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For MORE THAN one hundred years black-figured
vases were made and decorated in Athens. Among
the many artists who worked in the Kerameikos, the

- potters’ quarter, the Amasis Painter! seems to have
had the longest career. His first vases are datable
around 560 B.C., not long after the completion of the
“Francois vase,”? and he worked until about 515 B.C.,
more than a decade after the invention of the red-
figure technique. Thus, his latest vases are contem-
porary with those of the most innovative red-figure
vase-painters, the Pioneer Group.? Each newly rec-
ognized vase by the Amasis Painter helps put the ca-
reer of this important artist, as well as the history of
black-figure vase-painting, into sharper focus. The
most recent attribution is that of an oinochoe pur-
chased in 1978 by The Metropolitan Museum of Art
(Figures 1—4), and identified by Dr. Dietrich von
Bothmer as an early work. This article will examine
the place of that vase among others by the Amasis
Painter, and will also consider the early development
of its shape and ornament in the context of black-fig-
ure vase-painting.

The Amasis Painter is the name given to the anony-
mous artist responsible for the painted decoration of
vases made by Amasis the potter, whose signature is
found on nine vases, and perhaps on a small red-fig-
ured cup too. Six times the potter signs "Auaoig fol-
lowed by uemolecev (“Amasis made me”),5 and twice
"Apaoig émoleoev (“Amasis made”);® the two other sig-
natures are incomplete.” The Amasis Painter not only
decorated these signed vases, but also many others,
unsigned, that are like them in drawing and there-
fore must be from his hand. The meticulous style of
the painter is well matched to the small, refined
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shapes fashioned by Amasis the potter, and it is prob-

able that potter and painter were the same person.®
Our trefoil-mouthed vase is the earliest example of

an oinochoe of shape 111, called a chous, which has a

A list of abbreviations is given after the appendix to this article.

1. ABV, pp. 150-158, 687-688, 698, and 714; Para., pp. 62—
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Amasis Painter in AK 3 (1960) p. 80. See also idem, Mitteilungen
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from Orvieto.

5. ABV, pp. 152, nos. 25—-27, 29, 30; and 153, no. 32; Para.,
Pp- 63-64.

6. ABV, pp. 153, no. 37; and 157, no. 87; Para., p. 65. See
also R. M. Cook, JHS 68 (1949) p. 148.

7. ABV, pp. 157, foot ("Apacts ...); and 158 (Aua ...
€...). Beazley, Attic Red-figure Vase-painters, p. 160; Para., p. 65.

8. J. D. Beazley, Attic Black-figure: A Sketch (London, 1928) p.
6; S. Karouzou, The Amasis Painter (Oxford, 1956) p. 1. On pot-
ter and painter signatures, see J. D. Beazley, Potter and Painter in
Ancient Athens (London, 1944) pp. 25-26, 33—35; R. M. Cook,
JHS 91 (1971) pp. 137—-138; T. B. L. Webster, Potter and Patron
in Classical Athens (London, 1972) pp. 11-12; M. M. Eisman,
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35

The Metropolitan Museum of Art @J&
is collaborating with JSTOR to digitize, preserve, and extend access to o2z

Metropolitan Museum Journal MIKOLE

®

www.jstor.org




1-4. Amasis Painter, Chous; warriors between man and
youth. H. incl. handle 18.75 cm. The Metropolitan
Museum of Art, Classical Purchase Fund, 1978.11.22

squat, piriform body continuously curved from the
lip to the join of body and foot.? In Attic black-figure
we know of approximately eighty other trefoil-
mouthed choes, and two circular-mouthed choes.
Further, four fragments attributed to the Amasis
Painter may be from choes, as Beazley observes.!®
The ancient name chous has been applied to this bul-
bous shape because on Attic red-figured choes—par-
ticularly those datable during and immediately after
the Peloponnesian War—many scenes are associated
with the Anthesteria, the oldest of the festivals of
Dionysos in Athens. The Anthesteria were celebrated
from the eleventh through the thirteenth days of the
month called Anthesterion (February—March). The
second day, known as Choes, was largely devoted to
drinking the new wine from vessels named choes.!!
Ancient literature indicates that chous was the most
commonly used term for a jug, and as depicted on
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9. On the shape in general, see J. D. Beazley, Attic Red-figured
Vases in American Museums (Cambridge, Mass., 1918) p. 201; C.
Daremberg, E. Saglio, and E. Pottier, Dictionnaire des antiquités
grecques et romaines (Paris, 1877-1919) L, ii, pp. 1127-1128; J. R.
Green, Bulletin of the Institute of Classical Studies of the University
of London 19 (1972) pp. 6—7; van Hoorn, pp. 16-19, 53—57; F.
Hultsch, RE 111, cols. 2526—2527; G. M. A. Richter and M. J.
Milne, Shapes and Names of Athenian Vases (New York, 1935) pp-
18—20; Agora XII, pp. 60—63.

10. ABV, pp. 153, nos. 39, 40; 155, nos. 66, 68; Para., p. 64.
Two other fragments Beazley thought were possibly from choes
are from different shapes. Oxford G 568 (CVA, pl. 3,15), once
described by Beazley as the fragment of a chous related to the
Amasis Painter, is more likely to be from an amphora. Not only
is its bud ornament framed by double glaze lines, but it is also
reserved inside—both abnormal characteristics for choes. Ox-
ford 1929.19 (ABV, p. 153, no. 38) may be from an olpe; see
note 33 below.

11. The Anthesteria have been discussed extensively in con-
nection with the uses and iconography of choes; see note g
above and the following: L. Deubner, Attische Feste (Berlin,
1932) pp- 93—134; H. von Gaertringen, RE I, cols. 2371-2375;
J. R. Green, Annual of the British School at Athens 66 (1971) pp-
189—190; H. Metzger, Recherches sur l'imagerie athénienne (Paris,
1965) pp. 55—76; S. Karouzou, AJA 50 (1946) pp. 122—-139; A.
Pickard-Cambridge, The Dramatic Festivals of Athens (Oxford,
1953) pp. 1—22; A. Rumpf, Bonner Jb. 161 (1961) pp. 208—214;
and H. R. W. Smith, CVA, San Francisco I, p. 48.



red-figured choes, the shape served both as a pitcher
and as a drinking vessel.!2 Not one black-figured
chous, however, has a subject that can be securely
connected with the Anthesteria. Even on red-figured
choes not all the pictures are related to the festival. If
the Anthesteria in the sixth century were already
celebrated in the manner reported by fifth-century
and later authors,!? and indeed there is no evidence
to the contrary, then one may conclude that black-fig-
ure vase-painters simply did not choose to represent
events of the festival on choes.

The chous in the Metropolitan Museum is the
117th vase (fragments included) attributed to the
Amasis Painter. The figural decoration is contained
in a panel opposite the handle (Figure 1): on the left,
a bearded man stands to right; then three warriors
stand to left; on the right, a youth stands to left.!* The
subject may be a departure of warriors or a home-
coming. The warriors are armed with helmets, round
shields, and greaves, but do not hold spears. They are
dressed for travel in long chlamydes that hang down
to their ankles. The two spectators wear himatia that

cover their hands. Above the picture is a band of
fifteen upright black lotus buds, alternately open and
closed, with single glaze dots between them.!> Below
the panel a red stripe runs around the vase.

12. Green, Bulletin of the Institute of Classical Studies of the Uni-
versity of London 19 (1972) pp. 6—7. For some illustrations on
choes of choes in use, see van Hoorn, figs. 25, 49, 73, 82, 83, 85,
86, 89—94, 107, 109, 123, 124, 131, 136, 168b, 201, 207, 213-
216, 219—221, 247, 265, 343, and 350. Many more choes have
pictures of choes placed on the ground or on blocks or tables.
A fine unpublished Apulian chous, Brooklyn 60.129.1, depicts
a satyr drinking from a chous.

13. The main sources are quoted by Pickard-Cambridge,
Dramatic Festivals, pp. 1—9.

14. Painted in added red: top of mouth, stripe below panel
running around the vase; youth’s hair, stripes on garments of
man and youth, helmet crests of first and third warriors, center
of shields of first and third warriors, inner ring on shield of
second warrior, greaves. There are no traces of added white.
The lower half of the vase is largely misfired.

15. There are many more examples of upright bud friezes in
black-figure. They appear most frequently below the pictures
on neck-amphorae, on oinochoai, on the shoulders of lekythoi,
on the rims of plates, and below the panels on hydriai. Some
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5, 6. Amasis Painter, Handle from a chous. Paris, Musée
du Louvre (photos: R. Clark)

The bud ornament on this chous is characteristic of
the Amasis Painter, as Bothmer has shown.!® Of the
nine choes attributed to the painter, eight have up-
right buds above the picture; the ninth is represented
only by a handle in the Louvre (Figures 5, 6).!7 Only
four other choes have this ornament: two attributed
to the Taleides Painter (Figures 7—g), who was a
workshop companion of the Amasis Painter, one in
Hillsborough whose drawing style is Amasean, and
an Amasean fragment from the Athenian Acropolis.
We shall return to these vases later.

examples of upright buds as the upper panel-border on am-
phorae and oinochoai are listed by Bothmer (AK 3 [1960] pp.
76—77) and H. Mommsen (Der Affecter [Mainz, 1975] p. 36). Ad-
ditions to their lists are given below, grouped in two categories.

1. Black buds, all open, a single dot between the buds. Seven
vases in this category are attributed to the Amasis Painter: one
is an olpe, London B 52 (ABV, p. 153, no. 31; Para., p. 64); the
others are choes and are discussed in this article (New York
1978.11.22, Orvieto 1001, Louvre F g7, Bristol H 803, Oxford
1965.122, and the fragment Oxford G 137.22). Vases by other
painters: Athens, Acropolis (no number), chous fragment (un-
published) related to the Amasis Painter in style (photograph in
the Beazley Archive, Ashmolean Museum, Oxford: the frag-
ment preserves part of the picture, a fight [helmeted head of a
warrior to right, his raised right hand holding a spear], and a
good bit of the ornament); Mytilene 58 and 59, olpe fragments
(unpublished); Madrid 10932, chous, Taleides Painter (ABV, p.
174, no. 4); Louvre C 10600 + RS 424, and Louvre C 11128,
amphorae of type B, Group of Leningrad 1469 (ABV, p. 02,
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7. Taleides Painter, Chous; Zeus and Hermes, with two
women. Boston, Museum of Fine Arts 10.210 (photo:
Museum of Fine Arts)

On the chous in New York the bud frieze differs
from those on the other choes by the Amasis Painter
(Figures 10—23), which with one exception (the frag-
ment London B 600.31) are of the same variety: up-
right black buds, all open, with a single glaze dot be-
tween each. Bud friezes of this kind appear on seven

nos. 2 and 5; Para., p. 131); an amphora of type B in the Lon-
don market (unpublished: A. return of Hephaistos; B. Dionysos
between satyrs and maenads), Group of Leningrad 1469 [Both-
mer). There is a variation of this ornament on Brunswick 562,
a fragment probably from an amphora rather than an oinochoe
(CVA, pl. 10,13).

2. Black buds, all open, a black droplet (or dot) between the
buds, and a dot (usually smaller) in the spandrel under each
bud. Athens, Acropolis 825, chous fragment, Near the Madrid
Painter (ABV, p. 330, II, no. 1); an olpe once in the New York
market (Emmerich Gallery, Art of the Ancients [1968] no. 10);
Florence 3828, amphora of type B (L. Ghali-Kahil, Les Enlevements
et le retour d’Hélene [Paris, 1955] pl. 84:2; augmented by three
fragments from the Metropolitan Museum, acc. no. 64.108a—)
and Athens 18022, olpe (ABV, p. 445; Para., p. 192), both close
to the Painter of Berlin 1686 according to Bothmer.

16. Bothmer, AK 3 (1960) p. 77.

17. ABV, pp. 153, nos. 41—44; 154, nos. 45, 46; and 155, no.
67; Para., p. 64.



8, 9. Taleides Painter, Chous; warrior arming, attended
by woman and males. Madrid, Museo Arqueolégico
Nacional 10932 (photos: Museo Arqueolégico Na-
cional)

vases of other shapes attributed to the Amasis Painter.!®
However, the frieze on the chous fragment in Lon-
don varies in that although all its buds are open, there
is a small glaze dot at the base of each and alternate
buds are red. The same pattern appears on two am-
phorae of type B by the Amasis Painter, New York
56.171.10 and Orvieto 118, which suggests that the
London fragment is contemporary with them.!® In
contrast, the ornament of the chous in New York is
distinguished by its pattern of alternately open and
closed black lotuses. The irregularities in the size and
spacing of these buds have no parallels in the other
lotus-bud ornaments by the painter, and suggest that
the chous is an early work.

This is borne out by the simplicity of the picture’s
composition and drawing. The figures and drapery
lack the painter’s normal incised details. There are no
hands, feet have no toes, earlobes are cursorily articu-
lated, and garments have neither folds nor Amasean
fringes. Moreover, it is unusual that the warriors and
spectators do not carry spears, and that the shields
have no blazons. Other distinctive features of the
drawing are the short hair of the onlookers, with

added red for the youth’s hair, and the use of longish
incisions to decorate the chitons of the onlookers and
the helmet-crest supports of the warriors.

Some details have parallels on other vases by the
Amasis Painter. On his earliest lekythos, Villa Giulia
24996, the single human figure, a running male,
wears a chlamys without folds, fringes, or other or-
namentation; there are no incisions to articulate his
fingers and toes; his hair, though shoulder-length, is
red; and the shape of his ear comes very close to those
on the chous.2® Ears of similar configuration are
found on another very early lekythos, Philadelphia
4849, on which nearly all the figures’ feet are also toe-
less.2! There are no parallels for the longish incisions
of the garments and helmet-crest supports, though
very short incisions or incised dots are two of the

18. Amphorae of type B: Louvre F 26 (ABV, p. 150, no. 5;
Para., p. 63) and once Riehen, Hoek (Para., p. 65); shoulder
lekythoi: Montclair, Dusenbery (ABV, p. 155, no. 59; Para., p.
64), Athens 19163, and Warsaw 198552 (Para., p. 66); neck-am-
phora: Cabinet des Médailles 222 (ABV, p. 152, no. 25; Para., p.
63); and olpe: London B 52 (ABV, p. 153, no. 31; Para., p. 64).

19. Bothmer, AK 3 (1960) pp. 77-78. New York 56.171.10:
ABV, p. 150, no. 8; Para., p. 62; CVA 3, pls. 8, 9. Orvieto, Faina
118: ABV, p. 151, no. 14, and p. 687; Para., p. 63.

20. ABV, p. 154, no. 54; at the head of the list on Bothmer’s
chart (AK g [1g60] p. 80).

21. ABV, p. 154, no. 50; Para., p. 64.
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10, 11. Amasis Painter, Chous;
goat led to sacrifice. Orvieto,
Museo Claudio Faina 1001
(photos: with the permission of
the Fondazione Faina)

12—-14. Amasis Painter, Chous;
Herakles and the Lion. Paris,
Musée du Louvre F g7
(photos: D. von Bothmer)

Amasis Painter’s preferred drapery ornaments. Inci-
sions approaching the type on the chous appear on a
lekythos in a Zurich private collection, bordering the
edge of the himation worn by the male standing on
the right.22

The Villa Giulia and the Philadelphia lekythoi offer

22. Para., p. 66.
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the best comparisons to the bud frieze on the chous.
These three vases exhibit the only ornaments by the
Amasis Painter composed of alternately open and
closed lotuses. On the lekythoi the friezes are undot-
ted, the individual buds are more neatly rendered,
and the tip of every fourth lotus is enlivened with
added red. As on the chous, the sepals and connect-
ing tendrils are not drawn with relief lines but



15-17. Amasis Painter,
Chous; Athena and
Poseidon, with Hermes
and a man. Florence,
Museo Archeologico
Etrusco 3791 (photos:
D. von Bothmer)

18, 19. Amasis Painter,
Chous; return of hunter.
Bristol, City Museum
and Art Gallery H 803
(photos: City Museum
and Art Gallery)

roughly brushed in. These comparisons confirm that
the New York chous belongs very early in the Amasis
Painter’s career, and following Bothmer’s relative
chronology may be dated to about 560 B.c.2? One can-
not expect an exact correspondence in drawing be-
tween the chous and the smaller figures on the leky-
thoi. It is clear, though, that the earliest large vases by
the Amasis Painter, the neck-amphora in the Embiri-

cos collection in Lausanne, formerly in Castle Ashby,
and the amphorae of type B in Rome and New York,
are executed in a more advanced style.?*

The Metropolitan Museum chous is datable in the

23. Bothmer, AK 3 (1960) pp. 74, 79-
24. ABV, p. 152, no. 23; CVA, pls. 7, 8; Christie’s, London,
July 2, 1980, no. g6. ABV, p. 150, nos. 1, 2; Para., p. 62.
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20-23. Amasis Painter, Chous; komos (woman fluting and youths dancing). Oxford, Ashmolean Museum
1965.122 (photos: R. Clark)
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second quarter of the sixth century. The nearest com-
parisons for its composition are files of hoplites on
the reverses of neck-amphorae attributed to the Cam-
tar Painter (Boston 21.21, Louvre C 10521, Lenin-
grad 2417) and the Painter of London B 76 (Munich
1450, once Cervetri [Ruspoli], Taranto 52.148),%
which are also datable to the second quarter of the
sixth century. The subject is not a common one, and
elsewhere occurs only on six neck-amphorae of the
Tyrrhenian Group, where the figures are on a smaller
scale and are rather different stylistically.26 On Boston
21.21 the six hoplites wear full armor but carry no
weapons. There are no spectators beside the warriors
on the six neck-amphorae by the Camtar Painter and
the Painter of London B 76. On three of these vases
the warriors must be Myrmidons, as Bothmer ob-
serves, for the subject of the obverse is the first arm-
ing of Achilles.?” On the Taranto vase they may be
companions of Herakles, and on the Leningrad neck-
amphora reinforcements coming to aid the hoplites
with round shields shown in combat on the obverse.
The four warriors on the vase once in Cervetri have
no connection with the Judgment of Paris on the ob-
verse, unless they are meant to bring to mind the con-
sequences of Paris’s choice. Five hoplites also appear
on Cambridge 44, attributed to the Camtar Painter,
but they are Amazons instead of Greeks, and are run-
ning, not marching, to help the Amazons fighting
Herakles and Telamon on the obverse.? Unfortu-
nately, there is no clue on the chous in New York to
indicate a possible narrative context for its picture.
Besides the thematic and compositional links with
vases by the Camtar Painter and the Painter of Lon-
don B 76, the ornament on the chous is also related
to these artists, and to one of the Tyrrhenian Group,
the Komos Painter. Upright bud friezes are not wide-
spread before the middle of the sixth century, and it
was the influence of the Amasis Painter that popular-
ized the motif. In the second quarter of the sixth cen-
tury, bands of upright lotus buds, alternately open
and closed, occur often on the lips and bodies of
neck-amphorae attributed to the Camtar Painter, the
Painter of London B 76, and the Komos Painter.2? All
the bud friezes on their neck-amphorae are undotted,
the buds are often embellished with added red and
white, horizontal incisions are sometimes used under
the calyxes of the buds, and the sepals are separated
from the emerging flowers by incisions. In contrast to
these, the band of buds on the Amasis Painter’s chous

in New York is the first of its kind to appear directly
above the picture, to be composed of all black buds,
and to have dots between the buds.

A workshop association may underlie the links be-
tween the Amasis Painter early in his career and the
Camtar Painter, the Painter of London B 76, and the
Komos Painter. Although there is not yet enough evi-
dence to justify speculation on this point, the Metro-
politan Museum chous shares certain significant char-
acteristics with the work of these artists: its subject
and composition—a file of hoplites—and its orna-
ment—upright lotus buds. In drawing, however, the
Amasis Painter is far closer to the Camtar Painter and
the Painter of London B 76 than to any artist of the
Tyrrhenian Group, which specialized in multizoned
decoration of ovoid neck-amphorae.?* With regard to
other possible early influences on the Amasis Painter,
Bloesch notes that Amasis the potter made one vase
decorated by Lydos, and this observation may serve
as a point of departure for further investigations.?!

Since the Metropolitan Museum chous fits into the
Amasis Painter’s chronology as a very early work, it
must antedate his chous in Orvieto, until now the ear-
liest known example of the shape in Attic vase-paint-
ing. The potterwork of the chous in the Metropolitan
Museum (Figures 1—4) should be compared with that
of the eight other choes attributed to the Amasis
Painter (Figures 10—23). The chart below tabulates
the measurements of five of his nine choes, listed in

25. ABV, pp. 84, nos. 3, 4; 86, nos. 10, 12; Para., p. 63.

26. Conservatori g6 (ABV, p. g5, no. 2; Para., p. 36) and Lou-
vre E 858 (unpublished); by the Castellani Painter. Munich
1436 (ABV, p. 95, no. 4; Para., p. 36); by the Timiades Painter.
Louvre E 855 (ABV, p. g9, no. 53, and p. 684); O.L.L. Group.
London B 24 (ABV, p. 106, no. 2); Near the O.L.L. Group.
Brussels A 715 (ABV, p. 103, no. 109); by the Kyllenios Painter
[Bothmer].

27. D. von Bothmer, Bulletin of the Museum of Fine Arts, Boston
47 (1949) pp. 84—9g0; CVA, pls. 16, 17,3 and 4.

28. ABV, p. 84, no. 2.

29. Camtar Painter: Louvre C 10521 (ABV, p. 84, no. 4),
Laon g7.1017 (Para., p. 31, no. g). Painter of London B 76:
London B 76 (ABV, p. 85, no. 1; Para., p. 32). Komos Painter:
Munich 1433 (ABV, p. 98, no. 37; Para., pp. 36, 37); Paris, Niar-
chos (ABV, p. 102, no. 103; Para., pp. 36, 37); Berlin (East),
Humboldt University (ex Berlin F 1708; ABV, p. 683, no. 72
bis); Kusnacht, Hirschmann G 40 (unpublished); Leipzig T.
3383 (ABV, p. g6, no. g).

go. Tyrrhenian Group: ABV, pp. 94-106, 683—-684; Para.,
PP- 34—43-

31. ABV, pp. 107; 109, no. 24 (Berlin 1685).
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Height Height Width Dimensions Diameter | Maximum | Diameter
Collection including to of of of body of
handle lip handle mouth neck diameter foot
cm. cm. cm. cm. cm. cm. cm.
New York
1978.11.22 18.75 17.815 1.935 8.39 X 8.46 7.115 14.67 9.645
Louvre F g7 18.235 17.89 2.0 6.3 X 8.2 6.65 14.74 9.295
Florence 3791 22.85 18.5 10.8
Bristol H 8og 23.9 22.35 2.8 10.91 X 9.8 8.3 18.75 10.6
Oxford 1965.122 24.235 23.255 2.785 10.78 X 9.82 8.1 18.59 10.415

chronological order. Regrettably, I do not have the
measurements for Orvieto 1001, which would be sec-
ond on the list; the three other choes are known only
from the handle in the Louvre, and two small frag-
ments of pictures and ornament in London and
Oxford.32

The choes listed in the chart may be divided into
an earlier class of smaller vases and a later class of
larger ones. Each class is remarkably uniform in its
measurements. Louvre F g7 (Figures 12—14) is closest
to the chous in the Metropolitan Museum, and a com-
parison of their profiles demonstrates that their
shapes are well-nigh identical (Figure 24). Photo-
graphs show that the Orvieto chous (Figures 10, 11)
should be classified with the New York and Paris
vases. All nine choes are almost certainly by the same
potter, Amasis, to whom the invention of the shape
may be safely ascribed. Beazley observed that the pot-
terwork of Oxford 1965.122 (Figures 20—22) was not
that of Amasis, and indeed its greatest diameter
comes somewhat higher up on the body than on the
other choes; it also tapers more sharply above the
foot (Figure 25). Its measurements, however, are so
near those of the Florence and Bristol vases (Figures
15—19) that a second potter need not be postulated.

All the choes by the Amasis Painter have upright
bud friezes above the picture.3® Furthermore, except
for the chous in New York and the fragment in Lon-
don, the six others have the same variety of bud or-
nament, and the pattern is framed by one glaze line
above and two below.3* The lotuses on the chous in
New York have just one line above and below, and the
buds on the London fragment are framed above and
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below by two glaze lines. Such double glaze lines, as
Bothmer observes, are characteristic of the Amasis
Painter’s amphorae.?5 First-hand examination of the
London fragment reveals, however, that it must be
from a chous; it is too thin for an amphora, and there
is a tiny bit of black preserved on the upper edge of
the reverse.

The handles of the Amasis Painter’s choes are
ridged (except for the handle of Florence 3791,
which is alien). Although there is no ornament below
the handle of the chous in the Metropolitan Museum,
the other four choes and the Louvre handle (Figures
5, 6) are decorated with hanging palmettes, a charac-
teristic Amasean feature. Furthermore, the palmettes
on the Florence, Bristol, and Oxford vases, and on

32. Louvre handle: max. H. 10.86 cm., W. 2.13 cm. London
B 600.31 (ABV, p. 155, no. 67; Para., p. 64): 4.85 X 6.6 cm.
(max.). Oxford G 137.52 (ABV, p. 154, no. 46): 5.8 X 3.475 cm.
(max.).

33. Oxford 1929.19 (ABV, p. 153, no. 38), which Beazley
thought was a fragmentary chous rather than an olpe, has a
palmette-lotus festoon above the picture. I am inclined to think
that it is an olpe, not just on the basis of the ornament, but
because the profile does not seem bulbous enough for a chous.
Moreover, on some nonjoining fragments, there is a bit of a
reserved stripe preserved below the panel, which is a character-
istic of olpai, not choes.

34. There are identical bud friezes on seven other vases
placed by Bothmer in the Amasis Painter’s middle period. See
note 16 above.

35. AK 3 (1960) p. 77. M. Robertson (AK g [1973] p- 82, n.
16) also notes the similarities between the Bristol and Oxford
palmettes. For Beazley’s description of the palmette on the
chous in Bristol, see JHS 51 (1931) p. 261.
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the Louvre handle, are considerably larger than the
one on Louvre F §7.3 These palmettes are composed
of from eleven to thirteen fronds and have red
hearts, an unusual detail apparently confined to the
Amasis Painter.3” Moreover, the shape and ornament
of the handles of the Florence, Bristol, and Oxford
choes are so distinctive that I immediately recognized
the handle in the Louvre as part of a lost chous by the
Amasis Painter.

On Attic vases, palmettes under handles originate
in the period of earliest black-figure, the late seventh
century.?® The first example known to me is under
handle B/A on an amphora of type B, London A
1531, attributed to the Chimaera and Nettos Painter,
who is a conflation of two painters that Beazley once
considered separate personalities.3* Handle palmettes
appear next on four neck-amphorae datable in the
second quarter of the sixth century: Boston 21.21 and
Louvre C 10521, attributed to the Camtar Painter;
Athens 559, perhaps not far from the painter of the
Kleimachos vase; a fragmentary Tyrrhenian neck-
amphora in the Villa Giulia, attributed to the Timi-
ades Painter; and a neck-amphora related to the Tyr-
rhenian Group in a German private collection.? On
these four vases the palmettes are attached to the
handles by tendrils. The earliest handle palmettes

24. Profile drawings of two choes by the Amasis Painter:
The Metropolitan Museum of Art 1978.11.22 (left),
and Paris, Musée du Louvre F g7 (right)

25. Profile drawing of the foot of a chous by the Amasis
Painter: Oxford, Ashmolean Museum 1965.122

1:2

36. The Bristol and Oxford palmettes have special character-
istics. On the Bristol palmette, there are two black horizontal
bars across the palmette’s stem, and the root of each frond is
marked by a tiny white dot. The Oxford palmette has two red
horizontal bars across its stem.

37- A handle palmette and tendril are partially preserved on
a fragmentary unpublished black-figured chous from the Ath-
enian Agora (P 9278).

38. On Corinthian vases, an early example of a handle or-
nament appears on.the late Protocorinthian Chigi olpe (Rome,
Villa Giulia 22697). Under its handle is a hanging lotus bud in
added white. The vase is datable in the middle of the seventh
century. For good illustrations of the ornament see Antike
Denkmiiler 11 (Berlin, 1908) pls. 44, 45; see also P. E. Arias, M.
Hirmer, and B. Shefton, Greek Vase Painting (New York, 1963)
pls. 275, 276; and Simon and Hirmer, pls. vi1, 25, and 26.

39. ABV, p. 3, no. 2; Para., p. 2, no. 2.

40. Boston 21.21 and Louvre C 10521: ABV, p. 84, nos. 3, 4;
Para., p. 31; see also Bothmer, Bulletin of the Museum of Fine Arts,
Boston 47 (1949) p. 89. Athens 559: ABV, p. 85, no. 1; Para., p.
32. Villa Giulia: ABV, p. 100, no. 78; Para., p. 38. German pri-
vate collection: K. Schauenburg, Aachener Kunstblitter 44 (1973)
pp- 1516, figs. 1—4a, b. Compare with these: an upright palm-
ette located in the zone of animals below handle A/B on Tyr-
rhenian neck-amphora Louvre E 840 (Goltyr Painter: ABV, p.
99, no. 52; Schauenburg, Aachener Kunstblitter 44 [1973] p. 21,
fig. 21); and an upright palmette next to handle A/B on Tyr-
rhenian neck-amphora Frankfurt VF 319 (Castellani Painter:
Para., p. 40, [no. 1]).

Bothmer observes a parallel development on some Tyrrhe-
nian neck-amphorae, on which lotus buds are attached by ten-
drils to the lower handle root: Munich 1436 (ABV, p. g5, no. 4;
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without connecting tendrils occur on an unattributed
Tyrrhenian neck-amphora in the Bareiss collection,
and on a red-bodied olpe in the Kippeli collection by
the Princeton Painter, which also has a ridged handle.4!
There are no ridged handles in black-figure earlier
than the chous in New York and the Kiappeli olpe,
and since the two are contemporary, it is impossible
to determine whether Amasis invented this handle.

In summary, study of the chous in the Metropoli-
tan Museum establishes that it is a very early work by
the Amasis Painter, datable to about 560 B.c. This
makes it the earliest chous known to us, and suggests
that the invention of the shape should be credited to
the potter Amasis, who was probably himself the
Amasis Painter. Both in shape and ornament the
chous is wholly consistent with other choes attributed
to the Amasis Painter. In size his choes fall into two
rather uniform classes, and there can be little doubt
that all were made by the same hand.

The chous, as will be discussed below, is a vase that
was designed from the first to contain a small, specific
volume of liquid. Consequently, even before the pot-
ter set out to formulate its shape, he already knew
that the vase had to be small and that there would not
be room for a large figured panel. As owner of the
workshop, the potter also had to devise a scheme of
decoration that would be well suited to the new
shape. If not himself the artist, he must have told the
painter just what the dimensions of the figured panel
and ornament band ought to be, and possibly have
even chosen the pattern to appear above the picture;*?
the subject of the latter may have been a joint deci-
sion. On a chous, relatively little space is allotted to
the ornament; thus the patterns can be neither large
nor complex. Evidently, the upright lotus bud frieze,
a simple ornament, was considered successful, be-
cause it is found on the choes attributed to the Amasis
Painter, as well as on many of his small amphorae of
type B.#3 In Attic black-figure no individual demon-
strates the importance of the potter better than
Amasis, whose choes aptly illustrate Beazley’s obser-
vation that “the potter Amasis is as clearly defined a
personality as the Amasis Painter; he has his own idea
of shape and goes his own way.”#

Naturally, even a potter as skillful and inventive as
the young Amasis drew inspiration from established
black-figure shapes. It seems that, at least in some re-
spects, the chous is related to an older type of oino-
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choe, the olpe.*> Both shapes are pitchers whose pro-
files describe a continuous curve, but the chous has a
squatter body, a smaller foot, and a different handle.
The majority of olpai in the first half of the sixth cen-
tury follow the Gorgon Painter’s trefoil-mouthed
model with the picture placed to one side of the body
(not opposite the handle), and an abstract eye on the
other side.*¢ This is not the type of olpe that is related
to the invention of the chous.

On the other hand, some olpai with circular mouths
are decorated with pictures opposite the handle,
either in panels or continuing around the body, some-
times in more than one register.” The Amasis Painter
used a picture panel on the new shape, the chous, but

Para., p. 36; Timiades Painter), Louvre E 845 (ABV, p. 102, no.
93; Para., p. 38; Fallow Deer Painter), Louvre E 830 (ABV, p.
102, no. 105; Para., p. 39; Guglielmi Painter), and Swiss private
collection (Para., p. 40, no. 6; Schauenburg, Aachener Kunstblitter
44 [1973] p. 36, fig. 56; Guglielmi Painter). Compare with these
lotus buds the volute under handle B/A on a Tyrrhenian neck-
amphora once in the Basel market, now Zurich (Para., p. 42,
[no. 7]; Schauenburg, Aachener Kunstblitter 44 [1973] p. 21, figs.
19, 20; Castellani Painter).

41. Bareiss neck-amphora: Weltkunst aus Privatbesitz (Co-
logne, May 18—Aug. 4, 1968), no. A 12; 1. Raab, Darstellungen
des Parisurteils (Bern, 1972) pl. 1; Schauenburg, Aachener Kunst-
blatter 44 (1973) pp. 22—23, figs. 22—25. Kappeli olpe: ABV, p.
299, no. 25; Para., p. 130. Another early ridged handle is found
on an unpublished olpe, Leningrad 1453 (St. 129), attributed to
the Taleides Painter by Bothmer.

42. Compare Bothmer’s remarks concerning the roles of the
potter and painter in connection with the ornament of the Sar-
pedon krater by Euphronios and Euxitheos (New York
1972.11.10; Archiologischer Anzeiger [1976] pp. 489, 498).

43. See Bothmer’s list in AK g (1960) pp. 77—78, 80.

44. J. D. Beazley, The Development of Attic Black-figure (Berke-
ley, 1951) p. 57.

45. Agora XII, p. 63.

46. On the placement of the panel on trefoil olpai, see: P.
Jacobsthal, Ornamente griechischer Vasen (Berlin, 1927) pp. 13—
16; W. Kraiker, Mitteilungen des Deutschen Archiologischen Insti-
tuts, Athenische Abteilung 59 (1934) p. 21; and C. H. E. Haspels,
Attic Black-figured Lekythoi (Paris, 1936) pp. 13—15.

47. Gorgon Painter: Agora P 997 (ABV, p. 9, no. 15; Para.,
p- 7); Athens 19176 (ABV, p. g, no. 16; Para., p. 7); Tiibingen
28.5445 (ABV, p. 9, no. 11; Para., p. 7; CVA, pl. 18,1—4). Close
to the Gorgon Painter: London B 32 (ABV, p. 11, no. 16). Early
Olpe Group, a straggler: New York 26.164.28 (ABV, p. 15, no.
1). Ceramicus Painter: Ceramicus 40 and Athens 16285 (ABV,
p.- 19, nos. 2, 3). Manner of the KX Painter: Athens 19159
(ABV, p. 28, no. 4). Athens 18022, close to the Painter of Berlin
1686 [Bothmer] (ABV, p. 445; Para., p. 192). Kriton Group:
Louvre F 3309, the cartellino is opposite the handle (ABV, p. 446,
no. 1). Unattributed: Agora P 24946 (H. A. Thompson, Hesp.

25 [1956], pl. 170).



in imitation of the less popular method of olpe deco-
ration he placed the panel opposite the handle. Four
olpai attributed to the Amasis Painter also follow this
system of decoration,® and beginning around the
middle of the sixth century it becomes the rule on
circular-mouthed olpai. The earliest of these have
Amasean upright buds above their pictures, and in
fact are attributed to artists related in style to the
Amasis Painter.*®

A few choes imitate the Amasis Painter’s bud
friezes. Two of these choes are attributed to the Ta-
leides Painter, the fragmentary chous Boston 10.210
signed by Taleides as potter, and Madrid 10932, un-
signed (Figures 7—g).>° The Madrid vase is also very
near in size to the Amasis Painter’s larger choes. A
third vase, in Mrs. Randolph A. Hearst’s collection at
Hillsborough, is unattributed but certainly Amasean
in drawing.’! An unpublished fragment from the
Athenian Acropolis is identified by Beazley as part of
a chous and compared in drawing with the Amasis
Painter.52 The fragment preserves a good part of the
ornament, upright black lotus buds, all open, with
single dots between the lotuses. Although the buds
are too stubby to be attributed to the Amasis Painter
himself, they are bordered by three glaze lines (one
above and two below), his normal framing pattern.

Similarly fat lotus buds are found on the choes by
the Taleides Painter (Figures 7—9), although their or-
nament bands are larger and framed by single black
lines. As is usual in the Amasis Painter’s bud friezes,
there are single dots between the lotuses on the Ma-
drid chous, but on the Boston and Hillsborough vases
the bands are a little different. On the former there
is a glaze dot in each spandrel under the buds, and a
black droplet between the lotuses. On the Hillsbor-
ough chous the subsidiary ornaments are reversed;
the droplets are in the spandrels and the dots are be-
tween the buds. A similar ornament appears once in
the Amasis Painter’s work, on the shoulder of the le-
kythos London B 548, placed by Bothmer in the
painter’s middle phase.5? It is roughly contemporary
with the Boston and Hillsborough choes. A fragment
of a chous from the Athenian Acropolis, attributed to
an artist near the Madrid Painter,5* has a lotus frieze
that recalls those by the Amasis Painter and the Ta-
leides Painter. The buds are somewhat thinner, but
there are glaze dots both between and below the
lotuses.

One more aspect of our chous remains to be dis-

cussed, its liquid capacity. In the Greek world, chous
was the name of a liquid measure5’ as well as of a vase
shape. The standard chous equals twelve kotylai,
which is the twelfth part of a metretes, and according
to Hultsch a chous holds g.28g liters.5¢ Filled with
water to the glaze ring inside the neck, the New York
chous holds 1.5 liters, a little more than 41 percent
of the standard or 5.5 kotylai (filled to the brim it con-
tains 1.365 liters). Louvre F g7, nearly identical in

48. Once Canino (ABV, p. 153, no. 33), London B 471 (ABV,
p. 153, no. 31), Berlin (East) 1731 (ABV, p. 153, no. 34), and
Wiirzburg 333 (ABV, p. 153, no. 36).

49. Leningrad 1453 (St. 129g), attributed to the Taleides
Painter by Bothmer (unpublished); Conservatori 6 (ABV, pp.
176, and 671, no. 3); Paris, Niarchos (Miinzen und Medaillen,
Basel, Nov. 29, 1958, no. 89, pl. 25; D. von Bothmer, AJA 8o
[1976] p. 437; Mommsen, Der Affecter, p. 36, n. 193); once New
York market (Emmerich Gallery, Art of the Ancients [1968] no.
10); Louvre F 158 (unpublished) and Rhodes (no number;
Clara Rhodos 8 [1936] p. 137, fig. 123,ii,3; p. 139, fig. 125), both
by the same painter; Cabinet des Médailles 258, close to the
Affecter (ABV, p. 229 (viii); Para., p. 108); Leningrad 1450 (St.
38; unpublished); and Mytilene 58 and 59, frr. (unpublished).

50. ABV, p. 174, nos. 3, 4. Madrid: H. incl. handle 23.3 cm.,
to lip 22.5; mouth 10 X g; D. body 18.3, foot 10.5. Taleides the
potter may have been a member of Amasis’s workshop. Dr. Ol-
mos informs me that the Madrid chous has a ridged handle, but
that it is not possible to determine if there was a handle palm-
ette because the vase is restored at the lower handle attachment.

51. L. K. Raubitschek, The Hearst Hillsborough Vases (Stanford,
1969) pp. 10—13; Bothmer, AJA 80 (1976) p. 437. H. incl.
handle 19.5 cm., to lip 18.4; W. handle 2.1; mouth g.2 X 7.9;
D. body 15.6, foot 8.8.

52. Photograph in the Beazley Archive, Ashmolean Mu-
seum, Oxford. See above, note 15(1).

53. ABV, p. 154, no. 58.

54. ABV, p. 330, 11, no. 1.

55. For the ancient literature, see the sources cited by F.
Hultsch, Metrologicorum Scriptorum Reliquiae (Leipzig, 1866) II,
pp- 226—227; also, Hultsch, RE 111, cols. 2526—2527. The use
of the term chous is attested as late as A.p. 1349 (E. Schilbach,
Handbuch der Altertumswissenschaft: X11, iv. Byzantinische Metrolo-
gie [Munich, 1g70] pp. 114-115). The chous is identical with
the Roman congius and the Sicilian prochous. On the name and
the liquid capacity of a chous, see also M. Lang, The Athenian
Agora: XXI. Graffiti and Dipinti (Princeton, 1976) p. 56, and es-
pecially cat. nos. F 198, Ha 2; and F. D. Harvey, AJA 84 (1980)
pp- 92—93. For metrological systems with volumetric equiva-
lents differing from those of Hultsch, see: A. Oxé, Bonner Jb.
142 (1937) pp- 148-155; and O. Viedebantt, Festschrift Oxé
(Darmstadt, 1938) pp. 135-146.

56. F. Hultsch, Griechische und romische Metrologie, 2nd ed.
(Berlin, 1882) pp. 101~104, 107-108, 703. On the chous as a
liquid measure, also see: A. Bockh, Metrologische Untersuchungen
iiber Gewichte, Miinzfiisse, und Maase des Altertums (Berlin, 1838)
pPp- 17, 33, 200—202; J. de Witte, Revue archéologique n.s. 5
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measurements and profile, holds slightly more, 1.44
liters (filled to the brim 1.59 liters).

Since little research has been done on the volumet-
rics of painted Attic vases, we must turn to black and
plain vases for comparisons. A smaller, incomplete
plain-ware chous from the Athenian Agora holds
0.875 liter filled to the neck, where it is broken.’” It is
inscribed dg{udoiov] and is an official measure, but it
contains slightly more than 3.1 kotylai or 27 percent
of a chous, a little greater than half the volume of the
vase in New York. Other vases from the Agora con-
firm the g.283-liter chous, at least in the fifth century.
A clepsydra from a well deposit datable about 400
B.C. is inscribed XX, an abbreviation of yois yoi¢ (two
choes) and holds 6.44 liters or a little more than dou-
ble the standard when filled to the level of the over-
flow hole.?® Filled to the brim, two black choes from
the last quarter of the fifth century hold approxi-
mately the standard amount.® An unusual cylindrical
measure of the fifth century from the North Slope of
the Acropolis, inscribed de[u]éotov and probably a
dry measure, holds g.2 liters, nearly a full chous.5
The half-chous measure also exists. Agora P 2077,
for example, a black chous, holds 1.55 liters filled to
the brim.¢!

The liquid capacity of olpai is also measured in
choes, as shown by the retrograde inscription in the
cartellino on the circular-mouthed olpe Louvre F
339, a black vase: Avotag u’ émoleoev heutyover.s2 The
first part is clear—“Lysias made me”—and the rest is
interpreted to mean “I am half a chous.”®* Long ago
de Witte filled this olpe to the brim with sawdust and
found that it held 1.46 liters. He tried to compensate
for the difference between wet and dry measures, and
estimated the true liquid capacity of the vase at 1.62
liters, or just under half a chous. Using water, Dr. von
Bothmer recently remeasured the cubic content of
this vase. Filled to the glaze ring, it holds 1.44 liters,
the same amount as Louvre F g7, and when filled to
the edge of the mouth 1.65 liters. Both Louvre F g7
and Louvre F 339 may be safely considered half-
chous measures.

A trefoil olpe in Newark, made by a potter close to
Amasis if not by Amasis himself, is nearly the same
size as Louvre F 339, yet holds 1.35 liters when filled
to the glaze ring, the same amount as the New York
chous.?* A second black olpe with an inscribed cartel-
lino, Warsaw 142449, potted by Kriton, is very closely
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related in size and shape to Louvre F 339, and may
well have the same capacity as the Paris vase.t> A frag-
ment from an olpe similar in shape to those of Lysias
and Kriton is signed by the potter Priapos.56 A com-
parison of the olpai fashioned by these three potters,
who are brought together by Beazley to form the Kri-
ton Group, shows that they were very likely members
of the workshop of Amasis.6” Taleides the potter and
the Taleides Painter were probably also members of
this workshop.58

Perhaps the sixth-century chous held somewhat
less than the fifth-century measure. This is suggested
by the capacity of another olpe, New York 59.11.17,

(1862) pp. 332—335; W. Dorpfeld, Mitteilungen des Deutschen Ar-
chiologischen Instituts, Athenische Abteilung 7 (1882) pp. 305—306;
Hultsch, RE 111, cols. 2526—2527; H. Nissen, “Griechische und
romische Metrologie,” Handbuch der Altertumswissenschaft 1, 2nd
ed. (Munich, 1892) pp. 842—843, 867—868; O. Broneer, Hesp. 7
(1938) pp. 222—224; S. Young, Hesp. 8 (1939) pp. 278—280;
D. A. Amyx, Hesp. 27 (1958) p. 209; Rumpf, Bonner Jb. 161
(1961) p. 193; and Agora X, pp. 4148, 56—58.

57. Agora X, p. 62, cat. no. LM 8 (Agora P 20234).

58. Agora P 2084: Young, Hesp. 8 (1939) pp. 278—280.

59. Agora P 2086 holds g.31 liters, and Agora P 2075 3.06
liters. Young, Hesp. 8 (1939) pp. 279—280; Agora XII, cat. no.
118.

60. Broneer, Hesp. 7 (1938) pp. 222—224. See also Agora X, p.
39, and cat. nos. DM 2—24.

61. Young, Hesp. 8 (1939) pp. 279—280; Agora XII, under
cat. no. 118.

62. ABV, p. 446, no. 1; Para., p. 192. H. incl. handle 27.2 cm.,
to lip 20.75; D. mouth g.65, body 13.75, foot 9.46.

63. De Witte, Revue archéologique n.s. 5 (1862), pp. 332—335;
H. Nachod, RE XIII, cols. 2543—2544; ABV, p. 446, no. 1.

64. Newark 50.264: ABV, p. 445, no. 9; Kevorkian Collec-
tion, American Art Association, New York, Jan. 21, 1928, no.
324; filled with potting soil to measure its capacity—H. incl.
handle 25.41 cm., to lip 20.505; mouth 8.165 X 7.9; D. neck
7.79, body 13.27, foot 9.845. Compare the capacity of the
Newark olpe with that of a black olpe from Athens in East Ber-
lin (F 2669; Agora X, p. 57, pl. 16). This vase, whose neck and
mouth are partially restored, is inscribed deudoiov and holds
approximately 1.3 liters.

65. ABV, p. 446, no. 2; Para., p. 192. H. incl. handle 26.5 cm.,
to lip 20.505; D. mouth g.5, body 13.5, foot g.5.

66. ABV, pp. 170; 446, no. 3.

67. Webster, Potter and Patron in Classical Athens, pp. 10, 27—
28. Compare the olpai of the Kriton Group with London B 471,
attributed to the Amasis Painter (ABV, p. 153, no. 32; Para., p.
64; J. Boardman, Athenian Black Figure Vases [London, 1974] fig.
80).

68. ABV, p. 174.



attributed to the Amasis Painter.® When filled with
water to the glaze ring it contains 2.8 liters, slightly
less than double the cubic capacity of Louvre F 37
and Louvre F gg9, and a little more than twice the
volume of the chous in the Metropolitan Museum
and the Newark olpe. It seems that the olpe in New
York indeed holds a full sixth-century chous, and that
this measure is less than the traditional contents of
.28 liters for one chous. Furthermore, an olpe in
the university of Mainz, attributed by Bothmer to the
Painter of the Nicosia Olpe, is nearly identical in
shape and measurements to New York 59.11.17, and
has almost the same liquid capacity.” This vase has
been pieced together from many fragments, and its
interior is roughly patched in many places. Filled with
salt, it holds about 2.0 liters to the glaze ring, and 2.75
liters to the brim.

The chous in the Metropolitan Museum stands at the
head of a series of black-figured oinochoai of shape
I1I that continues into the fifth century. The inven-
tion of the shape by Amasis so early in his career
shows that from the beginning he was a master pot-
ter, and similarly, the characteristic drawing style of
the Amasis Painter may be recognized even in the
simple figures and ornament of our chous. If potter
and painter were the same, then the apparent con-
trast between the refinement of the shape and the un-
sophisticated picture suggests that Amasis was a
skilled potter before he turned to painting. Choes

69. ABV, p. 698, no. g bis; Para., pp. 66, 192. H. incl. handle
32.9 cm., to lip 27.0; mouth 11.6 X 11.2; D. neck 10.060, body
16.541, foot 12.9o1. New York 59.11.17 is very close in propor-
tions and measurements to an unattributed trefoil olpe from
the Athenian Agora (P 1227; ABV, p. 445, no. 7), which may
also have been fashioned by Amasis: H. incl. handle 32.5 cm,,
to lip 26.4; D. body 16.5, foot 12.0.

70. Mainz 87: CVA, pl. 38,1—3; Bothmer, AK 3 (1960) p. 77.

datable later than the third quarter of the sixth cen-
tury, however, have no direct connection with Amasis
the potter and the Amasis Painter, and fall outside
the subject of this article.”!
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434), Swan Group (ABV, p. 658, nos. 134, 135), and Near the
Swan Group (Para., p. 315).
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Appendix
CHOES: ADDENDA AND CORRIGENDA

This appendix includes some additions to Beazley’s lists
in ABV and Para., and notes the unattributed choes
known to me. Page references are to ABV, unless other-
wise stated.

NORTH SLOPE GROUP

P. 129, no. 5 (Athens, Agora P 1255): a chous, not an
oinochoe of shape IV.

Add:

ATHENS, Agora P 25577, fr., from Athens. (Warrior, and
a male holding a staff.)

THE AMASIS PAINTER

P. 153, no. 38 (Oxford 1929.19, fr.): probably from an
olpe.

P. 153, no. 41 (Louvre F g7): K. Schefold, Gitter- und
Heldensagen der Griechen (Munich, 1978) fig. 108.

P. 155, no. 67 (London B 600.31, fr.): from a chous.

Add:

NEw York 1978.11.22, found near Orvieto. Sotheby
Parke-Bernet, December 14, 1978, no. 233. Warriors.
[Bothmer].

Louvreg, fr. Ridged handle, decorated with a palmette.

Add the following, related to the Amasis Painter:

HiLLsBorouGH, Hearst. 1. K. Raubitschek, The Hearst
Hillsborough Vases (Stanford, 1969g) pp. 10—13. Arrival
or departure of warriors. On the attribution, see D.
von Bothmer, AJA 80 (1976), p. 437

ATHENS, Acropolis, fr., from Athens. Fight (head of war-
rior to right, raised right hand holds a spear). [Beaz-
ley].

NEAR THE MADRID PAINTER

P. 330, II, no. 1 (Athens, Acropolis 825, fr.): from a
chous.

NEAR THE MICHIGAN PAINTER

Add:

PaLErRMO, from Selinus. Adriani et al., Odeon ed altri
“monumenti” archeologici (Palermo, 1971) p. 186, pl.
11c. Komos.
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CLASS OF VATICAN G.50

P. 439, no. 7 (Berlin 1938): destroyed in the Second
World War.

P. 439, no. 8 (Ferrara T. 251): CVA, pl. 33, 1 and 2; the
number is 19g.

Add:

ATHENS, Agora P 15723, fr.,, from Athens. Dionysos and
a woman. Related in drawing to the Dot-ivy Group
[Frel].

BALTIMORE, Archaeological Society KS g5 (Johns Hop-
kins University). Komos. [Bothmer].

Toxyo MARKET. Lion and boar flanking a tree. Sotheby
at Mitsukoshi, Tokyo, October 1—2, 1969, no. 7g.

VIENNA, Kunsthistorisches Museum IV go7. Satyr and
maenad.

DOT-IVY GROUP
Add:

ATHENS, Agora P 17466, from Athens. Warrior between
women.

LimMoGESs 78.97. CVA, pl. 8, 1 and 3. Fight.

VIENNA, Kunsthistorisches Museum IV 500. Warrior be-
tween youths.

RED-BODIED OINOCHOAI III

Para. p. 191, no. 6 bis (to ABV, p. 439; Ferrara T. 26 C
VP): CVA, pl. 33, 5 and 6; the number is 14309. Be-
longs to the Haimon Group. [Beazley].

THE GELA PAINTER

P. 473, Haspels no. 196 (Athens, Vlasto): now Tour la
Reine (Attica), Serpieri.

P. 474, no. 22 (Ferrara T. 253): CVA, pl. 7, g and 6; the
number is 197.

P. 474, no. 23 (Ferrara T. 7g0): CVA, pl. 8, 1 and 5; the
number is 193.

P. 474, no. 25 (Ferrara T. 135): CVA, pl. 8, 2 and 6; the
number is 196.

P. 475, no. 26 (Berlin 1490): on loan to Gottingen.

P. 475, no. 277 (Copenhagen 69): Bulletin van de Vereenig-
ing tot Bevordering der Kennis van de Antike Beschaving
49 (1974) p- 135, fig. 38.

Para. p. 216 (to ABV, p. 475; Leyden K 94.9.20): Bulletin
. . . Antike Beschaving 49 (1974) p. 136, fig. 39; CVA, pl.
83,1 and 2.



Add:

FERRARA 16353 (T. 1049 B), from Spina. CVA, pl. 7, 4
and 7. Dionysos reclining. [Beazley].

NEAR THE GELA PAINTER

P. 475, no. 1 (Ferrara T. 274): CVA, pl. 8, g and 7; the
number is 198.

P. 475, no. 2 (Ferrara T. 748): CVA, pl. 8, 4 and 8; the
number is 194.

BY OR NEAR THE ATHENA PAINTER

ATHENS, Agora P 5209, fr.,, from Athens. (Male, or per-
haps a satyr). [Smith].

NEAR THE PAINTER OF VILLA GIULIA M. 482

Para. p. 296 (to ABV, p. 590; Agora P 24681): the correct
number is P 24675, and the shape is probably a chous.

SWAN GROUP
Add:

ATHENS, Agora P 3019, from Athens. Swans.
OxrorD 1930.30, from Athens. Van Hoorn, fig. 375.
Swans.

UNATTRIBUTED

ATHENS 19175, from Vari. Departure of a warrior
(draped youth standing to right; nude youth moving
right, looking around; horseman to right; warrior
standing to left; nude youth standing to left).

ABBREVIATIONS

ABV—]. D. Beazley, Attic Black-figure Vase-painters (Ox-
ford, 1956)

Agora X—M. Lang and M. Crosby, The Athenian Agora:
X. Weights, Measures and Tokens (Princeton, 1964)

Agora XI1—B. A. Sparkes and L. Talcott, The Athenian
Agora: XI1. Black and Plain Pottery of the 6th, 5th, and
4th Centuries B.C. (Princeton, 1970)

AJA—American Journal of Archaeology

AK—Antike Kunst

Bonner Jb.—Bonner Jahrbiicher

CVA—Corpus Vasorum Antiqguorum

fr., frr—fragment, fragments

ATHENS, Agora P 1559, fr., from Athens. (Bull). E. Van-
derpool, Hesp. 15 (1946) p. 313, pl. 62, 210.

ATHENS, Agora P 4276, fr., from Athens. (Youth).

ATHENS, Agora P 4573, fr., from Athens. (Woman).

ATHENS, Agora P 6091, fr., from Athens. (Dionysos re-
clining on a couch).

ATHENS, Agora P 8886, frr., from Athens. Dionysos and
two satyrs.

ATHENS, Agora P 9278, fr., from Athens. (Woman; at
the left, the feet and part of the body of an animal [a
deer? held by the woman?]).

ATHENS, Agora P 12495, frr.,, from Athens. Fight.

ATHENS, Agora P 17140, fr., from Athens. (Youth on
horseback, holding two spears, opposite a male hand
grasping a spear or staff).

ATHENS, Agora P 24681, fr., from Athens. (Dionysos
and Hermes).

ATHENS, British School. Van Hoorn, fig. 420. Leto,
Apollo, Artemis.

FERRARA 247 (T. 660), from Spina. CVA, pl. 33, 3 and 4.
Satyr and a dancing man.

ONCE LUCERNE MARKET. Bedeutende Kunstwerke aus dem
Nachlass Dr. Jacob Hirsch, A. Hess, A.G., Lucerne, De-
cember 7, 1957, no. 16, pl. 11. Herakles fighting an
Amazon.

MarLEwooD (N.J.), Noble. Satyr pouring wine from a
skin.

Moscow, Pushkin M-1363. Goat and satyr. Small.

Moscow, Pushkin II 1 b 361. Man in a Phrygian cap
reclining on a couch, holding out a phiale. Small.

TUBINGEN S./10 1504, fr. C. Watzinger, Griechische Vasen
in Tiibingen (Reutlingen, 1924) cat. no. D 6, pl. 6; CVA,
pl. 22,1. Dionysos between satyrs. [Bothmer].

Hesp.—Hesperia

van Hoorn—G. van Hoorn, Choes and Anthesteria (Ley-
den, 1951)

JHS—Journal of Hellenic Studies

Para.—]. D. Beazley, Paralipomena: Additions to Attic Black-
figure Vase-painters and to Attic Red-figure Vase-painters
(Oxford, 1971)

RE—Paulys Real-Encyclopidie der klassischen Altertums-
wissenschaft

Simon and Hirmer—E. Simon, and M. and A. Hirmer,
Die griechischen Vasen (Munich, 1976)
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