front of the party. This 1s the case with the pro-
cession of satyrs and a maenad on a donkey on 24 (plate 35,
side B) on which the satyr in front is looking behind him at
the maenad. The twisting figure was evidently part of the
Acheloos Painter's stock in trade, and 1t appears often, but
almost always as a plece of compositional machlnery. He was
not, it seems, confident or interested enough to use such a
figure as an impressive study in its own right - tﬁe Heracles
on 6 (plate 9) 1s a magnificent exception - and was happiler
to use such filgures to direct the spectator's eye to what
is important in the picture, in which he succeeded, and to
confine the content of the ﬁicture to the space 1t occuples.

The Acheloos Painter was fond of compositions with com-
paratively few figures or objects, and scenes with many are
the exceptlon not the rule. They are rarely among his better
work, and they are subject to much the same rules as those with
few. These plctures are almost always severely limlted to the
space in which they are drawn, and they are freguently claust-
rophoblec. Very few of the plctures, whether they have many
figures or few, have any Iindication of setting, except for the

odd tree, or some essential furniture; 9 (plate 13, side A)
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shows the portico of Hades, and 1L and 35 (plates 20 and Lg)
show fountain houses. Otherwise the figures usually occupy an
empty space, enlivened by the occasional oddly insubstar.tisal
tree, or a rock. There 1s always a ground-line to the picture,
but that is usually all.

In his more crowded compositions, his figures overleap

each other, but in general figures stay widely spaced. This
may be a habit the Acheloos Painter acquired as much from his
knowledge of red figure work as from black figure, as the lack
of overlap is an obvious trait in early red figure, necessltated
by pginters' temporary inability to differentlate figures by
other means. The Pioneers very soon learnt that 1if necessary
they could show overlapping figures without much loss of clarity
as on Euphronios! Heracles and Antalos krater (15). Occasionally
parts of figures overlap onto others in the Acheloos FPainter's
work, as Hermes' hand and foot do Heracles on 2 (plate 3, side
A), Heracles and Acheloos on 5 (plate 7) and the pipes player
and kneeling athlete on 12 (plate 17), all of which are open
compositions in which the figures could have been spread out,
admittedly with less interesting silhouette-effects. It is the
shape these figures make against their background which seems
to have exercised the palnter. However, these overlaps are
rare, and he seems to have been content to exploit the effect

on a few vases only.
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The pictures are full of movement, and particularly
of gesture; a great deal of use 1s made of the hands of figures.
The komast on 18 (plate 26, side B) and the satyr at the left
on i (plate 5, side B) hold a hand up in front of them, with
the palm turned outwards; this gesture seems to occur 1in
contexts where there is conversation. The same gesture, but
with the palm towards the flgure, appears to indicate conste-
rnation, as in the case of Acheloos on 5 (plate 7). The arm
held up in front of the face with the hand displayed palm
towards the spectator, fingers splayed, seems to be an encou-
raging gesture; Athena waves such a hand at Heracles, and so,
sometimes, does Hermes, as on 4 (plate 5, side A). Often figu-
res reach out to one another in a way that could lndicate
affection or a desire to help, as Hermes does to Heracles on
2 (plate 3, side A). Often, however, the gestures and postures
are those which people make in 1life, or into which the body
naturally falls in the course of the activity in which the fig-
ureséére engaged. Heracles brandishes his club, komasts wave
their. arms about and slap thelr bottoms, runners! arms move as
they run, and none of these gestures is indicative of anything
beyond a particular sort of movement. Few of the painter's
figures are static, and even on the rare occasions when most
of them are lying about, at least one figure in the picture 1is

active. On 19 (plate 28, side A), a single figure is dancing
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oblivious of the fact that everyone else 1s engaged 1n quiet
conversation. This has disturbed the dog, who 1s looking rcund
her at what i1s going on.

There 1s plenty of colour in the Acheloos Painter's wcri,
though none of it 1s used in an unexpected way, or In a manner
peculiar to him. He uses red for men's beards unless they are
old, white for female flesh and dappled animal hides, both for
armog? straps and some parts of chariot-harnesses, and both
for ivy trails and patterns on garments. Some of the animals
encoﬁhtered by Heracles have red spots on their throats.
Heracles always wears & red belt, 1f he is belted at all, and
charioteers' chitons are always white. All these are either
standard conventions or can be paralleled in the work of con-
temporary painters. The use of colour for surface decoration
is confined to commonplaces such as white mounts on furniture,
as on 19 (plate 28, side A) or on clothing. Colour is used to
vary the monotony of the black silhouetté, but only in very
obvious ways, and we must conclude that the painter was not
concerned to experiment, but only to emphasise, or to avoid
visual boredom.'

The 1ncised detall of the figures was apparently more
important to the” Acheloos Painter than the colour, since the

folds of a garment frequently ignore the white of flesh, or

of a loaf, or the red dots on a garment, and the incised line
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runsfso boldly through the patch of colour that 1t shows up
evenzpn a photograph. The palinter was apparently interested
to some extent in the effects produced by thicker or thinner
Inclised 1ines; he did make use of them occaslonally to show
the folds of a garment as on 3 (plate L), and some of his
anatomical details are more prominent than others. The collar-
bone, the edge of the beard, the contour of an arm held in
front of the body, the fingers of an unsplayed hand, are &ll
drawn with a more insistent line than the mark on the shin
or forearm. Thls corresponds to the red figure usage of rellef
lines and thinned glaze. Euthymides, for example, used rellef
line for the Important anatomical details, and thinned glaze
for the smaller details of the complicated musculature he gave
his figures. The Acheloos Painter had no apparent system, and
this use of differing thicknesses of line is not a feature of
ell his work, but it was something he evidently bore in mind,
perhaps as a result of seeing some of hils contemporaries at
work.

When figures overlap, incision 1s used, as of course any
black.figure painter must use 1t, to outline the hand or foot
or whatever it may be, and differentiate it from the figure
overlapped. This appears to be the only use of outline incision

made by the palnter, except by mistake, or where it was obviously

easier to carry on the Incised stroke than to keep breaking it
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off, as in the case of Heracles!' fingers agalnst the pipss, and
the pipes themselves on 1 (plates 1 and 2). He did not use it
for flgures already well-silhouetted against theilr background.
In the same way, he relied on simple relief line for such de-
talls as spears and staves, without outlining them as other
palnters did; the Acheloos Painter, at his best, had a steady
hand and an enviable control of contour, which he exploited

fully.

o

Subsidliary patterns.

The Acheloos Painter appears to have been very much a child
of his time as regards his subsidiary vase patternsl There are
no patterns on his surviving vases, with the possible exception
of the psykter 41 which are not paralleled by other examples
on contemporary pots, and usually those within the Leagros Group
at that. All of them except the psykter 41 have patterns which
are standard for the shapes they decorate, and appear in the
conventional places. The painter was not, it seems, interested
in them for their own sake as a general rule, and except for
the patterns on the back of the lekythos 48 (plate 57), he did
not go out of his way to make them more elaborate ‘than he need.

There are four pointed amphorae, all of which follow =%he
same scheme of decoratlion: a lotus and palmette chain on the

neck, tongues above the picture, but only to the width of the

picture panel, and a lotus bud Interlace under the picture.
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On 2, 3, and 4 (plates 3, 4, and 5), which are very similarly
potted and differ from %1, there 1s & palmette at the base of
each handle. All the neck-friezes consist of lotuses and filve-
leaved palmettes; the intervals between the lotuses are not
very wide, and ghe effect i1s tall and narrow, echoing the shape
of the neck itself. The lotus stalks, as 1s usuaily the case
with thils palnter, are not treated as two separate elements,
above and below the chain, but are joined, and the chain links
on these three pots are painted so as not to cross them. The
links are not always of even slze, and on 2 and 3 there are
sometimes four links between lotuses and sometimes five. Some
attempt 1s made to give the lotuses a faint indication of three
petals, but it 1s usually no more than a slight indentation of
the outline at the top, and what would have been the outer pe-
tals are elongated to form the arcs above and below the palme-
ttes. The lotuses do not taper very much from stalk to petals,
and form a narrow frame for the palmettes.

On all the pots the palmettes are deliberately given hearts
consisting of a single blob, carefully arranged so as not to
obscure the chain link, from which sprout five leaves, painted
by putting a central line to form the stalk, and then widening
part of 1t to form the characteristic tear-drop. The central
leaf 1s always a 1little longer than the others, which tend to

spread out to the sides of the space, and occasionally touch
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the lotuses. The separate leaves of the palmettes are not alwa;s
evenly painted; some of them have one virtually straight edse
gpd one bulging one, and the whole palmette 1s sometimes slightly
asymmetrical, because the placling of the leaves is not cven. The
straigh£eredgescﬂ'the leaves are usually on the right as the
spectator looks at them. All these unevennesses of detall are
slight and not immedliately obvious. They are far more nesat and
tidy, for example, than the corresponding patterns on the
painter's neck-amphorae, and appear a little wooden by comparison.

The tongues at the top of the plcture are merely a thick
straight line, not a tapered one, with a rounded end, and each
one Is separated from the next by a thin relief llne. A thick,
slightly scalloped line separates them from the picture.

Under the plcture on all these vases 1s a lotus bud inter-
lace with dots 1n the interstices. The’buds are fat, with straight
sides and a curved lower edge; thelr points touch the line drawn |
above the reserved strip on which they appear, and they are
connected top and bottom by a row of interlaced arcs. No attempt
is made on any of these pots to thicken the arc near the bud
to form an openling petal. They are strictly arcs and nothing
more. The buds are placed rather close together so that the
lowe; interlace 1s tall and narrow. Sometimes the part of the

interlace which forms the stalk does not come to the centre of

the bud, because the buds were painted first, occaslonally too
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close together to allow the interlace to be even and correct.y
aligned with the bud.

The palmettes at the roots of the handles of 2 and [ h-ove
five plump leaves, and are topped by volutes which extec:d ten-
drils to make a surrounding line to the whole pattern, which is
in a reserved patch the shape of the palmette and its volutes.
On 2 and 4 the palmette is well up on the handle; on 3 it 1is
on the body of the pot with its volutes on the handle.

All these patterns are painted in simple silhouette, with-
out the inclsed detgll which sometimes appears on contemporary
pots, and there 1s no added colour either. The neck patterns
and tongues can be found on real Panathenalc vases, but they
usually have rays at the base of the vase, which these do not;
they are black all over except for the reserved panels. The
picture comes further down the pot than on real Panathenaics,
which tend not to have a pattern band under the plcture.

The neck-amphorae form a large group of twenty-one of stan-
dard size and one small one, 22. As with the pointed ones there
is a standard scheme, a neck pattern; tongues on the shoulder,
a band of pattern under the picture, rays at the base of the
body, and an arrangement of palmettes under the handle, just as
on most neck amphorae of this date.

‘Most of these amphorae have a lotus and palmette chain on

the neck. Only two, 5 and 17 (plates 6 and 25), have an irregular
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number of links across the gap between the lotuses; usualiy
they are drawn with care to space them evenly, and 1t may be
that the links were drawn first, and the lotuses were put in
afterwards. On 7 (plate 10) this was clearly the case, os the
links adjacent to the lotus stalks are obscured in several places
Althqugh the links are evenly spaced as regards width, they
are é?awp rather haphazardly, and some of them slip upwards or
downwards out of the horlizontal:r line. They are not drawn wlth
even thickness, but tend to be thin at the top and thickat
the bottom.

The lotuses, as before, are very unlike a flower on &
stalk, and more like black celery, but there is more attemot on
the neck-amphorae to separate the ends of the stick-like for-
mation into three petals. Lilke the links of the chain, they are
not tidy; they are usually lumpy, and‘were formed by painting
the stalks first and then splaying the ends in three short
strokes with a full brush, with the result that some of them
are not successfully run into the stalk, but join on with a
wider bulge than was intended, thus diminishing the space for
the palmette, which 1s cramped. The lotus elements are joined
on at top and bottom from outer petal to outer petal by an arc
as usual, and these arcs are thick at one end and thin at the
other, as if the palnter had exerted pressure on his brush while

making the arc.
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The palmettes normally have five leaves - the name vase S
has seven-leaved ones - so that the space between the lotuses
is narrow. As on the pointed amphorae the palmettes are tall
and narrow, with the central leaf raéher longer than the others. .
As before, t£ey were drawn by putting a long stroke to form
the stalk and to position it correctly, and then widening the
end. As in the case of the lotus petals, the ends of the pal-
mettes tend to be blobby, and they are uneven in outline. They
often have a wobbly contour, and havé one straight edge and one
curved one, as do the ones on the pointed amphorae. Often the
outer leaves tend to curve towards the chain. As before, the
palmettes are not always quite symmetrical, although they have
an evenly balanced number of leaves. The leaves are well-spaced,
with plenty of red ground showing between them; they are often
exaggeratedly wide at the end and narrow near the heart. Once
again, all the hearts are drawn deliberately, and were not just
allowed to form from the accumulated glaze running out of the
leaves. The heart sometlmes obscures part of the adjacent chain
1inks, and as with the lotuses, it is evident that the links
were not drawn to accomodate the palmettes. The general impression
we gain from these patterns iIs that the Acheloos Painter was
not concerned with the minutlae of thelr construction, so long
as the total effect was reasonably convinecing. They never have

any inclsed detall, nor any added colour, and the scheme itself
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is sé'common as to be banal. A glance at any volume of CVA with
vases of this shape and date will show that more neck-amphorae
have exactly this pattern in a more or less elaborate form than
any other single pattern. Many are slightly more ornate, both
within the Leagros Group and outside 1t; the Chiusi Painter (16)
liked Incised Joining-links and lotus petals, and a little
added colour.

One smaller amphors, belonging to the Dot Band Class (17),
22 (plate 32), has a totally different neck-decoration, consis-
ting of three seven-leaved palmettes, one inverted and two up-
right, connected by tendrils extending from thelr volutes. The
shape of the petals 1s the same as those in the lotus and pal-
mette chaln, and the heart of the palmette 1s deliberate and
sits precisely 1n the fork of the volutes. The scheme appears
on both sides of the pot. Another member of the Dot Band Class,
by the Edinburgh Painter, in Boston (18), has precisely the
same scheme of subsidiary decoration; this neck pattern tends
to appear when the eponymous dot band under the picture does,
but the reverse 1s not necessarily true. *#59, by one of the
Acheloos Painter's Immediate circle, has the three-palmette
scheme on one slde of the neck and the lotus and palmette chain
on the other. This is less common, but a vase in the manner of
the Red Line Painter (19) has the same combination; this vase

1s among that painter's definitely Leagran work.
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Apart from 22, with the dot band, all the amphorae have
the sﬁme fat triangular lotus buds underneath the plcture as
the pointed amphorae. They are linked with interlaced arcs, &and
hsve no side-petals, as before; on about half the pots the
second row of arcs at the top 1s omitted, but never at the botcom.
On 7 the painter started the second row and thought better of 1t
(plate 11). On two pots there are no dots in the interstices, 5
and 16.

All the neck-amphorae have alternating red and black ton-
gues above the picture, drawn as a stralght line with a rounded
end, and separated from the next one by a rellef line. Often
they are not carefully drawn, and overiap onto the fillet at the
base of the neck. The usual rays appear at the base of the body
in a single row of fat members, poesitioned with a straight line
drawn first and then widened. The rays always reach to the line
under the lotus buds.

The details of the decoration under the handle are nore
complicated and more varied. The overall Scheme is the same,
four palmettes connected by thelr volutes, which form a lozenge
shape under the handle, whiqh usually has a pendant bud and
axillary buds at the sldes; all the separate floral elements
take varylng shapes. The palmettes have filve or seven leaves,
and the palnter was careful to seé that all the palmettes on

one pot have the same number. He was not so careful about the
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relation of the palmettes to thelr volutes, and on the front
of thF name vase 5 (plate 7) one palir of palmettes have stalks
connecting them to the volute fork, and the other pair have
ring-hearts across the volute fork 1itself. Probably the painter
thought of the pot as having four sides and not two, and hence
of the handle pattern as a separate unit. However, on all the
other pots the palmette hearts do match. 12, 18 and 19 (»lates
18, 27 and 29) all have the palmette heart unattached to the
volutes, floating free, with a heart which comes to a peak
opposite the volute fork. On 10, 15, 16, 17 and 22 ({(plates 15,
21, 24, 25 and 32) the heart of the palmette is in the volute
fork, and f1lls the space.rathef than appearing as a dot. On
the other neck-amphorae there is a short stalk, then a dellbe-
rate dot-shaped heart. The palmettes are like those on the necksi
with,well-spread bulging leaves, a long central leaf and prog-
ressively smaller side ones; the general outline is oval not
round, and the volutes are small. The volute nearest to the
tendril 1s always the one drawn continuously with it; the
outer one was drawn afterwards. The palmettes are always well
up by the handle root, and well down by the base line of the
picture.

The pendant buds are not always the same shape, though
they essentlally have three petals with a reserved heart; they

may be formed of three strokes as on 7 (plate 11), or they may
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have one divided splayed drop with a second inserted iInto the
fork;‘undivided, as on 19 (plate 29). These buds are very big
and féach almost to the base line. They are attached to the
lozenge by a short stroke crossed by a mark shaped like &
cotton reel, except on 12 (plate 18), where there 1s a large
dot.

The axillary bud may be in one of two forms, elther in
three distinct strokes, like the pendant bud, or rather smaller
with no space in the middle, as on 7 (plate 11), and one side
only of 5. This type of bud, except on 5 has no stalk attaching
it to the axil. The three-stroke form does, and on 22 and 20
plates 32 and 30),there is a cross bar before the bud. On one
side of 5 there 1s a blob. On this pot and on 6 (plate 8) the
tendrils do not form an axll, and the bud 1s attached to the
tendrils by & palr of forked lines.

The whole arrangement is always pendant from the handle,
and does not float, as on some contemporary pots; on 7, 18, and
19 (plates 11, 27 and 29) there 1s a cross bar at the top of
the central lozenge. The lozenge usually has a single dot in
the cpntre, as on 7, or a cross, as on 12, 18 and 19,

A glance at the latest volume of the Munich CVA, volume
8, alone, will produce parallels for all these schemes; such

a glance will also demonstrate that none of them 1is the most

complicated possible (20). There are many pots with more invol-
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ved systems of cotton reel marks or cross bars. Some have
cott§n reels at both the side points of the lozenge (21) and
befo?p the axillary bud, and there may be dots outside the
central lozenge as well as the one iIn the centre. Some of the
buds may be vary ornate, with five petals and a cross bar (22).

There are three one-plece amphorae of type B, 23, 2L, and )
25 (plates 34, 35, and 36), and they follow the sane sche<ue:

a lotus bud Interlace inverted above the panel, and rays at
the base. The rays are the same as they are on any other pot
which has them in the painter's repertoire. The buds have
single arcs below their points. One of the awphorse, 2L, in
New York, has no dots 1n the Iinterstices between the buds.
The buds are the same shape as before, almost trilangular, and
once again were palnted before the arcs, so that the stalks
are not always aligned correctly.

The column kraters 32 and 33 (plates 42 and 43) have, 1like
the hydrial, ivy tralls at the sides of the plcture, with
straight stems and regularly-spaced heart-shaped leaves,

The three ﬁydriai have palmette chains under the body picture.
34 and 35 (plates L5 and 46) have seven-leaved palmettes,
detaéhed from one another and entirely surrounded gy their
tendrils; on 3 the palmettes point downwards and on 35

upwards. The palmettes are very round in general outline, but

are otherwise llke those we have seen elsewhere. There are dots
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in the spandrels formed by the tendrils. 36 (plate 46) has
parallel slanting connections between the palmettes, with dots
in the spandrels; the palmettes are again round in outline.
Jdany hydrisl of the Leagros Group have a palmette chalin of
one o% these two kinds, though they more often have‘alternately
slanted palmettes, or alternately upright and horizontal on;s.
The disconnected palmettes are more often found on the type A
amphorae of the Group, below the picture (23). All three
hydriai have the more usual tongues, alternately red and black,
on the shoulder.

There are three pelikai. 26 (plate 37) has a palmette

chain above the panel on both sides,

‘he palmettes are aligned horizontally, with the connections slanted

nlternately up and down. They have seven leaves on both sides.

They have
five leaves on side A and seven on side B; there are dots in
all the spandrels. The palmette hearts are a dot on both sides,
placed in the forks of the volutes, which are small. The leaves
are bulgy, and have plenty of space between them. 27 (plate 38)
has a row of inverted lotus buds with a double interlace above
and a single row of arcs below, at the top of the picture. The
buds conform to the usual pattern, and there are dots in the

interstlices. Down the sides of the panel on the front is
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& chain of palmettes alternately tilted and horizontal, and‘
facing in opposite directions. They are connected and surrounded
by thelr volutes and tendrils; there are dots in the spandrels.
These palmette chains down the sides of the picture may be
unique, although there are at least five other black figure
pelikﬁi with palmettes above the panel, one of whiéh, in
Dunedin, #65 (plate 75), is in the Acheloo; Painter's immediate
circle. There are ten more with lotuses above the panel, two
of them in the Leagros Group. The Cambridge pelike 28 (plate
39) has a simple inverted lotus bud interlace as on 27, above
both pictures. There are no dots in the interstices.

The two psykters are rather different in size and shape,
and so, logically, should differ in decoration also. 41, fplate
50) has string hole handles and a 11d; the 1id has a series
of large black dots running round its vertical edge. On the
neck 1s a reserved chevron pattern. Above the picture there
are enclosed black tongues, and beneath the picture a lotus
bud interlace, with single arcs above the buds on one side ang .
double on the

other. on the base, just above the foot, 1s a border of inverted
black rays against a reserved background strip. The effect of
the whole vase 1s pretty and frivolous. The second psykter L2
(plate 51), 1s considerably smaller, and has no handles or 1id.

The only decorations are a row of black tongues above a pair

of parallel lines at the join of neck to body, and a reserved
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stripe on the belly, a little below the pilcture.

The two kalpldes with the plcture on the body have their
patterns in the same place, above the picture. 37 (plate L7)
has a row of untidy addorsed hearts with a black stripe between
them. Since the picture 1s tall, the patéern appears on the
vertical part of the neck. 38 (plate 48) has a row of upright
palmettes linked by their tendrils, with dots in the spandrels.
The palmettes are very lightly and sketchily drawn, and appear
at the point where tﬁe neck of the vase merges into the shoulder.

The kalpis 39 (plate L8), with the pilcture on the shoulder,
has a simple black maeander between parallel lines across the
widest part of the vase, between the handles. There 1s no other
pattérn work on the pot. 40 (plate L49) has a picture which
reacﬁes to the shoulder, and dispenses with the pattern between
the handles; instead, the same simple maeander pattern as on 39
appears below the plcture, an inverted lotus bud interlace with
single arcs below the bud points above it, and a string of void
lozenges at either side.

The oenochoe 43 (plate 52) has tongues above the plcture
and ivy tralls at the sides. It has not proved possible to
discover what patterns appear on U4ly, but it is probable that
there are none.

There are five lekythol by the Acheloos Painter, four of

compromise shape (2ly) and one broad cylinder, 49, in Junich.



- 58 -
The compromise lekythoi all have seven nine-leaved palmettes
disposed in grouplings of two, three and two, qonnected by
tendrils extending from their volutes; on L5 and L7 (plates Sk
and 56) there are dots in the spandrels. The palmette hearts
are placed directly in the volute-forks, and the leaves are
fat and well-spaced. On the necks of all four compromise
lekythol are unenclosed tongues. On 45, 46 and 47 (plates 53,
55 and 56) there 1s a double row of dots where the shoulder
meets the body. Between the lower edge of the picture and
the foot 1s & reserved stripe. On the Munich cylinder L9
(plate 58), there are the same seven palmettes disposed in
the same way, without dots, and the same tongues on the neck,
but there are two thin black stripes between shoulder and body
1nst;ad of the rows of dots. There 1s no reserved stripe between
pictﬁre and foot. These schemes are standard Leagran lekythos
decoration (25).

The Funcke lekythos, 48 (plate 57) shares the shoulder
palmettes and tongues with the others, but has a simple
maeander pattern enclosed between parallel lines on the join
of neck and shoulder, rather than dots. Under the handle of the
vase are four pairs of linked palmettes, symmetrically arranged,

with thin tear-drop buds in the spandrels. The palmettes have

ring-and-dot hearts which are independent of the volute fork.

The effect 1s conslderably more elaborate than that of the
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pattern work on the other lekythol, as 1s that of the plcture
(26).

Almost all of these patterns appear 1n less complicated
forms than they often do on contemporary pots, and they are
not palnted with the attention to detail shown by other art-
ists of the Leagros Group, particularly the Chiusi Painter,
who was finicky and fond of detall, added colour, and Incised
patterns. The Acheloos Painter almost invariably uses the sim-
plest version of the standard pattern for any given pot; he
does not, for example, give palmettes more than nine leaves,
although many of his contemporaries give them thirteen or
even slxteen leaves. The separate elements of the patterns
are big and generous, like his human figures, and show the
same concern for overall contour and disregard for the nicetles
of detall, although the contours of some of the florals are
carelgss, which 1s not so in the case of the figure work.
Florals were a subsidlary, though necessary part of the
decoration for thls painter; the pot would be 111 designed
without them, but he probably had little interest in spending
time on achleving the fussy exactitude displayed by some of

his colleagues, or on great originality in his treatment of his

pattern work.
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E: The distinctive head types and thelr significance.

An immediately obvious characteristic of the Acheloos
Painter's male figures 1s the exaggeration of certailn features
in a manner reminiscent of the modern caricaturist. The highly
individual profile, llke a tatting-shuttle, formed by the nose
and beard, 1s entirely typlcal, and appears on the four vases

described by Beazley in Development as well as on many others

in the painter's surviving oeuvre. However, it 1s not the only
kind of facial profile which appears in his work, and the occur-
rences of a second kind are worth investigating. This 1s far
less exuberantly eccentric in form, and more like that of the
Acheloos Painter's women. Here the head has a much less noti-
ceable horizontal tendency, and has a shorter, stréight nose
and a comparatively attenuated beard. This appears on 12 (plate
17, side B) - the athlete on the right has it, by contrast with
an( &
the other two - Hades on 17 (plate 25, sidesAy), Apollo on 18
(plate 26, side ), the right hand komast on 19 (plate 28),
the men in the fountain house on 35 (plate 4L), both the bull
catcher and Peleus' charioteer on 36 (plate L46) and on al1l

three trainers and the jumper with his halteres on 23 (plate 33).

This second profile is not entirely confined to flgures who
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face left, which the painter does less well, but 1s more com-
monly shown this way. It is, however, confined to serlous or
elderly figures, and rarely appears in scenes of myth. Heracles,
the painter's favourite mythological personality, almost always
appears with the caricature-like face. The Acheloos Painter
concentrated much of his talent for humour on his pictures of
Heracles, and so here, at least, there seems to be a deliberate
connection between the use of this particular faclal type &and
the mood of the picture. Most of the other figures in the
Heracles plictures have the same profile, one notable exception
being Iolaos in one version of the struggle with the Nemean
Lion on 11 (plate 16), who-has the secondary, vertical type,
perhéps bécause he 1s intended to be an entlrely serious figure.
It 1s not possible to argue that the vertical profile-type is
confined to the paintert's serilous pictures, and the horizontal
one to his humourous ones, because, for example, on 19 (plate
28, side B) the komast at the right has the vertical type in
a scene otherwlse populated by flgures with the horizontal one,
and the scene 1s not, in any case, specifically serlous or
funny. The exaggerated horizontal type does appear more often,
however, where, on other evidence, the palnter appears to be
pokipg fun at his subject matter, and the vertical type in
more;serious or neutral scenes. It should also be noted that

the four vases described as typical by Beazley are all among,
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the phinter's more careful work. There are a few léss carefully
drawn examples, 25 (plate 36) particularly, which 1s a scratchy,
unattractive work, and 18 (plate 26) on which the subject 1s
commonplace - Apollo and three Muses- the upper register of the
volute krater 29 (plate L40), 32 (plate 42) and the shoulder
plcture of 35 (plate 45). The vertical profile type appears
particularly on these vases; the caricature type, at any rate
in its most extreme form, appears on those vases on which the

painter expended more trouble.

There are sewral vases including the three already mentioned),
18, 29, and 32, which have pictures which could be said to be
entirely serious in intention; few show a quality of draughts-
manship of the standard reached by most of the Heracles scenes.
The rest are very much 1n the second rank.

7, in Harvard (plates/v and ), is one of the better-drawn
ones, but the palnter was plainly paylng more attention to the
side which shows Heracles and the Boar. The second side has
a departure scene of a kind frequent at this period. At the
left 1s an old man, and at the right a woman holding & hand
wrapped in her dress up to her face. In the centre is a hoplite
wearing a Corinthian helmet and greaves, and carrying a shield
wi?h the device of a single leg and 1ts buttock. Beyond the hop-
lite 1s an archer wearing Scythian head-gear, who is concealed

except for hls legs and face and the end of his cuiver. He looks
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behind him at the woman. The archer may actually be a Scythian,
and, like a few others on vases of this period, is shown with
& physiognomy 1intended to convey this. He haé a bulging fore-
head and a comparatively snub nose. The hoplite has a long
pointed nose, not unlike that of Heracles on the other side of
the vase; this 1s no doubt partly because he 1is wearing a hel-
met, Trom which the painter wanted to differentlate the face.
The ;ld man is the painter's standard type, and he has the
straight, blunt profile, as does the woman, who 1s also stan-
dard. There 1s no sense of the comic, or of caricature about
any of the figures, and the scene itself 1s typlcal of the
Leagros Group, which has a number of scenes like this. The
Hoplite's head can be paralleled by several heads on L 106 (27),
a member of Antiope Group I, which shows Ajax and Hector; both
Hector and his second, who are facling left like our hoplite,
have a long nose of the same type, which effectively distingui-
shes the face from the helmet. A departure scene on the other
side shows hoplites and archers, and the archers all have snub
noses. A departure scene on L 181S (plate 96)‘in the Group of
Wlrzburg 210, has a scene like ours, except that the woman is
replaced by a second old man. Here again, the hoplite has a
long pointed nose, projecting well out from the front of the

helmet.

9 (plate 13) 1is a neck-amphora in the Louvre, which has a
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long, delicate, and very bland. The old man on 7 ({(plat: ©0)
and Hades on 17 (plate 25) both have lumpy, aggresgive roflles.
The d;parting warrior is the real problem figure cn hi s vase.
He has the long head with a pointed beard and long moutn withk
thick outlined 1ips. His hair is short, ending in a bris%ly
edge on the neck. The muscular detail on his legs cun he pArai-
leled elsewhere - the line ending in a hook at the an’t.c Hone,
the line which shows the bulge of the calf muscle, the S-curve
et the knee and the line along the thigh above it. rhe %Loi 30
is concealed behind the body of the horse as far ss thae shoulaer,
which has a himation draped over 1t. The himation point falls
below the horse's belly, and lilke the o0ld man's, it is biuntsar
than usual, and has a scratchy zig-zag down 1t ror the hem. Or. ¢

che back of the vase are four hoplites facing i=Tt. Jwuey arc

very like the hoplites on 7 (plate 10) and also on & 181° (pitte

i

t

96); these figures are as much like the hopllites on tne late

gl
-

4}

vase as llke those on the former; they are not such that they
could only be the work of the Acheloos Painter. The most obvious
reason for attributing this vase to the Acheloos Painter's
manner 1s the departing man on the front, because of his head,
but this 1s precisely the head-type that an imitator would
choose to copy and to exaggerate a little because of its very

distinctiveness. In view of the old man, who is like %he

Acheloos Painter's old men only in the most general wvay, this
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vase should be by an imitator, and not by the peinter himself.

Connected with 50, and no doubt by the same hand - Bezzley
suggested the connection - is a hydria 1In the Rothschiid col-
lection at Pregny, #51 (plate 60), showing two horsemen and 2
pedestrian, with their dogs milling about at the horses! feet.
All the men wear a large but 111-fitting petasos tllted well
forward, a white chitoniskos, and a spotted cloeclk. The rear
horseman carries a shield as well as two spears. The man on
foot wears boots. All the men have the unexaggerated rorm of
horizontal profile, like the departing man on #50, perhaps a
little less emphatlic, even, and they all have red beards. The
horses are much the same rather mean-faced creatures with few
detailed markings, as are those pulling the chariot on the
shoulder, a scene otherwise indistinguishable from the icheloos
Painter's own chariot scenes. The pattern at the sides and edge
of the body~-plcture 1is more elaborate than 1s usual in the
Acheloos Painter's own work, palmette chains, with nlne-leaved
palmettes tilted alternately left and right or up and down,
with%dots in the interstices. Like the previous vase, this seems
to b; the work of an enthuslastic Imitator, who emphasised the
wrong things, and so succeeded In producing a result which is
like the Acheloos Painter's work, but glves itself away as

an imitation.

In the Niggll collgetion at Basle is a hydris R2
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horsemen setting out with their dogs, on the body, and a
symposion on the shoulder. In shape and decoration it is very
1like the Rothschild hydria #51. It has the same string of alt-
ernately tilted palmettes with dots in the interstices unc.r
the picture (plate 61),.and the same short lumpy rays above
the foot. It has ivy rather than palmettes at the sides «f the
picture. This hydria has two dogs and four horsemen wi. "¢
distinguished by the alternation of black and white hcrses.
The horsemen all wear chlamydes and white petasol. The Lorseman
at the rear has a shield on his back, and all of them carry
two épears. The dogs mill about between the horses! feet. The
man at the rear, the only one not obscured to some extent by
the others, might have strayed off the Rothschild "ywuria. vthe
t1lt of his petasos 1s exactly the same, and so 1s his »ro.ile
with the skl-jump nose and short halr. He has the same ~ent arm
as the last horseman on the Rothschild hydria, with onc =uoct
line to show the crease at the elbow, and the same sharp bend
at the knee. Two tiny inclsions appear above some imees on both
hydrial, and this mark is not one used by the Acheloos Painter.
The chlamys of the last horseman on the Niggll hydria 1is
arranged in the same way across the upper part of the body
and pinned on the left shoulder, with the end falling over the
left arm and the right leg. All the horsemen ride In the same

posture as on #51, slumped & little, with the hesd L:u%. Te

~ e
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horses, too, are the same animal, long in the bocdy wlir - alzh
round rump. They are rather mean-faced, with few zanctomical
markings, as before. They have the same stiff, brush-like mene,
with:é red line at the roots and short incisions at the outer
edge. The harness 1s shown in the same way, with thin single
incisions for the headstall, and a double line for the reins.
The [etlocks on both hydriai are incised, and the leg-joints
shown with l1ittle incised circles. The chest and shoulder are
shown similarly, deep, with a long shallow curve for the saoul-
der. The dogs are the same collle-llke animal with a p>inted
face, a thick powerful tail and a neck ruff.

The figures on the shoulder are more carefully irawn,
and agaliln bear a general resemblance to the Acheloos Painter's
work, as if they had been painted by 2 careful copyist or
imitator. Here there are three symposfasts, all !:-inc cn mat-
tresses laid out on the shoulder-line, wearing the familiar
bls wresths,standing well out from the head fore and aft.
The heads are very like those on the belly. The men are accom-
panied by three rather nondescript women, sittins beside their
feet, one playlng the double pipes, the others gesturinc to-
wardsltheir partners, who look away from them. There is s
spindly vine with bunches of grapes on it 1n the background.

This vase then, with the two other hydrial, appear to come

from the same hand as 50,
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It is probable that a third h,dria #53, In *.»1:, {(plate
62) also came from the same hand. This has the same schrme of
decoratlion as #52, but 1t is unusual in that it hos 2 white
neck decorated with palmettes and birds, which rearrear inside
the mouth. Agaln we see horsemen setting out on the body, anc
on the shoulder there are chariots. Here we have three horsz-
men and one pedestrlan, and two dogs. Again, the horsemcn have
the dished profile, and all of them wear the tilted white
petasos. Thelr clothes are arranged as before, and the rear
rider has a shield.The horses are yet again lonz in thie body,
higher in the rump than are the Acheloos Palnter's hnorses, =nd
mean-faced, with bushy manes. The harness 1s shown as . ure,
The central horse, like the second one on the Nic~1i hvdria,
has a white blaze on his face, another adorning hic chest,
and white socks on all four feet. The dogs are the same big
collie-like creatures.

The chariots on the shoulder are stationary vehicles,

thelr charioteers standing ready, one with a shield, one without.

There 1s another of the ubiquitous dogs by each set of horses,
and a man sitting on a stool by each charloteer. The figures
are llke those on the body, drawn a little more carefully
than those on the shoulder of the Niggli hydria.

Jand B.

The Acheloos Palnter decorated a number of wvises with
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pictufes of athletes, and there 1s a similar group 5f veces
attributed to his manner. None of them appears to be by his
hand, or by the same hand as any of the others, and although
they relate to him styllistically, none of them is strikingly
like his work. The least like his 1s 54 (plate 63) on which
style and composition are at best based on his, but the
drawing 1s even more dependant on red figure. These flgures
have not only collar-bones but in one case a sternum and pect-
orals, and on two figures a calf-muscle is drawn as a curve
right across the leg, as 1f the painter were'trying to show
a back view. The heads vary considerably in style. The pipes
player on side A and the tralner on side B have heads very
like the painter's horizontal head type, and the others are
closér to the vertical type on side A; so are those of the
discus thrower and the standing boxer on side B. All these
have a fairly short pointed nose, and an equally short pointed
beard, and the ear is set well back on the head. The jumper
with his halteres and the kneeling boxer on side B have a
very different kind of head, with a round high crown. They
both have their hair in a roll all round the head 1like the
Kritian Boy, and the kneeling boxer has short straight hair
uncurled at the ends. Neither boxer has a beard. The face

is comparatively small on both heads, with a delicate concave

nose; line and a ralrly prominent pointed chin. The eve i set
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well,forward towards the nose. The tree behlnd the plines player
has a wavy trunk, unlike the Acheloos Painter's trees, which
are stralght and spindly. The piper's clothing is like that
worn by others in the Acheloos Palnter's work, but is a little
more elaborate. It seems to consist of four panels rather than
two, white at back and front and black at the sides, with a
white battlement maeander down the black side panel from
shoulder to hem. The neck and hem are white too. The Acheloos
Painter's version simply has a battlemented hem between the
white half and the black half.

This vase 1s probably related to a fragment of a volute
krater 1n Reggio, 55 (plate 6lt), which is decorated in two
registers, with chariots at the top and a syposion at the
bottom, like 1ts counterparts in the Acheloos Painter's work.
The chariots are stationary, with a young man seated bv the
horses! heads. The heads of the charioteers and the Toung man
are very like those of the boxers on #5l, in particular the
standing one with the roll of halr round his head. The horses
are too long In the body to be the Acheloos Painter's own work,
and the anatomlcal markings he uses are absent, especially in
the rib cage and shoulder. The symposiasts are more like his
work, and some of the differences might almost be due to the

exligencies of minlaturist work as to the hand of a different

painter; however, the painter of 5l was capable of achieving
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figures 1ike the Acheloos Painter's most distinctive ones,
as he did with the pipes player, and the symposlasts are
perhaps among the easiest to imitate. Some of their thigh
marks are longer than the Acheloos Painter usually makes them,
and the torso marks are quite differently placed. The faces
all approximate to the unexaggerated horizontal type. The
control of the contours of the figures is good, especlally of
thosé of the extremely expressive hands.

Yet another vase prébably related to these two is the
kalpls %56 (plate 6L4) in Wlrzburg, with its plcture on the
shoulder. It has patterns of a very red figure kind, a maeander
along the top, tongues along the bottom of the picture, and
a net pattern at the sides. There 1s a palmette chain with
the palmettes tilted alternately #p and down, with hearts in
the interstices, across the pot between the handles. The scene
shows two horsemen riding one behind the other, the front one
turning to look back at the one behind. He carries two spears
horlizontally, and his friend carries them vertically, but the
painter forgot to put in their top halves. Both men wear a
short white chiton, and a chlamys with the end draped over one
arm. The drawing of tﬂe torsos of both flgures, especially the
front one, is so hopelessly confused that it is difficult to

see what the painter intended. The result, on the front man,

looks as if the head has merely been drawn on a frontal torso,



- 79 -
facing backwards, but the clothes of the other one show this
to be unlikely. The heads are very like those on ::55 and 5l,
with rolled hair at the forehead and nape on the man behind,
and a tiny babyish face with a retroussé nose and a receding
chin. The other man has short hair with a tiny incised fringe
at the front and ends which stick out at the back of the neck.
His face has lost its original clarity of outline, but looks
as thtugh it was like a blunt version of the Acheloos Painter's
vertical profile type. The horses are very like those on the
upper register of the krater neck %55, long in the body, thin
in the leg, and with few body-markings.

Langlotz connected this vase with #57 (plate 65), another
kalpis decorated in the same way, but with a battlement maea-
nder round the sides and top of the picture, and tongues
below. Across the handle zone are very similar palmettes, but
with nine leaves not seven, and an extra volute in each alter-
nate.spandrel until the third palmette from either end, where
a second volute takes the place of the heart in the other set
of alternate spandrels. The scene shows a charioteer mounting
his chariot, with his bitch standing by the horses:? forelegs;
she looks at something behind her out of the picture to the
right. The horses are exceptionally long and thin in the body

and legs, as on the other kalpis. Their tails and manes are

exceptionally thick and bushy, incised aliong the outer edge
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and emphasised in red along the inner. There are not many
body-markings, and they correspond to those on the related
vases and not to the Acheloos Painter's practice. The offsilde
trace horse has a parting in his mane behind the ears, as if
it were parted by the upper extension of the headstall, which
in fact passes over the mane lower down without parting it.
There is no browband; this corresponds to the Acheloos rainter's
treatment of harness, as does the absence of girth strap. The
breastband is too high up. The horses have short blunt faces

|
and wide surprised eyes, and open mouths as if they really
were surprised. The shoulder marking 1s straight, without a
recurve; there are no rib marks, and almost no leg marls
except at the Jjolnts. The charioteer has the unexaggerated form
of the horizontal profile type, with a very retroussé nose
and a red beard. Hls halr is short and sticks out at the back
as though he had slept on it awkwardly. The eye is small and
set back In the head, and his mouth 1s small and pouts. He
wears a Robin Hood hat and a white chiton, and could well be
a more careful product of the hand which produced #*%gl, 55
and the other kalpis #56,

In the Barelss collection in .Munich there 1s a kalpis,
%58 (plate 67), wi? “spicture on the shoulder, like 56 and
#57. Beazley did not attribute this vase, but knew of it,

and his annotations on the mount of his photograph of it
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suggest a conparison. The Barelss kalpils hes nine-leaved pal-
nettes with hearts in the spandrels formed by thelr tendrils,
in a chain across the handle zone, tongues below the plcture,
and the net pattern at the sides of the scene that we saw on
the Wlrzburg pot #56. The picture shows a warrior mounting his
chariot, watched by an archer in a Scythian hat, standing by
the horses' tails, and an old nan sitting on a block stool

by their heads. The figures have small bodies and large

heads; like the horsemen on the Wirzburg vase, witﬁ a large
eye for the size of the head. The cherioteer and the archer,
l1ike the horsemen on the Wirzburg vase, appear to be grinning,
because the mouth is shown by a line which tilts upwards. The
charioteer's profile is like'that of the rear horseman on the
Wlrzburg vase, with a small nose and an indeterminate chin.
His hair is arranged in the same way, with the rolls above the
forehead and on the neck; unlike the horsemen, he wears a
white petasos and carries a shleld. The horses are very llke
those on #57, improbably long in the body, with a long smooth
shape to the head and few body markings. Like those on 56
they have large round eyes and seem restive. The harness is
shown in the same way on all three pots, the headstall with
singie incisions, and the breastband, where it occurs, by

double 1incisions with red paint between them. The tails and

manes are red too, and the talls have a wavy contour along the
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upper edge. The style of drawing resembles that on %56 and #57,
and 1s likely to be by the same hand.

In the Keramelkos :luseum there is a late black figure plate
#59 (plate 67), which comes from the Mourners Workshop (29).
It has an animal border, of boars and lions faclng one another
in pairs. The ground line of the plcture cuts off a section
of the tondo which has a pair of llons growling at one another;
otherwise the scene fi1lls the tondo. This shows three men
returning from the hunt, one riding a nervous horse and the
others on foot. The rider has a dog who stands beyond the
horse. The man at the rear of the party carrles the guarry,
and hils dog Jjumps up at 1t. The plate has been extensively bro-
ken, and some fragments of it are missing, including those which
showed two of the heads. However, the man at the front of the
contingent, at the right of the picture, has retained his
head;_His facial proflle 1s a bland one, with a smooth, slig-
htly concave nose. Hls eye is shown by an incised circle with
a tiny stroke at either side; the eyebrow 1is set well sbove
it. The mouth 1s a single inclsed stroke, slanting upwards.
The halr 1s worn In a roll over the forehead and at the nape
of the neck. He has few anatomical detalls - a single collar
bone on his bared chest, a line down hls forearm, a tiny

crescent for the elbow, a large one for the calf muscle. The

legs of the hunter carrying the quarry are marked in the same

b
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way. The horseman has two Incised lines on his calf. His rorse
is long-bodied, with a long, narrow face. Its forelock projects
in a bristly fringe. Its eye 1is an lnclsed circle with a long
stroke running from it down the face. It has few body markings
and no legmarkings at all. There 1s a long slanting line on
the belly, and a squared one for the shoulder. The harness 1s
showp;as a system of single incised lines. The dog beside
the horse 1s the familiar large collie-like creature, with a
head'ﬁhich comes to a sharp point at the muzzle, and a powerful
tall.

The horse and the dog are very like tha animals we have
seen on a number of vases in the Acheloos Painter's circle.
The kalpis #56, a roughly-drawn pot, has a horse which, if
enlarged and given more detail, would be very like the one on
our plate. The man at the rear on the kalpis has a head which
bears a strong resemblance to that of the man at the front of
the party on the plate; the eye and mouth are drawn in the same
way, though more carelessly. On the face of 1t, the plate
relates to this vase, and the two pots could well be by the
same painter at different stages of hls career.
Hand C.

%60 (plate 68) shows Heracles in two stages of his encou-
nter with the Bull; he chases 1t on one side and brings it to

1ts knees to bind it on the other. The Bull itself has some thing
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very like the Acheloos Pailnter's standard quadruped body, with
the appropriate bovine head and legs. Heracles 1s naked on one
side and clothed in a loin cloth and equipped with a sword on
the other, having apparently donned them in mid-fight. He faces
to the right on both sides of the vase. He wears a lion skin
on neither, which 1s coétrary to the Acheloos Painter's practice
and we can see that he has a.body like that of the painter's
less gross komasts, reasonably fit, but fleshy, especlally in
the thigh. The head 1s round with curly hair shown with even
curves from front to back of the head. The nose and beard
are pointed and jut forward, but not so much as they do 1ln the
Acheloos Painter's work. By comparison with his, the treatment
of Heracles on these vases is rather mild and unemphatic, far
more serious and less like parody, but even allowing for other
differences in the palnter's practice as regards Heracles, thls
vase 1s one of the closest to his style in the work of his
immediaste circle, perhaps because of its very lack of emphasis
on anything. The more some of the palnter's imitators chose
to exaggerate certaln features of their figures, the less like
thelir original the results seem to be.

%61 (plate 69), a fragmentary hydria in Florence, shows
a war chariot being harnessed, and the second trace horse 1s

being led up beyond the ones alreedy yoked. The charioteer

survives only as a head and shoulders and part of the arms,
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but was standing in the chariot holding the reins of the yoked
horses. A youth wearing a himation slung over one shoulder
stands by the horses'! heads. Beyond the horses stands a figure
with short curly hair wearing a long chiton decorated with a
plaid pattern. The fourth horse is being led up by & groom wea-
ring a petasos. This figure, the one in the plald chiton, and
the unharnessed horse are the figures on which any attribution
can be based. The figure in the chiton, almost certainly male,
has no parallel in the Acheloos Painter's work; the incised
crisscross on the garment worn by this figure is not found
on hig vases, on which clothing 1s decorated'with red and
white dots and tiny incised crosses. Those of the Acheloos
Painter's men who have short halr generally have a smooth
outline to the top of the head, and ragged incised lines at
the ends at the back of.the neck; they have straight hair,
This figure has the outline of its hair indicated by a series
of regular bumps, llke round-edged serrations, as does Ioliaos
on the shoulder of thls vase and Heracles on #60, as if the
halr were very curly. The most the Acheloos Painter allows his
figures 1s the odd Irregularity in the contours of his heads,
Just to suggest that the halr is not straight.

The damage to this vase has disposed of this figure's face,

but one ear 1s left, and this 1s shown by the shell pattern

often used by the Acheloos Painter, but far more tidily execu-
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ted. The man wearing a petasos, like the departing man cn +50
(plate 59) by Hand A, looks very llke the Acheloos Painter's
work at a superficial glance. He has a long trunk-llke nose
and a jutting pointed beard; his mouth 1s thick and well-defi-
ned. However, the long axis of the head 1s vertlcal rather
than horizontal; indeed the figure has a curiously flat back
to the head, not characteristic of the Acheloos Painter, who
normally rounds the backs of his short-haired heads. The petasos
on thils figure is too small, llke a ;arnival hat, and is perched
precariously on the front of the head. It shows no slign of
haviné been white. On the pellike in New York wilth ﬁhe capture
of Silenos 26 (plate 37), whHich 1s typlcal of the Acheloos
Painter in this respect, the petasos is the right size, worn
firmly square on the head, and it 1s white. The faclal profile
here, like that on %50, one which might well have been produced
by someone trylng to copy the painter's 1ldiosyncrasies closely.
The approximatlon to the face shape is good, but it 1s not
accompanied by the skull-profile to which 1t belongs.

The horse being led up to be yoked 1s a big animal with
a long mean face, more like the Acheloos Painter's men than
his horses. The forelock of this horse 1is bristly, and projects
forward aggressively from the poll, the pricked ears incised
agalinst 1t. The halrs stand clear of the horse's forehead as

if on end. One of the horses on 36 (plate 46) has a staring
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forelock, but 1t is only a rudimentary fringe standing up
from between the ears; here it 1s a great bush. The mane 1s
incised down the entire outside edge with short strokes to show
the hairs, as the Acheloos Painter does elsewhere. The inner
edge 1s shown with a wavy line, which is not hls practice, and
the fetlocks are not incised. The horse is wearing a muzzle;
Xenophon (30) recommended the use of one for a trace horse,
and éictures of horses wearing them in chariot scenes are quilte
common in black and red figure, particularly in black figure
(31), but none of the Acheloos Painter's horses wears one.
This one appears to be an extension of the headstall, made of
leather straps. The headstall here 1s made of the same straps,
held together by round metal rivets, and has the usual cheek-
strap, nose-band, throat-lash and brow-band. Here 1t differs
from the Acheloos Painter's usual method of drawing a headstall
as on 36 (plate L6), where the harness 1s shown by single lines
withgut any Indication of the rivets; the elements of the
hea&stall meet at acute angles not at right angles, and there
is ﬂd brow«band. The markings on the hindquarters of the offside
pole horse differ from the Acheloos Painter's usual ones: there
are usually two straight lines, sometimes parallel. Here the
marks are curves, as 1s usﬁal in the Leagros Group. The horses!

tails are here palnted red, uncharacteristically of the painter'é

usual animal, which may have a thin red streak but no more.
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The youth standing by the horses! heads 1s only partisll;
vislble because of the break in the fabric, but enough of his
head is left for us to be able to see that llke the charioteer,
he had the vertical profile type. The nose 1is slightly aquiline
and the chin long and rounded, unlike those of the Acheloos
Painter's men who are clean-shaven, with the exception of the
Apollo of 18 (plate 26). The hair is not unlike his at the
front, but not at the back. Here it is of medium length, rolled
up at the back of the neck, but not in the usuai krobylos,
and also rolled above the forehead. Some hair seems to 1lie
flat across the forehead below the roll, indicated by incised
wavy lines which continue down in front of the ear to form ring-
lets not unlike those worn by Apollo. Very few of the body
marklngs are visible; those on the chest are like those used
by the Acheloos Painter, but the line along the thigh merely
runs parallel to the rear edge, instead of slanting across the
thigh towards the knese.

é‘On the shoulder of this vase there 1s a version of Hersacles
and ﬁhe Lion, who grapple on the ground, the Lion clawing
Heracles' head. They are watched by Athena, seated at the right
on a block stool, with her feet polnting away from the fight,
turning back to gesture encouragement with her hand ang spear,

She has extraordinarily long ends to the overfold of her peplos,

or perhaps a short himation, arranged over her elbows to hang
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down in points, striped in red; her helmet has a crest so big
thatzit overlaps the tongues at the top of the picture. Iolaos
haes a himation, also striped in red, draped over the arm with
which he makes a similar encouraging gesture. He also sits on
a block stool, unusually for him as he 1s normally standling
ready to help. Behind Iolaos 1s a third, female, watcher, also
seated, and holqing a long sceptre. In this plcture Heracles!'
clothes and equipment hang above the combatants in a single
group; the Acheloos Painter usually hangs them in two, though
the composition here would have had to be entirely different to
allow this. Iolaos has his own club, as he sometimes does, 1n-
stead of holding Heracles'. Both he and hls principal have a
head like that of the figure with the plaid chiton in the body
picture. Heracles has some interesting curved marks for ribs
at the edges of the rectus abdominis, and these are not a
feature of the Acheloos Palnter's work, or of other work in
his immediate circle. The short curly halr of Iolaos and of
the figure in the plaid chiton 1s so like that of the Heracles
of %60, as 1s their build, that they should be the work of the
same ;rtist.

62, an extremely fragmentary hydria in the Louvre (plate
70) has a lyre player with a head like that of the youth by

the hoses' heads on the Florence hydria fragment %61, with long

sideburns shown by wavy lncislions, and a spiky profile. His
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hair 1s in a krobylos, not rolled loosely, but the faclal type
is tﬁ; same.
Hand D.

%63 (plates 71 and 72) is a puzzling vase. Its two sides,
according to Beazley, are by the same painter, but one of them
is much more like the Acheloos Painter than the other. The
pictures are of Achilles and Ajax playing, and a komos, the
komos being the picture more like the work of the Achelcos
Painter. It 1s very sketchily drawn, with scratchy inecislons,
and plainly has its roots in 15 (plate 21), which shows precisely
the same kind of komos, even to the woman belng lifted in the
centre. 15 has two other komasts beside the one lifting the
wamén, this vase has three. The 1lifting man 1s slightly obs-~
cured by the break in the middle of the picture, but we can
see that he has the woman perched on his left shoulder, as on
15, and 1s holding on to her with the left hand, the fingers
of which appear over her thigh, and grasps a traliling spindly
branch with the other. He dances forward, and looks behind him
over his right shoulder. The woman has one hand behind her back,
and waves krotala in front of her with the other. The 1lifting
komaéts on 15 are in the same posture, except that they hold
the woman with both hands, and the ivy trails have no obvious

starting point. The physique of the 1lifting man on #63 is

superficlally like that of those on 15, but a second look re-
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veals a number of differences, notably in the contour of the
chest. The lifting komasts of 15 have pot bellies and fat, but
not gross, chests. On #63 the 1ifting komast has a comparatively
flat,' thin belly, and a gross out-thrust chest, like those seen
in modern advertisements for chest expanders. The belly lacks
the parallel creases which appear on 15, and the mark indicating
the dimple in the buttock 1s very large. The head is not very
like those of his counterparts on 15, and particularly not the
one on side B, who has a wreath like his fellows. All the ko-
masts on 15 have short hair, the ends of which are shown with
short 1ncisions; the lifting man on side A has no wreath, and
his hair stands up in spikes. We cannot say how long the hair
of the 1lifting man on #63 was, because of the break, but as
no hair appears beyond the break, the assumption is that it
was short. It is flat to the head, as if combed down aard,
and secured by a red flllet, in 1itself not a mode of hairdressiné
practised by the Acheloos Painter's men. The face has a large
saucer eye, a short snub nose, and a sketchy moustache which
has a break between 1ts roots and the two lines showing the
ends overlapping the beard. Although 1t relates to the faces
of the other flgures on the vase, thils face 1s not really
like any of the Acheloos Painter's faces, and is in itself
a good reason for attributing the vase to another hand. The

komast in front of the 1lifting flgure exhibits a feature not
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found in the Acheloos Painter's work; his chest, belly and
pectorals are incised along the outer edge with tiny feathery
lines to indicate that they are hairy. His face 1s prognathous
enough to be ape-like - the mouth ares protrudes almost as
far as the nose. Once again, the drawing of the mouth 1s care-
less, as 1s that of the moustache, and the nose, although poin-
ted, is retroussé. The eye is round and saucer-like.

The other two male komasts are less unllikely as products
of the Acheloos Painter's hand, in that the nose and jaw prot-
rude, and the mouth between them 1s concave, but the drawing
is still scratchy and careless. The komast on the left has
his himation draped round him so tightly that his left arm is
severely impeded. The body of the one on the extreme right has
very few anatomical markings, and they are not those used by
the Acheloos Painter; two vertical lines above the pectorals
near the shoulder, and a palr of very straight collar bones
are the sole marks on the torso. The Acheloos Painter's collar
bones are firmly drawn and have a sharp recurve. The komast's
twisged posture 1s managed much as the Acheloos Painter would,
with the legs and the lower part of the torso in profile, but
the pectorals frontal and the head in profile. Awkward twists
are usually concealed by a convenient garment.

The woman 1is not easily distinguished from the Acheloos

Painter's female komasts, particularly since her white paint
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has rﬁbbed. He normally shows the folds of the garment splaying
from a woman's knee by a series of incisions fanning out from

1t; here the skirt is a flat black area. On 15 the woman is
wearing a panther skin with the head showing behind her shoulder,
and her dress 1s decorated with red dots and dot rosettes. Here
there is the odd incised cross, scattered unevenly over the
ground. The nearer foot was originally designed to be lower

than it now is, and the black silhouette with the incision for

the ankle line appears on the front of the 1lifting komast's knee.

'Ihe other slde of this vase shows Ajax and Achilles
playing, a popular subject for the Leagros Group, but one which
does:hot appear in the Acheloos Painter's work. The figures
in the painting, as Beazley salid, are less like his work than
the komasts, and the general Impression given by the plcture 1s
very unlike the pailnter's work. The composition 1s the usual
one for the subject; the heroes sit on either side of a block !
table, each hold{ng two spears. The one on the right leans for-
ward to move a plece on the board. Athena stands in the centre
holding her spear across her horizontally with her left hand,
and with her right she holds up her helmet as 1f she were arming,
probably to encourage the heroes to do just that. Their helmets
and shields stand behind them. Athena herself is not unlike

the Acheloos Painter's Athena - the one on 10 (plate 15, side

A) 1s a good example of one of the sketchier ones - wearing
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a peplos and chiton with the aeglis on top, and apparently a
himation on top of that, flung over her shoulders like a stole.
The apgis 1tself is perfunctorily indlcated, with the odd
bearéed snake appearing behind the shoulders and at the walistline
1nci$éd against the peplos, and decorated with stippling to
indicate the surface of the skin. The peplos and chiton have
the occasional red dot and incised cross.

The two heroces are shown with long hair down their backs,
and long beards reaching well down their chests. Only Apollo !
on 18 (plate 26, side A) has long hair down the back in the
Acheloos Painter's work, and his flows loose, divided into
locks at the ends. On %63 the hair of the hero on the right
is bunched as if tied in a queuwe, and that of the man on the
left hangs 1n a solid unbroken mass as 1f freshly combed; it
1s edged by a wavy line. The faces of the heroes are very like
those of the komasts; they have large saucer-eyes, and long
pointed moustaches which overlap the beard. Their noses are
pointed at the end but not very long, and the faci;1 profile
is straight. If they were not related to the other side of
the vase there would be no evident connection with the Acheloos
Painter at all, and there is no doubt whatever that it is the

work of a follower and not of the painter himself.'

%6l (plates 73 and 7)) in the Villa Giulia, 1s probably

by the same hand as the previous pot.,
. r ;

The painter was awars of
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the Acheloos Painter's methods with athlete heads, and copled
them fairly closely. He has successfully observed the short
close fitted hair, the line of incisions across the top of the
head, and the lozenge shaped facial profile with its long axls
from nose tip to ear. All the figures have this type of head.
The painter has also been careful to copy such details as
knee-caps accurately. In splte of this the figures themselves
are curliously unlike the prototype. Thelr body-markings differ
from the Acheloos Painter's; i1f he shows the rildb cage on a
profile figure it occurs at the end of the underarm line. Here
it is further back, and 1s a shallow 8 rather than a shallow
double S. In the prototype the line slmost meets the upper of
two llnes Indicating the ribs themselves at a right angle. Here
it do?s not meet the line, which slants downwards lnstead of
upwards to meet 1it. The kneeling akontist on thls wvase turns
back to look at the action behind him, holding his javelins
out towards the Jjumper; both sides of the rib cage are indicated,
which 1s not usual in the Acheloos Palnter's work, and here the
collar bones are wide apart, unlike ;heir original, and each
1s a different shape, which may be a result of observation of
contemporary red figure prmctice, which 1s to foreshorten the

collar bones by making them of unequal length and shape. The

heads of the figures on thls vase are Interesting. The long

axls of the head is from top to bottom, but the nosse still
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protrudes like a ski-jump. The forehead-to-nose line 1s quite
markedly concave, with a wide eye beside it. The beard iIs short
and bristly, and the hair is also short, with the strange line
of incisions across the top of it. The moustache 1s indicated
by a pair of short converging lines at the corner of the nost-
ril, and the mouth by a single short line curving downwards
at the inner end. The face of the akontist on side A, in par-
ticular, appears to have been modelled closely on a face like
that of the Jjumper on 12 (plate 17, side B) the difference being
that on #6} the drawing 1s far more crude. It appears to be
good, accurate copy work. This 1s also true of the two plpes
players. Here the originals are often crudely drawn too. Thelr
dress here differs from their original - one has an entirely
black garment, with a white battlement pattern between red dots
down the slde, and the other the battlement pattern between a
black and a white half, but with less pronounced battlements
than on the Acheloos Painter's version, and without contrasting
hems on the black half. The heads are the horizontal type;
the Acheloos Painter's pipers have this too, probably becamuse
he wanted to make the nose and chin distinguishable from the
pouting embouchure needed to play the pipes. In any case, the
angle at which the pipes are played means that the long axisw

of the head 1s almost bound to be horizontal, even though the

head itself 1s not particularly long from front to back. This
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1s true of both the pipes players here, and on 12, although
the former are not like the latter except in the most general
way. Both these wear beards, the one on 12 doces not. Like the
athletes they have the line of inclsions across the top of the
head; the player on 12 has them across the hair-line.

%65, which appears to connect with 64, is a pelike in
Dunedin (plate 75). It belongs qulte early in the series, be-
fore the pictures on pelikal were framed on all sides, and 1t
has palmettes across the top. One side shows a gigantomachy
and the other a rhapsode standing on a platform, between a
standing man accompanied by a bitch with a bone, and a seated
man with a staff. Thls side is more scratchlly drawn than the
other, and than the athletes of *6&, but there is still a marked
resemblance between the figures on the two vases. The heads
of the rhapsode and the pipes player with the white battlement
pattern on his chiton are very similar, and the akontist next
to the pipes player also resembles the rhapsode. They have thin
splky noses and beards with small pouting lips. The concave
forehead-to-nose line and the saucer eye correspond. The head
of the seated man to the right of the rhapsode could be g
carelessly drawn verslon of the head of the akontist on 6l.
The épofile 1s much less delicately drawn from forehead to
nose tip, but the overall head shape i1s the same, with its

round crown and high roll of hair above the forehead. Both
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have saucer-eyes, a short, blunt beard covering most of the
Jaw, and a faint indication of a moustache. The seated man
appe;rs to have no mouth line.

The glants on side B have a strong likeness to the heroes
of %#63. The standing giant on the left wears a breastplate
and a himation tied round the walst like the hero on the right
of %63, and the glant on the right appears to have a short
chiton under his breastplate, llke the hero on the left. Athe-
na wears her aegls, with its complicated snaky edge, over her
peplos. She does not wear a chiton as she does on %63, and she
is active, not stationary. The way the snakes are drawn on her
aegi§ 1s very like that on %63, hissing and bearded. Athena
and ?he glant on the left wear helmets with very tall, stilted
1ong“tailed crests, like those on %63, with incised lines a
little inside the edge of the crest and outlining the eyehole
on the giant's Corinthian helmet. Both the standing giants
wear plain greaves like the heroes; all the flgures on both
vases have rather short feet. These likenesses, and the thin
scratchy line with which they are drawn, suggest common author-
ship for the vases, as does the similarity of the contour.

%66 (plate 76) is a cylinder lekythos shéwing Heracles
mounting & bema to play the kithara. To his left is a woman

seated on a camp stool holding a flower, and behind her is

a portico shown by a column and a section of architrave.
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To the right of Heracles is Athens, sitting on another cemp
stool, and gesturing encouragement to him. Heracles 1s fully
dressed in his lion skin and a short chiton, and 1s armed with
his sword and his bow and quiver strapped to his back. In the
backé;ound there is a spindly tree with white fruilt. Heracles
is 1érge and bulging, like the Acheloos Palnter's Heracles,
with fat thighs and round shoulders. The head is not well drawn,
but tends towards the horizontal profile type, with a long
mouth and & short beard. The lion skin arranged round his head
is not very like that shown by the Acheloos Painter - the eye
is too large and the muzzle too like that of a dog. The ears
are round, rather than the famililar leaf shape. The lion does
not appear to be as dead as the Acheloos Painter's skin. Her-
acles has few body markings; there 1s the familiar curved line
on the thigh, and the hook for the ankle. The lion skin has

a stippling of pairs of tiny incised strokes, and the mane
behind the head, as does the Acheloos Painter's version. The
woman has a very large face in proportion to her head, and

a pointed cranium, neither of which 1s &8 feature of the
Acheloos Painter's women. She does not look like hils famillar
confident female type, and nelther does Athena. Heracles has
a wizened-looking face, like that of the rhapsode of #65. The

quality of the incised line isvery like that on =8l and %65,

thick but scratchy. This picture 1s not very sulted to e
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lekythos, and 1ts artist was perhaps more used to painting
larger pots, as the Acheloos Painter was when he painted
the Funcke lekythos L48.
Hand E.

%67 (plate 77) 1s, or rather was, a kalpis, damaged
during World War II. Most of the picture survi%es, and appears
to be by a hand we have not previously encountered. It shows
Heracles fighting three Amazons, who are equipped like hoplites
with Corinthian helmets, two with low crests, and the third,
who 1s receiving Heracles! full attention, with a high stilted
crest. Heracles 1s very like the Acheloos Palnter's Heracles,
a tough bulky figure with large thighs, long in the nose and
beard. His lion skin is knotted on his chest by the front
legs, and the rest falls free behlnd him. His body markings
are like those employed by the Acheloos Painter, except that
the calf mark 1s too tight a curve, and the line aiong the thigh
ends too near the knee. The Amazons are very much the standard
female type, with a straight profile. This vase 1s by a very
accurate copylst of the palnter's style. The pattern work
is too careful and elaborate to be hils, and also too fussy -
there 1s a simple maeander above the picture, but below the
picture 1s an 1lvy-trail with heart shaped leaves on S-shaped

stems attached to the main 'stem, with dots between them, a

pattern which does not appear in the Acheloos Painter's work



- 101 -

Yet another kalpis, in Nimes, #68 (plate 77) with the
picture on the shoulder, is very like the damaged kalpis #67
in Sydney. The subsidiary decoration is exactly the same, with
a band of ivy with heart shaped leaves and dots 1n the inter-
stices across the handle zone, and a maeander above the plcture.
The subject is a chariot driven a full speed by a charioteer
with & shield on his back, accompanied by a helmeted warrior
who runs along beyond the horses' talls, and a dog'who runs
beside their forefeet. The dog is in the same position as
the horses, with hls forefeet in the alr, and has a shorter
head than we have seen before, Not much of the bodies of the
figures can be seen, but the charioteer's head is like that
of Heracles on the Sydney hydria, a rather blunt featured face
with a short nose and beard. The charioteer's bulld is more
willowy than that of Heracles, but this is to be expected -
Heracles 1s, after all, primarily a hero of great muscularity.
The warrlor wears a Corinthian helmet with a low crest and a
flat back to the head, like those worn by the Amazons on the
Sydney lekythos. The two vases are likely products of the same

hand.

Beazley's !'Manner' list appears to fall convinecingly into
five hands, which I have called A, B, C, D, and E, to which

some stray vases outside Beazley's list can be attributed as
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well. All of them have characteristics of their own, although
they are obviously quite closely related to the Acheloos Painter
in styls.

Hand A, the author of the Rothschild hydria =51 and 1ts
relatives, was plainly overwhelmingly interested in plctures
of horsemen. He seems to have specialised in hydrial, apart
from the amphora 50, and found the square panel on the belly
of the vase a good shape to fi1ll with his riders and their
tall horses, His style is often very close to that of the
Acheloos Painter; as we saw, the face of the departing warrior
on #50 1s a good example of the kind of work an enthusiastic
imitator might produce. The hydriai are less close to their
original, but the heads are still very like the unexaggerated
form of the Acheloos Painter's horizontal head type. A wish
to arrive at the same effect has led to a curiously dished
profile, as 1f the figures had been punched on the bridge of
the nose. The horses are distinctive, with their long mean
faces, but the dogs are virtually indistinguishable from the
Acheloos Painter's canine population. The cholice of subject
and the composition owe very little to the Acheloos Painter;
he was not particularly interested in horsemen, and his comp-
ositlons are not normally crowded. They are more often closed

by a'twisting figure at the side of.the pilcture, or at any

rate a figure facing inwards. Hand A's pattern work is slightly
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more carefully executed than that of the Acheloos Painter; the
Rothschild hydria has alternately tilted palmettes all round
the picture and not just beneath it. The Paris hydria #53 has thé
whitq neck with the birds among the florals, possibly painted
by a different hand from the figures (32), but also has the
alternately tilted palmettes below the picture.

Hand B was responsible for #5}, the amphora with athletes,
the volute krater in Reggilo #55, two kalpides 56 and 57, and
the Kerameikos plate 58 with horsemen. This painter had one
very distinctive head type, which reappears on all these vases
on one or more of the figures. It 1s a small round head, baby-
faced, w;th a retroussé nose, a small mouth and a determined
chin. The drawing of this face iIn particuler is simple but a
little tense, as iIf the graver had been held in a tight fist,
closé to the point. The interest In anatomy 1s more marked
than‘in the Acheloos Painter's work, and the painter 1s bolder
in his attempts to use poses which will give him an opportunity
to display hfs abllities, which are limited. His interest
occasionally leads him to make some gross mistakes, such as
the front horseman on %56 (plate 6l), whose anatomy is hope-
lessly confused. He 1s far less good a draughtsman than the
Acheloos Palnter or Hand A, but we can see some differences of
quality within his work. The Keram;ikos plate shows something

which must approximate to his best work, and the kalpis in
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Wlrzburg #56 must represent the lower end of the scale. In this
painter's work the subjects and compositions owe more to the
Acheloos Painter than those of Hand A; the figures are obviously
related, and the baby-faced head has 1ts counterparts - ances-
tors - in the Acheloos Painter's own work, the Apollo on 18
(plate 36) for example. Occasionally Hand B achieves a head
with a resemblance to the Acheloos Painter's horizontal head
type, as in the case of the piper and tralner on *%854. His choice
of sﬁbjects i1s less limited than that of Hand A, and the subj-
ects he does choose are much the same as those of the Acheloos
Painter, the horsemen on the Keramelkos plate being the excep-
tion.

Hand C painted the harnessing hydria %61, the amphora
with Heracles and the Bull %60, and the hydria fragments :t62.
The latter had a chariot scene, possibly Heracles! introduction
to Olympus. This painter seems to have been an enthusiastic
Imitator of the Acheloos Painter's style, like Hand L, iIn that
he tried to achleve a face like the Acheloos Painter!'s horiz-
ontal type, and sometimes succeeded in producing some thing
very like it, at least superficially, particularly the man wea-
ring the petasos on #61. The horse, 1like those/of Hand A, 1s

mean-faced, 1f anything more so than those of Hand A, and

certainly more so than those of the Acheloos Painter, whose

horses are less like cardeatdres than some of his human figures



- 105 -
This hand departs from the Acheloos Painter's usual practilce
of delineating harness straps by single incisions, and shows
straps with parallel lines held together by circular rivets
at the intersections. A head type which 1s distinctively the
work of Hand C appears on the harnessing hydria and again on
the fragments #62. Both have a vertically emphatlec face, with
long hair which has a lock in front of the ear and a roll above
the forehead of the beardless face. A second distinctive head
is that given to Heracles on #60 and to the figure in the plaid
chiton on #61, The hair isc¢onceiwd as a series of bubble curls
over the top of the head; the effect is unlike the Achelooé
Painter's short haired men, who normally have straight hair,
often rather shaggy. The one figure with short curly hair,
one of the athletes on the Basle amphora 23 (plate 33), has
very shy retiring curls across the top of the head for a short
distance, not these bold regular ones. None of these vases shows
much talent for irony or parody, the Acheloos Painter's own
speci;l talent. #60 1s rather feeble in general effect, because
of its lack of emphasis on anything, and succeeds in imitating
the Acheloos Palnter's style of drawing extremely closely,
where some of the other hands fail by trylng too hard and stress-
ing the wrong things. The figure in the petasos on the harnes-

8ing hydria 1s a good example of thils faillure; obvious features

such as the nose and chin are stressed, at the exXpense of the
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overall silhouettes of the head, and the result 1s surprisingly
unlike the Acheloos Painter's work, in the end. This hand seems
to have worked close to Hand B, who also produced baby faces
with rolls of hair above the forehead, but was capable of
much greater elaboration in his figure drawing, as is clear
from the Dionysos on the hydrias fragments and the patterned
effect of the precise incisions of #61.

Hand D painted the odd vase with Ajax and Achilles %63
the athlete vase 6}, the gigantomachy pelike #65, and the
lekythos #66. These vases display a taste for mythology and
actio; painting, though not very violent}action. Tﬁa giganio-
machy and AjJax and Achilles are not subjects illustrated by
the Acheloos Painter. The athlete vase pd&inly had 1ts origins
In the Acheloos Painter's own athlete vases, and the head types
are copled from those of his athletes. On the other vases
the head types are not very like those used by the Acheloos
Painter, and the resemblance is more of size and eontour, not
of any given detall. The komos on #63 is the obvious point of
eontact, apart from the athletes on #6L, and the fat dancing
komasts are arranged in a composition so like those of 21
that their inspliration must have been that vase or something

very like it. The rhapsode and hils audience on #65 have heads

like some of the figures on #6lf and %66, drawn with scratchy

detall, which 1s plainly based on some of the Acheloos Painter's
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less exaggerated horizontal head type. The incision used by this
hand is not very selective, and frequently compllcates rather
than elucidates the figures; 1t has much of the scratchy inde-
cisive quality of some of the Acheloos Painter's own late
work. It makes some of the figures, particularly the rhapsode
and his audience on #65 look wizened and a little ape-like.

Hand E was the painter of the two kalpides, #67 with
Heracles and the Amazons, and #68 with the chariot. Both these
vases show speedy action. The chariot's movement on #68 1is
beautifully complamented by the running dog, and Heracles sets
about his opponents purposefully. The latter vase presumably
represents the painter's more careful and complicated styls,
whereas the chariot kalpis 1s simpler and less tidily executed.
The Sydney kalpis has its figures deployed to get the maximum
effect from the contrast of black and white areas. The work
of this hand 1s not unlike that of the Acheloos Painter from
the polnt of view of 1ts figure work, but the interest in
violent actlion 1s not his; the drawing 1s rougher than most
of his also.

All five hands are interesting, in that their work can
be so llke that of the Acheloos Painter at a superficial glance
and so unlike him on a closer acquaintance. They appear to

have been aiming at different effects when copying his style;

some, like Hand A departed from his subject matter, but achieved
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figures very like his; others, like Hand D, although they occas-
fjonally made closer copies of his work, generally used the
overall type, and achieved figures which owe something but
ceased to bear a very strong resemblance to hils. Hands D and E
presumably came into the circle later in the Acheloos Palnter's
career than some of the others; the prototype they appear to

o
be following 1s later than that used by hands A and C. Hand B J
seems to belong to the painter's late maturity, when some of ﬂ
his figures bear the blunt profiles which relate to those on
Hand B's vases. All of these palnters have some vaseswhich are
more like the Acheloos Painter'!s work than others, and this 1is
presumably because they became less eager simply to copy as
time went on. The vases least like the Acheloos Palnter are
no doubt later than the others. Occasionally some of the hands
kept a close eye on the others; Hands B and C seem to have
relled on each‘other, and 1t 1s probable that they all did
to some extent. Oddly, none of them seems to relate, except
in the most general way, to the other group of vases which appear
to bé‘the work of a pupll or colleague of the Acheloos Painter,

the Group of Louvre F 31L.

The Painter of Louvre F 31L.

The Acheloos Painter's work relates very closely to a
group of nine vases known orliginally as the Group of Louvre

F 314, and later attributed by Beazley (33) to one hand. He '
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sald in ABV that the vases were 'near the Acheloos Palnter.
The people look quite like his, but as if they had been knocked
on the head.' The group consists of seven stamnol, & neck
amphora and a lekythos. All the stamnol belong to the late
Leagran period, that 1s to say the last decade of the sixth
century, and this suggests that the painter was a pupil, or
at least a rather younger colleague, of the Acheloos Painter.

The potting of the stamnoil differs within the group, as
Miss Philippakil pointed out (34). #74 (plate 80) in the
Metropolitan Museum, belongs to a class which lncludes two
othe#; very like 1t in shape, but Antimenean in decoratlon.
*69,:a bigger, equally heavily proportioned vase (plate 78)
belongs to the class of Louvre F 314, which also includes an
Antimenean stamnos. #75 (plate 80) is yet another large vase
which displays many of the characteristics of both classes.
All these pots are heavily proportioned, and the diameter 1s
almost equalled by the height. They have a wide mouth, a wide
neck, and a thick low foot. The shoulder is wide, allowing
room for the shoulder scene which appears on some of these
vases. Three smaller stamnol belong to Philippakit's Miniature
Class C, to which also belongs one decorated by the Michigan
Painter. #76 (plate 81), the single neck amphora, has a flatter

shoulder than usual, which 1is decorated with a separate picture,

and the lekythos #77 (plate 82) is a fat, conventionally decorated
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compromise lekythos.

The schemes of decoration on these stamnol differ as
much as the potting - some are given zones, like #69 (plate
78), others, like #74 (plate 80), have their decoratlon trea-
ted as two large panels on either side of the vase be tween
palmettes. Sometimes the zones continue all round the vase,
rather than being interrupted by the palmettes. The pictures
are well-organised and thought out, and hang together well
even when they form a long strip which can only be fully
understood by turning the vase.

The subjects occupy a rather limited range: athletes,
symp@sia, komos, chariot races, and a Dionysos with satyrs and
maenads, all subjects treated by the Acheloos Palnter as well,
komos more frequently than most. The figures themselves can
be seen to become progressively less like his, presumably as
the Painter of Louvre F 314 became more experienced. Beazley's
description of thelr appearance 1s quite right as applied to
the male figures - they are very like those of the Acheloos
Painter, but with a slightly more rounded head than he draws,
as on #74 (plate 80). The painter has absorbed from the Acheloos
Painter the less exaggerated horizontal head type, and in the
case of Dionysos, the way in which the bilg wreath emphasises
the length of the head from front to back. The size of the

figures and their generous curves are a legacy of the Acheloos
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Painter, as are the precision with which the contours are
executed and the economy of inner detaill. The flgures might
almost be from his own hand, but for their oddly restrailned
behaviour, and some of the minor anatomical detall. 70 shows
much the same characteristics: it has a komos which owes a
good deal to the Acheloos Painter, and a pair of racing charlots
which owe perhaps rather less. All the figures are notable for
their clear and simple use of incision. The kamasts are not
unlike the plump figures of which the Acheloos Palnter was
so fond, especially in the long profile of the head, but the
action 1s once more noticeable for its odd sense of restraint.
The goats on the shoulder are more goatlike and less humanold
than his. The racing chariots are more overlapped than the
Acheloos Palnter ever draws them, and the painter has used
a wh;te horse to differentiate the team of the front chariot
a little. The charioteers show yet another faclal type which
1s a derivatlve of the Acheloos Palnter's style; it is very
like some of the athletes! heads, with a roll of hair above
the forehead with an incised line behind 1t. The nose 1s long
and pointed, and the eye 1s piggy and small.

*75 (plate: |, 80 ) begins to show signs of an increa-
slng difference. The figures are still very like those of the

Acheloos Painter in their contours, bulging, with overstuffed

bottoms, but thelr heads are now noticeably rounder, and there
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1s more anatomical detall then before, some of it wrongly drawn.
One of the boxers has collarbones on an otherwise good back
view. One of the trainers, however, has his feet facing left
and looks back at the runners over hisright shoulder, showing
a correctly-suggested three-quarter back view - a step towards
reallism by a generally more than adequate pupll.

The boxers on #69 (plate 78) are shown in violent action,
and are much less restrained than the figures we have yet seen,
and are much less like the Acheloos Painter's work. They seem
to be more influenced by red figure - there 1s a greater use
of anatomical detail, and more attempt to show the figures 1in
twisted postures. The bodies are also much fitter, and less
curved than before, with smaller heads 1in proportion to the
body, with a bullet shape. The symposlasts on the body are
less carefully drawn, but the big wreaths and noses are more
like the Acheloos Painter's prototype, and relate closely to
the Dionysos of #74 (plate 80). The charioteers in the lowest
zone are nearly simple sllhouettes; they have the big roll
above the forehead, snub noses and pointed heads, frequent
features in the Acheloos Painter's circle.

The single neck-amphora of the group, #76 (plate 81),
has a shoulder scene with a chariot race, and a symposion on
the body, which runs continuously, unbroken under the handles.

Here the stamnol appear to have exerted influence on the way
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the decoration 1s organised on the amphora, and not vice versa.
The figures are not much like the Acheloos Painter, and the
dogs are not at all like his - more like lap dogs than the large
colllies we have seen hitherto. One of the women wears a mitra,
which the Acheloos Painter's women never do, though one of hils
male komasts wears one on 15 (plate 22) (35). The drawing is
much neater than his, and the figures less monumental. The
anatomical detall is very like his, but the contours are not.
Noses are needle-sharp, and eyes are huge. The lotus and
palmette chain on the neck has horizontal incisions on the
lotuses, not a feature of the Acheloos Palnter's work, though
found elsewhere 1n the Leagros Group.

The organlsation of the composition on the compromise
lekythos #77 (plate 82) and the impressive size of the figures,
for the slze of the pot, suggest that this painter was more
successful in palnting small vases, although he chose to
decorate stamnol, and thils may partly explain his tendency
to split the avallable field into zones. He was more interested
in anatomical detail than the Acheloos Painter, which may be
a result of his being at work later,vand his insistent and f1-
nicky use of incised line is not very like the Acheloos Painter,
whose use of line is far more perfunctory and less emphatic,

resu}ting in bigger looser figures. The Painter of Louvre F

314 has lost the Acheloos Painter's sense of grandeur; though
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he paints the same kind of figure, and his cholce of sub jects
falls within the same range, the life and the sense of fun
have gone out of them.

G: New attributions to the Acheloos Painter.

37 (plate 47) 1is a kalpis with the plcture on the body; 1t
shows a man trylng to molest a woman who 1s drawing water at
a fountain. The drawing is sketchy, and the subsidlary pattern
frankly scruffy. Both the figures have the vertical type of
profile; the man's beard is short and his moustache virtually
non-existent. He has almost no body-markings - the thigh mark
the knee squiggle, one shin-to-ankle marking, one rib 1line,
an elbow. He 1s fairly slim with a deep chest, and wears a
himation tled round his walist 1like a loin cloth. His hair is
short with a deep roll above the forehead line and bristly
ends at the back of the neck. The ear pattern is the lobeless
shelillike type used by the Acheloos Painter for some figures.
He has a small plggy eye. The woman steps towards the fountain-
house and reaches out her hand to the hydria handle, and the
pupil of her eye 1s so placed that she seems to be intended
to be read as reaching for the hydria to retaliate, while
appearing to look at her attacker. She wears a chiton and
a himation on top of it, dotted with red. The himation falls
into sharp polnts wlth zig-zags fore and aft, and her skirt

into a few pleats at the front. These are shown by the quick
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sketchy incisions used by the Acheloos Painter in his less
careful work. This is the only vase in the 'Manner' list
which shows a real gleam of humour, &S the komos scenes,
some of which seem to be his too, are good representations of
that kind of party, but nonetheless serious, and for that rea-
son alone it 1s tempting to suggest that the painter himself
was responsible for this vase, perhaps rather late in hils
career, when we find other figures with these blunt features,
and the looser style of drawing evident on this pot.

;20 (plate 30) shows Heracles and the Boar. Heracles 1s
naked except for his lion skin, which 1s knotted on his chest
but otherwise hangs free; the Boar takes up the rest of the
picture, and Heracles is pushed to one side. The Boar is
closer to the Acheloos Palnter's type than Heracles; it has
the rib marks along the flank, the two lines on the stifle
and the short parallel lines behind the elbow. It also has
a spotted throat. It is without the curved mark for the
shoulder; the legs and trotters are treated in the usual way.
Heracles 1s not the hulking figure we expect to see, but com-
paratively svelte with & narrow body and a flat stamach; he
has huge thighs with a muscle mark close to the edge at the
rear, and the knee‘is shown with two U-shaped incisions instead
of the usual squiggle. Above the right wrist 1s a tiny incision

which 1s rare in the Acheloos Palnter's woerk. The face 1s long
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with'a smooth faintly dished profile, and the nose 1s not
promihent. Facially and bodily he corresponds to the Acheloos
Painter's serious figures. The hero's possessions hang 1in the
background tree, a quiver and a sword, and his clothes. The
s;abbard of the sword 1s striped with diagonal incisions in
groups of three, and has a white chape and straps. The sword
has a white hilt and quillons. The quiver has a white end and
strap, ared stripe down the centre, a dotted border to the 1lid,
and a zlg-zag across the top. The clothing is folded and dotted
withred. Heracles 1s usually naked only when fighting the Lion,
in the Acheloos Palnter's work. Elsewhere he wears its skin
or the skin on top of a chiton. He is not invariably equipped
with all the possible weapons, as here, but when they appear
they are llke these. The subsidlary patterns on thls vase are
indlstinguishable from those on the certainly attributed ones.
In short, there are a few features on this vase which differ
from the Acheloos Painter's normal practice, but not so severely
that this could not be his work. It is likely that it is his,
though a more sober treatment of the subject than usual.

21 (plate 31) in Honolulu, is a neck-amphora originally
attributed by Beazley to the manner of the Acheloos Painter.
On one side there is a fight, and on the other a komos eXtremely

reminiscent, as Beazley himself said (36) of Wlrzburg 207, 19

The komos consists of four men, three of them naked exXc=p: ror
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big wreaths, and the fourth with & himation slung round his
elbows. One of the kamasts kneels in the centre, clutching
the ivy branch which tralls across the pilcture. The other
two naked komasts dance round him, one hand on hip and the
other arm arched beside the head. The komast with the himation
moves out of the picture to the left. The quallity of the inc-
ision 1s firm, clear, and rather thick. The figures have
collar-bones and pectorals, creases on their plump stomachs,
the iong line along the edge of the thigh and the outside of
the ?prearm, and the Acheloos Palnter's standard knees and
elbows. The komast on the right has the horizontal profile
type, though not in an exaggerated form, and the others have
the vertical type. Body contours are broad, generous and con-
fident. The style of drawing 1s relaxed and firm, and shows
signs of interest in foreshortening as on 19 (plate 28) and
appears to be contemporary with that vase.

The fight on the other side seems to be a rare excursion
by the Acheloos Painter into military affairs, and shows con-
siderable originality in i1ts composition. A four-horse chariot
1s driven at speed between two hoplites who were fighting,
and the horses rear over one of them, who has fallen under
thelr hooves. Beyond the horses 1s the second hoplite, who

has lept back out of the way. The quality of the drawing is

like that of the other side, with firm incision, sparsely used
. ’
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and again the figures are big, confidently drawn, and arranged
for maximum clarity. The vaee 1itself has a high flat shoulder,
and a thick disk foot; the body tapers gently but firmly
towards the foot. Both shape and drawing suggest that the
vase belongs to the painter's maturity, contemporary with
18 and 19.

28 (plate 39) is a pelike in Cambridge, with a tall, narrow
neck, & rolled 1lip, and a simple echinus foot, very like the
one with the satyr and maenad 27. It shows two komos scenes.
On the front two men are carrying a third on their shoulders.
The carrying men are arranged like the two halves of a pantomime
horse, the front one standing nearly upright, and the back
one bent nearly double, holding onto the body of his burden
with one hand, and his stick with the other. The man being
carried lles back, supported at the shoulders by the man at
the back, and with his knees hooked over the shoulders of the
one at the front; he plays the double pipes as the party moves
forward. Some tralling branches fi1ll in the background space.
On the other side the pipes player walks behind the others;
at the right of the plcture a komast bent even more exaggeratedly
double than before carries, seated on his shoulders, a third
man who sits serenely, one knee cocked, gesturing to the pipes

player. Hls porter holds the other, bent leg, with one hand,

and a drinking horn with the other. The background is filled

t
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with spindly branches as before.

All the figures except the man at the rear of the 'pantomime
horse' have big wreaths, either of the kind with huge branches
fore and aft, or that made with blg ivy leaves. The figures
are either naked or have a himation tied round them, and the
front man on side A has boots. Bodies are tall, muscular,
and slightly paunchy, very much the physique we expect of
the Acheloos Painter's komasts. Body markings are extremely
selective, but those present are very much hls - the line
along the edge of the thigh at the back, curving across to the
kneecap, the squiggle for the kneecap, the hockey stick hook
for tPe ankle. The faces &8ll have the vertical type of proflle
except for the r;clining pipes player, whose nose 1s longer
and lumpier than those of the other filgures. Beards are long
and bristly, and eyes beady. The drawing 1s careless compared
with much of the Acheloos Palnter's work, and the control of
the contours of the figures 1s not, perhaps, up to his usual
standard. The orliginality of the compositlon of the scenes,
and the postures of the figures are well up to the palnter's
best level, however, and the drawlng 1s very like that which
appears on the later large vases such as 25 and 27 (plates 36
and 38), relaxed, selective in the use of detail, with big,
loosely constructed figures. The pelilke 1is, as we saw, potted

like the courtshlp pelike 27, and should fit into the series
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slightly later than 27, roughly contemporary with 25, shortly
before the painter took to decorating small vases. The subsi-
diary decoration conslsts simply of & row of inverted interlaced
buds above the picture, as on the type B amphorae, all of which
belong in this part of his career.

‘A kalpls in the Noble collection 4O (plate L9), with
the plcture on the shoulder, shows two chariots moving forward
at a gallop, and a dog running alongside the horses of the front
one, barking as 1t goes. The charloteers lean back out of theilr
chariots for balance. The standard of drawing on thls vase
is like that on the Berlin kalpis .37, rather crude in detall
as is the subsidiary decoration, but conveys very strongly a
sense of movement and speed. The heads of the two charloteers
are very like tha£ of the man on the Berlin kalpis, if anything
slightly rougher; they have lumpy facial profile with a blunt
snub nose and a short stubby beard. Both of them have a roll
of hair sbove the forehead and squarish ends of halr stlicking
out slightly at the back of the neck. The eye 1s round, the
moustache sketchy, and the ear set well back on the head.
The #Qad, as on the Berlin vase, 1s not particularly long on
either axls. The horses and the dog, like the human figures
on both vases, seem to be from the Acheloos Painter's hand,

perhaps late in his career. The horses have the long stocky

body and delicate legs, and the long head with 1ts red mane;
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the dog has a very similar body, with a well marked shoulder
and a thick tall. Its head 1s pointed like those of the
Acheloos Painter's dogs on other vases. Neither animal has
much internal detail on the body, but the body contours are
very like those on the certainly attributed vases.

38 1s a fat kalpis with the picture occupying the whole
body space. It shows (plate 48) three fat komasts going home
after a party. The one leading the contingent wears & big
wreath and a himation draped round his body, and he plays his
lyre as he moves to the right. Behind him are two men also
moving to the right, the front one dancing, and the other
trying to climb on to his back at the risk of throttling him.
They are both naked, and wear blg wreaths. The vase has become
rather rubbed, and the quality of the incision impaired, but
1t was evidently thick and confident, like that of the Acheloos
Painter's late maturity; 1t 1s very like the incision on
22 (plate 32). The heads of the two right hand komasts are
very like others at this stage in the Acheloos Palnter's work,
not markedly horizontal in tendency, but with blg noses and
beards. The third komast has a more polinted face, the nose sho-
wingithe needle-sharp quality which appears on 25, so that this
vase“must belong to the same stage as 22 and 25 (plates 32

and 36) in the painter's career. The figures are all the

familiar plump middle-aged men, the centre one distinctly fat.
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All of them have fat thighs, the middle one with the line
down the rear edge, knobbly knees, large angular calves,
long flat feet and long flat hands to match. The palmettes
acro§§ the top of the picture are uneven and appear almost as
inebrlated as the komasts - they are the familiar lumpy florals,
drawn competently but without much flnesse. This would appear
to be the Acheloos Palnter's own work, a rough drawing of his
later maturity, when he was begipning to pay attention to
smaller vases. |

‘39 1s a kalpis with the picture on the shoulder. It was
originally listed by Beazley as L 83, and discussed by H.P.

 quatd by Ble

Isler in his book on Acheloos (37); <. *ymade the suggestion
that this was the work of the Acheloos Painter. It shows
Heracles advancing on Acheloos, who gallops towards the left
of the picture, but turns his torso to face us and waves his
left arm wildly towards the plcture frame at the right. His
head 1s large, with a bristly beard and a bushy fringe. His
hair hangs In two locks, one down his back and one across his
chest. He has an eye as round and staring as Heracles! own,
drawn with a circle and two short strokes. The nose is long
and lumpy, and the mouth large and slightly pouting, outlined
by incised lines. The bull body has ribs shown by five short

strokes on the flank, and the shoulder 1s shown by a long curve

nearly doubled back on 1tself. There is a lbng incised 1line on
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the haunch. The leg joints are shown With inclsed crescents,
or, on the front legs, a mark like a hockey stick. The hooves
are pointed, and two of them have a short stroke down them from
the hock. The tail divides into two locks at the end.

fHeracles has a less wild version of the same head - a
lump?.nose, a rather neater lumpy beard, and & round ear; his
hair is short with a wavy edge. He 1s drawn with a twist at
the walst, like Acheloos, so th;t he has a frontal torso and
profile legs; he has collar bones. His knees are marked with
two lines forming a triangle, and one ankle by the same hockey
stick mark as Acheloos has. His torso is roughly triangular,
like those of the sprinters on 23 (plate 34) and his buttocks
are very plump; his calves bulge and then taper to slim ankles
and long flat feet. His club, long and lumpy, 1s propped agalnst
the picture frame at the right, and from either side grows a
pair of long trailing branches; one palr has white cherries,
and the other a white apple.

Both figures are drawn rather crudely; the incislions are
sketchy and the faces clumsy. The contours of the bodies look
like the work of the Acheloos Palnter towards the end of his
intensive concentration on large pots, about the time at which
he painted 37 (plate 47) with the man molesting & woman at a
fountaln. Heracles' head bears a strong resemblance to the head

| .
of the man on the latter vase. This is & small picture on a
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relgtively small pot, and the drawing 1s vigorous. The compo-
sition and the subject matter are typlcal of the Acheloos Pain-
ter, and the vase seems to be his own fairly late work.

41 (plate 50) 1s a very damaged psykter in Brussels. It
has a 11d and tiny string hole handles. Both sides show very
similar groups of komasts, but one 1s so damaged that is 1s
only possible to see two of the figures and a dog with any
clarity. The style 1s closer to the Acheloos Palnter's than
any of the vases we have yet discussed in this section, and
the komasts plainly connect with those of 25 (plate 36). With
one exception they are the plump middle aged figures we expect
and their body markings are the usual ones, particularly the
creases across the stomach, the finely drawn collar bones
and the long line down the rear edge of the thigh, the two
long strokes along the calf. The heads are like the Acheloos
Painter's own horizontal type in its less exaggerated form.

All but two of the visible komasts have the characteristic big
wreaths. The dog handlers and one other have himatia draped
over one arm, falling into sharp points. Two figures have hair
rolled at the nape of the neck; neither of these has a wreath.
The one with the dog is slimmer than the other figures. Beazley

sald that he often found 1t difflcult to say whether some vases

in his ''Manner' 1ist were in fact by the Acheloos Palnter, and

thls psykter must have been one of them. It is not easy to see
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why he had any real doubts, and it is certainly a likeller
candidate for promotion to the status of certaln attribution
than many of the other vases discussed in thls sectlon.

The psykter L2 (plate 51) in the British Museum was said
by Beazley to be near the Acheloos Painter (38) but he did not

include it in ABV or Paralipomena. It belongs to the type

without handles, a very simple shape with a single torus foot
and lip. Most psykters of this type have a double torus mouth.

The plcture 1s continuous round the vase, and shows a komos
The figures are actively dancing or moving along, unlike those
on 41, many of whom are dawdling or attending to their dogs.
Here only one man has & dog, whose lead 1s attached to one of
the struts of the barbiton he carrles as he walks to the right,
playing as he goes. In front of him is a dancing man, one of
his legs kicked up behind him, also carrying & barbiton. Behind
him 1s a man dancing, waving a kylix as people usually wave
krotala. He has a partner who dances towards him waving a
drinking horn. Behind him there 1s a second man with a barbiton,
and another man dancing and waving ivy trails round his head.
Between him and the man with the dog 1s a piper.

All the flgures are once agaln the tall plump komasts we
have seen so often. Their body markings are perfunctory; they

t

have the curve across the thigh to the kneecap, the two short

curves for the knee, and some of them have two strokes down
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the side of the shin. They all have slightly round shoulders.
The two dancing komasts are in a twisted posture, the second
one with his torso turned towards us to show plump pectorals.
The first one, next to the man with the dog, seems confused; 4
the arm with the barbiton is flung out as 1f attached to a fron-i
tal torso, but the arm with the ivy leaves 1s arranged as 1if V
joinéd to a torso with its back to us. The painter appears to
have been in difficulties with the anatomical detall of this
figure. The heads are the horizontal type with a less exaggerate&
profile; the rather blunt noses and beards seem to be trylng
to meet. They have plggy eyes, and all wear big wreaths and
himatia tled round the walst or draped over thelr elbows
like a stole. Their clothing 1s decorated with red dots, and
some have white dots as well; the dog has white dots on his
collar. He 1s an elegant animal, more like a greyhound than
usual, with very long legs and a long pointed head. He has three
strok;s for his ribs on his flank, and two strokes, not quite
parailel, on his haunch. He looks like one of the Acheloos
Painter's animals, but a different kind of dog from the familiar
collle. This psykter appears to belong quite late in the Acheloos
Palnter's career, of about the same vintage as the komos
amphora 25 in New York, and perhaps a little later than the i

Brussels psykter, which shows a sharper style of drawing.

Both vases show one figure with the himation displayed along
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the arm, its gently undulating edge paralleled by several folds
in the material, a treatment which also appears on the himatlon
of the central komast of Euthymlides party on the famous amphora
in Munich (39).

In the Funcke collection of the Ruhr University, Bochum,
there is a fat compromise lekythos 48 (plate 57), probably
by the same potter as the Acheloos Painter's Amazon lekythos
47 (plate 56). It was tentatively attributed to the Acheloos
Painter by Kunisch (40), and indeed appears to be by his hand.
Against a background of grape-hung vines is Dlonysos, lying
on a kline, wrapped in a himation dotted with incised crosses.
A satyr hands him his kantharos. At each side is a seated woman,
one of them holding & child, which puts 1ts arms round her
neck., All of them wear bilg wreaths, except the satyr and the
child. Underneath the kline there 1s a panther with a bone in
her mouth, jumping up like the dogs on the symposion amphora
22. ?he face 1s like that of the panther skin worn by the
wama# on the komos oenochoe 43 (plate 52) with a long nose and
beady eyes. Dionysos too has a long nose and beady eyes, and
a long bristly beard; he has the Acheloos Palnter's horizontal
head type. The satyr has the vertical head type, and a high
roll of hair above the forehead with a line of inclslons on

i1ts crest, as some of the painter's athletes wear their hair.

The satyr's hair 1s long at the back, complementing the beard.
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He has the two long lines on the shin and the dimple on the
bottéﬁ used by the painter to show the muscles, and the hockey
sticﬁ'hook for the ankle bone. Both he and Dionysos have a

long well-defined mouth beneath the moustache. Dionysos 1s the
blg, slightly flabby figure we have seen before in the palnter's
work; the satyr 1s slim and muscular, with the long flat feet
which so often figure on these vases. Both the women are the
large confldent figures the palnter usually shows, wearing
dresses bordered with incised circles, and himatia dotted with
incised crosses. The child wears 1its hair 1in a roll at the nape
of the neck, and has a long nose and a beady eye - 1t willl
obviously grow up to be one of the Acheloos Painter's men with
hog eyes and trunk-like noses. The vine behind the figures 1is
the familiar spindly tree, hung with fat bunches of grapes.

The picture 1s perhaps not up to the Acheloos Painter's highest
standards; it has too many figures, and 1s crowded and visually
a little confusing. Dionysos' head and the handle of the kantha-
ros overlap the border. The scene looks as if it may be & re-
duced version of a larger one on an amphora no longer extant;
the athlete lekythos 49 (plate 58) 1s plainly a reduced version
of the athlete vase 12 (plate 17). The lekythos seems to be
earlier than those certainly attributed by Beazley, and is very
similer in graphic style to 19 and 24 (plates 28 and 35), both

of which show komos scenes. They both belong to the Acheloos
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Painter's middle perlod, before he took to painting small vases, '
and it 1s 1likely that thils lekythos belongs here, as a forerun-
ner of the other three.

In the Nicholson Museum, Sydney, there 1s a fat compromise
lekythos 46 (plate 55), showing Heracles delivering the Boar
to Eurystheus. The shape and the subsidlary decoration are
almost exactly as on the Palermo lekythos 45 (plate 53) with
Heracles and the Bull. It was suggested by Trendall (43} that
the Sydney lekythos was by the Acheloos Painter, and 1f we
compare 1t with the Palermo vase, the two are so allke that they
may well have been made as & palr. The Palermo vase shows 1its
central group of Heracles with the Bull flanked by Athena and
a second female, both seated. The Sydney lekythos shows its
central group of Heracles and the Boar held head down over the
pithos, flanked by Eurystheus about to climb into the vessel
and Athena encouraging her protegé. Heracles! club leans
against the plthos, and his bow and quiver hang in the inevitable
tree. Heracles himself 1s very like the Heracles of the Palermo
lekythos, a bulky figure with a large head and bulging thighs.
The right leg on both figures 1s the following leg, and on
both calves appear the same pair of converging lines. On both
the corresponding thighs the line along the back of the leg
nearly meets the knobbly kneecap. Both Heracles figures are

v H
wearing a short chiton under their belted lion skins. Both have
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the Acheloos Painter's usual Heraclean face, with its glaring
eye, long nose, well-defined mouth and thick short beard.
The Athena on both vases 1s tall and slim, wearing & very high-
crested helmet which overlaps the band of dots at the top of the
picture. Eurystheus looks 1like one of the painter's less over-
welght middle-aged men - possibly he keeps hls weight down by
running away from the results of Heracles' labours - and plainly
has been caught unawares, as his clothing consists of a himation
draped round the :upper part of him. He has & spiky nose and a
long beard. He too has the thigh incision, the calf marks, and
the Acheloos Painter's usual rather plggy eye. He holds out
one hand towards Heracles, and it 1s the hand we see so often
in the Acheloos Palnter'!s work, with the widely splayed long
fingers. It seems, then, that Trendall was right in thinking
that this vase is by the Acheloos Painter, and it seems to date
from about the same point in his career ;s the Palermo lekythos,

in his maturity.

H: The Acheloos Painter's Immedlate stylistic background.

The Antliope Group I was sald by Beazley to form the imme-
diate context 1n which the Acheloos Painter's work belongs.
Thié is a group of some ?wenty vases, including the work of
the Antlope Painter and some others. They are all large vases,
as are most of the Acheloos Painter's own, with large dark

compgsitionscp Most of them show mythological scenes, many from
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the Trojan war. They are all rather serious 1ln mood, and often
rather violent.

A hydria in Munich, L 27 (plate 83) with the death of Troi-
los, 1s a typical member of the group. Here Achllles grasps
Troilos by the ankle, about to dash him on the steps of Apollo's
altar, with Athena standing by as i1f to fend off the Trojan
rescue party from him. Priam kneels at his feet holding out
a supplicating hand. The shoulder picture of the walls of Troy,
occupled by mourning womsn and carousing warriors, should
probably be thought of as part of the same picture. All the
figures are very large; Athena's helmet protrudes into the
shoulder picture, and the kneeling Priam 1s half the height
of the panel. All the figures make grand, spreading silhouettes.
Priam himself 1s very llke the o0ld men seen in the Acheloos
Painter's work - the white-haired balding figure with three
locks of halr hanging down over his shoulders. As in the
Acheloos Palnter's work not much 1s made of the clothes the
flgures are wearing; they are 1lndicated by a few scratchy folds,
decorated with the odd red spot. What is important is the action,
and the most 1s made of the drama of the eplisode, by the use
of big obvious gestures and the clarity of the drawing. Where
the ?igures overlap thelr actions are still clear. The interest
in aﬁatomical detall and complicated posture 1s not great, and

little musculature 1s shown. The physical types which appear
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on these vases are very much like the Acheloos Painter's more
serious work, with long heads and big powerful bodies.

L 31 (plate 84) by the Antiope Painter, in Leningrad,
shows Achilles attaching the body of Hector to his charlot,
and 1s another good example of the style. Here, lnterest is
concentrated in the figure of Achilles, helmet pushed back,
who fills, with the corpse, a good half of the picture space.
He i1s a big muscular figure with a large head and big thighs,
wearing a corselet and greaves and a himation tied round his
walst, decorated with dot rosettes and red stripes, which 1is i
given a few perfunctory folds. Certain small detalls are common "
to this painter and to the Acheloos Painter: red on the beard,
the incised edge of the beard, the straight hair ending in
short 1incisions on the neck, the blg flat feet, the well defined
mouth. The charioteer has the line of incisions across the top
of the head and the red fringe which appears sometimes on the
Acheloos Painter's athlete figures. The composition is not
unlike the Acheloos Palnter's - the same care 1is taken to close
the plcture in spite of the fact that the horses are disappearing
out of 1t, by including a woman standing beyond them facing
inwards - Thetls, perhaps - gesturing towards Achilles who is
faclng towards her. The eye 1s led back to the centre of the
compgsition by thils method, and the Acheloos Palnter uses the

same’' technique. The drawing 1is again more careful and precise
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than in the Acheloos Painter's work, as it 1s on L 27, and
this enhances the gloomy monumentallity of the scene as on L 27
it emphasised the violence of the action by its clarity. The
picture is intense, and there is no sense of the presence of
unnecessary figures or elements in the design, there are no
figurés who are mere passengers, and this too 1s a feature of
the 49heloos Painter's work, although his intentions are usually
far less serious. Every figure and gesture 1s intended to
contribute to the overall effect.

L 93 (plate 85), also by the Antiope Palnter, shows much
the same characteristics as L 31, and bears some comparison
with L 105 (plate 88) also. Here we see Theseus carrying off
Antiope with the help of another warrior, possibly Peirithoos,
and the encouragement of Poseidon. Here, as on L 31, the com-
postion 1s well spaced-out into three vertlcal elements: Posei-
don, Theseus with the chariot, Antiope and the warrior carrying
her struggling in his arms. In spite of i1ts added colour, the
plcture 1s striking for its deployment of large dark shapes.
The figures are bilg and drawn with controlled contours. The
incision 1s thick and confident, and not elaborate, like thsat:
of the Acheloos Painter in the middle of his career. Many of
the detalls are rather 1like his: the concentric circles for
the ear, and the carefully-defined mouth most notably. Many of

these details are the ones he uses, especlally the long line
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at the back edge of the thigh, and the single stroke along the
forearm; others, such as the hook mark on the upper arm, are
not his at all. The large confident build of the flgures is
more like his than any single detail, and the faces, although
shown with a sharp contour, have none of the characteristics
which make the Acheloos Palnter's faces so distinctlve. All
the action of the picture, as so often 1n the Antiope Group,
1s directed towards one part of the picture; in thls case
everyone looks towards the flgure carrying Antiope. He himself,
and Antiope, look behind them at their pursuers. The sense
that she has been removed violently 1s very strong because of
the composition of the scene; thls tendency to use composition
to convey atmosphere as a narrative device 1s very like that
of many of the Acheloos Palnter's Heracles scenes. The Antiope
Painter seems to have been interested in composition as a
narrative device, and more concerned with the contours of his
figurés than with the detall, unlike some of the other painters
of the Antlope Group, and it may be that he passed his interests
on to the Acheloos Palnter.

L 34 (plate 85), which Beazley placed, like L 27, close
to the Antlope Group if not within it, is a hydria with a
scene of Ajax carrying the body of Achilles. This, as occasion-
ally happens 1n the Antlope Group, is & vase so erowded with

figures that the immedlate impression is of confusion and
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and darkness, no doubt, in this case, intentlonal. Ajax and
Achlilles are at the centre of the plcture; Ajax kneels to take
the corpse on his shoulders. Achilles' head 1s bare, with hils
hair hanging. Ajax is helmeted, providing an effective contrast.
Above the head of Achilles is his tiny ghost, fully armed; 1t |
appears again on the hydria L 37 with the sacrifice of Polyxena
at Achilles! tomb. To the left of the central group are two
warriors, and to the right are another warrior and the front
parts of the horses of & chariot team. Figures are large and
bold, the inclisions fine and controlled. Many of the detalls
can be paralleled in the Acheloos Palnter's work - the horse
harness shown by single strokes, the human thigh marks, a
forearm muscle, the careful incision of toes. The artist of this
vase was more interested. in detall than elther the Antiope Painter
or the Acheloos Painter himself, so that fine shield devices
appear in the plcture, a panther head between snakes, a gorgon-
elon, an ivy wreath, the body of a charioct, and Achilles wears
an efaborately spotted chitoniskos, as do the othe;s. Added
colour 1s used sparingly to emphaslse the most important parts
of the plcture. This vase is less llke the Acheloos Painter
than much of the rest of the Antiope Group, both in detail
and mood. The figures have general resemblance to hls in size

and bulld, but are less elaborately curved in contour, and more

carefully drawn.
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L 47 (plate 86), a hydria in the Cabinet des Médailles,
has, oddly both for the shape and for the Antliope Group, a
Dionyslac scene on it. It 1s extremely elaborate both in its
drawing and in its subsidiary patterns - there are palmettes
and ivy round the edge of the 1lip as well as palmettes round
the plcture. Dionysos and Ariadne are seated in the centre on
square stools with white palmette mounts. Dionysos holds
a branch of ivy which confuses the picture with trails which
intrude everywhere; the horses of their chariot come forward
to meet them, and beside the horses at the left of the picture
dances & maenad. At the right of the plcture a satyr attacks
another maenad. The figures are all very close together, and
some of them, Dionysos and Ariadne and the dancing maenad, have
a good deal of inclsed detall on their clothes and wreaths.
The dancling maenad has & spotted animal skin as well as & pat-
terned dress. The horses' heads and harness are drawn with
heavy 1ncision, so that the actual area of black on each
horse head 1s comparatively small. The ivy behind their heads
helps to create a knot of crossing lines at the centre of the
picture. Like L 108, the scene 1s crowded by a seriles of strong
verticals, without a st;ong horizontal, and this seems quite
characteristic of the Antlope Group's more crowded compositions

where 1t 1s not true of the Acheloos Painter's most fully popu-

lated scenes. His symposion on 24 (plate 35) has a man attacking
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& woman as if he were a satyr, like the satyr here; hls satyrs
usually dance rather than trylng their hand with maenads. By
and large, this vase is not very like one of hils, though it
palinly belongs to the same artistic circle, as do all the
Antlope Group vases.

L 68 (plate 87) shows horsemen on the body and Heracles
and the Lion on the shoulder, and has many features in common
with the Acheloos Painter. Here are the large stocky horses
with their long heads and legs, bristly manes and thin harness.
The plcture itself isunlike oncof his in that it is filled with
figures; the space between the horses!' legs 1s fillled with
dogs, drawn with much the same lack of differentiation shown
by the Acheloos Painter between thelr bodies and those of the
horses, but with good observation of their postures. Heracles
and the Lion are treated seriously, and the interest is con-
centrated on Heracles and not on the spectators, but the flgure
of Héfmes resembles the Acheloos Painter's Hermes %ype, a type
which he plainly exaggerated for hls own purposes. He has an
ordinary facial profile, but he also has a large krobylos
bristling from under his petasos. The Athena 1s the large calm
figure we see 1in the Acheloos Palnter's work - she seems to
have interested this painter as little as she interested him.

L 105 (plate 88) shows mounted Amazons on one side and

Heracles fighting Kyknos on the other. Beazley specifically
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says in hils ABV entry that this vase recalls the Acheloos
Painter. The Amazons are more interestingly shown than his

o

though the picture 1s not unlike others in late black flgure. '

They ride forward in their mounts towards the right, and thé!
front horse shies at something out of the picture. Both the ;
bitches which accompany the Amazons bark. at this lnvisible
source of disturbance. The Amazons are dressed as cavalrymen
in hélmets and breastplates, unlike those of the Acheloos
Painter, who wear caps, short chitons and cloaks. Both the horses
are perhaps a little more naturally proportioned than his, and
are rather shorter bodled. The bltches have the collie shape
and white belly which appear in his work; both of them have
the neck ruff and the pointed face.

The picture itself 1is more striking than some others in
the Antlope Group, because 1lts composition 1s clsarer. In
effect there are two figures, well spaced in a big area, and
although they are large and grand there 1s plenty of room;
they are far better spaced out than those on L 68, for example.
They make interesting shapes against thls background, and there-
fore stand out against it In rather the same way as Heracles
on the Acheloos Painter's Apple vase 6; the impact of the plcture
is intensified as much by the clarity of the composition as

by the draughtsmanship. The fight between Heracles and Kyknos

1s more crowded; Heracles and his opponent fight in a central
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group, framed by Athena and Ares. The Athena 1s very
like the Acheloos Painter's own, tall, with a helmet crest
whicg:reaches through the lotus and palmette frieze above the
pictﬁre. She wears a peplos wilth crinkly folds 1n the skirt;
the Acheloos Painter usually shows straight ones. Her aegls
hhs the same big snakes round it. Heracles 1s a figure very
like his, big and muscular, with large powerful legs and arms,
and long flat feet. Here plalnly 1s the physical type used
by the painter for his hero, although he usually gives him his
very distinctive head type.

L 108 (plate 89) shows a wedded couple in a chariot,
accompanied by women and two male figures who look very like
Hermes, wearing a petasos and boots, and Dionysos, wearing a
large wreath. The picture 1is cramped because the figures are
large and dark. The qualipy of the drawing 1s like some of the
Acheloos Painter's more careless later vases, oespecially the
volute krater in Gotha,32 (plate 42) on which there are a
great many vertical incislons, as here. Heads are large, with
blg noses and pointed beards. The horses are very like the
Acheloos Painter's own, with the long body, big face and thin
legs yith Incised fetlocks that we see on 36 (plate L6); they
have the hook marks for the leg joints usual in the Leagros
Group. Thls 1s not a striking or accomplished painting - it has

rather the alr of something run up on a wet afternoon; it does
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however, relate to some of the Acheloos Palnter's less careful
later work, in which the incislion has a scratchy quality, as
here. The composition 1s arranged in a serlies of strong vertlcals;
the Acheloos Painter'!'s crowded scenes, as on the symposion
amphora 2l (plate 35) usually have one strong horlzontal,
which makes the scene more immediately intelligible.

L 109 (plate 90) shows Apollo seated between two Muses
playing his kithara; Hermes sits at the right and Dionysos at
the left. The central group bears a strong resemblance to the
Apollc .and Muses who appear on the Acheloos Painter's 18 (plate
26) ,almost to the expression on Apollo's face. The head type
used for Apollo is very similar, a round head with long hair
flowing in heavy locks over the shoulders and a roll of hair
above the forehead. He sits hunched over his kithara, the plect-
run held 1n front of it on its string. He wears a red striped
himation tled round his waist and boots. The two Muses gesture
towards him, both with their feet facing to the right and looking
back over thelr shoulders at Dionysos, who looks down into his
kantharos. A spindly vine acts as the filling tree. The scene
1s composed as if 1t were a three-figure scene with a couple
of extra figures as padding. Like the Acheloos Painter's own
scene on 18 1t is rather dull, and the figures are, if anything

more ‘stiffly drawn than his. The Dionysos, maenads and satyrs

on the other side are not quite so stiff, but the figures are
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well spaced across the picture in poses we have observed in
other'Leagran plctures, especially Dionysos, holding hlils
kantharos out in front of him with one hand, and a vine with
the other. The satyrs have exaggeratedly lined, carelessly
incised profile hands, and these we have seen in the work of the
Acheloos Painter too. The picture is unusual for the Antlope
Group in that it shows & Dionysiac scene rather than something

more serious and violent.

The Group of Wlrzburg 210 consists of neck-amphorae and
pointed amphorae, and stands close to the Acheloos Palnter and
the Antlope Group I. Their subjects are almost all Dionysiac,
and llke the Antiope Group present an obvious background to
the Acheloos Painter's style. Here we see a large calm Dionysos,
the goat with the aimost-hnman face, the large overdressed
maenads, and the same lack of e;phasis on the detalls of the
drawing.

L 178 (plate 91) the name vase of the group, illustrates
1ts characteristics well. On one side there are Heracles and
Iolaos in a charlot urged on by Athena, and on the other side
Dionysos and satyrs. The Heracles scene is very like the work
of the Acheloos Palnter, with 1ts large horses, drawn as he
does his, and Athena standing by the horses, calm and capable.

She 1s the tall woman we have often seen in his work, her clothes
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indicated with a few lines, her aegis big with its writhing
snakes, and a tall crest to her helmet. Beyond the horses' heads
is a fawn with a small head and large pricked ears like the
one on 10 (plate 15). The Dionysos on the other side 1is less
fully dressed than the Acheloos Painter's god - he has a large
himation but no chiton. He and the satyrs are blg and muscular.
They are drawn with a little unemphatic detail, with lines
whicﬁ vary in thickness. The satyrs have muscular thighs and
fat bottoms. Beyond Dionysos 1s a goat with a humanoid face
and thick spiralled horns. Dionysos holds the roots of the 1ivy
tralls which act as filler, with the familiar long thin branches
bordered with black dots.

L 136 (plate 92) is by the same painter. It shows Dionysos
and satyrs and maenads apparently engaged 1in a square dance
round him. The other side of the vase is more interesting, and
shows Heracles mounting a bema to play the kithara. Hermes
and Aphena watch him. Beside Athena 1s the little fawn which
also%appears on L 178, with large ears and a tiny pointed face.
The ﬁérmes 1s like that of the Acheloos Painter, with his
large krobylos, though the face 1s not so horlzontal. Heracles,
fully equipped and wearing his lion skin 1s plainly another
impression from the Leagran mould, large, muscular, with big

calves and knobbly knees. He has a prominent nose and beard.

Athena has a very scaly aegis with blg snakes and a %ery crinkly
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dress, more fussily drawn than the Acheloos Painter's. This
vase 1s, however, very like the Acheloos Painter's work, and
especially like the Kithara picture on L4 (plate 5) which Beazley
said was a vase almost indistinguishable from this one in style.
The figures on this side of L 136 might, it 1s true, almost
be his, but the Dionysos on the other side, undoubtedly by
the same hand, 1s not very like his; he is too stately and gra-
cious. Much of the detailed drawing 1s rather different from
the Acheloos Painter too - the beard has a neat red edge, rather
than%a thick red patch oceupying most of the outline, and the
anklélbones are a tiny crescent rather than a hook, which,
however, appears on the accompanylng satyrs.

L 174 (plate 93) attributed by Miss Pease to the same hand
as the above two vases, has a Dionysos with two satyrs and a
goat on one side, and a rather more interesting scene on the '
other. Beazley suggested that it might show Perseus and maenads,'
as the young man in the middle has & kibisis on his arm. The
maenads are tall women wearing himatia over their dresses like
stoles and their hair in long locks over their shoulders.
The plcture 1s much more animated than many in this group; the.
second maenad stretches out a hand to try to stop the young
man as he advances on her companion, drawn sword in his hand (42)
There 1s nothing especlally distinctive about the drawing -

the figures really come fram the Leagran stock of figure types



- 14 -

as does the Dionysos on the other side. The goat 1s very like
one $r the Acheloos Painter's goats, with a vaguely human
face; possibly both artists were simply bad at drawing goats.
This onehas white horns which the Acheloos Palnter's goats do
not. Dionysos 1s tall, stately and quiet, and the satyrs nearly
as tall, one rather paunchy.

L 120 (plate 94) shows Dionysos and Ariadne seated in the
middle of the scene, with a dancing maenad with krotala and
a satyr with a kithara to eilther side of them. The other side
shows Dionysos in a chariot with maenads and satyrs about him.
The musical satyrs are the most striking figures, with thelr
long horse ears, blg red beards and tails and exaggeratedly
open mouths. Dionysos and the maenads are very like their
counterparts on other vases in the group. The god 1is a tall
qQulet figure with a big wreath and an impressive head. His facial
type 1s obviously related to that of the Acheloos Painter, with
its long nose and carefully incised mouth; it is a face which
has a cousin 1n the Acheloos Painter's caricature faces. The
maenads and Ariadne comé from the large stock of tall Leagran
women. Dionysos' horses are from the same stable as those of
the Acheloos Painter and the Antiope Group, long bodied, long
headed, and with a few simple body-markings; the nearest horse
has a couple of crescent markings on his shoulder wﬁich are

not duplicated in the Acheloos Painter's work.
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L 192 bis has, besides the Dionysos, satyrs and maenad,
a wheellng chariot, in 1tself a favourite Leagran motif, which
the Acheloos Painter appears to have avoided (plate 95). It
1s accompanied by a running archer who looks back at it. He
wears a soft cap, but a chitoniskos rather than knitted tights.
He 1s extremely llke the other archers who appear regularly
on Leagran pots. The horses are the best thing in the picture,
wheeling on their hind hooves, with thelr heads fanning out in
different directions. The composition conveys the sense of furious
movement very well. The drawing 1s simple and less detailed
than the other side; most of the picture's effect 1s achleved
simply by the shapes made by the horses against the background,
and the rush with which the archer makes himself s;arce.

181S (plate 96) pairs yet another Dionysiac scene with a
departure scene involving a hoplite, and an archer and two old
men. Here again the interest is concentrated in the narrative
element of the picture and the painter has been selective of
detall. The figures are large and drawn with generous contours,
with few lines for muscles or folds of clothing. Those incisions
there are are drawn with considerable precision and neatness.
The Dionysilac scene 1s lively, with a dancing satyr and a more
soberly behaved one elther side of the god, who holds & more
v{gorous - vine than we have seen before in one hand, and his

kantharos in the other. His vine wreath 1is neat, and so is his
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clothing. The satyrs break up the pilcture space in an Interesti-
ngly lopsided manner, but the composition 1s sti1ll essentially
the three figure type used by the Acheloos Painter often 1n
his more serious work. This 1s true of the other side of the
vase too, with 1ts departing warriors. The figures are arranged
to fall into three clearly defined shapes against the red back-
ground. Once agalin the figures are blg with very little internal
elaboration, and the content of the plcture, helped by the use

of added colour in a neat and judiclous way, is lmmediately clear.

The vases in the Group of Wlrzburg 210, then, are all very
similar, almost all with the regulation picture of Dionysos
and his entourage. It is difficult to pin down any particular
feature that was passed on to the Acheloos Palnter; his legacy
from them 1s more easily described vaguely as 'influence'!. As
we see, some figures, Dionysos, the goat and some satyrs are
almost duplicated figures, but it might be more accurate to
say that they really belong to the Leagran stock of flgures
who appear often, and have taken ona typical appearance within
the Leagros Group as a whole. Beazley remarked on the strong

famlly resemblance between the Leagran vases in Development,

and much of what the Acheloos Painter and the Group of Wrzburg

2170 have in common is accounted for by that general likeness.

The vases of the Group of Wlrzburg 210 are extremely repetetive,
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and only have a few less characteristic myth scenes. This 1s
certainly not true of the Acheloos Painter. The pictorial
composition on these vases 1s not very inventive and they are
monotonously similar, which i1s not true of the Acheloos Palnter
elther. What he seems to have absorbed from this group are some
of the physical types, on which he improved in his own inimitablg
manner. A few of the subjects are the same as his, and the
Heracles and the éithara scenes are drawn much as he d;ew them, #
but hilS interest in Dionysos was small; he was not much 1nfluencéd
by these vases 1n his cholce of subject.

The Antiope Group perhaps handed more down to him than
figure types. In this group there are plainly two kinds of
vase. One 1s represented by the work of the Antiope Painter,
and these have very simple compositions with few figures
spread out in a large space. The other kind tends to be crowded
whether 1t 1s an actlon plcture or not. The action plctures
such as the battle with Ajax and Achilles on L34, or the death
of Trollos on L27 gain in vliolence and gloom f;om the intensity
with which many figures are crowded into a small space. At
worst these plctures are overcrowded and rather sterile, as
on Li108. The Acheloos Painter absorbed both kinds of composition
from the Antiope Group, and his compositional .sense 1is not

really an advance on theirs. He like the Antlope Painter, could

use a very simple device such as making his figures look behind
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them at sights out of the plcture, to make a narrative point;
he does it for Heracles on the Apple vase 6. Like the Group
of Wﬁrzburg 210, the Antlope Group shows some prototypes for
some of the Acheloos Painter'!s figures, even to some of the
anatomical details. He used the same stock Leagran figures,
hoplites, old men, women, horses, dogs, satyrs, Athena, Hermes,
and even Heracles, and transformed those which were important
into his own product, often by not muchmore than the addition
of his own head type. In short, his compositional sense, and
many of his figure types, are not very different from those
of hlis immediate colleagues 1n the Leagros Group; he seenms
to have been content to work within the stylistlc conventlons
of tﬁ; workshop. Thilis 1s also true of hils substdiary pattern
work;'which i1s exactly like theirs, and of his choice of shapas
to decoratet He was,a large-pot-painter as they were. Where
he differs from them 1s in hls concentration on Heracles,
Including his cholce of some of the less frequently-illustrated
adventures’ suf:h as the encounter with the Kerkopes, and on scenae;sl
of komos,which involve figures éery unlike those of his workshop '
colleagues, who paint slim muscular figures, not these plump
middle-aged flabby men. Even his Heracles, too has a slight
pot-belly, and seems comparatively elderly. Stylisticélly the
Acheloos Painter 1s very much a member of the Leagros Group,

as Beazley said, and his very real originality, liles in his
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iconographic peculiarities, especially 1n hls use of Heracles
as a basis for caricature and visual parody.

I: The chronology of the Acheloos Palinter's style.

'We - speak of early, middle and late work of a palnter, and
it 1$;often possible to arrange his vases, on internal evidence,
in azchronOIOgical Sequence ....... The general tendsncy 1s to
pass from & tighte; style to a freen!' (43) The Acheloos Palnter
could be said to follow the tendency, though the changes are
at no stage very dramatic. The early and late vases are qulte

distinct visually, and can be told apart without difficulty.

1
]

However, few of the anatomical or other detalls change radically{
exceptions being the eye and the ear, and even these changes

are not consistent; they do, however, tend to appear in the

late stage of his career. The most obvious difference between

the two ends of the chronological scale 1s apparent in a very
general way, rather than in specific detalls, and 1t 1s difficult
to attribute it to any particulan features, rather than to a
general change 1n the character of the drawing. The vases

Beazley discussed 1n ABV and Development - the pelike 27,

the name vase 5, the amphora with Heracles and the Apples 6,
the komast vase 15, the Taranto volute krater 29, the New York
symposion amphora 24, and the pointed procession amphora 1 -
are a body of mature work, & stylistic core from which it is

' \
possible to attribute, and on the basls of which it is possible
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to discuss other vases.
6 (plates 8 and 9), with its delightful pictures of
Heracles running with the Apples and dealing with the Boar,

was discussed by Beazley in Development (L4l ) with 5 (plates &

and 7) the name vase, at some length; they show a Heracles who
can be taken as the essence of the others who appear throughout
the painter's work.

On 6 (plates 8 and 9) our hero runs hot-foot after the
Boar, which trundles bellowing in front of him, just out of
reach. On the other side he runs with the Apples in an outstre-
tched hand in front of him, away from possible pursuers, and
looks back to see whether there are any. The picture 1s Jjoyful,
and Heracles 18 successful. Both pictures have the sense of fun
we assoclate, more than anythlng else, with this painter.
Heracles 1s a bilg, loosely knit, slightly clumsy figure, as
is the Boar. Both of them are drawn with strong attention to the
undulations of the outer contour, and rather less Eo the details
of thelr anatomies, apart from their faces, both of which are
very expressive. More detall is lavished on Heracles' equipment
and the lion skinhe wears and on the bristly ridge down the
Boar's back. As 1n so many Leagran pictures the effect 1s very
bold, very black, and extremely confident. The incised lines
are put in with a certain and generous hand, and there is no

sense of niggling, or scratching with a tensely-held graver.
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This is also true of 5, with Heracles and Acheloos, where
once again the figures are large and confidently drawn, with
a bold contour and enough Incision and added colour to
clarify and enliven the pictures. The facial types have
set, as they had on 6, with their long noses, piggy eyes,
and general tendency towards the horizontal, and so have the
figures themselves, large, with burgeoning uninhibited
contours, big feet, big hands, and powerful muscular thighs.
This %hen is the painter's mature style; it has ali the marks
of maturity, both graphically and in the humour which 1s so
much a part of hils ﬁork.

1, the pointed amphora in the British Museum, shows a
more carefully drawn pair of scenes (plates 1 and 2). The
figures are still big, and are not drawn with any lack of
confldence, but there 1s more attention to detail, and the
effect 1s fussier. The facial types are the same as on 5
(plates 6 and 7), long nosed and piggy eyed. The inclsions
are no less thick and generous, but there are more of them,
on the bodies of the animals and on the clothing of the figures,
All the figures wear fussy wreaths, as well as their normal
headgear in the case of Heracles and Hermes. The pictures
lack the immedlate clarity and impact of those on 6 (plates

8 and 9), not only because there are more figures, but because

of the attentlon to detail, down to such tiny features as the
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crossed strings on the kolopes of Hermes' barbiton. In effect,
the figures are in the painter's mature style, but they are
weakened by the finlcky detail with which they are drawn.

This vase, then 1s perhaps just a little earlier than 5 and
6.

3 (plate L4), another pointed amphora in Toledo, Ohio,
appears torepresent an earlier stage. Heracles confronts
Athena over the antlers of the Kerynitian Hind. Although the
figures are Just as bilg as before in relation to the vase,
they seem smaller ‘and more attenuated. Athena 18 drawn 1in
considerable detail, her aegis round, edged with many snakes,
scaly on one side of the vase and stippled with many incisions
on the other. Her peplos falls into neatly drawn pleats. She
has spall tidy features, and so has the Hind. Heracles 1s big
and muscular, and has the usual head type, but his contours
are not so massive as on 5, nor so freely drawn. Instead of
setting about the Hind in his usual rather bumbling fashion
he stands, feet firmly planted on the ground, while Athens
encourages him. The whole picture seems less mature and more
posed than those we have already discussed, and is more tidily
drawn and less lively. Even the trees have not the same sense
of messy life as they have.on the name vase - they are less
droopy than usual, and are firmly rooted, which is not often

SO.
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2, another pointed amphora (plate ), which is so similar
to 3 as to be virtually a twin, displays the same characteristics,
particularly on the side which shows Apollo and Heracles
struggling for the Fawn. Heracles, moving away from Apollo
and looking back at him, brandishing a club, 1s so posed as to
be mannered, and the Fawn is a tiny, elegant creature, with
vast ears. The Kerkopes on the other side are also tiny creat-
ures, slung on the shoulder of the immense Heracles. Once again
the detalls are carefully drawn, and contribute to the slight
stiffness of the figures. The subsidiary florals on both these
vases are neater than they usually are in the Acheloos Palnter's
work, the lotus buds beautifully even, and the palmettes clearly
drawn. None of the other vases in Beazley's list displays this
neatness of style; thls 1s the tighter drawing he mentiloned,
and 1s presumably earlier than the Acheloos Painter's mature
pots, with their blg, loose-limbed figures and confident drawing.
11 (plate 16), the fragmentary amphora in Altenburg with
Heraéles and the Lion, appears to belong to the same stage,
perhﬁfs a little later. . It has the same neatly drawn, even
lotus buds. The filgures begin to look a little more monumental
though they are rather sliﬁ for the Acheloos Palnter, especially
Heracles. The slde patterns are not absolutely evenly drawn,
and this perhaps shows the palnter's looser style beginning to

creep in. This vase must be roughly contemporary with 1, for
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the same reasons as 7 (plate 10) and 10 (plate 15).

12 (plate 17), one of the athlete vases, not dlscussed
by Beazley, shows most of the virtues of the Acheloos Painter's
mature style; here are the large muscular flgures with big
overstuffed contours and thick well controlled incisions. The
figures are more spread out with less overlap than on 5 and 6,
and the nature of the action 1s immediately clear. 0ddly enough
the figures are shown in stricter profile than on the early
vases 2 and 3. The lotus buds are fatter and less even, 1n the
ohai#‘under the picture.

215 (plate 21), the komast vase discussed by Beazley, in-
troduces us to the fleshy middle-aged revellers we meet so
often in the Acheloos Painter's work and in that of hils clrcle.
They have the monumental quality of his Heracles, and seem
bilgger and more crudely lively than the figures on the earlier
pots. The branches of traillng ivy have taken over, as they do
in the mature work, and they trall droopily over the background.
There are enough folds in everyone's clothes to show how they
hang, and they are liberally spattered with unevenly spaced
red dots. Heads are big, noses long, and eyes plggy, still
drawn with a round pupll and triangular incisions at the corners
to show the whites. The interest in leg markings is maintained,

and almost no marks appear on the torso apart from the collar

bone. The lotus buds below the picture are fat, and the palmettes
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on the neck are not as even as they have been.

16 (plate 2i4) 1s one of the Acheloos Painter's more common-
place;komos vases, with much the same general characterlstlcs
as 15, and so 1s 18 (plate 26). 18, however has a few incisions
which.demonstrate & tendency to scratchiness which will appear
elsewhere. The side palmettes are drawn here with very thick
tendrils and some redrawing, as on one of the rays below
where some of the paint has smudged into a blob.

19 (plate 28) has a beautifully drawn komos, with four of
the plump komasts dancing across the plcture space; they are
shown completely naked, and the success of the plcture depends
on their geautifully controlled silhouettes. They dance with
blg gestures and great panache, and thelr arms and legs are
in positions which make good shapes against the background.

The inevitable tree pulls the little group together. We can,
however, see some new tendencles appearing. There 1s greater
interest 1n exaggeratedly twisted positions; three of the four
figures are given profile legs and a frontal torso, not very
well connected at the walst. The anatomical detall on the bodies
1s more obvious and at the same time less powerful - it is
scratchy, as 1f done wlth a mapping pen. The eyes of three of the
komasts are shown as a circle with a tiny stroke at the corner;

one corner, not both. The tree-branches have no obvious point

of origin - no-one holds them and they are not rooted ags a
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tree. The standard of drawing, in fact, 1s beginning to pass

i1ts peak. All these small features Indicate that 1t is loosening,
and may become careless. This 1s just as true of the rather
crowded symposion on the other side‘of the same vase, which 1s,
if anything, less carefully drawn.

The two one pilece amphorae 23 and 2 (plates 33 and 35)
belong to much the same stage of the painter's career. 23, in
Basle, is another athlete vase, with the blg well-spaced
figures we have seen before, and a piper in hls battlemented
chiton. This would not have been an impertant work at any stage
of the painter's career, and at the latter end of his mature
period it 1s dull. The figures are perhaps more carefully drawn
than the komasts on 19, the tree 1s rooted, the scene is comps-
sed with great clarity. The figures are given, as usual, the
few body-markings which break up the silhouette. and show the
muscles at work, but one athlete at least has a meaningless line
on the forward edge of the thigh,and the clothing of the trai-
ners has lost the solidity 1t once had. The runners ;n the other
side have more élsn; the painter has not lost his touch. They
are shown with frontal chests, nipples and pectorals. 24 shows
a symposion, with a piper and some vigo.ov;_ seduction in the
corner; it displays another tendency which begins to appear

at this point: features are becoming thinner and sharper. Beards

and noses taper to an extremely narrow point, and the corners
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of himatia begin to do so too. Incision varies in thlckness
on this vase, which has the effect of making clothing look
more reallstic. The filling branches are held in the reclining
symposlast's hand. He too has a meaningless anatomical marking,
a little: curved line above his right nipple. Both thils and the
komos on the other side, with satyrs and a maenad riding an
ithyphallic mule, have the liveliness of the paintér's best
work, a liveliness he never altogether loses in hls scruffiest
work.

22 and 25 (plates 32 and 36) can be taken to represent
the next stage 1n the Acheloos Palnter's development. 22, a
small neck-amphora in the Dot Band Class, 1s late in the
Acheloos Painter's career because 1t belongs to this Class.
It shows two stages of the same symposion, concentrating on the
events on one kline. Here the drawing 1s distinctly slipshod.
All the incised lines are the same thickness, and because the
plctures are small, there seem to be more inclsions than there
really are, crowded very close together. The male symposiast!'s
hair and beard are so polnted that the head 1s almost a self
parody on the painter's part. The eye has become an incised
circle with a short stroke on elther side. The kline is less
decorative than the one on 24, with volutes at the top of the

leg at the head end instead of palmettes lower down an both.

Clothing 1s liberally spotted with red dots or incised crosses,



- 158 -
and the folds have a red streak beside them. The lack of flnesse
in the drawing does not detract from the liveliness of the
content of the picture, which 1s as ironic as ever.

25 (plate 36), a type B amphora in New York, shows signs
of tiredness. Fat komasts appear on both sides, wearing big
wreaths and himatia; the folds which are wrapped round the
body are more obviously drawn on the body silhouette than has
been the case hitherto. Noses and beards are needle-sharp,
feet longer and flatter, and fingers more aggressively curved.
Many of the figures are shown in twisted postures, one of them
so twisted that he has a frontal torso on & pair of markedly
profile legs. Each slde of the vase has five komasts in a line,
none'of them engaged 1n any very energetic activity. The poses
are rather undifferentiated. Both plctures are, for this painter,
frankly dull and uninventive, because all the figures are
firmly on the ground and equally firmly vertical, and the
shapes made by their gestures are not interesting enough to
break up the space they occupy into eye-catching and varied
areas; all the figures are too similar for any one of them to
dtand out. The effect would be quite different if one of them

were actually dancing.
The oenochoe 43 (plate 52) in Cambridge, and the lekythos
49 (plate 58) in Munich seem to represent the latest surviving

phase of the palnter's activity, the oenochoe particularly.
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Here all the figures are shown in twisted poses, turning the
whole body to look behind them at their companions. Body and

o
clothing @etails seem to have been incised more or less in.the .
right place, but without much sense of finish. The flgures
are animated but badly proportioned, as if the palnter had
started with the heads, but not allowed for the size of the
pot, so that he had to make the bodies smaller in proportion
to fit the size of a plcture to which he was unused. The plcture
is very full and slightly confused by the gestures of the dancers
and the branches of the ever-present tree. The lmpression of
drunkenness 1s fine; the spirit of the scene 1s no less allve
than in the mature perlod, but the drawing is much less care-
fully thought out. The glft for contour so conspicuous elsewhere
is here so taken for granted that 1t is not controlled, curves
burgqbn even more than usual 1n buttocks and thighs, and taper
to néphing at the ankle.

The broad cylinder lekythos 49 (plate 58) shows some of the

same traits, though this seems to have been a shape to which
the painter had been used for longer, and the composition ts
better thought out, perhaps because 1t 1s a conflated and
reduced version of the two sides of the neck amphora 12 (plate
17). The athletes on thls amphora are extremely simply drawn;
these, 1f anything, are more so. Heads are very economically

shown, with a minimum of detall - an eye, a beard, an ear.
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The body has the by-now-obligatory collar bones, some ribs,
a knee, and some ankles. A clenched fist simply has the thumb
differentiated. It 1s 1s not easy to see where clothing begins
and the body ends. Feet are even longer and flatter, and the
whole fiigure more broadly concelved.

In the Acheloos Pailnter's work, then, there is a progre-
ssion from more complicated to simpler drawing, which 1s
plainiy a gradual and steady progression. Thils seems to be
paralleled by a movement from larger to smaller vases. The
early pictures on the pointed amphorae show a careful attention
to detall and a tightness of contour which gradually loosens;
the treatment of contour never becomes unrecognisably scruffy,
but the painter's control over the generous curves of his
figures loses 1ts finesse towards the end. The rendering of
specific details, such as the eye, changes, though not absolutely;
the circle and two triangles appear on his tidier pots at the
end of the series. The ear becames progressively less like
an arrangement d concentric circles and more like an ear. In
general detall 1s eased out gradually, in favour of broader
gesture and more Important outlines. The painter seems to have
followed the red figure trend towards a greater interest in
twlsted postures, without a corresp;nding interest in the
selection of just those details which would make the poses

convincing. None of these developments is at all startling,
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and it 1s only when we compare the vases at the exXtreme ends
of the chronological sequence that we see how much the work
has in fact changed.
On the basis of these stylistic changes, then, wWe can

plot a chronological chart:

Early Milddle Late
aapnorae 203 1
Neck 11 5,6,15, 12
amphorae 7 16,18,19 22
Type B 23,24 18
Pelikai 27
Oenochai 43

Lekythol © L9
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CHAPTER II: POTTING

A: Chronology.

After about 530 B. C. there was a tendency ror artists to
specialise in the vase shapes they decorated, &and there 1is a
clear;r distinction between pot painters and cup palnters.

The Leagros Group consists almost entirely of pot painters,

and the Acheloos Painter was not one of the few members of the
Group who did paint cups; indeed he concentrated on closed

pot shapes, as far as 1t is possible to tell from his surviving
work, in which there are only two volute kraters, three column
kraters, and the rest are amphorae of various shapes, hydriai,

;
pelikal, oenochoail and lekythol, and some psykters and kalpldes.
Painter A and the Chiusi Painter, also central to the Group,
painted the same selectlon of vases, but the Acheloos Palnter
differs from both of them in that his work shows a marked
preference for the neck-amphora, and, uncharacteristically
of the Leagros Group as & whole, he painted few hydrial.

Ath the beginning of his 1list of attributions to the
Acheloos Palnter Beazley placed three pointed amphorase. Two
of them, 2 (plate 3) and 3 (plate L), are obvious twins, with
a rolled lip, a narrow neck and a slight fillet between the
body and the small, sturdy foot. The neck is qulte markedly

concave, and the single-element handles tight, arched in a

tense curve which almost becomes angular where 1t changes

t
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direction. The handles stand well away from the 1lip at the top.
The lower root of the handle 1s neatly half way between the
join of neck to body and the widest point of the pot, which 1is
one fhird of the way down the body. The body then £apers sharply
to the foot, with only the shallowest curve. These vases &are
the same height. The third pot of precisely this shape, L (plate
5) originally appeared in the Leagros Group list as L 121,
because of its stylistic likeness to L 136 (plate 92), in
spite of Beazley's conviction that 1t must be by the Acheloos
Painter. Its potting is exactly as that of the other two, and
it 1s the same height.

1 (plates 1 and 2) i1s the odd one out, and 1t is like the
normal panathenaics of the Leagros Group; 1t has a broader
body, which curves mor; gently to the foot, which it jolns
with a fillet. Its mouth and handles are alién; its neck 1is
thicker than on the other three pointed amphorae. It 1i1s alto-
gethér a more compact and less tense shape. It looks like
an intermediate stage between the three described above and
a panathenaic in Leiden by the Kleophrades Painter (45)
which presents the same balanced relaxed appearance, but has
smaller handles, a narrower neck, and a longer body with a less
pronounced taper to the foot, which is a little wider.

Bloesch showed (446) that at about 510, a date which falls

within the Acheloos Palnter's actlve period, 'new impetus
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revealed itself, not only in the invention of new shapes .....
but in the modification of long-established forms.!' It 1s
noticeable that the three identical pointed amphorae bear a
strong resemblance to the name vase of the Euphiletos Palnter
(47) which belongs to the decade before 520, and has the same
slightly unbalanced contour, sharp taper from widest polnt to
foot, and handles which stand away from the neck like ears,
with the same slightly angular shape. Thls suggests that these
three pointed amphorae belong a little earlier in the Acheloos
Palnter's career than the odd one, 1, which is more like the
prize panathenaics of the Leagros Group.

Bloesch demonstrated that ordinary neck-amphorae undergo
a change in shape, in the same way as pointed ones, and that
the change involves much the same alteration in proportions.
Before 530 neck-amphorae generally have egg-shaped bodies with
sloping shoulders, and the lower part of the body is slightly
rounded. The superstructure of the vase 1s usually large, with
a bilg mouth, a cylindrical neck, and cylindrical handles which
stanqiwell out from it. This shape gives way after 530 to a
slenéer, tense pot, the equivalent of the three pointed amphorae
2, 3, and L, with a body considerably longer than its width.
The modification of about 510 echoes the single later pointed

amphora - the handles fit closely to the neck and the body

sometimes becomes shorter and stouter, though many are tapered
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at the shoulder, and the lower part of the body curves more
than it does on the slender shape, so that the whole pot looks
smaller than it did before. The Lea Class, to which many of the
neck-amphorae of the Leagros Group belong, and to which our 12
also belongs, demonstrates precisely this development. This
particular vase (plate 17) belongs at the end of 1lts serles,
so that 1t has—a puffy body shape, which 1s not confined to
this particular Class, as it occurs also in the work of the
Club Foot Potter, who was responsible for 17 in the Acheloos
Painter 1list (plate 25). These two pots, 12 and 17 are roughly
contemporary, and belong late in the decade 510 - 500. 15 (plate
23) 1s very like 12, with the puffy body, short in proportion
to tﬁe neck, with its widest point nearly half way down the
body;‘a very flattened wchinus mouth, and triple handles
standing close to the neck, with the lower root well out on
the shoulder. The disk foot splays slightly from top to bottom.
The body 1s roughly as wide as it 1s tall. These charsacteristics
reappear on 18 and 19 (plates 27 and 2) both so like 12 that
they must belong in this Class too. 7 (plate 10) has the puffy
body shape, but has looser, flabbler-looking handles and a
stralght proflle to the foot, as 1f the po*:r . had not quite
established the right proportions for the shape, but was near
to achleving them. Nearly all the other amphorae correspond

more nearly to the earlier shape, with a more slender body,
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taller than it is broad, with a sharp taper to the foot, which
is thin and flat, with handles which have a wider and more
open shape.

17 (plate 25) 1s the work of the Club Foot Potter, and
is un;que in the Acheloos Palnter's work. This potter was
prodﬁcing vases with heavy feet and big handles which revert
rath;f to those of the decade 520 - 510, without the slender
body shape which should go with them. Instead, the bodies of
his pots have sloping shoulders and a puffy outline. 17 is
a good example of the shape.

The other 1solated amphora in the list is 22 (plate 32)
which belongs to the Dot Band Class, and is therefore rather
late in the Acheloos Painter's work, as one might conclude
also from the quality of the painting, which is not his best
work, and looks tired compared with some of the painting on
the more usual shapes of amphora in the Acheloos Palnter's work.
The amphorae of the Dot Band Class have ugly proportions; the
neck 1s too big for the body, and the handles splay too much.
The body tapers 1ln an ogee curve to the fillet at the foot,
like some lekythol. The foot 1s flat and wide, with a curved
profile. The shoulder of the vase 1s more distinct than is at
all usual 1n amphorae of this date. Another amphora of this
Class was decorated by the Edinburgh Painter, whose active

period coincides roughly with the latter. half of that of the
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Acheloos Painter.

All the Acheloos Painter's type B amphorae appear to be
of about the same date, with one exception. If the same princi- .
ples apply to type B amphorae as to the other kinds, then two |
of these belong in the middle of the development of the shape
in the last two decades of the sixth century. The neck and
handles are high, and the body slender and elongated. The
mouth flares. The shape fram which this developed is lllustrated
by an example by the Antimenes Painter (48), which has a broader,
stouter body, a fatter neck, a less pronounced flare to the
lip, and handles which stand out like ears. The single exception
in the Acheloos Painter list, 25 (plate 36), must represent
a later development from the slender shape, and seems to have
been potted with a glance backwards at the Antimenean shape.
The body has settled into a thicker shape, with & less pronou-
nced taper to the foot, and a neck which flares to echo the
flare'of the 1lip. The handles are thick, and show a tendency
to stand out like the handles of the Antimenean type; though
less obviously. The foot has a flatter area on its upper surface
as 1f i1t had been deflated like a tyre. The paintings on this
vase are scratchy and careless, and repetitious of earlier and
better work.

Bloesch demonstrated that hydrial go through the same

series of alterations in proportion, and a look at the plates
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with which he illustrates his argument shows that the changes
are much more obvious than they are in the case of amphorae.
They become taller and narrower in the body, and the side han-
dles ti1lt upwards to match the greater streamlining of the body
The arch of the back handle rises above the level of the mouth
of the vase; earlier it remained below it, and 1t was not
possible to see the back handle from the front of the vase.
There are three hydrial certainly attributed to the Acheloos
Painter, of which one, 34 (plate L43) appears to be slightly
earli;r than the others. Its size 1s much the same as the
standard Leagran hydrial. The body 1s sturdy, and tapers very
gently to a disk foot, the handles tilt upwards a little, and
the arch of the back handle only just appears above the 1lip
of the vase. A woman's head and neck, modelled in high relief,
1s applied to the flat handle where 1t joins the lip. 35 (plate
L) and 36 (plate L6), are slender in the body, with a flatter
shoulder, and the side handles are bent up much further. The
arch of the back handle stands much higher above the level of
the 1llp, and is ridged. The neck is narrower, and nearer to
the ¢ylindrical. However, the differences between these two
hydriai and 34 are really quite slight, and they are likely
to belong quite close together in the painter's work. 35 and

36 (plates 4l and 46) are very 1like a hydria in the Lea class

decorated by Painter A (49), which would suggest that they are
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rough}y contemporary with the neck amphora 12, and so belong
to the middle of the painter's career. Here agaln, the quality
of the painting on the hydrial would suggest thils.

There are two pelikail among Beazley's certain attributlions,
and the potting of them differs, though they are much the same
size. 26 (plate 37) with the capture of Silenos, has a torus
mouth, a spreading disk foot, and rather angular handles,
positioned far down on a tall neck. The body 1s rounded, with
no sharp taper. The other, 27 (plate 38), more unusual in
having an echinus foot, has a shorter neck with bigger handles
which reach higher in a tight curve. The body shape 1s very
similar. It is difficult to say which 1s earlier, though the
slightly angular handles of 26 might suggest an earlier date.
This 1s not, however, necessarlly a safe deduction, since the
shape was only introduced very shortly before these two were
made, and so the shape hﬁs not yet had much time to settle into
a standard form, let alone undergo any modification.

The only other vase shape in the list of which there are
enough examples to allow comparison within the paintert's work
1s the lekythos, of which there are three in Beazley's attribu-
tive catalogue. Miss Haspels showed in ABL that the outburst
of new shapes had 1ts effect on the lekythos as on everything
else. The new shape which comes in is the cylindrical lekythos,

with & bilg area of flat surface for the picture, and a full
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curve to a torus foot, starting under the picture. It is a
shape which developed from this, the so-called 'compromise!
lekythos, which 1s peculiar to the Leagros period, and which
the Acheloos Painter decorated. The shape has a sharp slope
below the picture to the foot instead of the gentle curve, and
the foot {1tself is the pre-red-figure echinus shape. The third
lekythos the painter decorated, 49 (plate 58), represents-
the further development of the decade 510 - 500, a broad
cylinder lekythos, with a thlck body and a thick plain foot.
There are many examples of thls shape at the end of the decade.

Miss Haspels also showed that painters who decorated
lekythol also tended to paint oenochoal; the Acheloos Palnter
decorated two, one of which, 43 (plate 52), belongs to the
Class of Cambridge 162, a Class which also includes work by
the Rycroft Palnter, who also painted compromise lekythol, and
three of the Leagran oenochoai, and also one by the Theseus
Pain£ér, which suggests that the Acheloos Painter's oenochoe 1is
late.

Any conclusion which 1t 1s possible to draw on the basis
of this exposition depends on the conformity of any given potter
to the general trends of the last fifteen years of the sixth
century. Some potters may have begun to modify shapes earlier
than others, and unless 1t 1s possible to gttribute a pot cert-

ainly to a given potter, we cannot be certaln about relative
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chronology of pots showing the same modification in shape. How-
ever, bearing this in mind, in view of the fact that on the
whole the modification of shape occurs at about the same time
in the work of most potters, we can attempt a chronology for
the Acheloos Painter's work on the basis of the obvious alte-

rations in shape displayed by his vases, which appears below.

Early Middle Late
510 500
Pointed 2, 3
amphorae ﬁ 1
Neck 7 12,16,17
amphorae 18,19 22
Type B 23,24 25
amphorae
Hydrial | 34 35,36
Pelikal 26 27
Lekythol Ls,L7 49
Oenochoal L3
510 500

B: Shared potters.

The Acheloos Painter worked for a number of potters,
rather than specialising indecorating the work of one or two.
In this he falls 1n with the practice of the Leagros Group,

whose work can be found decorating the products of a very varied
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selection of potters. Some of the potters he worked for can
be i1dentified as the authors of vases decorated by other people;
others, such as the potter of the trlplet pointed amphorae
2,3, and 4, cannot readily be linked with other palnters. Be-
cause of the difficulty of assigning different shapes to one
hand, and of tracing a single hand at the different stages of
its career, it 1s not possible to assign more than a tiny frac-
tion of the vases of the Leagros Group to their potters, but
as it so happens that the work of those who can be 1identified
1s decorated both by the Acheloos Painter and by members of
the Leagros Group, 1t is worth examining these links a little
further.

A large group of hydrial 1s mostly decorated by the Leagros
Group, and were called the Lealydrial for that reason. Nearly
all of them belong to the sturdier shape of the decade 510 -
500, and represent an advanced stage of development from their
Andokidean predecessors. L 42 (50), decorated by Painter A,
1s a good example of the Class; i1t is a tall hydria with the
arch of the back handle rising high above the rim, so that it
1s vlsible from the front of the vase, and the side handles
are turned well up. The neck of the vase is very slim, the
back handle ridged, and the foot is a thick disk with a slightly‘i

concave upper surface. It 1s possible that the Acheloos Painter's

hydria 35 1s another member of the Class, but neither Bloesch
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nor Beazley have suggested this. The neck amphorae of the same
Class provide a more fruitful fleld for further discussion.
These show a progression from a triangular body shape, through
a slender shape with a narrower shoulder, and at the end a
few with puffy bodies. They were decorated by a number of
identifiable painters within the Leagros Group: the Painter of
Oxford 569, a member of the Leagros Group who stands close to
the Antiope Group - his name vase L 200, belongs in the Lea
Class - Wlrzburg 214, L 179, palnted by a member of the Group
of Wlrzburg 210, and the Acheloos Painter's own 12 (plate 17).
Others in the main mass of the Leagros Group include L 1i4
and L 147, both in the British Museum, and apparently by dirrereﬁp
hands. The Acheloos Painter's own vase belongs at the end of |
the series; he decorated the puffy shape, in itself a fairly
common phenomenon among late black figure amphorae.

The Club Foot Potter represents an intermedlate stage
between the heavier hydrial of the Andokidean workshop and
the slender ones of the Lea Clasa He imitated the kind of lip
which appears on the heavy hydrial (51) but the foot which
gives him his name is hls own. It 1s slightly conical, and ends
in a vertical zone which hangs like bent toes. A number of
Leagran vases are his work, including L 27 (plate 83) whieh
belongs on the fringe of the Antiope Group, L 42 with Medea

and the Ram, and L 68 in the Antiope Group. The sarliest of
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his amphorae are contemporary with the slender Lea amphorae,
and the latest with the full-bodied late black figure ones.
The Acheloos Palnter decorated one of his neck-amphorae, which
fits into the middle of the series. Others, early in the series,
are L 163, sald to recall the Acheloos Painter, Wﬁrzburg 210,
the ngme vase of the hamonymous group, a vase by the Rycroft
Painter (£2) and a member of the Group of Copenhagen 114 (&3)
which belongs in the circle of the Nikoxenos Painter.

The Acheloos Painter also decorated one small amphora 22
(plate 32), stylistically late in his career. This belongs 1in
the Dot Band Class (5l), which also includes vases by the
Edinburgh Pasinter, who was perhaps trained in a Leagran work-
shop, and also vases in the Perizoma Group. Our painter also
decorated amr oenochoe. in the Class of Cambridge 162, which
also includes work by the Leagros Group and the Theseus Painter,
who has Leagran origins, but whose workshop is one of several
largé ones producing oenochoal and lekythol at the end of the
sixtﬁlcentury.

The psykter 41 was decorated for a potter who also produced
one painted by Euthymides (55). Since the red figure Pioneers
were so closely related to the Leagros Group, we might expect
to find that more potters are common to both workshops than

appears to have been the case. Only one, the so-called Eukleo

C, can definlitely be sald to have been connected with both.



- 175 -
the Ploneers and the main Leagros Group. Otherwise each group
of painters appears to have adhered to 1ts own circle of potters,
only a few of whom were common to both. The other psykter, 42
(plate 51) was made by a potter who produced the Leagran
psykter Munich SL 461 (56).

The Acheloos Painter, then, decorated large pots for two
workshops of potters who overlap chronologically, the Lea Ciass
belng slightly earller and the Club Foot Potter a little laterﬁ
His Lea Class amphora belongs at the end of the series, and
the Club Foot vase in the middle so thatthey are roughly ) :
contemporary. This has already been shown to be so from the .
shape - they both belong in the middle of his career, and
stylistically they seem to belong to his mature style. He
shares the Lea Class potters with at least one member of the
Group of Wlrzburg 210 and with a fringe member of the Antiopg
Group, both groups with which he has a strong stylistic connec-
tion%:The Club Foot Potter'!s oeuvre also includes members of
both . these groups and a few fringe painters wlth strong red
figure connectlons which are not Ploneer. The Acheloos Painter
has no apparent connection in terms of potting with the other
Leagran wing of painters of large vases, Vatlcan L2l, before
the appearance of thelr puplil the Edinburgh Painter, or with

the Red Line Painter or Painter S, and only tenuously with

Painter A, and thils 1s to be expected from the lack of stylistic
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connection.

The groups with which he does connect stylistically are;
also, then, connected by the potters they worked for; here at
the core of the Leagros Group there were two potters or work;
shops. who provided the vases for two of the main sub-groups.
The ﬂea Class are normally decorated by the Leagros Group,
and tﬁese potters seem to have been firmly entrenched in the
workshop. The Club Foot Potter, 1ln view of his other clients,

the Nikoxenos Painter, the Rycroft Painter, and the Euphlletos

Painter, only one of whom is even a fringe Leagran, may have

- - .

been a less integral part of the Leagran circle. The Acheloos
Painter too may have been less closely allled to the Leagros
Group in the latter part of his career, which 1s contemporary
with the later part of that of the Club Foot Potter, when he
was also sharing a potter with the Theseus and Edinburgh Painters
and was tending to paint small vases. He seems to have begun
his career as a palnter of large vases, strongly in the Leagran
tradition, and ended it as a more loosely-connected member

of the Group, painting small ones, perhaps as the Leagran one
caeme to an end. The slight discrepancles of size within any

one shape of vase in his work can only demonstrate what we have
already seen, that he wotrked for a large number of potters,

most of whom were producing standard sizes of vase in most

shape's, with the very occaslional marked exception,'such as the
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Dot Band Class, and he painted, within his range of shapes,
virtually everything he was asked to paint. It would require

a far more detalled study of the minutiae of potting and of non-
Leagran vases of the late sixth century than 1s appropriate

here to trace any other workshop affiliatlons, of which, in

any case, there may not have been very many. It is probably
enough to show that the Acheloos Painter's stylistic connectlons
are borne out by the potting, which suggests a close workshop
connection with the rest of the Leagros Group, at least for

the first part of hils career.
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CHAPTER III: COMPARATIVE CHRONOLOGY FROM STYLE AND POTTING.

By considering the Acheloos Palnter's career both in terms
of stylistic development and of changlng pot shapes we have
arrized at two separate chronological charts. If we compare
them we can see that those vases which appear in both charts
do in fact coincide chronologically. The pointed amphorae 2
and 3 the earlliest stylistically, the most minutely drawn, the
most detalled, and in many ways among the least exclting, are
the earliest of the shape in the palnter's oeuvre as well.
These are followed a little later by 1 and 7, which begin to
show the style loosening up, and a corresponding development
in the case of 1, in the shape of the vase. The vases dlscussed
by Beazley belong in the middle of the serles, at the core of
the palnter's work, and the shapes place them in the correspo-
ding place in the potting series. 22, the Dot Band Class
amphora, belongs in the painter's late maturity, both because
of its style and because the Class 1s a late phenomenon. 25
is roughly contemporary. The lekythos 49 and the oenochoe 43
form the tall. All these vases appear in both charts; they are 
the most representative of the particular stages for which they
stand. Some vases only appear in one chart, because the pain;

ting or the shape give a clue to date, but not bothj; relativél%

i
W

1little is known about the development of some shapes or their

potters, the pelike being one of those shapes. Some of the f’
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Acheloos Painter's later work is difficult to place precisely
because he expended more time and effort on some of the vases
than on others; some of them may be genuinely late, while
others may simply be careless. Most of the vases not attributed
by Beazley, added to the painter's oeuvre here, seem to fall
into one or both of these categories, late or careless. These
are the marvellous komast pelike in Cambridge 28, potted like
27 and palnted 1lilke 25, and so somewhere near 25 in date; the
Puncke lekythos 48, which seems to be a small scale work of
the painter's middle period, and so belongs a little before
the two others of this stage 45 and L47; the Sydney lekythos L6
which belongs with 45; 37, which shows all the vigour and ori-‘
ginality of the palnter's own work, and 1s stylistically at thé
freer end of the scale; perhaps a little later than 25; Muniéhf‘
1725, our 38, a kalpis with the picture on the body; 20, whiéh%
probably belongs between the very earliest vases and the stégef
represented by 1 and 7, before the painter's style had gelled;
21, which belongs to the painter's late maturity;41, the psykter
with i1ts slightly scratchy drawing which belongs near 25; the
kalpides 39 and 40 which belong with 37 at the freer end of the
scalé; and the psykter L2 which 1s also late. A chronological
chart which combines the two at which we have already arrived,
and includes these new attributions and those in Beazley's 1list

not discussed in detail, clarifies the pattern of the Acheloos
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Painter's career, which has begun to fall gradually into

place as we discussed the vases from either point of view.

Early

Pointed 2, 3,4
amphorae

Neck
amphorae

Type B

amphorae
Hydrial '
Pelikal
Oenochoal
Lekyphoi
Psyk%grs
Kalpides

Volute
kraters

Column
kraters

]
7,70 8 5,6,9,12 9 22
1 15,16,17
18,19
23,2k 25
3l 35,36
26 27 28
43
48 Ls,hé6 Lo
L7
41,h2
37 39
38 L0
29,30
31,32

510 500
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CHAPTER IV: ICONOGRAPHY

A: Choice of Subjects.

Most of the Acheloos Painter's surviving work appears qd;;
pots which provide opportunities for more than one scene: aa-fi
phorae, hydriai, pelikal and kraters, and since in this respect
he resembles the rest of the Leagros Group, they can quite |
legitimately be used as comparative material in an investigation
of thg Acheloos Painter's choice of subjects, and the way in
which he pairs them on the vases which survive. There are two
other painters or groups who also serve very well as comparativé
material, one of these belng the Antimenes Palnter, who could
be said to stand for main-line black figure, and who overlaps
chronologically with the Leagros Group, and the Pioneers, here
represented by Euphronios, Euthymides, Phintias, Smikros, and :
the Sosias Painter, who are agreed to have been close to the
Leagros Group, and probably at work in the same workshop, though'
of course painting in red figure.

The scenes which appear on late black figure pots can
be divided into quite a small number of categories, which can
be found to hold good for any painter or group if an attempt
1s made to divide up their work in thls way. Thus all the pictures
on the Acheloos Palnter's pots fall into one of the following

categories: Heracles, Theseus, Dionysiac, Komos, Troy, Other

Myth, Gods, Gigantomachy, Horsemen, Chariots, Warriors, Fight,
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Athletes, Wedding, Other Cult, Domestic, Trade, and the ever-
useful Other. Some of these raise questions, in cases where
there 1s an obvious overlap; Heracles may appear in a Giganto-
machy, and i1t 1s necessary to decide in which category such
a scene should be placed. Beazley usually avolded the 1ssue
by calling this sort of scene Heracles in Battle; here those
in which Heracles figures prominently, especially if there are
no gods in evidence, are in the Heracles category, and all
other Gigantomachies under that heading. Troy has been used
here, not without a certaln amount of doubt, to cover events
in the cycle which occur before the birth of Achilles, so that
Peleus and Thetis will be found under this head and not under
Other Myth. Warriors 1s a useful blanket heading for departure
scenes, arming, harnessing a chariot, in fact anything in which
warriors are involved other than a Fight. The Chariot heading
meanslchariots in 8 peace-time context such as raciﬁg. Other
Cult 1s designed to cover scenes such as sacrifice and the odd
extispicy. Weddings have a heading to themselves, because there
is an established tradition of pictures of the wedded couple
in thelr chariot with the procession. Domestic covers visits
to the fountain house, amorous exchanges, and Trade both such
things as activity in a shop or the manufacture of goods, and
olive picking. Komos covers symposion as well, since symposion

might be seen as a later stage of komos, when the participants
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have become tired of dancing, and have climbed up on thelr
klinal to concentrate on serious drinking.

The first set of diasgrams, comparative histograms on the
basls of these groupings, shows simply the number of scenes
in each category which survives, in the work of the Acheloos
Palnter, the Leagros Group, the Antimenes Painter and the

Pioneers, as they appear in ABV, ARV, and Paralipomena, irres-

pectiye, for the moment, of the shapes on which they appear, or
whether the shapes have one or more scenes. Each square rep-
resents five plctures. One obvious drawback, which should
constantly be kept in mind, 1s that the non- appearance of
any glven scene does not necessarily mean that the artist in
question never painted the subject, only that it does not
survive if he did; however, we might reasonably assume that
total non-appearance does mean that he painted proportionally
fewer verslions of the subject than those palnters whose versions
do survive. The dlagrams appear on pages 184 and 185.

A few things become immediately apparent from these
comparative histograms. In the work of both the Acheloos
Painter and the Leagros Group Heracles plays a prominent part.
Beazley noticed that this was so. Out of 489 scenes known to
Beazley in the Leagros Group, Heracles appears on 130, a li;tle
over a quarter. The Acheloos Palinter's Heracles scenes occ:up_y'.:'.l

22 out of 85, a very similar proportion of the total. Beazley
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sald that scenes of Troy were the other most popular subject
for the Group, but a glance at our chart will demonstrate
that the Dionysisc scenes are the second most popular, and
those of Troy third by quite a big margin. Here the Achelooé;
Painter 1s not true to Leagran form. He has six Dionysiac
scenes and one TrojJan episode, but twenty-eight komos and J
symposion scenes - even more than of Heracles. Some scenes whiéh
appear in the Leagros Group do not appear in the work of
the Aéheloos Painter at all; all cult including weddings,
trade, and the adventures of Theseus, but this may be non-
survival, since they are not very numerous in the work of the
Leagros Group elther. There are elght athlete vases 1ln the
Acheloos Painter's oeuvre, which is a very large proportion
of the whole, much more so than that constituted by those in
the Leagros Group. An interesting point to notice, made im-
mediately obvious by these histograms, is that the most
popular scenes both in the Leagros Group and in the Acheloos
Painter's work, are more popular than the others by a huge
margin. Heracles, Dionysos, and the komos are subjects, evidently,
to which the whole Group returned again and again.

Some of the larger categories need subdivision for some
purposes: Heracles 1s an obvious example, since any group of

vases is almost bound to contain a selection of scenes of his

various adventures, and some of the more popular ones, such
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as the encounter with the Nemean Lion, are likely to be repeated
often; if we are to discover anything informative about cho;ce
of sﬁbject matter we need to know which Heracles scenes &appear.
The éécond set of diagrams, on pages 188 to 194, 1s intended
to show exactly which episodes appear within each category
or cycle, how often, and on which shapes. Heracles, as we
have seen, 1s themost popular subject, and a great variety of
his adventures appear in the work of the Leagros Group - not
only the obvious ones such as the Lion, which are to be
expected and are naturally popular, but some very unusual ones
as well, such as the meeting with Hellos, of which there are
only five representations in black figure (57), crossing Ocean
in Helios!' bowl, and the adventure with the Kerkopes. The Lion
appears on hydriai, amphorae of type A but not type B, neck
amphorae, two column kraters and a lekythos, an even distribution
among the avallable shapes. This proves to be true of all the
most popular scenes: Antalos, who even appears on a cup, &
rare shape for the Leagros Group, as well as the hydriai and
amphorae; Kerberos, who 1s to be found on a pelike and a type B
amphora; Kyknos, who appears on amphorae of all three types,
hydrial and lekythol; the introduction to Olympus, on hydriai

and amphorae; the Amazons on hydriai, a pelike and a couple

of amphorae. Given that apart from the lekythol the Leagros

Group 1s largely composed of the big vases, none of this 1is
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particularly surprising, but we might notice which shapes
were chosen for the more unusual scenes. In the Heracles
column we find a few oddments, such as the episode with
Geryon's cattle, the meeting with Helios, and the oﬁcasional
scene of Heracles in Olympus rather than on the way there.
Heracles and the Boar may show the Delivery rather than
actual capture. These scenes appear on & wide range of shapes
but 1t 1s interesting to notice that the single kantharos
has one of the scenes of Heracles as a symposiast in Olympus,
a rare scene on a rare shape. One of the scenes with Geryon's
cattle and the Journey in Hellos' bowl appear on oenochoal,
and the meeting with Helios and the other scene of Heracles
in Olympus on lekythol. The other scenes of which there are
only one or two appear on bigger shapes - Alkyoneus on a hydria
Nereus rn a neck-amphora and a hydria, the Gigantomachy on
hydrlail; Triton, the Kerkopes, and Heracles driving a bull to ;
sacrifice all appear on neck-amphorae. The Nereus eplsode aﬁd
the Gigantomachy are not uncommon in late black figure, and ‘ 1
. Yy slmply have been less popular with the Group. The Kerkopes:
eplsode 1s genuinely unusual. There are no grounds for arguling
that all the rare scenes are confined to the vases which tend?

to obey conventions of their own, as 1t 1s apparent from ABL K
==

that oenochoal and lekythol do, and the painters who decorate ﬂ

them often concentrate on these shapes, but 1t is perhaps i
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reasonable to notice that the real innovators as to cholce
of subject in the Leagros Group tend to be the painters of the
smaller vases. The scenes involving Heracles, apart from those
which include Athena, which presumably owe their popularity
to the fact that she was the city goddess, are generally those
which allow for big active scenes, with herolc figures and
plenty of movement -~ precisely those which are most characte-
ristic of the Leagros Group, and which need their favourlte
large vases to dlsplay them effectively. Scenes which do not
appeaf are the Hydra, the Stag, the Stymphalian Birds, the |
Horses of Diomede - both these last admittedly rare - a
Centauromachy, or Busiris. These all figure in contemporary
vase-palnting outside the Group.

If we look at the corresponding chart for the Acheloos ] t
Painter, on page 188, the most obvious fact is that the o
Heracles scenes are a rather strange selection, and that he'_'ﬂ
appears to have had no particular and repeated favourite. Ong
of the scenes is unique, & charming picture of Heracles running
with the Apples in his outstretched hand. There are two scenes
of tﬁg Stag, two of the Lion, two with Kerberos, two with
Acheioos, the Kerkopes once, and two with the Kithara. There‘is'
another unique scene in which Heracles, Hermes and Iolsos are
walking in a noisy happy procession, very unlike the scenes in

the main Group, but very like the Acheloos Painter’s own komos
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vases. The general impression given by the cholce of scenes
in this painter's surviving work, even in the Heracles category
alone, is that his particular interests differed from those
of the Group. Almost all his Heracles scenes appear on large
vases, amphorae and hydrlail, and this in 1itself 1s not ftrue
of the Group.

A large number of scenes from the Trojan cycle appear 1n
the work of the Leagros Group. Most of them are popular ones, n
repeated often. The less common ones are Achilles brought to
Chiron, Achilles and the Amazons, the Death of Priam, Neoptc.)lemos‘
and ?olyxena, AjJax and Hector, Memnon, the Judgement of Paris,‘
and one problematic scene involving quarrelling heroces. The . i
most popular scenes, apart from those of Aeneas and Anchises,
most of which were found at Vulci and were presumably palinted
for the Etruscan market, and a number of Peleus and Thetis,l} J
are those which involve Ajax or Achllles or both. The sceneél }
are on the whole such that they involve filling the fileld wiﬁhf

i

violent actlon. There are ten lekythol wlth Trojan subjects,n
but otherwlse the scenes are all on hydrial or amphorae, so
that the ﬁainters were in no way hindered by the size of the
availgble fleld. Scenes which do not appear are the Games for
Patréblos, Achllles recelving hls armour, the Ransoming of

Hector, Menelaos recovering Helen, and scenes from the Odyssey.

All these appear 1ln contemporary black figure, though they are
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not very common. The Leagros Group appears to have been in-
terested chiefly in the two great heroes Achlilles and A jax,
and not to have been concerned with innovation in subject
matter. The scenes are treated wlth great seriousness, and
the figures are blg and herolec.

.The Acheloos Painter hardly concerned himself with Troy
at all; there 1s a delightful scene showing Peleus and Thetis
visiting Chiron. This no doubt refers to the time when their
son Achilles will be sent to Chiron to be educated, but as
the plcture stands it has very little to do with Achllles, and
this appears to be another instance of the Acheloos Painter's
departwe from the ethos and preoccupations of the Leagros Group.

Theseus only appears six times in the work of the Leagros
Group - only twice with the Minotaur, in spite of 1ts popularity
in earller black figure, perhaps because the Group as a whole
was not interested in the truly monstrous; none of the Heracles
adventures except those with Acheloos and Nereus involves any-
thing which 1s not wholly animal or wholly human in shape.

The other Theseus scenes show the rape of Helen or Antlope. All
these are on amphorae or hydriail. The Acheloos Painter did not,
apparently, paint Theseus at all.

Dionysos, of course, 1s a favourite subject in late black
figure, no doubt because of the nature of the contents and use

of the vases. The vast majority of the Dionysiac scenes are
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on amphorae and kraters, rather than other shapes, but there
are a few on lekythol, pelikai, oenochoal and the odd hydrila
as well. Most of the scenes are of the very common sort 1in which
the god and a number of satyrs and maenads process across the
picture, but there 1s a more sedate scene, in which Dionysos
is in a chariot with Ariadne or Semele, which appears on
hydrilail, perhaps because it needs a big fleld, and since it 1is
less bibulous, it 1s slightly more suited to a water jar. There
are a few scenes with satyrs and maenads alone, but not as many
as those which show the god, who 1s a greater source of interest
for the Group. When the entourage appears alone 1t is on
amphorae, one column krater and a lekythos.

The Acheloos Painter was apparently hardly interested
in Dionysiac scenes; there are seven, on & pointed amphora,
a neck-amphora, one type B amphora, one column krater, one
lekyﬁhos and one pelike. The pelike has a satyr lifting a
maenad contrasted with the rather chilly mortal embrace on the
other side, and so 1s rather out of the main stream of Dionysiac
plctures. The plctures of satyrs and maenads are very like
the Acheloos Palnter's komos scenes; thls was & subject in
which he was very much more interested and they are among
the best and most characteristic scenes in his work. The
sophlsticated middle-aged figures dancing and drinking are Jjust

those which dlsplay most of the stylistic traits which make
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the Acheloos Painter's work distinctive, and in some ways they
are more visually satisfyfrig even than the Heracles ones, which
they outnumber. There are as many komos, as opposed to symposion -
scenes in the Acheloos Painter's work as there are in the whole |
Leagros Group. Those in the main Group appear on amphorae and
kraters, except for an oenochoe, a lekythos, and a single hydriaf'
The Acheloos Palnter decorated an assortment of shapes.

There is a number of athlete vases, not all of which are
Panathenalcs, and Beazley noted this in a list of them at the
end of the main Leagros list. Most of them appear on neck
amphorae, but there is one lekythos, to which the plecture 1s not
well adapted, and four hydrial. The Acheloos Painter followed
the trend of the Group in this category; he too painted a
large number of athlete vases, but used a greater varlety of
shapes. Neck amphorae again occupy most of the list, but there 1s
another pellike, an amphora of type B and a lekythos. This last vase
has alscene which 1s a directrepstition - of one of tge amphorae |
and 1s not really sulted to the vase. It 1s not perhaps coin-
cidental that this vase belongs to the end of the paintert's
career - it l1s not his best work, and 1s far less well suited
than usual to the shape and size of the vase.

A subject of which the Group as a whole was fond, and of

which they painted fine examples, is chariots and horsemen.

Horsemen are not as popular as charlots, but when they appear
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they are well done. Most of them are on hydrial, perhaps
because of the size of field required, and the rest on amphorae.
There 1s-one volute krater, one lekythos and four neck-amphorae.
The rest appear on hydriail, for a reason which will become
apparent later. The Acheloos Painter followed the choice of
pot shapes for chariots - he painted no horsemen - and painted
about the same proportion of scenes.

The Acheloos Painter was not very interested in scenes
connected with active fighting, and he painted few plctures
which have anything to do with war at all. Departure scenes,
particularly with a chariot, are very common in the Leagros i
Group, almost always on hydriail and kraters, and never on an é
amphora; those on amphorae are always pedestrian, and have an
iconography of their own. The two departures in our palnter's
work are both on amphorae, and both conform to the Group's
iconography for this scene - an 0ld man saylng good-bye
to an archer and a hoplite who are palinted overlapplng, and
a second figure stands behind them, male or female. There are"‘
three fights in the Acheloos Palnter's work, all on neck
amphorae, one of them with a chariot; in the Leagros Group gf’
fights never have a chariot on amphorae, but sometimes on |

hydrlal, and kraters. There are three arming scenes in the

main Group, none in the Acheloos Palnter's work, and three scenes

of th§ harnessing of a war chariot on three different shapes,
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& hydria, a neck amphora and a kalpis. The Acheloos Palnter
never shows warriors resting, a favourite subject of the Group,
which appears on hydriai, amphorae and lekythoil.

A striking divergence from the practlce of the Leagros
Group shown by the Acheloos Painter i1s the almost total absence
of scenes showing the gods involved in any other actlvity than
supporting Heracles. The Acheloos Palinter seems to have been
content for the most part to keep his figures' feet planted on
the ground; his Heracles 1s an earthy personallity, and does
not get to Olympus in the surviving work. There 1s one scene
of Apollo and two Muses, not one of our palnter's best works,
and no Gigantomachy. In the rest of the Group the gods are
quite popular, particularly the scenes involving Apollo,
perhaps because Apollo 1s always treated seriously, and the
Group are nothing 1if not’serious. Gigantomachy scenes appear
on large vases, no doubt because of the room needed for them,
and seated gods are rare, and all on hydria shoulders. Athena -
1s more often assoclated with Heracles than shown by herself;
more than half the vases on which she does appear alone arg
prize Panathenaics. She appears as one of a group of gods
which may also lnclude Hermes, Apollo and Dionysos, who may '
have some connection with the introductlion of Heracles to :

Olympus, although the stene does not show him. There are some

stray scenes of Poseldon, and one of Artemis mounting her
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chariot. BT
Nelther the Leagros Group nor the Acheloos Palnter
show a great interest in stray myth outside the two big cyclea,;
ey

and most of those in the work of the Group are attributable
to one of the identifiable sub-groups or paintérs. Both the -
Group and the Acheloos Painter show Sisyphos on neck amphoraéu-
Silenos appears on a famous pelike by the Acheloos Painter;
his only other vase with a stray myth is a lekythos with Amazong
quitéxa common subject on thls shape - three appear in the
Group, and there are three hydrial and three amphorae. Other-
wise the Group figures Triptolemos. once, Perseus three times,
all on neck amphorae, the departure of Adrastos, the only
scene in the Theban cycle, & strange scene of Medea and the
Ram, and one of Europa and the Bull, on a lekythos. The mostv
noticeable thing about this category for both the painter and
the Group, 1s the varlety; apart from the Amazons thsre are
only one or two vases showing each subject - none of them 1s
one to which the painters returned. The same 1is true of scenes
of daily life, except for scenes at the fountain house, which
are extremely popular, and the scenes of men standing about
in conversation. In the Leagros Group the fountain house scenes
are all on hydrial, logically enough, but the Acheloos Painter,

with characteristic perversity, shows one on a neck-amphora,

and includes men in all his representations. The scene of a

14
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man molesting a woman at & fountain is unique. The palnter éhpgs
one scene of bull-catching, but domestic activity is not one
of his interests. The Leagros Group 1s not overwhelmingly
interested in daily 1ife either, or cult; apart from the
wedding scene they show only the occasional extisplcy, & i ﬁ
sacrifice, and three scenes involving a kitharode, which may;.f
or may not have to do with cult. Otherwise the everyday scen;s:
are very heterogeneous, and show a pottery, a man catching a
goat, two scenes of cooks, two of women in & vineyard, another'

two of activities about the house, and a smithy.

;In most respects, then, the Acheloos Painter's choice of
subjects 1s not so eclectic as to cut him off from the rest
of the Group, but 1s different enough to make him stand out.
His scenes are the ones which allow for comedy and burlesque,
rather than for dignified heroic figures, which are rare in
his work, since even his Heracles is not wholly serilous; much
of his work 1s highly original, which, while true of the Group
too, 1s generally true of thelr iconography and not of the
cholce of scene in 1tself. The Acheloos Palnter's strong sense
of the ridiculous led to a predomlinance of scenes of mortal
life, komos, satyrs and maenads, and away from Troy, Theseus,
gods, war, and any serious interest in myth.

Heracles 1is the subject which iInterests the Antimenes

Painter most; the Lion 1s the adventure to which he returns
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again and again, and also to the Boar, particularly to 1ts
delivery to Eurystheus. Like the Leagros Group, he llkes the
struggle for the Tripod, but shows 1t proportionally more often.
He 1s interested in scenes showing Athena and Heracles together,
engaged in no particular activity, which 1s not a subject which
appears much in the Leagros Group, and not at all in the work
of the Acheloos Painter. The Antlmenes Painter liked centauro-
machy as well, and this 1s not Leagran. Otherwlse the subjects
are much the same. The Antimenes Painter was more interested
than the Leagros Group in Theseus, and he shows four pictures
of Theseus and the Minotaur. He likes Troy Jjust as much as
the L?agros‘Grouﬁ, but differs considerably in the episodes he
chooses. He has six scenes of the Judgement of Paris, no fewer
than ten of the Recovery of Helen, and one of AJax and Kassandra,
as well as ones which correspond more nearly to those chosen
by the Leagros Group. There i1s something the same interest 1n
those scenes involving AjJax and Achilles. Almost all the
Dionyslac scenes show Dionysos, and this is different from
the Leagrans, who like scenes without him. The Antimenes Painter
differs from the Acheloos Painter in two important respects:
he shows no komos or symposion scenes whatever, and has a strong
liking for war, chariots and horsemen. He painted no athlets

vases other than Panathenalcs; he flgures two Gigantomachies.

His scenes showing the gods are the same as those of the Leagros
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Group, except for one stray Demeter, and three of the birth of
Athena. His myths are three representations of Perseus and
two centauromachies. The dally life scenes are few: men or
women &t the fountain house, a hunt, and two ollve harvests.
There are four weddings, and the other filve cult scenes show
extisplcy and mourners. We might fairly say, it seems, that
the subjects chosenby the Antimenes Painter show a liking for
the serious and an even greater liking for the formal, which
1s not altogether a Leagran tralt, and is something which is
lost in the break with the black figure tradition which they
represent. Thls difference makes even more clear the way the
Acheloos Painter differs in spirit though not in style from
the Group, which could be said to occupy a position somewhere
in the middle of the development between the Antimenes Painter
and the Acheloos Painter.

A glance at the dlagram for the Pioneers shows immediately
that although the categories originally designed for black fi-
gure can still be made to fit thelr cholce of subjects, their'
interests and preoccupations are changing very much. Heracles
is still popular, but less so than Dionysos and komos scenes;
athletes appear often, weddings - apart from that of Peleus and
Thetls - and cult do not appear at all, and trade and domestic

scenes are few. There is a very large proportion of cups, siﬂc;

1
]

these are a preoccupation of early red figure, and this is notf
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the case with the Leagros Group, and certainly not with the
Antimenes Painter, who concentrated on large contalners and
mixing bowls. If it 1s right to think of the Leagrans as
observing the Ploneers and reacting to them, these divergences
could be used to support this view. The preoccupations of the
Pioneers could hardly be more different from those of the
Antimenes Painter within the categories we chose, and the
Leagros Group shows a definite swing towards the Pioneers!
thinking. The Acheloos Painter 1s very like the Pioneers in
his informality, and interest in the less serious subjects in
the repertoire.

B: Pairings of scenes.

There 1s one other aspect of the choice of subjects madel{l
by the Acheloos Painter and the Leagros Group, and that is thed
way in which they are paired on pots with more than one scené.;
Pigure III, on pages 208 and 209 shows how the scenes are .‘?f
associated; the diagrams can be read in either direction, but‘j
a reading across the chart gives the primary pictures and doﬁnr
the subsidiary ones. Amphorae, of course, can hardly be said
to have primary and subsidiary scenes, and here Beazley's |
declision has been accepted. The heavily marked squares show
vaseé on which the same scene appears twice.

Heracles appears on the Leagran pots paired with almost

everything, with a significant gap at the end of the column,
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wher;'he does not coincide with cult, domesticity or tradse,
reasonably enough, since he 1s not a domesticated character.
In the work of the main Group he does not often appear twice
on the same pot, or with Theseus; where he does, the honours
are even as to precedence. The Leagros Group appears at a
point when Theseus enjoys & great lncrease in popularity, and
in this respect, oddly enough, the Acheloos Painter is backward
in not painting Theseus at all. Heracles 1s most often paired
with Dionysos; the significance of this 1s simply that both
became popular in Athenlan cult, and hence on vases, in the
second half of the sixth century; therefore Heracles appears
as often on an amphora as on anything else, and these are more
likely to show Dionysos than anything else. Hence the dense
concentration 1ln the square which represents this pairing.
The pots involved are almost all amphorae, with Dionysos on
side B. The other big groups of pairings are with Troy, and
with Komos, Warriors and Chariots. As far as Troy 1s concerned,
the Group evidently felt that either Heracles or Trby could
take precedence, and, as with Theseus, the honours are about
even. Troy 1s a big favourite of the Group, and is treated
with as much attention to detail as Heracles. Otherwise
Heracles is almost always the principal subject. Where he is
not, at any rate on hydrial, where there 1s no doubt as to

which 1s the principal scene, the episode chosen isg usually
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the Lion; at thils stage the combatants are shown locked on the
canvas, & posture which spreads itself out lengthways, and is
well adapted to the long narrow shoulder of a hydria. This also
accounts for the number of chariot scenes in the Group; a
race 1s well suited to a hydria shoulder too. The Acheloos
Painter shows chariots in this position also, and on the equally
suitable neck of a volute krater. His second Heracles and the
Lion 1s on the shoulder of a hydria, and this and the neck of
é volute krater are the only occasions on which Heracles appears

in the subordinate position on one of his vases. He 1s otherwise

i L J

paired wlth chariots, warriors and a fight, again logically
enough, and also, perhaps because of thelr sheer frequency,
with a komos.

Scenes with Dionysos appear most often paired with another
Dionyslac scene, or a komos, in the work both of the Acheloos
Palnter and of the Leagros Group. This 1s entirely to be expec-
ted, and it would be surprising if the Acheloos Painter here
dlverged very strongly. The only other pairing is that of
the contrasted embraces on the pelike. When Dionysos appears
in the principal posltion on the vases of the main Group 1t is
almoét always on amphorae; otherwlse he 1s subordinate to myth, o
gods, horsemen, chariots and a fight, like Heracles but with
less obvious logic; the Acheloos Painter never pairs these . |

scenes with anything except similar scenes or komos other than
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The vas? ma jority of
and tﬁey are all on large
they are paired with most
Theseus, Komos - Dlonysos
not do - wedding or cult.
which appears on a hydria
playing, subordinate to a

pot. The Acheloos Painter

- 212 -

Trojan scenes are the principal ones,
vases; like the Heracles ;cenes
things, but conspicuously not with

is serious enough, but a party will
The single scene from the cycle
shoulder shows Achllles and A jax
fountain house on the body of the

s With hls usual perversity, shows

Peleus and Thetls visiting Chiron on the body of a hydria,

paired with a scene of bull-catching on the shoulder.

The main Group tends

to palr the gods with everything,

and with Dionysos most. They are subordinate once in this pair-

ing; they are never combined with Cult or Trade, and only on

Panathenalcs with Athlete

s. The Athletes are paired with other:

o

Athletes, or with Heracles, Dionysos, Troy, Horsemen, or Charicts

The Acheloos Painter pairs his gods with a Komos, and Athletes:

invariably with Athletes.
Panathenalc - he seems ne

He pairs Horsemen wi

themselves and Heracles. His Domestic scenes are with Dionysia;,

Komos and Trojan ones. Beyond this point the dlagram tails 6ff;

None of his Athletes appear on a
ver to have painted a prize vase,

th Chariots, and his Warriors with f

I

and there 1s no longer the material for a fair comparison.

The Group is interested 1

n warfare generally, which the Acheloos
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Painter is not, and they pair these scenes with virtually any
of their favourites.

The main differences between the pairings used by the
Acheloos Painter and those of the Group are very much conditlioned
by their choice of subject matter, but it is perhaps true to
say that he has & nlcer sense of similarity and contrast than )
the Group, and this is more like the Ploneers, who sometimes
show scenes continuous on either side of a vase, such as_
Euthyﬁides' amphora of the rape of Helen (58). Obviously
there are some vases in the main Group which show this sensé o
of the right pairings, and there is & hydria, L 27 (plate 83)
on which scenes 1n front of and on the walls of Troy are to
be read as continuous. The artists of the Leagros Group werq';;
too competent to ignore such niceties completely, but the | ;g
pelike with the contrasted embraces and the amphora with twé.‘:
stages of the same symposion are characteristic of the Achelgoé
Painter, and not of the Leagros Group. They play safe, and put.
the same scenes together falrly often, and so does the Antimenes
Painter. We might expect to find, by this time, that the;&nﬁaenes
Hahnﬁr%apra@uge is more like that of the Group than that of
the Acheloos Palnter, and so 1t is. Heracles 1s paired with
virtually everything, Troy and the gods only with things wnich

can be treated seriously; Dionysiac scenes are also serious,

and paired with serlous subjects, and so are:Horsemen, Ghariots
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and Fights; they are palred with Heracles, Theseus, Dionysos,
Troy, Myth, the gods and themselves. Domestic scenes appear
with Chariots and Warriors, as they do in the Leagros Group . l”
but not in the work of the Acheloos Palnter.

The Ploneers' palirings are more difficult to compare,
since they painted so many more vases with scenes which aref?
continuous from one side to the other; there are a good many
cups and stamnol, so that the squares showing the incldence ﬁ.'
of the same scene on both sides of the same pot appear to be
fuller than they are for any of the other palnters we have |
cons%dered. However, 1f we look outside that line of squares,.
we sﬁgll see that Heracles 1s paired with Dionysos, Komos,

Troy and Domestic scenes, which cover most of the Pioneers'
vases. Theseus 1s paired with himself and another Myth, Dionysos
with other gods and with Athletes. The Ploneers did not object
to paliring & Komos with Troy, a thing which the Leagros Group
would not have done. On the whole, there are few clusters of'
pairings which appear repeatedly, and this 1s only to be
expected, slnce each of the Ploneers 1s a strongly individual
painter, and we would be wrong in expecting them to follow a
group trend in the way that the Leagrans do.

The Acheloos Painter, as a member of the Leagros Group,

shares a great deal with them iIn this aspect of his work, as in

others, but it is no accident that his work is distinguishable
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from theirs by style - it 1s extremely individual where mostp
of the rest of the Group are very difficult to differentiate:-.
and in the same way his cholice of subjects shows a disinclina- .
tion:to follow the trend, which again 1s more akin to the Pig-
neeré'than it 1s to the Leagros Group. Perhaps 1t 1s not al-
together forcing the evidence to suggest that the influence
of the Ploneers 1s to be seen more in the work of the Achelogs

Painter than it 1s in the work of the rest of the Group.

C: The Acheloos Palnter's vases scene by scene. : ;

The Acheloos Palnter, as we have seen, 1s stylistically
very much a member of the Leagros Group. Our investigation of
his choice of subjects vis 4 vis that of some of his contempo-
raries within the Leagros Group and outside 1t shows that he
had leanings away from the Group in terms of his cholce of
subjects to 1llustrate. In view of this the following discussion
of hls work scene by scene is designed to explore the Acheloos
Palnter's relationship to the lconographic practice of the
Leagros Group.

Each short section outlines the iconography of the scene
under discussion as 1t appears 1n Athenian black figure, and
the standard ways of showing the subject, if any, are described.
Then follows an &ccount of the Leagran treatment of .the sub ject,

in which any pecullarities are noted, and also the workshop's

standard practice, if 1t appears to have one. Finally the Acheloos



- 216 -
Painter's own contribution to the subject is discussed in
detall.
1: Heracles.
Acheloos.

The appearance of Heracles' encounter with Acheloos are
few compared with the frequency with which we see such eplsodes
as the Boar, or the Bull. Brommer (59) lists only sixteen in
black figure, exactly half of which belong to the Leagros
Gfoup. Luce (60) showed that there i1s no standardised scheme
for the fight, as there 1s for the more popular adventures,
and also that it 1s not necessarily right to assume that scenes
showing Heracles attacking Acheloos with weapons are late,
and the wrestling sche@e early, in the black figure series.
Luce was publishing a Siana cup in Boston, the name-vase of
the Painter of Boston C.A. (61) which has one of the esrliest
representations of the adventure in Attic black figﬁré. Here
Heracles does attack Acheloos with a sword. However, there 1is
one earlier representation of the struggle on an amphorsa aGxr
the Ptoon Painter (62) on which the more common wrestling
scheme 1s used. Both these versions belong to the first half
of the sixth century, and there 1s then a long gap until the
Leagros Group and the Long Nose Painter (63) take it up as

a subject.

Luce tried, as he did with other Heraclean adventures, to
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classify the pictures of the fight by the spectators who appear,
who are in part conditioned by the story: none, Hermes, Delaneira,
two onlookers, more than two, who may include Iolaos and & puta-
tive Oeneus, or the s8ix unidentified watchers who appear on
the Boston cup. The Ptoon Painter included three onlookers,
one of them a woman who 1s probably Delaneira, and the other
two a draped woman and a bearded man identified by H.P.Isler
as Oeneus and Deianeira's mother (éi). The Long Nose Painter
showea Athena standing at the left, holding her spear and
making the traditional encouraging gesture with her other hand.
The putative Oeneus stands at the other side, grasping a staff.
The Leagran vases vary very considerably in the number of
spectators, from the crowded picture by Painter S on a hydris
in London (65), which has everyone who could possibly be in-
cluded - Athena, Iolaos, Hermes, Delaneira and Oeneus - to
the version on a vase in Toledo, Ohio (66) which has none. A
member of the Leagros Group appears in each of Luce's categorles,
and we cannot say that the Group had any standard practice with
regard to the number and identity of spectators, or indeed that .
there was an established iconographic pattern for the Group
to follow or from which it differed. The spectators do not ]
normaily appear to have any particular function, apart from
that of varying the composition. If Athena is present she mérely

encourages. Iolaos does not even fill the minimal role he some-
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times has in other episodes as a clothes rack. Athena, Oeneus,
and on one occasion Hermes, may sit down.

Acheloos himself may appear &s a bull with a man's face,
as a centaur-like creature with the animal part bovine, or as
& bull with a man's face and a pair of human arms attached 1n
a rather unlikely fashion to the forequarters near the shoulder
These schemes fall neatly into chronological groupings. The
first, used by the Painter of Boston C.A. and the Ptoon Painter
belongs to the firdt half of the sixth century, the second one
to the last quarter, when it 1s almost entirely represented
by the work of the Leagros Group, and the third 1s confined
to the black figure of the period between 500 and 470. The
centaur form 1is the one which appears most often, and there
are only two vases showing 1t which are not Leagran. One of
them 1s that by the Long Nose Painter; his Acheloos appears.
with the body of a white spotted bull. His human part is .
standard: a wild, bearded being with long shaggy locks, .-bovine.
ears and horns. The Sappho Painter's Acheloos (67) is much
the same, with a rather more realistic body than that of the:
Leagran Acheloos, which is rather like that of the Leagran j; }
horse, but 1s otherwlse the same creature. He is standardised.ﬂ
for the Group: he has a slim, long-legged bull-body, once

with a white belly, and in another version with white patches

on the legs. The human part is a fit, middle-aged body with a
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red beard, long halr hanging in separate locks, bull ears and
horns.

Heracles 1s not so standardised. He appears variously dres-
sed and equipped, although he does not attempt to use weapons

o

on the god. Painter S treated him differently on each of the
two vases on which he showed the episode. On L 1 (68) he wears
his lion skin, belted over a chiton, with a sword, and his dlub,
bow and quiver slung in a bundle on his back. He himself 1s-
a mature man with a sizeable beard, rather tidier than that
of Acheloos. On L 104 (69) his club leans in the background;
hls bow and quiver are slung on his back, and the sword on al
baldric over one shoulder. He 1s naked under the lion skin,: :m
which 1s knotted on his chest with the head over his head;

the body of 1t 1s draped over his arm as a padded glove, in Qli
the same way as hunters use thelr cloaks in Attic painting.
There are two Leagran vases which depart completely from this
sche@é for Heracles. He appears without his lion skin on 39
(plate 48) and he 1s rather younger. On L 124 (30') he is also
rather younger, and wears a loin cloth. His bow and quiver
hang down his back, and he has a sword; his club leans in the
background. On 39 he has leant his outsize club against the

plcture frame, and 1s naked except for the sword slung on a

baldric over his shoulder.

Luce also tried to classify the forms of fight by separating
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ll
[

- rightly - the ones in which Heracles attacks Acheloos withllu
weapons, and then differentiating the wrestling ones by their
likeness to the scenes involving Heracles and other animals,
so that the Acheloos Painter's name vase 1is said to have &
scheme like that used for the Bull, and others to resemble
the Lion. This may well be true, but it 1s confusing. On the -
Boston cup, on which Heracles attacks Acheloos with a sword,i
Acheloos is a bull except for his face, and 1s not able to
wrestle; this 1s also true of the Ptoon Pailnter's Acheloos,
thouéh Heracles tackles him bare-handed. The Long Nose Painter's
Acheloos 1s centaur-shaped, and he attempts to retaliate by
grasping Heracles' leg. In other words, as soon as he 1s given
arms and is able to wrestle, he stops behaving 1like a bull.

The Leagran versions divide themselves neatly into two categor-
les - elther Acheloos fights, or he runs away. In all their
verslons Heracles advances on Acheloos and graps the horn with
one hand and some other part of Acheloos' body with the other.
On all the vases apart from the Acheloos Palnter's name vase

he gets some purchase against a leg with his own foot. On L 104
Painter S makes Acheloos act as the Long Nose Painter does,

and grasp Heracles‘by the raised leg. On L 122 (JL) and L 123
(?2) and the Acheloos Painter's name vase the god simply waves

his arms about helplessly. L 1, L 124, and probably L 104

exhibit a feature which Isler noticed (73) but did not explain.
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On these vases Acheloos wilelds a large rock in one hand or
both. L 104 has a break which obscures what he was doing with
the ;perative hand, but a large black blob behind Acheloos!'
head ;as almost certalnly a boulder. We noticed that as soon
as Acheloos ceases to be essentlally bull he stops behaving
li1ke one, and here the process has surely been continued
logically, and he has been given the weapon of an Attic centaur,
because he 138 centaur shaped. In fact he only attempts to
wrestle once, on L 124, where he grasps Heracles' leg. There
is no uniformity about the relative directions of movement
of the antagonists; on two of the vases on which Acheloos
uses stones he and Heracles face one another, L 104 and L 124,
on L 1 they move in the same direction and Heracles gets some
purchase against the elbow of the nearest foreleg. Heracles
may be downstage of Acheloos or beyond him; on the Acheloos
Painter's kalpis 39 Acheloos runs towards Heracles, but turns
his head away and throws out his arms in terror. All the Leagrarn
fights differ 1in one or more details, except that they are all
save one, closed compositions.

The exception, with a perversity we may recognise as
characteristic, 1s the Acheloos Painter's name vase'5 (plates
6 and 7). The struggle itself 1s not very different from the
others: Acheloos runs away from a Heracles who grasps his horn,

too terrified to offer fight, waving both arms in front of him;
’
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he does not do thils elsewhere. The right hand curves back to-
wards the horn, not unnaturally, but the gesture is echoed
by a rather elderly Hermes, sitting, as he does not otherwise
do in these scenes, on a block stool to the left, facing
to the right. He holds his hand up to his mouth in a gesture
usually interpreted as dismay, but which may merely indicate
boredom or.disapproval. Heracles' club, pointing to the right
at an acute angle, leans 1n the fork of a miserably spindly
tree to the right of the picture. The horrified god rushes
to the right, pulling Heracles, who 1s not wholly in control
of the situation, at a smart trot to the right. This strong
push to that side of the pilcture must be deliberate, and at
that side, perching on the lower palmette, making a gesture
with the free foot very like Hermes', is a big crow-1like bird.
It 1s not in the least lile the Siren which may be a good omen
on one of the Boar vases, noted by Beazley (7 ), but is gloomyX
and its expression, 1f 1t cduld be sald to have one, 1s sar-
castic, like that of Hermes. All the Leagran vases, éxcept
the crowded L 1 by Painter S, ignore the long-term consequences
of thils adventure, and that vase shows Delaneira, the cause of
them; the immedlate effect of the Acheloos Painter!'s plcture
1s comic, but 1t is not beyond him to refer, by means of the

s
bird of 1ll-omen, to the effects of the adventure on Heracles!

later life.

the bird is like the one which appears in scenes of t r
wiil~h 1a cenerallv thought to be an omen. he ambush of

1
Troilos,
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The Apples of the Hesperides.

The visit of Heracles to the Hesperides to collect the
Apples is not often represented in Attic black figure. Brommer
(75) 1lists five vases with the subject, four of them lekythoi.
All of them are late, and apart fom the vase by the Acheloos
Palnter, of a rather low standard of executlon.

The first lekythos, in Brommer's own collection (76),
has a very badly painted picture, which shows Heracles advan-
cing towards the tree. He carries a large quiver on his back,
and brandishes his club above his head. The tree 1s shown
rather as 1f i1t were a hydra, with a short squat trunk and
snak& branches, with a serlies of blobs for the leaﬁes; the
Apples are a serles of white dots at the top of the trunk.

The snake 1s simply a head, with wide open jaws.

A second lekythos, by the Edinburgh Painter, in Gela (7.7),
shows Heracles again approaching the tree, encouraged by Hermes,
who walks off to the left, but looks back at the hero, who
bends down in front of the tree. He has his bow and quiver on
his back, and has put hls club down on the ground. He holds
out a basket inhis left hand. The serpent, coiled round the
tree, looks at Heracles, but does not seem very fierce. Behind
the tree, facing Heracles and encouraging him, is a figure
wearing a short chiton, greaves and a breastplate, and carryingi

two spears. A break has unfortunately deprived us of the head;
k4
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8o that the ldentification of this figure is not pbssible.

The Cactus Palnter (78) shows Heracles engulfed in a
plethora of the spiky foliage from which the artist got his
name. Heracles walks away from the tree, looking back at the
serpent, who has two heads, and hisses at him from the tree.
There are no Apples to be seen, and Heracles does not carry
them, though if he 1s walking away he has presumably succeedédn
in his errand. Perhaps they are in his clothing, or possibly .
he 1s cirecling the tree sizing up the situation.

The fourth lekythos (79), by the Athena Painter, shows
the variant version of the story, in which the Apples are
fetched by Atlas, while Heracles holds up the sky. I@Ier'e.c‘,les""‘i
club and his bow and quiver hang or lean in the background,l
and Heracles himself bends down under the weight of the sky,b 5
which 1s a sort of architrave with the moon and stars paintea :
on it. Atlas runs towards him, holding out an Apple in each |
hand.

iThere are no pictures of the story in the maln Leagros
Groub; but the Acheloos Palnter has provided us with a charming
picture on an amphora in Rome, 6 (plate 9). Heracles has won
the Apples and at last has them safely 1n his possession. He

£1lls the whole picture with an exultant loping stride; as

if he cannot quite believe his luck, he looks over his shoulder

for posslble pursuers, but does not look as 1f he really feels
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that there will be any. He holds the Apples in front of him

in his left hand, with his loose lion skin draped over the
upper arm, and he lets his club trail behind in the right haﬁd'
as he runs over the rocky terraln (8Q) past some of our pain; 1
ter's favourite trees. It 1s a happy plcture, with, for once,
a completely successful Heracles, and 1t 1s also a unique ﬁ
plcture, as there are no others which show Heracles after

he has collected the Apples from the Hesperides or Atlas,

escaping scot-free with them in his hand.

The Erymanthian Boar.

Heracles and the Boar appear as a popular subject for
vase painters in the middle of the sixth century, in the ge-
neration of Exekias, and like the encounter with the Bull,
there is soona spate of vases with the subject. Towards the
end of the century it gains ground with the palnters of smali
vases, as does the Bull, and though 1t is not well-suited
to lekythol, it appears on them with very great frequency.

The story 1s one with several distinct eplsodes, all of
which are shown ssparately; some are more popular than others.
The capture of the Boar, and its delivery to Burystheus are
most often seen, but we also see Heracles shouldering the animal,
or driving it in front of him. Although, lilke the Bull, 1t had
to be brought back alive, there are vases which show Heracles

attacking the animal with weapons - hils usual club or sword,
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not éhe more suitable spear. He attacks with weapons on a
smali.neck-amphora by the Red Line Painter (81), and on an un-
attributed vase in Naples (82), on which the scene appears
under the handle, balanced by one of Heracles and the Lion
on the other side. However, the most usual method 1s to show
Heracles wrestling with the Boar, somewhat dangerously 1n
view of the animal's tusks, leaning over i1ts body as he does
with the Lion, and grasping its bulk with both hands. The Boar
sinks on to one front knee, with the foot curled under 1its
belly, as the Bull does. There are a few vases whlch show a
mixture of both methods: Heracles grasps the Boar with one hand,
and threatens it with a weapon clutched in the other. This
version 1s rare, and appears on some badly painted lekythol
of the Halmon Group, and a few others. They are all late (83).
The pilcture 1s, as with some of the other popular Labours,
varied by the inclusion of some spectators.

Usually the spectators are Heracles' normal companions
and friends - Athena, Hermes and Iolaos. There are two vases
in the main Leagros Group which show the capture and on both
of them Heracles 1s wrestling with the Boar. L 29 (84) 1s
a hydria shoulder, which also.shows him with the Bull, separated
from each other by Hermes and Athena seated in the centre of
the plcture facling inwards, not outwards looking at the two

fights. Heracles has forced the Boar down onto one front knee.
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He himself wears a loin cloth, and his club and quiver are slung
on his back. The other vase L 2hly (85) shows Heracles, again
wearing a loin cloth, grasping the Boar from behind. Beyond
them 1s a tree with Heracles!' quiver hanging in it. Athena sits
in front of them, faclng away from them, on a block stocl,
against which leans Heracles' club. Hero and Boar move away at
speed towards the right, in a manner very reminiscent of the
Bull pictures, which show the same variations on the wrestling
theme.

'Vases showing Heracles delivering the Boar are by far the
largest single group among those showing parts of the story,
and the group can be subdivided, since some of the vases show
Heracles bringing the Boar towards the pithos, and others show
him 1ifting the animal and threatening to dump it on top of
Eurystheus, already cowering inside the jar. Sometimes the
pithos 1s empty, and there 1is no sign of Eurystheus; occasio-
nally he is about to climb into the pithos as he sees Heracles
bringing the Boar towards him. Once again there may be specta-
tors: Athena, Iolaos, Hermes, and some figures tentatively
identified by Luce (86) as Eurystheus!' parents. The Leagran
vases all show Heracles bringing the Boar In some way, and
Eurystheus about to step into  the pithos, rather than the
actuAl delivery on top of him. L 110 (87), in the Louvre, show§

Heracles, fully dressed, holding the Boar by the scruff of . i
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the neck as they advance at a smart trot towards the pithos.
Athena stands in the middle, beyond the pithos, holﬁing her
spear at- the slope. Heracles' club leans against the pithos
at the side away from Heracles. Eurystheus has seen the approa-
ching danger, and moves towards the pithos from the other
direction. He 1s a middle-aged man in a himation, worn very
tightly wrapped round his body. L 266 (88), a lekythos in
Syracuse, shows Heracles letting the Boar down in front of
the pithos, still grasping 1t firmly by the hind leg. Athena
watches the proceedings passively. Eurystheus has just lifted
the 11id off the pithos and 1s about to leap into it.

This 1s the only one of the Labours which lends itself
readlly to humourous treatment, and yet there is only one vase
in the maln Leagros Group, as we might expect from such a deqplyi:
serious set of artists, which 1s in the least funny, and th;t
is a small neck-amphora in Syracuse, L 218 (89) with the piétu%es
on the neck. On one side of the neck Heracles has stripped to
his chiton, leant his club against the picture frame, hung h%si
lion skin on the wall, with its face frontally displayed, anq |
his sword and quiver in another place, and he trundles the gdaé
llke a wheelbarrow, holding 1t by the hind legs. On the othér'ﬁ
side a woman holding a sceptre, perhaps Hera, watches as Eur&sé
theus, holding his arms wide in horror, leaps at breakneck

3

speed into the plthos. He has been caught unawares, and has
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only had time to snatch up a himation, which 1s draped across
his elbows like a stole, its ends swinging free to emphasise
his ludicrous dismay.

The Acheloos Painter showed the subject on five surviving
vases. 20 (plate 30 ) shows Heracles wrestling with the Boar,
wilthout any onlookers. He has hung his weapons and clothing -
in the inevitable tree, and leant his club in the background.
He i1s still wearing his lion skin knotted across his chest, s
and a sword, although another hangs in the tree. Instead of
grasping the Boar dangerously by the body he has, more sensi£l§,
grabbed it by the snout and neck, so that it cannot get 1ts.l ;
head down to gore him. The Boar is not down on its knees, bﬁé l
1s running towards Heracles, and he has put a foot on its ;
foreleg to force 1t down. By contrast 8 (plate 12) has Heracieé,
no doubt by a deliberate reversion to a non-Leagran convention,
lifting the Boar, head down as on two Antimenean vases (90)
and in red rigure, above the head of Eurystheus in the pithos.
If tge Boar appears held head down in black figure it 1s
usually on a vase which dates from after the introduction of
red figure, and the main Leagros Group do not use thlis con-
vention at all.

7 (plate 10) shows Hermes, on the only occasion on which

he assists in this adventure on a Leagran vase, making a dis-

tressed gesture, hand to mouth, and another with the other hand
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which may indicate that Heracles 1s to stop threatening the ',
Boar with his club - another idea not typical of the Leagros

Group, which likes violence. Heracles, fully dressed with all

his weapons on his back, runs in the same direction as the ‘.'f
Boar, beyond 1t, clutching; at the bristles on the Boar's
neck, and brandishing his club in the other hand. Hermes sta#dg
Just beyond the Boar's front legs, and i1s definitely taking
part;;n the action, not just watching or encouraging.

L6 (plate 55), a lekythos in Sydney, shows Athena holding
out an encouraging hand as Heracles carries the Boar towards
the pithos. His club leans against 1t, and hls quiver hangs
in a tree; Eurystheus approaches the pithos from the other
side, and 1ifts a leg to climb into it. He wears a himation
draped across him, but is otherwise naked. Heracles 1s shown
in the position otherwlse connected with his threat to dump
the Boar on top of Eurystheus, holding the Boar above his
head as 1f waiting for Eurystheus to get into the pithos,
before asking politely to put 1t down. He holds 1t head down.

6 (plate 8) 1s the:-strangest of the Acheloos Painter's
plctures. Heracles wears his'lion skin knotted across his
chest and his sword and quiver on his back. He sprints heavily
to the right, after the Boar, only just level with its tall,
waving his club in his right hand and his bow in his left.

The Boar, head well up, runs past the tree, apparently about
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to collide violently with the handle palmette. Behind the
running palr, apparently without visible means of support,
watching them go, is a Siren. Beazley suggested (91) that
she was a good luck omen. It would be possible to lnterpret
thds . scene conservatively, as Heracles driving the Boar
towards Mycenae instead of carrying 1it, but it does not look
like that, and Beazley himself listed the scene as Heracles
pursulng the Boar. The Boar 1is getting away, and Heracles 1s
hot=-foot after 1t; as he so often does, the palnter gives
new life to an 0ld theme by introducing novelty and humour.
The picture i1s the only one which shows pursult rather than
attack with weapons, but the Acheloos Palnter may have got the
1dea from vases which do show Heracles attacking the Boar with
weapons, a'tradition Iignored by the Leagros Group entirely; 1if
he did, then the vase 1s an example of the palnter's wlllingness
to look outside the Leagran tradition at other painterst' work.

The Cretan Bull.

Heracles' capture of the Cret .n bull was a subqect which
became popular in black figure after the middle of the slxth
century. H. Thiry (92) noticed that black figu . : vases showing
this particular Labour constitute about 'ten per cent of the
total number of pictures showlng the Labours, and it occupies
third place in popularity after the Llion and the Amazons. Perhaps

it was the very fact that it was a favourite which led to the
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vast number of near-identical pictures of the adventure. As 1is
the case with the Lion, the central group of Heracles and the
Bull does not lend itself to much varlation, and there are only
three or for ways of representing it, not always the actual
struggle, and they all tend to be rather dull. The scene can,
of course, be made more interesting by the introduction of
some spectators, and they are usually the standard ones - Hermes,
Athena, sometimes Iolaos, occasionally others -~ but often there
are none. The subject, although it 1is not partlicularly suitable
in terms of shape and size, was one which appealed‘particularly
to the painters of small vases, especially lekythol, and
two thirds of Brommer's vast list (93) consists of small vases.
These small-vase versions do not differ from the large-vasse
ones, or at any rate not because of the relative size of the
field. All the pre-Leagran versions of the adventure attributed
by Beazley appear on large vases.

One of the earliest representations of the struggle
appears on the upper register of the neck of a volute krater
belonging to the Golvol Group (%), which shows Heracles,
naked, with his quiver strapped to his back, hobbling the Bull
by its near hind leg. The Bull, facing him, has been forced
to 1ts knees, and 1ts face 1s pressed against the ground. Behind

i

Heracles 1s a tree, and elther side of the central group is a

1

palr of women running away from them, looking back and waving..
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The scheme showing Heracles roping the Bull is one which recurs
often, and 1s only given minor variations of detail. A neck-
amphora belonging to the circle of the Antimenes Painter (95)
shows Heracles, having got the Bull into the same position as
that described above, holding it down by means of & foot on
1ts head and an elbow against its near fore-shoulder. The Bull
has a rope round a front leg, and a second rope round & back
leg, both on the near side of its body, and the roped front
leg is curled back under 1its chest, a detall which appears
often on other vases showing this scene. Heracles is again
naked except for a weapon, but this time it 1s a sword, slung
over his shoulder. In the background there 1s a frult tree, and
in it hangs the usual bundle of equlipment, hil’s weapons. There
are no spectators. A second neck- amphora in the circle of the
Antimenes Painter (96) shows Heracles naked again, with his
sword slung on a baldric over one shoulder, and hisweapons |  4
and clothes in the tree. This time he is accompanied by Ioigdst
who holds his own club - Heracles' leans in the background - “
in his right hand, and urges Heracles on with his left. The ;

bull is in the same position as before. A fragmentary hydria‘ 2

i

by the Priam Painter (97) adopts a compositional expedient

used for other adventures, and shows Hermes and Athena seated -

to the left, Heracles roping the Bull and another seated figure

i

to the right.



- 234 -

Heracles had to bring the Bull back allve, so his metrod
of desling with it, as far as the black figure vase painters
were concerned, was to wrestle with 1it; this scheme does not
g0 so far towards realism as 1t does with the Llon, and the
Bull 1s usually in the same position as for the roping scheme,
head down, forelegs bent. Heracles usually assumes much the
same position as he does for the Boar, leanlng over the Bull
from in front, and grasping 1t round the belly or neck. A sméll
neck.—amphora of the Dot Band Class in the Perizoms Group (95)‘1

o
shows thils scheme. Heracles 1s agaln naked except for hls sword, -
and his clothes and equipment hang in a tree 1n two bundles,

clothes and club and bow and quiver. Thls motlf of the two

bundles of equlpment 1s almost always present in pictures of; |

the fight with the Lion 1f there 1s a tree at all, especially ﬁ
if the hero and the Lion are locked in combat on tﬂé ground.{ i
The painters of the main Leagros Group do not show Heracles
roping the Bull, at least not in the way described above, but
there are pictures of him wrestling with 1t. L 129 (99) shows
the épll trying to gore Heracles. He himself is naked, without
a sword, and his weapons and clothes hang 1n a tree. He grasps
the Bull round the neck. Athena stands to the left, and Hermes
moves away to the right, looking back over his shoulder.

The other vases of the mailn Leagros Group display another

scheme, which Hausmann called the 'Verfolgungstybus' (100), which
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Heracles moving in the same directlon as the Bull, usually
left to right. L 29 (101) shows Heracles, wearing loin cloth
and quiver, running after the Bull, grabbing for 1ts horn as
it charges off to the right. L 250 (I02), an olpe, has a naked
Heracles roping the Bull from behind with & rope attached to ti
the hind leg and another to the head. Hausmann's 'Mitlauf!
scheme 1s post-Leagran, at any rate 1n the form in which he Q"
1llustrates it (103).

#60 (plate 68) by Hand C shows the roping on one side
and the .capture on the other. The capture scene shows Heracleg
running in the same direction as the Bull, on the downstage
side of 1ts body, grasping its horn and an ear. He has managed
to arrest the Bull's progress, and both its hind legs are planted
squarely on the ground. The background 1s filled with a spindly
tree of the sort the Acheloos Painter liked; club and clothing
hang up behind the group and the bow and quiver dangle just
in front of the Bull's chest. The reverse of the vase shows
Heracles, who has evidently had time to put on his loin cloth
and sword, roping the Bull from in front. The arrangement of
the capture picture bears a very strong resemblance to Leagran
Acheloos pictures, though not to our painter's name vase,

A lekythos by the Acheloos Painter 45 (plates 53 and 5h4)
Bhows a seated figure encouraging Heracles with a sceptre -

possibly zuropa (103b) - and Heracles running after the Bull, beyond
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1ts body, and grasping its horn, thls time resembling the
Acheloos vase very closely. Athena sits to the right, turnedl
away from the action, and looks back over her shoulder. Heraclés,
unliﬁe the hero of the pictures discussed above, 1s fully
dres;ed, with his club slung on his back over hisg belted lion
skin, and there 1s no sign of any other weapon.

An olpe, 44 (plate 53) bears a very strong resemblance to
an olpe of the main Group, L 252 bis (104) which is so like it
that there must be a close connection between the two vases..

The Acheloos Painter's vase shows Heracles, again fully dressed
with his quiver on his back, grasping the Bull's horn from
behind. The Bull has its head up, and a single foreleg 1s raised.
It 1s bellowing, and Heracles holds his other hand in front of
its mouth to quieten it. The group 1s essentially at a standstill.
Hermes, carrying a spindly branch, walks out of the right side of .
the picture, looking back. The Leagran vase has the same picture
without Hermes. Szilyagi, discussing the latter vase (105),

sald that it was a very static picture, and this is true of both.
All the figures apart from the Hermes are in strict profile, and

no attempt 1s made to enliven elther picture by the introduction
of vigo ~v.. movement. In many ways both vases are rather primi-
tive, looking back to the days of early black figuré, though

the scheme 1is late. It appears to be a deliberate choice of

a scheme which 1s precisely not one of those employed by the
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rest of the Leagros Group - antl-progressive as Szllyagil hasiif -
and even more noticeably not like Hausmann's 'Mitlauf! schemg,.
which shows the Bull attacked from behind, with the head turneq
back:élong its body. The Acheloos Painter's olpe 1s late in
his oeuvre, to judge by the style, and perhéps his evident wish to
differentiate himself from the rest of the Group led him to
look back Iin his later stages to the style of the previous
generation and earlier to achieve that difference. The other
olpe 1s not his, but looks like the work of another like-minqed
colleague; Palnter S is qulte a likely candidate both in style
and mood.

Kerberos.,

Heracles' visit to the Underworld to carry off Kerberos
appears quite often in Attic black figure after about 540.
H. Thiry (108) 1lists seventy-seven appearances of the subject
between 540 and 500 B. C. His diagram to show relative popula-
rity of the Labours makes 1t clear that 1t is one of the more
often repeated scenes, and so we might expect there to be a
standard iconographic pattern for 1ts portrayal, as in the case
of some of the other popular adventures of Heracles, and also
that such a pattern might be open, as elsewhere, to variation
by the number and identity of the people invoived o?her than

Heracles and the dog, and perhaps also in the treatment ol the

central incident 1tself, the removal of Kerberos.
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The visit to the Underworld 1s mentioned in Homer, Ody:zsey
xi, 623 rf., Iliad viii, 362 ff., and here we learn that the
help of Athena and Hermes was part of the story; the Iliad
also tells us, v, 395 ff., that the visit, if not the actual
removal of Kerberos, involved Heracles' offering viplence to
Hades. We might, then expect to find some, 1f not all, of these
people appearing in the actlion, and this 1s in fact the case.
Brommer (107) lists vases with Hades and Persephone, Persephone
alone, one with Hades alone, one with Apollo, many with Athena
and Hermes, separately or together, and two with Iolaos.

Some of these overlap, and a characteristic version would be
likely to show Athena or Hermes or both, and probably Perseph-
one. Hades is present very much less often, perhaps because

of hlis more tenuous connection with the removal, although
Heracles' visit 1nvolved violence offered to the god.

The behaviour of the spectators depends to some extent on
on the way in which the central incident 1s treated, and here
there are essentially two versions of the episode. They are -
not chronologically consecutive In the black figure series,‘
as are the two verslions of the meeting with the Llon, but
are a standard version which persists throughout, and, as
Boardman points out_(108), a variant version which appears

for the first time around 530, disappears again at the end qﬁ ;

the century, and 1s pecullar to Attic vases. | o
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The standard version has a viodlent mood, even if 1t does
not explicitly show violence, as implied in the Homeric account.
A cup by Xenocles (109), one of the earliest pictures of the
eplsode in the series, shows a version of the scene which
has all the basic requirements but none of the trimmings of
later versions: Heracles maintains a tight grasp on Kerberos
by means of a chaln lead sttached to the collar round the dog's
neck, and is removing him with some force; Hermes runs in
front, urging them on. Persephone stands watching them go;
Heracles 1is carrying his club, but not swinging it. In most | i
of tﬂe standard verslions he does swing 1t, and Persephone, if
she 1s present, usually indicates alarm. The shoulder of a '. i
hydria in Wlrzburg (110') by the Antimenes Painter, near the.
Leagrans in date, shows another version of this scene. Perse-
phone rushes in from the left, Iolaos encourages Heraclss o
excitedly, waving a spear, and Heracles drags the dog, branéfs#-
ing hls.club. Hermes, Athena, and Hades watch in varying deéﬁeés
of agitation. If the removal of Kerberos involves violence, P
then, the other figures in the scene react logically - Athena
appears in her role of encouraging patroness, Hermes and Iolaos
suppért and urge Heracles on, and Hades and Persephone show
signé'of distress. The halls of Hades are sometimes shown by

the presence of a column, which may appear by itself or may

support an architrave.
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The variant version, perhaps most clesrly 1llustrated by
the vase in Moscow by the . ysippidespainter (111), shows Hep&cies’
appro;ching Kerberos peacefully - in this particular painting b
he 1s about to pat one of the dog's heads - and the dog appéaré
quite calm. On this amphora the Andokides Palnter shows Perse-d
phone behind the dog, holding out her hands in a way which muSt‘
imply acceptance of the situation. No violence 1s offered tqﬁ {
anyone, and Heracles' club leans against a tree in the back-: &
ground. Hermes bends forward behind Heracles, making a frieﬁqif
gesture, and is apparently in no hurry. |

The Leagros Group includes a number of versions of the
scene. The work of the Group belongs squarely 1n the period
to which the peaceful varlant belongs, and so both versions
appedf. There are two vases which show the violent abductlon;
the rest are peaceful, no doubt partly because of the interest
of the Group 1In any new or strange approach to familiar stories.
L 10 (12:) shows the horses of Heracles' chariot with Athensa
standing by thelr heads, facing away from the action. Hermes:
makes a gesture with two raised fingers which is difficult to
interpret, but must mean encouragement of some kind. Heracles,

brandishing his club, drags the dog by his chaln lead past the

column of the portico. Persephone, standing beyond Kerberos®

body, indicates distress, hand to head. Heracles is fully dressed

wlth all the usual weapons, his lion skin belted over a chiton.
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L 267 1s a lekythos (113) which shows Hermes, Athena and a n;kgd
Heracles dragging Kerberos and waving his club, running and M
lookling back over his shoulder. The scene is framed by two béag-
ded mantle-figures, who are ﬁot readily identifiable, and seem
to be taking no interest in the actlon.

fThe rest of the Leagran scenes belong to the variant scheme.
L 10f.(11h), an amphora of the Antiope Group, 1is perhaps the
most extreme of the representations within the Leagros Group.
Athena stands behind Heracles, who holds his club in one hand
and approaches Kerberos, holding out the other hand to Hades,
who looks back over his shoulder towards him and makes a2 similar
gesture, which we might interpret as indicating that no-one
should make a sudden move and startle the dog. Persephone sits
under the portico, hand to mouth but not making any obvious
objection to tne removal of the dog. Palnter S was responsible
for two plctures of the episode, both of which are a cross be-~
tween the two versions. These combine, as C. Sourvinou-Inwood
noticed (115) the actual removal of the animal with the pre-
removal coaxing element of the vartant version.Heracles 1s shown
doing the removing, with the chain lead on L 11 (116) or by the
seruff of the neck on L 59 (117). It 1s Hermes who does the
coaxing, kneeling in front of the hero and the dog. L 132 (11§)

has both Heracles and Hermes coaxing, Heracles in front-of the

dog, and Hermes in front of Persephone. L 220 (119) has a seated

’
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Athena, and Persephone standing beyond Kerberos holding out

an arm in a gesture which plainly indicates to both dog and
hero that she 1s willing for them to go. Heracles stands in

front of the dog with an apprehensive hand to his mouth. The
apprehension may be a further complicat on to be observed in
those vases which show Heracles, Hermes or both kneeling 1n
front of the dog.

A feature of all these vases, which we might notice, is
that Heracles 1s next to the dog, whether coaxing him or drag-
ging him off, and whether or not he seems to be aware that the
animal i1s dangerous. The Acheloos Painter was responsible for
two versions of the scene, and on both he seems to have been
interested in the apprehension idea. On the hydria 34 (plate L43)
the painter has shown Heracles, hand to mouth, well to the left
of the picture, holding his club drooping from his right hand
together with the chain, and with Athena between him and the
dog. Hermes stands beyond XKerberos, perhaps introducing him,
possibly calming him as well. Hades makes a very rare solo
appearance, not noticed by Brommer, holding his hands and
staff above his head in what seems to be alarm. While it is
true that some of the peaceful representations show the resal
work done by a coaxing Hermes, who makes it possible for Heracles
to lead the dog away, and Heracles may show signs of fright,

there does not usually appear to be any sign of doubt that the
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venture will be successful. On this vase there may be an element
of just such doubt. The mood of the scene is a little different
from those in which Heracles approaches the dog directly, and
the dog himself 1s not calm - he pushes himself back off his
forepaws as if not willing to go. Hades' alarm may be for
Heracles' safety.

The Acheloos Painter's other version, on the amphora 9
(plate 13), 1s perhaps even stranger. Only Heracles, Hermes
and the dog are present, under the portico of Hades, in front
of a spindly tree. Heracles 1s fully equlpped with his bow, quiver
and sword, and he holds his club in his left hand, with the
body of his lion skin wrapped over his arm, as if in expectation
of " beilng attacked by th; dog. He gestures towards Kerberos, at
whom he 1s looking. A mysterious second club leans 1n the back-
ground. Hermes, standing beyond and behind the dog, holds out
his hand in a way which seems to indicate that Heracles should
stop, or at least that all 1s not well. Hermes, not Heracles, 1is 4
exhiblting apprehension, and Heracles' gesture may be one of
reassurance. There 1s a furtive air about the scene heightengd ‘
by the theatrical quality of Hermes' gesture and the total abse?ce
from the scene of elther of Kerberos' owners.  4

Although both these scenes belong to the variant group of :
pictures peculiar to Attic vases between 530 and the end of the

century, which:then dlsappears completely, the mood 1is ratherl .
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different from the others we have seen. Boardman argued (120 )
that the variant verslion 1s a reflection of Peisistratid inter-
vention 1n the affairs of Eleusls, so that Hermes may be a
reference to the Kerykes, and Heracles, the Eleusinian initlate,
a Peisistratid symbol. On the basls of this, the Leagran vases
are showing the Peisistratid flag, whether the painters were
conscious of doing so, or simply following the fashion. It 1s,
perhaps, significant th;t although both versions of the story
were open to the Acheloos Palnter, as both were palnted by the
workshop, and the comic posslbllities of the standard version -
the painter was, after all, a humourist - are manifold, he qhoée
delibérately to take the variant and alter it. Whether or not J
he was making a political point by so doing must remain a m;t£ér
for speculation, but that he was making a comment of some kind;

even 1f only at the expense of hils colleagues, is plain.

The Kerkopes.

. lv'
|
b

Heracles' encounter with the Kerkopes 1is one of the miﬁ&r%
eplsodes in his life which doces not appear often in Attic big§ﬁ
figure, or very early. The Kerkopes were twin bandits who tried
to steal his weapons while he was asleep, and he woke, dealt:
with them, and carried them off tied to a pole. They had been
warned by thelr mother to beware of the black-rumped man, and

from an inverted position had a good opportunity to observe

Heracles' behind and Joke about it; he laughed and let them go.
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They were later turned into monkeys by Zeus, because of thelr
persistent thieving. Heracles 1s shown carrying them on the podle
both on a metope from temple C at Sellinus and on one from the
treasury by the Silaris (121'). Both of these show a composition.
which is very like the standard one of the vases - Heracles
moves from left to right, with the twins slung fore and aft
from the pole across his further shoulder. He steadles the pcdle
with his left hand, and carries his club in his right. The

S

temple C metope shows the heads of the trio facing out at us;f ;
the twins slung back to back with a twist in the body, so that";;
it is possible to see their hands bound in front of them. Théll
Silarls treasury metope 1s more like most of the vases in that |
the twins are slung facing inwards towards towards Heracles,
and tﬁeir hands are bound behind them.

Brommer lists (122) only nine vases which show the story
in Attic black figure, and they are all relatively late. One of
the earliest appears on a vase by the Swing Painter (123) which
shows Heracles moving from left to right, the pole with his
quarry over his further shoulder. He wears his lion skin belped
over his chiton and carries a club in front of him In his right

hand. His left steadles the pole. He looks back over his right

shoulder as he goes. The Kerkopes are trussed like game, with
their hair hanging down as i1t would in life. There are no onloo-

kers. A very damaged amphora in Florence by the Diosphos Painter
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(124) showed another Heracles by himself with the pole over his

shoulder. We cannot be certain how he was armed, but as usual ﬁe

has a lion skin. ;t.
A white ground oenochoe in Brussels (125) shows a sim11;r~
scene, with the addition of a spindly tree in the backgroundl
Heracles holds his club up against his shoulder as if 1t were d
riflé, and looks in front of him. His bow is slung at his waistr

The Kerkopes have shorter hailr which does not dangle.

There are three lekythol which show the scene, all of them
late. On these we see that the adventure is not necessarlly
one in which Heracles is involved alone; these three vases
show him accompanied by two figures. One of them, in Palermd (126):

!

shows Heracles standing with the pole over the far shoulder,
waving his club carelessly behind him, and looking back at Athena.
who moves away, but looks back, gesturing encouragement. In
front of Heracles is Hermes, making off to the right, holding
up an arm as if waving good-bye to Athena. The Kerkopes' hands
are not tied. One of them has his arms folded on hils chest,
and the other holds out his hands behind Heracles. A second
lekythos 1n Agrigento was attributed to the Gela Painter by
Miss Haspels (127). It 1s a scruffy little vase with Heracles
once again looking behind him, carrying the Kerkopes so that

their heads rest on the base line of the picture. In front of

Heracles stands a woman who seems to be tryling to prevent him
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from moving off, and behind him an old man. The third lekythos,
which Miss Haspels wanted to connect with the lekythos #66, (128)'
has Heracles looking back at the woman, who seems to be trying
to ease the bonds of the twin behind, who faces backwards, not
forwards as he usually does. Heracles 1s armed with his club,
and his sword hangs on his back. In front of him i1s an old man
with a staff, who 1s moving off to the right looking back as 1f
expecting Heracles to follow. The woman could'be the mother of
the Kerkopes, who 1ssued the warning, but the man is not imme-
diately identifiable.

There 1s a single vase in the Leagros Group with the subject,
a neck-amphora in Boulogne L 137 ( 129). Hermes runs to the left,
looking back over his shoulder at the central group. Heracles,
his lion skin belted over his chliton, moves forwards, holding
his club pointing to the ground in front of him. The Kerkopes,
slung as usual, are very small, as 1f they have already made a
move towards the monkey shape they are later to assume. They
are slung facling Heracles, and the front one has a free hand.
In front of the central group stands Athena, facing away but
looking back over her shoulder at Heracles, her spear at the
slope, her shield leanling against her legs. She holds out her
left hand to indicate that Heracles should move off.

By far the most odd vase in the series 1s that by the

Acheloos Palnter, 2 (plate 3). Heracles, with his bow and quiver
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at His belt, stands at the side of the picture, with the Kerkopes'
slung once again trussed 1like game, on the pole. Heracles holds
out his club with the business end reversed, towards him. At
the other side of the picture i1s Hermes, moving away, kerykelon
in hand, looking back at Heracles, and gesturing towards him
as Iif refusing the offer of the club. In front of him, facing
Heracles, 1s a goat. The tone of the story told in .Diodorus. ..
1s one of comedy (130), and the Kerkopes are like naughty chil-
dren rather than a real menace, so perhaps the intention was to
show Hermes being offered the opportunity to exact retribution
with the club, and refusing it as he might refuse to smack a
child. The Kerkopes are small, perhaps to emphasise the point.
The goat 1s not easy to explain. They appear in contexts in
which the people are having fun throughout the Acheloos Painter's
work; both Heracles and Hermes are wearing wreaths as if going
to a party, once they have dealt with the Kerkopes. Perhaps

the goat 1s going too.

Heracles with a Kithara.

Heracles' usual image 1s not that of a devotee of the arts
and certainly not that of a practitionsr, but there are a few
vases wvhich show him with a musical instrument. The instruments
and the contexts 1n which he plays them vary, but with very
few exceptions the vases on which they appear belong to the period

between 530 and 500; certainly the scenes showing him as a
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kithgra player enjoy a very short vogue and disappear by the
end of the century.

Brommer l1lists thirty-four vases in his 'Kithara oder
Leier' 1i1st (131), and most of them involve a kithara. Margl-
nally the more numerous group shows Heracles mounting & bema
to play to an audience which consists either of Athena alone
or, occaslonally, other deities. The other kind shows Heracles
in what 1s usually interpreted as an Olympian, 1. e. post-
apotheosis, context, where there 1ls no bema and the number of
bystanders and their 1ldentity varies considerably (132), though
there are vases which show Heracles alone with Athena, and there
i1s an oenochoe in a Swiss private collection (133) which shows
Heracles by himself, with his club leaning against the pilcture
framg in front of him.

A typical example of the type showing the bema appears on"
a neck amphora in Tarquinia (134), which shows Heracles mounfiég
the bema, as always from the left, wearing a chiton and his
belted lion skin, with his bow and quiver strapped to his baék;
Athena stands to the right of the bema, facing Heracles andj;n%

couraging him. The same scene appears on an amphora in Muniqhif
1 ‘ :
by the Andokides Painter (135). Another amphora in the Villa;

Giulia by the same painter (136) shows a seated Hermes encoura-

ging Heracles to c¢llimb up, Heracles with the Kithara, his

weapons strapped to his back, and Athena seated to the right,.
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also encouraging him.

The Leagros Group has three vases showing Heracles climbing
onto the bema, and as they often do, the artists have introduced
some variants into the scene. L 134 (137) shows Dionysos walking
away from the actlon, looking back over his shoulder. In the
centre is Heracles, fully equipped as if for battle, climbing
onto the bema with his kithara. Athena stands facing him, and
another senior god, identified by Mingazzini as Poseidon,
walks away to the right, but looks back. L 136 (plate 92)
shows Hermes standing at the right making a gesture which looks
like introduction, as if he were announcing Heracles' contribu-
tion - in fact a compére's gesture. He supports Heracles' club,
leaning agalnst him, as 1f Heracles, again very fully equipped,
had handed it to him as a superfluous plece of weaponry - per-
haps the one thing he was carrying in his hand. Heracles climb§
up topley, and in front of him 1s Athena, accompanied by a f;wn.
#66 by Hand D, a lekythos which originally appeared as L 270
(plate 76) is an odd vase which shows the bema in front of a
column which presumably stands for a portico, with a fruit tree
beside 1t and a woman seated in front of it sniffing a flowe%.:
Heracles, encouraged by a seated Athena, climbs onto the beﬁ; ;
with his kithara. It is difficult to identify the woman, who |
has no attributes by which we might do so, and the portico igiﬁo

help, except that 1t 1s unlikely to stand for Olympus, and so
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we are presumably still in a quasi-mortal situation.
The second set of vases which show Heracles as a musiclan
show him in a context involving gods, sometimes several, whiéh‘

("
is not usually given a topographical indication, and is usuéil&

interpreted as being on Olympus. Vatican 387 (138) is a nonf,‘ﬂ

Leagran example, which shows Dionysos holding a kantharos, QH'

Heracles with a kithara, and Athena with a spotty panther

standing beyond her, presumably to reinforce the Dionysiac

assopiation, though the scene is not Dionyslac in the sense

of béing bibulous, rather in the dramatic sense. The other

vases of this kind all appear to be Leagran. L 122 (139)

shows Athena standing behind Heracles, who faces a seated FPo-

seidon holding a trident. Behind him stands Ares wearing a helmet‘

and chlamys and holding a spear. Athena makes no gesture on

this vase, which seems to show Heracles in an established pési-

tion on Olympus. L 135 (140) on the other hand, shows Athena

making an introductory gesture rather as if she were ushering

Heracles in front of her. Heracles stands holding the kithara

in front of a seated Zeus, who grasps a thunderbolt in his right

hand. Ares stands behind him, dressed as on the previous vase.
These, then are the two main groups of vases which show

Heracles in a musical context. It has generally been supposed

that they illustrate a performance on Glympus; some of the

pictures without a bema have a mood strongly reminlscent of the
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vases which show Heracles actually being introduced to Olympus,
the ﬁeagran ones particularly, but the ones showing the bema
seem deliberately to refer to some kind of competition. It was '
suggested by Boardman (141) that they had a reference to epic
recltals in Athens, and particularly to those probably intro-
duced into the reformed Panathenala under Peisistratos. There
are some vases with a musical Heracles which do not fit 1ntq
elther of the groups dlscussed above, particularly an amphora
in Tarquinia (142) which shows Iolaos and a woman accompanying
Heracles to a burning altar with Athena standling beyond it.
This, as Boardman says, should lndicate a sanctuary of Athena,
and so an Athenlian festival with recitals, rather than 'Olympus
or any god-frequented limbo', and it is difficult not to feel
that the other vases with Heracles mounting the bema sare a
reference to such recitals, even if the audience 1s divine. In
this context the oenochoe with Heracles playlng alone, and the
oenochoe in Leiden (143) showing Heracles seated with the kithara
in one hand and an oenochoe 1n the other, faced by a seated
Athena who holds her helmet out to him in a way which appears
to be encouraging and admonishing, are rerhaps not so strange as
they appear at first - everyone needs to practice, and equally,
everybody needs encouragement.

Heracles appears twice with a kithara in the work of the

Acheloos Painter, once on a pointed amphora in Munich, 4 (plate
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5) and once on a neck-amphora in the Louvre, 10 (plate 15).
Beazley originally included the Munich amphora in the main
Leagros lilst because of 1ts connection with L 136 (plate 92)
with a fawn in the audience. Here the Acheloos Painter shows
Hermes at the left and in front of him a ram, moving forward
and looking back. Heracles mounts the bema, facing Athena,
who supports his club, leaning against her with the wilde end
resting on the bema. Her shleld, with a tripod for the device,
i1s propped against the picture-frame behind her. The ram sug-
gests a sacrifice, so possibly here too we ought to read a festi-
val reference into the plcture; otherwise the ram i1s hard to
explain. The Louvre neck-amphora shows Heracles with Athena
and, as on L 136, there 1s a fawn, cocking a coy ear towards
the music. There 1s no topographical indication, and so we
should perhaps think of this as Boardman's god-frequented limbo,
or Heracles trying out his newly-acquired talents on his friendly
patr;n goddess; the fawn is Apollo's animal, as the kithara 1is
Apollo's instrument, and the obvious inference 1s that Heracles
has taken over some of the attributes of the musical god.

A few vases show Heracles playing other instruments than
the kithara - there is a picture showing him tuning a lyre
on & vase in Oxford (14L4) again encouraged by Athena, and one

of him playing a barbiton at a party on a red figure column-

krater in Paris (145). The vases showing him playing the kithara
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are largely the earllier ones, and those which show him alone,
practising, or playing other instruments later, 1f only slightly.
Possibly once he was shown playing one kind of instrument, whet-
her with any ulterior purpose in mind or not, he could be shown
playing others.

On a black figure lekythos in Vienna Heracles plays the
double pipes (146), dressed in & bizarre spotted costume remi-
niscent of but not corregponding to the Scythian costume that
archers wear. His bow and quiver hang on hls back. A satyr
dances on ei?her side of him. With this vase in mind we can
look at another vase by the Acheloos Painter which 1s unique,
and quite different from the lekythos, though Heracles 1s pla-
ying the plpes again; these two constitute the whole of Brom-
mer's 'Fl8te!' 1list (147). This 1s 1 (plates 1 and 2) which shows
two stages of the same procession. The party consists of Hermes
Iolaos and Heracles in a procession, accompanied by a small bull
and & goat, and they walk past a tree as they go. Hermes goes
first playing a lyre, with the goat beside him, head well up,
singing loudly, hls mouth wide open. Heracles follows, with the g
bull, playing his pipes, and Iolaos follows jauntily in the rear;

S
On the other side the procession 1s sagging just a little, tﬁe
bull is noisy, and Heracles 1s getting tired, so that he holds'
i

the pipes at a less confldent angle. The goat appears in othef

parties and Dionyslac scenes, but the bull 1s less easily accou-
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nted for - there 1s no suggestion of a sacrifice or & religious
occasion, and 1t does not look like a tamed environmental me-
nace. Perhaps we should Just accept 1t as a component of the
party picked up on the way, and not attach any particular
significance to its presence.

The Acheloos Painter's kithara vases are very like the
others which appear within the Leagros Group, even to the fawn,
which appears also on L 136. The vase with the procession is
i1s a completely original contribution to Heracles' muslical ca-
reer, without any exact parallels, though it is possible to
think of it as a standard party,-aftermath apotheosed.

The Nemean Llon.

'The encounter with the Nemean Lion is by far the most bop—
ular single episode in the Heracles cycle to appear in 1ate'l J
black figure, and the Leagros Group here follows the trend.
There are fifteen versions by various hands on various shapes,.
most of them large, and all displaying a certain sameness of.
approach. There are few ways in which it 1s possible for a Qés%-
painter to show the encounter - Heracles either grapples withl?
it kneeling or standing, or he may throw 1t, like a wrestlert
This last 1s rare. The kneeling scheme gains popularity in tpe

last quarter of the sixth century, virtually to the exclusion .

of tﬁé standing scheme, and 1s not in itself open to much varia-

tion, The fight 1s standard, and what variety there 1s 1s usually
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supplied by varying the spectators. Luce (148) listed the pos-
sible onlookers for the kneeling fight: Athena, Iolaos, Hermes,
any comblnation of these three or all of them, two or four on-
lookers not included 1in previous categories, and the local nymph{
Luce did not make it clear how he identified the local nymph, V
but éometimes an otherwlse unexplained woman appears among the;
spectators, and Schauenburg makes the same 1dentification (iuQQ.
If there are onlookers at all, Athena 1s the most frequent; Her-
mes or lIolaos alone are rare, but Athena and Iolaos together
appear more often than the goddess by herself. L

The main Leagros Group employs the scheme showing Heraéiq;
and the Lion struggling on the ground, head to head, with tﬁéif

i

bodies in opposite direestions. No variations such as that eﬁ¥f
ployed by the Andokides Painter, of making Heracles throw the .
Lion as if it were a human wrestler (150) appear, though there,
1s a lekythos (151) on which Heracles 1is grasping the hind 1ég
with;which the Lion is clawing his head, a scheme 8&8lso used'on.
a psykter attributed by Schauenburg to the Andokides Painter's
workshop (152), and on an amphora by Psiax (153). On one Leagran
column-krater (154) the Lion 1s not clawing Heracles at all,
but 1s digging its back toes in hard, while Heracles gets some

purchase agalnst the picture frame. The clawing 1s in itself a

relic of the standing scheme, 1n which the Lion stands on one

hind leg, and claws Heracles' knee with the other.
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Heracles 1s never without an audlience on the Leagran vases -
Athena 1s always present. Most of the plctures are on hydria
shoulders, and the kneeling fight 1s a useful shape for the
long narrow fleld. On these Athena isusually seated; on some
she gestures encouragement with her hand, on others she uses
her spear as a polnter, holding it horizontally. On two hydrial
she holds out a helmet in the encouraging hand. On one occasion
(155), where the painter had a better érasp of the niceties of
minlaturist palnting than some of his colleagues, she stands
up; the problems of the lack of height of the field are not
solved here by seating all the spectators. Where the scene
appears as a full-sized one on a vase body she stands anyway,
often 1n a twisted posture with her feet in one direction and
her head in another.

If Hermes and Iolaos are present at all, they are both pre-
sent, in the Leagros Group. They are used to frame the composl-
tion, most notably on L 17 (156), on which they walk in one
direction and look in another; i1f the scene is on a hydria
shoulder Hermes sits down, like Athena -~ deitles sit down, 1in
fact. On most of the vases Hermes is a totally passive spectator,
just holding his kerykeion, not using it to point. On a single
occasion he has his hand to his mouth, in the gesture usually |
indicating perturbatlon or excitement, and is at least reactiop

to the central action (157). Iolaos 1s only once shown holdingJ
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Heracles! belongings - otherwlse they hang up above the fight -
and on one hydria (158) he stands holding a spear, but is other-
Wlse a lay figure. The putative local nymph appears to fill the
field on a very populous hydria shoulder (159); an unidentified
man appears 1n the corresponding position on the other side of
the picture.

Between them, these vases ring most of the possible changes
on the struggle, and none of them, perhaps, 1s particularly un-
usual. By far the most interesting are those which appear on
the hydriai L 68 and L 17. On L 17 Hermes walks to the left,
looking back and gesturing towards Athena, standing slightly
to the left of the fight, with his kerykelion. Iolaos, holding
the herot's equipment except for his c¢lub, which 1s nowhere to
be seen, walks to the right, and looks back over his shoulder.
We ought, perhaps, to think of them as standing round the fight.
On L 68 (plate 87) we see Hermes, with his hand to his mouth
apparently watching what 1s happening with interest, and seated
like Athena. Athena holds her helmet and her spear out towards
the fight. Heracles is in a very unsafe-looking kneeling pos-
ture, with both arms round the forepart of the Lion, which 1s
clawing his head. His bow and quiver hang above them. Iolaos’
kneels too, holding Heracles' chlamys on the arm with which hs
urges his principal on; he has Heracles' club in the other héﬁg.

All the spectators here are not Just preseht, but emotionally
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involved and interested, and this 1s rare. On %61 (plate 69) by i
Hand C we have the putative local nymph, armed with a spear,
& seated Athena, and oddly, a seated Iolaos, gesturing encoufage;
ment, equlpped with a complete set of weapons which do not beléng
to Heracles, whose weapons and clothing hang up above the fiéﬁ;..

The Acheloos Palnter's volute krater 30 (plate L1), the
fragment detached from a pastlccio at Beazley's request, hgd |
a recumbent fight, and a standing Athena with a horizontal ééégr.
It 1s not possible for us to tell much else about the picture;é
except that the Lion was clawing Heracles. ﬁ;:

The other two versions of the fight by the Acheloos Painter
are more unusual and more interesting. 35 (plate L, ) is a hgdria
shoulder. Heracles is locked in combat with the furiously clawing
Lion; his equlpment hanging above his head. This group 1s at the
extreme right of the picture, not in the mlddle. The centre and
left of the plecture are occuplied by Heracles'! chariot, which has
evidently been used as transport to the scene of battle. Mounting
the chariot 1s Iolaos, acting 1n his officilal capacity as He-
racles' charioteer, unusual 1n 1tself and unknown in the piéture;
of the eplsode in the main Leagros Group. Behind him on the
ground 1s a helmet; Heracles never wears a helmet, so it should

belong to Iolaos, who 1s also equipped with a shield hung on

his back, and a sword. Iolaos 1s prepared to step into the

breach 1f necessary, or is equipped to do 8o, but his weapons
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are as useless against the invulnerable animal as are those'of{
his principal. Beside the horses, apparently talking to Iolgc;;
1s Athena, holding her spear across her at an angle. Her shleld
leans on a boulder between the horses and Heracles. The real
emphasis of the scene lies in the spectators, not in the fight;
whic# is standard.

HThis is also true of the only full-sized version of the
scene by the Acheloos Palnter, on a battered neck-amphora in
Altenburg, 11 (plate 16). The scene is slightly obscured by the
fact that the vase 1s fragmentary, and & gap now occuples the
part of the plcture which had Heracles' head and a sizeable ﬁiecé
of the Lion. Enough remains to show that Heracles and the Lion
are once again grappling on the ground, and the Llon once again
clawing our hero's head. From the position of Heracles' elbow,
it appears that he was trylng to throttle the beast, as he often
does. The fight itself 1s crammed into the corner of the picture,
'at bottom right, and the rest of the scene 1s occupled by Athena
and Iolaos. Athena 1s 1n a twisted posture, feet to the right,
head to the left, holding her spear across herself at an angle.
The break obscures what she was dolng with her other hand, but
the position of her shoulder, and the fact that her hand does

not appear at the other slde of the break suggest that she was

gosturing towards Heracles with her hand held slightly away from

her body, not an enthusiastic gesture. Iolaos stands to the left
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of centre, facing inwards, armed with a quiver on his back, and
holding a club in his right hand across his body. The chlamys
draped over his left arm, as if he were a hunter needing the
kind of protection afforded by a padded glove, emphasises the ;
gesture he makes with the hand, a depressed, diffident gesture

of the hand towards the fight, with the hand not far from the body‘

l1ike that made by Athena.

The club and equipment held by Iolaos 1s evidently his own,
since Heracles'! hangs where 1t will catch the eye, on the branch
of the feeble filling tree in the background. The bow and quiver
appear between Athena and Iolaos, and the club and clothing
behind Athena and 1n front of Hermes, who 1s crammed into the
side of the picture and points weakly to the fight with his
kerykelon. Iolaos often holds Heracles' club when he is occupied
with his bare hands, but there are a few vases on which he has
a club of his own. There is also a hydria by the Priam Palnter
(160) on which Heracles, his equipment hanging in the tree in
the usual two groups, bow and quiver, clothes and club, fights
the Lion between two club men. These may, as Boardman suggested
in his article about the connection between Heracles and Pelsi-
stratos (161), reflect the club-bearing bodyguard used by the
latter, and so may the Jolaos on our amphora. However, the vase

belongs to 8 period at which the uselessness of weapons against

the Lion 1s glven particular emphasis - once Heracles is shown
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throwing his crumpled sword away (162) - and the point of the
two scenes Just described may be the wholly internal one that
the second set of weapons, those of Iolaos, are just as useless
as those of Heracles, hung, on the amphora, just where they will
be noticed. Iolaos and Athena look at one another across the bow
and quiver, and not at the fight, which is so pushed into the
corner as to truncate the palmette.

The paintert's interest, unllike his colleagues' appears to
be in the spectators, not in the fight, which 1s conventional.
The f;atures which are not characteristic of the L;agroé Group,
particularly the chariot on the hydria shoulder and his rdle
on the fragmentary amphora, suggest that the palnter was partic-
ularly interested in the part played by Iolaos. It 1s at least
true that on these vases he does not stand passlvely on the
touchline, and he 1s not a plece of purely compositional fur-
niture. He appears to occupy & position rather like that 1in the
adventure of the Lernean Hydra, as a kind of colleague rather
than as a patlient dogsbody. Certainly interest is concentrated
on the reactlion of Iolaos and Athena, both of whom have a tradi-
tional concern for the success of Heracles' efforts, and on tnis
amphora they seem to be unsure of the outcome of the fight. The
Acheloos Painter's Heracles 1s not always in control of the . '

situations in which he finds himself, and so the concern of"

his patron and helper 1s loglcal, if unusual. o
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Heracles and Apollo: the struggles for the Tripod or the Fawn.

Heracles' struggles with Apollo for the Tripod or the
Fawn‘are connected, and so it is convenlent to dis;uss them :
together. The struggle for the Tripod first appears on an Attic
vase of the second quarter of the sixth century, a cup from
Naucratis (163), though this is very early, and the maln series
of representations begins in the middle of the century, for
example on an amphora by the Amasis Painter in Boston %16!4,).

There are two distinct schemes for showing the fight, as
so often happens with themes which appear frequently. The less
poprular version, a standing fight, has Heracles and Apollo
facing one another; they threaten each other with their approp-
riate weapons, club, sword, or bow -~ or each of them grasps the 4
Tripod by the leg 1n & tug-of-war, sometimes lifting it clear bff
the ground. This is the type which appears on the Amasis Paintér;s
amphéra, and 1t also appears on representations other than on.%

vases, for example on shield-band reliefs from Olympla of réughly
the same date as the Amasis Pgiﬁter's vase*(165).
The second scheme was more popular. Here Heracles has gafned.
a hold on the Tripod, and is moving off with it under one a?m.;
He is usually waving his club at Apollo, who is trying to s£6p:
him from getting away. This scheme also appears on shield béﬁq;
from Olympia of about the second quarter of the sixth centuf§;
and in the middle of the century, for the first time in stone,.
isthough this 1s a late wori of this painter, and Beazley suggesis

in L03 that 'it is influenced by the new style of ruphronios
and his conpanions'.
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on one of the metopes of the Heraion by the Silaris at Paestum.
About 525 it appears again in the pediment of the Siphnian
Treasury at Delphi. In Attic black figure the scheme first ap-
pears, or at least gains ground about 540, and from then on
is extremely common. The versions by the Lysippides Painter (166)
"

are among the earliest to appear.

Often both schemes are watched by various spectators. Luc?
(167) used this as a means of breaking up the long list of fépf

Jo
resentations into groups. There are occasionally unidentifilable

figures who are simply to be taken as fi1lling, and have no par- ;
ticular significance; Hermes sometimes appears, probably becgqse'
he 1s often a spectator of Heracles'exploits. There 1s even a .
lekythos (168) with a figure who might re&sonably be identiéi%d
as Iolaos, but usually if there i1s a single spectator 1t 13 -.2
Athena or Hermes. However, the antagonlists usually have secogas;
normally the figure behind Heracles is Athena. Apollo has a
female supporter, often with a bow and quiver - Artemis. Hyglnus,
Apollodorus and Servius all feature the intervention of Zeus in
thelr accounts of the struggle (169) but he only appears very
rarely in vase-palnting.

The scenes Which show the struggle for the Fawn first appear
about 550, both on shileld bands, and on a plate in Oxford (170).
The theme is most popular with painters towards the end of the

century, but never as much as the Tripod series. The opponents



, - 265 -
are the same, and Athena and Artemis appear in support. Once
agaln there are two schemes for the fight, and they correspond,
with those for the Tripod. Either the opponents stand with thq
Fawn in the middle, or Heracles runs off with 1t under an arm ,

) . ‘
and Apollo tries to prevent him. The two struggles are palred. |

"
Y
o

on either side of a vase in the Vatican (171). The scenes areif
linked, as Boardman pointed out (172) and the more so becauéei
many of the Tripod scenes show the Fawn standing in the back-
ground - quite unnecessarily, since the anlimal 1s not needed to
ide@ﬁify Apollo, and scametimes overcrowds the picture.

iThe Leagros Group has four pictures of the struggle for the
Tripod, all running fights. L 8 (173) is a hydria in Berlin,
with the picture on the body. It is one of those which show
Hermes, moving forwards from the left hand plcture frame and
looking behind him as he goes. He overlaps with Artemls, who
supports Apollo. He has caught up with Heracles, who moves off
to the right, and grasps one leg of the Tripod with his right
hand, raising an admonlishing left hand as he does so. Heracles
holds the Tripod by another leg, and brandishes his club over
his head. Athena stands to the right, holding up her spear be-
side her head as 1if she intends to use it. L 127 (174) 1is very
similar; this time the vase 1s & neck amphora. Apollo comes

forward to grab the Tripod in the same way, and Heracles moves

off, looking back to threaten Heracles with the club. Athena
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simply watches, and Apollo has no supporter this time. Both
these vases show the Fawn, standing precisely where it will get
under the feet of the combatants, moving in the same directicn
as tll’x.e fight, and on L1127 looking back at Apollo over 1ts shoulder

L 102 bis is fragmentary (175). It had Apollo moving after
Heracles to the right; Athena stood at the right with her shield,
appropriately enough with a tripod as the device upon 1it. Artemis,
wearing a polos, supported Apollo. There appears to be no sign
of the Fawn, but 1t is not beyond the ingenuity of the Leagros
Group to make the Fawn the object of the fray, and refer to the:
Tripod by putting it on Athena's shleld. However, this is mere
speculation, since a tripod 1s a common enough shield device
anyway. It is safer to think of thils as having been the fight
for the Tripod, the version painted by the rest of the Leagros
Group.

L 9 (176) 1s the most fnteresting picture. This is a hydria
in Oxford, which has a plece missing where Heracles! head and
the plece immedlately above it were. This led less observant
people than Beazley to suppose that the object of the struggle
was missing altogether. In fact the scene could be said to show
a cross between the two schemes for the fight. The Tripod was
verti?al, and Heracles was holding it over his head. He moves
off to the left, which 1s unusual. Apollo, with bow and quiver on

his back, moves forward wilth another bow in his left hand, and



- 267 -
reaches for the Tripod with his right. Artemis moves forward
behind him, following his lead, and behind her stands Hermes,
his hands clutched to his chest as 1f 1n excltement. Athena
stands in front of Heracles, lookling towards Apollo, making a
gesture of support and encouragement, and behind her 1s Zeus,
spear at the ready. This scene is much llvelier than the others,
busy, crowded, and full of movement. It 1s also unusual in
showing Zeus, but many vases of the late sixth century show
signs of having been influenced by the sculptures of the
Siphnian Treasury, which also features Zeus in 1ts struggle
pediment (177).

Once agaln the Acheloos Painter chose to differ from the
workshop trend, and painted the struggle for the Fawn instead,
on a'pointed amphora in Florence 2 (plate 3). Heracles, a hul-
king figure wearing anunbelted lion skin, moves off to the right,
brandishing his club at a figure who ought to be Apollo, but i o
}g?ﬁﬁg bearded and has no bow, who is trying to get hold of
Heracles by the quiver on his back. Between them, as if it were
the inanimate Tripod,is the Fawn; each antagonist holds 1t,
Heracles by the front legs and Apollo by the belly, and the
unfortunate animal hangs, head down, between them. To the right

of the struggle and very much in Heracles' way, is Hermes, kneel-

ing on one knee, looking back at the fight, and holding out bcth.

hands towards Apollo in a gesture which looks like pleading, or *
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or at least an attempt at Intervention of some sort.

A problem related to the two serles of scenes 1s that raised
by the fact that the Fawn can be confused with plctures showing
the capture of the Kerynitian Stag; they are sometimes mistake-
nly classed together. These scenes should show a deer with ant-
lers, and Heracles is sometimes shown in the act of breakling
one Jff. Arfemis, whose animal it was, 1s the deit& involved,
in the literary record, and in the pictures concerned there is
no struggle but peaceful concession. The painters themselves
sometimes confuse the two stories, and occaslonally the Fawn
has antlers and the Stag has none. The Acheloos Painter shows
the capture of the Stag on a second pointed amphora in Toledo
Ohio, 3 (plate L) which ought, in view of the identical potting
as well as the scenes, to be thought of as related to the Struggle
vase 2. No-one has suggested that the palnter was confused, there
is no struggle, and the Stag 1s fully grown, with a vast and
magnificent set of antlers, but the goddess 1s Athena not Arte- 4
mis. Athena does appear on vases with this subject, but Artemis
1s normally there too. If Boardman is right in suggesting that!
that'the scenes of concesslon of the Stag connect with the
introducticn of Artemis'! cult to the Acropolis ( 178), this.-‘ﬁ
vase may slmply be shortcutting the symbolism by leaving ou£
Artemis - the plecture stands, as it were, for the establishqd‘

cult as a fait accompll; however, we are still left wondering‘f

{
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whether the painter thought of these two eplsodes as somehow
related.

2: Other Myth.

Amazons.

Amazons who appear by themselves In late black figure are
shown engaged in the same set of activitles as male warriors:
they arm, set out for battle, lead and ride horses, and harness
and drive chariots. Their iconography 1s much the same as that
of their male counterparts.

The earliest mounted Amazons occur on a merrythought cup
in Rhodes (179), as the reverse of a more conventional Amazono-
machy involving Heracles, always a more popular subject than |
Amazons alone. Most of the other representations are considqrgbly
later. Usually all the Amazons are mounted, and accompanied‘bj“
their dogs. The Leagros Group has only a few pictures of Amazons -
by themselves. L 210 (180) is a neck-amphora which shows them
on both sides of the vase. On the front are two Amazons ridiﬁgi
to the right on galloping horses, each accompanied by a dog i
which faces back in the direction from which they have come.;"
Both riders wear Corinthlan helmets and short chitons, and |
carry two spears, exactly as 1f they were cavalry riding outl
in thg ordinary way. On the other side one Amazon is riding,

again with her dog facing in the opposite direction. Her com-

panion runs along in front. She 1s equipped like a hoplite,
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with a round shield. The mounted Amazon carries two spears
as before, and wears a Corinthian helmet and a short chiton.

Two other Leagran vases are both lekythol. L 256 (181) 40
shows a fallen warrior between two mounted Amazons, clearly a
version of the three-figure fight common on Leagran vases. . '

L 255 (182) 1s interesting because 1t shows Amazons dismounting;
there are four of them, all sliding down from their horses,.. y
both legs on theilr horses' right. All of them have dogs.

L 105 (plate 88) a type B amphora in the Antiope Group

sald to recall the Acheloos Palnter, shows two mounted Amazonsf

|
i

riding to the right, each with her large collle-l1like dog. Tﬁé E
front horse 1s restive, and shles at something outside the ﬁiq;
ture to the right, which has also startled the dogs. Both Am;zbns
are equipped as before, in short chitons and Corinthian helmets.
This time they wear breastplates. Sometimes the scene can be
vari;d by having a long cavalcade strung out across the vase;

The friam Painter (183) showed a version which has five Amazons'
and two dogs, two palrs of a hoplite. and an archer, and a single-
ton archer, labelled as Andromache; the hoplites carry round
shields. Amazons sometimes carry a pelta instead. This is
particularly effective on a vase in Munich with a cavalcade of
six (184) as the figures are strung out in line, and the equip-

ment 1s varied on alternate figures.

The Acheloos Palnter's lekythos L7 (plate 56) belongs to
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a group of vases showing yet another variatlion, which has one
Amazon dismounted and leading her horse. Here she 1s the one:

in the middle, walking on her horse's left. She wears a Corin-:

Pk

thian helmet, the others soft caps and cloaks over short chi- ﬁ
tons. All three carry spears. Both the mounted Amazons carryii
a pelta, slung upside down. The walking Amazon has a round
shield with pellets for the blazon. None of them has a dog.
This lekythos belongs late in the painter's oeuvre, and 1t 1is,’
perhéps, not surprising to find that there are no innovations
in tﬁis pilcture, which is by his standards dull. It belongs
to a small group of such pictures, among which lekythoi figure
prominently, many belonging to the fringe Leagran Class of
Athens 581. Amazons do not appear elsewhere in the Acheloos
Painter's work, and it 1s likely that the subject dild not
interest him greatly.
Apollo.

Apollo, carrying or playing his kithara, appears very often
in Attic black figure after the mlddle of the sixth century.
The vast majority of the vases with pictures of him are amph-
orae, or large closed shapes, with very few exceptions: Apollo
1s a serious subject for blg vases, and the subject is treated
seriously. The flgure of a much-respected god whose principal

peaceful actlvity on vases, i. e. not shooting Niobids or deal-

ing with Tityos, 1s to play the kithara, is not one open to much
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variépy, other than ih his position, sitting or standing, and
in the company he keeps. These are very stereotyped vases;
they can very easily be divided into groups (185) by means of
the identity of the bystanders, and there are very few vases
which do not fit readlly into one or other of these groups.

One of the earliest scenes appears on & neck-amphora by
the Princeton Painter (186). ApolloT bearded foar once, stands
in the centre of the picture, facing to the right, holding his
kithara; each side of him, facing towards him, is a goddess.
At the extreme left 1s Hermes, who 1s winged himself as well as
having winged boots. He makes an enthusiastic gesture with hils
left hand, the fingers extended. At the extreme right stands
Poseldon, facing away from the picture, but looking over his
shoulder at Apollo. In his right hand he holds a trident. The
two goddesses appear elsewhere, for example on an amphora
by the Antimenes Painter (187), showing the same group of figures.
Here one of them wears a polos headdress, which identifies her
as Artemis, so that the other 1s logically Leto. Here, the
absenée of the polos means that the two goddesses could well .be
Muses, and Beazley frequently called such figures elther Muses
or goddesses, ldentified or not; occasionally they are even
called Artemis and Muse (188).

There are many vases which show Hermes, Poseidon, and the

female figures as spectators, and those which substitute other

eazley, 1t has to be adnitted, questioned whether this was Apollo.
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male deities can be regarded as aberrations from the norm. One
such scene appears on a stamnos 1n Oxford (189) with a large
group of spectators. At the left a goddess overlaps with Dio-
nysos, who holds a kantharos; beyond them 1s a goat. In front
of them are two goddesses with torches. Apollo stands in the
centre, at the right are two goddesses with a fawn, and at the
extreme right 1s Hephalstos, holding his axe and faclng away
from the action. The goddess next to Dionysos might be Leto,
the others Muses, one of those with the fawn Artemis, but 1s
1s not possible to be certain. We might think of the pictures

of Apollo with a selectlon of these spectators as an excerpted

version of the full one, so we may have Artemis and Hermes only

(190), Artemis or Leto with Hermes and two Muses (191), or
four Muses (192).

Another group of vases shows Apollo with Artemis on Delos.

On these the palm tree usually occuples the centre of the picture,

with Apollo on one side, and Artemls on the other. An amphora
in the Antimenean circle (193) shows Apollo to the right and
Artemis to the left. In the centre is the<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>