V Inscriptions, Painted and Scratched

Georg Simon Gerleigner & François Lissarrague (†)

Monumentalising Vase-Inscriptions
Writing on Architectural Structures and Bodies
in Greek Vase-Painting


To the memory of J. Robert Guy (1949 – 2020)

The craftsmen who decorated Greek painted pottery wrote virtually anywhere on the
surface of a vase, within or outside figurally decorated areas:1 for instance rims,2 handles,3 between handles,4 on feet,5 separated strips6 or on the exergue of cup tondi.7
Within figural scenes, vase-painters generally placed letters (or sometimes letter-like
signs) anywhere as well, the placement in some cases following conventions8 or
conventional decoration schemes of particular types of vessels, the most prominent
example being the palmette-flanked letter-chains in the handle zone of Little Master
lip cups.9 In pictures, inscriptions were sometimes even put on all sorts of painted
1 See Lissarrague 2013.
2 Attic black-figure neck amphora signed ΕΧΣΕΚΙΑΣΕΓΡΑΦΣΕΚΑ[Π]ΟΕΣΕΕΜΕ: Berlin, Antiken
sammlung F 1720, from Vulci; Beazley Archive Pottery Database (= BAPD) 310383; Attic Vase Inscriptions database (= AVI) 2216. Attributions to Attic painted pottery are based on Beazley (ABV or ARV 2)
unless noted otherwise; attributions to Corinthian painted pottery are based on Amyx (CVP).
3 Attic red-figure kylix attributed to Makron and signed ΗΙΕΡΟΝΕΠΟΙΕΣΕΝ (scratched): Berlin,
Antikensammlung F 2291, from Vulci; BAPD 204685; AVI 2336.
4 Attic black-figure kylix (band cup) signed ΓΛΑΥΚΥΤΕΣ | ΕΠΟΙΕΣΕΝ: London, British Museum
1857,0805.1 (B 400), from Vulci; BAPD 310551; AVI 4301.
5 Attic red-figure belly amphora attributed to the Andokides Painter and signed ΑΝΔΟΚΙΔΕΣΕΠΟΕΣΕΝ
(scratched): Paris, Musée du Louvre G 1, from Vulci; BAPD 200002; AVI 6378.
6 Attic black-figure fragmentary hydria: Paris, Musée du Louvre F 287, from Etruria; BAPD 7600;
AVI 6364.
7 Attic red-figure kylix: Boston, Museum of Fine Arts 10.193, from Orvieto; BAPD 9017564; AVI 2751.
8 In the case of name inscriptions, these are succinctly described by Wachter 2001, 228 §§ 104 f.; for the
conventions of inscriptions indicating a figure’s speech, see Gerleigner 2016, 179–182.
9 Usually drinking and epoiēsen inscriptions: see Lissarrague 1990, 61–67, Wachter 2004 and Heesen
2016.
G. S. Gerleigner would like to thank Louise Détrez (Paris, Bibliothèque nationale de France), Esaù
Dozio, Laurent Gorgerat (Basel, Antikenmuseum und Sammlung Ludwig) and Jochen Griesbach (Würzburg, Martin von Wagner Museum) for their generous help in procuring photographs (of the kylix
De Ridder.523, the kylix BS 438 and the kalpis HA 161, respectively) and the permissions to publish
them. He is also grateful to the late Robert Guy for his valuable comments on these pots. F. Lissarrague is most grateful to Georgios Kavvadias, Alexandra Villing, Irène Aghion, Cécile Colonna and
Louise Détrez, Martine Denoyelle and Anne Coulié for their help in Athens, in London, and in Paris, at
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discussion with him on these matters and many others, during the last 45 years.
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s tructures and objects while one kind of pictorial element was written on only extremely
rarely: painted bodies.
Our contribution to the present volume discusses this phenomenon of inscribed
pictorial elements, given that in the context of contemporaneous sculpture, the bodies
of statues, their material supports and other monuments sharing the space in which
they were displayed were sometimes written on as well. In the first part, François Lissarrague focusses on inscriptions written on architectural structures painted within
images, a practice that is not uncommon at least on late sixth- and early fifth-century10
Athenian pottery, while in the second part, Georg Simon Gerleigner discusses a very
seldom attested phenomenon, letter-chains placed on bodies of figures in Greek
vase-paintings, so as to allow comparisons with writing on contemporaneous sculptural monuments.

François Lissarrague

Writing on Architectural Structures
In this part of the paper, I would like to discuss Attic vase-inscriptions and their possible monumental appearance. As a matter of fact, painted inscriptions on vases are not
monumental; the size of the letters is usually discrete and in a way minimalist although
in the case of Little Master cups, inscriptions take a primary place on the vase. One can
consider as an exception the remarkable dedication to Aphrodite engraved (not painted)
on the rim of a volute krater from Naucratis, now in the British Museum.11 Here, the
letters look as if they were produced by a stone cutter: they are very carefully aligned
along the flat surface of the rim, deeply engraved in v-shaped incisions; they read
[ΑΦΡΟΔ]ΙΤΗΙ : ΠΑΝΔΗΜ[ΩΙ]. To my knowledge, it is unique: the majority of incised
Attic vase-inscriptions are smaller, and less profoundly engraved. This inscription
from Naucratis has been aptly described by H. Immerwahr as ‘an epigraphic graffito’.12
I will, however, not discuss graffiti in this paper, limiting myself to painted inscriptions and their relation to monuments of various kinds. When traced in black-figure,
the black letters are very clearly visible on the red background provided by the clay;
red-figure inscriptions, on the contrary, are traced on the black-glazed background
and are much less visible; the violet or red inscriptions are dark on an even darker
background, and one needs to look closely to perceive them properly, not to mention
the fact that for our modern eyes, these letters have often already faded away and are
even more difficult to make out.

10 All dates are B.C.E. if not indicated otherwise.
11 London, British Museum 1900,0214.6; BAPD 9016454; a fragment in Heidelberg and another in
Bonn (697.90) belong to the same vase.
12 AVI 4709.
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Some red-figure vase-painters quickly found a solution to this problem: using the
red background provided by the figures or by objects emerging from the dark surface
of the vase, they could write in a clear and prominent way. One of them even created a
special ‘window’ to write on it from which he takes his name: the Cartellino Painter.13
In most cases, an inscription appears on an object, as for example on the tondo of a
cup by Onesimos where an athlete is preparing himself.14 We can easily read ΚΑ̣ ΛΟΣ
on the basin at his feet, whereas the verb ΕΡΧΕΤΑΙ (he comes) spreading from his
frontal face is more difficult to perceive. On another tondo by the same Onesimos,15 we
can read ΔΟΡΙΣ on the rim of a skyphos held by a nude woman standing by a krater,
whereas another inscription, [Π]ΑΝΑΙ[Τ]ΙΟΣΚΑΛΟ[Σ], runs along the tondo. The first
is clearly legible on the skyphos, the second is harder to make out and only appears
easy to see on the drawing made by Beazley.16 Interestingly, the way an inscription is
framed by elements of the picture introduces an ambiguity. Whereas the inscription
‘Panaitios kalos’ is placed on the field of the cup, and belongs to the cup, the ‘Doris’
inscription is inscribed on the vase held by the woman, and can be understood as
belonging to the decoration of the skyphos.
This is what I want to explore in this paper, looking at different structures on
which an inscription appears, mostly on architectural elements, in order to compare
the pictorial role and linguistic content of such painted inscriptions with actual practice in contemporary epigraphy. I will look at the following structures: altar, basis,
bema, column, terma, herm, louterion and funerary stele. Each of these has a specific
function and involves a reference to a specific space, as well as to particular activities,
actions and gestures.
The first group, altars,17 includes an exceptional example in black-figure: on the
fragmentary neck of a loutrophoros from the Acropolis, one can see a procession, moving towards an altar combined with an Athena ‘promachos’ (Fig. 1).18 The name of the
goddess can be read in black letters on the white background, between the volutes at
the top of the altar: ΑΘΕΝΑΙΑΣ, in the genitive. This inscription echoes actual inscriptions on altars, like the one in Delphi, for example,19 giving the name of the dedicants
of the altar, or the one found in the Athenian Agora bearing an inscription stating that
the altar was dedicated by the boule to Aphrodite and the Graces.20 On the vase, the
13 Beazley, ARV 2 452, in the Manner of Douris. On the Cartellino Painter, see also infra, 291 f.
14 Paris, Musée du Louvre, G 291; ARV 2 322.36, Onesimos; BAPD 203286; AVI 6525.
15 Brunswick, Bowdoin College Museum of Art 1930.1; ARV2 328.114, Onesimos; BAPD 203368; AVI 2851.
16 See Beazley’s drawing online: BAPD 203368.
17 Altars are currently the subject of a dissertation still in progress by V. Zachari, EHESS; she has
published a study of inscriptions and altars (not just ‘on’ altars, but also around altars): Zachari 2013a.
18 Athens, Εθνικό Αρχαιολογικό Μουσείο Ακρ. I.1220; BAPD 498; AVI 1042.
19 Bommelaer 1991, no. 417, 173–175.
20 Athens, Εθνικό Αρχαιολογικό Μουσείο 1495. There are also inscribed altars naming the addressee(s) in the genitive, for example the main altar in the Amphiaraion at Oropos: Paus. 1, 34, 3; cf. I. Oropos 280 and 281. (I thank Johannes Fouquet for this reference).
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Fig. 1: Attic loutrophoros
fragment, Athens, Εθνικό
Αρχαιολογικό Μουσείο
Ακρ. I.1220.

inscription is minimal, limited to a single word, the name of the goddess, not because
it is necessary to identify Athena, but to make the viewer speak, and pronounce her
name, thus producing another mode of presence of the goddess. Athena’s figure next
to the altar can be understood as a statue or as the actual presence of the goddess; the
name inscribed on the altar duplicates in turn that presence, verbally.21
The same name – Athenaias in the genitive – appears in the same way (black letters on a white background) on a low block,22 a kind of board, next to which Achilles
and Ajax are crouched playing ‘pessoi’. Behind the block, Athena is standing, overlooking the game. This is not an altar but the analogy with the former vase is striking,
and the presence of the inscription again duplicates the power of Athena.
Turning now to red-figure altars, we can look at two cups attributed to Onesimos
with an Ilioupersis scene, including an inscribed altar. The first (Fig. 2), fragmentary,
is split between Berlin and the Vatican;23 it was assembled and published in detail by
D. Williams.24 What is left of the composition shows Priam seated on an altar where we
can read, at the top line, between the volutes: ΔΙΟΣ, and below: ΗΙΕΡΟ[Ν]. Naming
the god is not just giving additional information to the viewer; it stresses the level of
hybris reached by Neoptolemos in that scene. He is not just killing an old unarmed
king, he is offending Zeus himself.
The same effect is produced by the inscription on a second cup, formerly in the
Getty, now back in Italy (Fig. 3).25 The tondo shows the same episode from the Ilioupersis: Priam seated on an altar, Polyxena next to him in front of Neoptolemos who is
rushing towards this group, holding by the ankle the young Astyanax which he uses
as a weapon to kill Priam, whose hand is extended towards his aggressor in a gesture

21 On this aspect, see Collard 2016, 26 f.
22 Essen, Museum Folkwang A 176; Paralipomena 166.108bis, Leagros Group; BAPD 351214; AVI 3458.
23 Berlin, Antikensammlung F 2280 and F 2281 (lost); ARV 2 19.1–2, Manner of Euphronios; Onesimos
(Williams); BAPD 200097; AVI 2326.
24 Williams 1976.
25 Cerveteri, Museo Nazionale Cerite (ex Getty 83.AE.362); Onesimos (Williams); BAPD 13363; AVI
4972.
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Fig. 2: Attic cup, Berlin, Antikensammlung
F 2280, F 2281 and Vatican s.n. (drawing).

Fig. 3: Attic cup, Cerveteri, Museo Nazionale Cerite (ex Malibu, J. Paul Getty Museum
83.AE.362).

of supplication. On the altar one can read: ΗΕΡΚ[Ε]ΙΩ, an epiklesis of Zeus – herkeios,
‘of the courtyard’.26 This epiklesis underlines the domestic and familial dimension of
the situation where the victims of Neoptolemos’ violence are members of one oikos:
the grandfather, Priam, his daughter, Polyxena, and his grandson, Astyanax; it adds
a significant dimension to the scene depicted.
These two cups are an exception among a group of images where the altar usually
bears the simple word kalos, familiar from sympotic vases.27 In some cases, the inscription elaborates on further possibilities of meaning. On the tondo of a cup in Munich,28
we see a priest bending, extending his arms over an altar on which an osphus (the tail
of the carcass) is burning. Just under the top of the altar, the word ΚΑΛΟΣ is inscribed.
One can apply this term to any external beautiful person acclaimed, as usual; but
one can also connect the word to the sacrifice in progress, as the examination of the
osphus is part of the ritual in which one has to make sure that the sacrifice is properly
performed: hiera kala.29
On a stamnos by the Eucharides Painter30 depicting Thetis and Peleus, there are
two altars, one under each handle, both bearing an inscription forming a sentence split
between the two lower blocks of the altars. It reads ΕΙΣΥΓΕ on one altar, and ΚΑΛΟΣ
26 The last letter Ω stands for ΟΥ in the genitive; see Williams 1991, 51 and infra, n. 161.
27 On this aspect of kalos inscriptions, see Lissarrague 2013.
28 Munich, Staatliche Antikensammlungen 2610; Circle of Nikosthenes Painter (Böhr); BAPD
9034519; AVI 5313.
29 See van Straten 1995. On a stamnos by the Eucharides Painter in the Louvre G 54bis, ARV 2 246.8,
BAPD 202458, AVI 6425, a woman pours a libation saying: ΚΑΛΟΣΧΕΟ (inscribed in the field); see
Lissarrague 1995, 129–131.
30 Monaco, Sotheby’s 1987; ARV 2 155.28, Eucharides Painter; BAPD 202232; AVI 6749.
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Fig. 4: Attic amphora,
London, British Museum
E 298 (detail).

on the other, ‘you are indeed – beautiful’. This unusual formula, which occurs mainly
in the Kleophrades Painter’s œuvre,31 is an address to the viewer, which involves him
in the circle of erotic acclamations common in the symposion. Other examples of
altars with a kalos inscription exist,32 like on an oenochoe in Munich,33 and in most
cases we can assume that the inscription plays with the two levels involved: the representation of the ritual and the sympotic context implied by the vase itself.
If we now consider images representing a basis on which an offering is placed, we can
start with an amphora in London (Fig. 4),34 unfortunately fragmentary but where the
essential elements are still visible. It shows a Nike standing in front of a monumental
basis made of three steps, on top of which a tripod is placed: probably the evocation
of a choregic monument as the inscription on the upper step suggests: ΑΚΑΜΑΝΤΙΣ |
ΕΝΙΚ̣ ΑΦΥΛΕ, a short formula giving the essential: the victory of a tribe, offering a
tripod to thank the gods.35 More unexpected is a second inscription, on the lower
step, reading: ΓΛΑΥΚΩΝΚΑΛΟΣ. Here we are back to the sympotic context and erotic
acclamations. It has been rightly noted that Glaukon was a member of the Akamantis
tribe, and that could explain this acclamation;36 however, we have no actual monument combining these two levels of reference, and I think this epigraphical presentation can only happen in the imaginary world of sympotic vases.
31 See Immerwahr 1990, 82 n. 5.
32 See Zachari 2013a, 112 n. 74.
33 Munich, Staatliche Antikensammlungen 2455; ARV 2 558.126, Pan Painter; BAPD 206370; AVI 5295.
34 London, British Museum E 298; ARV 2 1581.20, recalls Nikon Painter; BAPD 212623; AVI 4561.
35 Two fragments of a skyphos from the Acropolis (II.504; BAPD 46597; AVI 1381) give an altar with
a shield leaning on it (fr. b), and a tripod (fr. a), next to which one can read in the field, in red letters:
ΑΚΑΜΑΝ̣ [ΤΙΣ…], suggesting similar circumstances.
36 Cf. Williams, forthcoming.
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A similar composition appears on a chous in London37 where two Nikai are converging towards a monument of the same sort: a two-stepped basis and a tripod on
top. The inscription here is legible but does not easily make sense: ΔΓΗΕΜΕΛΟΣ|
ΑΡΙΡΙΛΟΣ|ΤΟΣΦΙΛΟΣ, which could possibly be understood as ὃ δεῖνα ἄριστος φίλος.
The word philos is very prominent in the picture and gives a hint to a community of
people probably connected by the competition they won as well as by the symposion
where the vase was used.
Another chous, in the Louvre,38 gives the image of Athena standing in front of
a high column on which is a child, maybe Erichthonios as Beazley suggested.39 The
column stands on a two-stepped base where [ΤΕ?]ΙΣΙΑΣ | [Α]ΝΕΘΗΚΕ̣ Ν̣ is inscribed,
a very standard inscription for a dedication. In the field we read, in red letters,
ΣΩΦΑ̣ [ΝΗΣ] ΚΑΛΟ[Σ]. What is remarkable on this chous is the relationship between
the monument and the goddess, visible in the picture as an actual presence. The
statue moves and interacts with Athena; the dedication is animated, and its agency
makes the goddess appear.
In this group of bases, we also find the familiar kalos inscription, as on a calyx
crater in Oxford40 where a Nike crowns a lyre player standing in front of a two-stepped
basis with a tripod. A satyr on the right dances by the monument. The letters ΚΑΑ on
the upper step resemble a kalos inscription whereas we can only make out four dots
on the lower step. Clearly, the rectangular stones call for writing, but the painter did
not care to produce an elaborate inscription; just the idea was enough.
Here we should consider an amphora in the Louvre41 attributed to Euphronios; it
has an Amazon fighting on one side (named Barkida) aiming with her bow at Hera
kles on the other side. Herakles stands on a large inscribed basis which transforms
his image into a statue.42 The inscription has been discussed extensively.43 It reads:
ΔΟΚ̣ Ε̣ Ι⁝ΣΜΙΚ̣<Ρ>ΟΙ⁝ΙΝΑΙ. While Pottier thought it could mean ‘it (the pot) looks like
by Smikros’, Furtwängler proposed two possibilities: ‘(how) does it seem to Smikros?’
or ‘it seems (good) to Smikros’; Beazley suggested the inscription ‘probably continued
a kalos-inscription written on the background of the vase, in the missing part. kalos
Hera]klees it might be’.44 More recently, Neer stressed the fact that if Herakles is a
statue, as the basis tends to infer, then the Amazon mistakes the artefact for the actual
hero; Euphronios is introducing, through the image and its inscription, a play between
appearance and reality. Neer proposes to translate: “It (the statue) seems to Smikros
37 London, British Museum: 1910.6-15.2; BAPD 3704; AVI 4722.
38 Paris, Musée du Louvre L 63; ARV 2 858.8, Trophy Painter; BAPD 212479; AVI 6694.
39 Beazley, ARV 2 858; see also a much more speculative interpretation in Webster 1972, 68.
40 Oxford, Ashmolean Museum 1942.3; ARV 2 1276.2, Marlay Painter; BAPD 216188; AVI 5981.
41 Paris, Musée du Louvre G 107; ARV 2 18.1, Manner of Euphronios; BAPD 200088; AVI 6451.
42 de Cesare 1997, 80 f.
43 See Neer 2002, 134 for an excellent summary of these discussions which I follow here. See also the
contribution by J. Fouquet in this volume.
44 ARV 2 1619 at 18.1.
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Fig. 5: Attic calyx krater, Paris, Musée du Louvre G103.

to exist”. Such an interpretation displaces the illusion from the Amazon to a colleague
of Euphronios, in a very typical game among contemporary potters and painters. In
any case, the meaning of the inscription on the basis is allusive; what is clear is its
visual impact, producing a commentary of the statue, as well as a dialogue between
the viewer and the image.
Another group of architectural elements leads to similar observations: the bema. On
a calyx crater signed by Euphronios in the Louvre (Fig. 5),45 a young aulos player is
stepping up on a bema where we can read: Μ̣ [Ε]Λ̣ ΑΣ ΚΑΛ̣ΟΣ. This is not the name of
the player, which is given in the field above him: ΠΟΛΥΚΛΕΣ.46 This kalos inscription
is echoed by another one in the field: ΛΕΑΓΡΟΣ ΚΑΛΟΣ, written next to the head
of the young man seated on the left, clearly a tag-kalos.47 Other names are given by
inscriptions on the background: Κ̣ ΕΦΙΣΟΔΟΡΟΣ and ΗΥ̣[Λ]Α̣ Σ̣ . Melas is not visible in
the picture, and the monumental inscription refers to an outsider.
The same formula appears, in a more generic phrasing, on an amphora by the
Kleophrades Painter in London (Fig. 6).48 Here, a singer stands on a bema. From his
mouth, a string of letters is projected, giving the content of his song: ΗΟΔΕΠΟΤΕΝΤY
PIΝΘI. On the bema, one can read the Kleophradean formula: ΚΑΛΟ(Σ) ΕΙ. This can
be applied to the singer as well as to the viewer; the inscription is playing with two
different levels: the internal situation created by the depiction and the external situation linking the pot and the viewer.
45 Paris, Musée du Louvre G 103; ARV 2 14.2, Euphronios; BAPD 200064; AVI 6447.
46 See Giroux 1980; Boardman 1992, 47.
47 See the definition given by Beazley, ARV 2 1559: “a kalos merely tagged on to the name of one of
the persons represented”.
48 London, British Museum E 270; ARV 2 183.15; BAPD 201668; AVI 4545.



Fig. 6: Attic amphora, London, British
Museum E 270.
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Fig. 7: Attic calyx krater, Lecce, Museo Archeologico
Nazionale delle Marche 610 (Cat. 69).

On a fragmentary cup by Douris,49 two male persons, one smaller than the other,
stand on a bema next to which a man is seated as a listener to the performance. They
are probably aulodoi.50 On what is left of the bema, ΗΟ ΠΑ[ΙΣ] is written, again an
address to the picture as well as to the external world of the symposion.
Kalos is also often inscribed on columns. An interesting example can be found on a
krater in Lecce (Fig. 7),51 where the Sphinx is seated on the top of a column while on the
basis of the column, the word ΚΑΛΟΣ prominently figures. As J.-M. Moret observed,
the position of the Sphinx on top of a column is paralleled by funerary monuments;
in this way, it differs from another group of images where the Sphinx is seated on a
rock.52 The column monumentalises the Sphinx, placing it in the city of Thebes. On
the krater in Lecce, the addition of the kalos inscription creates other connections:
not only with the sympotic space, at the level of the krater as a mixing vessel, but also
with the internal meaning of the image and, maybe, the way Oedipus answers to the
Sphinx. However, on a cup in Ancona53 with the same subject, the basis of the column
49 Rome, Museo Nazionale Etrusco di Villa Giulia; ARV 2 432.50, Douris; BAPD 205094; AVI 7114.
50 As suggested in AVI 7114.
51 Lecce, Museo Provinciale “Sigismondo Castromediano” 610; BAPD 6207; AVI 4128; Moret 1984,
cat. no. 69, pl. 39, 2, and 34 n. 1, for the kalos inscription.
52 Moret 1984, chapter 4, 69–75.
53 Ancona, Museo Archeologico Nazionale delle Marche 4330; ARV 2 874.1, Ancona Painter; BAPD
211534; Moret 1984, pl. 20–21 (the inscription is not easy to make out from the photographs).
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on which the Sphinx is standing has the fuller inscription ΗΟ ΠΑΙΣ ΚΑΛΟΣ which can
only refer to someone out of the picture.
This external reference is obvious on a cup by Onesimos in the Louvre54 where we
can see horsemen departing. On one side of the cup, on the echinus of a column, we
read the name ΛΥΚΟΣ which can certainly be taken as a kalos name without kalos,
spotlighting the praise of this young boy. Note that the same ‘Lykos’ is also inscribed
inside the cup, on the exergue, in a space similar to the echinus. The architecture is
used to frame the handling of the horses and the beauty of their exercises, and the
inscriptions focuses on one of these beautiful young men, a part of the Athenian elite.
In a similar way but on a more generic level, a column is used on a cup in the
Hermitage55 to inscribe vertically, all along the shaft of the column, and in widely
spaced letters the word ΚΑ(Λ)ΟΣ. The scene involves a woman playing ball next to
the column, framed by two young men holding citizen’s sticks. The boy on the left
holds an aryballos; sandals and another aryballos with a strigil are displayed in the
background. All these elements contribute to characterise the palaestra and its erotic
context. The woman is not just juggling; her game has to do with eroticism56 and kalos
is displayed as a fitting exergue in the middle of the picture.
The athletic context is often characterised on several images by a pillar (terma) marking a boundary. Inscriptions appear on such pillars, with interesting variations. On an
amphora in Budapest by the Nikon Painter,57 a man passes by a high vertical stone
on the upper part of which one reads ΣΠΑΔΙ|Ο, a variant of stadiou in the genitive,
for terma stadiou: border of the stadium.58 This unique inscription seems close to an
actual epigraphic inscription. In a more metaphorical way, we see, on a skyphos once
on the Swiss market (Fig. 8),59 a terma between two nude athletes holding strigils.
On the stone we can read two names in two vertical lines: ΚΑΣΣΤΟΡ|ΠΟΛΥΔΕΥΚΕΣ,
namely the Dioskouroi, to which the athletes in the picture are compared. The inscription here produces a reference to the heroic twins and introduces a mythological
dimension into the palaestra.
Several pillars are used by the painters to inscribe acclamations, sometimes giving a specific kalos name. So on a fragmentary cup in Adria,60 the pillar is inscribed
vertically: ΑΠ{Π}<Ο>Λ<Λ>ΟΔΟΡΟΣΚΑΛΟ[Σ]. On a cup by the Colmar painter,61 the
54 Paris, Musée du Louvre G 105; ARV 2 324.60, Onesimos; BAPD 203218; AVI 6449.
55 St. Petersburg, Государственный Эрмитаж St 886; ARV 2 626.107, Villa Giulia Painter; BAPD
207263; AVI 7359.
56 See Dasen 2016.
57 Budapest, Szépművészeti Múzeum 51.228; ARV 2 650.9bis, Nikon Painter; BAPD 207574; AVI
3000.
58 See Moret 1979, 6 and n. 12.
59 Basel market (Becchina); BAPD 4516; Moret 1979, 14 f., figs. 9–10, and 13 n. 39a.
60 Adria, Museo Archeologico Nazionale 22202; ARV 2 1565, unattributed; BAPD 9009460; AVI 71.
61 Harrow, Harrow School Museum 53; ARV 2 356.53, Colmar Painter; BAPD 203736; AVI 3895.
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Fig. 8: Attic skyphos,
Basel market.

Fig. 9: Attic pelike, Munich,
Staatliche Antikensammlungen
2348.
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terma has ΛΥΣΙΣ ΚΑΛΟΣ, and a neck amphora in Berlin62 gives ΧΑΡΜΙΔΕΣ ΚΑΛΟΣ
on the pillar. Many other examples give only the word kalos, complete or in part.63 One
remarkable example is on a pelike in Munich (Fig. 9)64 where the pillar is inscribed
horizontally, with the incomplete word ΚΑΛ[ΟΣ]; below the inscription, one can see
two little sketches: a foot and a head in profile which look like grafitti. In front of the
terma flies Eros, adjusting a fillet to the stone as if it were the body of an athlete. Here,
the presence of Eros makes explicit the erotic values implicit elsewhere. The stone at
the palaestra attracts inscriptions.
Another form of pillar, often connected with the palaestra, is the herm; it is frequently associated with an altar, creating a sacred space often left empty, without any
specific ritual action. On a fragmentary pelike in New York (Fig. 10),65 a bird is approaching an altar next to which is a herm.66 The pillar is decorated with a caduceus and a vertical inscription running down: ΗΕΡΜΕΣ. As in the case of the altar bearing the name of
Athena,67 the inscription here is not made to explain the identity of the god, but to make
the viewer speak and create a verbal presence of the god, next to its visual appearance.
An amphora by the Nikon Painter68 pictures a herm in front of an altar; a woman
holding a phiale and an oenochoe appears on the reverse. On the obverse one can make
out, on the black background, the inscription ΚΑΛΟΣ placed vertically above the altar;
on the pillar itself, one easily reads ΓΛΑΥΚΩΝΚΑΛΟΣ. The inscription has the appearance of an inscription engraved on the stone and takes the place of the inscriptions
mentioned by pseudo-Plato concerning the herms of Pisistratus;69 but the linguistic
content has nothing to do with the maxims engraved by order of the Athenian tyrant; if
visually the inscription recalls an official text, linguistically it opens towards a different
space and shifts from public stone markers to private erotic spheres.
Among the architectural elements on which vase painters placed inscriptions, the
laver – louterion – is a privileged one.70 It is not surprising to see, as on a skyphos by
the Triptolemos Painter,71 a close connection between a herm and a louterion, m
 arking
62 Berlin, Antikensammlung F 2329; ARV 2 651.17, Nikon Painter; BAPD 207583; AVI 2362.
63 See, for example, Athens, Museum of the Ancient Agora P 5454; ARV2 1589; BAPD 29901; AVI 352 –
Mainz, Johannes Gutenberg-Universität 114; BAPD 216608; AVI 4917 – Ferrara, Museo Archeologico
Nazionale 264; ARV 2 274.44, Harrow Painter; BAPD 202880 – ex Naples, Hamilton collection, lost;
ARV 2 500.21, Deepdene Painter; BAPD 205607, side B (Tischbein 1795, pl. 48).
64 Munich, Staatliche Antikensammlungen 2348; unattributed; BAPD 12527; AVI 5269.
65 New York, Metropolitan Museum of Art 2011.604.2.1047; Flying Angel Painter (von Bothmer).
66 Compare a pelike by the Perseus Painter, Berlin, Antikensammlung F 2172; ARV 2 581.4; BAPD
206706. The presence of the bird might refer to the bomolochia, stealing at the altar; see Zachari 2013b
and Frontisi-Ducroux 1990.
67 Supra, n. 18.
68 Boston, Museum of Fine Arts 68.163; Paralipomena 402.17bis, Nikon Painter; BAPD 275790; AVI 2821.
69 Plato, Hipparchus, 228c–229b; cf. Frontisi-Ducroux 1986, 201 and Schnapp 1988.
70 On the louterion, see Durand/Lissarrague 1980.
71 Paris, Bibliothèque nationale de France De Ridder.839; ARV2 367.97, Triptolemos Painter; BAPD
203889; AVI 6226.
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Fig. 10: Attic fragmentary pelike,
New York, Metropolitan Museum
of Art 2011.604.2.1047.

Fig. 11: Attic stamnos,
Munich, Staatliche Antikensammlungen 2411.

a sanctuary whose altar appears on the other side of the skyphos. In this case, the letters forming the word ΚΑ̣(Λ)ΟΣ are regularly spaced across the basin. The louterion is
one of the frequent places where a kalos inscription appears which is not surprising
as beauty is involved in the cleaning process taking place around the louterion for
both men and women. The formula inscribed on the basin, most often along its rim,
varies from a complete kalos name, like ΚΑΛΟΣΠΟΛΕΜΑΝΕ on a stamnos in Munich
(Fig. 11),72 or the Kleophradean formula ΚΑΛΟΣ ΕΙ on a lost column krater73 to the
simpler kalos or kale. On a column krater in Vicenza,74 a second, vertical inscription
along the column supporting the basin echoes the one on the basin itself. In all these
72 Munich, Staatliche Antikensammlungen 2411; ARV2 1051.18, Polygnotos Group; BAPD 213649; AVI 5280.
73 Ex Naples, Hamilton collection; Tischbein 1795, pl. 30; ARV 2 500.21, Deepdene Painter; BAPD
205607, side A (this is the same vase as the one supra n. 63).
74 Vicenza, Banca Intesa 316; BAPD 10413; AVI 5097.
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Fig. 12: Attic bell krater,
London, British Museum
GR2000.11-1.33 (fragments
over drawing).

cases, the inscribed adjective can be in the masculine (kalos) or in the feminine (kale);
but the gender is not directly connected to the sex of the people washing. We find
nude women with a kalos inscription on several vases75 as well as with a kale inscription.76 On a cup in The Hague,77 the louterion is inscribed ΚΑ̣ ΛΕ, while a young man,
in himation, leaning on his stick, raises his hand towards the louterion. Here, the
inscription cannot be applied to the figure standing by the louterion; it refers to an
external or future woman coming to this place for washing.
Among this group of images, one stands quite apart: it appears on a now very fragmentary bell krater from the second Hamilton collection (Fig. 12).78 Four young men,
all nude, are grouped around a louterion, washing themselves or filling the basin with
water. On the laver, the letters ΔΗΜΟΣΙΑ⁝ are displayed, with a vertical triple dot at
the end. Although it is now lost, the inscription is very clear on Tischbein’s engraving
and seems genuine. The interpunction after demosia makes it look very ‘epigraphic’;
the word itself refers to a public bath and gives a realistic dimension to the inscription. It could perfectly have been inscribed on an actual laver in the Athenian public
space. Such an inscription brings us back from the imaginary world of the kaloi and
erotic desire to the civic organisation of the city, very rarely represented on vases more
oriented towards the symposion and the elite circles.79
75 Women washing, with kalos inscription: Paris, Musée du Louvre G 14; ARV 2 85.1, Pedieus Painter;
BAPD 200689; AVI 6391 – Vicenza, Banca Intesa 316; BAPD 10413; AVI 5097 – London market (Christie’s 1986); Harrow Painter, Pfisterer-Haas 2002, 52, fig. 60; BAPD 17059.
76 Women washing, with kale inscription: Bologna 261; ARV 2 1089.28, Painter of the Louvre Centauromachy; BAPD 214616; AVI 2551 – Dresden, Staatliche Kunstsammlungen 321; ARV 2 1089.29, Painter
of the Louvre Centauromachy; BAPD 214617; AVI 3370. On the use of kale, see Frontisi-Ducroux 1998.
77 The Hague, Kunstmuseum 1712; ARV 2 154.14, Painter of Berlin 2268; BAPD 201417; AVI 3856.
78 London, British Museum GR2000.11-1.33; Smallwood/Woodford 2003, pl. C and 32, no. 33; BAPD
9015619; AVI 7857.
79 On a recent survey of the images of the city, see Williams (forthcoming).
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A last group of architectural structures, the funerary stelai, raises different issues.
On the actual stelai, inscriptions are an essential part of the monument; the stele is
made to bear a name, to maintain the memory of the missing person. There should
be no stele without a name, but this is not the case in vase-painting. There are a few
examples of mythological tombs including a name, like the tymbos of Patroclus on an
hydria from the Leagros Group,80 or the tomb of Agamemnon on a pelike in Exeter81
or a skyphos in Copenhagen.82 But these are exceptions. A fragmentary pot in Amsterdam,83 probably a loutrophoros, seems to display a view of the demosion sema; it
shows five stelai next to each other in a row and a tymbos on the background on which
one can still read some geographical indications, connected with battles of a specific
year. On the preserved top of the third stele: [ΕΧ]Σ̣ ΕΛΕΥ[ΘΕΡΟΝ]. On the fourth stele:
ΕΝ ΒΥΖΑΝ[ΤΙΟΙ]. On the fifth stele, at the preserved top: ΕΠ […]. This exceptional
glimpse of a public grave remains unique. In most cases, white-ground lekythoi
showing stelai do not reproduce actual inscriptions. What we find, instead, are mock
inscriptions, mainly in the so-called Inscription Painter’s œuvre. On a lekythos in
Madrid,84 the stele is inscribed with five rows of short strokes, imitating an inscription, and the same disposition can be found on a lekythos in Athens (Fig. 13):85 five
rows again. The name given by Beazley to this painter is paradoxical: he seems to be
illiterate; for other inscriptions in the field, on some lekythoi by him or in his manner,
are just letters, including several K that might point to a kalos inscription, but there
are no examples of a complete legible inscription. What his two lekythoi give us is the
idea of a stele, the idea of a funerary epigram, without going into the actual representation of any precise text. This is fitting with the general tendency of white-ground
lekythoi where no name is given by the painters on the stele itself. The one exception
is a white-ground lekythos in Chicago86 showing three stelai next to each other, with
three vertical names inscribed in the background: ΔΙΦΙΛΟΣ, ΑΡΙΣΤΙΠ<Π>ΟΣ, ]Χ̣ ΟΣ
Diphilos, Aristippos, and -chos. They most probably belong to a family group, and one
can think of these names as the ones inscribed on the stelai but here zoomed out next
to the stone, floating in the field.
Otherwise, there are no monumental inscriptions on these monuments; whiteground lekythoi are not reproducing in a documentary way the actual reality of the
Kerameikos;87 they create a medium for the living to remember the dead. In the workshop, painters produce objects that are open to interpretation by the buyer-user.
80 Boston, Museum of Fine Arts 63.473; ABV 164.31bis, Leagros Group; BAPD 351200; AVI 2810
(black-figure, the inscription in black letters on the white background of the tymbos).
81 Exeter, University; ARV 2 1516.80, Jena Painter (Shefton); BAPD 231036; AVI 3461.
82 Copenhagen, Nationalmuseet 592; ARV 2 1301.5, Penelope Painter; BAPD 219000; AVI 3240.
83 Amsterdam, Allard Pierson Museum 2455; BAPD 42150; AVI 142; Arrington 2015, 80.
84 Madrid, Museo Arqueológico Nacional 19497; BAPD 209238; AVI 4906.
85 Athens, Εθνικό Αρχαιολογικό Μουσείο 1958; ARV 2 748.2; BAPD 209239; AVI 830.
86 Chicago, University; Tarbell 1908, 428; BAPD 209270; AVI 3152.
87 Arrington 2015, chapter 7.
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Fig. 13: Attic lekythos, Athens,
Εθνικό Αρχαιολογικό Μουσείο 1958.

No name is given in advance; it will be pronounced by the client when put into use,
and it is lost for us. As I have tried to show elsewhere,88 some white-ground lekythoi
painters, mainly the Achilles Painter, are aware of the power of writing and its ritual
implication. It is remarkable to note the way some kalos inscriptions are displayed,
in stoichedon style, on funerary lekythoi where no stele is shown – but where such
an inscription is placed where the stele would be, as for example on a lekythos in
Athens.89 Beazley rightly underlined the fact that love inscriptions appear in the Achilles painter’s œuvre but never on lekythoi with a tomb.90
If we attempt a conclusion: what this survey of inscriptions on architectural elements
in the picture shows is the way writing plays with different levels of reference – the
actual object represented as well as the surface of the vase on which these objects are
represented. It thus creates a tension and offers to the viewer an interpretative role
which is part of the agency of these pictures. Painters are experimenting with the possibilities of writing, mainly in red-figure, at the moment of the invention of the new
technique. Euphronios first, but also the Kleophrades Painter, Onesimos or Douris are
great users of inscriptions;91 in a way it is part of their style. One of these remarkable
88 Lissarrague 1988.
89 Athens, Εθνικό Αρχαιολογικό Μουσείο 1963; ARV 2 995.122, Achilles Painter; BAPD 213944; AVI
831 – Compare with Athens, Εθνικό Αρχαιολογικό Μουσείο 1821; ARV 2 998.168; BAPD 213990 – Lissarrague 1988, fig 14.1 and 14.2.
90 Beazley 1989, 31 and n. 20 (original 1938, 12 n. 2).
91 See Guy 1987.
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experiments can be found on a tondo in Berlin (Fig. 16).92 It shows an athlete pouring
oil from an aryballos, standing next to a terma on top of which he placed his dress.
A three-line inscription runs down the pillar, vertically: ΗΟΠΑΙΣ | ΝΑΙΧΙ | ΚΑΛ[ΟΣ].
More unusual, there is an inscription on his right thigh: ΛΑΧΕΣΚΑΛΟΣ, ‘as if he were
a statue’, Beazley noted.93 Writing on the body, using the space offered (in red-figure)
by the red background, is not frequent for reasons that will be explored in the second
part of this paper where we will come back to this inscribed image. Suffice here to
underline the way an erotic acclamation is investing the actual body of the athlete,
shifting from athletic to sympotic space.

Georg Simon Gerleigner

Writing on the Archaic Painted Body
The following discussion will mainly concentrate on the handful of vase-paintings,
all from the Archaic period, where it is very likely or at least possible that letters were
written on bodies rather than elsewhere with the intention of adding an additional
layer of meaning to the image.94 I will contextualise this phenomenon by presenting
other ways in which bodies were marked in Greek vase-imagery and finally present
some thoughts on the extreme scarcity, even avoidance of writing vase-inscriptions on
bodies, briefly comparing it with the practice in Archaic sculpture as well.
There are only very few instances of bodies in Greek vase-painting which can be
discussed as having been inscribed for a reason other than lack of space. The earliest such case is Corinthian, a fragmentary alabastron from the early sixth century
(Fig. 14).95 Here, the name ΑΙϜΑΣ was scratched on the corpse of the hero Aias lying
impaled on his sword. It is not quite clear to which extent this placement was preplanned – if the painter had planned the inscription beforehand, he would have had
the comparatively easy choice to omit some of the ornaments surrounding the body
to leave space for a painted name; in this case, the way of placement was a deliberate
choice. If the addition of the name inscription was a kind of afterthought, then the
painter had no choice but to change implements and scratch the name on the body if
he wanted to include it. But in this case, such a prominent and rare placement, even
if made out of necessity, would still have been a conscious decision on his part. In any
case, it means that the sword pierces not only Aias’ body but at the same time also his
92 Berlin, Antikensammlung F 2314; ARV 2 336.14, Antiphon Painter; BAPD 203450; AVI 2352.; see
also infra, n. 104.
93 ARV 2 336.14.
94 For reasons of space, I will limit my discussion to inscriptions on naked (parts of) bodies, dealing
with those on clothed (parts of) bodies only very briefly.
95 Middle Corinthian black-figure fragmentary alabastron attributed to the Scale-Pattern Group: Berlin, Antikensammlung V.I. 3182, from Thebes; Wachter 2001, COR GR 9 (with further bibliography).
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Fig. 15: Corinthian column krater fragment,
London, British Museum 1886,0401.789
(drawing).

Fig. 14: Corinthian alabastron, Berlin, Antikensammlung V.I. 3182.

name which could have been intended as a symbolic emphasis. Going even further,
one might suggest that the violation of the integrity of the body by the sword could
have been understood to be mirrored in and emphasised by the fact that something
else which does not belong on it scratches its surface.96
On a slightly earlier Corinthian aryballos which even features two incised name
inscriptions,97 it seems clearer that indeed rather lack of space than semantic differentiation was the reason for writing Aias’ name on this warrior’s shield (ΑΣϜΑϺ) and
his opponent’s Hektor’s on the latter’s naked thigh (ΒΤΡΟΡ̣). The same is probably
true for the third and last example known to me of an inscription scratched on a
naked body (part) in Corinthian vase-painting,98 on the fragment of a column krater
(Fig. 15).99 Here, part of a name inscription ending in ]Β̣ ΛΟϺ (“-elos”) is painted to
96 However, the letters do it in a different graphical way than the sword does here; it is probably going
too far to assume that the conspicuously long left stroke of the second alpha was supposed to double
as the prolongation of the outline incision of the sword’s hilt – after all, if the painter had intended to
convey such an impression, he arguably could have done it more clearly.
97 Early Corinthian black-figure aryballos attributed to the Warrior Group: Paris, Musée du Louvre
L 170 (MNC 669), from Corinth; BAPD 9014609; Wachter 2001, COR GR 6 (with further bibliography).
98 In the few cases from (Early and Middle) Corinthian vase-painting known to me where painters placed names on the clothes of the respective figures, this seems to have been done due to
lack of available space: Wachter 2001, COP 3, COR 28A, COR 39, COR 82 and CHA 10 (the last one
‘Chalcidian’).
99 Middle Corinthian black-figure column krater fragment attributed to the Ophelandros Painter
(“apparently”): London, British Museum 1886,0401.789 (B 102.5), from Naukratis; not in Wachter 2001;
CVP 234 no. AP.2; see Johnston 2014, 119 f. (with further bibliography).
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the right of a naked male figure (though the ‘starting-point principle’100 makes it very
likely that the name actually belongs to another figure) while the partially preserved
name ]Α̣ΤΡΥϺ (“-atrys”) is scratched on the female figure’s thigh.101 Since the preserved part of the picture is too small as to say confidently whether space constraints
necessitated the placement, and particularly given the presumably erotic nature of the
scene, one might wonder to which extent it is significant that the woman’s name was
written in a manner different from the man’s (which can only be presumed, though,
since it is not certain if and how the male figure’s name was inscribed);102 however,
the painter could have done this more conspicuously by painting the name rather
than scratching it on the figure.103
The four Athenian instances are all red-figure and about a century later than the
Corinthian ones. Among them, there is one which we have already briefly seen above
and which has been discussed much more thoroughly by scholars than the others,
partly because it is so conspicuous and readily invites comparison with inscribed
Archaic sculpture: the words ΛΑΧΕΣΚΑΛΟΣ (“Laches [is] beautiful”) on the thigh of a
nude athlete, on a now lost early-fifth-century tondo (Fig. 16).104 Significantly, just like
the inscription on the pillar to the left of the young athlete pouring oil from an aryballos into his hand, the words on his thigh seem to have been written not in added red or
white but in slip, as is usual for inscriptions on painted objects in vase-paintings. The
inscription is written in exceptionally small letters, and the result looks, except for the
posture of the arms, like an inscribed kouros statue. Being attached to his body, the
words strongly suggest that they refer to it, identifying the athlete himself as Laches.
The three-line inscription ΗΟΠΑΙΣ | ΝΑΙΧΙ | ΚΑΛ[ΟΣ]105 on the pillar emphatically
repeats the notion of beauty of the other inscription: “the boy is beautiful indeed!”
The fact that these two inscriptions of similar textual content are both painted in slip
as is usual for inscribed objects in vase-paintings further emphasises the notion that
100 Wachter 2001, 228, § 104.
101 At some point after the firing, according to Johnston 2014, 120. On the sex of this (white) figure,
see ibid., 119 n. 6.
102 Cf. the discussion of the Attic red-figure kalpis below – the comparison being limited, of course,
due to the differences between early-sixth-century Corinthian and early-fifth-century Athenian
vase-painting and -inscribing.
103 For an example of an inscription painted on white (the speaking name ΑΛΚΣΜΟϺ on a charioteer’s xystis), see a Late Corinthian hydria fragment: Vatican City, Museo Gregoriano Etrusco 35617,
unknown find-spot; Wachter 2001, COR 82.
104 Attic red-figure fragmentary plate attributed to the Antiphon Painter: once Berlin, Antikensamm
lung F 2314 (lost in World War II), from Vulci; BAPD 203450; AVI 2352. The piece has frequently been
addressed as a kylix (“much restored” according to ARV 2 336.14) but the collection’s recent catalogue
of war losses says it is (or was) a plate attached to a cup foot (Miller 2005, 128 no. F 2314). Beazley
mentioned a fragment in the Villa Giulia which belongs (Beazley 1933, 33 no. 19). The locus classicus
for a thorough and nuanced discussion of this inscribed image is Lissarrague 1999, 369.
105 According to Beazley, the Villa Giulia fragment contains the missing final letters of the inscription
(Beazley 1933, 33 no. 19).

278

Georg Simon Gerleigner & François Lissarrague

Fig. 16: Attic
red-figure plate,
once Berlin,
Antikensammlung
F 2134 (drawing).

ΛΑΧΕΣΚΑΛΟΣ is written on a statue. There are parallels for kalos inscriptions on
pillars that can readily be related to the figures next to them, like a contemporaneous cup tondo in Hannover where not only ΗΟΠΑΙΣ was written, in slip, on a pillar,
while ΗΟΠΑΙΣ | ΚΑΛΟΣ was written – here in added red – around the youth wearing
a chlamys and leaning on his stick next to the pillar as well.106
As François Lissarrague convincingly argued, the letters on his body manage to
change Laches’ ontological status: “by writing on the athlete’s thigh, the painter has
in a way made him into a statue, he has made him a living statue, an object of the
gaze on two levels, as a representation of an athlete and as a representation of a sculpture representing a victorious athlete.”107 Interestingly, like on the Hannover kylix,
the inscription ΛΑΧΕΣΚΑΛΟΣ (or at least the name) was probably repeated in the
field of the tondo;108 if that is true, then it could be argued that the doubling of the
inscription – one on the body, one surrounding it – might have served as an allusion
reinforcing this understanding.
106 Attic red-figure kylix attributed to the Colmar Painter: Hannover, Museum August Kestner 1958,57,
unknown find-spot; BAPD 203734; AVI 3884. Cf. also the similar image and inscriptions on the exterior (A).
107 Lissarrague 1999, 369.
108 Beazley mentioned the “the first letter, Λ, of an inscr in the field, perhaps, Λ[αχεςκαλος]” (Beazley
1933, 33 no. 19).
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While the placement of inscriptions on Archaic sculptures seems to have been
very rare in Attica (see below), it is still not unreasonable to assume that craftsmen
and viewers were familiar with different regional styles and practices, as Nikolaus
Dietrich has argued.109 Thus, it is plausible that the painter got the idea to write on the
figure at all from sculpture, and conversely, it could be argued that it is the very fact
that he closely followed a model which viewers would know from another medium
which enabled him to do the rare thing and write on a painted body.
As mentioned in the beginning, it can generally be observed that vase-painters conspicuously avoided writing on bodies. Lack of space, for instance in particularly crowded
friezes, made vase-painters sometimes apparently accept at least partial overlaps of
inscriptions with bodies, as we will see below. Occasionally, a certain placement convention created a spatial problem as well: that of speech inscriptions starting in front
of figures’ mouths to indicate that they are speaking. On another fragment in the Bibliothèque nationale,110 we find one of several instances where a speech inscription – in that
case, ΑΧΙΛΛΕΥΣ’ dice result, ΔΥΟ (“two”) – is placed a bit further away from its speaker’s
mouth to avoid an overlap with a body, like Achilleus’ forearm there. But even a painter
who tries that can have difficulties: in the conversation between a would-be erastēs and
his desired erōmenos on cup fragments in Boston,111 the man’s ΕΑΣΟΝ – “let [me]!” – is
placed a bit away from his mouth, while parts of the letters of the youth’s ΟΥΠΑΥΣΕΙ –
“won’t you stop!” – slightly overlap with his arm. The order ΗΕΧΕ ΗΕΣΥΧΟΣ – “hold
still!” – given by a bearded man to his partner on another Boston erōtikon, this time
attributed to Douris, is another case in point:112 on the one hand, the painter apparently
wanted to avoid overcrowding the area below the man’s mouth but on the other hand,
he needed some space for the relatively long inscription, so he had to write at least on
the larger reserved area of the woman’s body. On the exterior of a fragmentary kylix in
Munich,113 the painter had to place one of the letters, the omikron, of the young symposiast’s exclamation Κ[ΑΛ]ΟΣΕΙ (“you are beautiful”) on the the speaker’s arm because he
apparently did not want to break the even spacing of the inscription’s letters.
While there seems to be no doubt about the deliberateness of the placement of
the Laches inscription, the instances, also involving athletes, on a slightly earlier kylix
in the Bibliothèque nationale de France (Cabinet des Médailles) are more difficult to
109 Dietrich 2017, 310 n. 76.
110 Attic red-figure kylix fragment (unattributed): Paris, Bibliothèque nationale de France Froehner.1582, unknown find-spot; BAPD 9005086; AVI 5544 (there are more fragments of this vessel in
other collections). For an illustration, see the drawing in Hartwig 1893, 277 fig. 39.
111 Attic red-figure kylix fragments attributed to Onesimos (E. Vermeule): Boston, Museum of Fine
Arts 65.873, unknown find-spot; BAPD 275918; AVI 2815.
112 Attic red-figure kylix attributed to Douris: Boston, Museum of Fine Arts 1970.233, unknown findspot; BAPD 205288; AVI 2822.
113 Attic red-figure fragmentary kylix attributed to the Carpenter Painter (D. Williams): Munich,
Staatliche Antikensammlungen 2636, from Vulci; BAPD 203254; AVI 5327.

280

Georg Simon Gerleigner & François Lissarrague

assess.114 There are a lot of figures and inscriptions, many of them very interesting,
on this kylix, but I will concentrate only on those pertinent to our topic. The first one,
in a scene showing hoplites training for the armed race (Fig. 17), is the name of the
hoplitodromos ΚΕΦΙΣΟΦΟΝ written next to his forehead and partly overlapping his
shield (Fig. 18). Unlike the letters ΚΑΛΟ[Σ] painted in slip on the same shield (which
also features a chariot box as a device), the name is painted in added red, and unlike
the other letter-chain whose course follows the curve of the shield, no attempt was
made to adapt the overlapping letters of the name to the shape of the object. Similarly,
two letters of the name of the hoplite runner to his left, ΑΝΤΙΑΣ, happen to overlap
Kephisophon’s leg. Finally on this side, the sigma of ΟΛΥΜΠΙΟΔΟΡΟΣ, the right-most
hoplitodromos, partly overlaps another inscribed shield.
On the other side, showing wrestlers and boxers (Fig. 19), there are even two
names written on bodies due to lack of space. The spelling of the boy-boxer perhaps
named ΦΟΙ[ΝΙ]Ξ on the left (Fig. 20) remains unclear without autopsy. If the letter
I read as xi is indeed the final letter, then the letter-chain is placed rather neatly in
the angle which outlines the left part of the boy’s trapezius muscle. In the case of
the second name (to the right of the centre), there is also some consideration shown
to the body it overlaps (Fig. 21): roughly the first half of the fragmentary inscription
Ε[ΡΑΤΟ]ΣΘΕΝΕΣ – the first letter is extant, then there are four missing – follows the
curve of the bending wrestler’s body, but then, the last letters are written in a more
or less straight line, the final letter even placed in an unfortunate position on the line
separating the right foot from the right buttock.
So while it is arguably quite obvious that the painter let the inscriptions overlap
with other pictorial elements due to lack of space, in the case of the written bodies
he seems to have been at least a bit concerned about integrating the letter-chains
into their involuntary writing surface. It might be a coincidence but maybe there is
something more to observe here, a certain consciousness regarding the many different
kinds of marks the painter put on the naked bodies. There is, for instance, the bleeding and bruised body of budding boxer Phoinix. Then there are the black tied leather
strips forming a kind of ornament on the boxers’ hands, and various lines in (dilute)
slip and red on bodies like that of the boxer ΚΛΕΟΝ, some of which render muscles as
usual but some of which have to be explained otherwise: they could be bruise marks
or impressions left by the switches brandished by the trainers.115 Most interesting,
114 Attic red-figure kylix attributed to the Proto-Panaetian Group: Paris, Bibliothèque nationale de
France De Ridder.523, from Vulci; BAPD 203242; AVI 6156. The photographs reproduced here show the
vessel after a recent cleaning (I thank Louise Détrez for this information). Until then, the inscriptions
were “largely obliterated by repainting” (ARV 2 316.4). According to Hartwig 1893, 133, a “restauration
mal faite” of the exterior friezes had already been reported in 1843 so he already had to use the drawings published in Lucien Bonaparte’s Muséum Étrusque (Bonaparte 1829, pls. 36.1645 & 1645bis) for his
reconstruction (Hartwig 1893, 133–136).
115 Some of the marks on Phoinix’ and Kleon’s bodies are in fact quite similar in shape to those of the
switches. I owe this excellent suggestion to François Lissarrague.
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Fig. 17: Attic red-figure kylix, Paris, Bibliothèque nationale de France De Ridder.523 (side B).

Fig. 18: Attic red-figure kylix, Paris, Bibliothèque nationale de France De Ridder.523 (detail of side B).

however, is the mark, painted in the same added red colour as the inscriptions, on
the body of the wrestler on the very right, left by his opponent’s foot or perhaps, in an
earlier stage of the match, his hand (see fig. 21).
This plot definitely thickens on the next example where, among a variety of body
marks, we find a print of a different kind in a (to my knowledge) singular depiction.
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Fig. 19: Attic red-figure kylix, Paris,
Bibliothèque nationale de France
De Ridder.523 (side A).

Fig. 20: Attic red-figure kylix,
Paris, Bibliothèque nationale
de France De Ridder.523
(detail of side A).

The image was painted on a kalpis from the early 5th century not attributed by Beazley
but considered by Robert Guy to be a very early work by the Syleus Painter (Fig. 22).116
116 Attic red-figure kalpis attributed to the Syleus Painter (J. R. Guy, pers. comm.): Würzburg, Martin
von Wagner Museum HA 161 (L 530), from Vulci; BAPD 2723; AVI 8129. I would like to thank Jochen
Griesbach for his generous help and the permission to study the vessel in person (on 26 March 2019).
Because of its absence from Beazley’s lists and other reasons (presumably its unusual iconographic
features), Martin Kilmer expressed his doubts regarding the painting’s authenticity (Kilmer 1993, 105
n. 7 [cited by Waite/Gooch 2018, 36]); after my autopsy, however, I have no doubt in this respect.
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Fig. 21: Attic red-figure
kylix, Paris, Bibliothèque nationale de
France De Ridder.523
(detail of side A).

Fig. 22: Attic red-figure
kalpis, Würzburg, Martin
von Wagner Museum
HA 161 (L 530).

Very unusual is not only the fact that the woman’s body was inscribed but also and
apparently uniquely the occurrence of sandal marks, four in total, on the boy’s shoulders and back, buttock and thighs. It is not quite clear what is shown here, that is how
the figures are related to each other.117 The reclining position of the beardless man
and the basket refer to the banquet where naked women and slaves can belong, too.
But has the woman, presumably a hetaira, beaten the weeping boy and is now begging for forgiveness, have they both beaten him, or has the man beaten him and she
is pleading for mercy? Her posture is certainly servile, but it is not entirely clear how
the gesture of the man is to be understood. While there is no explicit erotic connection
117 Cf. Kilmer 1993, 131 f. n. 3. See also Wolters 1905 (esp. 407); Karusu 1970, 39 n. 31; Simon 1975, 129;
Keuls 1993, 180; Cultraro/Torelli 2009, 185; Beaumont 2012, 119; Fischer 2012, 120; Dombrowski/Griesbach 2015, 54 f. no. 1.2; Oakley 2020, 110.
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between the figures, other contemporaneous vase-images show the sandal not only in
scenes of (sometimes sexualised) punishment but also in an explicit sexual context.118
The inscription on the woman’s thigh might have served to suggest such an understanding. While the early drawing published by Wolters in 1905 (Fig. 23) 119 agrees
with early interpreters who read ΚΑΛΟΣ, the current state of the inscription is less
clear (Fig. 24). My autopsy confirmed the reading of the first two letters as kappa and
alpha, and the remains of the final letter fit the shape of a three-stroke sigma. One
or several strokes in dilute slip (which render the musculature) complicate the readings of the third and fourth letters: while there is too little left of the fourth letter to
suggest a specific form, the traces of the third letter could well belong to a lambda.
Even the cautious reading ΚΑ[..]Σ̣ strongly suggests the by far most frequently found
word on Athenian pots – but what does it mean here? If we do not want to explain it
away as the careless use of a word found, often multiple times, on hundreds of other
contemporaneous vases,120 we should first of all emphasise that it is precisely the fact
that it is not written in the female form which is conspicuous. One could speculate
about the implications of the imprinting of a female body with the verbalisation of
the ideal of the male body in a society where beautiful young men were praised and
desired by older ones, or maybe also more concretely about the little ‘story’ which is
implied in this image – for instance, was the inscription perhaps supposed to stand in
comic contrast to the boy’s behaviour for which he was chastised? Then, like possibly
in the case of the Laches cup, the letter-chain might well have reminded viewers of
contemporaneous vase-inscriptions written on painted objects – not only because it
was also applied in slip but particularly since, as we have seen in the preceding part,
ΚΑΛΟΣ was a word frequently used in such cases. Thus, the inscription could also be
understood as turning the female body into an inscribable object. Such an interpretation already goes beyond the level of the interrelation between the textual content
of the inscription and the image. There is another way in which the letters resonate
in the image: as graphical body marks. The painter of this picture seems to have been
interested in different ways of marking the body. We have already noted the highly
unusual sandal prints on the pais, and besides the many muscles indicated on the
young symposiast’s body, there are also the woman’s earring and her snake bracelet
which do indeed act as decorative marks on her body because they are painted in the
same (dilute) slip like other lines on her body – and the inscription.121
118 On this topic, see Kilmer 1993, 104–124 and recently Young 2020 (on sandals as a “hitting implement” in both “educational” and “erotic” Athenian vase-paintings); see also Waite/Gooch 2018, 36.
119 Wolters 1905, pl. XV.
120 On the question whether and how (some) kalos inscriptions can be compared to ‘nonsense’
inscriptions, see Müller 2016.
121 In his discussion of the image, Wolters, explicitly points out the jewellery the figures are wearing
(Wolters 1905, 402) but downplays the significance of the placement of the inscription: he does so by listing not only the kylikes discussed above as comparanda (Otto Jahn, whom Wolters cited here [ibid., 400
n. 3] had already compared the Laches inscription to the one on the Würzburg kalpis [Jahn 1854, CXXV



Monumentalising Vase-Inscriptions

285

Fig. 23: Attic
red-figure kalpis,
Würzburg, Martin
von Wagner Museum
HA 161 (L 530)
(drawing).

Fig. 24: Attic
red-figure kalpis,
Würzburg, Martin
von Wagner Museum
HA 161 (L 530) (detail).
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Fig. 25: Attic red-figure kylix fragment, Athens, Εθνικό Αρχαιολογικό
Μουσείο Ακρ. II.297a.

This is a good opportunity to establish a wider context by at least briefly introducing
other forms of body marks found in vase-painting. One is tattoos.122 These are shown
from the early 5th century onwards and mainly on Thracian women, like on a cup
tondo attributed to the Brygos Painter where the armed woman, equipped with the
characteristic zeira, the decorated Thracian mantle, sports tattoos in the form of wavy
and zig-zag lines on her neck, right arm and feet.123 There are also figural designs,
usually deer, like on kylix fragments attributed to the Castelgiorgio Painter (Fig. 25),
where there are also snakes and non-figural ornaments.124 It is clear not only from
the iconographic evidence but also from textual sources that in Graeco-Roman antiquity, tattooing was associated with the social other: when used for self-decoration, the
Greeks associated the practice with barbarians like the Thracians; religious tattoos
were associated with Eastern people like the Egyptians and Syrians; the practice of
punitive tattoos was probably adopted from the Persians and used not only but particularly for the punishment of slaves, especially fugitive and then re-captured ones.125 In
this context, it is interesting to note that texts seem to attest the practice of tattooing
words on deliquent slaves in Athens already in the 4th, possibly the 5th century.126
There are two further kinds of body marks represented in vase-paintings, one usually interpreted as the attempt of a naturalistic rendering of a ‘real’ mark, the other
as purely pictorial. The first one concerns mainly Attic black-figure vase-painting of
n. 922]) but also some further inscriptions partially overlapping bodies (which I would consider accidental, however), inscriptions placed on painted objects within images and finally dedicatory inscriptions
incised on various parts of figurines and statues. He thus concludes that the inscription on the woman’s
thigh is no singular occurrence (Wolters 1905, 400–402). However, as I hope to have already shown
through a more differentiated analysis of these kinds of inscriptions, I would still suggest that this image
is one of very few which show a more self-conscious use of writing on bodies in vase-painting.
122 On “Tattooing and Branding in Graeco-Roman Antiquity”, see Jones 1987. On “Thracian Tattoos”
with a focus on vase-painting, see Tsiafakis 2015; see also Wolters 1903; Zimmermann 1980.
123 Attic red-figure kylix attributed to the Brygos Painter: New York, Metropolitan Museum of Art
96.9.37, unknown find-spot; BAPD 204053; AVI 5525.
124 Attic red-figure kylix fragments attributed to the Castelgiorgio Painter: Athens, Εθνικό
Αρχαιολογικό Μουσείο Ακρ. II.297, from Athens (Acropolis); BAPD 204136.
125 Jones 1987; see also Lee 2015, 84–86.
126 Cf. the sources cited by Jones 1987, 147 f.
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Fig. 26: Attic red-figure kylix, Basel, Antikenmuseum und Sammlung Ludwig BS 438 (detail of side A).

the second half of the 6th century; here, we sometimes find parallel rows of dots –
most often two, occasionally three – on human and, more frequently, animal bodies
(Fig. 26);127 John Boardman convincingly interpreted them as marks of old wounds.128
Because of their ornamental quality, they were also considered to belong to the
other kind, in German scholarship called ‘Körperornamente’ which appear not only
in Archaic vase-painting but also sculpture.129 One of the earliest examples of these
is the famous Protoattic amphora from Eleusis where two of Odysseus’ companions
helping to blind Polyphemos feature ornaments on their thighs which are repeated
on other parts of the pot: a braid pattern on the left-most figure, a rosette on the other
companion.130 Although earlier scholarship sometimes interpreted these ornaments
on naked bodies as naturalistic representations of paintings or tattoos, they are now
usually taken to be purely pictorial conceits, serving, for instance, to emphasise parts
of the body and/or fulfilling an aesthetic function.131
127 Attic red-figure kylix attributed to the Bonn Painter: Basel, Antikenmuseum und Sammlung Ludwig BS 438, unknown find-spot; BAPD 203673; AVI 1984. Just as the clothes of the figures on this
vessel feature very variegated textures, the bodies feature many different kind of marks, some of them
unusual: on the neckbands or collars (with little bells?) of the hound and roe (slightly different from
each other), cf. Slehoferova 1984, 34; on the whorl of the horse, see below.
128 Boardman 1978 (with a list of some examples).
129 On this topic, see Fellmann 1978; recent important discussions focus on Protoattic pottery: Haug
2015, 194–199; Schulze 2017, 46 f. (both with further bibliography).
130 Protoattic amphora: Eleusis, Αρχαιολογικό Μουσείο Ελευσίνας 2630, from Eleusis.
131 See Haug 2015, 196 f.
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Fig. 27: Attic red-figure skyphos fragment,
Athens, Εθνικό Αρχαιολογικό Μουσείο
Ακρ. II.452 (drawing of photograph).

Fig. 28: Attic red-figure kylix fragment, Athens,
Εθνικό Αρχαιολογικό Μουσείο Ακρ. II.236.

The final example of writing on unclothed bodies is found on a little-known skyphos
fragment from the Athenian Acropolis (Fig. 27)132, maybe by Psiax,133 showing part of
the (right part of the) body of a chariot horse inscribed with the letters ]ΙΕΣΕΝ. These
surely belong to a formulaic potter’s signature ending in epoiēsen or mepoiēsen.134
Henry Immerwahr succinctly explained the inscription’s placement with its “BF manner”,135 having noted before that “[o]f Psiax’s red-figure vases only two […] have the
inscriptions in the regular red-figure manner (and they may not even be by him)”.136
Since the other ‘irregular’ examples he listed are all incised, as are those on the red-
figure side of the painter’s bilingual amphora in Munich,137 and since he stated earlier that “the earliest red-figure painters did not use the new [i.e. red-figure] method,
presumably because it had not yet been invented”,138 Immerwahr seems to imply that
Psiax (like some of his contemporaneous colleagues) had to rely on incisions or the
black-figure technique for his inscriptions. This is an important suggestion which
could well explain the painter’s general motivation to look for alternative ways of
placement. Still, it arguably does not diminish the significance of his choice: after all,
132 The rough sketch drawing reproduced here (with apologies to Psiax) was done by myself after
the photograph in the BAPD (record no. 200032); there is no illustration in Graef/Langlotz 1933 (for a
description, see ibid., 42 no. 452).
133 Attic red-figure skyphos fragment (“may belong” to a skyphos fragment attributed to Psiax
[see ARV 2 8.11]): Athens, Εθνικό Αρχαιολογικό Μουσείο Ακρ. II.452, from Athens (Acropolis); BAPD
200032; AVI 1369.
134 Perhaps the inscription can be reconstructed as Andokidēs or Hilinos (m)epoiēsen, the potters for
whom Psiax signed (with incised inscriptions) on other pots (see Immerwahr 1990, 58 no. 307 and 59
nos. 314 f.); it is unclear whether he also signed for Menōn (see Immerwahr 1990, 58 no. 313 and Cohen
1991, 61 f.).
135 Immerwahr 1990, 59 no. 317.
136 Immerwahr 1990, 58.
137 Attic bilingual belly amphora attributed to Psiax: Munich, Staatliche Antikensammlungen 2302,
from Vulci; BAPD 200021; AVI 5254.
138 Immerwahr 1990, 58.
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Fig. 29: Attic red-figure
kylix, London, British
Museum 1836,0224.25
(E44) (detail of drawing
of side A).

Psiax could have incised an epoiēsen inscription (in the field or on the foot) as he did
in other cases; we will return to this presently.
Another sherd from the Acropolis (Fig. 28),139 showing the left side of a team of
horses, makes clear how to understand the iconography on the inscribed fragment.
The comparandum even features a decorated chest band, too, for the trefoil ornaments on the other piece running parallel to the band above which is indicated by two
curved lines belong to a chest or breast band which was used to yoke the horses to the
chariot pole.140 The ornaments are simplified versions of more elaborate ones like on
a kylix attributed to Onesimos in London (Fig. 29).141 In any case, like in the case of the
jewellery on the kalpis, the ornaments on the Acropolis fragment are another kind of
sign that marks the body besides the inscription.
However, before we return to the latter, this is the right opportunity to introduce
two different kinds of marks on bodies, at least equine ones, shown in vase-painting:
a natural one, whorls or swirls, and an artificial one, brands. ‘Natural’ and ‘artificial’ in historical reality, of course – both are painted on figures in pot-images. The
hair whorls were subject of a thorough recent study by Mario Iozzo which also contains a catalogue.142 They depict a “detail of the fur [which] appears on the so-called
stifle fold”143 on the rear part of horses. They vary in shape between a kind of dotted
139 Attic red-figure kylix fragment: Athens, Εθνικό Αρχαιολογικό Μουσείο Ακρ. II.236, from Athens
(Acropolis); BAPD 46685.
140 See Moore 1971, 389–396.
141 Attic red-figure kylix attributed to Onesimos: London, British Museum 1836,0224.25 (E44), from
Vulci; BAPD 203219, AVI 4457.
142 Iozzo 2015.
143 Iozzo 2015, 63.
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Fig. 30: Attic red-figure
volute krater, New York,
Metropolitan Museum of
Art 07.286.84 (detail of
side A).

rosette and a sort of feather and are often rendered in a relatively naturalistic way.144
In Athenian vase-painting, they appear in the late 6th century, with an isolated Corinthian example from the middle of the 6th century.145 On the magnificent volute krater
attributed to the Painter of the Woolly Satyrs in New York (Fig. 30),146 we also find
the other type of mark on an equine body: there is not only a whorl on an amazon’s
horse but, ingeniously, a brand on the horse on the device of her enemy’s shield; it
has the shape of a kērykeion. Most other horse brands found on painted pots have
more abstract forms, though:147 a circle, a circle of dots – with or without a dot in the
middle –, or a swastika, for instance.148 Interestingly, and this brings us back to our
Acropolis fragment, there are at least two brands that look like letters and which are
also mentioned in textual sources and supposedly indicated the horses’ origin: qoppa,
the first letter of Korinth, and san, the first letter of Sikyon.149 So there were letters
used as marks on living and painted horse bodies although one could argue that they
are also signs in a more general sense.
144 We have already seen two horses with a swirl: the one on Basel BS 438 (fig. 26) is of the ‘feathered’ type, the one on London 1836,0224.25 (fig. 29) of the ‘dotted’ type. For the different types, see
Iozzo 2015, 63.
145 Iozzo 2015, 64.
146 Attic red-figure volute krater attributed to the Painter of the Woolly Satyrs: New York, Metropolitan Museum of Art 07.286.84, unknown find-spot; BAPD 207099.
147 On horse brands in vase-painting, see Moore 1971, 378–381 (including a useful chart, ill. 14); Lullies 1971, 47 with n. 16 (with further bibliography); Moore/von Bothmer 1972, 1 n. 3 and 3 n. 11. On horse
brands (and colours) as attested on lead tablets from the 4th and 3rd centuries found in the Athenian
Kerameikos and Agora which apparently belonged to archives of the Athenian cavalry: Braun 1970,
197–269; Kroll 1977 (I am grateful to François Lissarrague for bringing this to my attention).
148 The latter is found on the earliest extant example listed by Moore, from the middle of the 6th century, an Attic black-figure hydria attributed to the Archippe Group (D. von Bothmer): Basel, Antikenmuseum und Sammlung Ludwig BS 1401, unknown find-spot; BAPD 4422; AVI 2008.
149 See Braun 1970, 199; Kroll 1977, 86. 87. 88 and recently Fritzilas 2012, 46 f.
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Apart from these and the rare makeshift placement of names due to lack of space,150
the Acropolis fragment is the only example known to me where an animal’s body
seems to have been inscribed with the intention of adding another layer of meaning
to the image which it otherwise would not have had. While on the one hand we do not
even know the immediate pictorial context here, and thus cannot say how little space
there was for the inscription, and even if on the other hand the technique of painting
letters in added red was not (yet) known to the painter, he still had other options:
incising the inscription (in the field or on the vessel’s foot), like on other pots, or simply omitting it. The last option, however, might not have been desirable if we consider
the fragment’s find-spot – which, to the contrary, could actually give us a clue about
the painter’s decision to write the epoiēsen inscription in such an unusual and conspicuous place, carefully adapting the letter-chain to the form of the horse’s body: if
he knew that the skyphos was to be used as a dedication (perhaps even by himself) on
the Acropolis, he might have particularly taken care to make sure that it not only did
bear a maker’s inscription identifying it as a product by himself or his workshop but
also that it was on the one hand particularly visible and on the other hand showcased
his originality.151
When it comes to letters placed on clothed bodies, this practice, too, seems to have
been generally avoided by Athenian vase-painters. Apart from the occasional more or
less accidental overlapping due to space constraints, there is only one series of interconnected examples known to me where letters were placed on clothing for reasons
other than lack of space: the still somewhat enigmatic inscription ΔΟΡΙΣ on each of six
red-figure lekythoi from about 480/470, all attributed to the Cartellino Painter, who is
so-called because of the placement of another ΔΟΡΙΣ inscription, on a reserved strip
below the top maeander on his name-piece in Syracuse, another lekythos.152 In her
excellent comprehensive recent article on these inscriptions, Kristine Gex concluded
that they were meant an expression of respect and admiration towards the contempo150 As found on Late Corinthian krater fragments: Leipzig, Antikenmuseum der Universität T 4849,
from Cerveteri; Wachter 2001, COR 107. Here, there are even two names on a grey horse – one belonging to the animal, the other to a different figure.
151 On this topic, see de Cesare 2017, 168–171 (with further bibliography): while only very few of the
pots found on the Acropolis bear signature inscriptions, “[u]na porzione di questi oggetti deve considerarsi dedica votiva da parte dell’artigiano, intenzionalmente arrichita, prima o dopo la realizzazione, dalla specifica dell’identità del dedicante/fabbricante sottesa alla firma, a memoria dell’atto di
devozione, la dedica veniva a porsi così a fianco delle altre offerte firmate di analoga o diversa natura
presenti nel santuario, e in primo piano rispetto a quelle anonime” (ibid., 168 f.). See ibid., 169 f. for
a general discussion of how different kinds of pictorial contexts and placement of signatures could
emphasise the relationship between craftsman, product, deity and visitors of the sanctuary in different ways.
152 Attic red-figure lekythos attributed to the Cartellino Painter: Syracuse, Museo Archeologico Regionale Paolo Orsi 22666, from Gela; BAPD 205376; AVI 7561. For more information on these lekythoi and
three other pots with inscriptions containing the name (one of them is the kylix discussed above,
n. 15), all not by the vase-painter Douris, see Gex 2016, 30–34.
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Fig. 31: Attic red-figure lekythos: Athens,
Εθνικό Αρχαιολογικό Μουσείο 1633
(CC 1189) (drawing).

raneous vase-painter Douris.153 In this context, the choice of placement would make
good sense, for apart from one case where the letters are placed with a little less regard
to the folds of the garment,154 the five letters are neatly spaced across a himation (or
chlamys), usually each one on a single fold, like on one of three instances showing a
female figure (Fig. 31)155 where the painter used the greater width of one fold to accommodate two letters. On the one hand, he might have chosen to do this for a formal
reason, to make the inscription more visible, to draw the viewer-reader’s attention to
them; this is also achieved by the ‘cartellino’ on his name-piece. On the other hand,
writing in such an unusual way might also have served to lend some degree of originality to his homage.
This is a good opportunity to start comparing the practice of writing on bodies in
Archaic vase-painting and Archaic sculpture.156 Was writing on clothes of sculpted
figures a model for the Cartellino Painter? Beyond a potential and very basic inspiration, two reasons speak against this: first, the function: while names on korai could
assign a personal identity to the sculpture, like for instance in the cases of ΟΡΝΙΘΗ
and ΦΙΛΙΠΠΗ which are part of the famous Geneleos Group (ca. 560/550),157 this
153 Gex 2016, 42.
154 Princeton, University Art Museum y1991-22; BAPD 30227; AVI 7878: see Gex 2016, 34 no. 8 (illustrated on 37 fig. 8).
155 Attic red-figure lekythos attributed to the Cartellino Painter: Athens, Εθνικό Αρχαιολογικό
Μουσείο 1633 (CC 1189), from Eretria; BADB 205379; AVI 806.
156 For comparisons between the practices in the two media, see Dietrich 2020, passim.
157 On these sculptures, see Freyer-Schauenburg 1974, 106–130 nos. 58–63 with pls. 44–53.
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was not the function of the inscriptions on the lekythoi. Second, the orientation of
the writing does not seems to conform to the conventions usually found regarding
inscriptions on clothes in Archaic sculpture. While there are letter-chains along folds
(like on Ornithe’ and Philippe’s chiton), I could not find an example of writing across
folds like on the painted lekythoi. One does find (more or less) horizontal inscriptions
but these are usually written on smooth surfaces, like on the seated ΦΙΛΕΙΑ: while
her name is written vertically on the throne leg, the sculptor’s (retrograde) inscription
ΗΜΑΣΕΠΟΙΗΣΕ | ΓΕΝΕΛΕΩΣ (“Geneleos made us”) is carved more or less horizontally on her himation, its course roughly following the hem.158 The Cartellino Painter,
by contrast, wrote his ‘textile’ inscription orientated so as to accommodate the reader-
viewers of the pots; considerations of ‘realism’ were not his priority.159
When we look at the kinds of textual content on ‘body inscriptions’ in sculpture
and vase-painting, the tiny number of (heterogeneous) cases in the latter makes such
a comparison very difficult. While in the case of the Cartellino lekythoi, the name
ΔΟΡΙΣ was more likely to have been meant and understood as an allusion to the vasepainter whose name would have been familiar to contemporaneous users of red-figure
pottery160 than as an inscription naming the figure wearing the garment on which it
was written,161 names on statues like ΟΡΝΙΘΗ did refer to the name of the person they
represented. Such a relationship was at least similar to the one between the figures
and the names scratched on them in the Corinthian examples I discussed above. The
Athenian examples are more varied: the epoiēsen inscription on the Acropolis fragment finds direct parallels in sculpture (see Geneleos’ signature)162 but the two kalos
inscriptions are very topical for vase-painting (see above). Then again, the names on
the athletic bodies on the Proto-Panaetian kylix seem to be no mere (or at least not
merely) overlappings but part of a theme the vase-painter explored here (in whatever casual manner), i.e. different ways of marking the body. This indicates another
158 I am grateful to Johannes Fouquet for bringing an Archaic bronze figurine of Athena to my attention where the dedicatory inscription runs in two horizontal lines around the bottom part of the goddess’s foldless peplos (Athens, Εθνικό Αρχαιολογικό Μουσείο 16352, from Tegea; see Herfort-Koch
1986, 91 f. no. K 43 and Alroth 1989, 47 f. with n. 245).
159 This is also evident from the orientation of another one of his inscriptions on yet another lekythos,
this time on a book roll held by a seated youth (Attic red-figure lekythos attributed to the Cartellino
Painter: unknown location [once Henri Seyrig collection], unknown find-spot; BAPD 205382; AVI
6767; see also Beazley 1948, 336 f.; Gex 2016, 35).
160 Given the relative frequency of his name which appears in signatures of more than 50 of the surviving pots he painted (see Buitron-Oliver 1995, 1).
161 On a formal level, it could actually have been understood by viewer-readers as a name inscription – belonging to figures of both sexes, given that in the Archaic Attic alphabet, the letter Ο (also)
stood for ΟΥ and Ω. While the male version, Δούρις, was actually rather rare, the female one, Δωρίς,
was not only a mythological but also a historical personal name. On Douris’ name, see Buitron-Oliver
1995, 1; Lang 2006, 115 f.
162 On “Bildhauersignaturen auf griechischer Rundplastik”, see Donderer 1996 (90–92 on the placement of inscriptions on Archaic Ionian sculpture in particular); see also Hurwit 2015, 112–115.
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f unction of the ‘body inscriptions’, one that is based on their graphical qualities which
is both independent from the textual content and can also work together with it, in
both cases to create additional layers of meaning by interacting with the picture in different ways.163 We have seen this in all the cases discussed above, and it also applies
to sculptural inscriptions.164
The scarcity of both inscribed clothes and naked bodies in pot-imagery are likely
to have related causes. Without fully explaining these, the following thoughts are an
attempt to approach them, mainly from the perspective of pottery.
Looking at sculptural practice, we can actually observe that apart from apparently
only two extant examples, mid-6th-century kouroi with dedications on their thighs
found at Sounion, Archaic Attic sculptors did not carve inscriptions directly on their
statues, in contrast to their colleagues, particularly Ionian ones, although the reasons
for this seem not to be clear.165 While Attic vase-painters and sculptors seem to have
shared an aversion to writing on bodies, clothed or not, in case of the pottery the
aversion was not limited to Attica which does not necessarily point towards a common Attic aesthetics as the reason behind it. It must, however, not only be pointed
out that in the Archaic period, Attic pots with inscriptions by far outnumber those of
other fabrics, but also that the use of ceramic inscriptions was much more developed
in Attica, which from the early 6th century onwards had a strong influence on other
regional traditions, so maybe the difference lies in the fact that in vase-painting (and
vase-writing), Attic aesthetics served more strongly as a model for others than in the
case of sculpture. But we would have to look closely at all other Attic pictorial media,
too, to see whether they also avoided placing letters on figures. And still, this would
not provide an answer to the question what lies behind this particular putative characteristic of Attic visual taste.
Did vase-painters perhaps generally regard letters on figures as intrusive, aesthetically undesirable in their medium? In black-figure vase-painting, such inscriptions
would have had to be either incised, as we have seen, and the letters would thus have
had the same visual appearance as the incisions which served to differentiate the
bodies internally, or painted in red or white, making them rather conspicuous. Both
techniques might have been regarded as neither aesthetically pleasing nor unambiguous, and there usually was an easy alternative available – the undecorated surface
of the pot. It is therefore not hard to imagine that black-figure vase-painters preferred
the alternative which was less intrusive on the figures – though still intrusive on the
picture as a whole, something which many of them obviously minded less, given the
wealth of vase-inscriptions. They might thus have established a convention which was
followed by their later red-figure colleagues and was not changed by these because

163 See my methodological considerations in Gerleigner 2015, 209–212.
164 On the semantic potential of inscriptions placed on sculpted (or cast) bodies, see Lorenz 2010.
165 See Hurwit 2015, 114 with 186 n. 37; Dietrich 2017, 309 f. with n. 76.; Reinhardt 2020, 33.
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they had no strong reason to do so once they started painting letter-chains in added
red on the black field. Still, the fact remains that particularly in Late Archaic red-figure
vase-painting, writing on objects and other pictorial structures was quite popular;
here, inscriptions seem to have been acceptable (and even sometimes used to add
additional layers of meaning to the pictures as we have seen).
So while red-figure vase-painters in particular did often not hesitate to fill the
empty pictorial fields within the pictorial field created by the reserved surfaces of
objects and architectural structures, they do not seem to have extended this urge
towards bodies – though of course, one could and must argue that bodies in particular, even naked ones, do not really offer empty surfaces: as we have seen, black- and
particularly red-figure bodies can be full of all sorts of lines and marks, incised or
painted with different materials. Were letters, unlike those, perhaps considered as
not belonging on painted bodies? As mentioned above, textual sources indicate that
inscriptional tattoos existed in the historical reality of ancient Greece, at least as early
as the 4th century, maybe already earlier. Even in this case, of course, the association
of tattoos, including tattooed letters, with slaves, barbarians and criminals might have
put vase-painters off inscribing bodies (though we ought to expect at least a few more
examples of inscribed representations of such figures and bodies of animals). However, we would then also have to acknowledge and explain that this preference was for
some reason only conventional in this medium and not in sculpture.
The explanation could lie in the conception of space in vase-painting as groundbreakingly analysed by Nikolaus Dietrich: “the only pictorial space available to the
painter was the physical space of the vase itself. As a result, empty space within
the pictorial field is seen as something essentially unattractive: it equates with the
unpainted surface of the vase.”166 So painting letters on the field came natural to
vase-painters – and perhaps it is this relationship which is similar to the one the sculptors had with their material.167 Thus, when it comes to inscribing, it seems more adequate to compare the surface of the statue (and its base) to the surface of the pot rather
than to pictorial elements like bodies and architectural structures.168

166 Dietrich 2017, 313 (n. 86 with references to the relevant passages in Dietrich 2010).
167 On the question whether inscriptions acted as a framing device for Archaic sculpture in general,
see Dietrich 2017, 302–316, concluding that “Archaic sculpture knew of no separate space for writing,
but rather conceived of script as part of the material and figurative form of the object on which it was
inscribed” (ibid., 315).
168 Accordingly, we do occasionally find inscriptions on figure vases – (part of) which are moulded
in the shape of (parts of) bodies –, like the signature running down the middle of the head on an
Attic red-figure rhyton (ram’s head) attributed to the Triptolemos Painter (J. R. Guy) and signed
ΧΑΡΙΝ̣Ο̣ Σ̣ ΜΕ̣ Ε̣ Π̣ΟΙΕΣΕΝ: Richmond, Virginia Museum of Fine Arts 79.100, unknown find-spot; BAPD
7537; AVI 6928. I am grateful to Caterina Maderna for reminding me of inscriptions on this type of vessel in the context of my topic.
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Conclusory Remarks
Still, vase-painters, at least red-figure ones, much more often wrote on the latter than
on the former. But in both cases, as we tried to show above, these inscriptions have
the potential to engage the viewer-reader in entangling the different levels of reference
they could point to, often playfully (in a way that is typical of the use of vase-inscriptions in general): the world of the image and the world of the vase which it was painted
on, and thus their context of intended use. Seen in this general way, the use of writing
in vase-painting and sculpture are, mutatis mutandis, not so dissimilar after all.

Postscriptum
François Lissarrague passed away shortly after having received the proofs of this
article. To my knowledge, he had not had the chance to correct them so the task fell to
me alone; readers are kindly asked to consider this. Working with him was as great an
honour as it was a pleasure. – G. S. G.
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