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Introduction

INTRODUCTION

...because he found nothing so depressing
as the collected works of unrecollected
authors, although he did not mind an
occasional visitor’s admiring the place’s
tall bookcases and short cabinets...

V. Nabokov, Ada

The topic of this thesis is the melic poetry (solo or choral songs accompanied by
string- or wind-instrumental music, exclusive of the songs of drama)' composed and
performed in Greece in the century starting with a “New Music” revolution first
documented by Aristophanes in the Clouds of 423 BC and ending with the close of the
classical period in 323 BC.?

As archaeological, epigraphic and literary evidence suggests, lyric poetry did
not cease to be composed and performed between the death of the last great lyric poet
of the classical period, Pindar, and the much-admired lyric corpora of Theocritus and

Callimachus in the third century BC. However, from its original reception by the comic

" On the definition of lyric, see the opening paragraphs of M. L. West 1993, vi: “‘Greek lyric poetry” is a
conventional catch-all term covering more or less all the Greek poetry of the centuries down to 350 BC
apart from epic, didactic and other verse composed in hexameters, and drama. It cannot be considered a
single genre. It is commonly subdivided into melic poetry, elegy, and iambus. But this division is not
without its problems.” Seminal studies on the classification and definition of the lyric genre and
subgenres include A. E. Harvey 1956 and M. Davies 1988. See also I. Rutherford 1995; C. Calame 1998;
E. Cingano 2003.

2 All dates are BC, unless otherwise specified. The period under consideration roughly corresponds with
the period beginning with the Peloponnesian War and the end of Pericles’ Athens, and ending with the
coming of Hellenistic age. On the “periodization” of the fourth century, see for example T. L. B. Webster
1956, 4: “Apart from the fact that no clear boundary divides the fourth century from the fifth, a
knowledge of the late fifth-century background is so necessary for the understanding of early Plato that
my procedure needs no justification. At the other end of the century I have been concerned above all to
show new Comedy as a final flowering of Greek dramatic genius and I have not hesitated to include as
many works of the third century as I needed, but new developments such as Alexandrian poetry,
Epicureanism, and Stoicism, however important they may be for the future, do not concern me.”
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poets, the lyric production of the New Musicians of the late fifth and early fourth
century has been the butt of jokes, the subject of witty anecdotes or an object of mere
disdain. Modern scholars have inherited the biases of ancient critics, and apart from a
monograph and a (to this date unpublished) Ph.D. dissertation on Timotheus,’ there is
no comprehensive study of the New Music texts." Moreover, if the end of the
nineteenth and the beginning of the twentieth century saw great philological activity in
the field of edition (not only Timotheus’ Persians, but also Delphic and Epidaurian
poetic inscriptions), the eight hundred extant lines of lyric verse produced between 425
and 323 BC have never been presented as a whole nor received scholarly attention as a
corpus.’ It is this gap in our knowledge of Greek poetry and the history of lyric’s

“missing generation” that my project proposes to examine.

The overall goals and nature of the project

The main goal is to shed new light on a body of texts that come from different
sources and are rarely presented as a whole. The dissertation combines close attention
to interpretations of the remaining individual (and overlooked) poems with hypotheses

for understanding the missing ‘larger framework’ and aims to provide a general picture

? Respectively J. Hordern 2002 and T. Power 2000.

* E. Csapo 1999-2000, 400-401 noted the need both for a study of Euripidean music and for a volume on
New Music. This second wish has been fulfilled by several excellent studies focusing on the
phenomenon of New Music, starting with Csapo’s own articles (E. Csapo 1999-2000, 2003, 2004), R.
Martin’s and P. Wilson’s in C. Dougherty and L. Kurke (eds.) 2003 and in P. Murray and P. Wilson
(eds.) 2004. The emphasis is not on texts though, but on New Music as a cultural phenomenon.

> For an example of the treatment of fourth-century poetry: “This stroll through the poetry of the 4th
century was not over-enjoyable; we did not catch anywhere the sound of true poetry which might touch
our hearts over the centuries, and the impression is forced upon us that this has not been caused merely
by the unkindness of the tradition” (my emphasis) (A. Lesky 1966, 651). “By the middle of the fifth
century the creative force vivifying early elegy and lyric had largely spent itself’ (my emphasis) (A.
Podlecki 1984, 251). “It is the dithyramb of the Pindaric period which it would be most worthwhile to
know; of the late dithyramb, the extant fragments are perhaps enough” (my emphasis) (Sir A. Pickard-
Cambridge 1962, 69).
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— even if composite and frustratingly parodoxical — of the lyric poetry composed and
performed in the late-Classical period.

The second goal is to analyse the characteristics and the place of late-Classical
lyric production in its original socio-cultural context (the ‘larger picture’). Not only
does the archaeological and epigraphic evidence (from lists of victors in poetic
competitions to inscriptions of cultic compositions) suggest that lyric performance was
still widespread in the fourth century, but in addition, testimonies about the reality of
fourth-century lyric composition, performance and re-performance of older lyric are
embedded in the work of contemporary prose writers (Plato, Xenophon, Aristotle and
the Attic orators). This is what R. Martin notes, in connection with dramatic
performance, and with a fitting parallel with modern L.A.:°

This hum of voices — songs in memory, speaking stones — amplified the ‘buzz’
about performance that must have permeated ancient Athens as it does large
swathes of modern Los Angeles. An inventory of just the verbal offshoots of
dramatic competitions in the fifth through fourth centuries BCE would have to
include (apart from the actual dramatic texts), casual compliments, abuse, or
anecdotes about poets and actors; oratory and history in which they are
mentioned; reminiscences of performances; official didascalic records of the
winners; choregic inscriptions; sepulchral inscriptions of those who had once
been involved in performance; talk at symposia; and songs, poems, and prose
works (such as Plato’s Symposium and the Epidémiai of lon of Chios) that are
based wholly or in part on performers and their art. And of course the visual
inventory, from vases to portrait busts, extended the impact of the stage even
further in space and time.

All of these venues for “listening” to after-sounds of drama could be explored for lyric,

too, but they have so far not received the careful examination they deserve.” By

° R. Martin 2006, 36.

” This study therefore does not aspire to be exhaustive, since there are many aspects of the “lyric culture”
that remain to be examined. An exhaustive study would in particular include quotations of, allusions to,
or silences about lyric poetry in Plato, Xenophon, Aristotle, Isocrates, the Attic orators, the historians...
Some studies on aspects of that problem include: H. North 1952, S. Perlman 1964, J. Ober 1989, J. Ober
and B. Strauss 1989, Y. L. Too 1995, A. Ford 1999, A. Ford forthcoming.
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analysing not only the texts of, but also some aspects of the discourse about mousiké, in
the late-Classical period, I examine how lyric interacts with contemporary contexts
(social, cultural, religious, political), and how it is presented as an integral aspect of the
practice of late-Classical civic and private life (through symposiac singing and choral
performance of hymns for example).

Finally, the third goal of this project is to study the reception of the fourth-
century lyric corpus and to understand the reasons why it has been the object of
condemnation or neglect. Two answers are traditionally given to explain the alleged
demise of lyric after the death of Pindar: the Romantic notion that genres have to die
and succeed each other, and the idea that after the end of the fifth century, talent went
into genres other than lyric (philosophical prose and rhetoric in particular).® My
dissertation takes another stance: without wanting to impute to these lyric poems a
genius that critics have in general denied them for twenty-five centuries, I question the
idea of a ‘lyric decline’ in the fourth century, seeking to examine texts as belonging to
a canon of their own and offering literary interpretations that do not judge texts only

according to ‘classical’ standards.’

¥ On the “invention of prose,” the social and conceptual developments of the fifth and fourth century, and
the contest of authority between the voice of the poet and the voice of the prose-writer, see S. Goldhill
2002, especially 5-6

? A very lucid parallel is provided by O. Taplin’s reflections on fourth-century vases (O. Taplin 2007,
16): “I have heard fourth-century Western Greek vase-painting dismissed as “spét und schlecht” (late and
lousy). This is clearly a judgment that takes Athenian painting, especially that of the early fifth century,
as its ideal of Classical Art. This yearning for noble simplicity can be taken back to the eighteenth-
century intellectual Johann Winckelmann; but in the appreciation of vase-painting, it was (Sir) John
Beazley, the great connoisseur of art historian, who did the most to canonize the Attic ideal.”
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The method and layout of chapters

My general approach to these questions is an archaeology of fourth-century
lyric. Late-Classical poetry is not easily available to modern readers; a good part of it
has come down to us through literary fragments quoted by different generations of
authors. These authors not only filtered texts through their own historical and literary
screens, but also created a literary history of their own: the New Music poets were
parodied by comic playwrights, accused by philosophers and made the objects of
unflattering anecdotes; at the same time, some of them were presented as part of the
later lyric canon and quoted by Imperial authors on more or less equal grounds with the
canonical poets. Finally, some poets never made it into the canon, and the survival of
their work is due to accidents of material history, ones that happened to preserve their
name, or oeuvres, on inscriptions.

These various aspects of the reception of late-Classical lyric represent different
layers of interpretation that need to be taken into account to understand ‘what’ fourth-
century lyric poetry has come to us, how it came down to us and why we speak about it
the way we do. By approaching the texts in this way, uncovering layer after layer of
prejudice against late-Classical lyric, and layers of literary history, I hope to avoid both
considering, on the one hand, as representative of the whole period texts that were
selected by authors with a specific purpose and audience in mind, and making general
assumptions about the characteristics, or quality, of the whole production on the basis

of the scanty remaining literary evidence, on the other.
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Moreover, I am examining a corpus of texts, the epigraphic hymns, that have
rarely been studied as literary works.'® Most approaches to these inscriptions focus on
the documentary evidence they provide for cultic practice or political propaganda.
Focusing on them as literary texts provides a valuable synchronic comparison with the
creations of the New Musicians and other poets of the fourth century recorded by our
literary sources, as well as a diachronic comparison with other (especially later)
inscribed texts. This allows us to understand the changes in literary practices between
the early-Classical period and the beginning of the Hellenistic era.

The whole study specifically takes the form of an investigation in the issue of
tradition and innovation in fourth-century poetry:'' while most studies tend to
emphasize exclusively either the scandalously disruptive innovations introduced by the
New Musicians of the later fifth and early fourth century, or the continued tradition of
cultic hymn-composition, my goal is to examine how the fourth century was a period
that combined forms of tradition and innovation of all sorts, in various proportions, and
for different purposes. A natural objection to this approach is that the issue of tradition
and innovation is the general angle through which it is possible to examine any literary,

musical, visual or intellectual (or, actually, pretty much any other) development in any

' With the recent exception of A. Kolde’s monograph on Isyllus of Epidaurus (A. Kolde 2003), and M.
Vamvouri-Ruffy’s comparative study of the epigraphic, Homeric and Callimachean hymns (M.
Vamvouri-Ruffy 2004).

""In the Princeton library catalogue, I have found 48 volume titles (in English, French, Italian and
German) containing the idea of “tradition and innovation”, from “tradition and innovation in the poetry
of Dafydd ap Gwilym,” to “tradition and innovation in French garden art,” including the most
illuminating Tradition and Innovation in Hellenistic Poetry by M. Fantuzzi and R. Hunter 2004, and
Tradizione e innovazione nella cultura greca da Omero all’ eta ellenistica by R. Pretagostini 1993.
“Tradition and innovation” seems to be a quite recent subject of concern, since all the titles date after
1960, a phenomenon that Fantuzzi and Hunter describe as symptomatic of postmodernity: as the two
authors emphasize in the 2004 preface (vii), reflecting back on the preface to the Italian book, they “drew
attention to the sympathy which one might expect the modern age to have for a literature [the Hellenistic
literature] which was self-consicously belated, in which meaning was created by a confrontation, both
direct and oblique, with the classical works of the past.”
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period.'? But there are two reasons that make it a question that has more relevance for
the fourth century than for any other period.

First, as R. Osborne has most recently stated (focusing on the implications of
constructing history as involving continuous change or revolutionary rupture), “if
change is a historical constant, the nature of change in any particular cultural

. . . . . 1
manifestation is not for that reason uninteresting, nor are all changes equal.”"

Osborne’s edited book and project focus on the * the anatomy of revolution,” but the
author still notes that “[a case for revolution] might be as readily deconstructed as it is
constructed.”'* In the next pages indeed, Osborne states most clearly what his project is
about, and his definition is most useful for contextualizing my argument:

It is precisely the way in which the changes at the end of the fifth century are so
readily open to redescription that offers justification for this project. (...) The
minimum aim of the project, and of this book, then, is to build a wigwam
argument, in which arguments which are individually less than completely
compelling offer support to one another which strengthens each of them, or to
show that one cannot be built: either to bolster the claims for changes in the
field by showing that they can be better understood in the context of changes in
other fields, or to undermine the claims that particular changes constitute a
revolution by showing that there is no coherent pattern of change. That
minimum aim demands that we achieve a fuller description of late fifth-century
culture, in its individual elements and as a whole, than has previously been
offered by other scholars, and that we set those elements in some sort of
context.

While some of my argument follows Osborne’s description in presenting a mosaic view
of poetic evolution, a significant part of my dissertation also focuses on the “rhetoric of
change” and the importance of the claim of newness as an integral part of a traditional

projet.

"2 This is for example stated by Gentili: “The diachronic setting for the phenomenon of lyric is the
middle ground between tradition and innovation” (B. Gentili 1988, 61).

" R. Osborne 2007, 2-3.

" R. Osborne 2007, 5.
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There is a second reason why the problématique of “tradition and innovation™ is
particularly appropriate to the study of late-classical lyric: as Osborne’s overall project,
again, makes clear, the end of the fifth century is a period in which changes of all
forms, especially in Athens, take shape, feed off of each other and constitute the
background of the intellectual culture."” Whether or not they introduced a revolution
(as opposed to a series of changes) in lyric poetry and music performance, the “new

musicians” lived in a culture where they would have rubbed shoulders not only with

9916 <

2 (13 2 17 13

“new sculptors, new architects”, “new vase-painters”, ' “new philosophers,” but

218 <

2 <6 2 <6

also “new politician-rhetoricians, new banker-financiers,” “new jurists,” “new
military strategists”... It is in this context of “innovation hype” that the general
problem of “tradition and innovation” takes particular significance in relationship to the
lyric of the period, and it is only by analyzing the more general context of evolution at

the end of the fifth century that the specific angle of “changes and continuities” in lyric

poetry takes all its significance.

To examine this issue, the dissertation is divided into two three-chapter parts,
one devoted to sources and methods to approach the corpus of late-classical lyric
poetry and its reception; the other, to the texts themselves (and their contexts). Chapter

1 starts with an overall presentation of the corpus, in its diversity, and seeks to avoid

' For the effects of the Peloponnesian War on economy, culture and society, see S. Hornblower 1983,
153-180 who defines the fourth century as an age of professionalism in general (156); B. Akrigg in R.
Osborne (ed.) 2007, 27-43, whose main claim is that “looking at the economic history of Athens can
suggest reasons for supposing that a cultural revolution really did take place over this period” (27).

'® For changes in sculpture at the end of the fourth century, see T.B.L.Webster 1956; P. Schultz in R.
Osborne (ed.) 2007, 144-187.

'"See K. Lorenz in R. Osborne (ed.) 2007, 116-143.

'8 See C. Taylor in R. Osborne (ed.) 2007, 72-90.
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the generalizations often offered especially in critics’ descriptions of the New Music
phenomenon. The chapter emphasizes the specific problems associated with the lyric
corpus and defines the method used to interpret the extant texts and fragments. Chapter
2 aims at deconstructing the traditional story about the “decline of lyric” that resulted
from the musical innovations of the New Musicians. It examines the passages where
the New Musicians present their own practice and analyses how their discourse mixes a
‘rhetoric of the old’ along with the traditional motifs of newness. I show how it is
precisely these passages that gave rise to the discourse on innovation and decline
offered by ancient historians of mousiké and shaped our reception of fourth-century
lyric. Chapter 3 offers views on the more general discourse on the evolution of poetry
in society by examining anecdotes related to a (paradigmatic) figure for the fourth-
century New Music poet, the dithyrambist Philoxenus. By showing how the various
anecdotes, despite their different purposes and genres, represent the New Musician as
negotiating his place in different social networks, I argue that it is the very relationship
of lyric poetry and society, and not simply the specific position of one poet in different
fictional situations, that the stories reflect upon.

The second part of my dissertation presents analyses three main venues of
performance and subgenres of lyric poetry: dithyramb, sympotic lyric and hymns.
Chapter 4 discusses the stylistic changes in the dithyrambic poetry of the New
Musicians and presents the poetics of the fourth-century corpus. I argue that the
‘dithyrambic style’ does not amount simply to a series of linguistic and musical
innovative features; these features (which in themselves are not new, but innovative by

their accumulation) are only the most obvious aspect of a general reorientation of
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poetic interests. The fourth-century corpus is defined by a change in the choice of
themes, representations of modes of discourse and construction of the relationship with
the audience. Chapter 5 then explores this idea in the field of the symposium. It
describes how the links among genre, themes and performance context that could be
observed in the archaic period change in the late-Classical period: while the poetic
song-types traditionally found at the symposium evolved and lost their performative
political function, the symposium became a literary fopos to negotiate between public
and private realms in which poetry was performed. The chapter ends on a reading of
Aristotle’s hymn to Virtue in the light of contemporary funerary epigrams, and shows
how Aristotle operates the same kind of blurring between private and public sphere as
the fourth-century epigrams. Finally, Chapter 6 focuses on the less canonical authors of
the fourth century and their hymnic (especially paeanic) inscribed compositions. I focus
on how the surviving inscriptions, for the most part hymns or paeans for ‘new’ gods,
rather than repeating archaic poetic forms that have become devoid of social function,

continue a lyric tradition of poetic experiences in their own right.

10
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Chapitre 1 — A collection of unrecollected authors?

Chapter 1 — A collection of unrecollected authors?

In the preface to his edition of the second volume of Carmina epigraphica
Graeca, J. Hansen writes, “Notwithstanding one or two adverse comments, | have
reason to believe that I have general backing in preferring dull fact to exciting
fiction.”" In the case of the corpus of fourth-century lyric poetry, “dull facts” and
“exciting fiction” are not easy to disentangle since it is often the comic parodies and
anecdotes about the fourth-century poets, rather than their own poetic production, that
are remembered, and since it is the poets’ supposed lack of fame that made them
famous — as Plutarch remarked about Cinesias.”® Rather than proceeding as do most
surveys of late fifth- and early fourth-century poetry, with historicizing attempts at
providing the biographies of the main poetic figures,”' the following pages present an
inventory of names, as well as of the corpus of lyric texts of the fourth century,
compiled from a variety of literary, epigraphic and papyrological sources. If in
refraining, for now, from offering details about the lives of the poets “I have been too
skeptical,” to quote the words that introduce a famous volume on the lives of the
canonical Greek poets, “it is in the hope of offering a corrective to the too eager

credulity of the past.”**

In the second section of this chapter, I will review the specific
problems associated with this composite corpus and the approaches proposed so far and

will define the method that I will adopt throughout.

9P, Hansen 1989, preface, xii.

2 Plutarch, De gloria Atheniensorum 5 (Moralia 348b).

! For which, see A. Pickard-Cambridge 1962, 38-58; M. L. West 1992, 357-368.
22 M. Lefkowitz 1981, viii.

13



Chapitre 1 — A collection of unrecollected authors?

1. The corpus

1.1 The poets

The names of a few figures dominate most accounts of the lyric poetry of the
late-Classical period: Melanippides of Melos, Cinesias of Athens, Timotheus of
Miletus, Philoxenus of Cythera (and/or Leucas), Telestes of Selinous, Polyidus of
Selembria and the musicians Phrynis of Mytilene and Pronomus of Thebes.” Most of
these poets and musicians appear in a passage of a comedy of Pherecrates, the Cheiron
(fr. 155 K-A), often quoted to describe the innovations introduced in traditional

mousiké at the end of the fifth century BC. They constitute in large part the canon of

9924 25

“New Music and were also recorded on the Marmor Parium,” on a few

inscriptions®® and by historiographers. Diodorus of Sicily, for example, describing the
poetic intelligentsia with whom Dionysius of Sicily surrounded himself ca. 400 BC,

offers a list of names that presents the same figures:*’

» Each name is associated with an innovation: Melanippides is said to have introduced anabolai
(Aristotle, Rhetoric 1409b), and the Lydian mode in the lament for Pytho (De musica 1136 =
Aristoxenus fr. 80 W); Phrynis for adding strings to the lyre (De musica 1132bc), from seven to nine,
and introducing harmonic modulations; Pronomus for the multimodal auloi (Pausanias 9. 12. 5,
Athenaeus 15. 631¢). To this list, one should add Crexus (for whom no home town is recorded), who is
credited for technical innovations on the lyre, and the introduction of polyphony and recitation (De
musica 1135 cd, 1142a). For Crexus, see M. L. West 1992, 359.

* On the New Music phenomenon in general, E. Csapo 2004, A. d’Angour 2006. For general
bibliography on the evolution of the dithyramb, that includes descriptions of the New Dithyramb, see A.
Pickard-Cambridge 1962; B. Zimmermann 1992, A. d’Angour 1997, and H. Machler 2003 (who focuses
on Bacchylides, but his introduction provides invaluable help for understanding features of the
dithyramb); for recent reinterpretations of the history of the genre, see A. d’Angour 1997; J. Franklin
forthcoming. Less is available on the nome (this solo piece performed either on the kithara or the aulos,
mainly at competitive festivals): see pseudo-Aristotle, Problems 19. 28. Also H. Grieser 1937, E.
Laroche 1949, 166-171, H. Koller 1956, T. Fleming 1976, M. L. West 1992, 214-217; J. Hordern 2002,
25-33. On the classification of the different nomoi, see A. Barker 1995, 249-255, 1. Rutherford 1995, J.
Franklin forthcoming.

* Marmor Parium, Ep. 65 (Telestes) - Ep. 76 (Timotheus).

%% On Cinesias, see IG ii* 3028 and IG ii* 18. On Oeniades, son of Pronomus, see IG ii* 3064.

*" Diodorus of Sicily, 14. 46. 6. On Diodorus’ sources and methods, see P. Stylianou 1998 (25-139).
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NKUaocoyv 8€ KaTto TOVTOV TOV €VIOVTOV Ol €mionuototor dtbupouforoiot,
Dadgevoc  KuBnprog, TwdbBeog Miknolog, Teréotg XZeAilvouvTiog,
[MoAberdog O¢ kol {oypoadikic KOl LOVGIKRG E1XEV EUnELPiay.

At that time [that of the tyrant Dionysius, 398 BC], the most notorious
composers of dithyrambs were in their prime, Philoxenus of Cythera,
Timotheus of Miletus, Telestes of Selinus and Polyidus, who was also an expert
in painting and music.

Sources agree on presenting these lyric poets (none of whom, with the exception of
Cinesias, was originally from Athens)®® as star composers of theatre lyric — in the genre
of dithyrambs and nomes® — and associated with the highly criticized phenomenon of
New Music.”

In addition to the poets on whom most of the discourse on fourth-century
innovation focuses, two dozen or so names of fourth-century performers are recorded
in a variety of later sources (mainly Athenaeus and Plutarch, but also Lucian, Dionysus
of Halicarnassus, Pausanias): some kitharodists, like Stratonicus of Athens,3] Propis of
Rhodes,” Aristonous (of Corinth?),”> Nicocles of Taras’® and Cephisodotus of

Archarnae;” some singers, like Argas,’® and some aulos-players, the “unsung heroes of

% Plutarch notes that exception in the De gloria Atheniensorum 5 (Moralia 348 b) = test. 12 in D.
Campbell 1993. This is underlined by Justice in the Pherecratean fragment, when she asks about
Timotheus (“Timotheus who? The red-head from Miletus,” fr. 155, 20-21 K-A).

% All fragments of and testimonies about the “New School of Poetry” are collected in D. Campbell 1993.
See also the very helpful edition of C. del Grande 1946 (valuable for parallels with earlier lyric); J.
Edmonds (rev. ed.) 1988; D. Sutton 1989. G. Ierano 1997 has a whole section (205-232) devoted to
“tradizione e innovazione: da Laso agli esperimenti del ditirambo ‘nuovo’”.

% The term “New Music” itself was not used by the Ancients. It is the translation of the phrase musica
nova inherited from the Renaissance (about the transformation of music at the end of the Middle Ages);
ancient critics talk about “theatre music” or “dithyrambic music.” On which, see A. D’ Angour 2006.

31 0n Stratonicus, see Athenaeus 8. 348b ff.; also SH 737. See also D. Gilula 2000.

32 On Propis: Athenaeus 8. 347 f.

33 On Aristonous: Plutarch, Life of Lysander, 18.4. Possibly identical to Aristonous of Corinth, who
composed a hymn to Hestia and a paean to Apollo, on which see chapter 6.

** On Nicocles of Taras: Pausanias 1. 37. 2.

%> On Cephisodotus: Athenaeus 4. 131¢ quoting Anaxandrides’ Protesilaus, fr. 16. 4, 42. 17 K-A.

*On Argas: Athenaeus 4. 131c, quoting Anaxandrides’ Protesilaus, fr. 16. 4, 42. 17 K-A.
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New Music,”™’ like Meles (father of Cinesias), Chrysogonus,”® Telephanes of
Megara,39 Eucle:s,40 Andron of Catana, Cleolas,41 Antigenidas,42 Euius,43 Telles,44
Dorion,* Ismenias,* Kaphisias,47 Pronomus,48 Oeniades” and Timotheus.”

Apart from the New Music poets, and the musicians associated with the
phenomenon, literary sources record several other fourth-century poets that seem not to
have been associated with the New Music revolution: Licymnius, Ariphron,
Cleomenes, Lamynthius, Gnesippus, Meletes, Stesichorus II, Lycophronides,

4
3 Isodemus of Troezen,5

Hermolochus, Leotrophides,” Dionysodotus,”> Spendon,
Eurytus of Laceaemon® and Cypselas of Crete.”® Most poets (quoted by a single source

and often with no epigraphic evidence to corroborate their existence) are impossible to

T E. Csapo 2004. On aulos-players in general: “we know the names (but little more) of about a dozen
didaskaloi who performed at the Thargelia, and those of about ten aulos-players”, P. Wilson 2007, 160-
162.

¥ On Chrysogonus: Duris FGrH 76 F 70; 1G ii* 1951 100.

% On Telephanes of Megara: pseudo-Plutarch, De musica 1137 f- 1138 a; IG ii%, 3093 - CEG 552;
Nicarchus HE 2747-50; Pausanias 1. 44. 6; Athenacus 8. 351e.

0 See inscriptions in table 1.

*1 On Cleolas: see M. L. West 1992, 106, quoting the evidence of Theophrastus, fr. 92 Wimmer.

*2 On Antigenidas: Plutarch Moralia 335f, pseudo-Plutarch, De musica 1138b. Also H. L. M. Dinse
1856; L. Prauscello 2006, 48-51.

* On Euius: Athenaeus 12. 538f.

* Plutarch, Saying of Kings and Commanders, (Moralia 193 b).

4 On Dorion: Athenaeus 8. 337b - 338a. Also see M. L. West 1992, 369.

6 On Hismenias: Plutarch, Moralia 1095d.

7 On Kaphisias: A. Pickard-Cambridge 1962, 55-56.

* On Pronomus: Pausanias 4. 27. 7, 9. 12. 5-6 = PMG 767, also Athenaeus 4. 184d (ITpovépov 00
peyloty €oynkotog d6&av), 14. 631e. On the Pronomus vase, see the forthcoming proceedings of
Pronomos: His Vase and Its World, conference held 26th - 27" September 2006 at Magdalen College —
P. Wilson and B. Kowalzig (eds.).

* On Oeniades: IG ii* 3064; PMG 840. E. Csapo 2004 notes that he is “the only aulos-player to be
recorded on a victory-monument with the addition of patronymic.”

% On Timotheus: Lucian, Harmonides 1 (= PMG 777). For another celebrated harpist: see Plutarch
Moralia 41 d-e).

1 On Leotrophides: Scholiast to Aristophanes’ Birds, 1405, quoting Theopompus’ Shop-Girls (fr. 25 K-
A) and Hermippus’ the Men-Monkeys (fr. 36 K-A).

32 On Dionysidotus: Athenaeus 15. 678c.

33 Plutarch, Life of Lycurgus, 28.10.

>* Lucian, Encomium of Demosthenes, 27.

53 Lydus, De mensibus 4, 154.

%% Gregorius Corinthius, p. 371.
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date precisely, and one would wish to know more about such especially intriguing
figures as Hermolochus (quoted once by Stobaeus) and Lycophronides (quoted by
Clearchus), for each of whom only a few lines survive. Problems of chronology get
even more difficult to address when two authors deal with a similar topic (Ariphron and
Aristotle, for example) and when style is used as an argument to date the poems.>’

The epigraphic record provides a much wider dossier of names of lyric poets
and performers. Some names have been known from the end of the nineteeth century:
the inscription at Delphi that records a paean to Dionysus gives the name of its
dedicator, and composer, Philodamus of Scarpheia, and so does the stele, also found at
Delphi, that contains two hymns of Aristonous of Corinth.”® Nothing is known about
the poets, except for the reputation they acquired and the privileges they got with their
poems. By far the largest corpus attesting to the names of lyric composers (in particular
composers of dithyrambs) or didaskaloi of choruses (whether they were poets or not) is
provided by choregic inscriptions.”® The table below may give some idea of just how
many reputed dithyrambists must have been active in Greece in the fourth century BC,

all writers to whom the literary record fails to give us access:*

>7 Against this tendency, see C. Bowra 1933. Given the amount of formalism, and habit to use the same
motifs in lyric poetry, I do not believe in dating one author by reference to another on the basis of
intertextuality, one “borrowing” from the other.

> All collected in J. Powell 1925 = CA4 132-141; 162-171.

%% On this aspect, see P. Wilson 2007, 160-162.

% Table compiled from D. F. Sutton 1989. Most of the evidence concerns Athens, but some additional
material about performance of dithyrambs in the demes is available in P. Wilson 2000 (305-307). Asking
whether the practice of honouring (tragic, comic, and dithyrambic) choruses at the local level was
different from that at Athens, Wilson answers (244): “khoragic monuments (as well as decrees honouring
khoregoi) represent one of the most enduring signs of the collective life of the demes and, most
significantly, they demonstrate a desire to lavish wealth on local theatrical activity, as well as to
perpetuate its memory and that of its benefactors, in a manner directly comparable to practice in the city.
(...) The dithyrambic khoroi which loom so large on the horizon of the city’s choral culture are
correspondingly less conspicuous, almost invisible.” He further notes (245): “dithyrambic agdnes for
Dionysos outside the city thus have the appearance of being exceptional: it might not be going too far to
say that the performance and memorialization of dithyrambs in Attike has a ‘centripetal’ quality. The
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contest | victor date source place festival notes
boys Nicostratus After 450 | IG I” 769 Athens | Dionysia IG I° 768
dith. (undated) (undated)
records
Nico[... ’s
vict. at Ath.
Thargelia
dith. Archestratus Late 5th | SEG 30 (1980)
125
dith. Aristarchus 415/4BC | IG 12 770a Athens | Dionysia
dith. Paedeas Early 4th | IG II/III* 3093 Sala- Dionysia cf. Wilson
mis 2000, 244f.
dith. Nicostratus (comic | Early 4th | IG II/III* 3094 Icaria | ? author id.
poet? unsure.
Dithyrambic?)
dith. Kinesias Early 4th | IG II/III” 3028 Athens | Dionysia
dith. Telesias of Athens | Early 4th | IG II/III” 3029 Athens | Dionysia
dith. -Dicaeogenes Early 4th | IG II* 3092.2 Achar- | Rural also author
-Speuseades? nae Dionysia of tragedy
cf. Wilson
2000, 306
dith. Ariphron Early 4th | IG II* 3092.2
Polychares of
Comon
dith. Telestes of Selinus | 402/1 Marmor Parium | Athens | Dionysia
(FGRH 239)
dith, Polyidus of 399/8 — | Marmor Parium | Athens | Dionysia
Selymbria 380/79 (FGRH 239)
dith. Oeniades of 384/3 IG I/III* 3064 aulode
Thebes also SEG 26
(1976-7) 220
dith. Philophron 384/3 SEG 18 (1982) | Athens | Thargelia
69
(IG II/III? 3064)
dith. Philoxenus of 381/0 Marmor Parium | Athens
Cythera 69 (FGrH 239)
dith. Diophon 375/4 1G 11/ 11I* 3037 Athens | Dionysia
dith. Stesichorus IT of 369/8 Marmor Parium | Athens | Dionysia
Himera (FGRH 239)
boys d. | Eucles 365/4 IG I/III* 3065 Athens | Thargelia
boys d. | Eucles 364/3 IG II/III* 3066 Athens | Thargelia
boys d. | Polyzelus of 363/2 SEG 27 (1977) | Athens | Thargelia
Thebes 12
boys d. | Eucles 362/1 SEG 27 (1977) 13 | Athens | Thargelia
boys d. | Eucles 361/0 SEG 27 (1977) | Athens | Thargelia
14
dith. Aristarchus N{qid/ late | IG12 770 Athens | Thargelia
4

demes may have offered a training ground for choral and poetic performance in the city, but the very
performance and scale of the Great Dionysian and Thargelian (to which one could add Panathenaic)
kyklioi khoroi, with perhaps more than 1600 Athenian men and boys in their circles each year, may have
largely filled Attike’s need, and exhausted its resources.”
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boys d. | Eucles 360/359 | SEG 27 (1977) | Athens | Thargelia
15
dith. Hegemon of Phleia | 359/8 SEG 27 (1977) | Athens | Thargelia
16
boys d. | Antiphilus of 357/356 | SEG 26 (1976-7) | Athens | Thargelia
Megara 220
dith. Hegemon of Phleia | 350/8 SEG 27 (1977) | Athens | Thargelia
16
boys d. | Eucles 355/4 SEG 27 (1977) | Athens | Thargelia
17
boys d. | Lysiades of Athens | 352/1 IG II/11T° 3039 Athens | Dionysia
boys d. | Corinnus of 352/1 SEG 27 (1977) | Athens | Thargelia
Opuntia 18
dith. Eucles Bef. 350 | IG IV/III 3067 Athens | Thargelia
boys d. | Herm[ mid IVth | IG II/III* 3070 Athens | Thargelia
boys d. | Pheidias of | 349/8 SEG 27 (1977) | Athens | Thargelia
Opuntia 19
boys d. | Epicurus of Sicyon | 344/3 IG I/III* 3068 Athens | Thargelia
dith. Nauplius 344/3 IG I/III* 3069 Athens | Thargelia also IG
/I 3060
(Ath. Tharg
350 BC)?
boys d. | Lysiades of Athens | 335/4 IG II/III* (3042) | Athens | Dionysia
dith. ? 335 SEG 9, 18 Cyrene cf. Cecca-
SEG 48, 2052 relli and
Milanezi
2007
dith. Nauplius? Circa IG II/III* 3060 Athens | Thargelia
350 SEG 30 (1980)
127
dith. Charilaus of Locri | 328/7 IG IV/III* 3052 Athens | Dionysia
boys d. | (Corinnus? 327/6 SEG 23 (1968) | Athens | Dionysia
Pheidias? 45f.
Moiragenes 1) of
Opuntia
boys d. | Pamphilus of | 323/2 IG II/III° 3054 Athens | Dionysia
Hagnus
dith. Carcidamus of | 320/19 IG II/III* 3056 Athens | Dionysia
Sotium
boys d. | Timotheus 320/319 | IG IVIII 3055 Athens | Dionysia Reperfor-
mance  of
the Elpenor
dith. Speuseades of | IVth IG II/1II* 3106 Achar- | rural victory at
Athens (name not nia Dionysia KUKAL®L
certain) XOpOL
dith. Amein[ IVth IG II/III* 3061 Athens | Dionysia
dith. Meidogenes IVth IG II/111° 3057 Athens | Dionysia

Table 1 - Epigraphic record for dithyrambic victors
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1.2 — The texts

Only a few poetic texts from the fourth century BC have survived in non-
fragmentary form: an anonymous paean found in four copies in different places in the
Graeco-Roman empire,’' two hymns of Aristonous,”* a hymn to Health by Ariphron®
and a hymn to Virtue by Aristotle® and Philodamus of Scarphaeus’ paean to
Dionysus.” We also have a long papyrus fragment that corresponds to a substantial
part of Timotheus of Miletus’ Persians.®® The rest of the corpus is composed of
significantly smaller and more fragmentary passages of fourth-century poets, quoted in
later authors, scholiasts and commentators. Since no other survey of the poetry of the
fourth century presents the literary and epigraphic corpus together, it is useful to review

both the evidence and the problems linked with each type of source.

Epigraphic evidence

The first type of source is epigraphic and amounts to about 300 lines. The table
below lists not only the author, the genre, the date and the place where each inscription
was found, but also some formal and thematic features, which will be useful when we

compare with the literary evidence.

o1 C4 136-138; for a bibliographical survey, see chapter 6.

62 C4 162-165; for a bibliographical survey, see chapter 6.

5 PMG 813; for a bibliographical survey, see chapter 5.

¢ PMG 842; for a bibliographical survey, see chapter 5.

85CA4 165-171; for a bibliographical survey, see chapter 6. Three strophes are missing (on which R.
Vallois 1931), but we have the beginning and the end of the composition.

5 The beginning of the composition is missing. On the average length of the nome, see J. Hordern 2002,
29: “Smyth conjectures that the nomes of Timotheus ‘would seem on average to have been slightly
shorter than the shortest books of the //iad or Odyssey’ (p. 1xvii), which seems plausible in the light of
the Persae, and may well hold true for the earlier period.”
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poem / | author | date place/ | meter / subject mode of | perfor- other
genre | /line# source | structure discourse | mance
Ery- ?7/27 380- Ery- D-E genealogy | -Address cult of | 4
thraean 360 thrae + | strophic of to kouroi | Asclepius | different
paean x4 3 other Asclepius | to sing speci-
(ié places Paian mens, 27
pacan) (later -Praise of lines
inscr.) Asclepius each + 4
-prayer to for one
Asclepius version)
hymn/ | Ari- early | Athens | D-E Health -prayer sung  at | YvoOpLULo
paean | phron / | 4" Epi- astrophic -priamel dinner to | TOTOV
? /|10 cent. | dauros finish (Lucian,
PMG Deipno- de lapsu
813 ** sophistae | 6)
pacan/ | Aristo- | 341 Athens | D-E virtue /| -praise /| sung  at | discus-
hymn? | tle/ astrophic | friendship | gnomic dinner? sion
/ PMG | 21 / Hermias about the
842 ** genre
pacan | Philo- | 339- | Delphi | aeolic Dionysos, | -praise of | Theonexia
(ié damus | 340 and genealogy | the god /
paean) | of ionic, and -prayer for | reconstruc
Scar- strophic | aretology | help tion of the
phea / (with temple of
156 refrain) Apollo
paean | Aristo | 333 Delphi | glyconics | Apollo -praise of | cult of
(ié nous astrophic Apollo Apollo
pacan) | /48
hymn | Aristo | 333 Delphi | D-E Hestia, -praise cult of
to nous astrophic | Apollo -prayer Hestia
Hestia | /17
pacan | Isyllus | 300? | Epi- Mix of | Asclepios, | -gnomic embedded
(ié /85 dauros | meters genealogy | -prayer performan
paean) (paean: and -praise ce of
ionics) + | aretology, paean: at
prose - politics, procession
astrophic | religion
paean | Make- | ? Ascle- | dactylic | Asclepios’ | -address cult of | stone
(ié doni- peion system, genealogy | to kouroi | Asclepius | dates
paean) | (klos / in astrophic | & -praise of from
32 Athens aretology | Asclepius Roman
period,
song
maybe
from
Isyllus’
time(CA)
hymn ?(66) | 4"-3" | Palai- | dactylic, | Zeus -praise cult of | proso-
Cure- kastro | strophic | Kourete, -prayer Zeus dion
tum (Crete) fertility Kourete (Powell)
hymn ?(35) | 4”37 | Crete dactylic | Dactyls, -praise? Idean
Dacty- fertility -narra- Dactyls
los tion?
Idaeo
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hymn 2/19 | 4™ Epi- trochaic | Pan, -praise Pan

to Pan dauros | dimeters | music

hymn ?/26 | 4™ Epi- telesille- | Erring of | -praise cult of | 2 half
to dauros | an Mother mother choruses
mother goddess goddess ?

of the

Gods

hymn ?/15 | 4" Epi- Mix  of | All gods -praise cult Pan-

to all dauros | lyric and Hellenic
the hexam. ?

gods

Table 2 - epigraphic hymns of the fourth century BC

Note 1: Hymns for which a fourth-century date is not secure, but has been proposed, are indicated in
italics.
Note 2: ** = These hymns also come down to us in quotation form.

The first problem related to the nature of the epigraphic corpus is dating the poetry. The
dating of epigraphic poems is in most cases problematic, and it is not rare to find dates
ranging from the 5™ century BC to the 3" century AD (for some of the Epidaurian
hymns, for example).®” Two issues are linked to the dating of fourth-century lyric: the
first concerns the dating of the stones on which the poems are inscribed; the second, the
dating of the poems themselves. Some stones may have been inscribed in the fourth
century BC but record much more ancient poems, as seems to be the case with the
hymn to the Dactyls;*® and some late third-century AD stones can record texts from the
fourth century BC (as is the case with the reinscription of the Erythracan paeans).

Three poems of the corpus are dated by prose dedications that indicate the archonship

7 In the table, I have relied on epigraphists’ dating of the stones and offered the most inclusive list (and
italicized all the songs for which a possible composition date of 4™ century BC is not ruled out, but not
securely attested); in my discussion however, I have abstained from making any conclusion based on the
analysis of poems for which a fourth-century BC date is not firmly secured. The discussion of other
possibly fourth-century songs, like the hymn to Poseidon, to the Kouretes or the hymn to Pan, does not
have any bearing on the central argument and would only reinforce the point if the poems were proved to
have been composed in the late-Classical period.

% On the dating of the hymn to the Dactyls, see J. Powell 1933, 49-50; on the dating of the hymn to the
Kouretes, see M. L. West 1965; J. Powell 1933, 50-53; M. Alonge 2005. On the hymn to the Mother of
the gods, see J. Powell 1933, 204-208; M. L. West 1970, 212-215; R. Wagman 1995, 109-146.
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under which the inscription was made,*” and Aristotle’s poem (also attested in literary
sources) can be dated thanks to references given by Athenaeus (or his source,
Hermippus).

Unlike earlier hymns, transmitted orally and preserved inside temples, these
hymns were inscribed in public places, and most probably were destined to be read (as
suggests the fact that the refrain of some songs was inscribed in full, for example).” If
the geographic and physical setting in which the poems were found might give some
information about their real-life performance context, or about the relationship between
the text as artefact and the text as poetry, nothing is known about their authors: were
they famous local poets in their time who remained unrecorded by the tradition? Or
itinerant poets composing for a fee? Or local people composing poetry as an educated
pastime? I. Rutherford has recently briefly discussed the phenomenon of poeti vaganti
in the Hellenistic period”' (for which most of the evidence concerns the third and
second centuries BC), and his forthcoming co-edited volume will provide additional
material to better understand this practice, which might explain the production of some

of our fourth-century epigraphic poems.

% About the date of Philodamus of Scarphaea, the most complete dossier is B. Rainer 1975. On
Aristonous, see M. Vamvouri-Ruffy 2004.

"' W. Furley 1995, 29, states: “Until the fourth century BC temple authorities did not normally have the
texts of cult songs inscribed.” There is also isolated evidence for the inscription of some (non cultic)
songs, for example the testimony of Gorgon, author of a mept Bvoidv, who reports that Pindar’s
Olympian VII was so admired that it was inscribed in the sanctuary of Athena Lindia in Rhodes. The
case of the Olympian ode is slightly different, since it suggests that the poem was inscribed inside the
temple, as a way of preserving the text, and not displayed for public reading of the inscriptions, which
seems to be the case with the fourth-century texts.

"' 1. Rutherford 2007, 284-286. The decrees that Rutherford analyses (documented in the past by M.
Guarducci 1929) are “fascinating in their detail” (284): “These decrees do not mention contests, but
rather commemorate a presence, an epidemia to use the Greek term, and the poet’s behaviour — his/her
anastrophe — in the sanctuary.” Also 286: “another question we can ask about the poeti vaganti is: to
what extent does the role of the poet who visits the sanctuary resemble that of theoroi.” On poeti vaganti,
see R. Hunter and I. Rutherford (eds.) forthcoming.
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Papvrological evidence

The second kind of evidence is papyrological. One papyrus has fortunately
survived, that of Timotheus’ Persians — incidentally the oldest surviving literary
papyrus. It was found in the tomb in Egypt where it had been deposited (or lost? or
discarded?) “in the time of Alexander the Great at the latest, and possibly somewhat

earlier.””?

Details are scarce about the connection between this late fourth-century
papyrus and the dead man in whose tomb it was found.”® Unlike the literary fragments
that come with some (true or untrue, minimal or explicit) explanatory notes from the
author quoting the poems, the archeological evidence surrounding the papyrus does not
provide any suggestion on the relationships between text and historical context;
however, it attests to the fact that these texts were circulating. This is also suggested by
a contemporary of Alexander’s, Onesicritus, who in his History, mentions copies of
dithyrambs available for circulation in book form (BipAtovg, probably rolls of papyrus
recording the texts of the poems) at the time of Alexander:”*

Tov & dAlwv BLpAM®V 00K EVTOPOV £V TOLG AVK TOTOLS ~APTOAOV EKEAEVGE

TEUYOL, KOKELVOG Emepyev avt® 10¢ 1€ DiMotov PBifAlovg kot Todv

Evpuridov kol ZodokAEovg kKol Al VA0V Tpay®ILAV cuyvog kot Teléatov
Kot DrhoEevou d1Bvpdupoug.

2 See U. von Wilamowitz 1903 for the first edition of the Persians. Other editions: T. H. Janssen 1984,
J. Hordern 2002. P. Berol. 9875 was found in 1902 at Abusir in a Greek necropolis excavated by Ludwig
Borchardt and his German archaeological team — “Une heureuse, une admirable découverte,” according
to T. Reinach 1903. The dating of the papyrus was done by comparing the dating of coins discovered in
the tomb along with the papyrus: the coins do not depict Alexander, “as might have been expected from
perhaps the middle of his reign and certainly later.” On the description of the papyrus, see J. Hordern
2002, 62-73.

3 According to J. Hordern 2002, 64-65 who lists the additional items found along with the roll: “there is
little reason to connect the papyrus with the dead man” about whom, once again, it is difficult to make
any suggestions. Evidence about his being a musician or a poet would be an interesting find. Suggestions
have been made about him being a scribe but none is conclusive.

™ Plutarch, Vita Alexandri, 8. 3 = FGrH 134 F38 = test. 3 C. Telestes in D. Campbell 1993. On this
passage, and the interpretation of PipAiovg as referring to Lesetexte and not musical scores, see L.
Prauscello 2006, 43, note 129, arguing against A. Bélis 1999, 30 who seems to be arguing for a reference
to musical scores.
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And when he ran out of other books in the up-country, he ordered Harpalus to
send him some, and Harpalus send him the papyrus-rolls of Philistus and many
of the tragedies of Euripides, Sophocles, and Aeschylus, and the dithyrambs of
Telestes and Philoxenus.
But apart from this chance find, there is no other papyrus, or manuscript gathering the
writings of the “fourth-century lyric poets” or of dithyrambopoioi.” This is mainly due
to the fact that, as opposed to the canon of the nine archaic melici, the Alexandrians did
not compile an edition of the late-Classical poets.”® First, at the time when the
Alexandrians were compiling the canon of archaic and early-Classical poets, the texts
of the dithyrambic poets were already available in written form and circulating as
“singles” — as attested by the example of Timotheus’ Persians and the testimony of
Onesicritus. But another fact accounts for the absence of an edition of the New
Musicians: most of their compositions were theatrical and were still performed, and the
need for recording them might not have been felt since they were very much part of the
(local) culture of the early Hellenistic time.”’” Reperformances are attested by literary
sources, by Lucian for example, who in the second century AD represents the late
fourth-century BC aulete Harmonides talking about his teacher’s success (the aulete

Timotheus) in his (re)performance of Timotheus’ the Madness of Ajax, and by Plutarch,

who describes a reperformance of Timotheus’ Persians in Nemea in 207 BC for

> Papyrus finds however have revealed prose works quoting fourth-century poets: the Rainer papyrus
(dated from the 1% century BC or 1¥ century AD), which records a prose work (c. 200 BC) quoting
dithyrambic fragments in which the names Melanippides, Philoxenus and possibly Telestes occur

7% On the Alexandrians’ attitude towards lyric, see U. von Wilamowitz 1900, especially 1-24, 63-71. For
the taxonomy of lyric poetry (inherited from the Alexandrians), see A. Harvey 1955, M. Davies 1988.
"U. von Wilamowitz 1900, 11. On the success of the New Music, see later in this chapter. The absence
of text of the dithyrambopoioi might be connected with the evolution of the recording practices of the
lyric parts of tragedy and comedy. Starting with the latest plays of Aristophanes, the lyric songs stopped
being written out on the papyrus and replaced by the mention of y6pov. This is most often analysed as
the loss of lyric songs, that turned into “repertoire pieces”’/musical intermezzo and could be performed
indifferently for various pieces. Against this view, and arguing for different recording, as opposed to
different performance practice, and for the liveliness of dramatic practice in the fourth century, see P.
Levéque 1955; K. S. Rothwell 1992.
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Philopoemen.” In the large epigraphic dossier about performance of theatrical lyric in
the Hellenistic period, an inscription records the victory of a boys chorus in a
reperformance of Timotheus’ dithyramb Elpenor, in 320/19 BC.”

If we have some information about the transmission of the text, information
about the textual transmission of the music is scarce.*® One example of manuscript with
musical notations (P. Berol. n° 6870, first published by Schubart, who “left the musical
notation for others to analyse”)®' had been analysed by A. Bélis as fragments of the
score for the performance of a dithyramb, Timotheus’ Ajax, but E. P6hlmann and M. L.
West have most recently argued for the musical notation for a tragedy of the Classical
or early Hellenistic period.** There is no other known musical papyrus noting fourth-
century dithyrambic musical texts, but P6hlmann and West have proposed that a series
of fragments (Pap. Ashm. Ino. 89B/29-32, dated third-second century BC) “might [be
expected (...)] to be citharodes’ repertoire, either excepts from tragedies or citharodoic
nomes or dithyrambs.”®’

Most recently L. Prauscello’s study of “music between practice and textual

transmission” has provided material for our understanding of the transmission of

musical texts. After examining the flaws of the two major scholarly opinions on the

78 Plutarch, Life of Philopoemen 11 = PMG 788.

" LG. ii* 3055 = PMG 779. diopo is the word used, a term used in the Hellenistic period to describe
dithyrambs. On which, see J. Ma 2007, especially 242.

% E. Pohlman and M. L. West 2001; section II (40-60; fr. 7-18) is devoted to fragments of the late-
Classical to early Hellenistic periods.

81 E. P6hlman and M. L. West 2001, 58.

52 A. Bélis 1998, commenting on P. Berol. n° 6870; “I’analyse musicologique du passage, centrée sur la
mise en musique du texte poétique montre qu’il ne peut s’agir ni d’un fragment d’époque “classique” ni
d’un morceau tiré¢ d’une tragédie. L’échelle irréguliére, I’étirement des syllabes, 1’audace mélodique
militent en faveur d’une oeuvre du iv°®s. av. J.-C., et plus précisément d’un dithyrambe." Against this, E.
P6hlman and M. L. West 2001, 58, remark that the papyrus points to strophic responsion, while
“Timotheos’ 4jax dithyramb of which nothing is known but the title, [...] would have been astrophic,”
with further reference to M. L. West 1992, 361-4.

% E. Pohlman and M. L. West 2001, 38.
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subject (Fleming and Kopff on the one hand,** who see an early symbiosis between

Lesetexte and Biihnenexemplare, and Pohlmann on the other hand, who separates the

textual tradition from the scenic),” Prauscello cautiously concludes:
Summing up, an interlocking analysis of the different documentary evidence
that we have at our disposal, scanty as it may be, does not allow us to trace back
already to the beginning of the fifth century BC any positive evidence
supporting a well-rooted symbiosis between textual and musical tradition in
terms of channels of transmission and reception. Restricted circles of
professional musicians could well have occasionally resorted to musical scores
by that time, but this is quite different from positing a whole strand of musical
transmission closely associated with the textual one.

Because most of the material she considers predates our texts, her method and

conclusions are only helpful insofar as they show that, if musical and textual notation

were transmitted together at some point in the fourth century (as Bélis has proposed for

one isolated instance), it is difficult to make this practice go back to the early-Classical

time.

Literary fragments

The third and last kind of evidence available for the fourth-century poets is
literary. Table 3 below presents the forty-five fragments (amounting to about 220 lines)
of late-Classical lyric poetry that have survived in literary works written between the
early fourth century BC and the late fifth century AD. Out of these, more than 80 % of

the quotations (37 out of 45) come from the canon of “New Musicians.” Our main

% T. Fleming and E. Kopff 1992.

% L. Lomiento in her BMCR review (2007/04/57) of L. Prauscello’s 2006 book notes: “Both
representations, observes Prauscello, verge on oversimplification in attributing an implausible stability to
the textual tradition, whose evolution would have been less straightforward. As against these rigid
patterns, Prauscello outlines a richer picture, where the “true” mode of transmission of a text across
different periods seems to have been “its inner capability of being adapted to changed performance
practices without losing its own identity.”
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literary sources are Athenaeus, Plutarch, and Stobaeus who respectively provide us

with 21 fragments amounting to 175 lines (or 80% of the total lines), 8 fragments or 11

lines (or 5%) and 4 fragments of 10 lines (or 4.6%).

LITERARY | Literary tradition (biographical information, | No tradition (no biographical
SOURCES anecdotes about author, elaborate context of | information in source, only
quotation) mention of name)
(source authors in parenthesis, in chronological | (source author in parenthesis)
order)
Fragments Melanippides  (23)  (Pherecrates, Xenophon, | Ariphron (12) (Athenaeus)
(number  of | Aristotle, Philodemus, Plutarch, Clement of Al., | Lycophronides (8)
preserved Athenaeus, Marcellinus, Stobaeus, Palatine | (Athenaecus)
lines in bold | Anthology, Suda) Castorion (7) (Athenacus)
- doesn’t | Licymnius (8) (Plato, Aristotle, Philodemus, | Hermolochus (5) (Stobaeus)
include Parthenius, Dion.of Halicarnassus, Plutarch,
paraphrases Athenaeus, Sextus Empiricus, Stobaeus)

of original in
source
author)

Timotheus (31) (Pherecrates, Aristotle, Machon,
Chrysippus, Satyrus, Hephaestion, Polybius, Diod.
Siculus, Dion. of Halicarnassus, Plutarch, Lucian,
Athenaceus, Themistius, Diog. Laertius, Macrobius,
Stephanus of Byzantium, Stobaeus, Suda)

Telestes (26) (Apollonius, Philodemus, Plutarch,
Pliny, Athenaeus, Suda)

Philoxenos of Cythera (12+) (Aristophanes, Plato
com., Aristotle, Hermesianax, Antigonus of
Carystus, Philodemus, Diod. Sic., Plutarch, Pliny,
Zenobius,  Athenacus, Synesius, Hesychius,
Stobaeus, Suda,

Philoxenos of Leucas (if different from above
Philoxenos (91+) (Athenaeus)

Aristotle (34) (Athenaeus, Olympiodorus, Diog.
Laertius, Eustates, Suda)

+ anonymous fragments

No preserved
fragments

Cinesias (Pherecrates, Aristophanes, Plato, Lysias,
Philodemus, Erotian, Plutarch, Galen, Athenaeus,
Apostolius)

Phrynis (Pherecrates, Aristophanes, Aristotle,
Plutarch, Athenaeus, Proclus)

Polyidus (Plutarch, Athenaeus)

Crexus (pseudo-Plutarch)

Pronomus (Pausanias)

Gnesippus (Cratinus, Chionides, Epicrates,
Telecleides, Plutarch)

Cleomenes (Chionides, Epicrates, Dicaearchus,
Athenaeus)

Lamynthius (Epicrates, Athenaeus, Photius)
Leotrophides (Theopompus, Hermippus)
Stesichorus 11 (Didymus, Strabo)

Asopodorus (Athenaeus)
Oeniades (Didymus)
Sophocles 11 (Suda)

Table 3 - Fourth-century fragments preserved by literary sources
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Athenaeus’ overwhelming presence as a source should make us aware of some
biases in the surviving corpus: it is mostly Athenaeus’ interests that are illustrated in
the selection of fragments.*® However, long thought to be interesting only for his
encyclopaedic mind, and for the encyclopaedically-minded reader, Athenaeus’
monstrous opus has recently been reevaluated and a much more nuanced view of his
interests and methods has surfaced:® A. Barker for example has accounted for
Athenaeus’ interest (or lack thereof) in music and shown how the quotations have been
filtered through a process of selection that leaves out “anything truly interesting for
students of music.”® This is in itself an important consideration, given the overall
interest of the deipnosophists for music and convivial practices of earlier times, and
their conservative ideology. As I will present in more detail in chapter 2, careful
attention to Athenaeus’ history of lyric poetry in particular reveals that the guests
“filter” their presentation of the classical past through their understanding of Plato (and
Plato’s understanding of musical history).

Other authors come with other biases, which also account for the specific shape

of the surviving corpus of fourth-century poetry. The paedagogical purpose of

% Thus many fragments focus on sympotic matters, wine, food and musical entertainment. This interest
is the reason why we have Philoxenus’ Deipnon (only preserved by Athenaeus), but also many passages
of Telestes devoted to music. The fact that only meta-musical passages from Telestes have survived
suggests that Athenaeus was already using a compilation from the New Music poet (compiled by
Aristoxenus, who had a Life of Telestes?), not the text of the poet himself.

¥ For the traditional view, see E. Bowie 2000: “Put a piece of poetry in front of [Athenaeus] that
‘Longinus’ might pick out for sublimity, or Plutarch for a profound moral lesson, and [Athenaeus] will
home in unhesitatingly on the unusual word or form.” This is barely true of the fourth-century corpus.
For a reevaluation of Athenaeus and his method, see J. Wilkins and D. Braund (eds.) 2000. For a revision
of this view, see most recently D. Lenfant’s study of Athenaeus’ fragments of historians (D. Lenfant
2007).

% See A. Barker 2000, 437. After a “rather impressive list of musical topics with which Greek writers
regularly concern themselves, and in which this text appears to have no interest at all,” he provisionally
concludes: “it seems that the available material has been passed, whether deliberately or subconsciously,
through a distinctly curious process of filtration, which has systematically sieved out everything that had
ever been of interest to genuine students and connoisseurs of music.”
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Stobaeus’ collection and the moralizing approach of Plutarch guide their selection of
poetry; given Stobaeus’ didactic goal in compiling passages from Greek literature for
his son, it is not surprising to find fragments of classical lyric dealing with moral
subjects, which are not very different from archaic poetry. Nothing in the diction, or in
the themes, of a passage of Hermolochus (PMG 846) for example quoted by Stobaeus
distinguishes it from a passage of an archaic author.

Finally, there remains a last category of passages that are not attributed to any
poet, but whose syle recalls that of the New Music and that are quoted in technical
treatises on poetry. Dionysius of Halicarnassus for example, commenting on rhythms,
quotes a series of lines, some of which may have been composed by fourth-century
poets:® ot & ' émeiyovto mhwtolg dmfvoiot yaikepPorotg (and they led on their
bronze-beaked nautical chariots) has been attributed to Timotheus’ Persians by Usener,
Diehl, Wilamowitz, Edmonds, and deemed “not out of place in the iambo-trochaics of
the Persae” by Hordern.”® Other passages are more generally ascribed to “the school of
fifth- or fourth-century dithyrambic poets”: PMG 926 for example, from a papyrus of
Aristoxenus’ Rhythmics quotes passages that display some of the features of the
“dithyrambic style,”' and a prose work of around 200 BC (PMG 929) quotes
dithyrambic fragments in which the names Melanippides, Philoxenus, and possibly
Telestes occur.” Finally Aelian, in the context of a description of dolphins’ love of

song and pipe-music, quotes a hymn of thanksgiving to Poseidon that he attributes to

% On Literary Composition 17 = PMG 1027.

% J. Hordern 2002, 131. This seems to me a very plausible attribution, in the light of the poetics of the
Persians that I describe in chapter 4.

' P. Oxy. 2687 (= P. Oxy. 9+): see L. Pearson 1989, 36ss., 77ss.

”? H. Oellacher 1932.
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Arion. Campbell and others have noted that “the poem is in the dithyrambic manner of
ca. 400 BC.””

Other anonymous fragments, mostly found on papyri, have also been attributed
to fourth-century poets, on the basis of their style.”* However, I would be cautious in
taking style as a criterion to determine authorship or date, since style is precisely what
can easily be parodied or imitated, or can evolve between periods or individuals. Some
Pindaric passages for example are very Hellenistic, and some dithyrambic images
remind of Bacchylidean epinicia, while some Hellenistic passages strive to sound

archaic.

1.3 Questions of genre and reception

A first remark concerns the genre of the pieces most of the evidence belongs to.
The bulk of the data concerns the public forms of lyric: the hymns composed for
regular festivals and the dithyrambs and nomes,” the “theatre” genres of the New
Music artists, performed not only at the Panathenaea and the Dionysia, but also at a

variety of festivals, the Theoxenia, the Thargelia, and many other festivals that had

% D. Campbell 1993, 361. On the poem, see C. Bowra 1963, M. L. West 1982, M. Mantziou 1989.

% PMG 925 for example, from Hibeh papyrus dated 280-240 BC, contains six fragments on the topic of
Odysseus’ meeting with his mother in the underworld. “Gerhard, editor of the Heidelberg fragments, saw
evidence also for the story of Elpenor, who fell to his death from Circe’s roof (Od. 11. 51ff.). He
assigned the fragments to the fragments to the Elpenor of Timotheus (PMG 779), but Page, Select Papyri
iii 397 ff., showed how frail the evidence is” (D. Campbell 1993).

% 1t is difficult to be more precise about the genre of some specific compositions, since there is a general
uncertainty in the ancient testimonies about the song-types composed by the New Music poets: the Suda
calls Telestes kmuikdc, (Suda iv 518 Adler, T 265 = Test. 1 Campbell 1993), his production dpduaro
(and so Philoxenus’ Galatea - on which issue, see D. F. Sutton 1983). Philoxenus himself is called
dtBvpappornorog 1 tpoy®dodiddokarog, or simply tpoyikdg (Schol. to Plutus, v.290, 1.15 and 19,
(scholia vet. et fort. recent. sub auctore Moschopulo and in Schol. Tzet. v.290, 1.1). See also J. Hordern
1999. These poets are mostly called &BvpauBororol, dBvpoupodiddoxaror, but never
StBvpoppoypdoor as opposed to the marovoypddor attested in a passage of Apollonius’ Marvellous
Stories quoting Aristoxenus (on which, see note 526).
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musical agones.”® The Suda also refers to other genres the poets composed in:
Melanippides composed douota Avpika kot StBvpdupouvg (lyric songs and
dithyrambs),”” and Timotheus 8t  €m@v vopouvg povotkolg (musical nomes in
hexameters), mpooiuwo (preludes), Sioockevog (adaptations), €ykouio (encomia),
810vpdupoug (dithyrambs), duvovg, (hymns) kot dAko tivd (and other works).”
Because of the absence of an edition of fourth-century lyric poets however, and as
opposed to the corpus of archaic lyric, we have a lot fewer fragments belonging to the
more private kind of lyric production: although not totally non-existent, the corpus of
sympotic lyric, epithalamia, epinicia, or partheneia is very limited.”

The second aspect is connected not so much to the fortune of the corpus as to
the fortune of the poets. Although most New Music poets are presented as responsible
for major technical and musical innovations, they appear to soon have become
classics.'” Already in the fourth century, the “New Music” poets were considered part
of a canon. This is attested by several Late-Classical and Hellenistic sources: an
aristocrat in Xenophon’s Memorabilia for example sees no difficulty in making

Melanippides equal to Homer, Sophocles, Polycleitus and Zeuxis in their respective art

% On the diversity and complexity of these festivals, and the rich picture of musical life they allow us to
get a glimpse at, see P. Wilson 2007 (ed.), especially the articles of W. Slater, P. Wilson, P. Ceccarelli
and S. Milanezi and J. Ma. See also A. Rotstein (forthcoming).

7 Test. 1 in Campbell 1993 = Suda iii 350 Adler, M 454.

% Test. 2 in Campbell 1993. The Artemis, Persians, Nauplius, Sons of Phineus, Laertes however are not
included in these categories. This might be a sign of how disconcerted by the production of the New
Musicians later critics were.

% For sympotic lyric, see chapter 5. For epithalamia, see PMG 828. For epinicians, S. Hornblower
presented evidence for fourth-century and Hellenistic patrons of epinicians at the epinician conference
held at UCL in July 2006, of which the proceedings are forthcoming in P. Agocs et al..

1% This is not the case of the scholars of the school from Aristotle, who clearly set in opposition the lyric
poets of the old school with those of the New. On this point, see A. Podlecki 1969. U. von Wilamowitz
1900, 15, notes that Dicaearchus wrote about Alceus; Chamaeleon about Anacreon, Pindar, Simonides,
Lasos, Stesichorus; Archytas about Alcacus and Alcman (Athenacus 13. 600 f.) — but none of them
however wrote on the New Musicians, except for Aristoxenus’ Life of Telestes.
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1

and genre;'”" Aristotle, who is mostly silent, and rarely enthusiastic, about

102 the

contemporary lyric poetry, underlines the major contribution of Timotheus;
Hellenistic poet Hermesianax groups Philoxenus with Euripides in his historical
catalogue of canonical poetic lovers.'” More surprisingly perhaps, at the end of the
second century BC, Polybius describes how children in Arcadia learn to sing the songs
of Philoxenus and Timotheus as part of their patriotic repertory:'**
Tavta yop maoclv €0TL yvopluo kKot cuvndn d10tt oyedov mopa Hovolg
"ApKdol TPOTOV HEV 01 TOLdEC €k vnIilov ddelv €01{ovtal KoTo VOLOUG TOVG
VUVOUG KOl TaLGvag 01g £KOGTOL KOTO TO TATPLO TOVG EXLYMPLOVE HPMOG KoL

Beovg vuvovolr peta de tavto toLg DPihofEvou kot TiwoB€ov vopoug
LovOAVOVTES ...

For everyone is familiar with the fact that in Arcadia and scarcely anywhere
else the boys are trained from early childhood first of all to sing according to
musical rules the hymns and paeans in which they celebrate in traditional
fashion the heroes and gods of each locality; and later they learn the nomes of
Philoxenus and Timotheus ... [trad. Campbell 1993]

Again, a second-century BC Teian inscription honours a kitharode, Menekles, who

105 <

performed in the different styles of Timotheus, Polyidus and our old poets, ™ “as befits

a gentleman™:'"

enedel&ato MevekAng ueto xk10dpog mieovaxig 10 1€ Tiwobew xal IToAvidm
KOL TQV AUOV GPYOLmV TONTOV KOAMG KOl O TPOCTKEV AVOPL TETOOEVUEVOL

Y Memorabilia 1.4.3. The classification of genres is interesting in itself. It seems to go from the least
mimetic of the verbal arts (epic) to the most mimetic (tragedy), with dithyramb in the middle, and does
the same thing with the visual arts, with the most mimetic first (sculpture) to the least (painting).

192 Aristotle Metaphysics o 1. 993b 15: el pev yop TiudOeog pi £yéveto, TOAMY Ov pelomoioy ovK
glyopev: €1 8¢ un Ppivig, TiudOeog ovK Gv £yEvero.

Bl 3 CA, 96-105. On Hermesianax, see C. Caspers 2006.

1% Polybius (4. 20. 8-9). We should not forget that this image might very well be Polybius’ projection of
his vision of an idyllic Arcadia (his home territory) and corresponds to the image of an ideal conservative
musical culture. Whether this is true, or Polybius is “projecting” anti-Athenian values on Arcadia and
using mousiké as a cultural symbol, is a question that chapter 2 and 4 will develop more fully.

19 The styles of Timotheus and Polyidus are themselves opposed in the De musica, where Polyidus is
said to have written medleys (xottopata): pseudo-Plutarch, De musica 1138 a-b. On these kattdporto,
see E. Borthwick 1968.

"% 1C T viii. 11 = CIG 3053 = Le Bas I 1 n.81. Most recently: 1. Rutherford 2007, 285.
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Menekles often performed on the cithara the songs of Timotheus and Polyidus
and our old poets [Cretan?], beautifully and as befits a gentleman.

The New Musicians’ contribution continued being recognized as part of the canon, as
Themistius for example suggests in the third century AD.'"’

This phenomenon is also illustrated by the authors’ choice of quotations.
Plutarch, for example, quotes fourth-century poets at key points in his works, and
seems to consider them as belonging to the canon, and known from every educated
gentleman: he introduces his How to read the poets by a quotation of Philoxenus'® and
quotes Melanippides in the Erotikos (thus assuming that everybody knows whom he

. 109
was referring to),

and asks where a line of Philoxenus comes from, right after
quoting Sappho, as if it were as natural to know Philoxenus as it is to know Sappho.

One author who seems to quote the New Musicians just as often as Pindar or
the archaic melikoi is Philodemus: Wilamowitz was the first to recognize this, in a
footnote to Zukunftsphilologie!, where he notes how Philodemus, by contrast with other
authors, is interested in late-Classical lyric. The footnote (“eine Ausnahme macht
Philodemus, der sie auffallend haiifig citiert”) corrects the lyrical statement about the
loss of most dithyrambic poetry:''°

Wie viele Hundert Gedichte waren fiir die so iiberaus beliebten kyklischen

Chore erforderlich, ein wie kleiner Teil ward tiberhaupt erhalten, und welch
Millionstel ist uns einmal trimmerhaft durch Zufall erhalten, da ja namentlich

7 Oratio 26. 316e: kol 7 YpadLki 008eV elofiveykev ~AmEAANG 008e Tépmavdpog i K18dpa 08
TuoéBeog tolg 0vAOLG;

1% Plutarch, De audiendis poetis 1 = PMG 836 (f).

199 Plutarch, Erotikos 15 (Moralia 758¢).

10U, von Wilamowitz 1872, 21, footnote 28. On this passage, see A. Henrichs 1984, 56-57, who
concludes the article with: “selbst so erweist sich “de Pietate” wieder einmal als Fundgrube verlorener
Dichtung, und Wilamowitz zeigt sich bereits in jungen Jahren, noch vor der ersten Italienreise und der
Autopsie der herkulanischen Rollen, als seltener Kenner antiker Uberlieferung, der mit klarem Blick die
Sonderstellung Philodems erkannt hat.”
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die Grammatik aber eigentlich die gesamte spitere Zeit diese Dichtungen vor
der klassischen Melik vollig vernachléssigte.

At the same time, his remark is the first step in the direction of correcting the view that
“lyric died” in the fourth century — a view that I will examine in the next section of this

chapter.

2- Tradition and innovation in fourth-century poetrv — methods

This corpus, because of its composite nature, raises a set of overlapping
questions. Each of them has already been thoroughly debated by historians of literature,
critics interested in genre-theory, and by social historians. The first question concerns
the very nature of the extant corpus: as I have already underlined, about two thirds of
the evidence for fourth-century lyric production concerns New Music, and only the
most representative figures of that movement, while a lot less is available about the less
public, or less showy, forms of performance (sympotic Ilyric, epithalamia,

partheneia...).""!

If available, these compositions would give us a more nuanced idea of

what late-Classical musical culture was like, and of how some lyric practices remained

(or not) unchanged, along with the most spectacular innovations of New Music.''?
Secondly, and on another level, although the New Musicians were credited with

113

a variety of innovations in musical composition and performance, ~ it remains difficult

to evaluate how much change the New Musicians introduced in the genres of

""" About the epinician genre: we have a fragment of an epinician by Euripides, in elegiacs, for the
victory of Alcibiades (J. Edmunds vol. 3, texts 1-2), and another possible epigram by Philoxenus, 4.P. 9.
319.

"2 Chapter 4 and 5 try to reconstitute some aspects of these traditional practices.

'3 Some of which I have mentioned in note 16.
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dithyramb and nome, since very little is known about the forms of these genres before
the late-Classical period, and the oeuvre and testimonies about Simonides, Pindar, and
Bacchylides can barely be representative of the whole genre.''* Up until twenty years
ago, two main types of approach were illustrated in criticism about the relationship
between tradition and innovation in fourth-century BC lyric. A first trend, text-based
literary history, consisted in analysing the critical vocabulary associated with the New
Music revolution and the formal changes introduced by the poets in melic compositions
and dramatic lyric. Critics analysed, and compared, different kinds of literary evidence:
passage like those of the comic playwrights supposedly describing, and reacting to,

11
contemporary changes,'”

and the testimonia of the poets themselves (both their
metamusical passages, and the surviving fragments). This mainly text-based approach
is the first critical model, mostly illustrated by French, German and Italian scholars,
used to present the chronological evolution of lyric poetry in the late-Classical period

and it is also illustrated by most commentaries and studies that emphasized the

influence of New Music on the plays (especially tragedies) written after 415 BC.''

"4 On this topic, J. Franklin (forthcoming) offers a very stimulating interpretation of how the New
Musicians returned to the tradition of kithara choral music, rather than introduced innovation. A
productive way of looking at the “New Music revolution” of the late fifth century is to compare it to the
“New Music revolution” of the early fifth century, and even with the late sixth-century Argive
efflorescence noted by Herodotus (3. 131 ff.). On the late sixth- and early fifth- century musical
revolution, see P. Wilson 1999, R. Wallace 2003, A. D’ Angour 2006, L. Prauscello (forthcoming).

"3 This is the case for example of D. Restani 1983, analysing the Pherecrates fragment listing the New
Musicians, B. Zimmermann 1992b, G. Dobrov and E. Urios-Aparisi 1995, M. Trédé 2000. Also Franklin
(forthcoming).

% One of the most influential studies treating the connection between New Music and tragedy remains
W. Kranz’ 1933 Stasimon that devotes 34 pages to New Music (from the kowva@v Vuvov of Troades,
511), Kranz focuses on the “dithyrambic stasima” (the choral odes of Euripidean plays which, in terms of
narrative content, are both self-sufficient and do not bear much relationship with the tragic plot). His
answer to analyse the “what is new in new music” is “[die neue Tragik] ist die Frucht eines neuen
Lebensgefiihls, das mehr zur Resignation neigt als zu heroischem Kampf und Widerstand.” This material
was revisited in O. Panagl’s 1971 dissertation, Die “dithyrambischen Stasima” des Euripides that offers
a series of close readings of ten “new songs” (from Hekabe, Troades, Electra (2), Iphigenia in Tauris,
Helen, Phoenissae (2) and Iphigenia in Aulis (2)) with a focus on their narrative, compositional and
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Comparing the testimonies about the New Music poets and the surviving tragic texts,
they more or less agreed on four stylistic and structural characteristics: the introduction
of embolima; the greater use of actors’ monodies; the loss of strophic responsion in
both solo and choral lyric; and finally the use of a greater variety of rhythms
throughout the lyric passages, associated with the use of dithyrambic diction in general
— features described in part by Aristotle himself in the Poetics and Rhetoric.''” These
formal changes were generally analysed as a “quest for novelty” in an age of
innovation and interpreted as masterpieces of literary virtuosity and intertextual plays.
The second approach, a “text-based cultural history” of lyric consists in a mix
of this formal approach and a contextualization of the texts. The focus is,
understandably, on the most public, dramatic, genres of dithyramb, tragedy and
comedy. The first to illustrate this approach was Sir A. Pickard-Cambridge in his
Dithyramb, Tragedy, and Comedy. “A monument of common-sense and (...) for the

95118

controversialist a pattern of good manners, the book contains many sobering

statements such as “we must be content to be ignorant of much we should like to know

9119

about all that the term ‘dithyramb’ would have suggested to Plato’s generation” = and

stylistic structure. The most stimulating part is the final synthesis, in which he raises the question of the
chorus’ status in the dithyrambic stasima. Panagl’s study was roughly contemporary with two volumes of
T. B. L Webster, The Tragedies of Euripides (1967) and The Greek Chorus (1970); these studies
provide, in addition to detailed metrical analyses of both choral odes and monodies, many stimulating
insights into the relationship between Euripidean tragedy and contemporary culture. M. Pintacuda’s
analysis of music in La Musica nella tragedia greca (1978) also offers general considerations on music
in tragedy but despite the promising title of the last part ‘gli innovatori ed Euripide’ does not offer a clear
idea of the mechanisms of the interactions between New Music and drama — a criticism that can be
extended to the sister-volume on music in Aristophanic comedy.

"7 On embolima, Poetics 1456a ff. On dithyrambic style and compound adjectives, Poetics 1459a. For a
presentation of the formal changes introduced in late-Classical dithyramb, and the analysis and parody
given by Aristophanes, see N. Dunbar excellent commentary on the parody of Cinesias in Aristophanes
Birds (commenting on vv. 1372-1409).

'8 Review by J.T.S, in JHS 1928, about the first edition of Dithyramb, Ttragedy, and Comedy (1927).

9 A Pickard-Cambridge 1962, 220.
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does not venture a “formal” definition of the dithyramb, independent of an historical
context.'*’ The critic emphasizes the necessity of considering the sociocultural context
of mousiké to understand the evolution of the formal features of the dithyrambic
genre: !
By the last quarter of the fifth century BC the change which had been taking
place gradually in the literary and social atmosphere of Athens was practically
complete, and the character of the later dithyramb is closely connected with this
change (my emphasis).
In the same way, B. Zimmermann’s 1992 Dithyrambos accounts for the evolution of
the dithyramb as a consequence of changes in social and political conditions. He
examines how the dithyramb evolves from cult poetry (archaic ritual dithyramb) to
civic manifestation (classical civic dithyramb, acted by the community “performing” its
citizenship) to pure /’art pour [’art showpiece in the fourth century, a sign of the
decadence of the democracy:'*
So sind die Phédnomene Gattungsmischung, Manierismus und Archaismus
letzlendlisch ~ Ausdruck  derselben  grundlegenden =~ Anderung  der

Kommunikationsverhiltnisse: des Zusammenbruchs des demokratischen
Konsenses, der die Grundlage der Gattungen der Polis darstellte.'*

12 pindaric dithyramb: “an antistrophic composition dealing with special themes taken from divine and
heroic legend, but still maintaining its particular connexion with Dionysus who is celebrated, apparently
at or near the opening of the song, whatever its subject” (A. Pickard-Cambridge 1962, 24).

2UA. Pickard-Cambridge 1962, 53 (with reference to U. von Wilamowitz 1900, 11-15). By contrast,
between Pickard-Cambridge’s 1962 volume and the next large synthesis on the dithyramb genre in 1992,
several scholars have offered to define the genre by its formal features. For example R. Seaford in a
1977-78 article, on the salient features of the dithyramb after 450 BC (elaborately compound epithets,
frequency and aggregation of epithets, periphrasis, often of a riddling nature, and repetition). Seaford
(92) also remarks: “in respect of language at least the deviants from the dithyrambic tradition were not
the later dithyrambists but Pindar and Bacchylides... The fragments of Pindar’s dithyrambs are in fact
not without affinity with the language of later dithyramb.” R. Hamilton 1990 reexamines all of these
claims and offers that (216-217) “despite the exiguous remains, there are at least three traits that appear
repeatedly in Pindar’s dithyrambs and, conversely, do not occur in his other poems: the so-called schema
Pindaricum, reference to spring flowers, and the word teAet.”

122 Decadence is a particularly apt word, since it is the very one used by Nietzsche to describe Wagnerian
music, a parallel that Pickard-Cambridge himself draws with the music of the New Dithyramb.

' B. Zimmermann 1992, 134-6.
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But this sociopolitical evolution (and decadence) is itself taken for granted more than it
is presented, discussed, or explained, and the discourse on the changes that occurred in
the late-Classical period (that is, the loss of community values and civic ideology
associated with the performance of civic choral lyric), most often as interpreted from
the testimonies of the comic poets and moral philosophers, is taken as the framework to
understand the evolution of the literary production.'**

In the past fifteen years however, the corpus of lyric poetry of the fourth
century and the changes introduced in the field of mousiké have received particular
attention, in a series of volumes that represent a third main approach: a material-based
cultural history of lyric, that explores the intersection between socio-political history,
musical discourse and cultural practices. The critics’ main interest resides in analysing
how the New Music corpus makes sense in the social and cultural context that the study
of material culture give us access to.'” In the introduction to his latest volume, P.
Wilson explains this revision of the way one writes the history of mousiké:'*°

The approach collectively exemplified in this volume advocates recognition of

the specificity and complexity of the material conditions of dramatic production

as they varied over time and place; and the recognition of the importance of
close contact with the raw data relating to the organization and operation of
theatre and festivals. Attention to such information need not represent a retreat
to naive empiricism. Analysed with the appropriate care and sophistication, the
documentary evidence can become a more eloquent testimony to the ideological
and historical complexity of its societies. Interpretation arrives at an
apprehension of such complexity through a ‘bottom-up’ approach, from the

evidence for material conditions, rather than via the ‘top-down’ method of some
of the more abstract forms of structuralism and post-structuralism.

124 This is also what I. Rutherford 1995 suggests, in analysing the lonely paean of Ion in the Jon. This,
according to him, reflects the staging, at the end of the fifth century, of the end of a culture where
communal performance of music constituted a major aspect of civic life.

125 This is the case with P. Wilson’s 1999 article on the aulos in Athens, R. Martin’s 2003 article on the
conceptualization of musical performance in Athens, and the 2004 volume of P. Murray and P. Wilson
(eds.).

126p. Wilson 2007, 2-3.
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This materialist approach to musical culture has resulted in impressive volumes, like
Wilson’s own Khoregia, which transformed the framework for thinking about
mousiké."*’ Tt thus allows offering some answers to the traditional claims made about
the decline of lyric culture, and about the demise of mousiké in conjunction with the
decline of democracy. In contrast with histories of the genre focusing on the surviving
literary evidence, this recent work has considered theatre music not so much in
“formal” terms (and looked for the essential features of the genre of dithyramb and
nome), but in terms of context of performance, and with the goal of examining “the
links between the socio-economic, professional, technical, stylistic, ethical, and

political sides of the New Music.”'**

Rather than describing the loss of communal
values linked to a supposed decline of democracy, P. Wilson shows how the material
evidence suggests the continuity of a very strong theatre culture in the late-Classical

1.'%° In one of his most

period, not only in Athens, but in the Greek world in genera
explicit assertions, Wilson states: “The best part of a century of lavish festival

expenditure was to pass before, in the last third of the 4th century, both the ongoing

127 p_ Wilson 2000. In the introduction to the volume (3), Wilson offers some methodological remarks
that shed light for this study: “the reasons for such a demarcation [between socio-cultural analysis and
literary studies] of analysis are not hard to divine. The materials on which any study of the khoregia can
be based are of a diverse and difficult range of media: from fragmentary inscriptions from the wreck of
monuments set up to commemorate a choral victory, to abstract philosophical rumination on the
motivating psychology of the leitourgist. But the khoregia is precisely as exciting and revealing a subject
as it is difficult, for it ramifies into virtually all areas of Athenian life: not simply theatrical production,
but a range of various other choral forms with which the Athenians honoured their gods and pleased
themselves, in particular the elusive and little-studied, but extraordinarily widespread dithyramb.”

128 E. Csapo 2000. For an argument contra E. Csapo, see S. Scullion 2002.

129 Until recent years, most scholarship focusing on fourth-century dithyrambs (Pickard-Cambridge and
Zimmermann) underlined the loss of cultic elements in late-Classical dithyramb; this changed with E.
Csapo and P. Wilson’s study of the context of performance of dithyramb, and their emphasis on the
“come-back of Dionysus” (which I discuss in chapter 4); the most recent revision of the history of the
evolution of the dithyramb and its cultic ties is D. Fearn 2007, especially 163-225.

40



Chapitre 1 — A collection of unrecollected authors?

rhetorical and ideological ‘debate’ and actual practice show significant shifts.” Even
more clearly:'*°
What th[e] testimony [of Lykurgos’ activity at the head of Athenian finances
and public policy] certainly shows is that the khoros as a social and poetic form
continued to be an important tool of social and cultural formation in late fourth-
century Athens. This is one argument to add to others against the familiar story
of choral decline as concerns drama in the fourth century. The persistent
flourishing of non-dramatic choral performance does not of course prove the
necessary persistence of the khoros in drama. But it is something to set against
the argument, largely from silence, for the early death of the dramatic khoros.
To these conclusions, that show the continued importance of choral practice in
the late-classical period, one should add the conclusions of E. Csapo: looking for
historical changes in the performance of theatre lyric (and starting from the epigraphic
and archaeological record), E. Csapo has shown how starting in 440 BC, a new era
opens, when larger theatres are built. From this decade on, the whole scale of theatrical
production changes from “sponsor-directed” theatres to something that resembled more

the “mass entertainment industry.”"

In connection with these material changes, the
socio-cultural status of actors, musicians and singers changed: the demand for such
performers grew, the nature of the performance changed (from amateur singing to
professional singing) as well as the nature of the theatrical experience. Lyric practice,
in connection with other areas of knowledge, became something professional: this was
the beginning of the star system, which fully developed in the fourth century, with

famous virtuoso performers (in specific genres).'*> The story told about the lyric of the

fourth century is rather different from the ones presented above: far from seing a

B0 p Wilson 2000, respectively 265 and 267.

! The first expression is Bremer’s (J. Bremer 1991, 59); the second Csapo’s (E. Csapo 2000, 402).

132 Neoptolemus and Theodorus for tragic roles for example, with a specialisation in female roles for the
latter, and Satyrus for comedy. On this, see E. Hall 2002 and 2006.
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decline of choral lyric, these scholars present the expansion of the scale on which it is
produced.

But because they mainly draw from material history to rectify the distorted
image of New Music inherited from historicist approaches based on the reading of
texts, their interpretation of the lyric poems themselves is often not contextualized in
the lyric tradition. Thus one of my goals in the chapters that follow will be to keep the
middle road between relying mostly on ancient texts as source and read them in a
diachronic (literary) history of mousiké, and taking mainly material history as the
synchronic context to read poems. Moreover, there is another balance to strike,
between studying musical culture, and lyric texts: while my main interest is literary, I
do not wish to pursue in the way opened by New Critics and considered the (already
fragmentary) remains of fourth-century poetic “things” in a cultural vacuum. My goal
is to keep the middle-road between a study of cultural sociology of fourth-century

music, and literary criticism of lyric poetry.
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Chapter 2 — New Music and its Myths: “A New Sound for Old-What’s-His-Name”

The subtitle of this chapter comes neither from Aristophanes or pseudo-
Plutarch’s De musica nor from the sphragis of Timotheus’ Persians; it comes from the
New York Times of Sunday, September 10, 2006 and refers to the release of rapper Puff
Daddy’s latest record. The article reports: “He [Sean Combs, a.k.a. Puff Daddy, Diddy]
never seemed stressed by the complex agenda. What did seem to make him nervous was
the potential reaction to his new music” [my emphasis]. The “new music” the journalist
refers to might not have much in common with the “New Music” of Timotheus and
Philoxenus. However, the very issue raised by the title in the T7imes, that is, the
relationship between musical innovation and figure of tradition (‘old what’s-his-
name’), is the central issue treated in this chapter. The following pages examine in the
Greek musical scene of 425-380 BC what the journalist underlines with respect to
Diddy: the musicians’ strategies of self-representation, the audience’s horizon of
expectations, and the critical reception of meta-musical discourse (or the role of meta-

musical discourse in shaping reception).

1- Revisiting Newness

As I have started to describe in the previous chapter, most approaches to New
Music start either with a passage of Pherecrates describing the troubles that good old
Mousiké had to go through on account of a group of musical ruffians, or with an
examination of Plato’s and Aristotle’s considerations on musical culture in their
political writings (the Laws and the Politics, respectively). A second kind of source is

adduced to buttress this contextual reading of the fourth-century poems: the testimonies
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of the Imperial writers dealing with musical history, pseudo-Plutarch’s De musica and
Athenaeus’ Deipnosophistae.'> Rather than a synchronic examination of the cultural
context, these two works offer a way of diachronically situating “New Music” as a
“movement” in a history of music. It is with the conjunction of these two kinds of
discourse (synchronic socio-politics of music and diachronic musical history) that most
scholars give their reader access to late fifth- and fourth-century texts and propose a
neat theory that accounts for the musical revolution. On the one hand, the meta-musical
fragments surviving from the compositions of the New Musicians (Telestes, Timotheus
and Philoxenus) are read as voicing values that allowed the theatre-going late fifth- or
early fourth-century Athenian audience of these songs (and some of the dramatic lyric
of Euripides or Aristophanes) to define themselves by opposition to the ‘other’
(male/female, few/many, Athenian/foreigner, self-controlled/irrational,
Dorian/Phrygian...). On the other hand, New Music is portrayed as having created a
dramatic break in the “good old music” and as responsible for the demise of Music.'**
The above-described approach to the poems can be defined as “from the outside
in”: critics who quote a meta-musical fourth-century passage refer to the historical
context provided by Athenaeus and pseudo-Plutarch to understand what kind of social,
political and material setting the poems were composed for and received in. I propose

to examine the meta-musical passages of the New Musicians from another perspective

— “from the inside out” — and to read them not for what they might tell us about social

133 Both of these authors rely heavily on peripatetic sources, Heracleides of Pontus and Aristoxenus. For
Athenaeus’ relationship to musical history (and in particular his book 14, mostly devoted to the topic of
mousiké), see D. Restani 1988, A. Barker 2000. On pseudo-Plutarch’s sources for musical history, see L.
Gamberini 1979.

% The locus classicus for the notion of decline of music at the beginning of the fifth century is Plato,
Laws 700 a-701b. For theories that place other musical revolutions in both the sixth and the early fifth
centuries, see R. Wallace 2003, J. Franklin forthcoming, L. Prauscello forthcoming.
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and cultural history but for how they could induce our sources to offer the discourse

they offer.

1.1 Athenaeus’ New Music

New Poets on an old myth: Athena and the auloi

The majority of surviving quotations of fourth-century poets come from

15 The interest of the author for the sociopolitics of music

Athenaeus’ Deipnosophistae.
leads him to record poetic statements that can be read as programmatic, or as
commentaries on their own poetic practices, and to favour fragments or anecdotes that
allow him to link a poet with his world. This is illustrated by the author’s selection of
passages from not only the archaic lyric poets, but also the late fifth-century and early
fourth-century composers Melanippides and Telestes.'*

In book 14 of the Deipnosophistae (616 e-f), a guest opens a discussion about
entertainment with a quotation from Melanippides’ Marsyas (PMG 758), a passage
supposedly superbly disparaging aulos-playing (koA®dg €v 1® Mapovg S1acVpovTo, TV
OVANTLKNV):

o uev 'Abdva
Tg’z')pyav' EppLyey 0' 1epag amo xeLpOg
enE T * €pPeT aloyen, COUATL AV
€ue &' £ym oV KakOTATL dLOMUL.

Athena cast the instrument away from her holy hand and said: “damned
you, shameful things, outrage to my body! I, at least, don’t give myself to

133 See chapter 1, and Table 3 in particular.

1% This is for example the case with his presentation of Alcaeus (composing poetry while drunk, 10.429,
composing martial poetry, 14.629) or Alcman (13.600). For the chronology and controversy over (the
one or two?) Melanippides, see chapter 1 and the section that presents sources.
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debasement!”"’

In the usual manner of the sophists at Larensis’ dinner party, another guest responds by
producing a quote that displays an equal amount of erudition: the passage he cites is
from Telestes, who “took arms against” Melanippides (aviikopvocoouevoc) in the
following lines of his Argo (PMG 805):

(a) TOovtoopov codav Aafovoov 0vK ETEATOUOL VO
dpupolig opelotg Opyovov
dlov "ABdvov SusodBaiuov aloyog Ekdopn-

Beloov ad0ig £k xep®V PaAELY,
VUUOOYEVEL XELPOKTUT® dNpl Mopcva KAEOG
TL YAp VIV €0NPATOL0 KAAAEOG 051G Epmg ETELPEVY, 5
a mopOeviav dyauov kai droid' dnévelpe Khwbo;

That the clever goddess took the clever instrument, I cannot fancy in my
mind — that divine Athena immediately threw it away from her hand in the
thick bushes, frightened by the shameful sight unpleasant to see, to be the
kleos of the hand-clapping nymph-born beast Marsyas! As a matter of fact,
why would a keen love for lovely beauty bother her, to whom childless and
husbandless virginity was the lot decided by Clotho?

The guest then paraphrases the passage before continuing to quote Telestes:

®¢ 0VK OV eVAOPNOeiong TV aloypdtnta T0V €180Vg d10, TV Topbeviay,
€gng € ¢not

(b) aALG paTov Gy OpELTOC GOE LOTALOAO YWV

dapo mpocsentad’ ‘EAAGSa povcsondiwmy

000G €nihpBovov Bpotolg €Y VoG OvELdOC.
LETA TOUTO 08 £YKOULAL®OV TNV 0OANTIKNY AEYEL

(¢) av cuveprBotdtav Bpouim mopédmke, ceuvaog

doipovog aepbev mveDU' 0LOAOTTTEPLYOV

oLV OYAQOV OKVTATL XELPOV.

[So he says,] because she, being a virgin, does not care about the ugliness

of her features, and he goes on:
(b) But this is a tale unsuitable for the chorus that has flown to

37 All translations of the poems are mine, unless otherwise specified. The text of this fragment is
uncertain but I choose to print P. Maas’ text. His solution follows the reading of the manuscripts and the
logic of the myth, with Athena contrasting her attitude towards the aulos with Marsyas’. D. Campbell
prints Vppe 8~ £yw xoxotatt didwut and translates “I consign you to ruination.” On the meter, see U.
von Wilamowitz 1921, 492-3.
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Greece, idly told by idle servants of the Muses, an invidious insult to
the clever art among mortals.

Then he praises the art of aulos-playing and says:
(c) [The art that] was given as the most helpful servant to Bromios,
flashing upward-winging breath of the august goddess, with the speed
of divine hands.

The general picture we get from Athenaeus’ account of the two quotations is that at the
end of the fifth century BC, the playing of the auloi was such a contested entertainment
practice that it prompted contemporary poets to take sides on the topic, either
condemning or defending it in their poems.'** Melanippides and Telestes are seen as
representatives of these opposite positions, and their poetic treatment of the topic is
praised for its literary quality (Melanippides being qualified as koAwmg, Telestes (later)
as xopuyac). We should note however that the kind of dialogue imagined between
Melanippides and Telestes strangely resembles the kind of dialogue Athenaeus’
sophists hold with one other: the verbs (dtacvpw and daviikopvocopatl) used to
describe the relationship between the two poets are typically Athenaecan and
everywhere else indicate a response that one guest addresses to another, in a battle of
erudition.'*’ I take this as an indication that Athenaeus, in his enterprise to collect little-
known passages, read two poets dealing with the same myth as in a dialogue and

presented them as engaged in contemporary polemics.'*

1% Athenaeus makes no mention of the other tradition (represented in particular by Pindar, Pythian 12)
that makes Athena the inventor of the aulos (on which, see this chapter, 2.3). It is also useful to note that
Athenaeus only quotes passages from Telestes related to musical practice. We could infer from this that
the author of the Deipnosophistae was using an anthology of musical passages (compiled by Heracleides
for example) — an hypothesis that reinforces the overall argument presented in section 2.

%9 The verb dtacOpetv is used 5 other times in the Deipnosophistae, always to describe a literary
polemic (real or not): 131a (of Anaxandrides about the symposium of Iphicrates); 187¢ (of Plato about
Agathon, Alcibiades, and many other “neoi”); and in quotations of comic authors. As for
QVTLKOPUOGELY, it is used three other times, always of the deipnosophists responding to each other on
matters of erudition.

"2 On the reading method and filing cabinet of Athenaeus, see C. Jacob 2000.
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Athenaeus backs up the idea that aulos-playing was becoming a contested
practice at the end of the fifth century BC by quoting another passage, from Pratinas’
hyporchéma (PMG 708) that seems to describe a debate over the place of the auloi,
linked to a revolution in musical (especially instrumental) practice:'*!

[Tpoativog 8¢ 0 DALAGLOC CVANTOV KOL YOPEVTAOV ULGO0OOP®V KOTEYOVIOV TAG
OPYNOTPUC CYOVOKTELY TLVOG ML TG TOVG CLUANTOG UT) GUVOVAELV TOLG XOPOLG,
KaBdmep NV TATPLOV, GALG TOVG YOPOVG GUVASELY TOlG OVANTOLS OV OVV
E1XEV KOTA TAOV T00T0, ToLoVVTOVY Buuov O Tlpativag gudovilet did T00de 100
Yropynuotog

Tig 0 B0pLPOC OO€; TL TAdE TA YOPEVUOTOL,

Tig VPpLg ELoAeV €Ml Atovucilada

TOAVLTTATOYO BUUEAOV;

€10G €10G 0 Bpoutog: €ue el keAOSELY, EUE SEL TATOYELY

av' 6pea ovpevov peta Notddwv

014 1€ KVKVOV GyOVTo TOLKIAOTTEPOV HEAOC. 5

tav doldav koteotace [iepig faciietov: 0 &' 0OAOG

VOTEPOV YOPEVETM, KOL YOp €60" LINPETAC.

KOUOLG LOVOV BUpOoUdYoLS TE TLYLOXL1OLOL VE@V BEAOL

TOPOLVOV

E€UPEvoL oTpaTNAGTOGC.

TO1E TOV GPLVIOV TOLKIAOV TVOQY £XOVTOL, 10

OAEYE TOV OAEGLGLOAOKGATLLOV,

AadoBopvora peropvbuopdrov

VIO TPUTAVE SEWAG TETAOCUEVOV.

Mv 1800 dde cot deELag Kol Tod0g dtappLod

OprappodiOvpoufe, ktoodyort dvog, 15

- dKoL  GKOVE TOV EUOV AMPLOV YOpPELOV.

But Pratinas of Phlius, when auletes and dancers who performed for hire took
over the dance-floors, took offence at the way the auletes failed to play
accompaniments for the choruses, as had been traditional, but the choruses,
instead, sang accompaniments to the auletes. Pratinas showed his anger against
the people who did this in the following hyporchéma:
“What is this hullabaloo? What are those choral dance-steps? What
loud-banging hubris has taken over the Dionysiac altar? Mine, mine is
Bromios! It is my role to clang away, my role to bang away, as I run
through the hills with the Naiads, singing the tune dapple-winged like a
swan. It is Song that the Pierian Muse has made queen: let the aulos
come after in the chorus, for it is its servant. In the revel (k6mos) only

! For discussion of hyporchéma as a subgenre of choral lyric, see M. Di Marco 1973-4; A. Barker 1995,
39-40, n. 4 (introduction to the Homeric Hymn to Apollo), 214-215 (Pindar’s writing of dithyrambs). On
discussion of hyporchéma as “a vague catch-all not found before Plato,” see A. Ford 2006, 282.
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let it be commander-in-chief, and in the street fights and in the fist-fights
of wined-up youths. Hit the one with the dapple breath of a toad; burn
the spittle-wasting reed, loud-idle-voiced that perverts rhythm and step
of the song, with a body fashioned by a drill. Look here! This is how
you throw right hand and foot: thriambodithyrambus, ivy-crowned lord,
listen, listen to my Dorian choral dance.”
The chorus (the “I” in this passage) deplores a change in the hierarchy between aulos
music and song, Song playing second fiddle to Music. This passage has received a lot
of attention in recent years. Athenaeus’ “historical contextualization” of Pratinas and
presentation of the poet after the two New Musicians have led critics to make the poet a
late fifth-century New Musician, connected to the musical revolution usually associated
with Timotheus and Philoxenus and thus underlining a break within the lyric

tradition.'*?

However, many points of detail in his poem are hard to account for, and
critics have tried many equations to square the final allusion to the Dorian (manly, stern
and respectable) harmonia with the circular chorus of Dionysus (usually associated

with the Phrygian mode).'*

Instead of trying to make sense of independent details in
Pratinas’ lines, I propose to focus on the connection between Athenaeus’ introduction
and the series of fragments and to examine how the passages quoted might have given

rise to Athenaeus’ historical contextualization. In order to do this, I need to take one

step back and contextualize Athenaeus’ reflections on aulos-playing.

2 The details of the debate over Pratinas’ chronology have been most recently discussed and
documented by J. Franklin, and there is little to add to his bibliography. For an early date: R. Seaford
1977, G. B. D’Alessio forthcoming “does not rule out the hypothesis that 708 PMG might be a fifth-
century pseudo-epigraphic piece ascribed to the sixth-century Pratinas.” For an early fifth-century date:
D. Campbell 1984, 13-14; 1988; 1994a, 268 n.349); G. Ierand 1997, 219-26; M. Napolitano 2000; A.
Barker 2002, 56; P. Cipolla 2003. Also L. Prauscello 2006. For a late fifth-century date: T. B. L. Webster
1962, 17-20; H. Lloyd-Jones 1966; B. Zimmermann 1986 and 1989, 29-30; R. Hamilton 1990. For
reasons I will point out below (section 1. 3), I favour an early fifth-century date. On the identity of the
chorus, see E. Csapo 2004, who argues that the chorus of this late fifth-century piece is a pastiche of
conservative critics.

'3 On this question, the most detailed analysis is W. Anderson’s (W. Anderson 1994, 88-93). See also A.
d’Angour 1997.
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The book of the Deipnosophistae in which Melanippides and Telestes’ passages
are cited (book 14) is entirely devoted to forms of entertainment and music. An
interpretation of Athenaeus’ overall method in his oeuvre would be out of place here,
but three points should be emphasized to better understand Athenaeus’ book 14. First,
Athenaeus’ debt to Plato and Aristotle is immense all throughout the Deipnosophistae
and many critics have underlined the author’s reliance on these two philosophers as
sources.'** It is particularly obvious in the presentation of musical matters, where long
passages are quoted from Aristoxenus, Heracleides of Pontus, and other authors of
musical treatises (Damon and Peripatetics authors). Secondly, Athenaeus’ choice of
quotations about music and entertainment suggests a process of selection. All the
passages quoted, as | have briefly mentioned earlier and as A. Barker has described in
detail in a 2000 article, show a fascination for the sociopolitics of music, but very little
interest for the technical subtleties of organology, music theory or practice.'* Finally,
Athenaeus’ version of musical history and lament over the changes from “the good old
times” are only one expression, in a larger set of issues, of the author’s and characters’

appropriation of Hellenism under the Roman empire.'*®

144 See M. Trapp 2000, 357: “In terms of numbers of named references (admittedly a crude measure),
Aristotle’s name comes up about 170 times, Plato’s about 140, Theophrastus’s about 110, Clearchus’s
and Socrates’s around 80, Posidonius’ about 40, Epicurus’ about 35, and Speusippus’ and Aristoxenus’
about 30 apiece.” Also 362: “for attentive examination of Athenacus’ “Platonism” can significantly
enhance our appreciation of a number of important general features of the Deipnosophistae as a whole. 1
have stressed the care Athenaeus has taken to include not only quotation and summary of Plato’s own
works, but also elements from subsequent scholarly and critical debate over them, and how in the process
he has displayed both positive and negative evaluations of this classic oeuvre.”

145 A Barker 2000, 427: “it seems that the available material has been passed, whether deliberately or
subconsciously, through a distinctly curious process of filtration, which has systematically sieved out
everything that had ever been of interest to genuine students and connoisseurs of music.”

14 Lament over the mousiké of the “good old times™: Deipnosophistae 14. 633b: cuvéPatve 8¢ 1 v
TOAOLOV OLAOHOVGETY Tovg “EAANVoG petd 8¢ tovta [whenever that is, probably with the New Music]
atoglag KoTaynpooovImv oXedOv Gndviov Tdv dpyaimv vopiuwy [...]; 14. 628, on dance, that was
gboyNuUvov 101e Kol ueyolonpeneg in the past, before becoming vulgar. The disctinction between the
construction of the good old past and historical reality is crucial in investigating the dynamics of

50



Chapter 2 — New Music and its Myths

Keeping in mind these three all too brief remarks, I now propose to show how
Athenaeus’ contextualization of the four fragments (Melanippides, Telestes and
Pratinas) presented above owes specifically to his reading of Aristotle’s Politics, how
his understanding of Aristotle’s views lies behind the succession and interpretation of
quotes, and how what we take for musical history is actually antiquarian literary
criticism. This will allow us to better understand how the traditional way of reading
Melanippides, Telestes and the other New Musicians on the background of the

“context” of Athenaeus is problematic.

Aristotle on flute-playing

In book 8 of his Politics, Aristotle discusses civic education. In the last three
sections, he turns to the role of mousiké in paideia and focuses more particularly on the
evolution of instrumental practice and the role of auloi-music in society. It is in this
context that the philosopher refers to the “old poets who have mythologized on the
auloi” and presents different ways of interpreting a myth that seems to be the one
Melanippides and Telestes refer to:'*’

€VAOYME &' €XEL KOL TO TEPL TOV AVADV VIO TOV GpY0imV LELVOOAOYNUEVOV.
oot yap on v "AOnvav e0povcay ATOBOAELY TOVG GOAOVE. 0V KOK®G UEV
o0V €xel Odval Kol dLd THV GoYMUOGUVIV T0D TPOGHOROV TOVTO TOLNRCOL
duoyepavacav v Bedv: 00 UnNv GAALG LOAAOV €1KOG OTL TPOG THV dLEVOLOV

oVOEV €otv N mowdela TG OVANcEm, T 6& 'ABnva v €miothunv
TEPLTLOEUEY KOL TNV TEXVNV.

The myth told by the old poets on the topic of the auloi makes sense. For
according to them, after Athena found the instrument, she threw it away. It is
not a bad point to make that she did it out of disgust for the indecency of her

“tradition and innovation.” For a parallel, see T. Whitmarsh 2000, 305, who “explores Atheanecus’
representation of the power relationship between Greek and Roman as a literary and cultural strategy,
not simply as an observation of an externally existing reality” (my emphasis).

7 Aristotle, Politics 1341b.

51



Chapter 2 — New Music and its Myths

features: but it is more likely that it was because education in flute-playing has
nothing to do with intelligence, while we make science and technical skills the
province of Athena.

Aristotle introduces the story as an acceptable fiction (eVAOywmg &' €xel) avd starts by

presenting the most traditional interpretation of the myth (ov kok®g €yet dpavar) - the

one that Melanippides seems to be relying on and that Telestes objects to: Athena
rejected the aulos because she realized it made her face look ugly. But like Telestes,
Aristotle questions Athena’s rejection of the aulos for aesthetic reasons only, and
attributes it, more verisimilarly (o0 pnv GAAG poAlov €ikog) to the goddess’

¥ With this remark, Aristotle connects the

involvement with €miomun and t€yvn.
myth with the Athena of “our” Athens, and his overall purpose - education. It is thus
not an alternate version of the story that he offers, but a different interpretation. In his
account, flute-playing, as an education matter, is opposed to dianoia and is foreign to
the province of science and technical skills attributed to Athena.

Aristotle continues by condemning “the technical education in instruments and
performance” (T@v Opydvmv Kol THg €pyaciag Thv TeXVIKNV moldelov). Professional
playing (i.e. playing at musical contests) only aims at the listeners’ depraved pleasure,
not at the player’s personal edification or relaxation and is considered “a task not
appropriate to free men, but most menial” (o0 @V €AevOEpV TV €pyaciav, GALA
Ontikmtépay). Aristotle develops this idea by describing changes in music connected
to professional playing:

0 yap Batng popTiKOg OV UETOPIAAELY E1WOE TNV LOVGLKNV, OGTE KOl TOLE

TEYVITAG TOVG TPOG QDTOV UEAETOVTAG OOTOVG TE TOLOVE TLVOG TOLEL KAl TO!
ouoTo 310 TAG KIVNOELG.

8 On Politics 8, see R. Kraut 1997. Kraut describes how Aristotle reads Plato in the same terms he reads
poetry.
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Because of its depraved character, the audience is bound to causing changes in

music, to the point that it fashions both the characters of the technical experts

who attend to it, and their bodies, because of the movements involved.
The kind of musical revolution that Aristotle describes (ueTOBAAAELY ... TNV LOVGLKNV)
quite surprisingly does not come from the poets, nor the performers, but from the
audience (0 Osatng), qualified by its depravity (¢optikog @v). It is only because the
technical experts attend to the audience (mpo¢ 00TOV peret@vtag) and want to satisfy
its (base) tastes that both the character of the music and the body of the performer
changed, to adapt to popular demand.

The last section of the Politics discusses the harmoniai and rhythms fit to be
used, especially in education.'*” Aristotle accepts the division of melodies proposed by
“some contemporary musical experts and these philosophers who have been well
acquainted with education in music” [1341b]. Unlike Plato, however, he does not reject
some harmoniai on a moral basis, but argues that they should not all be used in the
same way, for musical education does not have one single aim (to lead to virtue) but
several (including catharsis, relaxation, and recreation). Because his discussion of
music always includes attention to these last aims, the passage concludes with a
sociology of the theatre: there are two different kinds of spectators, one free and
educated (€levBepog kol memoidevuévoc), the other a vulgar crowd of artisans,
labourers, and the like (0 8¢ ¢popTiKOGg €K Bovovowv Kol ONTOV Kol GAA®Y TOLOVTOV

ovykelpevog) [1342a]. Some modes, corresponding to the “natural character” of a

certain kind of audience, can be played by professionals, to suit this set of listeners. The

149 On the distinction between the two, see A. Barker’s commentary, A. Barker 1984, 179.
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150 and a

passage ends with an argument against Plato on the topic of the Phrygian mode
note on the dithyramb, acknowledged as Phrygian (and illustrated by the example of
the fourth-century lyric poet Philoxenus who had started his dithyramb the Mjysians in
the Dorian mode but ended up “falling back naturally” (Um0 ¢ ¢pOoemg avTng) to the
natural (Phrygian) harmonia of the dithyramb). The last words before the concluding
paragraph are devoted to the Dorian (middling) mode, in which young people should be
taught.

This Aristotelian text provides, I suggest, the background to Athenaeus’ first
discussion of aulos-playing in book 14: although Aristotle is not acknowledged as a
source, the succession of quotations in Athenaeus seems to be illustrations of
Aristotle’s argument in these three sections of the Politics."”' First the two quotations
of Melanippides and Telestes (PMG 758 and PMG 805) appear to illustrate the idea
that the ancient poets had a good tale about Athena’s rejection of the auloi [1341b].
Athenaeus even uses synonyms to present the literary quality of the authors’ poetry
(xardg for o0 kaxdg and eVAOYAC).>* Secondly, Athenaeus quotes another passage
from Telestes, from a different piece (the Argo) that elegantly describes the use of auloi
(KOpYAG ... EANA®OE TV TV AVADY Xpeilav) (PMG 806):

N ©pOyo KOAMTVOOY GVADY LlEP®Y BaGLAT L,
AV30V O¢ PLOGE TPADTOG

Awp1d0g AvTimoiov Lovong vouov oildAov ouda
TVEVUOATOG EVTTEPOV VPOV OUNTAEK®V KOAGUOLG.

130 Aristotle hints at the Socrates of Plato’s Republic 399 a-c.

! In other words, my hypothesis is that when trying to recreate the kind of discourse about aulos-
playing that an educated Greek would have held in the classical period, Athenaeus turned to Aristotle. He
does not need to quote Aristotle, just cover the topics covered by Aristotle and quote “supporting” poetry
that proves his education.

"2 If this is indeed the case, and if Athenaeus is drawing from Aristotle to present the topic of aulos-
playing, then it would mean that he had no problem in assimilating Melanippides and Telestes with the
ol dpyalot that Aristotle refers to.
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the Phrygian King of holy auloi with beautiful breath, who was the first to

fit together the Lydian song with changing voice, opponent of the Dorian

Muse, weaving around it on his reeds the well-winged breeze of his breath.
The vocabulary and imagery of this passage is reminiscent of the Telestian passage
quoted right before, where the virtuoso aspect of aulos-playing is suggested by the
repetition of images of winged and light things (oilontépuyov mvevpa and dyAadv
wKVTOTL XEPOV in 805¢, KOAMTVOmY 00A®Y and ebmtepov obpay in 806) and the use
of alliterations that mimic the difficulty of aural articulation (especially in the repetition
of p/t, p/n). This virtuosity is precisely the feature of aulos-playing described by
Aristotle (yeipovpyikng emomung [1341a]) and the reason why the philosopher
rejects the instrument for education (although not for the theatre). Additionally, the
passage seems to perfectly “illustrate” the notion discussed by Aristotle in the next
section of the Politics: the use of harmoniae. All the musical terms in Telestes’
fragment have an ethnic marker that also applies to musical harmoniae: Phrygian auloi,
Lydian nomos and Dorian Muse. The two passages also link aulos-playing with the
East and with Dionysiac religious experience (PMG 805¢) — two aspects that Aristotle
discusses in [1342a]. I would even go further and suggest that the Phrygian king
referred to by Telestes (PMG 806) is the Olympus that Aristotle describes in [1340a].
Finally, the reference to the “Dorian” Muse in this passage recalls the very last topic
discussed by Aristotle in book 8, and announces the reference to Dorian choral dance in
Pratinas. In this context, Pratinas’ fragment, with its reference to musical change, its

anti-democratic ideology (with the reference to the democratization of music, the attack

on the banausic dimension of aulos-playing and the praise of the Dorian mode) and its

55



Chapter 2 — New Music and its Myths

condemnation of the power of the aulos-performer seems illustrations of Aristotle’s
point about petoGAAeLY TV povolkny and KIVAGELS.

If the close connection between all the topics discussed by Aristotle in the last
three sections of the Politics and presented by Athenaeus in book 14 of the
Deipnosophistae strongly suggests that Athenaeus relies on Aristotle in his treatment of
aulos-playing, two additional remarks are necessary to qualify Athenaeus’ use of the
Aristotelian material.'>® First, in a manner characteristic of the method of the whole
Deipnosophistae, instead of discussing general themes, Athenaeus relies on quotations
that (presumably) illustrate the points of Aristotle’s text. The fit, however, is not always
perfect, and Athenaeus is not consistently a good (or honest) reader: the myth of
Athena rejecting the auloi for example is interpreted by Aristotle as proving Athena’s
foreignness to technical skill and her connection with intellectual disciplines (sophia
and techné). Yet the quote that Athenaeus offers makes the reverse point: Telestes also
refers to sophia and techné, but in connection with Athena’s playing of the auloi: she is
coodv and would not reject the cooov dpyovov (805a, vv. 1-2); the tale about her
rejection of the auloi is a disgrace to this codpag t€yvag (805b, v. 3).

Secondly, when introducing Pratinas’ passage, Athenaeus misses the point of
the argument in the Aristotelian text, since for Aristotle the source of decline is located
in the audience, not in the performer. Athenaeus’ discussion of Pratinas is thus doubly
misleading: on the one hand, Athenaeus quotes poetic lines that seem to describe the

kind of phenomenon described by Aristotle (the power of aulos-music, including its

'3 Another supporting argument: Aristotle discusses the modes very little in Politics 8, and so does
Athenacus in connection with aulos playing. He has a much longer passage on this subject (inspired by
Heracleides of Pontus), in 624ff.
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kinetic power) but in doing so, misses the Aristotelian focus on the depraved taste of
the audience, to whom the performers conform. On the other hand, Athenaeus recreates
a social context that explains the motivation behind the poetic lines of Pratinas:
according to Athenaeus’ historicist reading of Pratinas, if the poem expresses some
anger at the growing power of aulos-music, it must be because there actually was some

154 The ‘contextualization’

change in the performance of music at the time of Pratinas.
and musical history that Athenaeus proposes (the imagined polemic over the use of
auloi between Melanippides and Telestes, and the ‘historical event’ that Pratinas’
fragment refers to) has therefore little value to understand Melanippides and Telestes: it

is a “contextualisation” of fifth-century fragments that seems to illustrate Aristotle’s

theory.

1.2 The four characteristics of New Music according to the De musica

Pseudo-Plutarch’s De musica, a treatise whose importance “lies in its lack of

»155 {1lustrates the same kind of second-hand use of the late-fifth and fourth-

originality,
century poets. The treatise relies mostly on fourth-century sources and paraphrases of

Aristotelian moral philosophy. I propose to briefly present the passages of the De

musica connected with New Music, and show how, on the one hand, pseudo-Plutarch’s

13 A close look at the other passages that Athenaeus quotes however shows that Pratinas was interested
in metapoetic statements: se for example PMG 709, PMG 710, PMG 712 and in musical history PMG
713, from pseudo-Plutarch’s De musica.

About Pratinas: many scholars have taken this passage to show that Pratinas was a late fifth-century poet.
If in this passage Athenaeus seems to make him contemporary with Melanippides and Telestes,
elsewehere, Athenaeus quotes him in contexts where he talks about archaic poets. (The reference to body
movement, the anti-democratic tone, the use of harmoniae and same vocabulary and technique as the
New Musicians make him sound like a New Musician avant la lettre).

135 A. Barker 1984, 205. On the De musica, see H. Weil and T. Reinach (eds.) 1900, F. Lasserre 1954, L.
Gamberini 1979.
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(and his sources’) presentation is strongly ideologically biased, and how, on the other
hand, this presentation may come from the reading of the meta-musical passages of the
poems themselves.

One of the characters, Lysias (who claims to have been mostly educated not in
musicology but in performance, yelpovpylk@® UEPEL THG LOVGLKNG €YYEYLUVACUEDO,
1135e) starts by presenting a general history of music and it innovators; the last words
of his speech (sections 11-12) are devoted to New Music. The description presents
aulos-playing and the revolution introduced by the music of Melanippides, Timotheus,
Philoxenus and Telestes - after which nothing more is said about the history of music,
as if Mousiké had died with them and were bound to silence. The vocabulary used in
the description has political overtones (1135d):

Kpé&og de kot TiudBeog kot dAdEevog kol ol kato TovTy TV MAtKiov

YEYEVOTEG TOINTOL GOPTIKMTEPOL KOl GrAdKaLVOL YEYOVOGL, TO OLAGVOpmTOV

KOl Bepatikov vov ovopalopevov Stwovteg Tty yop OAlyoyopdiav € KO

™MV OrAOTNTO. KOL GEUVOTNTA THG HOULGLKNG TOVIEAMDG CPYOLKNV €LVOL
oLUPEPNKEV.

Crexus, Timotheus and Philoxenus and other poets of the same period displayed
more vulgarity and a passion for novelty, pursued the style nowadays called
“popular” or “profiteering.” The result was that music limited to a few strings,
and simple and dignified in character, went quite out of fashion.

The passage is reminiscent of the Aristotelian anti-democratic tone of Politics 8 that I
have described above: ¢poptikwtepot (more vulgar) is precisely the adjective used
twice in Politics [1341b] to describe the tastes of the mob; Bepoatikdv (profiteering)
places music in the domain of market economy, as ¢tAdvBpomov (looking for popular
success). Both express the elite perspective from which the passage is written, and that
reminds of Aristotle’s description of the professional musicians as Ontikotep[ot]. The

scenario that Lysias offers is one of musical decadence: before the New Musicians, the
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tendency to innovate (illustrated by composers from Terpander to Sacadas) was still
ruled by “good” taste (a0tOl OVK GOECTOGOL TOD kaA0D).*® The New Music’s first
characteristic is its intemperate love for innovation (10 ¢1tAdxoivov), equated with a
base quest for success. More than a history, Lysias seems to be offering an evaluation
in moral terms of the democratisation of music (that lost the cepvdtng that belongs to
elite ideology).

The same mix of historical description and ideologically biased evaluation can
be found in the discourse of another character, Soterichos. In [1141c-d], Soterichos
describes the relationship between aulete and chorus-trainer and the change introduced
at the time of Melanippides in terms reminiscent of Aristotle’s:

To yap moraiwdv, €mog €1¢ Melavimmidny tOv TV dtBvpduPov mointyy,

ovupePnkel TOLC AVANTOG TOPA TOV TOMNTAOV ACUPAvelv ToLg UieBovg,

TPWTAYOVIGTOVONG dNAOVOTL THG TONCEMS, TOV &' OVANTOY VRANPETOVVIMV
701G S1800KAAOLS" VOTEPOV OE Kol ToVTO dedOapn (...).

In the old days, up to the time of Melanippides the composer of dithyrambs, the
auletes used to receive a salary from the poets, which shows that poetry was the
main actor, and the auletes were subordinate to their instructors. Afterwards
however, even this was destroyed (...).

The verb chosen to describe the relationship between music and song is formed on the
noun (Doric vanpétag, Attic vnnpéng) used in Pratinas’ poem itself (v. 8), a verb that
does not otherwise appear in the De musica.”’ It is thus very tempting to interpret this
as meaning that pseudo-Plutarch’ source read from Pratinas and constructed the
sociocultural context from the poem. This is all the more probable that this method of

reading is illustrated in the next lines, where the speaker describes the demise of music

' This is again expressed in Sotesichorus’ discourse [1140f]: einot 11 & v, 0VSEV 0DV VRO @V
apyaimv tpocefevpnTol KOl KEKALVOTOUNTOL; Ol Kol 00T0¢ 6Tl mpocegevpntol, GAAG LETA TOD
GEUVOD KOl TPETOVTOC.

" In the writings transmitted in the pseudo-Plutarchian corpus, the only other time the noun is used is in
a quotation of Euripides.
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by quoting Pherecrates’ passage in his Cheiron (fr. 155 K-A) devoted to the New
Musicians.'”® So the first two characteristics (base quest for popular success by use of
innovations, and change in the relationship between aulos-players and choreutes)
associated with the Musical Revolution are, I propose, paraphrases of different sources,
interpreted on the background of Aristotelian (conservative) ideology."”’

A third characteristic is associated with New Music and described (in 1141d) as
a result of a growing tendency to kainotomia and changes in aulos-music: polychordia
(many-stringedness).

opoimg 8& kat Melovinnidng O HEAOTOLOG EMYEVOUEVOG OVK EVEUELVE T()

TPOVTOPYOVGT HOVOLKT, GAL" 00de DP1LAdEevog 0vde Tywodbeoc ovtog Yap,

ENTa000YYoL g Abpag Lrapyovong £ng e1g Teprmovdpov 10v ~Aviicoalov,

diéppryev  €1g mAelovag d00yyous. GAAG yOop KOl <N> OOANTIKN 0O
OmAOVTEP QG E1¢ TOLKIAMTEPOY UeTABERNKE Lovotkny (...).

The composer Melanippides did not remain within the kind of music that had
preceded him, and neither did Philoxenus or Timotheus. Thus the notes of the
lyra, of which there had been seven as far back as Terpander of Antissa, were
scattered about and increased in number by Timotheus. There was also a change
from simplicity to greater complexity in the music of the aulos (...).

The hybristic addition of strings to the lyre is a feature of New Music illustrated by
many anecdotes.'® If one keeps in mind the passage from Politics 8 referred to earlier,

it becomes clearer what ideological value is associated with many strings: many sounds

"% On this passage, see chapter 3. The process of reading from the sources and either ‘making up’ the
historical context starting from the poem, or glossing the text, is illustrated elsewhere in the treatise.
Barker has argued this point in his discussion on the nomoi, compositions that took their name later on,
when people were looking for a justification (see A. Barker 1984, 250-255).

1% Moreover, the hierarchy between song and poetry is expressed with a participle (tpotoyovictotonc)
used by Aristotle in Politics 8, 1338b. This leads me to suggest that the reason why both Athenaeus and
pseudo-Plutarch associate, in the passages I have quoted, Pratinas with the late fifth-century musical is
because they rely on a source that itself relies heavily on Aristotle Politics 8 and quotes passages from
the New Musicians and Pratinas.

10 The Suda gives Timotheus as “from Miletus, lyric poet. He added the tenth and eleventh strings to the
lyre, and he made the old-fashioned music more effeminate.” This last note is a variation (still in the
realm of perception of gender and reflexion on self and sex) on Pherecrates’ description of the
misadventures of Music in his Cheiron. Other composers are accused of the same fault, e.g. Terpander.
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(mhelovag $OOyyoug) suggest democratic multiplicity, which can lead to the thorubos
of the crowd that Plato and Aristotle qualify as vulgar. However, as opposed to the
other features of New Music for which no aural witnesses survive, more than a
thousand artefacts representing lyres have survived, and the visual evidence widely
suggests that the lyre kept its seven traditional strings all throughout Antiquity.'®" So
where did this tradition of “Timotheus the strings-adder” arise? I propose that
Timotheus’ sphragis of the Persians itself gave rise to this idea, with Timotheus’

enigmatic expression vov 8¢ TiudOeog petpolg / pubuolg T = €vdekokpovudtorg /

KiBapwv e€avatéAiel (PMG 791, vv. 229-231). This expression, read with Platonician

and Aristotelian criticism of polychordia in mind, seems to have suggested the tradition
of decadent many-stringedness in New Music.

Finally, the last characteristic of New Music described in this passage (poikilia,
variegation) is developed in another anecdote, which summarizes particularly well the
ideology associated with New Music (1142b-c):

Tov yop kota v avtob [i.e Aristoxenus] nAtkiav omot TeAesio 1@ OnPoiw
ouupfivol VE® HEV OvTL Tpadival €v TN KOAMGOT) LOVOLKT Kol OOy dAAO
T€ TOV €VSOKIULOVVTOV Kol dM Kol 10 Adumpov kol to IIpotivov kot tdv
AOLT®V OGOl TOV AVPLKAV GVOPES EYEVOVTO TOLNTOL KPOUUAT®V Yool Kot
OVANoOL 3€ KOADG KOl TEPL TO AOLTO, UEPT) THG CLUTAONG TALSELOG 1KOVAG
dromovnOnvolr mopoAlGEavto d€ THV NG AKUNG NALKlov, oVT® Goddpa
€€amamOnval VIO TG OKNVLKNG TE€ KOl TOLKIANG LOVGLKNG, (O KOTOOPOVNGaL
IOV KOADV €kelvov €v ol dvetpddn, 10 Piro&évov 8¢ kol Tipwob€ov
€KpavOdvely, Kal ToUVTMV OVTOV TO TOLKIAMTOTO KOl TAELGTNV €V 0VTOL
£Y0oVTO KOLVOTOULAV. ..

In his own time, he [Aristoxenus]| says, Telesias of Thebes was in his youth
brought up on the best music and dance and he learned the music of reputable
composers, especially that of Lamprus, Pratinas and the the other lyric
composers who produced good lyric pieces; he was also a good aulos-
performer, and thoroughly studied the other parts of a complete education. But

1" M. Maas 1988, against O. J. Gombosi’s idea that the initial lyres had 3 to 5 strings and the classical
lyre, eleven to twelve (in O. J. Gombosi 1939).
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when he passaged the prime of his youth, he was so seduced by the variegated
theatre music, that he started to despise all the famous beautiful pieces in which
he had been brought up, and learned the compositions of Philoxenus and
Timotheus, and among these composers’ pieces, the most variegated and
containing the maximum innovation.

This passage is reminiscent of Lysias’ speech (where the New Musicians were
otAdkovol) but assimilates the attraction to kainotomia with poikilia. Again, this
description may have sprung from a reading of terms evoking poikilia in the meta-
musical fragments of the New Poets: vouov aidiov ouog (PMG 806, v. 3), mvedy’
atoromtepuyov (PMG 805 ¢, v. 2) to describe the breath of the goddess blowing into
the auloi and moukiAduovcog used by Timotheus in his sphragis to describe the

novelty introduced by Orpheus.'®*

Conclusion to section 1

Four characteristics thus stand out from reading the De musica passages
describing the New Music revolution: New Music is a moment in late fifth-century
culture when poets (1) deliberately strived for novelty (xoivotoutio); (2) introduced
changes in the relationship between song and musical accompaniment, especially auloi
music; (3) introduced many-stringedness (polychordia) in kithara music and (4) used
greater musical complexity (moikiiia). These four ideas, and only these, constitute the
core of what pseudo-Plutarch says of New Music. The same characteristics of, and the
same biases against, New Music can be read in Athenaeus’ paraphrase and explanation
of a few meta-musical fragments of the New Musicians in the Deipnosophistae. In

analysing the structural, lexical and ideological connections between fourth-century

12 There is no proof or example quoted by pseudo-Plutarch to justify or qualify the claim that the New
Musicians introduced poikilia.
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fragments and the historical context offered by Plutarch and Athenaeus, 1 have
suggested that what we take for a “historical contextualization” of the fragments is
likely to be derived from the Imperial authors’ face value reading of the meta-musical
passages, a reading influenced by Plato’s description of the catastrophic history of
mousiké in the Laws and Aristotle’s comments on New Music in the Polifics.

I now propose to start from the poems and see how the “myths” of kainotomia,
poikilia, polychordia, and contested aulos-music function in the poets’ self-
presentation. It should be clear by now that I do not mean to deny altogether that the
“New Music revolution” existed, or that Telestes’ and Timotheus’ claims were not
connected to some social, musical or technical reality: P. Wilson’s and E. Csapo’s work
on the social history and material culture of the late fifth century has provided
considerable grounds for understanding the importance of the transformation of
musical practice in the classical period.'® But to complement these scholars’ music-
centred analysis, I would like to offer a mytho-centred analysis, and show how the
terms examined above (kainotomia, poikilia, etc.) were important in the New
Musicians’ self-representation and key for the rhetoric of legitimization they used to

negotiate their place in the lyric tradition.

2. New Music From the Top

2.1 Kainotomia or the rhetoric of the new

19 In addition to the volumes already mentioned, see P. Wilson’s collection of essays and articles on the
Greek theatre and festivals (P. Wilson 2007).
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The New Muse is as old as Homer. Telemachus, a prototype of the literary
critic, is the first to use the New Muse fopos and state the appeal of novelty in songs:'®*

TV YOp G013V LOAAOV EMLKAELOVG GVOpmTOL,
1] TLC OKOVOVIEGGLY VEMTOT QUOLTEANTOL.

For men praise most the song that comes the newest to their ears.

Most lyric poets made the same claim about novelty, while using traditional diction and

figures, including Pindar in one of his earliest epinician:'®’

AAuUBovE ol oTEDaVOV, OEPE &' €VUOALOV UlTpay,
KOl TTEPOEVTA VEOV GUUTELYOV VUVOV.

Take a crown for him, bring the headdress of fine wool, and send my winged
new song.

When Timotheus in the sphragis of the Persians (vv. 202-205) calls Apollo the one
“who protects the new-fashioned Muse,” he thus continues a long lyric tradition of
relying on the innovation motif to appeal to his audience. I focus in what follows on
this Timothean passage since it is representative of the “rhetoric of the new” used most
generally by the New Musicians:

AN @ xpvoeokiboply Gé-

Ewv Lovoav veotevyn,

€Uo1g €MD" EmlkoVPOg VY-

voig inte IMaotav: 205
0 yap W' eVYEVETOC LOKPOL-

@V ITAPTOG LEYOS OYELMY
Bpvwv dvbeoiv NPog

doVEL A0OG EMLOAEY OV

€NaL T aibomt popmt, 210
OTL TOAOLOTEPOV VEOLG

1% 0d. 1.351-2. Plato quotes a slightly different and less “listener’s response”- oriented kind of criticism
in Republic 424 be. On this passage, see A. d’Angour 2006, 268 ff.

195 Isthmian 5.60-61. Pindar also refers to the novelty of his song by using an image that will become a
favourite of the Hellenistic poets: that of the narrow, untrodden path (see Paean 7b.10 ff.: xeladnca®
Vuvoug/ ‘Ounpov [8e un tpt]nmtov kot auogitdv/ 10vieg, G[AL dA]rotplalg av' inrotc...) For another
Pindaric view on novelty, see Olympian 9. 47-9: &yelp énémv odiv oipov Aryvv,/ aivel & modatdov uev
otvov, GvBea & Vuvov/ VEOTEpmv.
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VUVOLS LOVOOV CITLULD'

€Y® 8' 0VTE VEOV TLV' 0V-

1€ YEPQOV 0VT tonPov

elpyw TOvd' €k0g Vuvov: 215
TOUG O€ LOVGOTOAOLOAV-

UOC, TOVTOVG &' AMEPVK®,
Aopntipag doldav,

KNPUK®OV ALYVLOKPOOM-

VOV TELVOVTAG LUYAG. 220

But you who protect the new-fashioned Muse with the golden kithara, come
and help me defend my hymns, 1€ Lord Paean. For the well-born and ancient
Spartan people, a powerful big leader, swarming with the flower of youth
inflames me, driving me about, and chases me with burning reproach, because
with my new hymns I dishonour the old Muse. But I don’t push anybody, either
young or old or a peer, away from my songs. It is the corruptors of the ancient
Muse that I reject, debauchers of songs straining the howling of far-shouting
heralds.

This passage has often been presented in connection with PMG 796, also quoted by
Athenaeus (122c-d), and read as illustrating Timotheus’ defense of a poetics of
kainotomia:

0VK Qeldm T0 TOAOLd,

KOLVO YOP OUO KPELGO®'

VEOG 0 Zevg BacLAEVEL,

10 maron &' v Kpdvog dpywv:

anito Movoo moloid, 5

I don’t sing the ancient songs, because new ones are better. It is the young Zeus

who is king, but in the past Kronos was the ruler. Let the ancient Muse go
away!

What the parallel with the reigns of Cronos and Zeus makes clear is Timotheus’
rhetoric: by using the metaphor of divine genealogy and a form that reminds of gnomic
poetry or proverbs (véog 0 Zevg Baciievet etc.), Timotheus draws on the authority of
tradition in general and that of Hesiod in particular, to do away with tradition. I propose

to look further into the poet’s strategy of self-representation and show how it is based
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on three features: a subtle weaving and constant modulation between traditional themes
and innovative diction, and innovation themes with traditional diction; a literary
judgement of his critics and contemporaries; and a presentation of his progressive

vision of literary history.

The fabric of the new

Timotheus combines the fopos of the New Muse with several other traditional
thematic or stylistic aspects of archaic poetry, especially lyric, and hymnic, poetry.
First, the reader familiar with Homer will recognize two paradigms in the appeal to the
povca veotevyng: on the one hand, the adjective is found in Homer and thus gives a
respectable pedigree to invention, poetic and technological.'®® On the other hand, the
epithet is found only in Homer and only once — and the use of a Homeric hapax
suggests archaism and erudition.'®” Readers familiar with Pindar will also recognize not
only the lexical features of a cletic hymn (with the invitation €\6', the epithet
ypuoeokibaptv to qualify the god'®® and the participle déwv in relationship with the
song),'® but also the traditional markers of lyric culture (with the singing of the pacan
and the reference to choral harmony). The reference to paean singing, right before the

sphragis (196-201), is particularly interesting:

1 In Iliad 5.193-4 §iopot/ karoi mpwromoyels veotevxéec. By using an adjective that applies to
chariots, Timotheus makes his poetic invention close to a craft.

17 See Janssen ad loc.: “In all these cases the reason of the choice cannot have been the wish to mask
some modernism, but T[imotheus]’ inclination to the rarely occurring, old-fashioned words which were
to lend his poem a certain dignity.”

1 This compound adjective is never used by the lyric poets but Pindar, Pythian 1.1-2 uses ypuvoéa.
06puty€ " AmdAlwvog kol lomlokdumyv / cuvdikov Moloav ktéovov... See also Nemean 5.23-25:
Motcav 6 kGAALGTOG Y0pOg, €v 8¢ pE€oalg, 00puLyy' 'AmdOA@Y ERNTAYAWOGOV / YPUGEWD TACKTP®
SLdkwv / GYELTO TAVTOLWY VOU®Y*

19 Olympian 6.105 ypvoalokdrolo noolg Audrpitag, £udv §' duvev deé' evteprec dvloc. Fr. 70a.
13-5: evdunvkeg/ agléet 11, Motoot, BGAog doldav/ | yap evyouat.

66



Chapter 2 — New Music and its Myths

o1 &€ Tpomolo oTNoauevVol Atdg

ayvotatov téuevog, [oway’
£KeAAONGOV 1OV

dvoKTOo, GOUUETPOL & €Te-
KTUTEOV TOODV 200
VYLKPOTOLG YOPELOLG,

But [the Greeks] set up trophies to be a most holy sanctuary of Zeus, and sang
Paian, the healer lord, and they stamped their feet in tempo in dances
resounding with marked beat.

In these lines, the poet describes the setting up of trophies in celebration of the Greek
victory after the battle of Salamis, accompanied by a song to Paian. The reference to
the loud celebration (¢xeldadncav), with feet marking the beat (vv. 199-201) is
reminiscent of features of the Telestes passage quoted above, where Marsyas is
described as a “hand-clapping beast” (xetpoktinm ¢npt, PMG 805a, v. 4)."”° Again in
the Pratinas fragment, the chorus proposes a proper display, with high tossing of hand
and feet (de&10¢ ka1l m0d0g drappldd, PMG 708, v. 14). This marking of the beat in all
three passages is important to ensure the communal dimension of singing and dancing.
So with this song to ITawav 1ov dvokta, Timotheus roots the whole nome in a ritual
song-and-dance performance, one emphasizing the link between the victorious Greeks

and their civic identity.'”!

This political and civic dimension of the performance, I
suggest, is just as important for the performers themselves (the Salaminian soldiers) at

the beginning of the fifth century as for the listeners of Timotheus’ nome at the end of

70 Commenting on this passage, J. Herington 1985, 154 suggests that the kitharode performing the
Persians may have accompanied the paean with marching dance-steps, (a scenario discussed by pseudo-
Aristotle in his Problems, 19.15), but J. Hordern 2002, 224 notes that “this [...] would be more
convincing if the rhythm were here anapestic.” The movement does, however, not need to be a military
march, matching anapestic rhythm: the prefix €én- can mean “in accompaniment” and may refer to the
marking of tempo.

! Most recently I. Rutherford 2001, 61-63: pacan singing “has the integrative function of articulating a
sense of community among the members, and of expressing this sense before the polis as a whole.”
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the century.'’” These are the features that correspond to the old and that most likely
appeal to the conservative crowd. To these stylistic features, one could add the
calculated thematic and metrical “oldness” of the opening line, in dactylic hexameters,
celebrating the Greek civic virtue par excellence, eleutheria, in dactylic hexameters:
KAEWOV EhevBepiog tevyov péyav EAAGSL kéopov (PMG 788).'" These opening
lines voice traditional virtues in traditional diction, as if to frame the tone of the whole
poem.

The explicit reference to the stamping of the feet (and the aurally mimetic
element in the alliteration in [p], 199-200) can also be read with more generic concerns
in mind. As A. Ford has shown in his investigation of the definition of paean,

[w]e can better understand the elusive paean if [we] put aside the quest for a

timeless, ideal pattern and notice instead certain religious and rhetorical
dynamics of the paian-cry itself.'”*

Considering “paeans as structures designed to pronounce paian—or its functional
equivalent,” Ford emphasizes the importance of right naming in this genre, “reflected
in the ambiguity of the word itself, simultaneously a name for a particular kind of song,
what one says in that song to evoke the god, and the proper name of the god the song

invites to appear.” Reading another paean by Timotheus (PMG 800), Ford notes that

72T, Power 2001, 176 presents this point particularly well: “[...] Timotheus, by casting the beginning of
his sphragis as a paean, invites the identification of the performance of the nomos with the iconic
performance of archaia mousiké that is paean (a) [the paean sung by the Greeks around tropaial: the
latter serves as a validating ‘classical’ model for the former. A link from the music of the past to the new
music of the present performance, what Timotheus in his own paean calls mousa neoteuchés (203) is
thus forged along the lines of generic assimilation: the ancient paean is represented by the new citharodic
nomos and the nomos in turn represents itself as a paean — significantly, by way of introducing the
sphragis, in which Timotheus will assume, in propria persona, a variety of conventional, socially
inclusive positions for himself and his music.”

'3 The meter is that used by Amphion in the opening line of his kitharodic nome in Euripides’ Antiope).
Some fragments thematically contribute to the “rhetoric of the old”: c€Bec®’ ald®d cuvepyov apetag
dopwudyov (PMG 789), and” Apng topavvog xpuoov’ EALGG o d€dotke (PMG 790).

7% A. Ford 2006, 279.
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the space between [the crucial word ‘paean’] and the initial vocative is filled
with justification for bestowing the potent name on the sun. Timotheos figures
the sun as “striking” (BaAAwv) to invite the epithet paian interpreted as paiein
(cf. “ 1€”); this version of the etymology is supported by evoking Apollo’s
traditional image as archer (cf. ekaforov... BELOG).

If we follow Ford’s argument in our reading of the Persians, when the poet weaves the
invocation of the god (ITowav *, v. 197) between the word téuevog (v. 197) and the
rhythmical stamping of feet (vv. 198-9), he reactivates the meaning of the song and its
association with the god: the hitting (present in ktOmeov and VyikpoTolg) is an
invitation to read ‘paean’ (v. 197) as paiein, just as the use of the epithet 1iov dvokta
(vv. 198-9) contributes to bringing the god closer to the ritual cry (i€) that celebrates
him.'”

This innovative etymological interpretation of the epiphthegma reinforces the
bond with the tradition of choral practice, with the community of listeners of the nome,
and constitutes the pious background to the sphragis: the appeal to the same inie
[Mowdv in vv. 202 and 205 allows transferring the positive value associated with the
communal paean song to Apollo onto the poet’s private invocation of the “new-
fashioned Muse” (povcov veotevyh). In more general terms, the paradoxical mix of

traditional appeal to innovativeness and innovative recourse to archaism is typical of

Timotheus’ style.

Timotheus as literary critic

' In A. Ford’s words, “to the extent that it mimics the dynamics of the paian cry, the paean can perhaps
be most proximately described as a song that masters a new situation by reaffirming, vocally, adherence
to traditional forms, including the most ancient names of all” (A. Ford 2006, 286).
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Timotheus’ readiness to weave both innovation and tradition in the fabric of his
text is illustrated in the following lines of his apology (vv. 206-221), where the poet
describes his detractors’ criticism and states his “inclusive” poetics. Scholars have
speculated on the identity of Timotheus’ critics, but it is worth noting, once again, that
the “attack” does not need to be historical:'’® although many anecdotes emphasize the
difficult relationship Timotheus had with Spartan power, we should bear in mind that
these anecdotes may be derived from a reading of this part of the poem.'”” More
importantly, the attack allows Timotheus to define his own poetics and his critical
reception of other poets.

The passage revolves around the use of praise / blame rhetoric: Timotheus starts
by exposing the attacks made against him (vv. 206-212), then contrasts them with his
own attitude to poetry (€¢ym & ... vv. 213-215), and finally states his own poetic credo
(T0vg d¢ ... vv. 216-220). In his presentation of the Spartan critics’ attack, Timotheus
uses not only common words in praising Sparta for its noble origins (gvyevétag),
ancestry (naxpoiwv) and the vigour of its people (Bpvwv dvBeotv MPog), but also
specific images referring to her military aggressiveness: Spartan detractors hound him

(8ovel, €ral), and their attack is described in military terms (émdAéyov, aifomt).'™

176 T. Janssen 1984 for example offers that the “old, young and peer” correspond to the three age-groups
represented in musical festivals. I have trouble seeing the connection between these age groups and the
possible audience (rather than performers) of Timotheus’ song. More convincing is the idea that
Timotheus is referring to the different groups of listeners and possible professional critics of his songs:
the old people (and poets who composed in the previous generation), the young people (the “next
generation” of poets) and his contemporaries (and competitors).

17 See testimonia 6 (Satyrus, life of Euripides), 7 (Plutarch, Spartan Customs 17 (Moralia, 238¢)) in D.
Campbell 1993. The next chapter focuses entirely on the issue of these anecdotes and their interpretation.
'8 There is a form of semantic and poetic continuity between the ‘new’ presentation of his subject in the
body of the poem and the ‘old’ critics that he condemns. For ¢A€yw in a literal sense, see Timotheus,
Persae 27: nepifodro mupt dAeyouev . For énodéyw (in a positive sense) as a term of literary praise:
Pindar, Olympian 9. 20-3: £€yw 3¢ 1ol dilov TOAV/ HOAEPOLG EMOAEY®OV GO1801G,/ KOl AyAvopog Tnmov/
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This adapting to Spartan praise language and a Spartan set of values is a rhetorical
strategy that aims at accentuating the unfairness of the critical reception to his poem: as
opposed to him, who is ready to embrace Spartan imagery when describing his critics,
his detractors only receive Timotheus’ new poetry according to their own values and
their love of the past.'”

Moreover, this displacement onto Sparta of any potential criticism is also the
way Timotheus wards off any critics in Athens (if this is indeed the place of
performance):'® In condemning his “new hymns,” his Athenian critics would have the
same attitude as (or at least the attitude associated with) their current political
opponent, the Spartans, and would show the same cultural backwardness.'®' J. Hordern
reads the passage as ironic:

[T]hat Sparta was culturally deprived was at least a common Athenian opinion

[...]; their supposed backwardness and musical conservatism would be aptly

satirized by the traditional phrase Bpvwv dvBectv MPag and the epithet
nokpaioy.'™

This reading is in keeping with Timotheus’ overall use of praise / blame rhetoric and is
reminiscent of Telestes’ reception of poetic myths (PMG 805b): Telestes insured the

validity of his own tale by blaming, in the name of Choral Poetry, poets who, on

00,000V Kal voog vonTtépov Ttavta. In a metaphorical sense (and musical context) in Aeschylus, Persae
395: 6AATLYE & GuTH TAVT EKELY  EMEDAEYEV.

179 T. Power 2001, 206 (especially note 526): “The use of the mémos ‘blame, reproach’ or phthonos
‘envy’ of hypothetical critics as validating foil for the superior achievement of the victor and / or the
work of the poet is a well-known commonplace of epinician rhetoric: the blame and envy expressed by
the unworthy are assumed to be the inevitable, and in a sense definitive, flipsides of praise of the
worthy.” Again this ‘blame poetry’ strategy used by the poet is reminiscent of Aristophanes’ in the
Knights, on which, see T. Hubbard 1991, 71-78.

180 On Athens as place of performance, see S. Bassett 1931; T. Janssen 1984, 13-22; J. Herington 1985;
T. Power 2001, 93-115; J. Hordern 2002. On Miletus: U. von Wilamowitz 1903, 61 ff.

81T, Power, agreeing with T. Janssen, argues further that “Timotheus’ characterization of the Spartan
‘aristocracy’ was made particularly repulsive to Athenians by its implicit Persian colouring. 0 uéyog
oyepov, a personification of Spartan power used only here, could recall (0) péyoag Booiietg, the
common personification of Persian power.”

'82 For another view, of Sparta as a musical culture (that ended up integrating Timotheus and Philoxenus
in their poetic canon), see Polybius 4. 20.
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account of their phthonos, offered unsatisfying versions of the myth (dyopevtog ...

LOTOLOAOY®V / GOU ... LOUVGOTIOA®V ... / €TldOOVOV ... Gverdog 805b, vv. 1-3).

In the next lines (vv. 216-220), Timotheus refines his own response to potential
detractors by defining his poetics. Using a series of dithyrambic compound words
reminiscent both of comic diction and of sophistic style, he rejects the
povcoraiatoAvpag (old corruptors of the Muse — or corruptors of the old Muse) and

183 What he criticizes is not so much the old

AoPnthpag dotdav (destroyers of songs).
Muse, in a vehement defense of new Poetry, but bad poetry as opposed to (his) good
poetry. At vv. 217-220, Timotheus is close to the Aristophanes of the Frogs in his use
of the register of literary criticism: his attack is not so much a trope as it is actually a
quite precise definition of what bad poetry (both its composition and performance) is.
He starts by adopting a technical vocabulary to describe the quality of the voice of the
people he rejects: with the verb tetvm (strain, v. 220), found in tragedy to describe
female lament or long-winged discourse, he points to some kind of aural malfunction in

poetic diction, that can refer both to performance and composition:'™*

Bad poets both
strain their voice when performing and strain the Muse by their use of words that sound
like shrieks. Moreover, by opposing in v. 217 his own poetic (singular) voice to that of

the (plural, indiscriminated) tovode, Timotheus relies on the same metonymy (voice =

poet) used in the Frogs to emphasize the gap between good and bad poetry: just as the

'8 Aristotle in the Rhetoric [1405b] criticizes Gorgias® “frigid” (yvypd) use of the compound
nTwyopovoorndroxag (fr. B.15 D.K.). This parallel is particularly interesting for our understanding of
the “literary community” in late fifth-century Athens and the critics’ jargon that developed.

'8 In Aeschylus, Persae vv. 571-6: otéve kol dakvd-/{ov, Papd &' dupdacov/ ovpdvt dyn, 06 / Telve
3¢ dvoPduktov/ Boaty Tdratvov avddv. See also Euripides, Medea v. 201 i pdtmv teivovot Bony ;
Also in the sense of “make long-winged discourses” as e.g. in Aeschylus, Eumenides v. 201: tocovto
unkog €xtewvov Adyov, Euripides, Hecuba v. 1177: ¢ & un paxpovg teive Adyovg. Whether one
connects the verb with tragic (female) expressions of lament or with the words tdvog and €vteive, it has
a technical dimension.
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tuyol (v. 220) of bad poets belong to the realm of exclamations (of joy or pain) and
sounds, not to that of poetry, the voice of those described as Atryvpokpodwvot]
Kknpvk[eg] does not belong to the sacred sphere of the inspired poet anymore, but rather
to the social sphere of “mediatic communication.”'®* Finally, Timotheus uses about the
poets he criticizes the same kind of vocabulary (povcomoiatodldpog, Awpnthpog) that

186 the

Aristophanes’ Dionysus employs about the young tragedians in the Frogs:
difference is that, when Timotheus uses these nouns, he refers neither to new nor old
poets — he rejects bad ones, whether old or new. This seems to me to be the point of the
compound: by using an expression that makes the meaning ambiguous (Corruptor of
old Muse? Old corruptor of the Muse? Corruptor of the old Muse that shares with the
Muse the characteristic of being old?), Timotheus defines his own view of poetic
composition and poetic competition. In the end, what he sets into opposition is not so
much old and new music (although it is an opposition he obviously plays with), but two

different attitudes to composing and performing lyric poetry.'®’

Reproducing the
“critics’ chatter” that might have been heard in the literary milieu at Athens (and that

has a lot in common with Aristophanes’ own description of the poetic scene), he

185 Ayvpokpoddvav knpdkev seems to build up an expression from the epic register: see knpvKesst
Myvo0dyyolot in lliad 2.50, 2.442, 9.10, 23.39, Odyssey 2.6. For the possibility that the expression
refers to another form of “artistic” competition (between heralds announcing victory), see Pollux 4.91,
Demosthenes 19.338 and PMG 863, 865.

1% The passage (Frogs 92-95) 1o wopTn BvoTivy v dulk: Emtouidide 100t €01t kol otopdiuaTo,/
YEMBOVOV povoela, Aofntol €yvne,/ & ¢povda BaTToV, v HovoV Xopov AdPn,/ draf TpocovupNGovTo
M tpaywdia./ Toviuov 8¢ mowmtnv v ovy ebpotg €TV {ntdv dv, dotig phia yevvolov Adkot. Dionysus
appears here as a conservative critic: the young poets are Awpntol 1€xvng, the old, yéviuo[t]. Except for
this occurrence in Aristophanes the noun is very rarely used. Hordern also quotes Antiphanes, GP 775
(AP 11.322.5) “mowmtdv AdPor (of grammarians), although there is no indication that the word (or
related words) had a specific technical meaning in artistic contexts.” More relevant I think is the fact that
pseudo-Plutarch has (30) motel 8¢ thv AtkorocOvny dtamvvBovouévny v aitiov The AdBng etc., which
might indicate that he was (again) deriving the noun from the Pherecratean passage introducing the lines
quoted right after.

"7 On the competitive atmosphere of late fifth-century Athens (or on the image that the later authors
have of that period), see PMG 778(b) (Cinesias mocking Timotheus), PMG 785 (Dorion mocking
Timotheus), PMG 792 (Stratonicus on Timotheus), PMG 802 (Timotheus on Phrynis).
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describes in technical terms the characteristics of bad poetry and the sociology of lyric
audience, torn between the reactionaries (who hold tradition and the virtues of “old
music” over all else and impede poetic growth) and his own progressive attitude to
lyric poetry, that consists in following the natural trend of poetry, a tradition of

innovations.

Timotheus as a historian of poetry

This dynamic vision of poetic culture and musical history is illustrated in the

last lines (vv. 221-240), where the poet describes the “innovators” of the past.

TPOTOG TOLKIAOoVGog ‘Op-

OEVG <YEMVV ETEKVWOOEV

viog KoAlomosg ~ -

- = ITeploBev:

Tépnovdpog &' £nt TdL SEKO! 225
LeVEe povoav €v wdolg

A€cBog 8" Atodia v<iv> "Av-

TLGGAL YELVOTO KAELVOV”

vov 8¢ TyoBeog uétpoig

PLOUOTG T  EVOEKOKPOLUATOLG 230
KiBapiv e€avoteAet,

Onocovpov moAvHuuvov ot-

Eag Movoov BoAopevtov:

MiAntog &€ mTOALG VIV O

Op€yoc o SumdeKaTELXEOC 235
A0V TPOTEOG € Ay OLAV.

OAN' exatafore TTVOL ayvav

€MB01¢ TaVOE TOALY UV OAPOL,

TEUTWV OTAUOVL AOMDL

018’ elpnvav BAALOVGOY EVVOULOL. 240

Orpheus of the dapple-Muse, son of Calliope native of Pieria, was the first to
give birth to the tortoise-shell lyre. Terpander yoked the Muse to the ten (?) by
means of his songs. Aeolian Lesbos gave birth to this man to give fame to
Antissa. And now Timotheus with his meters and rhythms of eleven strokes
makes the kithara spring up, opening the treasure of the Muses hidden in the
thalamus. It is the city of Miletus that brought him up, twelve-walled, the first
of the Achaean people. Now far-shooting Pythian, come to this holy city with
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wealth, and send to this people, to be protected from plagues, the peace that
flourishes in good civic and musical order.

Timotheus starts his “history of the lyric tradition” with the mythological hero
Orpheus. The son of a Muse is credited with the invention of the turtle-lyre (the
prototype kithara) and associated with the most ancient and venerable art. The
reference to his birthplace, Pieria, also reinforces his connection to the Muses of the
Theogony. With this first biography, Timotheus can give a divine origin to his own
musical practice (kitharody) and ascribe to the mythical poet a characteristic (poikilia)
often, but not exclusively, associated with the New Musicians.'®®

The poet then proceeds to praise Terpander. Although in most accounts
Terpander is credited with the creation of the nome and the addition of extra strings to
the kithara, Timotheus says nothing specific about his innovations but contents himself
with reminding his audience of the fame Terpander gave to Antissa - despite (or
because of) his introduction of innovations.'®’ Terpander’s “yoking of the Muse to the
ten (?) by means of his songs” is difficult to interpret: whether we take the number to
refer to the amount of songs he composed, of strings/notes he played, or of meters he

1% What seems more important than the

used, the solution is not entirely satisfactory.
exact reference is, again, the riddling language that Timotheus uses and the pattern he

follows: just like Orpheus’ “resume” started by a reference to his native place, his fame

'8 Another version of the myth makes it an invention of Hermes (Homeric Hymn to Hermes). On the
“culture of kitharodia,” see T. Power forthcoming. On poikilia, see section 2. 3. For now it suffices to say
that both the practice of poikilia, typical of Pindar’s own poetry (on which, see W. Race 1983; M. Trédé
1992, 103-106), and the term (that appears twice in Pratinas) is illustrated by Telestes’ use of
ololontépuyov (PMG 805c¢, v. 2) and ololopdpdoig (PMG 806).

'8 On those two aspects, see Suda, s.v. Tépmavdpog. Terpander’s invention of the nome: pseudo-
Plutarch, De musica 1132de, Pollux 4.66. On his addition of strings to the kithara: pseudo-Plutarch,
1141c, with only seven (and not ten) strings.

1907, Hordern 2002, 243-4, presents possible interpretations of this reference to the (untraditional)
number ten.
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and his introduction of a musical innovation, the same kind of description is used for
Terpander - and subsequently for Timotheus himself."””' Timotheus’ self-presentation
works the same way: it combines his titles for respect (his association with the
thalameuton of the Muses), technical innovation (the riddling pétpoig pvbuoig t °
evoekokpovpdrolg, eleven-stroke rhythms and meters) and the place he gave fame to
(Miletus).'”* These three elements make Timotheus the true follower of the mythical
musical heroes.

Timotheus’ vision of literary history is finally not restricted to the world of
myth, but integrates considerations on political history. In his last appeal to Apollo,
Timotheus hints at the change in the place of political power: just as the series of
numbers (10 songs/notes, 11 strokes, 12 walls) was giving a sense of smooth
succession in time without referring to a series of items of the same nature, the
progression from Pieria to Lesbos to Miletus (v. 234) to “this holy city” (v. 238) gives a
sense of succession in place and in both literary and political history. With the final pun
on eunomia (good singing in the nome genre / good administration of the city, with all
its Solonian, archaic and aristocratic components), Timotheus ties together the two
elements of his apologia: his literary critic vocabulary and his reliance on traditional

motifs to legitimize his novelty.'”

I For another view on literary genealogies, see M. L.West 1983.

12 As T have already pointed out, the “eleven strokes™ or kithara strings attributed to Timotheus in the
anecdotes might well have sprung from the reading of this poem; see for example testimonia 1
(Pherecrates, fr. 155), 2 (Suda), 7 (Plutarch, Moralia (Spartan Customs 17) 238c) in D. Campbell 1993.
193 The reference to eunomia reinforces the point: the noun echoes the title of Tyrtaeus’ archaic poem on
the Spartan constitution and points to conservative “good civic order.” There is a form of ring-
composition between the first word (élevBepiog) and the last one, with the focus going back on
Panhellenic ideas, and to the tone of political elegy (such as Simonides’ Platea elegy, and Tyrtacus’ and
Solon’s Eunomia).
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2.2 Poikilia, polvchordia, harmoniae

This section considers three other myths associated with New Music, as
presented in the De musica and Deipnosophistae: poikilia, polychordia and the use of
harmoniae. These topoi are familiar from archaic lyric, but just as was the case of
kainotomia, the New Musicians used the motif in a new way, both to legitimize their
innovation and to give a “label” to their style.

In archaic lyric, poikilia is often associated with the natural world, to qualify
animals (snakes and birds) and vegetal (flowers) or natural phenomena (wind) that
display an intriguingly changing and variegated quality in colour or movement.'** This
intricacy is what links it to its other main use, in connection with objects that illustrate
sophia and/or the technical abilities of mortals, as in female handiwork'” and male
technical inventions.'”® Poikilia links the two aspects, the aesthetic and sensorial
(especially visual, but also aural) and the intellectual (by referring to the cunning skills
of the designer or user). It plays a particularly important role in Pratinas’ fragment,
where the adjective poikilos appears twice.'”” Commenting on the term, J. Franklin

notes:

%% Poikilia qualifying a dragon/snake: Alcman fr. 1. 66, Pindar Pythian 8. 46, Pythian 10. 46. Qualifying
a bird: Pythian 4. 249 (in a cluster with sophia), Alcaeus fr. 345. 2; a horse: Pythian 2. 8; flowers in
Isthmian 3/4. 36 (in a cluster with the will of the gods). Also connected with the wind, in Simonides,
PMG 508, 6.

193 In Sappho: poikilia qualifies the throne of Aphrodite fr. 1. 1; sandals fr. 39. 2; a headband, fr. 98(a).
11. In Anacreon: of sandals PMG 358, 3. In Bacchylides: 11. 33. Ibycus: of clothes PMG 316, 1.

1% Tt qualifies a bow in Bacchylides 10. 43 and in Pindar Pythian 4. 214; also an instrument: Pindar
Olympian 3. 8, a phorminx, Olympian 4. 2, a kithara Nemean 4. 14. Finally it has connections with the
intellectual and poetic realm of language: lies (similar to truth): Pindar: Olympian 1. 29; counsels
Nemean 5. 28; mind: Alcaeus fr. 69. 7.

7 PMG 708 xibkvov dyovia motktAdmtepov pérog (5), 1ov dpuvéon motkiday mvody £xovto (10). In
each instance, the adjectice allows linking the natural world (of swan and toad) to the musical world (of
melody and aulos).
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The poet asserts his right, and that of his chorus, to be a ‘swan leading a woven-
winged tune’, whereas the aulos, which should be a servant, ‘belches the breath
of a fancified [poikilos] frog.” Therefore central to the controversy over the rise
of professional auletes and their music was a contest over what aspects of music
were acceptable subjects of poikilia, musical artifice — a semantic haggling
typical of Greek oral poetics already in the Archaic period (my emphasis).
More generally, Franklin defines poikilia as “whatever aspect of his artificiality a poet
(or his critic) wished to call attention to, be it diction, metre, melody or

59198

accompaniment. This is true of Sappho’s poetics where poikilia combined with

habrosyne and charis defines artefacts and the whole atmosphere conveyed by the

" In Pindar, in addition to the many objects and natural

description of such terms.
elements described as poikilos, poikilia qualifies two aspects of mousiké; of the six
times when the term is used, three refer to the poem, while three others refer to the
music of the kithara.””

The process of poikilia (the use of a variegated, rich, tightly woven textual
fabric) is characteristic of the New Music fragments, especially of the metamusical
fragments I have been focusing on.””' Telestes in particular is particularly fond of the
mimetic use of the aural features of language: verbal echoes and sound repetition, as
well as the reliance on the mimetic aspect of words able to create meaning by their
aural features, allow weaving a tightly connected textual fabric, variegated yet

homogeneous. This is illustrated in Telestes” use of lexical repetitions (cooov Goddv

805a, 1) and polyptotes (evnpdroto €pwg 805a, 5; udtov patoroddywv, 805b, 1;

18 J. Franklin forthcoming, 10 and 2, respectively.

1 For Sappho, see J. Snyder 1997, 91-95.

20 For poikilia in Pindar, see W. Race 1983, J. T. Hamilton 2003. For the song: motkilwv éyovoog
Vuvev Nemean 5.42, noikidov Vuvov Olympian 6.87. For the lyre: ¢dputyyd 1e moitkiAdyapuv/ Kol
Boav ovA®v Olympian 3.18, moltkihoddpuryyog cowddcg Olympian 4.2, mowkilov xiBapilwv Nemean
4.14.

01 B. Zimmermann 1992, 123-4.
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KOAAMTVO®V... Tvevpatog, 806, 1-4) and play with sound echoes (gbmpdtolo €pmg

€telpev 805a, 5; dyouov xal drold oanévelpe 805a, 6; TVEVUOTOC EVITEPOV QLVPOV
oummAekwv 806, 4). These processes contribute to giving virtuosity and aural depth to
the passage: the repetition of words implies the repetition of sounds and creates echo.
Telestes” poem describing the virtuosity of the auloi thus imitates the richness and
range of the instrument, from the dental sounds (for the sound production through the
reeds, in 805a, 6 or 805c, 2) to the breezy and airy sounds produced by the instrument,
[s] and [ph] in 805a, 1, especially connected with the ‘polycephal nome’).**

This mimetic phenomenon extends over the different Telestian fragments: the
clever art of 805b, 3 (codag t€yvog) picks up the copov 6pyovov of 805a, 1-2, the
image of the winged Phama (¢dpo mpocentad = 805b, 2) is replicated in the winged
breath of the goddess (mvevy = atoiontépuyov 805¢, 2). This is complemented by the
use of a series of reoccurring aural and visual patterns that bring a strong sense of
continuity in the description of the song and the music of the aulos: mvevuotog
evntepov (806, 4) picks up mvevu’ atoromtepuyov (805¢c, 2), and the variegated shape
of the song (véuov aiolov ouda 806, 3) itself mirrors the variegated breath of the
goddess (rvevu’ oloAiontépuyov 805c¢, 2).2%

I suggest that when a term describing the notion of poikilia appears in New
Music fragments (as aidiog in PMG 805c, 2 and PMG 806, 3, or Timotheus’

description of Orpheus as moikiAdopovcog in PMG 791, 221), it is used in order to

recall a key concept of archaic lyric (used to describe a song’s poetics). It is however

22 On the characteristics of the nomos, see A. Barker 1984, appendix A, 249 ff.
% The idea of virtuosity present in the description of the playing is noted by Athenaeus who describes
the passage as kouy®g (a word that nicely picks up the poikilia).
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not used to describe the poet’s own technique (in the three cases it refers to
instrumental music), although the process of poikilia is employed throughout the
fragments (not only the ones I have focused on but more extensively in the texts
examined in chapter 3). The familiarity of the “label” poikilia is transposed from the
poet’s song to the music he describes and serves as a legitimizing marker.

I will only say a few words about polychordia and the use of harmoniae
because they belong to the more technical field of organology and musicology, with
which I am not primarily concerned here. Apart from the reference to the “meters and
rhythms of eleven strokes” that Timotheus mentions in relation with his kithara (PMG
791, 229-230) and to the strings of the instrument that Telestes describes as pdyodiv
nevtappdBdw xopdav apbud (PMG 808, v. 2-3), neither the noun (polychordia) nor
the adjective is used by the New Musicians. It appears however in an illuminating
anecdote reported by Artemon:**

"ApTéuv 8 €V 1O TPWT® TEPL Alovucsloko Xvotnuotog Tiuobedv dnot tov
MiAnclov mopo To1g TOALOLS 0OEAL TOALY0PSOTEPH GLOTNUATL ¥PNGacHoL T1)
Hoyadr S0 kol mopa tolg Adkmolvy €0OvvoueEvoV ¢ TopodOeipotl TNV
OpYXOLlOV LOVGLKNV, KOl LEALOVTOG TIVOGC EKTEUVELY QVTOV TOG TEPLTTOS TOV

XopdAV, de1ol mop = OVTOLG VIAPYXOVTIO  ATOAAWVIOKOV TPOG THV aVTOV
oUVTOELY 160Y0PAOV AVpOV €Y0VTO KOl GOEONVOL.

According to the first book of Artemon’s [of Cassandreia] On the Dionysiac
Guilds, Timotheus of Miletus is held by most authorities to have used an
instrument with many strings, the magadis; this is why when he was on the
point of being chastised by the Lacedaemonians for trying to corrupt ancient
music, and someone was about to cut out the extra strings, he showed them a
little Apollo who had the same arrangement of strings on his lyre, and so was
acquitted.

24 Quite interestingly, the anecdote (in the first book of his work On the Dionysiac Guild and quoted by

Athenaeus (14. 636 e) is not included in D. Campbell’s list of testimonia and just appears as a note (77);
it introduces an interesting variant to the anecdote also often associated with Terpander, since in that
story, Timotheus is acquitted after deploying his (silent) rhetoric.
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Two points are important in this anecdote: first, the fact that Timotheus used the
validating model of Apollo to justify his playing a many-stringed instrument and that
the silent reference to this model is enough to legitimize his playing a many-stringed
instrument; and second, the fact that the many-stringedness concerns an instrument
called magadis (a form of harp, the instrument also mentioned by Telestes in PMG
808), not a traditional kithara.*®

As for harmoniae, as L. Prauscello states in an ambitious article about
“epinician sounds,” the “widespread assumption of a broader correlation between
certain genres and melodic frames” has resulted in “dividing the critics between the
‘true believers’ of a straightforward correlation between rhythmic and melodic pattern
(a line of thought starting with Boeckh) and supporters of the maximum doubt
approach (most recently Anderson 1994).”*° On the basis of the reference to terms that
apply to harmoniae in Telestes’ Asclepius and PMG 810, it would be idle to speculate
on the straightforward correlation between melody and “metamusical” adjectives. In
these two passages, the poet uses a language that can describe musical modes, but the
adjectives apply quite losely to song or performer: this is the case with Phrygian king
(presumably Olympos, PMG 806, 1) and the Phrygian song to the Mountain Mother
(PMG 810, 3), with the Lydian strain rival to the Dorian muse (PMG 806) and the
Lydian hymn sung to the plucking of the pectis (PMG 810, 4-5).*" In the case of the

relationship between Dorian muse and Lydian song, I would interpret their being

295 On the magadis, see G. Comotti 1983, A. Barker 1985, 1988 and 1998, J. Hordern 2000b.

2961 Prauscello, forthcoming.

27 These three terms (Dorian, Phrygian and Lydian) are precisely the ones used by Dionysius of
Halicarnassus to describe the innovation in tunings (tponot) introduced by ot xatd dAdEevov Kol
Twobeov kal Tedéoty: see testimony 10 in D. Campbell 1993 = Dionysius of Halicarnassus, De
compositione verborum, 19.
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“rivals” (avtirtoAov) in terms of aetiology: the passage plays with the préotos eurétés
motif and presents both Peloponnese and Lydia as rivals to claim early aulos-music.””®
Rather than describing modulations between harmoniae, or a deviant use of the modes
used in choral lyric (what the New Music critics associate with New Music), the two
Telestian passages underline syncretism between East and West: this is clear in PMG
810, where the Greeks start singing Eastern tunes accompanied by string music.””’ The
context makes it impossible to say whether Telestes was using the ethnic terms in a
self-referential way (whether the piece mixed Dorian and Lydian harmoniae, as ancient
critics presume, followed by modern scholars); I would offer a less ambitious
interpretation and emphasize how in the four cases where Telestes uses a musicological
sounding term, it is in a narrative context concerned with origins. The poet seems to

1.2'% Instead of using, as

use those stories to justify the use of such harmoniae in genera
Pindar or Bacchylides do, the fopoi of musical harmoniae (that might, or not, have

referred to the actual mode of performance), Telestes mythologizes about music, and

thus legitimizes the New Music by referring to its mythical ancestors.

2.3 Aulos-playing

Let me come back to the first topic discussed, that of the auloi. According to

Athenaeus’ narrative, Telestes (in the passage of the Argo) responded to Melanippides

2% See Gppooe TpdTOg vopov PMG 806, and npdtot detoay vopov PMG 810.

299 On Eastern themes, see chapter 4. On the interpretation of this passage, N. Robertson 1996, 255, who
disagrees and states that “line 4 requires emendation either tot 8¢ for toig 8¢ (Musurus), or 0VO®VOL ...
yohuot for 6&vomvorlg ... wauolg (Wilamowitz); Whichever is adopted, the Lydian tune is performed
by the Lydian companions, not by “the Greeks.”

21 Whether the harmoniae evoked corresponded to the harmoniae actually played, it is impossible to
say, since each anecdote or testimony attesting of the modulation between harmoniae displays different
biases.
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who had criticized aulos-playing. First, verbal echoes between the fragments indeed

prompt the reader to interpret Telestes’ fragment as a response:*'!

Melanippides Telestes
Movement: €pprye amo yepog (1) XEPOV EXPoreLv (a3)
Description of hands: tepag yeipog (2) ayhlaav xepav (c3)
Reaction: otoyea (3) dvcsddBoipov oloyog (3)
Moral judgment: ocwpatt Avuo (3) enipBovov dveldog (b3)

These lexical parallels and Telestes’ “upping” of each of Melanippides’ singular nouns
with either a plural expression or an accompanying epithet justify why one (and
Athenaeus in particular) could imagine a dialogue between the two poems and present
them as engaged in polemics (a view transmitted only by the Deipnosophistae, for all it
is worth). But there is a slight slip in Telestes’ response that would make him a rather
sloppy (or superbly sophistic) reader of Melanippides, if he were indeed responding
directly: whereas it is to the auloi that the outrage (Avpoa) referred in Melanippides,
oveldog qualifies the tale about Athena in Telestes; and whereas the hands were said to
be ‘sacred’ in contrast with the degrading auloi, they are sacred in connection with the
auloi in Telestes. These are the first hints that Telestes’ response is not as
straightforward as Athenaeus thinks: Telestes objects and responds to Melanippides’
myth, but he also changes the grounds of the argument.

Moreover, in this passage Telestes seems to be relying on the Pindaric rhetoric
of “myth revision” and criticism of alternate versions. Using a Pindaric vocabulary to

describe poetry and poetic oral culture (¢dpo... povcondAwv, PMG 805b, v.2) and

I Given these verbal echoes, we should not exclude the possibility that Melanippides and Telestes play
with a third (lost) text, to whose imagery or phraseology both allude.
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relying on the Pindaric motif of the critics’ phthonos (€nidBovov dverdoc, PMG 805D,
v. 3), Telestes describes the myth of Athena rejecting the aulos as offensive for the art
of Poetry: it is Gx6pevtog - unfit for a chorus.”'> But at the same time as he engages in
a form of literary criticism, he also points out the fittingness of the aulos-theme and the
Marsyas myth to the genre of dithyrambic composition (performed to aulos music).*"
Telestes’ passage is indeed a clever rewriting, not so much of Melanippides in
particular as other musical and instrumental aitiologies in the lyric (and hymnic)
tradition. The rewriting of the myth starts by what looks like the traditional discourse
about the body in connection with aulos-playing: how could the virgin Athena, the
chorus asks, care about her disfigured features, since aesthetic issues are out of the
realm of concerns of virgins? Yet far from denying any sexuality to Athena in stating

the goddess’ presumed lack of interest in good looks, the poet suggests sexuality by the

mere fact of naming what the goddess does not have (Gyouov kot droida) and by

accumulating erotic images - the mountain thickets (a favourite place for sexual
predators of nymphs and other vulnerable females), the “nymph-born beast” (the satyr
Marsyas), the “distressing love for lovely beauty” (evnpdrtoro kdAieog 0EVG €pmg) and
the very multiplication of love in the phrase describing it.*'* Moreover, Telestes plays
with the sexual connotations of the aulos — a motif that was already exploited by

Pratinas: the “clever instrument” (co¢ov 6pyovov) belongs to the same phallic realm as

212 Or amusical, meaning non cultivated. In both cases, it shows a lack of “musical” education.

13 The interest for the Marsyas myth at the end of the fifth century is indeed attested in the visual arts:
“The scene [of Marsyas, Athena, and the auloi] is one which, with a number of variants, had first become
popular in Attic vase painting by the beginning of the last quarter of the fifth century [...];” “An early
fourth-century crater in Berlin may be, as it were, a commentary on the conversion [...] The earliest of
all these representations was Myron’s group of Athena and Marsyas on the Athenian Acropolis.” J.
Boardman 1956, 18 and 20. On the relationship between the poem and the sculpture’s dedication, see P.
Wilson 1999, 62-3.

14 Before Telestes, the adjective evnporog is only used by Pindar (Olympian 5.9, Olympian 6.98,
Pythian 9.8, fr. 333a 14) and Bacchylides: fr. 7.19.
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the satyr. In Telestes’ fragment, the instrument is presented in its wild setting (the
mountain thickets) although the instrument is traditionally “domesticated” in the world
of the symposium. P. Wilson has very nicely presented the sexual ambiguity associated
with the aulos:

The symposium provides one of the very few frames for the playing of the

aulos by an Athenian citizen. Aristotle (Pol[itics].8.1339b9-10) envisages the

only situations in which the free man will himself take up the instrument to be

‘when drunk or having fun’: at a symposium, of course, he is likely to be both.

[...] This is a world rather removed from those in which most of the evidence I

discuss circulates — the Akropolis and theatre, for instance. [...] At the

imaginary extreme of that release [that consists in ‘playing at the outsider’

within the closed world of the symposium], the Athenian becomes the satyr, the

figure constantly implicated in the use of the aulos, its creation and

development. Like the satyr, the aulos serves as an exploratory device for

Athenian male identity. But unlike the satyr, it is not forever confined to the

realm of the imaginary, of pure representation (my emphasis).
It is clear that Telestes offers much more than a defense of aulos-playing in this
passage of the Argo: on the one hand, Telestes appropriates lyric, especially Pindaric,
diction and motif of “myth revision” and thus legitimizes his place in the lyric tradition.
On the other hand, the poet offers an alternate version of the invention of the aulos
reminiscent of two other invention myths: Pythian 12 and the Homeric Hymn fto
Hermes. 1 will briefly examine how Telestes uses these two models to give authority to
his own narative.

Pythian 12, the only victory-ode composed for a musician (Midas, victor at the
490 BC aulétiké competition) is one of the competing versions of the origins of the
aulos and makes Athena the inventor of the instrument and the art:
.. TEYVQ, TOV TOTE 6
[ToAlag ebevpe Bpaceroyv [Nopyovav
oVALov Bpnvov dromAg&ars”  ABdva. |...]

OAL' €TEL €K TOVTOV GLAOV AVIPU TOVOV
€ppU00T0 TaPOBEVOC CVADY TEVYE TAUPOVOV LEAOC,
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odpa tov Evpudlag £k KopTaAUoy YEVO®V 20
APUOOEVTO GUV EVIEST LUNGOLT EPLKAGYKTOV YOOV.

evpev Bedc’ GAAD Vv eVpols dvdpdot Bvatolc €yely,
WVOULOOEV KEGUAOY TOAAAY VOOV,

€VKAEQ AOOGGOMV LVOOTHP GYOVOV,

AETTOV SlavicoOUevVoV XoAK0D OO0 KOl SOVAK®V, 25
TOl TOPA KOAAMYOPOV valolol TOALY Xopltwv

Kodio1do¢ €v TeLEVEL, TLGTOL YOPEVTOV UOPTUPEC.

... the art that Pallas Athena once invented, weaving the deathly threnos of the
fierce Gorgons. [...] But once she had delivered her dear hero (Perseus) from
those toils, the maiden fashioned the all-voiced song of the auloi, to imitate by
the means of an instrument the far-resounding scream that assailed her ears
from the fast-moving jaws of Euryales. The goddess was the inventor. But she
invented it for mortal men to have, she called it the ‘many-headed nome’
destined to be a famous reminder in popular musical contests, a tune that
quickly passes through the delicate bronze and the reeds growing close to the
city of the Graces, city of beautiful choruses, in the precinct of Cephisus’
daughter, trustworthy witnesses of dancers.

In Pindar, Athena’s body is conspicuous by its absence: the parthenos (v. 19) who
invented the aulos is connected to other maidens (rtapbeviolg VO T ATAGTOLS OHLOV
kepoAolc, Medusa and her sisters, v. 9). The adjective that qualifies one virgin’s face
(of beautiful cheeks evmapdov kpata, v. 16) can apply to the other; this feature is
strikingly opposed to the monstrous aspect of Euryales’ fast-moving jaws in the next
line (¢x xoproAluay yevowv, v. 20). This is too many cheeks in four lines to not think
of the aulete’s own features while playing the aulos. This “constructed silence” about
Athena’s own face, situated between two other female figures shows the goddess’
impossible position between her beautiful parthenos side (the Medusa side) and her

more technical, functional, banausic side (the Euryale side). This passage is strongly
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indebted to elite ideology and discourse of the body (as can also be seen in the
fragment of Pratinas cited before).?"

Telestes’ passage plays with the elite tradition of discourse about the instrument
as reported in Pindar, but instead of rejecting the banausic, technical aspects of music-
playing, it endorses it (especially in PMG 805 c, which describes the virtuosity
involved in divine aulos-playing) and mixes it with another tradition, which connects
the aulos with the East and Dionysios: the aulos is bestowed by Athena on Dionysus
(ovveptBotdartav Bpouiw mapédwke PMG 805c, v.1), the god of the dithyramb. I see
this as a way for Telestes to legitimize the instrumental practice of the New Musicians:
by “rejecting” the traditional myth of Athena and the auloi, he both recalls it (in diction
and scenario) and legitimizes the practice of virtuoso playing by associating it with
another myth (the transmission of the aulos from Athena to Dionysus). This is the way

Telestes connects the instrument with Dionysus (who is introduced with an epithet,

Bromius, that most clearly marks his connection with wild ritual celebration).

Finally, the myth revision itself is modeled on the pattern of another musical
aitiology: that of the invention of the lyre in the Homeric Hymn to Hermes. The most
explicit reference to the other myth is in the repetition of cooa t€xvo, a lexical
repetition that only appears within that text (and appears twice within 30 lines):

6G TLg GV 00TV

TEY VT KOl 6odin dedonuévog e€epeeivn
00eyyouévn movtolo vo yapievta diddokel (vv. 482-484)

213 Pratinas describes the flute as Und Tpundve démag nemhacuévov. The expression not only “taint[s the
aulos] with a banausic slur” (to use Wilson’s expression) by associating it with the realm of fechne, but
the mere mention of the drill in connection with the aulos plays with the sexual anxieties present in the
discourse about the instrument in classical Athens, the aulos being the (pathic) victim of physical
penetration (by the drill).
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and whoever cunningly enquires with art and skill to play it, him she teaches,
uttering all sorts of delightful things for the spirit.
and
avtOg &' aB' £1€pnc coding exudocato TExvNV:
oVpLYY®V EVOTNV TOMG0To TNAOO' dkovotyv (vv. 511-512)

but he in turn found the art of another skill: he created the voice of the syrinx
that resound afar.

The verbal parallel with both the art of lyre-playing and syrinx-playing is striking.
More importantly, the verbal echo underlines the structural parallels of the two scenes:
an instrument (the lyre / the aulos) is handed over by its inventor god (Hermes /
Athena) to become the fimé of another god (Apollo / Dionysos). The inventor is not the
player, and was never meant to, but the instrument keeps the original characteristics of
its inventor (sophia of Athena and métis of Hermes) while integrating the cultural
values of the god it is handed over to.*'®

By replicating the structural framework of the Homeric Hymn in relation to
aulos-playing, and by rejecting Marsyas from the realm of the myth and musical

aitiology, Telestes replicates the scenario used by Sophocles in his Ichneutai, where

Hermes and Apollo argued and competed over the lyre under the eyes of the satyrs.

216 The parallels between the two myths do not stop here: just as the lyre of Hermes / Apollo was
associated with a series of inversions, the auloi of Athena / Dionysus embody the same phenomenon.
The lyre is a mix of animal (turtle shell, cattle horns, strings) and vegetal (the reeds that make the
bridge), its invention story mixes death and violence with light-hearted play and joyful celebration. In the
same way, the auloi is a mix of vegetal (the reeds that make the mouth-piece) and metal (the body of the
aulos) and mixes death and violence (in Pythian 12) with future joyful celebration (as announced in
Pindar and illustrated in Telestes 805). Both the aulos and the “body” of the kithara are qualified by the
same adjective: oidlov (v. 33 Homeric Hymn to Hermes). Both inventors transform something that
comes from the wild into a companion to civilization, from something alive and natural into something
ritualized. The parallels between the two instruments and their invention have already been pointed out
by B. Leclercq-Neveu 1989. Her account, however, seems to ignore the religious aspects at stake in the
interpretation of the Homeric Hymn to Hermes, brilliantly exposed in N. Brown 1947. N. Brown, who
refuses this “harmonious division of labour” (96-101) argues that the Hymn, more than an aetiological
story about the division of musical provinces between Hermes and Apollo, is a narrative that underlines
the problem of the Hermes cult at the beginning of the fifth century. The point of the Hymn is religious,
and its “musical” interpretation had never convinced “the partisans of Apollo, including Pindar, Plato
and Callimachus.”
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This rejection of Marsyas, I propose, has a critical function: Telestes defines the proper
terrain of the dithyramb: Marsyas and the negative connotations of the satyrs are left to
the wild, while the fragment argues for the Dionysiac legitimacy of the dithyramb:
Dithyrambs are the Dionysiac Athenian genre par excellence, since the art of aulos-
playing (that accompanies dithyramb performance) was bestowed onto Dionysus by

Athena (goddess of the city).?"’

Conclusion to section 2

This section has shown that the stylistic features that Imperial authors have
associated with New Music were part of the poets’ rhetoric of legitimization:
kainotomia, poikilia, the vocabulary of harmoniae and musical aetiologies are
traditional fopoi of lyric poetry, which the New Musicians used to qualify their poetics
and compositions, but used in a new way. The New Musicians refer to aulos-playing,
variegation, novelty or Eastern-sounding melodies not mainly to refer to what they
were actually singing or playing but to connect themselves to the lyric tradition and to
put a name on their music. This is particularly clear in the case of poikilia and the use
of harmoniae: the words (that might have been self-referential in the archaic poets)
work as labels destined to remind the audience of earlier associations, but are carefully
transferred from song to the instrumental music described in a narrative. The poikilia of
Pindar’s lyric was presumably different from the poikilia of the New Musicians, but the

word allowed linking the New Musicians’ song with a traditional metamusical concept

7 On the strategy of self-representation according to which New Music “imagined their project as the
(re-)creation of an authentically Dionysian music,” see E. Csapo 2000, 425.
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and prepared the reception of the “New Music” by emphasizing the continuity within
the lyric tradition. In the same way, the New Musicians used the vocabulary of
harmoniae in a way meant to recall the use of such terms by the archaic poets, but used
them not as self-referential but in a narrative that justified the mixing of harmoniae by
referring to the origins of such mixing, and anchoring them in the mythical past. As for
the subject of aulos-playing, I have shown how the fragments of Melanippides and
Telestes should not so much be taken as representing opposite authorial positions, but
as pieces rewriting a familiar myth of musical aetiology, in a period that shows an
increased interest in musical heroes and themes — as we can tell from the dramatic
staging of heroes like Thamyras,”'® Amphion,*'” Orpheus, Eueneus®*’ and other plays

dealing with musical aetiologies.”'

¥ Thamyras, the lyre-player who challenged Apollo and was blinded for his hybris was the subject of a
play by Sophocles. According to the biographical tradition (Life of Sophocles, 5), Sophocles was the
main actor; whether the anecdote is true or not, it suggests that the performance, in a tragedy, of a string
instrument foreign to the Attic stage might have been the clou du spectacle. See M. Lefkowitz 1981, 78;
S. Sutton 1984, 139-141. Thamyras is not present in the Rhesus but he is the father of the hero by a
Muse. On Thamyras and the Muses, see G. Devereux 1987.

Y% Another mythical kithara-player, Amphion “only one of a set of musical heroes and gods who
featured much more prominently on the tragic stage than the fortunes of survival might suggest” (P.
Wilson 2000, 431) appears in Aeschylus’ Edonoi, as well as in Euripides’ Antiope. For the Antiope, see
J. Kambitsis 1972, A. Podlecki 1996. He is also always in the background of Euripides’ Theban plays.

% In Euripides’ Hypsipyle, on which see F. Zeitlin 1993, 178: “Music is the Dionysiac theme that finally
seems to organize the three dramas [Antiope, Phoenissae, Hypsipyle] into a triptych or pedimental shape,
in which the full force of negation in the Theban scenario, exemplified in the Phoenician Women, is
contrasted by the two plays on its periphery. They each celebrate the power of Dionysus precisely
through the magical and beneficent power of music, which draws its mysterious and creative energy
from its associations with the realm of Orpheus, the sweetest singer of all. (...) Thus, in addition to the
major import of the Dionysus-Semele paradigm, the music of Dionysus also has its vital part to play in
invoking the redemptive aspects of Dionysiac myth.”

! This might have been the case with (Critias’?) Tennes, on which P. Wilson 2003, 188-189: “[it] was
clearly a drama that engaged with musical matters. (...) Perhaps this was a tragedy that gave the stage
musician a role within the drama itself, as is plausibly the case in a number of comedies.”
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Chapter 3 — Poet and Society: the “lives” of the fourth-century poets

While the previous chapter has examined the discourse on poetic tradition and
innovation in lyric texts, the focus of this chapter is the discourse on the evolution of
the status of poet and poetry in late fifth- and fourth-century society, and on the figure
of the New Musician. First, it is obvious to state that the interpretation of the
transformations of lyric culture, and the degree of rupture with previous practices, in
the fourth century depends on how one interprets the political and social changes that
occured over the fourth-century period in general, and whether one stresses mainly
continuity, or change, with the practices of the fifth century (that saw the most radical
political, social, economic and cultural transformations compared to the archaic
period). I have alluded to some of these fourth-century changes in the introduction, as a
way of setting the stage for understanding the evolution of lyric practices and thinking
about evolutions of all sorts, influencing and reflecting each other, in that period.**

This chapter uses another approach for understanding the evolving position of
the poet in society: sources have preserved many anecdotes and stories about the New
Musicians and present their dealings with their fellow-citizens in the theatre, at the
market-place or in bed, as well as their relationship with tyrants and kings.”> While a
traditional historicizing approach (illustrated for example by the mini-biographies of

the lyric poets one might find in Pickard-Cambridge’s or West’s overview of New

222 For “debating the Athenian cultural revolution,” see R. Osborne 2007.

23 By “anecdote” I mean the categories of discourse that chreia and hupomnémoneumata cover: short
narratives about the life of the poet or presenting the wit of a character in a real-life situation. For ancient
definitions of the chreia, and the difference with hupomnémoneumata, see A. Theon (in M. Patillon
1997) and Aphthonius (in R.F. Hock and E.N. O'Neil 1986).
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Music)*** would consist in collecting testimonia about the poets’ culinary tastes, bons
mots and physique,”” and compiling elements of a coherent biography of Timotheus,
Philoxenus, Telestes or their likes, critics have shown the importance of re-evaluating
the status of such episodes.””® M. Lefkowitz in particular has emphasized the
unreliability of the ancient biographical tradition of the poet, and her influential studies
have left few critics still willing to take any anecdote as illumination on the poet’s
actual life. Yet, her Lives of the Greek Poets does not include a chapter on the New
Musicians. If such a chapter were written, it would emphasize, for example, the
suspicious connection between Timotheus’ twelve-string lyre, at the center of several
anecdotes, and the sphragis of the Persians where the poet refers to a twelve-string

instrument, or between Philoxenus’ love for food and the gastronomic theme of the

224 Among the most famous and most influential, see A. Pickard-Cambridge 1964, M. L. West 1992,
356-372. Also M. Pintacuda 1978, 157-164.

3 Many sources for example comment on Cinesias’ thinness: Aristophanes Birds 1372 ff., Frogs 152,
366, 404, 1437, and scholiast to the passage. Galen, On the aphorisms of Hippocrates, 18.1; Athenaeus
12. 551a - 552. Also A. Cameron 1995, 488-492, for comments on various “thin gentlemen.”

6 Ancient biographical notes about the New Musicians present a series of recurring features, and what
G. Most says of the tradition of Sappho’s biography is true of the New Musicians’: “in [attempting to
come to terms with a complex set of data about Sappho’s life], authors have tended to apply one or the
other of three basic strategies: duplication, narrativization, and condensation” (G. Most 1995, 14).
“Condensation” is illustrated in Suda entries devoted to the New Musicians, which accumulate
chronological connections between the poets: Melanippides is made the grandson of an earlier
Melanippides, also a poet; Phrynis is said to have been a pupil of Aristocleitus, who was descended from
Terpander (Scholiast to Aristophanes’ Clouds v. 969); and Philoxenus a slave of Melanippides (Suda @
393 (iv 728s. Adler). “Duplication” is all the more frequent that the poets’ life was from the start so
poorly documented. Biographers thus offer “double” hypotheses to account for discrepancies in
discordant data: the Suda lists two Melanippides (Suda iii 350 Adler - about the controversial existence
of two Melanippides, see H. W. Garrod 1920, 132.); Aristotle is said to have distinguished two Cinesias,
(Scholiast at Aristophanes’ Aves 1379); and Athenaeus mixes at least three Philoxenoi, to make sense of
a Philoxenus’ alleged love of fish, the preserved fragments of a poem about a dinner by another
Philoxenus (“of Leucas”) and the dithyrambic production of a third Philoxenus (“of Cythera”) -
Athenaeus: 4.146 f—147 e; 15.685 d. On the identity of Philoxenus of Cythera and Philoxenus of Leucas,
see chapter 4. Finally, “narrativization” can be observed in narratives multiplying the connections
between the New Musicians: they are presented as a tight group at the forefront of the public stage,
eclipsing everybody else: Euripides is said to have been a friend of Timotheus (P. Oxy. 1176 fr. 39 col.
xxil = Vita Euripidei, 17-18), Phrynis and Timotheus appear to have been in competition, and
Stratonicus, Dorion and Cinesias were fierce critics of their contemporaries. At the same time, most of
the anecdotes are paradigmatic, to the point that some characters are interchangeable and that stories
about Phrynis appear in other passages as anecdotes about Timotheus or Terpander, or even Empedocles
or Plato.
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Dinner.**’ The goal of the following pages is not to write such a chapter, but, focusing
on the one New Music figure for whom the most numerous anecdotes have survived
(Philoxenus) to suggest new ways in which this chapter could be written.***

Alternate approaches to that of M. Lefkowitz have of course already been

229
d,

offere notably by E. Irwin, in several articles on poetic biographies and most

recently on that of Solon. Underlining the uneasiness that she perceives in Lefkowitz’s
own treatment of the life of the poet and lawgiver, Irwin uses a particular story (the
Salamis episode) associated with Solonian biography in order

to focus on the problems involved in handling the detailed stories of the
biographies of poets, [and] to occupy a Solonian middle ground between
approaches either gullible or dismissive in their approach to these rich stories. |
will ask: what are these stories good for? what can they tell us about both poet
and poetry? and can they, ultimately, have any historical value?**°

More specifically, in the next few pages she offers three methodological remarks that
are most useful for my own approach to anecdotes related to the New Musicians:

First, one can engage with the details of the biographical tradition without
passing judgment on their historicity. Studies that identify the common topoi
within traditional narratives, the legends surrounding wise man, lawgiver or poet,
are of course valuable, but they do not eliminate the need to deal with the specific
elements and logic of the individual narratives. (...) After all, poets did have
lives. Second, the biographical traditions of poets can contain important and often
early evidence for the reception of both the poets and their poetry precisely
because these traditions are derived largely from their poetry (often lost to us).
Finally, in those cases where it seems as arbitrary to accept as to reject events in
the biographical tradition, one should try to pursue the consequences of both
positions.

27 For Timotheus, see chapter 2; for Philoxenus, see chapters 4 and 5.

228 1t is worth considering why Philoxenus is the poet for whom most anecdotes survive. Is it because of
his particularly appropriate name, Philo-xenos, which reveals some of the social dynamics of the fourth
century (the opening up of Athenian markets and cultural life in general?).

% See for example J. Bell 1978 on Simonides; for an overview of approaches to biography, see S. Said’s
introduction to S. Dubel and S. Rabau 2001.

OE . Irwin 2006, 15-16.
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Both Irwin’s method and conclusions are appealing and many of her suggestions can be
extended to our corpus. So instead of starting from the (Lefkowitzian) claim that most
biographical information about the poets is fiction, I would like to take the anecdotes at
face value: although they might not give us access to the “historical” new musicians,
they do give us access to the image of the poets as perceived, and projected, by the
author of the anecdote. This assumption is not a return to the “naive historicism of the
past” (an expression used as a foil to define the method of the Lives of the Greek Poets)
nor a nostalgic antiquarian taste for trivia: these stories focus on the position of the poet
in society, and the details they provide about the poet gua poet and about the social
networks in which he is portrayed, as well as the ideological paradigms used to
describe his activity, have relevance to understand the musician’s poetic, social, and
political stance. Ultimately, these stories open onto the cultural narrative of fascinating

figures and their time, and on the perception of evolution in musical and social history.

1- Mousiké and middleness

Pherecrates’ Cheiron

The fragment of Pherecrates’ Cheiron that describes technical innovations (fr.
155 K-A) is most often read as a comic allegory of musical innovation;' despite the
elaborateness of some readings, that underline the subtle dynamics between remarks on
the body and on poetic activity, I propose to focus on a slightly different issue and
examine the embedded discourse on social change and continuity, which overlaps with

the other themes of the passage. In Pherecrates’ fragment indeed, Mousiké presents the

51 See in particular G. Pianko 1963; E. Borthwick 1964, 1968; D. Restani 1983; B. Zimmermann 1993;
G. Dobrov and E. Urios-Aparisi 1995.
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New Musicians as a series of men who pleasured themselves with her. While most
commentators describe Mousiké as a victim of sexual mistreatment at the hands of the
New Musicians, they do not note the tone that she adopts: if she is a victim, she is
certainly not a traumatized one. She introduces her story as some heroic tale that brings
pleasure to both poet and audience:**

(Move.) AéEm pev 0VK dKovoo: 6ol T€ Yop KAVELY
€uot te AgEatl Bupog ndovny €xet.

I will be happy to tell you: for it brings pleasure to your heart to listen, and for
me to tell.

The framework in which she is going to discuss musical innovation is itself reminiscent
of traditional solo lyric performance (something confirmed by Mousiké herself, who
underlines that she was “walking by herself” - pot Badilovont udvnu):

£uol yap np&e tdv koxdv Medavinmidng,

€v 10101 npoBtog Bg koch)v OVIKE UE

Xockocpmtepow T snomce XopSaLg dwdexa. 5
GAX 0OV Suog omog uev nv omoxpwv avnp

€UoLye — - — - TPOG TO. VOV KOKA.

Kuwnotog 8¢ < pu’> 0 xatdpatog ~Attikdg,
€E0pUOVIOVG KOUTOG TOLAV €V TOLG GTPOHOLG
OTOAMAEY,  0VTMG, MOTE TNHG TOINCEMG 10
TV S10vpduPwv, kabdnep £v TO1g AOTLOLY

OpLotép’ avToL dpoivetat ta de&Ld.

GAL" 00V AvekTOg 00TOC NV GUmG £LOL.

Dpovig &’ 181ov otpdPLrov pPorodv Tiva

chwtrwv LE KOl OTPEHOV 67mv Stéq)eope 15
€V TEVTE XopSozu; 80)58)( apuovwg ex(nv

GAX o0V €uolye x00T0g nv OTOYPAOV GVIP®

el ydp TL KAEAUAPTEV, 00TLC AVEAPEY.

0 8¢ TdBedc 1’ , @ GLATATN, KOTOPWOPLYE

KOl dlakeKvVolK oiloylota. (Alk.) molog ovtoot 20
0 TwdOeo0c; (Move.) MIAGLOG TIg TLPPLOG.

2 The use of the verb k\velv rather than dkovelv emphasizes the “archaism” of the picture. Dobrov
and Urios-Aparisi interpret this phrase as convoluted language typical of the dithyramb, a paradox
already investigated by B. Zimmermann 1993, 40, who notes: “on the one hand we find harsh criticism
in Aristophanes of these musical innovations while on the other we often find the very same musical
innovations being imitated in his own comedies.”
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KOKG Ol TOPEGYEV 00VT0C, OToVTag 0VG AEY®
TOPEANAVOEY, dY®V EKTPOTEAOVG LVPUNKLAG.

KAv €vtoynt Tov pot Badifovont udvn,

OTESVOE KAVEAVGE (0PdUlg dMIEKO, 25

€€apuroviovg vnepforoiovg T Avoclovg
KO VIYAGPOLG, DOTEP TE TAG POHAOVS OANV
KOUTAV LE KOTEUEGTMOE

Melanippides started my troubles. He was the first of them: he grabbed me and
pulled me down and loosened me up with his countless notes. For all that, he
was a good enough man to me, compared with my current troubles. That
damned Cinesias of Attica has done me so much damage with the ‘exharmonic’
twists he makes inside the strophes, that you’d mistake his ‘left turn’ for his
‘right’ in the composition of his dithyrambs and shield-dance. For all that I
could still put up with him. Then Phrynis shove in his own peculiar screwbold
all his own, bending and twisting me me into pentachords. For all that, even he
was sufferable enough: he went wrong, but he made up for it later. But
Timotheus is another matter. He’s shoveled me into the earth, my dear, and
ground me down disgustingly! (Justice asks): Who is this Timotheus? (Music
replies): Some red-head from Miletus. The things he did to me were worse than
all the others put together, with those perverted ant-crawlings he went in for.
And when he found me out for a walk by myself, he stripped me and unraveled
me with his innumerable notes.

exharmonic high-pitched blasphemous warbles — he stuffs me like a
cabbage, (rolling me up) with wriggling caterpillars. [tr. Barker 1997,
modified].

I am not concerned with the musical novelties that Pherecrates metaphorically
translates into another register, but with the general choice of register that the poet uses
to talk about music: Pherecrates describes musical innovations as sexual acts, but the
vocabulary is not that of sex as a private business, but of sex as a social affair. In the
first three instances where Mousiké describes a New Musician for example, she

underlines, in a nearly formulaic way, that his offense was, after all, tolerable.”>* The

33 About Melanlppldes GAN oDV oumg omog UEV MV Amoyp®@V Gvip Euotye TPOG 10 VOV Kakd; about
Cinesias, dAA’" oOv Gvextdg ovtog AV Suwg €uot; and about Phrynis, dAA’ olv £uotye xovtog AV
amoyp®dv avnp. Although the meter is iambic trimeters, the repetition of the same line builds the feeling
of formulaic poetry. The same is true of the expression yopdaic dwdexo (5, 16, 25). A proof that the
emphasis is more on the verbal repetition than on the meaning is the fact that the two words, although
seemingly a formula, do not belong to the same expression in 16: yopdoig goes with €v névte, while
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standard she sets is not personal, but ethical. However, the vocabulary she uses when
describing Timotheus’ assault is the vocabulary of the kaloskagathos: what Timotheus
did to her was aiyioto, €éxtponéiovg, the latter an adjective used by Theognis in a
couplet encapsulating aristocratic ideology.***

Moreover, the vocabulary used to describe the innovations has political
resonances in the context of late fifth-century Athens, as presented in the last chapter:
these musicians introduce different kinds of “bends” (xoumt...) that are quite not
inkeeping with the “straight” moral and ethical standards associated with the good
citizen in archaic poetry.”> Moreover, the novelties have political resonances, and the
critique of poikilia, modulations, and the disruption of tradition “was a common elitist
posture in Old Comedy (which poets such as Aristophanes were often at pains to
reconcile with the popular “carnivalesque” aspects of their appeal to the demos)”. >

So what the passage reveals is that Mousiké’s speech makes three types of
categories overlap in her presentation of the New Musician: the poetic and musical
(with the description of the innovations introduced by the dithyrambic poets, and the
use of comedy’s favourite allegorical (sexual) vocabulary), the moral (with Music’s

insistance on what is acceptable or not), and the socio-political (with terms that can

only echo the discourse on political innovation and revolution, and the imagery of the

dwdeka goes with apuoviag €ywv. Despite their grammatical unrelatedness, they seem to repeat the
same pattern as 5 and 25. This might be reproducing the critics’ chatter about “the twelve-string
business”: the sound of the discourse on the twelve-string music is everywhere.

34 Theognidea, 289-90: vdv 8¢ 10, 1@V Gyad®v Kakd yivetol £60AG Kakolowy / Avdpdv: fiyéovtat &
€xtpoanéloiot vopole. I owe this point to H. Schmidt. Thanks to him for kindly showing me his paper.

% On the vocabulary of moral straightness, and the connection between straightness and status, see
Theognis, 535-6 for example: oVmote dovAein keodoAn 1010 TEGLKEY,/ GAL’ OlEL GKOALY, KOVYXEVOL
MoEov €xet.

36 G. Dobrov 1995, 154 (parentheses are mine). Commenting on the passage, he also notes, 157:
“Pherecrates’ conspiracy of metaphor, vagueness, repetition and comic topoi continues to engage
students of Greek music such as Diiring, Borthwick, Barker, and Restani who have advanced a variety of
conflicting interpretations.”
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symposium). The New Musician appears as a stranger to her social (aristocratic)
milieu, and probably a foreigner tout court (presented as an unknown “red-head from
Miletus™), violating the ethical norms (including in terms of sexual practices) of the
elite society that Mousiké uses as a reference. The fact that the quotation belongs to the
Cheiron of Pherecrates might moreover suggest that Mousiké was referring to a
specific genre of discourse, the “precepts of Cheiron,” and to the specific context of
performance (the symposium) in which they were transmitted. As L. Kurke has argued
in a 1990 article, the Cheironos Hypothekai had been, since Hesiod, a distinct genre of
poetry, concerned with the education of young men and transmission of wisdom.”’
Other fragments of Pherecrates’ play present reminiscences of the sympotic practices
of the past (fr. 157-8 K-A) and considerations on youth and old age (fr. 156 K-A),
which, again, seem to confirm that this passage echoed the more general concerns of

the play, and that Mousiké used an aristocratic frame of reference (including perhaps

some use of Cheironos Hypothekai) to judge the New Musicians.

The Poet’s Voice and the Poet’s Throat

A similar kind of connection between discourse on music, (aristocratic) sympotic
frame of reference and ethical reflections appears in a second story. The anecdote,
quoted by Athenaeus, belongs to the mid third-century BC comic poet Machon’s
Chreiai (a collection of passages presenting the witty sayings of hetaerae, parasites and

238

musicians or poets, and whose purpose is a matter of debate.)”™ As in the previous

7T L. Kurke 1990. On Pherecrates: “the collocation of povoikfy and Chiron tends to confirm the
inference that the Xelpwvog Ynobnkot was a text associated with the education of young men” (93).
28 A. Gow 1965, 23-24; L. Kurke 2002.
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fragment, Machon’s passage underlines the importance of appetite and violation of
norms in connection with the New Musician Philoxenus:**’

D1AOEEVOC 00, g AEyoua', 0 Kubnplog
NUEOTO TPLAV GYELY TOV AAPLYYQ TNYE®V,
"Onwg KOTonive, onoly, 0Tt TAELGTOV XpOVOV
Kol Tave' duo pot to fpouod’ ndovny mo.

Philoxenus of Cythera, as the story goes, once prayed his throat were four foot
long, “so that I could take, he said, as much time as possible to drink, and so
that all the food could cause me pleasure at once.”

The anecdote revolves around the poet’s peculiar eating preferences, focuses on
the use of the body and the satisfaction of its desires and apparently does not have
much to do with Philoxenian poetics or social standing. In a remark mostly made of
superlative terms (such as 011 TA€lotOV Ypovov, Tave' and dua), the poet expresses his
wish for a monstrously long throat, meant to maximize the pleasure he gets from food
and drink. This obsession over quantity is accentuated by a love for mélanges:
Philoxenus does not make any distinction between the consumption of food and drink,
he not only wants to enjoy all the food at the same time (dua), but also uses to describe
the food he consumes a plural noun (ndvto Bpopata) which obliterates the individual
qualities of the fare. The image that stands out from this anecdote is that of a poet
defending both the pragmatics of gluttony and the aesthetics of mixing.

Although this initial reading reveals little connection between the poet’s throat
and the poet’s voice, I would first like to suggest that the discourse on the poet’s
gastronomic choices is a commentary on his poetic stance. The four lines condense a
discourse on performance and pleasure, where Philoxenus’ remark collapses the role of

the audience and that of the poet: the poet presents himself at the same time as potential

239 Athenaeus 8. 341 d = fr. 10 Gow.
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performer (offering a marvellous sight) and as audience (experiencing pleasure). Poet
and food have switched places: the subject of the verb for poetic activity (motelv) is the
generic 10, Bpopato, not the poet, and Philoxenus is only an indirect object (pot) in this
pleasure-creating process. What is more, the choice of the oversized throat (as opposed
to the tongue or the belly) as the organ of gastronomic pleasure is particularly apt for
the musical discourse on the lyric poet: even if in discussing the optimal use of the
body, Philoxenus says nothing specifically of the musical possibilities of a formidable
larynx, the emphasis on the throaty features of Philoxenus underline his proximity with
natural lyricists — the birds.”** The kind of correlation between body and poetry that
Deborah Steiner reads in descriptions of eating practices in archaic and early-classical

241 Here too, there is a definite

poetry can be read in the four lines of Machon.
connection between what travels down the poet’s throat and what comes out of it: the
mixing of food and drink that Philoxenus refers to recalls the mixing of modes that the
New Musician was accused of,*** and one of the main adjectives used to describe his

style (poikilos) applies before anything else to the natural world, and the variegated

throat of birds in particular.**

1 have not found any convincing argument to explain how nfiyuc, which can be used of the arms of
the lyre (LSJ III), could have a musical meaning in this passage.
1 D, Steiner 2002, for example 297: “I want to suggest that composers in a variety of poetic genres
were working within a social and linguistic paradigm that constructed intimate links between decorous
dining and decorous speaking, and that saw breaches in the registers of eating and speech as joined and
expressive of one another: what goes into the mouth and what comes out turn out to be very closely
related.”
2 See for example Dionysus of Halicarnassus, De Comp. Verb. 131 (for modulation between harmoniae
within the same piece).
8 In other sources, the poet asks more specifically for a bird’s throat (that of a crane), to be able to enjoy
his food for as long as possible. A passage of Aristophanes’ Frogs features an Eryxis son of Philoxenus,
in a line that provides an interesting parallel between visual and musical features of the birds’ throat
(Eov00¢). Parodying the complex style of Aeschylus, Dionysus says (930-934):
A0vvoog V1] TOUg Beovg €ym yoiv
70N 7OT' €V HarQ® KOV VuxrTOS dtnyQUmvnoa
1OV E0v00ov inmolentoudva Tntdv Tig £0TLv OQVLs.
Aioyvrog onpelov €v Taig vavolv opadéotat éveyéyoarrro.
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But if one can read this anecdote as reinforcing Philoxenus’ poetic stance as a
New Music poet, another reading is possible, focusing this time on the social stance of
Philoxenus. While Athenaeus reads Machon’s passage as a biographic statement and
includes Philoxenus among other famous opsophagoi in his book 8 (devoted to
discussions of fish, musicians, and fish-obsessed musicians),244 there is more to the
story:*** as J. Davidson has so convingly shown, talking about food is never just talking
about food. First, it is worth remembering that, as the epitome of the Deipnosophistae
states, the story was not attributed only to Philoxenus but also (in slightly different
formulations) to other characters.”*® Moreover, it is only one version of a paradigm
featuring several characters’ appetite and asocial eating practices.”*” These two remarks

should warn us already that the “biographic” reading finds some serious limitations in

Awdvveog £y 8¢ TOv PLhoEévou ¥ Huny "EQuEw eiva.

Evoumiong elt' &v Toaywdialg €xomv ®aiextoudva oo,
It is unclear whether the man whose name translates “Mr. Burp, son of Mr. Hospitality” has anything to
do with our poet, or is a comic monstrous invention (“the blond / trilling gryphon”). The same expression
appears again in the Birds 800 and in Peace 1177. Neither Dunbar nor Sommerstein in their commentary
of the Birds refer to the passage of Frogs or Peace. In his commentary to Peace, Sommerstein notes: ““a
tawny horsecock”: the phrase caught his fancy, and he uses it again in Birds 800 (likewise of a strutting
military officer) and Frogs 930-4. The adjective xouthos is here translated “tawny” merely for
convenience; it is doubtful whether the fifth-century poets who used the word (mainly in describing birds
and bird-like creatures) could have assigned any definite meaning to it.” Both he and Olson refer to M.
Silk 1983 on the problem of the translation of xouthos.
2 On book 8 of the Deipnosophistae, see A. Marchiori’s chapter in Braund and Wilkins 2000. The book
contains many quotations about flute-players, but this material has never been examinerd.
5 In the context in which it is quoted, it is only one anecdote in an excursus listing fish-lovers (from the
fourth-century music-master Dorion to the queen Gatis of Syria), gleaned from the comic poets and
anecdotists such as Lynceus of Samos, Callisthenes, Hegesander, and Aristodemus. Athenaeus’ interest
in Machon’s passages is biographical: Philoxenus is one representative of a passion for fish that took
different forms in different people, and that Athenaeus lists in encyclopaedic fashion.
%6 Athenaeus 1.6 d = Clearchus fr. 55 W, on a Philoxenus son of Eryxis and the tragic poet Melanthius.
47 Philoxenus, among others, is said to have trained himself to be able to manually handle his food so
hot that he would be the only one to have access to the dishes. The epitome of the Deipnosophistae also
mentions Chrysippus’ statement about a Philoxenus plunging his hand in scalding water (1.5 d); a
passage of Crobylus (1.5 e) featuring a character (Philoxenus of Cythera? Archytas? Someone else) with
“Idean fingers” and “giving his throat a vapour bath”; a passage of Theophilus (1.6 b) about Philoxenus
son of Eryxis (wishing for the neck of a crane); Clearchus on Melanthius (1.6 c¢) wishing to have the
gullet of a long-neck bird, to be able to linger over the pleasure of food. Clearchus (1.6 c-d) about
Pithyllus who sheathed his tongue. It ends with two longer anecdotes, different in tone, that I will discuss
in the second section of this chapter.
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the multiplication of figures and stories. For while all these testimonies seem to be
variations on the same theme, there is something specific to Machon’s narrative:
despite all its superlativeness, it is not simply hunger, nor real insatiable greed, nor
gross gluttony that Machon’s passage underlines, but the poet’s attention to the ideal
way to consume food. Again, it is not so much what, nor how much to eat, but how to
obtain an ideal eating experience. Aristotle’s references to this anecdote in two
passages suggest the type of discourse which Philoxenus, as a figure, is associated
with: the discourse on profligacy (dxohaotov) and excess.””® The same is true of a
chapter of the pseudo-Aristotelian Problems (XXVIII), devoted to the question of self-
control (cwdpoovvn), continence (€ykpdteia) and their opposite: Philoxenus is
presented as a representative of the profligate man as regards food-matters.”* This
vocabulary does not belong to the food-critic but to the philosophers, and the reference
is again ethical.

This last interpretation of Philoxenus’ wish suggests another, political, reading
of Machon’s anecdote: as in Pherecrates’ passage, Philoxenus is presented on the
background of aristocratic ideology, and in comparison with the figure of the poet as
provider of wisdom (especially in the context of the symposium).”® The lyric poet
appears as an intemperant (akolastos) who challenges the values both of sympotic

poetry and aristocratic ideology, and ignores all the values associated with the good

¥ Eudemian Ethics 1231a and Nicomachean Ethics 1118a 33.

9 The assimilation of individuals to types has indeed been analysed as a trend in anecdotal and
biographical writing; W. Gemoll 1924 explored how anecdotes, taken as slices of life, illustrate virtues
and vices. See also A. Momigliano 1993, 69-70. B. Scardigli 1995, 11-12.

20 Stories present Philoxenus as dispensing traditional wisdom: Stobaeus 2. 31 (on training and
education, and time as the greatest aid to education); Flor. Mon. 260, 261 (on honouring your teachers
more than your parents, and on blushing as the colour of virtue); Plutarch On borrowing (Moralia 831f),
on moderation in the use of luxury.
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citizen. By being an incarnation of the profligate (as opposed to the “middling”’) man,
Philoxenus turns on their head the traditional features of lyric poetry (praise of pleasure
in wine, music and good company, long life and requited love) and the acceptable

“measure” of the society he belongs to.””'

The personal hedonistic ideal he describes
(physical monstrosity, or animality, to satisfy bodily desires) could not be more
opposite to sympotic virtues: self-control and temperance associated with the
kaloskagathos, and the pride over physical integrity proper to the good citizen. What

Philoxenus prays for is actually an anti-symposium: the solitary, self-indulgent and

undiscerning consumption of food and wine, in a deformed body.

2- Opsophagia and philo-xenia

Two longer anecdotes, also attached to Philoxenus, lend themselves particularly
well to the same kind of layered reading, joining literary critical analysis and socio-
political approach. The first one is another passage of Machon, quoted in book 8 of the
Deipnosophistae right before the passage just discussed. Between apophthegms of the
third-century poet Antagoras and of the orator Hyperides, Athenaeus presents a story
staging — again — Philoxenus’ appetite:*

YrepBoAn A&yovot tov D1AdEevVOV
TOV S10VpauPwy TOV TONTHV YEYOVEVOL

1 This anecdote illustrates the same kind of ideology of “excess” of the New Musicians as the stories
(quoted in the previous chapter) told about Timotheus’ or Phrynis’ supernumerous lyre-strings and the
ephors’ concern to cut the top or the bottom (“extra”) strings so as to conform to the traditional seven-
string lyre (Plutarch, Inst. Lac. 17. 238¢c, Apoph. Lac. 8. 220c; also, about Phrynis, Agis 10.4). In that
anecdote, the ephors are representatives of acceptable metrics, and in the version of the story told about
Phrynis, the ephor’s name (Ecprepes or Mr. Comme-II-Faut) fittingly underlines the issue at stake: what
is important is the “appropriate” number of strings, and what counts most, the “middle” strings. Both
narratives can be read on different levels: as discourses on lyric practice and their evolution, as discourse
on moral norms and on the “outsider” place in society of the one who does not respect acceptable
metrics.

2 Athenaeus 8. 341b = Machon fr. 9 Gow.
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OYohdyov. £1T0 TOLVAVTTOSA TN AV dVETV

€V T01¢ ZUpaK0oVGOLG TOT 0VTOV 0YOPaoOL
KOl GKEVAGAVTO, KOTOOAYELY OAOV GYESOV
TANV TG KEGAANC, OAOVTO, &' VIO duoTeEYLog
KoK Exelv 6008p" €110 &' 10.TpoD TLVOG
TPOG 0VTOV £16eEAOOVTOG O¢ GOVOAMG TAVL
Op@v depduevov avtov einev, Ei 11 cot
OVOLKOVOUNTOV €0TL dLaTiBov Ty,
D1AOEeV', amoBavi yop dpog £RdoOUNG.
Kakelvog eine, Téhog €xel 10 TAvTo Hot,
1oTp€, dnot, Kal dediKntal TAAOL.

T0U¢ 810vpdPoug LUV BEOLG KATOALUTAV®D
NVIPOUEVOVG KOL TAVTOG EGTEGOVOUEVOG,
0U¢ AVaTIONUL TOLG ELOVTOD GUVTPOHOLG
Movcoig. 'Adppoditny Kol AtOVLoov ENLTPOTOVS-
tav0' o1 drodnkal dtacodovoly, GAL €nel

0 TyoBéov Xapwv oyordalelv ovk €qQ,

oVk Mg N1ofng, xmpelv d€ mopOBuov avapod,
KOAEL 8¢ pnoipa voy1og Ng KAVELY YpeDV,

W' ExmV ATOTPEY® TAVTO TOUAVTOD KAT®
70V TOVAVTOSAG LOL TO KATAAOLTOV ATOSOTE.

They say that Philoxenus the dithyrambic poet was excessively fond of opson.
One day in Syracuse, he bought an octopus 3 feet wide, prepared it and ate
nearly all of it except the head. Seized by dyspepsia, he was very seriously ill,
and a doctor arrived, who on seeing his poor condition said “if any of your
affairs is not in order, Philoxenus, work on them at one, since you will die
before the seventh hour.” Philoxenus replied, “everything is complete (t€1o0¢),
doctor, and had been in order for a long time. By the gods’ grace I leave my
dithyrambs behind grown to manhood and crowned with garlands, all of them,
and I dedicate them to the Muses with whom I was brought up (cuvtpddoig);
Aphrodite and Dionysius as their guardians (€¢mttpomovg) — my will makes all
this clear. But since Timotheus’ Charon, the one in his Niobe, does not allow
delaying but shouts that the ferry-boat is leaving, and gloomy Fate, who must
by obeyed, is summoning me — so that [ may have all my belongings with me
when I run off down below, fetch me the rest of that octopus!”

Just as the core of the previous story was the monstrous wish for an outsized throat, the
core of this one is the divorce between heads and bodies, the octopus’ and the
dithyrambic poet’s. And just as the head of the octopus is left untouched while its body
is consumed, what we would call the ‘head’ of Philoxenus (his phrén, the seat of

emotions and rational thinking) remains untouched while his body is in pain. The
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passage is introduced by vmepBoAf, a term that keys the reader into the main theme of
the passage:*> excess in consumption habits, the cause of Philoxenus’ dyspepsia and
imminent death. The anecdote revolves around an unresolved tension between two
images of Philoxenus.

On the one hand, after indulging in too much food and showing his lack of self-
control, Philoxenus appears to be a model citizen when it comes to his last moments:
when he answers the doctor, the poet emphasizes the successful paideia he gave his
“children” (his dithyrambic compositions), their status as respectable andres, crowned
with the wreath of the agonic victor (or that of the symposiast). He has done everything
that needed to be done, established a will, made a dedication, given forethought to
guardians. These details suggest that Philoxenus has prepared himself (at least
logistically) for death and suggests comparison with the figure of Socrates.

On the other hand, Philoxenos places himself on a plane different to that of
citizens: as a poet, he is not simply a citizen having arranged for his heirs’ future, not
even a recipient of the gift of the Muses, an inspired poet, as Archilochus (Movcéwv
€patov ddpov ematduevog, fr. 1 W.). He presents himself as belonging to the world of
heroes brought up by, and with, mythical characters (he is a cUOvtpodoc of the
Muses).”* The only guardians susceptible of taking care of his offspring are, naturally,
gods - Aphrodite and Dionysus, the gods associated respectively with the Charites (as
in the opening lines of Pindar’s Pythian 6) and with the dithyramb. The passage

presents the poet’s words as a sort of sphragis with which he emphasizes his status as a

3 The adverb appears in two other anecdotes of Machon, and in all three cases signals excess in
appetites (for sex or food).

2% See Gow’s note ad. loc; “so in A.P. 7.26 (Antipater Sid.) Anacreon is MAGKPHTOV GOVIPOGOG
" Appoving.
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poet. It is all the more so true that he inscribes himself in the poetic and mythological
worlds by referring to the words of a poem of his contemporary Timotheus, thus
making Charon’s injunction in the Niobe addressed to him.*> So this story reinforces
Philoxenus’ stance as an inspired poet, even belonging to the world of mythological
and heroic figures.

But on the model of many other stories, the anecdote concludes with a
catastrophe: the inspired poet, whose ‘head’ was far from the discomforts of the body,
is now going back to the depth of the wretched gaster. Philoxenus who had showed
himself a good citizen and a sort of philosopher prepared for death concludes his life by
a hybristic act that negates everything else he has said before: he now wants to
consume the head of the octopus.”® This ultimate act of hybris is jarring by contrast
with the rest of the poet’s attitude, but it takes additional meaning when compared with
Socrates’ end. First, Philoxenus’ last words as presented by Machon seem to parody

Socrates’: T0D TOVAVTOSOG ot TO KotdAotmov amddote echoes the "Q Kptitwv, €4m, 1@

"AckAnmi®d 0deilouev OAEKTPLOVO: GAAG Amodote kot un dueinonte of the last lines

of the Phaedo (118 a), while substituting the cock owed to Asclepius with the octopus

3 One can compare this with the anecdote staging Diogenes’ death (also by eating a raw octopus):
Diogenes Laertius vi. 76; Athenaeus 8. 341e. Or with Zeno’s death: Diogenes Laertius vii. 28, Strabo
3.7.44.

26 The choice of the octopus for the creature that ended Philoxenus’ life is particularly apt. In his
discussion of fish in book 7 of the Deipnosophistae (316 a — 319 a), Athenaeus has a long paragraph on
the octopus, which throws light on the symbolism of the mollusc here. Three of the octopus’
characteristics are worth pointing out: first, the polyp’s intelligence, its versatility and skill to adapt
(attested in a proverb of Clearchus and lines of Theognis (v. 215-218)). Moreover, a quote from Eupolis’
Demoi shows the connection between the ways of the polyp and those of Odysseus (on which, see M.
Teld’s commentary). Secondly, with its eight arms, the octopus is the embodiment of the sense of touch,
a perfect icon for the poet who is described elsewhere as an akolastos. Finally, the octopus is also known
for its aphrodisiac capacities (Athenaeus 7. 316 ¢ = Diocles, 171 Wellman) and provides a perfect mirror
for an akolastos. All these remarks take an added layer of significance when read in connection with
other anecdotes. Do we have to read something specific in the sead of the octopus? A passage of the
Harp-Singer of Clearchus might help: it describes the glutinous parts of the conger-eels as beneficial for
the voice: I'dyypwv 1€ Aevkdv Aot 101¢ KOA®deal/ BpdyOile. Tovtolg yop Tp€deTal 10 TVEDUO, KO/
70 GOVAPLOV NUAV TEPLGOPKOV YIVETAL.
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to Philoxenus. But despite the similarities in the two men’s last words, Philoxenus
presents a conception of death opposite to Socrates’. For while Socrates’ execution is
determined by the arrival of the boat from Crete, Philoxenus presents his death as
determined by the mythical departure of Charon’s boat, as evoked in Timotheus’
Niobe: it is as if even the poet’s time was determined by poetry. Finally, as opposed to
Socrates who covers his face in a dignified sign of denial of the existence of the body
after death,”’ Philoxenus presents death as a physical event in which the body
participates (amotp€y® kdtm) and where “belongings” (€ywv mdvto tapovtov) still
matter.

How to explain the parallel with the philosopher’s death, and what is at stake in
this anecdote? One level of understanding implies poetic and generic considerations.
This anecdote belongs to Machon’s Chreiai, a type of exercise which, in the rhetorical
tradition, mostly stages wise men and reports their pithy sayings or meaningful acts.”®
But as L. Kurke has underlined in an article on “gender, politics and subversion in the
Chreiai of Machon™:

When we ask why Machon should choose to parody this philosophical genre by
recasting it as the doings and sayings of Athenian low-lifes, we run up against

2T Phaedo 118a:"H8n odv oxedév 1t adtod Av T TEPL T0 NTPOV WUXOUEVA, KOL EKKGAVYOLEVOS -
£vekekdAunto Yap - €inev -0 o 1edevtaiov £90€yEato.

% According to Gow, 13, “To the rhetors of the imperial age the word crei‘ai had a technical and
specific meaning, and Hermongenes, Theon, and Aphthonius all devote a section of their
progumnavsmata to the subject (...). The literary genre however had existed since at least the fourth
century B.C.” (my emphasis). For use of Chreia in Progymnasmata, see R.F. Hock and E.N. O'Neil,
1986, especially 3-60. It is possible to interpret most of the stories gathered under the generic term
“anecotes” according to the rhetorical principles presented by ancient rhetoricians, among whom Theon
and Aphthonius: some chreiae are “logical chreiae” (or “chreaie of discourse”, either circumstancial or
general), others are “action chreiae.” On Machon’s contribution to the literary genre, see L. Kurke 2002.
She qualifies Machon’s book in the following words (21): “read all together, the individual anedotes of
the Chreiai are short and punchy (...), funny (when we can figure out the joke), and frequently highly
obscene (...). But most of all, Machon’s Chreiai seem oddly subversive or askew in relation to the
values and hierarchies we expect to find.”
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the problem that there are no extended examples of ‘straight’ philosophical
Chreiai extant.”’

The anecdote staging Philoxenus as a hero of chreia might be a case in which the
intertext with philosophical models is the clearest: Machon draws the attention to the
image of the poet as wise man,”®® while at the same time presenting a debunking of
philosophical death, and presenting Philoxenus as an anti-Socrates.

It would take a much more nuanced study to underline how this anecdote relates
to the rest of Machon’s stories, and how it can be read in parallel (or counterpoint?)
with the stories related to courtesans, as a form of discourse on power.”®' Here I
propose to see a contrast in the moral and social position between the two men, as
underlined by the parallel with Socrates’ death. As opposed to Socrates who dies for
the sake of the city, Philoxenus withdraws himself from his position of kaloskagathos
showing the ideal civic attitude, and presents himself as an akolastos: instead of a
lesson to the city, it is the spectacle of the selfish and momentary satisfaction of desire

that Philoxenus offers. The consumption of the whole octopus shows the extent to

29 L. Kurke 2002, 22. She then explains how “several scholars have recently attempted to read (or
perhaps, to mine) Machon for historical content and contexts. (...) Traditionally, this kind of reading has
been done in the service of positivist historical reconstruction, as already for Gow, whose preface
justifies attention to the Chreiai as ‘of considerable interest both as a document of social history and as
representing a type of literature of which, though popular and extensive in antiquity, little has survived’
(Gow 1965, ix).”

60 As noted above, about time, about education, about borrowing. See also Ephorus, Athenaeus 8. 352¢
= FGrH 70 F2, who compares the poet’s style with the wise Simonides’: {nlwtg 8¢ dia tdv
£0TPANEAOV AOYOV TOVTOV £YEVETO O ZTPOTOVIKOG ZiUwvidov 10D mountod, d¢ ¢nowv “Edopog £v
SeVTEPW TEPL EVPNUATOV, ddoKmV Kot DrhdEevov TOv KuBnprov mept 10 Spoto €omovdokévart.

1 1. Kurke’s challenging re-reading of Machon’s poetry consists in underlining that “there are good
reasons to read Machon’s low-life characters politically, as representatives of Athens speaking for the
Athenians as voices of resistance” (27). The next paragraph is particularly important for our reading of
the anecdote in a series of discourses on the place of the poet in society (27-28): “If this is what’s going
on in the Chreiai, it’s worth emphasising how unusual Machon’s representational strategy is. The much
more conventional choice is symbolically to contrast the proper order of the democratic polis with the
corrupt demi-monde of prostitutes, parasites, and hired musicians, so that the prostitute becomes the very
figure for a debased private sphere invading or encroaching upon the public.” This inversion, or rather
invasion of the private into the public discourse is precisely what I have suggested in the previous
anecdotes.
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which Philoxenus has adopted wisdom of the octopus itself — as presented in Pindar’s
advice:**

® TEKVOV, TOVTLOUL ONpOC TETPaiov

XPOTL LAALOTO VOOV

TPOGHEPWV TACOLS TOALECTLY OUIAEL’

T TOPEOVTL & £MaLVNOOLE KOV GALOT  GALOLO hpOVEL.

My son, let your mind behave like the skin of the rocky beast of the sea, and
consort with men of all nations. Praising willingly who is present, change your
mind according to the circumstances.

This is precisely what the poet brings to another level: while the image, in Pindar,
might be a metaphor for the poet’s flexible position vis-a-vis a patron, Philoxenus takes
it as an invitation to adapt his social conduct to best suit the circumstances and his own
wishes. Thus, the consumption of the rest of the octopus confirms his overwhelmingly
selfish appetite, his concern for private enjoyment rather than public affairs, and his
refusal to be a model for the city. It is ultimately not the nomoi of the city, but another

private call, from Timotheus’ nomos, that convinces Philoxenus that it is time to die.

From movable feast to market economy
Another anecdote revolving, again, around Philoxenus’ eating habits reinforces
this interpretation. It is a fragment from the fourth-century Peripatetic philosopher

263

Clearchus quoted in the epitome of the Deipnosophistae.” It might have come from

Clearchus’ Lives (a work that presents moralizing anecdotes about political, artistic and

> Fr. 43 S-M; on which see B. Gentili 1988, 133.

263 In the series of anecdotes about homonymous Philoxenoi already referred to: Athenaeus 1. 6b = fr. 57
W. According to Athenaeus (14. 701b): KA€apyog 0 ZoAeVg 0VSEVOC BV SEVTEPOG TAV TOD GOOOD
"Aprototélovg nadntdv. The philosopher must have had a good knowledge of, or at least interest for,
fourth-century poetry and linguistic and poetic phenomena (fr. 88, 91a W), since he is one of our rare
sources (or the only one) for several fourth-century figures: Lycophronides (fr. 22 W, fr. 24 W) and
Castorion (fr. 88 W) and Eriphanis (fr. 32 W).
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264

poetic figures)™  and stages the same elements as the previous stories: food, social

habits, and the poet’s position in the polis:

KAéapyog 6¢ omot @AoEevov mpolovduevov <€v Tf TaTpidt KOV JAAOLG
nolecl> TeEPLEPYESOOL TOG OlKlOGg, OKOAOLOOVLVTI®V 0UT® Toldwv [Kol]
depOVIMV €Lotov olvov Yapov 6Eog kal dAlo NdVouoto. £netta €1610VTo €1g
T0¢ GALoTplag olkiag T0 yduevo Tolg GAAOLG ApTVELY £UBdAAOVTO OV MV
ypeio, k60 ovtwc T eic €avtov T kdyavta edwyeichat. odtoc eic "Eoecov

KOTOTAEVGAG EVPWV TV OYOTMALY KEVTV ETVOETO TNV OLTLOV. KOl LoO®V OTL
TOV €1¢ YALOVG GLVIYOPAGTOL AOVGAUEVOC TOPTV BKANTOC MG TOV VULOLOV. KOl
uetd 10 deimvov doag VUEVOLoV, 0V N GpYN’ YOUE Be®V AaUTPOTATE TOVTOG
gyuyaydynoey, qv 8¢ dtBupouforotdc. kol 6 voudlog PAGEeve, einme, Kai
avplov mde detnvioetc. kol 0 PLAGEEVOS Gv dyov, €0, Ul TOAR TLC.

According to Clearchus, Philoxenus used to go round among the houses in his
own city and others as well, freshly bathed, with an escort of slaves carrying oil,
wine, fish-paste, vinegar, and other delicacies/seasonings (ndvouota). He would
then enter strangers’ houses and season whatever was cooking for the rest of the
company, throwing in what was lacking. Then he would stoop and greedily feast
on the food. He once landed at Ephesus, and finding the deli/fish market
(Oyonwiiv) empty inquired the reason. When he learned that everything had been
sold out for a wedding, he bathed and went uninvited to the bridegroom’s house.
And after the dinner he sang the wedding song beginning “marriage, most radiant
deity” and delighted everybody (for he was a dithyrambic poet). The groom then
said, “Philoxenus, shall you dine in this way tomorrow also?” “Yes” said
Philoxenus, “if there is no opson for sale.”

The anecdote is twofold: the first part shows the peculiar dining habits of Philoxenus,

265

the second is a particular dinner-story at Ephesus™" that retrospectively sheds light on

264 Clearchus wrote an About Lives (nept Brdv fr. 37-62 W). His work demonstrates an interest for the
figure of the parasite (Athenaeus 4. 157c = fr. 38 W) and for the overlap between social and moral
categories (fr. 42 W, on which Wehrli: “die Abrechnung mit Parrhasios ist wesentlich konfuser, weil sich
die moralischen Kategorien mit solchen des sozialen Vorurteils vermengen; K. scheint zu versuchen,
anekdotische Ueberlieferung ethisch umzubiegen). Once again, we may wonder if the selection of
Clearchus that has come down mainly through Athenaeus is not biased by Athenaeus’ own process of
selection (in particular his interest for the socio-politics of poetry): although with Clearchus we are closer
to the source, there is still a level of filter (Athenaeus’ process of selecting anecdotes) between the text
and the reader. Clearchus’ moral interest in the rest of the fragments: insistence on fruphé and eating
habits, as representative of people’s behaviour. The fragment the most representative of Clearchus’
interest is fr. 63 W. See Wehrli’s commentary: “mit den Lehrmesitern erotischer und kulinarischer n8ovn
mag sich schon vor K. eine moralische Schrift auseinandergesetzt haben.”

%65 Ephesus was a city “oligarchic in temper”, that took sides with Sparta after it revolted in 412 BC; the
very location of the anecdote, in Ephesus (the town of Hipponax), and its Spartan connection underlines
the importance of the discourse on mousiké (Sparta is known for its musical conservatism).
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Philoxenus’ character as presented in the first part. The story revolves around the
relationship between food, poetry and socio-economic webs of relationship and, again,
questions the convivial practices of a New Musician on the background of Classical
Athenian culture.

In the first sentences of the passage, Clearchus presents Philoxenus as a strange
hybrid. On the one hand, Philoxenus has all the trimmings of an elite citizen evolving
in an aristocratic culture: before entering people’s house, he bathes (mpolovduevog)
like one does before going to a symposium.”*® He is the one who provides opson (the
condiments, the most delicate part of the meal) for the dinner preceding the symposium
and by generously seasoning his guests’ food, he lives up to his name (philo-xenos), for
it is not the sifos but the opson that transforms eating into a social practice.

On the other hand, the poet is the ‘movable feast:” Philoxenus appears like a
frentic opson-consumer: he cannot go around without it, and brings it to other people’s
place. What he does to other people’s food (ta €youeva 10l GAAOLS OPTVELV
£uBdArovta ®v fv xpeio) is the gastronomic illustration of his poetry: the verb dptom
is used ‘of things that require skills or cunning’ and suggests an obvious parallel
between the use of cookery and that of poetry, and the participle €éupaiiovto recalls
the embolima (or anabolai) that the New Musicians introduced.”®’ So in presenting

Philoxenus as a skilful saucier, Clearchus is only translating the poet’s activity in the

%66 On bathing: AovecOar in Aristophanes (Birds, 132 and Plutus, 615) is associated with feasting and
celebration. The word functions as a marker: when hearing that there is a wedding, Philoxenus bathes
(Movoduevog maphv dxAntog g tOv vopoiov), like Plato’s Socrates in the Symposium 174a3 (ot
ZwKpATN EVIVYXELY AEAOVUEVOV TE KOl TAG BAODTOG VITOSEdEUEVOVY, O EKETVOG OAYAKLG EMOLEL).

267 See for example Aristotle, Rhetoric 1409b.
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realm of food: he brings more delight to people’s life by providing éAia ndvopota.*®
But Philoxenus is neither really an aristocratic guest (since he is not invited) nor a
host (since he goes to other people’s houses): he makes himself a guest and a host
wherever he goes. It is hard not to read an echo of Homer’s Odysseus (especially in the
light of the tradition that makes Philoxenus the author of an allegoric Cyclops or
Galatea that was a parody on the poet’s unfortunate relationship with Dionysius of
Sicily’s girlfriend):*® like Odysseus, Philoxenus barges into the Cyclops’ place and
helps himself to the Cyclops’ food. In the same manner as Odysseus, who brings wine
as opson (and quite ironically, the flesh of the companions Polyphemus will feast on as
well), Philoxenus brings in the opson to his hosts. The adjective dxAntog actually
makes him a very special kind of guest: this standard epithet, along with dovupoirog, in
Greek comedy cues the reader into linking Philoxenus with a parasite.”’’ The attitude of
Philoxenus at the banquet confirms this: he is depicted as an intemperate glutton: kG0’

ovtwg telg €avtov T xdwyavio evmyelcBat. The sentence illustrates his lack of

268 See the parallels between cooking and rhetoric in Plato’s Gorgias: 462e - 463e. According to Plato’s
Socrates, both are forms of KoAakeio elval Tt EmTAdevua TEY VKOV HEV 01, YuxTg 8 6TOYOGTIKNG KOl
avdpetlog kol dpvoeL devig TPOCOMIAELY tol¢ GvOpwrolc. Also the participle used in Aristotle’s
definition of the function of poetic language in tragedy in the Poetics 1449b 25: ndvopéve Ady®. This
parallel between the two registers is also used in another genre, comedy: see for example Damoxenus,
Foster Brothers (Athenaeus 3. 102 f— 103 a = fr. 2 K-A), where the poet presents a stock figure of New
Comedy, the cook, who acts like a composer and uses the vocabulary of the Aarmonikoi to describe his
cooking.

%9 For the anecdote, see PMG 816, that I comment on in the last pages of this chapter.

270 The rich social history of the akletoi has been underlined by B. Fehr 1990, 185-6: “other people, who
contribute to the entertainment of the symposiasts as well, arrive without being called (akletoi). They do
not possess property and - for whatever reasons - do not earn their livelihood by some useful techne.
Driven by their hungry stomachs they appear wherever they hope to gain a meal. These akletoi had a not
unimportant role in the Archaic cultural and social history of the symposion. (...) The very first akletos is
Odysseus.(...) The most important variants of the akletos in later literature are the kolax and close to
him, the parasitos.” On the rise of parasites in fourth-century Middle and New Comedy, Antiphanes
(Athenaeus 1. 4f = fr. 227 K-A): o010t 8¢ qpodgy 10 deinvo TV €v Th TOAEL / GdopdGLY <del> Kol
nétovtol 8e€ldg / €ml 1ot dxAntol (...) oVg €del, 1OV dfUOV €K KOLVOD TpEdELY, Oel 0 Omep /
‘OAvunioot doot Tolg potoig Totely / Bodv 101¢ GKANTOLG TPOKATOKOTTELY TAVTA)OD.
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control, no matter what reading we choose®”! — or rather, it underlines how Philoxenus
plays the parasite and acts according to how an akletos is expected to act, that is,
greedily. This ‘performance aspect’ is what B. Fehr emphasizes:

Firstly, during the banquet the akletos displays his ugliness, weakness, voracity,

or whatever by chance and unintentionally, thus making the invited guests laugh

as they feel their superiority. Secondly, the physical and moral inferiority of the
akletos is revealed consciously and on purpose: the akletos, as it were, performs
himself. Thus he confirms the image the invited guests have of people of his sort;
enjoying this, they become inclined to give the aklefos what he asks for and are
less likely to use violence.
Philoxenus thus plays by the rules of the game that he has just invented: coming as an
uninvited host seasoning simple fare, he performs the hungry guest.

The relationship between his generosity and greed acquires a new level of
significance in the next part of the story: when there is nothing for sale at the deli,
Philoxenus literally ‘sings for his supper,” and delights people (mdvtog
eyuyaywynoev) - a typically Platonic verb used to refer to the power of language, both

poetry and rhetoric.*’?

Philoxenus thus always ends up escaping classifications:
although he comes uninvited, as a parasite, to the wedding and acts as is expected of
him (both as a parasite and as a poet for a patron), at the end he changes the rules of the
game, or rather underlines his refusal to play by old rules: he will not be the poet

playing for a patron. Indeed in the last sentence, he switches from the vocabulary of

symbolic value used by the groom (“will you dine with us in this way, (as a guest)”

' Either Miiller’s reading in Athenaeus: dvaxduyavto - gulp down, or the Suda’s eig €avtov
kOyovta: bend over, that has, like the English translation, sexual connotations (root of ‘kubda,” one of
the positions referred to in ancient sex manuals). On the reading of this passage, see K. Bartol 2004. G.
Roskam 2006.

272 Plato uses the verb (and his compounds) 6 times: Phaedrus 261a, 271 ¢ ( Eneidn Adyov dOvopig
Toyydvel yuxaywyio ovoa), Timaeus 71a, Laws 909b. Aristotle uses the verb twice, in the Poetics:
1450a: mpodg 8& tovTo1g T0 LEYLGTA 01C WYuYoYWYEL 1) Tpay®mdio 10D wibov pépn €otiv. 1450 b: 1@V 8¢
AOLT@V M LEAOTOLL0, LEYLOTOV TV NOLOUAT®Y, 1) € OWLG YUY OYWOYLKOV UEV...
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0de dewnvioelg) to that of market economy (“if there is no opson for sale” dv Gyov un
nowAn T1¢). With this remark, as with the parallel with Odysseus the wanderer,
Philoxenus appears as a character questioning the social networks he enters: neither
really a guest-friend, nor a good symposiast, not a poet playing at a court and not quite
a parasite, he shows, with his question, what is at stake in his singing lyric poetry in
fourth-century society.””

So what image of the lyric poet does Clearchus present in this anecdote? Before
anything else, Philoxenus is presented as a performer: he always plays ‘at’ something.
For the alleged sake of opson, this gastronomic Odysseus is as ready to play the
parasite as to play the sympotic host treating his guests to a delicate dinner, being true
to his name (Philo-xenos). At the same time however, when he performs, he refuses to
perform poetry as a form of disguised commodity exchange: he will only sing for his
supper if he has to (if the deli is closed) — otherwise, he will improvise another feast
and play the hungry guest. This last reply shows an aspect of Philoxenus that had
surfaced in the previous anecdote: Philoxenus points at the ambiguity of the status of
the poet in the city. In Machon’s anecdote, the discourse of the poet on food and the
body appears at odds with the traditional discourse of food and body in the sympotic
tradition; in Clearchus’ anecdote, Philoxenus is a figure integrated in the life of the

Greek poleis but questions the traditional relationship between lyric poet, patron and

" The same kind of hesitation about the social status of the court poet can be read in an anecdote about
Timotheus (Plutarch, de fort. Alex. 1 = PMG 801): ~Apyeldm € 30K0VVTL YALGXPOTEP® TEPL TAG
Swpeadg eivor Tiwd0eog Gdwv Eveshuoive TOAAGKLC TOUTL TO KOUUGTLOV:
oV € TOV YNYEVETOV dPYLPOV OLVELS

008 T ApyEroog 0VK AroVoWG Aviedmvnoe: oL 8€ v altels. In that anecdote, Timotheus is acting in the
traditional way of the poet at the court of a tyrant and recalls the figure of Simonides (about whom see J.
M. Bell 1978; B. Gentili 1988, 161-163, especially 162: “In breaking away from the traditional mold of
the inspired poet and the model of the poet as master of truth, Simonides inaugurates a process of
secularization that replaces a special, privileged type of knowledge with what is essentially a lay person’s
knowledge, more accessible and political.”)
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audience in an aristocratic setting. By acting as symposium-man, Philoxenus also
questions the role of the lyric poet in the democratic city, and in his last reply, he points
out the mechanisms involved in the private banquet: by making his singing a form of
money (he pays for his dinner by singing), and refusing to see it in any other way
(while the groom insists on the ‘psychagogic’ effect of his song and focuses on the
status of the poet in archaic society), he points out unambiguously that for him, poetry

d.?* But he also underlines the divorce between

belongs to something that can be sol
status and economics: Philoxenus plays at the parasite, but not for economic reasons
(since he has the expensive stuff). He refuses the social, political and economic ties that
used to link the poet with a patron, but also blurs the lines between social and economic
status; ultimately, it is between the traditional image of the poet as attached to a patron
or an aristocratic community, and the image of the (non-Athenian) poet, performing a

new kind of wisdom for the city.””” The last section of this chapter will focus on that

aspect.

3- Poetrv and parrhesia

The two anecdotes I will present here are set in a slightly different setting.
Rather than taking place in a democratic context, they stage the poet’s dealings with the

Sicilian tyrant Dionysius, and deal with the issue of frank speech. While several

2™ This is also what an anecdote about Philoxenus reported by Diogenes Laertes underlines: in the story
(4.6.11), when the poet heard brickmakers singing one of his songs badly, he crushed their bricks and
said “just as you destroy my work, I destroy yours.” In this story, Philoxenus puts his work in the same
kind of network as the bricks of the brickmakers, something that belongs to the mercantile world. This
anecdote is somewhat reminiscent of Homer’s dealing with the potters (as told in the pseudo-Herodotus
Life of Homer, 32).

* For a similar kind of ambiguity in the kind of social system to which the poet belongs in Pindar’s
poetry, see L. Kurke 1991.
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volumes entirely devoted to the issue of parrhésia have appeared in the past few
years,”’® none of them has paid attention to two fourth-century figures embodying the
concept: Stratonicus and Philoxenus. In the last section of this chapter, and in the
context of the case-study I have offered, I will only focus on Philoxenus, while noting
that the anecdotes related to Stratonicus would provide an instructive complementary
(and counter-point) reading.”’”’
Critic in the Quarries

Despite the difference of setting, an anecdote related by Diodorus of Sicily
shares characteristics with the story of Clearchus just discussed: the poet presents a
divided portrait of the dithyrambist, part profligate incapable of putting his appetites
(either his big belly or his big mouth) in check, part aristocrat illustrating elite ideals,
and part democratic citizen, testing the limits of parrhésia. The story belongs to an
aside in Diodorus’ narrative and presents the literary activities of Dionysius in time of

278
peace:>’

71 Sluiter and R. Rosen (eds.) 2004, A. Saxonhouse 2006.

"7 On Stratonicus as an important figure of fourth-century lyric culture: see the dramatic setting of the
opening of [Plato]’s Sisyphus: “we waited for you when we were going to a show by Stratonicus.”
Machon, Clearchus and Callisthenes (author of an opus of reminiscences of Stratonicus) offer us a
variegated picture of the character. The chreiae featuring the musician revolve around three themes:
musical skills, regionalism, and general wisdom. (In most anecdotes featuring Stratonicus, the musician
underlines his lack of belonging to any place in particular). According to D. Gilula 2000, 433,
Stratonicus is “a travelling harpist, no longer a member of any community but living of all, a music
expert whose opinion is valued; he is a traveller with a keen eye and a sharp tongue. To this we may add
what Stratonicus is not: he is not an ambassador of a polis, does not reveal interest in politics nor is his
advice sought by politicians or kings. He is not asked questions about religion or ethics. What he is asked
about pertains to his professional expertise, to places he saw in his travels and the loyal characteristics of
people he met.” He is reported by Athenaeus as having been condemned because of his parrhésia:
Athenaeus 8.352d.

™ Most of book 14 and the beginning of book 15 of Diodorus of Sicily are devoted to Dionysius’ rule.
Diodorus (or his source) is careful to remind the reader of the literary culture of the time* fikpoocav 8¢
Kata ToVTOV TOV €viautov ol €mionuototor dibvpopforotol, dikdééevog Kubnprog, Tudbeog
MuMotog, Tedéotg Zeivovvriog, Todverdoc, O¢ kot {wypodikhic Kol LOUGLKiC elxev éumeipiay
(14. 46). On “an estimate of Dionyius, of his character and actions,” see P.J. Stylianou 1998, 69-70.
Also: “Chapters 6-7 (...) largely taken up with Dionysius’ literary concerns, namely his great fondness
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Kota 8¢ v ZikeAov Atoviolog 0 TV Zupoakocsimyv TOPOVVOG OTOAEAVUEVOC
0V Tpdc Kapyndoviovg morépwv moA €lpfiivnv Kol GXoANV €1xev. d10 Kol
TOLUOTA YPGOELY DIEGTACOTO UETO TOAANG OTMOLANG, KOl TOVG €V TOVTOLG
d0&av €x0VTOg UETEMEUMETO KOl TPOTUMV OVTOVG GULVOLETPLPE KOl TAV
TOMUATOV €miotdTag Kol dloplwtdg €lxev. Vmd 8 ToVvTWV S0 TOC
€VEPYEGLOG TOLG TTPOS Y APLV AOYOLS HETEWPLLOUEVOG £KAVYOTO TOAD LOALOV
€T TOLG TONUAGLY T} TOLG £V TOAEU® KATOPOWUEVOLS.

In Sicily, once the tyrant Dionysius of Syracuse had abandoned the war against
the Carthaginians, he had plenty of peace and leisure. Hence he started writing
poems with great zeal and he invited over the famous poets of the time, granted
them great honour and spent time in their company, having them as instructors
and editors of his poems. Flying high with the words with which these men
were repaying his benefactions, Dionysius boasted a lot more about the poems
than about his success in the war.

This introductory paragraph already sheds light on the ambiguous character of the
tyrant. Two aspects are emphasized: on the one hand, Dionysius’ love of letters

(momuato, ypddely VIECTAGOTO UETO WOAANC omoudnc) and his features as an

enlightened ruler, on the other hand, the tyrannical aspect of his relationship with
poetry.”” For the tyrant, poetry is only another way of managing his power in times of

peace and the famous poets of the time play along the game of the tyrant, feeding his

hybristic appetite for recognition (uetewpt{opevoc).”*

Philoxenus’ attitude contrasts with that of his contemporaries. His refusal to
praise the tyrant’s poetry is described in the next sentences:

[a] TV d€ cuvovimv avTt® oty PLAdGEevog O d1BvpauPoroldg, LEYLGTOV
€xov GELOUA KATO, TV KOTAOKELTY T0V 1810V TOINUATOS, KATO, TO GUUTOGLOV
OVOYVOGOEVTOV TOV TOV TUPAVVOL TONUATOV HOXONPAV Ovimv £nnpmton
TEPL TAOV TOMUAT®OV Tlva Kpilolv  €Yol. OmOKPLVOUEVOL &' 00TOV
TOPPNOLWOECTEPOY, O UEV TUPOVVOG Tpookoyag Tolg pnoeiotl, Kol

for writing poetry and with the problems this created (...) [lend themselves] to anecdote and the anecdotal
nature of the chapters is obvious. Isocrates provides evidence (Archid. 44f.) that the truth about the tyrant
became confused with legend while the tyrant still lived” (P.J. Stylianou 1998, 80).

7 See M. P. Lloicg-Berger 1966.

%0 The honours (mpotiu®v) Dionysius gives to poets is the money he pays them for his poetic education
(émotdtog kot dtopbwtag), and benefactions in return (evepyeoiag) motivate their appreciation of
poetry (tolg npog xGptv Adyorc). The poems are to peace what military successes are to war; the parallel
is reinforced by the use of the verb koatwpOwuévoig, that reminds of his poetic tutors dropBwtag.
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KOTOUELWYOUEVOS OTL dL0 dOOVOV €PAAGONUNCE, TPOGETOEE TOLG VINPETOLS
TOPOYPNUO. ATAYELY €1¢ Tag Aotoutog. [b] ) &' votepoig TV GlAwv
TOPOAKAOVVTIOV GUYYVOUNY 0VVOL T0 PLAoEEVD, SLOAAOYELS QVTHD TAALY TOVG
00TOVE TOPEAAPEY €L TO GLUTOGLOV. TPORaLVOVTOg O T0V TOTOV, KOl TAALY
0V ALOVLGLOV KOVYX®UEVOL TEPL TOV 1OLOV TOLNUATOV, KOl TLVOG GTLYOVE
TOV S0KOVVIOV EMLTETEVYOOL TPOEVEYKAUEVOD, KOl ENEp®T®VTOC [Told TLvd
601 QOAVETOL TG TOLAUATO VRAPYELY; GALO HEV 0VSEV lne, TOVG &' VINpETag
700 ALOVUGLOV TPOGKOAECOUEVOC EKEAEVOEV OULTOV OTAYOYELV €15 TOG
lotopiog. 10t pEv ovv 810, TV evtpaneAiav TV Adywv peldidoog 6
ALov0G10¢ HVEYKE THY TToppNoioy, 100 YEA®TOC TV UEuwLy aupilovovtog [c]
HET OALYOV O TV YVOPLL®V Al EKELVOL KOl TOV ALOVLGLOV TOPOLTOVUEVOV
v dxalpov mappnoioyv, 0 DiAdEevog e€mnyyeilato mopddo&ov  TLvol
emoyyeloyv. €on yop 610 TG AmOKpioEMS TPNCELV dua Kol Thv OAndeilav
KoL TV €00KNoLv 10V AlOVLGLov, KOl 0V Sleyenodn. ToD ydp mpdvvov
TPOEVEYKOUEVOL TLVAG cmxoug sxovwg E€AEELVO. TTAOM, KOl €PpMOTCOVTOG
ITold Twva q)(stwt o ﬁOtnuaw elnev Otmpa da mg ouodtBoAtlac
audoTepo MPNGaAG. O UEV YOp Aloviclog £8€E0T0 T OLKTPO glvol EleeLva
Kol cwunaeswtg n?mpn, 70, 8¢ T01aVTO, E1VOL TONTOV GY0ODV EMTEVYLOTO,
00ev m¢g €MNVEKOTO QVTOV ATESEYETO" ol &' dAAOL TV OAnBvnv didvolav
€xdeEauevol Tav 10 O1KTPOV ATOTEVYUOTOC GVGLY E1pnicBat dteAdufovov.

[a] Among the company of poets surrounding him, there was Philoxenus, who
had a great reputation for the elaborateness of his own poems. During the
symposium, after the tyrant’s poems were read (they were truly wretched), he
was asked what was his judgement of the poems. When Philoxenus replied in a
very frank way, the tyrant was offended by his words, and reproaching him for
slandering him out of jealousy, ordered his attendants to immediately bring the
poet to the quarries. [b] The next day, after the tyrant’s friends petitioned him to
give his absolution to Philoxenus, Dionysius invited the same group to the
symposium. As the drinking advanced, when once again Dionysius was
bragging about his own compositions, he recited some lines that seemed to him
to be well composed and then asked: “what do you think of these poems?” The
poet said nothing else but calling Dionysius’ attendants, he ordered them to
bring him [Philoxenus] to the quarries. So this time, because of the way the poet
had spoken, the tyrant smiled and could take the frankness, since the reproach
had been blunted by the joke. [c] Soon after though, when Philoxenus’
acquaintances and Dionysius himself asked him to stop using untimely
frankness, the poet made a paradoxical offer. He would, he said, at the same
time respect the truth and show respect to Dionysius, and he didn’t lie. Indeed,
the tyrant read some lines that depicted miserable events. When asked: “what
do you think of these poems?” the poet answered “Pitiful,” thus keeping both
promises thanks to the vagueness of the term. For Dionysius took ‘pitiful’ to
mean miserable and deserving pity, the very effects achieved by good poets,
and hence understood him as approving them. The rest of the company
however, understanding the real meaning, took it to mean ‘wretched
endeavour.’

118



Chapter 3 — Poet and Society

In [a], we are confronted with a typical case of inappropriate parrhesia: the poet, asked
to give his opinion, tells the unadulterated and unflattering truth. By doing so, he
reinforces his independence vis-a-vis the tyrant and his status as a professional poet:
Philoxenus is not ready to compromise his poetic standards to please a tyrant. But the
tyrant’s response is not surprising, and brings us back to the world of politics, not
literary criticism: true to his tyrant name, Dionysius punishes whoever does not
recognize, or seems to belittle, his status. The unspoken rule of tyranny is that
everybody goes by the tyrant’s rule: saying the tyrant’s poems are bad is saying the
tyrant is bad.*®' His poetry is only a synecdoche for his power. There is no law, nor any
appeal to protect Philoxenus, who has to follow the rules set by Dionysius — only the
personal appeal of the poet’s friends (ot ¢ilot) can gain him the forgiving of the

monarch (T@v ¢ilmv TapoKkAOVVI®MV GLYYVOUNY dovval T DIAoEEVD).

In [b], Philoxenus, forgiven, is once again called upon to give his advice. This
time, instead of straightforwardly opposing the ruler, he phrases his criticism in a witty
way: he anticipates the tyrant’s reaction to criticism, and by making the tyrant deduct
the poet’s critical judgement (rather than hearing a harsh statement) and draw
conclusions for himself, he avoids raising Dionysius’ ire. The process involved here is

known, in rhetoric manuals, as Aéyog £oynuatiopevog - figured speech.” Philoxenus’

21 On parrhesia in democracy, see Carter in Sluiter and Rosen (eds.) 2004, and A. Saxonhouse 2006,
who describes (88) the two important aspects of parrhesia in the following words: “1) the daring and
courageous quality of the practice; those who spoke openly in Athens may have been at risk of legal
action if they spoke on behalf of proposals contrary to the established laws and if they questioned the
fundamental principles of their system of government; and 2) the unveiling aspects of the practice that
entailed the exposure of one’s true thoughts, the resistance to hiding what is true because of deference to
a hierarchical social and political world or a concern with how one appears before the gaze of others, that
is, shame.”

82 [Dionysius of Halicarnassis], Techne Rhetorike, chap.8.1: 10 pév £ott oyfino Aéyov pév & Bovretat,
deduevov b gumpeneiog N S GELOOLY TOV TPOCHNWY, TPOG 0VG O AdY0G, N S ACHIAELOV TPOG TOVG
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wit is here displayed, as is his mastery over rhetoric. It is a form of communication that
consists in disguising frank advice-giving to a ruler, and making it more amenable to
the recipient by including him in the process of sense-making. This is precisely what
happens with Dionysius: instead of being a criticism addressed to Dionysius,
Philoxenus’ comment is a remark that shows both the poet’s willingness to not insult
the tyrant directly (by openly criticizing him), and relies on the tyrant’s understanding
and appreciation of wit. It is not criticism addressed as among equals in a democratic
setting, but wit to be played along by the tyrant, in a hierarchic relationship that makes
him aware, once again, of his superiority and flatters his pride. The text even identifies

the rhetorical process at stake: dia v _evTpomeAiloV TOV AOYOV UELSLAGAS O

ALOVOGLOC NVEYKE TNV TOPPNGLOYV, TOV YEAMTOG TV UEUWLY GupAvvovtoc. Both the

form (v evtpameiiov t@v Adywv) and the principle (00 y€A®TOG ™V HEUWYLY
auprvvovtoc) are pointed out.”™
At the same time, this kind of un-straightforward speech can be paralleled with

the kind of rhetoric that works at the symposium, requires equality between the speaker

and the recipient and supposes the sharing of certain communication codes.®* This

OKOVOVTOG. KOl TOUT® UEV TM E1SEL OVK OVTIAEYOUGLY Ol PNTOPLKOL, GAAL KOAODGLY QOTO YPAUO. TOVG
YOp £VTPOCONOVG AOYOUC, 0VK 0180, OG0V OpuNOEvTeS, 0VTwg dvopdovoty, dtav §) Tpdc matpida Tig
SraAéynton 1| TpOg GPLOTEX T} TPOG GTPOINYOV T TPOC ApY NV TLvo. T Tpog OANnV oAy, Figured speech is
not a democratic practice, but the tool used by pseudo-Plato for example in his Seventh Letter, to address
Dionysius.

283’Empo¢nekia = wit. Aristotle’s definition: €61t 8¢ kol 1) £0TpOREAQ HEGHTNG, KAl O EVTPATEAOG
UECOC TOV GYpOiKov Kal duoTpomédov kol to0 Bopoddyov. donep yap TeEPL TPOONYV O GLKYOG TOD
TOUGAYOV SLAOEPEL TA O UEV UNOLEV 1) OALYO KOl YOAETMG Tpociecsbal, 0 8 TAVTO EVXEPADGS, OVTM KOl
0 dypoilkog €xel mpoOg TOV dopTIKOV Kol Pwnoldyov: Eudemian Ethics 1234a and as memoidsvuévn
VBpig Rhetoric 1389b. The “middling” connotations of this figure of style are clear in Aristotle’s
quotation.

24 On this aspect, see G. Nagy 1990, 148-150, quoting Theognis 681-682: todta pot Hviyxbm
Kexpuppéva 101g Gyaboioy./ Mvaokol § dv Ti¢ kol kokdv dv 6odog 1. In his description of the ainos,
Nagy underlines the three dimensions that listeners must have: sophoi, agathoi, philoi, of which the last
one is defined as “those who are ‘near and dear’ and who are thereby interconnected to the poet and to
each other, so that the message that is encoded in the poetry may be transmitted to them and through
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might be the game that Philoxenus plays with the tyrant. The last part of the story
confirms this idea: in [c], the tyrant and the poet’s acquaintances address the question
of Philoxenus’ untimely frankness (dkaipov mappnotov). The issue at stake is once
again that of power-management: even Philoxenus’ wit is untimely, since ultimately,
what the tyrant wants is unequivocal praise and affirmation of his superiority. The
apparently paradoxical solution Philoxenus proposes (pleasing the tyrant and being
frank) is founded on another strategy: it is not a question of rhetoric anymore, but of
hermeneutics. Once again, Philoxenus’ mastery over language and wit is illustrated
here as he proposes a term ambiguous enough to accept several interpretations
(auotportag). It is the recipient’s will and the homophronésis of the audience that will
motivate the right interpretation: with this ambiguous answer, ‘pitiful,” Philoxenus
resorts to a sophos statement, that can be understood differently whether the one who
interprets it shares the knowledge of his interlocutor or not. The unspoken principle is
that those who share the poet’s mind will understand the true meaning of the words (ot

&' dAlot v aAnOvny didvolay €kdeduevor).

So in the course of the story, Philoxenus has covered the ground from
democratic parrhesia [a] to sympotic sophos discourse [c], while trying the type of
figured speech addressed to a tyrant [b]. The anecdote summarizes the main
characteristic of tyranny: from the start the tyrant wants to be admired but does not
want to see the mechanisms of admiration or criticism. With the (unnamed) “en vogue
poets of his times,” everything works fine: they admire Dionysius in compensation for

the honours he gives them at his court. In the eyes of a democrat, this is flattery and

them: communication through community” (148). The same dynamics are at stake in Philoxenus’
response, the message being encoded in the poet’s direct speech to Dionysius.
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demagoguery, but for the tyrant, this kind of exchange is fair. Philoxenus questions this
political system of speech management: in part [a], he simply refuses to admire bad
poetry and speaks his mind, illustrating the parrhesia of the democratic citizen who
takes risks when speaking openly. In parts [b] and [c] he uses his wit to point out the
mechanisms of the relationship between speech and power: without actually exercising
free-speech and straightforward (literary) criticism, he shows in [b] that he is ready to
face the consequence of his parrhesia (by accepting to be carried to the quarries) but
goes around it by positing himself as an equal of the tyrant, sharing the same kind of
discourse. Part [c] illustrates another model of relationship between speech and power:
form is not the issue anymore, but reception. It is the social networks the recipient
belongs to that determine the meaning: using an ambiguous word (‘pitiful’), the poet
exercises a form of parrhesia for a certain audience (the ones who are in the know)
while addressing an acceptable discourse to the tyrant.”*

Ultimately, the anecdote reinforces the image of Philoxenus as a master of
words, acting at the same time as critic, wise man and court poet: his unwillingness to
compromise his poetic status by praising bad poetry threatens his social and political
position: at the tyrant’s court, the two worlds cannot coexist, and Philoxenus shows his

refusal to change his poetic standards to fit at a patron court.

% There is one more aspect to the “politics of literary criticism” that is made clear in the next chapter of
Diodorus’ / Ephorus’ narration. This part is devoted to Dionysius’ treatment of Plato (the philosopher).
About Plato, Diodorus writes: 8€1 10V 6000V T01¢ TUVAVVOLG T B¢ TIKLGTO 1| O idLeTa optAelv (7.1)
Both the rhetorical and the hermeneutic tricks are meant to soften the blow and make the frequentation
‘sweeter.” One more dimension is added in connection with Plato’s story: in 7.2, Ephorus underlines that
“Dionysius did not renounce his zeal for poetry but dispatched to the Olympic Games actors with the
most pleasing voices (evdwvotdtovg) who should present a musical performance of his poems for the
assembled throng.” After the disastrous reception of his poem (and despite the first fresh interest for the
actors’ pleasing voices (gvdoviav e€émintrov), Dionysius fell victim of melancholy, and soon
suspected everybody of jealousy (db6ovetv) for his compositions. The demos is less easily satisfied with
flattery and sweetness than the tyrant is.
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Philoxenus’ fishy tyrant: Dionysius and Galatea
The last passage I would like to analyse comes from another Peripatetic author,
Phaenias.”® It is perhaps the most complex because it involves all the elements

discussed previously. The story involves again Philoxenus and the Sicilian tyrant

Dionysius, and probably came from Phaenias’ On the Tyrants in Sicily:>’

daviag 8¢ omowv 0t DiadEevog 6 Kubnplog monmg, mepmabng av toig
dyotg, detmvdv Tote Tapd Alovucsio d¢ €18ev £kelvm UEV ueYdAnY TpiyAoy
napotedeioay, £0VTR OE WKPAV, avalaBov avmy [elg tag xelpog] Tpog 10
00¢ mpoonveyke. Tulouévou 8¢ 100 Alovuciov Tivog €vekev TOUTO TOLEL,
einev 0 PAdEevog 6t Ypddov thy Ialdreiray Bodrortd Tivo Top' £keivng
TV kato Nnpéa mubecbot: vy 8 npouévny anokekpicbotl 10Tt VE®TEPO.
0060, GAoIN" 10 un mopoKoAOVOELY: TV 8¢ T® Alovuci® mapatedeicoy
npecPutépay ovoav €idévol mavia coddg G PBovAetar uabelv. OV ovv
AlLoVOO10V YEAGGOVTO GITOGTELANL QOTA TV TPLYACY TNV TAPOKEUEVTV QVTO.
ovvepebue 8¢ 1@ DPhoEve NOEMg O AlovVOOLOG. €TEL O THV EPWUEVNV
CaAdtelay £popadn dradbeipov, €ic 10 Aatopiag EvepAnOn: £v oic motdv
tov Kvkhona cuvédnike tOv pobov €1¢ 10 TEPL QVTOV YEVOUEVOV TtAO0G, TOV
puev Atovioclov Kivkimno vmootnoduevog, v &' avAntpido Toldrteiov,
€av10v 8' ‘'Odvcecea.

According to Phaenias, Philoxenus the poet of Cythera, an amateur of
delicacies, was once having dinner with Dionysius when he saw that a large
mullet had been served to the tyrant and a small one to himself; he took the
small fish, put it to his ear. When Dionysius asked what he was doing that for,
Philoxenus replied that he was writing a Galatea and wanted some information
about Nereus from the mullet, but the fish had replied that she was too young
when she was caught and so could not follow what he said; the fish that had
been served to Dionysius on the other hand was older and had a clear
understanding of all he wanted to know. Dionysius laughed and passed to
Philoxenus the fish that was set in front of him.
Dionysius also used to like getting drunk with Philoxenus. But when the poet
was caught making advances to Dionysius’ mistress Galateia, he was thrown to
the quarries, where, working on his Cyclops, he made into a story what had
happened to him, casting Dionysius in the role of the Cyclops, the flute-girl in
that of Galateia, and himself as Odysseus.

The anecdote is twofold. The first part presents the poet at dinner with the Sicilian

tyrant; the second covers post-dinner entertainment, what would correspond to the

%6 On Phaenias’ literary production, see Wehrli’s commentary to Phaenias, 30-34. Also A. Podlecki
1970. He probably also composed a On the Slaying of Tyrants for Motives of Revenge.
%7 Athenaeus 1. 6e - 7a = fr. 13 W.
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Greek sympotic part of the evening, but what turns out to be more like a kémos.”™ The
two parts are strongly thematically connected and deal with the representation of the
relationship between desire, poetry and politics, and between Philoxenus’ poetic, social
and political status.”*

The anecdote starts with food, but not any kind of food. It is fish again, the
opson par excellence; in this anecdote that stages seduction, it is worth recalling
Davidon’s remark that fish is a luxury dish that was “treated as quite irresistible, lusted
after with a desire that comes close to a sexual one” in ancient Greece.” It is neither
the farinaceous element of man’s diet (the sifos) that is served to the tyrant, nor the
meat that was mostly enjoyed by citizens at civic (festival) meals, but food fit for a
gourmet. This is why the question the poet brings to the table does not match what is on
his plate: seeing that the tyrant gets a big fish while he is served a small one, the poet
wittily finds a way of pointing out the inequality in portions.””' The question of who
gets what, in what proportion and what justifies the attribution of parts (either at dinner

or in politics) is at the centre of the Athenian democratic system and comes up in

8 The Platonic symposium soon breaks up after Alcibiades’ kémos’ violent entrance (on which see B.
Ptz 2003).

% On Dionysius’ relationship with the arts, see M. P. Loicg-Berger 1966. Cicero called him doctus a
puero et artibus ingenuis eruditus (Tusculanes, V. 63).

% On opson, see Plato’s discussions in the Republic, and Davidson’s remarks underlining the continuity
between Athens and Sicily in matters of fish appreciation: “The strength of this Athenian appetite is
demonstrated most graphically by passages in which fish are involved in a literary or metaphorical
seduction.” (8). Red mullet was, among fish, one of the finest and most appreciated. See Gow 1965, 67,
commenting on a passage of Machon that involves red mullet, with reference to D.W. Thompson 1947.
#1 For other anecdotes showing Philoxenus’ unease with tyranny, and the tyrannical ideology, see for
example Plutarch On Borrowing (Moralia 831f): xal i 8€l tovTOUG A€yelv, Omov DdEEVOS O
UEAOTOL0G €V AmoLKig ZIKEALKT), KANPOL UETAGY®OV Kal Plov Kol 0ikov ToAANV bmopiav €yovTog,
Opdv 8¢ tpudnv kol Ndurdbelay kol duovsiov emEwpidlovoay o tovg Beovg, einev, ue tobTOl
Tay00a 0UK GTOAEL, OAL" £Y® TAUTO KOl KOTOALTAV £TEPOLG TOV KATpov £Eéndevoey. This passage
from Plutarch is an interesting counterpoint to other stories about tyranny, as it depicts the poet as a wise
man praising middleness.
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particular in the apportionment of meat-pieces after the sacrifice.””* This is why by
pointing out that the big man will eat a big fish and the poet a small one, Philoxenus
engages with a clearly political question and points out the difference between tyranny
and democracy, their mechanisms and justifications.””

It thus appears, at first sight, that Philoxenus acts as a witty critic of tyranny,
again using free (if indirect) speech to underline the obvious discrepancy in the
repartition of fish-portions. Because of the allegorical nature of the poet’s remark (the
subterfuge of talking to the fish), the tyrant Dionysius does not take offence and
accepts switching portions with a smile.

Philoxenus however does not make his speech a piece of political oratory to
address the topic of ‘what is fair and what is not’ in matters of fish-eating; he presents
himself, as we have seen many times, primarily as a poet, busying himself with poetic
matters and gathering mythological material for a new piece, not as a citizen of a
democratic polis making a point in the agora about civic and sociocultural practices. It
is the riddling language of the symposiast that he uses, not speaking straightforwardly
but as among equals sharing the same language (as seen in the b part of the previous

anecdote), and expecting fellow-drinkers to understand sentences imbued with

2 Athens dealt with that by attributing pieces of meat on the basis of lots-casting (on which, see P.
Schmitt-Pantel 1992).

293 1t is worth observing that the tyrant did not grab the bigger fish for himself, he was served the biggest
fish. The same is true of Polycrates’ fish, in Herodotus’ Histories. Contrasting this fish to Domitian’s
turbot, Davidson comments that Herodotus’ story is “a neat way of making the tyrant's power the very
mechanisms that gets the fish back to his own table, but the idea of a fish 'worthy of your rule' is a
perfectly plausible notion in Greek terms.” In a general discussion of tyranny and revolution, J. Davidson
1997, 299: “In the light of Greek insistence on the equality of the sacrificial community, then, an equality
re-enacted in practice at every blood-sacrifice, the descriptions of politicians eating greedily has
automatic overtones of a power-grab.”
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sophia.®®* There is thereby a slight paradox in his position: while making a political
point that relies on democratic ideology, he uses the rhetoric and ‘policing techniques’
of the aristocrat attending the symposium. But it is precisely the poetic persona he
assumes that allows him to make a political point; in a way, Philoxenus continues the
Herodotean tradition of the wise man visiting the tyrant and delivering a piece of
wisdom, and presents himself not as a court poet but as an independent inspired poet.
But there is more to the anecdote. For one thing, Philoxenus does not stop at the
discourse: thanks to his witty rhetorical trick, the poet ends up getting the best (at least
the biggest) share of fish, like good tricksters do. Moreover, the discourse that we have
so far read as political also has erotic connotations: Philoxenus presents himself as
working on a ‘Galatea’ — a story that takes its name from a Nereid, and that very likely
presented her, like most of her mythical sisters and their land counterparts (the
nymphs), as a love object. He starts his little political skit by taking the mullet (tpiyAia,

% in his hands: dvolapov ovmv [eig g xeipac] mpog 10 0dg

female in Greek)
npoonveyke. Not only the verb (Aaupdve) indicates violence (including the violence
of unwilling sex), but even the €1¢g ta¢g x€lpog involves more physical contact with the
fish than a Greek used to proper table manners would want. Even the fish’s supposed

talk is full of sexual innuendoes, as if she were playing with the poet’s desire by using

the vocabulary of the hunt (with dAoin), usually associated with the quest for the

2% On that aspect, see Theognis 681-2: 1a0td, pot MvixBw kekpupuéva 1o’ dyadoiotv:/ yvookot 8
dv 1ig kol xox6v, v codpog M. On the relationship between symposium and politics, and the
symposium as a miniature city, see Nagy-Figueira 1985.

% On ‘sea animals’ as double-entendre for sexual organs: see J. Henderson 1991, 142. Henderson only
mentions the fish called 10 Bordociov aidolov, the cavity of seashells and the urchins as specific puns
on sexual parts. Hetaira is hidden: her language too. Is he indulging in pleasure, all the way, from
persuasion (like hetaera) to consumption. For other parallels between fish/hetaera/politics, see Wasps
493-502.
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beloved, and by referring to her tender age (vewtépa).””® Phaenias’ language indicates
that Philoxenus might desire his fish more than he wants to show: his “consuming
passion” (to use Davidson’s subtitle) for the mullet might be even stronger than his
desire for making a political point for the hungry tyrant. In this light, Philoxenus
appears like a character with an appetite more tyrannical than a tyrant’s, rather than as a
wise man delivering a political philosophy lesson to a hungry ruler. How are we to
reconcile those two images, or readings, of Philoxenus?

The second part of the anecdote might provide an answer. After getting drunk
with Dionysius (cuvepéfve), the poet tries to seduce the tyrant’s mistress Galatea. As a
punishment for his misbehaviour, Dionysius (just as in the previous anecdote) has him
thrown into the quarries. Philoxenus, who previously underlined the non-isonomic
attribution of portions and was adopting the riddling language of the elite has behaved
as a bad symposiast, showing hybris and lack of sophrosyne, in his incapability to
contain his appetite for drink and sex — Philoxenus is here the fourth-century version of
Alcibiades, a fellow symposiast who displays paranomia, “this kind of disregard for
norms (...) considered dangerous in any society and (...) typical of tyrants.”*’’ This
anxiety about tyrannical behaviour that accompanies, or is manifested by, excessive
drinking is typical of wisdom poetry, as illustrated by the Theognidea:

01vOV 101 Vel TOVALY KOKOV' fiv 8¢ TIg 00TOV
TLVNL ENLGTOUEVOC, OV KOKOG GAN ayafdc. (211 - 212)

Drinking lots of wine is bad; but if one drinks it reasonably, he is not a bad

man,

% On the link between eros and hunt, see Schnapp 1989. One only has to look at the beginning of the
Protagoras and Socrates’ allusion to his hunting Alcibiades. (On that aspect, see H. Segvic 2006, 248-
250).

7 7. Davidson 1997, 300. See also Ion of Chios (fr. 26 W, vv.14-16): €080V cupmooiwy mpiTavt, /
xalpe: 8(8ov & aldva kalodv émmpave Epywr /mvew kal Tallew kal Ta dikaia Pppovelv.
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but a gentleman.

It is closely connected to injunctions to moderation and ‘middleness’ associated to civic
behaviour:

Mndev dyav AoyYaLE TOPOCCOUEVMY TOALNTEMV
Kvpve, peonv & €pyev v 080v domep £yw. (219 - 220)

Don’t get excessively distressed, Kurnos, when your fellow-citizens are causing
trouble, but follow the middle road, as I do.

So in the second part of the story, Philoxenus does not behave as a democratic citizen
teaching a lesson on how to share food, or an aristocrat displaying the ethics of
middleness: the poet is presented as the real tyrannical man, a slave to his belly and a
threat to his fellow symposiasts, and Dionysius, the amenable ruler in the first part of
the story, turns out to be the proper symposiarch, the one who regulates excess
(evBuvtipo kokng VPprog Nuetepne, Theognis, 40), rules out the potential tyrant and
brings an unruly gathering of fellow-drinkers back to order (kosmos) and good measure
(metron). This image of the poet (incapable of resisting his bodily desires and bound to
various kinds of excess, physical, social and political) ends up confirming the one
presented by Aristotle: the akolastos.

In retrospect, the first part of this anecdote was only preparing the second: the
alleged subject of Philoxenus’ first dithyramb (Galatea) announces the second, real
one, that the poet will end up composing, by the name of the tyrant’s mistress.
Moreover, by a not-so-subtle conflation of images, the poet’s seizing of the fish paves

the way to the seizing of the homonymous girl, and the poet’s uncontrollable appetite
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for the tyrant’s fish was a hint of his desire for the tyrant’s girl.**® The two parts are
indeed closely linked, thematically and structurally: the transformation of the status of
the object of desire, from an object of gaze into a subject of discourse, is a fopos in
Greek literature, from Sappho’s poetry to the novels.”” It is also at the centre of this
anecdote: Philoxenus starts by seeing (w¢ €1dev €xeive pev peydinv tpiyAov
nopatedeicoy, €0VT® O pikpav), then silently performs (seizes the fish) and finally
makes the connection with his poetry (when he answers Dionysius). The next part of
the anecdote involves the same elements (gaze, action and poetry) but in a reverse
order: this time, it is Philoxenus who is seen (€0wpdbn dtodBeipwv) in the act of
seducing the tyrant’s mistress and he is the object of a violent action (€veBAn6n seized
and thrown to the quarries). The subject of his miseries (T0 mepl aLTOV YEVOUEVOV
nA00¢), he transforms into a poem.

Most commentators have refused to read the anecdote at face value, and
presented it as a historicist fiction destined to explain the creation of the Galatea. Yet
the story tells us more about the way the poet and his place in society was perceived
and projected in the fourth century than about the actual circumstances of the poetic
composition of the Galatea. For there was an alternate origin given for the composition

of the Galatea, recorded by Theocritus’ scholiast:**

% J. Davidson 1997, 10: “Fish seduces and conquers. It functions like the forces of persuasion, or the
allure of a heatera, or the magical power of charms.” 288: “Fish very often features in these power
banquets.” After the description of Domitians's turbot, 16: “Fish you were free to fall in love with,
grabbing the best bits for yourself. Here in this very small section of the Athenian economy in the fifth
and fourth centuries BCE we have what looks like a fully-fledged system of consumer objects.”

%9 On desire, gaze and discourse, see S. Goldhill 2002, 374: “the erotics of gaze is a hot topic. The
“look” has become a privileged site for articulating the tensions and ambiguities of how ‘erotic
experience’ is conceptualized in contemporary society.”

% Schol. Theocr. 6 (f) (p.189 Wendel). For the importance of Philoxenus’ poetry for the Hellenistic
poets, see J. Hordern 2004.
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Aovpic omowv (FGrH 76 F 58), d1a v €vcofiov t@dv Opepudtov Kot to0
ydAoktog TolunAnbetay tov ITolbonuov 18pvcocbal 1epov mopa T Altvn
Tolotetlag. PAoEevoy 8 tov Kubnplov €midnuncavto, kol un duvauevov
£mivonoal v oitioyv, avaridoort, 0tt IToAvdnuog fpa e FoAoteloc.

According to Duris, in gratitude for the rich pasturage for his flocks and of the
abundant supply of milk (gala), Polyphemus built a shrine to Galatea near
mount Aetna. But Philoxenus of Cythera, when he visited, unable to find the
reason for the shrine, invented the story that Polyphemus was in love with
Galatea.

In this version, there is no reference to the recasting of roles, just the etymological
guesswork attributed to Philoxenus, and no identification between Philoxenus and
Odysseus, Philoxenus is presented as a not so clever poet with romantic concerns in
mind.

Yet the end of the anecdote gives another aetiology for Philoxenus’ Galatea and
the myth of Polyphemus in love: Phaenias makes the dithyramb an allegory of the
anecdote just told. While it would be most helpful here to have Aristotle’s testimony on
the Cyclopes of Timotheus and Philoxenus in comparison with their epic counterpart,
the poor state of the Poetics’ text only adds confusion to the matter. Whether the
Galatea is indeed an allegory of the poet’s experience at Dionysus’ court, or the
anecdote was invented to make sense of the features of the dithyramb, it is impossible
to tell. But taking the anecdote at face value throws some additional light on the image
of Philoxenus as perceived by the Peripatetic author of the anecdote. For first, by using
an epic figure and reworking an epic subtext, Philoxenus makes a generic statement
about his poetry: it is the more romantic, fantastic, comic parts of the epic tradition that
Philoxenus appropriates for his dithyramb — a tendency that is also illustrated in other
mythological romantic inventions, like Licymnius’ Nannis and other fictions (on which

see chapter 4). At the same time, by staging Homeric characters in lyric form,
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Philoxenus imbues his characters with the qualities of their epic counterparts, but by
the same token, attributes some of their socio-political qualities to the allegorized
characters: thus the Cyclops’ character is a projection of Dionysius’, Galatea’s of the
tyrant’s mistress’, and Odysseus’ of Philoxenus’. Dionysius appears as the same kind
of powerless insular creature as the Cyclops: both are blind,**' confused over the rules
of hospitality (what to do when a Greek does not act as a proper xenos but enters your
home and has a go at your cheese / fish / mistress?) and violently over-react against
guests who go too far. As far as Galatea goes, although she appears in Homer, there is
no earlier attestion of Polyphemus’ love for her, but by her very name and nature, she is
(like the tyrant’s mistress?) a likely prey. Finally and most importantly, Philoxenus
takes on Odysseus’ characteristics: they share rhetorical skill, polytropos-ness and a
meétis that Philoxenus has shown in the previous part of the story, with his ability to
change the situation to his benefit.”"* This last, explicit, example of Philoxenus as an
Odyssean figure constitutes a crowning conclusion to a series of other stories in which

Philoxenus’ Odyssean features could be read.

Conclusion to chapter 3

Despite the variety of settings in which the anecdotes depict Philoxenus, several

recurring features about the poet have emerged. Whether these traits represent the

3 Scholiast on Aristophanes’ Plutus, commenting on vv.296 ff.: and testimonium of Didymus on
‘Demosthenes,” Answer to Philips’ Letter (p.45s Pearson-Stephens): (trans. Campbell) “At the siege of
Methone Philip lost his right eye... The story (from Duris of Samos, FGH76) about the pipers is tols in
the same terms by Marsyas: when Philip is holding musical competitions shortly before his accident it
happened by a strange coincidence that all the pipers performed the Cyclops, Antigenides that of
Philoxenus, Chrysogonus that of Stesichorus, Timotheus that of Oeniades.”

%2 According to Synesius’ letter (Patr. Gr. 66. 1500 b-d = PMG 818), paraphrasing Philoxenus’ Cyclops,
Odysseus presented himself as a charlatan, a sorcerer: yong yap €iut (...) GAX €y 1ol kol Enmdag oida
Kol KaTad€ououg Kol £pmTIKAC KOTAVOYKaC, Olg 0UK €1KOg GVILeXElVY 0VdE mpdg Ppoyl ThHv
Toldterav. This reinforces the connection with Odysseus.
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actual historical poet, or not, is hard to tell in most cases, and determining where
history gives place to fiction has not been the object of this chapter. What I have looked
for are hints about how the relationship between poet and society in the fourth century
was perceived, and represented, by later authors, through the examination of one figure,
the dithyrambic poet Philoxenus.

It has appeared that most anecdotes can be read on three levels: first they all
present a discourse on the poet’s stance (as critic of poetry, or as entertainer and master
of rhetoric); whether at the tyrant’s court or at a private wedding, the poet’s authority is
never contested. However, the anecdotes depict the ways in which the poet conveys his
poetic authority in different ways: he sometimes presents himself in the tradition of
inspired poets and wise men, sometimes as a court poet making his speech sound like
the riddling speech of a symposiast addressing similarly-minded drinkers.

Secondly, most of the anecdotes integrate a moral component and deal to some
degree with the question of managing desire (for food, drink or sex), and excess (in
food, sex and speech), in society. On one level, it still relates to questions of literary
criticism and can be read as illustrations or representations of the poet’s new musical
excesses (by contrast with the norm set by “old” music). On another level, it is
connected with the discourse on social norms: it is not only by their poetry but by their
position in society that the New Musicians appear “out of bounds.”

This is the third way the anecdotes can be read: as discourse on the social and
political place of the New Musician in society. In the contexts depicted in the
anecdotes, the place of the poet in society is a complex one: on the one hand, he is

presented in situations reminding of the contexts of performance of archaic society
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(symposium, wedding, at the court of a tyrant), and seems to adopt some of the
traditional roles of the lyric poet. On the other hand, he presents himself as refusing to
belong to those sociability networks: either at the private banquet or at the tyrant’s
table, Philoxenus refuses to belong to networks and shows his independence. He
displays the language of democracy, but paradoxically uses his position as poet to do so

and approach the important fourth-century problems of isegoria and parrhesia.
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Chapter 4 — Poetics of Theatre Lyric

While the previous chapters have focused on the discourse about the musical
revolution and the changing place of the poet in fourth-century society as reflected in
anecdotes, the pages that follow concentrate on the texts themselves. Each chapter
focuses on one major lyric subgenre and performance context, the first of which is the

dithyrambic production.’”

Most of our textual evidence for fourth-century lyric is indeed related to a
“minor” (according to Slater) aspect of the festivals, the dramatic contests, which has
so far justified the scholarly focus nearly exclusively on “theatre lyric”. A new
contextual approach however, informed by the results of archaeological studies and
taking into consideration the material conditions of the festival, has proved the
usefulness of thinking about the dithyramb in terms of performance. This is illustrated,
for example, by E. Csapo’s article on the Politics of New Music.’** As opposed to most
critics, who justify the changes of poetic style observed in most late fifth- and fourth-
century compositions only by a vague reference to the thirst for innovation in a new

age,”” Csapo attributes the material cause of verbal innovation to pipe music’” and

3% A recent paper of W. Slater has showed how “festival” itself is a vast and varied category and how
Greek festivals are “not only are defined differently: they are different. Drama, even religious
performance, was in fact mostly a minor aspect of one part of some Greek festivals” (W. Slater in P.
Wilson 2007, 22).

3% E. Csapo 2004.

3% A. Pickard-Cambridge 1962, 51: “On the one hand, it was clearly a movement in the direction of
freedom and adequacy of expression, a revolt against stereotyped forms which had come to be felt
artificial. On the other hand, it was perverted by the passion for mimesis in the sense of mere
reproduction of sounds (often non-musical) sounds and other effects.”

3B, Csapo 2004, 217.
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defines a series of phonetic, syntactic, and semantic features as characteristic of the
“poetics of New Music.”

Athough Csapo’s detailed analysis is remarkably helpful in tying together the
musical and verbal aspect of New Music,*”” and the connection between the dramatic
events and other musical performances occurring during the festival, his emphasis on
“contextual change” does not account for some important trends observable in the
texts. The features he underlines as typical of the poetics of the New Dithyramb (the
“extravagant compounds, concatenations of adjectives, nouns, or participial phrases,
the stringing of subclauses, usually paratactically, often asyndetically”) are the features
that most (ancient and modern) critics present, but a good characterization of
Timotheus” style requires more.’”® For example, even though the “agglutinative syntax
of New Music” can be explained by the “potentiality of the pipes for indefinitely
sustained tones and phrases,” one has to recognize (as Csapo does, but only briefly)
that these stylistic features are themselves typical of the dithyrambic genre (as far as we
can tell from the remains of Pindar’s and Bacchylides’ dithyrambs); moreover, this
focus on the material aspect of music does not permit to justify, to only mention one
example, the choice of imagery for Timotheus’ Persians.

This chapter thus endeavours to analyze the poetics of New Music texts, not
only as songs in context, but also as texts belonging to a poetic tradition. Rather than
isolating features that critics have seen as “representative of the innovations of the New

Dithyramb,” I propose to combine attention to context with attention to the tradition.

397 See especially his treatment of melism (223) and pitch accent (223-225); on which see also J. Irigoin
2004 and 2007.

3% For an different take on the syntax of the Persians, see G. Brussich 1970, 64-66 (“la struttura della
frase ¢ simplice (...) Il grande numero di indicativi concorda con la struttra generalmente paratattica del
periodo. Le proposizioni raramente sono asindetiche™); J. Hordern 2002, 50-55.
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1- Stylistic innovations in New Music

The testimony of the comic poet Antiphanes contrasting Philoxenus (who had,
by that time become a classic) with the newest generation of poets is helpful in thinking
about the dynamics between tradition and innovation. The poet’s condemnation of the

newest generation of New Poets is ironically representative of the accusations against

both aspects (verbal and musical) of New Music itself:*”

tovta kol 0 Kvbnpirog dihdEevog, Ov €mov@dv T AVILOAVNG €V TO
Tprroyovioty énor
TOAV Y €0TL TAVTOV TAOV TONTOV d1400POG
0 D1AOEEVOC. TPWTLOTO LEV YOP OVOLOGLY
1810101 KOl KOLVOLGL XPNTOL TAVTOYXOD
€nerta Ta LEAN LETABOAOLS KOL XPOUOCLY
oG €0 kékpatal. 0e0¢ £v GOp®TOLGLY IV
€KELVOG, €180¢ TNV GANOAS LOVOLKNV.
01 VUV 8¢ KLGGOTAEKTO KOL KPTNVOL0 KOl
avOeo1oToTo LEAEQ LEALOLS OVOUOGL
TOLOVGOLV EUTAEKOVTEG OAAOTPLO LEAN.

These are the lines of Philoxenus of Cythera, whom Antiphanes praises in the

Third Actor in the following words:
By far superior to all other poets is Philoxenus. For first he uses his own
words, and new, everywhere, and then he uses well modulations and
colours in his songs. He is a god among men, that great man who truly
knows song and dance. But contemporary poets compose miserable
songs that are ivy-twined, and fountainy, and flower-flitting, and weave
the tunes of others with miserable words.

In a manner typical of comic rewriting of other genres, Antiphanes reproduces the style
of the lyric poets to condemn the stylistic features of their poetry: he uses compound-

adjectives and mixed metaphors, themselves typical of the way archaic poets described

399 Athenaeus 14. 643 d-e = fr. 207 K-A. On this passage, see W. D. Anderson 1968, 161; F. Conti
Bizzarro 1993-1994; A. Fongoni 2005, for a non-ironic reading. The passage can of course be read as
ironic, but if read at face value, it brings an interesting light on the “afterlife” of the New Musicians, i.e.
their immediate successors.
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their poetry.’'® Moreover, he attributes to the new poets, whom he disapproves of, the
very features that other critics attribute to Philoxenus, whom he admires.

Rather than presenting the formal and verbal innovations associated with New
Music (among others, the use of words that are not only idia kol xaiwvd but also
KLOGOTAEKTO KAl Kpnvoia kol dveectmdtata),”’ T would like to suggest elements of
a definition of a “fourth-century poetics” and show how the verbal features that are
often set apart as typical of “dithyrambic diction” cannot be understood in isolation, but
should rather be analysed as part of a larger set of thematic and rhetorical changes in

the lyric poetry of the period.

1.1 ‘Extravagant’ compounds

Compound words are one of the striking features of fourth-century dithyrambic
poetry, as Aristotle notes in both the Poetics and the Rhetoric.*'> Most fragments
contain at least one compound, several contain a string of them. A fragmentary address

to Health by Licymnius is representative of this feature:*"

MTopOUoTe Hatep VYLoTO OpOVOV
oev@AV ATOAM®VOG Paciiero Tobeiva

npovyelwe “Yyleo

gleaming-eye mother, highest queen of the holy throne of Apollo, gentle-
laughed Health...

319 Including the metaphor of flight and weaving, both used to describe the poet’s activity in Pindar (on
the flight metaphor, see for example G. Most 1985, 150-151; for weaving, see D. Steiner 1986).

311 See A. Pickard-Cambridge 1962, 51: “there can be little doubt that Timotheus, and perhaps some of
his contemporaries, did not know where to stop, and often became ludicrous, both in sound and language
— the more so because the excessive predominance of the music tended to make the libretto vapid and
silly.”

312Respectively 1459a and 1406b (where he analyses the appropriateness of the use of compound words
(6vouarto ta Simda kot ta eniBeta mAeiow) for orators who want to “enthuse” their audience). On this
aspect, see A. Pickard-Cambridge 1962, 21.

3 PMG 769, possibly not a dithyramb but what Sextus Empiricus calls a prelude: mpoetmav (or an
address?) in dactylic meters, before a dithyramb?
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These compounds can barely be called “extravagant” however, for most of the time,
they are either variations on Homeric compounds or creations that are not difficult to

3 can be

analyse:’'* for example, the first adjective of the fragment, Amapdéupate,’
compared to Bacchylides’ Awrmapolwvoc (Ode 8. 49), the Homeric and Pindaric
Mmopordoxapog (1. 19. 126; fr. 33¢ S-M) and Pindar’s Mmapotpodog (Pacan 12. 6 S-
M = G1 Rutherford). In the same way, the second one, Ttpatyeimg, although not found
before Licymnius but used later in AP 9. 229 and 10. 4, can be compared to Pindar’s
npovuntig (O 6.42) and Erinna’s mpavAdyog (fr. 2). In the case of Timotheus, G.
Brussich has already offered a list of the compounds found in the surviving lines of the
poet and noted the prevalence of words that come from Homer and the tragic poets.’'®
This corresponds to a

gusto per la ricerca del termine insolito, inteso come raffinato ornamento del

discorso poetico, che comincia a diffondersi proprio verso la fine del V sec.

a.Cr. per opera del suo coetaneo Antimaco di Colofone e che avra i suoi

maggiori continuatori nell’ eta alessandrina.’'’
A note qualifies Timotheus’ tendency to glossare: the glosses are not “vistose o
antichissime come quelle dell’ autore del Rhesos o di Antimaco di Colofone” but
constitute a first step in the direction of qualifying Timotheus’ technique.’'®

Moreover, some papyrus fragments have been identified as lists of compound

adjectives and associated with the dithyrambic school; they are more a puzzle for

interpretation in terms of the function of such lists than in terms of the listed items

3% There are only a few hapaces: Stopovyxorg PMG 757, 3; detlwov PMG 762, 2.

315 Also used by Aristotle in his Physiognomy 808a, in a passage where compounds abound.
*1° G. Brussich 1970, 72-76.

"' G. Brussich 1970, 70.

% I will examine more at length in section 2.
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themselves.”'” For example, PMG 927 has three items, of which the last two are triple
compounds:

v. 49 xpuoog alyAneLg
v. 55 BotpuoKapmoTOKOog
V. 56 AoTEPOUOPLOPODEYYNG

gleaming gold,* grape-bearing clusters,’”' star-flashing light.***

And PMG 928 offers an alphabetical list of heteroclite adjectives:

OAOYEVET®P
darténoivog
E£TVULOYA®GGOG
ETVUOUOVTLG
£Tuud00VOog
ETVHOHAG
KOUW1youvog
KOUWLYXELP
KVLOVOEDELpOL
HLATOTAP0.0G
oLdNpoTEPONG
OOLVIKOTAPOOG

sea-begetter,”” avenger of the feast (?), true-tongued, true-prophet, true-
revealing, true-speaking, knee-bending, hand-bending, dark-haired, red-
cheeked, iron-destructive, crimson-cheeked.
Their construction varies: some are built on the model noun + noun (aGAoyeveétwp,
dortomovog (?)), some on adjective + noun (€tvudylwocog) and some on adjective +
adjective (€tvpddovoc). Some are Homeric (wiAtondpnog, 1. 2. 637, Od. 9. 125;

dowvikomapnog, Od. 11. 124) and refer to ships; the compound based on a noun in the

plural (xvovo-€0gipot) seems typically Homeric (€0etpon is found only in the plural in

319 Hamburg papyrus 128, ¢. 250 BC, Theophrastus, On Diction = PMG 927; and Hibeh papyrus (c. 270-
230 BC) = PMG 928. These adjectives all seem to be applicable to Dionysus.

320 Homeric formula: of Olympus (aiyAfeviog OAdumov 11, 1. 532 Od. 20. 103). Also otpentaiylov in
Clouds 331 = PMG 830.

321 Other Botpuo- compounds: Botpunddpog (Philo, 1. 681); Botpuvddwpog (Aristophanes, Pax 520, in a
paratragic passage); Botpvonaig (Theocritus Ep. 4. 8; AP 11. 33).

22 Mopuapo- compounds appears twice in the Persians: nappopontdyotg, 38; Lopuapodeyyels, 92.

323 Xenophanes has tévtog yevétmp vedéwv avépmy te (fr. 30. 5 W).
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Homer, where it describes only a horse’s mane and the horsehair crest on helmets, for
example /1. 16. 795, 19. 832, 22. 315). Others apply to a war context (c1dnponépong
and perhaps do1tomoLvog).

The use of compounds, however, is far from being a feature specifically proper

34 1t is a feature of all Greek poetry, and of some early-

to fourth-century poetry.
classical poets in particular, Pindar and Aeschylus.® The latter in the Frogs is accused
of using words that are on their high horses, as it were, and difficult to grasp (pnua®
innokpnuva,/ 6 EuuBoAiely o padt Ny, Frogs 929); the character Euripides describes
Aeschylus’ style as full of priuat ™ Boeua, (...) 00pUG €xovto kol Addovg, detv ~ dtTol
popuopond,/ dyvmta tolg Bewupévolrg (words as big as an ox, with crests and brows,

326 and this

terrible and hideous to behold, unknown to the spectators, Frogs 924-6),
complicated vocabulary results in a lack of sapheia.**’ This is an important part of
Aeschylus’ dramatic poetics, and not unique to the New Musicians, but it does not get

. . 2
more than a footnote in Csapo’s presentation.’*®

1.2 Periphraseis and obscurity

In addition to using a number of compounds that seem comparatively greater

than in any other surviving poetry, the poets often use riddling circumlocutions. This

324 Denniston GPS 129 refers to the experiments of Gorgias, Thrasymachos, and Antiphon. Janssen 1984,
130 (quoting Breitenbach): “and it is very much true of Timotheus: his literary language
(=Kunstsprache) can only be estimated at its true value, when one has acquired some insight in to the
prose that he (=Euripides) knew: the prose of the elevated literary language, whose artistic moulding by
the sophists Euripides witnessed, is one of the most important sources.”

% For a list similar to the one in PMG 927 and PMG 928, see P.Hibeh 11 172 = SH 991, and Maehler
2004, 26-27, who notes that four of the compounds of such a list are found only in Bacchylides.

326 For a good characterization of Aeschylus’ language, see C. Collard 2002, Ivi-lv.

327 Aeschylus’ lack of clarity is criticized in the Frogs, 927: cadec 8 6v elnev 008e év; 1122: doodig
yop NV &v 11 ¢pdoel 1oV mpayudtov; and 1445: ndg ov povldve., duobéctepdv mog eing xal
CAYECTEPOV.

2% E. Csapo 2004, 226-7, note 81.

143



Chapter 4 — Poetics of Theatre lyric

aspect of the poetic language of New Music is often mocked by the comic playwrights.
Antiphanes, for example, parodying dithyrambic diction, says of wine and water:**’

: Bpoutddog 6 1dpadto Tnyngs;
: OlVOV €1 GUVIEUDV

: MPBdda voudoio dpocmdn;

;. TOPOALTOV VOOP (Aot

= > 5

: the sweat of Bacchic source?

: cut it out and say wine!

: the dewy streams of the nymphs?
: leave it and say water!

w > w >

Or of a cooking pot:>*°

JAAOG ETTL TOVT® UEYOG
néet 1 tootpanelog evyevig - (B) tiva
Aéyerc; (A) Kopuotov Bpeppa, ynyeving, LEwv -
(B) elt” ovx av €lnoig; Vnaye. (A) kAkkopov AEY®.
ov & lowmg av elmolg Aomdd . (B) €uot 6¢ totvoua
olel dLo0EpPELY, 1T KAKAKPOV TLVEG
yaipovoty ovoualovieg eite olttufov;
ANV OTL AEYELG AYYELOV 0100

A) and then in addition to this one, there will be another big noble one, equal to
a table. B) What do you mean? A) A nursling of Carystos, earthborn, fiery hot.
B) Won’t you say it? Get on with it! A) I say a cooking pot. But perhaps one
would say a frying pan? B) You think that the name makes a difference for me,
whether one takes pleasure calling it a cooking pot or a Dutch oven? All I know
is that you’re talking about a pot.

But this circumlocutory aspect of language is, again, not unique to the dithyrambic
poets. In the Clouds, Aristophanes compares the “song-benders of circular choruses™'

with prophets, writers of medical theory, idlers, sophists and other men-with-their-

head-in-the-sky, who all draw their inspiration from the clouds, “great divinities for

329 Fr. 55 K-A, from the Aphrodisios. The comic poet acts as critic and suggests ways of getting rid of
excess language with the participles: cuviep®v, TOPAAT®V.

39 Fr. 180 K-A, from the Parasitos. This passage in particular seems to be a parody of Philoxenus’
Dinner (see tootpdanelog) on which see chapter 4.

31 Clouds 331-334: KukMov 1€ yopdv Gopatokduntag a periphrastic expression with a compound, that
reproduces the diction of the dithyrambists while describing it, and that uses in the compound one of the
elements that comes back twice in the list PMG 928 — xount- (often associated with the modulations and
virtuosic turns of the “New Music”). On which, see J. Franklin forthcoming.
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idle men, who provide us with thought and reason and fairy-story (tepotetov) and
circumlocution (mepiie&iv) and show-off (xpovoiv) and comprehension
(xotdAnyiy).”*** The connection between the language of the dithyrambic poets and
that of the sophists is worth investigating.*>®

Several sources indeed suggest a specific connection between the language of
New Music and the art of the sophists and rhetoricians.”* Verbal coinage (a feature
that Antiphanes describes as proper to Philoxenus: ovopocty 181016l Kot Ko1volol) is
associated in the Clouds with sophistry. To win over the youth and have him study
335

under his tutelage, Worse Argument promises (943):

PNUOTLOLGLY KOLVOLE 00TOV KOL SL0VOLOLE KOTOTOEEVCM
I will shoot at him new words and reasonings.

Dionysius of Halicarnassus quotes Agathon and Licymnius as models with whom
Plato’s rhetorical elegance could be compared, and Plato himself in the Phaedrus

pays tribute to Licymnius:>’

32 Clouds 317-318: 00 yop pd Al olo® ot mheiotoug adtat BGokovst Godtotds / OoVploLdvTeLs,
otpotéyvag,  oopaytdovuyopyokountag/ KukMeov 1€ x0opAvV  GOUATOKOURTOC,  GVOPOC
uetempodEvaxac,/ ovdEV dpdviog fOckovs” apyove, OTL TAUTAG LOVGOTOOVGLY.

33 M. Croiset 1903, 338-339 explained the periphraseis of the Persians by the influence of prose: “La
prose procéde tout autrement [que la poésie]; et elle y est tenue par sa nature méme, car elle vise d’abord
a faire comprendre, par conséquent a expliquer. Les narrations de Thucydide sont les modeles de ce
genre. Or, elles attestent des maniéres de penser nouvelles, qui tendaient a déposséder la poésie de
quelques-uns de ses domaines, en particulier de la description historique. Manifestement, & la fin du v°
siécle, on voulait qu’un récit ne visat pas seulement a donner des impressions, mais qu’il éclairat les
faits. Et quand le narrateur ne les comprenait pas lui-méme, il devrait du moins se donner I’air de les
comprendre, en les expliquant. (...) Et il me semble bien que I’étrangeté du style de Timothée, son
horreur du mot propre, son goiit pour les périphrases qui ressemblent a des énigmes, tiennent justement
a ce prosaisme fondamental. C’est quand la pensée est prosaique qu’on éprouve le besoin des
expressions compliquées, qui la dissimulent” (my emphasis).

334 This adds to the interest of Plato’s Protagoras (whose dramatic date is ca. 415 BC) and Protagoras’
claim about poetry being a form of sophistry in disguise. Polyidos himself is called a sophist in
Aristotle’s Poetics 1455a, and the Suda calls Licymnius a rhetor.

335 Also interest for “new words” (Ovoporto kawvd) is illustrated by Antiphon: fr. 76 Blass-Thalheim,
Bangqueters of Aristophanes (fr. 205 K-A, on which see A. C. Cassio 1977, 32-36; A. C. Cassio 1983).

3% Dionysius of Halicarnassus Demosthenes 26 = PMG 773. Commenting on a sentence in the
Menexenus 236e (31 81 T0100TOV TLVOG AOYOV, OGTLG TOVG UEV TETEAEVTNKOTOG LKOVAG ENALVEGEL, TOLG
3¢ Loy eduevdg mopovéoet - we need a speech such that it praise adequately the dead, but gently
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OVOULAT®V T€ ALKVUVIEL®V O EKELV® E6MPNGOTO TPOG TOINGLY EVENELOC.

and of the words of Licymnius, which were given as a present to this great man
(Polus) for his composition of beautiful verse.

Licymnius is also quoted by Aristotle for both his writing on rhetoric, and his
pleasantness as a dithyrambic poet.”*® In the latter context, Aristotle draws a parallel to
the style of the logographers, who can be enjoyed in reading, without a performance:

Baotdlovial 8¢ ol dvoyvmotikoi, olov Xaipnuov (Gkpipng yop domep
AOYOYPADOOC) KO ALKVUUVIOG TAV d10VpaBOTOLMY.

Most popular are the authors who can be read, like Chaeremon (he is precise as
a speech-writer) and Licymnius among the dithyrambic poets.

Several fragments of the dithyrambic poets do show an interest in the relationship
between the sound and meaning of words, as well as in “expressive” etymologies (as
illustrated by Hermogenes in Plato’s Cratylus). PMG 759 for example shows how
Melanippides derives the name of the Acheron from dyeo (pains), thus suggesting a
strong connection between sound and meaning:

KOAELTOL & €lveK €V KOATOLGL YOLOG
Jdye €10l TPoYE£wV ~AYEpPWV.

It is called Acheron because of the pains that it goes pouring in the bosom of the
earth.

Additionally, the alliteration in the occlusives [g], [k], [kh] contributes to imitating the

pangs and the beating effect that the words describe. Licymnius illustrates the same

encourages the living), the critic shows how £nippnuo €ntppAHaTt AVILTOPAKELTOL KOL PAUATL PTIILOL,
T0 PEV 1KAVAG TA EVUEVAS, TO &~ EMALVEGEL TO TOPOLVEGEL, KOl TOVTA TAPLG0; 0V ALKUUVIOL TOVT
elol 008 ' " AydOwvec ot Aéyoviec HBpwv | Kompwy, T uiof®d mobev | udyBov motpidwv, T AL O

dawoviog Epunvevoort ITAdTmV.

37 Phaedrus 276b. According to the scholiast on the passage, Licymnius was Polus’ teacher, and
according to Dionysius of Halicarnassus (Lysias 3 and Thucydides 24) both were students of Gorgias.

3% Respectively Rhetoric 1405b: “But one must only adopt a name to express a distinct species or a real
difference; otherwise, it becomes empty and silly, like the terms introduced by Licymnius in his “Art,”
where he speaks of “being wafted along,” “wandering from the subject,” and “ramifications.” And 1413:
“Metaphors should also be derived from things that are beautiful, the beauty of a word consisting, as
Licymnius says, in its sound or sense, and its ugliness in the same.”
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mimetic process in PMG 770: while proposing an etymology for Acheron (from dyeo,
pains), Licymnius suggests by accumulating occlusive sounds the feeling of pain he
evokes:

(a) puploig moyolig doxpOOV GxEMV T BpUEt

KO TOALY

(b) Axépwv dyeo TopBueveL Bpotoioty

(a) with thousands of sources it rushes with tears and pains

and again

(b) the Acheron carries pains for mortals.
Although this sensitivity to the mimetic potential, and effects, of language is of course
not unique to the New Musicians, it is associated at the end of the fifth century in
particular with the Gorgianic style.”

The recherché language of the New Musicians is thus reminiscent both of the
obscurity of early-Classical poets like Pindar and Aeschylus and of the linguistic

experiments of the sophists; it belongs both to the poetic tradition, and to the

intellectual avant-garde.

1.3 Concatenation of adjectives

Far more representative of the dithyrambic style than compound words and
periphrases is the abundant use of adjectives (many of which are indeed compounds).

About the language of Bacchylides, H. Maehler makes comments that could apply to

the New Music style:**’

While variation of Homeric compounds is a feature which B. shares with Pindar
and most of the earlier choral lyric poets, one characteristic of Bacchylides’
personal style seems to be his preference for graphically descriptive

3% Homoioteleutes for example: PMG 778: Butdda ¢o1Bdda potvado Aecdda.
% H. Maehler 2003, 19-21. Also noted by R. Seaford, see note 121 in chapter 1.
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compounds, many of which refer to colour. (...) The function of epithets is not
merely decorative. B. often employs them (...) in order to evoke in the
audience’s imagination certain aspects or qualities of key figures in his
narrative.
One of the features of fourth-century poetry indeed is that the adjectives compensate
for the relative simplicity of the syntax by offering a multi-layered picture of the object
described. This is particularly striking in longer fragments, such as Philoxenus’ Dinner

or Timotheus’ Persians, for example, which I will use as case studies for the

“dithyrambic style.”

The former poem (PMG 836) is structured around a list of dishes. As opposed
to the lists of comedy, where the mere accumulation, juxtaposition and random order of

341 the list Philoxenus offers makes each new

the items in the list create a comic effect,
dish the object of careful attention. It starts with the baskets of bread, qualified by an
adjective that almost personifies them (udlog yrovoypoog, 6). This descriptive
adjective mixes both the visual (the white of the snow) and the tactile (the surface of
the skin or that of the snow), allowing the poet to mix the different senses, and thus to
create a sort of synaesthetic poetics: what describes the colour of the bread (white) also
describes its skin-like texture (soft under a thin crust). The same technique is used to

describe the cuttlefish, onmiomovAvmodeiwv t@vV amoroniokdumy (12-13): what

describes its visual aspect (the tentacles, seen as tender locks of hair, with many-

! On a comic list related to the symposium: see Anaxandrides in Protesilaus ridiculing Iphicrates who
married the daughter of the Thracian king Cotys (quoted in Athenaeus 4. 131 = fr. 4 K-A). Also Alexis
in Crateias or the Apothecary (quoted in Athenaeus 3. 107 = fr. 115 K-A).
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coloured reflection, can remind one of the multicoloured skin of the cuttlefish, the
‘chamaeleon of the sea’) also describes the texture of the mollusc (Grardc).**?

With all these adjectives, Philoxenus asks the audience for a response of a
different kind from the response expected from, for example, the use of Homeric
adjectives. The picture created with the use of adjectives is more layered, requiring a
medial term between connecting the reality described and the adjective used to describe
it. With the adjective amoiomloxdpog for example, Philoxenus elaborates on the
evnlokdpog or koAlomAokduog of epic and lyric poetry, by adding a tactile detail to
the metaphor of a lock of hair for the octopus’ tentacles, while conjuring up the image
of the (female) characters described by these adjectives.”*® Just like TAumapovtect
(gleaming? if this is the correct reading of the text) that describes the eels, the
adjectives that Philoxenus applies to food traditionally qualify people, and in particular
women, and the poetic memory associated with the word contributes to enriching the
image: ylovoypoog mixes for the audience reminiscences of the Homeric formulae
TEPEVO YPO0. or ypoo Aeiproevto (both used of a female or soft warrior, and

suggesting the whiteness of youth). This makes in a way Philoxenus an Alexandrian

avant la lettre: the adjective seems not to be chosen not only for what it describes but

32 The use of dmoAdg adds one dimension of perception to the use of the merely visual moAvmov
moAvnAdkov (Theognis, 215) or movAdnodég T molvmAdkauol (Marcellinus’ De piscibus fragmentum,
36).

3 Epic: Iliad 18. 407, ©é1 kaAMTAOKGU®, 18. 592 koAMTAOKGU® "Aptddvn. Odyssey 12. 448
Kolvyw €inidkopoc. For example Pindar, Olympian 3. 1: Tuvdopidoig e drho&eivolg adeiv
kaAMmAokduw 0' ‘Eréva. Or Pythian 1. 1-2: Xpuota 00putyE, "ATOA®VOG Kol 10TAOKGU®Y GUVILKOV
Motcav xtéavov. Pindar, fr. 33 S-M: yoip', ® Oeodudto, Amopomiokduov / moidecot Actodg
wepoéatatov €pvog. But also Archilochus fr. 8. 1 W: moAla &' €unhlokduov moAfig GAOg €V TEAGYEGGL
/ BEGGAUEVOL YAVKEPOV VOGTOV.
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also for the literary memory it triggers. The pleasure at hearing the lines thus comes as
much from the recognition of the literary model as from the image suggested.***
This use of adjectives and personification goes even further: in the last fragment
(PMG 842e, 5-9), the depiction of a “white milky custard” turns into an ekphrasis that
combines all the features presented above and creates a visual world parallel to the
object described, qualified by a series of adjectives that only apply to that imaginary
world:
101G & €v u€caioLy
5 €YKo 018pv-
On uéya xdpua Ppotolg Aev-
KOG LVEAOG YAOYEPOG
6 AETTAG APAYVOC EVOALYNKL-
001Gl TETAOLG
7 GUYKOAOTTOV OYLV 010y V-
vag Vro, U Kotidn Tig
8 ML T0 LOAOYEVES AL-
oVt avayKaQ
9 Enpov ev Enpolc “Apirotal-
0L TOALPPVTOLGL TAYOLG
in the middle had been placed, great joy for mortals, a white milky custard,
hiding its face for shame under a veil that resembled a spider’s fine web, lest
anyone should see that it had of necessity left the sheep-born flock dry in the
dry backward-flowing fountains of Aristaeus. (trans. Campbell)
It is hard to fathon how the mere sight of a pudding can suggest the complex emotional
picture described; the description requires the audience to create a whole world of
sensations and emotions of its own, quite independent of the object described. All the
linguistic traits typical of New Music presented above are illustrated in these five lines:

the use of some compound adjectives (Laloyeveg, Taiippvtolot); the great number of

adjectives generally (nine adjectives for nine nouns, and sometimes two uncoordinated

¥ See for example for wépeva xpoa: lliad 4. 237, 13. 553, 14.406, Hesiod, Theogony 5, Works and
Days, 552; ypo6o. Aeiprdevroa, lliad 13. 839.
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adjectives for a noun: Aevkog HVEAOG YAOYEPOS, ENpalg ~ApLoTalov TOALPPULTOLGL
moyolg); the synaesthetic use of adjectives (in the last two cases, the noun is
surrounded by two adjectives that underline different sensual aspects); the
personification of objects and their attribution of mental states (cLyKoAOTTOV OyLv

oloyVvog Umo, un Kotidn TG mdv T0 poAoyeveg Mmovta); and mythological

learnedness (as with the backward flowing fountains of Aristaeus).’*

The Persians displays the same kind of elaborate use of adjectives. Again, the
richness of the descriptions contrasts with the simplicity of the syntax. As opposed to
Pindar’s epinicia, where subordinate clauses abound and are often intertwined, there
are few subordinate clauses in the Persians.>*® The movement and expressivity of the
texts come from the vocabulary and images. The description of the sea provides a
significant example of how the images work: she is almost everywhere personified,
described as emerald-hair (cpapoaydoyaitog, v. 31) and as having a fish-wreathed
bosom with shining folds (iyBvoctédeot papuopontvyolg kOATOLGLY ~ Audripitoc,
vv. 37-39).**" If its colour (cpapoydo-, emerald) seems slightly odd at first, it might be

explained by the fact that the adjective works in a series, including with popuopo- six

5 On Aristaeus, see Hesiod, fir. 159 Most (= Servius on Virgil’s Georgics 1.14), 160 Most (= P. Oxy.
2489); Pindar, Pythian 9, 59 ff.; also: Apollonius Rhodius 2. 500-27; Callimachus fr. 75. 33-7 Pf. I have
not found a satisfactory explanation for the image of “backward-flowing fountains of Aristacus”, but the
noi(v) (backward- ) compounds appear very frequently in the New Musicians (see e.g. PMG 791:
v 10, 86, moiiunopov 162, toiivndpevtov 173, dniecondpevtov; PMG 836 e: ndiry, 2).

As for the image of the pudding’s shame (oioy¥vag), there is a parallel with a passage of Alexis
(Athenaeus 3. 107¢ = fr. 7 K-A) describing a liver: kal mAextdvny otidppav 6dodp €v 100101 7€ Tov /
ailoyvvouEVOVY fitop KOmPickov 6kTo0dyov. Moreover, the passage of Athenaeus where Alexis’ passage
is quoted contains a reference to Hegesander of Delphi’s Commentaries (fr. 29, FHG iv. 419), which
reported the courtesan Metaneira’s exclamation when picking up a lung from a platter of wrapped livers:
amolwlo TETAwY 1 dAecov mepintuyol (adesp. tr. fr. 91). The image is the same as that of the
pudding’ peplos.

6 Even the independent clauses are linked with a very narrow range of particles: most often 8¢, GAAG,
YGp, ko, 1€ and pév. There are very few, or no instances of 81, dpa, dtap, Tot, fTot, YE.

*47 Just as the folds of the wave remind of the folds of a dress, the movement of the waves can remind of
the movement of hair.
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lines later (and with again popuopooeyyeic v. 92), which underlines the jewel-like
shininess of the sea; it also works in connection with édpoivicoeto, which already in the
preceeding lines (vv. 32-33) has introduced an idea of luxury in addition to the colour.
Most of the expressions used are not new, and appear in epic or earlier lyric: Homer
calls the sea Amphitrite in Odyssey 3. 91 and 12. 60; the expression movTOV ...
1xBvdevro, is used both in the //iad and the Odyssey (Il. 9. 4: Od. 3. 177); the shining
of the sea is described in the /liad (14. 273) as dAo nopuopenv, where she is qualified
by her folds (//. 18. 140 BoAdoong evpéa koOAmov). What makes Timotheus’
description distinctive though is the multiplication of images, or, rather, the different
layers of senses connotated by the juxtaposition of adjectives: in the expression
1YBVOGTEPESL LOPUAPOTTUYOLS KOATTOLoLY ~Audrtpitoc, the sea is at the same time
personified, described by her depth, her shininess, and her movements. This is the first
feature of the characterization of the sea: the description resorts to the kind of
“synaesthetic poetics” described above (where the different adjectives all belong to
different realms of sensation).’**

Moreover, and this is the second specific aspect of Timotheus’ language, the
poet mixes both abstract and concrete images. A few lines after the expression quoted

above (vv. 79-81), the sea is again personified and called ototpopoveg maieopiony’

dmotov T aykoAlopo kAvoldpouddoc avpog (gadfly-crazy, an ancient object of

¥ This has been already described by E. Csapo, 2004, 226: “The longer syntactic units added to the
impetus of the music; they compelled the intellect to press onwards, with the surge of the music, in
search of elusive grammatical closure. Unsuited to the development of clear logical progressions, the
new verse cultivated a (more musical) logic of association, bypassing the intellect and appealing to the
senses, the subconscious and the emotions.” 227: “the preference for images to concepts is typically
combined with an appeal to the senses, especially to the ears and eye of the mind.”
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hatred,349

and untrustworthy darling of the wind that races and drenches.) The threats
uttered by the Phrygian man against the sea describe her with adjectives fit for people:
the feature emphasized is her violent and passionate nature, but the focus is as much on
“psychological” features (olotpopaveg moieouionu dmiotov) as on the physical
aspect of her violence (kxAvoidpouddog avpag). In the preceding lines, the Persian had
described her with a mix of psychogical and physical terms: she was Opacetio (72) and
threatened to be yoked: mdapog/ AdPpov avyév’' €oyxec €uw/nedar kotalevybeioo
Avodétot tedv (72-73). The image of the neck of the sea comes back again in §9-90:

pokpovyevoriove. Again, the image of yoking, and the personification were used by

Aeschylus in the Persians: {uyov odudiforov ovyeve moviov (70). The difference

between the 2 images however is that Aeschylus contents himself with the metaphor of
the yoked sea, while Timotheus qualifies the yoking with an adjective (AdBpov, 73) that
itself suggests a new idea, or rather “packs in” another image (that of the wind).>>° The
mixing of several types of vocabulary (psychological and physical, abstract and
concrete) contributes to creating a layered picture of the sea, not only of what she looks
like, but of what she connotes for a shipwrecked Persian.

The same can be said about other elements described by periphrases: not only

are the boats personified, but parts of the boats are synecdoches of the body. The oars

%9 J. Hordern 2002, 172 proposes that it is a “reference to the loss of Mardonius’ fleet near Mt. Athos in
492 (Herodotus 6.44), or perhaps to the destruction of Xerxes’ first ship-bridge over the Hellespont and
to the disaster at Artemisium.”

330 For other intertexts with Aeschylus® Persians, see M. Croiset 1903, 330 ff.: “Eschyle avait dit
admirablement: v. 72 uyov audptBorev avyévt ndévtov. Timothée dit & son tour, avec moins de force
d’ailleurs (v. 83 ff.), passage dans lequel se méle au souvenir indiqué celui du v. 68 des Perses,
AMvodéopm oyedia mopOuov dueiyoc. (...) Notons encore, a la fin de cet episode, v.96 les mots Bpvytov
dApov, d’autant plus remarquables qu’ils n’ont guere de sens (...). N’est-ce pas parce qu’Eschyle avait
écrit au v. 397 €notoav aAuny Bpoylov “ils frappeérent de leurs rames 1’eau profonde”? L’adjectif est
extrémement rare. Il sera resté dans la mémoire de Timothée, ainsi attaché au mot GAun, qui I’a ramené
au jour avec lui.”
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31 or the dpetoug m6dag vade (90-1), the spears have a

are the x€lpag €hativog (5-6),
body;3 >2 parts of the boats (probably) are described as [avoidn] yvila (14) and they are
equipped like bodies, with cidap€mt kpdvet (20). More than synecdoque, these images
work as periphrasis and kennings, which pack a lot of meaning into expressions. This is
the case also with the vaioig ... toAdypoot (drops of blood from boats, 33). Hordern
comments: “... the adjective is infelicitous, since the blood should strictly belong to the
sailors.” The point is precisely, I think, that the listener takes the shortcut and makes
the connection, for there is a logic to the accumulation of kennings, and a grammar of
images to get familiar with: the sea is a body (that the barbarians fight against),>> the
boats are bodies (also fighting against this marine body), and boat parts, body parts.
Moreover, the boundaries between maritime and land elements are blurred: the
sea is a plain where a furrow is traced (32): mdvtog JAOKQ ValOlg £HOLVICCEPO

3% and the

otoAdyuaoct. It is again a m€drog (40), a tedio TAOLUO, vopdot vavtalg (78),
first time dry land is described, it is still very much a maritime landscape dxtoig
evaloig (98), and the analogy continues when land is described with one of the terms
that described the sea earlier: while the sea was 1yBvoctedeot popuopontvyors (38),

Mysia is devdpoebeipar mruyotl (105). In the same way, the ships are first

TOAVKPOTOVG TAmGipovg mevkog (12), then the continuity between land and sea is

underlined by the metaphor mevkoiowv dprydvoioiv... media mAotpa (78), with

opryovoiloly replacing miwoipov. So there is a poetic logic to the images: both the

31 See Helen, 1461 (in a “dithyrambic” ode): eilativag mAdtog; also Hypsipyle Liii.14 Bond.

%2 See J. Hordern 1999, 436.

33 Mayd préikonog, 8-9; see especially 75-77: viv 8¢ 6 dvatapdéet / £udg dvag €uog nev-/ Kototy...
3% See also deAdtvodépov movTov mediov Stapevyduevar, Aeschylus fr. 150 Radt.; the sea is also
described as Vypd k€Aevbo in Homer (always in the adonic clausula): Homeric Hymn to Apollo 452; 11.
1.312;0d. 3.71; 4. 842; 9. 252; 15. 474.
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compounds and the many adjectives underline the continuity between land and sea, and
the violent confrontation between boats, sailors, and sea. The adjectives describe many
sensual, psychological and emotional layers of the object they describe, and function in
a paradigm.

But despite this repetitive use of images, in patterns that are recognizable and
expectable, some metaphors or expressions are strikingly baroque.>> This is the case
with the kenning popuopooeyyeic noideg cuykpovouevor (the shining children of the
mouth struck together, 92-3). Such a periphrasis seems unjustified in the midst of an
already very thick descriptive texture, and the attention to the description of such a
detail (the breaking of teeth) seems even ridiculous given the war context and the
apocalyptic narration. But the irruption of “children struck together” (even if it is only
the children “of the mouth”) in the midst of such a martial context creates a feeling of
disproportionate violence. Again, the image of “unbacchic rain” to describe sea-water,
and of “alimentary vessel” for the stomach (63) might seem preposterous.”>® But the

image underlines the pathos of drinking while in the water, with a matter of fact

> Again, bold metaphors are not only reserved to the New Musicains. One can think of Pindar’s
metaphor of the the rooster shedding leaves of glory in Olympian 12, 14, or the implied comparison in O.
10 [11], 11, of the wave that washes over a pebble that represents the paying back as a friendly favor.
(On the image of ‘The Leaves of Triumph and Mortality’ in Olympian 12: F. Nisetich 1977).
Gildersleeve on the metaphors of Pindar: “The number of metaphors properly called mixed is not so
large in Pindar as is supposed; nor, in any case, are we to count as mixed metaphor a rapid shifting of
metaphors. This is to be expected in the swift movement of Pindar's genius. The disjointedness of
Emerson's style has been ingeniously defended on the ground that each sentence is a chapter. And so
Pindar's metaphors are slides that come out in such quick succession that the figures seem to blend
because the untrained eye cannot follow the rapid movement of the artist.” I would compare Timotheus’
metaphors with a superposition of slides, which can appear dark and murky “to the untrained eye” but
reveals many shades and depths when one stares at it long enough.

336 See I. Waern 1951 on kennings. Her treatment of the “mannierism” of Ton of Chios and Timotheus is,
to say the least, hasty. She qualifies Timotheus’ kennings as “never appositional, nor are they possessed
of any other kind of elucidation. Their solution is left completely to the listener’s imagination, sometimes
to his knowledge (...) Timotheos’s kennings seem to have been used, to a high degree as 1’art pour I’art.
(...) They make a rather cold impression because they are quite unpathetic. The complete absence of the
affective kenning also suggests the lack of pathos” (97-98). On this passage, see T. Gargiulo 1996.
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description of the stomach drinking something “unbacchic” (aBaxyiwrtog ouppog 62).
These expressions do shock, but the absurdly refined pictures underline even more
pointedly the inversion of common practices in war, and the loss of point of reference
with reality in the midst of a battle. Moreover, as T. Gargiulo has underlined,
Timotheus is playing with the phraseology, and ideology of the symposium, and on the
frequent parallels between symposium and sailing, wine and sea. With the periphrasis
in v. 62, “avremmo un prezioso, quanto raro, rovesciamento” of sympotic discourse.””’
Thus, it is not the vocabulary or the images used by the New Musicians that are
innovative, but their abundance and the dense semantic texture they create. This texture
itself presumes a different type of relationship with the audience. While adjectives in
Homer are often formulaic, Timotheus or Philoxenus defamiliarize the audience with
the use of adjectives: the words sound familiar but at the same time introduce a new
relationship with the audience, since the listener / reader has to create a new connection
between noun and adjective. The adjectives are always more than ornemental, they
function in paradigms and construct a multi-layered, sensual, image of the reality
described. The kennings themselves belong to this dense texture: in the two cases noted
in Timotheus, they have an emotional function. Their oddity stands out in the rest of
the passage, and each time, it is to underline some change of scale in the narrative, or to
zoom in on a detail. While most of the passage of the Persians describes a sea battle as
a dramatic scene, the two kennings have a narrative function, that of interrupting the

flow of images and introducing a new, much more minute motive: that of an isolated

7 Although Gargiulo does not cite parallels, there are interesting similarities with Dionysios Chalcus:
glpeoin yAwoong (oarage of the tongue = poetry); Movo®v €pétarl (oarsmen of the Muses = poets);
glpeoio Alovicov (oarage of Dionysus = banquet); cvunociov vodtal (mariners of the carouse);
KUMKoV €pétor (oarsmen of the cups =poets).
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body (with the “shining children of his mouth” and his “alimentary vessel”) in this
outsized battle.

Some of the disconcerting images present in the shorter passages might have
been part of a longer paradigmatic chain, and the context might have explained the use
of certain images. In Timotheus’ Cyclops for example (= PMG 780) Timotheus uses a
metaphor / periphrasis to describe the mixing of wine and water (probably used to get
the Cyclops drunk):*®
€yyxeve &' €v LEV OETAG KIGGLVOV LEAOLVOG
otaydvog auppotac aopdt Bpualov,
€lkooly 8¢ LETP' EVEYEV', AVEULOYE

&' aipa Baxyiov veoppirototy
doxpvotst Nupdov.

He [Odysseus?]** poured into it one ivy-wood cup brimming with the foam of
the black ambrosian drops, and then he poured in twenty measures, and mixed
the blood of Bacchus with the newly-poured tears of the Nymphs.

The description combines use of descriptive terms (the ivy-wood cup, or ivy-decorated
cup), with metaphorical language (blood of Bacchus) and suggests many layers of
perceptions (on the sensual, especially visual, level, but also on the mythical level).
This is particularly clear if compared with the Homeric model. The fragment draws
from two passages in Odysssey 9:

KLoGVBLOV HETO YEPOLY £X® LEAOVOC 0lvolo (346)
I hold with my hands the ivy-cup of dark wine

And
OV & Ote mivolev pelndéo oivov €pubpov,
£V 0€MOC EUTANGAC VOOTOG AVO, E1KOGL LETPO,
XEVL ™, 08un &~ MdEL0 Ao KPNTNPOG OOMOEL,

358 A passage probably paraphrased in Antiphanes, fr. 55 K-A.

339 On this passage, A. Ford suggested to me that if it not Odysseus but the Cyclops speaking, this would
constitute a major shift from the Odyssey and the Cyclops: the savage Polyphemus would be using
exquisite language to express his awe at a new, indescribable sight. The periphrastic language would be
the most appropriate to express the character’s delight at an unusual sight.
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Oeoneoin... (208-211)

And when he drank the honey-sweet red wine, he filled one cup and poured on
top twenty measures, a sweet smell came from the crater, divine...

Timotheus’ description itself captures many more sensual nuances (colour, texture,
movement) than the Homeric one, and adds some mythical connotations (with the
metaphors of Bacchus’ blood and the nymphs’ tears). The passage works as a whole,
and the network of images might have been developed on a larger scale: the adjectives
used in the description of the cup anticipate the metaphor and contribute to condensing
the image, pélavog being an adjective also used for blood, ctaydvog also qualifying
drops of blood, and veopp¥tototy applying to freshly flowing water.’®® The use of the
synecdoche and metonymy “blood of Bacchus” thus condenses the poetic texture: the
Dionysiac presence felt in the ivy-imagery, and possibly in the Bpudov,*" announces
the Bacchic image in the last line. The metaphors themselves imbue the text with more
narrative allusions: the blood of Dionysus announces the blood of the wounded
Cyclops, and the tears of the nymphs announce his tears.

These are the main lexical and poetic features of the language of the New
Musicians. The innovation does not consist only in the choice of vocabulary or images
but at least as much in the construction of longer chains of meaning, that allow
developing complex and layered images, and in the use of some striking images that

interrupt this flow.

%% Only found in this sense in Sophocles’ Electra, of a source (veoppitoug Tnydc ydAaktoc, 894-5), and
metaphorically in Aeschylus’s Agamemnon, of a sword (cUv veoppUt® Eldet, 1351. It is also a favourite
term of Nonnus, who uses it 8 times. The image of the water to be mixed with wine as “tears of the
Nymphs” also appears in Euenus fr. eleg. 2.3: Bdkyog xoipetr Kipvduevog 8¢ tpioitv Nvpoaiot
TETOPTOG.

%1 On these images, see J. Hordern 2002.

158



Chapter 4 — Poetics of Theatre lyric

1.4 Poetics of lightness

One more characteristic remains to be examined: Aristophanes consistently
associates the new, especially dithyrambic poets with “lightness.” Throughout
Aristophanes’ plays, New Musicians are found wandering up in misty heights, craving
for elevation, wings, aetherial things. In the Peace, Trygaios upon his return from
Olympos tells how he saw “two or three souls of d18vpoupodiddokorot up in the sky”
(829). In the Birds, “Cinesias” starts his monody by describing his aspiration to flight:
(1372)

avamrétopal oM tpog” OAVUTOV TTEPVYEGGL KOVOULS
TETOUOL & 080V JALOT €T GAAOYV UEAE®V

I soar towards Olympus on light wings, I fly this path of songs, then another...
The first line, a quotation of Anacreon (Gvamétopot on mpog "OAVUTOV TTEPVYEGTL

362 -
),”" again shows how

KovooLg / dta tov “Epwt T oV yap €uot B€der cuvnfav ...
traditional the dithyrambist’s choice of flight metaphor is: Aristophanes’ Cinesias uses
the image that Anacreon employed for love (an image also often used in reference to

393 and combines it with another

the poet’s activity and quite common in Greek poetry)
metaphor, that of the path of song, deeply traditional and used many times by Pindar.***
As shown in the previous section, the innovation comes not only from the mix of these

two traditional images, but from developing the images to the point that the

metaphorical terms or images become the primary point of reference. This is the case in

2 PMG 378.

3% In addition to Homer’s énea ntépoevta: Theognis 237ff., Pindar Pythian 8, 33; N. 7, 22. Pindar
Olympian 2 86-8 (the poet is an eagle); Nemean 3. 80, Nemean 5.21.

3% 0d. 8, 73-4; Pindar Olympian 1, 110; Pythian 4, 247-8; Pythian 9, 47; Pythian 11, 39; Nemean 6, 46-
7, 54. Bacchylides 3.98: Knudg dndovog of the poet; 5.16-33: aiBépa Eovboiot tduvov VWYoL
TTEPVYEGGL TAXEL-/OLG QLETOG... VOUOTOL & £V a1puT® Xdel / Aemtdtpiya ovv Ledbpov mvor-/aloty
£€0g1payv...
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the lines that follow, where Cinesias more precisely defines his dithyrambic poetics (or
at least the comic version of it):

Kv Um0 600 ntepmbelg BovAopot LETAPGLOG
OVOTTOUEVOG €K TOV VEOELDV KALVOG AOPELY

A€POSOVITOVG KOl VIHoBOLOVG AvoBOLGGS. 1385
Ile: €k 1@V vedpedldv yap Av Tig avoPorag Adpot;
Ku  Kpéuatatl pgv ovv £viedBey qudv 1 éxvn.

Tov d18vpduPmv yap ta AOUTPO YLyveTal
0£pLo KOl GKOTELVO KO KVOVOVYED

Kot Ttepodovnto” (... ) 1390
“Amavto yop dleyl oot TOV GEpa. 1392
£10mA0 TETNVAV

010epodpOLmV

0LOVAV TOVOOIELPOV 1395
(...)

OvVAdpOUOG GAGUEVOG
gu’ AvER®V TVoOolot Bainv

Cinesias: Once you give me wings, I want to soar up high, to get from the

clouds new preludes, air-whisked and snow-bearing.

Peisetaerus: From the clouds? One can get preludes?

Cinesias: It is the stock from which our art draws. The most brilliant dithyrambs

are airy, obscure, dark-rayed and wing-whisked. (...) I will go through all the

airs for you: “phantom of winged coursers of the aither, of long-necked birds...
leaping and shooting up, may I go on the breath of the winds...”

What is so appropriate about Aristophanes’ use of these airy, light metaphors
for the New Musicians? On the one hand, according to the principle of the poetic scales
used at the end of the Frogs, the dithyrambic lines might be “light” because of their
syntax:>® just as Aeschylus wins the weight-contest by offering the anadiplosis £¢ °
dpuotog yop dpuo, Kol vekp®d vekpoc when Euripides offers the simple o1dnpofp10ég
T €laPe de&ld Evlov, the poets might be light because of their “continuous style”

(defined as A€ELg elpopévn Kal 1@ cuvdEou® Hio by Aristotle - continuous and united

by connecting particles) as opposed to the periodic style of the antistrophes of the

%5 On the weighing scene, see A. Verrall 1908. It is curious however that the compounds themselves
(that obviously “Euripides” in the Frogs took for a sign of weightiness) do not weigh the poets down.
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ancient poets (kKoteotpapuévy kail opoiov toilg v dpxaiov moumtdv).’*® The
explanation that Aristotle gives about the continuous style (a style that does not have a
precise destination, as opposed to the periodic style, which is more grounded and
predictable, since the antistrophe will respond to the strophe) might be a justification
for the “lightness” of the dithyrambists.

On the other hand, again according to the scales principle in the Frogs, their
lightness may come from their choice of subject: indeed, a surprising number of New
Music fragments shows an interest for celestial phenomena and descriptions of things
that belong to the upper regions.*®’ Plutarch for example quotes a line ascribed to ‘one
of the dithyrambic poets’ that describes a misty atmosphere:***

0 yop filtog avicymv, &g Tig €ine 1OV S10vpauoroldv
€00V avénAnoev depoPatiyv LEYOV OLKOV OVEUWV.

For the rising sun, as one of the dithyrambic poets said,
Immediately filled the great house of the air-walking winds.

In the same way, the expression Vypav NedeAldv otpentoiyrav ddiov opuav (the
destructive launch of the moist twisting-and-flashing Clouds) used by Strepsiades in

the Clouds (v. 335) is according to the scholiast a Philoxenian coinage,*®® and another

366 Aristotle, Rhetoric 1409 a-b: opolog 8¢ kol ol mepiodor al pokpol odoat AGyog yivetol kol
avofoAt) 6potov, Mote yivetal 0 £€oxmyev Anudkpirog 0 X10¢ €1¢ MEAQVITTLdNY TOLGOVTO, GVTL TV
AvTioTpOdmV dvaBords (fr. 930 K-A) ol T° at@ kakd tedyel dvip GAA® Kokd Tevywv,/ 1| 8& pokpa
avofoln t@ moocavtt kokiotn. But a few sentences later, the continuous style itself is defined as the
ancient one (1) p&v ovv elpopévn AELG N Gpyaia 0Ty, ... TaOT YO TPETEPOV HEV GIaVTEG, VOV 8E 0
ToAAOL X p®dVTOL). Also in Aristotelian Problems 19.15.)

367 This is also true of tragedy: in many ‘dithyrambic odes,” the character wishes to take off and fly; in
this context, Gvonétouat is a favourite Euripidean word, as S. Barlow 1971, 44 has underlined.

38 De primo frigido 17 = PMG 1006. But maybe ascribed because it refers to a theme usually associated
with the poets.

39 PMG 830. The other expressions parodied in the Clouds, refer to food, and as Dover notes, might be
referring to Philoxenus’ Dinner. It would have to be in the revised text of the Clouds though, not in the
original production of 423 BC, since Philoxenus was supposedly born in 435/4. “If the identification [of
Philoxenus’ lines] were true” notes Dover, “there would be an extra point in 338f., but to gain this point,
it would be necessary to reject the chronological evidence.”
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passage says that Philoxeus calls the Zephyr’s breath sweet (ndeiav).””’ Several other
fragments show an interest in heights, or things sky-related.’”’ For example, a couple of
lines by Timotheus quoted by Plutarch about childbirth suggest that the poet was
describing some activity that takes place in the skies:*’?

S0 Kuaveov TOAOV GOTPWV
10 T OKVTOKOL0 GEAAVOG,.

Through the dark-blue vault of the stars and of the moon who gives childbirth.
So Aristophanes’ representation of the lightness of the dithyrambic poets might come

not only from their style, but also from their choice of topics.’”

I suggest there is a justification for this poetic of lightness: the poets’ choice of
point of view. What “Cinesias” tries to achieve is a sort of bird’s-eye view of the world
— or rather, with all the adjectives, compounds, and the syntax he uses, the poet tries to
project an image of the world that is not rooted in reality, but that the audience has to
connect to through some kind of mental projection — thus achieving something
koddov.””* This very visual metaphor allows understanding the poets’ choice of mode
of representation: it is an “airy” poetics that is illustrated, which combines choice of

topics, choice of syntax, and choice of point of view, and it can better be understood

310 PMG 834, quoted by Theophrastus On Winds.

311 So does Praxilla’s dithyramb that gave rise to the proverb: kdAAioTov pev £Y0 Aeinm ddog nerioto, /
de01EPO AoTPO haeLva GEANVOLNG T€ TPOS®TOV ... (PMG 747) .

2 Quaestiones conviv. 3.10.3 = PMG 803. Several other passages show an interest in the Sun:
Timotheus, PMG 800; PMG 804, which recalls an expression by Mimnermius, fr. 2; also PMG 834,
where Pliny recalls the myth of the birth of amber (electrum): “quoniam sol vocitatus sit elector, plurimi
poetae dixere, primique ut arbitror Aeschylus (Heliades, fr. 73 Radt), Philoxenus, Euripides, Nicander,
Satyrus.

313 Again, noted by Demetrius on Style 143 = PMG 963: yiyvoviol 8¢ kol amd AéEewg xGpLteg 1 £k
UETOHOPAC, MG £NL TOV TETTLYOG, 1 £k GLVOETOV TOV OVOUOTOg KOl d1Bvpaufikod: d€omota [TAovTmV
uedovontephymv: Toutt detvov T nportephymv avtd moincov T, & uditota 81 koundika taiyvid é6tt
KO COTLPLKC.

™ 1t is indeed the adjective used in the Rainer papyrus (to describe the style, not the music, as opposed to
most analyses of the New Dithyramb) along with npwwn Vnobeolg, A€Elg elpouvn, 1d€a
oAeyHaivovoa, dmhd ovopata (on which see J. Powell 1933, 210), and by Plato, calling poetry a light,
winged and holy thing in the /on.
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with a parallel in the visual arts. J. Elsner’s study about the revolution in the visual arts
in the fifth century is remarkably helpful to understand the phenomenon of the
dithyrambic style:*”
Many of the other major innovations of Athenian culture in the fifth century BC
can be defined broadly by the shift from a voice of authority making direct
contact with its audience to a performative model whereby the viewer observes
an imaginary world that is insulated within its own context and to which he or
she must relate by identification or some form of wish-fulfillment fantasy. While
the changes in tragedy took place in the early fifth century, at about the same
time as those in the visual arts, the fundamental analogous changes in comedy
and philosophy came in the fourth century (my emphasis).
I would connect the change perceptible in the late fifth- and fourth-century dithyramb
to the “wish-fulfillment fantasy” that J. Elsner describes. His comments allow tying in
the various elements of style and themes of the New Musicians. All the stylistic
features described above, whether those collected from a reading of the fragments or
from a reading of the ancient critics, can be connected to this innovation in point of
view, and relationship with the audience. As I have started suggesting, the adjectives

allow defamiliarization, through a special interpretation of the images on the audience’s

part, and appeal to their imagination.

Conclusion to section 1

In this section I have proposed to interpret the stylistic changes introduced by
the poets not simply as a series of verbal innovations (use of compound words, of
periphraseis and adjectives). These features are themselves traditional poetic diction
(Homeric and older lyric); what is different in the fourth-century style is the poet’s

recourse to a synaesthetic poetics, and a different way of relating to an audience,

373 J. Elsner 2006, 89.
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informed by an attempt at representing the world in a different way: the New Music
poets rely on the audience’s interpretation of an elaborate grammar of poetic images.

It is from this perspective that I propose to interpret Philodemus’ comment on
the difference between early- and late-Classical style. According to Philodemus, if the
poetic tpomot (style) at the time of Pindar and at the time of Philoxenus were
compared, there would be no difference, but a great difference in the characters (116m)
represented:’®
Kot tovg de18vpaufikong € 1pdmoug €1 Ti¢ ouykplat, tov 1€ Korta Iivéapov

Kot t0v kate DiadEevov, upeydAnv evpebnoecBor v drodopav  TOV
EMLHOLVOUEVOY NODV, TOV AVTOV § €1vOL TPOTOV.

And if one compared the dithyrambic styles of the time of Pindar and of the
time of Philoxenus, there would be a great difference in the characters shown,
but the style would be the same.

The difference in §10n, and the changes introduced in the lyric poetry, are connected

with new thematic choices.

2- Thematic features of the corpus

This change in narrative orientation is obvious from an overview of the titles of

377 The two dozens titles that

the pieces composed by the New Dithyramb poets.
Athenaeus and Plutarch have handed down to us fall into three main categories. The

first one is divine material. Despite the assumption that dithyrambs are songs about the

birth of Dionysus (illustrated most famously in Plato’s passage in the Laws, 700 a-d),

376 Philodemus, De musica 1.23.

377 This approach can seem dodgy, since scenes concerned with Dionysus could appear in non-Dionysus
titled pieces. But as S. Scullion (2002, 110) argues in defense of his own approach to Dionysus-titled
tragedies: “these are, of course, only the titles of Dionysiac tragedies that have been preserved in the
tradition that has come down to us — but the same tradition has given us the titles of something on the
order of five hundred tragedies.” The “same tradition” has not been as generous with the number of titles
of dithyrambs, but the point is still valid.
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only one piece mentioned by literary sources bears a title that evokes a connection with
Dionysus and his birth:*’® Timotheus’ Birth-Pangs of Semele (PMG 792).>” Another
possible Dionysiac title might be Melanippides’ Oenus.**® Among the other surviving
divine titles, Telestes had a Birth of Zeus (PMG 809), and other composers had more
Apollinian-sounding topics: Telestes had an Asclepius (PMG 806), as probably did
Cinesias (PMG 774), Timotheus had an Artemis, Melanippides a Persephone.

The second field from which the titles of the poems draw is mythical and heroic
material (especially nostos material). This list comprises titles like Timotheus’ Elpenor
(PMG 779),**" Cyclops (PMG 780), Laertes (PMG 785), Scylla (PMG 796) and
Madness of Ajax (PMG 777), as well as Philoxenus’ Cyclops or Galatea (PMG 815-
823) that all seem related to themes evoked in the Odyssey. Other heroic subject
matters include Timotheus’ Nauplius (PMG 785), his Sons of Phineus (PMG 795);
Telestes’ Argo (PMG 805) and Philoxenus’ Genealogy of the Aeacides (PMG 814),
Cleomenes’ Meleager (PMG 838).

The last category of titles suggests connection to a non-mythological setting

(such as the Komastes (?) of Philoxenus (PMG 825), and his Deipnon (PMG 836)),

378 This Dionysiac origin of the dithyramb is probably what led Wilamowitz to emend, for example, in
PMG 768, Argynnus to Dionysius.

37 The fragments of dithyrambs quoted by metricians or music-critics give a very different impression:
PMG 926 (from Aristoxenus or a scholar from his school) contains quotations of fragments which
belong to 5™ or 4™ ¢. BC fragments and seem dithyrambic. They describe bacchic choruses, spring
flowers, dancing maidens and Dionysus: €vBo 81 motkilev GvO£mv dupportol A<e>iuaxeg/ Bobivokiov
nap AAc0g GPpomapOEVOLS / EVLMTOG X0pOVG AyKAAaLg d€yovtot. (On which, see J. Powell 1933, 178-
179; R. Hamilton 1990). Again, PMG 929 b celebrates the return of Dionysus after twelve months and
refers to the spring flowers: dvopoocov avtdL / Aldvucov a[V]oouev / iepolc €v auépaft]g / dwdeko
unvag anovto: /mapo & dpo, movto & aven. It is striking that the authors of technical treatises quote
passages that have a much more Dionysiac tone. Are they traditional cult poems, as opposed to the most
elaborate and apparently less dionysiac experiments of the New Poets?

30 There is no reference to such a dithyramb title in our sources, but Hartung 1855 attributed to
Melanippides 2 fragments, one connected to wine (PMG 761), and underlining the etymology of Oenius,
the other connected to the description of the Centaurs’ hatred for wine (PMG 760).

! With possibly PMG 925 Hibeh papyrus as fragments — see Page Select Papyri iii 397 ff. for such an
argument. But there is little evidence for this.
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with a particular interest for the East, or for non-Greek models — as with Timotheus’
Persians (PMG 791) or Philoxenus’ the Syrian (PMG 827).*%

Some of the titles suggest potential for opsis, even grand spectacle, or a topic
especially appropriate for a dithyrambic performance (as with the Danaids of
Melanippides, who could be impersonated by the fifty choreutes of the dithyramb).*®
This is also the case with the musical topic of Melanippides’ Marsyas (PMG 758), the
Niobe of Timotheus (PMG 786) or Telestes’ Hymenaeus (PMG 808) — all these titles

384 1n addition to the information that these

suggested themselves as musical topics.
titles give us about some of the interests of the New Musicians, I would like to present
three trends that appear throughout fourth-century poetry, not only in the New Music

poets, but also in isolated fragments, and which can be connected with the change in

authorial voice presented above.

2.1 Myvthical gaps and silences

In the surviving corpus of fourth-century poetry, one encounters very few
heroes from the Homeric tradition, apart from the Ajax of Timotheus. Most of the
heroic subjects treated in the New Musicians’ compositions tend to fill in “Homeric

gaps,” or rather explore short episodes of the Homeric narrative. This is the case with

382 Also the name of a tragedy by Sophocles and a comedy by Menander.

3 On the model of Bacchylides 15 = dith.1, the fifty sons of Antenor. Machler on Bacch.: “This
suggests that the fifty singers who formed the chorus that performed this dithyramb somehow
represented the fifty ‘Sons of Antenor.””

3 Of course the title does not have to suggest music to provide opportunities for meta-musical
statements: interestingly, of all the passages that have survived, the surviving passages of Telestes that
deal with music do not come from pieces whose title suggest music (the Asclepius, the Argo, and the
Hymenaeus).
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Cleomenes’ Meleager,”® Timotheus® titles, Cyclops, Elpenor, Scylla, Laertes, four
pieces that cover aspects of the Odyssey narrated in the apologoi, and that could have,
together, composed an “Odyssey” cycle.**® The theme of the Cyclops appears to have
been particularly popular among the New Musicians. PMG 840 attests to the
reperformance in Philip’s time of several Cyclopes composed by New Musicians:*®’
nept P(ev) y(ap) v Mebovng moAtapkioy tov de&Lov 000oAu[0]v €eKOnn (sC.
diMnnog)... 1o wEev) y(ap) mept @V 0OANT(AV) OpoAoyeltol K(0i) Topo.
Mapcvot, 10Tl GUVIEAODVTL LOVOLKOVG GYDVOG CUTOL UKPOV ETAVE THG
ovudop(0g) k(ota) daipova ouvvePn tov Kivklomo 7wdviog oavAncot,

"Avtiyeveldnv p(ev) tov Prro&évovu, Xpuodyovov O6(£) tOv [Ztnorydpov,
Twobeov 8(€) TOv Otviddov (Otviadny... tov Tywob€ov ci. Foucart).

At the siege of Methone Philip lost his right eye.... The story about the pipers is
told in the same terms by Marsyas: when Philip was holding musical
competitions shortly before his accident it happened by a strange coincidence
that all the pipers performed the Cyclops, Antigenides that of Philoxenus,
Chrysogonus that of Stesichorus, Timotheus that of Oeniades.

It is worth examining why the Cyclops was such an interesting theme for the New
Musicians.*®® On the one hand, the theme had been exploited in the classical period,
mainly as a comic theme: in addition to Aristias’ and Euripides’ satyr-plays named

% the episode of book 9 of the Odyssey also gave material to Cratinus, who

Cyclops,
wrote an Odysses that appears to have treated of the Cyclops.” Aristotle also seems to

have assimilated the Cyclops with a comic theme, since in a (difficult) passage of the

%3 Athenaeus 9. 402a = PMG 838.

%% On which, see J. Hordern 2002, 12-13.

37 PMG 840 = Didymus’ commentary on ‘Demosthenes’ Answer to Philip’s Letter, 11.22, col. 12.43 ss.
On the blinding of Philip and the matter it gave for anecdotes, see A. Riginos 1994.

3% One can add PMG 925 ¢ = Hibeh papyrus: mentions the Cyclops; PMG 966 (from a Cyclops); PMG
997, “unconvincingly ascribed to Pindar by Schneidewin; fr. 104b Snell” (Campbell). The milk theme is
prominent.

% Aristias’ Cyclops: TrGF 9 F 4; on Euripides’ Cyclops, see Seaford. For the pre-Euripidean versions:
“we can say little more than they seemed to have followed the Homeric outline” P. Arnott 1961, 165.

% On Cratinus’ Odysses and the mutual influences of Euripides’ Cyclops and Cratinus’ Odysses, see R.
H. Tanner 1915.
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Poetics he associates Timotheus’ and Philoxenus’ Cyclops with lower characters.”' If
the comic potential of the Cyclops seems to have inspired several New Comedy pieces,
like Nicochares’ Galatea (frr. 3-6 K-A), Antiphanes’ Cyclops (frr. 129-31 K-A), and
Alexis’ (fir. 37-40 K-A),**> we should not forget the dramatic (acting) potential
provided by the drunkenness and the blinding of the Cyclops (two aspects
demonstrated in other New Music pieces). Philoxenus’ Cyclops however introduced a
real innovation, the love of Polyphemus for Galatea, an aspect of the myth not recorded
before the fourth century, and that inspired Hellenistic writers, not only Theocritus in

two Idylls, but also Callimachus, Hermesianax, and Bion.>”

(I will comment on
Philoxenus’ Cyclops more at length in the last section of this chapter).

More generally, it seems that poets (dithyrambists and other) cover the least
familiar aspects of mythology, or had a special interest in minor heroes, a feature that
the Hellenistic poets started developing more systematically in the third century BC.
Melanippides for example is said to have written about the hero Linus, as did the third-

century Attic historian Philochorus.>*

Both the story of the baby hero Linus, and the
grown-up musician Linus had musical (funeral) potential, as Pindar himself underlined

(128¢ S-M, 7-9):>%

0 uev evyoitav Alvov oiivov VUvet,
3 Yuévorov, <Ov> v youoiot ypotlouevov

31 Poetics 1448a 11 = PMG 782. For an attempt at solving the difficulty on philological grounds, see J.
Hordern 2002, 107-109.

32 See T. B. L.Webster 1970(2), 20-1.

3% Callimachus ep. 46 46.1-6 Pf. (HE 1047-52), Hermesianax, fr. 7. 69 ff Powell (C4 100 = PMG 815),
and Bion (fr. 16 Reed). On the Hellenistic compositions, see J. Hordern 2004.

3% 1 8¢ mept 10V Alvov totopio kol mapd Prhoxépo £v Th 10° kot Topd Meravinnidy. PMG 766 =
scholiast T. Hom. Il. 18.579c¢ (iv. 556 Erbse). For Philochorus: FGrH 328 F 207. Philochorus is known
for his compilation of Attic (funerary) epigrams and “credited with a passion for collecting ‘oracles in
verse’ (FGrH 328 T 6)” M. Fantuzzi and R. Hunter 2002, 297.

3% On Linus as a hero, or baby hero, see C. Pache 2004, 66-83. Linus is also the subject of a comedy by

Alexis.
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.. KT oOUTP®TOV AAPEV £6Y0TOG VUVOV.

One sings the miserable beautiful-haired Linus, and another Hymenaeus, whom
[the Moira?] took, first touched in his wedding, last of the hymns.

The other hero, Hymenaeus, mentioned by Pindar in the passage also appears in fourth-
century compositions: in addition to giving his name to a song-type (the hymenaeon)
known since the archaic period,””® Hymenaeus is also the name of a dithyramb by
Telestes. The piece might have exploited the hero’s musical associations, since the
passage that Athenaeus quotes (PMG 808) deals with musical matters - the magadis.
But in the surviving lines, there is no explicit connection between the hero and music
(the music mentioned is instrumental, and the subject is not expressed), and it is hard to
make any further conclusions.”” Slightly more information about the hero is available
in Licymnius’ piece Dithyrambs:**®

Awcvuviog (Reinesius:  ~AAkvuviog cod. A) 8 o0 Xiog €v AtBvpduporg
"Apyvvvovu dnotv epwpevov  Yuévorov (Musurus: vpoiveov A) yevécsBon

Licymnius of Chios says, in his Dithyrambs, that Hymenaios was the lover of
Argynnus.

It is not clear whether he was the subject of a whole composition, or mentioned as part
of a larger story. Another source, Philodemus, informs us about the treatment of the
399

myth of Hymenaeus by Licymnius:

omov d¢ xal [Kie]iw v Movoa[v avdpo]g epacOnvatl [At]kv[u]viog, ot de
kot [10]v' Y[u]éva[to]v v[1ov a]vtig [eiv]ot vo[uilovot]v.

3% Although no hymenaion from the late-Classical period seems to have survived, Clearchus (Athenacus
1. 5f-6b = fr. 57 W= PMG 828) describes a performance by Philoxenus, going uninvited to a wedding
and singing after the dinner: xai petd 10 deinvov doag duévatov ov 1 GpyN / I'due Bedv Aoumpdtote.
In the surviving line, gamos is personified.

37 On the magadis: G. Comotti 1983.

3% Athenaeus 13. 603d = PMG 768. The plural in the title “Dithyrambs” maybe suggests that the piece
(by a poet / theoretician) was meant to illustrate Licymnius’ language theory? But the plural might also
refer not to a title but to the proper noun in the plural.

3% Philodemus, On Pity: P. Herc. 243 VI 12-18 = PMG 7T68A.
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According to Licymnius, the Muse Clio as well fell in love with a man, and
some think that Hymenaios was her son.

This version adds to the musical heritage of the figure, and it reinforces the impression
that the fourth-century poets were interested in learned mythological investigations and

. . . . 400
alternate versions to Homeric or heroic narratives.

2.2 Love, romance, sentimentality

This is connected to a second main characteristic of the Late-Classical
production: the poets’ treatment of the themes of romance and love. These themes are
of course treated all throughout the Greek poetic corpus, from Homeric epic and hymns
to the archaic poets and Attic tragedy. But the fourth-century poets (not only the New
Musicians but other poets who are not presented as New Musicians) seem to have
innovated not only in the figures whose love they represent, but also in the way they
depict love, and in the genre of songs on the topic of love.

First, love-songs (tapwtika) are a genre, or topic of composition, that our
sources (especially comic) attribute specifically to a group of poets: Lamynthius,
Gnesippus, Meletes and Cleomenes. This is what a fragment of Epicrates’ Antilais
attests:*"'

TAPWTIK EKUENAONKO TOVTO TOVIEANDG
Yandovg, MeAntov, Kieopeévoug, Aapvvoiov.

I have learned by heart the love-songs of Sappho, Meletes, Cleomenes and
Lamynthius.

% On this passage of Licymnius, see A. Henrichs 1984. He notes (56): “der zum Musensohn gewordene
personifizierte Hochzeitsruf scheint demnach ein beliebtes Thema der neuen, experimentierenden
Chorlyrik gewesen zu sein.”

“ Athenaeus 14. 620d = fr. 14 K-A.
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The humorous enumeration (Sappho and three late fifth-century poets) is more a
testimonial on the comic poets’ predilection for making fun of Sappho than a joke on
the three poets themselves:** although the thematic content of tapwtiko seems
obvious, the genre of song, and its context of performance is a matter of debate. The
verb (¢xpenddnko) used by the speaker of the Antilais suggests boasting about one’s
sympotic skills (and ability to hold one’s place at a symposium). This is also what
suggests another comic passage (Aeschylus’ criticism of Euripides in Aristophanes’
Frogs) that mentions a Meletes:*”?

0070¢ & GO TAVT@VY UEV OEPEL, TOPVMILDY,

okoAMwv MeAntov, Kopik®dv avinudtov,

Opnvov, YOpELDV.

this man picks from everywhere: prostitute songs, skolia of Meletus, Carian
aulos-songs, threnoi, choral dances.

The “list effect” of the Aristophanic line contributes to tainting the “skolia of Meletus”
(whether the dramatic poet or the poet mentioned by Epicrates) with the connotations
both of ‘prostitute songs’ and ‘aulos-song’ (of the aulétris at the symposium), and to
giving the poet’s songs connotation of low-class entertainment.

A phrase of Philoxenus quoted by Athenaeus might signal that Philoxenus too
composed these fardtika (songs on the subject of love that seem to have been songs
404

composed for performance at a symposium):

€nel 8’ €vtovbo 100 AOYOL EGLEY,
oLUPBOAOVUOL TL LEAOG VULV E1G EpTO

92 For the comic poets’ predilection for jokes on Sappho, see G. Most 1995.

43 On that line (1302), Dover hesitates to identify Meletus with the tragic poet: “if okoAiov and
Melntov belong together it is unlikely that we are meant to think of the tragic poet Meletos (or there
were two of them, of either of those two (...). There is, however, a possibility that we should punctuate
after oxoMav, thus introducing deliberate ambiguity (maybe a near-pause but not quite a pause after
okoMMwv), and thus a swipe at the tragic poet.”

% Athenaeus 15. 692d = PMG 833.
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korta tov Kubnprov mointiv
Since we have reached this point in the conversation,
I will contribute for you a song to love

as the poet of Cythera says.

This is all that survives from the song, but both its paraphrase in Plato’s Symposium
and its use in the narrative framework of the Deipnosophistae suggest most likely a
sympotic performance,*® for a group of people (Vuiv).

However, it might also come from a dithyramb, since according to Dionysus of
Halicarnassis, the dithyrambic poets had a predilection for erotic themes; commenting
on Plato’s Menexenus he quoted as typical expressions of Licymnius and Agathon
“hybris or Cypris.”**® Lamynthius is also said elsewhere by Athenacus (quoting
Clearchus) to have written a Lyde in lyric meters, just as Antimachus wrote one in
elegiac.*” Although we know no other details about Lamynthius’ Lyde, we may
presume that it was an “Antilyde” in lyric meters (just as Epicrates had an Antilais).**®
The surviving fragments of Licymnius substantiate Dionysius’ analysis, since most of
them are related to the subject of love. A story of Parthenius for example draws from

Licymnius of Chios and Hermesianax, to tell the story of Nanis and Croesus, a tale of

seduction and promises, persuasion and deception, in an Eastern setting.*” A quotation

%95 See the parallel with Plato’s Symposium, 185¢: Tadté oo, €1, (g £x Tod mooyefua, & Paidoe,
mepl "Epwtog ovpPdilopar. Dionysius Halicarnassus: Comp. 1.6. [fragmentum Bergk Cyclopi poemati
tribuit.] It is impossible to determine whether the passage was from the Cyclops. If it were, who would
the second person plural refer to?

4 Demosthenes 26 = PMG 773, quoted note 336.

407 Athenaeus 13. 596f — 597a = PMG 839, quoting Clearchus fr. 34 Werhli.

%8 The long and bombastic Lyde of Antimachus in elegiacs might have been a model to emulate for him,
on a lighter tone. On Antimachus’ Lyde, see V. Matthews 1996. On the difference of meters to treat
different “levels” of poetry in the Hellenistic poets, see M. Fantuzzi and R. Hunter 2002, 34 (note 138);
69.

499 PMG 772. 1t is interesting to see paired out a poet of the late-Classical period and a Hellenistic poet.
Hermesianax is also ascribed a Persica (fr. 12 CA) “but Powell, Rohde, and Susemihl have all doubted
its existence” (J. L. Lighfoot 1999, 504).
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from Licymnius in Athenaeus provides another example: it describes the love story of
Sleep and Endymion:*"
“Yrvog d¢ yalpwv
OUUGTOV VYOS, OVOTETTOUEVOLS

6oo01g €xolutlev Kopov.

And Sleep, rejoicing in the rays of his eyes, would lull the boy to rest with eyes
wide open.

To the story of Sleep’s love of Selene as narrated by Sappho, Licymnius seems to

prefer a homosexual version (Sleep’s love of Endymion).*"

This emphasis on
homosexual love is particularly interesting, since a fragment from the Rainer papyrus*'?
quotes lyric passages quoted in a prose work that cites lines from the dithyrambic poets

that illustrate a certain “softness” / effeminacy:

(a) nérog poro[Kov N]yelto TOALOY OV HEV Omodoive[G]Oat, LAALoTO & €V TOL
Tig dpo Moo vl TtV Vo[

He believed that effeminate song was often in evidence, but particularly in:
What madness, pray, (robs?) us two of a...?

Although the passages that appear later in the papyrus seem connected with Dionysus,
there is one fragment (g) that evokes not only the same theme (Sleep), but also the
same images (that of the soft eyes and tenderness), creating a charming little tableau:

e nodaxdupotog Vm-
vog [y]ula mept mavta Bodov,

19 Athenaeus 13. 564 c-d = PMG 771.

11 Other versions: other mythological versions make him the son of Aethlios and Kalyke, fr. 10(a), 60-
62 = Merkelbach/West 229; he was loved by Hera (Epim. 12 = Schol. Ap. Rhod. 4.57-8) or Selene
(Acusilas Argeus fr. 36). On Endymion, see N. Agapiou 2005; the first part presents the different
traditions: 1) the Helladic/occidental tradition of Endymion king; the Asia Minor/oriental tradition of
Endymion and Selene. About Licymnius’ version, Agapiou 2005, 33, only notes that “Likymnius de Scio
(sic) (...) nous donne une version singuliére du mythe” and compares it with frescoes from Pompei, and
scenes on two Roman sarcophagi. “L’apparition d’Hypnos en tant que dispensateur du sommeil
d’Endymion est une innovation des débuts de I’Empire” (note 107, p. 33). Agapiou also notes the
transformation of the myth in the Hellenistic period, especially in [Theocritus’] Idyll 20. The passage we
have of Licymnius suggests a switch from tales of love to sentimentalism.

“1? Dated from the 1% c. BC or 1¥ ¢. AD. = PMG 929.
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WOEL LATNP IO~ OyOmo-
T]OV xpOVIOoV 180VG0 HLAML
K]OAT®L TTEPLYOG AUOERBOAEY

Soft-eyed Sleep (came), embracing all his/her limbs, as a mother on seeing her
dear son after a long absence folds him with her wings to her loving breast.

The delicacy of the simile (and of the metaphor of the mother’s “wings”), the attention
to details and intimate atmosphere (with the insistence on the softness of sleep:
poiakouuotog) is not without evoking the delicate descriptions of love by the
Hellenistic artists.*"

Other fragments also display a change of emphasis with the archaic treatment of
erotic myths. A passage of Lycophronides combines a favourite theme of elegiac
poetry (praise of to kosmion and aidos) but extends the moral theme to a priamel that
includes all love objects: boys, girls and women.*'*

0UTe TOLd0G APPEVOC OVTE TOPOEVOV

TOV YPLGOHOPOY OVIE YLVOLKAV PBoOVKOAT®V

KOAOV TO TPOCHOTOV, GAX O KOGULOV TEOVKEL

N yap o1dwg avOog Entonelpel.

Neither in a male child, nor in gold-bearing girls nor in deep-bosomed women

is the face pretty, if it is not naturally decorous; for modesty sows the flower [of

beauty].
The priamel is unusual insofar as it makes beauty contingent neither on gender nor age
(the most traditional criteria of beauty in archaic lyric),*"> but upon modesty. The
natural imagery rejuvenates the old elegiac wisdom: the notion of ©0 koAdv, 10

kéoutov and 1 0i8oq appear in archaic elegy, as do the vegetal images;*'® but rarely

boy, women and girls are treated in the same breath, except in a negative form in a

413 Por “Hellenistic Aesthetics” and reference to Sleep, see B. Fowler 1989, 148.
414 Athenaeus 13. 564a-b = Clearchus fr. 22 Wehrli = PMG 843.

415 On flowers as a metaphorical term, see D. Steiner 1986, 28-39, esp. 30.

16 Compare Solon 25. 1-2 W (quoted in Plutarch’s Amatorius).
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passage of Mimnermus, where the poet describes how old age makes one a detestable
object for boys and women.*'” The difference between our fragment and the archaic
passage is that Lycophronides describes how modesty makes boys, girls and women
(all described with an adjective, in the typical manner described above) desirable
objects. There is no clear homosexual or heterosexual orientation, and the adjectives do
not so much describe physical features as insist on the social status (boy, unmarried
woman, and established lady).

The same vegetal image (0€pog) and the same verb (omeipw) used in
Lycophronides’ lines are also used by Melanippides:*'®

YAVKV YOp 0€p0og AVIPOS VIOCTELP®Y TPOTLd®V TOOOV
for sowing desire, a sweet harvest in the heart of man...

This quotation in Plutarch’s Amatorius has a rather “georgic” tone, with the rustic
image of the crop, and might, again, remind one of the elegiacs of Mimnermus and his
considerations on aging exploring the vocabulary of nature. But the metaphor (which
appears in Philoxenus’ Cyclops, as I will develop in the next section), rather than
assimilating the times of life with nature (on the model of both Homer and
Mimnermus), compares love and harvest. It is also demythologized, and the
“sweetness” of love usually associated with Eros yAvkOmikpog is confered to another
image.

The emphasis on nature and the bucolic tone of the fragment also appear in

another fragment of the same author which takes the form of a romantic dedication:*"”

7 Mimnermus, fr. 1 W.

“18 The verb is used twice in Pindar, Nemean 1, 13; Nemean 8, 39. See G. McCracken 1934 on vegetal
imagery in Pindar.

419 PMG 844. On that fragment, see M. Fantuzzi and R. Hunter 2004, 177; A. Sens, in M. Fantuzzi 2006,
164.
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00ev AVKOohPOVIONG TOV EPOVTO EKELVOV OLTOAOV ETOLNCE AEYOVTA
106 dvortiBnuil 6ot podov
KOAOV GvOnuo, kol T€dAa Kol KUVEOY
KOl Tav Onpodovov Aoyyld , Emel Lot vOog GAAQ KEXLTOL
€mt Tav XApLowv GLA0V Tald0 KOl KOAOV.

This is why Lycophronides makes his goatherd in love say:
This rose I dedicate to you, beautiful dedication, and these sandals and
cap, and beast-slaying javelin, since my thoughts are poured out
everywhere, towards the girl who is dear to the Graces and beautiful.
This kind of dedication is found in Hellenistic literary epigrams, such as the following
one from Theocritus:**°
AddVIg O AEVKOYPW®C, O KAAQ GVPLYYL LEAM GOV
BovkoAlkovg Vuvoug, dvOeto Tovt tdde
TOVG TPNTOVG dOVaKAC, TO AaywRolov, 0ELV dKkovTa,
veBpido, Tov Tipav, G oK EpaAodOpEL.
White-skinned Daphnis, who modulates bucolic songs on his beautiful
syrinx, dedicated these things to Pan: his pierced reeds, his shepherd
staff and sharp javelin, his fawn-skin and the leather pouch in which he
once carried apples.
Both passages function in the same way: they heavily rely on deixis to create a little
drama, where the locutor dedicates objects linked to the bucolic and pastoral world.
Lycophronides’ passage however is spoken in the first person (by a goatherd, according
to Athenaeus), while Theocritus is spoken in the third. Moreover, while Theocritus’
epigram does not indicate why Daphnis dedicated his things to Pan, Lycophronides

describes (in a more naive way? In a more artistically naive way?) the reason for his

. . 5 ’ , 5 , 5 \ ’ , -~ \ ;421
dedication: €mel pot voog GAAQ K€YLTOL / €Ml TOV XApLloly GlAav Toilda Kol KOAdv.

20 Epigram 2 Gallavotti.

! The metaphor itself (of his noos being spilled) is unique: Sappho talks about the “love spilling over
delightful face” (€pog & €n’ 1ué€ptw KEXLTOL TPOSWR® ... fr. 112 V.) but the image is different. (The
closest parallel would be ¢6Bw & o0 keyeipovrtor ¢ppéveg, Pindar, Pythian 9.32, where the image
functions in a similar manner, with the noun for the seat of emotion being described by concrete verb).
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Other “bucolic” love titles - a Daphnis, Calyce and Rhadine - figure among the
spuria for Stesichorus I (PMG 277-9) and can be attributed to Stesichorus II, the poet
mentioned in the passage describing the performance of the various Cyclops cited
above (PMG 840) and recorded on the Marmor Parium.*** The fragment of the
Rhadine is particularly interesting, and combines the two themes that I have presented

423 Written in stichic

so far: an interest for minor heroes and for romance, (and music).
meters (greater Asklepiadeans), the couplet suggests to Rose that it was composed by
“a drawing-room singer’”:
kot )" Paduvn 8¢, fiv Tmoiyopog motfical Sokel, fig dpyn
dye Movoo Alyel’, apEov ao1dag £PaTmVOLOV
Youtev Tept Toldmv €potatl dOeyyouEVo Avpat.
€vtevbev Aéyel T0VG TOld0C.
And the Rhadine, that seems to have been composed by Stesichorus and starts:
“come clear-voiced Muse, start the song of gracious fame and tell the story of
the Samian children, accompanied by your lovely lyre.” And then it talks about
the children.
Another fragment, from the Calyce,* is described by Aristoxenus and connected to
Stesichorus (the theorist does not specify which one). This song that old women sang
(MSov o1 dpyoial yuvaikeg Kodvkny tive ®dnv) was a tale about a maiden, Calyce,
who flung herself from the Leucadian cliff, out of despair caused by her love of a
young man.*” The passage is itself quoted by Athenacus in book 14 of the

Deipnosophistae, in a context that describes several kinds of bucolic songs involving

female deaths and musical aitiologies: the preceding quote from Clearchus’ Erdtica,

2 On which M. L. West 1970, 206: “Aelian tells a story about Daphnis, and says that this was the
original subject of ta PBoukoAika uéAn, and that Stesichorus of Himera th¢ toladtg pelomotiog
wrdpEacOar”; H. J. Rose 1932 also argues for attributing them to Stesichorus I1.

23 polyidus also presents his Atlas as a sheperd, PMG 837.

424 Athenaeus 14. 619d.

3 The reference to the women of old might seem to refer to the period of Stesichorus I, but in several
instances, including in Aristotle and Plato, poets of the previous generation are called apyocilot.
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told the story of Eriphanis (the lyric poetess in love with Menalcas and inventor of the
nomion), and the next stories, from Aristoxenus’ Brief Notes and Nymphis in his On
Heracleia tell the story respectively of Harpalycé (responsible for the invention of a
song-contest called Harpalycé among the maidens in her honour) and of the Bormus
dirge (sung among the Mariandynians during a certain festival).

Thus, the different titles, fragments and testimonies all underline the poets’

interest in love plots, old and new, and in “nature and countryside” themes.

2. 3 Easterness and exoticism

Finally, the last subject among those that seem to have been en vogue in fourth-
century poetry is Easternness.**® A general interest for Oriental and exotic characters in
attested in other late fifth-century genres, tragedy and comedy.*’ In addition to
Timotheus’ Persians, sources record a dithyramb the Mysians by Philoxenus and a

428

Syros (the Syrian).””” 1 have already mentioned above Licymnius of Chios’ Nanis (the

love story of Nanis and Croesus),””” and Lamynthius’ Lyde, the tale, in lyric meters, of

26 The penultimate sentence of M. Miller’s “afterthought” in her beautiful book on Athens and Persia in
the fifth century BC reads: “This study does not pretend to be exhaustive; interesting results are likely to
arise from investigation in other areas, such as the ‘New Music’ of the late fifth century, and the
evidence for the expansion of cuisine” (M. Miller 1997, 258).

*7 The East appears in all genres: Euripides’ Phrygian slave in the Orestes is the most extravagantly
Eastern, but there are many other Eastern characters in Euripides (including the Phoenissan women, who
call themselves BapBopot on three occasions). On exoticism in Euripides, see S. Said 1984. Easternness
also appears in, for example, Choerilus’ Persica and fr. 685 TGrF (on which see E. Hall 1996); in
Aristophanes’ plays (including the “new” foreign gods Sabazius and Cybele in the Birds), Pherecrates
had a play called Persians, Antiphanes, the Scythians, and in Oenomaus or Pelops, fr. 170 K-A he
“presents a Persian description of the differences between Greek and Persian eating which is similar to
those found in Acharnians” (J. Wilkins 2000,). Finally, in elegy: Antimachus’ Lyde, on which V.
Matthews 1996, 26-39.

¥ Aristotle Politics 1342 b= PMG 826. Appeal to the glens of Mysia in Timotheus, PMG 780, 120. See
also pseudo-Plutarch De musica 1142f.

7 PMG 772.
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1% An exotic feeling also imbues a fragment of the

the poet’s love for a foreign gir
Danaids of Melanippides, a passage that describes their unusual mode of life and non-
feminine occupations:*"
0V YOp AVOpOTWV GOPELY HLOUDOV OVELSOG
0VOE TOV OPYOV YUVOLKELOY £XOV
OAN €V apuUiTEGGL d1dpOv-
xotc €yvuvalovt’ av’ €v-
NAL’ JAcED TOAADKLG
Onpatg dpéva TepTOUEVOL,
<ol & > 1epodakpuv Alpovov eVm- 5
d€e1g 1€ POlVIKAG KOGLOV TE HOTEVCOL
TEPEVO. ZVPLO, OTEPUOTOL
For they neither carried the reproachful rebukes of people, nor did they have the
temperament of women, but they exercised on chariots in sunny glens, often
delighting their heart at hunting, and seeking sacred-teared incense, and fragrant
dates, and tender seeds of cinnamon.
The Danaids are presented as the non-Greek women par excellence and Melanippides
emphasizes the contrast with (the archetypal Athenian) woman: they seem independent
and do not care about the public eye (00 yop avOpodnwv dopevy Louday dverdog); they
do not have a woman’s temper; their space is outside, not inside, in the sun, and not
even in the city but in the woods. They take the place of men (on the chariots), exercise
and hunt.”? At the same time, the passage creates a strange mix of genders: the

vocabulary of men (chariot, hunt and exercise) contrasts with that of women (pleasure,

shade, perfumes). Despite the Eastern markers (the tpeva ZVpro onéppata),™’ there

B PMG 839: tiig BopBdpouv AVdNg £i¢ £mBupioy KOTaGTAC £moinoey (...) [AauvvOiog 6 Mikioloc] év
UEAEL TO KOAOVUEVOY TTOiNUo, AVSNV.

“1 PMG 757. See E. Hall 1989, 202.

2 As presented above, the passage shows a particular sensitivity for adjectives that give a feeling for
texture, sensuality, or details that require the listener’s participation in creating a complex image: €0RAU
dloeo (the spectacle of groves with sun piercing through the branches); the 1epddaxpuv Aifavov (that
might have a mythical flavour, see PMG 834); the smell (evwdeig poivikag) and the surface (koociov
tépeva). On the passage, and the gender-blurring, see A. Moreaux 1994-1995.

3 Also in fragment: PMG 929 (e) 3: waterless Lybia.
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is no real reference to luxury and voluptuousness (“sunny glens” suggest more a locus
amoenus than exotic luxury).

The interest for the East is best displayed in Timotheus (of Miletus)’s Persians,
which until the sphragis focuses on the side of the dying Persians. Surprisingly
however, there is no description of what is associated with Easternness in earlier poets:
as opposed to what especially the fourth-century comic poets depict as typically
barbarian,™* there is no description of habrosyne, no luxury, no “barbarism” (except in
the bad Greek spoken by one of the shipwrecked men).””> As opposed to the
description of Eastern luxury in Aeschylus’ Persians or Euripides’ Orestes, where even
in a situation of panic and murder-attempt, the luxury of Eastern lifestyle is suggested
(from Helen’s fans to the Phrygian slave’s slippers), there is no such depiction in
Timotheus’ Persians. While it is undeniable that the war context does not lend itself to
lavish descriptions of habrosyne, there is a marked difference with Aeschylus’
Persians, where, for example, the litemotif of the torn precious robes functions as a
visual metaphor for the ruin of the Persian empire:*® in Timotheus’ Persians, the only
description of Persian wealth is in the otoAnv €vvdn (vv. 167-68) (to very modestly
describe the clothes that the Persians rip in their grief), in the tetpdopov innwv dxnua

(vv. 190-191) and the bland dvdpiBuov 6ABov (vv. 191-2) and mhovtov of the King (v.

% See J. Wilkins 2000, 275 on the concept of luxury among both Athenians and their neighbours.

3 1t is mostly a feature of comedy illustrated especially by Aristophanes (see H. Bacon 1961, 115-140;
E. Hall 2006, 225-254). On linguistic barbarism: “gorgeously cacophonous passages like those of
Aeschylus do not occur in Euripides” (H. Bacon 1961, 143, note 29).

% More powerful I think than descriptions of riches is the reference to the ‘fair-woven warmth’ that the
wave has ripped away from the Persian’s body: mept yap kA0dwv / dyprog avéppnéev dray / yulov
£180¢ voavtov 134-6. The image of the torn rich fabric (a leitmotif, as noted above, of Aeschylus’
Persians) has nearly lost its symbolic power to only suggest the violence of the sea, taking away the
warmth of the Persian’s body.
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195).%7 E. Hall has underlined particularly Eastern mores in this passage and the many
“images and terminology drawn from the ‘vocabulary of barbarism,’ the orientalist
discourse which had been developed in Greek culture from at least as early as
Aeschylus’ tragic Persians™:*® she points out the extravagant displays of lamentation,
inappropriate in men, their abject positions of supplication, their feminization. While it
is true that the lamentations of the dying Persians occupy a good part of the end of the
song, and that the Eastern characters are depicted in positions of submission to the
Greeks, there are some interesting deviations from the ‘orientalist discourse’: first the
Greeks themselves appear “othered”, dragging the Persians by the hair, in a barbarian
gesture (v. 144);* moreover, the discourse of the mourning Persian army interweaves
Greek patriotic topoi and Eastern attitudes. In their general lament, the Persians pray
for being rescued from Salamis (€vO€vde), lest “[their] city will never welcome [their]
body again” (0¥ yop €1t mTOT  OpoOV odpo deEetor TOALg, vv. 108-109). I take this as a
concern for returning and giving proper treatment to the body of the dead — a concern
that would resonate particularly strongly in the Athenians’ hearts after the battle of
Arginusae. Moreover, it works in ring-composition with the last lines of the
imploration, where the Persians fear for the treatment of their body and the threat “[of
lying] there, a pitiable feast for the tribes of birds” (€vBa keilcouotl o1kTpOg Opvibwv

€0veov ouoPfpact Boiva, v. 137). Even more striking than the orientalist discourse is

7 While the King’s description of the destruction is very detailed and rich in adjectives (178-186), the
description of the riches itself is negative, av-dpiBuov, an adjective that in itself contains the tragic
dimension of the King’s position (his riches will indeed soon be “countless”).

8 E. Hall 2006, 276 ff. See also 184-224 on “recasting the barbarian” for an overview of the
methodological approaches and the recent scholarship on Persia and the ‘barbarian.’

4% On the inversion of Greek and foreign attitudes at the end of the fifth century, see E. Hall 1989, ‘the
polarity destructured’, 201 ff.
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the fact that the collective voice of the Persian defeated army concludes its imploration
with a Homeric image.**°

In the face of this East, Greece is presented as a unity: in the extant corpus of
five hundred lines of dithyrambs and nomes (however unrepresentative of the whole
production our corpus might be), there is no mention of particular Greek places (except
in the sphragis of Timotheus’ Persians, which mentions Sparta). Hellas is always
presented as a unity, as if seen from the outside, as several examples illustrate:**'
Telestes in PMG 805 b, 2: oduo mpocentad = "EAAdSo (a tale flew to Greece), or
Timotheus in the opening verse of the Persians (PMG 788): xiewvov €levbeplog
tevywv uéyav  EALGSL kdopov (fashioning this famous great ornament of freedom for
Greece), in PMG 789 c¢Pecb ~ 01dd cuvepyov apetag dopiudyov (worship honour,
the helpmate of battling valour), and in PMG 790: " Apng tOpavvog ypuvcov & EAlag
00 8¢8otke (War rules; but Greece does not fear gold).**

This is also particularly striking in an epitaph to Euripides,** attributed to
“either Thucydides the historian or Timotheus the lyric poet,” where there is a strong
feeling of Panhellenism — and beyond (with the inclusion of Macedon in the tragic
poet’s biography and claim to inheritance):

puvnuo pev  EAdog drnoc’ Evpuridov, 06tén & 1oyet
YA Moxedav, finep 8¢Eato tépua Blov.

0 The threat of animal’s maltreatment of the body of the dead is an epic fopos: Iliad 1. 4-5; 2. 393; 2.
459 (6pvibov ... €0vea); 8. 379; 11. 395, 453; 22. 66-75; 22. 339. See also Sophocles Antigone, 29-30;
Ajax, 830; Euripides Phoenissae, 1634.

“! This is particularly clear about tales about Eastern music - as I have shown above, they are
constructed so as to oppose the use of instruments: the “Dorian” muse is opposed to the “Lydian” hymns
and the narrative suggests an eventless syncretism between East and West.

*2 1 these last two instances, Greece and East are opposed and the poet employs key words (éAevBepia
and ypvodv) that contribute to opposing the two in a stereotypical way that reminds of Herodotus 8.144.
On xpvoév, Hordern notes Demosthenes’ insistence on the Greek immunity to bribery during the Persian
wars (Philippic 3. 36-40).

3 Vita Euripides, FGE, 307 ff.
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notpig O EAAGdoc EALdg,  ABnvor mieloto 8€ Movoaig
TEPYOC €K TOAAQDV KOL TOV ETOLVOV EXEL.

All of Hellas is a monument to Euripides, but the land of Macedonia holds his

bones, where he reached the end of his life. His fatherland was the Hellas of

Hellas, Athens; much pleasure he gave thanks to his poetry, and he is much

praised.

All these isolated examples tend to prove that the poets’ interest for the East, more than
political or ethical as in fifth-century tragedy, was an interest for a “géographie
imaginaire”; Even on an historical theme like the Persian Wars, where the poet
switches between depicting the Greeks as barbarians, and participating in the discourse
of orientalism, the way these foreign composers (from Miletus, Cythera, Selinous,
Thebes, to name only a few places of origin of the dithyrambic poets) represent Greece
and non-Greece does not seem to follow any ideological line.**!

Most of the references to the East indeed concern the religious more than the
material or political world. In the Persians for example, the man from Phrygian
Celaenae implores the local Artemis:**
€Y® 6oL U1 Sevp , EYM

KELoE TP Xapdt, Topa LoV

"AyBdrtava valov

" ApTuLg €ROG HEYOG Be0g

nop “Edecov dpvrdéet.

me [ don’t go there to you, me there to Sardis, to Susa, because me live in
Agbatana. Artimis my great god will protect me to Ephesus.

** The point is even stronger if we read the lament of the man from Celaenae quite literally. His first
sentence is T €ym pot cor T k¢ kot 11 mpayuo; (Me for me for you, how and what thing?) Hordern,

who offers a summary of the attempted reconstructions of the texts, concludes: “Timotheus may have
made his Celaenaean begin with a deliberate muddle, and only afterwards speak anything approximating
to sense.” What the man seems to underline, in this line and after, is the distance between Greece and
Persia, and his intention to maintain the distance (some reconstructions offer “how am I of any concern
to you?” (Ebeling, citing Kithner-Gerth)).

5 As opposed to Aeschylus’ Persians, who mostly speak the Greek of tragedy (with some neologisms),
this Persian talks like an Aristophanic character.
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The goddess is likely to be the one also implored in Timotheus’ Artemis, the Eastern
version of Apollo’s sister, said to be:**

Buiada po1fada potvado Avecddo
mantic, frantic, Bacchic, fanatic

As an anecdote about Cinesias’ reaction suggests (Kivnolog 0 HEAOTOLOG €K TV
Be0TdV AvooTdg Tolovtn ool elne “Ouydmp yévorto: the lyric poet Cinesias stood
from the audience in the theatre and said “may you have as great a daughter!”),
Timotheus’ line offered a radical twist on the chaste Artemis presented for example in
the (second) Homeric Hymn to Artemis:**’ Timotheus depicts the goddess (or a
worshipper?) not as the virgin huntress, shunning all contact, but as a bacchant (all four
adjectives are used of Dionysus).

Several other compositions attest of the interest of the New Musicians for
Eastern cults. In addition to the prayer to Artemis, the Persians includes a prayer to the

Mountain Mother:

... TTPOC UEAOL-
TeETOAOY 1TwVO, MaTpOC 0VPELOG
deomOGLVO, YOVOTA TECELY 125
EVMAEVOVG TE YELPOG AUOLBAAA®Y
MG6<0110" “GMG>0V YPUGOTAOKLE
Oea Matep 1kvovuot
€OV EUOV OLAVO SVGEKPEVKTOV” . ..

[if one could fall] at the queenly knees of the black-leaf-robed Mountain Mother
and embracing them with beautiful arms would say: “save me, gold-tressed

446 PMG 778. Dicaearchus in his on Greek Culture (fr. 60 Wehrli = PMG 955) quotes a song (diopa)
about Artemis in which the goddess is celebrated to the sound of gold-shining bronze-cheeked castanets.
Antimachus also had an Artemis (on which see V. Matthews 1996, 39-45). According to Hordern: “Her
cult had close affinities with that of Cybele, although direct recognition of the connection is made only
rarely: cf. e.g. Diogenes, TrGF 45 = Semele F 1, kAMbw 6 Avdag Boktplag te mopBEévoug motoumdt
nopoikovg “Alut TuwAlav Bedv dadvookiov kat dAcog ~Aptepv oéfetv, where the goddess of
Tmolus is obviously Cybele (Farnell ii. 473-4).”

*7 On that passage, see G. Brussich 1990, 33-34. As in Homeric Hymn to Artemis, 2: " Apteptv Geido
xpvonidkotov, kehodevnv,/ topbévov oidoinv, EradnBorov, oxgarpay... (vv. 1-2).
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goddess mother, I implore you, save my life for which there is hardly an
escape.”...

This goddess from Lydia (assimilated to Cybele)**® also appears in other New Music
fragments: *** Philodemus in the On Piety suggests that two New Music poets had an
interest in her cult, Melanippides and Telestes:*"

Melavin[ni]dng 6 Anuntp[a xal] Mntépa Bedv ¢[n]owv piov vadpy[ev].
Kol TeA€otng €v Alog yovoigto . ... (. ) xal Peav ...

Melanipides says that Demeter and the Mother of the gods are one and the
same. And Telestes in his Birth of Zeus says [the same?] and that Rhea...

More generally, the poets seem to have been interested in presenting aspects of mystery

51

religions: according to Stobaeus, Melanippides wrote a Persephone,”' Telestes

mentions the Mountain Mother in a fragment;**

the Mother goddess also appears in the
puzzling penultimate stasimon of Euripides’ Helen, and in an anonymous fragment
dated from the 4™ century BC by Wagman.*
This interest for the Mountain Mother / Great Mother has been interpreted by
Csapo as the evolution of dithyramb and theatre music in the late-Classical towards a
95,454

“come-back to Dionysus™:

Far from embodying the final collapse of the religious impulse, New Music
constitutes a revival of the Dionysian element in theatre music, at a time when it

¥ For worship of Cybele in Lydia, see Bacchae, 15, 140, 463. Also N. Robertson 1996.

* On her cult, see R. Parker, 159; N. Robertson 1996, 239-304; D. R. West 1995 (76-81). Her cult was
also linked to Pan, as already attested in Pindar. PMG 829 (from Philoxenus) describes a temple on
Parnassus that later Pausanias associates with the cult of Pan (no cult is described in the quotation by
Antigonus of Carystus).

0 De pietate (p. 23 Gomperz) = PMG 764.

1 Stobaeus, 1.49. 50 (i. 418 Wachsmuth) = PMG 759. Although Philodemus does not refer to the
Persephone, this piece as well might have explored this aspect of the relationship between Demeter and
the Great Mother.

2 Athenaeus 14. 625¢- 626a = PMG 810: np@dtot mapd kpotipog ' EAAGvav év odholg / cuvormodol
[Téhonog Moatpog opetag / Dpuylov detoay vOuov.

B3 1G iv? 131 = PMG 935. On which, see P. Maas 1933, 134 ff.; M. L. West 1970; R. Wagman 1995,
115-146.

B4 E. Csapo 2000, 416-17: “New Music had, after all, something to do with Dionysus.”
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had come close to extinction, to judge from the dithyrambs of Bacchylides and
the dramatic music of Sophocles and early Euripides. The New Musicians
present themselves as the preservers of cultic tradition, even if such traditions
were invented under the spell of contemporary mystery and orgiastic cult: Their
appeals are notably to mystic/Dionysian role-models like Orpheus, Olympus, or
the Korybants.
(...) The later Euripides and the New Musicians self-consciously put their
music in cultic and Dionysiac dress. New Musical song frequently evokes
Dionysiac music, Dionysiac cult, and Dionysiac dance (my emphasis).
While Csapo draws most of his evidence from Euripidean tragedy, the occurrences of
Dionysus-related fragments in the fragments of the New Musicians are more
problematic. I have already noted the relative scarcity of Dionysus in dithyramb

titles.*>

More generally, the fragments that contain Dionysiac references are mostly
connected to wine or possession: Telestes uses the god’s epithet Bromius when
describing Dionysus’ inheritance of the aulos from Athena (but there is no cultic
reference);*® a fragment of Timotheus’ Cyclops describes the mixing of wine and
water and refers to Dionysus in metaphorical terms;*’ and a few lines of Melanippides
(PMG 760) describe the intoxicating effects of Dionysus.*® Apart from these instances,
in which the mention of Dionysus is a synecdochic reference to wine and intoxication,
it is very hard to see how “the New Musicians present themselves as the preservers of
cultic tradition, even if such traditions were invented under the spell of contemporary

mystery and orgiastic cult.” It is of course true that the Eastern deities most often

encountered in the fragments of the New Musicians (the Great Mother and Artemis)

43 Only the Timotheus® Birth-Pangs of Semele, as well as the possibly Melanippidean Oeneus.

¢ PMG 805c.

7 PMG 780, but the reference to the god is barely surprising in a context where wine is evoqued. Two
expressions of Philoxenus are quoted by Athenacus as referring to wine: PMG 831 and PMG 832, and a
fragment of the Deipnon is, again, devoted to wine: fr. 836¢c. In the two former fragments, wine is
associate with its loosening power: it is evpeitag oivog méudmvoc (and it gives voice); it is also
metaphorically called apxeciyviov (limb-helper).

% On Centaurs? Or on Cyclopes?
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have Dionysiac characteristics, but their cultic status in Greece is problematic: the
Mountain Mother in particular, already privately worshiped by Pindar,”’ embodies the
constantly changing dynamics of tradition and innovation in Athenian religion. This
has been pointed out by L. Roller:**
The rites of an ecstatic cult were powerful precisely because they were the
antithesis of normal Greek civic cult practice and its socially binding
tendencies. (...) The polarities between public cult and private ecstatic cult
appear to have become more pronounced during the second half of the fifth
century BC as the lines separating Athenian citizens and non-citizens, Greeks
and barbarians, men and women, were more sharply drawn. Because of these
dichotomies, the two conflicting images of Meter, the respected political deity
and the wild barbarian outsider, seem to have created further uncertainty
concerning this deity’s role in Athenian cult practice. (my emphasis)
His analysis, and the emphasis on the two conflicting images of the Mother Goddess,
whose origins were foreign but whose shrine was located at the center of Athenian
political life, reinforces the idea that Eastern motifs are used by the New Musicians as a
way of combining Greek and “other”, old and new, not as opposed to each other, but as
coexistent: while the cult of the Mother Goddess had been introduced in Athens as

early as the sixth century, she always remained a foreign goddess, a “new” god despite

her established status.*¢!

49 Pindar Pythian 3, 77-79; 70b 8-11 S-M.

“OL. Roller 1996, 309-310.

11 Roller 1996 notes the ambiguity of the use of Eastern religion in Euripides in particular (319): “Yet
Euripides chooses to stress, not hostility, but the inclusive and intrinsically Greek nature of the Meter
cult. In this way as in so many other ways, the tragic poet was at odds with the prevailing attitudes of his
times. To him, the Phrygian goddess is not the representative of a marginal group, but the deity of the
whole city, as she is physically placed in the city center, the Agora. (...) The poet stresses that the
foreign deity is necessary to the city precisely because of that deity’s ability to break down barriers
between public and private cult.”
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An important testimony provided by Hephaestion in his Handbook on Meters
better allows making sense of the dynamic of tradition and innovation in the use of the
“Easternness” of the Mountain Mother:***

Tovto pé€viol (TO TETPAUETPOV KOTOANKTIKOV) KOl YOAAOUPLKOV KOl

UNTPWaKoV [[Kol avokAopevov]] KaAeltot - VOTEPOV O <KAL> GVAKAMUEVOV

EKANON - S0 T0 TMOAAG TOVG VEMTEPOULG E€1C TNV UNTEPOA TAOV BEDV YpayoL

TOVT® TQ LETP® ( ... ), MG KOL T0 TOALVOPVANTO TaVTA TOPIELYILOTO SNAOT

I'dAhat untpog opeing drtidbvpcot dpouddeg
a1¢ £VIEO TATAYEITOL KOl YOAKEQ KPOTOAO.

This (sc. the catalectic tetrameter) is known as both the galliambic and the

metroac — later it was also called the broken rhythm — because the new school

of poets often addressed the Mother of the Gods in this meter (...), as these
much-repeated examples show:*®’
Gallae of the mountain mother, racers friends of the thyrsus, by whom
instruments and bronze castanets are clashed.
In the line quoted, it is the traditionally wild musical character of the cult of the
Mountain Mother that the poet underlines. More than a return to cult, it seems that it is
a justification for wild music that the New Musicians look for.*** So rather than seeing
the New Dithyramb as an attempt to go back to cultic roots and to the Dionysiac origins
of the genre, I would rather take the references to Dionysiac or Eastern deities as
connected to the same concern for legitimization of musical innovations as presented in

the previous chapter: the New Musicians treat the old theme of Eastern cult practice as

a way of justifying in practice their virtuoso, spectacularly wild, musical practice.

Conclusion to section 2

2 Hephaestion, Handbook of Metres 12.3 (p. 38 s. Consbruch) = PMG 1030.

% The quotation might come from Callimachus (fr. 761 incert. Auct. Pfeiffer).

4% Already in the Homeric Hymn to the Mother of the Gods, the cult emphasises the loud music that
acccompanies the worship of the goddess (14): untépa pot ndaviwv 1€ Be@v TAvIwv T AvOpodnoV /
Yuvet, Modoo Alyeta, Atdog Buydmp peydioto, / 1 kpotdiav Turdvey T’ ioyt oOv 1€ Bpduog adA®Y /
£00dev, N8€ MoKV KAOYYN L OPOTDOV T€ AEOVIWV....
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In this section, I have presented how the fragments of fourth-century dithyramb
suggest an interest for a specific set of themes: minor heroes, romantic stories, and
Eastern motifs. These motives allow the poets both to explore the poetic past and offer
rewriting of some archaic themes or motifs, but also to delineate the specific province
of lyric poetry (by opposition to tragedy for example). In the case of the first two
themes (minor heroes and love and romance), the poets’ choice of mythos seems to
announce the Hellenistic age, in particular in the exploration of bucolic themes and
depictions of private scenes. As for the last one (the East), the New Musicians do not
seem to explore the motif so much for its political or ethical potential, as for its
religious dimension: rather than seeing it as an enterprise to present the dithyramb as a
come-back to traditional cults, 1 suggest that it corresponds to another way of
legitimizing the musical innovations by reference to Eastern traditions.

In particular, the newness of the themes and characters (116n) prompts the
audience’s ability to imagine, rather than remember, the subjects described by the
poets. Even if the poets show their deep knowledge of the tradition (especially of the
Homeric material and of Bacchylidean diction), they choose to propose to their
audience a different stylistic experience: their language, whether it describes a storm or
a love dedication, does not prompt interpretation according to some traditional
schemes, but creates a more “spectacular” description - spectacular in the sense that the
audience is prompted to take part of the spectacle. Again the words of J. Elsner can
hardly be improved on:*®

As in the rise of naturalism and in Attic tragedy, in both philosophy and
comedy the audience’s participation has moved from direct interrogation to a

495 3. Elsner 2006, 90-1.
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‘voyeuristic’ spectacle of a world of which one is not part, but might become so
through imaginative identification. (...)

The construction of the audience’s, reader’s or listener’s subjectivity as one
which observes a reality of multiple responses from the outside, as it were, and
then is expected to respond by judging the credibility of what it hears extends
[to other genres].

In the last part of this chapter, I would like to show how Philoxenus’ Cyclops or
Galatea illustrates this aesthetic, and to underline the virtuosity of the poet not simply
in the innovative treatment of a Homeric theme, but also in the construction of “an
audience’s subjectivity as one which observes a reality of multiple responses from the

outside.””**

3- The case of Philoxenus’ Cyclops or Galatea

Of the Cyclops or Galatea, barely more than a few words have survived, but ten
testimonia from various sources (PMG 815-824) inform us about some of its plot and
language. The poem, a dithyramb,*’ sums up many of the questions about fourth-
century compositions presented above: not only in the style, but also in the thematic
choices (and use of archaic models) and poetic tools (use of modes of discourse, deixis,
etc.).

The exact composition date of the Cyclops is unknown, but it probably
postdates 406 BC, the beginning of the rule of Dionysius I of Sicily (at whose court

Philoxenus is said to have composed it, and with whom the composition of the Galatea

4 This case study is all the more interesting that the Cyclops was deemed the most beautiful dithyramb
of the poet’s: Aelian Var. Hist. 12.44: 10v kOKA®ORTA £1pYAGOTO TOV £0VTOV HEAGDY TO KGAALGTOV.

%7 As T have noted before, twice the scholiast to Aristophanes’ Plutus calls Philoxenus a tragic poet
(tpéywcov and tpoyidmdidoockaiov), and once the Galatea is called a drama. A testimony (PMG 840)
tells us that the Cyclops of Philoxenus was performed, to the music of the pipe, at a musical competition,
which makes it reasonable to think that it was a dithyramb.
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8 and predates 388 BC, the date of Aristophanes’ Plutus in

is commonly associated)
which, according to the scholiast, the chorus parodies Philoxenus’ Cyclops (290-
301).*” Previous treatments of the poem underlined its satirical purpose, and the
possibly dramatic nature of its performance. These views were challenged in a 1999
article by J. Hordern who argued three points: first, that “the main value of [the]
tradition is that it reveals Philoxenus’ comic treatment of his subject”; second, that
“while the Galatea motif has previously been considered the essential element in this
comic treatment, it was probably a small part of the plot, perhaps only briefly alluded

2

to.” Finally, that there are “reasons for doubting the prevalent view that the

performance included dramatic elements.”*"

The most important piece of evidence about Philoxenus’ Cyclops is the parody
of the poem with which the late fourth-century AD Christian writer Synesius starts a
letter to Athanasios.”’”! The (Odyssean) dramatic situation is stated very clearly in the
opening sentence of the letter: "Odvooevg €nelbe 1ov [ToAvdNUov dLodelval avTov €K
100 onnAciov (Odysseus was trying to persuade Polyphemus to let him out of the
cave). While it is difficult to determine to what degree Synesius was faithful

exclusively to Philoxenus’ plot or diction, the convergence between the different

testimonies seems to indicate that Philoxenus was following the Homeric plot:

% On Dionysius’ rule, see Diodorus of Sicily, 13.95-6. Also testimony connecting the composition of
Cyclops or Galatea with the court of Dionysius and Sicily: PMG 816 and my chapter 3.

49 J. Hordern 1999 suggests that “the Aristophanic parody of the work may well point to a recent
performance in Athens, perhaps the first, and it is hard to identify any more significant reason for
mentioning the poem” (445).

“70J. Hordern 1999, 445.

471 PMG 818. At the end of the nineteenth century, Bergk identified Philoxenus’ Cyclops as the source of
the paraphrase. See note 11 in J. Hordern 2004, 450-1. G. R. Holland 1884, 1926, argues that Synesius
knew the story through Middle Comedy. This is all the more plausible that the attack made against the
diluter of wine in Synesius recalls the comic poet Aristias’ fragment about inebriation (see J. Hordern
2004 on that).
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473
after

Odysseus blinds the Cyclops,472 used the Outis trick, and escapes successfully,
having been trapped in the cave.*’* The setting is reminiscent of the Odyssean one, with
the door (a main element in Odyssey 9, 241-2) that Odysseus refers to, and with signs
of a pastoral life (the dung and goat-smell of the cave - @V k®diwv O Ypdooc)*” - two
elements absent in the more sophisticated life-style of Euripides’ Cyclops.

However, there are two main differences with the Homeric story: in the plot,
and in the way the characters are depicted. The first element is Philoxenus’ creation of
Polyphemus’ love for Galatea, a feature that inspired the Hellenistic poets (especially
Theocritus, in Idylls 6 and 11, Callimachus, Bion and Hermesianax).476 Duris
attributes it to Philoxenus’ lack of understanding of the Sicilian landscape and
folklore:*”’

Aovpig ¢motr dwo v evfociov TV Opepudtov Kol ToV  YOAOKTOG

noAvrAnOgtov 1ov TToAvonuov 1dpvcacbat 1epov mopa 1 Altvn INolotelag

DhdEevov de tov Kubnplov emdnuncovta Kol un duvapevov €ntvonoat Ty

ottiov avoridoor og 6tt [ToAvonuog fpa g Molateloc.

According to Duris, in return for the rich pasture for his flocks and for the

abundance of milk (gala), Polyphemus built a temple to Galateia near Mount

Etna, but Philoxenus of Cythera when he visited and was unable to find the

cause invented the story that it was because of Polyphemus’ love for Galatea.

In the rustic setting that both Synesius’ and Aristophanes’ parodies refer to,

Polyphemus appears as the prototype of the bucolic lover. In the Odyssey, the rusticity

of the Cyclops is underlined many times, but it is a rusticity that is midway between

72 On the blinding, see scholiast, PMG 820: £uvicn 8¢ kal Tig TOADGEDS B 0VENG £V TG TOINUOTL.
73 The conclusion of Synesius’ parody states 6 pev odv ' Odvocels, NSKELTO Yop Sviwg, Euelev dpa
¢ Tavovpylag o 8¢, KukAwno puev évta T toiun ...)

414 PMG 824, from Zenobius’ Proverbs: olm 1’ 6 daipov tépatt cuykadeipéey, said to be uttered by
Odysseus shut in the cave of the Cyclops (nepiyebeig 1@ 100 KVxAiomog omnloiwm) in a play (Spaua) by
the poet Philoxenus.

> On a political reworking of the Cyclops episode, via a Posidippean epigram, see E. Livrea 2004.

% For an argument that the romance might come from the Sicilian tradition, see A. Anello 1984. J.
Hordern 1999 argues that the love motif might not have been central.

" FGRH 76 F58 = PMG 817. The linguistic connection between Galatea and gala however is tenuous.
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utopia and monstrosity, or a-civilization. The Homeric text depicts the Cyclops’
relationship with nature as both fusional (as illustrated for Polyphemus’ tenderness for
the ram) and primitive (as illustrated by his ignorance of hospitality and sociability
practices). The rustic aspect, which was absent from Euripides’ satyr-play, appears in
Philoxenus, as the commentary of the scholiast on Aristophanes’ Plutus confirms:
Philoxenus’ Cyclops is a vegetarian equipped with the accessories of a country
bumpkin:*”®

POV €xovta Adyavd T dypla dpoceEPa
with your leather-bag and dewy wild veggies

The Philoxenian line parodied (or quoted) by Aristophanes is a curious mix of lowly
objects (the leather pouch and the vegetables)*’” and tragic diction (8pooepd). While in
the Odyssey, it is the Cyclops himself who is dypiog, here the only wilderness is that of
the herbs; at the same time, the leather-bag, which is an attribute of Odysseus disguised
as a beggar upon returning to Ithaca, becomes in our text an attribute of the Cyclops
himself. On this passage, the scholiast comments:

(RV) Inpav €yovia: drhoévov €0TL TapPNYUEVOV KAl TOVTO TO PNTOV...
(Junt.) €évtovBo 0 TOINTNG TOLYVIWIDS EMLOEPEL TO TOV PLAOEEVOL E1MOVTOG
mpov Bootalely tov Kvkdwna kol Adyova €601ely. oUT® Yap TETOINKE TOV
100 KvxAwrog vmoxpltiyv €1g v oknviyv elcayouevov. " EuvneOn 8¢ kal g
TUOAMCEMS G OVoNG €V TM TOINUATL. TOVTO O€ TAvTo S1ocVpOV TOV
d1AGEevoV gimev ¢ un GAnBevovta O Yap KOkdoy, dg dnowv “Ounpog, kpéo
Nobie xal o Adyova: 6 toivuv €dnoev exel 0 PLAOEeVOG, TavTa O XOPOG E1G
T0 LEGOV OVOOEPEL.

(1) “with your leather bag”: this expression too is introduced from Philoxenus
(2) Here the poet playfully attacks the passage in Philoxenus where he says that
the Cyclops carries a leather bag and eats herbs, for that is how he equipped the
actor who played the part of the Cyclops. Aristophanes mentions the blinding
too, since it was in the poem. All this he said to mock Philoxenus for not telling

7% Scholiast ad Aristophanes Plutus 296 = PMG 820.
47 The leather pouch (mpo) is found for example in the Theocritus epigram / dedication quoted above
and is characteristic of country-life.
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the truth: for the Cyclops, as Homer tells, ate meat, not herbs; and what
Philoxenus said in his poem the chorus now repeats on the stage. (tr.
Campbell).
But more than the meat-eating habits that the scholiast underlines,*™ it is the bucolic
picture and feeling of the passage that is important: the tragic dpocepd embodies the
attention given to natural details. In addition to the pastoral activities of the Cyclops
and the (humorous) depiction of the country-life, the poet seems to have made the
Cyclops into a lover and a poet. Some lines quoted by Athenaeus suggest that the

Cyclops addressed a poem to Galatea (PMG 821):

o0 koAmpdoone ypuoeoBootpuye [[Coratero]]
yaprtodmve 0drog’ Epdtav.

O beautiful-faced, golden-tressed Galatea, grace-voiced offshoot of the Loves
Athenaeus interprets the lack of reference to the nymph’s eyes as a sign (or
premonition) of the Cyclops’ own blindness, and contrasts it with the praise that Ibycus
addresses to Euryalus (PMG 288):

Evpvoie yhavkémv Xapitmv OdAog, < Qpov>

KOAMKOU®Y pHeAeEdnuo, o€ pev Kompig

d 1’ ayovoPAréoapog Iet-
O podéotoly v dvbeot Bpéyavy.

Euryalos offshoot of the grey-eyed Graces, concern of the beautiful-haired
Hours, it is you that Cypris and soft-eyed Persuasion have nursed among roses

While Ibycus’ poem uses Hesiodic expressions,”' the Cyclops’ address to the nymph
uses only the vegetal imagery of Ibycus’ passage (the 6dAog) and unlike Ibycus neither

uses an abstract noun (like peA€dnuo) nor refers to the Hesiodic goddesses (Cypris and

0 The scholiast’s conviction that Polyphemus was a meat-eater is somewhat puzzling, since the Cyclops
in Homer eats mainly cheese, and only occasionally feasts on (human) meat. (Leaf-eating is mentioned
in Callias’ Cyclopes, fr. 7 K-A, at the end of dinner: ¢vAAog N deinvev koTdAvolg Nde KoOdmep
OYNUATOV.)

1 See Works and Days, 73-5: Xépitéc te Ogal kol métvio [1etfd ... Guot 8¢ v ye " Qpat kaAiikopot
otédov GvBeoty.
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Peitho — athough they can be felt present in the yopitodwve and *Epmtov): the couplet
is demythologized, only the most visual elements remain: the face, the hair, and the
voice.

Yet, Athenaeus does not do justice to Polyphemus’ (or Philoxenus’) skills as a
love poet: the couplet displays many features of the opening of a praise hymn, with a
Du-Stil address to the girl, and adjectives praising her (koAlmpocone
xpvoeoBootpuye) and describing her power (yopitodwve). These adjectives
themselves are traditional and recall Sappho’s or Alcman’s poetry addressed to young
women, "™ but the expression “offshoot of the Loves” is particularly appropriate to the
bucolic world of the Cyclops.*® The (asyndetic) accumulation of adjectives reveals the
Cyclops as quite an elegant poet; he uses a tricolon of compound adjectives, going
from the most generic (the beauty of the face) to the most personal and expressive (the
voice).

This sensitivity of the Cyclops to voice (a sign, again of his blindness?) is also
expressed in another passage of Philoxenus that describes how the Cyclops cures his

love Movoaig evdmvolg (with the tuneful Muses).*™ This aspect is also underlined by

2 See for example: Alcman: ¢ 8¢ yaita / Tag &udg aveylac / “Aynoiydpa enaveel / xpuoog Gt
aknpatog, PMG 1, 51-4 = 3 Calame, with commentary (see also C. Calame 1977, (vol. 2) 112);
Anacreon: koAMnpoowne moildwv PMG 346, 3; Stesichorus: Xapitov kodlkopwv (fr. 35.1); also
Euripides: ypvogoBdotpuyov v Atog €pvog (" Apteut) Phoenissae (191-2).

8 The expression is only paralleled in the Alexandrian poet Hedylus, who has a similar expression in an
epigram: v yop 'Epdtov / xal Xapitov 1 moilc duppdoiov 1t 8diog. (Epigram 292, 4). On which, see
A. Cameron Greek Anthology 369-79. In the Persians too, the prayer to the Mountain Mother start by a
praise of her hair (PMG 780, 128: ypvconddxaye 0o Matep).

4 Plutarch, Quaestiones convivales 1.5 (Moralia 622¢) = PMG 822. The lack of context makes it
impossible for us to interpret what the “beautiful voiced Muses” was referring to, but it is interesting that
the mention of this verse comes in a context where Sappho’s poetry is quoted, and that for the character
of Plutarch’ Sympotica quoting Sappho, it was equally natural to refer to the Cyclops in love (although
slightly less familiar, as suggests the hesitation on the origin of the quotation.
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the Scholiast to Theocritus 11, that reports how Polyphemus was trying to cure his love
with music:*°
kot D1Adgevog tov Kivkdlmwno molel mopouvBoVUEVOV €0VTOV ETL TO TNE

Tolatelog €pmTL Kol EVIEALOUEVOV TOLG OEAPLOLY OTMOG GMOYYEIAMGLY QU
0Tl tallg Movoaig Tov €pwto OKELTAL.

And Philoxenus makes his Cyclops console himself about his love for Galatea
and tell the dolphins to tell her that he is healing his love with the Muses.

Both the picture of the Cyclops wounded by love (as described also in Plutarch 166601
omot tov Epwta D1AdEevog), and the use of music and poetry to cure it are features that

the Hellenistic poets will elaborate on, as markers of bucolic poetry and typical of

pastoral love, away from the world of the city.*™

The musical activity, and bucolic character, of the Philoxenian Polyphemus are
also attested by the scholiast to Aristophanes’ Plutus, who explains the word
“threttanelo” in the text of the Plutus as reproducing on paper (UIHLOVUEVOG €V TQ
ouyypduuatt) the actual playing of the cithara on stage, and singing to his sheep:**’

... Olaovpel e DiAdEevov TOV TpOYyLKOV, O¢ glonyoye kibopilovto, TOV
[ToAbdnuov. To 6e Bpettaverd TOLOV HEAOG KOL KPOUUATLOV £6TL" TO OE

AL €lo tékeo Boptv énavaBod)vreg €x 100 KOkAomnog CDL%oéévov €07TL.
@1%0&8\/0\/ oV SLGUpauﬁonOLov M tpay(x)60616a61<akov SLacUpeL 0¢ eypoc\ue
oV sp(moc T00 KUKMMOC_, wv ém t Tloloteiq. elta KLGapac_, nxov
UUYLOVUEVOG £V TA GLYYPAUUOTL, TOVTO dNot TO PTuo  OpeTttoveld * €KEL Yap
elodyet tov Kvoklono kibapilovrta xal €pedilovto v ['oddteiav...

. Aristophanes is making fun of the tragic poet Philoxenus, who introduced
Polyphemus playing the kithara. The word threttanelo is a kind of tune and at
the same time striking sound. The rest “come on children! cry out again and
again!” comes from Philoxenus’ Cyclops. It is Philoxenus the dithyrambic or

85 Scholiast to Theocritus 11, 1-3b (p. 241 Wendel).

% On the “ideology of love as something to be cured” and on “the intellectualizing condemnation of the
passion of love,” see M. Fantuzzi and R. Hunter 2000, 180-1. At the same time, Philoxenus uses an old
model of inspiration, the Muses. This archaic model is abandoned in the bucolic mimes of Theocritus (on
which, see M. Fantuzzi 2000, chapter 1 section 1). Also parallel with Theocritus 1.128-130 (on which S.
Stephens in M. Fantuzzi 2006, 105).

7 Scholiast ad loc. p. 341 Diibner.
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tragic poet whom he is mocking, the poet who wrote about the love of the
Cyclops for Galatea; and to imitate the sound of the kithara in his composition,
he uses the word “threttanelo” for in that piece he introduces the Cyclops
playing the kithara and provoking Galatea...

This testimony is often taken as evidence for the introduction of instrumental music,
more precisely kithara music, in the dithyramb, and more generally with the general
“dramatization” of the dithyramb at the end of the fifth century:***

For its narrative and performance style, New Music borrowed directly from
drama. Boardman ([1956] 19) argues that Melanippides first incorporated
instrumental solos into Marsyas, a dithyramb narrating the contest for musical
supremacy between Apollo and Marsyas, in turn displaying the god’s virtuosity
on the lyre and the satyr’s skill on the newly invented pipes. If so, the mythical
contest was not merely narrated by the chorus, but acted by the musician in the
style of a dramatic agén. This would be the first known occurrence of a general
trend towards dramatic mimesis in choral and musical performance.
Dramatization offered musicians an opportunity to display their virtuosity
conspicuously, standing, virtually as actors, at the focal point of the narrative as
well as the performance.

This greater use of verbal, musical, and even physical mimesis is indeed attested by
many sources about New Music.*™ Aristophanes himself in his parody represented the
Cyclops as a musician, even a New Musician: the participle used by Cario (qua
Polyphemus) before introducing the parody of the Philoxenian lines is characteristic of

the swaying to the sound of the aulos typical of New Music’s spectacular performance

8 E. Csapo 2004, 213. The same evolution towards more instrumental music onstage is illustrated in
Euripides’ plays, the Hypsipyle and the Antiope (on which, see notes at the end of chapter 2). See also E.
Hall 2006, 255: “with the advent of the New Music, which used melody and tonal effect in
unprecedentedly mimetic ways, both performances by auletes and citharodic dithyrambs (sic) became
ever more theatrical.”

9 Testimonies abound about the spectacular nature of dithyrambic performances: Athenacus records
Stratonicus’ horror at the performance of Timotheus’ Birth-Pangs of Semele (Athenaeus 8. 352a = PMG
792): énokovoog 8¢ thg Qdivog g TinoB€ov, €1 & €pyordfov, £om (sc. 0 Z1patdvikog), ETIKTEV KOl
un Beov, molag Gv Nolet povdg. Similarly, Aristotle describes the indecorous movement of auletes (and
tragic actors) imitating/embodying (uipueicBot) the subject matter of the poem they were performing:
oty € mopddelya ... 100 8¢ AmPETOVG KOl U apuoTTovtog 6 1€ Bpiivog OdLoGEMG £V T TKUVAAT...
Also: moAM kivnoly kivodviatl, olov ol ¢oDAoL ovANTOL KVALOUEvVOL Gy Sickov 8én piueichot kol
£AKOVTEG TOV KOpLHOloV av ZkVAAGY 0vAGGLY (respectively Poetics 1454a and 1461b = PMG 793).
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style (tolv modolv Tapevoaievmv, 291),%°

and the chorus (qua Odysseus and his
companions?) 1is similarly portrayed as bad (or New?) musicians, bleating
(BAnyouevot, 293) to accompany the Cyclops.

The second important aspect of Philoxenus’ treatment of the Cyclops’ theme
(after the the innovation of the Cyclops as bucolic lover of Galatea), is the use of the

491

comic mode.” The first way in which the dithyramb plays with the epic episode is

lexical: Philoxenus engages with the Homeric text to rewrite the Cyclops’ story and the
Cyclopic character. Rather than a man-eating brute, Polyphemus is presented as a witty
reader of Homer. The Suda notes how Philoxenus seemingly misappropriated an
Homeric expression (from Odyssey 9. 231: €vOa 8¢ nip kelavieg £0voauev): >
€0voa, avtifvon.
10010 Tapo P1AoEéEve 0 Kokhoy Aéyel mpog tov  Odvoceo. anekdEyovoL
yop 10 €vBo d€ TUp Kelovieg €0Vcauey’ Tapo T@® TownTh €lpHobotl £nt TV
apvdv, ovxt 8¢ 10 T anedvcaueyv T (€0vuidoauey ci. Bernhardy) vogicOot.
You have sacrificed: you will be sacrificed.
This is what the Cyclops says to Odysseus in Philoxenus. They misinterpret
Homer’s “then we lit a fire and made a sacrifice” as referring to the lambs, as
opposed to “we made offerings.”
Rather than being a bad Homer-scholar and misinterpreting the meaning of 6vewv

(taking it as bloody sacrifice as opposed to offerings), the Cyclops is a good

rhetorician: while recognizing the archaic model, he defines himself as a fourth-century

0 Philostratus (Vita Apollonii 2. 13) uses the same word to describe other pipfcsmg £poctai —
elephants: ypddovot yodv kol 0pyoVIaL KOl TOPEVGOAEVOVUGL TPOG VA0V KOl TNOMGLY Ao THG YNG
€KevoL.

1 See also Telestes in PMG 805, with obscene references to the flute, and rewriting of Pindar.

2 Suda E. 336 = PMG 823.
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man, who is aware of the Homeric past, and knowledgeable in Homeric diction, but
plays with the semantic range of words, as a good sophist.*”

In the same way, Philoxenus’ Odysseus is a fourth-century copy of his Homeric
model: he is not simply polytropos, he is a yong, a sophist who knows enmdag,
KoTadéopoug Kol £pwtikdg katavdykag.* Just as the archaic Odysseus is a hero of
his times, the Philoxenian Odysseus is a man of late-Classical culture: he is a
professional, ready to sell his services for a service in return, both somebody who
knows the traditional art of enchantment,*” and the fechne of persuasion. He illustrates
his skilfulness in the first lines, when, instead of trying to persuade Polyphemus to let
him escape, he uses figured speech®® and asks the Cyclops to let him go out so that he
can come back in to the cave in a flash with Galatea.””’ This sort of argument is a
humorous twist on the Homeric Cyclops: just as in Homer, Odysseus uses the Cyclops’
appetites and pretends to be ready to please. But as opposed to the hero’s success over
the Cyclops’ gastronomic appetite in the Odyssey, the fourth-century Odysseus does

not succeed in winning over the Cyclops’ romantic appetite. In that context, the

Philoxenian Cyclops is a man who sees through people, knows how to use abuse poetry

3 Moreover, the Cyclops is transgressing the rules of sacrifice, since he is going to offer a human victim
(while Bupidw suggests incense offering). Synesius’ paraphrase also underlines another Philoxenian
reinterpretation of epic gesture: the Cyclops teases Odysseus by touching the hero’s chin, not to entreat
him as a suppliant, but in a mocking gesture (although it is of course legitimate to ask to what extent this
gesture was Synesius’ invention, or an extrapolation from a stage direction).

4 He recalls the Socrates of the Charmides, who presents himself as a goés, who knows incantations, to
try and seduce Charmides: 156a ff. See also Symposium 203d, of love himself: deivog yong xot
OOPUAKEVG KO GOYLOTNG.

45 The mention of {vy&t connects him more specifically with sorceresses like Medea (in Pythian 4. 214
for example) and Circe.

4% On this rhetorical technique, see Pseudo-Dionysius of Halicarnassis, Ars Rhetorica 8 and 9 (Usener-
Radermacher).

7 This turns the relationship between Odysseus and the Cyclops into a rhetorical exercise. (Nothing is
said about the companions of Odysseus). This is due to the representation of Odysseus that Philoxenus
offers. The originality is that the Cyclops is portrayed differently, in a comic way. It is not so much the
language, nor the means (solo in dithyramb) but the kind of characters.
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(Odysseus is dpyivtatov avOponiov, £ykotatetpluuévov €v mpdyuooctv) and has
some mastery over the vocabulary of literary criticism (he uses motkiAierv to describe
Odysseus’ persuasion skills, again a very fourth-century meta-poetic term).

Philoxenus’ play with language also shows in Odysseus’ speech. When trying
to use the Cyclops’ desire for the nymph to his benefit, Odysseus uses a language
appropriate to the kind of attitude he wants to create in his addressee (although it is
difficult to make remarks about the vocabulary, since we only have knowledge of the
piece through the paraphrase): he starts by a periphrasis for the nymph 6oAdttiov
€pwrto and later evokes the game of love that the Cyclops could play with the nymph:
KOl OENGETOL GOV KOl AVILBOANGEL, GV € AKKU KOl KOTELPOVEVOT).

Philoxenus, according to Synesius’ paraphrase, suggests a range of emotions
and mental attitudes in his characters. After Odysseus’ self-presentation as a successful
master of charms and love rhetoric, the hero plays with a second aspect of his persona:
when trying to establish a bargain relationship with the Cyclops, he plays on
Polyphemus’ sense of pity (£¢uol puev yop kol dkpotiplov €lvor ¢aivetol), then he
presents himself as worried about the nymph’s reaction (Gtop peto&O pé T Kol
tolwovtov €0pake). Finally, after describing the kind of person Galatea is, Odysseus
gives appropriate advice (on domestic arrangements for the girl), and transforms, in his
description, the smelly room of the bachelor in a locus amoenus for a loving couple.*”®

The paraphrase suggests, on the whole, that Philoxenus had the ability to characterize a

scene, imagine feelings and change of mood in his characters, and the perceptions or

% This contributes to the bucolic atmosphere created in the passage. See Rossi 2001, 33: “Pan, or the
Nymphs or else the locus amoenus, for example, are not in themselves sufficient to characterise an
epigram as bucolic, but they are all markers of a generically rural setting, since not only shepherds,
cowherds and goatherds, but also farmers, hunters and bee-keepers can address their prayers to Pan and
the Nymphs or else act against the background of a locus amoenus.”
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habits of the characters (the nymph for example is k0p1 TPLOOGT KOL AOVOUEVT TNHG
NUEPOC TOANAKLG).

The salient feature of what we can reconstruct of the Cyclops is the poetic
versatility, and the ability of the poet to go from praise poetry, to prayer, to curse, to
comic rhetoric and Homeric parody. This use of humor, and revision of traditional
myths is also illustrated in the few lines of Telestes’ fragment of the Argo, where the
first-person speaker offers a comic rewriting of the myth of Athena and the aulos, and
even more clearly in Timotheus’ Persians, where the virtuosity of the poet is expressed
in his use of many kinds of discourse, alternating between battle narrative, prayers,
curse, and comic parody of Asiatic speech, after a solemn opening, and before a

traditional-sounding ending.

Conclusion to section 3

This section has shown how Philoxenus’ Cyclops, one of the few dithyrambs
for which we have more than a title, is a virtuoso variation on a Homeric episode. It is
difficult to make any substantial comment on the language, although some preserved
lines do show the characteristics of the fourth-century style described previously. The
specific features of the piece are the use of the comic mode, the versatility of the poet
in the mix of modes of discourse (from sophistic argumentation to love poem) and the
innovative use of the Homeric theme: the Cyclops is not described as a brute but as a
bucolic lover and poet, and Odysseus appears not only as a good rhetorician, but as a

sophist.
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It also illustrates Philoxenus’ virtuosity in different types of discourse,
illustrated within the same piece. **° Rather than illustrating Kreuzung der Gattungen,
this variety is better qualified as polyeideia: this is the very feature of the late-Classical
dithyramb that Plato underlined in the Laws 700 d (claiming that contemporary
dithyrambists composed in order to please each member of their audience, whether
they knew good music or not), and that encapsulates the new kind of relationship with

the audience that Elsner described in the passages quoted above.

% This is also what Gildersleeve said about Timotheus: “ibis-like, he swallowed all departments of
Greek poetry, epic, lyric, dramatic.”
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Chapter 5 — Sympotica: genre, deixis, and performance

Some thematic features explored in the previous chapter have given us access to
aspects of the fourth-century that announce features of the poetry of the Hellenistic
period; although I have not raised the question of how the surviving fragments of poets
like Licymnius or Lycophronides might have been performed, I have suggested a focus
on less public themes in their fragments. This chapter is concerned more precisely with
the dynamics of public and private, in theme and performance, and takes the
symposium as the ideal locus to examine the intricateness of the relationship between
tradition and innovation in non-theatrical lyric.

Numerous studies have focused on the connection between the symposium as a
place of socio-political interaction and as a context of performance, or reperformance,
for several poetic genres (elegy, iambs and various lyric forms like epinician,
encomion, etc.).”” One of the main changes that historians of literature present in
connection with the sociopolitical changes in the classical period is the progressive
evolution of the symposium, from place of performance of political poetry to a place of

mere literary entertainment.”'

They also emphasize the disappearance of the traditional
forms of political elegy, and passages in Aristophanes are often adduced to present the

evolution of the sympotic tradition.””> My goal in this chapter is to reexamine a variety

%0y, Rosler 1983; B. Gentili 1988; L. Kurke 1991 (introduction); E. Stehle 1997; A. Ford 2002, chap.
2-3; E. Irwin 2005. Also on elegy, E. Bowie 1986.

1 Typical of this kind of claim is B. Seidensticker 1995, 189: “Auch wenn Xenophons und Platons
Symposia wohl kaum als reprédsentativ fiir das Symposion angesehen werden diirfen, so ist die
Entstehung dieser neuen literarischen Gattung doch paradigmatisch fiir die im 4. Jh. weitgehend
abgeschlossene Verwandlung des Symposion vom politischen, sozialen und kulturellen Zentrum des
gesellschaftlichen Lebens zu einem fiktiven literarischen Ort” (my emphasis). For a presentation of the
evolution of the symposium in the fourth century BC, see U. von Wilamowitz 1900, 14-15.

%2 See K. Giitzwiller 1998, 119-121: “although the symposium survives into the Hellenistic period with
many of its external trappings intact, the social function of the gathering has clearly changed
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of testimonies and texts and show, first, how the symposium as a context of

3 and, secondly, how the

performance for lyric evolved, but did not disappear,™
institution of the symposium and the memory of sympotic performance were used by

the fourth-century poets.

1- Changing sympotic practices

One element closely connected to the examination of changing cultural and
social practices in the fourth century is the introduction of literacy. E. Havelock’
examination of the introduction of alphabetism in a traditionally oral society has greatly
contributed to the understanding of the mechanisms of social change in the classical
period.” Building on Havelock’s work, K. Robb has analysed whether “the degree of
literacy acquired replaced in the fifth century the traditional, oral methods for
transmitting the Hellenic paideia to a new generation.”"” At the term of his analysis,
Robb underlines that

an increasing popular literacy in the fifth-century Athenian democracy seems

clearly to have been oriented to civil, legal, and diplomatic matters, with some

mercantile development, not to producing a revolution in the methods of

traditional education. We must resist the automatic assumption of an alliance
between literacy and paideia based on a model familiar to us, however natural.

dramatically. No longer are the guests bound together by family connections and shared civic and
political aspirations but by looser and more shifting bonds based on personally chosen social and
intellectual interests.”

393 Against the alleged decline of symposium practices, A. Cameron 1995 states (73): “I am delighted to
report that such a connoisseur of the field [Oswyn Murray] shares my conviction that no such loss had
taken place by the age of Callimachus.” For new genres performed at fourth-century symposia, B.
Seidensticker 1995, 187: “War das Symposion in der archaischen Zeit neben den Festen der wichtigste
Raum fiir die Produktion und Rezeption fast aller kleineren Formen der Poesie, so fungierte es in
klassischer Zeit immer noch als bedeutungsvoller Ort ihrer Reproduktion und damit der Bewahrung der
lyrischen Tradition.” 189: “so fiihrt die Popularitit des Dramas dazu, dal beworzugt Lieder und Rheseis
aus beliebten Tragédien und Komdodien vorgetragen werden; dazu kommen Fabel und Griphos, aber
auch allerlei niedere Formen dramatischer Unterhaltung.”

** E. Havelock 1953 and 1982.

K. Robb 1994, 189.
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Thus we cannot overrate the effect of the introduction of literacy on /yric practices, and
on the change they introduced in the performance of poetry and educational practices,
in the fifth and in the fourth century. Yet most critic take at face value the testimonies
of Aristophanes and the Old Comedy poets present various testimonies about social
evolution, in particular in the field of higher education, at the end of the fifth century.’®
Aristophanes describes how the symposium, the traditional aristocratic setting of
sociability, higher education, and transmission of wisdom by means of songs, is
threatened and being replaced by “specialists” (the sophists). Strepsiades in the Clouds
for example constrasts old and new education, and shows how his son does not accept
his father’s antiquated tastes and resists singing the “Shearing of the Ram” or the
Harmodius skolion:*"’
‘TELdN YOp eloTIOUED , domep 1oTE,
TPOTOV UEV 0VTOV TNV AVpav AoPOVT €Yo KEAEVGO 1355
0ootl Ziumvidov perog, tov Kpldv, g eneyon.

0 8 eV0Emg dpyolov eV £doocke 10 K1Oopilely
gdelv te mivovl , WOTEPEL KAYPLG YUVOLK GAOVGOV.

For when we had had dinner, as you know, I asked him first to take the lyre and
to sing a song by Simonides, the Shearing of the Ram. But he instantly replied
that singing and playing the lyre over drinks was old-fashioned, like a wowan
grinding parched barley.

To Strepsiades’ great distress, Pheidippides prefers reciting a rhesis of some of the

“new” poets (Euripides) to traditional singing to the lyre, and despises Aeschylus as
PYopou mhéwv dEvotatov otopdara xenuvomoldv (full of sound, inconsistent, a

ranter speaking crags):

3% For another view of higher education and the changes at the end of the fifth century, the locus
classicus is Plato’s Protagoras 325¢ ff.

7 The Gpyoia maidevolg that took place at the kithara-master’s house is contrasted with the new
education, that takes place in the agora and the Academy (1002 ff.). For a similar dichotomy between old
and new, see also Clouds 1353-90; Wasps 1129-1252.
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oG 8& TOV Buuov dokmy €M 6L &~ GALA TOVTOV
AEEOV TL TV VEWTEPWV, GTT €GTL TA GOOO TOVTOL. 1370
098’ evBuc Ny Evpuridov prioty v, og €kivel

0deldOg, ® AeEikoKe, THV OHOUNTPLOY GOEADNV.

however, biting my anger, I said: at least recite some passage of the new poets,
whatever these clever things are. And immediately he recited a rhesis of
Euripides, how a brother — o averter of evils! — screwed his uterine sister.

Many critics, taking the comic poets at face value, do not hesitate to write a history of

508 and

lyric at the end of the fifth century that tells the demise of the old mousike,
assume that the portrayal of Pheidippides in the Clouds reflects a general change in
education practices, and in the influence that new disciplines (philosophy and
sophistry) had on poetry.””

Reflecting on the conflict between fathers and sons in late fifth-century Athens,
and also starting from the evidence gathered from the comic poets, B. Strauss offers
some welcome qualification to this picture:*'?

comedy bites best when it touches raw nerves. [...] Aristophanes’ use of father-

son conflict does not in itself indicate that such conflict was prevalent, although

it may demonstrate that it was feared by some (fathers) and wished by others

(sons).

Although many scenes in Aristophanes do depend on this father-son dynamic, and on
the failure of the father to educate his son in the old ways, an important element resides

in the fact that father and son still have a lot in common: what we observe at the end of

the Wasps, in the scene where Philocleon educates Bdelycleon in the ways of the

3% For such a view, see A. Pickard-Cambridge 1927, 54: “The younger generation were impatient of the
old-fashioned discipline and literature; the lyric poetry of the older writers — Stesichorus, Pindar, and
others, — a knowledge of which seems to be assumed in his audience by Aristophanes, was no doubt read
by cultivated persons, but became gradually more and more unfamiliar and out of date.”

3% Against this reading, see A. Bowie 1997, 5: “the collapse of relationship within the oikos is figured
through the collapse of the symposium” (my emphasis). Thus Aristophanes’ use of the symposium is not
meant to reflect contemporary reality, but the institution itself and its codes are used as a norm, thanks to
which one can evaluate changes in reality (as I have already suggested in connection with Pherecrates).
319 B Strauss 1993, 4-5; 153-166.
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symposium, is a conversion of the father to the ways of the son who aspires to elite
status (and thus assimilates with its traditional education model — the symposium).
More than a difference in generation, it is the cultural gap between different social
groups that Aristophanes underlines, and the way he figures this gap is by talking about
symposium manners. Although things are turned on their head in the Wasps, with the
son teaching his father, the passage plays with the idea of cultural conservatism, and
the symposium becomes an icon of aristocratic culture and status, a cultural symbol of
the elite: it is not the practice of the late fifth-century symposium that Bdelycleon
describes, but an atemporal, ideal, aristocratic gathering."'

The Clouds on the other hand show a slightly different picture of sympotic
practices: although the young man does not want to sing a skolion, he still performs —
not a song but a recitative (a rhesis of Euripides), influenced by contemporary sophistry
and public oratory.”'? This new kind of recitation (not in a sung meter, but probably in
iambic trimeters) constitutes an innovation in sympotic practice, which will continue
until the Roman Empire, as Plutarch attests.”"”

Finally, a fragment of Eupolis describes another type of change in musical
entertainment at the symposium:'*

10 ZTNoyOpov 1€ Kol AAKUOVOS ZIU®VISO0L TE

apyoiov aetdery, 0 8¢ I'viommog €61 AKOVELV.

KELVOC VUKTEPLY  MUpE potyoic deiouat’ €xkaielcOon
yuvalkog €xovtag LogBOKny 1€ Kal Tplymvov

S On this point, see also A. Bowie 1997, 3.

312 0n Euripides and the sophists, see D. Conacher 1998, and W. Allan 1999-2000.

13 For sympotic practices under the Roman Empire, see Plutarch, Quaestiones convivales (Moralia
713e). On sympotic practices during the late-Classical and Hellenistic periods, see A. Cameron 1995, 71
ff., especially 74: “despite the popularity of dramatic recitation at Hellenistic symposia, singing was not
entirely a thing of the past. The clearest proof is one of the most interesting of all extant symposium
texts, a papyrus published by Wilamowitz and Schubart in 1907, the Elephantine papyrus, which
contains the text of several songs, on which see especially F. Ferrari 1989.”

> The Helots, quoted by Athenaeus 14. 638¢ = fr. 148 K-A.
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It is old-fashioned to sing the songs of Stesichorus and Alcman and Simonides
— Gnesippus, this is the one to hear! For he has invented serenades for
adulterers, to attract the ladies with iambuca and triangle

The passage, just as the passage in the Clouds, emphasizes the rejection of traditional
sympotic poetry, adoption of “new” authors and even a new kind of performance. J.
Davidson draws from this testimony, the example of Xenophon’s Symposium and a
passage from Chionides’ Beggars describing Gnesippus as Talyvioypdadov thg LAapNiG

> to argue that the new kind of songs

povong (writer of paignia of the merry Muse)
that Gnesippus was composing in the 420s was erotic mimes, acted by “performers
usually drawn from the ranks of the mousourgoi, the singing-girls but it seems possible
that the guests themselves might sometimes participate to a greater or lesser extent.”'®
Two articles, by J. Hordern and L. Prauscello, have contested Davidson’s views on
different accounts, and proposed a different scenario.’'’ Prauscello’s conclusion is
particularly interesting because it offers a hypothesis about the sociology of the
symposium, its entertainment practices, and the reaction it caused in the late fifth
century; she uses a fragment of Cratinus as an argument to describe a change in the

sociology of songs:'®

*'> Athenaeus 14. 638d = fr. 4 K-A.

316 7. Davidson 2000, 51. Davidson draws on the evidence provided by Xenophon’s Symposium, whose
dramatic date is supposed to be the 420s, but which was probably composed in the 360s. For a different
interpretation of paignia, see J. Hordern 2003, 609: “Related to this may be a fragment of Aristophanes
which mentions someone putting on pfuotd 1€ Kopwo kol matyvio. (fr. 719). Davidson suggests that
this could refer to putting on mimic pieces, but although the verb (évdeikviOvor) can be used in this way,
the juxtaposition of matlyvio with pruota is important; one does not put on ‘smart words (or speeches)
and mimes’. However, the language would be very appropriate as a slighting description of display-
oratory in the Gorgianic or Thrasymachean style (‘smart words and farcical ideas’?).” This very much
describes Philoxenus’ Deipnon, which I discuss in the next section of this chapter.

317 J. Hordern 2003, 613: “Gnesippus’ poetry was certainly nothing out of the ordinary, and belonged,
whatever individual elements he added himself, to a lyric tradition which went back well into the archaic
period.”

>'% Athenaeus 14. 638f = fr. 276 K-A.
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1T 0& Kol TpoymLdiag

0 Kieoudyov diddokarog

T ueta tdv T nopotiltpldv

Exwv xopov AvdLoTL TUA-
AOVO®OV LEAN TOVNPA

Let Cleomachus’ son, the producer of tragedy, go away with his chorus of
slave-girls plucking vile limbs/songs to a Lydian tune.

According to her:

what engenders the bitter reproach of Cratinus fragments 17 and 276 is

Gnesippus’ literary appropriation of the civic social body represented by the

chorus itself, transferring his indecent Muse from the private sphere of

symposia (kitharodia) to the institutionalized one of public space (tragedy). If
this is the case, we might see in Gnesippus one of the first examples of a social
trend that is well attested in the fourth century BCE: Amphis fragment 14 (from

a play significantly entitled Dithyrambos) does testify to the “clearly elitist

attitude which sees dithyrambic poets bringing tit-bits from the cultural riches

of the upper-class private world of pleasure into the public world of the

mob 19
These interpretations, far from assuming that the institution of the symposium
disappeared, and with it, lyric performance, all present both some degree of continuity
in the practice, and some change in the themes, as well as in the sociological function
of the gathering.

There is one more aspect of the symposium, as a context of performance for
poetry, that I would like to briefly review: several works of the fourth century start
describing the professional philosophical symposium. Whereas Xenophon’s
Symposium described various musical performances (including possibly erotic mime),
it is well known that Plato’s Symposium starts with the expulsion of the flute-girls. This

pronouncement about what role mousiké is going to play in the gathering is important

not so much for what it tells us about Plato’s views on music and poetry nor on

9L, Prauscello 2006 (b), 62-63, quoting P. Wilson 2000, 70.
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common aspects of the symposium, but for what it tells us about the relationship
between new, specialist, higher education and old institution; for mousiké seems to
remain at the center of the symposium’s concerns — if not in practice, at least as a topic
of discourse, and as a sociologically discriminating discipline.’*’

This is what a passage of Aristoxenus suggests.”>' The philosopher describes an
elite’s reaction (k00 = avtoVg yevouevol OAlyor) to the democratization of music, and
the rise of music theory:

enedn kol ta Ofatpa exPePapfopmror Kol €l¢ peydAnv  drodBopov

TpoeAALBey M TAVONUOC 0V UOVOLKT, KOO =~ 0LTOVG YEVOUEVOL OALYOl
avapvnokouedo oia Mv 1 LOVGLKN.

Since the theatres have been barbarized, and since public mousiké has
undergone great demise, a few of use gathered together are reminiscing about
what mousiké was like.

Whereas in the archaic period, musical practice was the province both of the educated
and of the professional (with the elite man being educated toward being able to achieve
a high degree of musical proficiency, close to that of a professional, without
performing), mousiké is described by Aristoxenus as being itself a subject at symposia.
Just as both memories of heroes and tales of the past, and musical proficiency defined
elite status in the archaic and classical past, in the same way, the memory of old
mousiké and mastery of musical theory defines the new elite — and the new

professional. A testimony of Plutarch confirms this view. In a passage of That Epicurus

320 The treatment of Simonides’ poem at the heart of Plato’s Protagoras is only one example of the way
lyric poetry continues to be important in the late-classical period: poetry is still present in the culture,
both as re-performances and as cultural memory.

321 Athenaeus 14. 632b = fr. 124 Wehrli. For the idea of “barbarization” of music used by an Imperial
author, see G. Bowersock 1995, especially 5-6. Bowersock’s article sheds light on the culture in which
Athenaeus was writing, and on Athenaeus’ use of Aristoxenus’ discourse on barbarization: “the report of
Aristoxenus would suggest that it consisted in the collective forgetfulness of Greek language as well as
ritual. But manifestly not all of it disappeared, and the Hellenism of the late Republic received an
infusion of new imperially fueled energy that animated a kind of Italian Hellenism in a way that had
never been seen before” (G. Bowersock 1995, 13).
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522

actually makes a pleasant life impossible,”” the moralist evokes the Epicurean

rejection of music and poetry, by opposition to the contemporary interest of the
Academy and the Lyceum for questions of music theory:*>

TOL0G YOpP GV 0OAOG ) K1OApO SINPUOGUEVN TTPOG MONV 1) TLG XOPOG

€VpVOTO KELASOV AKPOTOHWY

O YVOUEVOV 310 GTOUATMV
dOeyyouevog oVtmg evdpavev  Entkovpov kol Mntpodwpov og  AploTotérn
Kot Oedopactov Kot Atkolopyov kal Iepwvupov ot mept Yopdv Adyot kot
S1806KOAMY KOl TO, 0VADY TPOPBANLATO KAl PLOU®DY KOl OPUOVIDV;

For what pipe or lyre tuned for song, what chorus “uttering the wide-voiced
shout bursting from high-skilled mouths™ could have given as much pleasure to
Epicurus and Metrodorus as discussion of choruses and the productions of plays
and questions about pipes and rhythms and tunings gave to Aristotle and
Theophrastus and Dicaearchus and Hieronymus?>**

And a few lines later:>>

T Aéyelg o Emikovpe; K100pmddv Kal avANTOV £MOEV AKPOAGOUEVOS E1G TO
0catpov Podilelc, €&v 8€ ouvumoci® OgohpdoTov TEPL  GUUIOVIAV
dtodeyouévov kol ~Aploto&Evou mept HETOPOADY KOl  APLOTOTEAOVG TEPL
“Ounpov 10 dTa KaTaAfyn 101 xepol dvoyepoivmv kal Bdelvttouevog; eit
0VK €upeLEoTEPOV amodaivovot tov XkvOnv ~Atéav, 0¢ lounviov 10D
0VANTOV ANOBEVTOG OlYUOAMTOV KOl TOPO TOTOV OUANCOVTOS MUOGEV NOLOV
aKoVELY 10V 1nmov ypeueti{ovtog;

What’s this, Epicurus? To hear singers to the cithara and performers on the
flute, you go to the theatre at an early hour, but when at a banquet Theophrastus
holds forth on concords, Aristoxenus on modulations, and Aristotle on Homer,
you will clap your hands over your ears in annoyance and disgust? Do the
Epicureans not make the Scyth Ateas look as if he had more music in his soul —
who swore, when the [celebrated fourth-century] flute-player Hismenias was a

322 Plutarch, Moralia 1095 (That Epicurus actually makes a pleasant life impossible 13) = PMG 1008.

>3 For another view on Epicurus’ ideal banquet, see D. Sider in D. Obbink 1995, 40: “We can probably
get a good idea of Epicurus’ ideal banquet from his Symposium, which Athenaeus tells us described a
banquet whose company, unlike those in Plato and Xenophon, comprised only Epicurean philosophers,
whom Athenaeus calls “prophets of atomism” (fr. 56 Usener = Athenaeus 5.187b). It is such an audience
as this that Philodemus had on the bay of Naples, in his and Siro’s modest houses and in the more grand
villas of their Roman acquaintances who were their students and patrons sometimes both at the same
time.”

3% The poetic quotation might be from Pindar. Just as Plutarch criticizes Epicurus for his lack of musical
sensitivity, he shows his own “musical” culture, by referring to what seems to be archaic choral poetry.
** Moralia 1095e.
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prisoner and performed at a banquet that he found greater pleasure in the
whinnying of his horse?

As this passage underlines, the appreciation of music theory, even if not accompanied
by musical practice, defines the new intellectual elite of philosophers in the fourth
century, just as the appreciation of mousiké was a cultural symbol in the past. By
Plutarch’s time it seems that it is both — both the ability to talk about the technical
matter, and to recall anecdote and use mousiké as a way of discriminating between

pepaideumenos and barbarian (like the Scythian Ateas).

Conclusion to section 1

These various testimonies show that if the institution of the symposium in the
fourth century does not have much to do with the archaic institution of the symposium,
it is still an important space. As elegantly noted by A. Bowie, “like a myth, symposia
seem to be good to think with.”**® What the critic meant in connection with his analysis
of Aristophanes’ view of the symposium is even truer of the late-classical period.

Rather than continuing to focus on the sociopolitical transformations of the
symposium, [ would like to explore three main dynamics of the use of the symposium
in the late-classical period: first, in the move from the symposium as a real
performance context to the symposium as narrative framework: traditional themes of
sympotic lyric are explored on the most public stage (that of the dithyramb), and the
context of performance of archaic (and early-classical) lyric becomes part of the
“mythos” of the dithyramb. This is what I will present in an analysis of Philoxenus’

Deipnon in the next section. Secondly, the themes of the symposium are important for

326 A Bowie 1997, 1.
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one kind of poetry that survived throughout the classical period: the sympotic paean, as
illustrated by Ariphron’s paean to health (and possibly Aristotle’s paean to Virtue).””’
What I will show in this part is how the paean uses the themes and form of archaic
sympotic lyric (especially the skolion) but constructs a different audience: just as the
archaic skolion, the song is meant for expressing values shared by a community, but it
refers differently to the performance itself, and to the context in which the song is
performed. Finally, and this is the most complex phenomenon, the symposium and
sympotic forms become the framework for a new conception of literary genre: it is
neither the occasion that imposes the form, nor the social function played by the song:

the “symposium” is a literary construction, a game with performance conventions

played by the author, which by many aspects, announces Hellenistic poetry.

2 - Nouvelle Cuisine and New Dithyramb

The traditional setting and activities of the symposium are central for our
understanding of a poem of Philoxenus, the Deipnon (PMG 836 a-e). Our only source
for this piece is Athenaeus, who quotes five fragments that amount to about 75 lines of
dactylo-epitrites.’*® It is an astrophic composition, written in a mix of Ionian and Doric
dialects, which narrates (in the first person for the most part, with addresses to a second

person narratee) a dinner and drinking party; it is reminiscent of many of the features of

327 Discussed in function 5. f in I. Rutherford 2001, 50-52.
32 On Philoxenus, L. Berglein 1843; G. Bippart 1843; U. von Wilamowitz 1900, 85-88; A. Dalby 1987;
J. Hordern 1999; J. Wilkins 2000, 350-354. See also Antiphanes fr. 172 K-A.
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sympotic lyric. Everything else about the poem however is unknown or problematic: its

author, its date, its genre, its interpretation remain a matter for speculation.

Authorship and date

Out of the five passages where Athenaeus quotes the Deipnon,”® four times he
uses the phrase €v 1@ entypodouéve Aeinve and attributes the piece to Philoxenus of
Cythera (fr. d and e), otherwise known as the author of the famous dithyramb the
Cyclops or Galatea and a notorious gourmand, or simply to ®wid&evog & ~ ©
dtBvpappornorog (fr. a and c). In the fifth instance however, Athenaeus introduces some
doubt as regards the identity of the Deipnon’s author by attributing it to

DhdEevog & 0 Kubnplog ev 10 €ntypoadopéve Aeinve, elmep T0VTOL KOl O

koumdionoloc IMAdatov &v 1 Pdovi €uvnodn kol un tov Agvkadiov
D1hoEEvov, To100TNY EKTLOETOL TOPOCKELNV SELTVOL

Philoxenus of Cythera in the work entitled Dinner - if indeed he is the one Plato
Comicus mentions in his Phaon and not Philoxenus of Leucas - describes the
following dinner preparation: ...

Modern editors and critics, including Bergk, Smyth, Diehl, Wilamowitz, Page and
Campbell take Athenaeus’ hesitation seriously and attribute the Deipnon to Philoxenus
of Leucas.”™ But given the absence of any other evidence about Philoxenus of Leucas,
this is barely enough to justify their emphatic refusal to attribute it to the dithyrambic
poet or to see the piece as a dithyramb. These two problems, that of the genre of the

piece and that of its authorship, are different but I will treat them as two aspects of the

529 Athenaeus 4. 146f-147¢, 11. 476de, 11. 487ab, 14. 642f-643d (¢v 1® Aeinvw), 15. 685d. Last
instance: fr. b = Athenaeus 4. 146 f, where the authorship of Philoxenus of Cythera is doubted.

330 For a different take: Gulick, Webster, and Dalby believe that there was only one dithyrambic poet
called Philoxenus. J. Wilkins 2000, 347 sums up the problem: “it is not easy to see how the Philoxeni are
to be disentangled from each other given their similar areas of interest, their use of an identical poetic
form, their contemporaneity and the similar place they share in the discourse of luxury.”
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same issue: this attribution to “another Philoxenus” seems to be a symptom of the
discomfort that the Deipnon causes. Since the content of the poem (the narrative of a
lavish dinner) does not match generic expectations attached to the “traditional”
dithyramb (a choral poem sung at city festivals, on heroic themes, and with references
to Dionysus), the need was felt to divide the roles between a dithyrambic poet and
“another” poet. The two (or more) Philoxenoi (of Cythera, of Leucas and “son of
Eryxis”) are thus ancient and modern interpreters’ solution to make sense of the variety
of the Philoxenian production, or the oddity of the Deipnon in the dithyrambist’s
production.™'

The arguments for a Philoxenus “of Leucas” do not resist close scrutiny. The
passage that Athenaeus quotes to justify the attribution of the passage to another
Philoxenus comes from the comic poet Plato’s Phaon:

100 Plogévoy 8¢ 100 Aevkadiov Aegimvov TIAdtov O KOU®SLOTOLOG

uéuvnrar (fr. 189 K-A)

(A) €yo & €vBad €v ) €pnuig
ToVTL SLEABETY BovAouat O BLpAtov
TPOG ELOVTOV. (B) €0t &', avTiBoA®d G€, T0VTO T1;
(A) D1A0EEVOL KOV TIG OYOPTLGLO.
(B) entder&ov avtyv 1tig €0t (A) drkove .
dp&opat €x PoAPolo, tehevtnom & €mt BVVvov.
(B) €mt 6Ovvov; ovkovV T ¢ TeEAevT T TOAD
KpdTtiotov €vtoudt tetdy ot taemc.

(A) BoAPovg pev omodid dapdooc KoToyVoUaTL SEVGOG
G TAELGTOVG SLATPMOYE TO YOP SEUOG AVEPOS OpOOL...

! This tendency to divide the poet’s biography in several units in order to make sense of contradicting
pieces of evidence has been pointed out by G. Most, in Greene 1996, 15-25 (see also chapter 3). What he
says of the ancient treatment of the image of Sappho can be said of the modern treatment of the image of
Philoxenus: “The reception of Sappho can be interpreted as a series of attempts to come to terms with the
complexity of this set of data. In doing so, authors have tended to apply one or the other of three basic
strategies: duplication, narrativization, and condensation. Most of the ancient scholars who tried to make
sense of this mass of information seem to have used the first strategy: (...) declaring that there were in
fact two Sapphos, they assigned some features to the one and others to the other, in such a way as to
create two individuals, both named Sappho, each one internally consistent or at least plausible, but
distinguishable by reference to a set of contradictory attributes.”
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Plato the comic poet mentions the Banquet of Philoxenus of Leucas:

“And in this deserted spot here, I want to go through this book by myself. B:
What is it, I pray you? A: A new Cuisine by Philoxenus. B: show me what it’s
like. A: Alright, listen. “T will start from the purse-tassel bulb and will end with
the tuna.” B: With the tuna? So it’s much better to be placed here at the back
then. (A) The purse-tassels, cover them in ash, cover them with a sauce, and eat
as many as you can. For it erects the manlyhood ...

Most of the fragments we have of the Phaon (frr. 188 - 198 K-A) are concerned to
some degree with the apothecary of love (love-formulae, love-potions etc.), and both
the title and mention of Leucas introduce a special connection with Sappho’s life:>*
Phaon was allegedly the lyric poetess’ lover, for whom she jumped from the Leucadian
rock. The passage quoted by Athenaeus and cited above differs from the Philoxenian
Deipnon not only by its meter (dactylic hexameters, while the Deipnon is dactylo-
epitrites), its style and theme, but also insofar as none of the food items listed by Plato
appears in Philoxenus’ poem. Thus, rather than a direct quotation, the passage seems to
be a parody of Philoxenus, in dactylic hexameters, and a systematic adaptation of the
food items described by the poet for the Aphrodisiac needs of the comic character.”
The hypothesis of a parody allows justifying why Plato would call Philoxenus of
Cythera “Philoxenus of Leucas.” Leucas stood for a metonymy for destructive eros, as

in Anacreon (PMG 376):

apBeic SOt and Asvkddog
TETPNG €C TOALOV KO KOAVUPD LeBVV EpmTt

once again taking off from the Leucadian rock I dive into the wine wave, drunk
with love.

332 On the old comedy poets’ interest for Sappho, see D. Campbell 1993, test. 25 and 26 and note 1.
“Other comedies which may have dealt with Sappho were Phaon by Plato Comicus and Antiphanes (...)
and the Leucadian by Menander, Diphilus, Alexis, Antiphanes and Ampbhis.”

33 See D. Olson and A. Sens on that aspect, xli-xliii.
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“Leucas” thus works as a form of joke on Philoxenian poetics: the dithyrambic poet of
Cythera, who wrote about the Cyclops in love, could be a citizen of Leucas, just as
Sappho is Leucadian because of her love poetry and tumultuous romantic biography.”**

As for the date of the Deipnon, it is unknown, but the passage of Plato quoted
above provides us with a terminus ad quem: in the fragment of the Phaon (itself dated
391 BC by the E Scholiast to Aristophanes’ Wealth 179), the character refers to
Philoxenus’ Deipnon as xoivn.. Whether the adjective refers to the date of the piece
(Philoxenus’ “most recent” piece) or to the style of the poem (the “new” dithyramb,
with its neoterics aesthetics), several details suggest that Plato is referring to the
Deipnon as a ‘hot’ piece, that arouses curiosity in his interlocutor, and that was recent

enough to be on people’s mind, and so should probably be dated not much before 391

BC 535

Genre

Five fragments of the Deipnon have survived. They describe different phases of
a dinner party (both dining and drinking parts). Fragment a (3 lines) narrates the
preparation of the guests; fragment b (43 lines) describes dinner implements (tables,
serving dishes, pots and pans) and dishes served: bread (6) fish course (8-16; 19-27),

cakes and pastry (16-18), meat and birds (27-36), bread and sweets (37-38), end of the

33 The same kind of process is used by Aristophanes for example: when calling “Socrates the Miletan”
to refer to Socrates (of Athens), Aristophanes mixes together two characters, Socrates and Diagoras the
Miletan, who shared a reputation of impiety.

335 Like Dionysius in Aristophanes’ Frogs (52-54): Kal 8fit' €ml tig vedg Gvaylyvaokovti pot /thv
"Avdpouedav mpog gpavtov e€olhvng ndbog / v kapdiav endroe ndg olel coddpa. In the same way,
the first comic character needs a secluded spot (€vOad €v tfj €pnuiq) to read the poem all by himself
(mpog €povtov), as people do with something objects of m60og (people or objects). Contra: see U. von
Wilamowitz 1900, 85-88.

217



Chapter 5 — Sympotica: genre, deixis, and performance

meal and purification (38-43). Fragment ¢ (3 lines) and d (2 lines) comment on
drinking practices. Fragment e (23 lines) is a description of “second tables” with
another set of deserts and symposium entertainment. The narrative develops exactly
according to the (imaginary) sequence described in Aristophanes’ Wasps (1216 ft.):

Bd:  Vdwp kota xepoc tog tpaneloc elchEpeLy
deinvovuev: amoveviuued - 10m onévdouey.

Phi:  mpog t@v Bedv, Evinviov Ectiouedo;

Bd:  avAntpig €vedvoncev. ol d€ cuumdTal
elotv Ogwpog, Aloyivng, davoc, KAéwv, 1220
E€vog TIg £1€p0G TPOG KEDOANG AKEGTOPOG.
T00T0LC EVVMV TO OKOAL OTmG dEEEL KOAMC.

Bd:  water for our hands! Bring in the tables! Dinner... hand-washing...
now we’re pouring libations. ..

Phi: by the gods, are we eating in a dream?

Bd:  the aulos-player has started. Your fellow-symposiasts are Theoros,
Aischines, Phanos, Cleon, and another foreign guest at Ascetor’s head.
In this company, make sure to take up the scolia well...

The critics’ reticence about calling this piece a dithyramb is caused, it seems, by the
fact that the Deipnon fits uneasily in the category represented by the few surviving

songs of Pindar and Bacchylides classified as “dithyrambs.”*®

More precisely, there is
a disjunction between the theme that the narrative presents (a lavish dinner party) and
the internal performance context that it suggests (a symposium), and the performance

context that we can imagine for a piece with the formal features, and poetics, displayed

by the text.

336D, Campbell 1993, 181 (strongly against making it a dithyramb). The Deipnon in general is “viewed
with suspicion by historians of the genre” (J. Wilkins 2000, 350). On this aspect, see also D. Sutton
1989, 70-3; B. Zimmermann 1989, 143-4. J. Wilkins (ib.) offers a very subtle stimulating reading of the
poem (that he takes as a dithyramb: “This is food for display, for demonstrating wealth in the size and
variety of the foods rather than in the refinement sought in Archestratus. Philoxenus introduces the
textures of foods such as eels and parts of animals and describes high-quality white barley — these imply
an approach to food as it is to be eaten and enjoyed as well as a vehicle for poetic elaboration.” (J.
Wilkins 2000, 351).
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This disjunction has been observed many times, and critics, struggling with the
genre problem, and with the expectations of what a dithyramb should be (in thematic
terms), have prefered to see the Deipnon as an example of the tradition of hexameter
gastronomic textbooks inspired by Sicilian cookery.”’ An example of this type was
Archestratus of Gela’s Hedypatheia (Life of Luxury) composed in the late fourth
century. The Dinner shares with the Hedypatheia both the subject matter (luxury
eating) and the paraenetic mode (a description addressed to a second person narratee,
on the model of wisdom literature, Hesiod’s Works and Days and the Theognidea), and

£, However,

might have been the paradigm from which Archestratus inspired himsel
as opposed to Archestratus’ poem, Philoxenus’ Deipnon does not refer to any technical
aspect of food or cooking: it never mentions the origin or mode of preparation of the
dishes described, and it is devoted mainly to their visual description rather than to their
taste, smell or texture — three differences that make it difficult to assimilate the
Deipnon with a cookbook.

There is one generic model from which the poem seems to borrow: that of
sympotic elegies, with which it shares many narrative, thematic, and verbal features. In

introducing the first fragment (a) that presents the beginning of the party, Athenaeus

himself uses a mode of discourse of a traditional symposium — the riddle:

7 On cookery books and Greek culture and cuisine in the fourth century, see Olson and Sens 2000,
xxviii-xxxii. For another poem (in hexameters) called Deipnon, by Hegemon, see xxxiii. On the
relationship between the Deipnon and the Hedypatheia, D. Olson and A. Sens 2000, xlii: “Although it is
worth considering the possibility that what we have in these fragments is merely Plato’s adaptation of
Archestratos’ poem, mockingly assigned to another ‘gastronomic’ author and with some sexually
oriented humour added, therefore, it seems far more likely that the text preserved or parodied in the
Phaon is in fact an independent and most likely earlier representative of the genre represented more fully
in the fragments of the Hedupatheia. Indeed, given the specific verbal similarities between the two
works, the simplest conclusion would seem to be that Philoxenos’ work was known to Archestratos and
served as a literary model for his poem.”

>3 For performance of Hedypatheia, see D. Olson and A. Sens 2000, XXxv.
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5 \

OpYMNVY TOLELTOL TOV GTEGOVOV THG EVOYLOS OVTOOL AEY WV’
KOTO XEPOG & 1
MO Vdwp omarog 2
TOL3LOKOG €V APYLPEOL
TPOY WL GOPEWV EMEYEVEV.

el1' £0epe oTEDOVOV 3
AETTAC OO m)gn'i&og €v-
/ 39 4 ’,
yvntov KAaSE®V dtovvantov

he makes the wreath the ‘beginning of the feast,” using these words:
on our hands a tender youth poured fourth much water that he carried in
a silver pitcher. Then he brought a wreath made of well-born twigs of
delicate myrtle, double-plaited.

This way of introducing the passage by renaming the most common objects of the
symposium (the wreath) in an ainos (“what is the beginning of the feast?”) is itself a
typical sympotic practice. Whether this periphrasis (Gpynv ¢ €vmyilag) was inspired
by an expression in Philoxenus’ poem (in the lines preceding our fragment) or was
Athenaeus’ interpretation, the phrase gives us a clue on the genre that Athenaeus’
ancient readers might have assimilated this beginning with.

Moreover, the typically sympotic implements (wreaths, pitcher and
washing/purifying apparatus) mentioned by Philoxenus in the first fragment are the
standard paraphernalia of archaic and classical elegies, as illustrated by passages of
Xenophanes (fr. 1W, 1-6) and lon of Chios (fr. 27 W, 2-4; 7-10), which provide
structural and verbal parallels with the Deipnon for example:

vov yop o1 {aredov kaBopov Kol YEIPEC AMAVTOV

KOl KUALKEC TAEKTOVC & QUOLTLOEL 6TEDGVOLC,

JALOC & €VMOEC LOPOV £V GLAANL TAPATELVEL'

KPNTP & €06TNKEV HEGTOG EVOPOGVVNG'

GALOGC & 01vog £TO1U0G, O¢ 0VTTOTE dNGL TPOSWGELY,
UEIMYOG €V KEPANOLG, GvOEOG 0LOUEVOC

For now the floor is pure and the hands of all, and the cups: [a servant] places
woven garlands on us, while another proffers fragrant myrrh in a dish; the

39 Bergk: forte evyvantav (influenced by the Cheiron passage?).
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mixing bowl stands there, full of festive joy; another wine is ready, promising
to never abandon us, mild in the jars, giving out its bouquet.

and
NUlv 8¢ kpNTP 0lvoyooL BEpameC

KLPVAVTOV TPOYVTOLOLY £V APYLPEOLS T 0 O€ XpLGOVV
otvov €ymv xelpdv vilétn eig £dadog. t

Let the wine-pouring servants mix the crater for us in silver pitchers; and let the
one who holds the golden wine wash our hands onto the floor.
Even the presence of the tender boy (araAog maidickoc) mentioned in the second line

of Philoxenus’ fragment a builds some generic expectation. In other sympotic contexts,
the young wine-pourer allows the transition between the objects he carries and his
being himself an object of desire for symposiasts. He adds, just like the myrtle branches
(that belong to the worship of Aphrodite) to the erotic potential of the ga‘[hering.540
Finally in addition to mentioning the kottabos game (in fr. e) and referring to
post-symposium komos (€v Boxyliq, fr. ¢, 1), Philoxenos himself uses modes of
discourse of the symposium, such as the ainos (the wine-cakes for example are called
oudaAog Boivag - navel of the feast, fr. b, 19) and didactic discourse (t0¢ €dnuepot
KoA€ovTL VOV Tpoantelog «devteépac> / abdvatot 8¢ T "AnoiBeiog képag - creatures of
one day call [desserts] “second tables” but the immortals call them “the horn of
Amalthea.”) This mode of discourse, the paedagogical insistence in fr. € on giving

41

things their right name,”*' as well as the construction of an internal audience, (a dear

40 Qee the anecdote about Sophocles and the handsome wine-pourer, reported by Ion of Chios and
quoted by Athenaeus (13. 603 f — 604 d = FGrH 2 F 46). After water, wine and wreathes, sympotic
poetry usually introduces Eros. ¢€p’ U8wp, 0ép’ olvov, @ mol, ¢épe dvBepdevtog fuiv / otédavoug:
évelxov, mg 61 mpog ”Epwta ntuktoAilm (Bring in water, bring in wine, boy; bring us flowery wreathes:
bring them, so that I may box against Eros).

1 Fr. e opens with a focus on the naming, and renaming, of food and food-related objects. There are no
fewer than five allusions to naming. First the metaphor that the narrator uses for the tables (mop8uidog,
2), the (epic?) distinction (3-4) between the name given by mortals and that given by gods, the different
metaphorical terms used to describe ‘dessert,” the name of the milky custard itself (muelos — amulos,
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friend called ¢oiAe and ¢1Adtag, fr. b, 7, 16, 23 and 35) all recall the context of wisdom
poetry performed at symposia: the familiarity between narrator and addressee is
suggested by asides like mapd v~ €uiv xol tiv, 6o’ o1do - at your house and at mine,
as I know well, fr. b, 19, or & ¢1Adt0g, €c001g ke - you would gladly eat that, dear
friend, fr. b, 35. By using these tools, the poem thus reinforces the closeness between
the imagined hetairoi and the social bond of the participants in this opulent party. At
the same time, this narrative technique allows the external audience to feel as if it had
been given access to something private and to relish the description as all the more
special.

Yet despite the thematic similarities with a sympotic elegy, and despite the fact
that it seems perfectly at home in the context of Athenaeus’ “sophists at dinner” (who
recite this piece right before being served dessert) and could indeed have been
professionally sung at a symposium, three reasons lead me to suggest that the piece was
not performed in the context which it describes (a symposium).

First, the main topic is exquisite food, a subject hardly ever dealt with in archaic
sympotic poetry or even in surviving fourth-century symposium prose literature.>*

Food itself is much more at home on the comic stage, and most of the dishes

with the odd repetition of this noun to describe a presumably very different dish, 18), and finally the
reference to the ‘dessert of Zeus’ (Zavog xoiéovtt tpoypata 12). They are all condensed in the first
twelve lines. In the rest of the poem, there is no more mention of naming.

2 The discourse on food is usually found in comedy: “philosophy, like tragedy, was exploited by the
comic poets to sharpen comedy’s own identity. We shall see both philosophers and tragic poets fitting
uncomfortably into the city as comedy presented it, with jarring juxtapositions of comic materialism
against abstraction and comic foods forced into tragic verse” (Wilkins xvii). Again, one should note the
generic crossover. Also Marriage of Hebe 42. 10-11, on which J. Wilkins 2000, 352: “Just as
Epicharmus adapted Ananius into his Muses or Marriage of Hebe, so Philoxenus adapted from his comic
predecessor into dithyramb the interest of the gods in food. (...) The principal contrast with Old Comedy
also lies in the eager participation of the narrator in the meal. (...) These elements in Philoxenus herald
the Attic development of the mageiros who can produce food pleasing to the gods and pleasing to the
appetite.”
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catalogued in lines 27-37 all appear in comedy. A passage of Eubulus provides the
clearest parallel (the Laconians or Leda, fr. 63 K-A) with the gastronomic content of
Philoxenus’ dinner:

TPOG TOVTOLGLY OE TOPECTOL GOl
BUVVOUL TELYOC, KPEQ dEADOKI®Y,
xopdai T’ €plowv Ndp 1€ KAmPov,
KPLoV T  OpYELS, XOAKEG TE POOC,
Kpavio T~ apvav, VIioTic T €pldov,
yootp 1€ Aoy®, pOokn, xopdn,
VeIV, GALGG TE.

Beside these, you will be served a slice of tunny, filet-mignon, kids’ tripes,
boar’s liver, ram testicles, beef guts, lambs’ heads, a kid’s intestine, a hare’s
belly, a sausage, black-pudding, lung, and salami.
Additionally, the choice of meat parts (snout, head, feet) and the mode of food
consumption do not correspond to sympotic aristocratic ideology: both the apparently
inexhaustible appetite of the guests (as illustrated in yepoiv § = €nébevto 10T  0OVKETL
otouov poAepolc fr. e, 10) as well as their delight taken in fatty food (sausage and
fatty pork ribs: fr. b, 31) are markers not only of comedy, but also of iambos — or more

generally of the mode of abuse.”*

Both of these aspects seem at odd with an elite,
discriminating audience who would flatter itself of its select culinary and poetic tastes.
In relation to that first point, a second aspect distinguishes Philoxenus’ poem
(and the reception it implies) from the performance context that it describes: the poem
is mostly descriptive, and devoid of the prescriptive tone of wisdom poetry usually
associated with symposium literature. In particular, there is no prescription of

moderation, no ideal of to metron: unlike the poem of Dionysius Chalcus quoted by

Athenaeus at the very end of the Deipnosophistae, that encapsulates sympotic ritual

>3 As D. Steiner has suggested, excessive consumption of food and flouting are two correlative ideas in
archaic poetics (EHESS, April 2005 lecture).
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and ideology in the cuundclov Koou®v Kol 10 cov €0 Béuevog (fr. 1, 4-5 W), there is
no concern for the erotics, or the right metrics of the symposium: there is no reference
to the erotic element of wisdom transmission (although a tender boy appears in the first
lines, there is no further reference to eros), and the metrios and the kosmos so central to
Solon’s elegies (among others) are replaced by unrestricted drinking (c: €v Boaxyiq, d:
EBpexovto / & ob xotd uikpov).”** There is no mention of religious concern (unlike
the kaBapov of Xenophanes or the libations that follow in the next lines of Ion:
omevdovteg & ayvag, fr. 2, 5) in the description of the preparation; no reference to the
ethics of drinking and dining. Correlatively, the language itself is unbridled, very far
from the contained style of sympotic elegy, whereas in Philoxenus, the verbal
daintiness of the piece matches the elaborateness of all the elements of the party,
objects and dishes: while in Xenophanes or Ion, the wreath is enough to signify the
event, in Philoxenus, a whole line is used to describe the refinement of the wreath, or
devoted to the washing of hands (v. 3). More precisely, in fragment a, all nouns (except
one) are singular and qualified by an adjective.

This lexical choice reproduces the aesthetics of the poem: everything is soft
(amaog), delicate (Aemtdg) and elaborate. Natural materials (twigs fr. a, 2, horns fr. d,
2) are turned into objects of art (€v xpvogoig mpotouals / tTeAémv kepdtwv) and even
the drink offered (vextdpeov TN ) seems to be a transformation of a more natural
liquid (suggested by ebdpooov).”* The recherché character of the vocabulary

(evyvntov = hapax for evyevav) illustrates the poet’s concern to set aside all the

3% On the kosmos - sympotic order, and metron — sympotic aesthetics, see A. Ford 2004, 45.

5 See LSI: with plenteous dew, abounding in water, nayaol Euripides Iphigenia in Aulis 1517 (lyr.);
tomot Aristophanes Birds 245; voouot Aristonous 1. 42: dpocdevtag Sappho 95. 12: “it is striking that
the adjective drosoeis, rather rare in all of Greek literature, appears for the first time precisely in Sappho
as a poetic epithet” L. Rossi 2001, 123-4.
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elements of the feast and qualify them as special. In the same way, in fragment c, the
after-washing cup (uetovintpida, 2) is described in great details: it is evdpocov and
brings mpa ... yavoc. The connotation of the noun ydvog (literally “brightness, sheen™)
was announced in the preceding line by the adjective (well-bedewed).

It is not only the verbal elaboration that contributes to making this poem on the
theme of a symposium a poetic experience very different from that of sympotic poetry.
The variety of the vocabulary is matched by a variety of generic moments embedded in
the poem: in addition to the comic and iambic foods, signature dishes of the mode of
abuse, the style occasionally reaches epic heights, when “we companions had reached
our fill of food and drink” (with the Homeric-sounding 6te & = Mdn Bpwtvog Nde
TOTATOG £¢ KOpov Nuev £talpot fr. b, 39) and with a form of recusatio €ywy’ €1, kod
K€ AEYOL TIg TAVE O Topfv ETVUWOS AULLY, TopEneLse O Bepuov onAdyyvov (and no
one could truly tell all that was there for us, but my rash heart has persuaded me, fr. b,
25). The epic references however are never so obscure that it would require from the
audience great familiarity with Homeric epic to enjoy the poem (by contrast with Matro
of Pitane’s Attic Dinner Party, a parody and cento of Homer.)**®

The final, and most important, difference with sympotic elegy is that there are
very few references to the pleasure of music and poetry performed at a symposium.”*’
The musical element comes from the poem, and the dinner itself embodies the poetics

of the text. The aesthetics introduced by fragment a is developed throughout the poem:

the softness of the boy is recalled by various compounds of amoAdg:

3% On Matro, see D. Olson and A. Sens 1999.

7 The only adjectives that would apply to music (YAvkvoEeec, Beotepnég avd yAuvkioto) describe a
plate of eels, wine-cakes, and a sausage (fr. b, 9, 18 and 33). Even the gods are more busy with sausage
than the arts: fr. b, 34 Gv oM dA€ovtt Bgot.)
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onnontovAvnodeimv omolomiokduwy (fr. b, 13), tupov amaAidv (fr. b, 37-38),
omaAoic Oairovieg wpaig (fr. e, 20) and the comfort provided by yAtepoBainec LOwp
gneyyéovieg tooov Soov <> éxpnl” (fr. b, 41).>* The delicateness of the myrtle
wreath (Aentag amo pvptidog al3) is echoed by the spider’s web Aentag dpdyvog (fr. e,
10). A whole atmosphere of lightness and softness is conjured up by the various
adjectives: peAtkopideg kovoar (light, fr. b, 16), poraxortuyémv dptwv (breads with
soft folds, fr. ¢, 37) polokodroidwv (soft-leafed fr. e, 21) and by the infinitive
yMddoor (to be soft, fr. b, 4). This softness and delicacy in texture is replicated in the
passage’s attention to lights and reflections (Mmopomno fr. b, 1, €otiABov avyag, fr. b,
3, Mmopovteg €yyxeieativeg fr. b, 8), white or light colours (ualog ylovoypoog fr. b,
6, kaovOiouéval evnétalol yroepal dp. b, 17, oxerdog Aevkopopivoypdovg fr. b,
31, EavOov ugr fr. b, 37).

In the end, the main source of musical entertainment does not come from the
party described, but from the song itself: the list of deserts for example fills the ear as
much as it fills the eye, with the alternation between alliteration in liquids ([m], [n])
and plosives ([k], [p] [t]), and the duplication of words from line to line, in a sort of
echo and counterpoint (fr. e, 17-20):

... LEMTOKTA TETUYUEV'

TUPOKIVOG OE YAAOKTL 18
KOl UEAL GLYKATAOVPTOC
Ng dpviog TAabavitag
CUGOLOTUPOTLAY ] dE 19
kot {eoehatomayi

#amarde (found 3 times in Philoxenus) appears 13 times in Homer (and by contrast, never in Pindar); in
Archilochus, it is always linked with desire: see Archilochus frr. 188, 191 W (even more explicit in 247:
omoAdg képag for membrum virile).
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TEUUATO... 20
honey-cakes, sesame-sprinkled and toasted, prepared in abundance; and there
was a cheese-cake, well mixed with milk and honey, made with fine flour and
baked in a mould; and sesame-sprinkled cakes lay flat, a sesame-cheese mixture
done
Moreover, as I have suggested with the ¢ fragment, the deictics do not point to
the song as song, in a self-referential way and with the goal to reinforce the relationship
with the addressee, but to the party itself. It is the party that becomes more and more
vivid, as the use of verbs suggests: the “real time” of the party is created by the text.
The dinner slowly unfolds in front of us: the long lines, repetition and the feeling of
duplication (dirAdot, et€pav & £t€porg) reproduce the long preparation:
€15 86’ €oepov dumAdol
TO1deg AMmapna tpanelov
duu’, €Etépav &’ €1€poLg,
dANOLC & €Tépav, uéyplg 0D

TANPWOOV OLKOV

a pair of boys brought in for us a gleaming faced table, and another one for
other, and another for others, until they filled the room.

This reproduces the narrator’s delight at the preparation, but also allows making the
audience experience a sense of completion: the narrator / performer / audience reaches
the end of a long line only when the servants reach the room’s full capacity. Again in
line 7, the narrator will play with his audience’s sense of expectation by introducing
interruption, apostrophe and a form of suspense: o0 kdkkaBog, ® GLAdTAC, GAL
OAAOTAOTELG TO LEYLoTOV... There is a strong sense of narrative development, which is
achieved through the repetitive use of HA0e or one of its compounds to introduce each

new dish (line 7, 10, 13, 16, 20, 28, 37), and to a lesser degree mop€bnke 29, or
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nopePaiieto 36, mapoepov, as a second motif at the end of the poem.549 The verbs
actually disappear in the last fragment, as if the enumeration itself was enough to
suggest the narrative development, as do the appeals to the addressee: whereas there is
an appeal to the internal addressee, or a reference to a second person in lines 2, 7, 16,
19, 23, 26, 35, 39 of fragment a, the addressee seems to have disappeared from the last
fragment, to the point that the narrative concludes with the use of a third person plural.
So if there is no sympotic music in the description of this dinner party, it is
because there is no party, it is only a song: the private sympotic context, I suggest, is
only a foil for the actual performance of this poem. Because of the aesthetic, literary
and ideological preferences marked in the text, a display for a large audience, in a civic
context, seems an appropriate context of performance, more so than a performance at a
private gathering. It is even tempting to see the Deipnon as achieving the ultimate
democratic experience described in Pericles’ Funeral Oration, by collapsing the
distinction between two spheres described as bringing pleasure to Athens:
KOl UMV Kol TOV TOVOV TAELGTOG GVOTOVAOG TN YVOUN €moplodueda, aydot
Uév  ye KOt\la Buolalg dietnotlorg vouilovieg, 18l01g OE  KOTOGKEVOLG
EVMPETESLY, WV KOO MUEPOV T TEPYLG TO AUTNPOV EKTANGOEL. ETTECEQYETL
0¢ O péyeBog T molewg €x mAong YN T TAVTO, ®ol SupPaiver Huiv

undev oixelotépa ) dmolaoel T avtod dyodd yryvopeva xapmodobon
1] ®al TQ TOV ALV AVOQOTWV.

Further, we provide plenty of means for the mind to refresh itself from business.
We celebrate competitions and sacrifices all year round, and the elegance of
private homes forms a daily source of pleasure and brings relaxation from toil
to the spirit; while the magnitude of our city draws the produce of the world
into our harbour, so that to the Athenian the fruits of other countries are as
familiar a luxury as those of his own.

%1 could not recognize any specific place in the line, or specific metrical pattern in the different uses of
this verb.
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The public pleasure of competitions and festivals (ayoveg kot Buctotr), and the private
pleasure of an elegant home (18iol Katockevol evnpenelg) are mixed in the Deipnon;
the piece takes precisely a theme that has become popular in the fourth century
(gastronomy and art of private living) and displays it in the civic context of a public
performance to bring its audience “relaxation from toil to the spirit.” The poem itself
describes the intended reception of the dinner, and of the Dinner as a poem: the party is
something that “revels in every skilful invention for good living, enticement for the
spirit” (fr. b, 4-5). The last lines of fr. e conclude with “something new was said, a
smart playful thing (1t kowov, kouyov aBvpudtiov), that they admired and
praised.””*” These two sentences encapsulate the dinner’s, and the Dinner’s aesthetic: it
is a showpiece, which strives at novelty and entertainment, and at the delectation of its
audience, who might even enjoy recognizing snippets of various poetic forms (comedy,
elegy, and epic). A testimony of Aristotle supports this idea: in a spiteful comment
about contemporary popular culture, he says:>>'

"Aplototédng de [P1AOEEVOV] dLAGSELTVOV OTTADGS, 0G KOL YPAHEL TOVL TOVTO"

dnunyopovvieg €v 1olg OxAolg Katotpifouvoty OANV Thv MUEPOV €V Tolg

Bavpoot Kol mpog toug €k 10V Pdoldog N Bopusbeévoug katamiéoviag,
AveyvokOTeC 00OEV ANV €1 10 PrAoéévou Agimvov 0VY OAOV.

Aristotle simply calls [Philoxenus] a dinner-lover, and even writes somewhere:
“they spend the whole day among the jugglers making clap-trap in the crowds,
and to people who sail from the Phasis or the Borysthenes, and have read
nothing except Philoxenus’ Banquet, and not even the whole thing!”

This remark presents Philoxenus’ Dinner as an iconic text for artists interested in
crowd-pleasers — but it describes it also as something that could be read and that might

have circulated in book form.

>0 See note about the use of kompson as the aesthetic of the new symposium.
! Athenaeus 1. 6, quoting Aristotle, fr. 63 Rose.
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Thus, it is neither the language, the theme nor the mode of discourse that
formally distinguishes the Deipnon from other genres: if the theme is familiar from
comedy, the style is reminiscent of the dithyramb, and the paraenetic mode, of
sympotic elegy. This mix of features contributes to creating the kind of relationship
with the audience described in the preceding chapter, and requires the work of the

imagination to participate in the “dream-fulfilment fantasy.”

Conclusion to section 2

This mix of generic markers, which illustrates the polyeideia that 1 was
describing in connection with Philoxenus’ Cyclops, is characteristic of the import, on
the dramatic, dithyrambic, democratic stage of topics that used to belong to the world
of the private symposium. I have suggested that only the context of performance, a
performance at a civic festival for a popular audience happy to be given access to a
private feast, allows making sense of this strange dish, best described in the words of
the poet itself as kompson athurmation.

The Deipnon also illustrates the phenomenon described by Amphis (in his
comedy Dithyrambos) and presented in the first section of theis chapter, which P.
Wilson describes as “dithyrambic poets bringing tit-bits from the cultural riches of the

b.”%2 In the case

upper-class private world of pleasure into the public world of the mo
that I have presented, the symposium is not so much a context of performance as a

topic. It marks an important change not only in the ideology of food consumption

(since there is no prescription of measure in the symposium described), but also in the

532 p_Wilson 2000, 70.

230



Chapter 5 — Sympotica: genre, deixis, and performance

use of some specific poetic tools, especially the deictic references: while deictics were
used in the past to connect the hetairoi between each other during sympotic
performance, they are used in the context of the theatrical presentation of the
symposium with the goal of creating the illusion of sympotic performance, but are

devoid of any social function.

3- Deixis and performance context in Ariphron’s paean to health

The same loss of social function can be read in another poem of the fourth
century, Ariphron’s song to health (PMG 813).>> Athenacus describes it as a paean,
although the song does not have paeanic formal markers (like a paian cry or an appeal
to Apollo), and does not refer to a sympotic performance context; it is quoted on the
last page of his Deipnosophistae to cap off his encyclopedia of sympotic practices.
Other sources show that the song was widely popular: according to Lucian, it was 10

YVOPLGOTOTOV £KEVO KOl Taotl 810 otépatog during his lifetime,”* and inscribed in

33 On Ariphron: Pro lapsu inter salut. 6. 1 449 = PMG 813. It is also quoted by Plutarch (Virt. Moral.
450a, de frat. amor. 479a), by Max. Tyr. 7.1 and by Sext. Emp. Adv. math 11.49, Stobaeus 4.27.9. It
came down to us in two manuscripts, that of Athenaeus and an anonymous Greek codex Ottobonianus 59
IT fol. 31". The song was also inscribed on an Athenian stone: (/G ii* 4533 (lapis Cass.), /G IV 1.132
(lapis Epidaur.)). On which: U. von Wilamowitz 1921, 494-495 (on meter); K. Keyssner 1932, 291f.; P.
Maas 1933, 148 ff.; K. Keyssner, 1933; J. Bremer 1981, 210-11; R. Wagman 1995, 159-178; W. Furley
and J. Bremer 2001, (vol. 1) 224-227; 1. Rutherford 2001, 37-38. The exact composition date of the
poem is a matter of debate: an inscription of the early 4™ century (I. G. ii* 1280) celebrates the victory of
a chorus trained by a certain Ariphron, but Ariphron was a name popular in the classical period, and the
poet recorded in the inscription might not have anything to do with the author of this song. Many
features of Aristotle’s Paean to Virtue (dated 341 BC) seem to imitate it, but again, there is no certainty
on the relationship between the two (on which C. Bowra 1938). The thematic way of dating the poem to
the late fourth century (with the reference to kingly power 1. 4 and love matters . 5, that seem to “evoke
Hellenistic culture rather than classical times”) that Furley and Bremer propose is far from convincing. In
the absence of any other argument to propose a secure date, I will follow the consensus dating of early
4™ century.

% Lucian, de lapsu 6. It is also quoted in different forms by Plutarch (Moralia 450b, Moralia 479a),
Maximus Tyrius vii, and Sextus Empiricus, adv. math. 11. 49.
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several places, including in Athens and Epidaurus.” In the next pages, I would like to
examine how Ariphron’s song innovates on a traditional motive of the symposium, the
celebration of health. The main innovation of the poem, I would like to argue, is its use
of some deictic markers that do not emphasize the connection between performer and
real context of performance: although the song recalls the features of sympotic songs, it
is not connected to the setting were it used to be sung, but creates another “adaptable”
setting (to the point that this sympotic song can be inscribed on a stone).

That paeans were sung in archaic symposia is suggested by a fragment of
Alcman:*

Bolvaig 8¢ Kol €v GLACO0LeLY

dvé")psicov nfxpd 5(XL’FULL6VSGGL

TPEMEL TOLAVO. KATOPYELV.

At feasts and men’s dinner-parties, it is befitting to take up the paean among the
diners.

In this passage, the use of the verb xatdpyelv suggests that the paean was sung (or at
least lead off) by a soloist; but not much else is known of the sympotic paean before the
classical period.”>” On the other hand, Alcman’s fragment itself probably refers to its
own performance context (the feast and the dining); >>* the presentation of the concern
for what is prepon, a typical concern of sympotic fragments, contributes to connecting
the symposiasts around a set of values they share, and the mopd dattvuovesot is a
form of deictic, connecting the speaker with the rest of the company. These features are

not present in Ariphron’s song.

>33 Stone dated 200 AD, and a stone in the Asclepion at Epidaurus. See R. Wagman 1995.

336 PMG 98 = 129 Calame = R4. On the sympotic function of the paian, see I. Rutherford 2001, 50-52.

7 Other reference to sympotic paean singing: Plato, Symposium 176a. Also Archilochus 120 W.

¥ See C. Calame 1980, 531: “Selon la proposition déja faite par Von der Miihll (...), il est probable que
ces vers soient eux-mémes extraits d’un péan chanté dans le cadre des syssities.” On this poem, also W.
Rosler 1980, 148-158.
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(A) "TYyleiwo Bpotolot TPeEGPLOTO LAKAP®OV, LETO GED
valott T0 AELTOUEVOV BLoTag, 6L € Lot TPoddpmV EVVveing
(B) &€l ydp 11c 1y TAOVTOL YAPLE T} TEKEMV
1 10 160da1Hovog AvOpmmolg BaciAnidog dpyag 1 TOOwv
oVg kpudlotg 'Adpoditog Epkecty Onpevouey, 5
M €l 11 dAAa Be00ev AvOpdTOLGL TEPYLE T TOVOV
QUTVOQ TEGOVTAL,
(A) upeto oglo, paxalp' Yyiero,
1€00Ae Kol Adunel Xopltov 00poLg
o€0ev d€ Y OPLS OVTLG EVIOLUMV EOU. 10

Health, for the human race the most honoured of the blessed ones, may I dwell

with you for what remains of my life, and may you gladly be with me. For if

any pleasure found in wealth or children or in the regal power that gives to men

a status equal to that of the gods or in the desires that we hunt with the

concealed nets of Aphrodite, or again if any other delight god-sent to men or

any respite from toil exists, it is with you, blessed Health, that it blooms and

shines in the converse of the Graces; and without you no man is happy.

The paean is a short monostrophic poem in lyric koiné, in dactyloepitrites, with
a circular structure. The first section (A, 1-2) starts with an invocation to Health, and a
prayer for Health to live with the performer for the rest of his life. The second section
(B, 3-7) is a priamel that enumerates the good things of life that men can enjoy if they
are granted health. The last section (A, 8-10) is again a prayer to and glorification of
Health.

This is not the first celebration of Health: there is a long tradition of praising
health and being healthy in wisdom / elegiac / sympotic poetry, but these songs do not
celebrate Health as a mythical abstraction, connected to Apollo or Asclepius. In archaic

and classical songs, Health is part of the good things that a kaloskagathos has to have,

it is even the condition for all other goods. This idea is expressed in the Attic skolion
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which Plato quotes in the Gorgias (451¢), variously attributed to Simonides (PMG 651)

or to Epicharmus (fr. 262):>>°

YQ. olopot yap 6€ OKNKOEVOL €V TOG GLUTOGLOLS AOOVIWV AVOPOT®Y TOVTO
10 oKOMOV, €v @ KaToptOuodvTol ddovieg Tt Vytaivelv uev gprotdv 6Ty,
10 8¢ deVTEPOV KAAOV YEVEGOOL, TPLTOV OE, G YOIV O TOINTNG TOV GKOALOD,
TO TAOVTELV GOOAMG.

T'OP. 'Axnkoa ydp: GALG TPOG TL TOVTO AEYELS;

Socrates (addressing Gorgias): you’ve heard, I’'m sure, people sing at the
symposium this skolion in which the singers count health as the greatest good,
then beauty in second place, and third, as the author of the skolion says, wealth
rightly acquired.

Gorgias: I’ve heard it indeed; but what’s your point?

The text of a skolion (PMG 890) is also quoted by Athenaeus; when the deipnosophists
discuss the quote, they do not challenge the fundamental claim that health is first, but
discuss the order of the other elements in the priamel:

VYLOLVELV LUEV GPLOTOV OvVOpL BvNnTd
devTEPOV O KOAOV duav YevEaHat,
70 TPLTOV O€ TAOVTELV ASOA®E
KO TO T€TOPTOV NPOV UETO TOV OLAW®V.
Alc0€vtog 8¢ T0VTOV KOl TAVIOV NOOEVIWV €T~ 0VTA KOL LVNULOVEVGAVIWV
0Tl K0t 0 KoAOG [TAdT®V avTob pEpvNnTol 0¢ dplota elpnuévon, 6 Muptidog
€0m “AvoEovopldny avto SLOKEYAEVOKEVAL TOV KOUMILOTOLOV €v ONncovp®d
AEyovTa 0VTOG

0 10 6KOAMOV VPV EKEIVOG, OGTLS TV,

TO UEV VYLOAVELY TPDTOV OG JPLOTOV OV

ovopocey 0pOdg dev1epPo & £lvol KOAOY,

TplToV O€ TAOLTELY, TOVO , 0paG, ELOLVETO

HETA TNV VYLELOV YOP TO TAOVTELY SLOOEPEL

KOAOG € TELVMV £GTLY 0LGYPOV Onplov.

Health is the best for a mortal, second comes beauty, third wealth rightly
acquired and fourth youth in the company of friends.

When this song had been sung, to everybody’s pleasure, who remembered that
the noble Plato also mentions it as something very well said, Myrtilus pointed
out that the comic poet Anaxandrides made fun of it in his 7reasure (fr. 18 K-

5% For the attribution of the skolion, Clement of Alexandria ascribed it to Simonides and Aristotle,
Stobaeus to an unknown Sclerias. Commentators have given the dramatic date of ca. 405 BC for the
Gorgias although there are disconcerting inconsistencies in the temporal indications in the dialogue. The
point is that Socrates refers to a presumably famous song that predates Ariphron’s poem.
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A) in these lines: “the man who devised the skolion, whoever he was, was right
to name health first as the best thing; but to put a handsome beauty second and
wealth third he was out of his mind, of course, for wealth is next best to health:
a handsome man who is poor is an ugly beast.”
This passage presents particularly strikingly how the symposium uses the song to
Health as part of an aristocratic programme. The other three elements praised are all the
aristocratic virtues expressed in sympotic lyric (physical beauty, well-acquired wealth,
youth and friendship). The same idea is expressed by Theognis in an even more

condensed form (255-6 W):>*°

KdAAiotov 10 d1k010T0TovV: AMLGTOV & VYyLolvely:
TPOYUO, OE TEPTVOTOTOV, TOV TLG EPOL, TO TUXELV.

Most beautiful is what is most just: best is to be healthy: but the most pleasant
thing is to chance upon the one one loves.

61 Byt in all

Health comes naturally first in the context of a statement on moral values.
these gnomic statements in archaic poetry, Health is not addressed as an abstraction; it
is only Critias who makes Health a divinity present at the ideal symposium (the
moderate Spartan symposium), along with Piety and Temperance: (fr. 6 W):

... KaAdg &' €1¢ €py' "Adpoditng

TPOg 6" LITVOV NPUOGTOL, TOV KOUATOV AUEVA,

TPOG TNV TEPTVOTATNY T€ BV Bvnroig Yylewov
ko v Evcefing yettovo Zmdpoctvny.

it prepares beautifully towards the deeds of Aphrodite, and towards sleep, the
harbour of pains, and towards Health the most enjoyable of the gods for the
mortals, and towards Temperance, neighbour of Piety.

562

Although health is deemed a sacred thing before Ariphron’s poem,”” she is never

presented as a deity.”®

360 See parallel with Sophocles, fr. 356: Adotov 8¢ 10 {fiv dvocov.

1 On the ethical meaning of hygies as “sound and healthy,” see B. Gentili 1988, 70.

%62 This divinisation of health was already suggested by Simonides: in the passage where he quotes
Ariphron’s hymn to Health, (ap. Mathem. X1 49=PMG 604), Sextus Empiricus paraphrases Simonides,
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Ariphron’s poem celebrating Hygieia thus introduces a change by not insisting
on the common values shared by (aristocratic) performers at the symposium, but by
reinforcing (twice) the tie between health and a performing “I””: peta 6eb voiout 10
Aewmopevov Brotoc, oL € pot Tpodpwv Euveing (1-2). Deictics are used throughout
the poem to reinforce the impression that Health is present, and addressed directly (8
o€lo and 10 c€bev). This expression not only reinforces the bound between health and
man, but it is also a variation on the cletic “may you come and visit”. Here, the place is
not specified, and the performer can transport the prayer wherever he goes, without
having to belong to a community of performers (as opposed to the sympotic poems
quoted above). This formula adaptable in place is also adaptable in time: the ‘what is
left’ has a different meaning every time the song is sung, and the very meaning of the
song is reactivated by each utterance of this line (the healthier I am, the more I will be
able to sing this song to health).

Moreover, while sympotic elegies introduce abstract categories (with the
infinitives), Ariphron uses a personification. The poem opens by an address that
reminds one of the opening of Homeric Hymns: Health is presented in the same terms
as the oldest divinities (Gaia for example in the Hymn to Gaia, also called
npeoPiorn).’® In the same way in the priamel, the pacan refers to some of the elements
mentioned in the skolion: after health, wealth (tAovtov in Ariphron 3, mtAovtely in the

skolion, 3) and some enjoyment that come from the gods. As opposed to the abstract

who qualifies health as ceuvr: Zipuwvidng uev yap 0 pelonotdg ¢not unde kaAdg codlag eival xapLv
€l un tig €xot oeguvny Lyetav. Simonides the lyric poet says that there is not even the pleasure of
beautiful wisdom if one doesn’t have venerable Health.

363 Except as mythical daughter of Asclepius, on which see next chapter.

% Homeric Hymn to Gaia: Tolav moppitelpoy deicopat, nubéuediov, / tpeopiotev... (1-2). Scholars
have debated whether the adjective meant oldest or most revered — what is important here is the fact that
the new divinity is invoked with the adjective for one of the most fundamental deities, Gaia.
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categories used in the skolion, Ariphron uses specific images. Additionally, the paean
leaves aside some important didactic elements of the skolion: wealth in Ariphron is
mentioned first, and there is no reference to the way it is acquired. Indeed, moral
straightness (a80Amg) characteristic of the aristocrat is replaced by aspiration to power
in tcodaipovog avpamolg PactAnidog dpyac.’® Moreover, the priamel of the pacan
adds some more private joys: the children (téxewv, 3) that the skolion does not refer to,
some fun (tépyig N mOvwv oumvoo) and sex (mOBwv ovg Kpuvpilolg  Adpoditog
€pkeoly Onpevoueyv, 4-5).

Furthermore, the poem positions itself differently as regards the chareis:
Ariphron’s text does not offer a scale of good things. All the chareis are introduced in a
conditional system (€1 yOp TIg ] TAOVLTOV ... 1} €1 TI¢ dAL BGOeV AvOpwTOLOL TEPYILG,
3, 6). It is only in the last section, 8-9, that the main clause appears, and that the poem
makes sense. The logic is the reverse to what one might expect: it is not a proposition
such as “if there is health, then these things are possible” but if these good things exist,
then with you they flourish and shine — thus demonstrating the power of health. The
purpose of the poem is to insure the fulfillment of the prayer, not to state a moral point
that contributes to reinforcing an ideological and social tie between members of an
audience.

Finally, the last three lines (8-10), respond to the A section with a direct
address: the poet states one last time in gnomic form his desire to live in the company
of health (c€bev d¢ ywplg ovTLg €vdaipwy €dv), and refers to the company of the

Charites (Xopitov 0dpoig). Here all the themes of the song are tied together: health is

%65 The adjective icodaipwy is only found here, in Pindar and Aeschylus, in contexts that refer to kings:
Pindar, Nemean 4.84: Bacilebolv toodoipova... ddto; Aeschylus, Persians 634: 160daiuwy BactAevg.
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what brings the good things (charites) in life, and the song (the product of the Charites)
is both an enjoyable thing (among the good things of life, that Ariphron mentions,
power, money and sex), and a hymn, an offering (charis) to the divinity sung.’®® Rather
than contributing to reinforcing the moral and social ties between fellow-drinkers as in
archaic sympotic elegy praising health, Ariphron emphasizes the appropriateness of
singing the song for an individual, at any point of his life. Indeed, Ariphron
interweaves the fopoi of sympotic communal praise of health, that allows connecting

the symposiasts around a set of values, with the private model of the prayer.”®’

Conclusion to section 3

Thus, as opposed to sympotic skolia, or elegies, celebrating health and
soundness as an aristocratic value, there is a disjunction between context of
performance and form (the priamel and use of the Muses authorizing the poetry): the
song uses the fopoi of elegy and skolion, but does not use it so as to reinforce the ties

within the community that sings the song. The performance context is more a pretext

366 Ariphron also refers to an old model of inspiration, the Muses, and thus authorizes the theme and its
treatment by reference to an archaic authority.
%7 Ariphron’s poem to a personified Health shares many features with the above-mentioned fragment of
another fourth-century composition from Licymnius (PMG 769). The fragment is also an address to
Health, mainly constituted of adjectives. It is presented as a prelude (Tpoewrtwv) by Sextus Empiricus,
who quotes it between Simonides’ and Ariphron’s passages:

Mrapoupote uatep vyioto Opdvav

oeuv@v’ AndAdlovog Baciiera Todeivo

npovyedng Yytewa

Gleaming-eyed mother, highest queen of the venerable throne of Apollo, desirable, gentle-laugh

Health
The address combines the description of Health as a divine being related to Apollo (on the model of an
Olympian), and as a personification of an abstraction. Two kinds of adjectives are used to describe her.
On the one hand, epithets describing her ‘top goddess’ status and power (Vyiota, ceuvayv, pacileln);
on the other hand, epithets anthropomorphizing her and representing precisely what she gives to mortals
(the gleaming eyes, the gentle laugh and the desirability, all attributes of the healthy person). Like
Aphrodite in the Homeric Hymn to Aphrodite, she is what she gives: because she brings desire in people,
she is desirable, because she makes eyes shiny, she has shiny eyes, because she allows people to laugh,
she has a gentle laugh.
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than really used; and the “you” and “I”’ used do not a connection with a social reality,
but with a religious one. This is another way in which, as in the previous instance of
Philoxenus’ Dinner, the symposium is used not as a real context of performance, as in
archaic society where the song had a sociopolitical function, but as a foil; the old

sympotic model is recuperated for a new literary function.

4- Aristotle’s Hymn to Hermias

The poem composed by Aristotle to honour his friend and relative Hermias
(PMG 842) offers a last example that allows us to study the way in which the sympotic

model is used as a device to “frame” the song, and think about the new context of

performance for a poem.”*®

As opposed to what is the case for most poems, we know some details about the

circumstances of the composition of Aristotle’s poem;*®

its genre however (a hymn? a
paean? a skolion? an encomion?) has been a problem since Antiquity.””’ According to
Athenaeus, who quotes it, it was composed to celebrate the memory of the
philosopher’s deceased friend and father-in-law Hermias, the ‘philosopher king” who
had been tyrant of Atarnaeus (ca. 355-341BC), before he was treacherously murdered

571

by the Persian King.”"" The form chosen by Aristotle however was too reminiscent of a

368 On which: C. Bowra 1938, W. Jaeger 1948, R. Renchan 1982, A. Santoni 1993, W. Furley and J.
Bremer (vol. 1) 262-266; (vol. 2); A. Ford forthcoming.

3% On this point, see especially D. Wormell 1935,

370 Athenaeus 15. 696a-697b = PMG 842. Also quoted in Diogenes Laertius (V. 7) and found in the
papyrus of Didymus commentary to Demosthenes (10. 32 ff.).

"' For an ancient account of Hermias’ death in Didymus: Callisthenes’ encomion to Hermias and
Theocritus’ epigram against Aristotle, with D. Runia 1986. For various descriptions of the political
setting in which Aristotle’s poem was composed, see C. Bowra 1938, W. Jaeger 1948, I. Diiring 1957, R.
Renchan 1982, W. Furley and J. Bremer 2001, (vol.1), 263-4.
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religious hymn and the philosopher was accused of impiety on account of his poetic
composition:

T00TOV AexBEViov O Anudkpirog €om’ "OALG UMV Kol TO VIO TOV
molvpobectdtov ypooev Apiototédovg €ic Epuelav 10v’ Atapvéa ov moldy
€0TLY, G O TNV TG AoePelag KaTO TOV GLAOGOPOV YPUOTV OTEVEYKOYCUEVOS
Anuootiog e€€dwke Tapaokevocsbelg v Evpuuédovtoc, mg aoeBovvtog Kot
ddovvTtog €v 101 cuoottiolg oonuepot €i¢  Epuetav mowava. 0Tt 8€ moLovog
ovdepiav Eudacty TopEyel 10 oo OGALG TV okoAlmv v Tt Kol aTtd £180¢
€0ty €€ VTG g AEEEMG HavEPOV VULV TOHOW*
A) "Apeta moAvHoYOe Yével Bpoteim,
onpapo KGAALoTOV Bloot,
00¢ TEPL, TOPOEVE, LOPDHAG
Kol Bovelv {nlmtog €v ‘EALAGSL moTHOg
KO TOVOLE TANVOL LOAEPOVE GKAUAVTOG 5
Tol0V €nL dpEva BAAAELG
KOPTOV 160.00vOTOV XpUoOD T€ KPELGCM
KOL YOVE®V LOAOKOVYNTOLO 0 VITtvov.
(B)  ogev &' €vekev ko> 0 d10¢
‘HpoxAng Andag te kovpot 10
TOAL' OVETAOGOY €V €PYOLG
oov [ Jémovteg dvvauvi:
001G T€ TOB01g "AYAes Al-
ag T "Aidao dopovg nABov:
00,¢ &' €vexev dLtAlov Lopdag "ATopvEOG 15
EVTIPOHog AEALOV YNPWGEV OVYAG.
(A)  tovyap doldyog €pyorg,
a0dvatov € pv avEncovotl Movoort,
Mvapoocvvag 6vyatpeg, At-
0¢ Eeviov o€Pag avEOV- 20
oot drilag te Yépog BePatiov.

When these [skolia] had been recited, Democritus said: “what’s more, the poem
written by the erudite Aristotle in honour of Hermias of Atarnea is not a paean,
as opposed to what Demophilus says, - the man who, prepared by Eurymedon,
had carried the accusation of impiety against the philosopher, on the grounds
that Aristotle was showing impiety by singing his pacan to Hermias every day
in the syssities. But that the song does not show any mark of a paean, but is a
unique form of skolion, I will make clear to you by the diction of the poem.
Virtue, who bring many toils to the mortal race, most beautiful thing to
be hunted in one’s life, it is for the sake of your beauty, maiden, that
even death, and the bearing of cruel and indefatigable pains, is an
enviable lot in Greece: so great is the fruit that you put in people’s heart
to make it equal to an immortal’s, and better than gold, and parents, and
sweet-eyed sleep. For your sake, even the divine Heracles and the sons
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of Leda suffered many things in their deeds, [acknowledging]’’* your

power; because of their desire for you, Achilles and Ajax went to the
dwellings of Hades. For your dear beauty, the nursling of Atarnaeus
bereaved his eyes from the light of the sun. So he is celebrated in song
for his deeds, and the Muses will foster him as an immortal, the
daughters of Mnemosyne while fostering the majesty of Zeus of
Hospitality, and the part of honour of our strong friendship.”

The generic criterion that Aristotle’s accuser Demophilus uses to condemn the

philosopher is the inappropriateness, even the impiousness, of singing a paean to a man

(as opposed to a god);””

what Democritus points out in defense of Aristotle is the fact
that the paean does not have paeanic markers, but constitutes a unique example of
skolion. R. Renehan’s verdict on Demophilus’ accusation is as clear a statement as it

4 .
»57% This however

gets: “whatever the specific genre, the charge is an obvious sham.
does not allow solving the main question: “the problem of the poetic genre to which the
composition belongs remains a real difficulty.”

Rather than trying to provide yet again another solution to determine what genre
the poem “belongs to”, I propose to present how the text precisely explores the limits of
the different genres and contexts of performance, including the performance of a
sympotic song, to promote its own purpose (celebrating the memory of a friend). My

goal is thus to show how the symposium is used partly as an imagined context of

performance and reception (through the use of some sympotic fopoi)’” as a way of

7 1 am not translating any of the proposed reconstructions for this participle, cav [, . Jénovtec, or
avayopevovieg or aypevovieg, but ‘filling in’ the meaning. Christian Wildberg suggested to me
BAremdvteg = beholding the power of virtue, which makes a lot of sense in the context.

>3 Paeans sung to dead men were attested already in the late fifth century: paean to Lysander: Plutarch
Life of Lysander 18. 5 (quoting Duris, FGRH 76 F 71) = PMG 867.

7 R. Renchan 1982, 254.

"> The symposium becomes a function of the text. Both Philoxenus’ and Aristotle’s poems defy any
strict generic categorization in terms of form, style or theme: different generic moments are embedded in
the poem and the use of a narrative framework suggesting a specific context of performance (an elite
symposium) only stages the question of the poem’s own performance. Thus the generic uncertainty that
we attribute to our lack of access to the texts is a function of the text itself.
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constructing its own audience, and reception. This approach is in a way close to
Renehan’s. After summing up the various critical positions taken in the past by scholars
from Grote to Diiring, the critic notes:>"®

here surely, in this very diversity of opinion, lies the solution. Scholars, in

ancient times and modern, have failed to agree on the genre of the poem

precisely because it cannot be put into any single category without Procrustean

measures. It is untypical, even as is its immediate occasion.
Let us turn to the poem again. It is an astrophic composition in dactylo-epitrites with a
circular structure: the A section is the invocatio to Virtue, and a glorification of her
power. The B part describes the power that Virtue bestows on those who possess her,
and proceeds to naming mythological exempla. The last part is a glorification of the
addressee of the poem, Hermias, and of the poet himself and his power of
immortalization.

What I would like to underline is how Aristotle uses the fictional framework of
a sympotic aristocratic gathering to achieve his purpose. The dynamic of the song
resides in the idea of performance among a small group of same-minded participants,
but the performance of the song itself does not have any social function. This idea of
genre, as not connected to performance, but with the idea of performance “framing” the
reception of the poem, shows Aristotle in the role of one of a number of fourth-century
poets we have seen who anticipate the aesthetic of the first Hellenistic poets.

On the one hand, the poem uses some keywords of the archaic aristocratic
symposium. The mention of the piety of Zeus of hospitality in the last lines (Aiog

Eeviov o€Pag, 19-20), and of the part of honour of secure friendship (¢1Alag yépag

BePaiov) signs off the text with typical archaic aristocratic values. The mention of

576 R. Renehan 1982, 256.
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these elements aims at reinforcing the social and ethical link between the guests. They
are also found in the priamel (5-8), which presents the same values as described by the
skolion quoted above: Aristotle uses the foils of gold, parents and sleep to underline the
value of Arete. Bowra has already showed the structural, metric, and lexical parallels
between Aristotle and Ariphron, but the differences (underlined by Renehan) between
the two compositions are more telling than the parallels, as they underline how
Aristotle refers to more archaic sets of value. They are all meant to reinforce the social,
ethical and political cohesion between guests: whereas Ariphron presents wealth,
Aristotle uses gold, the most symbolic kind of riches, the metal associated with kings,
gods, and aristocrats. In the same way, while Ariphron describes the pleasure brought
by children, Aristotle mentions texéwv (parents).”’” Finally, while Ariphron suggests
the hidden pleasures of Aphrodite in the longest colon of the text, Aristotle soberly
refers to “soft-eyed sleep” — not so much the joys of Aphrodite as well-deserved rest.””

But rather than subscribing to an aristocratic ideology and trying to revive a
certain genre, Aristotle, I suggest, uses the form to create the illusion of a performance
context. This is also suggested by the use of deictics and the anaphoric forms co¢ népt,
3, 060 8’ €vekev, 9, colg te ndboig, 13, cag & €vekev, 15. The poem presents itself
as meant for a private setting, and the “nursling of Atarnae” is a riddling way of

naming Hermias, meant to be understood only by the happy few.

77 On this passage, see R. Renehan 1982, 261-2. Two interpretations are possible, the narrow one of
parents, and the larger one of “noble ancestry,” of which “Wilamowitz, Smyth, Jaeger, Wormell, Diehl-
Beutler all approve.” Renchan argues for parents, on the force of the parallel with Odyssey 9.34-35 (dg
008&v yAUklov Tig matpidog o0de toxnwv yiyvetol) and Pindar Isthmian 1.5 (11 diltepov kedvadv
ToKEWY Gy0001g;)

% See R. Renehan 1982, 262-3. The interpretation of sleep as rest does not contradict the initial
statement about the erotic overtones of the poem: while eros is not present in the mention of sleep, it is
the underlying thematic motif used in the myth. For it is literally for the sake of a couple of shapely
maidens (Helen and Briseis) that so many Homeric heroes died.
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The poem mixes several forms used in performances at a symposium: it mixes
both what is typical of sympotic elegies, and a type of discourse that is reminiscent of
epinician poetry. The problematic 6Mpaopo kdAAiotov Bilw (most beautiful object of
hunt in one’s life) for example can be understood in parallel with motifs of erotic hunt
(this is what the parallel with Ariphron suggests, where he uses ~Adpoditog
Bnpevovte), itself an aristocratic image.””” Moreover, the whole poem can be read as a
sort of riddle, developing the idea contained in the initial address and
anthropomorphization of Virtue. The quest and desire for a maiden for the sake of
whom heroes died is an allegory not only for virtue, but for what the myth-section
develops: Virtue is a sort of Helen, a beautiful maiden who sows desires in men’s heart,
and lead them to their death.”®

With its address first to an abstraction, the poem is also reminiscent of the
invocations to abstractions by which some of the Pindaric epinicia start: this is the case
of Nemean 7 (appeal to Eleithuia), Olympian 14 (appeal to the Charites), but especially
of appeals to Tycha (in Olympian 12), Hesychia (in Pythian 8), and Theia (in Isthmian
5).>%! After the invocation, the poem develops a myth (with the mention of Heracles,
the Dioscuri, Achilles and Ajax), in a very elusive way. The vocabulary, which
Renehan qualifies as “dithyrambic,” indeed contains some Pindaric and Bacchylidean
expressions, but they are all also found in epinicia: some are transformation of tragic

diction use in a new way (like ToAvuoyOe, taken in its active sense, that causes pain,

" The motive of the object of love being hunted appears in Ibycus. It also perhaps appears in
aypevovieg, depending on the reading, and is typical of amatory poetry performed at symposia (as
shows the use of the motive of Eros-hunter in Plato’s Symposium); it is also an answer to the “ti
kalliston” game, played at symposia.

% This is not the first time that Virtue is anthropomorphized; already in a passage of the Works and
Days. Renehan however notes how irrelevant it is to refer to the passage of Prodicus referring to virtue.
*1'W. Furley and J. Bremer 2001 (vol.1), 265.
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while it usually has a passive meaning, that endures pain),”® some are epic (like &nt
opéva BaAlerg; in Homer’s texts, the formula ov &' €vi ¢opect BdAleo ofjol means

583

“throw in your heart”, that is, “listen to me, I’'m telling you.”),” again tweaked in a

new way. The expression ‘nursling of Atarnaeus’ in particular (in parallel with ‘Ajax,

nursling of Salamis’) functions as a name-cap in an epinicion.”®

Finally, the
celebration of the poet’s skills in the last lines strenghthens the ties with epinician
poetry: what the poet does, thanks to the support of the Muses (Movcot, Mvapocivag
Bvyotpeg) is to make Hermias famous in song (Goidiuoc) by the celebration of his

deeds (€pyotrc). In a way, Aristotle’s song is the last epinician of the classical age, and

it presents itself as such by playing with the motifs of the symposium.

Conclusion — and coda — to section 4

Aristotle’s song thus straddles different poetic forms — hymn, sympotic paean,
skolion, epinicion — that all have in common to be performed in private settings. With
this mixture of features, Aristotle explores the limits of genre boundaries. It is only the
aristocratic gathering at which these song types were performed that brings unity to the
poem, and that offers the background on which to understand the intent of Aristotle’s
piece: Athenaeus tells us that the song was sung everyday at the common meal, and it

is, I propose, the memory of the archaic or early-Classical aristocratic symposium,

82 rondpoyBoc. The adjective is typical of tragic diction and usually has a passive meaning (= who
suffers many pains of Euripides in particular: Hecuba 95, Electra 1330, Hercules 1197, Phoenissae 784,
800, Iphigenia in Aulis 1330 (twice), fr. 916, fr. 645. Only once in Sophocles, Oedipus at Colonus, 165.
8 gAho 8¢ o1 £pEm, oL &' EVI dpect PAAAeo ofiot is a formula used17 times (20 if we include variants
and uncertain lines) in hexametric poetry (including the Hymns).

¥ Aristotle both insists on the Greekness of his friend (often accused of being a slave of foreign origin)
and on his being a hero. (On which, see R. Renehan 1982, 266).
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where the performance of poetry had a social function, that explains the purpose and
form of Aristotle’s strange poem.

There is one more parallel with another poetic genre, which has, to the best of
my knowledge, never been underlined by commentators and which sheds light on the
form of the poem and some of the issues associated with it: that genre is that of
funerary epigrams.”® First, as a quick survey of Hansen’s Carmina Epigraphica
Graeca reveals, the fourth century, apetn is the one word that comes back most often
in funerary inscriptions.”®® As C. Tsagalis has most recently shown in a thorough
monograph,”™’

Both apet) and cwdppocsvn belong to a system or canon of virtues, which had

been consided of cardinal importance since the archaic period. In late archaic

and during a significant part of the classical period, apet and cwopocvvn were
basically deemed civic virtues pertaining to an aristocratic Weltanschauung.

(...) Sheltered under the umbrella of pecotng, petprdotmg and koourdng, the

old-time virtues of apet and cwopocivny began to be reinterpreted in fourth-

century Athens, in an attempt to obliterate dangerous excessiveness leading to
pride and arrogance.

Understanding the way these values are used in fourth-century Attic grave

epigrams is of paramount importance for interpreting both their typology and

function.

The main evolution in the meaning of dpet and cowdopocvvn, as Tsagalis reads it from

the evidence provided by Attic grave epigrams, is a

% Despite the similarities that I point out, the main difference is the meter, the (stichic) elegiac distich,
and the lyric meter of Aristotle’s poem. On epigrams and the difference in meters, see M. Fantuzzi in M.
Fantuzzi and R. Hunter 2004, 18-21. As G. Robertson 1997 remarks, in funerary epigrams, there is no
statement that the dead man gave his life for the city. They celebrate individual prowess and the survival
of memory.

3% The noun appears over 50 times in CEG (2), 32 times in the Attic epigrams. For a list of all the
instances, see C. Tsagalis 2007, 135. Also, 135: “[The use of apetn and cwdpoovvn] within a funerary
context is already known from the fifth century, where the relevant number are 6 and 2 respectively. This
significant different regarding the frequency by which these two principal virtues are attested in grave
epigrams of the 5™ and 4™ centuries in Attica clearly reveals their increasing importance for fourth-
century Athenian society.”

¥7 C. Tsagalis 2007, 135-136, 137.
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re-channeling of interest from the field of civic activity to that of family-
oriented interest. In this light, old-time aristocratic virtues, such as apet and
cwdpoovvn, were transformed into an incipient ‘privatized-world’, for which
fourth-century Athens provided the necessary seedbed.
This might already shed some light on the “horizon of expectation” created by the
funerary epigrams that were part of the mental landscape of fourth-century Athenians
and on the context in which Aristotle’s apet could be received.

In addition to using a theme predominant in funerary epigrams, Aristotle uses
not only some diction frequent in epigrams, but also the same kind of imagery. This is
the case with apetng €vexev, which Aristotle uses in anaphoric form (9 and 15), and
which appears, for instance, in CEG 645 (a marble stele, perhaps from the end of the
fourth century, now in Thessaly):

ofg apethg uvnuela, Tehevtio, £vOdde dpovpol

OTNOOV AToPOIUEVDL LvTiuo, T8 aBdvoTov:

€10’ gpetng €vekev BvnTodV OLKTELPE TV~ ALdNG,
oV TV £EEMmeV 0€YYoc 08 NeALoV.

It is as a memorial of your virtue, Teleutia, that guardians have set here, for the
deceased, this immortal memory: if Ades took pity on any of the mortals on
account of their virtue, the light of the sun would have not have left you.
In addition to the motif of apetm, mentioned twice in four lines, and the reference to the
issue of memory (twice also, uvnuo and pvnueto, a term to which Tsagalis devotes
several pages),”*® Aristotle uses the very two forms of poetic imagery recurrently
employed in funerary epigrams (and of which one is illustrated in the poem quoted

above): the light of life and the chambers of Persephone.”®” The first image appears in

15-16: 00 & €vexev O1ALOL LOPOAG ATopvEo/ EVIpodhog BEAOV YNPWOGEV 0VYAG and

¥ C. Tsagalis 2007, 150-158; Tsagalis underlines the difference between the two terms, 151: “the use
only of uvnuelov and not uvipa for dpetn and cwopoovvn is a covert indication of the new function of
these virtues. The uvnuo in the archaic and early (fifth-century) classical period expressed the passage
from the ofjpua (mound) to the memorial safe-guarding the survival of the deceased’s memory.”

> On the poetic imagery of the fourth-century epigrams, see C. Tsagalis 2007, 63-134.
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constitutes a variation on the Aimov nAlov avydg (itself, according to Tsagalis, an
expression not attested before the 4 century BCE, but used in CEG 590). To the
metaphoric expression of “leaving the rays of the sun,” Aristotle adds an emotional
dimension, inkeeping with the depiction of virtue as a maiden with whom mortals fall
in love: on account of virtue, Hermias “widows” the rays of the sun of his presence.
Moreover, the expression suggests that it is the rays of the sun themselves that go
through the feeling of loss, rather than Hermias.

The second poetic image recurring in fourth-century funerary inscriptions is that
of the Chamber of Persephone (DPepoeddvng Odrapog), which according to Tsagalis,
“is not used before the 4™ century and seems to have replaced expressions such as
S@duo or dopata’ Atdao/” Atdov.”” The use of the possibly “older” formulation might
lessen the parallel I am aiming to establish between the conventions of funerary
epigrams and Aristotle’s poem. But a remark of Tsagalis commenting on CEG 489
might justify why Aristotle shuns from using this expression. Reading into the tradition
of the expression “chambers of Persephone,” Tsagalis notes:

For females, the use of the expression Ilepoedovng Odrapog would have been

of special value, for it would have helped the reader of the inscription visualize,

on the one hand, the (bridal) chamber a married woman possessed when she
was alive, and on the other hand, the new, dark and gloomy, abode she dwells
in after her death.
This gives an idea of why Aristotle would not use the expression: the eroticism of the
bridal chamber of a female deity clashes against the network of (eroticized) images of

Virtue that Aristotle has constructed from the start of the poem. The only maiden is

Areté and desire crystallizes around her figure.

3% C. Tsagalis 2007, 91.
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The last aspect on which Tsagalis focuses in his study of epigrams is the
poetique technique of the artists. Under this large category, he examines how, between
the two extremes of the non-literary epigrams and the sophisticated Hellenistic book-
epigram, “there is a transitional period during which epigrams begin to show features
of subliterariness, of increasing concern with matters that we traditionally connect with
the existence of a personal epigrammatist.” This last aspect of the problem is also
connected to the issue of the context in which the inscription will be received, and of
the relationship between written form and oral reconstruction (by means of deictics,
address to the passer-by, etc.), and will be better examining in the following chapter,

devoted to the lyric inscriptions of the fourth century.
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Chapter 6 — Cult songs: a canon set in stone?

This last chapter is a more shadowy counterpart to chapter 4. While chapter 4
focused on a “minor” (according to Slater) part of festivals, the (mostly Attic) theatrical
lyric, the following pages concentrate on the other lyric performances at festivals: the
hymns, prosodia, paeans, partheneia, (and perhaps dithyrambs) performed at public
festivals, all over the Greek world, and not only on the stage. In terms of the number of
lines preserved, it is this kind of hymnic poetry, and most specifically the paean, that is
the most well-represented in the late-Classical period: about 300 lines (or 10 texts)
have survived. But as opposed to the material analyzed in chapter 4, which was mainly
transmitted by literary means, these songs have come down to us either on inscriptions
only (7), or on inscription and literary quotations (3).”"

Most surveys of these songs, discovered and edited at the end of the nineteenth
and the beginning of the twentieth century, have focused on questions of genre (more
specifically, because of the nature of the evidence, on the evolution of the paean

genre).””?

Most often, because of this focus on genre theory, the reading of the texts is
informed by assumptions about literary and cultural history: with the exception of Ian
Rutherford, scholars usually read the paeans of the fourth century assuming that these

texts were isolated lyric specimens in times when communal performance of song-and-

dance had disappeared, and when poetic talent had gone somewhere else, to the most

1 In this count I have only included songs for which a fourth-century date is attested, not including the
hymns for which a fourth-century date is possible.

%92 The first one was A. Fairbanks 1900. A long time elapsed before other surveys, but the past 15 years
have seen a burst of interest in the paean genre: three book-length surveys have appeared, by Lutz
Kippel in 1992, Stephan Schroder in 1999, and most importantly lan Rutherford in 2001. In addition to
these books, (and the two volumes of Greek Hymns by Furley and Bremer), two recent articles focus on
the issue of genre and its understanding, by M. Depew in 2000 in her edited volume Matrices of Genre,
and A. Ford, the “genre of genre” in 2006.
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popular and spectacular genres of dithyramb and nome performed on the theatre
stage.”” This reading is, again, principally inherited from a passage of Plato’s Laws,
which states the decline of mousiké and generic contamination, over time, between

. . . 4
genres which existed in pure form before:*”

[700b] nal T nv etéog ®Ofg evyal mog Beobg, Ovopa d& Huvo
EMERAAODVTO: %0l TOVT( O1) TO EvavTiov Nv QOf)g ETeQOV etéog--@gnvovg 0¢
ug av owrovg udoto ENANETEV--ROL nocwoveg £TEQOV, %Al GALNO, AlOVIGOU
yéveols owpat, d0oapBog Aeyouevog. vopuovs te avtdo todto Todvopo
gnarovv, QONV (g Tva £TéQav: €méleyov Of xBaQEOKOUES. TOUTMV O
8Lararayp£vow 7ol GAAOV  TiVOV, ol SEY]V aArho  [700c] eigc  dAho
ratayfiobon péhoug 8L60g (...) [700d] »ai pm) ToApdyv notvewy oo Bogivfou:
HETA O¢ TODTA, TQEOL'OVIOS TOL YEOVOU, AQYOVIES WEV THS OUOVOOV
TOQAVOLUOLG rcovr]m‘t gylyvovto ¢pUoeL puev momTirol, Ayvmuoves 0€ meQL TO
dlrouwov thig Motong »al o voppov, Paxyevovreg rot paAhov Tod d€ovtog
roteyopevol V' NOOVHG, reQavvLvTeg 0€ BONVOUS Te VUVOLS %Ol TTOwVOg
oBvpdapPols, xai avimdiag o1 talg xBaEwAloLg HOVUEVOL, ROl TAVTOL €IG
AvVTa ovvayovteg, [700e] povowrijc drovteg VT dvolog notapeudouevol
wg 0000TNTOL PEV OVH €xoL oVd' TMvtvodv povowt), MOovi) 0¢ Tf) TOo
yaipovtog, elte Peltiov eite xelpwv Av gin tig, xpivorto 6pHoTATA.

[700b] one class of song was that of prayers to the gods, which bore the name of
“hymns”; contrasted with this was another class, best called “dirges”; “paeans”
formed another; and yet another was the “dithyramb,” named, I fancy, after
Dionysus. “Nomes” also were so called as being a distinct class of song; and
these were further described as “citharoedic nomes.” So these and other kinds
being classified and fixed, it was forbidden to set one kind of words to a different
class of tune. [...] [700d] In the matter of music the populace willingly submitted
to orderly control and abstained from outrageously judging by clamor; but later
on, with the progress of time, there arose as leaders of unmusical illegality poets
who, though by nature poetical, were ignorant of what was just and lawful in
music; and they, being frenzied and unduly possessed by a spirit of pleasure,
mixed dirges with hymns and paeans with dithyrambs, and imitated flute-tunes
with harp-tunes, and blended every kind of music with every other; [700e] and
thus, through their folly, they unwittingly bore false witness against music, as a
thing without any standard of correctness, of which the best criterion is the
pleasure of the auditor, be he a good man or a bad. [trad. R.G. Bury]

Building on what I have presented in the previous chapters, I would like to start from

the texts and examine how they use the traditional rhetoric of the genre to negotiate

% Genre-theory, ultimately, is too often a tool to explain the poetic inferiority of the fourth-century texts
by contrast with the archaic and early-classical model.
9% Plato, Laws 700 a-d.
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changes in the social and religious context of the fourth century, and how they give us
access to aspects of late-classical poetic culture. In an attempt at situating these poems
in the lyric panorama, I will propose that, rather than seeing them as the poor ugly and
artless cousins of the “book-paeans” of Pindar or Callimachus’ Hymmns, or as un-
innovative specimens reproducing the same basic pattern over time in an age where
paean singing was devoid of any social meaning,’”> we should consider them as
resourceful creations, informing us about the “lyric consciousness” of some lesser

596

known poets:” they show us how cultural and literary evolution are entertwined, and

how something like a “New Paean” can exist as a parallel to the “New Dithyramb.”*"’

Before examining specific cases of surviving poems, three remarks are
necessary. The first one concerns the status of our sources. I qualified this chapter by
“shadowy” by reference to chapter 4 devoted to theatre performances, on which most
of the spotlight is directed. But it is simply not true that, in the fourth century, the
composition of cult poetry (hymns, paeans, prosodia...) was only the province of minor

authors, while the most famous and successful artists composed for the more popular

3% This is the view held by J. Haldane 1977, quoted by W. Furley and J. Bremer (from the manuscript
entrusted to the two authors by Prof. Colin Austin, 2000, from the late Joan Haldane’s papers). “We find
that the Uuvog, despite all the vicissitudes of literary fashion and religious thought which it undergoes in
the course of its long history, maintains a remarkable consistency from age to age. The same basic
pattern, the same formulas, even long after their original meaning has been forgotten, and the same time-
honoured myths are repeated down the centuries as long as the Olympian religion survives.”

% A close analysis of the texts allows revising a statement like Képpel’s: “Es ist jene Art von Texten,
die im Gegensatz zu Werken der hohen Literatur, wie wir sie in den beiden vorangegangenen
Interpretationen vorgestellt haben, als kunstlose Gebrauchstexte fiir jedermanns einfache Bediirfnisse in
bestimmten Situationen des profanen oder religiosen Lebes Verwendung fanden” (L. Képpel 1992, 189).
7 The idea of a ‘New Paean,” absent for example from E. Csapo’s and M. Miller’s figure listing the
“innovation in and transformation of genres and styles,” (in E. Csapo and M. Miller 1998) has not been
explored, except for I. Rutherford’s analysis of lon’s paean in Euripide’s lon (I. Rutherford 1995). It is
however what a forthcoming paper of M. Fantuzzi (devoted to ‘New’ paeans for ‘New’ gods) explores. 1
thank him very warmly for sharing his paper with me before publication.
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(and commercial) genres of dithyramb and nomes. For the most famous ‘“New
Musicians” are recorded as having composed hymnic poetry, commissioned by a city
or a community. These poems have unfortunately not survived, but some testimonies
give us a good idea of the variety of activities of the most famous poets. This is the
case of Timotheus for example, recorded by the Hellenistic poet Alexander of Aetolia
in an elegy entitled the Muses.””® Our source for the passage, Macrobius, reports how
the poeta egregius Alexander described the enthusiasm with which the Ephesians
ensured that the most talented poets of the day (qui tunc erant poetae ingeniosissimi)
composed various songs in honour of the goddess Diana (in deam carmina diversa
compenerent), on the occasion of the dedication of the temple. Alexander celebrated in
particular Timotheus’ poetic skill:
OAN Oye mevBouevog mayyv I'poatkolot perechor
TodOeov xk100png 1duova Kot LEAE®Y
VWOV Oepcdvdpou KAVTOV IVEGEV OVEPO, GLYA®V
XPLOEL®Y 1lEPNV N TOTE YLALADO

vuvicat Tayxénv T Qmiv PATELpOV 61GTOV 5
N7 emt Keyypeim tipov otkov €xet,

et mox
unde Beng mpoiinn Antwidog dxiea €pya.

but [the people of Ephesus] hearing that among the Greeks Timotheus,
son of Thersander, was regarded for his skill on the cithara and in songs,
asked the famous man to sing in return for golden shekels, the sacred
millennium and Opis [Diana] of the swift arrows who gloriously
inhabits Kenchreios

and a few lines later:
and not leave the deeds of Leto’s divine daughter be unglorious.

% Macrobius, Saturnalia 5.22.4 s = PMG 778. (Also CA, 124-125).
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It has been suggested that the poem in question was Timotheus’ Artemis, in particular
on the basis of a line quoted by Cinesias referring to that song, and which suggests the
oriental connotations of the Artemis described, appropriate for the Ephesian goddess.™”
In the same way, a note of Pausanias that accompanies his description of the
statue of Pronomus in Thebes tells us how the famous New Musician also composed
religious songs:600
avdplag 1€ €ott [Ipovopov avopog CVANCOVTOG E€MOYWYOTOTO £€G TOVG

noALoVG. (...) kol ol kal doua nemonuévoy €ott [[ ¢ ]] mpocsddiov €v Afjdov
tolc e Evpinm XoAkidevot.

There is also the statue of the Pronomus whose pipe-playing was mesmerizing
for the crowd. (...) and he even composed a song, a processional hymn
(prosodion) to Delos for the Chalcidians on the Euripus.

Nothing else is known of this prosodion, but the fact that the procession’s destination
was Delos suggests that Pronomus’ song, commissioned by the Chalcidians (toig €’
Evpine Xarkidedor), worshipped Apollo or Artemis.*”’

A last anecdote again attests that the most en vogue artists did not limit
themselves to the theatrical genres but composed religious songs. The story stages the
tyrant of Sicily, Dionysius I, famous for surrounding himself with the most famous

60.

artists of his time and for his literary aspirations,””> and Democles, a flatterer of

Dionysius, accused of having injured the general interests of the tyrant. The latter’s

%% On the passage: see G. F. Brussich 1990, who fixes the composition of the Artemis to the period 399-
390 (after Timotheus’ stay at the court of Archelaus, who died in 399, and before Cinesias’ death in
390), more precisely 395 BC. Also J. Hordern 2002, 101-104 (who discusses the textual problem line 4
(tepnv ... y1\dda)). It is interesting to observe that Alexander underlines the lavishness of the
Ephesians, who paid golden shekels to have a magnificent celebration of their goddess. Is is an indication
of how exhorbitant a price the Ephesians paid to secure a first-class talent?

% pausanias 9. 12. 5-6 = PMG 767.

1 About Delos songs, see W. Furley and J. Bremer 2001 (vol.1), 138-158. Also, on the theoriai at
Delos, see 1. Rutherford 2004.

692 Athenaeus 6. 250c = Edelstein and Edelstein T. 603. The source is Timaeus, in his twenty-second
book of his histories (FGrH 566 F 32). For Dionysius’ love of poetry, see chapter 3.
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reply to the ruler proves both the liveliness of music-related questions and of the status
of novel literary compositions:

0$0dp0. 10V ALovuclov 0pYLeBEVTOg €dnoey (...), OTL LETA TO SEITVOV EKELVOL
puev tov dpuviyov kal Xtnotyopov, £t 6 [Tivddpov Taldvemv TdV vOuTOV
Tvag avelinodteg Mdov, o0TOC 8¢ petd 1@V Boviouévev tovg VIO TOV
ALOVUGLOV  TETOINUEVOVS SLEMEPOUIVETO. KOL TOVTOV GOOT TOV EAEYYOV
TOPEEELY ENMNYYELAOTO® TOVG UEV YOP QVTOV KOTNYOPOULS OVOE TOV GPLOUOV
TOV Goudtov  KoTéEYELY, 00T0¢ &' £rouo¢ €lvol TovTog £0eENg ddeuy.
MEavtog de g OpyNG T0V Alovuciov TaAly 0 AnpokAng €om: "yoapioato &' dv
pot 1T, Aloviole, KEAEVLGOG TWL TOV EMIOTOUEVOV  ddGEQL  UE  TOV
TETOINUEVOV €1¢ TOV AGKANTLOV TOLOVO” GKOV® YOP CE TEMPOYUOTEVGOOL
TEPL TOVTOV."

that differences had arisen between himself and his colleagues, because after
supper they took a paean of Phrynichus or Stesichorus, and some of them took
one of Pindar’s and sang it; but he, with those who agreed with him, went
entirely through those [paeans] which had been composed by Dionysius
himself. And he undertook to bring forward undeniable proof of this assertion.
For that his accusers were not acquainted even with the number of his songs,
but that he on the contrary was ready to sing them all through in order. And so,
when Dionysius was pacified, Democles continued, and said, “But you would
do me a great favour, O Dionysius, if you were to order any one of those who
knows it to teach me the paean that you composed in honour of Asclepius; for I
hear that you have taken great pains with that.”

The anecdote captures two interesting aspects: first, it confirms that an important
distinction was felt between the old generation (Phrynichus, Stesichorus, and Pindar)
and the Nouvelle Vague, represented by Dionysius, an aspiring “New Musician”;
secondly, it shows that a man who was flattering himself for his modernity composed
not only the dramatic, dithyrambic music en vogue in the fourth century, but also cultic
poetry (with a song itself concerned with religious innovation: a paean to Asclepius).
That said, if these anecdotes attest of the composition of hymns and paeans by
famous fourth-century poets, the majority of extant hymns and paeans was composed
by artists of much lesser repute, even in ancient times. A passage of Aristoxenus’ Life

of Telestes (paraphrased in Apollonius’ Marvellous Stories) attests to the composition
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of healing paeans in Italy at the time of Telestes, by “many writers” whose identity,
even in antiquity was not recorded:*”

. onep &v Ttadla cuvekvpnoey, IO TOV AVTOV KOLPOV YiyvesOol Taon, v
&v elval kol 10 TEPL TOGC YULVOIKOC YEVOUEVOV GTOmMOV: £KOTAGELS Yap
ylyveoBot tolo0tog, MoTeE €vioTte KOOMUEVAG KOl SEIMVOVGOG 1OG KOAOVVTOG
TLVOG VIOKOVELY, €110 KNGV GKATAGYETOVC YIVOUEVAG KOl TPEYELY €KTOG
™™g TOAEMG. HOVTIELOUEVOLS O€ Tolg AoKpolc Kot Pnylvolg meplt g
omoAlayng TV mabovg e€imelv tov  Oedv, mOLOvVOG GOELV  €apLvovg
[dwdexatnc] nuépag &". 00ev moAlovg yevécsBal molovoypddove €V TH|
TtoAlg.

When [Telestes] was visiting Italy, strange things were happening, among
which one concerned the women: they were the object of such ecstatic fits that
sometimes when they were sitting at the dinner table they would seem to hear
somebody calling them, and would uncontrollably jump to their feet to run
outside the city. When the Locrians and the Rhegians consulted an oracle and
asked about the way to get rid of the condition, the god responded than they
should sing [twelve] spring paeans for 60 days. This is why there were many
paean writers in Italy.

Again, whether or not the anecdote is historical, whether or not the women were really
object of ecstatic fits does not matter as much as the fact that Aristoxenus needed to
state and explain the fact that there were many paean-writers in Italy at the time of
Telestes’ visit.”* This is a particularly important piece of evidence, since it is a lot
more difficult to find testimonies for compositions by poets whose poetry were not as
widely publicized as those of the (scandalous or beloved) New Musicians.*”

This brings me to the second remark: most of the fourth-century hymns that

have survived are only known from epigraphic sources and are not attested anywhere

693 Apollonius, Historia Mirabilis 40 (O. Keller 1877, 53) = test. 5 in D. Campbell 1993. Aristoxenus: fr.
117 W.

%4 1t is not clear whether there is a difference between these poets called motavéypodot, and the
dithyrambic poets called ditBvpappororot or peronotot.

595 Two more points are important: first, the fact that the frenzy is gendered. It is women, in typical
maenadic fashion, who are victims of the fits. This is linked to the second fact, the cure ordered
contributes to reinforcing the opposition between orderly Apollinian paean and frentic Dionysiac
dithyramb. Finally, it also allows presenting the paean-writers in the role of singers-healers.
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else. Their author is unknown, and the texts are not part of the canon: they are not
anthologized, not quoted as examples, not taken into consideration by literary history.
This, however, does not mean that they were not popular: most remarkably, an
anonymous paean to Asclepius, first inscribed in 380/360 BC, was recorded in four
different places of the Greco-Roman world over 600 years and attests again of the
continuity of some practices. Again, as seen in the previous chapter, Ariphron’s hymn
to Hygia was also “on everyone’s mouth” and recorded on stone.®”® This gives us very
interesting insights into what was deemed worth recording, what was known and in
circulation, and how it compares to the “literary” canon; moreover, it gives us a fresh
look not only on individual poets, but also on the specific way otherwise unknown
authors participate in the continuation, and constant reshaping, of a genre.

Finally, and in connection with this last point, the epigraphic hymns and paeans
of the fourth century offer an interesting comparative case with both archaic and
Hellenistic poems: while most archaic hymns are anonymous, were mostly transmitted
orally and only occasionally inscribed, most of these surviving fourth-century
composition are inscribed, associated with the name of their composer and integrate
reflections upon the convention of written poetry. At the same time, they occupy a
middle ground in the study of “book poetry,” since they are written on stone and not on
a media meant for circulation.®”’ The relationship between poetics of the song and
means of transmission was a question brought up in the previous chapter by Aristotle’s

use of the funerary epigrams’ register in his hymn. One question that the detailed

6% See chapter 5, section 3.
%7 On this issue, see D. Meyer 2005 (especially chapter 1), which focuses on the transition between
stone and book epigram.
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reading of the poems will focus on is that of the song’s engagement with the issue of its
performance and transmission: I will concentrate in particular on the poetic means used

by the texts to negotiate the relationship between oral performance and written form.

1- The new classic: Aristonous

The first texts that I would like to examine are two hymns composed by a poet
from Corinth, Aristonous; the poems were so popular that they owed their author
privileges at Delphi.®” They were inscribed, probably along with other compositions,
on a stone found in the area of the treasury of the Athenians at Delphi. The most
interesting feature of these two poems is their “classicism”: the inscription is dated to
the last part of the fourth century and confirms that new hymns were still composed
and performed for the cult of Hestia, Apollo (and other gods). Both compositions refer
to lyric performance and use motives familiar from archaic lyric.

The hymn to Hestia is a form of do ut des hymn, in dactyloepitrites. The
structure of the song is reminiscent of that of short Homeric Hymns, with an
introduction that invokes the goddess (1-2), a main part presenting her function and

power (2-10), and a conclusion that includes a farewell formula and a prayer (11-17).°%

608 According to the suscriptio (text in CA, 164), Delphi awarded Aristonous and his descendants
privileged rights of access to the Delphic oracle: Aeldot £€dmxov ~Apiotovo[mt, nel | T0VG VUVOLG TOLG
feolc €mo[inoev] avtdL kol £€xyovolg, mpof[eviav], evepyeciov, mpopavieiav, wpo[edpiav],
mpodikiav, AoVAlov moAEUOL [KOl €1]pnvng, GTEAELOV TAvVIOV, KOl €mitiuc]v kobdrep AeAidolg.
“Apyovtog [AaJuoydpeog, Bovievdviwv [Alvidvdpov, Epacinmov, Evapyido. For the date, see M.
Vamvouri-Ruffy 2004, 211-215. In the same way, Philodamus and his brothers are said (in the suscriptio
of the inscription, text in CA, 170) to have received honours upon inscription of their song: . . vtidat
ovtolg kol €k[yovoig] mpo&eviav mpopavieiav mpoedplav mpodik[iov] / [até]ielav €mftin]ov
kaB[dnep Ae]Apoic dpyovtog’ Etupwvdo BouAevoviow ...

599 On the structure of the hymns, see W. Race 1982.
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The song’s main function is to ask the goddess to grant the performers bliss in
exchange for their prayers, a prayer that is expressed with choral imagery:°®'°
"Eotia, 81d0v 6 apoipog

€€ 0GlwV TOALV NUAG 15

OABov €xovtag del Mmapodpovov

audL ooV BuueLay YOpEVELY.

Hestia, and give us in exchange for our prayers, much happiness and to sing and

dance around your sacred glimmering throne.

The hymn seems self-reproducing: the result expected by the performers from
addressing a prayer to Hestia is to be able to sing and dance in honour of the goddess,
as a manifestation of happiness.

Most critics have agreed on the literary merits of the piece on account of, or
despite, its classicizing character.’’’ Indeed, the poem relies mostly on traditional
elements of hymnic diction and structure, like Xalpe, Kpovov 0vyatep, 1 (= Homeric
Hymn to Hestia, 13) and 4180v... €yovtag ... xopevelyv, 14-17, “a common closing

formula of hymns.”*"

Most expressions have parallels not only in lyric but also in
dramatic texts, especially the Delphic plays (Aeschylus’ Eumenides and Euripides’

Ion).°"* Compare for example the description of Hestia’s place in Aristonous,

0 kot OAvurov

619 On the hymn: U. von Wilamowitz 1921, 496-7; J. Powell 1925, 163-4; G. Danielewic 1978, W.
Furley and J. Bremer 2001 (vol. 1) 116-118; (vol. 2) 38-45. (I quote from Furley and Bremer’s text).

11 G. Danielewic 1978 (although he dates the poem from the Alexandrian period): “Aristonoi hymnus,
quem hic explicare mihi proposui, post Callimachi mortem conscriptus, stabilitam etiam tum speciei
litterariae formam testificatur” (55); “Aristonoi hymnus, etsi clarissimis lyricorum operibus impar, koto
koouov certe, ut Graeci dicebant, compositus est; si autem ea quoque, quae ad speciei litterariae
historiam cognoscendam afferat, respexerimus, contemptionem eius haud dubie ponemus” (60). Also the
judgment of W. Furley and J. Bremer 2001.

812W. Furley and J. Bremer 2001, (vol. 2), 44: also with references to Pythian 5. 1 ff. and Olympian 1,
22 for 6ABov €€ ocimv 31800¢.

613 As Furley and Bremer point out, most of the phrases have parallels in the archaic or early-Classical
lyric poets: from wupi pA€yovca, 12-13 (for which parallels from Pindar to Euripides can be found), to
puyodg used of Delphi (uuyov pavtiov, Pindar Pythian 5. 68-9, or poviik@v povxdv Aeschylus
Eumenides 180) and the description of her throne as MmopdBpovov 16-17 (an adjective found in
Aechylus’ Eumenides 806, Mrapobpdvolot Nuévag €n ~ €oydpalg, “on which Aristonous’ expression
seems to be modelled,” W. Furley and J. Bremer 2001, (vol. 2) 45.
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LLYOV yolog LecOUOOAOV OLEL
[TvBlav e dadpvav KaTeEXOLoo,
voov av’ vyirvlov Poifov yopevelg (2-5)

[you] whose realm forever is both Olympos and the omphalos of the earth and
the Delphic laurel tree. You dance in the lofty temple of Phoibus...

with Euripides’ description of the seat of the Delphic oracle in the Jon (461-464):°'

Dopnioc €vBa yog
UEGOUDAAOC £0TLOL

TOPO YOPEVOUEVOL TPLTOSL
LLOVTEVUOTO, KPOLVEL.

Where Phoibos’ ombilical hearth of the earth offers oracles near the tripod
circled by dances.

Both use the same choral vocabulary to describe the rituals associated with the temple.
Again, the description of Apollo playing the seven-tone golden kithara in Aristonous

(xpvogav o00puryy ~AmOAwv Oomnik = av £mtdtovov kpékwv, 7-9) combines an

expression emphasizing the sound (like @ 16¢ £nt0000yY0L péAT®Y K10ApaC, Ion 881)
of the kithara with its sight (like ypvoéa dopuLyE, ~AmOAL®VOC KOl LOTAOKAU®V
ovvdlkov Motoav xtéavov, Pythian 1. 1-2, to only quote the most famous example),
creating a variation on both models.®" This allows to link the (visual) realm of Hestia
(whose power resides in potvo Tupt dAEYoLG0, Bwpove/ dbavdtwv epttipovg (12-13)
with the choral vocabulary used for Apollo’s worship.

While the poem is a direct address to the goddess, uttered by a chorus speaking

in the first person plural (vuvnoouev, 2; nuag, 14), there is no other deictic nor

614 These expressions seem to have been traditionally associated with Delphi, since Aeschylus has £éotio
ueooupoarog (Agamemnon, 1056), uecdudordv 0 1dpuvpa (Choephoroi, 1031), etc. See W. Furley and J.
Bremer 2001 (vol. 1) 40-41.

815 The passage also has features of an ode of Bacchylides (Ode 14b) that starts with an invocation to
Hestia: "Eotio xpvodBpov’, €0-/ 0wy *Ayabokieadav Gt = apve[dv/ avpdv uéyov SABov aé€erc/
nuéva pécoig ayuvioig (1-4). Rather than saying that Aristonous is directly inspired by the ode, I would
say that he uses the same tropes and language as Bacchylides. Thus the use of compound adjectives in
the hymn does not necessarily have to be connected to the experiments of the New Musicians and the
dithyrambic style. It is a very traditional feature of hymnic invocation.
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indications that the song is connected to a place in particular and that the song might be
playing with its own materiality, a fact all the more difficult to explain that the poem
was composed by a poet from Corinth and “found in the area of the Athenian treasure-
house.”®'®

The same is true of Aristonous’ paean to Apollo. While the hymn to Hestia was
monostrophic, this paean is composed of 6 strophes of acolic meters.”'” Each strophe
repeats twice the pattern of 3 glyconics followed by a pherecratean and has a
meshymnion “i€ 1é Paian” and an epiphthegma “6 i¢ Paian.” Despite the presence of
these specifically paeanic markers, the inscription qualifies the song as a hymn to
Pythian Apollo ( Aptotévoog NikooBévoug KopivOiog Andrlwvt ITuBiwt tov Vuvov).
Nothing is known about the occasion of composition of the poem, but Furley and
Bremer, arguing from the importance of Athena and other gods in this hymn to Apollo,
have proposed composition for the Theoxenia. The poem starts by an invocation to
Apollo, develops the god’s genealogy, his mantic and musical skills, the way he came
to power and his relationship to other gods. It ends with a prayer for the god to come to
the city and protect the inhabitants.®'®
There are some unsurprising parallels with the previous hymn, in the

presentation of the double power of Apollo, mantic and musical (ypnopolg 0006y yoL

Te AOpag avdalg, 16, that recalls xpvo€av ¢opuryy " AndAlwv €ntatovov, 7-8), in the

616 Fyrley and Bremer (W. Furley and J. Bremer 2001, vol. 1, 120), note that (according to Audiat) this
was not the original location of the inscription.

57 On the poem: U. von Wilamowitz 1921, 243; J. Powell 1925, 162-4; J. Audiat 1932; O. Panagl 1969;
L. Képpel 1992 (Paian 42); W. Furley and J. Bremer 2001 (vol. 1) 119-121; (vol. 2) 45-52; M.
Vamvouri-Ruffy 2004, 94-96; 206-215; F. Bommelaer 2005.

%% M. Vamvouri-Ruffy’s analysis underlines the vocabulary of gift and exchange between gods and
suggests that it constitutes the paradigm for the reciprocal relationship that men hope to establish with
Apollo (94-96).
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prayer for 6ABov €€ oclwv didovg, 46-47, that recalls €€ O0clwv mOAVV Muog 6ABov
€xovtog, 15-16). The diction however is more elaborate than in the previous hymn and
in a way reminiscent of the “fourth-century poetics” that I have described above. It is

619

especially clear in the use of hapaces’  (6eomiouovtiy, 3; yAwpotouov, 10;

odprxoevtog, 13; avBotpodov, 21; e€afpuvm, 43), which all contribute to adding layers

of imagery to the traditional diction.®*

Moreover, the poem abounds in adjectives
multiplying and superposing images: in the first stanza, all nouns are accompanied by
an adjective, most of which underline the sanctity of the place and the divinity of the
god. In the rest of the poem however, the function of the adjectives is slightly different:
they all contribute to underlining the smoothness of Apollo’s arrival at Delphi
(welcomed by Themis “with beautiful locks”, as in the version told by Aeschylus in the

: 621
Eumenides),

and the harmonious relationships between the gods (especially in the
enumeration of the gifts offered to the god upon his settling in Delphi) — a version of
the myth of Apollo’s accession to power that differs from the violent one told by
Euripides in the Iphigenia in Tauris for example.”* As Furley and Bremer have
4:623

note

[this poem] is remarkable for its syntactical interweaving of attributes
(symploké) of Apollo and his domain within extended metrical periods: this was

%1% Gaia for example is nowhere else GvBotpodov. This adjective seems to me to condense very different
images: that of a nurturing female power, but also that of seductive female power, the flowery meadow
being the place where maidens dance (or get abducted in myth). Similarly, yAmpdtopov combines two
simultaneous ideas, that of the cutting, and that of the colour and texture (of something still fresh and
green). Again ¢pplkwevtog suggests the reaction created, in a very sensorial way, by a spectacle, while
the more common ¢pkddng applies directly to the spectated sight.

6201t is again reminiscent of tragic diction, especially AeAdl8 Guot Tétpav del Beomidpovy £dpav (vv.
2-3), which echoes a becmiéneio Aehodig meétpa (Sophocles, Oedipus King, 463-4); also echoes of
Euripides’ fon (94 ff. and 145 ff.) in the image of a beautifying bath in the waters of Kastalia.

82 This aspect is underlined by Rutherford 2001, 28, and Vamvouri-Ruffy 2004, 208-210.

622 For a comparison with the song to Apollo in the Iphigenia in Tauris, see W. Furley and J. Bremer
2001, text 10. 4, with commentary.

623 W. Furley and J.Bremer 2001, (vol.1) 121.
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the essence of the hymn-writer’s act: to express elaborate praise of the god —
within traditional parameters — using the full range of the lyric poet’s art.

Although there is no extended narration of a myth, the praise of the god and his deeds
is marked by the poet’s care to not mention any narrative element that might indicate
tension between the Olympians, and by the glorification of Apollo and Athena: Athena
is the one whom Apollo, “remembering the old charis,” thanked with sumptuous
honours.

The use of adjectives, and the verbal texture of the text, also compensates for
the lack of description of actual performance of the poem: whereas in the hymn to
Hestia, choral worship was suggested throughout the poem in the activity of the
goddess, here it only appears in Apollo’s activity, and in the final prayer of the
performers, who ask the god to receive their hymn. As Vamvouri-Ruffy has showed®**

la correspondance entre le monde des hommes et ['univers divin apparait (...)

dans les correspondances lexicales par lesquelles la transaction entre les dieux
tend a se confondre avec I’échange que les hommes veulent établir avec

Apollon.

Thus, vVyiotalg €0€nerg tinoic (31-32) is echoed by ocdlwv £o€morg nuag (47-48), the
xopv (29) that Apollo received is replicated by the favor that he bestowed to her as a
token of his appreciation what she had done in the past (yopitov, v. 29), and it is

finally replicated in the pleasure (yopetic, 45) that the god is supposed to find in the

performers’s song (Upvoig nuetépoig, 45).°% If there is no reference to choral singing

624 M. Vamvouri-Ruffy 2004, 95-6.

625 Vamvouri-Ruffy also notes the parallel between dmpodvtot (33) and 81800¢ (46); and del (3), aiev
(23), ardiovg (30), ael (47). “On le voit clairement, la persuasion du dieu se fait sur le mode du da quia
hoc dare tuum est dans la mesure ou on lui demande un échange conformément a ses habitudes. Mais le
type d’argument est aussi celui du do ut des étant donné que les orants offrent leur Péan et demandent de
recevoir en retour la protection et la bienveillance divines (46)” (M. Vamvouri-Ruffy 2004, 96).
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other than in the last line, it is because the performance of the poem itself, again, enacts

what the poem asks for.

While the goal of Aristonous’ two poems is to celebrate the gods at Delphi
(mainly Apollo, but also Athena, Hestia, and other Olympians) and the concord
between the gods, the compositions are not a simple repeat of ready-made expressions,
as critics seem to assume when describing “traditional hymnic poetry” but combine
echoes of earlier lyric and tragic diction, and poetic verbal creations. However,
although musical performance is linked with the worship of Apollo, there is no textual

construction of performance in the text.

2- Old song for a new god: Asclepius in fourth-century paeans

If Aristonous’ compositions illustrated aspects of continuity within the practice
of hymn singing in the fourth century, several other extant late-classical songs show a
striking feature that distinguish them from earlier compositions and that marks
innovation in the fourth century: the presence of Asclepius, not celebrated in paeanic

form before the end of the fifth century. In addition to the paeans to Asclepius by

626

Isodemus of Troeze (about whom nothing else is known),”” and that of Sophocles,

supposedly originally composed for the introduction of the cult of Asclepius to Athens

627

(part of which is quoted in an inscription),””" two texts of the fourth century have

626 Attested by Pseudo-Lucian Encomion to Demosthenes 27, iii. 274 Macleod. R47 in I. Rutherford
2001, 41; Rutherford does not say anything about the poem, except that “there is some uncertainty about
the name” of the composer.

627 For the inscription: IG2 II 4510, edited by J. Oliver 1936, 112-113. The text figures in TrGF iv. T67-
9; PMG 737. Testimonies for the composition of the paean: Philostratus Vita Apollonii 3. 17. 4 on a
portrait of Sophocles notes 6 mowav 6 100 ToodokAEouvg Ov ~ABRvNol 1@ AckAnmio ddovoiv. Also
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survived, the ‘Erythraean’ paean, and Isyllus’ paean to Asclepius, two texts that
provide models for later compositions, like Mace(donius)’ paean to Asclepius.®”® This
poetic innovation corresponds to a religious evolution: the introduction of the cult of
Asclepius in Athens in 420 BC.%*° This introduction prompted a wave of compositions,
in different genres, as illustrated in several titles of the New Musicians.®*’ Philodemus
attributes to Telestes (and possibly to Cinesias) poems that take the name of the healing
god:*!

"AckAnmo[v 8¢ Zlevg é€xepovvwolev, o¢ plev 0 ta Navmo[kTi]aka
ouvypayog (fr. 3B Davies) [kda]v ~AckAnmid[t Ted]éotg xal Kewvn[olag] o

peiomordg, O[tt to]v  ImméAvtov [mopalkAinbelg vm T Ap[téut]dog
avéort[njoe[v, g & '] &v “EpupOAnt X[toiyxoplog ot Korm[avéo kot
Av]xovp[yov...

Zeus killed Asclepius with his thunderbolt, according to the author of the
Naupactia and Telestes in his Asclepius and Cinesias the lyric poet, because he
raised Hippolytos from the dead at Artemis’ request; according to Stesichorus
in his Eriphyle, it was because he raised Capaneus and Lycurgus.

Imagines 415, 7 Kaiser: “AckAnmidg & ~ olpol, o0T0¢ TOLAVG TOU TOPEYYVAV YPAdELV Kal
KAUTOUN<T>1g 0VK OmoELOV <mopa™> 6oV AK0oVGOL PAEUNO TE 0VTOD TPOG GE GOLEPOTNTL LEULYUEVOV
T0G mapa LiKpOv Votepov eméevmoelg aivittetot. Also in the Etymologium Magnum s.v. Ae&lwv and
the confused report in the Vita Sophoclis (in the OCT vol of Soph. par. 11). For Sophocles as the author
of the Erythracan paeans, see 1. Rutherford 2001, 38-41. His note 8 refers to secondary literature on
Sophocles’ introduction of a paean to Asclepius: A. Henrichs 1985, 298f; M. Lefkowitz 1981, 83ff;
Lehnus 1980, 21ff. Also Edelstein and Edelstein 1945 (vol. 1) T 589; S. B. Aleshire 1989, 49-50; D. J.
Geagan 1991; L. Képpel 1992; W. Furley and J. Bremer 2001 (vol. 1), 261-262; (vol. 2) 219-221.

2% C4 138-140.

62 About the cult of Asclepius, see R. Garland 1992, 116-134. The earliest material evidence for the
worship of the god comes from Epidaurus in the early fifth century but “we know very little about [it]
before its arrival in Athens” (116). “[Its] entry into the Piraeus in the late 420s not only constituted an
important new addition to the Athenian pantheon but also heralded a radical shift in the religious outlook
of the whole community, since previously magical healing had been largely confined to hero shrines of
limited, local importance” (116). R. Parker 1996, 175-185, emphasises the interesting dynamic between
tradition and innovation in the introduction of the cult of Asclepius: “the coming of Asclepius occurred
‘during the Great Mysteries’. In commemoration, one of his two main festivals, the ‘Epidauria’, was
celebrated for ever after on 18" Boedromion (...). Was this timely arrival, seen in the pious legend as a
significant coincidence, in fact designated? Was the healer deliberately associated with two ‘saviours’ of
older type? The incident can be seen as a rare illustration of the down-to-earth politics of polytheism, the
way in which the advent of a new god could be made possible through the interest of the priesthood of an
old” (179).

839 I the anecdote quoted above about Dionysius of Syracuse, the tyrant’s composition was also a paean
to Asclepius.

8! De pietate p. 52 Gomperz = PMG 774.
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None of these compositions of the New Musicians have survived, but the fragment
suggests that they chose alternate versions of the myth: here Telestes and the author of
the Naupactia give a version for Asclepius’ death different from the Stesichorean (and

Pindaric) one.**

The narrative detail provided by Philodemus about Asclepius’ death
(¢xepavvmo]ev) seems in accord with the New Musicians’ predilection for the
spectacular - death from a thunderbolt suggests some sort of sound and light spectacle,
with a very important ‘opsis’ part if the death were to be represented, or at least

involving a mimetic aesthetic of light and sound spectacle.®*’

We may suggest that
these compositions of the New Musicians were meant for spectacular performance in

the theatre of Dionysus; in any event, they belong to the corpus of poetry composed for

a “new god” whose characteristics I shall now examine.

Erythraean paean to Asclepius

The first text is that of the Erythraean paean; the text was found in four different
places in the empire, but the earliest version (dated 380-360) was found in the
Asklepion of Erythra, on a marble stele inscribed on both sides.”** On the front, the
stone presents a /ex sacra, instructions for ritual gestures to be performed by patients

635

seeking the help of the healing god Asclepius.””” These included, along with

descriptions of sacrificial victims, repeating three times a paean to Apollo while

832 For Stesichorus (and his version of the death of Asclepius in his Eriphyle), see Sextus Empiricus,
Against the Professors 1.261 (194 in D. Campbell, vol. 4); for Pindar, Pythian 3. 54, and the scholiast on
the passage.

633 As suggested by D. Mendelsohn 1991-2, this adjective is particularly Dionysiac, and might be
associated with the dithyramb — the genre of the Asclepius?

634 Several later copies of the song exist and were found all over the Greek world: in Egypt (Ptolemais
(P), copy datable to 97 AD), in Athens (in the Athenian Asklepeion, (A) copy, dating from 1 or 2"
century AD) and in Dion, Macedonia (the (D) copy probably dates from the 2" century AD).

835 For details on the lex sacra, see U. von Wilamowitz 1909 (= H. Engelmann and R. Merkelbach,
1972). L. Képpel 1992, 189-193.

266



Chapter 6 — Cult songs: a canon set in stone?

636
d.

standing (or dancing) around the altar of the go The stone is broken diagonally and

the paean to Apollo itself did not survive entirely, except for the words that are
recorded as PMG 933:

i Mowwv, &, i Mooy
i [Mowov, @, in ooy
i Howov, &, i [Mowwv
@ avag” Anollov $eideo KovpwVY
0e1de0

i€ paion, o i€ paion! (ter) O Lord Apollo protect the young men, protect...
The main text is PMG 934:

[MTatavo kAvutd]untiy detoate
[xoVpor Aartoidav “Ex]otov,
1€ IMowav,
og uéya xapluo Bpotoic]iv €yeivarto
uiOeic eu drAot Tl Koplovidt 5
€v you 1ol PAeyveian,
i Iowdv, "AckAnmiov
datuovo kAewvo[tort]ov,
1€ [Modv,

[To]v 6 ka1 e€eyévovto Maydwv 10
ko ITo[da]ieiprog nd' Tac,
1€ IToway,
AlyMa 1] éodmig [Mavakerd te
"Hridvag moildeg ouv dyakAvtdt
€ooyel Yyietot- 15
i Mowdv, "AckAnmiov
d0UOVO, KAELVOTOTOV,
1€ IMowav,

Xoipg pot, 1haog ' Emviceo

TOV ELAV TOALY EVPVYOPOV, 20
1€ Ioway,

80¢ 8" Nuag yaipovtog 0pav dAog

0€AMOV BOKIUOVG GV AYOKAVTML

€ooyel Yyietot-

i Modv, "AckAnmiov 25

dailpova KAELVOTATOV,

636 Although the ritual is also mentioned in Euripides’ Iphigenia in Aulis, 1467-1484, in connection with
Artemis; L. Kdppel 1992, 191, notes that the ritual itself seems typically Erythraean.
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e [Mowav.
Sing boys, far-darting Paian, Apollo the son of Leto, i€ paian, famous for his
skill, he who engendered a great boon for mortals, when he mingled in love
with Coronis in the land of Phlegyas, 1€ paean. 1€ Asclepios, most famous
divinity, i€ paian.
From him descend Machaon and Podaleirios and lasus [Healer]- i€ Paean! - and
[Radiance] and Panacea [Cure-All], children of Epione along with shining
Health, all famous; sweet-eyed Aigla and Panacea, the children of Hépione
along with the brilliant and fair-eyed Aegle famous Health — i€ paian,
Asclepios, most famous divinity, i€ paian. Hail, may you come propitious to
me, in my large-plained city, i€ paian, giving us to rejoice in seeing the light of
the sun and be famous with brilliant and famous health, i€ paian, Asclepios
most famous divinity, i€ paian.
It is composed of 3 strophes in lyric dactyls, with a refrain (marked as a refrain on the
stone), 1N [Moidv, " Ackinmiov/ daipovo kAewvototov,/ i€ Tlawdv at the end of each
strophe. The first strophe starts by an invitation to young men (kouroi) to sing “Paian,
the far-shooter, son of Leto” (3). In the myth part, the poet accounts for the birth of
Asclepius (son of Apollo and Coronis) and qualifies his attributes (he is péya xdapuo
Bpototiot, a dactylic expression also found in the Homeric Hymn to Asclepius ydpuo
puey  avOpomoiol). The second strophe enumerates the descendents of the god -
Machaon and Podaleirios (the doctors of the Iliad)®™’ and the well-named Iasos
(Healer), Aigla (Brightness), Panacea (All-remedy) and Hygieia (Health).”*® The last
strophe invokes the god directly (may you come and visit our city), offers a final prayer
for the good health of the inhabitants of the city, and farewell to the god.
This is of course not the first text that mentions Asclepius: the god’s literary

fortune starts in the //iad, where he is mentioned as a pupil of Cheiron, and father of the

doctors (Machaon and Podeleirios) who lead a contingent to Troy and tended to

7 Iliad 4. 194; 11. 518.
638 Asclepius and his family are also represented in the visual arts: see LIMC s.v. Asclepius, n. 59, 204,
248. Also a painting, mentionned by Pliny, Natural History 35.137.
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wounded warriors; he is the subject of a short Homeric Hymn, and figures as a central
figure in Pindar’s Pythian 3, in the story of the love-affairs of Coronis, daughter of the
Thessalian Phlegyas, and Apollo.”” All throughout this short song, the focus is on
glorifying the god and his descendents. With a concern for euphémia, the poet ignores
the scandalous tradition reported by Pindar’s Pythian 3 about Asclepius’ mother’s
affair with a stranger after her impregnation by the god, and does not mention the later
fault and punishment of Asclepius. This pious attention to using the right names and
adjectives, the sobriety of the narrative part, and the mention of the offering in the last
lines lead Képpel to argue for an automatization of paean-composition in the classical
period:**" according to him, all the formal elements of the songs (ié paian cry,
adjectives and structure) are dictated by their religious function. Against this theory,

641

Schroder has argued, followed by D’Alessio,  that

the series of simple and similar texts epigraphically transmitted (all connected,
in some way, to the so called "Erythraean paean") do not represent a stage in the
evolution towards the predominance of formal factors in the definition of the
genre (Kéappel's thesis) but rather an example of the less elaborated cultic poems
(as opposed to the literary creations of the major lyric poets) that must have
circulated also at an earlier period.

Yet these readings seem to ignore an important aspect of the text: its careful

legitimization of the use of the paean cry for Asclepius, and its extension from Apollo

to Asclepius. Rather than being a “mould” used for the new god Asclepius, the poem

recreates the dynamic involved from calling Apollo Paian to calling his son Paian. It is

this dynamic that I would like to examine in the next few pages.

5% About Asclepius and his Thessalian origins, see E. Aston 2004.
640 L. Kappel 1992, 200-206.
%! G. B. D’Alessio in BMCR review of S. Schrider, 2000/01/24.
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The initial word of the poem is Ilowavo, the object of the sung celebration
(aetloate). Instead of being a direct address to “Paian”, the opening line is an invitation
(in the second person singular) to young men to sing the god. This casts the performers
of the song, whoever they actually are, in the role of a typical paeanic chorus and
echoes the instructions inscribed at the back of the stone, in the paean to Apollo. The
back and forth between the front and the back of the stone that starts with the appeal to
kouroi continues with the use of the cry i€ paian, since the cry is repeated three times in
each of the three strophes. This is the song’s first manipulation of verbal deixis and of
performance context, since it seems to reproduce the dynamic of the traditional song
inscribed on the other side of the stone, in order to legitimize a paean for a new god.

The first line develops the main object of the sentence, I[Tolava, with traditional
epithets of Apollo — Aotoidov “Exatov — but also with an adjective rarely used for
him, kAvtéuntig, (yet close enough in sound to the more frequent kAvtdpovtig of the
paeans of Pindar).*** This adjective kAvtéuntig was, according to Philostratus, used by
Sophocles in his paean to Asclepius.®”® This would confirm the idea that the poem
legitimizes the use of the paean form for Asclepius, as it moves from celebrating the
father, Apollo, with a term previously applied to the son (kAvtountig in Sophocles) to
celebrating the son, Asclepius, with an adjective used for the father (kAeivotatov).

In line 4, right after the relative pronoun traditionally introducing the narrative
part, the first expression qualifying Asclepius (u€ya ydpua Bpotoict — great boon for

mortals) comes before the verb. Again, the expression can grammatically agree either

642 For example: A2, 22 R.(=Pa. X(a)); D6, 2 R. (=Pa. VI). Also B2, 1 R.(=Pa. VIII): kAvtol pudvii[ec]
" ATOAA®VOG,.
3 On Philostratus’ description of Sophocles’ paean, see note 627 above.
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with the subject (Apollo Paian, 6¢), or with the direct object of €yetvaro, AcyAnmidv,
introduced after 3 lines of delay in line 7, as a sort of “name cap” to €yeivaro. In that
case again, the religious syncretism operates on the grammatical and poetic level: the
“great boon for mortals” is as much Apollo as Asclepius. The last expression of the
refrain (Saipova kAiewvortatov, 1€ [owdv) reinforces the proximity between father and

son, since the adjective kAewdtatov (1.9) (most-famed), picks up the root of

kAvtountiy (skill-famed), 1.1, and would apply more to the most-famed father than to
the skill-famed son.

In the second strophe, Asclepios is not the grammatical subject of the sentence
and the cry ié paian is not directly addressed to him either. The god does not even
figure in the strophe by name, but his power, and Apollo’s, are embodied in the “fair-
eyed” Aigla, and “shining” Hygieia, the “all-famous.” Although Asclepius is not yet
celebrated as Paian, the adjectives used develop the theme of his aretology: his
offspring are what he gives (radiance and health) and what he does (cure and heal).

It is only in the last strophe that Asclepios is addressed directly in the second
person, and by the time the meshymnion comes, line 21, it is clear that /e is Paian, and
addressed as such. The text in the last lines constructs a different deictic context from
the beginning: it evolves from the projection of the performers in the role of kouroi in
the first lines, to a real deictic (vv. 20 and 22: visit my city, and give us to enjoy the
sun’s abundant light accompanied with health) that does not refer to imagined
performers but refers to the real performer(s) of the song. This deictic move, and the

use of charis twice in the last strophe (in ydilpe pot and yaipovtac), marks the poem
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not simply as a prayer, but as an offering.®** Rather than underlining the direct
“enactment” of the /ex sacra in the poem (as the first lines seemed to do with deicore,
Kovpot), the last line thus transform the “cult” poem into a real offering. While Képpel
interprets the use of certain dactylic formulae as “gattungsindifferent” and belonging to
the stock of hymnic poetry, I prefer to see other specific features of the poem as a sign
of the poet’s working in a genre and tradition but trying to innovate.**

So rather than amounting to an automatized use of the formal features, or to the
reuse of an “old” cultic song adapted to a new god, this song is an interesting
exploration of the flexibility of the paecan form and a testimony of the poetic and
generic consciousness of the poet composing the Erythracan Paean, and responding to a
religious innovation (the introduction of the cult of Asclepius). In the next part of this

chapter, I would like to compare this poem to another song celebrating Asclepius:

Isyllus’ paean.

Isyllus

A composition by the late fourth-century poet Isyllus also celebrates Asclepius
in paeanic form. The 79-line inscription was discovered in 1885 by P. Kabbadias in the

sanctuary of Epidaurus.®*® The date of composition of the inscription has been an object

644 yoipe, as Mary Depew has noted “is present as a dedicatory formula in countless inscriptions, and is,
of course, common in hymnic sign-offs.” Quoting Joseph Day, she shows that charis refers to the quality
that all agalmata, or top-rank gifts, possess: “Charis..., closely tied [as it is] to chairé ... is the pleasure-
causing quality of [a] gift [and of the occasion of its giving], its charm, beauty, and glamour.”M. Depew
2000, 62, quoting J. Day 1994, 57-58.

3 For the use of dactylic formulae: compare v. 1 with Homeric Hymn 20. 1 “Hgoictov kA0TéUNTLY
cetdeo; compare v. 4 with Homeric Hymn 16. 2, t0v €yeivato dlo Kopwvig ... xdpuo péy’
avOpomoloty; compare v. 22 with Homeric Hymn 26. 12, 80¢ & = mudg yaipoviog €g dpag adtig
tkcéobot.

646 A major study on the inscription was published by A. Kolde, 2003. I am using her text and line
numbers. For commentary or full interpretation, see also (quoted in Kolde’s bibliography): U. von
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of scholarly debate since the end of the nineteenth century: the shape of the letters
seems to indicate a date of late fourth century or beginning of the third century,®"’
while an internal reference to the invasion of “Philip” makes it possible to date the
inscription either to the fourth century (if the text alludes to Philip II’s invasion of
Laconia in 338 BC), to the third (if it alludes to Philip III and his expedition to mount
Ithome in 317), or to the second century BC (if the Philip in question is Philip V, who
invaded Sparta in 219 BC). I have followed Kolde’s dating (the most up-to-date and
exhaustive investigation of the question), who proposes, on account of a historical and
paleographic study, a very late fourth-century date and a reference to Phillip I1.***

This inscription is remarkable for its structural elaborateness: it falls into seven
narrative segments, all composed in different meters.®* The prose introduction (1-2)°>°
states that Isyllus (son of Socrates, citizen of Epidaurus) is making a dedication
(avébexe) to Apollo Maleas and Asclepius. The object of the dedication however
remains unspecified: is it the stele that is dedicated? The paean?®' With its use of the

Doric dialect ( AokAami®dt) and the mention of Apollo “Maleatas’ (a local cult name of

Apollo), the inscription builds two kinds of expectation:*** first, it seems to emphasize

Wilamowitz 1886; A. Fairbanks 1900, 109-112; J. Powell 1925, 132-136; L. Képpel 1992, n° 40; P.
Sineux 1999; W. Furley and J. Bremer 2001 (vol. 1), 180-192; (vol. 2) 227-240. On the discovery of the
inscription, see A. Kolde 2003, 1-3.

647 <L a forme des lettres est encore proche de la forme dite géométrique, utilisée plus ou moins jusqu’au
début de la période hellénistique,” A. Kolde 2003, 4.

648 «Celle que propose P. Kavvadias et qu’adoptent la plupart des autres philologues” (A. Kolde 2003,
260). U. von Wilamowitz 1922, J. Powell 1925, E. Edelstein and L. Edelstein 1945, W. Furley and J.
Bremer 2001 (vol.1 — 233-236), favour a late fourth-century date. For a third-century date: I. Rutherford
2001, 41. For a more exhaustive review of the historical data that allows dating, see A. Kolde 2003, 257-
301.

649 For metrical analysis of the poem: A. Kolde 2003, 18-40.

650 The numbers refer to the line number in Kolde’s edition.

1 For a formula of dedication in fourth-century lyric, 168~ dvarifnui cot pédov, Lycophronides PMG
844.

652 The cult is attested in Epidaurus (see A. Kolde 2003, 50 for a list of inscriptions attesting of the cult
there) and Sparta (Paus.3.12.8).
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the local characteristic of the song, secondly, the mention of Apollo and Asclepius
creates the expectation of a paeanic song.

The following lines (A, 3-9) however do not respond to this expectation: the
(spoken, not sung) trochaic tetrameters introduce general political considerations on the
best form of government and the benefits of aristocracy. Presented in the first person,
the statement uses several deictic markers (10K, vOv, 17) and directly engages with the
question of the materiality of the inscription (&vypdyev, 8).°%

The next part (B, 10-26) states, in dactylic hexameters, how Isyllus (designated
this time in the third person) established, under the inspiration and guidance of the
gods, a sacred law, with both political and religious aspects. According to this law, the
whole people of Epidaurus is to say a prayer accompanied by ritual gestures, while
chosen best men (wearing white garments and crowned with laurel and olive tree
leaves) celebrate Apollo and his son Asclepius, in a ritual procession, and ask the gods
to bring to all the citizens a series of good things (lovely health, concord, peace, well-
acquired wealth, and gentlemanliness). The segment concludes with a remark about the
cosmic implication of the law, in a heroic-sounding line expressed in the first person
(plural) statement (otto tol ¥ Gudv meptdeidort evpvona Zeve, 26).°*

A third section (C, 27-31, in dactylic hexameters / pentameter) describes,
without any connection with the previous part other than the mention of the cult of

Asclepius, the establishment of the sanctuary of Apollo Maleatas, by a certain Malos,

653 The expected paean only comes at line 37 of the inscription.

6% For Homeric parallels, see A. Kolde 2003, 106-107. Other Homeric sounding words in this section
give it a heroic character: d¢Oitov ag€voov yépag (11), €¢ ovpavov gbpUv (13), ol kev dplotevmGL
noANnog 1066 Emdatpov (14).
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and the connection between this sanctuary and the sanctuary of Asclepius.®> After a
statement in the third person, the lines directly address (in the second person singular) a
potential reader of the inscription (008¢ ke Oeccaiiog €v Tpikknt TeEPAOELNG ... €1
un ... 0voorg, 29-31), in the form of a general interdiction.

A fourth section (D, 32-35, in prose) relates how the Delphic oracle was
consulted to determine whether it was preferable (Awidv) to inscribe the paean referred
to in Isyllus’ sacred law (of section B). The narrative switches back to the third person
singular, but uses a deictic referring to a present time (avtiko, 36). The verdict that it
is, indeed, preferable to inscribe the paean, leads into the next section (E, 36-61, in
ionics): the paean itself to Apollo and Asclepius.

The inscription concludes with a last part (F, 62-84, dactylic hexameters) on the
aretology of Asclepius. The narrative is addressed (in the second person) to Asclepius
and concludes with a dedicatory formula which works as ring-composition (78-79),
recalling the opening segment:

10070 T01, ® pey dpiote Bedv, avédnkev TovAlog
TLULAV oMV APETNV, ®VOE, AoTEP TO dLKOLOV.

These, o great and best of the gods, Isyllus dedicated in your honour,
celebrating your virtue, o Lord, as is just.

As this paraphrase of the poem makes clear, the narrative structure is far from being
linear. On the one hand, two different temporal sequences are mixed, the story of the

creation of the cult of Asclepius at Epidaurus (its mythical past, the aretology of

655 Most scholars make Apollo Maleatas a healing god older than Apollo and later assimilated to him.
Various etymologies have been proposed: from the derivation form paiov (apple, an important fruit in
the cult of chthonian gods) to uniov (sheep). Scholars also underline the parallel with the toponyme
Ma)éa, or the name Malos, later found in the poem: “Aux yeux de Wilamowitz, Malos ne doit son
existence qu’au besoin du poéte de trouver une origine au nom du dieu, tout comme le roi “AckAng a été
créé pour les besoins de 1’étymologie d’Asclépios; du point de vue linguistique, cette étymologie serait
de plus fautive.” A. Kolde 2003, 51. For the local origin of Asclepius, see E. Aston 2004.
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Asclepius, the aetiology of the cult, the aetiology of the /ex sacra), and the story of the
making of the inscription (the vow, the decision, the inscription, the double dedication,
in the first and final lines). On the other hand, each of these temporal sequences mixes
different modes of address: first-person narrative (singular and plural, sometimes in the
same sequence), address in the second person (either to the god or to a potential
reader), and narrative in the third person. This elaborate composition, and framework in
which the paean is embedded, is what makes the inscription such a rich document both
for religious and political history, and for literary history: the text offers a way to
reflect on the relationship between this text and other inscriptions performing a similar
kind of function (dedications to Asclepius, or iamata, and lex sacra), and on the way a
poem can reflect on the media of its transmission. All these narrative strategies
contribute to throwing into relief the song itself and to emphasizing the various creative
narrative processes used to address a paean to Asclepius. It is these processes that I will
now examine.

First, unlike the Erythracan paeans written in dactylic meters, Isyllus’ song uses

g . . . 656
stichic lyric meters, ionics.

While not attested in any other paean of the classical
period, the use of a stichic meter is particularly interesting, since it corresponds to the
development of “literary” lyric in the Hellenistic period.®’ In addition, the use of the

epiphthegma (ié paian, ié paian) creates a sense of circular structure: the poem starts

by a four-line introduction (injunction to sing the god 'I&¢ Tlowavo 6eov and

656 According to Wilamowitz, Isyllus’ lines are very close to Attic dithyrambs. The ionics might be used
in processional lyric, as underlined by W. Furley and J. Bremer 2001 (vol. 2), 183, citing a parallel with
“Aeschylus’ Suppliants 1018-1073, a long processional hymn composed almost entirely of ionici a
minore; id. Cho. 827-830, an ephymnion accompanying Orestes’ attack in his mother.”

%7 On which, see the introduction of M. Fantuzzi and R. Hunter 2004, concisely situating lyric
composition in the rest of the literary panorama of the Hellenistic period.
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introduction of the myth, 1. 37) and closes on a four-line conclusion (cry i€ mowdv 1€
naldv, celebration of Asclepius and injunction for him to bless the city with health, 11.
56-7). This sense of unity within the poem is also reinforced by the emphasis on the
local aspect of the song: it starts with an initial address to the people of Epidaurus
(Mool evvagtor t1acd  Emidovpov, 1. 37) and concludes on an address to the god (tav
ocav’ Enidavpov potpomoity ov&wv, 54-55) and the first hero introduced in the myth is
Phlegyas, 6¢ motpid " Emidovpov €vatev, 41-42.

Despite the use of those typical paeanic markers, the whole song is concerned
with legitimizing the use of the paean form for Asclepius. First, unlike other hymns,
this song has no real ‘cletic’ address to the god. There is no enumeration of adjectives

38 after the initial “1& TlarGva Oeodv, there is only one address to

qualifying the deity;
Apollo (& ®o1f *Amordwv, 39) and Asclepius’ ‘definition’ only comes 18 lines after
the beginning of the song: t0v vécwv movotopo, dwthp ~ Vylelog, UEYO d®PNUO.
Bpotoig (52-53).%° This leads to the final (and only) direct address to Asclepius,
qualified by "I¢ ITowdv, 56). This scarcity of direct address to Asclepius is to be linked
with the confusion between the identity of Apollo and Asclepius: from the opening
line, the dedicatee of the song remains undefined. It starts with [Taiava 6gov (37) but
the direct address shifts from Apollo (39) to an indefinite second person singular
(ceBouor oe, 48) (still referring to Apollo), then it shifts from an reference to

Asclepius in the 3™ person singular (viv ... AckAamiov, 51) to an address in the second

person singular (" AckAami€, odv patponoilv, 54). The assimilation of the two gods is

5% In contrast with the Erythraecan paeans, which open with IToiava kAvtéuntv Aotoidov “Exotov...
(1-2) and the Homeric Hymn to Asclepius: intipo vocwv (1), koxk®v Oedktip odvvdov (4).

659 An expression comparable to the Erythracan pacans: uéya ydpuo Bpotoiowy (4) and to the Homeric
Hymn to Asclepius: ydpuo péy’ avbpwroiot (4).
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thus very gradual, and never taken for granted. This illustrates the same point already
described in regard of the Erythraean paeans: by delaying the prayer to the god and the
string of adjectives defining the god, Isyllus ‘goes aetiological.” He does not deliver a
formalized prayer but reproduces, with the narrative progression, the creation of
Asclepius, the local god, not only in the myth that he relates (or invents), but in the
song he composes. It is only when Asclepius is born (in the chronological progression
of the poem) that the god gets his adjectives (cessator of pains, great boon for mortals,
etc.). The adjectives do not precede his being made a god. This is why the local aspect
is so important: Isyllus singles out this poem by making the song as ‘local’ as possible,
and thus goes back to the origins of singing a paean to Asclepius.®®

For this legitimization of the paean form plays at another level: Isyllus strives to
emphasize Asclepius’ Epidaurian origins. While in other songs, the myth part is usually
introduced after a direct address to the god with a relative pronoun, Isyllus presents the

661

myth as already a ‘tradition’: ¢dtig €vémovs ™ MAVO ~ €¢ dxkoag (39).” It is part of the

%0 There are two additional verbal parallels with Pindar that make me incline to think that Isyllus was
very conscious of the tradition he was working with, but transformed it to make it as local as possible. In
a couple of instances, Isyllus takes an expression Pindar uses in his version of the story but changes it for
a crucial detail. The first one is the contrast between Pindar (Pythian 3, 11): Eig’ Aida 86uov €v Bordum
katéBa and lyllus (48-49) £u Mdlov douoig nopBeviav dpav €lvoe / Aextwv & uepogviwy £nERoc.
The two movements are opposed, the descent to the house of Hades and the ascension to fame for Malos.
The second one is the adjective / substantive patponoiv (59): the adjective appears in Pindar’s Pythian
3, but in a different meaning. While in the ode it applies to Eleithuia (Matpoméim ovv’ EAeBvig, 9) and
describes ‘the one who revolves around the mother,” in Isyllus, it designates Epidaurus (potpémoitv
ovEwmv, 58), the mother city (the most important concept of the paean). A. Kolde 237-253 on “la poétique
et le genre littéraire.”

1 W, Furley and J. Bremer 2001 (vol. 2), 188: “If this were true it would be an interesting reference to
oral transmission of a sacred legend; Sineux (1999, 166) suggests that the reference to oral tradition
(whether existent or not) is intended to lend his account the dignity of cyclic epic. It is precisely because
of the fluidity of oral tradition that inscriptions on temples and statues have the power either to fix
existing traditions or establish new ones. Interest in written records on stone begins in the 5™ century
(Hdt. 1.51, 3.88, etc.; Thuc. 6.54.7) and culminates in Hellenistic works such as Philochorus’ collection
of Attic epigrams of Crateros’ yndiopdtmv cuvaymyn with historical commentary. Isyllus’ appeal to
oral transmission of course allows him to relate a version of Asclepius’ descent without naming
authorities or sources.”
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local aetiology, and, I propose, part of the fiction of the origins and inscription of the
paean: this local mythology of Asclepius is closely tied with the prose inscription
(describing the institution of the sanctuary of Malos), and with the next section (his
arétology, and his having revealed himself already to the inhabitants of Epidaurus). The
narrative portion of the paean itself picks up Asclepius’ genealogy further upstream
than any other paean: although no other version of the myth confirms this, Zeus is said
to have betrothed the Muse Erato to Malos, a native of Epidaurus. Isyllus thus denies
the Arcadian origin that Pindar for example gives Coronis’ lover (§€évov an

"Apxadiag, Pythian 3, 25-26) or the Thessalian origins that Pausanias attributes him
(Pausanias 2. 26. 3-6). Finally, with the list of meaningful names of female figures,
Isyllus insists on the legitimacy of Asclepius:°** the whole inscription shows constant
concern over naming and inscribing, and it is significant that the heroic Kleo-Pheme
and the radiant Aigla, elsewhere unattested in Asclepius’ genealogy, are announced or
picked up in other part of the inscription and myth of Asclepius: “Aigla” (the
etymology that Isyllus gives for Asclepius) is announced in aiyloicev (28), and
connotations of her name are picked up in the reference to bright health (&évopyn

vylewayv, 55), the brilliant arms (Aopmopevog ypuvcéolc, 64) and bright words (€le&og

52 On this aspect, see A. Kolde 2003, 160-161. While in the Erythracan paean, the myth part was
concerned with the descendents of Asclepius (and their connection with the boons that praying to
Asclepius provides), in Isyllus’ paean, the legitimacy of Asclepius’ power comes from his parents, and
the god’s name justifies and legitimizes his power: no fewer than 4 terms in 3 lines underline the process
of naming the god, and thus justify his connection with Epidaurus (43-45) Kieo¢nuo 8 ovoudobn. Ey
8¢ dreyva yévero Alyda & dvoudodn: 108 €ncdvuuov 10 KdAlog 8& Kopwvig 8¢ Kopmvig Enexinon.
The same process is repeated a few lines later (50-51): €nixkAnoly 8¢ viv AlyAog Lotpog ~AcKAOTLOV
@VOROE T ATOA V...
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évapyf, 67) in the last part,’” and Khieo-oMua (43), Asclepius’ grand-mother, is
introduced by the ¢dtig (38) and picked up by coterpav ¢nuoyv (75) in the next part.
While some parts of the inscription share many characteristics with other
epigraphic forms (especially the lex sacra),®®* and while the pacan could have been
inscribed without any other justification (like the Erythraecan paean), Isyllus constructs
a framework where the inscription justifies its own existence, and where the paean is
the centre-piece of a larger poetic project. It is not simply the recording of a song sung
by the community, there is something of a real individual imprint on the text
(underlined, perhaps clumsily, in the last part of the inscription where the poet
underlines his special connection with the god). The object (the stele) reproduces all the
steps in the socio-political and religious project of Isyllus: thus, even the inscription of
the paean is ratified by the Pythian oracle’s approval. This Delphic approval (described
in the prose section) serves not only a religious and political purpose, but also a
(legitimizing) literary purpose: the inscription is about its own creation and displays a
poetic self-consciousness and awareness both of its materiality and its literariness that

is typical of Hellenistic poets.®®

663 It is also reinforced by the use of the light imagery, first with the then with the shiny arms, 63-64
(6mhototy Aaumdpevog xpucolg) and the words of the gods themselves, described (67) as. The text
insists on the colours: after the shining of Aigla, there is the gold of Phoibus’ bow and his hair.

5% On this aspect, see A. Kolde’s very useful comparative study of other leges sacrae, 107-113.

%5 In the conclusion of her (over-generalizing) article “Is Isyllos of Epidaurus’ Poetry Typically
Hellenistic?,” A. Kolde states: “as opposed to false epigraphy much in vogue in Hellenistic epigram,
Isyllos’ text is a real inscription, concerned with the spreading of political and religious messages. (...) In
this sense Isyllos is not concerned with the construction of new poetics, and we are probably closer to a
general level of cultural awareness than to the ‘reality effect’ created by elite literary production” (163).
Then come two successive qualifications: “But, in general, the incorporation of ‘modern’ Hellenistic
features in Isyllos’ poetry is relatively limited. However, it is important to be aware of the complexities
in Isyllos’ poetry so that we don’t ignore what it actually owes to the wider context of early Hellenistic
culture as a whole” (163-164). This series of slightly contradictory qualifiers in the conclusion is a
symptom of Kolde’s uneasiness with the nature of Isyllus’ project. In her 2003 book, she offers a much
more convincing conclusion.
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There is one last type of legitimizing strategy that Isyllus relies on, and that
contributes to throwing into relief the originality of the paean. By using distinctively
different metric patterns in its different sections, the whole inscription stages its own
modes of performance, from inscription in prose to hexametric poetry (the meter used
for stone or literary epigrams), and from spoken meters (trochaic tetrameters) to sung
rhythms (ionics). Indeed, the opening trochaic tetrameters where Isyllus states his
belief in aristocracy (1-2), echo the voice of Solon the nomothete:

daU0¢ €1¢ dplaTokpaTtiay dvopog ol TPOdyol KOARMC,
00TOC LoYVPOTEPOS OpBovTOL Yap €5 avdpayadlac.

if the people leads its men well towards aristocracy, it is itself stronger: for it
sets itself straight from manly goodness.

The topic, the vocabulary and diction, and the assertive tone (each couplet seems like a
gnome) recall Solon’s poetry in general, and specifically Solon’s fragment 6 W, a
couplet that employs the same three key words (démos, agein, and aristos) in an
666

optative statement:

dMuog 8° @8 Gv dpiota oLV NYEUOVESGLY £TTOLTO,
unte Alnv avebeig unte Prolouevoc:

may the people follow the best things with leaders, neither let too lose nor
oppressed.

Additionally, the idea of right measure expressed by Solon in the passage quoted above

is the idea set forth by Isyllus in the next two lines (3-4):%

ol 8¢ T1¢ KOA®Gg TpooyOelg OLyydvol movnplog
TOAMV €M0YKPOVWV, KOAAL®V dGU0G AOHOAETTEPOG.

%56 Even more than the idea of leadership of the demos (8fuov dyetv, found three times in Solon), it is
the structure of the line that reminds of Solon’s diction: out of the 10 times Solon uses the substantive
dnuog, 7 are instances where dnpog is the first word of the line.

57 The idea of straightening is itself found in another Solonian fragment (fr. 4 W: e000vel 8¢ dikag
oKOMUOG, vepNdavd T~ €pya TPOOVEL).
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If someone raised well, however, touches baseness, it is by putting him back on
track and chastising him that the people will be more secure.

This resemblances all point to Isyllus’ attempt to portray himself as a Solon figure: by
presenting himself as both poet and nomothete, especially in the lines tdvde tav
yvouav 10k~ fov kol vov Aéym (7), he claims for himself the authority of Solon and
thus justifies his own literary project.

This idea that Isyllus claims for himself the authority of other poets by
borrowing from different poetic forms is confirmed by his use of dactylic hexameters
for the most authoritative statements. In the B part (10-26) Isyllus describes (in the 31
person) the institution of his sacred law (10-11):

Ovd” 1apov Oeiot poipat vopov nopev IouAlog
ddOttov aévaov yépag abovdatolotl Beolot.

This sacred law in accordance with divine providence Isyllus founded, eternal
and undying part of honour to the immortal gods.

By qualifying the law dd6itov agvaov yépag for the gods, with an adjective ddOitov
that is usually associated with the kleos of heroes, Isyllus keys the audience in the
heroic world and bestows the weight of epic and foundation poetry onto the law. At the
same time, by juxtaposing his own name at the end of the line with ddOitov dévaov
vépag at the beginning of the next one, Isyllus guarantees himself ‘by proxy’ a part of
this honour and the authority of the epic bard. The Homeric tone of the passage is
confirmed by the last reference, to loud-sounding Zeus (evpvona Zevg), who may take
care of the citizens if the Epidaurians respect this law from season to season.

Thus, all the elements of the inscription reinforce each other and contribute to
making it, through its metric diversity, a cohesive politico-religious, and literary

project: the sacred law being ratified “not without the gods” justifies the performance
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of the paean, the paean asserts the local origin of the god and his cult, and its
inscription is ratified by the Pythian oracle - even Isyllus’ word is ratified by his special
position vis-a-vis the god.*®®

From these remarks, I would like to conclude that this fascinating poem, one of
the testimonies of the continuation of lyric practice in continental Greece at the end of
the fourth century, is also a rich literary experiment: in addition to justifying the use of
the paean form for Asclepius, Isyllus makes the inscription the testimony of its own
creation. To achieve this, he uses the forms of poetry that give the most legitimacy to
his statements, and each section of the text relates to another one. Without seeing
Isyllus as a pre-Alexandrian critic holding a prescriptive idea of genres, Isyllus uses the
most traditional meter (and diction) for the topic to legitimize his enterprise. Rather
than seeing his activity at the end of a process of paean writing, in a culture where lyric
practice has lost social function, Isyllus can be seen as innovating: it is not an
“automatic” use of the paean, but quite the opposite, a context-based understanding of
genre. What makes genre is not a series of formal features but features that are

associated in the audience’s mind with a certain topic and the function of a certain type

668 Depending on how one interprets the 0 molg, either Isyllus as a boy or Isyllus accompanying his son
received a sign from the god that he was under his protection. When the god speaks to Isyllus, he does so
in a way that recalls the preceding parts of the inscription itself, especially in the povievoduevog
Avkobpyog (71), that echoes the "Iovlhog Enébnke pavievoacOat (32), and in the address to the god
(74: ® péy dprote Oedv), which uses the political vocabulary of the first lines (3, dpiotoxpartiav, 14,
aprtevwol) moreover, dpiotog is rarely used for a god, and the record of the virtue of the god is done in
words that remind of the virtue of the good citizen. This retrospective form of “Dichterweihe,” on the
model of Hesiod’s, Archilochus’ or Callimachus’ account of their meeting with the god when they were
young, is more an aretology of Isyllus than an aretology of Asclepius and retrospectively provides the
audience with a framework of reception for Isyllus’ law and the whole project.
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of poetry: authoritative statements in hexameters, inscriptions in elegiac couplets, song
in stichic meters, dedications in prose...*"

While Kolde presents Isyllus as a pre-Alexandrian poet, conscious of the limits
of the genre and using “erudition”, I would be more hesitant in using “pre-
Alexandrian” — for one, because Isyllus might very well compose in the Alexandrian
period, but mostly because the context in which he composes (a stele dedication, not a
book) does not seem to presuppose a select audience ready for elaborate games. This
poem was inscribed on a stone in Epidaurus, for people of the town, and undoubtedly
also for people visiting the sanctuary: it is not erudition that the poem supposes, but a
common knowledge of the archaic models.®”® It provides us with the interesting case of
an (aspiring? Itinerant?) poet whose work has only been transmitted by this inscription:
the text of the paean itself (whether traditional or composed by Isyllus himself) is
embedded in a complex framework that provides both indications about the actual
performance context of the paean (a procession) and about its other uses (inscribed

paean to be read by the reader of the inscription in Epidaurus, celebrating the aréte of

Asclepius).

3- New Song for old god: Philodamus of Scarpheia’ Paean to Dionysus

The last text that I would like to present, a “paean to Dionysus”, seems to be an

“old song for a new god”; it breaks down the age-long opposition (presented, most

59 Other hypotheses can be envisaged: the inscribed pacan could be the record of an archaic song,
performed by Isyllus, who ‘legitimized’ the song with an imagined performance context? It is also
possible that the ‘context’ was added and engraved around the old pacan — a case not unparalled, see for
example the Serapion monument, on which J. Oliver 1936).

67 The main objection is “L’importance du sanctuaire d’Epidaure pour la poésie fournit un élément:
jeux pentétériques, Asclepieia, qui comprenaient des concours musicaux” (Edelstein and Edelstein 1945:
208-211) and Plato Jon 530a.
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famously, in the passage of the Laws quoted above) between paean for Apollo /
dithyramb for Dionysus. The 156-line composition was inscribed on the (sixth) temple
of Apollo in Delphi, which was reconstructed between 370 and 320 BC, after its
destruction in 373 BC.®”' The prose subscriptio gives the name of the dedicators:
Aghdot €dwkov Prroddu[mt AlvInoldduov Zxkapoel kot toig aderdolg Emi[y]éver -
Philodamus of Skarpheus and his brothers. As for the date of the inscription, it is given
as under the archonship of Etymondas, of which the date has been established by B.
Rainer as 340/39 BC.®”> The poem is a twelve-strophe song that combines acolic and
ionic meters. Each strophe is composed of a first 4-line part, then the appeal (line 5 of
each strophe) to Evol @ 10 Bdky', @ i& ITowdv (cry ‘Euhoi, Io Bacchos, Ie Paian!)
followed by a 5-line text that concludes with a refrain.

The poem starts by an invocation of Dionysus, with a prayer either to come

673 674,

(devpe)”’” or to listen (kAVOL)": in both reconstructions, the emphasis is on creating
direct contact between god and performer. Strophes 2, 3 and 5 describe the god’s birth
in Thebes, the joy brought by his birth, and his reception in various places, first Delphi,
then Eleusis, finally Thessaly and Olympus. In stanza 9, after a break of three
unrecoverable stanzas, the poem switches from mythical past to contemporary context:
it points to two different types of real life settings: the reconstruction of the temple of
Apollo (specifically 105, when Apollo orders the Amphictyons to attend to “the

matter” (that is, the reconstruction) fast. In the same stanza, the poet refers to the

second real life context, the festival on the occasion of which the paecan was performed,

71 On Philodamus, see W. Vollgraff 1924; J. Powell 1925, 164-171; B. Rainer 1975; A. Stewart 1982; L.
Kippel 1992, 207-284, 375-380; W. Furley and J. Bremer 2001, (vol. 1) 121-128; (vol. 2) 53-84.

672 B. Rainer 1975, 75-141.

73 In Powell’s reconstruction of the first line of the text.

74 In Wilamowitz’s reconstruction.
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the Theoxenia, where sacrifices are made for all the gods and prayers sung for the
prosperity of the place.®” In stanza 10-11, the poet turns to the future: it starts by a
makarismos, and glorifies the honours given to Dionysus (temple, statue, and
competition in dithyrambs) while the twelfth and last stanza addresses a plural you to
welcome (8€xecbe) Dionysos and dance in the honour of the lord of health.

My interest in the paean is for what it might tell us about an otherwise unknown
poet, Philodamus of Scarpheia, his interpretation of the tradition of paean writing and
his justification of the use of the paean form to sing Dionysus. Two aspects are striking:
on the one hand the paean’s use of ‘cultic’ markers (the use of a refrain, the use of
many of the god’s epithets and the reference to the contemporary context of
performance); on the other hand, its remarkable poetic memory and description of
mythical musical performance. Following the masterful exegesis by Képpel, I would
like to show how the paean carefully negotiates the adaptation of the genre to
Dionysus, and how it uses the rhetoric of the paean to legitimize what seems to be a
religious innovation (year-round dithyrambic singing at Delphi).

As opposed to the paean to Asclepius described above, where Asclepius is
gradually “made” Paian through the poem, Philodamus introduces Dionysus as Paian
right from the start, without any justification: the poem starts like a cletic hymn (1-3):

AgVp dvo AtBvpoufe, Baxy

EUte, Tavpe Kloc0)0il-

ta, Bpout ...

Come here, lord Dithyrambos, Bacchos, Euios, ivy-crowned Tauros, Bromios. ..

67 The same festival Pindar’s Sixth Pacan was composed for and for which he uses the same kind of
expression: Ovetal yap ayrodg vnep [ovedld-/ dog, (62-3).
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In the first line, AtBVpouPe sounds like the poem’s generic signature, and all the
epithets (Bacchos, Euios, even Tauros) are familiar from cultic contexts.®’® Dithyrambs
are certainly not foreign to Delphi: the connection of Dionysus with the seat of the
Apollinian oracle is old, and attested already in Bacchylides (Dithyramb 16) where the
poet describes how for the three winter months, dithyrambs are sung at Delphi in
honour of Dionysus.®”” But our poem transforms this traditional association, and
signals it from the start with the mention of spring flowers (iepailg €v ®poig, 4): just as
these spring songs are ‘un-seasonal’ for Dionysus in Delphi, a paean for Dionysus is
quite unnatural.

The meshymnion and the refrain already announce the conflation between the
two gods, Apollo and Dionysus, with the repeated use of the ritual cries and adjectives
issued from them: the first adjective eUiog (2 and 6) derives from the cry Evot (found
in the meshymnion, 5) and is remarkably close to the adjective associated with Apollo
(evotwv, found for example in the refrain to Ion’s paean in Euripides’ lon 126 and
142). So the blending of the two genres starts at the aural level, but reveals much
deeper poetic dynamics: it is the process of calling Dionysus Paian that is
problematized.

With the relative pronoun that introduces the mythic narrative (from 6 to 105),
Apollo and Dionysus start blending. Not only is the poet silent about the modalities of

the (double) birth of Dionysus, and about the pains of Semele, but even the birth itself

876 For tauros as a cultic adjective, PMG 871.

77 Bacchylides 16, 11-12: 1600 xopot Aero®dv / ooV keAddnoav mop’ dyaxiéo vodv. On which
Machler 2004: “According to Plutarch (Mor. 398c¢), the Delphians performed pacans with their sacrifices
during most of the year, but from the beginning of winter they replaced the paean by the dithyramb for
three months, calling on Dionysos instead of Apollo.” Also I. Rutherford 2001, 88-90; D. Fearn 2007,
171-174.
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is described in terms that recall that of Apollo.®”®

Moreover, later in the poem,
Dionysus himself is described in terms that remind one of Apollo: he is the one shining
(daivav, 22) and with the starry appearance (Gotepoev dénog, 21), a visual conflation
of the two gods that is even more strongly emphasized in the tenth stanza (with the
reference to the golden imagery).®”” The same is true of Dionysus’ welcome: there is no
mention of his hostile reception at Thebes as retold for example in the Homeric Hymn
to Dionysus or the Bacchae.

The syncretism between Apollo and Dionysus thus functions at the lexical,
narrative, and visual level; there is nothing that differentiates Dionysus’ birth, and by
the same token, there is no reference to the most “marked” forms of the gods: Semele is
called by her more obscure name Thione (also in the Hymn to Dionysus), and the name
of Dionysus is only introduced in the twelfth strophe, as if the paean could just not
accommodate the name “Dionysus”, just as it cannot accommodate “Phoibos” Apollo.

So the use of adjectives, and the myth, show that there is a real concern, and
negotiation, of the way Dionysus can be represented as Apollo. This concern for

legitimization is reproduced on a grander scale, through the exploration of the issue of

performance, that culminates in the fifth stanza. Dances start with the birth of the god,

578 The reference to beautiful children is usually a marker of Leto (i u oe Anto koAAinaig £yeivato
Trag. Adep. F 178 Sn.-Kn.); t0v Aatodg evroida yovov (Euripides, Hercules Furens, 689) There are
even some lexical echoes of the Homeric Hymn to Apollo and the birth and welcome of Apollo (listed by
Kippel 1992, 230): o¢ ... Ao téke xapuo Bpotoiot (25), yoipe d& Afiog (61), Afjhog uev pdra xoilpe
YOV £xdtoto dvaktog (90), ueidnoe del yal vnévepBev (118), Oeal & oAdAvEaY dracor (119), xoipe
& Anto (125).

57 On the imagery of Apollo and Dionysus, and the blending of the two, A. Stewart 1982, 210 (on the
statue of Dionysos at Delphi, from the West pediment of the sixth temple of Apollo at Delphi): “in this
statue, then, one may perhaps recognize Dionysos confronting the viewer with the evidence that it is he
who has attained true insight into the real meaning of the ancient Apolline virtues, texts of which were of
course prominently displayed on the temple.” 213-214: “in this statue [of the Cyrene Apollo], Apollo and
Dionysos have become totally fused into one for the first time since the composition on the Delphi
temple, a century and a half earlier.”
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with mortals and gods expressing their joy (ydpev coic yévvoig, 9-10) by choral
dancing (yopevoayv, 8-9). The mention of charis allows expressing two ideas, that of
joy, but also that of worship and functions as a generic marker. The aural proximity of
the two activities (xdpev and xopevcsav) placed in the same position in the line, is used
again in the next stanza, when the pdxoipa yopo of line 20 echoes the end of the
previous line, yopevev again (19). The motif of dance thus allows joining the
traditional forms of Dionysiac celebration, the wild bacchic, (“neo-dithyrambic”?)
dance that Thebes dances, 14, and that Eleusis dances, 28) and the more ordered choral
song (VuvoPpung, 19, and maiden songs, 22). The fifth strophe introduces the last kind
of choral dancing, the most important one: the circular dance of the Muses under the
musical leadership of Apollo (59). It brings to completion a central aspect of the poem,
since it stages the attribution of the term “Paian” used so far without any strategy of
justification to qualify Dionysus: “they all sang and danced around you, proclaiming
you to be ‘Forever immortal and famous Paian.’”

Just as the singing of the Erythracan paean made Asclepius come into being
Paian, the singing of Philodamus’ poem re-enacts the decision of making Dionysus
“Paian” by Apollo. While up to this point in the text, the poem was extending the
refrain “i€ paian, come saviour,” after the description of Apollo’s performative
language, the use of the refrain is fully legitimized, since it is Apollo himself who made
Dionysus Paian.

Do these references to song and dance tell us anything about the actual context
of performance of the song? As opposed to what is happening in Isyllus’ song, there is

no reference to the materiality of the text itself, no appeal to the reader of the
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inscription, no apparent switch in the narrative voice between a poetic “I” and the
description of the performace of the paean. On the one hand, just as in Pindaric paeans,
the dancing described in the song could reproduce the dancing that the performers are
engaged in, at the Theoxenia in honour of Dionysus at Delphi.®®® As Rutherford has
presented, one of the theories about the performance of Pindaric paeans is that the
description of the performance context allows future audiences, who obviously are not
on the original site of performance, to see the song-and-dance as if it were taking

place.681

But this is not the description of an actual locale, since it is taking place on the
occasion of the birth of the god, and the mention of the places does not correspond to
any actual procession route. On the other hand, this process of description could be
close to “choral projection” (a term that A. Henrichs used mainly of tragedy), to
describe the use, by the poet, of choral imagery to project the activity of the performers
onto another, imagined, chorus. But rather than any reference to performance in this
part of the poem, I prefer to see this song-and-dance description as meant to legitimize
the very form of the song, a paean to Dionysus authorized by Apollo himself.
Information about the actual context of performance should be looked for in the next
stanzas.

When the text is readable again, in stanza 9, the narration has moved from the
mythical past to a form of mythical present. Stanzas 9, 10 and 11 are concerned with

the reconstruction of the temple and the establishment of Dionysiac worship and future

celebration of the god. Scholars have explained the significance of this part of the poem

5% On this aspect, see M. Vamvouri-Ruffy 2004, 190-193.
681 1. Rutherford 2001, 58-68 on performance. About performance of paeans at the Thargelia, he points to
the "Opynotot, prominent Athenians who danced around the temple of Delian Apollo at the Thargelia
and held ovumdoia (on which, see Athenaeus 10. 424 e-f).
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in socio-political terms, and seen how Philodamus’ paean participated in Delphic
propaganda. Maria Vamvouri-Ruffy is only one representative of many scholars who
understate the poetic skills of Philodemus and focus on the pragmatic function of the
song:**

Etant donné son statut réflexif par rapport a ce qui se fait dans le présent culte et

sa valeur d’argument par rapport a ce qui doit étre fait a I’avenir, on peut

raisonnablement penser que la biographie divine a subi dans son contenu

I’impact du contexte historique de la performance du Péan. (...) On doit donc

tenir compte de la relation dialectique qui existe entre ce texte et le contexte de

sa performance. (...)

En un mot, le péan visait a légitimiser une pratique cultuelle émergente a

Delphes, et d’autre part a hater I’achévement du temple.

This judgement seems to ignore the whole rhetorical and poetic strategy of the
composition: it is only because the order comes from Apollo that Dionysus can be
called Paian, and that there can be a competition in dithyrambs. The song thus finishes
where it has started, with the appeal to “dithyrambe”. We now realize that initially
calling Dionysus “Dithyrambe” and having him associated with all his dithyrambic
paraphanelia was a sign of the power and authority of Apollo.®®

So Philodamus does not apply the “form” that sings Apollo to celebrate
Dionysos but constructs a framework to call the god paean by mixing the imagery and
narrative used for the two gods. This legitimization of the celebration of the Dionysus
at Delphi in the spring season of the Theoxenia is achieved by mixing several poetic
models (from the cultic dithyramb usually attributed to Dionysus, to narratives

recalling the Homeric Hymns for example) and by the traditional reference to choral

dancing used in archaic paeans.

2 M. Vamvouri-Ruffy 2004, 206. In other part of her analysis however Vamvouri-Ruffy points out
Philodamus’ poetic memory, for example 196-7.
583 On this point, see M. Vamvouri-Ruffy 2004, 190-191.
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Conclusion to section 3

At the term of this survey of fourth-century paeans and hymns, is it possible to
answer the questions that I had set out at the beginning? Is there something like a
“new” paean? Genre-theorists like Képpel and Schréder have argued in very different
ways against this by interpreting the fourth-century texts as either cult poetry, or
“automatized” poetry, but I hope to have shown that these texts are in themselves
literary experiments, and attest to the inherent adaptability of the paean in its use by
some fourth-century poets. On the one hand, the pacans we have read are paeans for
“new” gods (or rather gods untraditionally celebrated by paeans); on the other hand,
they are careful experiments in negotiating the enlargement of the scope of the paean
genre. Poets use traditional poetic techniques and the rhetorical dynamic of the paean
itself to legitimize their adapting the paean form to new gods, Asclepius or Dionysus,
and abstraction, like Health (as seen in the previous chapter). Rather than being
testimonies of the recycling of old cult poetry (by nature un-innovative and repeating
the same set of formulas that have pleased the gods before), these compositions, I
suggest, are new songs that can be read as testimonies for the poetic creativity of minor
fourth-century poets adapting to new religious needs (singing Asclepius or Dionysus in
a new context).

My second hope is that I have started presenting a much more composite
picture of hymnic lyric in the fourth century than usually presented, and began
unsettling some firmly rooted binary oppositions that mark our understanding our lyric
poetry: the dichotomy between dithyramb for Dionysus and paeans for Apollo; the

distinction between cult poetry and literature, and even the opposition between
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canonical composition, and more popular literature. What these texts do ultimately, is
to allow us a different view on literary history, one that has not passed through the
“filter” of Alexandrian scholars and Athenaeus’s compilation. Plato’s view of lyric
subgenres (as presented in the Laws) thus ends up being justified: the forms of paean
and dithyramb do mix, but not so much as a result of decadence after a golden age of
pure forms but as a result of the use and manipulation of the flexibility of the form and

its adaptation to new needs.
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CONCLUSION

In the preceding chapters, I have presented and analysed various aspects of the
surviving corpus of lyric texts composed between 425 and 323 BC. Two thirds of the
evidence (texts and testimonies) is related to the New Music phenomenon, (and in this
number, most of the evidence concerns a handful of poets — Melanippides, Cinesias,
Timotheus, Philoxenus, Telestes — and musicians — Phrynis, Stratonicus and Pronomus
—) and emphasizes the introduction, at the end of the fifth century, of technical, musical
and poetic innovations, and of a break in the tradition of song-and-dance. But a close
examination of the remaining texts and testimonies, including of the poetic inscriptions,
suggests a much more complex relationship between tradition and innovation. What
emerges from a reading of these two sets of texts (literary and epigraphic) is a many-
faceted picture of lyric composition and performance in the fourth century.

In my analysis of the poems, I have showed a constant back-and-forth between
tradition and innovation operating in five domains. The first is the image of the New
Musician, and the function that this figure plays in the discourse about innovation.
Among the many anecdotes told about the New Musician, a distinctive trend emerges:
the New Musician is presented as inverting the values that defined the relationship
between poet and society in the archaic and early-classical period, as upsetting
traditional institutions (such as the symposium, the transmission of wisdom literature,
and the economical ties with a patron), and introducing a form of democratic discourse
(emphasizing political parrhesia, isonomia and economic independence of the poet).

The poet is featured as underlining the changes between archaic and classical times,
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and speaking as a representative of democratic values in front of foreign tyrants, while
at the same time negotiating a change in the place he occupies in Athenian society.

The dialectic relationship between tradition and innovation plays at a second
level: in the New Musicians’ presentation of their own innovations, and in their critics’
reception of their discourse on tradition and innovation (starting with Plato and
Aristotle). On the one hand, the New Musicians legitimize their technical and musical
innovations with a complex “rhetoric of the new”: not only do they refer to ancient
tropes (like that of novelty, or poikilia) to refer to their musical novelty, but they also
use old poetic material in a new way. On the other hand, Imperial authors writing about
the history of mousiké do not hesitate to take these claims at face value to underline the
demise of music in the fourth century. I have showed how numerous modern critics
have relied on these sources to describe the diachronic evolution of mousiké and
proposed an ideologically biased story of the “demise of lyric” in the late-classical
period: I have argued that far from experiencing decline, the fourth century had a very
active tradition of lyric composition and performance, especially in the field of theatre
music.

In the fourth chapter, I have underlined how the style of late-classical lyric,
which is most often taken as a sign of the decadence of lyric poetry in the late-classical
period encapsulates the poetics of New Music: its distinctiveness comes not simply
from verbal or metrical innovations, but from the combination of traditional vocabulary
and traditional meters into complex and versatile sequences of images and rhythms.
This is where the specificity of fourth-century dithyrambic style comes from: the poets

rely on a synaesthetic poetics, combining a variety of sensual nuances (usually
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conveyed by the means of adjectives) into one image, and working in long, extended
paradigms. I have examined how these images work in the longest extant examples of
the genre (Timotheus’ Persians and, 1 argue, Philoxenus’ Dinner) and suggested that
this way of thinking about the images is the most productive one to understand the
poetics of some fragments. Moreover, an examination of the themes treated by the New
Poets (minor heroes, love and romance, and the East) has showed how the poets chose
to develop new aspects of old themes, or emphasize new themes (especially the
bucolic, that anticipate the interests of the Hellenistic poets).

In the fifth chapter, I have analysed the sociological changes associated with the
symposium in the late-classical period, and showed how several subgenres of lyric still
belonged to the world of the symposium, and how some subgenres (erotic songs) seem
to have been introduced (or at least radically transformed from what might have
preceded them) in the fourth century. Moreover, I have shown how the symposium is
not simply the context of performance that accounts for the genre of poetry, but also
how it becomes itself a motive in different genres: its themes are transferred on the
public stage of the dithyramb (as in Philoxenus’ Dinner), and the rhetorical force of the
notion of the symposium as performance context is used by Aristotle and Ariphron in
two poems to negotiate tradition and innovation (songs to abstractions).

In the last chapter, I have focused on some cultic inscriptions and underlined a
fifth theme: how the “decline” or mechanisation that is often associated with fourth-
century epigraphic poetry does not stand up to close scrutiny: not only do some of the

fourth-century poetic features presented above appear in some “traditional” hymns, but
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some hymns introducing innovations (like paeans to Dionysus or to Asclepius) can be
read as skilful poetic projects legitimizing their own novelty.

Thus “tradition and innovation” has been a useful framework to understand
issues related (but not limited) to fourth-century lyric in three interconnected fields.
The first one is that of literary criticism: tradition and innovation, or, as A. Ford has
elegantly put it, “the antithetical forces of repetition and difference” are what the notion
of genre always puts in play, and dynamics that I have explored more specifically in

4
%4 The second

relationship with the evolution of the genres of dithyramb and paean.
field is that of cultural history; the notions of change and continuity are at the heart of
the constantly evolving dynamic between song-and-dance and society, not only in the
performance and reception of poetry, but also in the transmission of the image
associated with the poet and in the discourse about mousiké in the city. The last field is
that of reception and literary history; the notions of canon-making and canon-evolution,
of the making of innovations into a tradition, and conversely of the rhetorical use of the
motifs of old and new, allow accounting for the reception that the New Musicians

received in their own time, and for the critical discourse that originated with them and

continued in modern scholarship.

The expression ‘many-headed Muse’ encapsulates the complexity of the lyric
poetry of the fourth century poetry. The compound adjective is a reference to the
invention of the nomos that Pindar describes in one of his first epinicians (Pythian 12,

23: xedpoAdv mOAAGYV vOupov), but it is used in a new way: while Pindar uses it in

68% A. Ford 2006, 296.
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reference to the naming of the nome after the many heads of the dying Medusa of the
myth in Pythian 12, the compound adjective in my title refers to the many forms of
lyric poetry that continued to be heard in the late-classical period. The use of an
adjective that recalls the early-classical lyric tradition in order to legitimize innovation,
the transformation of the way both adjective (many-headed) and model of inspiration
(the Muse) are used and diverted from their original use, and the baroque image their
conflation suggests illustrate some of the important poetic processes of fourth-century

lyric poetry described in this dissertation.
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