


A Boar Hunt 
by the Curtiu5 Painter 

T he Curliu5 Painter is one of the more interesting members of the 
Penthesileia Painter's large and prolific red-figure cup workshop, 
which was acti ve {rom the 4605 to the 4305 6.C. A strong ilnd original 
arti stic persona lity, the Penthesileia Painter left behind a legacy of 
works daringly innova tive and dramaticall y beautifu l a l their best, but 
at their worst rather ca re less and ordinary. The output of the workshop 
as a whole lends toward a similar variation in quality, probably the 
result of the pressure of com mercial considerations. Thus, while most 
of the Curtius Painter's surv iv ing work consists o f more or less carefully 
painted, but uninspired versions of the ubiquitous scenes of youths 
and men in conversa tio n in the palaestra, both in the exterior panels o f 
his cups and in the inter ior lo ndos, he sometimes broke away from th is 
formula and executed finer, mo re original o r ambitious designs. Such a 
work is a cup in the University of M issouri Museum of Art and 
Archaeology (Figs. 1, 2),' in w hich he embell ished the interior design 
with an unusual boar hunt frieze around the tondo. 

The exterior panel of one side (A, Fig. 3) is not perfec tly 
preserved, but clea rl y shows three standing youths in profile, their 
heads, arms and hands enveloped in their mantles. The two flanking 
figures face the center, each lea ning forward o n his staff, w hi le the 
centra l youth stands straighter, faCing right. The background between 
the figures is filled on the left by a hanging shield w ith cover and a 
sword with hori zontall y striped scabbard , and on the right by a 
hanging sponge, aryballos and strigil. The panel opposite (8 , Fig. 4) is 
still less well preserved, but three draped, youthful fi gures can be 
discerned. The figure at the far ri ght echoes hi s counterpart on side A, 
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I. Above: profile of the 
Missouri cup - drawing 
by /. Huffs/ot. 
2. View of the Missouri 
cup. 



J . Exlerior, side A, 
Missouri Clip. 

the central figure is frontal and muffled to the eyes in his mantle, and 
the left-hand youth is seen from the rear, his feet turned to the left as if 
he were about to depart, but hi s head turned back towards his 
companions, and his bare right arm stretched out in their direction and 
resting on his staff. The background is filled by a hanging wreath at the 
left, and at the right by a shield with cover and a sword with a dotted 
scabbard. The relatively simple handle palmettes are fourteen-leaved 
w ith dotted hearts, supported below by a pair of S-curved volutes, 
which swing sharply up to terminate beside the hdndle~ in a pendant 
volute and a vert ical vine leaf. Single teardrop petals are used as fillers 
beside the palmettes and above the vine leaves. 

Thus far, we are in the rea lm of the expected, for which there are 
close parallels in iconography and style in other cups by the Curtius 
Painter, for example in Brussels2 and the Villa Ciulia. 3 Nor are there 
any unusual elements in the interior ton do (Fig. 5), in which a youth at 
the left engages a boy in intense and presumably amorous conversa­
tion. Both are completely swathed in mantles, and the taller figure of 
the youth is nicely bent over to fit the curve of the tondo. One of the 
boy's heels projects into the maeander border,4 which consists of three 
groups of seven stopped by black crosses in reserved squares. Th is 
border serves as a floor for the boar hunt frieze, which is the special 
feature of this cup. 

The boar is being attacked by four hunters and two hounds. Each 
hunter wears a petasos (broad brimmed hat) and a chlamys (short 
cloak) bordered by a heavy line. A striking fact about the frieze is that, 
whi le it is continuous in the sense that the figures are evenly spaced all 
around, it nevertheless has a single focal point placed just above the 
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tondo picture, the boar and the one hunter who confronts it 
face-to-face with his spear. Directly opposite this group, on the other 
side of the cup, two hunters turn away (rom one another, thereby 
directing the action (rom both sides towards the center of interest. The 
head and shoulders of the principal hunter (hunter 1) are unfortunately 
not preserved, but an edge of the petasos wh ich hangs down his back 
can be seen just behind the right arm. The chlamys, fastened at the 
right shoulder, leaves the right side of the torso and the entire right leg 
bare, but protectively covers the outstretched left arm and hand, and 
the thigh. The hunter lunges to the right towards the boar, his left leg 
forward and bent at the knee, his right leg stretched back with 
three-quarter view (oot. The pose taken by al l the hunters on the cup is 
a similar forward lunge, with varying movements of the heads and 
arms. Hunter 1 holds a long spear horizontally at thigh-level in his 
right hand, and is about to pierce the boar's snout. The boar leaps 
forward, rear legs together and placed firmly on the ground, curved 
front legs lifted and parted. Its shou lder is rendered by two deft, 
curving lines, the haunch by another. Dilute paint is used for the 
rib-cage, bri st le and tail hairs. 

The boar is also attacked from the rear by a hunter wield ing a 
battle-axe (hunter 2), who is preceded by one hound and followed by 
the other. The hounds, whose feet overlap the hunter's legs, serve as 
thematically related linking devices in the composition. Their anatom­
ical details, like the boar's, are rendered in dilute paint. Hunter 2 
lunges forward on his right leg, swinging the axe above his head with 
both hands. Like hunter 1, his petasos dangles, and his chlamys is 
si milarly arranged, but it covers his torso entirely, leaving the arms and 
legs substantially free. His hair curls over the forehead, in front of the 
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4. Exterior, side B, 
Missouri cup. 



5. Interior of the 
Missouri cup, showing 
londo figures and the 
boar hunt. The humers 
are numbered for 
reference. 
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ear and along the nape. His face is summarily rendered, but shows the 

long nose and pronounced lips which are characteristic of the Curti us 

Painter's style. 
Hunter 3, armed with a sword held down in his right hand, 

fo llows, but he turns his head and weapon back to face the central 

boar group from the opposite direction. The hunter most remote from 

the action, and the quietest of the four, he serves as a kind of 

composi tional hinge. He too wears the petasos hanging in back; his 

chlamys covers the whole torso and the left arm and hand, which rests 

on his hip; the nape hair is tied into a knot. Hunter 4, the last figure in 

the frieze, resembles hunter 3 in the forward movement of the legs 

combined w ith the backward turn of the upper body, and he is also 

similar to hunter 1, whom he follows, in that he is armed with a spear 

and is clothed in an identically arranged chlamys covering the 

outstretched left arm and hand. But he is the on ly hunter who is 

bearded, and who wears the petasos on his head. He holds the spear 

in his upraised right arm as if about to cast it at the boar, wounded by 

his companion . 

2 
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The drawing of all the figures, simple, deft and clear, shows the 
Curti uS Painter at his bes!, the high pOint of his career probably 
occuring soon after 450 B.C. He has fairly successful ly filled a difficult 
space with a re latively few largish figures, w ithout using landsca pe 
elements as fillers. One perceives that the fr ieze has been very 
carefully contri ved of fundamentally similar yet differently detailed 
elements to fit its c ircular space, and it rema ins to consider what may 
have moved the painter to create it. 

INTERIOR FRIEZES ARE KNOWN in O rientaliz ing and black·figure vase­
painting as well as in red-figure. Examples have been collected by 
Schauenburg, who in studying them has gained some insight into the 
different principles of design of cup insides. s Apart from the most 
common decoration of a simple central tondo, interiors might be 
completely fi lled with a few monumental figures in a single scene, 
virtually disregarding the circular fie ld; or they might show a narrow 
frieze around the interior of the rim, like an envelope flap linking the 
exterior painting to the inside of the cup; or they might show severa l 
narrow or one broad zone, fac ing either the rim or the tondo, and 
fil ling the whole space inside the cup. In the last-mentioned scheme, 
the frieze was sometimes divided into quadrants, and at other times 
continuously designed. Most often , simple subjects were chosen, such 
as chases, processions or symposia, rather than complicated myth ic 
narrati ves. The earliest red-figure examples belong to the late Arc haic 
period, when the Kleophrades Painter produced a zoned cup pictur ing 
flee ing Nereids, the Triptolemos Painter executed a processional 
scene, and Douris chose as subjects chariot races and groups of youths 
and men. 6 

A radical departu re from these examples, and one which the 
Curtius Painter probably knew, is a grand and now famous cup from 
Spina by the master of his workshop, the Penthesileia Pai nter (Fig. 6).7 
The largest Athenian cup yet found, in diameter more than twice the 
size of the Curti us Painter's cup, it is ca refully painted inside w ith 
episodes from the Theseus legend in a zone around a very fi ne tondo of 
two youths with horses before an altar. There are fights from the Trojan 
cycle on the exterior, and the cup is richly detailed w ith floral borders. 
It is one of the finest works of the Penthesileia Painter; given its size, it 
must have been an especially commissioned show-piece rather than a 
serviceable drinking cup · Created fa irly earl y in the Penthes ileia 
Painter's career, the zone is far more elaborate in detai l and ambitious 
in concept than any of the known earlier examples of such internal 
decoration, and it is not directl y dependent upon any of them. Rather, 
it seems to have been put together from ideas inspired by the existing 
ceramic iconography of the Theseus legend, w ith no single source 
obviously dominant, together w ith some apparently original variations 
and additions' Although the influence of monumental painting can be 
strongly felt elsewhere in his work, in the monumental ity of his figures, 
and in his spatia l, coloristic and emotional effects, there seems to be 
little such influence in this frieze. 10 The episodes are crowded 
together, overlapping to express their continuity, as in depictions of the 
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6. Red-figured cup b}, 
the Penlhesifeia Painter. 
Photograph courtes}' of 
the Museo Archeofogico 
Naziollale, Ferrara. 

Theseus cycle on the exteriors of earlier red-figure cups. 11 Emphasis 
seems to be given to an unparalleled scene wh ich is painted directly 
above the ton do, showing Theseus, a bu ll and two elderly kings, and 
interpreted as Theseus lead ing the subdued Marathonian bull to the 
Acropolis for sacrifice, in the presence of Cecrops and Erechtheus. 12 

However, there is no compositional insistence upon this scene as the 
focal point, as in the Curti us Painter's boar hunt. Rather, all the 
episodes seem to radiale outwards from the central ton do. Presum­
ably, the Penthesileia Pai nter executed other interior friezes as well, 
since it is unlikely that the on ly one he ever painted , and that so 
beautifully, has been preserved; moreover, some of his best work, such 
as his famous name-piece in Munich" depicting the death of 
Penthesileia in large sca le, attests to his general interest in devising 
schemes to decorate cup interiors. In any case, it is not surprising that 
of the more than twenty known red-figure cups with interior zones, as 
many as ten were produced in his workshop. 

The Curtius Painter was himself responsible for three of these-in 
addition to our hunt cup, there are preserved a fragmentary cup in 
Como,14 showing a revel of (probably) ei§ht sa tyrs and maenad" and 
another (unpublished) in the Villa Giulia' wi th a frieze of youths and 
horses . Four more zoned cups are attributed to another member of the 
workshop, the Painter of London E777: one in the Louvre'· depicting 
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the pursuit of Tithonos by Eos, two more with similar iconography in 
the Vi lla Ciu lia 17 and in Athens, 18 and a fourth in Ferrara 19 showing a 
symposium. Another Penthesileian cup in Ferrara with a symposium 
frieze has been attributed to the Painter of Bologna 4'7. 20 Sti ll another, 
also in the Villa Giulia2 1 and zoned with sa tyrs and maenads, is 
probably by the Vei i Painter. None of these is as iconographically 
complex as the Theseus frieze, and in fact Theseus does not seem to 
have aroused much further interest as a subject in the workshop. It is 
possible that the workshop became known for cups with internal 
zones, and that these sma ller and si mpler pieces were prepared to 
satisfy the demand. It would be delightful to suppose that each of these 
pieces reflects another masterly cup interior by the Penthesileia 
Painter, but unfortunately there is a simpler and more reasonable 
explanation. It is more likely that their sources are to be found in 
pictures normally utilized in the workshop for the exterior panels of 
cups, especially adapted to fit the ring-like interior space. 

This method of working can be clearly observed, for example, in 
one of the cups of the Painter of London E777, depicting Eos and 
Tithonos. 22 The design consists of six figures running around the 
tondo. Eos has interrupted a music lesson ; she pursues the young 
Tithonos, who is spot- lighted in his position directly atop the tondo 
picture, holding a lyre. The other figures, three more boys, one of 
whom also ca rries a lyre, and a pedagogue, are merely accessories. 
The figures do not touch and are evenly spaced from one another. 
They are connected compositionally by their outstretched arms, and 
emotionally by a subtle sense of alarm which fi lls the picture. As in the 
Curtius Painler's boar hunt, the action is most swift immediately 
around the central group, and then diminishes, coming to rest on the 
opposite side of the cup. The subject was one of the favorite mythic 
themes of the workshop, and it is not difficult to relate this frieze to its 
antecedents. For example, the Penthesileia Painter is credited with a 
cup in Vienna23 which shows the pursuit of Tithonos on both exterior 
panels. In one panel there are five crowded, overlapping figures-Eos, 
two boys wi th lyres, one of them Tithonos, a third boy and a 
pedagogue. It is virtua lly the same scene as that by the Painter of 
London E777, with some variation in poses, but in the interior zone it 
has been stretched out to fit the longer space, and another accessory 
figure has been added. The painter has compositionally adapted a 
scene with great care, but has not iconographically enriched it, as the 
master did in hi s Theseus cup. 

If we turn again to the Curtius Painter's work, the same procedure 
is evident. Hi s fragmentary satyr and maenad frieze in Com024 

preserves traces of six figures, but must originally have consisted of 
eight. The figures frolic around the tondo, apparently not touching and 
regularly spaced. Satyrs and maenads were also favored subjects in the 
workshop, and the frieze ca ll s to mind such scenes by the Penthesileia 
Painter, as on cups in Oxford2s and Boston ,26 which show four sa tyrs 
and maenads on each exterior panel. From eight figures moving 
around the exterior, to eight similar ones around an interior zone, there 
seems to be but a small step. -
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7. Red-figured cup by 
the Dokimasia Painter. 
Photograph courtesy of 
the National Museum, 
Copenhagen. 

WITH THE PRECEDING ANALYSIS IN MIND, it remains to be seen what may 
have been the spec ifi c iconographic source for the boar hunt on the 
Missouri cup. Boar hunts are well known In black-figure vase painting, 
both Attic and non-Attic, rangi ng in complexity from early multi ­
figured depict ions of the Calydonian boar hunt to much simpler 
confrontations, in later black-figure, of a boar and one or two hunters, 
who often wear the chlamys protectively over the arm. 27 Judgi ng from 
the surv ivi ng record, ea rl y and late Archaic red-figure vase painters 
used the scene less often, drawing their iconographi c inspi ration from 
the later black-figure repertoire. There seems to be no specific 
reference to the Ca lydonian boar hunt, and deer hunts are treated 
simi larly. For example, to the Carpenter Pai nter is attri buted a hydria in 
the Vat ican,26 with a boar hunt on the shoulder, in wh ich a young 
swordsman-weari ng a petasos, his left arm muffled in his chlamys-and 
a wou nded boar rush towards one another. The Brygan group has left 
behind several boar hunts-a cup in Copen hagen by the Dokimasia 
Pa inter, 29 on the exteri or of which two familia r-looking hunters attack 
a boar fore and aft in a rock- and tree-filled landscape (Fig. 7), with a 
very simil ar deer hunt on the opposite panel; there are also fragments 
of a boar hunt skyphos in Adri a30 by the same painter, and a cup 
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7. Red-figured cup by 
the Dokimasia Painter , 
Photograph courtesy of 
the National Museum, 
Copenhagen. 

WITH THE PRECEDING ANALYSIS IN M IND, it remains to be seen what may 
have been the specific iconographic source for the boar hunt on the 
Missouri cup. Boar hunts are well known in black-figure vase painting, 
both Attic and non-Attic, ranging in complexity from early multi­
figured depictions of the Calydon ian boar hunt to much simpler 
confrontations, in later black-figure, of a boar and one or two hunters 
who often wear the ch lamys protectively over the arm. 27 Judging fro~ 
the su rviving record , ea rly and late Archaic red-figure vase painters 
used the scene less often, drawing their iconographic inspiration from 
the later black-figure repertoire. There seems to be no specific 
reference to the Ca lydonian boar hunt, and deer hunts are treated 
simi larl y. For example, to the Carpenter Pai nter is attributed a hydria in 
the Vatican, ,. with a boar hunt on the shoulder, in which a young 
swordsman-wearing a petasos, his left arm muffled in his chlamy>-and 
a wounded boar rush towards one another. The Brygan group has left 
behind severa l boar hunts-a cup in Copenhagen by the Dokimasia 
Painter,29 on the exterior of which two familiar- looking hunters attack 
a boar fore and aft in a rock- and tree-fi lled landscape (Fig. 7), with a 
very similar deer hunt on the opposite panel; there are also fragments 
of a boar hunt skyphos in Adria JO by the same painter, and a cup 
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fragment in Adria31 in the manner of the Bri seis Painter with another 
rear attack. In a cup tondo by the Antiphon Painter in Baltimore,32 the 
wounded boar expires at the feet of a similarly clad youthful hunter. 
Later comes a stemless cup in the Louvre33 related to the Sotades 
Painter, showing on each side a young hunter attacking a boar with a 
club. In general, the later black-figure iconographic tradition seems to 
have maintained a strong hold in red-figure workshops. 

As might be expected, when something rea lly different appears, it 
is in the Penthesileia Painter's work, in the tondo of a cup in New 
York,34 in which iconography, spatial approach and coloristic effects 
are new (Fig. 8). Here the hunter is alone in a rocky landscape; 
however, he is not an aristocratic youth , but a wild and hirsute 
woodsman, with a satyr- like broad nose and heavy mouth and a great 
woolly fringe of beard . He attacks the boar, not in a derivative staged 
pose, but w ith real conviction , wielding both sword and club. He runs 
in three-quarter view in the spatial plane behind the boar, aiming both 
weapons at its head. The cup is a large one, and the tondo painting is 
one of the Penthesileia Painter's better works. In spite of the paucity of 
boar hunts in his oeuvre, he seems to have had more than a casua l 
interest in the subject, and repercussions of this interest may be seen in 
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8. Kylix attributed tn 
the Penthesileia Painter. 
PholO courtesy of the 
Metropolitan Museum 
of ArC Rogers Fund, 
1941. 



9. Red-figured dinos by 
Ihe Agrigcnfo Painfer. 
Pholo courfesy of fhe 
Na lional Archaeological 
Museum, Athens. 

two boar hunts by his associate, the Curtius Painter. One of them is on 
the cup in Missouri, and the second on the exterior of a cup formerl y in 
Castle Ashby.35 In addition, some influence may perhaps be seen 
outside the immediate circle of the workshop on a dinos in Athens 
(Fig. 9) painted by the Agrigento Painter. 36 

The last-mentioned piece is interesting because it seems to fuse 
the old with the new ways of painting the scene. The older red-fi ~ure 
trad ition , as seen in the Dokimasia Painter's cup (Fig. 7),3 is 
represented by the Agrigento Painter with the frontal and rear attacks 
on the boar by mainly youthful hunters clad in the petasos hanging 
behind the shoulders and the chlamys draped over the arm and hand, 
in a landscape indicated by a tree and rocks. Rem iniscent of the 
Penthesileia Painter'S hunt is the presence of another hunter who aims 
his weapon at the boar 's head from the plane behind, and still another 
hunter who is bearded (though he is not so wild and woolly). Different 
from both treatments is the fact that there are as many as six hunters, 
an elaboration not seen since the black-figure examples, that the 
weapon of the hunter behind the boar is a battle-axe,38 and that the 
boar is at the moment of depiction facing two hunters, one of whom 
wounds it at the snout with a thrust of his spear held low, while the 
other hunter, about to follow suit, aims his spear from above. In 
several respects , this rendition recall s the cup frieze in Missouri , apart 
from general resemblances in pose and costume. One may cite hunter 
2 on the Missouri cup, w ho also w ields a battle-axe; the moti f of two 
spearmen facing the boar, one striking from below, one from above, is 
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repeated on the Missouri cup in hunters 1 and 4; there is also at least 
one bearded man (hunter 4) confronting the boar. The principal 
difference lies in the composition of these similar elements. In the 
M issouri cup, they are strung out evenly in a single plane to fi ll the 
space inside the cup; thus hunter 2 is not spatially beh ind the boar, but 
runs some distance after, and simi larly, hunters 1 and 4 do not overlap. 
This, as we have seen, is the accustomed way of composing an interior 
zone in the Penthesileia Painter's workshop-adapting a scene used 
for exterior panels by detaching the figures from one another and 
spreading them out. 

The Curtius Painter himself executed a very simple boar hunt on 
both exterior panels of the cup formerl y in Castle Ashby mentioned 
above. 39 On one side, a single hunter, very like hunter 1 of the 
Missouri cup, spears the boar from below; on the other side is the rear 
view of virtually the same scene. The Castle Ashby cup seems to be a 
fai rl y early work of the Curtius Painter, if a hesitant quality in the 
painted line, a lack of skill in placing the figures between the handle 
palmettes, and an awkwardness in the rendering of anatomical 
proportions can be so interpreted;"O certainly it ought to be earlier than 
the Missouri cup. I would suggest that the output of the Penthesileia 
workshop origina lly included a more complex rendition of a boar hunt 
composed for cup exter ior panels, and that this served as the 
inspiration for the two surviving cups by the Curtius Painter. It would 
also seem that the iconographic influence spread outside the 
workshop itse lf to the Agrigento Painter; in this connection it may be 
sign ificant that the Agr igento Painter decorated stamnoi of the same 
type as the Painter of Brussels R330, who appears to have been a close 
associate of the Curti us Painter within the Penthesileia workshop." I A 
loose association of some sort between the Agrigento Painter and this 
workshop seems to be indicated. Kle iner has suggested that the 
Agrigento Pa inter's dinos is the first sign of influence, ca. 450 B.C., of a 
monumental Polygnotan painting of the Calydonian boar hunt, citing 
in the dinos the new iconographic and spatial elements mentioned 
above. 42 In the light of the Curti us Painter's zoned cup, I would now 
suggest that if such a monumental painting existed and if vase painters 
felt its influence, the most likely receptor wou ld have been neither the 
Curti us Painter nor the Agrigento Painter-but a few years earlier the 
Penthesi leia Painter himself, whose interest in free painting is clear in 
much of his work.43 The conclusive evidence of a surviving 
multi-figured boar hunt by the Penthes i leia Painter does not, to my 
knowledge, ex ist, but the signs seem to point in his direction. It is 
interesting that the next known user of the new boa r hunt iconography 
in the 4305 is the Kodros Painter, who also happens to be one of the 
very few painters of hi s period to execute interior l ones in cups . " 4 

When he does, he represents the deeds of Theseus, 0!5 which seems to 
point once agai n to the ultimate inspiration of the Penthesileia Painter. 

GLORIA S. MERKER 
Rutgers University-Newark 
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II am very grateful to Prof. M . Robertson for valuable comments on the manuscript of 

this article. The cup is Ace. No. 66.2, attributed to the Curtius Painter by J. O. Beazley, 

Paralipomena, p. 432, no. 66 bis. The cup has previously been noted in Cal. SOllleby 

(29 Nov. 1965) 56; fasti Arehaeologiei 21 (1966) 15, no. 171 ; Muse 1 (1 967) 5·6; f. 

Brommer, Vasenlisten ZUf griechischen Heldensage, 3rd ed. (Marburg 1973) 314, no. 

B12; Corpus Vasorum Anliquorum, Greal Brilaill 15 Caslle Ashby, 23, no. 59. 

Dimensions: h, 8.5 em.; d rim, 23 em.; d tondo, inel. border, 10.2 em. One handle 

and part of rim broken off and mended in antiquity; four pairs of mending holes wi th 

grooves are preserved, but the lead mends are missi ng; there are also modern mended 

breaks. A triangular fragment is missing from the rim; there is slight chipping around 

the rim and on the surface. On the exterior. the paint is badl y worn on the figures. 

Good black paint; in dilute paint-boar's bristle and tail hairs, ribs of boar and 

hounds. Reserved areas-insides of handles and area between, edge of foot. stem 

interior, underside o( (oot but for .8 em. wide painted stripe near edge; traces of ochre 

wash over reserved areas of handles. Relief line for drapery and shield details. ~me 

anatomical detail. Upper su rface of foot has one step near mid·point; torus profile of 

edge of foot (Figs. I , 2). The tail of the dog following the boar was originally outlined 

to curve upwards. but wa s then painted over and redrawn . 

2lnv. no. R348a, J. O. Beazley, Allic Red- Figure Vase'Pdinrers, 2nd ed. (Oxford 1963), 

932, no. 12, eVA Belgique 1, Bruxelfes " 11 1 1 d. p. I , pI. 2. no. 2 a·d. Very close in 

figure poses, drapery sty le, handle palmeltes and filling elements. Note especially the 

repetition of a small manneri sm in the rendering of the drapery-the mantle border at 

elbow level is rendered by a thick horizontal line of three scallops terminating in a 

reversed hook, in the Missouri cup in the right·hand figure of side A. and in the 

right-hand figure of the Brussels cup tondo. op. Ci t. , pI. 2, no. 2b. 

·l trW. no. 20780. ARV1
, 932, no. 16, Monument; An/;chi 42 (1955) 274, figs. 35 A·B; 

inv. no. 20767, ARV' , 934, no. 63, MonAn! 42 (1955) 262, figs. 29 A-B. Both are 

larger Ihan the Missouri cup, somewhat marc carefully painted and have four figures 

to a side, but are similar in figure poses, drapery and handle palmettes, especially no. 

20767. For the youth muffled to his eyes, cf. ibid ., fig. 29 B, second figure from Ihe 

left. 
4As also happens in the tondo of the Brussels cup. among olhers, op. cit. (note 21. pI. 2. 

no.2b. 
"K_ Schauenburg, "Zu allisch-schwarzfigurigen $chalen mit Innenfriesen,"Anlike 

Kunsl, Beiheft7 (1970) 33-46. To th is may now be added J. Boardman. "A Curious Eye 

Cup," Archaologischer Anzeiger 91 (1976) 28 1-290, and his further examples cited 

on p. 289, note 29. Schauenburg also began to collect published examples of interior 

friezes in red·figure, op. ci 1. , p. 36, notes 44·45. Others are; ARVi. 559. no. 153; 

741, bottom; 801 , no. 25; B09, no. 17; R. Blatter, "Unbekannte Schalenfragmentemit 

Theseus Zyklus." AA 90 (1975) 35 1-355; a fragmentary cup in Como, inv. no. (41, 

CVA Ila/i.1 47, Como J, III I , p . 4, pI. 4. no. 2 a·b. Thi s piece has been assigned to Ihe 
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