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Preface

This is the sixth volume in a series within Brill's Mnemosyne Supplements
which records the proceedings of the Network for the Study of Archaic and
Classical Greek Song (https://sites.rutgers.edu/greeksong/). Previous volumes
in the series are The Look of Lyric: Greek Song and the Visual (2016), eds. Vanessa
Cazzato and André Lardinois; The Newest Sappho: PSapph. Obbink and P.GC
Inv. 105, Frs. 1—4 (2016), eds. Anton Bierl and André Lardinois; Authorship and
Greek Song: Authority, Authenticity, and Performance (2017), ed. Egbert Bakker;
Genre in Archaic and Classical Greek Poetry (2020), eds. Margaret Foster, Leslie
Kurke and Naomi Weiss; and The Reception of Greek Lyric Poetry in the Ancient
World: Transmission, Canonization, and Paratext (2020), eds. Bruno Currie and
Ian Rutherford. Two more volumes are in preparation: on performing texts and
on the figure of the poet in archaic and classical Greece.

The Network was founded in 2007 as a means of facilitating interaction
among scholars interested in the study of archaic and classical lyric, elegiac,
and iambic poetry. Most of the papers included in this volume were origi-
nally presented at the conference entitled ‘Lyric and the Sacred) organized
by Lucia Athanassaki and André Lardinois at the Anargyrios and Korgiale-
nios School of Spetses in the Summer of 2018. The publication of the volume
was then planned jointly by Lucia Athanassaki and André Lardinois and the
papers underwent a process of peer reviewing at the hands of the two edi-
tors, other core members of the network, and two anonymous reviewers for the
Press. The process of editing the whole volume took longer than we expected,
in part through the COVID pandemic, but all contributors had the opportu-
nity to update their papers at the beginning of 2024. We would like to express
our gratitude to the anonymous readers and the core members who reviewed
individual contributions. We further would like to thank Debby Boedeker, who
helped to correct the English of some of the non-native English speakers, Rose-
mary Tzanaki, who translated the contribution of Claude Calame from the
French into English, the copy editor of Brill publishers, and our student assis-
tants Jimke Laarhuis, Loes Fijen, Javan Kassenaar, and Kostis Angelopoulos,
who helped to prepare the manuscript for publication. We finally like to thank
the Radboud University for providing the funds to publish this book in Open
Access.
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Note on Abbreviations, Texts and Translations

Names of ancient authors and titles of texts are abbreviated in accordance with
the list in The Oxford Classical Dictionary, fourth edition (2012) xxvi-liii. Unless
otherwise specified, Greek and Latin authors are quoted from the Oxford Clas-
sical Texts, but the early Greek lyric poets—with the exception of those listed
below—are cited from Campbell (1982-1993); the early Greek iambic and ele-
giac poets from West (1989—-1992). Alcaeus is cited from the edition of Liberman
(2002), Anacreon from Bernsdorff (2020), Archilochus from Swift (2019), Sap-
pho from Neri (2021), and Stesichorus from Davies and Finglass (2014), unless
noted otherwise. Pindar is quoted according to the text editions of Snell and
Maehler (1987: the epinicia) or Maehler (1989: the fragments). Translations are
by the contributors themselves, unless noted otherwise.
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Introduction

Lucia Athanassaki and André Lardinois

The papers in this volume stem from a conference with the same title, the 5th
Open Conference which we co-organized on the Greek island of Spetses from
June 27th to July 1st 2018, on behalf of the Network for the Study of Archaic
and Classical Song. When we decided to organize our conference an impressive
body of work on the interface between religion and Greek lyric poetry, Pindar
in particular, was already at hand.! The aim of the conference was to revisit the
presence of the sacred in Greek lyric half a century after the ‘performative’ turn
had changed the way we think about Greek song and important new evidence
had come to light.

One of the profound changes in viewing song as performance is the replace-
ment of the traditional relationship author-text-reader by that of performer(s)
—song (song/dance)—audience, privileging in a specific space and time the
communication that performers develop with their audiences. The study of
the communicative dynamics between performers and audiences gave rise
to a host of related questions, such as the identity of performer(s) and audi-
ences, the relationship of poet and performer(s), gender dynamics, the context
and mode of the original performance, the dissemination of song in different
locales and societies, and so on.? Given that many of the surviving lyric texts
were composed for local and Panhellenic festivals, the presence and signifi-
cance of gods, their cults, and their sanctuaries could hardly be overlooked or
overestimated.

A number of earlier studies on the performance of archaic lyric mined the
references to religious rituals and sanctuaries in order to reconstruct the orig-
inal venue of the performance of melic, elegiac, and iambic poetry. Other
venues were also explored, notably the symposium, which, despite the secu-
lar character of the activities it hosted, did not lose sight of the sacred, both on
account of its hymnic kick-off and the sacred canvas on which secular songs
were woven. It is in general hard to separate the domains of the sacred and

1 See below n.10.

2 For the communicative character of Greek lyric, see the pioneer studies of Gentili (1985):
revised English translation (1988); Herington (1985); cf. the earlier work of Havelock (1963)
and (1982), who emphasized the oral nature of culture in the archaic period which Hering-
ton (1985) labelled ‘song culture’. See also Calame (1977): revised English translation (2001);
E.L. Bowie (1986); Nagy (1990b); Lefkowitz (1991); Lardinois (1994) and (1996).

© LUCIA ATHANASSAKI AND ANDRE LARDINOIS, 2026 | DOI:10.1163/9789004750388_002
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the profane in ancient Greek culture, but it is worth noting that sometimes the
sacred is treated seriously, while sometimes the mood is light-hearted.? Greek
lyric comprises a wide range of different genres, ranging from folk songs to
choral hymns, and its engagement with the divine is just as diverse.

Despite the focus of earlier studies on the reconstruction of various aspects
of the original performance, it is worth noting that these studies did not lose
sight of reperformance, which poses a different set of questions and consid-
erations. Interest in reperformance was to be expected, of course, because the
ambition of eternal survival through reperformance was boldly expressed in
Theognis’ famous programmatic elegy, the poet’s promise to Cyrnus that he will
be a song on the lips of lovely young men at every dinner party and public feast
all over the earth as long as he lives and ever after (237—254). This confident
statement presupposes the appeal of Theognis’ poetry to successive genera-
tions all over the Greek world, regardless of the different occasions, venues,
performers, and audiences and their ever-changing social and personal values
and tastes.*

The ambition of eternal survival chiefly through reperformance is not con-
fined, of course, to Theognis’ self-assertive statement, but pervades Greek lyric
and offers an explanation for the Protean nature of its self-referential state-
ments and its tendency to transcend the Aic et nunc in which it anchors itself.?
Study of deictic lyric patterns has shown that performance self-references
establish a Aic et nunc which they often transcend through overloading deic-
tics and similar strategies.®

Songs that have survived in their entirety—Pindar’s epinicians in partic-
ular—offer a number of instances of the tendency to overload performance
markers that are in conflict in as far as the reconstruction of a single perfor-
mance is concerned. Pindar’s Olympian 8, for instance, is a good example of two
sets of deictics foregrounding two distinct performance contexts, both inspired
by the sacred. The song opens with the persona cantans’ request to the sacred
grove of Pisa to receive the crown-bearing comastic procession.” In the third

3 Seeg, for instance, Calame’s and Casato’s different takes on the sacred with references in this
volume.

4 The scope and range of reperformances envisaged by Theognis draws attention to the unique-
ness of every single performance and its unrepeatability, rightly emphasized by Budelmann
and Philips (2018) 25 and passim.

5 See Herington (1985) 61 and passim; more recently Lardinois (2008), Bakker (2017a) and
Athanassaki (2023).

6 For the indeterminacy of lyric deictic patterns see the essays in Felson (2004b) and van Emde
Boas (2022). For Pindar’s tendency to overload deictics see Athanassaki (2009b) and (201b).

7 G & Higas e68evdpov e’ Ahped dAoos, | TévSe x@pov xal aTepavagopiay d¢éat, OL. 8, 9-10.
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triad, however, the local adverb debpo indicates that the persona cantans has
meanwhile relocated in Aegina, where Poseidon is said to have dropped off
Aeacus when driving him in his golden chariot on their way back from Troy.®
The second locale is not further specified: it could be a sacred place, such as
Aeacus’ Aeginetan shrine, or the house of the honorand, or another public
or private space. There is no need to say that the two sets of deictics point-
ing to Olympia and Aegina are in conflict only if we wish to reconstruct the
initial performance of the ode. If we think of the chain of reperformance, as
envisaged by Theognis 237—254, it is clear that the Pindaric song invites us ini-
tially to picture a performance at Olympia and then another one in Aegina.
From the point of view of the impact of the sacred it is worth noting that
although the Aeginetan setting remains vague, its close association with Aea-
cus’ homecoming in Poseidon’s golden chariot chimes with the sacred ambi-
ence of the opening and sustains the magic and mystique of performance in a
sacred locale.

We may now turn to our second example, Alcaeus fr. 129. Its opening lines,
in which we have underlined all instances of external deixis, are as follows:

... the Lesbians established this
great conspicuous precinct

to be held in common, and put in it
altars of the blessed immortals,

and they entitled Zeus God of suppliants

and you, the Aeolian, Glorious Goddess,

Mother of all [= Hera], and this third

they named Kemelios, / Dionysus eater of raw flesh.

The singer of this song, who in its first performance may well have been Alcaeus
himself, draws the attention of his audience to the temple of Hera, Zeus, and
Dionysus, which has actually been identified at Mesa (ancient Messon) on Les-
bos, and to the representations of Hera and Dionysus in it: but was this audi-
ence actually present at the shrine, and did they experience the epiphany of the
two gods during the performance of the song, or are they expected to imagine
them in their mind? Lowell Edmunds has remarked about this poem:

8 ’'Opootplawa & en’ Tobud movtie / ... droméumwy Aloaxdv dedp’ dv’ trrmotg ypuatatg, OL. 8, 48-51.
For the poetic function of the two performance settings see Athanassaki (2011b) 259-265.
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Is the opening demonstrative a matter of ocular deixis, with Alcaeus situ-
ated in or near this temenos [= holy precinct] and addressing persons who
couldseeit?... Oris itimaginary deixis, intending to invoke the temenos in
the mind of an audience physically remote from it? It is difficult to decide
between these alternatives, although one is drawn to the former. For the
re-use of this poem, in other times and places, the deixis is per force imagi-
nary, at first imaginary and accurately imaginable (by Lesbians and others
who had visited the temenos ...), then, with the passage of time, less accu-
rately imaginable, and ultimately a matter of scholarly debate.®

Still, it is important to remember that for most Greeks Hera, Zeus, and Diony-
sus were real gods on whom one could call in situations like those described by
Alcaeus in this song. In that sense these songs never became truly fictional in
antiquity.

These two examples, Pindar Olympian 8 and Alcaeus fr. 129, show that ref-
erences to the sacred, and specifically to human interaction with the divine in
sacred spaces, might similarly appeal to the eye or to the imagination, or both,
depending on circumstances that are for us irrecoverable. For their part the
lyric poets were fully aware of the instability of deictic patterns and gestures
and explored their full potential. The surviving songs bear unmistakable traces
of the strong influence performance in sacred locales and communication with
the divine exercised on poets, performers, and their audiences, regardless of
our difficulty in reconstructing the original occasion.

As already mentioned, when we decided to organize our conference a num-
ber of studies had tackled the dynamics of poetry, religion, and performance.!®
Yet we felt that the time had come to reassess the picture for a number of rea-
sons, not least the discovery of new fragments of Sappho and their importance
for the religious scene on Lesbos.!! Moreover, we wanted to explore further
how the sacred fuelled poetic imagination and creativity without losing sight
of the songs’ Sitz im Leben, which differentiates Greek lyric from heroic epos
and drama in spite of their fruitful dialogue. Ritual tradition and innovation,
ritual movement, the impact of the material sacred environment on the poetic

9 Edmunds (2012), quoted by van Emde Boas (2022) 164.

10  Seee.g Farnell (1930) and (1932); Calame (1977); Krummen (1990): Engl. transl. (2014); Fur-
ley and Bremmer, vols. 1 and 11 (2001); Rutherford (2001); Currie (2005); Kowalzig (2007b);
Kowalzig and Wilson (2013). More recently, Swift (2021); Eisenfeld (2022); Furley (2022);
Marinis (2024).

11 Onthese new fragments, see Bierl and Lardinois (2016). The account of the provenance of
the 2014 papyri as reported by Dirk Obbink in Bierl and Lardinois (2016) is incorrect: see
Sampson (2020), Hyland (2021) and Mazza (2024) 89-106.
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imagination, and the sensory experiences of performance in sacred places and
its traces on song and in memory, were some of the areas that we felt deserved
further investigation not only in much studied poets like Pindar but also in less
studied poets and genres.2

The papers in this volume focus on several poets and genres and map the
great variety and range of the impact of the sacred on surviving fragments or
entire songs. We have divided them into three sections, having as our criterion
their focus on context, imagery, or human communication with divine: but they
all intersect in several other ways and can be profitably read together in differ-
ent configurations.

The first section, ‘Sacred contexts, opens with the performance of Alcman’s
Louvre partheneion at Sparta. In ‘Dancing before dawn: the performance and
ritual context of Alcman’s Partheneion’, Thomas Hubbard revisits Alcman’s
Louvre partheneion, arguing that a better understanding of the cultic context
and performative execution can elucidate several passages that remain enig-
matic. Like others before him, he thinks that the chorus performs in honour
of the Dawn goddess at dawn or a little earlier. Adducing Pausanias’ testimony
(3.13.7), he suggests that the group of eleven, which the chorus mentions in the
last strophe, are the Dionysiades with whom the Leucippides engaged in com-
mon ritual activity on other occasions. Regarding choreography, Hubbard gives
anew twist to the old hypothesis of two semi-choruses: he argues that the first
three strophes (1-35) are sung by a united chorus which then breaks into two
semi-choruses, namely the chorus of Hagesichora, which sings the fourth and
sixth strophes (36—49 and 64—77), and the chorus of Agido, which sings the fifth
and seventh strophes (50-63 and 91). The two semi-choruses unite and sing in
unison the last strophe (92—105).

Claude Calame takes us to Lesbos. In ‘Forms of melic poetry as musical
and ritualistic acts referring to the divine: neither “lyric’, nor “sacred,”” Calame
begins by enumerating the interpretative advantages of the emic terms melos
and hieros for the study of archaic song culture and continues with an analy-
sis of the personal and local deixis in a number of Sappho’s poems, chiefly frs.
1, 10, 17, 26, 58b, and 58c, which he then compares with the deictic patterns of
Pindar’s Sixth Paean (composed for the Delphic Theoxenia), Bacchylides’ Third
Dithyramb (c. 17, composed for the Delia), fragmentary threnoi and epithala-
mia, and embedded mele in drama. On the basis of the similarity of deixis and
diction in these different genres, especially melic invocations of the divine, per-
formative speech-acts, and references to ritual contexts (e.g. heorta, thalia),

12 E.g. Mackay (2008), Athanassaki (20o11a); Peponi (2012); Cazzato and Lardinois (2016).
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Calame argues that in pre-classical and classical Greece representations of
communication with deities and narrations of fictional actions are always real-
ized in ritual acts or ritualized contexts, and stresses that this is also (and espe-
cially) true of Sappho’s erotic mele that contain appeals to Aphrodite, Eros, and
Hera. Calame’s emphasis on the powerful effect of divine invocations serves as
areminder that Greek religion was epiphanic. Erotic requests and negotiations
were therefore perfectly at home both within and outside the sanctuaries of the
invoked deities.

From Lesbos we move to Athens with Stefano Fanucchi’s ‘Cultic space and
dithyrambic performance in Pindar’s fragment 75 Fanucchi revisits the per-
formance context of a dithyramb that Pindar composed for the Athenians,
which has recently received the scholarly attention it merits.!3 Taking as his
starting point the interplay between deixis ad oculos and deixis am Phantasma
and offering a painstaking discussion of ancient sources and scholarly opinion,
Fanucchi argues against the agora as the locus of performance. On his reading,
Pindar composed the dithyramb for performance at the sanctuary of Diony-
sus at the City Dionysia, and he probably led the chorus. The initial invitation
to the gods to come to the agora and the reference to choral celebrations of
Semele are interpreted as evocations of divine and human choruses who per-
form separately at different spots in the vicinity of Dionysus’ sanctuary at the
same sacred time and space. Fanucchi’s reconstruction is a novel take on the
movement of human and divine choruses, ultimately based on the indetermi-
nacy of deixis.

From Athens to Boeotia, Cameron Pearson guides us through Apollo’s sanc-
tuary at Ptoion. In ‘The role of ritual and monument in creating kleos: the
epigram of Alcmaeonides from the sanctuary of Apollo Ptoios (IG 13 1469 =
CEG 302), Pearson contextualizes a victory epigram (CEG 302) on a statue base
commemorating the chariot victory of Alcmaeonides, son of Alcmaeon and
probably brother of Pisistratus’ famous political opponent, Megacles (111). The
statue, now lost, was dedicated at the sanctuary of Apollo Ptoios. All that sur-
vives from this intriguing dedication is a Doric capital and a five-line epigram in
iambic trimeters, inscribed on three sides of the abacus. Taking as his starting
point the tripartite split of the epigram that requires the viewer/reader to move
from a frontal position, which enables them to read the opening two lines (CEG
302, 1-2), to the right in order to continue with the following two lines (CEG
302, 3—4), and then to the left in order to read the rest (CEG 302, 5), Pearson

13 Athanassaki (2022a), (2018), Neer and Kurke (2019), (2014) with references to earlier schol-
arship.
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argues that the required movement/reading evokes the choral triadic pattern
AAB and therefore epinician choral celebrations. Adducing as comparanda the
Midas epigram (581 PMG) and the tombs of Hector and Odysseus (IL. 7, 89—91
and Od. 5, 308-312), he interprets Alcmaeonides’ dedication as an interesting
variant of the kleos discourse in song culture, which associates kleos with mon-
ument, ritual movement in sacred space, and poetic commemoration.

Gregory Nagy and Cecilia Nobili zoom in on the island of Paros and, taking
their lead from Archilochus’ poetry and subsequent hero-worship, offer differ-
ent perspectives on the island’s rich choral traditions and the cult of Apollo. In
‘Sacred space as a frame for lyric occasions: the cases of Hippolytus at Troezen
and of Archilochus at Paros, Gregory Nagy, like Claude Calame earlier, pref-
aces his discussion of the hero cults of Hippolytus and Archilochus with a
section on terminology. Noting the association of the term ‘lyric’ with genre
and of genre with occasion, he identifies four such contexts, i.e. composition,
performance, reception, and transmission. He distinguishes between physical
and notional ‘frames’ and defines the notional frames as occasions pictured as
real by insiders, i.e. participants in the performance that eventually became
the text. Sacred space, on the other hand, is a temenos. Terminology is followed
by a detailed discussion of the Archilochean persona in the extant fragments
(120W and 121W), in later reception (e.g. Arist. Poetics 1449a9ft.), in the Mne-
siepes inscription (initially choral but later rhapsodic, a tendency that Nagy
has elsewhere labelled diachronic skewing), and in the cult the poet received
in the Archilocheion. Nagy draws attention to the striking plethora of gods with
whom Archilochus shares his temenos on Paros, something which he compares
with the gods sharing Hippolytus’ shrine in Troezen. Both can be considered
frames for lyric occasions, but unlike Hippolytus’ Troezenean sanctuary, which
may have hosted choral performances, by the time of the Mnesiepes Inscrip-
tion the Archilocheion seems to have hosted rhapsodic recitals.

In ‘Between Delphi and Delos: Paros and Apollo from Archilochus to Pin-
dar’, Cecilia Nobili initially focuses on Archilochean fragments (26, 5-7W and
121W) and the Mnesiepes Inscription, which show the close ties of the island,
the poet, and his family to Delphi. Through a survey of building initiatives
already at the beginning of the sixth century BCE she traces the transition from
the dominance of Pythian Apollo in the island’s religious and artistic scene
in the seventh century to the consecration of important cultic sites of Delian
Apollo on Paros and the neighbouring Despotiko and the gradual elevation of
Apollo Delios to an equal partner in the fifth century. Against this cultic and
artistic background she interprets Pindar’s Paean for the Parians (fr. 140a Snell-
Maehler) and argues for a similar balance, i.e. a paean composed for Delian
Apollo without losing sight of the god of Delphi. Noting the similarities of this
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pattern to the Homeric Hymn to Apollo she suggests that the balance between
Apollo Delios and Pythios on the one hand and the negative depiction of Cre-
tan dominion of Paros on the other give the paean an Athenian flavour. On
this reading Pindar hits two birds with one stone: he pleases his Athenian elite
friends and simultaneously his Parian patrons, who were growing as fond of
the Delian as of the Pythian Apollo. According to Nobili, the political motives
of the Parian commission of the paean from Pindar are similar to those that lie
behind the Cean commission of a dithyramb from Bacchylides (c. 17).

The second section, ‘The fabric and texture of the sacred’, opens with Richard
Martin’s investigation of colour in the extant Pindaric corpus. In ‘What color is
the Pindaric sacred?, Martin begins his investigation with what is, in his view,
the easy answer: the sacred in Pindar is gold, as the 96 occurrences of chry-
seos/chrysos and cognates make clear. But this is only the beginning, for Martin
proceeds to establish the relation of an array of other colours to the sacred.
He finds that the sacred is most often violet (io-), blue (kyan-), or grey/light
blue (glauk-) and least often green (chlor-) and yellow/saffron (krok-). After
violet and blue/grey come, in decreasing frequency, red (phoinik-), purple (por-
phyr-), and yellow/tawny (xanth-). Contrary to one’s expectations from a poet
obsessed with brightness, white (arg- and leuk-) scores low on the sacred spec-
trum. Focusing on selected scenes, for example the description of the birth
of Iamus in Olympian 6 and crowning rituals, Martin looks at Pindar’s com-
bination of colours and argues for the poet’s predilection for a warm palette.
Reminding us of Isidore of Seville’s etymological association of color with calor,
Martin turns to what he calls Pindar’s ‘heat map’ and, going back to the poet’s
colourful description of the birth of Iamos, which he takes as a proleptic allu-
sion to the crowning of Iamos’ descendant Hagesias, he suggests that the Pin-
daric palette is at its warmest in all those cases in which humans touch or are
touched by the gods.

Amy Mars’s contribution, ‘Pindar and the ecopoetics of sacred space’, turns
to Pindar’s representation of sounds in sacred spaces. On the basis of selected
passages (Isthmian 1, 52—57, Olympian 14, 19ff., Olympian 10, 76-84, Nemean 6,
35—36, Pythian 6, 1-10, Pythian 10, 4—9, Olympian 3, etc.) she argues that Pin-
dar imagines a harmonious soundscape that combines his own songs with
the sounds made by valleys, mountains, etc. On this reading Pindar’s songs
enhance and are enhanced by the sounds produced in the sacred landscapes
in which they are performed. To give just one example of the synergy between
human song and inanimate sound in a sacred place, Pythian 10 opens with a
scene where Pytho, Pelinna, and the sons of Aleuas are envisaged as calling
upon the poet (&mdet) to commemorate in comastic song the victory of Pyth-
eas, whom the valley of Parnassus announced (dvéeimev) a victor.
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In ‘The sacred in the aesthetic texture of song between female and male per-
formance practice in Lesbos: a survey and some instances in the mythic-ritual
poetics of Sappho and Alcaeus), Anton Bierl tackles sacred imagery from an
aesthetic point of view on the basis of two, almost diametrically opposed lyric
takes, Sappho’s sacred eutopias hosting love-related discourses (frs. 1, 2, and
44) and Alcaeus’ appropriation of the sanctuary at Messon for his vehement
attacks on his political enemies (frs. 129 and 130b). On this reading the sacred
contexts and festive ambience conjured up in Sappho frs. 2, 1, and 44 are inte-
gral to the aesthetic fabric of these songs regardless of their relation to the hic
et nunc of performance: the sacred locus amoenus in fr. 2 symbolizes beauty
and empowers Sappho’s disciples to imagine the love life awaiting them; the
series of intimate conversations between Sappho and Aphrodite in fr. 1 casts
them in the roles of symmachoi in offering erotic education to Sappho’s circle;
the exuberant festivities surrounding the wedding of Hector and Andromache
in fr. 44 add a divine lustre to this wedding which serves as paradigm for the
weddings of Sappho’s pupils. Anchoring performance in sacred space, how-
ever, can produce a dystopic vision, as is clear from Alcaeus’ decision to utter
his curse against Pittacus in the sanctuary of Messon (fr. 129), which intensifies
its destructive power. In fr. 130b, on the other hand, the poet’s association of
his misery in exile with choral performances at the Lesbian kallisteia holds, on
Bierl’s reading, a covert hope for his eventual return and reintegration. Bierl's
reading of Sappho’s aesthetics complements Calame’s reading of Sappho by
exploring the effects of her songs on audiences (and readers) removed in time
and space from the original performances.

In ‘Narrative functions of the Muses in archaic lyric, Saskia Willigers com-
pares the lyric poets’ relationship with the Muse(s) with its influential Homeric
representation. After a quick overview of the collaborative relationship of the
primary epic narrator with the Muse who grants authority and kleos to his
narrative, Willigers explores variants of this relationship in Greek lyric. This col-
laboration is sometimes expressed in a question-and-answer pair (Bacchylides
15.47-49, Pindar Olympian 10.60—63, 13.20—22, Isthmian 5.38—44) and can even
take the form of a joined narrative in the famous Pindaric representation in
Nemean 5.26f., where the epinician speaker joins in the song of the Muses
at some indefinable point. Some lyric narrators are more explicit about their
collaboration with the Muses (e.g. Stesichorus fr. 100, 6-8, fr. 172), whereas
others claim a more prominent role for themselves (e.g. Theognis 769—772).
Simonides’ Plataea Elegy is too fragmentary to allow certainty, but through the
affirmation of Homer’s privileged relationship with the Muse and her subse-
quent invocation the narrator self-consciously places himself in the tradition
of Homer, highlighting his ability to guarantee a warrior's immortal fame.
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Like Willigers, Lawrence Kowerski looks at Homeric sacred lore but from
a different angle. In ‘To seem to be a god among men: the sacred and poetic
posturing in the Theognided he focuses on the significance of sympotic prayer
for the persona of the Theognidean poet/performer. He discusses two prayers
to Zeus (337—340 and 341-350), both related to punishment and drawing on
epic heroic stylizations (8elog dwnp). According to Kowerski, genre (prayer) and
the simultaneous evocation of heroic wishes and acts (divine fame following
the punishment of the speaker’s enemies in 337—-340; requital by drinking his
enemies’ blood in 341-350) work in tandem to construct the persona of an
authoritative speaker who displays his familiarity with epic lore and aspires
to divine fame.

The importation of religious diction and imagery into the world of the sym-
posium is the subject of the contribution by Vanessa Casato!* too, but unlike
Kowerski she looks at its playful effects. In ‘Playing with the sacred at the sym-
posion’, Casato looks at a number of songs and argues for the playful import
of sacred diction and imagery in sympotic poetry. On this reading, Pindar’s
Isthmian 6 plays with what might have been the standard sequence of liba-
tions; Archilochus fr. 120W riffs on a baseline of Dionysiac sacredness with-
out itself being a sacred song (or a dithyramb); Anacreon 356a PMG is subtly
ironic, whereas Anacreon 357 PMG subverts the formal conventions of prayer.
The chapter closes with an extended interpretation of Pindar’s fr. 122 Snell-
Maehler that emphasizes Pindar’s playfulness in singing of Xenophon’s vow to
dedicate hetairai to Aphrodite and shows why this song is suitable for the sym-
posium.

The third section, ‘Representations of human communication with the di-
vine, opens with ‘Polytheism in Greek lyric poetry’ in which Gabriella Pironti
stresses that in the polytheistic ancient world gods were not metaphors or alle-
gories, but divinities whom people worshipped by means of cultic offerings and
of whom the poets sang. Thanks to the continuum between cult and poetry,
polytheism can be understood through poetic language and vice versa. Pironti
illustrates her point through the study of the polytheistic architecture of four
songs, i.e. Sappho’s ‘Brothers poem’ (fr. 10), an anonymous prayer to the Moirae
(anon. fr. 1018, a-b), the Hymn of Palaikastro (IC 111 2.2), and Solon fr. 4. What
these different songs have in common is the belief in the dynamic synergy of a
plurality of gods who can avert a crisis, be it familial or civic or both, by ensur-
ing smooth communication between themselves and the mortals who pray to
them. For instance, in the ‘Brothers poem’ the persona loquens prays to Hera

14  NB:Vanessa Casato used to spell her last name as Cazzato.
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without losing sight of Zeus and their relationship, a prayer which, as Pironti
reminds us, closely mirrors Lesbian cultic practice since Zeus was worshipped
along with Hera in the sanctuary of Messon. The references to all gods (g0p-
movtég Te B€ol, Saupdveaay, lines 7 and 14), and also to an unnamed god (Saipov’,
line 18) whom Zeus sends to help those in need, illustrate the belief in divine
collaboration that underpins this and the other songs discussed. Pironti con-
cludes that the same network of divine powers that inhabited the Greek cities
informed all its poetry, including of course Greek song.

In ‘Sappho’s persuasive prayers, Mary Bachvarova looks at human and divine
communication in terms of efficacy and argues that Sappho resorted to her
cutting-edge knowledge of how gods thought and felt in order to convince
Aphrodite to come to her side. Through a survey of ancient theories of cogni-
tion and using Hittite and Homeric prayers as comparanda, Bachvarova argues
that, unlike the traditional views of how gods’ minds worked, which underlie
Hittite and Homeric texts, Sappho used novel rhetorical strategies in trying to
persuade Aphrodite to come to her side in frs. 1 and 2. Sappho’s novel approach
consists of using precisely the same irresistible weapons and methods the god-
dess uses in her dealings with mortals. The sense of long-standing intimacy
and efficacious communication between Sappho and the goddess that these
two prayers convey had an important sociopolitical and artistic cachet too.
Sappho’s privileged relationship with the goddess on the basis of cutting-edge
knowledge and understanding of the divine mind is an asset in the aristocratic
feuds in which Sappho was embroiled, and in her rivalries with other Lesbian
poets and their circles.

The next three papers explore the interface between lyric and drama, focus-
ing on representations of human and divine interaction. In ‘Pindar fragment
70b Maehler: a literary archetype of Dionysiac choreia’, Smaro Nikolaidou-
Arabatzi looks closely at Pindar’s description of the divine orgiastic dance on
Olympus—probably on the occasion of Dionysus’ arrival, which, she suggests,
is a projection of the dithyrambic chorus dancing in the fic et nunc at Thebes
and, simultaneously, the ideal model for this chorus. She then turns her atten-
tion to Euripides’ Bacchae and, noting many verbal and thematic similarities
between the Pindaric and Euripidean representations, she argues that Pin-
dar’s dithyramb was in all likelihood Euripides’ model for the interaction of
the onstage chorus of Dionysus’ Lydian maenads with the offstage chorus of
Theban maenads who honoured the god on Mt. Cithaeron. In this scheme the
projection of the song-dance of the Lydian chorus onto the archetypal dance
of the Theban maenads on Cithaeron enhances the performance of the Lydian
Bacchae in the onstage hic et nunc. Nikolaidou-Arabatzi also suggests that Pin-
dar fr. 7ob Maehler is a model for [Arion] anon. fr. 939. Her argument is based
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on the verbal echo between the designation of the dolphins dancing in circles
as pptEavyeves in [Arion] fr. 939, 8 and the Bacchic dance of the Naiads pi&adyevt
abv ¥Aévwt (Pindar fr. 7ob, 14).

In ‘Ritual synergy and intimacy in nondramatic and dramatic choral lyric:
Pindar fragment 75, Euripides’ Cyclops, and Aristophanes’ Frogs’, Athena Kavou-
laki begins her investigation with Pindar’s dithyramb for the Athenians, also
discussed by Stefano Fanucchi in this volume. Unlike Fanucchi, however, her
emphasis is not on the performance context, but on the imagined proxim-
ity and harmonious interaction of mortals and immortals in the course of a
choral performance during the Dionysia, which, according Kavoulaki, is pro-
cessional. She then proceeds to show the similarities and differences between
the Pindaric representation and two dramatic takes on the interaction of mor-
tal choruses with Dionysus. Her close reading of the diction and choral imagery
of the scene of the Mystae performing in the imagined presence of Iacchus in
Aristophanes’ Frogs brings out a similar sense of proximity and synergy. In con-
trast, the chorus of Satyrs in Euripides’ Cyclops underlines Bacchus’ absence
from the choral performance, an absence that pains the Satyrs, who miss the
gods’ philia and try to bridge their distance from him through hymnic dic-
tion and ritual acts. Kavoulaki’s comparison of the Pindaric dithyramb with
the theatricalization of two different takes on choral processions in honour
of Dionysus reveals some impressive affinities between lyric representations
of dithyrambic performances and dramatizations of Dionysiac choral perfor-
mances.

In ‘How “sacred” are the lyrics of Aristophanes?, Angus Bowie tackles the
question by investigating if Aristophanes uses obscene language in his religious
lyrics, given comedy’s predilection for obscenity and in the light of the well-
documented presence of aischrologia in several ancient Greek festivals, and
also in modern rites. Looking closely at several examples, chiefly from Aristo-
phanes’ Peace and Frogs, Bowie concludes that although obscenity is not absent
from representations of religious activity, Aristophanes avoids obscene lan-
guage in his religious lyrics, especially in hymns to the Olympians. He argues for
asimilar tendency in his phallika and epithalamia, where despite one’s expecta-
tions, one finds sexual innuendos rather than aischArologia. In the final section
of his contribution Bowie takes Trygaeus’ sacrifice to Peace in the eponymous
play and asks how ‘real’ the dramatized ritual is: noting a number of irregulari-
ties, such as the anomalous treatment of the animal, the constant interruptions
of the chresmologos, ridiculous oracular pronouncements, parodies, and vio-
lence, he concludes that whereas the audience is invited to watch a sacrifice
that looks prima facie like a standard one, fictionality takes over and the audi-
ence lands in the religious world of comic phantasia.
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The last paper of the volume takes us back to the world of the festival and
explores the deep influence of the symbiosis of song and sacrifice on the poetic
perceptions of song as sacrifice. In ‘Song and/as sacrifice: on the sacrificial prag-
matics of poetry’, Pavlos Sfyroeras marshals literary and inscriptional evidence
showing that song and sacrifice were performed side by side. This symbiosis,
Sfyroeras argues, too widely attested to be accidental, shapes the perception of
song by poets, performers, and audience. Focusing on Pindar’s Paean 6 and the
dithyrambic fr. 75, Bacchylides’ Paean 4, and Philodamus of Scarphea’s Paean
to Dionysus, he argues that the analogy between song and sacrifice led to the
perception of performance of song as a kind of sacrificial offering. Sacred laws,
notably an inscription from Erythrai in Asia Minor (IEry 205) and an Eretrian
decree regulating the festival of Artemis (IG xii 9.189) confirm the function of
song and sacrifice as offerings that honour and please the gods to the benefit of
mortals. This pragmatic symbiosis led eventually to a convergence of aesthetic
and ritual categories: the perception of the performance of song as ritual pro-
cess led to the imagery of the poem as a sacrificial animal, an evolution that
can be traced, for instance, in the poetics of Callimachus but also in the later
biographical tradition concerning Pindar.

These different papers show that the engagement of Greek lyric songs with the
divine was very diverse. Sometimes these songs were among the gifts offered
to the gods at religious festivals, other times they reflected on the nature of
the gods in more profane settings. Herodotus credited Homer and Hesiod with
providing the Greeks with the image of their gods (Hdt. 2.53), but Greek lyric
contributed to the formation of this image in significant ways as well.
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CHAPTER 1

Dancing before Dawn: The Performance and Ritual
Context of Alcman’s Partheneion

Thomas K. Hubbard

First discovered inside a tomb by French archaeologists in 1855 and published
in 1863, the so-called Louvre partheneion has provided us with both one of the
most splendid and one of the most puzzling finds of Greek literary papyri.
In part its difficulty is due to its strange archaic Laconian dialect, its unfa-
miliar generic form, our lack of knowledge concerning its original religious
context, and not least, its incomplete preservation, with an indeterminate
number of stanzas at the beginning missing and the tear at the edge of the
papyrus only allowing us to see the line endings for the first three stanzas
we do have; in addition, pieces of the last two stanzas are either missing or
unreadable. However, Alcman was notorious for his difficulty even among
ancient scholars of the Hellenistic period. Writing in the second century CE,
the rhetorician Aelius Aristides (Orationes 49.2.508 Dindorf) remarks upon
the torment Alcman causes the &fAtot ypappatinol who try to understand him.
Unlike us, the Alexandrians had complete texts not just of this poem, but
of many others they regarded as generically similar, both by Alcman’s hand
and those of later poets like Simonides, Bacchylides, and Pindar. Even so,
Alcman was a challenge for them, despite attracting the attention of some of
the best scholarly minds, including Aristarchus, Aristophanes of Byzantium,
Sosiphanes, and Sosibius. And in modern times he has piqued the interest of
no less distinguished a company of Hellenists: Wilamowitz, Diels, Blass, van
Groningen, Bowra, Page, and in more recent decades West, Rosenmeyer, Gen-
tili, Calame, Giangrande, Campbell, Segal, and many others. For, despite the
obscurities, all these scholars, as well as many lesser luminaries like myself,
have been captivated by the allure of a style that is so highly variegated and
discontinuous, alternately narrative, sententious, sensuous, encomiastic, play-
ful, self-conscious, and chatty. Everyone agrees that something very special
and very beautiful must be going on with these Spartan maidens. The present
essay will suggest that many of the difficulties of the Louvre partheneion can
be resolved through a better understanding of its ritual context and perfor-
mative execution, which I will argue was in part through responsive semi-
choruses.
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First, we should say a word about the generic designation of this poem as a
partheneion or maidens’ song. This term was invented as a generic category by
the Alexandrian scholars who were responsible for collecting and organizing
into books the surviving works of the archaic poets. As such, it was a catch-
all term for many different types of poems intended for delivery by a maidens’
chorus. The archaic poets themselves never used this term and would not have
recognized it as a distinct literary form.! The poems of Pindar that the Alexan-
drians classified as partheneia would have probably been called daphnephorika
in Pindar’s own time, as our only three fragments that can with certainty be
attributed to this book are all processional songs intended for a very specific
annual ritual associated with the temple of Apollo Ismenos at Thebes. Indeed,
one of them (fr. 94a) is likely not even a maidens’ chorus at all, but the perform-
ers (if the first person is choral, as is usually assumed in ritual songs) clearly
designate themselves as masculine. Similarly, it is likely that Alcman and his
contemporaries regarded poems like the one on the Louvre papyrus and the
more recently published, but even more fragmentary Oxyrhynchus papyrus
listed as fr. 3, not as maidens’ songs per se but as songs associated with a spe-
cific Spartan cultic performance. George Hinge’s careful analysis of Alcman’s
language shows traces of several diachronic levels of morphology and diction
within our extant texts, suggesting repetition and reperformance of these songs
across several generations.?

1 Cultic Context

What can we say about this cult? With a few exceptions, most scholars today
agree that the poem forms part of a ceremony in honor of a goddess who has
something to do with the dawn, who is referred to as Orthria in line 61 (related
to the root orthros) and Aotis in line 87 (likely derived from a Doric form of Eos,
the Dawn goddess).2 The references to light and the Sun in lines 4043 and to

1 See Calame (1977) 149176, and Lardinois (2011) 169. On Alexandrian generic classification of
lyric poetry more generally, see Harvey (1955).

2 Hinge (2006) 282—-348 and Hinge (2009) sees reperformance as a continuous tradition down
to Hellenistic times, when the text was fixed.

3 Infavor of Orthria and Aotis as a Dawn goddess, see Van Groningen (1935) 260; Schwenn (1937)
297—299; Calame (1977) 11: 119—121, 124—126; Nagy (1990b) 346 n. 42; Monaldi (1991) 261; Ferrari
(2008) 84. Robbins (1994) 14 usefully points out that the Dioscuri, so prominent in the myth-
ical portion of the poem, in Vedic mythology serve the Dawn goddess Usas. However, Page
(1951) 71-82 prefers to read 'Opfiot in line 61 as a nominative plural epithet of the Pleiades,
and interprets Aotis as a locative expression meaning ‘located in the East), which he sees as
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competition with the Pleiades in the early morning sky in lines 60-63 support
this association. It seems likely that no time would be more appropriate for a
ritual honoring of the goddess of the dawn than dawn itself, or immediately
before it.* That some ritual act of worship is taking place is indicated by the
chorus’ assertion that they are bringing a pharos to the goddess in lines 60-61
and that they wish to please her in lines 87—88; line 81 refers to the 8watrpia or
ritual banquet.> As a symbol of the new day’s birth and fertility, the Dawn god-
dess would certainly be appropriate for celebration by young maidens going
through a transitional ceremony of rebirth into adulthood and sexual matu-
rity. However, since we have no other testimonia about a Spartan cult of the
dawn, many critics have been eager to identify the dawn as an aspect of some
female figure whose cult is better attested at Sparta. Candidates have included
Artemis Ortheia, Helen, Eileithyia, Aphrodite, Hera, and Phoebe, one of the
two daughters of Leucippus, whose name suggests associations with bright-
ness.® None of these identifications are supported by anything in our extant

a likely epithet of Artemis in her lunar aspect. Given that the Moon and the Dawn are quite
distinct goddesses, this is an unlikely way of referring to the Moon. Others, such as Davison
(1968) 156157 and E.L. Bowie (2011) 60 emend 'Opfpiat to 'Opbaict based on a scholiastic sug-
gestion that Artemis Ortheia is here invoked; this approach has the disadvantage of requiring
an internal correption to fit the meter.

4 For performance at or just before dawn, see Schwenn (1937) 298—299; Page (1951) 75; D’Errico
(1957) 29; Garvie (1965) 187; Griffiths (1972) 16-18; Calame (1977) 11: 139-140; Clay (1991) 52—
57; Monaldi (1991) 261; Ferrari (2008) 86-87, 92, 106, 115; Luginbill (2009) 35-36, 40. Boutsikas
and Ruggles (2011) demonstrate that the temple of Artemis Ortheia is in fact oriented toward
the East, like most Greek temples, and thus well-exposed to a dramatic sunrise. E.L. Bowie
(20m1) 5960 argues for a daytime performance based on lines 41-43, where Agido “testifies
that the sun shines for us.” However, one can argue that the sun does indeed shine at dawn,
even if not yet directly over the horizon. One need not press the present tense too closely.

5 E.L. Bowie (2011) 60—61 notes that the mention of the 8watpia is immediately followed by an
invocation to plural gods (atof) to receive the prayers of Agido and Hagesichora, and thereby
casts doubt on any single divinity as the recipient of worship in this poem. However, it is
possible that the Swotipia were indeed meant as a theoxenic offering in honor of all the
gods after the choral performance. The choral performance itself only names one divinity:
Orthria/Aotis. Calame (1977) 113-114 takes fwotpla merely as a vague term for “ritual,” not
necessarily a ritual meal.

6 For Artemis/Ortheia, see Diels (1896) 360—362, 367—368; Page (1951) 74—75; D’Errico (1957) 9—
23; Griffiths (1972) 26—27; Luginbill (2009). However, as Davison (1968) 169—172 notes, the ear-
liest epigraphic evidence for identifying Artemis with Ortheia is relatively late. For Helen, see
Bowra (1934), 38—44; Calame (1977) 11: 121-125. For Eileithyia, see Schwenn (1937) 315; Burnett
(1964) 32—33; Hooker (1979) 212, 218. For Aphrodite, see Gentili (1988) 75—77; Cyrino (2004).
For the Laconian Aphrodite Hera, see Monaldi (1991) 275—285. Garvie (1965) 186-187 proposes
Phoebe (perhaps along with the other Leucippid, Hilaera). For other views, see Calame (1977)
121 n. 146.
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text, and I regard all of them as highly speculative. Calame argues for an iden-
tification of Helen with the Dawn goddess, based primarily on a comparison
of the two in one line of Theocritus (Idy/{18.26) and what he claims to be their
association on Etruscan mirrors.” Accordingly, for purposes of this paper I shall
simply call the goddess the Dawn goddess, without precluding the possibil-
ity that she may have later developed other cultic associations of which the
text gives no evidence. We should not be unduly troubled by her absence in
Pausanias’ description of Sparta or in our very partial archaeological record of
archaic Laconia. It is entirely possible that what was once a flourishing cult in
the seventh century BCE had either died out or been syncretized with another
cult by the time of Pausanias, Strabo, and most of our other sources. The Dawn
goddess Eos was unquestionably a figure of Panhellenic stature by the seventh
century BCE, well-known for her erotic aggressiveness with a series of mortals
including Orion, Kleitos, Cephalus, and most famously Tithonus: she is present
in the Homeric poems (Iliad 11.1-2; Odyssey 5.1-2, 5.121-124, 15.249—251; Home-
ric Hymn to Aphrodite 218—238), Hesiod (Theogony 984—987), on the Amyclae
throne (Pausanias 3.18.12, abducting Cephalus), and was a central character in
the epic Aethiopis, which neo-analytic critics regard as derived from an even
earlier tradition than the Iliad.

There are some other intriguing hints within our text that may tell us some-
thing useful about the poem’s ritual significance. The stanza consisting of
lines 64—77 advertises the chorus members’ erotic allure. Indeed, lines 74—77
suggest that the girls might feel erotic attraction toward one another and/or
toward Hagesichora. Within the mythical section of the poem, in lines 17-21, we
have similar erotic language suggesting that the hybris of those punished in the
myth had something to do with reaching for a marriage beyond their station.
Setting these passages together with the similar language we find in Sappho’s
poetry, Bruno Gentili and Claude Calame both at approximately the same time
proposed that the ceremony was one connected with female initiation into sex-
ual maturity; Gentili even spoke in terms of a lesbian betrothal ritual within an

7 Calame (1977) 1I: 121-125. The comparison in Theocritus 18.26 forms part of a longer series
of similes (26—31) illuminating Helen’s preeminence; nothing in the passage conflates Helen
with the Dawn goddess or alludes to any cultic worship of Helen as the dawn, any more than
as the spring, a cypress tree, or a Thessalian horse. The two Etruscan mirrors to which Calame
makes reference (plate 196 in vols. 2—3 and plate 78 in vol. 5 of Gerhard [1843-1897]) do not
provide good evidence for syncretism; as Gerhard notes (111: 190-191), the figure of Eos in the
sky is completely separated from Helen and her suitors in the lower portion of the mirror
of plate 196, and the similar horse-drawn figure labelled Aur on the top of plate 78 is clearly
masculine, the Sun god himself (V: 96-97).
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all-female thiasos. Of course, such ritualized female homoeroticism served the
social function of preparing girls for ultimate marital consummation, hence
its association with fertility imagery. This scenario has much to recommend it,
but we should be cautious about not overextending the concept of ‘initiation’
to cover every type of ritual or literary work which involves males or females
at this liminal stage in life.% To the extent that the girls of the chorus praise
each other’s beauty and advertise their desire for one another, they are actually
advertising their availability and erotic appeal before an audience of Spartan
males.!® Thomas Scanlon has argued a similar function for the many institu-
tionalized contexts of female athletic display at Sparta, including the practice
of female nudity, something largely avoided in other Greek states.!!

Pausanias 3.13.7 may help. Within his description of Sparta, Pausanias tells
of a small hill upon which was located a cult of Dionysus Kolonatas, ‘Diony-
sus of the Hill. He notes that the eleven Dionysiades (‘daughters of Dionysus’)
were joined by the two Leucippides in making sacrifice to Dionysus. Pausanias
3.16.1 adds the information that the priestesses in the cult of the Leucippides
were themselves called ‘Leucippides’ This is relevant because scholars have
long supposed, following information recorded in the scholiast to Clement of
Alexandria and perhaps going back to the local historian Sosibius, who also
devoted a work to the elucidation of Alcman, that the highly fragmentary myth-
ical section of the poem describes a struggle between the Dioscuri and their
cousins, the sons of Hippocoon, over marriage to the Leucippides Phoebe and
Hilaera.!? Line 1 of our extant poem names Polydeuces and lines 3—11 list the
names of the sons of Hippocoon; lines 17—20 are compatible with marriage
as the source of their conflict. The matter is not absolutely certain, as tradi-
tion also records that Hippocoon and his sons seized the throne of Sparta that
should have properly belonged to Tyndareus and the Dioscuri, so this may also
have been the origin of the rivalry. But if we are right in supposing that the two
daughters of Leucippus were a focal point of the narrative, we may have a key

8 Calame (1977) 86—-97, and with broader reference to choral training, Calame (1997) 244-
258; Gentili (1988) 72—77. Gentili’s view is followed by Cantarella (1992) 81-82. However, for
criticism of this interpretation, see Lardinois (2010) 17—20. The homoerotic implications
were earlier noted by Diels (1896) 352—354, but unlike Calame, who favors Hagesichora,
he saw Agido as the senior partner in the relationship.

9 See the cautionary remarks of Graf (2003).

10  See Stehle (1997) 79-88, and Luginbill (2009) 48-50, drawing on Plutarch’s observation
(Lycurgus 14.2—15.1) that female nudity as well as choral dance were inducements for
young Spartan men to marry. See also Ingalls (2000) 5-6, and Cyrino (2004) 26—27.

11 Scanlon (2002) 121-138.

12 See Page (1951) 32—33; Calame (1977) 58; Robbins (1994) 12—14.
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to the identity of the two female figures so prominently featured in the sec-
ond half of the poem, Agido and Hagesichora. Perhaps, as several critics have
suggested, they are the latter-day Leucippides, the two priestesses in the cult of
the original Leucippides Phoebe and Hilaera; like the original heroines, they are
young, beautiful, and eminently nubile.!® Pausanias makes it clear that they had
religious functions in other cults beyond that of the Leucippides themselves.

Perhaps most intriguing is that Pausanias’ information could give us the key
necessary to understanding the much-disputed lines 98—99: ‘this decad sings
instead of eleven girls. The decad must refer to the present chorus singing
and dancing this song, as the deictic form dde suggests; it is no coincidence
that eight chorus-members are named in lines 70—76, who with the addition of
Agido and Hagesichora do indeed make ten.!* Who then are the eleven girls?
None other than the eleven Dionysiades whom Pausanias mentions as asso-
ciated with the Leucippides in cult practice: the Leucippides and their choral
followers assert an equal importance to the more numerous Dionysiades.!> It
may bear noting that the sons of Hippocoon who are listed in lines 3-1 are
exactly eleven in number as well.

The glossographer Hesychius (4496, s.v. twAia) tells us that the two Leucip-
pides were also called Aot or ‘foals’. This tends to confirm that the priestesses
would in fact be young maidens who were not yet fully adult. We find the same
term in an interesting passage sung by the chorus of Laconian women at the
end of Aristophanes’ Lysistrata (1308-1315), which refers to Helen leading a

13 For this suggestion, see Diels (1896) 370—371; Garvie (1965) 185-186; Nagy (1990b) 346-347;
Ferrari (2008) 83; more cautiously, Bierl (2011b) 431-432.

14  See Page (1951) 63—64; Calame (1977) 132. This is surely preferable to the view that choruses
are normally eleven and someone is unexpectedly missing (see Van Groningen (1935) 259;
Garzya (1963) 39 n. 72) or that there are really eleven chorus members, three of whom are
unnamed, competing against Hagesichora, who sings with the force of ten (see Puelma
[1977] 47-48; Robbins [1994] 10-11); Giangrande (1977) 156-160, offers the variant inter-
pretation that Hagesichora by herself counts as ten against the eleven of the whole chorus
(the eight named girls, the two chorus leaders, and Aenesimbrota). Griffiths (1972) 12—13
thinks the expression means that the chorus formerly consisted of eleven, but one (Agido)
has been lost to marriage; this has the disadvantage of leaving only one girl in the chorus
unnamed. Pavese (1992) 4950, also denies that Hagesichora and Agido could be counted
together with the other eight choreuts, on the grounds that they are laudandae rather than
laudatores, and the two roles must be separated; however, the epinician conventions on
which he bases this assertion may not be the same in other choral forms.

15  Bowra (1934) 37-38, 41-42, sees the chorus as a whole as Leucippides, rather than Agido
and Hagesichora specifically. Clay (1991) 61-63 and Pavese (1992) 70 see a possible associ-
ation of the eleven with the Dionysiades, but fail to see the identification of Hagesichora
and Agido with the Leucippides.
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chorus of girls like m&Aot. This passage is probably a pastiche of Alcman'’s poetry,
so it should not be pressed as an allusion directly to our poem.!6 What it does
suggest is that Hesychius’ citation of m&Aot as a cultic term associated with the
Leucippides can be traced back at least as far as the fifth century BCE, and very
probably to Aleman’s time as well. If so, it should then come as no surprise to
us that we find so much horse imagery related to Hagesichora and Agido, the
daughters of Leucippus (‘white horse’).l”

Also intriguing is the information about Spartan ritual conveyed by another
dramatic passage, Euripides’ Helen 1465-1470:

1) 7o x6pog &v motapod

nop” oldpa AsvximiSag #) 7pd vaod
IToaAGdog dv AdPot

xpdvwt Euverfodoa yopols

1) xwpotg Youelv-

Bou viiytov &g ebppoatva,

I suppose she [Helen] would catch the Leucippid maidens beside the
swell of the river or in front of a temple of Pallas, joining their choral
dances after a time or the festivities of Hyacinthus for nocturnal celebra-
tion.

In a propemptikon bidding Helen and Menelaus a fair voyage back to Sparta, the
chorus imagines the familiar scenes Helen will encounter upon her return.!®
Perhaps she would catch the dances of the Leucippides or the revels of Hyacin-
thus at a nighttime festival. This yields three pertinent pieces of information:
that the Leucippides were known for a connection to choral dance, that such
festivities might occur at night, and that they might occur in connection with
a goddess’ divine cult (Pallas in this case).

16 See Bierl (201b) 417-419, and with reference to the meter, Calame (2004) 169.

17  On this pattern of references, see Calame (1977) 11: 67—72.

18  Nagy (1990b) 346 sees this passage as establishing a cultic link between Helen and the
Leucippides. But are we also to imagine Helen as a presence at the Hyacinthia or in the
Spartan cult of Athena? It is more likely that the reference is simply to well-known Spartan
rituals.
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2 Performance

I believe that the obscurities that have dogged interpreters over the last 150
years stem mostly from a failure to understand the performative conditions of
the poem. Much that seems opaque or ambiguous to us would have been per-
fectly transparent to an original audience in virtue of the patterns of dance, the
positions of Agido and Hagesichora relative to the other performers, and deic-
tic hand gestures or facial movements.!® Accordingly, a proper appreciation of
the poem’s choreography is necessary for a correct philological understanding
of its text. One of the principal problems interpreters have had with lines 39—101
is confusion over which of the two leaders is being praised when and whether
they are compared in relation to each other, and if so, how. Much of this would
have been obvious to the audience in performance, depending on who the rest
of the chorus is looking at or dancing around. As even a ballet can speak to its
audience with no verbal text at all, we must make allowance for how much the
dance would clarify this complex piece.

In many ways, the praise of the two leaders Agido and Hagesichora seems
evenly balanced, as would be appropriate if they are indeed the twin priestesses
known as the Leucippides. As Martin West put it: ‘Each is pre-eminent and
without a rival for as long as we look at her: we never look at both together.
Alcman tactfully preserves the balance between the two.2° Many critics since
the nineteenth century have suspected that the poem splits into semi-choruses
at this point. Indeed, the suspicion went back to the Alexandrians, as a scholion
that is preserved opposite lines 48—49 (listed as viiI Page = A8 Calame) sug-
gests a division between ‘those on the side of Agido’ and ‘those on the side of
Hagesichora' The placement of this scholion I find interesting: we can hardly
have speakers changing at the beginning or within lines 48 and 49. But with
line 49, the stanza ends, and line 50 begins a new stanza. So what the scholion
does suggest is that the Alexandrian scholars on whose work the scholia were
based considered the strophic divisions to be a point where the shift from one
semi-chorus to the other occurred.?!

19  Ontheimportance of deixis in interpreting this poem, see Peponi (2004); Luginbill (2009)
38-39.

20  West (1965a) 197; similarly, E.L. Bowie (2011) 62—63. Contrast with Page (1951) 45-51, who
insists that Hagesichora consistently receives more praise than Agido and is the more
important chorus leader.

21 It should be noted that the new edition of Romer (2013) 114-117, based on a careful re-
examination of the papyrus, also finds a scholion suggesting semi-choral division opposite
line 36, at the very beginning of the strophe. However, opposite lines 43-44 yet another
scholion suggests a shift from Agido’s to Hagesichora’s semi-chorus, so at least some
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Unfortunately, most modern scholars (and the ancient scholia themselves)
have made matters more complicated. Hermann Diels proposed dividing the
14-line stanzas into triads, with the first four lines of each constituting a stro-
phe, the next four lines a metrically equivalent antistrophe, and the last six
lines an epode.22 In his view, one semi-chorus performed the strophe, another
the antistrophe, and both together performed the epode. However, this scheme
does not coincide with the logical sense breaks or changes of emphasis: for
example, we would have lines 36—39 delivered by one semi-chorus, ending with
the phrase €yav 3’ deidw ..., even though this clearly introduces a new thought,
which will then be continued by the other semi-chorus. The antistrophe, con-
sisting of lines 40—43, will itself end with another phrase introducing a new
thought, éue 3" olit’ émawiy ..., with the complementary infinitive completing
the doublet left to the epode. While such enjambment is not unparalleled in
some of Pindar’s triadic systems, it would be very jarring to have changes of
speaker at these junctures. It should also be observed that Diels’ metrical divi-
sions are not supported by period end: if the fourth and eighth line always end
a strophe and antistrophe, we should expect to find the last syllable anceps, but
in fact it is always long, with the sole exception of line 25, where the reading is
uncertain.?3 Accordingly, Diels’ proposal must be rejected.

A more common tendency has been to divide up the conversation with-
out any regard to metrical structure at all. ].T. Sheppard came up with such
a scheme in 1913, Franz Stoessl with another in 1947, and the very capable
Jacques Péron with yet another in 1987, and most recently Francesca Schironi,
who declines to speculate about the original performance, but argues from the
scholia and paragraphoi that the ancient commentators believed in frequent
alternation within lines 39—60.24 Each scholar marks the divisions differently.
To give an example, Péron believes the division into semi-choruses begins with
line 39 and ends with line 59. In his view, we should assign lines 39—43 to
Agido’s semi-chorus, then beginning with the éué 3’ olt’ énawfy in line 43, we
have Hagesichora's speaking for the rest of the stanza, with Agido’s semi-chorus
uttering the first line and a half of the next stanza, followed by Hagesichora’s

Alexandrian scholars believed in amoebaean changes of speaker within the strophes as
well. See also Schironi (2016) 33—-38. We need not necessarily follow the scholia in their
exact assignment of lines to one semi-chorus or another, but their testimony does suggest
that they thought semi-choral performance might explain some of the discontinuities and
shifts within the text.

22 Diels (1896) 374.

23 See Hinz (1993).

24  Sheppard (1913) 124-126; Stoessl (1947); Péron (1987); Schironi (2016). Adrados (1973) 330—
331 was premature in declaring semi-choral division an ‘abandoned thesis’.
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in line 50 with & 3¢ xaita, and finally Agido’s again in lines 58-59.25 According
to this scheme, we not only have choral speakers changing in mid-stanza, but
in at least two cases even mid-line. How this change could work musically and
choreographically is a mystery.

Already in 1937, in response to the earlier schemes of division proposed
by Sheppard and Bowra, Denys Page undertook a careful study of changes
of speaker within the lyrics of Greek tragedy.26 While such division is com-
mon, especially in Euripides, what Page observes is that when it occurs within
responsive strophes, it almost always occurs in exactly the same place(s) in
both strophe and antistrophe. He identifies only six places where a non-re-
sponsive change of speaker occurs, three of them in Euripides’ Trojan Women.
But even in these rare cases, the non-responsive changes of speaker tend to
be minor deviations embedded within a larger structure where the changes of
speaker do respond properly. I would add that in most of these passages, it is
difficult to tell whether we are dealing with a division into semi-choruses or
into a babble of multiple speakers. The conventions are doubtless stricter for
semi-choruses than for individual chorus members, who are more likely to be
represented as confused and talking out of turn.

Those cases where division into semi-choruses seems unequivocal tend
to be defined most strictly by strophic boundaries. A certain case of semi-
choruses occurs in Aristophanes’ Lysistrata, where the comic chorus is clearly
split between a group of old men and old women, whose song is strictly amoe-
baean and responsive, the old men typically delivering the strophes and the
old women the corresponding antistrophes. According to the scholia (Scho-
lia Ranae 354a-b Koster), Aristarchus also suggested a division of the cho-
rus of Initiates in Aristophanes’ Frogs. Subsequent scholiastic references to a
Nutxéptov (Scholia Ranae 382—383, 394, 398 Koster) suggest that the division
began with the strophe of lines 385—388, referring to dances for Demeter by the
female members of the chorus, with the antistrophe about jests in lines 389—
393 presumably belonging to the men. The strophe in lines 409-412, expressing
delight in glimpsing the exposed breast of a pretty girl, definitely seems male.
Lines 445-446 do seem to announce that the female members of the chorus
depart from the stage, leaving the men, so an earlier division of the chorus is
entirely plausible. At the end of Aeschylus’ Seven against Thebes we clearly have
the chorus split into two parts, one lamenting each brother, but it is impossi-

25  Schironi (2016) 34—37, believes the Alexandrian scholars favored the same divisions, with
the exception of lines 58—59, which she assigns to Hagesichora’s supporters, reading Agido
as a nominative.

26  Page (1937).
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ble to determine exactly where the divisions between the two semi-choruses
occur; the divisions may well correspond to the strophic boundaries. In Sopho-
cles’ Ajax, the chorus reenter the stage from two directions as they search for
their missing commander, but this passage is in astrophic lyric iambs and not
responsive at all; similarly, the chorus of Sophocles’ Ichneutae splits into two or
three groups at one point, but this passage is entirely in trimeters. More use-
ful to us may be Euripides’ Trojan Women, where the scholia propose division
into semi-choruses in the kommos with Hecuba; at least initially in lines 153—
196, this division must be strophic, as the speakers of the antistrophe clearly
announce that they have just come onto the stage; the next strophe-antistrophe
pair in lines 197234 appears to be divided among multiple individual voices.

Nor was choral division anything unique to Athenian drama. The gram-
marian Pollux (4.107) tells us that the Spartan poet Tyrtaeus set up tptyopia
between alternating choruses of old men, mature men, and boys. We in fact
possess such a song in Laconian dialect, quoted by Plutarch, listed in Page’s
PMG and Campbell’s Loeb as fr. 870. The old men say: “We were once brave
young men. The mature men say: ‘We actually are; if you want, look at us! The
boys say: ‘We will be much stronger! This information is valuable to us because
it demonstrates that such responsive choral alternation was known in seventh-
century Sparta, and moreover that it could have an agonistic quality, as we see
in fr. 870 where each succesive generation claims superiority to its predeces-
sor. The Spartan historian Sosibius (595F5 FGrH) even attests that this tri-fold
division between choruses representing three generations was conventional at
the gymnopaidia, where songs by Alcman, Thaletas, and Dionysodotus were
performed this way.2”

All of these considerations lead me to favor the idea that any choral division
within Alcman’s poem must have followed the strophic boundaries. Despite
seeming in many ways obvious, this approach has been advocated by only two
scholars, who advanced the idea independently: the Italian scholar Alfonso
D’Errico in a little noticed article of 1957 and one of my own teachers, the late
Thomas Rosenmeyer, longtime at the University of California at Berkeley, who
published a long and very learned article in 1966. Part of the reason their theory
has gained so little acceptance from subsequent scholars is that to fit the exist-
ing stanzas into a framework of partisanship for each of the two chorus-leaders
required them to exercise some considerable degree of hermeneutic contor-
tion. Rosenmeyer also proposed a rather fanciful association between what he
called amoebaean choral song and the amoebaean contests of pastoral poetry,

27 For this text and other evidence of Spartan semi-choruses, see Schironi (2016) 47—49.
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on which he was then writing his important book The Green Cabinet. While 1
do not believe that we can with any justification trace a genetic link between
these two very different genres, what they do both illustrate in different ways is
the pervasively agonistic character of Greek society, something we have known
about since the time of the cultural historian Jakob Burckhardt; in more recent
times, Derek Collins has shown how poetic agonism was something fundamen-
tal to the culture of Greek song in all genres and periods. George Dunkel has
even suggested, based on evidence from the Rig-Veda, that poetic competition
was a fundamental characteristic of Indo-European society.?8

I believe that D’Errico and Rosenmeyer were on the right track, but ulti-
mately failed to come up with a persuasive division because they got it back-
ward: they assigned stanzas 4 and 6 (which is to say lines 36—49 and 64—77) to
Agido’s semi-chorus, and stanzas 5 and 7 (which is to say lines 50-63 and 78-91)
to Hagesichora’s. [ would propose that it is really the other way around: all of the
stanzas praise both chorusleaders for their beauty and ability, but stanzas 4 and
6 give pride of place to Hagesichora, and stanzas 5 and 7 to Agido. What D’Errico
and Rosenmeyer failed to appreciate was the power of an archaic convention
discussed by another of my Berkeley professors, Elroy Bundy, whose Studia
Pindarica (1962) analyzed the complexities of Pindar’s multi-functional and
often puzzling transitions through the concepts of ‘foil’ and ‘cap’ What Bundy
observed is the tendency of archaic poetry to present one or more praiseworthy
terms (what he calls the ‘foil’) which are then rejected or passed over in favor of
a final term (the ‘cap’). When this rhetorical gambit involves multiple terms as
foil, it is what we call a ‘priamel’, as in Sappho’s famous fr. 16, where she says that
‘many men praise an army of infantry or a fleet of ships as the most beautiful
thing, but I say it is whatever one loves.’ Stanza 6 of Alcman gives us a splen-
did example of a developed priamel, where all of the fine clothing, jewelry, and
beautiful maidenslisted in the first thirteen lines are surpassed by the final term
listed in the fourteenth line, set off from the previous list by the adversative
particle dAAd. In different forms, we see the same rhetorical structure repeated
throughout the four stanzas of choral division: X is beautiful, but Y is absolutely
stunning. The first term mentioned is always inferior in the implied compari-
son. In this respect, what we see at work in this choral poem is fully consistent
with the amoebaean exchanges of pastoral poetry or the formal epirrhematic
agons of Old Comedy: the second speaker always wins, because he or she gets
to one-up their predecessor.

28  Burckhardt (1963), based on his original lectures of 1872; Collins (2004); Dunkel (1979).
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Let us observe how this works out in actual practice within the four stanzas.
Rosenmeyer and D’Errico want the fourth stanza (36—49) to belong to Agido’s
semi-chorus, since she is named twice and Hagesichora not at all. However,
they are forced into rather desperate measures when it comes to lines 43—4s5,
which quite clearly tell us: ‘our famous chorus-leader allows us neither to praise
her nor to blame her’ Clearly, the pronoun nin has to refer back to Agido, who
was the focus of attention in the preceding sentence. D’Errico tries to refer it to
the Sun, with which Agido is compared in line 41, but it hardly seems credible
that Agido would forbid the rest of her chorus from praising the Sun, which she
herself calls upon as a witness, particularly if, as we have posited, the poem cel-
ebrates the goddess of the dawn, who is allied with the Sun. Rosenmeyer takes
the nin as reflexive, suggesting that Agido does not permit the rest of the cho-
rus either to praise her or blame her, in other words to speak of her at all.2® Yet
under his interpretation the chorus does nothing but that for all of lines 39-49.

The following sentence introduced with a gar in lines 45—49 also makes bet-
ter sense under this assumption. Rosenmeyer’s interpretation is to the effect
that Agido does not allow us to speak of herself because she is conspicuous
enough herself that her beauty needs no verbal elaboration. This might be
acceptable if a laconic Soxel ydp fijuev aldta exmpems were all we had. But the
stanza goes on for another four lines elaborating the chorus-leader’s beauty
with a simile: she stands out as if someone in their dreams were to place a prize-
winning horse among mere herds of mixed livestock. Clearly the sense of the
passage is not that the girl’s beauty is so outstanding that it speaks for itself;
if so, no simile would be needed. Rather, the emphasis of the simile is how far
her beauty outstrips all rivals: the epithet defAopbpov conveys that she is the
kind of horse who wins victories in the Panhellenic games by outrunning any
other. That the dreamer sees her amid undistinguished Botolg, a word which
lumps together all grazing animals from goats to cattle, again suggests that her

29  D’Errico (1957) 25—26; for the same view, see Wade-Gery (1957) 323. For the reflexive pro-
noun, Rosenmeyer (1966), 340; Puelma (1977) 24—25. Taking nin as reflexive is highly
problematic. Although Rosenmeyer cites the grammars of Chantraine and Schwyzer—
Debrunner, careful examination of their examples suggests that a reflexive use of nin in
cases like this one is extremely rare. One sometimes finds it used as a reflexive in subordi-
nate clauses or after prepositions, and one sometimes finds the anaphoric dative pronouns
also used as reflexives after infinitives and participles, but use of the anaphoric min or nin
after an infinitive, as we would have here, seems very rare indeed: out of the many exam-
ples of reflexive use of anaphoric pronouns in Schwyzer-Debrunner (1953) 11I: 194, only
one from Herodotus (1.45) is at all comparable. Given the rarity of this construction, our
natural tendency would be to take nin in reference to someone other than the chorus-
leader who is the subject of the sentence.
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uniqueness and distinction are highlighted against the backdrop of universal
mediocrity, at least in the subjective judgment of the dreamer who imagines
this scene. Accordingly, the sentence beginning Soxel ydp ... makes better sense
as an explanation for why this semi-chorus cannot praise Agido, despite her
contribution to the cultic ceremony. Their own chorus-leader (Hagesichora)3©
so outstrips all others, including Agido, that it is impossible to praise anyone
else; yet because of Agido’s ceremonial importance, they cannot blame her
either. It is not a matter of Hagesichora jealously commanding her choristers
to praise none other; such a statement would hardly be encomiastic, but would
suggest pettiness and conceit. It is rather a matter of no one other than her
seeming to the choristers worthy of praise, as if to say: ‘Hagesichora is so beau-
tiful that I can't speak of anyone else when I look at her’ Deictic gestures in
her direction almost certainly accompanied the transition half-way through
the stanza, making it perfectly transparent to the audience who is meant by
our yopayés and who is dismissed as nin.3!

The fifth stanza begins by picking up the horse metaphor with which the
fourth stanza ended. This interweaving of stanzas is practiced throughout this
poem and provides an element of continuity across the change of speakers;
note the connective particle ydap in the first line of stanzas six, seven, and
eight. We have seen it already at the opening of the preceding stanza, which
in lines 36-39 continues the gnomic statements that abstract the lessons of
the previous myth. However, the second-person question in 9 ovy épfig; does
confirm that we must have a change of speaker here.32 Whereas the first semi-

30  That yopayés must refer to Hagesichora rather than Agido has been recognized by most
commentators: see Diels (1896) 351352, pointing to the scholia; Wilamowitz (1897) 253;
Van Groningen (1935) 247; Page (1951) 49-50; Garzya (1963) 31-32; Marzullo (1964) 189—
192; Griffiths (1972) 22—23; Calame (1977) 11: 46—47; Eisenberger (1991) 279—281; Clay (1991)
49; Hutchinson (2001) 86; Luginbill (2009) 37; E.L. Bowie (2011) 43. However, Pavese (1992)
5057, thinks the yopayés must be a third person, the trainer of the chorus.

31 E.L. Bowie (2011) 42—43, also believes that deictic gestures would make the referents clear,
but he posits that atta and the rest of lines 45—49 must refer to Agido, on the ground that
the Enetian horse of lines 50-51 (men) has to designate the same person as the dream
horse of lines 47-49, but different from the horse with the golden mane in lines 51-54 (de),
which is specified as Hagesichora. However, one would expect so emphatic a demonstra-
tive adta to refer to the last designated female, which was the yopayés, who Bowie agrees
must be Hagesichora, not to the more remote and unemphatic nin. Van Groningen (1935)
247-248, also takes aita as Agido.

32 For the phatic force of this question, see D’Errico (1957) 30. Peponi (2004) 300—301 n. 6,
admits that under the assumption of semi-choruses, the second-person must in the first
instance be addressed to the other semi-chorus, but ultimately also seeks the attention of
the spectating audience.
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chorus had merely proposed the horse as a man’s dream within a simile, this
semi-chorus points deictically to the horse as if it is actually present: ‘Don’t you
see it here? The race-horse is Enetian. They go on to make their meaning clear
in the next sentence: yaita can of course refer either to a horse’s mane or to a
human head of hair, and with the naming of Hagesichora we complete the loop
from an unnamed human laudanda to simile to metaphor back to the human
laudanda, this time fully identified with her name.33 It is interesting that this
semi-chorus calls Hagesichora ‘my cousin’ (tdg éudg aveytds, 52), as if to imply a
relationship, but not the closest one, appropriate if this is in fact Agido’s semi-
chorus. We enter the realm of simile and metaphor again as Hagesichora’s hair
is likened to unalloyed gold and her face is said to be silver. As in the last stanza,
we again have an aporetic formula about half-way, suggesting the insufficiency
or impossibility of the spoken signifier in the presence of the inimitable signi-
fied: Aynaorydpa uév adta, echoing the alita we saw back in line 4s.

But men always gives way to de. For all the praise of Hagesichora that the
first half of the stanza expresses, no superlatives or comparatives are applied
to her. In this respect, the first half of this stanza is different from the second
half of the preceding stanza. However, after the de of line 58 we do have com-
parison: ‘The one who is second after Agido in beauty runs as a Scythian horse
relative to a Lydian.' It is hard to avoid the conclusion that Hagesichora, for
all of her excellence, is implicitly ranked second to Agido.3* Some critics have
objected that one cannot have both men and de in reference to the same per-
son, but Janni refutes this idea with multiple parallels from Greek choral lyric:3
indeed, we have already seen it in lines 50—51 or later in this poem, in lines 85—
87. Even if we take & 3¢ deutépa as a generic designation, the shift in focalization
to Agido is clear. Those who favor assigning this stanza to Hagesichora’s semi-
chorus or who believe that the chorus does not split, but throughout assigns
first rank to Hagesichora, have to produce contorted interpretations of this
line. Two approaches have prevailed: some scholars want to construe Agido
as nominative rather than accusative so they can maintain her inferiority to
Hagesichora. The form of the name itself could indeed be either case. How-

33  Most commentators believe the Enetian horse refers to Hagesichora, who is the focus
of the preceding and following lines. However, Peponi (2004) 301, 307, takes it as Agido,
perhaps assuming that the men must designate a different person from the & 3¢ xaita of
Hagesichora.

34  Diels (1896) 358; van Groningen (1935) 249—250; Bowra (1961) 49—51; Davison (1968) 154,
191-192; Giangrande (1977) 161; Eisenberger (1991) 381; Robbins (1994) 8—9. This is admit-
ted by D’Errico (1957) 26, but he still assigns the stanza to Hagesichora’s semi-chorus.

35  Janni(1964) 6061, followed by Puelma (1977) 29—32, and Giangrande (1977) 161 1. 34, giv-
ing more examples. On the other side, see Page (1951) 50-51; Hutchinson (2001) go.
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ever, reading it as nominative requires them to take ped- as either a prefix of
the verb in tmesis or as an independent adverb after devtépa in the sense of
‘the second afterward’3¢ Although petd, of which this is the Laconian form,
does sometimes occur adverbially, there are no parallels for its use this way with
Seutépa or with other comparative adjectives. The tmesis must also be rejected,
as tmesis seldom takes place with the prefix this far away from the verb. More-
over, petotpéyw simply does not mean anything like ‘run in competition with’. It
normally means ‘run after something/someone to bring them back’3” Accord-
ingly it is far more likely that we should stick to the obvious interpretation of
the word order, which is to take ped- as a preposition governing the accusative
name that follows it directly.38

Others have recognized that Agido must be accusative here, but have posited
that whoever is second after Agido must be third after Hagesichora and a long
way behind both of them.3? However, nothing in this stanza expresses Hagesi-
chora’s primacy before Agido, other than the fact that her praise comes first,
which as we have shown before, actually means that she is presented as a foil to
Agido. The other problem with this approach is that it suggests a great degree of
inferiority on the part of the Colaxian (or Scythian) horse relative to the Ibenian
(or Lydian). But in fact the two breeds are more closely matched. Georges Dev-
ereux has devoted considerable erudition to the study of ancient horse breeds
and argues that the Colaxian horses were in fact a fine cross-bred species used
by Scythian royalty, equivalent to the modern Turkmen racers or Ferghana
breed.*® We may find support for the close ranking of the two breeds in the
scholia. In addition to the scholia which are included with the original papyrus
found in 1855, two later papyri were discovered at Oxyrhynchus and first pub-
lished by Edgar Lobel in 1957: these include our remains of another partheneion,

36  For ped- in tmesis, see Garzya (1963) 33-34; Adrados (1973) 336—337; Calame (1983) 330;
Hansen (1993) 119, who, however, relies upon an unnecessary emendation of "Ifnvé to
eipyvoug; Ferrari (2008) 73 n. 1; Schironi (2016) 35. For adverbial ped-, see Marzullo (1964)
196-197; Rosenmeyer (1966) 342—343; E.L. Bowie (2011) 43—44. For a more complete dox-
ography and strong arguments against both interpretations, see Campbell (1987) 69—71.

37  See Péron (1987) 44—45.

38  Campbell (1987) 70—71, Eisenberger (1991) 281 n. 22, and Robbins (1994) 8-9, usefully note
that this phrase would tend to be heard/read in line with the familiar Homeric formula
of someone (Nireus, Ajax) being fairest of the Greeks ‘after’ Achilles (IL. 2.673-674, 17.279—
780; 0d. 11.469—470, 550-551 pet’ apdpova InAeiwva), a phrase also directly connected with
evaluating physical appearance. See also n. 41 infra.

39  Scheidweiler (1950) 244—245; Page (1951) 47-48. Similarly, Pavese (1992) 65-71, who regards
this foil as purely generic.

40  Devereux (1965). However, Pavese (1992) 66—67, argues that the Scythian horse is little
more than a pony and obviously inferior to the stereotypically noble and luxurious Lydian.
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fr. 3, and what appear to be additional scholia to the Louvre partheneion, which
scholars nowadays refer to as the B-scholia. One of these B-scholia (ft. 6, col. 1
= B1.1-10 Calame) relates to the present passage and preserves the opinion of
the great Alexandrian scholar Aristarchus that both breeds were conspicuous
(dppotépwy mpemévtwy), but the Ibenian wins the prize. With all of the resources
of the Alexandrian library at his disposal and the likelihood that one of the
scholars working there had compiled a work on the different horse breeds men-
tioned in Greek literature, Aristarchus’ testimony should not be dismissed as
mere fancy; even if he were basing it only on the text of the poem itself, it does
indicate how he read the text, namely as implying that the two horses, and thus
the two girls, were closely matched, but with the one compared to the Ibenian
horse slightly better. Mario Puelma adduced numerous Homeric examples of
‘second after So-and-So’ as an honorific formula, where ‘So-and-So’ is someone
like Achilles, whose primacy stands beyond question.#!

This same scholion may provide information about how the ancient com-
mentators, whose knowledge of Greek certainly exceeded our own, viewed the
syntax of lines 58—59, but the lacunose state of the papyrus leaves uncertainties.
Calame reads the scholion as making Agido nominative, but much depends on
how we supplement the gap at the beginning of line 3. In line 2, we have Agido
in the nominative case and then in line 3 we have the ending -tépa, which edi-
tors usually reconstruct from Alcman’s text as Sevtépa. Calame assumed from
these two words that the scholion took Agido as a nominative in Alcman and is
thus explaining that she was ‘second in beauty’ behind Hagesichora.#2 But what
this construction ignores is that a whole half-line is missing between Agido
and Sevtépa. At the end of line 2, we may have the verbal prefix or preposition
pro-: either way, it may go on to say that Agido is placed before someone else.
The Seutépa, possibly preceded by an article and particle, more likely begins a
new sentence referring to whoever is second after Agido. Accordingly, one can
also see the scholion as confirming a construction of Agido as accusative in the
lines.

The allusion to the Pleiades in lines 60—63 has perhaps attracted more atten-
tion than any other crux in the poem, and in my opinion has given rise to much

41 Puelma (1977) 29-31, followed by Campbell (1987) 7071 (who adds more examples), and
Monaldi (1991) 258—259. See n. 38 supra.

42 Calame (1983) 330. So also Schironi (2016) 35, based on the supplement of Page dubitanter,
supported by Garzya (1963) 34—35 n. 58, and Romer (2013) 22—24: Ay1d® mpd[¢ Aynatydpav
dev]tépa. However, deutépog is normally used with petd, as in Alcman’s text, or a genitive
of comparison, not with mpég. Romer thinks the scholiast is wrong and argues in favor of
taking Agido as accusative.
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learned silliness. There are essentially three points of view: (1) that ‘Pleiades’
is the name of a completely separate rival chorus against which this one is
competing,*® (2) that it is a metaphor for the two chorus-leaders Agido and
Hagesichora,** and (3) that it merely refers to the familiar constellation of that
name.*’ It is the third view that I regard as the most straightforward and there-
fore preferable.

But first, let us dispose of the other two, more popular views. There is no
evidence whatsoever that ancient choruses had special monikers like mod-
ern sports teams. Nor is there any evidence outside of this passage that this
partheneion is part of a poetic competition against other choruses performing
in the same genre. Indeed, our reconstruction of the probable cultic context
as a pre-dawn ceremony led by the two priestesses in the cult of the Leucip-
pides makes it very unlikely that other choruses were involved, as Dawn can
only take so long to occur and there were only two Leucippides; although the
Leucippides may have interacted with the chorus of Dionysiades in the very
different context of Dionysiac sacrifices (see Pausanias 3.13.7 and lines 98—99
of this poem), Dionysian cult is not the occasion of the present ceremony.*6

Similarly, the strange idea that ‘Pleiades’ was somehow a special name for
Agido and Hagesichora implies that we do not see the two chorus-leaders as
in any sense competing with each other for attention, but competing against,
even ‘fighting’ against the other girls of the chorus (or, in the interpretation

43  Diels (1896) 359—361, thinking they are the girls named in the next strophe; Bowra (1934)
41—42, thinking they are the Dionysiades; Bowra (1961) 56—-60; Scheidweiler (1950) 245—
247; Page (1951) 52—57; West (1965a) 197; Rosenmeyer (1966) 344; Adrados (1973) 333—338,
thinking they are Agido’s competing chorus; cf. Eisenberger (1991) 282—283. An innovative
modification of this view is that of E.L. Bowie (2011) 47-62, who speculates that ‘Pleiades’
was a local cult name of the harpy-like, girl-snatching Sirens mentioned in lines 96—98.

44  Wilamowitz (1897) 255-257; Schwenn (1937) 299—-300; Garzya (1954) 52—55; Marzullo
(1964) 197—200; Puelma (1977) 34—35; Giangrande (1977) 153-164; Calame (1977) I11: 75-77,
and (1983) 332; Gentili (1988) 73—74; Monaldi (1991) 259—260; Pavese (1992) 71—76; Robbins
(1994) 9; Segal (1998) 26—32; Peponi (2004) 303; Schironi (2016) 37; Martin (2023) 165-166.

45  Van Groningen (1935) 252—255; D’Errico (1957) 28; Burnett (1964); Davison (1968) 158—
160; Griffiths (1972) 17; Gianotti (1978); Clay (1991) 61; Hutchinson (2001) go—93; Priestley
(2007) 190-193; Luginbill (2009) 40. In an exhaustive recent treatment of the cosmological
imagery in Alcman, Ferrari (2008) 83104, takes the Pleiades as stars, but may be reading
too much into the text to speak of the chorus as Hyades, who, although traditionally sisters
linked to the Pleiades, are not mentioned in this poem; nor do any of the parallel passages
which do mention the Pleiades and Hyades together speak of them “fighting,” but only
moving together, as Eckerman (2009) 2—3 observes.

46  However, Bowra (1934) argued with little evidence for a joint cult of Helen and Dionysus,
with the Leucippides as priestesses of Dionysus.
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of Calame, ‘fighting for’ the rest of the chorus).#” Again, there is no evidence
elsewhere in the poem for antagonism between the two leaders and the rest
of the chorus; the rest of the chorus spends most of its time praising one or
both of them. Alternatively, if they are ‘fighting for’ the rest of the chorus, it is
left unclear against whom they are fighting, and this interpretation involves an
unusual construction of this verb with the dative.

On the other hand, it makes perfectly good sense for the ‘Pleiades’ to be sim-
ply the Pleiades. If, as we have hypothesized, this song is dedicated to the Dawn
goddess and invokes her epiphany in the nighttime sky, the chorus as a whole is
effectively ‘doing battle’ with the night and all its stars in their very act of bear-
ing a dedication to Orthria. The Pleiades are frequently invoked as appearing in
the night sky immediately before dawn, as we see in Euripides, Rhesus 526—537
and Phaethon, fr. 773.63—66 Kannicht.48 It is appropriate for the chorus to refer
to itself ‘doing battle’ against the Pleiades, because in a metaphorical way, they
are a chorus of seven stars in the sky; indeed, the Theocritean scholia attribute
to Callimachus (= fr. 693 Pf.) a story to the effect that when the Pleiades actu-
ally were seven maidens, they first instituted choreia and the pannychis, the
all-night women’s ritual. Given Callimachus’ extensive familiarity with archaic
traditions and his probable knowledge of all Alcman’s poems, it seems to me
quite conceivable that this detail is something he drew out of Alcman’s own
work or that of another poet writing a maidens’ song.

Proper understanding of this passage has been hindered by a widespread
misreading of its syntax, which was correctly interpreted by Martin West in
1965, and then subsequently misinterpreted again. Most critics want to take
the phrase vixta 3" aufpoaiav dte anjpiov dotpov with the following participle
auypopévot and thus refer it to the Pleiades, inferring that they rise through the
night sky menacingly, like the baneful Dog-star Sirius. West saw that it is patent
nonsense to compare the Pleiades, all of whom are very faint, with Sirius, which
is one of the brightest stars in the sky. He therefore proposed that we should
instead take the phrase with the participle that precedes it, namely gepoigaig:
it therefore means: ‘The rising Pleiades do battle with us as we bear a pharos to
the Dawn, like the Dog-star in the immortal night4° In other words, the cho-

47  Calame (1983) 332; Martin (2023) 165-166.

48  For these and other parallels, see Griffiths (1972) 17, and Gianotti (1978) 269—270.

49  West (1965a) 197-198. His interpretation was rejected by Giangrande (1977) 154 n. 21, but
otherwise ignored. Another variant translation which avoids comparing the faint Pleiades
to the brilliant Sirius is that of Garzya (1954) 52—55 and Priestley (2007) 180-187, who see
the Sirius simile as a comparison to the brilliance of the robe, based on numerous epic
comparanda where robes are said to be like stars.
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rus boasts that they outshine the seven maidens in the sky just as much as the
Dog-star does; once the chorus succeeds in getting Dawn to make her epiphany,
the Pleiades will be nothing but a faint memory, drowned out in the light of a
brilliant newcomer.

I have left the word pharos untranslated. We would normally expect this to
mean ‘robe’ (¢a@pog) and we do have obvious parallels for dedication of a robe
to a goddess by the city’s women in both Homer (Iliad 6.286—-312, of the Trojan
women entreating Athena) and the ritual of the Panathenaea.>° However, the
scholia cite Sosiphanes as claiming that the word here means ‘plow’ (¢dpos).
Although it is not really essential to my interpretation, I suspect this may be
right. Instead of Dawn driving a chariot through the sky, perhaps we are to imag-
ine her driving a plow that cleaves aline between night and day. The instrument
conjures up associations with agriculture and sexual fertility; plowing the earth
is a frequent metaphor for the intercourse of man and woman.! Given that the
Pleiades not only make their appearance immediately before dawn, but in the
springtime, this passage may give us important information about the time of
year during which the ritual occurs. It is not only at the birth of the day, but
the birth of the agricultural year, and of course of the young maidens’ sexual
maturity.52

It is significant that the end of the strophe emphasizes the action of the
chorus as a corporate entity as it worships the Dawn goddess and fights the
night. The quasi-military language is picked up by Hagesichora’s semi-chorus
in line 65 with the verb duivat.53 Note the postpositive ydp at the opening of
the strophe: for the jewelry, fine dress, and gold of the semi-chorus (64—72) are

50  Infavoroftherobe, see the comments of Calame (1977) 11:128-130, and especially Priestley
(2007) with extensive doxography.

51  Ingeneral, see duBois (1988) 65—-82. For the plow as a symbol of procreative fecundity in
this passage particularly, see Gentili (1988) 74. For other arguments in favor of the plow,
see Bowra (1934) 35-36; Giangrande (1977) 151-153; Luginbill (2009) 41-42.

52 If we date the time of the poem’s performance to the heliacal rising of the Pleiades (early
May), Sirius will not yet be visible in the sky (as it does not appear until mid-July). But it
does not need to be visible, as the chorus takes its metaphorical place, outshining the dim
Pleiades by conjuring up the dawn. Alternatively, we might think of the Pleiades’ setting
4o days earlier, at the end of the winter and very beginning of spring, when it is prop-
erly time to bring out the plow (Hesiod, Op. 614-617; Aratus, Phaen. 254—267). This is the
critical point at which the Pleiades are defeated in battle and disappear completely.

53  For the close connection of these two verbs, see E.L. Bowie (2011) 44—45. However, Rosen-
meyer (1966) 346347, would water down dpivat to mean ‘respond’ in the sense of one
semi-chorus replying to the other in amoebaean form, but this relatively rare usage is con-

fined to the middle.
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not by themselves sufficiently bright, in comparison with the joint dedication
of the robe/plow by the full chorus in competition with the Pleiades (60-63).
We have already observed that this whole sixth strophe is structured as a pri-
amel: no excess of purple raiment, golden jewelry, nor even the girls themselves,
in all their beauty, will be enough to defend them against the night.5* Only
Hagesichora suffices for the task. Aside from Hagesichora and Aenesimbrota,
to whom we shall come in a moment, we should note that eight girls in total
are named, in two equally balanced groups of four: the first two in both groups
each receive a whole line, followed by two girls who share a line. This division
conforms well with the hypothesis of two semi-choruses; if we add the chorus-
leaders Agido and Hagesichora, each group will have five and the total will be
ten, which as we have seen agrees with the total number assigned to the chorus
in line gg.

Who then is Aenesimbrota in line 73, mediating the two groups of four? Why
is her house considered a place of resort? Because of the erotic language in
the following lines, West thought that she must be a well-known local witch
who mixed and sold love potions, but I favor the older view that she was the
girls’ chorus trainer or sponsor.>® Peter Wilson’s work on the institution of the
choregia in Athens makes it clear that one of the choregus’ principal functions
was to provide a space for the chorus to be trained, usually his own house, as
well as feeding it during the period of training, providing a teacher or assis-
tants, and purchasing the necessary costumes.56 I would regard Aenesimbrota
as likely a prominent and wealthy Spartan lady with a large house who fulfilled
many of the same functions for the training of this girls’ chorus. Her very name,
‘the one who praises mortals’, suggests as much, just as the names Hagesichora
and Agido are both built on the root meaning ‘to lead’. All the female names
in this part of the poem are in my judgment names adopted for the role they
play, not their real names.5” The poem was likely intended for repeat perfor-

54  Onthe priamel structure here, see Race (1982) 54—55; Ferrari (2008) 81.

55  West(1965a) 199—200; Puelma (1977) 40—41; Robbins (1994) 11 1. 25. Eisenberger (1991) 283—
284, argues strongly against such an identification. For Aenesimbrota as a music teacher
responsible for the girls’ training, see Diels (1896) 365; Wilamowitz (1897) 260; Page (1951)
65; Calame (1977) 11: 96—97; Hinge (2006) 292.

56  Wilson (2000) 71-89 surveys the various duties of an Athenian choregus, citing Antiphon
6.11 for the choregus’ own house as a training space.

57  For these redende Namen, see Calame (1977) 1I: 140-142; Nagy (1990b) 347—-348; Hinge
(2006) 290—292; Ferrari (2008) 82. Hinge (2009) 217218 regards all the names in this
poem, including the eight girls mentioned in the sixth strophe, as such generic names,
rather than individuals.
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mance at the same festival every year, with different girls participating, which
explains why such a seemingly occasional piece of verse survived until Alexan-
drian times.>8

If we accept that the two groups of four girls represent the followers of Agido
and Hagesichora respectively, which group is which? In keeping with the prin-
ciple that the latter term always takes precedence over the former term, I would
propose that the first four girls are Agido’s followers. The stanza should thus be
understood as addressed to the first group of girls by the second group: ‘you may
think that you can fight off the Pleiades, but neither your splendid clothing, nor
your jewelry, nor you yourselves will be enough to do s0.5° No, not even if you
go to Aenesimbrota’s and say that you wish we would become yours, would it
be enough. Hagesichora keeps us on her side’. The verb tpel occasions contro-
versy, since in the archaic Laconian alphabet this could equally well have been
telpet, which appears to have been the reading of the scholia (fr. 7, col. i(b) = B3
Calame).%9 So is the semi-chorus saying that Hagesichora watches over them
and keeps them safe from seduction (tpel)®! or is it continuing the erotic lan-
guage of the preceding lines by saying that Hagesichora herself makes them
pine with love (teipet)?62 I am genuinely undecided. Either way, the essential
point remains the same: the semi-chorus declare their abiding loyalty to their
leader Hagesichora, who stands as the cap to this strophe’s priamel of enumer-
ated insufficiency.

58  Onreperformance askey to the transmission of such an occasional work, see Hinge (2006)
292-294; Ferrari (2008) 82-83; Carey (2011) 454—456.

59  Pavese (1992) 86-87, objects to these eight girls being names of the choreuts on the
grounds that elsewhere in Greek choral lyric, we never see the performers naming them-
selves. But as we have noted before, we cannot necessarily assume that the conventions
of a cultic song like this one are the same as we find in epinician choral lyric two centuries
later. Hutchinson (2001) 94 points to self-naming of chorus-members in Aristophanes.

60  Romer (2013) 29-30. However, Davison (1968) 189-195 doubted Lobel’s reading of the
papyrus here.

61  Schwenn (1937) 307—308, arguing that this verb complements duivat at the beginning of
the strophe; Stoessl (1947) 99; Griffiths (1972) 22; Hooker (1979) 220; Eisenberger (1991)
285-286; Luginbill (2009) 45.

62  For parallel uses of this verb (most prominently, Hesiod, fr. 298 MW) and other arguments
for taking it in the erotic sense, see Page (1951) 91; Marzullo (1964) 205; West (1965a) 199;
Adrados (1973) 328; Puelma (1977) 39—40; Calame (1977) 11: 89—90, and (1983) 339—340;
Pavese (1992) 84; Hutchinson (2001) 96. D’Errico (1957) 30—33, and Rosenmeyer (1966)
348-349, both of whom assign this strophe to Agido’s semi-chorus, are forced to take teipet
in a non-erotic sense, to the effect that Hagesichora irritates them; this use of the verb is
not well-supported by parallels. Bowra (1961) 61, argues for ‘tire out’ in the sense of making
the chorus exhausted with her praise.
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Again, we see the following strophe interweave with the last one by pick-
ing up on its final point. After Hagesichora’s semi-chorus names her in the last
line, Agido’s semi-chorus picks up her name in its first two lines, but goes on to
say, ‘for [note the particle ydp again] isn’t Hagesichora right here next to Agido,
doesn't she praise the banquet along with our chorus-leader?” The parallelism
with the attention-grabbing rhetorical question that Agido’s semi-chorus used
to commence their previous strophe (the fifth) in line 50 is clear: there, too,
they pointed deictically to Hagesichora (imaged as an Enetian steed), and later
asserted that she was running along beside their chorus-leader Agido like two
fine horses (58-59), and the chorus stood together in opposition to the fad-
ing Pleiades (60—63). In the present (seventh) strophe, the union of the two
leaders moves beyond metaphor to literal presence before them, praising the
ritual banquet and offering prayers, which the gods are asked to receive (82—
83). This stands as an effective reply to the previous strophe’s emphasis on the
separation of the two groups: in effect, they are saying: ‘why shouldn’t we join
together, since our two chorus-leaders stand side-by-side, jointly praising the
banquet and praying to the gods? The semi-chorus goes on first to address their
own chorus-leader in line 84,53 declaring their insufficiency when left on their
own (€ywv uev adTd ...), sounding like a screech-owl from the rafters; but they
nevertheless wish to please Aotis, who has healed their toils, presumably by
finally appearing and thus allowing their song and dance to come to an end.
Aslines go—9g1 assert, their toils have presumably also come to an end because,
in virtue of Hagesichora (¢§ Aynouyépag, alternatively ‘from/on her side’), the
young women of the other semi-chorus have set foot upon the lovely path of
peace. With the two chorus-leaders united in their ritual devotions, the semi-
choruses themselves can reunite for the last strophe.

Significantly, the last strophe (again punctuated with a ydp) mentions the
name of neither chorus-leader, but does speak metaphorically of a trace-horse
inline 92 and a ship-captain in line 94, twin figures who control the direction of
their teams on land and sea respectively. The chorus can now speak of itself as
a united group of ten, not more tuneful than the Sirens, for they are goddesses,
but like the swan on the river Xanthus.

To illustrate and summarize my analysis, I provide the table below:

63  The xopootdtic must be Agido, as one would not address the same person in the vocative
in the interior of the strophe and then shift back to an objective third person at the end
(line 9o). As a dative in line 8o and the last person named, Agido is more appropriate to
receive the shift into focus that the vocative interpellates. Hagesichora is third-person in
both line 79 and line go.
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HUBBARD

First Three Strophes (1-35)
United chorus

Fourth Strophe (36—49)
Hagesichora’s semi-chorus

Fifth Strophe (50-63)
Agido’s semi-chorus

Sixth Strophe (64-77)
Hagesichora’s semi-chorus

Seventh Strophe (78-91)
Agido’s semi-chorus

Eighth Strophe (92-105)
Reunified chorus

Myth of the Hippocoontids rising above their
station in pursuit of the Leucippids, and being
slain by the Dioscuri.

Foil (39—43): Praise of Agido, who shines like
the sun.

Cap (43—49): But our chorus-leader excels all,
like a prize-winning racehorse among indis-
criminate herds.

Foil (50-57): Hagesichora is like an Enetian
steed.

Cap (58-63): But she runs second to Agido.
All of us together outshine the Pleiades, as we
summon Dawn.

Foil (64—76): All your finery and beauty won't
be enough, even if you woo us to your side.
Cap (77): Hagesichora watches/captivates us.
Foil (78-84): Isn’'t Hagesichora standing with
Agido, performing the ritual?

Cap (84—91): Address to Agido, as Dawn
relieves them of their toil and Hagesichora’s
girls join them in peace.

All chorus members together with their

two leaders stand as ten equal to the eleven
Dionysiades, not as tuneful as the divine
Sirens, but like the mortal swan on the river
Xanthus.




CHAPTER 2

Forms of Melic Poetry as Musical and Ritualistic
Acts Referring to the Divine: Neither “Lyric”, nor
“Sacred”

Claude Calame

“Lyric” and the “sacred”? There have been many calls over the past thirty years,
particularly in our approach to manifestations of Greek culture, for an attempt
to return to indigenous concepts and categories.! It is a fundamental require-
ment of any anthropological approach to a different culture, distant in time
and/or space. Furthermore, insofar as pre-classical Greece has essentially come
down to us through poetic texts, such an approach based on social and cul-
tural anthropology, founded on comparison between cultures, is crucial; it is
essential for the reconstruction of the semantic thickness, of the modes of
utterance, of the pragmatics, and thus of the ethnographic and cultural context
of language productions considered as forms of discourse and here as poetic
creations that refer to significant practices.

Moreover, the return to the constituent values and categories specific to the
“other” culture requires us to make a critical effort to engage in transcultural
translation. Clearly, Greek “emic” terms and concepts should be transposed
into our own, “etic” terms and concepts.? This translation work necessitates,
from our own scholarly perspective, operational concepts that must be used
critically, while being careful not to essentialise them; and, following the exam-
ple of “gender,” they should be adapted to our own constantly evolving social,
academic, and cultural paradigm.

This is particularly true of the various forms of poetry produced and realised
in a distant culture, in this case in the cultures of the Greek poleis which,

1 For my part, see the first call I made in Calame (1991) and (2008) for a departure from both
the modern concepts of “myth” and “ritual” with an anthropological call to go back to “native,”
“emic” categories. I hope that readers of this chapter will excuse my self-referential tendency
in mentioning previous publications; I do, however, recognise my debt to the many studies
on the poems discussed here. Lucia Athanassaki and André Lardinois subjected a preliminary
version of this study to a careful reading. I would like to thank them for their useful sugges-
tions. Rosemary Tzanaki has translated this article from the French.

2 For the concept and practice of transcultural translation in anthropology, see my study
Calame (2002), particularly the nuances introduced by Olivier de Sardan (1998) to the dis-
tinction between “emic” and “etic” proposed by Kenneth L. Pike.
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between the seventh and the sixth century BCE, are defined as ‘song cultures”
sung and danced poetic forms whose text and staging are attributed to poets
such as Alcman, Sappho, Pindar, or Bacchylides, and which correspond to ritu-
alised musical performances, often choral.® In an attempt at intercultural trans-
lation that is as delicate as it is difficult, the anthropological attitude, based,
where these song forms are concerned, on an ethnopoetics, imposes a double
requirement on us: it is not only a question of carrying out a semantic study of
proper terms (such as the term p00oc), but also one of criticising our own terms
and concepts (such as the name and notion of “myth”).

This double requirement compels us, first of all, to abandon the term and
concept of lyric (poetry) in order to adopt that of melos (‘melic poetry’). Let
us recall once more that in the Republic, having discussed the content of tales
(Adyoug Te xat pudBoug!) foregrounding gods and heroes, and having investigated
the different mimetic forms adopted by poets for their narratives, Socrates
proposes to address the musical form that these may assume. According to
the definition provided by Plato, which may go back to Damon of Athens,
melos implies three components: words (Adyos), harmony (dpuovia) and rhythm
(puBuds), in other words the song, the tune, and a cadence often corresponding
to the choreography.# Taken in its limited sense of “melody,” melos generally
refers to words sung and danced to instrumental accompaniment. Thus, there
is no “lyric” in pre-classical Greece in the romantic and modern meaning of the
term: an author’s poetic expression of his most personal and intimate feelings.

Nor is there the “sacred,” but rather iepév or iepd, as a substantive adjective
designating the practices or spaces reserved for a deity, lepds as a qualifier of
every action and place in which a divine power is present and active. So this
is not the “sacred” that is contrasted, in the modern history of religions, to the
“profane,” as in Mircea Eliade,’ for example. This modern notion of the sacred
is also inscribed in Emile Durkheim’s famous definition of religion: ‘A religion
is a unified system of beliefs and practices relative to sacred things, that is to
say, things set apart and forbidden—beliefs and practices which unite in one
single moral community called a Church [sic], all those who adhere to them’6

3 The term ‘song culture’ was first coined by Herington (1985) 3-5 in an introductory chapter
with the title ‘Poetry as Performing Art’. Cf. Kurke (2000).

4 Plato, Republic 398bd; for the concept of melos, see Calame (1998), (2008) and (2019), and for
the different designations of poetic song Calame (2017c).

5 Eliade (1949).

6 Durkheim (1912) and (1998) 65; see also p. 50 for a first opposition between “sacred” and “pro-
fane.” For the concepts of iepév and iepd, see Rudhardt (1992), and more recently Blok (2017)
57—99. For the modern concept of religion, see the references I give in Calame (2023).
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In the Greek cities, however, political life is not only punctuated by the cultic
festivals of the tutelary gods of the civic community, but the gods and heroes
are constantly called upon to intervene in domains which, for us, would come
under the heading of the “profane.” Among the means of communication with
the gods that provoke their presence and ask for their intervention in the city,
are different forms of melic poetry realised in musical and ritual performances.
The historical anthropology perspective and the ethnopoetic approach of ritual
poetry adopted here should prevent any risk of essentialisation, if not natural-
isation, of modern notions: these are simply operational concepts relating to a
particular state, located in academic time and space, of reflection and research
in the humanities and social sciences.

1 The New Poems of Sappho and Relationships with the Divine

Then what about the multiple forms of melic poetry produced by poets such as
Alcman, Sappho, Pindar, or Bacchylides, and frequently sung by choral groups
in their relationships with gods and goddesses (and heroes and heroines)? Do
these different forms of sung and danced poetry correspond to what we would
consider ritual acts? We have had the opportunity to note on a number of occa-
sions that these poems regularly offer performative verb forms (in the linguistic
sense of the concept referring to speech acts), such as deidw (‘I sing’), gestures
of spatial (suffix -3¢) or temporal (viv) deixis referring to the Aic et nunc of the
poem’s performance, and direct addresses to a deity who is named and quali-
fied in the hymnic mode of asyndeton. One of the best-known examples comes
from the first lines of the poem that opened the Alexandrian edition of Sappho,
the so-called Hymn to Aphrodite (frs.1,1-2 and 5):

IowtAdOpov’ dbovat’ Appddita,
ol Atdg doAdTAOXE, Alogopal g,

GG Tuid” EABe ...

Ornate-throned immortal Aphrodite,
wile-weaving daughter of Zeus, I entreat you

but come here ...

trans. CAMPBELL [1982]
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Written in a metre known as the Sapphic stanza, these lines were sung and in all
likelihood chorally danced to instrumental accompaniment;” where Sappho’s
compositions are concerned, this instrument is generally the lyre. However,
the question arises whether these poems correspond to speech acts apparently
indicated by first-person verb forms such as Alooopat o€, ‘I entreat you. Might
not these be song acts? Musical and ritual acts addressed to a deity?

Let us begin with the two “newest” poems of the poetess of Lesbos, despite
the flood of commentaries of which they have since formed the object. Firstly,
the first two strophes of the Kypris Poem:8

& mdc xe O Tic 00 Dapiéwc dicatro,
Komp, décmow’, 8ttva 81 ¢iA[nct
xwV ] Bédot parhicta aboc yaA[ac]c[at

@ Y] ovéxnclos;

5  maLcdrotct 1 dAepdTooc daicd[vgs
uépwt Abccavty; Yovwp', dvac|ca.
TOMN ded(p)pat W, o0 mpotép’ Ne[Ba — x

olt’ dvegpkon

How is it possible not to become endlessly dizzy now,

O Kypris, mistress, whoever the person whom one loves,

how is it possible not to want to be delivered from the suffering
which you impose?

Why in vain do you stir me up and tear me apart

with maddening desire? I implore you, queen,

you make me suffer so much; before you were not [...
and you did not repress me [...

Despite the extremely fragmentary state of the document, we observe that
not only does the poem open with a direct address to Aphrodite, called ‘mis-
tress’ in an appeal to her divine power, but also this first line is marked by an

7 On the choral performance of Sappho’s poetry, see Calame (1996) and (2009), Lardinois
(1996), Ferrari (2010) and Ladianou (2016).

8 Sappho fr. 26. After the editio princeps provided by Obbink (2016) 267, here I follow the text
proposed by Neri (2017) 18. See my commentary in Boehringer and Calame (2019) 130-136,
and now Neri (2021) 606-614.
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emphatic gesture of actualisation, if not verbal deixis, by the demonstrative
3:9 the question addressed to the goddess of erotic desire is thus inscribed
in the present moment of the poem’s musical performance. Unfortunately, as
is generally the case in Sappho’s poems, no allusion is made to the precise
spatiotemporal coordinates of this emphatic process as a sung performative
act, hic et nunc, especially given that in these lines the inspirer of desire is
entirely anonymous, corresponding to an undefined tic. In the second strophe,
the address to the goddess continues with reference to the subjugating effects
of erotic desire, here incarnated in the power designated by the term fpepoc, a
desire so strong that it drives one mad. Might this mean that this poem returns
once more to the specifically feminine “intimacy” perceived in Sappho’s poems
by several modern interpreters, from Denys Page to Eva Stehle via John J. Win-
kler?10

When we turn to the ‘Brothers poem’ (fr. 10), these equally Sapphic strophes
seem to allude much more precisely to an apparently “personal” situation. If
the ‘you’ to whom the poetic speech is addressed remains anonymous, similar
to the undefined tic of the Kypris Poem, the third-person protagonist of the
relationship with the poetic ‘I" here receives a double name: firstly Charaxos,
Sappho’s older brother according to the Oxyrhynchus biographical note, and
secondly Larichos, her younger brother, probably still an adolescent, the poet-
ess’s favourite according to the same note.!! It will be observed that, again in
terms of enunciation, the poetic ‘I’ of the first two surviving strophes becomes
‘us’ at the beginning of the third: ‘may he (Charaxos) find us in good health’
(line 13).

Lacking the first one or two strophes of the song, we do not know what ges-
ture of deixis it opened with. In the lacunose state in which the text has come
down to us, we have to wait until the final strophe for the ‘we’ stated in con-
junction with the emphatic particle 3; the emphasis placed on the undefined
moment (méte) when Larichos will finally have become a man, in a time and

space when the wish expressed by the poetic ‘we’ will come to pass, in the near
future:'?

9 Denniston (1954) 203—227 confers an emphatic value on the particle 3, which he trans-
lates as ‘verily’, ‘actually’, ‘indeed’, apparently independently of any demonstrative value.
The frequent use of the particle 39 in melic poetry, however, confirms the value of evi-
dence and confirmation accorded it by Kithner and Gerth (1904) 123-131: evidence of what
is before the eyes when 37 indicates a present situation.

10  See on this subject the references provided in my study Calame (2013a) 48-51.

11 POxy.1800 fr. 1= Sappho test.1 Campbell = 252 Neri.

12 For the meaning of 3/ mote, cf. Denniston (1954) 213.
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WBUPES, ol wE TAV XEQAAAY BEPPY
Adpryog xai 31 moT’ dvnp YéwnTal,
xal MAA” &x éMav BapuBupiay xev

alpa Mbetpev. ®

And we, when Larichos lifts up his head
and really becomes a man,
will immediately be released

from great heavy-heartedness

In contrast, in terms of hieron as ritual practice and of the relationship with
divinity, Sappho’s new song offers a particularly interesting enunciative stag-
ing. Not only does what is, for us, the first strophe offer an invocation of the
knowledge held by Zeus and all the gods (8eoi); but the second strophe of the
song corresponds to an indirect invitation by the anonymous ‘you'’ to the poetic
T to implore Hera, here called ‘queen’ (faciAnay, line 10): the person singing
the poem asks to be charged by the anonymous ‘you’ to address Hera so that
Charaxos may return tvide (line 11), here and now!!3 The rationale of this indi-
rect invitation is indicated by the enunciative transition from T’ forms to ‘we’
forms: all things should be entrusted to the gods (3atpéveaat), and only the king
of Olympus can send a divine helper (3aiuova, line 18), only Zeus can get men
out of trouble and make them happy and prosperous.

Even if, from an enunciative point of view, Sappho’s melic poem is not ren-
dered as an act of singing, even if in its discursive dimension it does not appar-
ently correspond to a specific ritual act, the power of the gods runs through the
whole poem with the reference to a prayer to Hera, asking her to intervene in
the present human situation.

2 Sappho Again: Ritual and Circumstances of Enunciation

But this is not all. The two sets of lines preserved in P. Ké!n 21351 should also be
taken into account. Firstly, we have the lines—unfortunately fragmentary—
which supplement the few lines listing the physiological drawbacks of old age

13 The different interpretations of this indirect invitation are considered in particular by
Lardinois (2016) 181-187; on Hera as a ‘queen’ associated with Zeus, see Pirenne-Delforge
and Pironti (2014) 209—212 (see also pp. 194-199) and Boedeker (2016). See also Pironti’s
contribution to this volume.
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(fr. 58¢); the point is illustrated by a version, refocused on the permanence of
the voice, of the tale of the abduction of the young Tithonus by Aurora. I have
explained elsewhere the sound reasons for integrating the two lines incom-
pletely quoted by Athenaeus as the conclusion to the poem (fr. 58d):

&yw B8 @iAnpp’ appoctvay,.... Jtodto xai pot
TO AG [ urrpov Epoc TweAiw xal T6 xd|Aov Aé[A]oyye. &

As for me, I love the lush refinement (of youth) ...] this, for me also
eros has made mine the splendour and beauty of the sun.#

Although, rather unexpectedly, these two concluding lines offer neither a ges-
ture of deixis indicating the hic et nunc of the poem’s performance nor any
address to a deity, the poem is addressed from the very first line to anonymous
maidec, probably a choral group of young girls.

More interesting, however, for the purposes of this discussion are the lines
preceding this poem in the Cologne Papyrus (fr. 58b). In what is probably a
concluding invocation of the Muse, we note the performative verb form deidw,
‘I sing’; and, corresponding to the last word of the poem, this act of singing is
undertaken by a poetic ‘I" expressed in the feminine voice (¢Aotoa). Moreover,
and most importantly, the moment of the present celebration, including the
musical performance of the poem, is not only marked by the reference to the
present moment conveyed by the classic viv, ‘now’, but is actually pinpointed:
itis a Baia, a ‘flourishing festival’ like those of the Muses, as they sing in voices
full of erotic allure and dance with the Charites and Himeros.!>

This finally brings us to Sappho’s song for Hera (fr. 17), whose fragmentary
text has been improved by the very recent publication of small papyrus frag-
ments. I, along with other scholars, have had the opportunity on two occa-
sions to comment on these fragmentary lines, also composed in Sapphic stro-
phes. Concerning the relationship between melic poetry and ritual practices
addressed to a deity, I will limit myself to six points:

14  The grammatical structure of the line makes it impossible to choose between the transla-
tion proposed here or the following: ‘with me the desire of the sun has shared the bright-
ness and the beauty’; for references to the incorporation of these two lines in the poem
and how they are to be understood, see Calame (2013a) 58—60 with reference to earlier
studies; see also the study by Boehringer (2013), and now the extended commentary by
Neri (2021) 673—677.

15  Cf Hesiod, Theogony 63—67, in conjunction with the name of the Muse Thalia (line 77);
see the parallels provided by West (1966) 177-178.
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The poem opens with an address to ‘powerful Hera’ corresponding to a cul-
tic invocation: the goddess is probably called upon to be present near the
poetic T: wAdciov 8y [ | wétvt’ "Hpa, ‘Here, near me (?), [appear ...] powerful
Hera'16 '

This ritual invocation is stressed by the emphatic particle 39: it is doubtless
uttered by the singer, here and now.

Due to the double staging, in the following lines, first of the figure of Zeus
and then of the ‘son of Thyone), meaning Dionysus, the space of the sung
performance of the poem is easily identified: it is definitely the famous Pan-
Lesbian sanctuary of Messon alluded to in two contemporary poems by
Alcaeus, where three deities were jointly venerated: Zeus of Suppliants, Hera
the Aeolian and Dionysus Kemelios.'”

In terms of enunciation, the heroic time of the Atreides’ sojourn on the isle of
Lesbos, at that same sanctuary of Messon, on their return from Troy, is men-
tioned twice, in deictic fashion, in the present tense. The poetic narrative
tells how the Atreides ‘first around Ilion [ ...] left to come here’ (tvide, line 7),
to the island of Lesbos, if not the very sanctuary of Messon; the poetic T then
explicitly connects this heroic past to the present of the song’s performance
by means of the classic ‘and now’ (vdv 8¢, line 11). It should be noted that this
past is, as in Herodotus and Thucydides, indicated by a word depending on
mdAay, ‘older times), and not ‘myth’!8

It will also be noted that, still within the enunciative dimension of the poem,
the narrative is partly formulated in the second rather than the third person,
since Hera, the goddess invoked, is one of its protagonists (line 10): ‘but they
[i.e. the Atreides] could not find their way before meeting you [i.e. Hera]
and Zeus the god of suppliants ... as well as the charming son of Thyone
[i.e. Dionysus] .... There is significant overlap here between the two discur-
sive modes operatively distinguished by the linguist Emile Benveniste: state-
ments of the “narrative” type (in the third person, for narrative and assertive
acts setin the past and in a different space), and those of the “discursive” type
(expressed in the first and second person by gestures of enunciative deixis
referring to the here and now of the linguistic utterance).!

For the figure of the goddess invoked in Sappho’s poem, see Pirenne-Delforge and Pironti
(2014) and (2016) 205-207.

Alcaeus fr. 129 and 130B; for the relationship of these poems to the sanctuary of Messon,
see Caciagli (2010) and (2019), and Boedeker (2016) 196—200, along with the detailed com-
mentary by Neri (2021) 586-594.

On the sense of mahaév as a synonym of dpxaiov, designating the heroic past, cf. Calame
(2011a) 66-70.

I therefore repeat here, in a purely operative way, the distinction outlined by Benveniste
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— Lastly, as a sort of echo of the faAla mentioned in the very fragmentary
closing lines of the first poem contained in the Cologne Papyrus, the ritual
occasion of the song is stated at the start: it is a ‘festival’ [...] (opt [., line 2),
apparently full of charm.20

3 Where Is the “Here”? When Is the “Now”?

In one of the chapters published under the title Textual Events, a collection
of studies on the problem of performance for the “lyric” of archaic Greece,
Giambattista D’Alessio has questioned whether demonstratives ending in -3,
such as tvide (or 9y ...), refer really directly to what I would call the “perfor-
mative” context, in other words the extra-discursive context of performance of
melic poems. On the subject of the poem by Sappho, he states:

There is certainly nothing in the text that even implies that the poem
presents itself as part of a song performance, let alone a choral perfor-
mance as taken for granted by Burris, Fish, and Obbink?! [...]. In fact, the
emphatic opening with a word meaning ‘close’ might actually be sugges-
tive of a discourse that locates itself not quite at the center of the perfor-
mance itself, but at its margin.

And he concludes:

We should allow for the possibility that many, if not perhaps most, of
Sappho’s poems were intended to be performed outside the ritual perfor-
mance proper, on which their words provided a very much needed [...]
commentary and interpretation.?2

Does this mean that an allusion to a 8aAic or the reference to a éopty specifically
situated in the Lesbian sanctuary of Messon are merely marginal? Does it mean

(1966) 237—250 and 258-266; on the ‘formal apparatus of enunciation, see Calame (1974)
79-88; see the proposed additions, particularly for Greek poetic forms, in Calame (2005)
13—26.

20  On the meaning of ¢opt, cf. Calame (1991/2008) 56—58.

21 Referring to Burris, Fish, and Obbink (2014) 5.

22 D'Alessio (2018) 45 and 62. I will come back in another study to the lack of relevance of
the modern notion of “textual event” as far as the different forms of Greek melic poetry
are concerned.
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that in the songs composed by Sappho the repeated enunciative use of tempo-
ral or spatial adverbs specified by -3¢, or emphatic particles of presence such as
3", are of the Deixis am Phantasma type, excluding demonstratio ad oculos??3
Could it mean that the song ritually performed in the sanctuary of Messon actu-
ally corresponds to “an extreme example of parachorality,” if not a monodic
example of “choral fiction"?2# Does it mean that the address to Aphrodite in the
Kypris Poem and the address to Hera in poem 17, like the appeals to Aphrodite
to come and appear here and now, at the beginning of the Hymn to Aphrodite
(Tuid” &ADe, referred to as a prelude) and in the first line of fr. 2 (3edpv 1’ éx
Kpntag), are somehow fictional? Does it mean that these poems and songs cor-
respond just to “textual events” as the title and the introductory remarks to the
collection in which D’Alessio’s proposal has been published would invite us to
accept, independently of the ethnopoetic perspective required by essentially
ritual poetry?

Let us attempt to provide an answer concerning the possible ritual reality of
the apparent fictionality or marginality of spatiotemporal deictic references in
the songs of Sappho by looking in more detail at different forms of melic poetry
and their relationship to the gods invoked in their sanctuaries; that means the
relationship with what for us has become the domain of the “sacred.” To this
end, we will move on from Sappho’s poetry in order to turn to examples of
each of the four melic forms identified as such, if not named, in the “archaic”
period: the paean, the dithyramb, the threnos and the ~iymenaios, leaving aside
the complex question of the citharodic nomos.2? For none of the examples cho-
sen to illustrate the choral and ritual character of each of these four melic forms
would it be possible to speak of fictional performance and of parachorality.

4 Paean and Dithyramb: Pindar and Bacchylides

Let us begin with the easiest case, the paean, represented by Pindar’s famous
Paean 6. From the very outset, the initial invocation gives an indication of the
place of performance of the song: Pytho is invoked as a divinity, referring to
Delphi. Pytho is called upon by the speech act ‘I beseech you’ (Alogopay, line 2),
with the aid of Zeus Olympios, Aphrodite and the Charites, in line with the
sound rule of divine collaboration in a polytheistic regime. The double qualifi-

23  Forreferences to these different discursive procedures see Calame (2005) 15-17.

24  Asit has been recently suggested by Power (2019) 93-98, offering Sappho’s poem 17 as ‘a
parachoral monody’!

25  Seemy thoughts on the subject in Calame (1998) 96—100, with reference to previous works.
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cation of Pytho as ‘covered in gold and famed for her seers’ (line 1), in hymnic
asyndeton, quite definitely refers to Apollo and his oracular sanctuary. So much
for the place. As for the time, it is explicitly described as a ‘holy time’, a time that
might be called ‘sacred’ (v {uféwt xpévw, line 5). The configuration of the space
evoked is then elaborated with successive allusions to the murmur of Castalia
(line 8), the precinct (dAgog, line 14) of Apollo, the maidens (xépat, line 14) of
Delphi, and finally the omphalos (line 17). It is hard to imagine the musical per-
formance of Pindar’s paean taking place anywhere other than in the sanctuary
of Apollo at Delphi!

It will also be noted that, with its allusion first to men’s choruses (line 9) and
then to the songs and dances (ueAmépuevay, line 17) of maidens at Delphi, it is
no surprise to see the second long triad of the poem concluding with a ritual
call to youths (véot) to sing ‘the measures of the paean’ near the omphalos ‘now’
(vdv, lines 120-122).26 Moreover, the choral performance of the paean forms the
object of a first indirect allusion when Apollo’s precinct is called the ‘nurse of
festivals’ (line 14); the word used here is 8oiAia, as in the first fragment of Sappho
in the Cologne Papyrus (fr. 58b).

Then, very explicitly at the end of the first triad, the honeyed voice of the
poetic ‘T is associated with the Muses, inviting them to hear it ‘now’ (viv, line
58); the speaker then invites himself to the musical gathering (dywv, line 60)
for Loxias, on the occasion of ‘the hospitality offered to the gods’ (6edv &evia,
line 61): the theoxenia. The transparent allusion here is to the great festival
of Apollo’s Theoxenia for which the paean of Philodamos, for example, was
composed.?’ Each year, at winter’s end, Apollo hosted a banquet to which
other gods were invited; this included Dionysus, with whom Apollo shared his
sovereignty over the site of Delphi during the summer.

These very precise deictic designations, not only of the time and place of the
performance of the melic song, but also of its ritual and cultic circumstances,
are confirmed at the end of the poem, at the conclusion of the third triad, with
its unfortunately uncertain text, in a new and ultimate invocation of the god
Paean (lines 181-183):

Of the Muses, for one who frequently achieves his aim [?]
receive, Paean, from just men the flourishing festival.

26  For the controversial meaning of the expression, see my study Calame (2017a), in which
I refer to the very large number of works devoted to the controversial unity of Pindar’s
poem in the Snell-Maehler edition (fr. 52f).

27  Fr.39Képpel; cf. Athenaeus 7, 372a; cf. Kowalzig (2007b) 188-191 and 200201, also Calame
(2017a) 25—27.
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According to the most probable reconstruction, faAia is the last word of the
paean. Apollo is thus invited to welcome the choral performance of the melic
song, in the usual game of ritual reciprocity which concludes, for example, most
of the Homeric Hymns:2® the poem being ritually performed is offered to the
deity in exchange for the favours requested of him, in this case on the occasion
of a musical and cultic festival at the sanctuary of the god at Delphi.

What about the second melic form identified as such in the pre-classical
period, the dithyramb? I will first discuss Bacchylides’ long and paradoxical
Dithyramb 17. 1t will be recalled that, unusually, the poem does not open in
the expected “discursive” mode, for example with an invocation to the Muses
or a deity, but launches straight into the tale of the Cretan episode of Theseus’
heroic biography, in narrative mode:

Kvovompwpa uév vardg pevé-

xtu[mov] Onaéa dig Emt[d] T dyAaodg
dryovaa xovpoug Tadvw[v]

Kpnrindv tduve méayos:

The ship with the blue-black prow,
as it carried Theseus, steadfast in the battle din,
and the twice seven splendid youths and maidens of the Ionians
was cleaving the Cretan sea ...
trans. CAMPBELL [1992]

‘The ship was cleaving ..." (tduve, line 4): in the past, elsewhere, thus immedi-
ately entering the “narrative” mode. There follows the long recital setting the
scene of Minos challenging the young Athenian hero, who dives into the waves
of the future Aegean Sea to visit his stepmother Amphitrite in the dwelling of
his father Poseidon. Wearing the veil given to her by the goddess Aphrodite at
her marriage, Theseus reappears on the deck of his ship, where his exploit is
celebrated by a choral melic song: the paean is sung by the seven youths and
maidens whom the Athenian hero was to lead to the Minotaur in the Cretan
Labyrinth.

Echoing this choral performance described in “narrative” mode, only the last
three lines of the 132-line poem shift into the “discursive” mode:

28  For the ritual conclusion of the Homeric Hymns, presented as musical offerings, see my
study in Calame (2012a) 71-74.
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Adihie, xopoiat Knlwv
ppéva lavlelg
§male Bebdmopmov EabAdY TUXAV.

God of Delos, rejoice in your heart
at the choirs of the Ceans
and grant heaven-sent fortune of blessings.

trans. CAMPBELL [1992]

The musical offering intended to delight the god is accompanied by the mortal
singers’ expectation of being granted many blessings. Despite its entirely nar-
rative development, Bacchylides’ dithyramb closes with the usual hymnic and
ritual game of do ut des between man and god, with reciprocal offerings. The
fact that the god invoked is named ‘Delian’ undoubtedly constitutes an allusion
to the occasion of the song’s performance: the great festival of the Delia, with
the musical gathering of choral groups who were already charming Apollo him-
self on the isle of Delos in the famous Homeric Hymn to the god. These groups
came from different cities of an Aegean henceforth controlled by Athens; cities
which included the island of Ceos, Bacchylides’ birthplace.?® Here, at the very
end of the song, we have an extremely succinct direct reference to the circum-
stances of the ritual performance of the dithyramb composed by the poet of
Ceos.

5 Threnoi and Hymenaioi: Return to Sappho

Regarding threnoi, we have no surviving fragments of melic funeral songs. How-
ever, besides the lengthy dirge scenes that form part of the account of the
funeral of Patroclus in Book 24 of the Iliad, we know that in the 17 papyrus
scrolls into which the Alexandrian editors divided the poetic output of Pindar,
an entire book was dedicated to the dirges composed by the Theban poet. Only
a few short fragments of these have come down to us, lacking the beginning of
the poems.

The exception is the strophe of Pindar handed down by a scholion on a line
of Euripides’ Rhesus, referring to Ialemos, the son of the Muse Calliope and

29  In Calame (2006/2009) 174-194, I offered an enunciative study of this dithyramb and the
circumstances of its performance (with all the obligatory bibliographical references); on
this subject see also the appropriate pages of Kowalzig (2007b) 88-94 and my own con-
siderations in Calame (2013b) 346—348.
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Apollo.?0 In the enunciative form of praeteritio, these lines list various forms
of melic poetry: the paeans, the songs belonging to the children of Leto; the
song to Dionysus ‘crowned with flourishing ivy’; the three songs in memory of
the deaths of the three sons of Calliope, first the lament for Linus, whose name
is given to the refrain of a dirge, then the song in honour of Hymenaeus, who
died on his wedding night, and lastly the song for Ialemos, telling of his suffer-
ings. This poetic catalogue concludes with Orpheus ‘of the golden sword’ (like
Apollo), the son of Oeagrus.

Unfortunately, these lines, expressed in the affirmative mode, do not pro-
vide the slightest indication, whether enunciative or deictic, about the circum-
stances of the musical and ritual performance of Pindar’s threnos. However,
the initial reference to Apollo and Artemis, followed by Dionysus, on the one
hand, and the aetiological allusion to the various heroes of these forms of melic
poetry on the other, connect the threnos composed by Pindar to what we have
come to think of as the domain of the “sacred,” the domain of the /ieron. Apollo
and Dionysus are the gods evoked or invoked in the paean and the dithyramb
respectively; while Linus, Hymenaeus and Ialemos are the heroic protagonists
of etiological stories providing a narrative explanation of the name of each of
the three melic forms, by the death of the corresponding young man: the cithar-
odic nomos, the iymenaios and the threnos.

Lastly, we come to the Aymenaios itself, coming back in ring composition to
Sappho’s poems. The choral songs published by the Alexandrian philologists in
the book dedicated to the Epithalamia have only come down to us in a few frag-
ments. Indeed, the Epithalamium for Severus by the fourth-century orator and
sophist Himerius introduces Sappho herself to the nuptial chamber; doubtless
metaphorically, the poetess of Lesbos, having arranged the wedding bed, brings
the maidens into the young bride’s chamber and then allows Aphrodite herself
to enter in a chariot, her hair adorned with scented hyacinths, accompanied by
the Charites and a choral group of Erotes!3!

However, of the few surviving lines of Sappho’s Aymenaioi, only one men-
tions a deity: none other than Aphrodite herself.3> Quoted by Hephaestion,
these lines, in a choriambic pattern, open with an address to the ‘happy bride-
groom, who is congratulated for having won the maiden he wished for. As for

30  Pindar, fr. 128¢ Snell-Maehler, cited in the scholia on Euripides, Rhesus 895; see the com-
mentary on this threnos fragment which I reiterated in Calame (1998/2008/2019) 97-98
(with bibliographical references in n. 24).

31 Himerius, Orationes 9, 4 = Sappho test. 194.

32 Sappho fr. 112; see the short commentary offered by Bierl (2021) 327, and Neri (2021) 786—
789.
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the bride, whom the implicit poetic T also addresses as ‘you, eros has invaded
her lovely face; with her charming beauty and her eyes sweet as honey, she now
enjoys all the honours bestowed by Aphrodite.

But for the pragmatic effect of the gestures of deixis perhaps referring to
the circumstances of the poem’s performance, we must turn to the hymenaioi
in Sapphic stanzas apparently edited at the end of Book 1 of the Alexandrian
edition of Sappho. From a performative point of view, particularly interesting
are two strophes of a fragmentary poem addressed to a ‘you’ corresponding to
a person who was once a ‘young girl’ (ndig) and who is invited to sing (péA-
nead’) ‘these lines’ (tabdta). Actually, both the ritual scenario depicted in the
poem and the occasion of the performance itself are by no means certain.3?
Insofar as the poetic (choral?) ‘we’ describes the action in which it is engaged
by singing ‘for we are going to a wedding’ (line 8), this may refer to the ritual
of nymphagogia. In any case, the few fragmentary lines of this marriage poem
reinforce the address to the anonymous ‘you’, formerly a young girl, by means
of the emphatic and evidential particle 37 (line 4), thereby referring to the invi-
tation to sing and the circumstances represented in the poem in the hic et nunc
of its musical performance, in a context in which the gods and Olympus are
evoked, for us unfortunately in a very fragmentary way.

Does this mean that the circumstances of the probably choral performance
of this song of Sappho are “marginal”? As a matter of fact, although it is neces-
sary to name and qualify the deity in order to invoke their presence and action
at the moment the poem is performed, it is not essential to describe what the
singers and performers are seeing, except by the way of performative forms.

6 The Melic Poem as Ritual Act

To conclude, let us very briefly recall the far more complex situation, from

an enunciative, deictic and referential point of view, with which we are faced

in the case of the choral songs embedded in Attic tragedy regarding the rela-

tionship with the gods. Both the performative verbal forms and the numerous

gestures of deixis supporting their enunciation refer in turn to the following:

— the heroic and fictional action performed in the drama, its narrative action
situated in an “other” time and space;

33  Sappho fr. 27; on these fragmentary lines see especially the recent commentary provided
by Caciagli (2009); for a connection with the ceremony of marriage, see Bierl (2021) 263,
with the explanations given by Neri (2021) 614-615.
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— the action which the choral group is performing ritually here and now by
singing and dancing in the orchestra;

— the political, religious and ritual background of the audience of the play
in the sanctuary-theatre of Dionysus Eleuthereus, at the foot of the Athens
Acropolis, in the latter half of the fifth century.

I have shown elsewhere how significant the double deictic intervention con-
cluding the third stasimon of Euripides’ second Hippolytus was from this three-
fold point of view.34 The references to ‘this land’ (%3¢ y#)) in particular allude to
the space (and time) of the heroic action depicted: whether Troezen, the city of
which Theseus was king in the history of fifth-century Athens, or the Athenian
cult space in which the dramatic performance is offered as a ritual act to Diony-
sus Eleuthereus. It should also be recalled that, in Attic tragedy, the mimetic
narration of the heroic action calls for the appearance of the deity involved in
the play, ex machina, as is the case, for example, of the goddess Artemis at the
end of Hippolytus.

In pre-classical and classical Greece, there is no narration of a fictional
action and no poetic representation of a relationship with the deity that is not
realised in a ritual, or at least in a ritualised context. This rituality is inscribed
in the poem itself, both by the enunciative procedures which support its poetic
development and by the metrical rhythm referring to its musical and ritual
performance. This rituality, specific to the poems belonging to the great form
of melos, is a way of evoking the presence of gods and heroes, fictionally con-
structed in the poetic songs, fic et nunc, in and through the ritualised perfor-
mance of the poem. As for “lyric” and the “sacred,” the relationship with the
divinity is a constituent element of all melic poems, practically realised in the
ritual, if not the cultic development of the song. This is particularly true of
erotic poetry: practically no erotic poem of Sappho’s lacks a direct appeal to
Aphrodite, her winged assistant Eros, or Hera.

34  Cf. Calame (2017b) 162172 = (2024) 112-134.



CHAPTER 3

Cultic Space and Dithyrambic Performance in
Pindar’s Fragment 75

Stefano Fanucchi

One of the most debated topics concerning Greek lyric poetry is the relation-
ship of cultic lyric (considered both in its textual and performative dimension)
with the fic et nunc provided by the occasion and the ritual which the cultic
songs fit into. In recent decades, the debate has been largely renewed by new
approaches.

First, the lyric poets’ deictic strategies have been demonstrated to be quite
complex and subtly nuanced. Deixis can be distinguished at least into deixis ad
oculos (i.e. references to things visible to the audience) and Deixis am Phan-
tasma (i.e. references which do not reflect sic et simpliciter the performance
setting, but rather point at something which is imagined). In most cases, there
is no mere deixis ad oculos or mere Deixis am Phantasma; on the contrary, they
are easily blurred. What is more, the deictic origo (i.e. the reference point for
deictic devices) can shift in the course of a poem. Further, deictic features are
intended to define the meaning of a poem and its relationship with patrons
and audiences, rather than to simply depict the context.!

1 A fundamental theoretical text on deixis is Biihler (1984). On lyric deixis, see especially Fer-
rari (1990a); Felson (1999); Bonifazi (2001) 35-49 and passim; the studies collected in Fel-
son (2004b); D’Alessio (2007), (2018) and (2020); Ferrari (2012). See also Rosler (1983) and
Danielewicz (1990), who, however, as far as archaic and classical lyric is concerned, are mostly
focused on deixis ad oculos. On deictic origo, see Green (1992) 122; Bonifazi (2001) 30-31; Fel-
son (2004a) 256; on the possibility of a shift in the origo in the course of a poem, both locally
and temporally, see Green (1992) 128; D’Alessio (2004) 277—278. On temporal deixis, see Mar-
tin (2004) and D’Alessio (2004). For an innovative explanation of the subtlety of lyric deixis
in the light of recent cognitive-linguistic methods, see Van Emde Boas (2022) 170-174.

I warmly thank Lucia Athanassaki and André Lardinois for giving me the opportunity
to present a first version of this paper at the Lyric and the Sacred conference and for deci-
sively improving further versions of it with their comments. I thank Lucia Athanassaki also
for kindly providing important bibliographical material. I am grateful to the audience attend-
ing the conference for very useful remarks, more particularly to Nancy Felson, Mark de Kreij,
and Enrico Emanuele Prodi. Various written versions of this paper have benefited from very
valuable corrections and suggestions by Giovan Battista D’Alessio, Kathryn Morgan, Glenn
W. Most, Leyla Ozbek, Luca Ruggeri, and the participants in the Research Seminar in Greek
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Secondly, another theoretical innovation is represented by new approaches
to ritual and ritualization as strategies aimed at redefining social relation-
ships and cultural values. Rituals are not simple representations of given socio-
cultural meanings; rather, they contribute to redefine them and express rela-
tionships of socio-political powers. As a consequence, rituals are not fixed, but
change over time, together with the socio-cultural meanings they convey. As
far as cultic lyric is concerned, this implies that verbal signs and non-verbal
signs interact in the definition of a ritual event: that is to say, a cultic song
does not simply express a pre-existent, extra-textual ritual, but both song and
action, text and performance are part of the ritual and cooperate to express its
social meaning.? This is strictly related to a further new approach about rela-
tionship of lyric poetry with space, proposed in a recent book by Leslie Kurke
and Richard Neer:3 lyric poetry is not to be imagined as simply inserted into a
pre-existent space; rather, it contributes to the organization of space by its very
spatial dimension, represented by choral dance, and the interaction of dance,
music and word with the surrounding environment.

All these changes in approaching Greek lyric poetry have significantly en-
riched our understanding of Greek cultic song and contributed to overcome
text-centred readings. As a matter of fact, an interpretation based exclusively
on the text cannot give us every answer we need, not only because texts are
only a part of the performance (and are sometimes transmitted in a precari-
ous condition) but also because, as we saw, texts not only reflect, but interact
with non-textual features. That is to say, performance, ritual, and text, as events
located in time and space, have to be considered globally.

However, we should beware of pushing the pendulum to the other side—
that is to say, of considering ritual and space as dominant features, a kind of
Procrustean bed which the text has to fit into. Such an approach would be just
as reductive as text-centred readings, since it makes the text not interact with,
but merely reflect extra-textual features. What is worse, it depicts extra-textual
features as more or less fixed, not as constantly reshaped by every single perfor-
mative and ritual event. Rather, the text itself contributes to such a reshaping in

Philology held by Professor Most at the Scuola Normale Superiore in January 2019 (more par-
ticularly by Marco Catrambone, Alessandro Giardini, and Alexandre Johnston). Lastly, I thank
Teresa Crow for highly improving my English. I am the only one responsible for any error or
omission.

2 Stavrianopoulou (2006) 7—22. For such new approaches in ritual studies, see Bell (2009);
Kurke (2005) 81-84 and passim; the studies collected in Stavrianopoulou (2006).

3 Neer and Kurke (2019). For the victory song as a ‘tridimensional’ phenomenon (a good
approach for cultic lyric as well), see also Bonifazi (2001) 15-16.
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a number of ways (by selecting the extra-textual features it points at, by posit-
ing specific relationships among them etc.).

In reading Pindaric poems, it is particularly difficult to find a balance in
interpretation and to avoid reductive readings. Pindar is usually subtle in refer-
ring to the performative context: his strategies are not always easy to detect
and the global reconstruction of a Pindaric poem as a performative, ritual, and
spatial event is always a delicate task. One of the most controversial cases is
represented by fr. 75, where Pindar merges divine and human dimensions and
involves the gods into the performance by invoking them and by pointing at
spatial landmarks in the human city, i.e. at the urban shrines in which they
are worshipped. Some scholars have posited a strict correlation between such
spatial references and the performance of the ode, concluding that the gods’
involvement mirrors some particular performative patterns. But, as usual in
Pindaric studies, there is no agreement about the reconstruction of this poetic
and ritual event. More than one interpretation is compatible with the text we
can reconstruct and with the archaeological and antiquarian data we can rec-
ollect. However, I hope to be able to demonstrate that the following interpre-
tation reaches a good balance among the many problems involved.

1 Gods in the agora

Pindar wrote a number of important dithyrambs for Athens. One of the largest
fragments is transmitted by Dionysius of Halicarnassus (De compositione verbo-
rum 22.11). Dionysius himself informs us that the fragment coincides with the
opening of a dithyramb (d&pyétw 82 Mivdapog, xat Todtov Si80papupés Tig 0 Eotwv
Gpy)- 8edt’ &v xopdv xTA.). I quote here the whole text with a translation:

1 AehT’ €v xopdv, OAdumLoL,
&ml Te XAVTAV TEUTETE XApty, Beol,
ToAORarTov of T daTENS OMPaASY BudevTa
&v Tals tepaic ABdvaig

5  oixvelte mavdaidaddv T’ edxAé’ dryopdv:
lo3étwv AdyeTe oTEQAVWY TAY T ExpldpdTtwy Gotdav,
A16Bev T¢€ pe abv dyAaia
{Sete mopeudévt’ dotdav Sevtepov
&ml tov xiooodai fedv,

10 OV Bpdpiov, Tov 'EpiBdav te Bpotol xaAéouev.
Yovov DTATwV eV TaTépwy HEATTOMEVS 0g )
yuvaix@v te Kadueiav ooy,
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gvapyéa T U’ OTE PAVTIY 00 AavOdvel,
owxoedvwy 6moT’ oiyBévtog ‘Qpdv Badduov
ebodpov Emdryotay Eap QuTA VEXTAPEQ.

Téte PdMetal, TOT' €’ auPpdtav x86v’ épatal
Twv @oPat, péSa te xdpaLat pelyvutal,

Gixel T dupal ueAéwv gLV adAOTS,

olyvel te Zepéhaw EAtedpumuxa xopol.

3 0véevt’ Snell et Maehler 10 post xaAéopev interpunxit Lavecchia 11 uehndpevog) D'Ales-
sio: péAme P: pélmopev FMVE: peAméuev Boeckh, prob. Lavecchia: uehmépev{oty Hermann,
probb. Snell et Maehler 12 &uolov P, probb. D'Alessio, Lavecchia: ZepéAyy FMVE: Zepény
del. Snell et Maehler, qui etiam £poAov del. Snell et Maehler

Come here and join the dance, Olympians, and send over it glorious
grace, you gods, who come to the city’s crowded, incense-rich navel in
holy Athens and to the glorious, richly adorned agora! Receive wreaths
of plaited violets and of the songs plucked in springtime, and look upon
me as I proceed from Zeus with splendour of songs secondly to the ivy-
flamed god, whom we mortals call Bromios (‘resounding’) and Eriboas
(‘loud-shouting’). I arrived singing the offspring of the highest fathers and
Cadmeian women and, like a seer, I do not fail to notice clear signs, when,
as the chamber of the purple-robed Horae is opened, the nectar-bearing
plants bring in the sweet-smelling spring. Then, then the lovely tresses of
violets are cast upon the immortal earth and roses are fitted to hair and
voices of songs echo to the accompaniment of pipes and choruses come
to Semele of the circling headband.#

I mostly follow the text and layout of Maehler (1989). For divergences, see the apparatus
(mainly based on Lavecchia’s edition) and n. 89: I mostly follow the textual improvements
suggested in D’Alessio (1991) 105. The translation is a revision of Race (1997) 2.311—313, adapted
to the Greek text printed here and to the interpretation argued for in the following pages.
Prodi (2021) 206—208 has argued that the poem could have opened the books of Dithyrambs
in Alexandrian edition: he observes that in this section of Dionysius’ treatise (chapters 22—
26) examples are usually selected among the beginnings of books (Thuc. 1.1.1-2.1; Sapph. fr. 1;
Isocrates Areopagiticus 1-5 etc.): an exception is Sim. fr. 543 (26.15), which does not seem to
come from the beginning of a poem and, consequently, from the beginning of a book either
(Prodi [2021] 206—207 n. 53). Prodi’s point is well taken; but I am not sure that, if quoting
from the first poem in the first book of Dithyrambs, Dionysius would have mentioned it as
‘one dithyramb’ with indefinite tig. Prodi ibid. also connects this argument with the hypoth-
esis that our poem could have featured a narrative on the birth of Dionysus and the origins
of the dithyramb as a genre (cf. Prodi [2017] 548-549): see below n. 37.
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The whole fragment evokes the performative setting of the song in a subtle way.
That the first lines refer to the performance is made clear by the exhortation to
the gods to join the chorus, by means of a deictic adverb. Deictic strategies and
references are certainly linked with the performance, but £ow they are linked
with it is not clear. In particular, the relative clause has usually been interpreted
as locating the performance in a hotspot of Athenian topography, the agora,
since Pindar says that the gods go to the agora. Wilamowitz’s identification of
the omphalos with the Altar of the Twelve Gods strengthened this hypothesis.
The identification is plausible, since the term omphalos can be explained by
the use of the Altar as the reference point for measuring distance in Athens.
Therefore, most scholars thought that the dithyramb was performed by a
kyklios choros around the Altar, despite some disagreement about the festival
which the song was composed for.6 In a careful survey of the archaeological
data, Neer and Kurke revised this hypothesis and argued that in Pindar’s time
the Altar was not yet in the classical agora, north of the Acropolis, but in the
archaic agora, perhaps east of the Acropolis.” The attribute mavdaiSaiov would
actually refer to buildings and monuments built in the archaic agora by the Pei-
sistratids and Cimon.8 This interpretation is part of an overall reconstruction of

5 IG 112 2640; cf. Hdt. 2.7.1-2. See Wilamowitz (1921) 310, (1922) 274; Wycherley (1957) 119; Lavec-
chia (2000) 258; Neer and Kurke (2014) 536537 = (2019) 132; cf. Furley and Bremer (2001)
2.209. See also Neer and Kurke’s comparison with the Delphic omphalos and the fact that the
other Pindaric occurrences of the term refer to the very navel stone of Delphi (Neer and Kurke
[2014] 534535 and n. 11 = [2019] 130-131 and n. 31). Hamilton (1990) 221222 does not exclude
this interpretation, but is cautious about it and proposes a further identification of the ‘navel’
with the Acropolis, which is accepted by Furley and Bremer (2001) 2.210 ad 3. fvéeig is a good
epithet for an altar (Farnell [1932] 416; Lavecchia [2000] 258 ad loc.).

6 Farnell (1930) 322, (1932) 415; Puech (1923) 153, n. 1; Pickard-Cambridge (1962) 21, 37-38
(Anthesteria); Privitera (1972) 137-138 (Anthesteria); Lavecchia (2000) 258-259 (City Diony-
sia); Neer and Kurke (2014) 530-536 = (2019) 129-132 (City Dionysia). A performance in the
agora had been already supposed by Boeckh (1821) 577 and Christ (1896) 393. Some notable
exceptions are Hamilton (1990) 221-223 and Van der Weiden (1991) 197, who think that the
song was performed not around the Altar, but in the Sanctuary of Dionysus during the City
Dionysia (see below); cf. Furley and Bremer (2001) 1.257, 2.210 ad 3.

7 Neer and Kurke (2014) 537-561 = (2019) 132-146, mainly based on Gadbery (1992), for the
moving of the Altar, and Papadopoulos (1996) and (2003) 280—297, for the location of the
agora. For a reference to the archaia agora (but with an identification of the navel with the
altar of Zeus Agoraios) see also Schnurr (1995) 134-135. However, the relevance attributed in
these studies to the archaic agora (attested, among the literary sources, only in Apollodorus
of Athens FGrH 244 F 113), is problematic: the agora in the Kerameikos dates back to the end
of the sixth century, and by Cimon'’s age it was probably established as the agora of Athens
(see Longo [2014] 866875, with further bibliography).

8 Neer and Kurke (2014) 560-563 = (2019) 145-147. On mavdaidadov, see also Van der Weiden
(1991) 187.



62 FANUCCHI

the function of the poem (it would be part of the redefinition of the civic Athe-
nian space in the early classical period) as well as of its context: by a comparison
with a passage from Xenophon's Hipparchichos (to which we will return), Neer
and Kurke think that the dithyramb is not part of the City Dionysia choral com-
petition among tribes, but was performed during the pompe opening the same
City Dionysia.

However, Pindar’s wording suggests a different link between the agora and
choral performance. The relative clause has been interpreted by Van der Wei-
den as hinting at a permanent, or somehow customary, fact. Van der Weiden'’s
reading is based on the combination of the relative pronoun with the particle
Te. One could also think that e in line 3 is simply coordinated with the sec-
ond te in line 5, but its position, just after the relative, allows us to consider
it a case of te epicum, confirming Van der Weiden'’s interpretation. Compare
Pythian 12.1-3, where Pindar refers to Acragas as home to Persephone through
the same pattern.®

Therefore, Pindar is not saying that the gods are now going to the agora;
the coming of the gods to the agora is rather mentioned as an attribute of the
gods themselves. Listing attributes through relative clauses, especially places
of worship distinct from the place of performance, is a typical feature of the
hymnic style.!® The mention of the agora as a usual destination for the gods is
marked not only by the te epicum, but also through the verb oiyvéw. In the frag-
ment, as observed by Furley and Bremer, this verb seems to have a frequentative
meaning,!! to mark recurrent rituals: compare line 19, concerning the recurrent
celebration of the mother of Dionysus in springtime (oixvel te ZepéAav EAncdp-
Toxa Yopof).

The agora and the omphalos as usual dwellings of the gods are linked with
the reference to the performance that opens the fragment, but not as Neer
and Kurke (and others) interpret it. Pindar asks the gods to join the dance by
means of two imperative clauses, coordinated by te (1-2). In the first one the
imperative is omitted, but could be inferred from edt(e) (‘come hither!).12 The

9 Van der Weiden (1991) 193 ad 3; see also Ruijgh (1971) 984—986; Furley and Bremer (2001)
2.209. More general on te epicum with relative pronouns, Ruijgh (1971) 2—5 and passim;
Denniston (1954) 521-528. On t¢ in Pindar (both epicum and copulative) as marking tra-
ditional knowledge as shared with the public, see De Kreij in Bonifazi, Drummen, and De
Kreij (2021) 11.4.5.

10  Norden (1913) 168-176.

11 Furley and Bremer (2001) 2.209-210 ad 3-5. For oixvéw referring to recurrent rituals, cf.
also Pyth. 5.86.

12 Cf. e.g. Hom. I1. 13.481; Od. 8132; Eur. Med. 894. In the first passage, dedte is coordinated
with the following verb by xai, as in our fragment debt(e) is coordinated with &nxi ... wép-
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mention of the agora is aimed at making this imperative more effective: Pin-
dar is telling the gods: ‘since you usually go to Athens to the agora, come now
hither, to this chorus which is dancing in Athens’. The passage is not very differ-
ent from the prayers in which the speaker asks the god to listen to her/him by
referring to previous help (da quia dedisti). Compare Sappho’s fr. 1 dA Ad Tvid’
EN0’, ol motar ... HAB, &g, concluding &AOe pot xai vHv.13

One might also compare a lyric sample from Attic tragedy, namely the paro-
dos of Sophocles’ Oedipus the King (an ode imbued with ritual patterns). In the
first antistrophe, together with Athena and Apollo, the chorus invoke Artemis,
‘who sits on her circular glorious throne of the agora’ (& xvxAdevt’ dyopdg Opdvov
ebxAéa Bdaael, 161). The Theban agora is mentioned through a relative clause as
home to the cult of Artemis Eukleia.!* The fact that Artemis dwells in Thebes
(cf. 160 youdoxov), especially in one of its focal points, does not imply that the
song is imagined as performed in front of her sanctuary in the Theban agora (in
the same passage Artemis is summoned together with other divinities, namely
Apollo and Athena; and lines 19—20, from the prologue, seem to exclude that
Oedipus’ palace, represented by the skene, is located in any agora). Rather, it
makes the chorus confident that the goddess will help them. It is to be noted the
da quia dedisti motif is clearly employed in the concluding lines of the strophic
pair (164-165).

Obviously the Altar was not the only place where the Olympians were wor-
shipped in Athens, but it was the only one where they were worshipped all

nete by te. Van der Weiden (1991) 190 and Lavecchia (2000) 256 ad loc. provide full lists
of parallels for the opening defte in hymns and prayers and for invitations to the gods
to join the dance; see also Furley and Bremer (2001) 2.208-209 ad loc. To such lists, one
could add PMG 935.1—2 (inscribed Epidaurian hymn to the Mother of the Gods, fourth-
third century): some goddesses, almost certainly the Muses (who obviously are depicted
as poetic assistants much more frequently than the Olympians), are summoned to leave
the sky and join the lyric ‘T’ in singing a specific deity, the Mother of the Gods (PMG 935.1—
4 g Beal, / debp’ ENBet’ dm’ dpavd [ xai pot cuvaeicate [ tav Matépa v Bedv: see Maas
[1933] 138 ad1-3 and Wagrﬁan [1995] 135, with significant parallels, among which the most
similar are Sapph. fr. 127 and Hor. Carm. 3.4.1—2). Finally, in the Paean Erythraeus (Képpel
[1992] Pai. 37[E].19—20) Apollo is invited to visit the speaker’s city (this example is adduced
by Marinis [2024] 171 1. 137).

13 Lines 5, 8, 25. This is another recurrent hymnic feature: in the Pindaric corpus, see Isthm.
6.42—49. I thank Glenn Most for his suggestions on this point. On the function of the ‘reg-
ular visiting’ of the gods in fr. 75, cf. most recently Marinis (2024) 144-145.

14  Finglass (2018) 216 ad 160161 (text and translation are taken from this edition). Compare
€OXAE’ dyopdv in fr. 75.5. In the same parodos, Artemis is featured again as a divine helper
at 1. 206—209; see also the gods ‘guarding the agora’ invoked by Eteocles in Aesch. Sept.
272.
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together. It is a collective home, urban counterpart of Mount Olympus: Athens
is praised as a place inhabited by the gods, a city of the gods on earth.!5

So debt(e) should not necessarily be identified with the agora. I find it more
promising to link it with the reference that the speaker makes to himself as
‘going’ to Dionysus (7-10), by means of a first personal pronoun (another
deictic feature, while the relative clause does not have deictic nuances). The
adverbs 3ebte and 3ebpo indeed point at the speaker’s position: they are exam-
ples of Ich-Deixis, just like the pronoun 88¢.16 Unlike the te-clauses, 3ebt(e) does
not hint at a usual destination, but at the present destination required by the
performance, the place where the chorus is dancing, qualified as the deictic
origo.r”

2 Zeus and Dionysus

According to some scholars, the movement towards Dionysus reflects some
particular performative patterns, such as a procession.!® But processions to a
shrine of Dionysus including also the performance of such complex dithyrambs
are not documented with certainty in Athens. Neer and Kurke opt for another
reconstruction: the song is performed during the civic parade (pompe) open-
ing the City Dionysia, and every divinity mentioned in the fragment (even the
Horae) would hint at a shrine, so that we have the temple of Zeus Olympios,
the Sanctuary of Dionysus and the (still to be placed) Sanctuary of the Horae.
By revolving around the agora, the choreutai would have pointed at all these
sanctuaries in the surrounding city.!® Neer and Kurke posit a mere adequation
of text to space by detecting a deixis exclusively ad oculos.2° Or, to put it bet-

15  The reference to the agora ‘reflects the degree to which, in Athens, Dionysiac dance and
song is an event that brings all together at the centre of the populous and prosperous city’
(Wilson [2003] 169170, even if Wilson thinks that the song was performed in the agora
itself). On the civic relevance of dithyrambic poetry and contests, see Ierano (1997) 264—
265; Kowalzig (2004); Fearn (2013a) 135-137.

16  However, 83¢ is even more flexible, since it can also have an anaphoric or cataphoric
function by pointing at a part of the text itself. On &3¢ in lyric poetry, see Danielewicz
(1990) 9-16; Bonifazi (2004) 397—398; Calame (2004) 422—-434; D'Alessio (2007) 99-100;
Van Emde Boas (2022) 163-164.

17  On first and second personal pronouns as deictic features, see Bonifazi (2001) 36—38;
Calame (2004) 415; Felson (1999) 4-5, (2004a) 256—257.

18  Thedithyramb is thought to be processional by Privitera (1972) 140, followed by Sourvinou-
Inwood (2003) 96.

19  Neer and Kurke (2014) 566-575 = (2019) 149-154 (see their map at [2014] 568 = [2019] 150).

20  In the Pindaric corpus, as we have it, a tendency to draw the audience’s attention to the



CULTIC SPACE AND DITHYRAMBIC PERFORMANCE 65

ter, their interpretation implies that Pindar is resorting exclusively to one of
the types of Deixis am Phantasma individuated by Biihler, namely the type by
which one ‘is able to indicate with his finger the direction in which the absent
thing is seen with the mind’s eye, more or less as our wanderer through the city
indicates the direction to the train station’?!

However, the Horae are not a destination of the moving act pointed at by
mopevdévt(a): only Dionysus is. The passage Atdev ... mopevBévt’ ... dedtepov emi
T6v xiogodadj Bedv describes a linear movement, not a clockwise one (whether
this movement reflects a procession or not). Indeed, the deictic features of our
fragment do not provide any grounds to argue for such a performative scenario.

Besides this, Neer and Kurke follow the hypothesis of Farnell that the pompe
included some choral performances in the agora and that these performances
touched several altars and shrines in the agora itself, including the Altar of
the Twelve Gods. This statement is based on a passage from Xenophon’s Hip-
parchicos.?? I quote it in full:

Tov3E ye uy adtd %3 uére del @ Immdpyw: TPATOV HEV STwS KoAEPNTEL
Tolg Beols Omép Tod imminod, Emerta Smwg TG Topmag &v Tals Eoptals dtofed-
Toug momoel, £t 8¢ xal T8N oa émidenevivan el Tf) TOAet 8maog ) Suvartdv
wdMota émideibet, Td te &v Axadnpela xal té &v Avxeiw xal té PaAnpol xal
Ta &V TQ IMmodpduew. xal TadTa pév dMa DoV paTa: Ws O TOVTWY ExaaTa
wdot’ &v pdTTorto, vOv adtd tadta AéEw.

Tég uév 0By mopma olopat &v xarl Toig Beols xeyaplopevwtdrag xal Tols fea-
ol elvou el, Sowv lepd xal dyddparta év T dyopd éott, Tadta dp&duevor dmd
OV Eppddv w0xAw [mepl Tv dryopdv xal Ta lepd] TepleAadvoLley TIUAVTEG ToUg
Beote. xai v Tolg Atovuaiorg 8¢ ol yopol mpocemiyapilovrat dMotg e Beols xal
Tolg Stbdexa yopedovTeS.

Now we come to duties that the cavalry commander must perform him-
self. First, he must sacrifice to propitiate the gods on behalf of the cavalry;
secondly, he must take the processions during the festivals worth seeing;

immediate context in such a prominent way as presupposed by Neer and Kurke for fr. 75
is not usual: on this fact and its possible explanations (and comparisons with tragic and
comic texts), see D'’Alessio (2007) 99-105.

21  Biihler (1984) 152.

22 The passage is cited with reference to fr. 75 by Farnell (1932) 415 and Lavecchia (2000)
259. A relationship of this passage with the pompe at the City Dionysia is reiterated in
Pickard-Cambridge (1968) 62 and n. 6; Parke (1977) 127 and n. 156; Csapo and Slater (1994)
106; Wilson (2000) 98; cf. Caroli (2014) 1072. Even Csapo (2020) 586 speaks of a ‘Dionysian
parade’ during the Panathenaic festivals by referring to this passage.
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further, he must conduct all the other obligatory displays before the peo-
ple with as much splendour as possible, that is to say, the reviews in the
Academy, in the Lyceum, at Phalerum, and in the Hippodrome. These
again are only brief notes; and I will now explain exactly how the details
of these various functions may be carried out with most splendour.

As for the processions, I think that they would be most acceptable both
to the gods and to the spectators if the cavalry honoured all the gods who
have shrines and statues in the agora by riding round these [scil. shrines
and statues], starting from the Herms, in a circular parade. At the Great
Dionysia too the dance of the choruses forms part of the homage offered
to the Twelve besides the other gods.?3

According to Xenophon, the riders, during the pompai, should pay homage to
all the gods worshipped in the agora by riding in a circle and touching all the
tepd and dydApata. He observes that (more literally) ‘during the Dionysia too
the choruses gratify the Twelve Gods among other gods by dancing’ The City
Dionysia is mentioned in order to take from it the example of the choroi as a
model for the riders; but it is the circular movement of dithyrambic dance (kyk-
lios choros) in its celebration of all the gods (in addition to Dionysus) during
the dithyrambic performances that Xenophon is comparing with the riding all
around the agora (x0xAw mepieAatvolev), not the fact that the choruses would
be dancing all around the agora sanctuaries as well.24 Further, Neer and Kurke,
following Farnell and others,? think that Xenophon is specifically describing
the riders’ parade during the pompe of the City Dionysia; but this hypothesis is
unfounded, since Xenophon is here speaking generally about the pompai cel-
ebrated during several festivals (Hipparchicos 3.1 tag mopmag év tals €optals).
That is to say, Xenophon is not thinking exclusively about the City Dionysia
parade. This reinforces the hypothesis that, in this passage, the City Dionysia is
relevant not as an occasion for specific pompai, but as an occasion for a perfor-
mance compared with the pompai, namely the circular dances of the Dionysiac
choruses. As a consequence, the Hipparchicos cannot be used as evidence for

23 Xen. Eq. mag. 3.1—2. Text: Marchant (1920). Translation (modified): Marchant (1968) 251—
253. The syntax is difficult: I take §owv as governed by todg feotg. It would be easier to take
it as governed by tadta, but this would give no acceptable meaning.

24  Pace Neer and Kurke (2014) 531-532 = (2019) 129; cf. Delebecque (1973) 42 n. 2. See also the
apparent redundancy of yopetovteg, which points at the choral performance itself as the
point of comparison for the parade.

25 See above, n. 22.
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dithyrambic performances in the agora during the City Dionysia. Besides this,
as Lucia Athanassaki pointed out to me, ritual changes over time (as empha-
sised by recent approaches in ritual studies)?® and it is not safe to adhere so
closely to the ritual described by Xenophon a century and a half later (whether
it may be referring to a Dionysian parade or not).

Rather than a sheer deixis ad oculos (or am Phantasma), one can allow a mix-
ture of deixis ad oculos and more imaginative references. Deixis ad oculos can
be detected in the interrelation between dedt(e) and the reference to Dionysus
as a destination: Dionysus is deictic origo because the song is dedicated to him
and, most of all, because the song is probably performed in his sanctuary in a
circular dance.?’

One can compare the proem of Pythian 11, where Cadmus’ daughters are
summoned to move towards Melia (wdp MeAiav), that is to say, to the Sanctu-
ary of Apollo Ismenios (4-6).28 Some scholars assumed that the movement of
the Theban heroines reflected a particular performative pattern (just as other
scholars did for fr. 75), the Theban procession of daphnephoria. However, recent
studies have refuted this hypothesis: the heroines’ song prefigures the victory
ode itself without hinting at a procession or at a daphnephorikon performed
besides Pythian 11 (the poem does not feature elements exclusively connected
with the ritual of daphnephoria).?® Pythian 11 is also a good point of compari-
son as a song which involves other deities and shrines besides the one where

26 See above, n. 2.

27  Maybe around the thymele, which was not a sacrificial altar but ‘a marking stone promi-
nent enough to define the sacredness of the centre but not large enough to interfere with
the dramatic action’ (Wiles [1997] 72). However, the evidence for a permanent thymele is
not completely clear. On the question, see Gow (1912); Arnott (1962) 43-45; Rehm (1988)
264—271; Wiles (1997) 70—72.

28  The usage of mapd and other prepositions governing the name of a divinity to point at
a shrine is well attested in epigraphic evidence (Robert [1970] 299 and n. 2; Charneux
[1987]); see also Eur. EL 173-174 (Calame [1977] 1.218—219). In a Delian inscription (IG x1.2
219A.20) there is mentioned a route éni Aévugov: it may refer to an altar of the god, but
this is not certain (Bruneau [1970] 317—318; Charneux [1987] 219—220). It is highly proba-
ble that Pythian 11 was performed at the Ismenion or in its surroundings (D’Alessio [2010]
284-285, who confutes the scepticism of Finglass [2007] 31—-32). Melia is a daughter of
Oceanus who gave two sons to Apollo, Ismenos and Teneros, linked with the Sanctuary
(Paus. 9.10.6, Pind. fr. 29.1, Pae. g [fr. 52k = A1 Rutherford], 41-43 etc.).

29  The most influential version of the “daphnephoric” interpretation of Pythian 11 is Bernar-
dini (1989) (see also Burton [1962] 62—63; Vivante [1972] 50; Pavese [1975] 246—247): it has
been developed in Sevieri (1997) 91-92 and (1999) 108-109. For arguments against it, see
Ferrari (2008) 10-13 and (2012) 169-172; Finglass (2007) 29-31.
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the song is performed. Semele and Ino are connected with the agora in the Kad-
meia, while Alcmena is linked with the Sanctuary of Heracles, just outside the
Elektrai gates, near the Ismenion itself.3? In our fragment, &mi tov xiagodoij fedv
corresponds to wap Meiav as a spatial reference to the specific divinity who
inhabits the place of performance.

Even if the choral dance is to be imagined as a circular one,?! it is described as
a voyage of the lyric T to Dionysus. A linear representation is superimposed on
a circular performance, not to suggest a procession, but to define the authority
of the speaker and make the Dionysian ritual interact with the whole pantheon.
In this strategy, a crucial word is At66ev. More than to a physical place, Ai60ev
refers to Zeus as source of authority for the lyric T. As a matter of fact, Ai6Bev
as a spatial reference is so imbued with metaphoric nuances that we are by
no means obliged to think that it refers to a physical shrine. The most ‘spatial’
meaning which is attested for Aiéfev is ‘from the sky’32 Usually, people or gods
come AwBev when they are actually coming from Zeus to fulfil his wish;33 more
generally, Ai60ev refers to Zeus as source of authority and master of men’s fate.34
Therefore, even if it is actually a spatial syntagm and has to be translated as
‘from Zeus’ (consider its correlation with éni tév xiooodai) 6eév), it implies also
that the lyric T is coming ‘by the will of Zeus'3? In addition to this, there are

30  Pausanias connected some ruins in the Kadmeia with Semele: his interpretation proba-
bly arose from a connection of the site with Cadmus, rooted in the archaic and classical
age (Paus. 9.12.3—4: see Moggi and Osanna [2010] XXVII-XXVIII, 282—283). For Alcmene
and the Herakleion, see Paus. 9.11.1. On the position of the Herakleion outside the Elektrai
gates, see Pind. Isthm. 4.61, Schachter (1992) 27; Whitley (2004) 47—48; Aravantinos (2014).

31 On this point, see below, next chapter.

32 Ap.Rhod. Argon. 2.993, governed by éx; Aratus, Phaen. 886; Anth. Pal. 7.390.4.

33  Cf e.g. Hom. Il. 24.194, 561, [Eur.] Rhes. 455, with Fantuzzi (2020) 397 ad loc.

34  Thgn.1197, [Hes.] Sc. 22, Aesch. Ag. 43, Pind. Nem. 4.61. Sometimes A160ev can be translated
as ‘by the will of Zeus’: see Aesch. Cho. 307—-308, Ap. Rhod. Argon. 2.461. See also Privitera
(1972) 140.

35  Itwould be possible also to interpret mopev8évt(a) as passive and Ai60ev as agent (‘sent/car-
ried by Zeus’), as Privitera (1972) 139-140, n. 15 and Lavecchia (2000) 263 ad 7-8 do. This
hypothesis is interesting, since there are good parallels for Ai6bev as agent with aorist
passive participles (Hom. Il. 15.488—489; Eur. fr. 916 Kn. 6-7). In Pindar, an occurrence
of Ai6Bev as agent is to be found in Nem. 4.61 16 pépatpov AéBev mempwpévov ‘the destiny
which is assigned by Zeus’, with a perfect passive participle (see the translations proposed
by Kohnken [1971] 204, Henry [2005] 41, and Cannata Fera [2020] 369). However, there is
poor evidence for mopebopat as passive: even in the two passages quoted by Lavecchia ibid.
and LS]J s.v. mopedw 111 (Soph. Aj. 1253-1254, OC 845), only the occurrence from Oedipus
Coloneus could be interpreted as a passive, without excluding the possibility of interpret-
ing it as amiddle voice (in both passages, the verb is in the present tense, not in the aorist).
A better argument is advanced by Privitera ibid., who observes that Pindar employs the
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some parallels for the performer as coming to fulfil his task under the aura or
the protection of Zeus and his paredroi divinities. In the opening of Olympian 4,
the lyric T addresses Zeus and describes himself as sent by Zeus’ Horae as wit-
ness of the games (lines 1—3). In the opening of Paean 6, the speaker asks Delphi
to receive him ‘by Olympian Zeus’ (fr. 52f = D6 Rutherford, 1-11). This is not to
say that Zeus inspires the poet just as the Muses do,36 but that the coming of the
speaker (not an actual ‘coming, but an image of the performance itself) is sub-
ject to the will of the supreme god. While éni tév xiog0daj Beév actually refers
to the Sanctuary of Dionysus, Até8ev is not ‘physical’; however, Pindar removes
such a difference and employs both éni tév xigoodaij 6eév and Awéfev as spatial
references, as if the lyric T were actually coming like a messenger of Zeus to
the Sanctuary of Dionysus.

In Olympian 4, Zeus is relevant obviously because of his role as patron of the
Olympic Games. In our dithyramb, the reference to Zeus as an ideal point of
origin and source of authority for the speaker is related to the address to the
Olympian gods as both audience and performers of the ritual held in honour
of Dionysus: Pindar involves the whole pantheon in the celebration of the god.
Furthermore, by stressing the relationship of Zeus as starting point with Diony-
sus as destination, Pindar celebrates Dionysus as the son of Zeus and Semele.
The fragment will mention Semele as well, in a passage aiming at defining the
prestige of the lyric T’ as the one able to choose the right moment to celebrate
Dionysus.?”

active mopebw with the meaning of ‘making go’ (Ol.1.77, Pyth.11.21, Nem. 7.29). Nonetheless,
the translation of Aw68ev ... mopevBévt(a) as ‘sent by Zeus' is problematic as far as devrepov
is concerned (see below).

36  AsLavecchia (2000) 262 ad 7-8 tries to argue for; but see the objections advanced by Neer
and Kurke (2014) 564 = (2019) 148.

37  See below, penultimate chapter. Semele is sometimes linked with Dionysus in sacrifices:
see Larson (1995) 30, 31, 34. In the tales concerning the introduction of Dionysiac cult,
Dionysus’ identity as the son of Zeus is often contested, and the confirmation of his divine
origin is a crucial point in sanctioning his final victory: see e.g. some well-known passages
from Euripides’ Bacchae, as 1. 1-3, 26-31, 4142, 88—98, 242—245, 466468, 521-529, 1340—
1343. Dionysus’ birth seems to be a recurrent theme in dithyrambs: see Pind. fr. 70b.30-31,
Bacchyl. 19.49-51, Timoth. fr. 792 (most plausibly referring to a dithyramb: Hordern [2002]
10, 249), Pl. Leg. 700 b4—5. It is featured in Philodamus’ Paean to Dionysus as well (Képpel
[1992] Pai. 39.6—23: see Clay [1996] 89). The origins of the dithyramb itself were sometimes
related to the births of Dionysus (both to the first one from Semele and the second one
from Zeus’ thigh), as attested by Pindar himself (fr. 85; cf. again Bacch. 521-529; for other
evidence, see Ierano [1997] nos. 1—23 and commentary at 155-167; Lavecchia [2000] 288—
289). On Dionysus’ birth and Semele as recurrent topics in dithyrambs, see Mendelsohn
(1992) n4-17; Furley and Bremer (2001) 1.258; Lavecchia (2013) 59-63; Prodi (2021) 198—
200. Prodi (2021) 207-208 and n. 57 hypothetically attributes to our dithyramb also frs. 71
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The correlation between Zeus and Dionysus is strengthened by dedtepov.
This occurrence of 3ebtepov is quite difficult to interpret, but the most prob-
able option, as shown by Neer and Kurke, is to consider it as a predicative
adjective referring to Dionysus (hence the translation I come from Zeus to
the ivy-flamed god as second’ or ‘from Zeus I come secondly to the ivy-flamed
god’).38 Of course, if we accept this, we are almost obliged to interpret Aié6ev
as ‘from Zeus, since, if Zeus is not a starting point, Dionysus is second to noth-
ing.39

Another possible interpretation of dettepov is to take it as an adverb meaning
‘for the second time’; therefore, Pindar would be referring to his second partic-
ipation in the dithyrambic agones (hence, this dithyramb would be the second
one proposed by the poet at the City Dionysia).#? Neer and Kurke objected that
such a reference by the poet to himself would be irrelevant. This point is well
taken, since such a reference would be odd in a choral agon where the tribe
that provided the chorus and the choregos who financed it were in fact consid-
ered the true winners.*! On the other hand, we must observe that dithyrambic
poets were aware of their role, and there were some ways to celebrate them.
The official Fasti (IG 112 2318) listed only the tribe and the choregos, but the
case is different for the choregic inscriptions found on the bases of the tripods
assigned to winning choregoi: they often recorded the poet as well. The typical
formula is ‘(name of the tribe) évixa, (name of the choregos) €opnyel, (name
of the poet) é3idaoxe’#? One may also compare the proem of Bacchylides’

and 85, which concern the birth of the god and the origins of the genre; in this regard, he
does not rule out that the proceeding ‘from Zeus to Dionysus’ may prefigure a subsequent
narrative on these topics. These are very interesting suggestions, but the quasi-formulaic
occurrence of Dionysus’ origins in dithyrambs implies that frs. 71 and 85 are not necessar-
ily traceable to our poem.

38  Neer and Kurke (2014) 565-567 = (2019) 148-150 (cf. already Boeckh [1821] 578, but with an
obsolete text); see also Puech (1923) 153 n. 3. This interpretation seems to be presupposed
by Wilson (2003) 169-170, as well as in the translation of Race (1997).

39  This excludes the interpretation of Aiéev as agent, on which see n. 35; unless we admit
that Dionysus is ‘second’ to the Olympian gods summoned in the first line, but it would
be quite at odds with the fact that the Olympian gods are the interlocutors of the lyric T
in 1. 7—9 too.

40  Hamilton (1990) 214, n. 20; Van der Weiden (1991) 197; Zimmermann (1992) 52 n. 4; Lavec-
chia 2000, 255; Furley and Bremer (2001) 1.257; Sourvinou-Inwood (2003) 132, n. 149.

41 Neer and Kurke (2014) 564565 = (2019) 148. For the choregos and the tribe as winners, see
Pickard-Cambridge (1962) 36; Zimmermann (1992) 35—37; lerano (2013) 368.

42 For the identification of the 3i3doxodog with the poet in choregic inscriptions, see Wilson
(2000) 214-216; Wilson (2007) 161. The choregic inscriptions are collected in Ierano (1997)
331-361. On d1ddoxadog referring both to dramatic and lyric poets, see Herington (1985)
24-27, 39-40, 183-185; D'Alessio (2007) 97. Consider the use of 313doxw and dvtidi3dorw
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Dithyramb 5 (Ode 19), which consists in a celebration of the poet’s skill. This
ode was composed for Athens, as revealed both by lines 9—10 and the title pre-
served on the papyrus. It looks like a song actually dedicated to Dionysus (the
second half of the poem culminates in the birth of the god) and was plausibly
performed during the City Dionysia.#3 The lyric T invites Bacchylides himself,
referred to with an elaborate circumlocution (Kyio uéptpva ‘Kean care’), to ded-
icate a new song to Athens (8-11). This passage is quite ambiguous: we could
interpret it as if the chorus were talking to the poet, but we could also think that
the poet is inviting himself to sing, a common device in choral lyric poetry.#+
Bacchylides composed his proem in a way suitable for both scenarios: ‘the audi-
ence must have understood this as an address to the poet by the chorus, who
pay him a nice compliment ... Ultimately it is, of course, a self-address by the
poet, the “nightingale of Keos”’4> Another (though not uncontroversial) par-
allel could be the proem of Pindar’s Paean 6 (fr. 52f = D6 Rutherford, 1-18),
where the lyric T addresses Delphi. The distinction that the speaker is making
between himself and some &tat (‘friends’) of Delphi he is aiding (10-11) could
be explained by identifying the speaker with the poet and the &rat with the
patrons who commissioned the song (the citizens of Delphi).*6

in connection with dithyrambic poets in Ar. Vesp. 1410-1411; Av. 1403-1404. On the pres-
tige of dithyrambic poets in the City Dionysia agon, see Ierano (2013). On the exclusion of
poets from the official Fasti, see Pickard-Cambridge (1962) 36 and (1968) 75-76; Melena
(1983) 209—210. On the Fasti, see also Ierano (1997) 255—256, with further bibliography.

43  The ode is thought to have been performed during the City Dionysia by Garcia Romero
(1994) 114 (the other context hypothesised by him, the Anthesteria, is not probable: see
below, n. 61) and Maehler (1997) 241.

44  Onthe lyric T speaking to himself in choral poetry, see Carey (1989); more specifically on
Bacchyl. 19, Carey (2017) 48—49. For a general assessment of the interaction between cho-
rus and poetic persona, see Athanassaki (2022a). I am grateful to Lucia Athanassaki and
Ewen Bowie for their suggestions about translation and interpretation of Bacchyl. 19.11.

45  Maehler (2004) 212 ad Bacchyl. 19.11 (cf. Maehler [1997] 252 ad loc.). A distinction in fr. 75
between the proem, performed by a soloist, and the rest of the song, performed by a chorus
(Melena [1983] 211—213; cf. Garcia Romero [1994] 115-116 on Bacchyl. 19) is not plausible: it
has been built on a doubtful reconstruction of the “original” performance of dithyrambs
as attested in Archil. fr. 120 (Melena [1983] 192—193; on Archilochus’ fragment, see Privi-
tera [1957] 95-101; Pickard-Cambridge [1962] 9—10; D’Angour [2013] 200—201; Swift [2019]
304—306).

46 See Rutherford (2001) 308-309: “... if the xopd¢ performing the song were Delphians (com-
pare the title [scil. AEA®OIX EIX ITYOQ]), then lines 10-11 rule out the possibility that
the speaking subject could be a member of the xopéc’. The performative setting of Paean
6 is debated (see D'Alessio [1997] 27, Rutherford [1997] 1319 and [2001] 329—338 on the
alternative title of the third triad and the possible performative scenarios it opens). How-
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However, what is at stake here is not the possibility of a reference to the poet
but, as Neer and Kurke point out, its relevance in the poetic strategy chosen by
Pindar (even if T interpret this strategy in a way different from them). Of course,
the lyric T here is identifiable with the choreutai, but Pindar does not make the
choreutai speak as performers opposed to the poet, nor as the poet speaking via
the performers as his mouthpieces. Rather, he makes the choreutai an authori-
tative speaking (and dancing) persona summoning the Olympians themselves,
coming from Zeus (and so blessed by the will of the supreme god) and able
to choose the right moment to sing of Dionysus;*7 this is not the same strat-
egy adopted by Pindar elsewhere, in Paean 6, or by Bacchylides in Dithyramb
5. This, and not the etiquette of dithyrambic agones, is the main reason why a
reference to Pindar’s potential ‘second coming’ is irrelevant here.*®

Such an interpretation would stand even if we followed Wilamowitz in
ascribing fr. 83 to our poem (v 8te abog Botwtiov €Bvog Evemov ‘there was a time
when they called Boeotian people pigs’): this too comes from the books of
Dithyrambs, as attested by one of its sources (Sch.[BEQ] OL 6.152).4° Wilam-
owitz’s hypothesis was accepted in the Teubner edition and has recently been
revived by Prodi, who argued that fr. 83 may be part of a passage praising Pindar
himself as a Theban poet by confuting the proverbial insult ‘Boeotian pig’, just
as happens in OL. 6.89—90.5° I totally agree with the interpretation of fr. 83 per

ever, the hypothesis of a double patronage, a Delphian and an Aeginetan one, looks quite
plausible, and is compatible with a bardic persona (Kurke [2005] 89; Carey [2017] 51-52;
cf. Athanassaki [2018] 10-113).

47  See below, penultimate paragraph. On the lyric T as the construction of an authoritative
speaking persona, see especially D’Alessio (1994), who overcame Lefkowitz’s distinction
between a poetic persona in victory songs and a choral persona in ritual songs (Letkowitz
[1991]); cf. Felson (1999) 9—12. I will not deal here with the whole debate on the identity of
the Pindaric (and lyric) T’ (for more recent assessments, see Currie [2013]; Maslov [2015]
105-116; D'Alessio [2020]). Recently, an identification of the lyric T with the performer in
most lyric poems has been stated in Stehle (2017), followed by Athanassaki (2018) 82-83
(cf. Lattmann [2016]); but this is too rigid (see Carey [2017]; D'Alessio [2020] 13—21). Fur-
ley and Bremer (2001) 2.211 ad 8, in accordance with their interpretation of deltepov (see
n. 40), identify the speaker with the poet, but observe that ‘it remains somewhat strange,
of course, that in this dithyramb—undoubtedly a choral song—the poet refers to himself
as a professional poet.

48  Even more difficult is the hypothesis according to which the chorus would be referring
to his position in the contest (‘look at me moving as the second chorus’), pace Privitera
(1972) 139; Zimmermann (1992) 52, n. 4; Schnurr (1995) 134, n. 34. For objections on this
point, see Van der Weiden (1991) 197 ad 8.

49  Wilamowitz (1921) 311, (1922) 274. Other sources: Str. 7.7.1; Gal. Protr. 7.

50  Prodi(2021) 207-208. On the passage from Olympian 6, see Adorjani (2014) 275-276 ad OL.
6.87—91, 281-283 ad 89—9go.
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se as an allusion to Pindar’s poetic skill; on the other hand, its application to our
poem is less convincing. Wilamowitz’s argument is based on metrical grounds,
but a metrical affiliation of fr. 83 with fr. 75 is difficult to prove, not only because
it does not respond to any of the lines in the major piece (of course, one could
think that it comes from an epode). If we assume correptio Attica in €Bvog (a
scansion with parallels in similar lines, but in different positions), we will have
—o———woe—, namely two iambic metra (first one ——~~—, second one ——
) plus a resolved cretic (~~-).5! The metre of fr. 75 is indeed iambic-cretic,
the least attested metre in the Pindaric corpus (among the epinicians, it is to
be found only in Olympian 2).52 But the continuous run of six short syllables
is alien to fr. 75, where we find at most four consecutive shorts (lines 2, 8, 10,
17): this restriction seems to be a tendency in iambic-cretics of choral lyric.53
Rather, such a sequence of short syllables would affiliate fr. 83 with the so-called
‘aeolic metre, a much more common metrical genre in the Pindaric corpus,
which features abundant iambic and cretic patterns interspersed with aeolic
ones.>*

51 Cf Wilamowitz (1921) 311 n. 5 (who describes this as ‘three iambs’, according to his “pan-
iambic” approach). Both forms of the iambic metre are to be found in fr. 75 (1l 1, 5, 14, 15,
19); as for the cretic, same form at 1. 6, 10, 16, 19. Parallels for this correptio: Ol 1.66 (final
cretic with scheme —--); OL. 10.97, where it concerns a final colon ——-~—, spondee + cretic
according to Snell and Maehler (1987), but it may be a dochmiac (for dochmiacs in choral
lyric, see Pretagostini [1979]; West [1980] 149-150, [1982] 62; Martinelli [1997] 266—267).
In fr. 83, if accepting correptio, one should posit period end or consonant after évemov (or
even lengthening of the final -ov: on this prosodic feature, see Maehler [1989] 188): seven
consecutive short syllables are extremely rare in Pindar (Itsumi [2009] 436 signals only
Ol.1str. 8, Pyth. 7 str.1).

52 The other main samples in choral lyric are Pind. fr. 108; Bacchyl. 17, fr. 14+ 57; Sim. frs. 541,
579. For a first orientation on this metre and further bibliography, see Gentili (1974); West
(1980) and (1982) 60-61; Pretagostini (1980); Martinelli (1997) 194-195. I cannot provide
here a full metrical discussion for fr. 75: different proposals in Wilamowitz (1921) 312—313;
West (1980) 145-146; Van der Weiden (1991) 187-189; Zimmermann (1992) 55—59; Lavecchia
(2000) 79, 254. I follow Pretagostini and Zimmermann’s remarks in not reducing every pat-
tern to iambic metra variously modified, as is the approach of Wilamowitz and West.

53  Maas (1966) 42; Gentili (1974) 88, 89 n. 14; West (1980) 141142, (1982) 68—69.

54  On this metre, Snell (1982) 54—57; West (1982) 61-68; Martinelli (1997) 244—245; cf. Itsumi
(2009) 88-92; on sequences featuring more than four consecutive shorts, Itsumi (2009)
434-436. Parallels for the scanning of €8vog with correptio come from ‘aeolic’ odes. Itsumi
has proposed a split of this metrical class into two further classes (‘aeolics’ and ‘freer
dactylo-epitrites’): his proposal still needs to be properly addressed in Pindaric schol-
arship, but does not significantly affect my argument. He also ascribes Olympian 2 and
Bacchylides’ Ode 17 to ‘freer dactylo-epitrites’ (154-169), but this is not convincing (cf.
Henry [2011] 175).
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This affiliation would become even more plausible if we rejected correp-
tio, so as to have ——~~————~———~— (before consonant or period end, or with
lengthening of the final -ov) or —~~~———<~—<<wv (before vowel and no period
end): this is not the place to provide a complete list of possible metrical inter-
pretations for such a difficult scheme, as they vary widely depending on how far
one is inclined to regard it as an autonomous period and to accept it as trans-
mitted with no textual adjustments (although the text is overall sound). With
the first option, which is easier to interpret, we would have a central aeolic colon
(——~~—, ‘reversed dodrans’) preceded and followed by resolved cretics: admix-
ture of aeolic cola with iambic and cretic metre is common in aeolic odes.>®
It is true that fr. 75 has more aeolics than any other sample of iambic-cretics;
however, it seems to employ aeolic cola more narrowly than aeolic odes, i.e. as
clausulae or as self-contained sequences, just as other iambic-cretic poems do
(but it is difficult to be certain due to the lack of responding passages).56

In any case, the metrical grounds for Wilamowitz’s hypothesis are shaky, and
I see no other cogent reason to ascribe fr. 83 to the same dithyramb from which
fr. 75 was excerpted. Even accepting his view, the distance between the two
fragments inside the song would have been considerable: we have seen that
fr. 83 would come from an epode, and Prodi would probably be right in placing
it in the coda as a sort of concluding sphragis (just as is the case with Bac-
chyl. 3.96-98).57 Even in this reconstruction, a reference to the poet would not

55  See bibliography in previous footnote. On ‘reversed dodrans’ (xx—-~—, variously named),
West (1982) 61; Martinelli (1997) 236; Lourenco (2011) 111. Itsumi (2009) 24—25 describes it

as —~———— , a too rigid scheme (see the following examples). I found no exact parallels for
this line, but there are some parallels for cretic suffix attached to reversed dodrans (with
base -—; «~~ only in Nem. 7): Pyth. 2 ep. 6; Pyth. 5 ep. 5 (with resolved cretic «~~-); Pyth.

10 str. 2; Nem. 7 ep. 2. Whatever it may be, I would exclude —~~— + —~~ + ——~— (iamb +
ionic + iamb), temptatively proposed by Van der Weiden (1991) 224: there is no safe attes-
tation of the shape ——-~ for ionic metre before the Hellenistic age (Gentili [1949], [1950]
69-85), despite some recent re-evaluations (cf. e.g. Gentili e Lomiento [2003] 165-174).
56  Cf.1L 4 (hagesichorean), g (glyconic with base «~-), end of 3 (reizianum, without eliding
Budevta: see Lavecchia [2000] 79). Lines 6 and 18 feature more difficult patterns, which
nonetheless look like aeolic cola with ‘pendant close’ (——— or ——x), a typical clausular

movement (6 —~~—-—~—— J18 — — ——o—e—— : on pendant close, see Stinton [1977] 39—40).
On aeolic clausulae in lyric iambics, see Gentili (1974) 89; West (1982) 100-101; Martinelli
(1997) 196.

57  Thestrophe seems to be at least nineteen lines long, as there is no responsion inside fr. 75;
but one should take into account Snell’s proposal to invert word order in line 19 (xopot |
EAucdumoxa), so as to make it respond to 1—2 (by scanning line 2 éxi te xAvtdv as «~—~—: the
‘anapaestic’ solution of the iambic metre is to be found at1l. 7,16 as well: cf. West [1980] 145
n.18; Zimmermann [1992] 58 n. 12; Lavecchia [2000] 254). The pattern of line 18 would fita
clausular movement quite well (see the previous footnote). Whatever it may be, the poem
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be so relevant in the rhetorical strategy of the proem, which does not feature
anything unequivocally traceable to a ‘bardic’ persona;*® and one would not
exclude that the concluding spAragis may have been uttered by a choral per-
sona praising the poet, as is perhaps the case with the beginning of Bacchylides’
Ode 9.

As a final note to this chapter, I would add that, despite the bond between
‘'OMvpmiot and AwéBev, an interpretation of lines 8—9g as ‘having begun from
Zeus, now I turn to Dionysus’ (proposed by Van der Weiden) is not plausible.
This ‘beginning’ from Zeus would be identified with the very allocution to the
Olympian gods in the first lines. But this is quite difficult to argue for: in the first
lines of the fragment, the lyric T invokes all the Olympian gods without sin-
gling Zeus out, and A168ev does not seem to refer to the same 'OAdpmior whom
the speaker is still addressing. In Nemean 1.1-5 and Paean 2 (fr. 52b = D2 Ruther-
ford), 1. 1-5, quoted by Van der Weiden as parallels, the -8ev form which marked
the passage from the addressee as a starting point is a second-person pronoun
(c€0gv: in Paean 2, it is integrated through the papyrus scholia). More precisely,
in Paean 2 we have exactly what Van der Weiden wants for fr. 75 (the song turns
from the hero addressed in the first line to the main divinities to whom the
song is dedicated). But in fr. 75 this would only be possible if we had a second
person pronoun referred to the 'OAdpmiot instead of At60ev.5?

3 A Performance during the City Dionysia?

We do not know the context of the fragment, but the best candidate has always
been the City Dionysia, which hosted the most important dithyrambic perfor-

was probably not astrophic, as astrophic songs are not attested with certainty in Pindar (a
different view in Lomiento [1998] 113-114): Hor. Carm. 4.2.10-12 is no proof in this regard
(Lavecchia [2000] 15-18; further bibliography in Fedeli and Ciccarelli [2008] 138-140 ad
9-12; Thomas [2011] 108-109 ad loc.).

58  Of course, the singular ueAmopevos / ... Euodov (n. 89) is of little significance in this respect
(on choral first-person singular, see Lardinois [1996] 160-161); on the meaning of devte-
pov, see above. A coda on the Boeotian identity of the poet would not correspond with
the rhetoric of the lyric T in the proem; rather, it would complement the initial emphasis
on the Athenian setting. Again, compare Bacchylides’ Ode 3, ending on Ceos and opening
with an invocation to Demeter and Kore as patron goddesses of Sicily (1—3).

59  Vander Weiden (1991) 194-195 ad 7; same explanation in Slater (1969b) s.v. At68ev; Schnurr
(1995) 134; Race (1997) 311 n. 2 (doubtfully); Furley and Bremer (2001) 2.211 ad 7; cf. Christ
(1896) 393 ad loc. For objections to this interpretation, see also Lavecchia (2000) 262; Neer
and Kurke (2014) 564 = (2019) 148.
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mances in Athens.6? There were other Athenian festivals with choral compe-
titions and the City Dionysia were not the only occasion for kyklioi choroi. But
the agones of the City Dionysia were the only ones in which the identification
of kyklioi choroi with songs to Dionysus is documented for the fifth century.5!
However, a performance during the City Dionysia re-opens the question
addressed above, since it has been employed as an argument in favour of a per-
formance in the agora: apparently, there are some grounds for a link between
the agora and the festival, namely some evidence concerning early dramatic
performances at the City Dionysia not set in the Theatre of Dionysus.%2
According to this evidence, the first dramatic contests at the City Dionysia
were held notin the Theatre, but somewhere else, where spectators were seated
on ‘benches’ (Ixpia). These benches eventually collapsed, and ancient scholars
linked the event with the building of the Theatre in the Sanctuary of Diony-
sus. The chronology of this disaster is quite confused: according to Suda s.v.
Mpartivag (2230 Adler), the ikria collapsed during the performance of a drama
by Pratinas. The Suda’s report is often thought to date the disaster back to the
7oth Olympiad (500-497 BCE); what the lexicon actually says is that in the 7oth
Olympiad Pratinas competed in the dramatic agon against Aeschylus and Cho-
erilus. A connection of this contest with the collapsing of the ikria is not clear.63

60  Schol. Aeschin. In Tim. 10. On the City Dionysia and the choral contests, Pickard-Cam-
bridge (1962) 3—4, 32—38; Pickard-Cambridge (1968) 75-79; Parke (1977) 125-135; Csapo and
Slater (1994) 103—-121; Sourvinou-Inwood (2003) 67-100.

61  Kyklioi choroiis by no means a synonym for ‘dithyrambs’ as asserted by Pickard-Cambridge
(1962) 32: rather, it is an umbrella term for several types of choral celebrations (other songs
as well could be performed by ‘circular choruses, such as the ones in honour of Apollo
during the Thargelia: see Wilson [2007b]; cf. Parker [1996] 95, who however speaks of
‘dithyrambic choruses’). On this point, see Ierano (1997) 234—238; Kippel (2000) 24-26;
Fearn (2007) 165-181; Wilson (2007b) 167-169; Fearn (2013a) 135; Ceccarelli (2013); Ierano
(2013), 368 and n. 1. On the City Dionysia contests as the only dithyrambic ones in the
fifth century, see Ierano (1997) 274—277; Fearn (2007) 165-167; D'Alessio (2013) 116 and pas-
sim. For other festivals with choral competitions, see IG 112 138; [Xen.] Ath. pol. 3.4. The
Anthesteria must be ruled out, since it probably did not host relevant dithyrambic con-
tests (Hamilton [1990] 222—223; Ierano [1997] 274—277; Furley and Bremer [2001] 1.257 and
n. 25; Neer and Kurke [2014] 530 n. 3 = [2019] 129 n. 23, with further bibliography).

62  Lavecchia (2000) 259.

63  As observed by Pickard-Cambridge (1946) 12. The text reads as follows: dvtnywvieto 3¢
Aloyvhe Te xai Xotpiiw &mi g o' "OAvpumiddog, xail mpdytog Eypoe Tatdpoug. EmSEVUpUEVOV
3¢ Toltov cuVERY Ta Txpla, Ep” Qv EoTixecay of Bzatal, Teaely, xal &x TovTou Béatpov @xodo-
unén Adyvaios. (‘He competed with Aeschylus and Choerilus during the 7oth Olympiad
and was the first to write a satyr play. While he was performing [scil. a drama of his], the
benches on which the audience were sitting happened to collapse: because of that the
Athenians built the theatre’.)
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In another entry, the lexicon s.v. AloyvAog (at 357 Adler) connects a collapsing of
the ikria with Aeschylus’ leaving for Sicily. The Life of Aeschylus provides several
explanations for the trips to Sicily: it was probably an episode open to unsafe
speculation.®* The link with Pratinas seems to be more probable. The safest
conclusion is that the disaster happened in the very first years of the fifth cen-
tury (which is quite consistent with the archaeological evidence about the first
Theatre).65

But where were the ikria exactly located? The best candidate has always
been the agora itself: two passages, the one from Photius’s Lexicon, the other
from Eustathius’ Commentary on the Odyssey, attest that the ikria stood in the
agora ‘before the building of the Theatre in the Sanctuary of Dionysus’66 Fur-
ther, there are two relevant clusters of passages from lexicographers. The first
cluster locates an dpynatpa in the agora (without mentioning the ikria).5” The
second one speaks about a poplar placed near the back row of former ikria,
hence the idiom aiyeipov 6¢a or map’ alyelpov Béa to mean cheap seats far from
the scene.%8 The sources of the second cluster do not locate the poplar in the
agora itself: a poplar in the agora is attested by Hesychius, but with another
function (to hang some pinakia, maybe lists of indictments),%° and it is by no
means certain that it was the same poplar.

By starting from this poplar, Csapo has significantly reassessed the question
and proposed a revision and integration of what Wilamowitz and Scullion pre-
viously said about it. The most ancient testimony we can find for these facts
is Eratosthenes, quoted as a source by Hesychius (7 513 Latte s.v. map’ alyetpov

It is possible that tovtov is corrupt and that we should read todtoug. In this case, the
translation would be: ‘while he was performing this [scil. a satyr play]’ etc. This would
imply that the ikria collapsed during the performance of a satyr play.

64 TrGF 111 33.27—34-32.

65  Di Benedetto and Medda (1997) 7, n. 6. In favour of a link with Pratinas, see Pickard-
Cambridge (1946) 13-14; Hammond (1972) 404—405. On the date of the first Theatre, see
Scullion (1994) 9—10; Moretti (2000) 290—298, with further bibliography; Csapo (2020) 584.
Maybe the archaic temple of Dionysus Eleuthereus is to be dated back to the same period:
see Despinis (1996-1997).

66  Phot. Lex. 1 Theodoridis (mplv 1) xataoxevaadijvat té év Atovigou Béatpov), Eust. on Od. 3.350
(prvn) axevaaBijval 6 év Atovdgou Béatpov).

67  Onthese passages, see below.

68  Hsch. m 513 Latte s.v. map’ afyetpov Oéa, o 1695 Latte s.v. aiyeipov 6¢a: both passages refer
again to the use of ikria before the building of the stone Theatre. The first entry cites
Eratosthenes as source, probably the twelve books On Ancient Comedy (see Hammond
[1972] 390—392; Csapo [2020] 576): on Eratosthenes, see below. Photius mentions Crati-
nus as an authority (Lex. o 505 Theodoridis s.v. aiye{pov 8¢a xai ) map’ atyetpov 6¢a = Cratin.
fr. 372 K-A). See also Hsch. 8 166 Latte; Phot. Lex. § 47 Theodoridis; Suda a 2952 Adler.

69  Hsch. a 5716 Latte.
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Béa), a passage from the poplar cluster. According to Hesychius, ‘Eratosthenes
says that near a poplar—poplar is a kind of tree—there was a place to watch
close to the stands of seats. The stand of seats used to extend and be edified as
far as this tree’ (Epatoafévns ¢nai, 6Tt mAnaiov aiyelpov Tvog béa—alyetpog 3¢ éatt
puTod eldog—eyyg TAV ixpiwy. Ewg 0y TovTou Tod PuTod E&eTeiveTo Xal xaTETKED-
dleto Ta Ieprer). Then, the source describes the ikria as rows of benches ‘upon
which they [i.e. the audience] used to sit, before the theatre was built’ (¢¢’ alg
éxabéovto, mpd Tob wataorevacdijvar 6 Béatpov).”? There is no mention of the
agora. Other sources mention a poplar ‘above the theatron’ by which people
without a seat used to see the plays.”! As observed by Csapo, such evidence
implies that these benches which existed ‘before the theatre was built’ (and
the poplar above them) were on ‘steeply sloping ground to permit one placed
behind the stands of seats to see over the seating into the theatre orchestra’;
that is to say, they could not be on the flat ground of the agora.” So, the ikria
were most probably the Theatre of Dionysus itself, in its first form (the wooden
one), located on the southern slopes of the Acropolis: this is where the audi-
ence used to have seats before the stone theatre was built in the same place.
This is what Eratosthenes (succinctly, due to Hesychius’ epitomising) meant by
saying that these benches were employed mpé Tod xataoxevacdijvar 1o Béatpov,
as Csapo convincingly argues.”® However, most lexicographers did not know
Eratosthenes directly and tried to interpret him (together with some passages
and excerpts from comic poets) by assuming the existence of two theatres, the
first in the agora, the second on the southern slopes of the Acropolis, and con-

70  Text and translation of both passages (with minor changes) are taken from Csapo (2020)
574 (see there for textual issues).

71 Suda a 2952 Adler: alyeipog yép émdvw v Tob Beditpov, &’ g ol un Exovres TémOV EBew-
pouv ‘above the theatre there was a poplar from which the ones who did not have a seat
watched.

72 Csapo (2020) 576; see Scullion (1994) 60.

73 Csapo (2020) 578-584, developing Wilamowitz (1886) and Scullion (1994); see also Caroli
(2014) 1073-1074 and Papastamati-von Moock (2015) 41—45; cf. Pickard-Cambridge (1946)
13. We know from other sources that the Theatre of Dionysus, in the first part of the classi-
cal age, was a wooden and a temporary one, provided with ikria (Cratinus fr. 360K-A; Ar.
Thesm. 395—396; Moretti [2000] 287; Csapo [2007]; Caroli [2014] 1073-1074; Csapo [2020]
576—578), so there is slight difference between the ikria allegedly located in the agora and
the other ikria. Some scholars try to solve this problem by observing that the former ikria
provided an artificial incline, while the Theatre turned to the safer incline provided by
the slopes of the Acropolis (Hammond [1972] 399 and 405, n. 33; Polacco [1990] 26-29);
but, as observed by Caroli, the wooden ikria in the Theatre were probably quite precarious
nonetheless. The building of the stone theatre is traditionally attributed to Lycurgus, but
this is highly debated: see Papastamati-von Moock (2015), with further bibliography.
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necting the transfer of the Theatre with some accident that happened in the
first years of the fifth century.”* There were ikria in the agora as well, which,
however, were designed for the public not of the dramatic performances, but
of the Panathenaic parade.” As a consequence, the ikria in the agora cannot
be safely connected with the history of the dramatic contests.

This refutes the existence of a theatre for the City Dionysia outside the Sanc-
tuary of Dionysus, but not the possibility of choral performances in the agora:
we said that another cluster of ancient sources attests an orchestra in the agora,
i.e. an open space intended for choral performances.”® However, there is no
safe link between this orchestra and the dithyrambic contests held at the City
Dionysia. In addition, I would not postulate two different locations for dithyra-
mbic and dramatic contests: they were both attended by a large public and
were connected with the same festival.”” Therefore, if we cannot connect the
ikria, the orchestra or any other structure in the agora with the dramatic per-
formances, probably we cannot connect them with the dithyrambic contests
either.”®

Another more complex hypothesis about a performance of the dithyramb in
the agora during the City Dionysia has been formulated by Sourvinou-Inwood.
In her opinion, between the sixth and fifth centuries BCE, one of the pre-
liminary rituals of the festival, the so-called eigorywyy amd Tijg éoyxdpag, was
performed there, and the dithyramb is to be linked with it: the eschara itself
would be the Altar of the Twelve Gods. However, ancient sources give a dif-
ferent picture. Before the festival, the statue of the god was transferred from
the Sanctuary not to the agora, but to a temple in the Academy; then, with
the eisagoge, it was carried again to the Sanctuary, to represent its arrival in
Athens from its original location (Eleutherai).” It is true that these sources

74  This would be mainly due to the merging of the aforementioned poplar with the pinakia
poplar attested in Hsch. a 5716 Latte, as Csapo (2020) 585-592 argues. For the passages
from comic poets, see previous footnote.

75  Csapo (2020) 586.

76  Timaeus the Sophist Platonic Lexicon 998a s.v. dpyatpa; Phot. Lexicon s.v. dpynatpa (0 544
Theodoridis); one could add the controversial Pl. Ap. 26 e1. On the orchestra in the agora,
see Hammond (1972) 401; Kolb (1981) 15-19; Caroli (2014) 1072 (who connects it with fr. 75
by interpreting the dithyramb as performed in the agora); Csapo (2020) 587 n. 44.

77  Pace Melena (1983) 201.

78  Itis to be noted that Csapo’s argumentation concerns exclusively the setting of the dra-
matic performances. Incidentally, he thinks that the ikria in the agora were put up ‘for
the Dionysian parade, that Xenophon (Hipp. 3.2) tells us included short stationary choral
performances (not drama) in various part of the Agora’. But, as we saw above, Xenophon
is not specifically speaking about a ‘Dionysian parade’

79 Paus. 1.29.2; Philostr. VS p. 549; IG 1121006, 12—14 (122/121 BCE); IG 1121011, 11-12 (106 /105 BCE).
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are quite late and that we cannot exclude that the ritual changed over time;
but we have no evidence for other reconstructions and there is no reason to
separate the eschara from the Academy. All in all, the safest grounds on which
Sourvinou-Inwood built her hypothesis is the passage from Xenophon's Hip-
parchicos quoted above, a controversial basis itself, and not so easily linkable
with the City Dionysia.8?

Therefore, I tend not to accept Sourvinou-Inwood’s interpretation of Pin-
dar’s fr. 75 as celebrating the xenismos of Dionysus in Athens, or the hypothesis
that the involvement of the Olympian gods in the performance reflects some
theoxenic ritual connected with Dionysus’ xenismos. The only example of such
a practice is to be found outside Athens (and in later times), in a decree from
Magnesia on the Maeander (I. Magnesia 98), dating back to 196 BCE and attest-
ing a theoxenic ritual, held during the festival of Zeus Sosipolis. It is an inter-
esting ritual indeed, since it involved, besides Zeus, Artemis and Apollo (but
not Dionysus), as well as the very Altar of the Twelve Gods in the agora; but it
would be unsafe to project such a Hellenistic ritual practice from another polis
onto the Athenian City Dionysia three centuries earlier.8!

Even so, it is not impossible to connect choral performances with the pompe.
Pickard-Cambridge observed that, during the pompe, a chorus hailed Deme-
trius of Phalerum (while he was leading the procession as an archon) by singing
poems written by Kastorion of Solis.82 Wilson quotes a decree dating back to
186/5BCE: the boule and the Assembly awarded an ivy crown to ‘the free boys
and their didaskalos’ According to Wilson, the prize is due to a performance
during the pompe instead of the agones (the rest of the decree concerns other
honours related to the pompe).83 Therefore, we cannot totally exclude that fr. 75
could be related to the pompe; but in this case, the ‘coming’ of the speaker
‘towards the ivy-flamed god’ would point at the arrival of the chorus to the Sanc-
tuary of Dionysus, not at a passage through the agora (of course, we cannot

80  Thedistinction between the eisagoge apo tes escharas and the pompe can be inferred from
IG 112 1006, 12-13. On hypotheses about the route of the pompe, see Csapo and Slater
(1994) 105-106; Wilson (2000) 97. Other arguments advanced by Sourvinou-Inwood are
weaker by far, such as an alleged inadequacy of the Academy in representing Eleutherai
(Sourvinou-Inwood [2003] 89—93).

81  On this document, see Jameson (2014) 154-155; Petridou (2015) 292—293 (and 302—305
about Dionysus’ xenismoi).

82  SH 312; Pickard-Cambridge (1968) 63 and n. 2: the source is Ath. 12.542e (transmitted is Xei-
pwvog tod Xoréwg, emended to Kagtopiwvog by Leopardi, probably right, accepted in PMG,
SH and Campbell [1993] 226—227, not accepted in Olson [2019]; cf. Ath. 10.454f). On this
poet, see SH 310-312.

83  Wilson (2000) 346 n. 221 (IG 112 896.57-63).
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know if the choral performances mentioned by Pickard-Cambridge and Wil-
son were held in the agora).34

However, the presence of Pindar during the City Dionysia is more easily link-
able with the dithyrambic contests, which lured other great Panhellenic poets
as well (such as Simonides).83 In every case, the hypothesis that the dithyramb
was performed in the Theatre inside the Sanctuary of Dionysus Eleuthereus is
reinforced.86

The summoning of the Olympians, then, more than reflecting a xenismos, is
a case of divine performance imagined alongside the human performance and
overlapping with it, which is not an unparalleled pattern in Pindaric poetry.
The other major fragment from Pindar’s dithyrambs, fr. 7ob (a Theban song),
features a description of the gods singing, dancing, and celebrating Dionysus
(6—22), even if on Mount Olympus, not in a human setting. One might also
compare the almost imperceptible passage from human performance to divine
scenario in the description of the power of the lyre in Pythian 11-12, or the
already quoted proem of Pythian 11, which involves the Theban heroines in the
performance.87

84  One could then re-evaluate the identification of Aié0ev with an actual shrine (the temple
of Zeus Olympios, according to Neer and Kurke), even if we know of no involvement of a
sanctuary of Zeus in the City Dionysia pompe. Furthermore, the symbolic nuances implied
by Ai60ev (see above) and by the arrival motif (see below) do not oblige us to interpret Ai6-
fev and the ‘coming’ of the chorus as physical.

85  Onthe provenance of the dithyrambic poets and the implications this had for their posi-
tion in the festival, see Pickard-Cambridge (1962) 31-32 and (1968) 105; Ierano (2013) 368—
369. Observe the contrast with the dramatic contests, which hosted mainly local poets.
Interestingly enough, during the Hellenistic age it is the other way round: the dithyram-
bic contests became more and more an epichoric occasion, while the dramatic contests
featured professional ‘wandering’ poets (Wilson [2003] 166). See also the catalogue of
dithyrambic poets in Ierano (1997) 363—376 and Sutton (1989). On Pindar and the City
Dionysia agones, see the following footnote.

86  The date of the Theatre (see n. 65) is compatible with our dithyramb, even if we consider
that Pindar made his debut in the City Dionysia at a very young age. He won at the agon of
the City Dionysia in 497/6 BCE (POxy. 2438, col. 2.6-12: see Lewis [1962] and Gallo [1969],
who correct Lobel [1961] 5; more recently De Kreij [2019] ad loc.): it is almost certain that
this victory was his first one (Pindar was born between 522 and 518 BCE; the first epinician
to be dated, Pythian 10, dates back to 498 BCE). We cannot say if Pindar gained this victory
with our dithyramb; we can only say that fr. 75 is to be dated back to 497/496 BCE or later
(even after many years, as far as we know). On this terminus post quem for fr. 75, see also
Furley and Bremer (2001) 1.257; cf. Neer and Kurke (2014) 529-530 n. 22 = (2019) 129 n. 22.

87  For the involvement of gods in poetic performances as synchoreutai, see, in a broader per-
spective, Athanassaki (2018) and (2022a) 13-17: on fr. 75, (2018) 106-108 and (2022a) 15-17
(with a reconstruction of the context which follows Sourvinou-Inwood).
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This ‘coming’ is repeated in lines 11-12, where the speaker says, ‘I came
singing Dionysus as son of Zeus and Semele’88 Through the participle governed
by the verb of movement (ueAmépevos / ... Euorov), the act of singing extends
beyond the present moment and includes also what immediately precedes it.
The coming of the chorus to the shrine is completely imbued with the act
of singing. Journeys and movements preceding the performance and implied
by it are often incorporated into the performance itself, especially in victory
songs.82 A close parallel is provided by Olympian 14, more particularly by the
following passage: ‘I came by singing Asopichus in the Lydian mood and with
great care’ (Av3¢ yap Agwmucov év Tpdmw | €v perétang T deldwy Euorov, 17-18).
Asin our dithyramb, the aorist éuoAov governs a present participle denoting the
act of singing. This victory ode is structured in a way similar to fr. 75: the self-
referential statement quoted above follows an elaborate address to the Graces
of Orchomenos to listen to and observe the present performance, just as our
dithyramb opens by summoning the Olympian gods to look upon the dance
and join it. But in Olympian 14 the Graces are addressed only as spectators of
the human performance; they are described as actresses only as far as divine
performances on Mount Olympus are concerned.?° In fr. 75, on the contrary,
the gods are involved as performers on earth, summoned to leave the Olympus
and join the dance.

4 Time and Space

Line 13 says: ‘like a prophet, I do not miss what is evident’?! Scholars compare
this passage with other well-known passages where choral poets speak of them-

88  After Kadueidv, the verb éuodov is expunged in Maehler (1989) together with Xeuéiny; but
while Xeuéhny is a mere gloss, éuoiov is to be retained (consider the similarity with Of.14.18,
discussed below). See Wilamowitz (1921) 310 n. 1; West (1980) 145 n. 18; D’Alessio (1991) 105;
Lavecchia (2000) 166.

89  On the overlapping of several journeys’ in victory songs, see Felson (1999) on Pythian 4,
Martin (2004) on Pythian 8. Another possible text for line 11 would be the infinitive peAmné-
uev (‘I came to sing’), printed by Boeckh and defended by Christ (1896) 393, Farnell (1932)
417 ad 11-12, Puech (1923) 153, and Lavecchia (2000) 266 ad loc.; but the parallels quoted
by D’Alessio (1991) 105 for peAndpevog are closer to our fragment. Against peAmépev(ot),
proposed by Hermann, printed by Maehler (1989) and accepted by Furley and Bremer
(2001) 2.212 ad 11, see Lavecchia ibid. On Pindar’s employment of the aorist tense in verbs
of movement, see Danielewicz (1990) 15 and n. 23.

9o  Athanassaki (2003) 7-8 (differently Calame [2004b] 433), who compares by contrast Nem.
10.1-2 (Aavaod AW ... Xdptreg / ... Opvelte); see also Athanassaki (2009a) 103-107.

91 The text has been restored by Van Groningen (1955).
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selves as mpogdtay, ‘prophets’ or, more precisely, ‘mouthpieces’ of the Muses.92
But the case of our fragment is subtly different. The mantic imagery here does
not refer to the relationship with the Muses and the inspiration of the poet.
Rather, it refers to the speaker’s ability to associate some natural signs with
dithyrambic occasions and performances. Thanks to this ability, he chose the
right time to come to Athens and celebrate the god. That is why here the pdv-
Tig is the lyric T itself, as has been already observed by Furley and Bremer:93 in
other poems, the pdvtig is the Muse, while the speaker, as stated above, is her
mouthpiece.?*

In this way, the lyric T focuses again on his poetic authority, depicting a com-
mon ability (i.e. to know what season it is) as exceptional.?5 Furthermore, this
passage opens a section of the fragment where the occasion is defined even
more precisely. After placing the performance in space, the poem places it in
time. Dithyrambic performances are described as recurrent events, framed in
the cycle of the seasons. Many details confer a general nuance on these verses:
the plurals ougal and yopoi; the use of téte instead of viv; the image of the
Horae’s 8dAapog, which is not a designated shrine, but the divine dwelling of
the Horae as divinities presiding over the seasons. Their mention in the pas-
sage about flowers and plants is even more explicable if we remember that in
Athens two Horae were worshipped, with two names clearly linked with vege-
tation, Thallo and Karpo (Paus. 9.35.2).96 At the same time, these lines describe

92 See Van der Weiden (1991) 79 ad fr. 70b.24 and 201 ad loc.; Lavecchia (2000) 267-268 ad
13, 170171 ad fr. 70b.23-24; Ford (2013) 326—331; Pavlou (2011) 74 (but we should remember
that this is typical of other choral genres as well: see Calame [2013b] 336—337; Athanassaki
[2018] 102-108, more particularly 107-108 on this song).

93  Furley and Bremer (2001) 2.212-213 ad 13.

94  Asin Pind. fr. 150 pavreveo Moloa, mpopatetow & éyw. Maslov (2015) 200—201 states that
prophatas ‘is not a case of appropriation of religious authority, but an improvised metapo-
etic term that marks the professionalization of poetic discourse’; but in fr. 150 at least
the correlation pavredeo/npopatebow implies a religious nuance. The distinction between
udvretg and mpogfitar is stressed in Pl Tim. 72a6-bs, but such a stress actually reacts to
the frequent interchangeability between the two terms: see Kadletz (1978) 95-96. On reli-
gious nuances in lines 13-19, see Pavlou (2011) 69 and n. 38. City Dionysia were actually
celebrated in spring, during the month of Elaphebolion (between March and April). For
the emphasis on the recurrent moment of the festival, see Pae. 3 (fr. 52¢ = D3 Rutherford)
14; Pae. 6 (fr. 52f = D6 Rutherford) 5. On springtime as a context for Dionysiac ritual, see
also Philodamos’ Paean to Dionysus (Kdppel [1992] Pai. 39.3—4, with Clay [1996] 88), as
well as Ar. Nub. 311-313, a description of the choral and dramatic competitions of the City
Dionysia similar to the Pindaric passage (cf. Dover [1968] 142 ad loc.).

95  Such statements are not self-limiting, as Maslov (2015) 197—200 thinks.

96  Even if the passage is quite debated, Pausanias seems to be reliable here (see Habicht
[1982] 87-89; Moggi and Osanna [2010] 415-417). On the Horae and the cyclical renewal
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the present occasion as well, since the dithyramb is one of those songs ‘plucked
in spring’ (6). The song is referring both to the cycle of seasonal festivals and to
the present occurrence of the Dionysia.

5 Conclusions

Fr. 75 places the performance in space and time and makes several places and
temporal levels converge into the present occasion. First, Pindar involves the
gods in the performance by referring to their frequent coming to Athens; in
this way, he can evoke a hotspot in the city of Athens besides the Sanctuary of
Dionysus, namely the agora with the Altar of the Twelve Gods. Secondly, the
ode itself is part of a recurrent festival celebrating Dionysus every year and is
inscribed in the cycle of the seasons. Several journeys are embedded in this per-
formance: of the gods to the agora of Athens; of the choruses to Semele; of this
specific chorus to Dionysus. They all make the present performance meaning-
ful and blessed by the gods. At the heart of this scenario, the lyric T as a singing
and dancing persona stands as the one coming from Zeus to Dionysus (8-10).
We have here a blurring of deixis ad oculos and imaginative representa-
tion: the very core of the fragment is the coexistence of a human and a divine
level: two worlds—the natural and the supernatural—are colliding. The ritual,
as interpreted and reshaped by Pindar, is not exclusively concerned with the
reshaping of the civic space, but with both evoking hotspots in Athens and
linking them with divine hotspots (Mount Olympus, from whence the gods are
coming; Zeus himself as an ideal starting point for the speaker). This is made
possible by superimposing a linear movement (from Zeus to Dionysus) onto
the circular dance the chorus is performing and is compatible not only with
Pindar’s text and with antiquarian and archaeological data, but also with Pin-
dar’s nuanced approach to ritual contexts as we know it from other poems.

in another song (Paean1 [fr. 52a = D1 Rutherford]), see Pavlou (2011) 66—-67. Neer and Kurke
(2014) 570-573 = (2019) 151-152, individuate here a reference to the Sanctuary of the Horae,
but this is unnecessary: the Horae were frequently linked with Dionysus (Anth. Pal.13.28, a
literary reworking of a choregic inscription; Archil. test. 4 Tarditi, col. 2.10-11; see Privitera
[1966] 18; Ierano [1997] 260—261; Furley and Bremer [2001] 2.213 ad 14-15). As Alessandro
Giardini points out to me, 8dAapog can metaphorically refer to the earth (Aesch. Pers. 624,
Eur. HF 807). Itis also used of other natural places as dwellings of the gods (Soph. 0T 195,
Eur. Bacch. 560-561).



CHAPTER 4

The Role of Ritual and Monument in Creating
Kleos: The Epigram of Alcmaeonides from the
Sanctuary of Apollo Ptoios (G 131469 = CEG 302)

Cameron G. Pearson

One of the topics which this volume elicits is the role of religious ritual in the
performance of song.! The following chapter explores this theme from the per-
spective of inscriptional evidence from the archaic period and focuses on a
statue base dedicated by a certain Alcmaeonides (spelled Alkméonides on the
inscription) from the Apollo Ptoion sanctuary in Boeotia. One of the problems
one faces when studying inscribed poems that only survive on stone, metal, or
ceramics is that we do not know how well known they were outside of their
original stetting and if they were ever reperformed. Thus, we may wonder if
an inscribed dedication set up in a sanctuary was effective at communicat-
ing prestige. Put another way, were most inscribed dedications only meant for
the gods? Did they only reach a limited local audience? Or could they spread
fame far and wide? When we ask these questions of a literary text, such as
a Pindaric ode, we are able to answer, at least partially, in the affirmative to
the three questions above, since in addition to an original performance, the
poem has somehow survived until our time. We also know that some inscribed
epigrams were probably reperformed and were also later recorded. For exam-
ple, those by Simonides and Cleobulus’ epigram on Midas, discussed below. By
contextualizing what an ancient reading of the dedication by Alcmaeonides
would have entailed, it is argued that some inscribed poems, even though they
did not become part of a literary tradition, were similar to a victory ode in

1 For a brief historiography of the study of religion and literature (song) in classical studies,
see Bierl (2007). Any use of the term “ritual” herein is meant as “religious ritual” in the broad
sense of the term as a repeated religious action. More restricted senses of ritual have been put
forth, such as the theory that the authority of religious ritual derives from “counterintuitive
agents” (e.g. gods) which cause some change and provide an end for causal explanations; this
authority may then be used to distinguish religious ritual from other rituals, such as Catholic
baptism from prayer, see McCauley and Lawson (2007), esp. 223—227. Here, however, I follow
a ritual-performance model, such as that employed by e.g. Stehle (1997) 19 and passim and
Calame (1997); see also Day (2010) 4—5 and passim.
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this respect; they were also part of a wider phenomenon—evident in archaic
poetry—which anchored the spread of kleos in a specific local ritual.

My reading of the inscription is informed by recent scholarly work that
applies theories of poetic performance to our interpretation of material cul-
ture. Pindar’s odes have been especially well plumbed in this respect.? In addi-
tion, there is much recent scholarship on the cultural context of inscribed epi-
grams that has influenced the arguments in this chapter.? Especially pertinent
is the argument that in an oral ‘song culture’* a poetic inscription should be
understood as a speech act whose reperformance was staged by the inscription
as spoken autonomously by the passerby or reader.> Thus, for example, Joseph
Day focuses on the following epigram written on the legs of a small bronze stat-
uette (ca. 700 [all dates are BCE]):

Madvtochés 1’ dvéBexe FexaBérot dpyvpotdEaot
Tag {38}d¢e|xdtag T 8¢, Poife, didot xapipeTtav duoB[av].
CEG 326

Mantiklos set me up for the far-shooter, silver bowed (god), out of the
tithe. As for you, Phoebos, grant a charis-filled return.

trans. DAY [2010] 36

2 For example, see Steiner (2001); Athanassaki (2011) and (2012a); Power (2o11). For recent
debates and bibliography, see Fearn (2017) esp. 1—28, Neer and Kurke (2014) 527-528, n. 1;
Day (2010) ch. 3 and 5, esp. 200, n. 94. Less emphasized in some of the references just cited,
but significant are: Ebert (1972); Young (1983); Burnett (1989) and (2005); Bernardini (2000);
Cummins (2009). For non-Pindaric lyric and material culture, see Cazzato and Lardinois
(2016b).

3 Sourvinou-Inwood (1995) esp. 362—412; Day (1994), (2000), and esp. (2010) develop the impli-
cations of dedications and their epigrams as part of ritual and poetic performance; Furley
(2010) for an emphasis on the statue and the meaning of charis. There are also many other
important papers in Baumbach, Petrovic, and Petrovic (2010) and Petrovic, Petrovic, and
Thomas (2018), e.g. see n. 5 below. Steiner (2021) argues that archaic and early classical epig-
raphy and dipinti were repeatedly intended as a representation of choral dance and song, see
esp. 490-551.

4 The ubiquitous phrase is from Herington (1985).

5 Svenbro (1993) e.g. 2643, 164-166; expanded by Day (2010) 2125, 44—48 with rich bibliogra-
phy; Schmitz (2010). For the relationship between the viewer/reader and the statue/epigram,
see Lorenz (2010) Bruss (2010); and especially for the epigram as “framing” the experience
of the statue, Tanner (1999) 158. For evidence and debates concerning ancient literacy, see
Langdon (2015); Schmitz (2010); Day (2010) ch. 2; Stoddart and Whitley (1988); Svenbro ibid.,
Bakker (1993); Elmer (2005); for cautions against widespread literacy see, for example, Harris
(1996) and Bing (2002).
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He argues that a performance of this epigram entails the following:

No reader could logically say ‘Mantiklos dedicated me’ as an autonomous
utterance of their own; but, as often in performed poetry, the “ego” of an
inscription read aloud was a “narrator,” not to be identified with the one
who uttered the “ego.” Readers lent their voices to the “ego” of the dedi-
cation; the object would speak, but only when a reader uttered the words
aloud. Whenever a reading occurred, the words of the first sentence fit
the speech situation, that is, an object standing in front of the reader and,
through his or her voice, calling the attention of anyone in earshot (the
implied “you,” which includes both reader and god) to itself and its unity
with the words written on it. In the prayer, strongly marked off by the t0
3¢ from the first sentence to emphasize the deictic shift, readers contin-
ued speaking the role of “ego-narrator,” but they could resume their own
identity because nothing blocked them from identifying with the implied
“ego” of the utterance.®

This interpretation places the performance of epigrams within the current
scholarly understanding of the poetic T in archaic poetry and also explains
how an ancient reader would perform the deictic shift from T to ‘you’ in Man-
tiklos’s epigram.”

The monument that is the focus of this study was set up by Alcmaeonides,
the son of Alcmaeon and the brother of the famous Megacles, who vied for
power with Pisistratus and Lykourgos in the first half of the sixth century.® It is
securely dated to around the middle of the sixth century based on the script (IG
131469) and the historical connection to Megacles, whose ‘birth-year can hardly
be brought down much after 600’° It celebrated a chariot victory of the Athe-
nian Alcmaeonides won at Athens, but it was erected at the Apollo Ptoion Sanc-
tuary in Boeotia. Various theories have been proposed in order to explain why
an Athenian victor would set up a monument in Boeotia: the Alcmaeonidae
courting favor with the Ptoion priests;'® guest-friendship or intermarriage;"
the monument as a representation of the Alcmaeonidae countering Theban
support for Pisistratus’ return in 547/546 (Herodotus 1.61.3, Athenaion Politeia

Day (2010) 45—46.

For the T in lyric, see e.g. the papers in Slings (1990) and n. 63 below.
Hdt. 1.59-61.

Davies (1971) 372.

10  Bizard (1920) 235-236.

11 Jeffery (1984).
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15.2);!2 or, assuming there were Panathenaic games in 547/546, Alcmaeonides
may have won the chariot race in Athens, but did not have time to commemo-
rate the monument there before being exiled in 546/545 (Jeffery LSAG, 73).13

A counter-argument to these political interpretations proposes that Alc-
maeonides’ dedication was not a political statement,'* but was rather part of
an overall increase in Panhellenic dedications for about a decade at the site
after the destruction of the Apollo temple at Delphi in 548/547. This is contrary
to Ducat’s characterization of the site as regional,!> which I believe is certainly
correct. In fact, there is no evidence at the Ptoion for dedications from West-
ern or Eastern Greeks, which Scott has shown to be a strong characteristic of
Delphi during this period.’® Furthermore, according to current dating, there is
a general increase in votive kouroi dedications in the third quarter of the sixth
century across the Greek world. Excluding the Ptoion, which has an increase
from 22 kouroi in the second quarter of the century to 69 in the third quarter
(Schachter’s main data from the Ptoion), votive kouroi increase from 35 to 56
in the same period across the Greek world and at Delphi there is an increase
from1to 5.7 Since the increase of kouroi at the Ptoion sanctuary follows general
trends rather than hinting at a regional anomaly and because Alcmaeonides’
and Hipparchus’ dedication (IG 12 1470), decades later, are the only surviving
inscriptions from the Ptoion that are not written in the Boeotian alphabet,!8 I
argue below that the reason for an Athenian dedication at the Ptoion lies with
the naming of the charioteer in Alcmaeonides’ epigram. The political interpre-
tations of this monument should be seen as paramount and readers or listeners
to Alcmaeonides’ epigram would interpret it as a symbol of his political power
which also spread his kleos.

1 The Topographical and Archaeological Context of the Monument

Alcmaeonides’ monument comes from the Boeotian sanctuary of Apollo Ptoios
(also called the Ptoion sanctuary), which is about a 27km or 17 mile walk north
of Thebes. The sanctuary consisted of three main terraces: the lower terrace

12 See Lauffer (1959) RE 23: 1556, Ducat (1971) 246—249, Davies (1971) 373.

13 Itis from this last inference as well as the letterforms that the date of 5407 is given in IG
131469 = CEG 302, which I argue below could also be earlier.

14  Schachter (1994) 294—299.

15  Ducat (1971) 445-446, 457.

16 Scott (2010) 55-56, 72.

17  Meyer-Briiggemann (2007) 251 and 257.

18  Ducat (1971) 457.
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with a fountain, a middle terrace, and the upper terrace containing the main
shrine and oracle with a male prophet (fig. 4.8). Due to later construction on
the site, a sacred way has never been located, but, as in other Greek sanctuar-
ies, one can imagine a path (or paths) lined with monuments that led uphill
to the third terrace. The location is described in our literary sources and con-
firmed by dedications found there that call Apollo ‘Ptoios’!® A Pindar fragment
(fr. 51b Maehler) also names Apollo Ptoios and calls the area tpixdpavov (triple-
peaked):

xai TOTE TOV TPpIKApAVOY
Itwiov xevBudva xatéayede xob[pa].

And when [she or he] held the triple peaks of the sanctuary of Ptoios.??

This fragment is perhaps from a hymn or paean to Apollo Ptoios.?! Regardless, it
accurately describes the landscape of the Ptoion sanctuary, which is in a high
valley named (in modern times) after the Perdikovrysi spring, looking up at
a spur of Mt. Pelagia to the east, which is one of the summits of Mt. Ptoion.
The site is surrounded by three peaks of the ancient Mt. Ptoion, referred to in
Linear B fragments from Thebes, and now known by the names of Mt. Pela-
gia, Tsoukoureli, and Megalovouno.?? The landscape today is spectacular, full
of steep slopes, ravines, olive trees, and water flowing through the valley and
down through the site of the sanctuary.2® The Apollo Ptoios sanctuary is itself
dominated by a sheer limestone spur that stands about 100m above the site
(plate 4.9). The setting is sometimes compared to a smaller version of Delphi,
the spur above the site lending it a sense of majesty and wonder.

The name Ptoios associates Apollo’s sanctuary with another: about 1.5 km to
the west and in between the ancient city of Akraiphia and the Apollo sanctuary,
is a sanctuary dedicated to a hero Ptoios and a kourotrophos (rearing mother).24

19  Hdt. 8135, Paus. 9.23.6. Note that the epithet for Apollo at the Ptoion is spelled Ptoieus
before the mid-fifth century BCE, while Pt6ios is used throughout at the nearby hero sanc-
tuary (Schachter 1981-1994 1, 55-56).

20  Translations by author unless stated. Maehler prints kou[ros] because in Strabo 9.2.34 the
subject is a ‘he’ not a ‘she’, but see Guillon (1953) 377, n.1and Ducat (1971) 441 for the likely
subject.

21 Guillion (1953).

22 SeeDel Freo (2009) 50—51; the reference in the Linear B tablets could solely be referring to
the name of the area and need not mean that religious worship dates back to that period.

23 See Guillon (1953) and Ducat (1971) 40—42 for descriptions of the site.

24  Ducat (1971, 439, 442) debunks Guillon’s (1943 11, 103-105) theory that the Hero Ptoios is
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The whole area consisting of the city and the sanctuaries is bordered by the
Kopais lake/plain to the west and northwest, and to the east and north the land
rises toward Mt. Ptoion. To the south is lake Likeri (or Yliki). The area is on the
way north from Thebes and would have benefited from alocation where people
and goods passed through to and from Lokris and Thessaly.

All that survives of Alcmaeonides’ monument is a rectangular Doric capital
(0.42x0.422m) made of white, bluish marble, the abacus of which is inscribed
on three sides with a dedication in iambic trimeter (figs. 4.1-4.5).25 The inscrip-
tion reads as follows:

A [Dol]Bo pév eipn’ dryad[par AJat[of]dor koA [6]v- |

[xai u” A]Axpuéovog huig ’A?\xp.s'oi)iSEg |

B [h]inowi vixé[ oag €]0exev [Oxéag],|

hag Kvorig [el]oéhawv’ ho[a 68 —x — " — (or — " —-)] |
C . Vacat

D hét’ v ABdvaug Tadddog mavé[yvpig].

2 [ho &’ 'A] Axpéovog Hansen CEG 302; [xai 1’ A]Axpéovog author. 4 Kvomi[g eic]éhawyv’ Ebert
1972 no. 3; Kvort[dda]g Elavv’ ho Hansen CEG 302= IG 13 1469; Kvorig [el]oéAauy’ author via
autopsy.

I am a beautiful agalma for Phoebos, son of Leto; and Alcmaeonides, son
of Alcmaeon, set [me] (here), after he won with [swift] horses that Knopis
the [?---] drove, when the festival of Pallas was at Athens.

If one is facing this monument, at its front is face A, containing two lines; face
B is to the viewer’s right of face A and also contains two lines; face C (opposite
face A) was left blank, and face D (to the left of A) contains one line, giving
us five lines of iambic trimeter (figs. 4.1-4.4). Logically, face C should contain

a local predecessor to Apollo by showing that the earliest finds from the Apollo Sanc-
tuary are from the last quarter of the eighth century, while the evidence for the Hero
Ptoios sanctuary begins around 580 BCE, except for two proto-Corinthian sherds which
join. Schachter (19811994, s.v. Apollo Ptoion; Hero Ptoios), however, thinks that the Hero
Ptoios sanctuary is not connected to the Apollo Sanctuary, the Hero cult going back to
a Mycenaean proto-type of Hero and kourotrophos (rearing mother) and the Apollo cult
being usurped from an earlier male prophet, perhaps similar to nearby Telphousa in the
Hymn to Apollo.

25  SeeKassel (1975) for names that do not fit dactylic or elegiac verse, such as Alcmaeonides.
See also the patronymic put into iambs in CEG 362 = Ebert 1972 no. 2.
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the last line that is inscribed on face D, but it is left empty. Ducat (1971: 250—
251, with n. 5) argued that face C is the front of the monument, and was left
blank because it overlooked a precipitous promontory and hence the opposite
side could only be read after one had arrived at the highest plateau of the sanc-
tuary. The two fragments that make up the monument were found at different
times and neither was in situ. When examining the stone, I saw a clear carved
lip on the top of the capital only on face A (figs. 4.6—4.7). Face C has no lip and
is left roughly chiseled as if not intended for view. The lip on face A gave a bor-
der to whatever the capital supported. Thus, in fact, face A is clearly the front
of the monument because of the carved lip and because it is where the poem
begins.

But then why the blank face C? A fresh study of what remains of the original
excavation reports at 'Ecole francaise d’Athénes shows that all other column
dedications from the Ptoion whose findspots are known were found on the
middle terrace of the sanctuary and that the best evidence for an archaic wall
at the Ptoion is also on the middle terrace. Thus, it is possible that our monu-
ment was originally set up on this middle terrace against a wall, which abutted
the blank face C.26 Regardless of whether this suggestion was in fact the case,
the layout of the inscription forced readers to move around the monument in
order to read its dedication. I address this peculiarity below.

The inscribed capital would have been supported by an unfluted Doric col-
umn and there is a shallow rectangular D-shaped cutting on the top surface of
the capital indicating that it in turn supported a statue. The column and statue
were never found. This lost statue was probably either a small kore, kouros, or
charioteer of bronze or marble.?” Based on the diameter of the fitting for the

26  If there had been a copse of sacred laurels (Ducat 1971, 402—407, 457), monuments could
have been within or just above it on the terrace. If it were possible to circumnavigate the
monument, the blank face C would create a discontinuity.

27  Ducat (1971) 249—251, Day (2010) 127-128. Note that the genitive of Phoebos in the first line
does not help us determine the form of the statue, see Ducat ibid; Schachter (1994) 291,
Day ibid. As to the material, Ducat insists on bronze but marble is also possible; see the
marble grave lion from Korakou, which Bookidis (2015) has shown rests atop a flat base
in the Athens National Museum. Since there is no parallel for this type of cutting at the
Ptoion, and because we do not know enough about the various techniques used there for
erecting statues, I do not think it is prudent to argue for what the statue and its mate-
rial in fact were. An educated guess is a chariot similar to Kidos’ dedication of a small
(h 0.147m) bronze charioteer, ca. 540 BCE, see Ducat (1971) no. 120. However, note that the
method of fixing statues to the marble is not the same as on the Athenian Acropolis where
grooves of 4-6 cm were cut to attach the bronze (Raubitschek [1949] nos. 77, 147, 150, 178,
181; see also pp. 479—481). In contrast, plinth cavities for marble statues from the Athenian
Acropolis are usually at least 2cm deep, see Keesling (2003) 78. As Marcadé (1974) 321 says
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top of the column (0.173m), the whole monument would have stood, at most,
at around a meter and a half in height, smaller than many of the earlier or con-
temporaneous kouroi.?® In the authoritative publication of finds from the site,
Jean Ducat (1971) publishes the remains of go-135 kouroi. Many are fragmen-
tary, but they are nevertheless the largest assemblage by far to survive from any
Greek sanctuary.?® Nonetheless, Alcmaeonides’ monument would have stood
out as a rare marble column dedication. As Ducat emphasizes, all of the other
column dedications were made of poros and all but one may have been tripod
supports.

The following is a hypothetical vignette of what an encounter with Alcmae-
onides’ monument may have been like: on a bright day in the latter half of the
sixth century BCE, during the procession up the Perdikovrysi valley toward the
sanctuary of Apollo Ptoios, you look up after having paused for a drink of cold
water, spouting from a bronze serpent attached to the fountain house.3° Above
a copse of laurel trees,3! you would have glimpsed a city of marble kouroi await-
ingyou at the highest terrace as you prepared to encounter the oracle that never
lies (Pausanias 9.23.7). After arriving at the intermediate level of the sanctuary
with its sacred grove and offerings, you would likely have been surrounded by
column dedications or tripods, with the many kouroi above you on the third and
highest terrace. An odd column dedication would have stood out, or perhaps
you saw other pilgrims shuffling around the monument as they had to walk
around its sides in order to read out its long, five-line inscription, divided over
three sides of its capital. The monument’s relatively smaller size and profuse
inscription made it an anomaly in the sanctuary, which sparked your interest
and led you to take a closer look (see figs. 4.8—4.9 for a plan and photo of the
site).

about Delian dedications: ‘En vérité, il n’y a pas de différence technique entre les plinthes
des statues masculines et celles des statues féminines qui étaient portées par les colonnes
votives ...\

28 E.g. see Ducat (1971) nos. 52, 54, 58, 59, 63, 64, 66, 67, 69, 7075, 78, 79—90, 92—99, 101, 102,
103, 104, 105, 108, 109—114. Of note is that the “Attic” statues are for the most part smaller,
see nos. 127-140, as are those of the “naxo-béotiens” style (nos. 165-178) and some of the
“island” kouroi (nos. 143-164). The restored height of the column is based on the top diam-
eter being roughly 1/5 of the column; e.g. see Ducat (1971) 400, Guillon (1943) 11, 48.

29  For comparison, fragments of about 50 statues, mostly kouroi and about a dozen korai and
a few horse and rider statues survive from the Apollo and Artemis sanctuary on Delos.

30  For the bronze serpent, see Ducat (1971) 425-429, pl. cxLv1y; it likely dates later than
Alcmaeonides’ monument.

31 Thisis speculative; see Ducat (1971) 402—407, 457 with SEG 31.392.
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The dedication with its statue would have been overshadowed by many oth-
ers in a sanctuary known for its more impressive kouroi. This is noteworthy
since this dedication is a monument erected by a member of the Alcmaeoni-
dae, who were capable of building a temple at Delphi. However, the relatively
unimpressive size of the dedication can be partially explained by its relatively
long epigram. Only five archaic inscribed epigrams are longer.32 Thus we have
a rare example in archaic dedications where a long poem is inscribed below a
relatively small statue. Possible explanations for this anomaly may include Can-
non’s theory of ‘expressive redundancy’, whereby elites lead the way in more
modest display, and what Ian Morris calls, ‘individualizing’ as opposed to ‘pub-
lic’ display.3® The lost statue may also have been made of bronze or a precious
metal, emphasizing the dedicant’s wealth.

However, theories based on larger trends in display do not explain the effi-
cacy of Alcmaeonides’ dedication. I emphasize that within the context of the
Apollo Ptoion sanctuary, which is most famous for its kouroi, and has left us
with a paucity of inscriptions, and only two that can be connected to large stone
statues,34 the choice of a small statue and long inscription implies that the epi-
gram played an important role in viewers’ experiences of the monument.

More often, the local practice of inscribing dedications at the Apollo Ptoion
sanctuary was similar to one of its earliest surviving inscriptions on stone (650—
620BCE?), inscribed boustrophedon, or writing alternatively from left to right
and from right to left, like the path of a cow plowing a field, on the bottom of
the peplos of a fragmentary female Daedalic statue (also a rarity at the site).

---pov GvéDexe Tol ATOA
ovt ol ITotel «
---0T0G EMolFede -

---ron dedicated [me] to Apollo Ptdieus. ---otos made [me].

DUCAT, no. 46

32 In fact, besides two new public funerary epigrams (one from Arta, SEG 46.676 and the
other from Thebes, Papazarkadas [2014] 223-233), King Croesus’ dedication (Papazar-
kadas [2014] 233-251), and two Laconian examples, (Menon's CEG 375 and CEG 377), this
is the longest dedicatory inscribed epigram in terms of metrical lines from the archaic
period (the only longer poetic epitaphs are CEG 43, 58,143). T have also heard that M. Adak
discovered a new long archaic epigram in Teos that is as yet unpublished.

33  Canon (1989); Morris (1992) 149-155.

34  Ducat (1971) 457 records only fifty-one inscriptions on stone, bronze, and ceramics form
the seventh to the fifth centuries BCE.
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While, like most inscriptions from the Ptoion, this one is fragmentary, there is
only enough broken away on the left edge for the missing names. We see here
the common practice of the dedicator’s name and a form of Apollo Ptoieus33
with the addition of what is likely the sculptor’s signature in the last line. All of
the other archaic epigrams from the Ptoion, except for one, are one or two met-
rical lines (CEG 333—340). The longer one is a four-line inscription preserved
on a terracotta tablet (restored to 0.25x0.06 m), whose purpose and display
context is unclear (CEG 334, 550—525BCE). We are left to look elsewhere for
other examples of inscribed monuments that make the unusual demand of the
viewer not only to walk to a different side of the monument, but to walk back
and forth in order to read its letters.36

2 Reading and Moving: Other Examples

While there is no exact parallel for how Alcmaeonides’ monument is inscribed,
other examples of inscribed monuments that cannot be read from one posi-
tion further suggest that physically moving while experiencing a monument
was one of the ways in which monuments were connected to specific cultural
practices in archaic Greece. There are, of course, many examples of epigram-
matic dedications and funerary monuments, mostly later than this one, that
are inscribed on multiple sides of a base, all of which, to my knowledge, how-
ever, follow the sequential order and do not leave one face blank before moving
on to the next face.3” The best parallel for an inscription on three sides of a
monument that I have found is a rectangular (0.31x0.22 x0.08 m) poros base
dated from 600-550BCE, from the Acropolis of ancient Halae in Opountian
Locris. However, what the original monument was is unclear. It has rectangu-
lar cuttings on its top and bottom. Jeffery suggested that it may have been the
crowning member of a pillar, on which was carved a relief or incised figure, such
as a kore (LSAG: 107, no. 7). Goldman originally suggested it either supported a

35  Seenote 3.

36  For further examples of archaic writing which potentially mirror choral dance, see Steiner
(2021) 490-551.

37  See Ebert (1972) nos. 14, 21, 27, and 32, with artist signature and repetition of name on the
plinth. For multisided dedications at the Ptoion: Ducat (1971) nos. 257, 259, 261. See also
the base for a large Apollo statue from Delphi (ca. 480—79 BCE): CEG 325; Flaceliere (1954)
FD 111.4.2: 179; and CEG 130, 174, 180, 286, 375, 381, 383, 385, 386, 398; IG 13 988. CEG 396,
a small clay obelisk from Metapontum (525-500 BCE), is an interesting case, but its small
base (0.09 x0.04m at the bottom) puts it in a different category.
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stele or an early statue, perhaps similar to Nicandra of Naxos’ dedication from
Delos (Athens NM 1, ca. 650), or similar to the early Daedalic statue from the
Ptoion (Athens NM 2 = Ducat no. 46 [quoted above], though with a different
type of attachment to her base).38 This dedication to Athena, consisting of two
rough hexameters, begins on the left side of the base (face A), soon moves to the
front (face B), and then to the right side (face C), before retracing its steps across
the faces in the reverse direction and upside-down in false-boustrophedon (1G
1X 12, 51867, pl. 4 [updating CEG 348]).

A B C
Edrpavd|pdop dvebexe[-[|--]oy Tept[x]|--
akear o[- | -]v / xepal pihauow, Edo[x|e T'] AlBa]valon [.JTA[.]Y. «
C B A

Euwandros dedicated me; ... a very beautiful [? ...] with his own hands,
and he gave [me] to Athena ...

While reading may seem difficult here, such irregularity in writing was not
uncommon during this period. Furthermore, this was probably an important
monument. It is only one of two surviving archaic inscribed monuments from
the Halae acropolis, both dedicated to Athena (the other is IG 1x 12, 5 1868).
It is similar to Alcmaeonides’ monument in that a viewer would have to walk
around the monument and then retrace his or her steps in order to find the end
of the dedication. While the inscription’s graphic display may seem to reflect a
lack of forethought, it does not. The inscription purposefully begins and ends
on the same face (A), the short, left-hand side of the block. It also perfectly
fills the available space with the letters, which become slightly smaller in the
lower line, though this lower line is also broken off at the bottom so that the
smaller effect is exaggerated.3® There is a ridge marking off the space where
the beginning and end of the inscription are, so we know that the writing fills
the available space. It could be chance that Euandros’ and Alcmaeonides’ dedi-
cations both force their viewers to trace a similar path back and forth over three
sides of a dedication, but as I argue below, it is also possible that this pattern
of writing is influenced by culturally specific dynamics between viewer and

38  See Goldman (1915) 438—442, figs. 1-4 with IG 1x12, 51867.

39  Goldman (1915) was critical of the upside-down direction and irregularity of the size of the
script, but there was no standard or “neat” way to write at this time, and what standards
there were (e.g. epichoric script and false-boustrophedon), the inscriber follows.
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monument that need explanation. The monument of Euandros need not have
the same explanation as Alcmaeonides’ monument, since the two dedications
are quite different; e.g. Euandros’ inscription extends to its sides, faces A and
C, for about 10cm less than the length of the front face, and is not an ath-
letic dedication. But the similarity of their three-sided inscriptions shows that
movement while reading deserves further investigation.

There is another interesting parallel for an epigram which would require
reading and walking. This is the monumental polyandrion from ancient Am-
bracia (modern Arta), which was built for men killed on an embassy.* It has
been dated to ca. 550 BCE or later (SEG 41.540A). The monument consists of a
rectangular peribolos made of local dark limestone that is 12.4m in length and
2.5m in height. The inscription is carved on the upper tier of the monument
in three boustrophedon lines, which form five elegiac couplets (the inscription
often contains triple interpuncts that mark metrical lines). The text is some-
what problematic but can be construed as follows. The first line reads left to
right, the second right to left, and the third, short line left to right.

Line 1. » "Avdpag [t]obad’ [€]ohods dAogipopat, hotat TTupaufov | maideg
epetioovt’ &[A]xvéevta pdvov, : dvye[Alov pedtyidvrag dn’ evpuydpot[o
Qopivlou ]

[lacuna between lines 1-2 with missing pentameter and hexameter;
with names of the Corinthian ambassadors (?)]

Line 2. «matpid’ &v’ ipeptay mévlog E0ode tote. : Tode 3’ am’ Avmpaxlag,
Nowaiotpatodv) adtd TafovTe : Kooy T Al 3opa uéraw xatéXE ()
X0~

Line 3. »E pdv Apadiova xak Ed&evov lote, moAitaE, (:) hag petd tovd’
avdpov Kap &xtyev avdrov. : >4

I lament these brave men, for whom, as they accompanied an embassy
from [Corinth?] of the wide dancing places, the sons of the Pyraiboi
devised a grievous slaughter ... then in [their] beloved fatherland grief

40 See the relevant sections in Anderson (2018) for a treatment of this epigram’s controver-
sies.

41 The text mainly follows Day (2007) 30—31, with further references. See also from Cassio
(1994) 103 and D’Alessio (1995) 26. The letter E at the end of a word represents the epi-
choric Corinthian vowel of that shape (as opposed to the angular B shaped vowel), which
in Ionic, for example, would be rendered by epsilon and eta.
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blossomed. And these two from Ambracia, Nausistratos and Callitas, hav-
ing suffered the same fate, the dark house of Hades confines. And—
here!—know, citizens that the Ker of death overtook Aratthion and Euxe-
nos together with these men.

trans. from DAY [2007] 31

This cenotaph stood alongside a road to the city of Ambracia, not far from
its gates. The large public monument would have been unavoidable as people
left and entered the city. After leaving and entering several times one might
have memorized the five couplets and the act of mourning (dAog0popar, line 1)
for these dead may have become part of a patriotic Ambraciot’s weekly com-
mute to the fields. But to fully read the inscription, the reader would have to
retrace his steps back twelve and a half meters to where s/he began, and then
walk forward again about another three meters to finish the third line (the last
couplet).*? Thus, in another way the poem is not designed to be read by the
“passerby” common in other epitaphs. The act of reading and walking back and
forth forces the reader away from the practical purpose of walking and into
a ritual communion with its message that ‘in [their] beloved fatherland grief
blossomed’ (2). To someone walking and hearing the elegy being read, the act
of walking and the elegiac rhythm could have reminded him or her of the expe-
rience of funerary rituals, such as the ekphora (funerary procession).3 Day has
suggested that the ‘motion [of readers, hearers, and viewers] might even repli-
cate a processional ritual, or perhaps a choral performance with its back and
forth motion of strophe/ antistrophe, at the monument’s founding’## Build-
ing on Day’s interpretation, Steiner argues that, ‘[t]he diction of the cenotaph’s

42 Thelettersthemselves (0.06 m high) were carved along the thin, oblong rectangular blocks
that make up the extant top of the monument (2.50m high). The letters can only be read
if one stands very close to the monument and looks up as one walks along; even if they
were painted, they could not be read several meters away from where one can take in the
monument as a whole.

43  For recent work on the various genres of funerary lament and its relation to ritual, see
Palmisciano (2017) esp. ch. 3. For the rich debates about threnodic elegy which may in
turn be related to funerary epigram, see e.g. Bowie (1986) 22—27; Day (1989) esp. 24—27
(connecting lament to funerary rituals); Cassio (1994) 106-113; Sourvinou-Inwood (1995)
119 n. 34 (contra Day 1989); Aloni and Iannucci (2007) 14-16, 68—69, 74—85, 203—204; Day
(2007) 37—38; Faraone (2008) 132—135; Aloni (2009a) 169, 178-179; Budelmann and Power
(2013) 12—14. See Petrovic (2016b) for the connection between elegy and the reading aloud
of lists of the dead.

44  Day (2007) 40.
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epigram furnishes an additional prompt to the reader to reperform the thrénos
at the earlier funerary event, a choral procession and sung performance whose
contents the lines all but perfectly “transcribe”’.#3

3 How Monuments Generate kleos

The main question of this essay is how Alcmaeonides’ monument activated
a memory in its viewers and generated kleos. Before answering this question,
I cite a few examples from our literary evidence in order to contextualize the
relationship between monument and fame. The Iliad reminds its audience that
itisnot the monument, but what is spoken and remembered by people that will
ensure kleos. For example, the epigram-like phrase Hector imagines being said
at the sight of a Greek’s tumulus:*6

‘Gvdpog uév Téde afjpua ThAa xortaTeBvNATOS,

8v mot’ dprotedovra xatéxtave paidipos “Extwp.

(G TOTE TIG Epget: T & Epdv xAog ol ot SAelTal.
lliad 7.89-91

‘This is the sema of a man who died long ago, whom at his finest moment,
once upon a time, famous Hector killed. So will someone say, and my kleos
will never die.

These lines have been interpreted proleptically as a very early example of an
inscribed funerary epigram because of the phrase t63¢ aijpa (89) often found
on such monuments.#” If this were an epigram, however, the perspective would
clearly not be that of the monument or the dead but of Hector, his killer, and
thus it is not paralleled in extant funerary monuments.*8

What is at play here is the emphasis on what is spoken over what is or what
could be written. From Hector’s point of view, the speech of a passerby and the
memory of his own deeds are portrayed as more enduring than any inscription
or marker that may have been part of the monument. Reading is certainly not

45  Steiner (2021) 517.

46  See also Il. 7.445—455 and 23.330-333.

47  Forthe ancient scholia, see Elmer (2005) with Petrovic (2016a); see also Dinter (2005) 153—
154 with nn. 1-5 for bibliography.

48  Scodel (1992) 59, calls it an ‘anti-epitaph’; however, see Muth-Petrovic (2012) for a different
reading.
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implied, since Hector imagines the lines being spoken by someone sailing past
the funerary mound and looking at it from afar. The response to the tumulus is
also characteristic of Hector's vanity. Nonetheless, the fantasy is predicated on
his own kleos, as part of an oral tradition, framing the future interpretation of
many tumuli on the Trojan shores.

The question then becomes, what effect did inscribed monuments have
when they entered the fray and what was their relationship to other poetry,
oral traditions, and kleos? One of the main arguments of Ute Ecker’s (1990)
book, Grabmal und Epigram, is that before writing was widespread, oral poetry
was viewed as the safest way to preserve memory, and that once physical mon-
uments came about they eventually were seen as more effective in transmit-
ting kleos. However, Deborah Steiner (1994, esp. ch. 4) has shown that even
in Herodotus’ day, writing in ancient Athens is often associated with tyranny
rather than democracy and freedom. In a similar vein, the following exam-
ple shows how it is still the oral tradition that Herodotus portrays as true as
opposed to the written evidence. In the course of listing the dedications which
the Lydian King Croesus made at Delphi, Herodotus notes that of the two
perirrhanteria dedicated by him, t@ ypvcéw emryéypoamrtar Aoxedaipovinwy Qdpe-
vov elvat dvadyua, odx dpbdg Aéyovtes: (1.51.3) (‘the gold one is inscribed, saying
it is a dedication of the Lacedaemonians, but they are wrong’). Herodotus goes
on to say that he knows the Delphian who inscribed the vessel to please the
Spartans, but will not say who he was.*® Even in the fifth century, Herodotus’
familiarity with an oral tradition that told the truth has a caché, atleast in some
cases, that the written word does not. Inscriptions were constrained by existing
narratives and narrative forms.

One example which captures the relationship between monument and kleos
is from Book 5 of the Odyssey, when Odysseus wishes he had died at Troy and
been granted funeral honors (xtépea) which would spread his xAéog (5.311). It
reminds us that poetry, monument, ritual, and kleos are ideally combined.

wg O éyw vy’ Bpehov Bavéew xal méTpov Emamely

Hpatt ¢ 6Te pot TAelaToL Yok pea Sodpa

Tpdeg éméppurpav mepl InAeiwvt BavovrL.

& %" Ehoryov xtepéwy, xal uev xAgog Nyov Axatol:

vhv B¢ ue Aeuyoléw Bovdte elpapto dAGval
Odyssey 5.308-312

49  Prontera (1981) suggested that the Alcmaeonidae made the false dedication in an attempt
to gain favor with the Spartans.
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Would that I had died and met fate on the day when the many Trojans
hurled bronze spears at me around Achilles’ body. Then I would have
received funeral honors and the Achaeans would have spread my kleos.
But now it is allotted me by a sad death to be taken.

In this passage what is emphasized are the material xtépea (funerary gifts or
honors) and the oral spreading of xA¢og as part of one ritual, which would also
no doubt have been marked by some sort of monument, probably a mound. By
the end of the poem, Odysseus is promised a future burial in Ithaca (11.134-138)
as well as being remembered as the subject of the Odyssey. Thus the Odyssey
imagines ritual, monument, and song as part of what accompanies kleos, which
is more holistic than in the Iliad. Significantly, there is no kleos without the
funerary ritual. Thus kleos must be anchored in a specific place, most often a
monument.

One of Cleobulus of Lindos’ poems (sixth century BCE), recorded by Dio-
genes Laertius (1.89-1.90) and Plato (Phaedrus 264D), is another early example
of how monument and song are depicted as interdependent and located in a
specific place.5°

xoAxi) TapBévog elpl, Mida 3’ Emt anportt xelpua.
gat’ av USwp Te vay) xal dévdpea poepd TEOMAY,
NEALSG T GVIWY AGUTTY), AAUTTPA TE TEANWY,

[xal motapol Ye péwaty, dvodily 3¢ Bdhacoa, |
adTod Tfide pévouaa ToAVNAXDT®W ETtl TOUPL,
dyyeréw maplodat, Midag &t tjde tébamtal

I am a maiden of bronze, and I rest upon Midas’ tomb. So long as water
shall flow and tall trees bloom, and the sun rise shining, and the shining
moon [and rivers flow and the sea toss up its waves,] remaining on this
very spot, over this much-lamented tomb, I will announce to those who
pass that Midas is buried here.

text and trans. from FORD [2002] 101

In the first line (‘1 am a maiden of bronze, and I rest upon Midas’ tomb’) we
are to imagine a reader giving voice to a statue, which speaks to us in the man-
ner of a funerary monument set up along the side of a road.?! The monument

50  See Ford (2002) 101109 and Markwald (1986) 34—83; see Fearn (2013b) for a similar argu-
ment.
51 On Markwald’s (1986, 44) idea of deleting the first line, see Ford (2002) 101 n. 30.
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proclaims that she will announce Midas’ name, and thus his fame, in perpetu-
ity. The poem, which we are to imagine on the monument, and the monument
itself are also depicted seamlessly as part of one representation, without any
distinction or opposition between song and material object.52

Furthermore, the significant point which I would like to emphasize is that
the epigram reveals its own necessity by telling us that the bronze statue, prob-
ably a kore (ol mapBévog line 1), is a memorial for Midas, which might have
confused us, if we only saw the statue. It makes clear that the monument is not
necessarily a mimesis of what is memorialized, and that only speech can actu-
ally clarify it. The epigram not only attests to the monument’s immutability, but
also to the power of the poem to define and frame how the monument is inter-
preted: €ot’ v VOwp TE VA ... dyyeAéw maplodat, Midag 6Tt T/ide Tébamtat (‘as long
as water flows ... I will announce to passersby that Midas is buried here’ [lines 2,
6]); that is to say that I, the maiden, will be necessary not only to understand
the monument, but also to spread Midas’ name.

The above examples show that there are various ways inscriptions, poetry,
and monuments interact and that these relationships are part of a larger dis-
course about kleos in archaic Greece. What connects them is that in each
case kleos is generated from a specific monument. Hector’s imagined speaker
repeats an oral tradition rather than looking to the monument for direction,
but the monument is still necessary to initiate the memory. Inversely, the Midas
inscription makes an appeal for the necessity of writing and is entirely part of
the statue. Herodotus also reminds us that inscriptions themselves are not oral
traditions and are thus constrained by the social or cultural memory associated
with certain events or monuments.>3 But it is the passage from the Odyssey in
which Odysseus longs to have been buried at Troy that points us toward an
example of how ritual and performance are the middle ground between mon-
ument and kleos.

6 %" ENayov xtepéwy, xal pev xhéog fyov Axatof:
Odyssey 5.311

Then I would have received funeral honors and the Achaeans would have
spread my kleos.

52 For treatment of 581 PMG, Simonides’ famous riposte to Cleobulus’ poem, see Fearn
(2013b) and Ford (2002).

53  Social and cultural memory are vast fields beyond the scope of this paper and are also
terms used in different ways in various fields of research; for an overview, see Wertsch and
Roediger (2008).
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It is the ritual of the burial accompanied by the material xtépea (funerary gifts
or honors) that results in kleos for Odysseus. Similarly, in the following exam-
ple, it is the dedication’s ability to encourage a reperformance that connects
the statue to the authority of a performed work, such as an epinician ode,5*
and thus enlarges its kleos.

The examples from the Odyssey and Cleobulus are closer to the dynamic and
dialogue in Alcmaeonides’ dedication; chronologically this also makes sense.
They help us understand that the statue and epigram are both integral to the
monument and part of one culturally and historically specific experience. Kleos
needs to be activated by a mnema, which can mean either a memory or a mon-
ument.

4 The Performance Context of Alcmaeonides’ Epigram

Let us return to the viewer who has reached the terrace in front of the statue. As
stated previously, the long, five-line epigram, covering three faces of the capi-
tal, would have stood out and been a focal point of interest for ancient viewers,
more habituated to the large kouroi of the Ptoion with their simpler inscrip-
tions. The reader could have begun with any of the faces, depending on the
direction of approach, and would then have reconstructed and reperformed
the poem in its ‘correct’ order (A, B, D) by determining from uév in the first line
that the poem begins there, or by noticing that B and D do not read like the
beginning of a dedicatory text.55

A [Dol]Bo pév eip’ dyod[pa AJot[of]do o [8]v: |
[xai u A]Axpuéovos huig ’Alxps.oi»@sg |

B [h]inowi vixé[aag &]8exev [dxéaig),|

hag Kvomig [el]oéhauy’ ho ca- 6-8 ]|

D hét’ & ’Aeo'w&tg [oAadog mavé[yupig].

I am a beautiful agalma for Phoebos, son of Leto; and Alcmaeonides, son
of Alcmaeon, set (me here), after he won with [swift] horses that Knopis
the [?---] drove, when the festival of Pallas was at Athens.

54  Another much discussed piece of evidence is Pindar Nem. 5.1-5, see note 57; it is later
evidence for the discourse that statues as commemorative dedications were participat-
ing in. The fully detached ode was reperformable anywhere, while here I emphasize that
the physically limited statue also claims to perpetuate fame through continuous reperfor-
mance, but as a ritual initiated in one place.

55  Onancient readers, see notes 14-15 above.
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Most likely, the front of the statue and face A was where people began their
inquiry. The ich rede, or first-person address, and the language of agalma, sig-
nifying a beautiful and pleasing object, situate this line within the discourse of
religious dedications, which would have been familiar to its audience.® Many
inscriptions stop there or only add a second line to identify who set up the mon-
ument. Or vice versa, as another inscription on a stone fragment (now lost)
from the Ptoion shows:

[8]vOpeg ETaripot O~ v — oo — oo — — ]
[~ w~ — —~ — DoiB]ot mepucadeg &y [ohpa] «
sic CEG 335, 550-500 BCE?

Male companions ... [set up] ... to [Phoeb]os (this) very beautiful dedica-
tion.

On our capital, by contrast, the second line is completely taken up by the
name of the dedicator and his patronymic, Alcmaeonides the son of Alcmaeon,
which is unusual. The second line is also grammatically incomplete and leads
the reader to search for a verb. At this point, the interested reader could have
turned either left or right to find the following lines. If she had turned left to
face D (hét’ &v ABdvaug Iarddog mavé[yvpic]), the anticipated verb, most often
avédnxe in dedications, would still have been wanting and she would have been
directed to retrace her steps, which might often have led to a rereading of the
first line. If she had turned right, the introduction of the charioteer and the
theme of vixaw on face B ([h]imoiat vié[oag €]8exev [oxéaig]) would have cre-
ated a further question: where did the victory occur? This anticipation would
again direct the reader back around the monument. The reader may also have
expected to discover the ethnic or city of Alcmaeonides, which is not stated
explicitly but implied and combined with the place of victory in line five of
face D.

The elements of naming the victor and his father (line 2), a form of vudw
and the event (line 3), and city (line 5) make up the key elements of the angelia,
or proclamation read out after victory.57 In fact, this combination is found on
many later statue bases from Olympia which repeat the angelia.>® The conven-
tionality of the angelia encouraged the reader to seek out the fulfilment of the
form and to make her way back and forth, from side A to B, and then back again

56  See the example of Mantiklos’ epigram above.
57  See Wolicki (2002); Day (2010) 209—210.
58  See Nash (1990) 185, n. 13.



104 PEARSON

to D, or vice versa, in search of the complete list found in such ditties. If this
were a painted triptych with the main scene in the middle, the reader could
have more easily recomposed the correct order of the poem. In this case how-
ever, the three dimensions forced the reader to stitch the poem together and
reperform the epigram in its correct order after having explored the three sides
of the statue. The reader, in fact, became both performer and recomposer of
the epigram.

The viewer would recognize that the epigram was evoking a specific kind of
performance associated with athletic victory as opposed to a different type of
performance; for example, there are other inscriptions and dedications which
have been argued to use hymnic language.>® The force of the reperformance
of the epigram is generated from the elements of the angelia, or from how
the words are being used, what linguists call pragmatics, as opposed to seman-
tics, or what anthropologists might refer to as the referent, as opposed to the
sense.8C This is not to argue that every viewer had the same experience, but
that the elements of the angelia make possible a reception that many ancient
readers would have recognized.

Even though the original statue was never found, current theories more
often employed by art historians and archaeologists that engage with the com-
plex dynamic between people and things (or embodied objects) elucidate how
it is not solely the agent of the viewer or the agent of the monument, but
rather their interdependence that creates the reperformance.®! For example,
after arguing that it is useless to question whether the ancient Greeks had a
concept of the figural image, Neer states: ‘[s]tatues no less than statements
are representation[s] of “what is seen.” Not in the Romantic sense that they
reveal their makers’ subjective perception of the model, but in the grammat-
ical sense that they reveal the maker’s perception of the statue’ (2010, 17).
He is discussing issues of aestheticism and the complexities of a historicist
approach to art history, but we can also apply this statement to the person who
created or commissioned Alcmaeonides’ monument. We cannot be certain if
this was the Alcmaeonidae, a local sculptor, carver, or official at the Ptoion,

59  See Depew (2000). For evidence of paeans that may have been performed at the Ptoion,
see Rutherford (2001) 435, Zg [Pa. v1I (f)] and p. 343, D7 with note, and Schachter (1981
1994) 1, 56.

60  For the linguistic point of view, see Austin (1962); for the anthropological, see the reeval-
uation of Geertz in Silverman (1990) esp. 125-129; see also Day (2000) 38-42; (2010)
261.

61  For the interdependence of persons and things, see the seminal work of Hodder (2012).
For an overview of recent art historical work on the agency of ‘embodied objects’, see the
papers in Gaifman, Platt, and Squire (2018) esp. the intro.
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but the point remains that the three elements of the angelia were divided
onto the three separate surfaces of the monument apparently without much
doubt that they would be readily understood as one poem, despite their non-
sequential or discontinuous order. The three-sided inscribed capital reveals
‘the maker’s perception of the poem’. I will return to this three-part division
below.

Here, the first two lines on face A would necessarily be read at least twice,
since it may not have been possible to go behind the monument from B
to D. This would have emphasized the two parallel genealogies on face A:
Apollo the son of Leto and Alcmaeonides the son of Alcmaeon. Catherine
Keesling calls these the pvijua or ‘memorial’ function, aimed at a human audi-
ence, and the dyaApa or ‘pleasing gift’ function aimed at a god.6? In a sim-
ilar way to epinician odes, the reperformance of the angelia and the divine
and human lineages also function as a means to recreate the moment of vic-
tory when Apollo’s youthful power was connected with Alcmaeonides.63 How-
ever, Apollo is addressed as ‘Latoidas’ rather than ‘Ptoios) the usual cultic epi-
thet found at the site. While it is difficult to discern the significance of the
choice of matronymic, the addition of Leto could have been seen as adding
to the religious mythology of the local Ptoion shrine in some manner (it is
the only extant example of the epithet at the site).5* Just as Alcmaeonides
added an ‘international’ caché to the Ptoion, his dedication may have brought
new myths inspired by his hippic victory in the form of now lost epinician
songs.55

In addition to the reenactment of the angelia, there are further connections
with later epinician odes.56 First, the reference to the driver in Alcmaeonides’
inscription, face B, line 4: hag Kvomig [el]oéhawy’ ho[ca. 6-8 letters] ‘(the swift
horses) that Knopis [son of ...?] drove’ f(nopis’ name (or the earlier reading
Knopi[iada]s) was followed by his patronymic or city. He could have been a
local Boeotian as his name is similar to a local toponym.57 But Knopis is other-

62  Keesling (2003) 91, 199—200.

63  SeeDay (2010)198-228. For the recreation and forming of emotional experience in Pindar,
see Athanassaki (2012b).

64  For another use of Latoidas in inscribed epigram, see CEG 11 785 = 322a.

65  For the interactive relationship between myths and choral performance, see Kowalzig
(2007b) 8, 23.

66  See Thomas (2007; with Rawles 2012) for the early history of poetic celebrations of ath-
letes.

67  See Bizard (1920) 230-231, Strabo 9. 2. 10 (404), Nicander Theriaka 887-889, Schachter
(1994) 292.
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wise unrecorded and the only parallel for the other possible restoration, Knopi-
adas, is a Cretan from the third century BCE.58

Nicholson has shown that it is rare for a charioteer or anyone involved in
the competition, besides the one paying for the enterprise, to be celebrated
in monuments or odes, and when drivers are mentioned in epinician poetry
they are always members of important families.5® Furthermore, this is the only
instance of a driver who is named on a surviving athletic dedication of this kind
(i.e. except for public victory lists) that I know of from any period in the ancient
world, though of course, there are many statues which depict drivers or riders,
and this, perhaps, was one of them.” Because this is the sole extant example
of a charioteer recorded on this type of individual dedication and because the
name can possibly be connected to the surrounding area of Akraiphia, it seems
likely that Alcmaeonides’ connection to the driver of his horses was the reason
for this dedication having been made at the Apollo Ptoion shrine.” Knopis or
Knopiades was probably a member of an important local family whose sup-
port and friendship were important to the Alcmaeonidae. If this were the case,
it would explain both the location of the Athenian dedication and the unique
case of the name of the charioteer included in the epigram.

I date Alcmaeonides’ dedication to before or soon after the Alcmaeonid exile
to ca. 550 for the following reasons: his birth year cannot be much later than
600;72 the inscription contains many early letterforms;” and the flat shape of
the echinus of the capital is very early, with parallels dating to ca. 580-560.74 A

68  Schachter (1994) 299 n. 39, LGPN 1: 268.

69  Nicholson (2005) esp. 25-27, 43—53 for Pyth. 5 and 6; 53—-57 for Alcmaeonides, CEG 302;
65—76 for Isthm. 2.

70 See the above note with Nicholson (2005) 54; for charioteers on vases, see Nicholson
(2005) 27-32, 60—61.

71 See n. 53.

72 Davies (1971) 372.

73 Note the narrow delta, see Immerwahr (1990) 136, shape (2) (not distinguished in LSAG:
66 and N.B. the delta drawn in IG 13 1469 is incorrect); H= heta (an early example, LSAG:
66; Immerwahr (1990) 142 no. 292). Dotted theta and omicron, from a cutting compass
(as Alcmaeonides dedication ca. 550 BCE?, IG 12 597). High mu with oblique and shorter
fourth stroke (an early form). High nu with vertical and oblique third stroke (quite an early
form, see LSAG: 31, 66; Immerwahr [1990] 151).

74  Theline of the lower part of the echinus is almost straight: width (of the profile) 0.095m,
height 0.069 m. In the middle of each side, the echinus projects out from the abacus about
2mm. The upper curve connecting back to the abacus curves toward the abacus for 3-
4mm. (Ducat [1971] 242—243). For close parallels with anterior dates, see Wesenberg (1971)
50-52, 5759, figs. 94-110, esp. fig. 96 from Korkyra, 580 BCE.? and 103 from Amyklai, ‘Schon
sehr frith ...” (56); and La Coste-Messeliére (1942) 22—65, esp. 27 fig. 1, dated to as early as
580 or 560 BCE? and similar to the profile of Alcmaeonides’ capital. Note that McGowan
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date around the middle of the sixth century coincides with the political strug-
gles of the Alcmaeonidae, perhaps countering Theban support for Pisistratus’
return in 547/6,75 or having been subsequently exiled in 546/5.76 Our evidence
does not permit us to choose definitively among these circumstances.

In addition to the reenactment of the angelia and the inclusion of the char-
ioteer, it is also possible to see that Alcmaeonides’ monument is similar to an
epinician ode in that it transcends the limitations of a physical statue, just as
an ode does the original location of its victory. It is adamant about sending its
message back to Athens, shown in the Attic alphabet of its writing: the Attic
gamma, the open or H-like feta, and the triangular delta on face A (plate 1A).77
While it is not uncommon for dedications to use the script of the dedicator’s
origin, this and Hipparchus’ dedication (IG 131470) several decades later are the
only surviving inscriptions from the Ptoion that are not written in the Boeotian
alphabet.” Thus, Alcmaeonides’ dedication would have been especially promi-
nent as a foreign monument when it was first erected ca. 550.7° The last line’s
mention of Athens confirms the viewer’s suspicions: hét’ év A8dvaig TToAd-
Sog mavé[yupis]. The monument announces its Athenian origins, projecting the
fame it generates back to its city of victory.

Furthermore, the five lines, broken up into two couplets and one final line
(2, 2, 1 in structure) are similar to the triadic structure of strophe, antistro-
phe, epode (A, A, B) associated in its fully developed form with choral perfor-
mance, including epinician. This triadic form also reflects an AAB structure
found in earlier lyric.8° Notwithstanding the use of stichic trimeter, the inscrip-
tion forms a stanza that by adhering to the three-part division on the capital
becomes compatible with our later evidence for epinician choral form. The dis-
tribution of the parts between three faces imposes this aspect of the form onto

(1993) dates this monument to the last third of the sixth century, citing the shape of the
echinus. For parallel capitals she cites, Schuller (1985) 323 fig. 3, 339 fig. 17 S 26, 349 fig. 23,
all dated after 540. However, the profile of Alcmaeonides’ dedication is almost at a right
angle where it meets the top of the column (see plate 1), which is not true of the Paros
capital (Schuller [1985] 339 fig. 17 S 26), which has a higher profile.

75  Hdt. 1.61.3; Ath. Pol.15.2.

76 See the introduction to this chapter and notes 7-8.

77  See LSAG: 73 for mention of the first two.

78  Ducat (1971) 457.

79  Forepichoric alphabets as political statements, see Luraghi (2010), who, however, includes
this inscription as complicating his argument (82). Note that while it is common, dedica-
tory inscriptions do not necessarily use epichoric script to signal origin, e.g. see Day (2013)
226 with CEG 425 and LSAG: 294—295.

80  Korzeniewski (1968) 12 notes an evolution of the triadic structure from Alcaeus and Sap-
pho, via Alcman (fr. 1, 3 P) and Ibycus (fr. 282 P), to Pindar.
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the viewer, which would have been less apparent in an inscription of five con-
tinuous lines.

Lastly, we can combine this triadic structure with the movement around the
sides of the monument. In the steps to faces B and D and back to its front, there
is an evocation of the structure and movement of an epinician chorus.®! In a
choral performance the various metrical parts of a strophe, for example, would
be defined and in rhythm with the music and dancing of the singers (Korze-
niewski 1968, 12; Mullen 1982, go—93). Here the lines are neatly arranged so as to
coincide with the edges of the stone. The two couplets and final line are delib-
erately arranged on separate faces. We may take this for granted, but this was
hardly de rigueur in early, inscribed epigram, which often used boustrophedon,
as we have seen in the other examples above. While the reader made his or
her way around the statue, those movements would have defined the metrical
units of the 2, 2,1 structure of the epigram, the first two couplets echoing the AA
repetition of early lyric segments and the final line distinguishing itself as the
closing B period. The person’s stops and starts were a reperformance of the AAB
structure of the poem. Though our only written sources for the choreographic
forms of early choral dancing are from after the first century CE, this evidence
suggests circular dancing with stops and starts (Mullen 1982, 127-136). Other
scholars include linear processions which may also produce a ‘v’ pattern.82 The
circular or semi-circular movement around Alcmaeonides’ monument, com-
bined with the stops to read the epigram, may have mentally and physically
brought to mind the rhythms, structure, and poetic language of an epinician
choral performance.

An important concept for understanding ancient viewership is that monu-
ments were semata, signs, which represented a presence in front of the viewer
and also the representation of someone or something that was absent.®3 ‘They
[statues] combine their ability to call an absent body or event most vividly
to mind with an emphatic declaration of their own materiality and poiesis’
(Steiner 2001, 20). Following this model of statues as creating a sense of both
presence and absence, Neer has argued that the essential emotional reaction
to ancient statuary as well as to dance was thauma or wonder.8+

81  For the debate about the role of the chorus in epinician, see Burnett (1989); Carey (1989),
(1991); Letkowitz (1991), (1995); Morgan (1993); D’Alessio (1994); Pavese (1997) 29—49, et al.,
more recently, Eckerman (2011). For the argument that choral performance in general was
depicted on early geometric pottery, see Carruesco (2016).

82  See Steiner (2021) 13, 532, 598-599 with further bibliography.

83  Foralater example with ecphrastic epigram serving as the simulacrum, see Squire (2010).

84  See Neer (2010) esp. and (2018).
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For the ancient viewers of Alcmaeonides’ capital and statue, their won-
der may have increased as they interacted with the monument: First, as they
admire the relatively small statue, they notice that it displays a long inscrip-
tion. This is peculiar since the sanctuary is dominated by large statues with
few stone inscriptions. The inscription encourages people to move around the
monument; perhaps others watch and listen as one or two people read out the
inscription. As they admire the statue and read its epigram, the theme of ath-
letic victory and elements of the angelia remind them of the celebrations they
have seen or perhaps taken part in after such victories: short dances commem-
orating the victor in song. The monument has caused an absent performance
to be present again. Their amazement is especially heightened when the tripar-
tite division of the parts of the poem on the different faces of the monument
correspond to the AAB structure so familiar to them from their education in
and experience of choral culture in ancient Greece.8>

It is also interesting that the earliest surviving theatrical structures from
Attica (ca. 500) are more rectilinear, rather than oval, which is the shape delin-
eated by the three inscribed faces of the monument.8¢ All of these elements of
choral culture that the monument evokes—dance, song, and possibly even the
shape of the inscribed faces—were probably part of the early creation of the
choral culture which we know mostly from the fifth century, rather than a set
of ideas that were already in place.

While unique, this victory dedication is indeed an expression of its time
and place. The material evidence suggests that athletics becomes more and
more widespread in Greece after about 700BCE.87 The earliest victory cele-
brations may have been kallinikoi (victory chants).88 But there is more accep-
tance of the evidence for early odes, even if quite short, composed for spe-
cific victors as opposed to traditional chants, which Pindar contrasts with the
epinician he wrote for Epharmostos (Olympian 9).8° Alcmaeonides’ dedica-
tion is further evidence that beginning around the middle of the sixth cen-
tury athletic victory monuments and early forms of epinician developed more
or less contemporaneously and were also complementary to one another.9°

85  For the psychological effect of religious ritual on cultural objects and their meaning, see
McCauley and Lawson (2007). For choral culture, see Steiner (2021).

86  See Paga (2016) 362—367.

87  See Christensen (2014).

88  Pindar OL 9.1—4. For what the actual refrain or hymn may have been, see Archilochus fr. 324
W, West (1974) 138-139; Casadio (1996) 67—72; Gerber (2002). Portulas (2012) 223—228 is a
recent treatment with bibliography.

89  See Thomas (2007) for a summary of early epinician with the note below.

9o  Barron’s initial (1984, esp. 120-122, with Jenner 1986) argument for Ibycus having written
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Both forms of celebration perpetuated the victory long after its moment had
passed.

If the epigram for Alcmaeonides and Knopis were successful, it would have
been recognized as part of the larger material and poetic culture through its
projection of an epinician chorus and through its dialogue with the poetic
theme of kleos’ relationship to monuments in archaic Greece. Namely, the mon-
ument was necessary to anchor the spread of kleos just as in the literary cases
cited above, especially the Odyssey. The beauty of the dedication combined
with the epigram recreate a specific ritual, the celebration immediately follow-
ing the victory. The sacred precinct of the Apollo Ptoios sanctuary provides the
local context for Alcmaeonides’ and Knopis’ Panhellenic fame.

The Ptoion dedication also emphasizes all of Alcmaeonides’ relationships:
first with Phoebos the son of Leto, then with his father Alcmaeon, then with
Knopis, and then with Pallas. While the Alcmaeonidae would have had bas-
tions of support in Attica and Athens, they would have also created a network
of elite support, both real and symbolic, which was reenacted and actually cre-
ated through reperformance in places such as the Ptoion. The sacred context of
the sanctuary reconstituted those relationships within the immutable author-
ity of the god.

Alcmaeonides’ Ptoion dedication produces potential ritualization. It allows
the viewer to become part of the performance and treat it as a meaningful
experience, apart from other social and religious interactions.! In this close
reading of the monument, I have proposed that the placement of the unusually
long epigram on three sides of the capital should be understood within archaic
Greek discourses about monuments and kleos. Monuments commemorated a
ritual act which then had to be remembered and in this case reperformed for
them to be effective. Here, the spectator’s movements around the monument

perhaps three or four victory odes around the middle of the sixth century is now often
accepted (POxy. 2735 = S166 = 282 A with POxy. 2637 = S220-1 = 282B); e.g. see Golden
(1998) 77, 99; Bernardini (1992); Nicholson (2005) 14; Rawles (2012). However, see Thomas
(2007, 146147, 152, 157, 164-165) emphasizing that epinician followed on from a tradition
of ostentatious dedications. At Olympia or elsewhere there is not much evidence for an
earlier statue habit dedicated by victors (as opposed to the dedication of objects such as
weights) before the middle of the sixth century; see Herrmann (1988) with Thomas (2007)
153 n. 39 for CEG 394 (600—550?) and Smith’s chart of Olympic victory statues in the same
volume beginning around 550 (137-139). For Nemea, see CEG 362 (ca. 560?). For literary
testimony for even earlier statues and the other Panhellenic sanctuaries, see Rausa (1994)
40-83. See Fearn (2017: 7-10, 24 n. 32) contra the idea that later epinician (esp. Pindar Nem.
5) is a reaction against an earlier statue habit, with other bibliography.
91  See Kowalzig (2007b) 40—41.
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along with the poem’s reenactment of the angelia could have recalled the struc-
ture and movement of a celebratory chorus and served much the same purpose
as the family’s later commissioning of Pindar’s Pythian 7. However, in this case,
we have further evidence for how monuments in religious shrines were imag-
ined as anchors of fame in the archaic period.
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FIGURE 4.2 Face B of Thebes Museum no. 633 +633a = Ducat 1971: no. 141 = IG 13 1469 = CEG
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FIGURE 4.3 Face C of Thebes Museum no. 633 + 633a = Ducat 1971: no. 141 = IG 13 1469 = CEG
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FIGURE 4.4 Face D of Thebes Museum no. 633 +633a = Ducat 1971: no. 141 = IG 131469 = CEG
302

FIGURE 4.5 Close-up of the last four letters of the name Kvoms (line 4 on Face B) with the
upper third, slanting stroke of a sigma before the break of the stone. While this
may be confused with damage, it was likely part of a sigma since it is of the same
depth as the other strokes and resembles how the upper third strokes of the other
sigmas were carved in this inscription; for example, it has the same angle as the
upper third stroke of the sigma in Athanais in line 5, which also follows an iota.
This sigma is unrecorded in other editions.
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FIGURE 4.7 Top surface with carved lip above face A. Face C, opposite face A is
the blank surface (bottom).
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FIGURE 4.8 Plan of the Apollo Ptoion Sanctuary from Ducat 1971: pl. A
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FIGURE 4.9 The Apollo Ptoion Sanctuary near modern Akraiphnion, taken from the NW
(Oct. 2014). Bottom right are the remains of the fountain of the terrasse inférieure
(photo by author)



CHAPTER 5

Sacred Space as a Frame for Lyric Occasions: The
Cases of Hippolytus at Troezen and of Archilochus
at Paros

Gregory Nagy

In this essay,! I argue that the historically attested hero cults of Hippolytus at
Troezen and of Archilochus at Paros, documented respectively in the reportage
of Pausanias, who lived in the second century CE, and in the text of an inscrip-
tion that is dated to the third century BCE, can be viewed as ritual frames for
the mythologized roles of these two figures. I also argue that Hippolytus and
Archilochus were not only ritualized—I mean, they were not only worshipped
as cult heroes by their respective communities—but they were also mytholo-
gized in song. For the moment, it does not matter whether such song is to be
defined as lyric or merely as a poetic stylization of what I have just described,
all too generally, as lyric. All that matters, at least for the moment, is that such
song could be performed within a temenos or ‘sacred space’ set aside for a cult
hero. In the case of Hippolytus, as we will see, a direct reference to such perfor-
mance is attested in a drama by Euripides about this hero. As for Archilochus,
there is a comparable reference attested in the inscription I already mentioned,
dating from the third century BCE. But, in this case, the reference is indirect:
the inscription, as we will see, refers to the role of Archilochus as a ‘teacher’
of ‘iambic’ performances. Such a reference, as I will argue, implies choral lyric.
Similarly in the case of Hippolytus, as I will also argue, this figure in his role as
cult hero is the subject of choral lyric performances that tell about his life. By
contrast, however, Archilochus in his own role as cult hero is viewed mytholog-
ically not only as the subject of performances that tell about his life but also as
the originator of such performances.

The three terms ‘sacred space’, ‘frame’ and ‘lyric occasions’ in the primary
title of this essay all need to be questioned for their meanings, since each sin-
gle meaning depends on the overall meaning of the title that combines these
terms. As for the words ‘case’ and ‘cases’ in the secondary title, they refer to
specific examples that give context to my questioning of the three highlighted

1 The earliest version of this essay appeared in Classical Inquiries, Nagy (30-06-2018).
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terms of the primary title. The questioning is meant to provoke some friendly
debate, and the questioned terms can become the main subject for the debate
itself. In the spirit of such friendly debate, I will now proceed to question the
highlighted terms of the primary title, going in reverse order: lyric occasions,
frame, and sacred space.

The word ‘lyric’ that I use in the primary title follows the conventions of the
Network for the Study of Archaic and Classical Greek Song—and what I am
presenting here is derived from a paper delivered at a meeting organized by
members of that Network.2 I should put on record here, as had done there, that
I find the term ‘lyric’ too broad to fit any single genre of poetry or song in the his-
torical contexts that concern me now. For present purposes, it is enough for me
to say that this word lyric involves, however amorphously, questions of genre,
and that ‘genre’ needs be defined in contexts of occasion. Right away, I enu-
merate here four such contexts: composition, performance, reception, trans-
mission.? As we will see, the lyric occasions for the compositions attributed to
Archilochus are particularly problematic.

For now, in any case, I continue with my questioning of the three terms I
have used in the primary title. Next in order, then, is the word ‘frame’. From
the standpoint of my overall argumentation, a frame for any occasion may be
either physical or only notional. That is to say, an occasion may be real or only
pictured as real. I draw attention here, already now, to a distinction I need to
make in this formulation. When I say that an occasion may be notional in that
it may not be real but only pictured as real, this is not the same thing as saying
that such a notional occasion is fictional—if what we mean when we say ‘fic-
tion’ is something that is at first imagined only by an author and that can then
be imagined by readers or by audiences only after a reading or a hearing of
the author’s words.* The very idea of fiction could be misleading in the case of
texts attributed to the persona of Archilochus—as also in other such texts to be
found in “lyric” writ large, as for example in songs attributed to the persona of
an Alcaeus or a Sappho. What may seem fictional for us as “outsiders” who are
merely looking in, as it were, when we view an occasion as indicated in the text
of, say, Archilochus, may have been seen as real by those who were “insiders” to
the poetic traditions that shaped this given text. That is why I prefer to say pic-
tured as real, not imagined as real, whenever I refer to occasions in the texts of
Archilochus, Alcaeus, Sappho, and other such exponents of ‘lyric—whatever

2 Lyric and the Sacred: An International Conference (30-06-2018).
3 For more on all four of these contexts as I have just enumerated them, see Nagy (2009).
4 For a more nuanced use of the word ‘fiction, see D’Alessio (2018).
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we choose to call ‘lyric. Whereas the idea of fiction—or even falsehood—is at
least implied in our everyday use of the word ‘imagining’ such an implication
is not required if I use instead the word ‘picturing’. To picture something is not
necessarily a fictionalizing of that something.

It remains to ask, however: what was the prerequisite for becoming an
“insider” to an occasion that was being pictured in the poetic traditions that
shaped the text of Archilochus and of other such figures? The prerequisite, I
argue, was that such an “insider” would already be familiar with the kind of
poetry-in-performance that eventually became the text.

I continue with my questioning of the three terms I have used in the primary
title. Next and last in order, then, is the third one, ‘sacred space’. My use of this
term takes me back to an old article of mine that I contributed to the Festschrift
for Bruno Gentili, published in 1993. The title of the article was ‘Alcaeus in
Sacred Space’, with reference to a temenos or ‘sacred precinct’ mentioned in
Alcaeus fr. 129.2 V (here and hereafter, V = ed. Voigt) and in fr. 130b.13 V.6 This
temenos is described in the language of the poet as a great federal space com-
mon to all the people of the island of Lesbos, and such a place can be identified
with a sacred precinct that went by the name of Messon, mentioned in two
inscriptions dated to the second century BCE, which Louis Robert connected
with the name of the present-day place known as ta Mesa in Modern Greek.”
This temenos or ‘sacred precinct, situated on the island of Lesbos, was sacred
to the goddess Hera—as also to Zeus and to Dionysus—so we read in the text
of Alcaeus. And the identity of this place as sacred to Hera is likewise indicated
in the songs of Sappho, as we can now see even more clearly since the recent
discovery of new papyrus fragments.® But this sacred space was sacred not only
to Hera and to other gods: as I argued in the Festschrift for Gentili, the temenos
was sacred also to the poet Alcaeus himself in his role as a cult hero who is per-
sonified as speaking from the dead.® A comparable personification, asI went on
to argue, is at work in Theognis 12091210, where Theognis, as poet, is likewise
pictured as speaking from the dead—in the same role of cult hero. And now, in
my essay here, I will extend my argument by comparing what we know about
a sacred space situated on the island of Paros, where the poet Archilochus was

5 On situations where the audience needs to be already familiar, at least to some extent, with
the poetry that is being performed, see Nagy (1996a) 83.

Nagy (1993).

Robert (1960).

I offer my own detailed analysis of the relevant texts in Nagy (2016a).

Nagy (1993)-

© O3
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worshipped in his own role as a cult hero. Here is where the evidence of the
inscription to which I referred at the beginning of my essay will become deci-
sive for my argumentation.

Having offered working definitions for ‘lyric occasions), ‘frame’, and ‘sacred
space’, I will now offer a set of three placeholders, as I call them, which will
each support the argumentation as it gets underway.

1 Placeholder 1°

The compositions ascribed to Archilochus as poet take the form of a specialized
kind of poetry that is differentiated from song. As we see from external refer-
ences to this poet, including the testimony of Plato,!! the professional perform-
ers of compositions attributed to Archilochus were rhapsaidoi ‘rhapsodes’, not
auloidoi ‘aulodes’ or kitharoidoi ‘citharodes’!? In the era of Plato, the repertoire
of rhapsodes, unlike the repertoires of aulodes or aulos-singers and citharo-
des or kithara-singers, was not ‘song’ as we know it. And yet, the persona of
Archilochus, in texts of compositions attributed to him, refers to himself as a
performer of song—even of choral song. In one fragment (Archilochus fr. 120
W), the performing poet is self-described as an exarchon ‘choral leader’ of the
dithyrambos ‘dithyramb’, where his performance is explicitly accompanied by
the aulos or ‘double-reed’; in the wording of this fragment, the dithyramb is
described as sacred to the god Dionysus. In another fragment, Archilochus is
self-described as an exarchon ‘choral leader’ of the paiéon [= paian] ‘paean’;'3
implicitly, his performance there is accompanied by the kithara or ‘lyre, as
we see from the description of Apollo’s own model performance of the paean
in the Homeric Hymn to Apollo (514-519), where the god accompanies on the
kithara lyre’ his own choral singing and dancing as alead-in for performance by
the rest of the chorus. We may compare two images I showed in another work,
where we see Archilochus in the act of performing his compositions while hold-
ing a lyre—as pictured on the surface of coins minted by the state of Paros, the
poet’s homeland.!#

10  Epitomized from earlier argumentation in Nagy (1990b) 363—364.
11 PL Jon531a.

12 Nagy (1990b) 25-28.

13 Archil. fr. 121 W.

14  Nagy (06-06-2018).
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2 Placeholder 2

The choral personality of Archilochus is also evident in the Life of Archilochus
tradition as preserved by the Mnesiepes inscription (Archilochus T 4 Tarditi).
It is this inscription, dated to the third century BCE, that I mentioned with-
out specific reference at the beginning of my essay. Basically, the Mnesiepes
inscription narrates the life of Archilochus, giving context to ‘quotations’ of the
transmitted compositions that were attributed to him. The Life of Archilochus
tradition, as memorialized by the Mnesiepes inscription, aetiologizes the hero
cult of Archilochus; in fact the setting for the Mnesiepes inscription was the
Archilocheion, the sacred precinct at Paros where Archilochus was worshipped
as a cult hero.!5

3 Placeholder 316

As we have seen in Placeholder 1, the poetry of Archilochus refers to itself as a
chorallyric medium: for example, the persona of Archilochus describes himself
as capable of being an exarchon ‘choral leader’ of a chorus that sings and dances
in honor of the god Dionysus—to the accompaniment of the aulos ‘double-
reed’!” Such self-reference is an example of what I argue are earlier stages in
the evolution of the lyric medium of Archilochus.1®

With these three placeholders in place, I return to the point I made in the
beginning of this essay, concerning the performance of choral lyric within the
sacred spaces of hero cults. In elaborating on that point, I continue where I left
off at Placeholder 3.

Aristotle in the Poetics says that both tragedy and comedy had an origin
thatis autoschediastike ‘improvisational’ (&’ dpyfic avtooyediaatixis), and that
tragedy was derived from the exarchontes ‘choral leaders’ of the dithyrambos
‘dithyramb’ (&mo t@v éapxdvtwy tov SiBdpapPov).l9 Aristotle may have had in
mind the wording of Archilochus fr. 120 W, where the persona of the composer
declares that he knows how to be the exarchon ‘choral leader’ of the dithyramb,

15  For more on the text of the Mnesiepes Inscription, see Nagy (2008).

16  Epitomized from earlier argumentation in Nagy (1990b) 394-397.

17 Archil fr.120 W.

18  AsIhave argued in Nagy (1990b), especially in Chapters 1 and 12, the medium of Archilo-
chus was originally undifferentiated lyric, that is, it was sung and danced, but it evolved
eventually into differentiated non-lyric recitative.

19  Arist. Poet.1449a9-11.
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performed in honor of the god Dionysus, while the poet’s mind is thunder-
struck with wine. The meter of Archilochus fr. 120 W is trochaic tetrameter
catalectic. According to Aristotle the meter of dialogue in early tragedy, before
it was replaced by iambic trimeter, was this same meter, trochaic tetrameter
catalectic.2® What Aristotle says about the evolution of comedy and tragedy
implies that he thought that Archilochus was a typical exarchon of dithyramb,
which Aristotle understood as characterized by trochaic tetrameter catalectic,
typical of both comedy and tragedy.

From the testimony of the Mnesiepes inscription (Archilochus T 4 Tarditi),
we learn of a traditional myth, native to the island of Paros, that represented
Archilochus as a chorus teacher of his community (T4 11116-57). I propose to
consider how this myth, preserved in the context of the poet’s hero cult in Paros,
dramatizes the social function of Archilochean poetry in the civic life of the
polis.

In the wording of the Mnesiepes inscription, it can be argued, we are wit-
nessing a cognate of the source of Aristotle Poetics 1449a and 1448bz23, who
considered Archilochus an exponent of primitive blame poetry. I summarize
here the relevant story as retold in the Mnesiepes inscription, Archilochus
T4 111 16-57 Tarditi. The story has it that Archilochus improvises ([adto]|oxe-
diao|...] 19—20) a composition, which he teaches (313d¢Eavta 22) to some of the
citizens of Paros.?! From the standpoint of the narrative, Archilochus seems to
be represented here as a ‘chorus teacher’. The Mnesiepes inscription then pro-
ceeds to quote the words of the composition (fr. 251 W = 219 Tarditi): the text is
fragmentary, but we can see clearly that Dionysus figures prominently (251.1),
in the context of the epithet Oipholios (251.5), a derivative of the obscene verb
oipho ‘have intercourse [male subject]’. The polis finds this composition ‘too
iambic’ (lapfucwtepo[...] Mnesiepes inscription T4 111 38). Archilochus is put
on trial (év el xpioet T4 111 42) and apparently condemned. But then the polis is
afflicted with a plague that affects the genitalia (42—44). Emissaries of the polis
consult Delphi (45-46), and the Oracle tells them that the plague will not abate
until the polis honors Archilochus (47-50). The connection here of Archilochus
with Dionysus and the notion of Oipholios institutionalizes the ‘iambic’ com-
position of Archilochus. I should stress the explicit testimony of the Mnesiepes
inscription concerning the practice of worshipping various gods, along with the

20  Arist. Poet. 1449a22 and following.

21 Inote here the context of puvnoxoy[...] ‘remember’ at line 52, which seems to be perti-
nent to the concept of Mnésiepés ‘he who remembers the words [as in epos ‘word’]" See
Nagy (1979) 304 § 4 n. 3 and Nagy (1990b) 363—364 n. 133.
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cult hero Archilochus, in the sacred precinct of Archilochus, the Archilocheion
(T 4 111419 Tarditi): among the gods listed (1-13), Dionysus is accorded a posi-
tion of particular prominence (10).

The narrative pattern of the story of Archilochus and the punishment of the
Parians is typical of aetiologies concerning the founding of a hero cult: (1) some
hero is dishonored, sometimes even killed, by a community; (2) the community
is then beset by some plague; and (3) the Oracle is consulted and prescribes the
hero cult of the given hero as the remedy. In such aetiologies the well-being of
the community, as threatened by the plague, is visualized as fertility of crops
and inhabitants alike—a fertility that is then restored and guaranteed to con-
tinue through the proper maintenance of the hero cult.2? In the Archilochus
story as well, the fertility of the polis is connected in general with the hero cult
of Archilochus, which is after all the context for the telling of the story, and in
particular with the institutionalization of Archilochus as ‘chorus teacher’ Here
we have the nucleus of the civic function of Archilochean poetry, in that the
chorus is the traditional medium for the self-expression of the polis.23

The theme of fertility, then, is explicit in the story of Archilochus in his styl-
ized role as chorus teacher, which is connected with the cult of Dionysus (cf.
T 4 1110 Tarditi and fr. 251 W; also fr. 120 W).

According to what we read in the text of the Mnesiepes inscription, the poet
Archilochus was worshipped as a cult hero within an enclosure that was named
the Archilocheion, as we see at line 17 of the text as I translate it here:

1 To Mnesiepes did the god [Apollo] make the oracular declaration that it
is more propitious and just plain better if

2 inthe precinct [temenos] that he [= Mnesiepes] is constructing he [=
Mnesiepes] sets up [participle of hidryein]

3 analtar and makes sacrifice [participle of thyein] on it to the Muses and
to Apollo

4  the Mousagetes and to Mnemosyne. And that he make sacrifice [infini-
tive of thyein] (and perform correctly the sacred acts [infinitive of
kallhiereuein))

5 to Zeus Hyperdexios, to Athena Hyperdexia,

to Poseidon Asphaleios, to Heracles, to Artemis Eukleia.

7 (And) that he organize a delegation [infinitive of pempein] to go to Del-
phi and offer there to Apollo a sacrifice for well-being. [ paragraphe
mark here]

22 Examples for fertility of crops: Paus. 6.1 6-8; for fertility of humans: Paus. 2.3.6—7.
23 Nagy (1990b) 141-142, 144, 363—364. Cf. Stehle (1997) 26—70.
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8  ToMnesiepes did the god [Apollo] make the oracular declaration that it
is more propitious and just plain better if

9  inthe precinct [temenos] that he [= Mnesiepes] is constructing he [=
Mnesiepes] sets up [participle of hidryein]

10 an altar and makes sacrifice [participle of thyein] on it to Dionysus and
to the Nymphs

n  and to the Horae. And that he make sacrifice [infinitive of thyein] (and
perform correctly the sacred acts [infinitive of kallhiereuein]) to
Apollo

12 Prostaterios, to Poseidon Asphaleios, to Heracles.

13 (And) that he organize a delegation [infinitive of pempein] to go to Del-
phi and offer there to Apollo a sacrifice for well-being. [ paragraphe
mark here]

14 To Mnesiepes did the god [Apollo] make the oracular declaration that it
is more propitious and just plain better if

15 he [= Mnesiepes] honors [participle of timdn] Archilochus the poet, in
accordance with the intent (of the god).

16 And, in the light of this oracular declaration of Apollo,

17 we call this place [topos] the Archilocheion and we have set up [indica-
tive perfect of Aidryein] the relevant altars

18 and we make sacrifice [indicative present of thyein] both to the gods
and to Archilochus and

19 we honor [indicative present of timdn] him in accordance with what
the god declared to us.

20  Now, concerning what we wanted to put on record in writing, the fol-
lowing are the things that have been

21 handed down to us by the ancients and that we have made our concern.

22 For they say that Archilochus,

23 when he was still a young man, ...

Mnesiepes inscription, column 11, 1-23

This enclosure, called a temenos or ‘sacred precinct’ at lines 2 and o, is also a
sacred space for gods, and these gods receive the sacrifices of their worship-
pers on two bomoi ‘altars’. Sharing one of the two altars are Apollo Mousagetes,
the Muses, and their mother, the goddess Mnemosyne, lines 3—4. After that,
at lines 4—7, we read that these other gods also receive sacrifice: Zeus Hyper-
dexios, Athena Hyperdexia, Poseidon Asphaleios, Heracles, Artemis Eukleia.
And then there is a second altar, to be shared by Dionysus, the Nymphs, and
the Horae (‘Seasons’), lines 10—11. After that, at lines 11-12, we read that these
other gods also receive sacrifice: Apollo Prostaterios, Poseidon Asphaleios, Her-
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acles. Finally, in the context of the reference to the entire enclosure as the
Archilocheion, at line 17, it is prescribed at lines 17-19 that worshippers are
to offer sacrifice on the two altars not only to the gods named but also to
Archilochus, described as ‘the poet [ poéétes]’ atline 15. I note with special inter-
est that the verb thyein ‘sacrifice to’ applies not only to the gods as recipients of
sacrifice, lines 3, 4, 10, 11, 18, but also to Archilochus himself, line 18.

I also draw attention to the fact that the entire enclosure within which
Archilochus is worshipped here as a cult hero is a sacred space that is shared
by a variety of gods who are worshipped in the context of the hero cult.

Having argued in general that the sacred space where Archilochus was wor-
shipped as a cult hero is essential for understanding his traditional role as a
poet, I now turn to a point of comparison involving another sacred space where
another figure was worshipped as a cult hero. This hero was not a poet, but the
information we have about his sacred space is directly comparable to the infor-
mation I have already surveyed about the sacred space of Archilochus.

Our source is a passage in Pausanias where our traveler describes a precinct
in the city of Troezen that is sacred to Hippolytus, who is worshipped there as
the city’s primary cult hero. Before I quote my literal translation of the relevant
passage, I emphasize already here the fact that the peribolos or ‘enclosure’ of
Hippolytus, as mentioned by Pausanias at 2.32.2, is described already at 2.32.1
as the temenos or ‘sacred precinct’ of Hippolytus. Keeping this fact in mind, let
us now consider the relevant passage:

To Hippolytus, the son of Theseus, is dedicated a very famous precinct
[temenos], in which is a temple [naos] with an ancient [archaion] statue
[agalma]. Diomedes, they say, made [poiein] these, and, further, he was
the first to sacrifice [¢thyein] to Hippolytus. The people of Troezen have a
priest [Aiereus] of Hippolytus, and he is consecrated [hierasthai] [to Hip-
polytus] for life. Also, it is an established practice for them to have annual
sacrifices [thysiai] performed [for Hippolytus]. In addition [to this ritual
practice performed for Hippolytus] they have another one. They perform-
a-ritual [dran] that is as follows. Every girl before marriage cuts off for
him [= Hippolytus] a lock [plokamos] of her hair and, having cut it off,
she brings it, in an act of bringing-in-procession [pherein], to his temple
[rnaos] and dedicates it. They [= the people of Troezen] are unwilling to
accept that he died, dragged to death by his horses, and they do not show
[apophainein] his tomb [taphos], though they know where it is. But they
customarily-think [nomizein] that the one who is called the Charioteer [=
Auriga = héniochos] in the sky, this one [houtos], is that one [ekeinos], the
Hippolytus who receives this honor [timé] from the gods.
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Within this enclosure [peribolos] [of Hippolytus] is a temple [naos] of
Apollo Epibaterios [‘boarding (the ship)’], a dedication of Diomedes for
having weathered the storm that came upon the Greeks as they were
returning from Troy. They say that Diomedes was also the first to hold the
Pythian Contest [agon] in honor of Apollo. Of Damia and Auxesia (for the
people of Troezen, too, share in their worship) they do not tell [legein] the
same story [logos] as do the people of Epidauros and of Aegina, but they
say that they were maidens [ parthenoi] who came from Crete. When fac-
tionalism [stasis] broke out everywhere in the city, even these girls, they
say, were stoned to death by an opposing faction and they [= the people of
Troezen] celebrate [agein] a festival [heorté] for their sake, calling it the
Lithobolia [‘throwing of stones’].

In the other part of the enclosure [peribolos] is a race-course [stadion]
named after Hippolytus, and looming over it is a temple [raos] of Aph-
rodite [invoked by way of the epithet] Kataskopia [‘looking down from
above’]. Here is the reason [for the epithet]: it was at this very spot, when-
ever Hippolytus was exercising-naked [ gymnazesthai], that she, feeling-
an-erotic-passion-for [erdn] him, used to gaze away [apo-blepein] at him
from above, Phaedra did. A myrtle-bush [mursineé] still grows here, and
its leaves—as I wrote at an earlier point—have holes punched into them.
Whenever Phaedra was-feeling-there-was-no-way-out [aporein] and
could find no relief for her erotic-passion [eros], she would take it out on
the leaves of this myrtle-bush, wantonly injuring them.

There is also the tomb [taphos] of Phaedra, not far from the tomb [mne-
ma] of Hippolytus, which is a piled-up tumulus near the myrtle-bush
[myrsine].

PAUSANIAS 2.32.1-4

As we see from this passage, the temenos or ‘sacred precinct’ of Hippolytus con-
tains not only a naos ‘temple’ that is sacred to him but also a naos that is sacred
to Apollo and, even more interesting, a naos that is sacred to Aphrodite, who is
given an epithet that evokes the myth about the love of Phaedra for Hippoly-
tus.24 But I save for last here the most interesting detail of them all, from the

standpoint of my argumentation: also contained by the sacred space of Hip-
polytus is the tomb of Phaedra herself.

24

I give further commentary in Nagy (2013) Hour 20. On the epithet of Aphrodite, Kataskopia
‘she who looks down from above), see Nagy (21-06-2018).
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The presence of a tomb for the suicidal Phaedra within the temenos or
‘sacred’ precinct of Hippolytus is an indication of hero cult.?® And, as I argue in
another essay, the tomb of Phaedra is comparable to the tomb of the suicidal
daughters of Lycambes as signaled in a fragmentary poem preserved in Dublin
Papyrus193a, dated to the late third century BCE, and in a poem by Dioscorides,
likewise dated to the third century BCE, in the Greek Anthology (7.351).26 Laura
Swift, in a most perceptive analysis of these and other sources,?” quotes a telling
summary, formulated by Martin West, of the underlying story: ‘A match was
arranged between Archilochus and one of Lycambes’ daughters, Neoboule. But
Lycambes afterwards broke it off, whereupon Archilochus abused him and his
two daughters in such fierce iambi that they (the daughters only, in the earlier
sources) hanged themselves for shame. He claimed that he had met the girls
in the precinct of Hera and that they had indulged in a sexual orgy or orgies
together, the details of which were described with the most indecent explicit-
ness’.28

About the daughters of Lycambes I will say only this much more for now: the
references to these two doomed girls in the so-called First Cologne Epode of
Archilochus do in fact signal erotic activity within a sacred space.?? In another
essay,3? however, I argue that this activity is not simply an act of desecration,
as Laura Swift describes it.3! Rather, it is also an act of sacralization, sanctioned
within a space that is sacred to the goddess Hera. I should add that I do agree
with Swift when she points to this goddess as a model for the poetics of seduc-
tion, and we do see such poetics at work in the celebrated erotic scene of lliad
14 where Hera seduces Zeus as if these two divinities were young lovers, not a
mature married couple, but I disagree with her view that this seduction scene
is some kind of epic model for the ‘lyric’ scene of seduction as narrated in the
Cologne Epode. In making my own argument about Hera as a model for the
poetics of seduction in ‘lyric’ traditions, I draw on the insights of the anthro-
pologist Julian Pitt-Rivers in his study of ‘women and sanctuary’, who analyzes
examples of ‘ritual inversion’ within various kinds of ‘social order’3?

That said, I can now focus on comparing the sacred space of the Archilo-
cheion, called a temenos in the Mnesiepes Insription, with that sacred space

25  Again, Nagy (June 21, 2018).

26  Nagy (July 7, 2018).

27 Swift (2015).

28  West (1974) 26.

29  Archil. fr. i96a W.

30  Nagy (July 7, 2018).

31 Swift (2015). Swift (2019) has now produced a new commentary on Archilochus.
32 Pitt-Rivers (1970) 873.
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in Troezen, called a temenos by Pausanias, where Phaedra is worshipped along
with Hippolytus in their joint function as cult heroes of that locale. As I have
argued elsewhere, this joint function of Hippolytus and Phaedra as cult heroes
whose bodies lie hidden within that sacred space, as Pausanias notes in pass-
ing, comes to life in ritualized choral performance by the local girls of Troezen
in the context of their initiation into womanhood.33 Pausanias never gets to say
that, but Euripides, so many years earlier, not only says it: he turns the song of
these girls into his own songs in his own theatrical creation, the tragedy titled
Hippolytus, where the choral experience of the female singers and dancers of
Troezen becomes an experience of civic education for the male chorus who re-
enact, in the Athenian State Theater, the troubled thoughts of female initiands,
girls from a distant place who re-enact in their song and dance a love from a dis-
tant time—but who may be in fact the singing and dancing girls of Troezen in
the here-and-now of Euripides.

I am about to quote the relevant text in the Hippolytus of Euripides. The
words in this text are spoken by the goddess Artemis, who foretells a ritual of
female initiation that will be established in the post-heroic future by the peo-
ple of Troezen. The goddess reveals how this ritual will re-enact the myth about
the unrequited love of Phaedra for Hippolytus. Artemis makes this revelation
to Hippolytus himself, appearing to him in an epiphany and speaking directly
to the hero, who at this moment is experiencing his final agonies of dying from
the horrific injuries he sustained in a spectacular crash of his speeding char-
iot. Here, then, are the words spoken by the goddess, followed by my working
translation:3+

ool §’, & Tohaimwp’, dvtl TOVSE TAV xax&Y
TIud peylotog év méet Tpolyvia

Scow: wbpat yap dluyes Youwy Tdpog
wbpag xepodvtal got, S’ aidvog paxpod
TéVOY péytata dopwy xopTOUpEVEY:

det 3¢ povaomolds € o€ mapBévew

EaTOll MEPLUVQL, XOUX GVWVVOG TIETWY

gpwg 6 Paidpag & ot arynbyoeTal.

To you, poor sufferer, in compensation for these bad things that have
happened to you here,

33 Nagy 2021.
34  Nagy (2013) 20§ 35 (p. 480 of ed. 2, Nagy [2020]).
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the greatest honors [timai] in the city [polis] of Troezen

I will give to you: unwed girls before they get married

will cut off their hair for you, and throughout the length of time [aion]

you will harvest the very great sorrows [ penthos plural] of their tears.

And for all time there will be a thought [merimna] that comes along
with the songmaking directed at you by virgin girls,

and it will be a troubled thought. The story and the names will not fall
aside unremembered

—the story of the passionate-love [eros] of Phaedra for you. No, it will
never be passed over in silence.

EURIPIDES Hippolytus 1423-1430

But how are we to imagine what I described as the troubled thoughts of girls
in Troezen, back in the time of Euripides, in the late fifth century BCE, who
are about to be initiated into womanhood? In an earlier essay, I interpreted the
choral singing and dancing of these girls as ‘a sad love song’3% Or, to say it in
the words of Euripides in his Hippolytus, the song of these girls is ‘a troubled
thought that comes along with songmaking’ (povgomotds ... uéptva 1428-1429).
The Greek word that I translate here as ‘a troubled thought’ is merimna, which
means literally a ‘care’ or a ‘concern’. A merimna, in other words, is what you
have on your mind. In a song of Bacchylides (19.11), the same noun merimna
can even refer to the thought-processes of the poet himself as he is pictured
in the act of composing his song. I think that the troubled thoughts of Euripi-
des are in this case musically channeling, as it were, the personal anxieties of
long-forgotten female initiands in the distant past.

As 1 bring this essay to a close, I circle back from the case of Hippolytus as
cult hero—back to the case of that other cult hero, Archilochus. The hero cult
of this poet, as documented in the Mnesiepes inscription, is described in that
text as a potential context for choral performances at Paros, just as the hero
cult of Hippolytus—paired with Phaedra—was the context for choral perfor-
mances at Troezen. But I see a difference at Paros. The choral lyric songs that
Archilochus had reportedly taught the people of his native Paros to sing and
dance once upon a time—so the story is told in the Mnesiepes inscription—
do not seem to be really “choral” any more in the era when the inscription
was commissioned. And there is some doubt whether there was even any “lyric
song” to be sung at Paros any more—in the sense of songs that a singer would
sing while self-accompanied on a lyre of some kind. It seems more likely that

35  Nagy 2016b.
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the “songs” of Archilochus were by now simply a matter of poetry, in the sense
of “recitative” with reduced melody. Such recited poetry could still imitate the
lyricism of song-and-dance, yes, but perhaps it was no longer a matter of “song”
as we understand song. I have in mind here the wording of Archilochean poetry,
already cited, that was composed in a meter known as the trochaic tetrameter
catalectic. And the same can be said about Archilochean poetry composed in
iambic trimeter. Only in the case of poetry composed in elegiac couplets can I
imagine musical accompaniment, by way of the aulos, but, even in this case, the
possibility of choral performance seems remote. So, in the era of the Mnesiepes
inscription, the sacred space in Paros where Archilochus was worshipped as a
cult hero can be considered a frame for lyric occasions only in a stylized sense.
By contrast, the sacred space of Hippolytus in Troezen may well have been the
context for full-blown performances of choral song—back in the earlier era
of Euripides, who must have imitated such a medium in composing and then
directing the choral songs of his Hippolytus.



CHAPTER 6

Between Delphi and Delos: Paros and Apollo from
Archilochus to Pindar

Cecilia Nobili

In this contribution,! I will try to elucidate the relationship between the island
of Paros and the Apolline sanctuaries of Delos and Delphi through the lens of
lyric poetry, especially Archilochus and Pindar. Apollo, in fact, represents an
important god in the pantheon of Paros, as Archilochus’ poetry first demon-
strates; the Mnesiepes inscription also testifies to a sort of exclusive protection
of the poet by Pythian Apollo. In fact, in the age of Archilochus, the Parians
looked for the protection of Pythian Apollo, instead of Delian Apollo. Such a
preference must be probably explained in the light of Paros’ colonizing effort
in the seventh century (patronized by the oracle of Delphi) and by rival Naxos’
influence over Delos in the same period (as the erection of the oikos of the Nax-
ians testifies).

However, things changed at the end of the sixth century because the Parian
presence at Delos became more relevant, and a Delion was erected on Paros.
Such a new orientation of Parian cult towards Delos is testified to by Pindar’s
paean for the Parians (fr. 140a M.), which draws on local traditions in order to
reshape Parian history in the light of the new Delian hegemony.

1 Archilochus and Pythian Apollo

The god of Delphi shows an undisputable and unusual predilection for the
poet Archilochus. The story begins when his father Telesicles, around 680 BCE,
received the following response from the Delphic oracle:

1 Iwish to thank Lucia Athanassaki and André Lardinois for organizing an amazing conference
on the spectacular island of Spetses, and I am grateful to them and the participants for the
useful comments and suggestions; in particular, I wish to thank Giambattista D’Alessio for
reading and commenting on an earlier version of this paper.
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ryyethov Iapiotg TeAeaiihees g oe xeEAEDW
wow év Heply xtilewv eddeleov datv.

Announce to the Parians, Telesicles, that I bid you
to found a conspicuous city in the island of Eeria.2

We do not know the reason why Telesicles was sent to Delphi, but what is clear
is that the oracle designates Telesicles as oikist of Thasos and commands him
to announce to his fellow citizens the order to found the colony of Thasos.3
While no safe grounds confirm the authenticity of this oracle, Archilochus’
family certainly played an important role in the foundation of Thasos, as his
poetry also shows,* and had an early and stable contact with Delphi.? Although
Archilochus’ biography was rewritten in later times in order to emphasize
Apollo’s protection of the poet,® several elements may possibly be traced back
to his life and poetry. This is what the Mnesiepes inscription suggests, whose
content is now generally considered to be actually based on material dating
back to the archaic age and, possibly, to Archilochus’ poetry.” According to
the inscription, Telesicles interrogated the oracle again, and later more oracles
were delivered to the inhabitants of Paros. The oracles elected Archilochus as
the leading poet of the island and made him the object of a hero cult.®

The first oracle mentioned by the inscription concerns the encounter Archi-
lochus had with the Muses,® and declares that the poet was going to become

2 Transmitted by Oenomaus of Gadara (fr. xv1 37-38 Hammerstaedt apud Eus. PE 6, 7, 8 314
Mras = Test. 116 Tarditi) and Stephanus of Byzantium (s.v. ©doog = Test. 167 Tarditi). See Parke-
Wormell (1956) 11 230.

3 On the problems connected with a correct interpretation of the oracle and the possibility
that Telesicles was indeed the oikist of Thasos, see Pouilloux (1954) 24-27, and (1964); Gra-
ham (1978) 75-80; Malkin (1987) 56—6o0.

4 Critias DK6 B 44 (from Ael. V.H. 10.13); Strabo 10.487. See Graham (1978) 72—-86; Lanzillotta
(1987) 58—71; Berranger (1992) 170-184; Aloni (2009b); Marcaccini (2001).

5 Pausanias (10.28.3) refers to the fact that the painter Polygnotus of Thasos depicted in the

lesche of the Cnidians at Delphi a Nekya, where—among others—Archilochus’ grandfather,

Tellis, appeared with the priestess of Demeter Cleoboea. She is referred to as the one who

brought the rites of Demeter from Paros to Thasos, so both of them may have been among

the founders of the colony. See Ornaghi (2009) 183—205.

In this regard, see Giuseppetti (2022).

Corréa (2008); Swift (2019) 260—261.

8 Podlecki (1974); Lanzillotta (1987) 34—47; Marcaccini (2001) 62—93; Clay (2004) 24—26; Swift
(2019) 2—7.

9 Mnesiepes inscription, E;, col. 11, 1l. 40-55. On this episode see Brillante (1990); Ornaghi
(2009), 133-155; Aloni (2om1); Swift (2019) 2—6.
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immortal and famous, thus establishing the protection of Apollo over the poet
and his work.1° Two more oracles concerning Archilochus are mentioned in the
inscription: the first one reports that when Archilochus was killed by a Nax-
ian, named Calondas, the god of Delphi ordered a punishment for his killer;
the second one, in the third century BCE, gave enthusiastic approval to Mne-
siepes’ idea of building an Archilocheion devoted to the cult of the poet. There
he was honored and received sacrifices together with Apollo, the Muses, and
Mnemosyne.!! In sum, we can say that, according to tradition, the whole life of
Archilochus, until his post-mortem cult, was protected by the oracle and by the
god of Delphi.

A few fragments from Archilochus’ literary production seem to confirm that
the poet reciprocated Apollo’s favor by composing a poem (fr. 121 = Athenaeus
5.180d—e), where he presented himself as a performer of paeans:

atdg Edipxwy Tpds adddv Aéoflov marova.

I myself taking the lead in the Lesbian paean to the aulos’ accompani-
ment.

Although this fragment is still quite obscure (why is the paean called ‘Lesbian,
oris the adjective better connected to the auloi, i.e. ‘Lesbian auloi'?),'2 it reflects
the image of Archilochus as a public poet, engaged in celebrating the local gods
on behalf of his fellow citizens. The same image also emerges from the scanty
fragments of his public and possibly choral songs in honor of other Parian gods,
like the dithyramb for Dionysus or the ode to Demeter.* No wonder that he also
performed a paean for Apollo, a god who played such an important role in his
own life and in the history of Paros and Thasos.

Another fragment that may reveal a special connection between Archilo-
chus and Apollo is fr. 26.5-7, a few iambic verses preserved by Macrobius (Sat-
urnalia 1.17.9-10) and by POxy. 2310 (fr. 1), where Archilochus vehemently asks
Apollo to ruin his enemies and, presumably, to favor him and his comrades,
playing with the false etymology of the name Apollo as deriving from the verb
M4

10 Mnesiepes Inscript. E; col. 111, 12—44. See Clay (2004) 16—23.
11 On Archilochus’ cult in Paros, see Clay (2004).

12 See Corréa (2009); Swift (2019), 306—307.

13 Grandolini (2001); Aloni (2009b).

14  Forsimilar instances, see Arch. frs. 6,126 W2,
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@vak "AToA Aoy, xal ab Tovg pév ailtioug
TRAVE | xal apag M damep OMUELS
Nuéag 8¢ .|

Oh Lord Apollo, ruin the guilty ones and destroy them, as you know how
to destroy, but to us ...

2 Seventh Century BCE: Paros and Delphi

However, the safest evidence in support of an actual relationship between
Archilochus and the god of Delphi derives from the historical and archaeo-
logical context which characterizes his hometown Paros. The favor accorded
by Pythian Apollo to Archilochus illustrates the close relationship between
the island and the Delphic sanctuary in the seventh century BCE and repre-
sents a good starting point to investigate the political and religious connections
between the Cycladic island and the major Apolline sanctuaries, namely Del-
phi and Delos.

Paros’ interest in Delphi can easily be explained in the light of her involve-
ment in the colonization of Thasos. As is well known, the Delphic sanctuary
played a leading role in the promotion of the colonial movement and Paros’
conquest of Thasos is no exception in this regard.!® The Parians’ first contact
with the oracle, in fact, establishes Telesicles as oikistes of Thasos, and even if
one dismisses Oenomaus’ version of the oracle,'¢ it is undisputable that Pythian
Apollo was the most important god venerated in Thasos, together with Athena
Poliouchos. The Pythion of Thasos was located on a terrace of the acropolis, and
although the remnants of the temple now excavated date to fifth century BCE,
there are safe grounds to assume that it replaced an older and smaller temple,
installed by the Parian colonists as a form of thanksgiving to the god who had
encouraged the expedition.!”

Paros’ connection with Delphi is not unique among the Aegean islands: the
best parallel is that of Siphnos, which in the sixth century BCE commissioned
the erection of the great treasury of the Siphnians at Delphi, to testify to the
power and wealth of the small island and its regular frequentation of the sanc-

15  Malkin (1987) 56—60; Londey (1990); Dougherty (1993); Detienne (1998) 85-134; Donnellan
(2015); see also Graham (1978); Pouilloux (1954) 24—27.

16  Seeaboven. 3.

17  See Pouilloux (1954) 27-28, 116; Grandjean and Salviat (2000) 109-112. Thasos was not
Paros’ only colony: see Berranger (1992) 162—170.
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tuary. As Neer has demonstrated, such a great expenditure was promoted by
only one group of the citizens, namely the aristocracy, which looked at Del-
phi, an Alcmaeonid enclave, as a sort of aristocratic zone of influence, against
the increasing power of the Athenian and popular forces sponsored by Pisis-
tratus.!® A similar political organization must be posited for Paros, too, where
an oligarchy, enriched by the revenues deriving from the marble quarries and
silver mines, ruled over the island until the fifth century BCE, when the Athe-
nian influence established the democracy. A part of the frieze of the Siphnian
treasury has been attributed to a Parian sculptor, and several other monuments
erected in Delphi in the sixth century BCE, including the facade of the temple
of the Alcmaeonids, were made of Parian marble.!® This confirms that Parian
artists and artisans visited the sanctuary of Delphi at this time.

Even Naxos, which was the main sponsor of the embellishment of the Delian
sanctuary in the seventh century BCE, received colonial sponsorship from the
oracle of Delphi. The sanctuary had promoted the colonization of Naxos in
Sicily by a mixed contingent of Chalcidians from Euboea and Cycladic Nax-
ians, under the command of the Chalcidian Theocles.?? When they disem-
barked, they erected an altar in honor of Apollo Archegetes, who had led the
expedition; Appian adds that next to the altar there was a statuette of Apollo
Archegetes erected by the Naxians.?!

Sanctuaries devoted to Pythian Apollo were also erected on some Aegean
islands, including Ceos, Thera, and Paros itself.22 The Pythion of Paros has been
identified with a sixth-century BCE sanctuary dedicated to Apollo and located
on a terrace overlooking the sea a few kilometers south of Paroikia.?3 It may be
argued that even in Paros, as in Siphnos, the cult of Pythian Apollo was con-
nected with the aristocracy of the island, and particularly with families, like
that of Archilochus, who had been involved in the most ancient history of the
island and the colonization of Thasos.

18  Neer (2001).

19  Berranger (1992) 254—256.

20  Thuc. 6.3.1. See also Steph. Byz. s.v. XaAxi. See Malkin (2011) 97-118; Donnellan (2015).
Guarducci (1996) argues that the sponsor was Delian Apollo, but this might be due to a
possible reshape of the story in the classical age in order to emphasize Delian Apollo’s
involvement, as testified by Pind. fr. 140a M. (see below). Furthermore, any source attest-
ing the existence of an oracle in Delos must be rejected (see Bruneau [1970] 142—-161).

21 App. B Civ. 512.109.

22 See Angliker (2017) 33-34.

23 Schuller (1982); Berranger (1992) 97-103; Daifa, Angliker, Kourayos, and Tully (2018) 143;
Angliker (2022), 250—251. Melfi (2002) suggests that an older temple dedicated to Apollo
(not necessarily the Pythian one) was later replaced by a cult site dedicated to Asclepius.
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But what about Delos? What were the connections between Paros and the
major Ionic sanctuary of the Aegean Sea, located at a close distance and vis-
ible from its peaks? Delian Apollo apparently finds no place in the poetry of
Archilochus or in the anecdotal tradition surrounding him.2# This should not
come as a surprise, considering that at that time Delos was a sort of Naxian
enclave and was dominated by Paros’ most hated enemy. In the course of the
seventh century, the Naxians embellished the sanctuary of Apollo with build-
ings and monuments, such as the oikos of the Naxians (a sort of treasury or
hestiatorion which included a nine-meter-tall kouros), the stoa, and the Terrace
of the Lions; in addition, a great number of offerings are inscribed in the Nax-
ian alphabet, which testifies to a deep penetration of the Naxians into the life
of the sanctuary.2> On the contrary, there is no significant archaeological evi-
dence of Paros’ presence at Delos until the mid-sixth century BCE. Until that
time, the Parians seem to be orientated northward, attracted by the mines and
the fertile lands of Thasos, under the protection of Pythian Apollo.

At that time the Ionian world, which had elected the sanctuary of Delos
as its meeting point, was far from the Parian horizon, as the mythology con-
nected to the island also demonstrates. Although Paros had a political and
commercial alliance with Miletus,?6 there is no trace of the Ionian myths con-
nected with the Neleids, who left Pylos and colonized the coasts of Asia, passing
through Athens and various islands, such as Naxos. The main Parian hero is
Dorian Heracles, who liberated the island from the domination of the sons of
Minos and the local nymph Pareia;?” Heracles also established a new form of
government, and gave the Parians possession over Thasos. Heracles similarly
appears in some of Archilochus’ scanty references to the mythical heritage: his
son, Telephus, is the protagonist of the recently discovered elegy (POxy. 4708 =
fr. 17a—h Swift), and the name of the hero, according to some scholars, arguably
appears in the last lines of the preserved fragment;?® the encounter between
Nessos and Deianeira was possibly the topic of a narrative elegy on the deeds
of Heracles;?? and finally, Archilochus was credited with being the inventor of
the tenella kallinike, an epinician song dedicated to Heracles and performed

24  Anepigram by Theocritus (21.1—4) seems to imply a sort of favor granted by Delian Apollo
to Archilochus, but such an association is probably invented by the Hellenistic poet on a
geographical basis.

25  Bruneauand Ducat (1965) 39—43, 77—82; Constantakopoulou (2007) 42—46; Angliker (2017)
29-3L

26  Berranger (1992) 203—216, 312—315.

27  [Apollod.] 2.5.9. See Aloni (2009b); Aloni and Iannucci (2007) 213—226.

28  See Nobili (2009); Bowie (2017); Swift (2019) 240.

29  Arch. frs. 286-288 W. See Bowie (2003).
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at Olympia in honor of the athletic victors.3? The mythical heritage of Paros
is thus connected first with Cretan Minos and then with Heracles, whose cult
and devotion were particularly rooted in Thasos.3! There he overlapped with
the Phoenician Melqart, and in his honor a great Heracleion was built, which
hosted festivals and celebrations.32 We cannot exclude that Heracles’ cult was
imported to Paros from Thasos, due to its ancient origins in the latter site, and
that Archilochus played a role in this transfer.

3 Sixth to Fifth Century BCE: Paros and Delos

Things gradually changed over the course of the sixth century BCE, when Paros
started being integrated with the Ionian world surrounding her. The archaeo-
logical evidence shows that the Parians began visiting the sanctuary of Delos
and attending the Apolline celebrations: several kouroi manufactured by Par-
ian workshops have been excavated in the sanctuary which date back to the
second half of the sixth century BCE. The remnants of a building which has
been interpreted as an oikos of the Parians date from the same period and con-
firm a permanent presence of the Parians on the island and their attempt to
have a share in the Naxians’ control of the sanctuary.33 The strange hexagonal
decoration of this building has been connected to a relief found in Thasos and
suggests a Parian influence.34

Nonetheless, the beginning of Athenian control over Delos in the age of
Pisistratus (in 540 BCE he purified the island)—which was to continue in the
following years through Athens’ emerging role as the leader of the Ionians, and
result in the foundation of the Delian league in 475 BcCE—forced Paros to limit
her ambition over Delos and to invest more proficiently in sanctuaries on its
own island. The investment on local sanctuaries devoted to the cult of Delian
Apollo started at the beginning of the sixth century BCE, with the erection

30  Arch. fr. 324 W (= Schol. Pind. OL g.a). According to a scholion to Aristophanes’ Birds
(1764), the tenella narrated the fighting between Heracles and the Moliones and the insti-
tution of the Olympic games.

31 Papadopoulou (2018) also stresses the connections between Paros, Thasos, Heracles, and
Apollo, although her arguments are mainly based on a hypothetical priority of Delian
Apollo cult over the Pythian in both islands.

32 Hdt. 11 44.2; see Pouilloux (1954) 97-99, 352—370 and (1974); Bergquist (1973); Grandjean
and Salviat (2000) 142—145.

33  Constatakopoulou (2007) 46—47. The Naxians, however, continued to attend the sanctu-
ary and its festivals as Pindar’s Paean 12 for the Naxians in Delos shows.

34  Bruneau and Ducat (1965) 98-99.
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of a great extra urban sanctuary dedicated to the Apollo—Artemis couple on
the neighboring island of Despotiko.3% This small and uninhabited island, now
separated from modern Antiparos by a strait only a few meters wide, was in
ancient times connected to the mainland by an isthmus and its protected bay
represented a safe harbor for travelers and mariners. Recent excavation cam-
paigns conducted by the archaeologist Yannis Kourayos have brought to light
the remnants of a complex cultic site, articulated into several buildings and a
main temple, whose acme is dated to the period between the mid-sixth century
and the mid-fifth century BCE, when a sudden destruction seems to have put
an end to the life of the sanctuary. The findings attest that the main god ven-
erated there was Apollo, accompanied by his sister Artemis as on Delos, and
the presence of a big hestiatorion suggests that the sanctuary was intended to
house a mass of pilgrims. The number of buildings and storage rooms makes
it the second biggest sanctuary in the Cyclades after Delos. The materials used
for the construction show that the impulse and sponsorship came from Paros,
whose richness was in this period assured by the marble quarries located on the
island. However, the sanctuary was also attended by people, mainly mariners
and traders, coming from all corners of the Aegean Sea. The great expenditure
exhibited by Parian aristocrats in dedicating marble statues of kouroi reflects
the ideology of the ruling class and its attempt to stand out from the elites of
neighboring islands.3¢ Although no literary or documentary source attests to
the existence of this sanctuary, the archaeologists argue that it was built by the
Parians in competition with Naxos and Delos, in order to establish a local cult of
Delian Apollo which would attract visitors from all parts of the Aegean world,
as Delos had done.3”

In the same years, a monumental Delion was erected on Paros, on a hill
located north of Paroikia, facing towards Delos. The visual connection with
Delos and the presence of some dedications to Apollo Delios and Artemis Delia
confirm that this sanctuary was a Delion.38 The most ancient findings date back
to the eighth century BCE, testifying that some cults had been in existence
from the geometric epoch; nonetheless, its monumentalization, in overt imi-
tation of the Delian sanctuary, dates back to the mid-sixth century BCE. The

35  See Kourayos and Burns (2004); Daifa, Kourayos, Ohnesorg, and Papajanni (2012); Daifa
and Kourayos (2017); Angliker (2017) and (2022); Daifa, Angliker, Kourayos, and Tully
(2018); Daifa, Kourayos, and Sutton (2018).

36  Daifa and Kourayos (2017).

37  Forthe Delian characterization of Despotiko, see Papadopoulou (2010 and 2013); Angliker
(2022).

38  See Rubensohn (1962); Berranger (1992) 81-82; Angliker (2017); Daifa, Angliker, Kourayos,
and Tully (2018) 140-141, 148-150.
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cult focused on a couple of gods—Artemis and Apollo, as in Delos—but the
main deity, to whom the temple was dedicated and whose worship was prob-
ably more ancient, was Artemis. She was given a great Doric temple, erected
between the end of the sixth and the beginning of the fifth century BCE, with
a colossal statue inside it. The sanctuary was mainly visited by women, who
offered the goddess jewels, fibulae, statuettes and everyday objects.3° The altar
and the temenos were dedicated to Apollo, but he did not have a cult statue.
The lesser emphasis on Apollo in the Parian Delion may be due to the fact
that Apollo had other cult sites on the island: the Pythion and the extra-urban
sanctuary of Despotiko, where the dominant venerated deity was Apollo (not
Artemis), especially in connection with the trading and maritime dimension.*°

Nonetheless, in the fifth century BCE Despotiko was destroyed (possibly
by Miltiades in his punishing campaign against Paros, guilty of having sup-
ported the Persians during the Persian Wars*). The site was abandoned, and
the Delion remained the main Apolline sanctuary on the island.

The founding of this Delion was attributed to Heracles, who had liberated
the island from the Cretan oppressors represented by Minos’ sons. This is the
object of a 40-line Pindaric fragment (140a M.) preserved by POxy. 408 and
2442, and which D’Alessio has convincingly labeled as a paean for a chorus of
Parians in honor of Apollo.#? The text is highly fragmentary, so that any dis-
cussion relies on precarious interpretations of the preserved lines; however,
Rutherford’s reconstruction possibly detects some important points that are
in line with Parian contemporary history. In this paean, Pindar draws on local
traditions in order to reshape Parian history in the light of the new Delian cultic
hegemony.

IT]opiotg [eig AmdMwva (?)
[...]
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39  Daifa, Angliker, Kourayos, and Tully (2018) 148-150; Angliker (2022) 259—261.

40  Onthe differences between the cult of Delian Apollo on Paros and the Despotiko sanctu-
aries, see Angliker (2022).

41 Daifa and Kourayos (2017); Daifa, Kourayos, and Sutton (2018).

42 D'Alessio (1997) 44—45. See also Lucarini (2011). Lavecchia (1996b) advances the hypothesis
that the fragment belonged to the same poem as fr. 158 M.
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For the Parians

... They foresaw their fate ... then ... Heracles; ... (someone) coming on
a ship on the sea ... they fled ... superior to all in might ... he said (?)
... (Apollo) sent me to suppress the spirit of foolish people, often angry
at the arrogance of the people’s guest-killing king ...” And he obeyed the
leader of Delos and stopped shameless deeds ... Since, Far-shooter, the
sound of bright-sounding famous lyres reaches (?) you, remember that he
founded in the hollow of holy Paros an altar for the lord (Apollo) and the
honored Cronian father, striding over the neck of land, when he began
the appointed doom for Laomedon, a herald of it. For it was something
long proclaimed. He came to the three relatives ... head.*3

Rutherford reconstructs the narration thanks to Apollodorus’ account of the
story of Heracles on Paros, even though the two texts only partially coincide.+

43

44

Pindar, fr. 140a.20—42. The text and translation provided are by Rutherford (2001) 378-379,
who attempts a fuller reconstruction of the fragment in accordance with Apollodorus’
account.

Rutherford (2001) 380-382. See also Ferrari (1990b).
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Pindar’s story is apparently divided into two sections: the first one recounts
how Heracles came to Paros, obeying the order of Delian Apollo, and slew the
guest-killing king of the island and the sons of Minos (the expression ‘they fore-
saw their fate’ probably alludes to them; ll. 27-30 possibly constitute a direct
speech pronounced by Heracles himself to the inhabitants of Paros); then there
are a few connecting lines which contain a reference to the current perfor-
mance (‘the sound of bright-sounding famous lyres’) and the foundation of an
altar to Apollo and Zeus in the valleys of Paros; finally, the fragment ends with
the mention of Heracles’ journey across the Corinthian isthmus (he actually
came from Thrace, where he had killed the mares of Diomedes), and with an
allusion to his expedition to Troy to punish Laomedon. The fragment perhaps
continued either with the punishing of Laomedon or with the Parian story: for
we know that Heracles lifted the siege of Paros when the Parians agreed to give
him as hostages two of Androgeos’ sons, Minos’ grandsons.*3

This is not the only possible reconstruction: Lucarini, for example, discusses
Rutherford’s reconstruction of the fragment and argues that the evodaixtng
Baagiios is actually Cycnus, and that 1l. 20—-30 of the fragment refer to Hera-
cles’ killing of Cycnus.*6 Although some of Lucarini's hypotheses are attractive
(i.e. the iconographic comparison with some vases representing Cycnus’killing,
which include the presence of Apollo#7), the connection of this episode with
the founding of Apollo’s temple on Paros is lacking.48 For this reason, Ruther-
ford’s reconstruction, though uncertain in some points, still seems preferable.

The two myths of Paros and Laomedon thus emphasize Heracles’ justice in
punishing treacherous and unjust kings.#? In particular, the killing of Minos’
sons and of the king of Paros is presented as having been commanded by
Apollo, upset by the arrogance of the Parian rulers, who had killed two of Her-
acles’ companions, as they disembarked from the ship (&evoda[i]xta BagiAfiog).
The present song ([Bod ... A[t]yvopapdywy ... @opuiyywv) is thus an aetiofégical
homage to Apollo, who was honored By the Parians through the building of an
altar, in conjunction with Zeus. As we know, the altar of the Delion was actu-
ally dedicated to Apollo and the cult of Zeus Basileus is equally attested there;>°

45  [Apollod.] 2.5.9.

46 Lucarini (2011). Lavecchia (1996b) also advances the hypothesis that the fragment belong-
ed to the same poem as fr. 158 M.

47  Lucarini (2011) 6, based on Zardini (2009), 95—-96 and 103-104.

48  Lucarini (2011) 12 himself only advances the week hypothesis that the leitmotiv del nostro
frammento fosse laccostamento di alcune benemerenze di Eracle nei confronti di Apollo.

49  See Rutherford (2001) 380—382.

50  Rubensohn (1962) 44—45. Another temple of Zeus Hypatos existed on adjoining Mount
Kounados. See Daifa, Angliker, Kourayos, and Tully (2018) 150-151.
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Heracles was also venerated in the Delion as the founder of the altar,3! so that
Pindar’s references find confirmation in the religious practice.

As for the occasion for the performance of this paean, several possibilities
may be advanced: Rutherford and D’Alessio suggest a local celebration in the
Parian Delion, and a fleeting reference in Aristophanes’ Wasps (1. 1184) seems
to allude to some theoriai sent to Paros.52 Papadopoulou recently proposed the
sanctuary of Despotiko, since the mention of the isthmus at I. 37 might refer to
the neck of land that once connected Despotiko to Antiparos.>® A seal (dated
around 700 BCE) engraved in a votive deposit in the sanctuary shows a group
of dancers and might testify to the importance of musical and dancing cele-
brations at this site since early times.>* In both cases, we would have a poem
composed for Delian Apollo, but meant for an original performance in a local
sanctuary.

Kowalzig, on the other hand, advances the idea of a performance or reper-
formance in Delos, t00.5% In fact, the munificence that lies behind the com-
missioning of an ode to a famous poet may be understood as a display of
power before a Panhellenic audience; it could also be interpreted as a sign of
the renewed frequentation of Delos by the Parians, also confirmed by coeval
archaeological sources, and by their desire to emphasize the connection be-
tween the local Delion (either on Paros or on Despotiko) and the main Delian
sanctuary.

The praise of Delian Apollo in this ode reconciles the Parians with the Ionian
world they belong to. But can we really say that Delian Apollo has now sur-
passed Archilochus’ Pythian Apollo? The epithet by which Apollo is addressed

51 Rubensohn (1962) 45.

52 D'Alessio (1997) 44—45; Rutherford (2001) 382; see also Lavecchia (1996b). Rubensohn
(1962) 48—50 also argues that the Parian Thargelia was celebrated in the Delion and possi-
bly included some choral performances, as in Athens, on the basis of a corrupt fragment
of Archilochus (Arch. fr. 255 W2 = Hesych. s.v. @apynAia). An aulos has been found in the
votive deposit of the sanctuary and may have been a dedication made by an aulos player,
see Angliker (2018).

53  Papadopoulou (2010 and 2013) 410—415; Hestia was also venerated in the sanctuary with
the epithet of Isthmia. See also Constantakopoulou (2018) ix—x. D’Alessio revised his pre-
vious position and independently supported this idea in a seminar held in London in 2013.
However, the relationships between the newly discovered site of Despotiko and Delos still
need to be carefully investigated, so that any connection between the Pindaric fragment
and this sanctuary is, at the current state, immature (see also the perplexities raised by
Angliker [2022] 253).

54  See Angliker (2020), who also examines other ceramics representing dancing and musical
scenes found at Despotiko.

55  Kowalzig (2007b) 95-97.
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in this ode is indeed curious. At1. 30 he is named &pyoyéta te [A]dAov, thus con-
necting in a single formula two different qualities of the god: his being the lord
of Delos, the sanctuary that hosted the performance, and his role as Archegetes,
‘founder of colonies), the epithet by which the god of Delphi was venerated by
the colonists, who wished to pay homage to the god who had promoted their
mission.? This is also reflected by the recounted myth because Heracles’ action
on Paros is presented as an act of colonization and evokes the glorious coloniz-
ing past of the island. Pindar’s paean is thus a song composed for the god of
Delos, which also evokes the god of Delphi, who had played such an important
role in the history of Paros and was still perceived as a major deity at the time.5”

4 Fifth Century BCE: Paros and Athens

Of course, this was not the first time the Delian and Pythian aspects of Apollo
were joined together. As everyone knows, the Homeric Hymn to Apollo has
exactly the same goal and its composition must be understood in the context of
Polycrates’ policy of integration of the two cults.>® The same attempt was made
in the same years by Pisistratus, who in Athens adopted a policy of integration
between the cult of Pythian Apollo, traditionally connected with Athens and
its aristocratic families, starting from the Alcmaeonids, and the cult of Delian
Apollo, the god of the Ionian world, who was becoming an object of interest for
the growing maritime power of Athens.5? Pisistratus, arguably because of his
bad relationship with Delphi, also promoted the building of a Pythion, south-
east of the Acropolis, near the banks of the Ilissus,6? which included the cult

56  The title archegetes may be applied to all the oikists of colonies; nevertheless, when it
refers to Apollo, it normally implies Pythian Apollo, who encouraged the founding of new
colonies. In this is sense it is used by Pindar also in Pyth. 5.60 (see also Thuc. 6.3). See
Malkin (1987) 241—250; (2011) 97-118.

57  See also Pind. Pae. 2.96-98 (fr. 52b.96—98 M.), where Apollo is addressed as Pythian and
Delian. This poem is characterized by colonial traits, as Dougherty (1994) has shown. In
Pind. Pae. 5, Delian Apollo also plays an important colonial role in the Athenian history.

58  Burkert (1979b); Janko (1982); Aloni (1989); Papadopoulou (2014).

59  Aloni (1989) 57-61; Shapiro (1989) 48—52; Constatakopoulou (2007) 63—66; Papadopoulou
(2014). For some time Pisistratus himself was banned from Delphi, which was under the
protection of the Alcmaeonids, and turned to Delos for support. This is the reason behind
his purification of the island. Aloni (1989), 118-121, argues that the Homeric Hymn to Apollo
may have been reperformed by Cynaethus in Athens, possibly for the dedication of an
altar in the temple of Pythian Apollo in 522/521BCE.

60  See Travlos (1980%) 100-103; Shapiro (1989) 59—-60; Marchiandi (2011) 430-434.
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of both Pythian and Delian Apollo.%! The most important festival celebrated
in this shrine was the Thargelia, which featured musical contests similar to
those celebrated at Delos,52 and evoked the ritual of purification imposed on
the Athenians after the killing of Minos’ son Androgeos.53 A Pythion was also
installed by the Athenians at Delos, inside the sanctuary (located between the
Keraton and the Artemision) in the fourth century BCE. It looked like a typical
Athenian temple, with a frieze representing the deeds of Theseus.54

The integration of the cults of Pythian and Delian Apollo was thus promoted
on several occasions by Athens and we may wonder whether this aspect of
Pindar’s paean is due to Athenian influence. The relationship between Paros
and Athens is contradictory and oscillates between fierce opposition, fueled
by Paros’ great wealth and power, and unavoidable submission in the years of
the Delian league.

The first important contacts between Paros and Athens possibly occurred at
the time of Pisistratus, who started looking with interest at the Aegean world,
and whose contacts with Lygdamis of Naxos, Polycrates of Samos, and the sanc-
tuary of Delos are well known.5%> Around 499 BCE, Paros was for a short period
under the control of Naxos and this may have encouraged more contacts with
Athens.56 However, in the following years, even though the Athenian influence
and pressure on the Cycladic islands was becoming greater and greater, Paros’
fierce opposition to Athens is evident in the support given to the Persian army
during the Persian Wars.6” The Athenian reaction culminated in the unsuccess-
ful 26-day siege led by Miltiades in 490—489BCE,%8 a failure which confirmed
the island’s great wealth and power, and her capacity to resist Athenian control.
Nevertheless, a few years later the Parians adopted a more submissive approach
to Athens, trying to win Themistocles’ favor by paying a considerable amount
of money in order to avoid a new attack.5® This was the first step towards the

61  Matthaiou (2003); Wilson (2007) 153-155, 175-182.

62  The tripods dedicated by the winners in the musical contests of the Thargelia were similar
to those discovered in the temple of Apollo on Delos. See Ducat and Amandry (1973) and
Amandry (1977).

63  Calame (1990) 308-319; Wilson (2007); Nobili (2018).

64  Bruneau (1970) 14-142; Roux (1979); Gallet de Santerre (1982).

65  Hdt.1.61-64. On the relationship between Peisitratus and Lygdamis, see Costa (1996); Con-
stantakopoulou (2007) 65—66.

66  Hdt.5.31.2.

67  Hdt. 6.133 affirms that Paros sent a trireme to Marathon in support of the Persian fleet.

68  See Hdt. 6.133-135; Ephorus FrGrHist 59 F 63; Corn. Nep. Vita Milt. 7. See Lanzillotta (1987)
106-114; Berranger (2000) 87-89; Ornaghi (2009) 205—218; Daifa, Kourayos, and Sutton
(2018).

69  Hdt. 8.112.
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entrance of the island into the Delian League, where she emerged as one of the
first and main contributors.”? From this moment onwards, until the end of the
fifth century, Paros remained within the Athenian sphere and disappeared from
the sources, meaning that she had now lost her political and military power and
that her wealth was only devoted to maintaining her position in the league.

At the same time, Delos itself had gradually become an Athenian enclave.”
From the beginning of the fifth century onwards, the Delian festivals were cel-
ebrated under Athenian patronage and the musical program was reformed in
accordance with Athenian customs.”? This Athenian pressure was perceived
by the Ionian people who attended the sanctuary and the Delia. The preferred
form of attendance of the rites at the sanctuary and of adherence to the ideo-
logical program imposed by Athens upon her allies was sending choruses (or
theoriai) to the Delian festivals. As Kowalzig notes,

sending a choros formed part of the religious tribute to the god. It almost
seems that sending a (theoric) choros was ‘obligatory’ for membership in
the worshipping community; the ‘choral tribute’ marked, along with the
offerings, participation in the cult. ... The ritual song thus ties the com-
munity to the centre.”

However, Kowalzig adds shortly afterwards:

It is tacitly assumed that the choruses ... and the phenomenon of fifth-
century Delian theoria are theatrical expressions of sympathies on levels
other than religious, the songs instruments of crude and direct political
propaganda.’#

Bacchylides’ Dithyramb 17, composed to be performed at Delos by a chorus of
Ceans, offers the best example of this tendency: an allied polis, willing to gratify
Athens and to pay reverent homage to her political and maritime power, com-
missioned a Panhellenic poet to compose a poem that dealt with a specifically
Athenian myth, such as Theseus’ underwater journey to the house of Poseidon;

7o  Lanzillotta (1987) 115—119.

71 Constatakopoulou (2007) 63-75.

72 Ondithyrambic contests in Delos, see Strabo 15.3.2; CEG 2.838; IG X11.5.544.A2.34—47; ler-
ano (1989). On their Athenian patronage, see Rutherford (2004); Fearn (2007) 142-156 and
(2013).

73 Kowalzig (2007b) 71-72.

74  Kowalzig (2007b) 81 and, more generally, 59-110.



146 NOBILI

the public, composed either of Athenians or of members of the allied pole:s,
was meant to perceive the ‘Athenian tone’ of the myth and approve the direct
homage paid by Ceos to Athens.”

I follow Kowalzig in arguing that Pindar’s paean for the Parians was com-
posed with the same intention:7¢ the Parians, wishing to regain the favor of
Athens after the shame of Medism, commissioned a paean from Pindar to be
performed at the Delian festival, controlled by the Athenians. Pindar, moreover,
was on good terms the Athenian aristocracies, as Pythian 7, Paean 8, dithyram-
bic fr. 75 M. and the threnos for Hippocrates show, so that his ode may have
been particularly appreciated by the Athenian circles which hosted some of
his most prodigal patrons.”” Although no safe date has been proposed for this
ode, in accordance with Pindar’s biography it might date back to the first phase
of the Delian League, before the treasury was moved from Delos to Athens in
450 BCE, when Athens was still on good terms with the allied cities and her
imperialistic domination had yet to reach its peak.

The narrated myth emphasizes the connections between Paros and Athens
by recalling the episode of the killing of Minos’ sons; furthermore, if the paean
also narrated the subsequent events that we learn from Apollodorus, Heracles
accepted as hostages the sons of Androgeos, who was killed by the Athenians.®
Minos and his sons were Athens’ traditional enemies, because of their con-
nection with the figure of Theseus, who in the same years was becoming the
Athenian national hero (as Bacchylides’ Dithyrambs 17 and 18 also presuppose).
Their depiction in the paean as unjust and bloody rulers was in all likelihood
meant to please the Athenian audience.” Such a negative image of Minos was
possibly an Athenian trait, unknown to the most ancient tradition connecting
the Cretan king with the island.8? As Callimachus and Apollodorus state, the
news of the killing of Androgeos by the Athenians was reported to Minos while
he was offering a sacrifice to the Charites in Paros; furious, he threw his garland
away and silenced the flutes; this was the origin of a special Parian sacrifice

75  Fearn (2007) 242—256, (2011) 207—217, and (2013); Kowalzig (2007b) 89—94; Wilson (2007).

76  Kowalzig (2007b) 95-97.

77 For Pindar’s relation with the Athenian aristocracies, see Hubbard (2001); Athanassaki
(2011); Neer and Kurke (2014) and (2019), 123-158; Catenacci (2919).

78  [Apollod.] 2.5.9; 3.15.7.

79  Kowalzig (2007b) 91-92, 95-97. Minos was also seen in the light of Athenian imperialism
as the first thalassocratic ruler of the Aegean sea; the Athenians succeeded him in this
role. See Constatakopoulou (2007) 90—97.

80  Thesame thing happensin Bacchylides’Dithyramb17, for a chorus of Ceans, because it rep-
resents Minos as an unjust tyrant, whereas in Ceos he was honored. See Kowalzig (2007b)
89-94.
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to the Charites, which was celebrated with neither garlands nor flutes.8! This
seems to imply that Androgeos’ killing was originally perceived in Paros as a
mournful event and that it left a trace in the practice of the popular cult of the
Graces.82

The Parian traditions were appreciated in Athens at the time: the painting of
the Nekya in the lesche of the Cnidians in Delphi, commissioned by the Cnidi-
ans as a homage to Cimon, who had liberated Cnidos from Persian domination
in 468 BCE,® included the oikists of Thasos Tellis, Archilochus’ grandfather,
and Cleoboea. The decoration of the building was entrusted to Polygnotus, the
painter from Thasos, who was in close touch with Cimon, and had already dec-
orated the Stoa Poikile and the Theseion in Athens. The choice of the Parian
subject was thus intended as a homage to Polygnotus’ hometown Thasos, but
also as a favor towards the Athenians, who had finally placed Paros under their
influence.4

To sum up, several elements in Pindar’s paean for the Parians present an
Athenian flavor: the mythical content, with the negative depiction of the early
Cretan domination over the island, and the cultic implications underlying the
mention of Apollo Delios and Archegetes, which points to a cultic peculiarity
typical of Athens: the joint worship of Delian and Pythian Apollo. In doing so,
Pindar was sure to satisfy both his Parian audience, who had a particular devo-
tion to both Pythian and Delian Apollo, and, most of all, the Athenian elites,
who were distrustful of the rich island which had given support to the Persian
king, but which was now part of the Delian league and was trying to be cultur-
ally reintegrated into the Ionian world she geographically belonged to.

81  Callim. Aet. frs. 3—7 Pf,; [Apollod.] 3.15.7.

82  Berranger (1992) 195-198.

83  Kebric (1983) 3—13; Ornaghi (2009) 183—205.

84  On the spread of traditions concerning the life of Archilochus in Athens in the years of
Cimon’s ascendancy, see Ornaghi (2009) 232—244; Giuseppetti (2022); Zanetto (2023).
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CHAPTER 7

What Color Is the Pindaric Sacred?

Richard P. Martin

What Color is the Sacred? by the anthropologist Michael Taussig borrows its title
from a rhetorical question once formulated by the surrealist writer and ethno-
grapher Michel Leiris, in a talk before the Collége de sociologie, the grandiosely
named, short-lived group of French intellectuals that included at one time
Georges Bataille, Roger Caillois, and Pierre Klossowski (brother of the painter
Balthus).! Leiris, in turn, may have picked up the question from Colette Peignot,
the companion of Bataille. Originally, it might have been purely rhetorical, even
parodic, ironically shadowing the dominant and respected social science of
Emile Durkheim and Marcel Mauss.?

I do not offer an answer for this question by Leiris. For that matter, neither
does Taussig, whose book rapidly ramifies into meditations on whiteness, colo-
nialism, Proust, and Malinowski’s pajamas. I do have a quick and easy initial
answer for the color of the sacred in Pindar: in a word, gold. This preliminary
response turns out to be a good deal less interesting than the full story, how-
ever. It is worthwhile to sketch briefly some features of the poetic deployment
of gold, in order to ground my fuller demonstration that there is in fact a con-
junction of other colors with sacredness in Pindar. This alignment is not at the
level of one-to-one systematic signification, nor does it enter into a total set
of symbolic structures, something that would have been easier to articulate,
and more appealing to a certain kind of anthropological investigation.® Instead,
as it happens, the coincidence of color and the sacred in Pindar can better

1 Taussig (2009) 31-34. On the history and work of the group, see Hollier (1979). The ques-
tion was posed more personally, at least in the written version of the talk given by Leiris on
January 8th1938 and published as ‘Le sacré dans la vie quotidienne’ in La Nouvelle Revue Fran-
caise (no. 298) in July 1938. There, he concluded a series of vivid memories of awe-inducing
objects and sites (his father’s Smith and Wesson revolver, the Auteuil racecourse, etc.) with
the recommendation that each person scrutinize memories for ‘a sign that permits him to
discern the color for him of the sacred’ Further on this lecture: Hand (2002) 63—65.

2 On Peignot’s views concerning the sacred and sacrifice: Connolly (2010); on the group’s ideas
in relation to those of Mauss and Durkheim: Bridet (2007). Both Leiris and Caillois attended
lectures by Mauss at L'Ecole Pratique des Hautes Etudes in the 1930s. For their ambivalence
concerning the dominant sociological tradition, see Arppe (2009).

3 Onstructuralist and semiotic analyses of color in social use, see further below.
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be understood in terms of anti-structure, to be uncovered by close attention
to performance, dynamic poetics, contextual features, the flow of narrative,
and resistance to established structure.? It is, as Leiris intuited, a matter of the
individual: not the ‘color of the sacred’ in Pindar but rather for Pindar, in his
sublime idiosyncrasy.

Essential work has been done on the twin topics of luminosity and the visual
world in Pindar by a number of scholars, starting with Duchemin in the 1950s,
and extending to recent writing on the material correlates of Pindaric represen-
tation by David Fearn and Lucia Athanassaki. Michel Briand has given us bril-
liant analyses in a number of works, going back to his dissertation. Luis Guillen
and Natan Grinbaum have tried to align color terminology with broader cat-
egories of Pindaric metapoetic discourse.> What this body of work does not
attempt, however, is a systematic survey that would relate color terms as used
in the poems to the sphere of the holy or supernatural: individual gods, numi-
nous environments, or divinely inspired actions. My attempt to read Pindar in
these terms is part of an effort to find ways (above and beyond the simple accu-
mulation of lexical items) of addressing key problems of ancient Greek lyric in
its relation to the sacred. The hope is that such a method might, in turn, be
extended to other genres of Greek poetry as they relate to religious thinking
and action.

Let us begin with gold. Like silver and bronze, what we call the “color” gold
cannot be separated from the cultural value given to it as a precious substance,
any more than it can be pried loose from the specific chemical structure that
makes us perceive gold the way we do.b It is this combination of precious val-
uation and attractive glitter that makes gold the instant marker of divinity in
Pindar—as of course it is in Homeric poetry: think of Poseidon’s gold chariot (1.
13.20—31) and the Trumpian magnificence of the palace of Menelaus (Od. 4.45—
75).7 Although I cannot go into detail about the other shiny metallic substances
that also crop up in Pindar—silver and bronze in particular—a quick survey
will show that these are much less prominent and more commonly describe
human-owned objects.?

4 On notions of antistructure, initially developed by Victor Turner, see St John (2008).

5 Duchemin (1952) and (1955) 195-228; Fearn (2017); Athanassaki (2009); Briand (1990), (2013)
and (2016); Guillén (1975) 159-166; Grinbaum (1990) 39—40. I am grateful to Michel Briand for
further discussion at the Spetses conference and for sharing with me a copy of his disserta-
tion.
On reflectivity, color, and the structure of metals, see Rossotti (1983) 30—42.
From recent studies of gold in Homeric poetry, I single out the sensitive study by Barolsky
(2009). On gold in Pindar, see Finley (1955) 52—56 and Carne-Ross (1976).

8 For fuller analysis, see Briand (1990) 363—407.
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Toting up the numbers can serve to confirm our initial impressions. ‘Gold’
(xpvads) or ‘golden’ (xpiaeog), or compounds of either word, are found 96 times
in the surviving poetry of Pindar, by my count. Of those 96 instances, 28 rep-
resent either epithets applied directly to a divinity—for example Amphitrite,
the wife of Poseidon, ‘with golden distaff’ (ypuvooaxdtolo moaig Apgrrpitag,
Olympian 6.104) or Apollo ‘with gold instrument’ (xpvodopa ®oifov, Pythian
5.104). The adjective chryseos (‘golden’) can even be applied directly to a god—
for instance the Muse (ypvaéav xaAéoar Motoav, Isthmian 8.5) and Health (Oyt-
elav ... xpuotav, Pythian 3.73). When chryseos is used of an object, it is most
often one that belongs to a god: Poseidon’s gift (Oedg €dwxev Sigpov Te ypbdaeov,
Olympian 1.86-87), the lyre of Apollo (Xpucéa péputy§, AnéMwvos, Pythian 1.1),
the golden bow of Artemis (Sapelon xpuatog téEotaw O’ Aptéudos, Pythian 3.9),
the Olympian seats of the gods (Kpévouv maidag BagiAfjag iSov xpuaéaig év Edpag,
Pythian 3. 94), and so forth. Even when at first glance the ‘gold’ words do not
seem tied to the gods, a closer reading reveals the connection. Thus at Nemean
8.27, the gold armor of which Ajax was deprived is specified as that set made by
Hephaestus for Achilles (ypucéwv 8° Alog atepyelg SmAwy pévew mdiatoey), and
Heracles is called ‘lord of golden houses’ precisely at the moment he is cele-
brated for having married Eternal Youth, at the apogee of apotheosis ("HBov
dmuiet | ypuoéwv olxwy dva xal youBpeds “Hpas, Isthmian 4.59—60).

Chrysos as the noun denoting the substance ‘gold’ is also overtly connected
with the gods. It is even explicitly genealogized as the ‘child of Zeus’ in fr. 222
(Ardg Tatlg 6 ypuads [ xetvov ob aWg obdE xig ddmtet). But the most elaborate and
informative expression of the relation of gold to other entities, and to poetry,
comes in the opening of Isthmian 5:

Martep Aeiiov moAvwvupe Ocla,
a€o Exatt xal peyaabevi vopiaay
Xpvady dvBpwmot TEpLWTtov AWV
xal yap épt{opeval

5 VAeg év movtew xal {0’ ) dppaaty rmot
18 Tedv, WVATTA, TRV OXVIVE-
Tolg &v apiMatat Bavpaartal TéAovTaL,
&v T drywviolg aédAotat mobetvdv
wéog Empakey, Svtv’ dbpdot atégavol
Xepal vixdaavt’ avédnao Ebelpoy

10 1) TopuTdtt TodGV.

Mother of the Sun, Theia of many names, because of you men value gold
as mighty above all other things; then too, when ships contend on the sea
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or horses yoked to chariots, it is through your honor, O queen, that they
become wondrous to behold in swiftly turning encounters; and in ath-
letic competitions a man gains the glory he desires, when thick crowns
wreathe his hair after winning victory with his hands or the swiftness of
his feet.?

Note the precise circuitry and timing imagined by this poem. Theia ‘gleam’
exists first—then comes the sun, to whom she is ontologically prior, as his
mother. The same underlying personified abstraction, substantial and tran-
scendent, is what enables gold to possess its culturally assigned status, as peo-
ple consider it powerful (ueyaafevi}) above other things. Surely the verb vépiooy
(‘they value’) here plays on nomisma—already meaning currency and coinage
in the fifth century—but Pindar of course shies away from any such mere mer-
cenary meaning.1°

The final lines of this dense proem present coordinated, parallel processes:
the tima of Theia (her value or we might even say ‘honor-price’) is what enables
competing ships and chariots to become objects of wonder (Bavpaoral), and
also what enables human competitors to win poetic glory (xAéog). But the vic-
torious competitor is precisely the one singled out with a further detail: ‘thick
crowns wreathe his hair’ (dvtv’ &Bpdot atépavot ... avédnaav €Betpav). I would
argue that the relative clause has prior-temporal or even causal force here. He
wins kleos—when or because—he has been crowned.! Pindar collapses the log-
ical sequence of the process, for the sake of a higher poetic truth: the gleam of
Theia is what makes possible the highly marked visual moment of binding the
hair with stephanoi, and it is to that extent, only, that the goddess’ own tima can
be said to have led to the athletic achievement. I highlight this key statement
because I wish to circle back to the ritual of crowning at the end of this essay.

In unpacking this ontology, according to which the first entity to emerge is
the gleam of Theia, and then transferring it to the realm of poetics, following
Pindar’s own lead, I am reminded of the preparations made for painting a tra-
ditional Orthodox icon.!? After the preparation of the chosen wood, and an
underlaying of linen and gesso, gold leaf is carefully made to adhere to the sur-
face before any application of colored pigments. Just so, in terms of the Pindaric
composition process, the gleam of gold is laid on first. Of course, the compo-
sitional primacy itself expresses a deeper ontological primacy: gods come first;

9 Unless otherwise indicated, all translations of Pindar are from Race (1997).

10  On the stylization of economic language generally in Pindar, see Kurke (1991b) 225-240.
11 Note Race’s translation ‘when’ instead of the more literal ‘whomever’.

12 On the preparation: Cormack (2007) 31-34.
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gods are gold. Gold is the groundwork on which both poet and painter then
go to work with precious colors. We should in fact take Pindar literally here. In
the verbal icons of his poems, the primacy of gold is expressed by consistent
reference to that substance in the opening verses, whether of epinicia, hymns
or other genres. It is quite astounding, although it has not been noticed in ear-
lier scholarship, that the stem chrys- (alone or compounded) appears so many
times within the first ten lines of the epinicia (that is, within the first strophe
or first strophe/antistrophe pairing). This occurs in no fewer than 19 of the 45
complete poems, or 42 % of the time.!® On occasion, as in the splendid opening
of Pythian 1, chrysos is the very first word: Xpuaéa @dpuyt, AméMwvos xat iomAo-
xapwv govdov Motadv xtéavov. If we had more than sorry fragments of other
poems, we might see this as a pan-generic phenomenon. In any event, it hap-
pens in such non-epinician openings as fr. 52f (Paean 6) line 1 (ITpog 'OAvpmiov
A6 at, xpuaéa xhvtépavtt Iubol, Alooopat) and in the similar proemic invoca-
tional strategies of frs. 37 and 195. This is surely a choice, not a coincidence.
Perhaps it is a poetic trope that has been creatively expanded to the epinicia
from its use in hymns and prayers.

Moreover, it is a strategy to which Pindar himself clearly alludes. The finest
example of this conceit is one permeated with metapoetic meaning. It comesin
the opening of a poem to which I shall return at the end of this paper, Olympian
6:

Xpuoéag UTOTTATAVTES €V-
Tetyel Tpodpw Bodduou
lovag wg 6te Bamtov uéyapov
ndEopey dpyopévou 8’ Epyou TpbowTtoy
XpY O€pey TAQVYES.

Let us set up golden columns to support the strong-walled porch of our
abode and construct, as it were, a splendid palace; for when a work is
begun, it is necessary to make its front shine from afar.

This in a nutshell is the ideology that underlies Pindar’s habit of dropping gold
into a given poem’s opening lines.!#

13 Chrys- appears within the first ten lines of OL. 1, 6, 7, 8,13, 14; Pyth. 1, 3, 4, 5, 6, 9, 11; Nem. 5;
Isth.1, 2, 5,7, 8. [19 of 45 poems = 42.2%].

14  On the elaborate opening of OL 6, see now Sigelman (2016) 78-8s5. Cf. also for the image
of gold entrances fr. 194: xexpétTan xpvoéa xpymis iepaiot dotdals.
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Let us move now from this carefully applied, immanent gold background to
the fuller color spectrum that it supports. It should not surprise us that two
shades embodying the minimum of light and brightness function as binary
opposites to gold.1 Take, for instance, black. The 13 occurrences of the word
melas, or compounds thereof, constitute a distinct set, the darkened back-
ground against which divine aid and victory shine forth. Death is the ulti-
mate black (Pythian 11.56—57: uéhavog dv eayartidy xaMiova Bavdtou ateiyot; cf.
Olympian 14.20—21, peravtetyéa viv dépov Pepaegdvag EA07).16 It is thus appro-
priate for the gore from Telephus with which Achilles bloodies the Mysian
plain (Isthmian 8.49—50, Mbactov dumeldev [ aluake ThAépou péhavt paivewy eove
nediov), and it fits the dark-leaved peaks of Mt. Aetna, when they are men-
tioned precisely in reference to the volcanic mountain as eternal tomb for Zeus’
enemy Typhoeus (Pythian 1.27-28, olov Attvog &v pehapeiiorg Sédetat xopuepais
xal édw). Flooded earth, or fields that do not yield crops, are black (Olympian
9.49—51, Aéyovtt pdv [ xBéva uev xataxddoat péravay Hdatog abévog; cf. Nemean
11.39—42, &V axep® &’ olit’ @v pélawar xapmdv Ewxav dpoupat). So is the silence
of non-achievement and the threatening sea (fr. 94a.10, 6 3¢ undév &ywv O oryd
nedaiva xapa xéxpumtay; cf. fr. 70a.16, Aéyovti 8¢ Bpotol [ [ | puydvra viv xai péray
€pxog dApag / [xopdv] ®bpxoto). The two times that the heart (kardia) is called
‘black’ occur explicitly in connection with lack of divine joy, or resistance to
divinely inspired erotic attraction (fr. 225, 6métav 8eog dvdpl xdppa TEUPY, TAPOg
péAavay xapdiov eotupériEey; fr. 123.2—5, Tag 8¢ Beokévou ductivag mpdg Soowy
pappapuloioag dponceis 8¢ uy mébw xupaivetal, €& adduoavtos / 1) oddpou xexdhxe-
Ta péhavay xapdiav). The clearest marker of mortality, the very seasonality of
humans, as creatures of day and subject to cyclic growth, is shadowed by dark-
ness and night or foreshadowed by the black beard of young Pelops, cast out
from Olympus to meet a mortal end (Olympian 1.67—69, Tpdg eddvlepov 3’ bte
QUAY Adyvat viv MEAAY YEVELOV EPEQOV, ETOTUOY AVEPPOVTITEY Yduov).17

15  Forextensive analysis of such contrasts of light and dark in Greek poetry, including Pindar,
see Irwin (1974) m1—200; for close reading of this theme in Pythian 3, see Tsitsibakou-
Vasalos (2010).

16 Irwin (1974) 173-182. The editors point out to me the tension between descriptions of
chthonic beings and Olympian gods: the former, if designated as black, disrupt the reg-
ular association of gold with divinity. Of course, it is not always clear whether the poet
intends thanatos (for example) to be read as a god’s name or a common noun. As children
of Night, Death and Fate are naturally ‘black, the latter explicitly so (Hes. Theog. 211—212).

17  Onblackin conjunction with human ephemerality, see fr. 108b: 8e® 3¢ Suvartov peratvog €x
VUXTOG AplovTov 8paat @aog, xeAVEQEL 3¢ axdTel koot a€Aag xabapdv [apépag; cf. Nem. 7.2—
4: dvev o€fev [i.e. Eleithuia] od @dog, 00 uélatvay Spaxévtes edppévay tedv dBeAPEAY EAdYOUEY
dryAadyuiov "HpBaw.
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A similar spectrum of associations goes with the grey-white color designated
polios.!® It marks the sea, a looming threat to heroic fame, as it is to the glory
of Rhodes (Olympian 1.71, &yybs éM0aw moMdg dAds olog év 8peva; cf. Olympian
7.61-64, TOMES elré Tiv” adTdg 6pdv Evdov Bokdiaaag adEopévay tedd0ey oA Boaxov
yatow). Old age is grey, with grey hair as its herald, even on the young (Olympian
4.25—27, @hovtal 3¢ xal véolg &v avdpdatv ol Bapdxt; cf. Isthmian 6.5, Aldov
Yhipds te SéEacbat mohév). The depressing humanness of this color—as juxta-
posed with shining divinity—is summed up in the insulting question that king
Pelias hurls at Jason in Pythian 4—‘who among the earth-born cast you out of a
grey womb?’ (Pythian 4.98-99, xai Tig dvBplmwy e xaparyevéwy ToAlds eEavixey
yaatpds;). And of course, bronze that kills or wounds is grey.!?

In short, black and grey-white (polios) are definitely not markers of the
sacred in Pindar. Yet they work to outline and highlight the colors that do carry
positive connotations. In the remaining ten color terms, collectively used 60
times in Pindar, is there any order of collocation to be found? One might be
highly tempted to conceive of a ‘forest of symbols’, along with Baudelaire and
Victor Turner, in which,

Like prolonged echoes mingling in the distance

In a deep and tenebrous unity,

Vast as the dark of the night and as the light of day,
Perfumes, sounds, and colors correspond.2°

Disappointingly, perhaps, this is not the case. Rather than argue for distinct
matches of color with specific semantic associations (as is done, for example,
in at least one recent analysis), I will suggest that instead one can find a spread
of intensity.?! Thus, the second answer to the question in my title about the
Pindaric sacred is best summed up by the following chart:

18  On the semantics of polios: Tsitsibakou-Vasalos (2007) 114-119.

19  Note the formula oA yoadx@ in Pyth. 11.20—21 and Pyth. 3.47-48.

20  Translated Aggeler (1954) 22. For ethnographic exploration of such correspondence sets,
see Turner (1967) especially 50—92, a brilliant explication of what he views as the red—
black-white triad basic within a number of cultures.

21 See the point-to-point matching attempted by Darchia (2000).
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1 Chart 1: Ten Pindaric Colors and Sacred Associations
[+ denotes clearly +DIVINE/SACRED; *denotes on maximal interpretation]

1 Blue (kyan-)

*Olympian 6.40—41 Adxpag OO xvavéag / Tiete Bedgpova xobpov (divine offspring)
+Olympian 13.70—71 xudvaryls ... ol mopbévog Tdoa eimely

*Fr. 70c line 5 wvavoyitwy / Jteav te[Aet]dv perilot (festival of Dionysus)

2 Gray/light blue (glauk-)

+Olympian 6.45—46 300 3¢ yAavxdmes avtov Satudvwv Povialoty édpédavto dpd-
XOVTEG

+Olympian 3.13 auel xépatat Baiy yAowxdypoa xkéapov Eaiog (crown)

+Olympian 7.50—51 &dnage téyvay maaoay émtyBoviwy FAavxdmis dplotomévols xepal
XPATEDW.

*Olympian 8.37—40 yhawxol 8¢ 8pdxovres, ... ol 8bo uév xdmetov adbt 8’ drulbuevol
Yuyds Bdrov, elg 8" vépovae Bodoas.

*Pythian 4.249 XTEWVE UEV YAAUXATA TEYVALS TOIAOVWTOY 8L

LT3

+Nemean 10.7 Atopn3ea 8’ dufpotov Eavbd mote Thauxdmig EOnxe Hebv:

3 Green (chlor-)

Nemean 8.40—41 ab&eton 8 dpetd, YAwpals éépoaig wg dte dévdpeov dooel??

*Fr. 122 line 3-5 af te T8¢ YAwpds Apdvou Eavba Sducpy Bupidre, ToMduct patép’
EpWTwY oDpaviay TTApEVAL VoNuaTL TPog Appoditay

Fr. 128f line 7—9 ¢ 3¢ yAwpals otyetor Kawedg oyioatg 6p8& modl yav.

[? Pythian 9.38 Centaur ‘smiles greenly’: dyavd yAoopdy yehdaoalg dppit]

4 Purple (porphyr-)

*Olympian 6.55 Twv avlaiat xal mapmopgipots dxctiot BeBpeyuévos aBpdv ocdpa

Pythian 4.114-115 xpOBO0 TEUTTOV TTTAPYAVOLG €V TTOPPUPEDLS, VUXTL XOWVATAVTES 036V

+Pythian 4.182-183 Zytav KaAalv te matnp Bopéag, dvdpag wrepoioy véyta meppi-
XOVTOG BUPW TTOPPUPEDLS

*Nemean 11.28—29 XwUATAIG GvOTAUEVOS TE XOUAY EV TTOPPUPEDLS EpVETty (crown)

5 Red (phoinik-)

Olympian 6.39 & 3¢ gowindxpoxov {vay xartabnxapéva

+Olympian 6.94-95 govixémelay | dupénet Adupoartpa Aevxinmou te Buyatpds £op-
Tdvy

22 Retaining the text of codices BD in preference to emended version in Snell-Maehler.
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+Olympian 9.5—6 Moto@v ard té&wv | Alo Te gotvixoatepbmay oepvdy T Emivetpal

*Pythian 4.204—205 €8’ dyvov [Togeidawvog Egoavt’ évvariov Téuevog, | golvicoa
3¢ Opyixiwv dryéAa Tadpwy LTIAPYEV

Pythian 4.64-65 Gte owixavéuov pog duud, matal Tovtolg 8ydoov BdMel uépog
‘Apxeailag

*Pythian 1.23—24 [ &v 8pevaiaty métpog goiviaoa xulivdopéva ASE & fabelay pépet
TévTov TAdxa (cf. 21—22: TAG EpelyovTal Hev ATAdTou TUPdS dyvdTarTal & HUX@V
moryat)

+Isthmian 4.18b—19 x8wv dte powixéototy dvlnaev pédotg / dopévwv BovAals (cf.
Olympian 6.46)

+Fr. 52b line 76—77: &yyede 8¢ povixdmelo Adyov mapbévog edpevis ‘Exdta

+Fr. 75 line 1415 gowixoedvwy 6mét’ olyBévtog ‘Qpdv Badduov/ebodpov Emdyolav
gop QUTA VEXTApEQ.

*Fr. 129 line 3—5 @otvixopddots (3’ &vl AElUtVETTL TTPOdaTIOV ADTAY xal AlBdvewv
axtapdy | Yxal ypvooxdpmotatv BERpile (devdpéots) (cf. Plutarchus Consolatio
ad Apollonium 35.120C: Aéyetat 8’ 010 pev tod pedncod Mvddpou Tawtl epl T@V
edoePav év "Adou)

6 Violet (io-)

+Olympian 6.30 maida iémAoxov Evadvay texépev (daughter of Poseidon)

+Olympian 6.55 {wv EoavBaiol xai Tapmopeipols dxtiol BePpeypévos afpdv aduar
(son of Apollo)

+Pythian 11—2 Xpuoéa poputy&, AméMwvog xal iomhoxdpwy / avdixov Motody xté-
avov

+Isthmian 7.23 Aéyetar 3¢ lomAdxolot Moloatg

*Fr. 75 line 6 io8étwv Adyete otepdvwy Tav T’ dapidpdmwy dotddv (crowns for gods)

*Fr. 76 line 1°Q tai Amapal xai lootépavot xal doidipot, ‘EMESog Epetapa, xlewal
‘ABGvaut, Sautpdviov Trodigbpov.

7 White (arg-)

+Olympian 8.2—3 o pavTieg dvipeg EUmOPOIS TEXUALPOUEVOL TTapaTElp@VTAL Aldg
Gpyeepatvoy

*Olympian 13.68-69 dye ¢piAtpov 163’ Inmelov déxev, xal Aapaiw viv 80wy Tadpov
dpydevra matpl Setéov (cf. Pythian 4.204).

Pythian 4.7-8 &g 13 Mmwv xtiooelev DdppUaToV TOALY €V &PYWVOEVTL HaaTH?3

Fr. 140b line 4-5 ol T" dpyihogov map Zegupiov xoAwvay

23 Retaining dpywéevtt (with codices) instead of Schroeder’s conjecture dpyevvéevtt (adopted
by Snell-Maehler).
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8 White (leuk-)

+Olympian 6.94—95 powdneloy | dugénet Adpatpo Aevxinmou te Buyatpds £op-
Tav

Pythian 1.66 Aevxonddwy Tuvdapi38y Pabidokot yeitoves, v xhéog dvOaey alypds.

+Pythian 3.98—99 Aeuxwhévey Ye Zebg Ttatnp HAvBev &g Aéyog uepTov Ouaiva.

Pythian 4.109—110 edBopat ydp viv Tlehlav dBepy Aevxais wibnoavta ppactv /ape-
Tépwv amocuAdoat Plaiwg dpyeddy Toxéwy:

Pythian 4.117 Aeuximmwy 8¢ 36uoug mortépwv, xedvol ToAlTaL, QPATTaTE Mol CUPEWS

Nemean 3.77-78 Téumw Peptypévoy PeAL Aeuxd abv ydAaxtl, xipvapéva 3’ Eepa’
QuETEL, oK GoiStiuov

Nemean 4.80-81 udtpw p’ €Tt Kaduhel xehebelg [ atdhay épev Iapiov Aibov Aev-
XOTEPOY"

*Nemean 7.77—79 €lpewv aTeQAVOUS EAAPPEY, dvadAeo: Moiad Tot xoMd xpuadv &v
Te Aeuxdv EAEQav’ aud xal Aelplov dvOepov Tovtiag Dperola’ Eépaag. (crown)

Nemean 9.23 v6aTov Epeladpievol Asuxavféa cwuaat TTlavay xamvéy:

*Isthmian 4.69—71 &v0a Aeuxwlels xdpa [ ubpTolg 68" dvwp SttAda vixaw dvegdvorto
(crown)

Fr. 166 line 3—4 éooupuéveg dmd uév Asuxdy ydha xepat tpameldv dheov

Fr.169 line 2425 dpdfy[oe] ia[A]ednwv [ doTe[wv] dodmog €[ p]{epopevmy.

9 Yellow/saffron (krok-)

Pythian 4.232—233 & dp’ adddoovtog dmd xpdxeov pipois Tdowy elua fed micuvog
elyet’ Epyov-

*Nemean 1.37 g o0 Aabwv xpuadbpovov [ "Hpav xpoxwtdv amdpyovov eyxatéPa
(Heracles revealed)

10 Yellow/tawny (xanth-)

*Olympian 6.55 wv §avlaiot xal mapmopeipots dxtiot BeBpeypévos aBpdv oduar

+Olympian 7.49-50 xetvolat & pev Eavay dryaryav vepéday moAdy doe xpuady:

Pythian 4.148-149 ufjAd e ydp ot £y xal Podv Eavldg dyéhag dpinu’ dypods Te
TAVTOG

Nemean 3.43 Eav0dg &' Ayiheds ta pev pévwy Pddpog &v déuotg, mais wv dupe
ueydAa Epyar

+Nemean 5.53—-54 mpobdpotawv & Alaxod dvOéwv moidevta pépe oTeQavwuaTa gbv
Eavbarts Xdptoow (crown)

Nemean 9.17 EavBoxopdv Aavadv foav puéytatot

+Nemean 10.7 Aoy dea 8’ duppotov Eavbd mote Thauxdmig Ednxe Bebv:

*Fr. 7ob line 1012 v 8¢ xéyAad[ev] xpbrad’ aibopéva te daic Ud avBaiot wedxoug:
gv 3¢ Natdwv eptySovot atovayai paviar T dhadai T’ dpivetar (rites for Dionysus
and Great Mbther) '
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*Fr. 122 line 3 of e 15 yAwpas ABdvou Eavld ddpy) Bupdre, ToMdxt potép’ Epw-
TwV ovpaviay TTAMEVAL VO aTL TTpdG Agpoditav,

Fr. 215a line 5—7 &0t pot matpid’ dpyaiav xtevt Iiepid[wv w]ote yaitav mapdévou
Evd[a ~— (--)?.] (= Theba?)

Chart 1, tracking every occurrence of each color-word, is summarized in tabu-
lar form by Chart 2 below, listing the minimal associations of color with rituals
or divinities (marked with a plus-sign in the lists of Chart 1) and the maximal
(marked with an asterisk in Chart 1). By minimal, I mean the most obvious,
least disputable; by maximal, I mean those instances that require more argu-
ment or contextualization. For instance, under the first color (blue/kyan-), it
seems clear that Athena being called kyanaigis, ‘with blue aegis) associates the
color with the goddess directly. On the other hand, it takes some attention to
broader context to interpret Adyuag 0md xvavéag in Olympian 6.40—41 as linked
to a sacred moment: the birth of Apollo’s son Iamos in a dark blue thicket. That
the immediate context describes lamos with the term theophrona can be inter-
preted, however, as associating color and epiphany.2*

2 Chart 2: Minimal and Maximal Readings of Color Associations
Color term DIVINE (minimum) DIVINE (maximum)
Blue (kyan-) 1/3[33%] 3/3 [100%]
Gray/light blue (glauk-) 4/6 [66%] 6/6 [100%]

Green (chlor-) 0/3 [0%] 1/3[33%]

Purple (porphyr-)
Red (phoinik-)

Violet (io-)
White (arg-)
White (leuk-)

Yellow/saffron (krok-)
Yellow/tawny (xanth-)

1/4 [25%]
5/10 [50%]
4/6 [66 %]
1/4 [25%]
2/12[16%]
o/2 [0%]
3/10 [30%]

3/4 [75%]
8/10 [80%)]
6/6 [100%]
2/4 [50%]
4/12 [33%]
1/2 [50%]
6/10 [60%]

24 It is worth noting that this usage differs from the Homeric and Hesiodic. As Constan-
tinidou has shown (2010), in the earlier poets, white, fire, and light accompany divine
epiphanies.
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There is no time to go through each and every color in order to argue for the
poetic connections within the asterisked passages, although I believe individ-
ual inspection will bear out the general principle I am enunciating. The larger
finding can be simply stated: in Pindar, the sacred is most often violet, blue, or
gray; it is least often green or saffron yellow. In decreasing order, after violet and
light blue/gray, on both the minimal and maximal readings, comes red (the
ten occurrences of phoinik-); purple comes next on the maximalist spectrum
of sacred colors, followed by xanthos; this pair is in reverse order of marked-
ness on the minimalist spectrum.?>

Surprisingly, the two Pindaric terms for white (from the roots arg- and leuk-),
which one might expect to be tied to sacrality and divinity, given the poet’s
consistent obsession with brightness, score low on the scale.?6 The root leuk-
is cognate with English ‘light’, Latin luceo, and Persian roz (‘day’)—yet its lumi-
nosity applies in Pindar to such apparently secular phenomena as white milk,
white horses, and the ‘white-flowered’ smoke arising from corpses on a pyre (in
Nemean 9). Another aspect of white appears to have been expressed in words
from the root arg- which we know is quite old, given its connection with the so-
called Caland-suffix system in Indo-European.?? Zeus is argi-keraunos—‘with
white flashing lightning’ in Ofympian 8. But apart from this clearly linked divine
usage, the three other Pindaric occurrences are a white sacrificial bull and two
white hills (see Chart1). The bull can be drawn into a metonymic relation with
divinity; but even on the maximal interpretive scale, I cannot make a reason-
able case for either piece of landscape being sacred.?®

Meanwhile, at the more intense end of the spectrum violet and light blue/
grey each occur six times; at a minimum, four of each are clearly in the realm
of the ‘sacred’ The Muses are violet-haired twice (Pythian 1 and Isthmian 7);
Evadne, daughter of Poseidon, is also ioplokos (Olympian 6.30) and her son,
Iamos, the offspring of Apollo, is memorably described as ‘bathed by the golden

25  On the spectrum of visible light, by contrast, moving from ultraviolet to infrared, violet
and blue abut green and yellow. It would be interesting, although beyond the scope of this
paper, to co-ordinate my findings with work on the coloration of ancient Greek sculptures
of divinities, following on the work of Brinkmann et al. (2017).

26  Briand (1990) provides an exhaustive and highly nuanced analysis of the complex and var-
ied Pindaric innovations in representing light and luminosity, within an inherited poetic
tradition. Especially valuable are his cautious distinctions regarding the composite nature
of the sacred, and the wide range of lexical items relevant to its representation (7-12, 539—
554)-

27  Forarecent overview of this system, see Rau (2009).

28  Briand (1990)175-176 makes a case for the adjective dpywéevttin Pyth. 4.8 being associated
with fertility and splendor.
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and purple rays of violets’ (ion—hence his name).2? The four securely sacred
examples of grey/light blue (glaukos) fit the same pattern—twice we have the
compound glaukopis describing Athena; once the snakes who nourish the baby
prophet Iamos (again, Olympian 6) are glaukopes.3° It is essential for my pro-
posed sacral linkage that they do their task daimonon boulaisin (at the will
of the gods). Once, a compound with grey/light blue (glaukochroa) describes
the victor’s olive wreath (Olympian 3.12), with the explicit immediate reference
clarifying that this was the olive Heracles brought to Olympia from the land of
the Hyperboreans.3! The subsequent strophe elaborates: the Hyperboreans are
servants of Apollo; and Heracles requested the olive to provide shade for the
precinct of his father Zeus—as well as provide crowns. Thus, either by direct
assignment to a divinity, or close association with the divine, glaukos becomes
marked as a color of the ‘sacred’.

With the mention of snakes and crowns, however I am led from the mini-
mal examples just cited to the more speculative maximal interpretations. The
spotted-back poikilos serpent that Jason must overcome to get the Golden
Fleece, is also glaukopa, closely resembling three snakes described in Olympian
8, that once tried to jump Troy’s walls while under construction, one of them
triumphing with an implausible shout (boasais) while the other two die.32
William Race translates the Colchian version as ‘green-eyed’ and the Trojan
snakes as ‘blue-grey’—but the instability of color denoted is not the main
matter. Can we read their association with the adjective glaukos as marking
sacredness?33 The Trojan snakes, it turns out, are an omen, immediately, inter-
preted within the poem by Apollo, who observes to the hero Aeacus, one of
the builders of the wall, that the serpent marks the spot where Troy will be
vulnerable: ‘Thus does the vision sent by the son of Cronos inform me.3* We
might therefore nudge this example toward the [+DIVINE] column. As for

29  Onthe multiple levels of meaning in the name, see Briand (1990) 291.

30  On the complex semantic field covered by glauk-, see Briand (1990) 285-290. The word
seems to cover light shades of blue, green, and grey, with further connotations of lumi-
nosity. Given the context of glaukopis in Olympian 6, I suggest that we have here further
evidence confirming the adjective’s proposed association with themes of male initiation,
and further with the myths and rituals relevant to the story of the Cretan boy Glaukos, as
brilliantly analyzed by Muellner (1998).

31 On the workings of the myth in this poem: Robbins (1982).

32 Onthe interpretation of this vexed passage: Robbins (1986).

33 It should be noted that some interpreters, influenced by the Pindaric scholia, claim that
the adjective in this passage and elsewhere does not denote a color but rather a gleam-
ing brilliance: Fogelmark (1972) 33—34. That reading, of course, would not prevent sacred
connotations.

34  OL8.43-44.
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the Colchian guardian snake, as long and broad as a fifty-oared ship, Pindar is
speeding up his narrative right at line 350 of Pythian 4, so we get no backstory
within this particular poem. But the tradition, as told by Apollonius and oth-
ers, made the sleepless Dracon the offspring of Gaia and Typhaon, whose blood
fell from his head after he had been struck by the thunderbolt of Zeus. In other
words, a divine snake, or so it seems—in which case the sacred connotations
of glaukos are detectable in all six occurrences.

Of course, the reader has realized long before now that the title of this paper
conceals a trick question: how can we assign any color to the “sacred” before
defining the “sacred”? Are we just imposing our etic system on an otherwise very
different emic situation? In the absence of any native informants, the best we
can do is to rely on familiarity with recognized or named instances of ta hiera
(the ‘sacred’) elsewhere in the culture.35 The problem becomes especially acute
when we turn to a category of color associations that I have reserved under the
heading of maximal interpretation—to wit, the act of crowning. Can we say
right off that this is a sacral moment? Surely, it involves games dedicated to
divinities—Poseidon, Zeus, Apollo. But what can assure us that this action has
been made ritually sacred?3% Let me play out the theoretical scenario in ques-
tion a bit further. Our problematic in this case parallels the general dilemma of
how to define and delineate colors culturally, and this in turn changes some-
what depending on our intended focus: if we wish to make statements about
culture generally, then it becomes a problem of linguistic anthropology.3” But if
we are talking about a performance genre within the culture, we have to begin
with literary semantics. The two will inevitably intersect, but we have to start
with the internal poetic analysis of individual texts. In fact, we end up with a
four-cornered, mutually-supporting structure: the culture’s perception of what
is sacred, its general agreement on what colors regularly signify; and Pindar’s
slightly skewed—or even stridently resistant—views regarding the same two
broader cultural points at issue.38

35  Recent exploration of the practical problems of defining the sacred: Horster (2010); see
also Peels (2015) and Blok (2017) 58—99.

36  Onthe crown as dedicatory object and agalma, see Kurke (1991b) 92—93.

37  Among anthropological studies on color and its place in broader cultural systems, of par-
ticular relevance are Classen (1990), Dubois et al. (2018), and MacLaury et al. (2007).
Specifically focused on the ancient Mediterranean from this perspective are the essays
in Carastro (2009), while those in Cleland and Stears (2004) combine analyses of lexical
items and material culture. Zika (2018) provides a recent and provocative analysis of the
history of philosophical thinking about color.

38  Recently, Fearn (2017) in a fine set of close readings has pointed to Pindar’s flexibly shifting
attitudes toward visuality, acutely questioning whether poets can ever provide evidence
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I believe we can assert with confidence that crowning with wreathes, in
archaic and classical Greece, is a ritual act implying sacralization. There is epi-
graphic evidence concerning dedications and plentiful material from the visual
arts.3% Within Pindaric poetry, a further connection has been detected among
the notion of kydos (glorifying talismanic power), the act of ritual dedication,
and the highly charged symbolic object, a victor’s crown. It is further well-
established that Pindar analogizes his own poetic action to that of crowning,
and his poems to crowns as decorated objects.#°

Not only is the very mention of the crowning ritual by Pindar his single-most
important device for summoning up a sense of the sacred in general, within
the epinicia; as I propose now, he also regularly deploys color terms to draw
vivid attention to that process. There are at least seven such passages, as can be
extracted from Chart 1 above:

+Olympian 313 Gl xépatat BaAy yhowxdypoa kdopov EAaiag

*Nemean 11.28—29 XWUATAIG AVIYTAUEVOS TE XOUAY EV TOPPUPEDLS EPVETIY

*Fr. 75 line 6 lo8étwv Adyete otepdvwy tdv T’ daptdpdmwy doldav

*Fr. 76 line 1°Q tal Adumopal xai lootépavot xal doidiuor, ‘EMdSog Epetopa
*Isthmian 4.69—71 &vBo AeuxwOels xdipa /pbpTots 85 dvnp StAday vixav dvepdvorto
+Nemean 5.54 dvBéwv motdevra @épe arepavmparta abv Eavbais Xdptooty
*Nemean 7.77—79 €lpewv aTeEQAVOUS EAAPEEY, AvadAeo: Molad Tot xoMd xpuadv &v

v a2

Te Aeuxdv EAEQavl’ apd xal Aetptov &vlepov ovtiag Dpeoia’ Eépaag.

All are focused on color. Some are spectacular (for example, the Nemean 7 pas-
sage where the Muse glues together gold, coral, and white ivory).#! This poetic
device gains special prominence when we recall that the victory crowns at the
major Games were notoriously simple creations of leaves, whether, olive, bay

for easily accessible “cultural” information. The attempt by Fogelmark (1972) 15-43 to use
Pindaric color-terms to date the poems, while methodologically misdirected, contains
useful bibliographical references about individual lexical items.

39  Neumann-Hartmann (2009) appears excessively skeptical in her re-examination of the
relationship between crowning and dedication, and of epinician performances possibly
accompanying the latter.

40 On this cluster of actions and analogies, see most recently Eckerman (2019), with further
bibliography. The very mention of stephanoi is like the poet holding a prism up to a ray
of sun and directing the resulting rainbow of color onto the visage of his laudandus. This
creates on the human plane the action Pindar attributes to gods on a more transcendent
level, the gleam of divine favor: Pyth. 8.95, ox18g dvap dvBpwmog. 4.’ dtav aiyAa Siéadotog
ENBY, Aaumpov @éyyos EmeaTy Gv3pdv.

41 Onthe Nemean 7 passage (once memorably dubbed by Dan Petegorsky ‘coral poetry’), see
Griffith and D’Ambrosio-Griffith (1988).
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laurel, pine, or parsley. It seems Pindar, like a touch-up technician, is colorizing
the moment—so we hear of purple shoots, violet crowns, or the greenish-blue
of the olive wreathing a victor’s head.

Crowning, then, is a key site, in Pindaric poetics, for the conjunction of color
and the sacred. But it turns out that this tendency is not reserved solely for the
ritual that celebrates the victor’'s moment of glory. Other crucial moments of
contact between the divine and human—and the objects, natural and cultural,
associated with them—are not just colorized, but painted in multiple shades
by the poet.

This distinctive colorizing dynamic occurs in what we might call its “kernel”
form, in Nemean 10. Channeling the spirit of Roman Jakobson, we can divide
the line into three parts:

Aroundea 8’ duPpotov [/ Eavbd mote Mhowxdmig // €nxe Bedv:
{+DIV & med [ -HUM} {yellow/gray-light blue} {*-dheh;- dhh;-0 +DIV}

In Jakobson’s famous illustration of an iconic sentence: ‘I like Ike) the object
of affection was phonically embraced by the verb that echoes his name (Ike,
inside ‘like’).42 The Pindaric sentence transforms Diomedes into a god, but both
his name (Dio-medes—'god-devising’) and his adjective (ambroton) already
assert the result of that very transformation. Only when we get to the sentence-
final etymological figure (etheke theon—both from the root of tithemi) do we
realize that ambroton was in fact a predicative rather than an attributive adjec-
tive ... now he is immortal—but that happened long ago (pote). Note how the
agent of this change is doubly marked by color: in Athena’s traditional guise
(Glaukopis) and in her role as intermediary, heroizing her mortal protégé (xan-
tha).

The same combination of two colors marks another passage where the
theme of divine-human reciprocity and mediation is prominent (Olympian

7.48-51):

xai Tol ydp aifoloag &ovteg

omépp’ avéPav hoyods ol TebEav 87 dmbporg iepois
8Aa0g €V AxpoTOALL. KEV-

olat pev Eavla dryaryw vepéhay
moADV DoE puady: alTd 3¢ aplaty dTace TéEXVay

42 Jakobson (1980) 85 (originally from his 1956 presidential address to the Linguistic Society
of America).
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magay émtydoviewv IMavx-
QTS APITTOTTOVOLS XEQPTL KPATETV.

Thus it was that they made their ascent without taking the seed of blazing
flame, and with fireless sacrifices they made a sanctuary on the acropolis.
He brought a yellow cloud and upon them rained gold in abundance; but
the Gray-eyed Goddess herself gave them every kind of skill to surpass
mortals with their superlative handiwork.

The Heliades, children of the sun, striving to be the first to build a shrine to
the newly born Athena and her father Zeus, forget to bring fire. At this stage,
the aetiological point (therefore, the Rhodians worship with fireless sacrifices)
converges with a poetic purpose. I cannot here rehearse the rich explication
by Pavlos Sfyroeras, centered on this image, but would add just one more struc-
tural point to his analysis.*3 Just after we hear how the Heliades lacked fire, Zeus
rains gold upon Rhodes from a tawny yellow cloud, and Athena Glaukopis gives
them every sort of skill. Logically, within the poem’s plot sequence, the gold is
not compensation for lack of sacrifice; and yet imagistically, it is the absence of
blazing yellow flame (aifoioag ... pAoyds) that leaves space for the presence of
two favored Pindaric elements (water, and gold, like shining fire ... cf. Olympian
1.1-2 Xpuaog atbépevov mip dte tampénet). Zeus's gift from a tawny yellow cloud,
followed by the intervention of the glaukopis goddess—this striking juxtaposi-
tion highlights how joint divine effort led Rhodians to greatness.

A third example, from a dithyramb for the Athenians (fr. 75.14-19), mixes
many hues while explicitly representing an ideal scene of ritual exuberance
and fertility:

powvxoedvwy OméT’ oiyBévtos ‘Qpedv BaAduou
eboduov Emdryolaty Eap QUTA VEXTApPE.

ToTe BdMeTal, TOT' €’ aupPpdTav xBov’ Epartal
Twv @oPa, péda te wdpatat petyvutal,

Gixel T dupal neAEwv gV adAOTS,

olyvel te Zepédav EAtedumuxa xopol.

As the chamber of the purple-robed Horae is opened, nectar-bearing

flowers bring in sweet smelling spring and on the immortal earth are cast
lovely tresses of violets, while roses are fitted to hair.

43  Sfyroeras (1993).
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This strikingly triple-colored scene is the visual equivalent of the triply mixed
voices, aulos-music, and choral movements offered to Semele. One could go
further to investigate collocations of color. As might be seen from the follow-
ing list, almost every one of the color-combination moments occurs in a clearly
sacred context (except the Pythian 2 lines, which seem to me something of a
Pindaric pun).

3 Chart 3: Colors Combined

Fr. 70d.37 "OAvp]néev 3¢ ol xpuabppamtv Gpaev ‘Epudy | [xal m]ohioyov Tow
[xwmd]o

Fr.129.3—5 powixopddots (3" ) Evi ASlVETTL TPOATTIOV ADTAY Kol ALBAVWY axIopdv
| YInat xpuaoxdpmotaty BéPpibe (devdpéols)

Nemean 1.16—18 &mace 3¢ Kpoviwv ToAEpOU uvaatipd ol yaAxevtéog Aady (mmat-
XHov, Boud 81 xal "OAvpTidSwy @UANoL EAady ypuaeéols utydévTa.

Nemean 1.37 wg o0 Aabwv ypvadbpovov “Hpav xpoxwtéy amdpyavoy eyxatéBa

Isthmian 7.23—27 @Aéyetat O¢ iomAéxotat Moicatg, udtpwi 8’ dpuwvipew 3édwxe wot-
vy Bdhog, | xdAxaomis @ TOTHOV eV "Apng EUEEEV: ..... [oTw Yap cagés 8oTis &v
TovTe veEQéAa xdAaa afpartog mpd pilag mdTpog dpdveTal,

Pythian 1.1 Xpuaéa edputyt, AméMwvos xai lomhoxduwy abvduov Moty xtéavov:

Pythian 2.67-68 103¢ pév xortd Poivigoay EUTOAGY UEA0G UTTEP TTOAAS AASS TTEUTE-
Ta

Fr. 52f (Paean 6) 82—95 xvavemAdxoto maida movtiog @étiog Platdy, [ matéy Epxog
Axo@v, Bpacel pdve meddoais: Sooa T’ EpiEe AsuxwAéve dicvaumntov "Hpa pévog
av[t]epeidwv Soa te TToAddt. Tpd Tévwy | 3¢ xe peydhwy Aapdaviay Empadev, el
u) @OAacoey Amd[AJA[w]v vépeaat 8’ év ypuaiols 'OAduToLo xal xopupa[iat]v
Cwv upatu’ dva[A]vev Zedg 6 Bedv axomds ob TéApa:

It is difficult to decide which painter Pindar would best appreciate in his desire
to depict the most compelling sacred moments through a profusion of gold,
blues, reds, and violets. He seems as hieratic as Gustave Moreau, as erotic as
Gustav Klimt. But it is preferable to push our analogies beyond the flat can-
vas surface. In closing, we can recall Michael Taussig’s citation of the late-
antique etymologist, Isidore of Seville, who derived the Latin noun color from
the similar-sounding Latin calor (‘heat’)—naturally, according to Isidore, since
both color and calor come from the sun.*# Let us, then, try to imagine every

44  Taussig (2009) 5, 14. The derivation is asserted in Isidore Etymologiae 19.17.1.



WHAT COLOR IS THE PINDARIC SACRED? 169

Pindaric poem as a heat map. The hottest spots are where humans touch or are
touched by the gods—the places we call sacred. You can feel this warmth most
in the lines of Olympian 6 that, I would propose, allude proleptically to the visu-
ally rich crowning of an Iamid victor by imagining the birth of his ancestor in
the purest technicolor (Olympian 6.39—47, 53-57):

a 3¢ potvixdxpoxov Lvav xatabnxapéva
40 wIATSd T dpyvpéoy Adypag VTO )vavéng
Tihete Bedppova wodpov. Td Hév O xpuaoxduag
mpaduntiv T EAeifut-
-av Tapéataa’ €v te Molpag:
A0y 8’ Omd omAdyywy T’ &-
diveaa” €parals "Tapog
&G pdog atixa. TOV uév xvilopéva
45  Agime yopal- Vo d¢ yAavx@meg adToV
Satpdvewv BovAaliaty 6pé-
Pavto Spdwovteg dpeupel i@ uehloady xadéuevot ...

. G 8y
UEXPUTITO YAip ayoive BaTid T’ &v dmelpitw,
{wv EavBaiot xai mapmoppvpols &-
55 xtiol BePpeyuévos afpdv
TR TO Xl XATEQAUL-
Eev xakeloBail viv xpdvey cOpmavtt udtnp
00T’ dvup’ dbdvartov. Tep-
TvaG 8’ el ypucooTeQdvote AdBev
xopmov “HBag, Ahped néaaw xatafaig
gxdleooe [ooeddv’ edpufiav ...

She, though, laid down her crimson girdle and silver pitcher under a dark
thicket and began to bear a divinely inspired boy. To aid her, the golden-
haired god sent gentle-counseling Eleithyia and the Fates, and from her
womb amid the welcome birth pains lamus came immediately into the
light. In her distress she had to leave him on the ground, but two gray-
eyed serpents tended him through the gods’ designs and nourished him
with the blameless venom of bees. .... But in fact, he had been hidden in
a bed of reeds within a vast thicket, while his tender body was bathed by
the golden and purple rays of violets. That was why his mother declared
that for all time he would be called by that immortal name.
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The young mother Evadne’s purple-yellow belt, the silver jug, the dark blue
thicket, gold-haired Apollo hovering over all.#> Nine words denoting color,
within nineteen lines—but the most telling and moving is line 55: the baby’s
delicate body drenched by a prismatically split spectrum of purple, yellow, and
the color of violets (the flower that will provide his name, Iamos). At this god-
struck moment, color is indeed calor: those hues raining down upon the baby
Pindar calls ‘sun-rays’ (aktisi). We feel this epiphanic moment as a drenching
of sacred warmth. Saint Isidore would approve.

45  On the interplay among light, shade, and colors in this passage see Briand (2016) 246.



CHAPTER 8
Pindar and the Ecopoetics of Sacred Space

Amy Mars

Pindar’s epinician lyrics are richly textured with sounds ranging from the sweet,
delicate, and graceful to the resounding and terrifying.! Moreover, these sounds
are deeply immersed within the natural world: mountains, valleys, rivers, and
trees pervade his verses.2 While Pindar’s references to local landscape features
have been well studied for the insight they offer into the odes’ performance
contexts, it is the purpose of this paper to show that these evocations of the
natural environment also constitute an important part of Pindar’s poetics.3 I
want to show here that Pindar’s acoustic aesthetic is one imagined to exist in an
ecological relationship with the sacred environment, in which his song and its
physical surroundings work interactively to vivify his praise and endow it with
a supernaturally reverberating quality. In what follows, my aim is to demon-
strate how Pindar constructs for sacred spaces an acoustic imaginary in which
the world is alive with sounds that perpetuate the acclaim of his honorands.*

1 Tamdeeply grateful to the audience of the 2018 Lyric and the Sacred conference hosted by the
Network for the Study of Archaic and Classical Greek Song, whose comments greatly enriched
my thinking on this subject. I am especially thankful to Lucia Athanassaki and André Lardi-
nois for their organization of the conference and their feedback on this essay.

2 Worman (2015) (see especially 66-103 on Pindar and Hesiod) offers a recent and penetrat-
ing study on the relationship between landscape metaphors and aesthetic sensibilities in
Greek thought, e.g. ‘We can witness already in Pindar’s odes how the poet-performer cele-
brates ritual centers such as Olympia and Delphi as received landscapes laden with sensory
pleasures, cultural pride, and economic evaluations, as well as how these settings shape his
poetic program and ground his aristocratic affiliations’ (4). Numerous collections in recent
years have also been devoted to the construction of place and landscape in ancient thought,
see for instance the essays collected in McInerney and Sluiter (2016); Schliephake (2016);
Barker, Bouzarovski, Pelling, and Isaksen (2016); Gilhuly and Worman (2014); Skempis and
Ziogas (2013); Salmon and Shipley (1996); Alcock and Osborne (1994). See also Payne (2014);
Heirman (2012); Cole (2004); Clarke (1997); Parry (1989); Elliger (1975) for individual studies
of ancient Greek place and landscape.

3 Onthe contexts for Pindaric performances and reperformances suggested by particular odes,
see especially Kurke (2017); Morgan (2015); Krummen (2014); Stamatopoulou (2014); Ecker-
man (2013 and 2014); Athanassaki (2012a); Pavlou (2010); Morrison (2007a); Burnett (2005).
See Carey (2007) for a wide-ranging summary of the issues involved in reconstructing per-
formance context from Pindaric lyrics. See also Kowalzig (2007b) on contexts for choral
performances in the Greek world more generally.

4 This paper joins the recent and growing body of scholarship devoted to ancient sound and
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1 Echo and the Ecology of Praise

Isthmian1encapsulates the pivotal role Pindar allots to the sacred environment
in epinician:® ‘But as I adorn Poseidon and the sacred Isthmus and Onchestus’
shores in my song’ (éyw 3¢ [Tooeiddwvt ToBud e {ubéa [ 'Oyymortiaoiv T’ didveo-
oW TEPITTEMWY dotdav, 32—33).6 Pindar’s song is ‘adorning’ Poseidon as well as
the Isthmus and the shores of Onchestus in a formulation that ties together the
patron deity of the games, the site of the games, and the victor’s native territory
as equal subjects of celebration.” And doing so turns out to be fundamental to
his praise, as he expresses later on:

52 duut 3’ éotxe Kpdvou aetaiyfov’ viov
yeltov’ dpetBopévolg edepyétav
ApUATWY ITTTodpduIoy XeEAadToaL,

55  wol aébev, Apprtpdwy,
matdag TpoaeLmely, Tov Mwba T puyov
xol 0 Adiportpog xAutdv dhoog "EAeu-

aiva xai EbBotav &v yvaumrols Spéuotg:
Isthmian 1, 52—57

But it is fitting for us to celebrate our neighbor and patron of horse-racing,
the earth-quaking son of Cronos, requiting his assistance to the chariots,
and, Amphitryon, to call upon your sons, as well as the glen of Minyas,

voice (Butler and Nooter [2019]; Nooter [2017]; Gurd [2016]; Butler [2015]; Grand-Clément
[2015]; Lachenaud [2013]; Bettini [2008]). While Pindar’s voice (in the form of first-person
utterances) has generated a massive bibliography for what it does (or does not) reveal about
performance context (for a good summary of these issues with relevant bibliography, see
Currie [2013] 243—248); the acoustic qualities attached to this Pindaric ego have received com-
paratively less attention (but see e.g. Gurd [2016] 109—113; Montiglio [2000] 82—93; Steiner
[1993 and 2013]).

5 In invoking ‘Pindar’ as poet, my approach aligns with that of Spelman (2018) 12: ‘The Pin-
dar who emerges from the texts is not straightforwardly identifiable with the flesh-and-blood
Pindar of Thebes but neither is he fully separable from that historical individual. His basic
identifying features are that he is a well-known and inspired poet responsible for the compo-
sition of the text.

6 Texts of Pindar are from Snell-Maehler (1987) while all translations are my own unless oth-
erwise noted.

7 On the interpretation of such linkages of place names in Pindar, see e.g. Stamatopoulou
(2014); Pavlou (2010); Morrison (2007a); Felson (1999). Also pertinent is Kirichenko (2016)
on the centrality of metaphor to this process of blending spatial and temporal registers. On
Pindar’s metaphors of adornment and craftsmanship, see especially Steiner (1986) 40-66 as
well as Ford (2004) 113-130.
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and Demeter’s famous sanctuary of Eleusis, and Euboea, when speaking
of circling racecourses.

First, that Pindar claims xehadéw as his style of pronouncement already sit-
uates his song at the intersection between the human and nonhuman.® As
we will see in subsequent examples, this term is also one that communicates
the temporal and spatial reverberations of song. Moreover, the various entities
named here as the objects of xeAadéw—god, heroes, valley, precinct, territory,
and racecourse—equally implicate the natural as well as the manmade and the
living together with inanimate beings within the scope of song.® This mingling
is one that will emerge as a consistent element of what I am calling Pindar’s
‘ecopoetics’, a term that captures the convergences between music and envi-
ronment depicted in the passages discussed here. As we will see, the sound
of voices and instruments often participates in an ecological relationship with
their surroundings, specifically in the form of echo.l? By “ecological,” I refer to
the close and dynamic relationship between sound and space(s) depicted in
these examples. And if the xehadéw of Isthmian 1 implies such a relationship,
the figure of Echo depicted in Olympian 14 (19—24) makes explicit a network of
interactions between sound and sacred spaces:!

8 Cf. Power (2018) 24 on the xéAadog: ‘In Homeric poetry, kelados and its derivatives straddle
both realms, describing the sound of natural phenomena (water and wind, the rustle of
glades) as well as voices in human society, but always voices in their inarticulate aspect,
as noise ... that resemble nature’s sounds. By contrast, we will see how Pindar adopts kela-
dos as a term to describe how (articulate) song channels the force of natural phenomena.
See further Lather (2019) on the semantics of xehadéw and its centrality for Pindar’s poetic
self-fashioning.

9 While Kaimio (1977) remains the standard comprehensive survey of archaic Greek terms
for sound, the conclusions drawn here are in tune with another more recent work devoted
to ancient sound, Gurd (2016) 134, which also identifies a ‘nascently ecological impulse’ in
archaic and classical Greek evocations of sound: ‘When song evokes sound, it becomes
one means by which the enclosure of a society resonates with its environment, develop-
ing sensitivities to ambient entities and influences’ (ibid.). Relevant to my project here are
also the comments of Holmes (2016) xi in her foreword to the collection of essays Ecocrit-
icism, Ecology, and the Cultures of Antiquity: ... physis begins to take on more of what we
might call an “ecological” sense. The word comes to capture a vast network of relation-
ships between beings, human and nonhuman alike, as well as the uncanny intelligence
that seems to govern both the system and its parts’

10  For a similarly ecological approach to archaic Greek poetry, see Brockliss (2018) on Hes-
iod’s Works and Days. See also Pettman (2017) (especially pp. 65—77) for a study of voice,
ontology, and ecology that lucidly articulates a non-anthropocentric approach to nonhu-
man forms of vocality.

11 On the hymnic qualities of this ode, see especially Athanassaki (2003) and the ‘ambient
mystique’ (13) generated from Pindar’s focus on divine, rather than human, figures.
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19 obvex’ 'OAvpmidvixog & Mivueia
oed Exatl. peAavteryéa viv dopov
Depaepovag D, A-
xol, Tatpl ¥AvTdy pépola’ dryyeAiow,
KXedSapov 8pp’ 1dola’, vidv elmyg 8Tt ol véay
w6Amorg map” 0360t Iioag
goTe@dvwae xudipwy déblwy repolat yaitoy
Olympian 14.19-24

The land of the Minyae is victorious at Olympia thanks to you. Now go,
Echo, to the house of Persephone with its black walls, bringing the glori-
ous news to his father, so that when you see Cleodamus you may tell him
that his son has won a crown for his youthful hair in the famous valley of
Pisa with the wings of the renowned games.

That Echo’s voice is incorporated alongside the Graces, who have their seat
in Orchomenus, positions her as an equal harbinger of the victor’s renown.
Moreover, Echo bears a local connection to the victor's hometown because
of her love of Narcissus, the son of Cephisus who was evoked at the begin-
ning of the ode (1).12 But whereas the Graces ensure the beauty and grace of
song and celebration, Echo has a distinct role to play. It is fitting that she is
called upon specifically as a conduit between Orchomenus, the underworld,
and Olympia, given the ringing quality of the sound denoted by her name. The
relevance of Echo’s voice to this task is underscored by the identification of
Hades and Olympia in terms of precisely those features of their topography
(the ‘dark walls’ of Persephone’s house and the ‘famous valley of Pisa’) that
would generate an echoing sound. If the Graces are the guarantors of the cur-
rent victory celebration’s delightfulness, Echo provides the medium through
which this victory can become audibly ‘glorious’ (x¥Avtdv) through its repeti-
tion. The repeating sound denoted by Echo’s name, in other words, in Olympian
14 is imagined to actualize Asopichus’ fame.!3

12 Cf Athanassaki (2003) 8, who notes that ‘his [Pindar’s] choice of Echo as a carrier of the
angelia, as opposed to the personified Angelia, to whom the poet assigns the same task in
the Eighth Olympian Ode, argues in favor of an old tradition known to Pindar.

13 On the significance of the figure of Echo here, see also the comments of Kurke (1991a)
299, who focuses on the ‘syntactic conflation’ between father and son in this ode: ‘We
could describe Pindar’s syntactic conflation of father and son as an ‘echo effect’: the two
accusatives Kleodamon and huion are identified between the framing datives patri and
hoi! A distinctive but compatible role for resonating sound is envisioned by Gurd (2013)
in his study of the aesthetics of sound in Aeschylus’ Persians. See also the comments of
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Of particular importance to Pindar’s encomiastic task is the wide transmis-
sion of sound encapsulated in the figure of Echo. While Isthmian 4 does not
invoke Echo explicitly, it does rehearse the connection between sound, space,
and the transmission of kleos articulated in Olympian 14:

40 tobTo yap dbdvatov puvdey Epmel,
el T1g €0 elmy Tv- ol dy-
xopmov emt xB6va il Sia évTov BéPaey
EQY ATV dxTi XoA&V doPeaTog alel.
Isthmian 3/4, 40—42

For this carries on with immortal voice, if someone says it well, and the
beam of fine deeds traverses over the all-fruitful earth and through the
sea, eternally inextinguishable.

Praise that is expressed well will not only confer immortality, but more specifi-
cally, will become an undying source of sound. Like an endlessly reverberating
echo, this sound carries far and wide, the sonic counterpart to the ‘eternally
inextinguishable beam of fine deeds’ (épypdtwy dxtic xaAdv doPeatog alel, 42)
that traverses earth and sea alike. The use of the verb épmw in line 40 to describe
the movements of this immortally sounding voice is significant because it con-
veys the temporal continuity of this sound: it is not just immortal in the sense
of undying, but also in its eternal onward progression, which makes it akin to
time itself.14

Olympian 10 similarly alludes to the temporal dimensions of echo by relating
how the space of the precinct is implicated in the Olympic victory celebra-
tion:!5

deideto 3¢ mav Téuevog Tepmvalat Bokiag
TOV EYXWIOV AUl TpSTTOY
Gpyais 3¢ TpoTépalg ETOpEVOL

xaid vov Emwvupia xapv

Segal (1998) 140, who refers to the ‘aural resonance of the poet’s song’ as the means by
which living and dead generations are linked.

14  Elsewhere in Pindar, €pmw can have a distinctively temporal sense, denoting the passage
of time (e.g. Nem. 4.43, Nem. 7.68).

15  Cf Connelly (2011), who illuminates how the physical space of sanctuaries contributed to
the enactment of particular and multisensory forms of ‘ritual kinesis See also Eckerman
(2013) on Pindar’s different strategies of incorporating aspects of Olympia’s topography.
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vixog dryepwyov xedadnaopeda Bpovtdy
8o ol TupTdAapOY BEACG

dpauetidmou Atdg

&v ATV TL XPATEL

aiBwva xepauvov dpapdtar

YMO@aa 3¢ PoATA TPOS XAAAUOV

QvTidEel peréwy
Olympian 10.76-84

The whole precinct rang out with the delightful festivities, the fashion for
the victory celebration. In keeping with these ancient beginnings, now we
too will sing of the joy named for proud victory: the thunderbolt and fiery
weapon of thunder-rousing Zeus, the blazing lightning befitting every
show of strength, and the delicate strains of song will swell to answer to
the pipe.

So fulsome is the sound stipulated by ‘the ancient beginnings’ (dpxais 3¢ mpoté-
patg €éméuevol, 78) that the entire precinct is imbued with song. This allusion to
the archetypal Olympian celebration places the harmony between space and
sound at center stage by suggesting that it is by making the precinct ‘ring out’
(deideto, 76) that the original performance is evoked.!6 And it is little wonder
how this could be possible, considering that the particular verb used here to
describe the singing of epinician, xeAadéw (xeradnaoéueda, 79), carries a dual
connotation inherited from Homer and Sappho. Conveying the sound of rush-
ing water as well as the shouts of men, xeAadéw is a particularly apposite choice
to capture the sound of epinician celebration because of this word’s connec-
tion with sound that is both beautiful and forceful. The history of the term’s
uses helps to explain its frequent appearance in the Pindaric lexicon, where
it is used for the first time in Greek literature to characterize the acoustics of
human as well as divine song.!” Given its connection with human vocalizations
en masse as well as to natural phenomena like flowing water, the verb xehadéw
asitisused in Olympian 10 communicates both how human song can obtain the
volume and impact of natural phenomena and how such sound is inevitably
the product of the special environment in which it is performed.

Moreover, the epithet Pindar coins here to characterize Zeus, épatxtimov
(82), literally ‘din-maker’, is significant. For by invoking Zeus in terms of the

16  Cf Power (2018), who likewise identifies ‘cultic soundmarks’ associated with sacred spaces
within the Homeric Hymns.
17 See also Lather (2019) 473—474 on the significance of the kelados to Olympian 10.
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sonic qualities of his attributes, this epithet, like xehadéw, encapsulates the
direct confrontation between natural and man-made sounds elaborated in this
strophe: the ‘joy named for proud victory’ (émwvupiov xdpw, 78) that is ‘sung’
(xehadnadueba, 79) consists in the ‘thunderbolt’ and ‘fiery weapon’ of Zeus
(Bpovtdv xal TupmdAapov Bérog, 79—80); the ‘blazing lightning’ is literally ‘joined’
to ‘every show of strength’ (év dmavtt xpdret aibwva xepavvov dpapdta, 82—83);
and finally, the song ‘swells to answer’ the ‘pipe’ (yMd&oo 3¢ poAmd Tpdg xdAa-
oV GvTidEet peréwv, 84). The song envisioned here, in other words, is one that
forcibly mingles the visual and audible, the human and nonhuman, the man-
made and natural. Indeed, it is this consonance that gives the music its power,
as it recalls descriptions of divine music-making,

Pindar’s attention to the sensational dynamics of echoes as they arise in
natural, outdoor spaces belongs to a tradition best illustrated in the proem of
Hesiod’s Theogony, where the sounds of the natural environment go hand in
hand with the Muses’ singing and dancing: ‘the dark earth resounded with their
singing, and alovely sound rose up beneath their feet as they went towards their
father’ (mept 8’ Torxe yolo pérawva [ Opvedoatg, Epatos & moddv Vo Sodmog dpwpet
| vigoopévwy Ttatép’ eig 6v, 69—71) and so too do ‘the peaks of snowy Olympus
and the houses of the immortal gods ring out’ (et 3¢ xdpy vigdevtog 'OAdp-
mov [ Swpatd T dbavdtwy, 42—43).8 In this portrayal, divine song and setting
are integrated in a kind of antiphonal song as the Muses’ singing and danc-
ing cause the earth and mountain peaks to ring out in response.’® A similar
responsion between environment and song appears in the Homeric Hymn to
Pan. This relates how the god’s song is accompanied by the sounds of Echo, who
‘makes the entire mountain peak resound with her voice’ (xopugnv 3¢ meptaté-
vet olpeog "Hyw, 21).20 By associating echoing environments with divine music,
these examples make clear the aesthetic import of echo, as it arises from music
that is as voluminous as it is superlatively beautiful.

The physics behind echoing was also a lively subject of philosophical inquiry,
and Aristotle’s treatment of the topic in De Anima proves remarkably in tune
with Pindar’s images of this phenomenon.?! Aristotle recognizes that echoes
have a material basis and occur when air rebounds within confined spaces:

18  The text of Hesiod is from West (1966).

19 On the vocabulary of noise included in such descriptions of divine music, see Lather
(2017). See also Power (2018) for more examples of such powerful acoustics in the Homeric
Hymns.

20  Cf.Thomas (2016) 28—29 on an Epidaurian Hymn to Pan, where the god’s music ‘comes to
destabilize the sky, sea, and earth’ (29).

21 Cf. Democritus 68A135D—K = Theophr. Sens. 53. See also Bonadeo (2003) 25—30 for a sur-
vey of echo’s theorizations in Presocratic and classical Greek philosophy.
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"Hyw 3¢ yiveta, dtav dmo tod dépog €vog yevopévou did T dyyelov T Stoplaay
xal xwAdoav Bpudijvart TaAw 6 dvp dmwady, domep apaipa. gowe 87 del yive-
aBat Nxw, M’ 0d gagrg, Emel aupPaivet Ye €l 100 Popou xaddmep xal €mi Tod
QuTOS" xal YAp TO GRS Ael AvokAdTal

De Anima 419b26-31

Echo occurs when air rebounds, like a bouncing ball, from another body of
air unified by the vessel which confines it, and prevents it from escaping.
It seems likely that there is always an echo, but it is not always noticeable,
since the same thing happens with sound as with light. For light is always
reflected.?2

In the same way that vision arises because light is reflected everywhere, so too
does it seem that echoes occur in every instance of sound even if the echo
is not audible. This conforms with his general theory of sound, which posits
that all audible phenomena result from the movement of substances against
one another (‘For sound is the movement of what can be moved, in the way
that things rebound from a smooth surface when struck against it éott ydp
6 Pogog xivnatg Tod Suvauévou xwelabat tév Tpémov TodTov dvmep Td dpaAASpEVa
amd tév Aciwv, De Anima 420a22—24). And this conception of sound as both
material and dynamic is fundamental to Pindar’s musical aesthetic, which like-
wise emphasizes how sound arises in distinctive ways from different material
bases.23

Significant too is Aristotle’s proposition that echoes are omnipresent in the
same way that reflected light is. This is an idea embodied in Pindar’s evoca-
tions of reverberating sound in connection with beaming light.2* One exem-
plary instance, and relevant to the connection between Echo and the Graces
discussed above in Olympian 14, is Pindar’s verses at Nemean 6.35-36, ‘And
in the evening by the Castalian spring he was ablaze with the clamor of the
Graces' (mopa Kaotaiov te Xapitwy | Eoméptog opddw @Aéyev).25 By imagining
how the voluminous sound of the Graces’ music illuminates Alcimidas’ vic-
tory, this synaesthetic combination draws attention to the radiating force that

22 The text of De Anima is that of Ross (1961) and the translation from Hett (1957).

23  Seealso Porter (2010) 365-369 on the evidence for acoustic enhancement of ancient musi-
cal performance spaces and Rocconi (1999) on spatial terminology in Aristoxenus. See also
Fearn (2017) on the intersections of materiality and visuality staged in Pindar.

24  Cf Spelman (2018) 45-60 on the different valences attached to light and fire imagery in
Pindar.

25  Trans. Race (1997).
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belongs to light as well as sound and makes them of equal importance in estab-
lishing a victor’s fame. Similarly, Pythian g establishes the light and sound of the
Graces within the province of the poet: ‘May the pure light of the resounding
Graces not desert me’ (Xapitwv xehadeway | un ue Aimot xabapov péyyos, 89—90).
The link between luminosity and resounding sound drawn in such synaesthetic
images thus distinguishes Pindar’s song as audibly and visibly conspicuous, an
idea explored more fully in Pythian 6.26

Pythian 6 is framed as a procession to the temple of Apollo, as it begins with
an imperative to ‘listen’ combined with an image that fuses together features
of the natural world with human activity:

dxovoat’: ) yap EhuamiSos Appoditag
dpovpav 1) Xapitwy

Svartodilopey, dupardv éptBpduov

¥Oovog &g vdiov pogoydpevol:

5  ITuBiévixog €v0’ dABiotaty "Eppevidalg
motopia T AxpdyovTt xol Hav ZVoxpdTel
€Tolpog Bpuvawy Bnoaupds €v moAvypLow
AmoMwvia TeTelyloTal vama:

ToV oUTe yeluéplog SpPpog Emantog EABwy,
€p1Bpduov vepéag
aTpaTOS ApeiAtyog, oUT’ dvepog € puyovg
GO dEotat mappdpw xePAdeL
TUTCTOMEVOV. Qael 3¢ TTpdawTToV &V xadap®
matpl TeQ), OpaaOBovAE, xoway Te Yeved
Aéyotat Bvarr@v ebdoEov dppartt vixay
Kptoaioat vt mruyals dmayyeAel.
Pythian 6,118

Listen! for indeed we are plowing once again the field of bright-eyed
Aphrodite or of the Graces, as we proceed to the enshrined navel of the
loudly rumbling earth, where at hand for the fortunate Emmenidae and
for Acragas on its river, yes, and for Xenocrates, a Pythian victor’s treasure
house of hymns has been built in Apollo’s valley rich in gold, one which
neither winter rain, coming from abroad as a relentless army from aloudly
rumbling cloud, nor wind shall buffet and with their deluge of silt carry

26  Seealso Briand (2016) on the significance of light and visual imagery to the Ofympian Odes
in particular.
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into the depths of the sea. But in clear light its front will proclaim a char-
iot victory, famous in men’s speech, shared by your father, Thrasybulus,
and your clan, won in the dells of Crisa.??

That the speaker alludes to ‘ploughing once again the field of Aphrodite or the
Graces’ (&povpav #) Xapitwy dvamorilopev, 2—3) situates the current song within
an agricultural cycle attuned to the ‘navel of the loud-rumbling earth’ (dp¢pa-
AoV €piBpdpov xBovds, 3—4). The echoing quality of the Delphic landscape is
repeatedly evoked throughout the ode, not only in the repetition of the epi-
thet épiBpopos and the unique compound Bapvémag to describe Zeus’ voice,
but also in the repeated references to the vales and glens of the area: the very
features that would enhance the transmission of sound and indeed make the
land ‘loud-rumbling’?® The metaphor for song’s creation in terms of cultiva-
tion thus achieves literal force with the evocation of the land’s acoustic timbre.
This styles Pindar’s task as one that works in concert with the landscape of Del-
phi, as is underscored by the description contained in the following verses of
the ‘treasure house of hymns’ (Spvwv Bnoavpés, 7-8).2° This structure, like the
image of song as plowing, embeds Pindar’s praise within the physical territory
of Delphi, the ‘valley of Apollo, rich in gold’ (év moAuyplow AmoMwvia TeTelyioat
vama, 8—9). In this description, the splendor of Delphi’s dedications (moAuypiow
... vama) becomes an attribute of the glen itself, rather than something separate
and superimposed upon it.2% On this formulation, the sanctity of Delphi con-
sists not only in its topography, but in the way that sound interacts with these
environs.

Further, that the treasure house is imagined to be immune to the forces of
nature, including the ‘relentless army from the loud-roaring cloud’ (gpifpéuov
vepélag aTpatos dpeiAtyog, 11-12), reminds us of the privileged position that the
song occupies in relation to this landscape: namely, that it can be part of this
setting without being subject to the forces of wind and rain that make this
environment ‘loudly rumbling’ (dugardv épipduov xBovég, 3—4). Instead, this
structure is one with a facade perennially bathed in ‘clear light’ (pdet 3¢ mpo-
awmov év xabap®, 14) that ‘proclaims’ and makes renowned Xenocrates’ victory,

27  Trans. Race (1997).

28  ‘Apollo’s valley, rich in gold’ (v modvypdow AmoMwvia teteiytotat vama, 8—9); ‘In the dells of
Crisa’ (Kptoaiatow év mruyais, 18); ‘In the haunts of the Muses’ (év pvyotot ITiepidwv, 49). For
the Delphic setting of the ode, see Athanassaki (2012a). On Pindar’s references to Delphi,
see Eckerman (2014).

29  Onthe ideological implications of this image, see especially Kurke (1991b) 189-194.

30  See also the important work of Bassi (2016) on the construction of the past through the
material objects and natural landmarks evoked within ancient Greek texts.
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specifically his triumph ‘in the dells of Crisa’ (Kpioaiataw év mtuyais dmayye-
Ael, 18). As we have seen in previous examples, radiant light and audibility are
linked in the expression of glory that is as indefatigable as the imagined trea-
sure house.3! In this way, Pindar’s song and its subsequent performance(s), con-
ceived through the ‘plowing’ and construction of a ‘treasure house of hymns),
claims a place in the landscape by evoking its material as well as its acoustic
features as constitutive elements of praise. And the final component of this
landscape is encapsulated in the reference to Thrasybulus (Xenocrates’ son and
the victorious charioteer), as he ‘enjoys a youth without injustice or insolence,
and culls wisdom in the haunts of the Pierians’ (éducov 08’ dmépomiov #Bav Spé-
mwv, gogploy 3’ év puyoiat ITiepidwv, 48—49). This picture of the hidden territories
not only echoes the previous invocations of Delphi’s topography, but also cor-
relates Thrasybulus’ virtue with the performance of Pindar’s song, its ‘plowing
the field of Aphrodite or the Graces. This is because this image situates the
youth in a similarly harmonious relationship with the Muses, one that is liter-
ally grounded in sacred land.

In this section we have seen how the figure of echo—expressed either in
Pindar’s explicit evocation of the nymph or in his references to voluminous,
reverberating sound—is an integral component of his poetics because these
echoes trace the interaction between music and sacred landscapes in particu-
lar. Not only do songs reverberate within sanctuaries, their far-carrying sound
intimates the potential reperformance or echo of this praise in the future.32
Having identified this ecological relationship between sound and space that is
imagined to exist in these examples, the next section will focus on the relation-
ship between the sounds of manmade and natural phenomena and the poet’s
voice in particular.

2 Poetic and Environmental Personae

Pythian 12, as an ode which purports to describe the origins of the aulos, has
attracted a great deal of scholarly attention for its construction of the aulos’
sound as ‘the tune of many heads’ (xepaAdv ToMAav vopov, 23) composed in

31 Cf Ford (2004) 120: ‘In fact, a word for “loud” or “sounding” almost invariably character-
izes epinician comparisons between songs and works of art.’ See also Steiner (1993) and
Pavlou (2010) on Pindar’s invocation of statuary in Nemean 5 to bolster the immortality of
his songs; for Pythian 6, see Athanassaki 2012a.

32 Cf Pavlou (2010) 14: ‘Pindar’s poetry is in constant unrest, plunging its audience from one
temporal level to another and transporting them through space.
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imitation of the Gorgon’s dying wail.33 My interest, however, lies more in its
allusion to the instrument’s sound ‘passing through the thin bronze and the
reeds’:

23 WVOMATEY XEQUARY TIOMAY VOUOV,
EUXAER A0OTTOWY PVATTHP dywvwY,

25  Aemtod dlavioadpevoy xadwod Bapd xal Sovdncwv,
Tol Topd koA Lpw valolat ToAEL Xapitwy.
Kagioiog &v tepével, ool xopeutav HAPTUPES.

Pythian 12, 23—27

and she named it the tune of many heads, renowned reminder of the con-
tests that draw crowds of folk, the strain that frequently passes through
the thin bronze and reeds that dwell by the Graces’ city of beautiful danc-
ing places, in the precinct of the daughter of Cephisus, faithful witnesses
of dancers.34

What is significant about this description is how the ‘tune of many heads’ pro-
duced through the bronze and reeds of the aulos leads directly into a descrip-
tion of Orchomenus, the city of Graces, where these reeds are said to grow. The
grammar of this description effects a seamless transition by means of the rela-
tive pronoun (toi, 26) between living plants and those of the instrument and so
gives the impression that the song ‘passes through’ (Stavigadpevov, 25) both the
reeds of the aulos and the reeds in the precinct. The song of the aulos is thus
rooted in the materiality of the instrument’s composition and its combination
of manmade and naturally occurring elements, the latter of which finds its ori-
gins in the natural environment of Orchomenus. This reference is made more
striking because of the fact that this is a revision of the myth that locates the
aulos’ origins in Phrygia.35 By placing it in Orchomenus instead, Pindar ties the
aulos’ origins to the city of the Graces and, more specifically, to the environs
of that city—its reeds in particular—and the precinct of the Graces situated
therein. In this way, the music of Pindar’s victory song, one that commemo-
rates Midas of Acragas’ victory in the aulos contest, imagines an aural as well
as a material continuity between the victor’s performance at Pytho, his home-

33  Clay (1992), Segal (1998), and Held (1998) remain seminal articles on Pythian 12, but see
Steiner (2013) and Phillips (2013) for more recent reappraisals of the significance of Pin-
dar’s treatment of the aulos’ origins.

34  Trans. Race (1997), slightly modified.

35  Seeespecially Steiner (2013) 196-199 on this point.
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town of Acragas, and the city of the Graces through this evocation of the reeds
that produce the song in each place.

Further, it is these reeds that are cited as ‘faithful witnesses of the dancers’
(ool Yopeutdv MdpTupes, 27), which personifies the plants as living compo-
nents of choral performance. This personification has an added force because
of the fact that the aulos’ sound is also explicitly described as a personification
of the ‘loud shrilling’ (¢puddyxty) wail of Euryale (puipuhoout’ epudddyxtoy ydov,
19—21).36 The aulos is imagined to retain the voluminous, piercing quality of the
Gorgon's voice, but the medium of the instrument transforms it into a different
kind of presence, as a ‘faithful witness’ to choral performance.

Similarly, at the opening of Pythian 10, Pytho, Pelinna, and the valley of Par-
nassus alike become sources of human speech:

Tl xouTTéW TOPd }aLpdV; GG pe TTubw
Te ol 6 [Tedvvalov dmdet
Adeda te Taideg, Trmoxéq E0éhovteg
Gryoryelv emwpiay avdp&v xAutay dma.
yeveTal Yop GEOAwy:
oTPAT® T AppeTIovwY 6 Tlapvdaiog adTov uuxog
SrowAodpopdv Umatov maidwy dvéetmev.

But Pytho and Pelinna are calling upon me, and Aleuas’ sons, who want
to present to Hippocleas the glorious voices of men in celebration, for he
competes in the games, and the valley of Parnassus announced him to the
crowd of neighboring people as the best of the boys who ran the diaulos.

The site of the games, the victor's hometown, and the Thessalian family are pre-
sented as equally invested in the commission of victory song, a victory which in
turn ‘the valley of Parnassus announced to the crowd of neighboring people’ (6
[apvdatog adTov puyds ... dvéetmey, 8—9). Like the description in Olympian 14 dis-
cussed above, Pindar’s song is presented as having the ability to span a wide
range of multiple geographies simultaneously. And here each of the locales
referenced are equipped not just with vocal abilities, but specifically with pow-
ers of human speech: they do not just make sound but speak, as is clear from
the use of dmvet and dvéermey in lines 4 and g respectively, verbs that predom-
inantly refer to human speech. While Pindar’s music has been depicted in the

36  Cf Phillips (2013) 44 on the ‘thetoric of embodiment’ articulated throughout this descrip-
tion, who observes how ‘the auletic art is envisioned here as an embodying continuity of
Athena’s practice’
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examples so far as resounding and thundering noisily, here the sacred environs
referenced are able to articulate human language and not just emit sound. Cor-
respondingly, it is Pindar’s song that perpetuates the fame of these places and
literally gives them a voice in language and imagery that themselves delineate
how sound and sacred space interact.

A distinctive voice is allotted to Pisa in Olympian 3, the land that in lines 9—
10 commands the poet ‘to lift up my voice, for from there come divinely allotted
songs to men’ (& te Ilioa ue yeywvelv: Tag dmo Bedpopot vigovt’ €n’ dvBpwmoug dot-
3ai, 9—10). This formulation establishes the physical territory of the games as
the source of victors’ renown (tdg &mo) through song, and positions the poet as
the purveyor of these ‘divinely allotted’ songs:

Moioa 8’ oltw ot Tapé-

o Mot veoatyohov ebpbvTL TpOTIOV
Awpiw uvay évapudEat medilw
SryAadxwpiov. Emel xaltatat uév

(euyBévres Emt aTéQavol
mpdooovti pe todto Bebdpartov xpéos,
@OPUIYYS TE TOUCASGYOPUY

xal Bodv adA@Y Eméwy Te Béaty
Alwnodduou maudi coppitan mpemd-

VTG,

Olympian 3.4-9

And for that reason, I believe, the Muse stood beside me as I found a newly
shining way to fit to the Dorian sandal a voice of splendid celebration,
because crowns bound upon his hair exact from me this divinely inspired
debt to mix in due measure the variegated voice of the lyre, the sound of
pipes, and the setting of words for Aenesidamus’ son.%7

It is the mixture of lyric elements that is celebrated here, a variety that is itself
embodied in the ‘variegated voice’ (mouaAdyapwy, 8) of the lyre.3® And here,
too, as we have seen in previous examples, the aulos is endowed with a voice
(Bodv adA@v, 8) in a formulation that reminds us that the aulos’ sound is also a
hybrid because its production by means of human breath makes it, in a sense,
part human. As Sarah Nooter puts it, ‘its materials come from the earth and

37  Trans. Race (1997), slightly modified.
38  On the centrality of this kind of variegation (poikilia) to Pindar’s aesthetic, see e.g. Wells
(2009) 182-184 and Steiner (1986) 60—62.
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its music is manufactured by the mouth.3® Similarly, the victory procession
depicted here possesses its own voice, one that can be ‘fitted’ to the ‘Dorian
sandal’ (Awpiw pwvdiy évapudEat tedily, 5) like the garlands that are bound (yai-
tatot pev Levydévtes Emt otépavol, 6) to Theron’s hair. And like these garlands,
this composition consists of distinctive intertwining strands: voice, dance, lyre,
aulos, and words in a combination that reflects the conjunction of Pindar with
the Muse (Moloa §” oltw mot mapéata pot, 4). And in the verses that follow, the
hybridity of song is itself mirrored in the depiction of Olympia, which likewise
derives its beauty from a combination of features.

The connection between the environment and victory articulated by Pisa’s
injunction to praise is strengthened by the mythical narrative that occupies
the central position in this poem, which recounts Heracles’ introduction of the
olive tree to the precinct:#°

& te Iioa pe yeywvely: Tdg dmo
10 Bedpopot vigovt’ en’ avBpemoug dotdai,
@ T, xpaivwy épeTpds Hpodéog Tpotépag,
drtpexns EMavodivag yAepdpwy Ai-
TwASG dvip LPddev
Quel xdpanat BaAy
YAy poa xOTUoV EAALAG: TAY TTOTE
"ToTpov amd axtopdv
Ty Evetxev Augitpuwviddag,
15 pvapa Ty OdAvpmie xdMiatov aéfAwy,
dapov YrepBopéwv meloang Ao~
Awvog Bepdimovta Adyw:
TOTA ppovéwy ALdg aitel Tavddxw
dAgel oxtopdv TE UTEVHA
Euvdv dvBpwmors otépavéy T’ dpeTdv
1O Yap adTd, Totpl MEV Pupdv dyt-
aBévtwv, Siydpunvig SAov XpuadpraTOg
20 Eomépag dpBokudy dvrépreke Myva,
xal peydAwy aébiwy ayvav xplaw
ol evtaEetpid’ aud
Bjxe (ubéorg Emi wpypvols Adpeod:

39  SeeNooter (2018) 10-15 on what she terms the ‘corporeality’ of aulos-playing and its depic-
tion as an amalgamation of breath and materiality in ancient sources.

40  See also Eckerman (2013) 20—25 for a reading of this episode that illuminates the sexual-
ization of Olympia through Heracles’ fertilization of it.
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G’ o0 xorhd Sévdpe’ EBodhev
X®pog &v Baaaaig Kpoviov ITéAomog.
ToUTWY ES0EEV YUUVOS AT XATTOG b~
Eeloug boncovépey adyais dériov.
&) 6T’ ég yalow mopedev Bupdg Wppa
‘Tatpiow viv' Evla Aatods immogéa Buydtyp
Skt eNddvT’ Apwadiog dmd Setpdv
X0l TOAUYVAUTT TV HUXEY,
e0Té v dryyehiong
Edpuaféog &vtu’ dvdryxa matpdfev
XPuadxepwY EAaQOV
BrAeta &Eove’, &v mote Tabyéta
dvtifela’ 'Opbwaia Eypapev t€pav.
Tav puebémwy 19 xal xetvay xBova
mvoldg 8mibev Bopéa
Puypod- 601 dévdpea BauPatve atabeis.
TAV Vv YAUKDS (phepog Eayev
Swdexdyvauntov mept Tépua Spéuov
Imrwv gutedaal.
Olympian 3.9-34

... and Pisa too bids me lift up my voice, for from there come divinely allot-
ted songs to men, whenever for one of them, in fulfillment of Heracles’
ancient mandates, the strict Aetolian judge places above his brows about
his hair the gray-colored adornment of olive, which once Amphitryon’s
son brought from the shady springs of Ister to be the fairest memorial
of the contests at Olympia, after he persuaded the Hyperborean peo-
ple, Apollo’s servants, with his speech; with trustworthy intention he
requested for Zeus’ all-welcoming precinct a plant to provide shade for
men to share and a crown for deeds of excellence. Already the altars
had been dedicated to his father, and the Moon in her golden chariot
at mid-month had shown back to him her full eye at evening, and he
had established the holy judging of the great games together with their
four-year festival on the sacred banks of the Alpheus. But as yet the land
of Pelops in the vales of Cronus’ hill was not flourishing with beautiful
trees. Without them, the enclosure seemed naked to him and subject to
the piercing rays of the sun. Then it was that his heart urged him to go
to the Istrian land, where Leto’s horse-driving daughter had welcomed
him on his arrival from Arcadia’s ridges and much-winding valleys, when
through the commands of Eurystheus his father’s compulsion impelled
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him to bring back the golden-horned doe, which formerly Taygeta had
inscribed as a holy offering to Orthosia. In pursuit of her he saw, among
other places, that land beyond the blasts of the cold North Wind, where
he stood and wondered at the trees. A sweet desire seized him to plant
some of them around the twelve-lap turn of the hippodrome.#!

In this narrative, the olive functions not only as a symbol of victory but as a
feature integral to the topography of the Olympic sanctuary. And in Pindar’s
presentation of the olive’s introduction, the tree is depicted as the material
counterpart to Pindar’s song. For while the allotment of the olive crown is what
prompts Pindar’s ‘divinely allotted songs’ (tdg dmo / edpopot vicovt’ én’ dvlpw-
movg dotdai, 9-10, cf. 6-7, emel yaitauat pév {evybévtes Emt atépavol [ Tpdaoovti pe
Tolito feddpaTov xpéog), this is so because the bestowing of such a crown mirrors
the similarly reciprocal dynamic between the olive tree and the sanctuary.

The olive crown provides a ‘fairest memorial of the contests’ (uvapa t@v
Ov uumia xdAiotov 80Awvy, 15) because these trees adorn the sanctuary and
provide shade for its inhabitants (§Aoet oxiapdy te piTevpa Euvédv dvBpwmolg,
18). Without them, the sanctuary ‘was not flourishing’ (o0 xoAd dévdpe’ E00iA-
Aev x&®pog, 23) and ‘seemed naked’ (8o&ev yuuvds, 24), because its territory was
‘subject to the piercing rays of the sun’ (tobtwv &o&ev Yuuvdg adtd xamog d&elong
Umaovépey adyals dAiov, 24).42 The use of the term dmoxodw to characterize the
space’s exposure is significant because of how it personifies the land by suggest-
ing that it is subordinate to the sun’s rays.#3 And given that Heracles introduces
the olive trees in order to ‘provide shade for men to share’ (oxtapév e piTEUHA
Euvdv,18), the use of Uaxodw has the effect of making Olympia’s visitors and the
‘naked’ land equal beneficiaries of the trees’ shade. The topography of Olympia
thus motivates Heracles” introduction of the very plant that will provide the
‘fairest memorial of the contests’ This provides a clear analogue for Pindar’s
presentation of his motivation, since he says that it is Pisa as well as Theron’s
crown that compel his song-making (énel yaitaio pév {euyBévres Emt atépavol /
mpdaaovtl pe To0to BeddpaTov ypéog, 6-7; & Te Ilica pe yeywvely, 9).

This narrative positions the olive tree and, correspondingly, Pindar’s song,
at center stage within the sanctuary. The establishment of the games is, by def-
inition, a cultural institution, but one that is inseparable from the distinctive

41 Trans. Race (1997).

42 On the presentation of the environment as a harsh and unforgiving habitat for humans
in Hesiod’s Works and Days, see Brockliss (2018), whose interpretation relies on Timothy
Morton'’s aesthetics of ‘dark ecology".

43  See LSJ s.v. bmaxobw.
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environment in which it takes place: ‘the land of Pelops in the vales of Cronus’
hill' (x@pog év Baaoarg Kpoviov TIédomog, 23) and ‘on the sacred banks of the
Alpheus’ (émt xpypvois Adgeod, 22). And the introduction of the olive tree is
prompted by the topographical specificities of this place: the exposure to sun-
light that both makes the land ‘seem naked’ (¢30&ev yuuvds, 24) and deprives the
sanctuary’s inhabitants of a ‘shade for men to share’ (oxipdv te pUTeLKA VYoV,
18). It is by enabling the landscape to ‘flourish’ (€8aMev, 23) that the olive tree
also comes to signify human victory at the games and provide a ‘memorial of
the contests’. In turn, the awarding of the olive crown prompts Pisa’s injunc-
tion to Pindar to commemorate the victory. The claim that both Pisa and the
garlands adorning Theron’s hair urge Pindar to sing (xaitaiot pév {evyOévteg &mt
aTéQavol Tpdaaovti Ye ... & Te ITioa ue yeywvelv) thus accrues greater poignancy,
since this captures how the olive trees and Pindar’s song contribute equally to
the adornment of the sanctuary. On this formulation, song and environment
are both actors in the proper conferring of praise.

While I have focused here on a selection of especially illustrative passages,
examples could be multiplied. Pythian 1, for instance, in its personification of
thelyre (e.g. ‘to you the footstep listens’, tég dxodet uév fdatg, 2) likewise situates
the source of song at the center of a panorama of divinities, humans, animals,
and natural phenomena, with particular emphasis placed on its ability to navi-
gate between these realms and soothe even Zeus’ thunderbolt and Ares’ rancor
(4—12). Given the recurrence of such imagery across the epinician corpus, it
seems safe to conclude that the soundscape of Pindaric song is fundamentally
as variable and far-ranging as the ‘variegated voice’ of the lyre itself (@opuryyd
Te TowAdyapwy, Olympian 3.8).

3 Conclusions

While it is a truism that landscape and local topography loom large in Pin-
dar’s epinicia, I hope to have shown here how Pindar’s evocation of natural
and manmade environs in fact are integral, both literally and figuratively, to
his lyric aesthetic. This is because references to landscape markers not only
help to ground Pindaric song within particular cultic and political spaces, but
also promote the conception of epinician as intimately connected with sacred
topography. As we have seen, the sound of Pindaric song both enhances and
is enhanced by its environs and is able to audibly reverberate across space and
time to give it a truly Panhellenic scope. In this sense, Pindaric ecopoetics envi-
sions song poet, performers, and nonhuman entities as equally important to
the formulation of praise and the celebration of sacred places and events.



CHAPTER 9

The Sacred in the Aesthetic Texture of Song
between Female and Male Performance Practice in

Lesbos

A Survey and Some Instances in the Mythic-Ritual Poetics of Sappho and
Alcaeus

Anton Bierl

It goes without saying that the enlightened and modern concept of the auton-
omy of art or lart pour lart is anachronistic for archaic and classical Greek song,
despite the numerous efforts to prove the opposite. At least in this period, the
sacred is not neatly divided from the secular or profane but both are mutu-
ally interdependent.! That means politics, history, early science, cosmogony,
and philosophy, or even art, song, and performance are intrinsically linked to
religion; all public discourses interact with myth and ritual as well as with the
sacred. On the basis of a mythic-ritual poetics that I have developed with others
since the early 2000s,2 I intend to explore the sacred from manifold interdis-
ciplinary perspectives. This paper will shed new light on the construction of
sacred space via festive imagery and choreia (Sappho fr. 2), divine epiphany
(Sappho fr. 1), godlike marriage celebration (Sappho ft. 44), and anchoring the
song in a sanctuary (Alcaeus fr. 129 and 130B). This contribution intends to
show how the sacred, as it is associated with festive exuberance, effervescence,
radiance, and multimodal attraction, is the core and engine of lyric song. The
performance in its beauty and specific quality as sensual event often coincides
with the ritual and sacral that aim at pleasing the gods with fresh and beauti-
ful expressions appealing to all senses. But song can also draw from the darker
aspects of the sacred to express ritual violence through curses and threats
(Alcaeus fr. 129) or to stage a counter-world (fr. 130B).

1 See Bremmer (1998) 24—31.
2 Yatromanolakis and Roilos (2004); Bierl (2007); Bierl, Limmle, and Wesselmann (2007).
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1 A Short Survey of the Sacred in a Mythic-Ritual Poetics of Lyric

The situation in Greek culture is complex since ‘Greek has three or four words
for sacred, hieros, hosios, and hagios/hagnos, of which moreover, two, hieros
and hosios, can stand in opposition, as if osios meant sacred and not sacred
at the same time’®*—hosios designates ‘all the rest’ that is not hieros and at
the same time everything sacred by looking ‘at the boundaries from outside’*
Hieros demarcates something special by drawing boundaries around it. It thus
defines objects as belonging to the sacred sphere and to the gods. Hagnos is
more or less the attitude toward the cult, meaning ‘sacred and pure’, in which
the person or thing is seen under the influence of a ‘sacred-pure’ power or ‘field
of forces that demands reverence and distance’ The sacred can be defined
(1) by a specific, delimited space through boundaries as meant by Aieros, (2)
by a sphere of an awe-inspiring ‘field of forces’ that is assigned to the adjec-
tive hagnos,® (3) by a holy and highly sensual atmosphere that is expressed
through multimodality and perceived with various senses. It often occurs at
marked periods of time, cultic and festive. The occasion for all these sen-
sations is the festival, the marked and exceptional time in contrast to the
everyday. On the linguistic level, this can be emphasized by two terms, fe-
orte and thalia, which can be used for both a secular and a sacred festival.”
The festive practices are always performed in various media through music,
song, words, dance and movement, visual embellishment and design, and
olfactory elements, in the sacred realm also through sacrifices, prayers, hymns,
and processions. Each Greek polis throughout the ages celebrated its own
rich cycle of festivals throughout the year in its calendar. The annual polis
festivals are particularly rich. For Lesbos, I will focus on the famous pan-
island festival of Messon. For the multimodality of the sacred, I recall the
well-known examples of the Attic festivals, the Eleusinian mysteries with their
revelation through words, deeds, and visual signs, ta legomena, ta dromena,
and ta deiknumena. The sacred procession leading from Athens to Eleusis is
another highly festive occasion with people dressing up in their best clothes,
singing, laughing, mocking, praising the gods etc. Last but not least, I

3 Burkert (1985) 269—270.

4 Burkert (1985) 269; see Parker (1983) 147-151; Bremmer (1998) 28—30. On the term hosios, see
also Peels (2015).

5 Burkert (1985) 271.

6 Burkert (1985) 271.

7 See ééptain Sappho fr. 9.4 Neri and Bierl (é6ptav); faAia in Sappho fr. 2.15 (BaAiatot) and fr. 58a.6
Bierl (58b.6 Neri); conjectures in fr. 44.28 (Edmonds) and fr. 168D(1).10 Neri.
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mention the Great Dionysia in Athens with its festive procession and the per-
formance of dithyrambs on the first day followed by four days of theatrical
performances, comedy, tragedy plus satyr play, aimed at the different senses
of the spectators.® In the polytheistic system specific gods that dwell in the
sacred realm are the most important feature of the sacred. Divinities tend
to manifest themselves in the aesthetic structure of the texture of perfor-
mances and songs, embedded occasionally even in epiphanies and occasion-
ally framed in festivals. For example, the sacred linked to Aphrodite or Demeter
will be much different from one of Dionysus, Zeus, or Apollo. The gods are
associated with particular rituals and myths, with practices and associated
stories, doings, and sayings. Myths as traditional narratives with secondary
application interact with rituals, programs of action.® Myths can aetiologi-
cally motivate rituals, but can also put them into question and undermine
them. Going beyond the limited and often discussed questions of the perfor-
mance venue, especially the symposion and common festivals, | am most inter-
ested in how the sacred, linked to specific gods, rituals, and myths, tends to be
inscribed directly into the aesthetic texture of particular songs. This can apply
to matters of form, the make-up of the performance and transmitted text, and
content.

Thus, I will speak about the poetics of particular songs, their link to festivity,
specific festivals, and the sacred in general, and to multimodal reflections of,
for example, panegyris (a festive assembly), pompe (procession), agon (con-
test), komos (revel), thysia (sacrifice), dais (banquet), and theoria (embassy)
affecting the acoustic, visual, kinetic, and even olfactory senses.!° The concept
of sacrifice can directly enter into the structure and words of a song. Poetry
and songs are often associated with the concept of a sacrificial offering or
libation given to the gods. Supplication, purifications, blessing and blaming,
processions, prayers, hymns, oaths, laments, and funeral and wedding rites can
partially fuse and prearrange the structure and words of songs. The overlaps
and combinations can create a whole gamut of possibilities from the reflec-
tion of actual rituals to creative, multifarious, and innovative new aesthetic
forms. The sacred is, moreover, marked through typical objects that can also
assume a symbolic meaning, creating an aesthetic atmosphere. Myth and ritual
are associated with metaphors that are features of elevated and artful textual
production as well. Metaphors work as movers and shifters, transferring some-

8 On the Greek festival and its multimodality, see Bierl (2011a).
9 See Burkert (1979a) 23.
10 On the festive poetics, see Bierl (2011a), esp. 127-133 and Bierl (2014a).
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thing from one realm to another.! They can turn normal speech into poetic
performance.!? Moreover, a metaphor can generate ritual or myth, by setting
other metaphors in motion that are activated through similarity and conti-
guity.!® Both rituals and myths attempt to control the external world through
symbols, often through objects and food. Mythic and ritual scenarios can gen-
erate lyric condensation, mimetic performances, and extensive epic narration.
Poetry is similar to ritual and myth through (1) its marked speech, (2) its rep-
etition, (3) through a highlighted and staged elaborateness, expressive form,
self-reference, and symbolic meaning. On the level of form, we encounter rep-
etitions, magic speech, play, further figures of speech, variations, and rhyme.!#

A significant reservoir is the cycle of life (birth, marriage, death) and the
staging of rites of passage as social drama. The transition from maidenhood
to the status of an adult woman in marriage plays an important role in the
Greek performative culture.!> In poetic transformations we often encounter
objects, motifs, and themes that are characteristic of this process. Aestheti-
cism is conveyed through the sacred and divine in the form of light, gold, and
radiance. Choreia, the multimedial and multimodal performance of song and
dance, is the festive, sacred, and ritual medium in the purest manner.'6 But
monodic lyric song can take up the motifs as well, indirectly or notionally incor-
porating the concepts of choreia.l” As said, all phenomena find expression in
the aesthetics and poetics of the textual make-up, that is the texture of songs,
and can be seen as framing phenomena.!® The sacred can thus be not only a
meta-communicative frame, reflecting the occasion, but the framing tends to
inscribe itself in the script as well, using and negotiating certain signs, objects,
etc. in new aesthetic performance products, engaging in a dynamic dialogue
with the framing by illuminating, discussing, and undermining it.!° Song can
then soon separate itself from the sacred occasion (for example Sappho’s per-
formance at the pan-Lesbian festival at Messon) and use the aesthetic reper-
toire as fictional and poetic ingredients.

11 InAlexiou’s (2002, 318) words: ‘Metaphor shapes ritual (conventional action), just as ritual
gives body to metaphor.’ See in general Alexiou (2002) 317—410.

12 Alexiou (2002), esp. 317-319.

13 See Fernandez (1977), (1986), (1991).

14  See Braungart (1996), esp. 139—254.

15  See Bierl (2007) 23-25.

16  See Burkert (1985) 102.

17  See Bierl (2016a); Weiss (2018) 23—36; Power (2019).

18  On aesthetics, see Peponi (2012); see also Bierl (2011a), (2014a).

19  See Bierl (20ma).
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2 The Sacred in the Archaic Lyric of Sappho: Love, Female Choruses,
and Aesthetics

Through the examples of a select number of Sapphic songs, I would like to
show how Sappho deploys the sacred for her own poetry. It is well known
that the maidens of the Sapphic circle experience beauty in choric paideia,
while going through a rite of passage to adulthood. Music, rhythm, dance, and
song lead to an intense reception and internalization of this aesthetic value.
In these songs Sappho makes use of mythic and ritual discourses and means.
The aesthetic experience is intensified through amorous relations among the
girls and between Sappho and the members of the group.2? Anastasia-Erasmia
Peponi has aptly shown how Eros can be implied in an aesthetic process and
how poetry in particular can have an erotic function in conveying pleasure and
attraction.?!

Last but not least, religious sensation and the closeness to Aphrodite help
transform the intense corporeal and cognitive practices performed in multi-
modality into a totalizing aesthetic experience making the goddess and love
present. In synaesthesia as well as through erotic attraction and desire Sap-
pho creates consciousness about to kallos with an almost proto-philosophical
depth.22 Words, thoughts, micro-myths, and narrations go together with sen-
sorial impressions, visual objects, cosmetics, haptic contacts, scents, sounds,
music, and dance in a dreamlike nature of mutual love and sacred atmosphere.

3 The Sacred Space as a Symbol of Beauty in Song: Sappho fr. 2
A very good example is fr. 2 V.:23

Come to me from Krete to this holy temple,
here to your sweet apple grove,

20  On choral paideia, see Calame (2001) 221-244 and Bierl (2009) 2, 21-22, 68, 251.

21 Peponi (2012) 95-153.

22 See duBois (1995) 77-97, 98-126, esp. 101, 105-115.

23 On Sappho fr. 2: Norsa (1937); Theander (1937); Turyn (1942); Page (1955) 34—44; Matthies-
sen (1957); McEvilley (1972); Burnett (1983) 259—276; Lasserre (1989) 182-186; Tzamali
(1996) 92-118; Aloni (1997) L—LII; Tsomis (2001) 57—60; Furley and Bremer (2001) 2.113—
115; Yatromanolakis (2004) 63—67; Yatromanolakis (2007) 344—347; Heikkild (2007); Tsant-
sanoglou (2008); Caciagli (2011) 137-148; Ferrari (2010) 151-155; Ferrari (2011); Ladianou
(2016) 350—352; Bowie (2016) 154-155; Benelli (2017) 374—384; Neri and Cinti (2017) 283—
286; D'Alessio (2018) 36—38; Bierl (2019); Bierl (2021) 237-239; Neri (2021) 546—551.
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altars smoking with
frankincense.

5  Cold water ripples through apple branches,
the whole place shadowed in roses,
from the murmuring leaves
deep sleep descends.

Where horses graze, the meadow blooms
10 spring flowers, the winds
breathe softly ...

*

Here, Aphrodite, after gathering ...
15 pour into golden cups nectar

lavishly mingled

with joys.

trans. RAYOR [2023]

Cypris-Aphrodite is summoned to come into the deury, the here, to become
present for Sappho or the group in an epiphany. Nature and the sacred com-
plement each other in the creative adaptation of the hymnic form, and their
symbols are set in metaphoric motion. But the evocation of a temple or grove
(1) and other sacred signals do not make the song a pure cult hymn for a spe-
cific cultic occasion. With other critics, I would like to emphasize the song’s
intermediary status that links the purely cultic with other discourses.2* There-
fore, I would like to stress its imaginary, poetic, and symbolic character.2> In
this sense we can see how Sappho fuses poetry, performance, and religion. Fol-
lowing Anne Pippin Burnett, I would like to underline the symbolic level of
eroticism in the context of the aesthetic education of the maidens on the brink
of marriage.26 The pointillist series of elements?? evoking a scenery of sensu-

24  See Yatromanolakis (2004) 63—67. See also Bowie (2016) 154-155 and D’Alessio (2018) 36—
38.

25  See McEvilley (1972) 331—-333; Burnett (1983) 265—276; on the symbolic dimension from a
pragmatic point of view, see also Caciagli (2011) 143-146.

26  Burnett (1983) 265-276. See also Winkler (1996) 107-108.

27  Pointillism, a style in painting flourishing between 1886 and 1910, is a technique in which
numerous distinct dots of color are applied so that from a distance they blend together
into an integral image. I apply it to this song, as numerous small symbols and impressions
like dots form an integral erotic poem in synaesthesia.
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ous opulence and effervescence in the idyllic landscape of a locus amoenus
set metaphorical meaning in motion, whose erotic symbolism can be read in
a diachronic cultural continuum over the centuries from archaic to imperial,
Byzantine, and modern Greek mythopoeic texts.?® Moreover, I would like to
focus on the metapoetic dimension of the song. In the hymnic, and thus prob-
ably chorally performed address to Aphrodite to appear,?® to make the god-
dess of love present, so to speak, the discourses of religion, female erotics, the
concrete Sitz im Leben, the context of paideia in the Sapphic circle, and the
medium, the aesthetics of the song, fuse in the flow of poetry and eroticism.
Aphrodite is called to appear in her own territory where she is already and has
always been present. In order to make Aphrodite manifest in a detailed synaes-
thesia, the second part of a traditional hymn, the pars epica or hypomnesis, is
transformed into a series of erotically charged symbols that make the epiphany
happen. The third part too, the prayer to appear, can be changed to a new form,
since the goddess is already present.3? Therefore, Aphrodite is called to pour
out her sacred liquid nectar, which stands for song itself, and to make herself
present in song and love as an aesthetic experience, and not as a cult figure.
According to the pragmatic approach, depv (1) defines the here and now
as deixis ad oculos, but as deixis am Phantasma it could, of course, designate
also an imaginary landscape of a symbolic locus amoenus stylized to a mythic
garden of nymphs.3! The district is &yvov, implying the inviolate boundary of a
‘field of forces’ or ‘a protective cloak which no indignity can penetrate’, thus
an inner psychic attitude, especially of virgins, against sexuality, blood, and
death.32 "Ayog, the defiled, the taboo to be driven out, is the opposite of &yvov.
It is an important paradox that the locale of chastity and purity can symbol-
ize the abundance of sexuality and the trance status of x&po.33 If the song was

28  See Alexiou (2002): among others, grove in the sense of &vavAog (in line 1), 234—235; apple
and apple tree, 209, 217, 233-236, 244, 252, 261, 373-375, 399—400, 474—475 . 76, 500 N. 45;
rose, 123-124, 223, 475 11. 76; garden of love and restoration, 117, 123-125, 222—223, 360, 374—
377, 381, 404; tree of love and life, 399-404; bough, 417-418; shade, 261, 327, 345, 402—404;
sleep, 343, 368-369, 376—377; water, 321322, 345, 385; cold, murmuring water, 160, 236, 258,
260-261, 380; spring, 419-420, 449—450; flowers, 345.

29  See Lardinois (1996) 152, 165.

30  On the transformation of hymnic elements, see Burnett (1983) 261—262 and Burzacchini
(2005) 18-25.

31 See Merkelbach (1957) 25-29; Tsantsanoglou (2008) 51.

32 See Burkert (1985) 78, 271.

33  See Heikkild (2007) 45—46; simultaneously, the apple stands both for purity and sexual-
ity; another paradox is the pouring of wine that is only metaphorically (16) named; it is
usually prohibited for girls to drink wine; this is one of the reasons why the song asks for
nectar (15).
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indeed sung by young women, they sing about their sexual maturity in view
of the imaginary garden without having made the step from maiden to adult
woman in real life. In a poetic imagination they anticipate their sexual fruition,
becoming even more charming and beautiful. Simultaneously they frame their
anticipated blossoming with a sacred district and cultic language that both
guarantee their purity and make them sensually attractive.3*

In the sacred space, there is a grove, whose attribute is ydptev, that is emanat-
ing charis, charm and pleasure, and aiming at reciprocity and including Cypris
in the event.35If the locale is really a temple (vadov, 1),36 it is usually surrounded
by a small woodland, a pasture for animals and a space for the celebrants. The
trees provide shade; in this fragment we encounter apple-trees.3” In the natural
sacred space, there are altars smoking with incense (cf. Homer Odyssey 8.363;
Homeric Hymn 4.59) that stimulates the olfactory senses. Cold water babbles
through the apple-branches. The apple is the special ingredient in the garden
of nymphs, who as divine beings represent the emblematically young brides
on the brink of being married.3® The apple serves as the symbol for love par
excellence. Lovers throw apples to their beloveds.3® The apple symbolizes vir-
ginity and its loss, especially the ripening girl to be plucked in her beaming
beauty (Sappho fr.105A), a metaphor for the critical rite of passage.® The place
is shadowed by roses,*! like the apple another symbol of love producing an
enchanting scent. The ‘field of forces’ is thus made up by roses and apples that

34  Ontranquility and aesthetics, see Peponi (2012) 14—-32.

35  Onreciprocity and charis, see MacLachlan (1993), esp. 3—12; Bierl (2009) 116125, esp. 118
n. 92 with further literature.

36  Other critics (e.g. Pfeiffer [1937] and Yatromanolakis [2004] 66) reconstruct &vaviov (‘gro-
ve’). This word would designate a natural dwelling of the nymphs; see Hes. Theog. 129-130.
On the question of temple or grove, see now Budelmann (2018a).

37  See Burkert (1985) 85-86.

38  See Larson (1997); Bierl (2009) 112 with n. 73.

39  On melobolia, see Nagy (2013) 138; see also Sappho fr. 214A Campbell; in Theoc. Id. 5.88
Clearista throws apples after a shepherd whom she likes; melobolein is a proverbial expres-
sion for mutual love; see schol. Ar. Nub. 9g93. On the symbol of apples, see also Littlewood
(1968), esp. on the erotic, 149-159; Dasen (2016) 77-80; on the apple in Sappho fr. 2, see
Burnett (1983) 267—273; Caciagli (2011) 143-144; Winkler (1996) 104 regards the apple as a
metaphor for the clitoris; according to him, fr. 2 describes ‘ceremonies, to infuse the cele-
brants’ participation with memories of lesbian sexuality’ (108).

40 According to Himer. Or. 9.16 (Sappho fr. 105B) Sappho compared the maiden with an
apple, the groom with Achilles.

41 Onroses as a symbol that underlines that someone belongs to the circle and Aphrodite,
see Sappho fr. 94.13 and 96.13, and Caciagli (2011) 215-216; in connection with music, see
Sappho fr. 55.2; as a symbol of love, see Géczi (2006 ); on the rose in the meadow, focusing
the maiden in the passage to adulthood, see Hom. Hymn 2.427.
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lure Aphrodite hither, to herself. Since she is already present in this stylized
garden of Aphrodite (cf. Homeric Hymn 2.58-66; Ibycus fr. 286 PMGF), a space
full of her symbols, it is superfluous to call her. From the shimmering leaves
the sleep of enchantment, koma, flows down and makes one drowsy.#? It antic-
ipates the symbolic death and the rebirth in the new status of marriage. As if in
a state of flow the maidens experience a sense of fusion and union,*? in their
enchantment merging with the beautiful and sacred, actually with their divine
source, Aphrodite herself. The girls are thus totally absorbed into the sacred
place manifesting itself in synaesthesia. They are part of the locus amoenus,
beauty itself, and its multimedia sensory power.

Being in the midst of the musical, natural, and sacred whole they are at the
same time reflected in all different aspects.#* There is a meadow, symbolizing
again the young maidens or their sex,*> where horses graze—the horses being
again symbols of young girls on the edge of adulthood or of women craving for
sex, even fietairai.*8 It blossoms with spring flowers and the winds blow gently.
Nature and all senses fuse into the beautiful female body, symbol of Aphrodite.
The sensuous ‘field of forces’ includes the young maidens and their inviolate
bodies as well as Aphrodite herself, their ideal choral-leader, the divine source
of the magic and enchantment. Cypris is finally called ‘to pour into golden cups
nectar that is delicately mingled with festivities’ (év0a dv) o¥ ... . &lowga Kbmpt /
xpvalataw év xvAixeaay dfpws / opuepeiyuevov Baiatat véxtap / olvoxdatlaov, 13—
16). Synaesthetically the male symposion with its characteristic drinking of

42 The secondary tradition by Hermog. Id. 2.4 has xatappel accepted by Furley and Bremer
(2001) 2.114-115; however, this is not Aeolian; the correct form would be xappéet, but this
does not scan; see Benelli (2017) 378-381; perhaps the prefix was not assimilated so that
we need to read xatdppel; or we must reconstruct xdtw péet (with synizesis) or a form
with another prefix, e.g. Sidppet or dmdppel. Of all suggested emendations, xatdypel, ‘grasps’
seems to be most suitable.

43  See Peponi (2012) 70-94.

44  See Peponi (2012) 88-94.

45  Hipponax fr. 6 West; Eur. Cyc. 171; Henderson (1991) 20, 136; however, the eroticized
meadow belongs rather to the maiden on the brink of the transformation to adulthood,
whereas the garden of Aphrodite symbolizes the bride in full maturity; see Calame (1999)
153-164.

46  Beautiful maidens are compared with expensive horses (e.g. Alcm. fr. 1.46-59 PMGF), but
in other instances with unyoked foals: see Anac. 417 PMGF; Eur. Hipp. 546, Hec. 142, Hel.
543; Ar. Lys. 1307; on the foal as metaphor for the maiden in the puberty-initiation, see
Calame (2001) 195, 238—244. According to Gregory of Corinth (in Hermog. Meth. [Rhet. Gr.
VII 1236. 10-15 Walz] Sappho (see fr. 156 Neri) said that a girl or a bride is prouder than a
horse and more delicate than roses. According to fr. 194A Sappho compares the grooms
with prize-winning stallions, the maidens with the elegance of roses.
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wine is merged with a female ritual and the divine nectar.#” The goddess is
called to become present granting them a share of beauty, the divine power.
Nectar stands for the divine substance,*® the song itself, the musical quality,*°
and the sexual charm. The mixing symbolizes again the atmosphere of total
fusion. Flux, the transfer from the goddess to the girls, happens in flow, in the
heightened sensation of union with their divine model and in the synaesthetic
enchantment of love and lust. The golden cups, kylikes (14), function both as
metaphors for the female sex and receptacles where fluids and songs are mixed.
Aphrodisian love, the Sapphic song, and the choreia of the female group are
understood as a sacrifice or at least a gift to the gods, which, in accordance with
the charis-relation, will again have repercussions for the chorus.5° In terms of
media and communication, sender and recipient interact in the sacred space.
Koma emblematizes as concrete corporeal symbol the state of poetic enchant-
ment and the enthralling effect of the song on the recipients.

It has become clear that in the song several concepts and ideas such as song,
hymnos kletikos, cult, love, sex, landscape, sacred space, banquet, and festivity
merge. The participle oppepeiypevov (15) marks and reflects this fusion on the
linguistic level.5! In a pointillist manner, the short impressions are mentioned
in a series of catchwords and very short semantic units: grove, apple-trees,
altars, incense, water, soundscape, shade, roses, enchanting trance, meadow,
flowers, breeze. The poem is not romantic, like modern lyric about nature, but
depicts a space defined by symbols that are set in motion. The fusion of word,
music, and rhythm that the song produces as well as the themes expressed
in the song create through a metonymic process a feeling of intensity. Every-
thing in the fluid sequence is tailored to Aphrodite’s flow of forces. The ring
structure mirrors the totalizing sensation of fusion and flux. The poetical and

47  According to Yatromanolakis (2004) 65 and (2007) 346 and Bowie (2016) 154-155, the
scene has a convivial dimension. Nectar was also used to restore almost-dead warriors
(Achilles in I. 19.352—353) and to preserve the dead from decay in epic poetry (/. 19.379);
see Burnett (1983) 273 n. 120.

48  On nectar in Orphic mystery belief, see OF 221.2 Bernabé; see also Lanata (1966) 69—70;
Turyn (1942).

49  E.g. Pindar (véxtap yvtév, Mowgav 3éaw, OL 7.7). See Theander (1937) 466 n. 3; Niinlist (1998)
197; Ferrari (2010) 155 (he believes that not Aphrodite, but Sappho pours out the nectar);
on pouring out song, see Bierl (2009) 303—305 and Niinlist (1998) 180-185; on flowing, 192;
on mixing, 200—203, and on song in association with flowers, 206—209.

50  On choreia, performance, and poetry as sacrifice, see, among others, Svenbro (1984);
Calame (20m11b); Petrovic (2012), esp. 155-169 and Sfyroeras, this volume.

51  See Sappho’s fr. 44 that also speaks about the musical production, where Sappho—twice
in the final position of the line (frs. 44.24 and 30)—underlines the mixing (éveptyvuto and
dvepetyvuto) and fusion of all senses in synaesthesia during choreia. See below par. 5.
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aesthetic form in sequence, repetition, rhythm, circular structure culminat-
ing in self-reference conveys a sense of unity and meditative focalization. The
audience experiences sensuous impressions, briefly emitted symbols that are
set in motion and must be arranged into a message and meaning. The short
bites of information dissolve, losing their contours and merging with each
other. Finally, rhythmic sound, music, and sense-perception come to the fore;
the song is about the recognition of patterns and symbols set in motion; in
short, choreia in performance or, if the song was delivered as a monody, chor-
eia in imagination.5? Through the interplay of variation, the concurrence of
paradigmatic and syntagmatic relations, as well as the dynamic incorpora-
tion of metaphorical and metonymic dimensions in redundancy and repeti-
tion, sense starts emerging. The girls, perhaps the performers, or at least the
addressees, of this highly sensual song develop a sensation of being integrated
into a sacred whole, into the cosmic order of love.

4 A Series of Intimate Conversations with Aphrodite: Sappho fr. 1

A different, very intimate use of the sacred can be found in fr. 1. Here, Sappho
transforms the hymnos kletikos into a direct encounter with the central goddess
of her circle and poetry. By staging a personal, divine epiphany Sappho turns an
otherwise undefined, almost neutral and domestic setting into a sacred space.
Sappho changes the awe-inspiring almightiness into a poetics of the tiny, art-
ful, and delicate. Aphrodite is envisioned as Sappho’s source of inspiration.
Through a poetic trick and mimetic techniques Sappho as singer in perfor-
mance turns into her divine model. The direct exchange with her poetic model
in directly re-enacting the goddess by citing her divine voice makes Sappho
notionally become Aphrodite herself. The sacred as ‘field of forces’ becomes
again the scenario for the poetic fusion of roles. Sappho sings about an endless
chain of very personal visits that culminate in her latest, very intimate meet-
ing with Aphrodite, when the goddess becomes her real ally, savior, or alter
ego, providing Sappho with erotic charm, poetic success, and creativity, and
the poem with its performative essence. The song is deeply ingrained with an
erotic aesthetics of the sacred. The setting and the atmosphere are both sacred
and sensual, as are the form, a hymn to address the gods, and the content, as
Sappho stages a dialogue with the goddess of love about love.

52  See Tambiah (1985) 164-166.
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Sappho uses again the traditional tripartite structure of the ~iymnos kletikos
and appropriates it for her own needs.>3 The first address to capture the atten-
tion has very specific tones that have to do with Sappho’s own poetry, especially
with this poem that plays a performative trick on the audience and goes beyond
the traditional form of the genre. She addresses Aphrodite as immortal goddess
‘with varied embroidered cloth’, or ‘who has varied embroidered flowers on her
mantle’ (roAdBpov’, 1),°* ‘immortal’ (d8avdt’, 1), ‘child of Zeus’ (mal Alog, 2),
‘weaver of wiles’ (SoAdmhoxe, 2). As a weaver, she invents frauds, deceits, and
tricks, but weaving is also a feature of the artful poet who devises clever strate-
gies to go beyond formal and generic conventions.>® Fully in love, the poetic T’
prays to the goddess (the “You”, Alogopal g, 2) not to devastate and subdue her
heart, not to overpower her spirit (80pov, 4) with pain or sorrow, with feelings
of nausea, weariness, satiation as well as discomfort, distress, and anguish (1
K doatat und’ dvianat dduva, 3), but to ‘come hither’ (tvid’ €A0’, 5) and help. The
emphasis on despair and subjugation—therefore Aphrodite is called ‘mistress’
(mdtvia, 4)—is particularly strong.

In poetry, as in real life, people usually seek relief from troubles caused by
external forces by invoking a god to appear and bring help against these nega-
tive powers. Yet, in this case, it is Aphrodite who is called upon, although she
is also the one who causes the pain. It sounds ironic that the originator, the
goddess responsible for the distress, is summoned to come to the rescue, not
someone else. To solve this inherent paradox, we could only imagine the god-
dess stopping her negative influence and changing into a benign force. How-
ever, to our surprise, we hear much later, in the sixth strophe (21-24), that in
this case of possibly unreciprocated love she will cause a radical reversal of
the situation. Love will not cease, but the erotic hierarchy will be reversed, so
that the beloved girl will be the one to suffer in the future. In the Aypomnesis
or pars epica, Sappho does not talk about a single past instance of Aphrodite’s

53  See Burnett (1983) 247—248; Ritodk (1995); Furley and Bremer (2001) 1.50-63; Schlesier
(2011) 417—419. On Sappho fr. 1: among others, Schadewaldt (1950) 85-91; Page (1955) 3-18;
Bowra (1961) 198—205; Krischer (1968); Privitera (1974) 27-83; Svenbro (1975); Burnett (1983)
243-259; Rissman (1983) 1—29; Lasserre (1989) 201-214; Ritodk (1995); Tzamali (1996) 36—
90; Nagy (1996a) 87-103; Stehle (1997) 296—299; Thomas (1999) 3-10; Hutchinson (2001)
149-160; Tsomis (2001) 38—44; Schlesier (2011); Nagy (2013) 122—129; Neri and Cinti (2017)
281—283 and Neri (2021) 535-546. This part was expanded on Bierl (2018b) 925-943, on
which it draws now. See also Bierl (2021) 233—237.

54  On this meaning derived from throna (‘embroidered flowers’) against the usual transla-
tion derived from thronos (‘seat) ‘throne’), see Lasserre (1989) 205—-214; Scheid and Svenbro
(1996) 53—-82; Nagy (1996a) 101 with n. 40. See also Chernysheva (2017).

55  Onweaving and poetry, see (Nagy 1996a) 64—65.
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appearance that could motivate her intervention also this time, but reports that
Aphrodite had already appeared many times. Aphrodite is reminded that she
had heard (éxAveg, 7) time and again Sappho’s voice (tag &uag atidag diowoa, 6),
that is, her poetry in performance, urging her to come from afar (mAo, 6). She
had left Olympus, the house of her father, and harnessed her chariot to come
(Mg, 8) over and over again. Beautiful and swift sparrows (xdtot 3¢ ... dxeeg
atpodfot, 9—10) swirling fast-beating wings (moxva Sivvevteg mtép’, 1), brought
her (¢’ &yov, 9) above the earth from heaven through mid-air (dn’ dpdve oife- /
pog S1a péoow, 11-12). Straightaway the birds arrived (alpa 8’ é&ixovro, 13).
Repeatedly in the past, the goddess had suddenly stood in front of her female
singer, her alter ego. Time and again (3nire, 15, 16, 18) Aphrodite, the holy and
blessed ‘you’, had smiled and asked what the matter was this time, why Sappho
called on her and what it was that she wished for in her maddened heart (14—
18). Sappho speaks about the lovelorn mania that sickens the heart (pawérat
B0uwi, 18) and craves relieve. This erotic frenzy dangerously aligns the poetic T
with a maenad in the sphere of Dionysus.56 At this point, the narrative abruptly
shifts in line 18b into direct speech not framed by introductory and concluding
formulas (18b—24); the ‘I’ and the ‘you’ switch places so that in her song Sappho
takes on Aphrodite’s persona. Through dramatic mimesis Sappho re-enacts the
goddess, assuming Aphrodite’s own voice and uttering her own words: ‘Whom
am [ to persuade this time to lead you back to her love? (tiva Sndte meifw /
... gaynv € aav @Adétata; 18-19). Then the goddess, impersonated by Sappho,
who is now playing both roles, asks her: ‘Who wrongs you, Sappho? (tiga’, & /
Yang’, 4dixnat; 19—20). Sappho, whose name means ‘little sister), according to
Gregory Nagy,5” becomes a very personal partner of the almighty goddess.
While Sappho had called Aphrodite a tricking goddess (2), Aphrodite ad-
dresses her in intimate tones. But the main trickery of the poem consists in
Sappho’s sophisticated use of narration qua mimesis. Closely following her
model, Sappho becomes a poetic ‘weaver of wiles’ (2). The magical lines of the
sixth strophe58—if she runs away, soon she shall pursue ...’ (21-24)—reverse
all wrongdoing as well as the hierarchical role of lover and beloved. It culmi-
nates in the sentence that ‘if she does not love, soon she shall love even against
her will’ (trans. Campbell [1982]) (ai 8¢ v piAel, Toyéws pAnget [ xwdx éBélotoa,
24). In performing the enchanting lines composed by ‘Sappho the sorceress’°
but put in the mouth of Aphrodite, Sappho, suffering from love, gets respite

56  See Nagy (2007a) 256—258.
57  Nagy (2016a) 489—492.
58  See Petropoulos (1993).
59  See Petropoulos (1993).
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from it. Emotional devastation cedes to both self-confidence and strength. Love
involves a power struggle, almost a fight for life—just as in the Trojan war for
the Homeric heroes. Someone does an injustice (4dixya1, 20), but things may
be repaired and vengeance plotted. The girl who now refuses to love her will be
desperately in love with her,6° and she will not be loved in return at first. Only
in the end will love perhaps become a mutual affection between two more or
less equal female lovers.

By telling a story that happens time and again and mimetically playing
the part of Aphrodite, Sappho becomes equal to the goddess and gains relief
through her own enchanting words. Divine speech possesses great power and
authority. In this case, the words are invented and performed by Sappho, her-
self a woman of craftiness, artfulness, and poetic stratagems. The trick she
devises to overcome her own pain consists in projecting herself into her sacred
idol. The relationship assumes a very personal note as Sappho designs her
own, very personal image of Aphrodite. While epiphanies often tend to be
deadly, threatening, and frightful, Sappho molds the repeated direct encoun-
ters with Aphrodite into highly personalized and artful scenes endowed with a
miniature-like quality. Whereas in the Homeric Hymn to Aphrodite the goddess
as a superhuman, towering divine figure reaches the roof of the house in her
famous epiphany in front of Anchises (Homeric Hymn 5.170-175), in this Sap-
phic song, although Aphrodite arrives in a chariot with an immortal smile on
her face, she is reduced to almost human scale when she repeatedly manifests
herself. The chariot (9) is drawn not by mighty horses, but, surprisingly, by spar-
rows (10).61 The goddess sitting on such a chariot is almost reduced to her voice.
Her figure is pure magic, suggesting a refined aesthetics of delicacy, abrosyna.5?
While the pars epica usually relates a previous incident of help to incite the
god to come again, in this case it innovatively adjusts the pattern to a chain of
precedents to the present situation: a series of innumerable intimate conver-
sations, reported utterances of the goddess invented and enacted by Sappho.
Thus, the mimetic report about numerous instances of performed dialogues
that promised reversal and relief becomes a self-assuring monologue. By speak-
ing in Aphrodite’s voice, Sappho impersonates this sophisticated female figure,
while the goddess in her theatrical role performs her words in direct speech. In

60  Not necessarily, according to Calame (1999) 23—27, who speaks about ‘an essential asym-
metry’.

61  See Erbse (1997); Hutchinson (2001) 153-154.

62  See Sappho fr. 58.23-26; on &Bpog, see Sappho fr. 2.14 (Aphrodite), fr. 128 (Charites), fr. 44.7
(Andromache as bride), fr. 140.1 (Adonis), fr. 100 (cloth). See also Kurke (1992) 93—99; Fer-
rari (2010) 66—71; Ragusa and Rosenmeyer (2019).
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reciting those magical lines, Sappho herself confidently assumes that she pos-
sesses this transcendental power as she appropriates the enchanting quality of
the goddess.

After this rearranged Aypomnesis, Sappho moves on to a more traditional
third part, the genuine prayer or appeal to the goddess (25—28). Aphrodite
should come also now to deliver her from her anxieties and fulfill all that her
heart desires (8ooa 3¢ pot Téheaoat | B0pog (uéppel, TéAegoy, 26—27). Finally, she
prays that the goddess herself (atta, 27) should become a symmachos, a fellow-
fighter (28). This is a very strong and unusual expression of self-assertion. Sap-
pho has gained confidence, she has the upper hand over her beloved girl. By
singing and enacting she has brought about a change in the hierarchical con-
stellation of love. As an ally, Aphrodite is set on an equal level, while Sappho
now seems to be in the lead. She is the warrior while Aphrodite is the charioteer,
just like Achilles, who is accompanied by his companion Patroclus.53 There-
fore, Cypris is described as arriving on a golden chariot (9—10). Love is war with
different means; the lover—warrior metaphor is ubiquitous. Sappho uses this
metaphorical overlap to compete with the Homeric tradition.®* In Iliad 5, when
Aphrodite actively intervenes in the Trojan war, she is rather weak and almost
hilarious.%> Wounded in the hand by Diomedes, she must retreat. Reshaping
the Homeric Aphrodite, Sappho casts the goddess as a more efficient fighter
in metaphorical terms. In the Homeric Hymn to Aphrodite, perhaps composed
around the same time or shortly before Sappho’s poems®% (the myth proba-
bly circulated long before), the goddess stands entirely above the love affairs
between men and gods before she too experiences passion, herself falling in
love with Anchises. As the embodiment of love, she—as Sappho’s ally—should
therefore fight against herself. But we know that nobody, not even Aphrodite,
can defeat the terrible pain of love when they fall prey to it. Obviously the battle
does not aim at a total defeat but at a reversal of the emotional relation, and,
perhaps, at reciprocal union. In order to reach this goal, it is vital to deploy
doloi, frauds, and stratagems. Aphrodite is notorious for them. Sappho, as her
alter ego, has found the right device to cope with a situation of crisis through
poetry and rhetoric.57

63  See Krischer (1992). The comparison is usually made with Diomedes, who is assisted by
Athena as charioteer in Iliad 5. See e.g. Svenbro (1975); Rissman (1983) 9—11.

64  See Rissman (1983).

65  See Winkler (1996) 92—96.

66  On the relationship between Sappho’s poetry and the Homeric Hymn to Aphrodite, see
Janko (2017).

67  See Thomas (1999).
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The multifarious variations on the passion of love make fr. 1 a very apt song
for the beginning of a collection in which love is one of the common threads.
Sappho and Aphrodite as a sacred pair of symmachoi find poetic strategies to
deal with love and to communalize the feelings for the purpose of paideia in
the Sapphic circle. The sacred as a ‘field of forces’ or energies becomes a place of
traffic and change of power. In the sacred space, Sappho’s ‘house of those who
serve the Muses’ (fr. 150), or in the circle, she assumes the power of Aphrodite,
almost becoming Aphrodite herself. Eros and the charm of aesthetics make the
author turn into the recipient, the charmed interlocutor, who in the intimate
dialogue with the goddess almost becomes the goddess herself. In fr. 2 the allies,
Sappho and her goddess, will then make clear what the sacred field of symbolic
forces means in erotic terms for Sappho’s circle of maidens.

5 Festive Aesthetics about a Wedding of a God-like Couple in Holy
Troy

In fr. 44, Sappho describes in a miniature-epic how the arrival of Andromache
and Hector,58 who left his home to bring the bride from her father Eetion, in
light of the upcoming wedding in Troy becomes a holy, almost transcenden-
tal event. In the specific choric and festive poetics, the bride and groom are
thus assimilated to gods. Whereas Iliadic warriors reach ‘imperishable glory’
(xAéog dgOitov, 4) when they have fallen in battle, transcending the threshold
of death,%® according to the Sapphic strategy of aestheticized transfiguration,
Andromache, the model for the maidens in the Sapphic circle, and Hector do
the same at the very moment when they are about to marry.”® Both the warriors

68  On Sappho fr. 44: Page (1955) 63—74; Rosler (1975); Burnett (1983) 219—223; Pallantza (2005)
79-88; Ferrari (2010) 128-133; Spelman (2017); Neri and Cinti (2017) 314-315; as a wedding
song: Merkelbach (1957) 16-19; Frinkel (1969) 196-199; R6sler (1975); Aloni (1997) LXI-LXV,
80-83; Pallantza (2005) 79-88; Sampson (2016) with a reply by De Kreij (2020); Budel-
mann (2018a) 137-146; Bierl (2021) 272—275; Neri (2021) 635-644; for ominous readings—
Hector will soon die—see Kakridis (1966) and Schrenk (1994).

69  On the use of kleos aphthiton, see Nagy (2013) 26—31. See esp. Achilles, contrasting his
return home with his imminent heroic death in I/. 9.413, and Hector, imagining his future
fame in IL. 7.91.

70  See Nagy (2013) 96—-98. Résler (1975) 279280, following Merkelbach (1957) 16-19, argues
that myth elevates reality; on the aesthetic circumstances, see Rosler (1975) 281-285; on
audience reception and its fusion in fascination with the poet, see Peponi (2012) 70-94;
Nagy (2013) 98 thinks: ‘Song 44 of Sappho is an example of epic as refracted in women’s
songmaking traditions. For more on female epics, see Nagy (1996b) 56—57; on meter, see
Nagy (2016¢).
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at their transformation into heroes and the bridal pair on the brink of marriage
are often compared to gods as they reach a status similar to a divine existence.
Therefore, the poem conveys again a sacred atmosphere as it focuses on the rite
of passage that is the telos, the ultimate goal, of the maidens. Andromache is
thus the model for all aristocratic girls. Their choragos Sappho educates them
so that they reach beauty through an all-encompassing and multimodal aes-
thetic training in choreia.

Through this paideia in all senses and media the maidens become mar-
velously attractive as brides for their future husbands. Sappho as quasi-divine
leader of the choral group likes to resort to ritual and myth, in particular to
occasions of festive wedding in mythic parallels. Since Lesbos is so close to the
Troad and thus also an ally of Troy in the Trojan War, Andromache and Hector
as well-known protagonists from the Homeric tradition become ideal figures
upon whom Sappho can project poetic scenes of a first encounter of any bridal
pair in the future that attains, so to speak, divine status.

In his mission to retrieve Andromache from his future father-in law Eetion,
Hector and his companions escort Andromache from ‘holy Thebes and from
ever-flowing Placia’ (©Y)Bag €€ iépag [Mhonciag T° dm’ [di]v{v)dw, 6) to her future
household in Troy. The bride is &Bpa (7), delicate and luxurious; abrosyna, all
luxury coming from Lydia, where money had been recently invented, and Asia
Minor, is the essential value of Sappho and the Cleonactids linked to to kal-
los, beauty.” Sappho thus highlights rich Troy and Thebes beneath Mt. Plakos
in the foothills of Mt. Ida in Asia Minor, the nearby land just opposite Les-
bos. And this is the reason why the poem focuses not on war but on wedding.
Since Andromache is delicate, it is fitting that all sorts of delicate and luxuri-
ous objects are carried with her on the ship as a dowry: ‘many golden bracelets
(TéMa 8’ Ellyparta xpoata) and perfumed purple robes (xdipporte Topgipa xota-
Utueva), ornate trinkets and countless silver drinking cups and ivory (dpyvpa T’
avdpdpa motpta xdAépalg)’ (8-10). As we have learnt in fr. 2, objects of luxury
are S};mbols and emblems of the exuberance and effervescence of the sacred
atmosphere. The arrival is announced by the herald in Troy (1-3), envisioned
as a festive place where the couple is expected, in direct speech (4-10). Now
the people react in joy: old Priam leaps up (dvépouae, 11), the news spreads to
his friends throughout ‘the city of broad chorus-spaces’ (xotd oAy €dpiyopov,
12), anticipating the choreia to be celebrated. The male youth of Tlion yoké the
mules to the carriages (13-14a), the whole crowd, matg 8xAos (14), of women and
maidens (yuvaixwv T" dua maplevixay T.....a@vpwv, 15) climb on board (14b-15).

71 See above n. 62.
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Only the daughters of Priam remain apart (x&ptg, 16). Next to the female side
the male population comes to the fore, the men (&v3peg, 17) and the ephebes
(WiBeot, 18) (17—20). At line 21 the focus is on the god-like couple, being txeiot
Béoic as the ritual formations meet. The space is again dyvov (22), just as in fr. 2
(discussed above), a field of forces forming a boundary against the impure. Both
Hector and Andromache set out to enter Ilion (23).

Itis all staged as a holy procession back and forth: (1) to Thebes in Placia, situ-
ated in the next bay around Mt. Ida near Adramyttium directly opposite Lesbos;
(2) back to Troy in a ship convoy; then (3) a procession from the center of
the city to meet them at the border (recalling Priam’s arrival bringing Hector’s
body in Iliad 24);7 finally (4) the different gender and age groups return again
accompanying the couple entering Troy. At this moment the sacred space and
atmosphere are emphasized through choreia, sacred music, words, and dance
in festivity. The sounds of the flute, cithara, and castanets mingle in fusion. dve-
uiyvuto (24) indicates again the mix of sensations and media in a multimodal
totalizing performance. It may mirror the choreia of the actual performance,
despite the song’s epic style; it also resonates with the atmosphere of the recep-
tion by an audience. Or, if the song was performed or reperformed as a monody,
the intense choral self-references create the sensation of virtual chorality. In
this way, the audience experience choreia in their minds, while they are listen-
ing to an epic poem in feminine cadences, which vividly conjures up a scene of
a mythic wedding in its festive multimediality through both narrative and lyric
words that are sung to a rhythm that is very close to Homeric meter.”3

Maidens (mdpBevoy, 25) sing a holy song (uéhog dyvov, 26), a melody that fits
the sacred space and atmosphere. Its sound of flow reverberates in a ‘mar-
velous echo’ (dyw feomeaia, 27). As itis ‘divinely sounding’ (Beomeaia), it belongs
already to the divine sphére and even reaches the sky (ixove 8" &g oé’t'espoc, 26) so
that the gods can have a share in this exemplary choreia. ‘All over in the streets’
(mdvron §” g wdt 8301g, 28) are xpdtypes, mixing-cups, and bowls (picda, 29).
The olfactory dimension, myrrh, cassia, and frankincense (udppa xal xaaia Aifo-
V66 T', 30), is mingled again (ovepeiyvuto, 30), taking up dvepiyvuto (24)—both

72 On the reference to Iliad 24, see Schrenk (1994) 146-148; see also Rosler (1975) 284; how-
ever, Rosler does not speak about the allusions to the final passage, Priam’s procession-like
arrival in Troy with the body of Hector (Il 24.699—776), but only about the mules (IL
24.266—274) referencing lines 13-15.

73 On fr. 44 as a choral song, see e.g. Frinkel (1969) 193, 196-198 (a chorus performing at a
festive occasion, i.e. a wedding, and singing about it); as monody, see Lasserre (1989) 81—
106 and Lardinois (1996) 158. On its epic and oral quality, see Nagy (2016¢). In a similar
vein of virtual chorality, see Weiss (2018) 215—216.
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are in the final position of the line, emphasizing the multimodal and multi-
media effect of festivity that involves all senses. The older women intone their
ololygmos (éAéAvadov, 31), their cry of joy, also the signal for the sacrifice, drown-
ing out the critical moment when the animals are killed, while all men let forth
the lovely high-pitched paean (énpatov tayov 8pbiov / mdov’, 32—33).

The cry is identical with its god Apollo, the Archer, the ‘shooter from afar,
the god who plays well his lyre’ ("Exdfolov edAdpav, 33). He is called after
the inarticulate cry ‘paean’ Thus Paean/Paion-Apollo becomes, so to speak,
the divine chorus leader summoned by the men to take over the hymn of
the bridal pair through his specific and healing utterance of sound. In his
acoustic dimension—the genre of the paean is the specific occasion of the
performance—the god becomes present. While the women shout the ololyg-
mos, the cry of joy, but also signaling the upcoming sacrifice,”* the defloration
on the first night—the bride becomes, so to speak, the holy sacrifice—men
sing the paean, the song to overcome the crisis of the rite of passage, to heal
and sanctify the state of marriage. All men thus praise Hector and Andromache
as god-like (Bzo{ednédoig, 34, taking up Ixedot Boig, 21):7° as they are about to
marry, the song emphasizes in its final marked position (34) that they shift—
justasinline 21—into the divine status, impersonating on the one hand Apollo,
the god of the ephebes, and to some extent Ares and Zeus, on the other hand
Aphrodite, and to some extent Hera.

By singing about this almost divine couple, Sappho anticipates the maidens’
telos in marriage. Both the time in seclusion as well as the final goal of mar-
riage are viewed as holy. Space and time become sacred. This is conveyed in
multimodal choreia appealing to all senses. By singing or listening to songs of
festivity about the wedding of a paradigmatic couple, the maidens can antici-
pate the totalizing kallos, becoming themselves more attractive. Sappho’s ulti-
mate medium to express the sacred nature of the life in the circle and in myth
is music and dance. Through self-referentiality the actual or virtual ritual activ-
ity of choral song is mirrored and thus intensified, while its aesthetic effect of
fusion can be conveyed to the audience.

74  See Deubner (1941), esp. 14; Burkert (1985) 74.
75  On the circular and recursive structure of fr. 44 that in ending with the report about the
wedding leads back to its beginning, see Frinkel (1969) 197.
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6 Alcaeus’ Use of the Sacred in a Male, Convivial, Political, and
Aggressive Context (frs. 129 and 130B)

Alcaeus, the male poet contemporary with Sappho, uses the sacred in a totally
different way, that is, in a political and aggressive manner. He deploys the pan-
Lesbian sanctuary of Zeus, Hera, and Dionysus at Messon,”® a common sacred
ground and perhaps also the setting of some of Sappho’s songs, especially of fr.1
(discussed above), addressing scenarios of alienation from and re-integration
into the common civic body of the 3apog (Attic demos), that is, the entire city
as well as the Lesbian and Panhellenic aristocracy.

Both poems revolve around negotiating power relations between agonistic
groups and two opposing influential politicians and hetairoi, one inside the
group, or the polis, the other outside. In fr. 129 Alcaeus, who due to his expul-
sion fiercely curses Pittacus, a former member of their common hetaireia, from
a precinct situated at the margin. It is well known that after changing sides and
loyalties Pittacus functions now as a new leader at the center of power inside
the city.”” In fr. 130B, on the other hand, the speaking T’ projects himself again
into the role of a person who lives in a sacred sanctuary at the border, leading
a pure but wretched life, alienated and completely alone like a wolf until he
notices a chorus of women dancing at the annual festival of the Kallisteia. This
aesthetic experience of official ritual, I will argue, serves as a signal to return to
the city.

7 Cursing the Political Rival in the Sacred Shrine and with the
Energy of the Gods: Alcaeus fr. 129

In Alcaeus’ fr. 129, the sacred precinct constitutes the scenario from which the
singing person draws all the ritual power and energy to curse Pittacus. Alcaeus

76 See Robert (1960); Nagy (1993); (2007a); (2007b); Bowie (2007) 34; Caciagli (2010); Boede-
ker (2016); Caciagli (2019); other critics, e.g. Picard (1962), plead for Cape Phocas; see Furley
and Bremer (2001) 1.173-174.

77  Onfr129: Voigt (1971) 233—236; Liberman (1999) 1.61-62; Hutchinson (2001) 192—204; with
further literature 192 n. 6; Furley and Bremer (2001) 1.171-176; 2.19—-125; moreover: Page
(1955) 161-169; Rosler (1980) 191—204; Burnett (1983) 157-163; Andrisano (1994); Kurke
(1994); Bachvarova (2007); Catenacci (2007); Yatromanolakis (2008); Caciagli (2010); Ed-
munds (2012); Bierl (2016b) 19—23; Boterf (2018); D’Alessio (2018) 44; Romney (2018);
Budelmann (2018a) 92—100.
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deploys Dionysus Omestes,”® the Raw-Eater and part of the triad,”® as the cen-
ter of violence as this god is linked with the cruelest forms of the Other, such as
fantasies of human sacrifice, as well as the practices of sparagmos and omopha-
gta.He serves as the embodied agent of the ‘curse’ (ara) that works according to
the principle of similia similibus applied in curse tablets.80 Therefore he merges
with the Erinys (14), as Erinyes personify ara (10) and are often associated with
the maenadic practice of the hunt, as we know from Aeschylus’ Eumenides
(500). Through his epithet Omestas (9), Dionysus, the quintessential dancer
paradoxically bridging between the opposites outside and inside, animal and
central god, alien/barbarian and native, is summoned to devour Pittacus, the
greedy ‘pot-belly’ (pVoxwv, 21), the grotesque devourer of the people and the
city (23—24; cf. Alcaeus fr. 70.7).8! The feet of the Erinys should overtake him
who trampled oaths (23) with his feet (méaw, 22). Feet are a pars pro toto for
and feature of the choral dance. The Erinys is envisaged as a dancer—like the
choral group that pursues Orestes in Aeschylus’ Eumenides32—attacking Pitta-
cus, the grotesque dancer, who, being lame, has a strange gait, a typical sign of
tyrants.83

Curses as speech-acts can do something with words, as they have a perfor-
mative effect. They can metaphorically bind and kill the victim.3# First of all
the song focuses on the sacred space to which the speaking ‘I' had to retreat. He
emphasizes that the Lesbians, that is the entire people (demos) of the island,
established a large téuevos (2) for Hera, a temple, as £0vov (3), common to all

78  This subchapter is a condensed version of Bierl (2016b) 19—23, but with a different focus.

79  As Omadios, The Raw One, Dionysus also received human sacrifice (Porph. Abst. 2.55.3).
Even Themistocles still allegedly sacrificed Persian captives before the battle of Salamis to
Dionysus Omestes (Plut. Them. 13.2—5 = Phaenias fr. 25 Wehrli2). Plutarch refers to Phae-
nias of Eresos as his witness, who interestingly comes from Lesbos (fourth century BCE);
see Henrichs (1981) 208—224. On the Raw-Eater, see esp. 219—222 and Henrichs (1978) 144
(mentioning also Alc. fr. 129). On two aetiologies of the name, see also POxy. fr. 1, col. 11.17—-
30 with Porro (2004), 235-236: the common one derives the epithet from the sparagmos of
the maenads (lines 27-30), the other one (lines 17-26) is attributed to Myrsilus; he reports
that in the early period, during the times of the legendary founder Makar, a human sacri-
fice was performed to the god. The victim taken from the enemies was a person of royal
descent.

80  SeeVersnel (2009) and Riess (2012) 164—234; on the rhetorical strategy of similia similibus,
see Riess (2012) 186; for a comparison between dpd and defixio, see Riess (2012) 201-207.

81  See Lentini (2002) 5-6.

82  On the performative reading of the hymnos desmios in Aesch. Eum. 321-396, see Bierl
(2009) 62—65.

83  See Vernant (1982).

84  We do, in John Austin’s words (Austin [1975]), something with words, and they have an
effect.



210 BIERL

(1—4). By highlighting this sanctuary as the demarcated space at Messon, the
territory in-between of pan-Lesbian status, belonging to the divine triad, the
first-person speaker aligns himself with the entire population and marginal-
izes Pittacus from the in-group of Lesbos, ‘othering’ him as the enemy of the
people and their common cultic system. In place of the pars epica we witness
a detailed oath scene attended by Pittacus (14b—20).85 Sacrificing an animal
(tépovteg, 15) they swore not to betray any member of the hetaireia. Moreover,
they vowed to kill the opponents currently in power, obviously Myrsilus and his
comrades, and deliver the people (3apov, 20) from their suffering. Through this
vivid recollection of the oath its breach becomes even more drastic. According
to this logic Pittacus must die now, otherwise the damos will not regain free-
dom.86

Pittacus is being transplanted to the side of the barbarian and the animal,
facing the threat of being hunted down, dismembered, and eaten. In killing
the enemy Dionysus usually destroys a household to install community, civic
harmony, and social cohesion. The native god Dionysus himself seems alien;
in the same manner Alcaeus, a native aristocrat, feels alienated, marginalized,
and isolated by Pittacus’ propaganda. The god is thus summoned to destroy
the tyrant and his house. Through this act Luaios or Lusios should release the
damos, restoring cohesion and unity.8”

8 The Exile in the Vicinity of the Sacred Shrine of Messon as
Observer of Female Choruses: A Signal to Return to Civic Life

In the very difficult fr. 130B we seem to be still in the same sacred precinct at
Messon.88 The fragment says:

85  See Bachvarova (2007).

86  See pieafe (12) and pdeabot (20), with emphasis at the end of the strophe.

87  Thesocial process is described according to Seaford (1994) in respect of fifth-century Attic
tragedy. On Alc. fr. 129, see 259—-260.

88  For critical literature on fr. 130B, see Page (1955) 197—209; Rosler (1980) 272—285; Burza-
cchini (1994); Andrisano (2001); Bowie (2007) 35-38; Edmunds (2012); Ferrari (2016);
D’Alessio (2018) 44—45; Hutchinson (2018) 126, 129-130; Budelmann (2018a) 100-106;
Ramer (2018)—specifically on wolf imagery, Romney (2019); Lentini (2023) 27-39. The
interpretation of this unique song has turned out to be enormously difficult and comprises
a whole gamut of biographical reconstructions or fictions. Taking the story at face value,
it seems to be an expression of ‘self-pity and resignation’ (Page [1955] 208). More sophisti-
catedly, Burnett believes the song is a ‘dramatic monologue’ as a sort of self-ironical ‘satire’
of ‘self-denigration’ due to a ‘collapse of will’ and ‘loss of pride’ (Burnett [1983] 176184, cit.
176, 179). In the very last chapter of his Dichter and Gruppe Rosler (1980) 272285, even
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giving up his own conviction that archaic poetry is genuinely oral and Alcaeus is under-
standable exclusively in the hetaireia, interprets fr. 130B as a poetic epistle (esp. 276—277);
it would serve to inform his comrades, from whom he is completely separated, about his
current living conditions. Stehle (1997) 262—318, esp. 292—311, 323 believes that also Sappho,
Alcaeus’ contemporary in Lesbos, sent her poems in the form of letters to certain women
in order to work on and overcome her erotic feelings of separation. Some critics, such as
Frinkel (1969) 218 or Kirkwood (1974) 72, simply despaired of the inconsistent message.
It was mostly connected with the biographical fact of exile as well—and many saw the
link with fr. 129. The main difference consists in how critics regarded the role of the speak-
ing T, passive and moderate or determined to strike back against Pittacus. Other scholars
regarded the song as a new self-assertion of Alcaeus as a poet (Andrisano [2001] 59) or
thought it even conveyed a ‘promise for social integration’ as the poet stylizes himself as
cult-hero speaking from the sacred space, a realm of death, living on with his songs, even
in Mytilene (Nagy [1993] 224 and [2007a] 214). On Messon, see above n. 76.
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... ], poor wretch,

live a pure and sacred life, having the fate of a rustic,
yearning to hear the Assembly

being summoned, O Agesilaidas,

and the Council. From that (property) which my father
and father’s father grew old possessing,

among these citizens who wrong one another,

from that I am driven away,

an exile on the very edge of things, and like the Athenian Onomakles
I have settled like a wolf-fighter

fleeing war, for it is not better to

take on stasis against the mightier ones

... to the precinct of the blessed gods ...

... stepping on the black earth ...

... me in the very gatherings ...

I take abode, keeping my feet out of evil practices,

where women of Lesbos, being judged for beauty,

go back and forth in their trailing robes, and all around
rings out the divine echo-sound

of the women’s holy shrill cry each year ...

... from many toils when will the gods of Olympos rescue me? ...

trans. after MILLER [1996]

The sacred space is obviously an ideal tool to think with. Alcaeus envisions
himself as someone who lives a ‘pure and sacred life’ fitting to the precinct.
It is my contention that Alcaeus stylizes himself as leading this pure (agnos)
life in order to gain new Dionysiac energy to return. Like an ephebe in his ini-
tiation rite he moved to the eschatiai (9)—the word could be understood as
an accusative of place in the plural (éoyartiaig) or as a dative plural (éoyari-
aw’)—an exile in the ‘outmost region’ He has his dwellings thus at the border
of the territory (x@pa) of Mytilene, at the very edge and beyond the limits of her
jurisdiction. After his segregation from the center of power Alcaeus envisages
himself in the outback. He experiences a rite de passage and pictures him-
self notionally returning to the status which Victor Turner calls ‘Betwixt and
Between'8? In this scenario Alcaeus leads the life of an outlaw in the wilder-

89  Turner (1967) 93—111.
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ness, in the vicinity of the common sanctuary, like a lonely wolf. As a wild man
he lives here alone as a ‘wolf-fighter’ (Avxatypiaig as a nominative, if we take the
X superscriptum in POxy. 2165 into consideration, as reported also in POxy. 3711)
or in the ‘wolf-thickets’ (Avxaupiaig as a dative plural), wandering in this sacred
space and treading on the dark ground, perhaps a sign of night and death.%°
The initiate must die to be reborn again and to return home. The aition of
the precinct is the Lesbian return myth par excellence, when Agamemnon and
Menelaus need help to return to Greece coming from Troy.%! The lyric T con-
jures up this place of extreme wilderness and lonely lupine existence drawing
also from cultic reality in order to sketch a realm that is the complete opposite
of the real, the political life in the Aetaireia, in the city, where nothing is agnos,
pure and sacred, but all is about willpower and the physical struggle for mere
survival.

Due to the total loss of his usual life and his inherited status, he has a desire
(iuéppwy, 3) for his former life, when he was involved in political activities as a
leading citizen. He thus longs to hear the assembly of the damos in the market-
place and the boule being summoned (3-5). Moreover, he addresses a person
called Agelaidas (4), a man ‘who leads the laos), that is the damos. The name
could refer to a real man from his hetaireia, but it could also represent an ide-
alized, speaking name. Agelaidas personifies the function that he desires for
himself: to ‘lead the people’ again.9? This corresponds to the ideological self-
image of the aristocrat. As we have seen, the speaking T’ is removed from the
citizens who wrong one another (tawv dMatoxdxwv ToAitay, 7), because the polis
lives in stasis. The body of citizens is not xynos, actiﬁg in unison, but rather
divided.

He has taken abode in the sanctuary like the Athenian Onomakles,3 the
‘Famous One’—the name could be an allusion to Orestes, the ephebe par excel-
lence and the mythical forefather of the founder of Lesbos,%* as he is renowned

90  On wolves and werewolves as signs of the Other and initiation, see Buxton (1986); Deti-
enne and Svenbro (1989); Steiner (2015); esp. in IL. 10, see Gernet (1936); Jeanmaire (1939)
387—411, esp. 399—401; Davidson (1979); Schnapp-Gourbeillon (1981) 104-131; Bierl (2012)
151-155; see also Steiner (2015) 348—354; Ramer (2018); for an analysis in terms of initi-
ation, werewolves, and human sacrifice, with emphasis on the ‘ritualism’ of the pseudo-
Euripidean Rhesus, see Bernacchia (1990), esp. 46-53; see also Wathelet (1989) and Steiner
(2015) 366—368.

91 See Sappho fr. 17 and the interpretation by Nagy (2016a) 464—484.

92 See the aristocratic name Agesidamos; Pindar (OL 10) is praising an eponymous aristocrat
from Epizephyrian Locri for his victory in the game of boxing.

93  Onopinions about Onomakles, see Porro (2004) 237-238.

94  SeeBierl (1994); the hetaireia of the Penthelids drew its descent directly from Orestes, who
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for his flight to the temple in Delphi and then to Athens. It is striking that
Orestes also stylizes himself as a brutal wolf, a wolf-man, or wolf-fighter to
take revenge in Aeschylus’ Choephori (Moxog yap (ot @pudppwy, 421).9% The wolf
makes a lot of sense, since it is the animal of Apollo—he bears the title Lykeios,
the wolf-like. It is well known that Apollo is the god of the ephebes,?® who are
often associated with wolves. In Daphnis and Chloe, a novel to be read in the
context of puberty initiation and also located in Lesbos,*” Dorkon, Daphnis’
wild rival, planning a sexual assault on Chloe, is clothed in wolf’s fur (Longus
1.20.2). Alcaeus’ lyric T, being wolf-like, fights against the wolves.?8 By going into
exile he flees the war (11). This seems to be an ignoble behavior going against
the aristocratic code. As a wolf-man he must defend himself against wolves.
The next sentence is extremely difficult to understand. The speaking T seems
to give a reason for his behavior: ‘For (ydp) it is not better to take up stasis (strife
and revolt) against mightier ones’%% Another reason for abstaining from the
usual combat probably consists in the fact that waging war is not appropriate
for a pure life in a temple. However, he also could have emphasized his will to
continue his resistance and fight, as he is used to leading a wild life, when he
must defend himself against wolves.

was regarded as the leader of the Aeolian migration: Hellan. fr. 32 and Lycoph. Alex. 1374
1377. He is also the exile par excellence: see gebywv (9) and Aesch. Cho. 136.

95  SeeLiberman (1999) 2.215 n.135; he criticizes the explanation by Hesychius A 1369 Avxk6fpo-
To ‘eaten by wolves’ glossing AvxatyAlatg, as reported in Marc. gr. 622 (in a more correct
form in Vat. gr. 23 Auxarypiog 6 AuvxdBpwtog); Porro (1989) 217-218, (1992), (1994) 176-181,
and (2004) 229-230, 236—237, applying a different division of words (also in POxy. 3711,
fr. 1, col. 11.32), reads éoixno’ dAvxatypia, ‘I settled as one who fled (dAdoxw) combat, i.e.
a coward, to which @elywv tov méAepov would be a gloss.

96  Burkert (1985) 145 connects the epithet Lykeios ‘with the tribal gathering’ [i.e. apellai],
where youths who have passed their rite of passage to adulthood were admitted into the
society of men and warriors. Therefore, Burkert derives Apollo from the Doric apella, i.e.
Apellon/Apellas.

97  SeeBierl (2014b).

98  Lefkowitz and Lloyd-Jones (1987), comparing irmatypiot horse-battles’ in schol. Pind. Nem.
1.23 (3.14 Drachmann), believe Avxatyuias is a short dative, ‘living on the basis of wolf-
battles) i.e. ‘in guerilla warfare’ (p. 10), but this makes less sense. Page (1955) 205 and Voigt
still had Avxoupiong from Hsch. (A 1955) aipoi- Spupoi, living in the wolf-thickets, or nomi-
native ‘a wolf-thicket man’, or acc. pl., but with POxy. 3711 we can now read -yui; see also
Burzacchini (1987) and (1992).

99  See Liberman (1999) 2.215 n. 137; according to him the question is whether dveAelv means
‘to end the revolt’ or ‘to get engaged in a stasis’. It is unclear whether it is a statement or a
question: ‘Is it not better to remove stasis?’ Or: ‘Is it not better to take up stasis?’ Or does it
mean: ‘for it is not better to get involved in a stasis’ since he also emphasizes that he keeps
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In the next stanza he highlights the sanctuary again, the sacred space of
the divine triad, the blessed gods (uaxdpwv € téuevog 8wy, 13). He feels some
warmth and pleasure (yMaivw, 15) in the very synodoi. Leading a pure life close
to the shrine and taking aesthetic pleasure from ritual practices, ‘he keeps his
feet out of evil, that is, he prefers to behave accordingly, that is, in piety. It
looks as if the lonely wolf finds new political company. But the gatherings that
the speaking T is watching consist of beautiful Lesbian women with trailing
robes dancing in a chorus. This counter-image of vivid choreia in the sacred
space, ‘where women of Lesbos, being judged for beauty, / go back and forth
in their trailing robes, and all around / rings out the divine echo-sound / of
the women’s holy shrill cry each year ...’ (17—20) recalls again the scenario of
fr. 44 (esp. dxw Geomeaia, 27). The divine-sounding echo of the holy ololygmos
in the annual festival marks the moment of sacrifice, of violence, but also of
joy, displaying the marriageable girls in front of the people. The multimodal
performance enchants the audience through all senses. In particular, the rever-
berating sound of music extends to the recipients, who are also deeply affected
by the visual dimension of choral dance.

The beauty-contests, the Kallisteia for Hera, showcase beauty (kallos), usu-
ally the essential value of Aphrodite, in the domain of the goddess of marriage,
the leading figure of the triad.1°0 It is the central goal, telos, of the parthenoi
who, being on the brink of becoming adult gynaikes and still more in the realm
of Aphrodite, performed songs there under the direction of Sappho as well.
With the new readings of Sappho fr. 17.13-14, choruses of both gynaikes and
parthenoi are now clearly attested for this festive ritual.!! Having styled him-
self as a man returning to his status as a young ephebe—in the counter-life
he feels a strong desire to be back in the male gatherings (3—5)—he seems to
picture himself now on the brink of marrying one of the maidens, the telos of
the rite of passage that he conjured up on the edge of society in this song. Situ-
ated in the vicinity of the wilderness, the sacred precinct of the entire island of
Lesbos is located where communal life isritually acted out in choruses. The aes-
thetic experience of pleasure produced by these attractive choruses that affirm
marriage, functions as a sign to return to his actual status of adult man, citizen,
and warrior. Moreover, any aesthetic performance longs to produce beauty to
enchant its audience.

his feet out of trouble and any wrongdoings (16)? Or does Alcaeus want to say: ‘for it is not
better to remove strife’, i.e. he wants to continue fighting against the mightier Aetaireia?
100 On the beauty contests, see Liberman (1999) 2.216 n. 138.
101 See Nagy (2016a) 478—481; Caciagli (2016) 428-429, 433—434-
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I strongly believe that this pleasurable feeling does not only serve as an aes-
thetic and poetic compensation for his negative experience as an exile.192 It
hardly underlines the depressing situation either, when the speaking T’ realizes
his isolation even more, as he cannot join the female dance and is therefore
twice marginalized.!%3 Rather, it can serve as a new self-assertion of Alcaeus’
scattered identity, but neither in his role as poet, as Angela Andrisano argues,'%4
nor anticipating his ongoing success as a singer after his death.19> Instead, I
would plead for a political reading. The annual festivals of multimodal female
choreia celebrate the political unity of Lesbos. They contrast with and comple-
ment the male assembly and political council that the persona cantans longs
to hear being summoned (3-5). After all, the whirling dances associated with
the upcoming marriage in the oikos are an emblem of civic life. The highly aes-
thetic scene of choreia in the sacred realm, including the aspect of the audience
reception, thus serves Alcaeus as a symbolic scenery and signal to return from
his exile—envisaged as a notional return to his ephebic status—to Mytilene.
This outcome is again conceived as rescue by the Olympians (21-22).

9 Conclusion

With these examples we realize that contextual factors, such as the gender of
the poet and recipients, and the occasion (for example a festival, the female
circle, or a male symposion), are essential for the use of the sacred in a mythic-
ritual poetics. The sacred as space, grove, temple, festival, atmosphere, and holy
place of gods is an ideal tool to use as symbols in lyric songs and to think with.
It can serve as a source from which figures can draw energy. The polytheistic
system can be applied according to the variety of functions that the gods adopt
for numerous purposes. Lyric poetry, in particular the songs in archaic Lesbos,
revolves around human life: in the female world it deals with the decisive rite of
passage, beauty, and marriage; in the male world with war, death, and political
struggle. The sacred in all variations and instances, especially in its multimodal
appeal to the senses, is deployed to metaphorically express the elevated and
marked status of song in meta-choral self-references.

102 Burnett (1983) 178 with n. 50, citing voices for the opinion: “‘Exile means loss, but see what
alovely gain!”

103 Rosler (1980) 283.

104 Andrisano (2001) 59.

105 See Nagy (1993).
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To conclude, I have argued that the sacred associated with its festive exu-
berance, effervescence, radiance, and multimodal attraction is the engine of
a highly aesthetic song and performance production. Moreover, the sacred
dimension adds new aspects of meaning to these songs. Festive imagery and
choreia help conjure up and construct a sacred space in nature, which is full
of erotic symbolism. Flux and fusion can develop a sensation of being inte-
grated into a sacred whole, into the cosmic order of love (Sappho fr. 2). The vivid
recollection of numerous divine epiphanies experienced as a direct encounter
with Aphrodite, Sappho’s special deity, can render an undefined space sacred
and add a metapoetic dimension to the song. The sacred as a ‘field of forces’ or
energies can become a place of traffic and change of power (Sappho ft. 1). The
marriage celebration expressed through all senses transfers a godlike dimen-
sion to the couple. Through self-referentiality the actual or virtual ritual activity
of choral song can be mirrored and thus intensified while its aesthetic effect
of fusion can be conveyed to the audience (Sappho fr. 44). In addition, by
anchoring the song in a sanctuary, most probably the pan-Lesbian temple dis-
trict of Messon, Alcaeus enhances the song’s political dimension (fr. 129 and
130B). Using features of the gods involved, in particular Dionysus, the poet can
increase the power of a curse (fr. 129). Finally, the emphasis on the choral festiv-
ity of the Kallisteia can highlight the singer’s contrasting miserable condition
in exile, as a signal of the singer’s wish to return to the city (fr. 130B).



CHAPTER 10
Narrative Functions of the Muses in Archaic Lyric

Saskia Willigers

Many of the most influential and well-known poems of ancient Greek litera-
ture start with an appeal to a Muse.! Being a goddess, she gives songs a divine
character. Yet, the exact function of the Muses is not easy to define because of
their versatility and the multitude of their occurrences. In many instances, the
Muses seem to have a role in the narration of a story. Thus, the Homeric narra-
tor in both epics appeals to his Muse before he begins the narrative, requesting
her to tell the story. Since the Muses are both goddesses and are often men-
tioned in relation to narrating a story, we may expect a narratological analysis
of the Muses to contribute to the interpretation of this divine aspect of poetry.

In this paper, I discuss some aspects of the narrative function of the Muses
in archaic lyric poems. Several poets identified the invocation and use of the
Muses with Homeric poetry. This is, for example, clear from Hipponax fr. 128,
which as a parody is a good place to look for generic markers of what is paro-
died, Ibycus S151 PMGF and Simonides’ Plataea Elegy. The Muses are probably
needed there as eyewitnesses, since the narrator tells of events he did not wit-
ness himself,2 besides helping to preserve the kleos of men and lending author-
ity to the professional singer. I will therefore start by looking at Homeric poetry
for the way the Muses are used there as a narrative device and will subsequently
compare this use with that in several lyric poems.

The narrative function of the Muses in Homer can best be demonstrated
by comparing the narratives of the Homeric primary narrator, and his alter
egos Demodocus and Phemius, with those of the other narrators, who are not
professional singers and therefore do not have the privilege of the Muses. As
“ordinary” narrators, they tell the story from a human perspective. If they have
not witnessed the events they narrate, they say that they depend on hearsay
and traditional stories for information.3

1 I would like to thank André Lardinois and Lucia Athanassaki for their help and insightful
comments. I also wish to thank my PhD supervisor Irene de Jong; this paper and the research
behind it would not have been possible without her support.

See e.g. Ford (2019) 57-89.
E.g. Il. 4.374-375, 9.524, Od. 3.187-188, 12.372—390.
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Narratological studies of Homer's epics have shown that the primary narra-
tor, too, narrates from a human perspective in practice.# This human perspec-
tive is clear from his evaluation of the narrative and his sympathetic pity for
the heroes. It comes explicitly to the fore when he, like many other narrators,
mentions that he relies on other speakers’ knowledge (Iliad 2.783, Iliad 17.674,
and Odyssey 6.42).5 Yet, he is also aided by the Muses, who see everything as
eyewitnesses, as he states when he invokes them before the catalogue in lliad
2.484-486. With their help, his knowledge is “doubly motivated,”® since it is not
merely dependent on hearsay and traditional stories. In this way, the Muses
grant authority to his narrative. So, since the primary narrator has the form of a
professional singer aided by the Muses, his knowledge differs from that of sec-
ondary narrators in that it is authenticated by the Muses’ first-hand knowledge.
This increases his narrative authority.

There are multiple places where the Homeric narrator refers to the author-
ity granted by the Muses. In the best-known references to the Muses in Homer,
the two epics’ proems, the narrator demands that the Muses sing about a par-
ticular theme. The narrative that follows, i.e. the whole narrative of the poem
itself, may therefore be regarded as a narrative related by the narrator himself,
but also as the Muses’ fulfilment of the narrator’s demand.” We see a similar
form of cooperation in the other references to the Muses in the primary narra-
tor’s narrative, when the narrator poses questions to them, for example about
who fought the best (e.g. Iliad 2.761—762, Iliad 11.218—220, Iliad 14.508-510).
Such questions underscore the achievement of a particular warrior.® As in the
proem, the answers given to these questions may be regarded as being issued
from both the Muses and the narrator at the same time. This form reflects the
double motivation of the narrator’s knowledge: although the primary narrator
is in charge of the narrative himself, by appealing and posing questions to the
Muses he also closely involves them in it.

Another important observation may be made about the Homeric Muses. The
questions posed to the Muses in the Iliad involve specific information, such as
which warrior killed first (/liad 14.508-510). Therefore, the Muses appear to be
connected to the ability of the narrator qua professional singer to memorize

4 See De Jong (2004) 228—229.

5 The narrator’s foregrounded human perspective in Od. 6.42 arguably serves to emphasize the
differences between the pleasantness of Olympus and the harshness of the human world. In
I1. 2.783, pact confirms a superlative statement.

For this double motivation, see Lesky (1961) 30—31; Edwards (1987) 19 and 134-135.

E.g. Clay (2011) 14-37.

8 Also argued by De Jong (2004) 45-53.

N o
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and sing about a large number of names and events. This means that the Muses
play a pivotal role in the promulgation of the warriors’ kleos. In this light it is
noteworthy that in two invocations the narrator uses the words xAetrtév (lliad
11.220) and ¥Avtés (Iliad 14.510), referring to the subject about which he is going
to sing. These words often imply that a story exists in poetic form or oral tales.
Here, they indicate that the narrator tells of events that are already well and
widely known among his narratees. As a professional singer, however, he has
privileged access to these events via the Muses, who know from autopsy the
events of which ordinary narrators only know through kleos (Iliad 2.484—486).
Hence, with each question, it may be that the Muse is asked to authenticate the
kleos of warriors that mortals already know, thereby promulgating it. In addi-
tion, since xAeitév and xAvtdg occur immediately after the invocations to the
Muses, these words may have a self-referential and self-fulfilling force: the war-
riors are famous because singers like the narrator himself, with the help of the
Muses, have sung about them.?

To conclude, in Homer, three observations are especially important with
respect to the Muses, which may serve as input for our investigation of the
Muses: they help professional singers, granting authority to their narrative
(double motivation of knowledge); neither they nor the narrator are solely in
charge of the narrative; and they have an important role in increasing the kleos
of the poem’s subjects. This is the divine authority that the narrator enjoys,
which is expressed by his collaboration with the Muses. Now, I would like to
ask the question of how this works in narratives in some archaic lyric genres.

Many of the immense number of studies on the Muses, for example Mor-
rison’s (2007) about the Hellenistic narrator, see the Muses in archaic lyric as
occupying an important intermediate position between the Homeric and Hel-

9 Inaddition to the primary narrator, other professional singers mentioned in the Odyssey also
have the privilege of access to the Muses. Thus, the Muses are mentioned before the primary
narrator gives the contents of two of Demodocus’ narratives (Od. 8.73—92, Od. 8.499-520).
The other professional singer, Phemius, claims that he is not only self-taught, but also that a
god has planted in his heart ‘all ways of song’ (Od. 22.347-348). As the primary narrator’s alter
egos, these professional singers receive help from the Muses as well. As to Demodocus’ nar-
ratives, it may be significant that the Muse is not mentioned before the narrative about Ares
and Aphrodite (Od. 8.266—366), but only in relation to two narratives about the Trojan War.
A possible explanation is that these two narratives concerned warriors’ kleos (cf. e.g. poda’
dip’ do3ov avijxev dedéueval ¥Aéa dvdp@v (Od. 8.73)) against a song about the—by definition
immortal—gods Ares and Aphrodite. By mentioning the Muse in relation to the professional
singer Demodocus in the narratives about the warriors of the Trojan War, the primary nar-
rator underscores Demodocus’ (and by extension, his own) active role in promulgating the
kleos of warriors.
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lenistic Muses. While the Homeric narrator was assisted by the Muses through-
out his epics, Hellenistic narrators based their poems much less on the Muses.
Likewise, lyric narrators—in Pindar especially—are qua narrators to a large
extent independent from the Muses.

Iwill investigate what roles archaic lyric poets assign to the Muses. What nar-
rative functions of the Muses can we find? In what form are the Muses included
in the poems? And is there a strong relation to the narrators’ status as (profes-
sional) singers? I will first discuss the characteristics of the—as they may be
called—“Homeric” (or better, “epic”) Muses, and investigate how several lyric
poets of different genres adopted and developed these characteristics. Then, I
will zoom in on three narratives in order to examine the narrative effects of the
Muses.

First, I need to make some remarks about narratives in lyric poetry. There are
many genres included in our concept of ‘lyric poetry’, and in most of them nar-
ratives are embedded in a lyric frame. It is difficult to draw a sharp line between
narrative and non-narrative. Therefore, in my opinion, making a strict distinc-
tion is not the ideal methodology. When, for example, a Muse invocation occurs
before the start of a lyric narrative, we would be missing an important aspect
of the narrative if we left this out of consideration. I will, thus, focus on the nar-
rative parts, but where necessary also involve their lyric frame. In addition, as
I investigate the narrative function of the Muses, I focus in this paper on the
content, which is of course only one aspect of the composition, and not, for
example on dancing and singing.!°

1 Muses in Lyric Poetry

I start with the poems of Stesichorus, who was heavily indebted to epic poetry.!!
His “debt” becomes clear from his use of the Muses too, since this shows sim-
ilarities with the epic narrator’s use of the Muses. For example, in the Sack of
Troy (fr. 100), the narrator addresses his Muse (8ed, T ..., 6), and asks her to tell
the following story (viv 8" dye pot A€y e még o 9), as the Homeric narrator
does in his proems. Yet, the Stesichorean narrator seems to draw more atten-
tion to his own role and status qua singer than the Homeric narrator, when in

lines 7-8 he possibly—the lines are fragmentary—says that his heart longs to

10  For this topic, see Athanassaki (2022b).
11 Seee.g. Kelly (2015).
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sing (7-8).12 In fr. 172 (the opening of the Oresteia), the Stesichorean narrator
again invokes the Muse and presents her as his collaborator:

Moioa g pév ToAépog dmwaapuéva med’ Euod
ueloloa Bedv Te ydpoug avdpiv Te Sattag
ol Baiog modepav ...

STESICHORUS fr. 172

Muse, do you, rejecting wars with me, celebrating the weddings of gods,
the feasts of men, and the banquets of the blessed ...13

The phrase med’ éuod (2) suggests that the narrator and his Muse make the poem
together. Thus the double motivation of Homer is made explicit.

In addition, in the two Palinodes (fr. 9o), the narrator asks the Muse’s help in
rectifying the false version of the story of Helen: 3gbp’ ad|te Oed pthépolne (8—9),
and xpuodmrepe mapbéve (10).1 This is reminiscent of Hesiod's Theogony (26—
28), where it is impliéd the Muses are responsible for both truthful and false
accounts.!> Such explicit “corrections” of stories do not occur in Homer, but we
see that Stesichorus uses Homer’s authentication device. In the first Palinode,
moreover, the narrator asks the Muse to come ‘once more’ (adte), which sug-
gests that she helps him regularly.6

In Bacchylides, we find a characteristic of the epic Muse in Ode 15.47, where
the narrator, beginning a narrative on the Trojan War, poses a question to the
Muse to introduce Menelaus’ speech:

Modoa, tic TpdTog Aéywy dpyev ducaiwv;
[M\etoevidag Mevélaog ydput Oerbiemel
pbeykat’, edmémiotot xowhaog Xdploaw: ...

BACCHYLIDES 15.47—49

12 Ibase myself here on Davies and Finglass (2014) 415-416 ad 7-8.

13 Text and trans. Davies and Finglass (2014).

14  Seee.g. Feeney (1991) 15-16.

15  Alarge amount of secondary literature on Hesiod's appeal to the Muses is summarized in
Katz and Volk (2000), to which e.g. Clay (1988) 327—331 and E.L. Bowie (1993) 20—23 could
be added.

16 Cf. e.g. the opening words of Sappho fr.127. Differently, Davison (1968) 223 writes that adte
shows that ‘the Palinode criticizing Hesiod (i.e. the first, lines 8—9) was intended to pre-
cede that criticizing Homer (i.e. the second, line 10), thus assuming that the word means
that the Muse should come to the second Palinode, too, as she came to the first. However, |
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Muse, who first began the words on the subject of justice? Pleisthenes’
son Menelaus spoke with spell-binding words, making partners with the
fair-robed Graces: ...1”

This mp&dtog-question recalls the Iliad.'® Yet, Bacchylides uses the question-
and-answer pair differently from Homer. Contrary to the mp&tog-questions in
Homer, Bacchylides’ question is not about heroic deeds, such as which warrior
was the first to kill an enemy or was the first victim. Instead, he asks who gave
the first speech. The effect, however, is largely the same: through this question
posed to the Muse the narrator draws attention to and adds weight to Menelaus’
speech.

The Homeric idea that professional singers/poets who are aided by the
Muses have superior knowledge occurs in elegy too. It is, for example, the sub-
ject of lines 769—772 of the Theognidea:

xen Movadv Bepdmovta xal dyyehov, i Tt TEpLoTOY
eldely), coging un pBovepdv terédet,
GG Tt pév pdaBaut, ta 3 Senevdvar, dMa 3¢ motely:
Tl g@w xpYonTat podvog EMTTAREVOS;
Theognidea 769—772

The servant and messenger of the Muses, if he has surfeit of knowledge,
should not begrudge his wisdom; he should seek, he should show, he
should create; what good is it to him, if he is the only one who knows?1?

The poet is presented as the Muses’ ‘servant and messenger, which would
enable him to have a ‘surfeit of knowledge. While the narrator in Homer is a
largely covert narrator, here we see an active narrator/poet. Thus, the Theog-

follow Davies and Finglass (2014) 331, who comment that the word refers to the narrator’s
hope that the Muse will assist him now as before, not specifically in the other Palinode.

17  Trans. Campbell (1992), sometimes adapted.

18  So note e.g. Jebb (1905) 365 and Maehler (2004) 161 ad 47. Cf. Il. 11.218-219, 14.508-509,
16.112-113, for which see De Jong (2014) 50-51 and Fearn (2007) 283—287. For the poem'’s
intertextual relation with Homer (and Solon), see Fearn (2007) 257-337. Yet Fearn, in my
view, goes too far in suggesting that these intertextual references are easily picked up by
the audience. According to Fearn, Bacchylides’ audience would here have been reminded
of Il. 11.218-219, but it is relevant to notice that there are two other Muse-invocations
starting with mpé&rog in the Iliad. Lyric question-and-answer pairs are also found in Pind.
0L.10.60-63, 13.18—22; Isthm. 5.38—44.

19  Trans. Fowler (2013) 81
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nidean narrator lays emphasis on the active role that a poet should have: a
poet should t& pév udada, ta 8¢ deucvdvar, &M 3¢ motetv (771). Following Fowler,
this probably means that he must seek information, present the results of this
‘inquiry’, and share this with other people through poetry.2° It is particularly
noteworthy that the poet should deucvdvay, i.e. show what he knows, an ele-
ment that is only very implicitly present in Homer (e.g. when he invokes the
Muse, at the start of the Odyssey: év aud0ev ye, Bed, Obyorep Aidg, elme wal Huiy
..., Odyssey 1.10, if ‘us’ refers to both the poet and the audience). In this respect
it is significant that the poet in Theognis is called an &yyeiog (769) of the Muses
(besides the more frequent 8epdmwy in the same line),?! referring to this “pub-
lic” function.?2 While in Homer’s epics the narrator only occasionally reveals his
self-consciousness, most of all by invoking the Muse,?3 the Theognidean nar-
rator, while using the same authenticating device, is much more self-conscious
and explicit about his own role and speaks about poets themselves as the pur-
veyors of the Muse’s wisdom.

In many other poems, the narrator’s knowledge is not authenticated by the
Muses. For instance, they are almost completely absent from Archilochus’ and
Hipponax’s poems, most likely due to the limited portion of narrative about
events of the past in their poems. Yet the narrator can make invocations as a
parody on epic in Archilochus 117 and Hipponax 128. This may suggest that the
Muses had become closely associated with the epic genre and with epic sub-
ject matter for these poets. Further indicators of this are the narrator in Ibycus’
fr. S151, who invites the Muses to embark upon epic themes,?* and the Muse’s
prominent appearance in Pindar’s Pythian 4 (1, 67, 279), with its epic flavour.
Some of Alcman’s poems may be an exception (frs. 11, 14a, 27). In these frag-
ments the narrator invokes the Muses, but only a few lines of these poems
have survived, so we cannot be certain that the narrator treated epic themes

20  Fowler (2013) 81-83, who compares the passage to Plato’s Prt. 320b. Bagordo (2000) 197
interprets ! Tt weploadv | €idely (769—770) differently, namely as the capacity of a poet to
perform the tasks mentioned in the next line.

21 E.g Archil. 11-2 (iul 8" éyo Bepdmewv pev 'Evuaiioto dvonetog xat Movaéwy €patov ddpov émt-
atdpevos); Hes. Theog. 100 (Movadwv fepdmwv); Bacchyl. 5.13-14 (ypvodpmuxog Odpaviag
XAEWOG BepdTey).

22 As Woodbury (1991) 490 comments on this passage, the poet’s art appears to comprise
two basic elements, namely ‘his particular wisdom and his production of verses, empha-
sis added. In this article (483-490), he also discusses many interpretations of the passage
proposed by other scholars. Other interpretations are also discussed in Bagordo (2000).

23 For instances where the Homeric narrator refers to himself as a poet, see De Jong (2006)
188-207.

24  See further Woodbury (1985) 201.
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in them.?5 Although I focus here on the narratives, it is further worth not-
ing that the narrator in fr. 27 of Alcman asks the Muse not only to start the
lovely verses, but also to make the choral dance graceful (xapievta Tiby xopdv,
3)-

Sappho mentions the Muses on several occasions in passages in which she
is especially concerned with being remembered. The Muses—i.e. her poems—
ensure her fame.26 Thus, for example, Aelius Aristides writes that Sappho had
boasted that she, thanks to the Muses, would not be forgotten after her death
(fr. 193), and in fr. 55, Sappho says that the woman she addresses will not be
remembered after death because she has no share in the roses from Pieria, the
traditional habitat of the Muses (00 ydp medéyys Bpdduwv / twv éx Iieplag, 3—4).

A classic example of the function of the Muses in helping poets to spread
someone else’s kleos is found in Theognis (237-254), where the narrator ad-
dresses Cyrnus:27

... O€ TEQPEL

Syt Movadwy d@pa ioatepdvwy:

méal & Boolat pEUAE xai Eooopévolaty dotdy)

gaay) opie, 6pp” A YTj Te xal NEALOG!
Theognidea 249—252

... itis the splendid gifts of the violet-wreathed Muses that will escort you.
For allwho care about their gifts, even for future generations, you will alike
the subject of song, as long as earth and sun exist.28

The narrator says that Cyrnus will have an immortal name thanks to Theognis’
song, which suggests that, because of their relationship with the Muses, poets
are capable of perpetuating their subjects’ fame in a song to be sung at sym-
posia and festivals.

25  So notes e.g. Morrison (2007b) 8o. The Muses are also addressed at the beginning of
Alcman fr. 3, but it is unclear again if this address was followed by a narrative, epic or
otherwise, as we do seem to find at the beginning of fr. 1.

26  See Stehle (2009) n. 33; Wilson (1996) 158-171; Hardie (2005). Palmisciano (1998) 190-191
discusses previous secondary literature on this subject. Furthermore, it has been sug-
gested that Aphrodite, who is invoked in Sappho’s ft. 1, functions as a double for the Muse,
see e.g. Skinner (1991) 8o—9o. Yet, it is in fact the narrator Sappho herself who provides the
information for which she asks.

27  For this passage, see e.g. Tarkow (1977).

28  Trans. Gerber (1999) 209.
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Another instance of kleos, in the form of the Muse Clio, occurs in Bac-
chylides’ Ode 3. Clio is invoked in an epic manner but in connection with an
event of the recent past:

dptato[x]dpmou ZixeAiog xpéovaoy

Al d]patpa ioatépavéy e Kodpav

Upvel, YAuxddwpe Khetol, Bodg t° 'O-
Avpmrodpépoug Tépwvog trm[o]us.

BACCHYLIDES 3.1-4

Of Demeter, ruler of corn-rich Sicily, and of the violet-garlanded Maid
sing, Clio, giver of sweetness, and of Hieron’s swift horses, Olympic run-
ners.2?

The narrator asks the Muse to sing about Demeter and Persephone (a logical
choice, seeing that the ode praises the Sicilian Hieron), and Hieron’s horses.
It may be significant that the narrator calls the Muse KAetof, her name imply-
ing her function: xAeiew.3° This indicates that the Muse is invoked not only to
authenticate knowledge of the distant past, but, more importantly, to spread
kleos, which ties in well with the purpose of this genre.?! The epic colour may
suggest that the laudandi of today will be the heroes of the future.

So far, we have seen how the lyric Muses are said to cooperate with the
lyric poets, are used as an authentication device, and are associated with supe-
rior knowledge and kleos. As a final topic, I would like to discuss the form in
which the close collaboration between narrator and Muse can be expressed.
In Homer, we saw that the appeal to the Muse in the proem and the questions
posed to them were followed by an answer—the narrative itself—which may
be regarded as being issued from both the Muses and the narrator at the same
time. We find a similar use of the Muse in Nemean 5, where the Muses are said
to sing at the wedding of Peleus and Thetis. While their role is introduced at the
beginning with ‘{The Muses] first sang of august Thetis and Peleus ..." (dpydpe-
vat gepvay Oétv IInAéa 87 ..., 26—27), the end is not capped by a closing remark.
As a result, the Muses and narrator seem to sing together in the next part, per-

29  Trans. Campbell (1992) 127.

30  AsMaehler (2004) 86 ad1—4 notes, her name ‘makes her particularly relevant for epinician
poetry’.

31 In Bacchyl. 2.71, 92 and 5.1—4 too, as in 3.1—4, the Muse is not only mentioned in connection
with the poet himself, but also in connection with the laudandus.
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haps even for the rest of the ode,32 and both can be heard as enunciators. In
narratological terminology this is an instance of metalepsis.3®> What is more,
the effect becomes even greater if it is remembered that a chorus (presumably)
performed the ode, identifying itself with the chorus of Muses. Thus, there is a
double blurring of voices: that of the narrator with the Muses and that of the
chorus performing the ode with the Muses.

2 Simonides, Plataea Elegy

In order to illustrate the narrative effects of the Muses, let us turn to some
longer narratives, starting with Simonides’ Plataea Elegy (frs. 10-18). This poem
exemplifies how Muses are referred to in order to ensure the song’s and its
subject’s kleos. This poem starts with a hymn-like proem,34 in which Achilles
is addressed.3® Despite its fragmentary state, it is probably safe to say that
Simonides in this poem evokes the Trojan War as recounted by Homer to par-
allel the battle of Plataea, with Achilles standing for Pausanias (who may have
himself commissioned the poem)36 and other Greek warriors. West states that
since a proem was always addressed to a divinity, as far as we know, Simonides
accords Achilles the status of a god here and refers to his hero cult.3” The nar-

32 Young (1968) 84, n. 2; Pfeijffer (1999) 72—73; De Jong (2009) 103-104. Burnett (2005) 70
states that in Nemean 5 the choral narrator assumes the voice of the Muses, and that it is
not possible to say where the Muses’ performance ends until Poseidon comes to the fore
in line 38. She compares the passages with the mingling of the choral narrator’s voice with
those of the choruses set up by the daughters of Proetus in Bacchylides Ode 13, for which
see e.g. Carey (1999) 20.

33  Asimilar phenomenon may be found at Bacchylides Ode 17.124-132, where the Cean cho-
rus, the performers of the ode, blend with the paean-singing chorus of Athenian youths
about whom they sing. See e.g. Maehler (1997) 167-168, 210; (2004) 173; Carey (1999) 20;
Wilson (2000) 46, 330 n. 203; Kowalzig (2007b) 88—94; De Jong (2009) 103-104.

34  West(1993b) calls this proem a hymn, but e.g. Capra-Curti (1995) 30 and Lloyd-Jones (1994)
1argue against this.

35  Anaddress of Achilles is probable in fr. 10.5 and almost certain in fr. 11.19—20 (the passage
quoted above). For Achilles’ presence and address here, see e.g. Luppe (1993) 3; Obbink
(1996) 194. It is unclear whether lines 7-8 (not printed) refer to Achilles’ or Patroclus’
death.

36  Seee.g. Morgan (2015) 147-150 for the singling out and prominent role of Pausanias in the
Plataea Elegy.

37  West (1993b) 5. He furthermore suggests that the poem may well have been composed
at the time of some festival or ritual in Achilles’ honour. See Shaw (2001) 164181 for the
status of Achilles as a cult hero. Lloyd-Jones (1994) 1, in contrast, states that the address
to Achilles is explicable because the narrator is merely aiming to do for the warriors at
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rator may have also envisioned such a cult status for the warriors who died in
the battle of Plataea, but this is disputed.3® Even if it is not correct to speak of
heroization of the warriors in this passage, it would not contradict the idea that
the narrator assures the fallen Greek warriors’ undying fame by means of this
poem (23—24), as Homer did for Achilles (17-18).39

The Muses are mentioned twice, once within and once immediately after
the hymn-like proem:

Tol 3¢ oM v mépaavteg doidtpov [olxad’ T]xovto
PEPTaTO NP ] wwv ayépayot Aavaol[,
15 olow émn’ o’ceo'c]voirov xEYVTAL XAE0G V[ dpdg] ExnTt
¢ mop’ ion]%oxo’tp.wv dekoto Iiepid[wy
maoav gAn |Beiny, xal érwvupov 6mt[Aotép]otaty
moina’ Nu]0éwv wrdpopov ysvév’; [v.
GG b uglv VoV Xotpe, Bedg €pued[deog vig]
20 x0VpY)§ elv]aiov Nypéog: adtdp eym|
xMoxw] o’ émixovpov &uol, n[okocdvupz]a Modoa,
el mép Y dvBprymav sf)xops’vda[v MEAEQL:
gvtuvo]v xal Tévd[e pté)x] {ppova x[dapov 6o 1dTjg
ﬁysr]ép.v)g, tva Tig [wvﬂ&srou boTepov ad
o’wSpd).]v, . Y
SIMONIDES fr. 1 W2, 13—25

[And so] the valiant Danaans, [best of warr]iors,
sacked the much-sung city, and came [home;]

15 [and they] are bathed in fame that cannot die, by grace
[of one who from the dark-]tressed Muses had

Plataea here what Homer did for Achilles and the warriors of the Trojan War, and there-
fore the passage would not imply a cult. Yet this mere comparison of the narrator’s poetic
aim to Homer’s does not explain why the narrator apostrophizes Achilles.

38  Boedeker (2001) 149-163; contra Bremmer (2006) 15—26.

39  So Obbink (1996) 200 states that there is a threefold analogy here: 1) What the Greeks of
epic did in rites of burial and funeral cult for Achilles; 2) What Homer did in his divinely
inspired poems for the heroes of the Iliad; and 3) What Simonides himself does in the
present elegy for the near-contemporary subjects of the section which follows.” As schol-
ars agree, I do not think that it is important that the death of Achilles, if that is what the
Plataea Elegy narrates, is actually not recounted in Homer'’s Iliad; for Simonides Homer
was also the poet of the cyclic epics, in which the death of Achilles was narrated. The quo-
tation of Obbink should therefore better be corrected to ‘What Homer did ... for the Greek
heroes fighting at Troy".
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the tru[th entire,] and made the heroes’ short-lived race
a theme familiar to younger men.
[But] now farewell, [thou son] of goddess glorious,
20 [daughter] of Nereus of the sea, while I
[now summon] thee, i[llustriou]s Muse, to support,
[if thou hast any thought] for men who pray:
[fit ou]t, as is thy wont, this [grat]eful song-a[rray]
[of mi]ne, so that rem[embrance is preserved]

of those ...40

If the reconstruction is correct, the narrator says that Homer had the entire
truth ([ndoav dAn]0Oeiny, 17) from the Muses, referring to the idea that the Muses
authenticate the Homeric narrator’s mortal hearsay knowledge and thus guar-
antee the truth of his story. The Simonidean narrator follows in Homer’s foot-
steps when he, too, invokes the Muse (21). Yet he does not invoke her in con-
nection with the distant past, but with reference to the immediate past, the
battle of Plataea. His knowledge of the distant past is explained by the wide
dissemination of Homer's stories about it (15-16).

From line 25 onwards, the narrator turns to the battle of Plataea. While the
Homeric narrator’s hearsay knowledge of the distant past was authenticated
by the Muse, the Simonidean narrator does not need such an authentication:
the battle occurred only recently, and the audience may well have witnessed
(and could confirm) the events he narrates. This difference between Simonides’
and Homer’s temporal point of view is also reflected in the Simonidean narra-
tor’s knowledge in the Plataea Elegy. In Simonides’ poem, Homer is aided by
the Muses and seems to speak freely about the gods (if West's reconstruction
is correct, Homer’s subjects are Apollo, Hera, and Athena, because their wrath
had caused the war, [9—10]). In the narrative of the battle of Plataea, however,
no gods are mentioned by name, and the narrator states only that the war-
riors trusted ‘omens’ ([tepde]oat memoddteg, 39). Fr. 14, in addition, may have
included a prophecy of the Spairtafl seer Teisamenos. This means that the narra-
tor, as far as we know, only recounts what eyewitnesses and participants them-
selves could have experienced. With regard to the will and the doings of the
gods, he only mentions what they learned from omens. We only have a recon-
structed text, which makes it dangerous to draw conclusions. Yet, arguably,
while the Muses allow Homer to know everything, even the gods’ actions, the
narrator “Simonides” recounts events only from a human point of view.

40  Trans. West. Full text and translation in Boedeker and Sider (2001) 13—29.
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In what way, then, does the Muse help the narrator in the Plataea Elegy?
West suggests that he asks her to [évtuvo]v (23), which he translates as ‘fit out.
This word often means ‘make x ready’/ ‘pfepare', and is frequently used in mil-
itary contexts (for example, of warriors harnessing horses). In other words, it
is military terminology.#! Military terminology also occurs in line 21, where the
narrator called the Muse his ‘ally’ or ‘helper’ (¢’ erixovpov €poi, 21).42 But on top
of that, évtuvov is also used when the Sirens start to sing in the Odyssey (Aryvpny
3’ &vtuvov dotdyy, 12.183). In my view, both meanings are present here. For the
purpose of this paper it is important to note that both meanings suggest that
the narrator and the Muse make the following narrative together and that the
song as a whole is the product of their collaboration. The narrator arguably has
good reasons to emphasize the involvement of the Muse. He asks the Muse to
confer lasting fame on the warriors fallen at Plataea (va tig [uvi | oetat [ otepov
ad] | [4v3p@]v, 24—25), which indicates that he mentions the Muse in order to
emphasize the fame of these warriors.*3 This seems to be an important func-
tion of the Muse: while the Simonidean narrator does not employ the Muse to
authenticate his hearsay knowledge, by invoking the Muse he draws attention
to his ability to guarantee a warrior’simmortal fame, as Homer did for the war-
riors of the Trojan War. We noticed the same above in the case of Bacchylides
Ode 3 on the chariot victory of Hieron.

3 Pindar, Olympian 10

In Pindar’s Olympian 10, the narrator exhorts the Muse to compose a song with
him, but first asks the Muse and Truth to protect him from the reproach that
his ode is late:

41 ForSimonides’ use of military terms in the Plataea Elegy, see Stehle (1996), especially 210—
211

42 It might also remind one of Sappho in her Hymn to Aphrodite, asking the goddess to be
her adppayos, fr. 1.28. Stehle (1996) 210 argues that the narrator (to whom she refers as the
‘performer’) depicts the Muse as his érnixovpog to indicate that she is coming to a territory
that is new for her: the battle of Plataea is a new sort of subject, ‘one outside her area of
normal operation’. In this way Simonides employs the differences between the two roles
of the Muse to reinforce his deviation from epic and, at the same time, to present the Iliad
as model and forerunner of his elegy. Boedeker (1995) 224, in addition, suggests that the
Muse as €mixovpog would function well in a context in which the Plataea Elegy was per-
formed in competition, where the Muse helps the poet to win. She mentions that she owes
this observation to Alessandro Barchiesi (n. 27).

43  See for this point also Aloni (1994) 16; (2001) 95.
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Tov 'OAvpTiovixay GvayvVwTE Hot

Apyeatpdtov maida, TobL ppevdg

Euag yéypamrar YAuxd yap a0t péAog dpeiiwy
EmAEAad’ @ Mola’, dMd ab xai Buydyp

ANdBetar Atdg, 6p0a xept

gpinetov Peudéwy

gvimay GAITéEEvov.
Olympian 10.1-6

Read me the name of the Olympic victor, the son of Archestratus, where
it is written in my mind, for I owe him a sweet song and have forgotten, O
Muse, but you and Zeus’ daughter, Truth, with a correcting hand ward off
from me the charge of harming a guest friend with broken promises.*4

In line 12, the narrator uses the first-person plural teigopev: so shall we pay back

a theme of general concern as a friendly favour. Scholars disagree about this,
but I believe that the first-person plural refers to the three of them (narrator,
Muse, and Truth), who will pay this debt together.5 In this way he presents the
ode as the result of his collaboration with the Muse and Truth.

The narrator begins and recounts how Heracles founded the Olympian

games, and then mentions in catalogue style the six victors of the first Olympi-
an games:

44
45

Tl dn motaiviov

E\or e oTEQavoy

Xelpeaat moaty Te xal dppatl,

drywviov év 36Ea Bépevog
€0x0g, Epyw xabedv;

atadiov eV dploTeVTEy ...
Olympian 10.60-64

Who then won the new crown with hands or feet or with chariot, after
fixing in his thoughts a triumph in the contest and achieving it in deed?
First, the winner of the stadion was ...

Translations of Pindar are from Race (1997), sometimes adapted.
Cf. Pyth.1.58-60 and Nem. 9.1-10, where the narrator also includes the Muse in the first-
person plural.
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The addressee is not named, but it seems clear that the Muses are again
implied. First, there is the typical question form, directly followed by an answer.
The question form is reminiscent of epic. Second, there is the position in the
ode, at the transition to another part; in other Pindaric odes, too, a Muse marks
the transition from one part to another.*¢ However, this is not uncontested.
What follows is not poetic language, but rather a victory list of ancient victors.
Pavlou for example, argues that ‘the catalogue’s lack of elaboration and aes-
thetic value’ suggest that Pindar has this information not from the Muses, but
from a real victory list.#” Yet this catalogue is not that strange in combination
with the Muse; such a question also introduces the Catalogue in the Iliad. Fur-
thermore, more important than asking what Pindar’s source would have been is
the idea that Pindar used the style of such a victory list. It suits the official char-
acter of the beginning of the ode, when he asked the Muse and Truth to ‘read’
him the name of the laudandus, representing an unfulfilled contract between
victor and poet. By the repetition of the official character of the ode and the
idea of “reading,” we see how firmly the Muse is embedded in this song.

4 Pindar, Isthmian 5

In Isthmian 5, the narrator asks which men defeated some of the warriors at
Troy:

g\a viv pot medbPev
Aéye, Tiveg Kdxvov, Tiveg “Extopa mégvov,
xal otpdTapyov Aifidmwy deofov
Mépvova yoAxodpav: Tig &p’ EgAdv ThAepov
tphaey €6 Sopi Kaixov map’ 8ydag; tolow Alywav mpogépet atdpa Tdtpay,
Siampemén vagov- ...
Isthmian 5.38-44

Drive me now up from the plain; tell me which men slew Cycnus, which
ones slew Hector, and the fearless general of the Ethiopians, Memnon of
the bronze armour? Who then wounded noble Telephus with his spear by
the banks of Caicus? One’s mouth proclaims Aegina as their homeland,
that illustrious island; ...

46  E.g Ol 9.81ff, 13.96ff, Pyth.1.581f.
47  Pavlou (2012) 106. Cf. Kromer (1976) 433.
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The verb &\ (38) suggests a chariot. As a typical attribute of the Muses,*®
it probably indicates that we have to imagine the Muse as the intended ad-
dressee.*?

The answer to all four questions is Achilles, as most people in Pindar’s audi-
ence familiar with the epic cycle will have known.5? The plurals in the first
two questions and in line 43 are significant, as Achilles is only one man. They
emphasize Achilles’ exceptional battle qualities, since he has single-handedly
accomplished deeds that would normally be the work of many. The narrator
mentioned earlier in the ode that Achilles has been a theme for poets (peAétov
... goplatals, 28), which means that the narrator, as in Ofympian 10, poses ques-
tions to the Muse about subjects spread by poetry. However, the answer is not
provided. The narrator only mentions Aegina as the men’s ancestral homeland
(43). He presupposes his audience’s knowledge of these stories about Achilles
so that, although the questions are posed to the Muse, the audience can supply
Achilles’ name.5!

5 Conclusion

I have argued, first, how lyric poets adopted and developed characteristics of
the Homeric Muses. Collaboration between the Muses and the narrator occurs
throughout the lyric corpus. This collaboration is sometimes expressed in a
question-and-answer pair (Bacchylides 15.47—-49, Pindar Olympian 10.60-63,
13.20—22, Isthmian 5.38—44), and may even be reflected in a metaleptic form
(Pindar Nemean 5.26—27). Compared with Homer, some lyric narrators are

48  Agreatdeal of scholarly work has been conducted on the metaphor of the Muses’ chariot,
which occurs frequently in Pindar’s odes: e.g. Steiner (1986); Asper (1997) 26—39; Niinlist
(1998) 255—264; Calame (2012b).

49  E.g Mackie (2003) 52—53 and Race (1997) 179 ad Isthm. 5.38 also state that these questions
are addressed to the Muse.

50  The questions span the Cypria, Iliad, and Aethiopis. See West (2011) 61.

51  SeeBurnett (2005) 96: [the chorus] challenge the listener with questions that force him to
supply three battlefield contests to his own inner eye, then cap these with a fourth. “Who
killed Kyknos? Hektor? Memnon? Who wounded Telephos?” the chorus cries, and each
time the spectator responds with a silent shout, “Achilles!”’ (cf. 242). Burnett (Ibid.: 96—98)
goes further in saying that the audience, because of their knowledge of older poetry, will
remember a different Achilles-killer each time: against Cycnus a young warrior, against
Hector a mature one, against Memnon a warrior that will soon die. The name of Telephus
will recall ‘the victory by which Achilles came of age, the one in which he made his first
show of defensive courage, the one that foreshadowed all the deeds of his adult years’

(97-98).



234 WILLIGERS

more explicit about this collaboration (e.g. Stesichorus fr. 100 7-8, fr. 172). In
addition, as in Homer, Muses are used as authentication device (e.g. Stesicho-
rus fr. go) and also their superior knowledge may come to the fore (e.g. Thgn.
769—772), while the narrator draws more attention to his own active role.

Secondly, I have shown that Muses are often associated with epic (e.g. Iby-
cus fr. S151, Pindar Pyth. 4), and given the more active role of lyric the poet, it
is no surprise that lyric Muses can be associated with the immortalizing power
of the poets’ own poetry and with the poets’ self-conscious role as dispensers
of kleos, both that of their topics and of themselves; we have seen this in many
instances.

Finally, we have seen how the narrator in Simonides’ Plataea Elegy does not
use the Muse to authenticate his hearsay knowledge, but by invoking the Muse
he self-consciously places himself in the tradition of Homer, drawing atten-
tion to his ability to guarantee a warrior’s immortal fame, as Homer did for
the warriors of the Trojan War. Pindar’s Olympian 10 gave us an instance of a
Muse who was firmly embedded in an ode. This ode started with the Muse,
who was picked up later when the narrator turned to a victory list. In Pin-
dar’s Nemean 5, as my last example, the narrator uses the question-and-answer
pair from Homer, but presupposes his audience’s knowledge of these stories
about Achilles so that, although the questions are posed to, and supposed to be
answered by, the Muse, the audience, too, can supply Achilles’ name.

To conclude, this narratological analysis of the Muses has given us insight
into some aspects of this important divine characteristic of archaic lyric poetry,
and by using observations from Homer as starting point for this investigation,
we have not only seen how similar narrative techniques occur both in epic and
lyric poetry, but also that the way in which the latter poets adopted these tech-
niques adds to our understanding of archaic lyric narrative itself.
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CHAPTER 11

To Seem to Be a God among Men: The Sacred and
Poetic Posturing in the Theognidea

Lawrence M. Kowerski

The divine appears frequently in the Theognidea. This sylloge of some 1400 ele-
giacs ascribed to Theognis, but also containing verses assigned elsewhere to
other elegists, opens with four short hymns and invokes the gods throughout
in ways appropriate to its sympotic setting.! Yet, the Theognidea has not been an
obvious source for the sacred in archaic Greek poetry. Instead, the challenges
of the collection’s authority and authenticity have dominated modern stud-
ies.2 Any concerns about the sacred in the collection have tended to emphasize
that the divine reflects an attitude of pessimism typical of archaic Greece.? Our
uncertainty about the nature of the Theognidea, however, imposes real limits
on our ability to see in it the coherent expression of an archaic ethos, religious
or otherwise, especially when it is approached in search of authentic verses by
a real Theognis. This paper approaches the Theognidea differently. It attempts
to understand better how the presence of the sacred reflects the collection’s
poetics. The poetic merits of the collection have been ignored or denigrated.* If
we approach the Theognidea as a sylloge for reperformance at symposia rather
than as a representation of some lost collection of Theognis, anumber of obser-
vations emerge that need not be bogged down by the unresolvable questions
of authority and authenticity.’ From this angle, the Theognidea possesses a cer-
tain poetic sophistication. This sophistication, it is argued, appears especially
when the collection interacts with the divine.

1 Forthe make-up of the Theognidea, see West (1989-1992) xi—xiii. Manuscript A has two books.
The first, 1-1230, is attributed to Theognis as éAeyeiwv o’. The second, 1231-1380, is titled €he-
veiwv B'. The second book only appears in this manuscript.

2 Modern scholarship is still framed by the views of West (1974), the volume edited by Figueira
and Nagy (1985), and the numerous more recent efforts of Bowie (e.g., 1997 and 2012). For the
most recent evidence and bibliography, see Bakker (2017b) and Brusuelas (2016).

3 Versnel (2011) 154-155. For the link between the divine and ethical themes in the Theognidea,
Novo Taragna (1984) 213—237; Garzya (1989) 284—291; Labarbe (1993) 23-33.

4 For example, Gerber (1997) 126; Fowler (1987) 42—43; Adkins (1985) 141-142. Contrast Faraone
(2008) and Budelmann and Power (2013).

5 Questions of authority and authenticity should be asked. This paper simply aims to shift focus
from them as a starting point and considers how the sympotic context assumed for most of
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Specifically, this paper considers two prayers to Zeus (337—340, 341-350) as
moments of this poetic sophistication. In this consideration, the collection is
approached as one that ‘[creates] its audience anew wherever it is recited’ and
‘even includes instructions for some particular means of its diffusion, namely
the symposium and the pederastic relationship’é The focus here is on sympotic
reperformance and an unspecific poetic voice that could include an original
poet named Theognis, but is not limited to him. This poetic voice comes to the
surface in the various ways in which the Theognidea interacts with the divine.
It is these levels of engagement within these prayers that show us the sacred as
serving a poetic purpose that is integral to the sympotic context.

1 Symposia, the Sacred, and Poetic Voice

A few words on the link between the sacred and symposia set the stage. That
the symposion as reflected in archaic and classical literature involves the sacred
requires little argument. Plato and Xenophon explicitly open their symposia
with libations and hymns.” Xenophanes’ idealized symposion opens similarly.®
Our two collections of archaic sympotic poetry, the Theognidea and the Attic
scholia preserved by Athenaeus, mirror these practices and open with hymns.?
The sympotic openings in these literary depictions are more than mere orna-
ment. They are ritualized and sophisticated engagement with the divine in
conversations that ‘project the symposion as a divinely inspired religious cele-
bration: in performance, song and image initiate attention to and communica-
tion with the divine’!0 That is, ‘sympotic experience was religious experience’!
Although scholars disagree on how the literary and material evidence corre-
late to this lived experience, some level of ritual, religiosity, or sacredness is
understood to extend to the whole sympotic experience.l? Yet, the evidence
which reveals the sacred in symposia does not provide a static institution that
is wholly religious. Rather, ‘awareness and experience of the divine through

the collection offers a better understanding of the Theognidea. See Vetta (1980 and 1984)
for a similar approach to Book 2. For the importance of the relation between elegy and its
performance context, see Slings (2000).

6 Edmunds (1985) 110.

7 PL. Symp. 176A; Xen. Symp. 2.1.

8 Xenophanes fr. Bri3.

9 Thgn. 1-18; Ath. 694C-695F (Scolia 884—908). Reitzenstein (1893); Ferrari (2009).

10  Hobden (20m) 52.

11 Hobden (20m) 53.

12 Lissarrague (1990); Henderson (2000); Topper (2012); Hobden (2013).
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performance—implemented through the event’s orality and literacy—en-
hanced the communality of the drinking group’!3 The sacred, as the awareness
and the experience of the divine, sits obliquely behind some larger, primary
emphasis on sympotic communality.

In the Theognidea, the link between the experience of the divine and the
emphasis on communality through sympotic conversations offers a particu-
larly rewarding source for locating the sacred within the symposia. The Theog-
nidea appears to represent a sympotic experience. The claims that the poet’s
verses give immortality to Cyrnus at 237—-254 establish a sympotic setting, at
least for these lines; the four opening hymns and the numerous catenae found
throughout the collection render it suitable for and reflective of sympotic per-
formance as we understand it.* In these features, the sympotic experience of
the divine takes shape and is especially audible in the voice of the performer
assumed by these verses. On one level, the sacred is directly brought into the
sympotic experience through the collection’s many invocations of gods which
stand as one-sided conversations between the divine and the performer.’®
On another level, the sacred is brought into the sympotic setting more indi-
rectly through the sympotic catenae which are conversations involving multi-
ple poetic voices about the divine. The multiplicity of voices in the Theognidea
provides access to a variety of speech-acts as part of the sympotic context that
involve engaging the divine and point to the presence of the sacred.

2 The Theognidea, the Sacred, and the Heroic Singer

The prayers to Zeus at 337—340 and 341—350 offer a distinct instantiation of this
multiplicity of poetic voices engaging with the divine.l® Through this engage-
ment, the seemingly bold claims in these prayers demonstrate that the sacred

13 Hobden (20m) 54.

14  For sympotic catenae, Vetta (1980), Colesanti (2011), and Liberman (2016). For sympotic
performance, Collins (2004).

15  Sappho fr. 1is an example of a more interactive conversation between the performer and
the divine.

16 Like most editors, I see these as two distinct prayers: Harrison (1902); Hudson-Williams
(1910); Van Groningen (1966); Carriere (1975); Young (1976); West (1989-1992); Gerber
(1999); Ferrari (2009); Dorda (2010). For the initial dAAd (341), Hudson-Williams compares
Hom. I/.1.508, Pind. Ol. 2.13, Xen. Cyr. 5.4.14 and Van Groningen adds Hom. I/. 10.126, Aesch.
Cho. 540, Herodotus 6.11.3. Nagy (1985) 68—74 quotes the ‘passage’ as one unit without
addressing the question of potential separation. See also Nagy (1990a) 68—69. Murray
(1956), Napolitano (1996) and Condello (2013) are specifically concerned with the second
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in the Theognidea has a poetic function. That is, part of the conversation both
with the divine and with the other performers about the divine is very much
concerned with poetic production and performance. The invocation of the
sacred in the Theognidea becomes a way by which a poetic persona, as a heroic
character constructed by a song, and a sacred persona, as a performer of the
song, are presented as one.

Theognidea 337-340 exemplifies this interaction with the divine:

Zelg pot TV Te pidwy doin Tiaw, of ue @redau,
OV T exBpdv ueilov, Kbpve, Suvnaduevov.
yoUtwg 8v Soxéowut pet’ dvbpwmuwy Beds elvar,
340 el W’ dmotelgdpevoy polpa xixnt Bavdtov.

May Zeus grant me requital for the friends who love me and that I'll be
more powerful than my enemies, Cyrnus. Thus, I would be considered a
god among men, if my allotted death overtakes (shall overtake) me after
I exacted retribution.!”

These verses are a reported prayer to Zeus that is directed specifically at Cyrnus.
The speaker begins with a wish for requital. As such, the prayer is unremark-
able in the Theognidea.'® In archaic hexameters, we also find parallels in the
Iliad with Chryses’s prayer to Apollo or Thetis’s entreaty of Zeus on behalf of
Achilles.!® After the initial wish, the Theognidean singer’s engagement with the
divine shifts. Here, the performer notes that he has the potential to appear as a
god, if death reaches him only after exacting retribution. This claim of potential
godlikeness, while not unique, is striking. It emphasizes the singer’s own repu-

prayer and with possible divisions, or the lack thereof, in it. We are, however, probably in
the middle of a sympotic catena wherein various breaking points can be observed.

17  For the subjunctive in the i clause see Smyth (2010) 2327a. Cf. Garzya (1989) 288, ... je
me croirais un dieu parmi les hommes si la mort qui mattend me rencontrait apreés que jaie
rendu a tous la pareille jusqu'au bout.

18  See Thgn. 851-852 and 1087-1090 as closely comparable examples; less close are Thgn.
757—764, 773—788, and 1119-1122. This is not a complete list of prayers or invocations of
deities in the first book of the Theognidea. See Pulleyn (1997) 2—3, 217—226 for literary and
epigraphic hymns.

19  Hom. Il 1.37—42 and 503-510. See also Hom. Od. 3.55 and 6.324-327. For the comparison
between Thgn. 342 and the prayer of Odysseus, see Pulleyn (1997) 198. The Homeric Hymns
share this diction and at times form: Hom. Hymn Ven. (10)5, Heracl. (15)9 and Vulcan (20)9.
In melic poetry, Sappho fr. 1 opens in the form of a prayer with an address and a request.
See also Thgn. 1-18.
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tation (doxéotut).20 Many cite Sappho fr. 31.1—2 and Iliad 24.258 as parallels, but
these passages do not offer neat correspondences to the Theognidean claim.?!
In Sappho, it is ‘that man’ who is godlike; for Priam, it is Hector. These paral-
lels focus on others who appear godlike, but the Theognidean singer boasts of
his own potential godlikeness. From these parallels, then, questions arise about
the nature of the engagement with the divine in the Theognidean prayer.
What does it mean to be considered a god among men? For this Theog-
nidean prayer, West has glossed 8eég as indicating a godlikeness ‘quia poaxdptog
(since blessed)’22 He applies a similar understanding to the parallel in Sappho
fr. 31.1—2: ‘He looks to me to be in heaven’2% The debate over the meaning of Sap-
pho’s verses is long. At some level, Sappho offers a poxapiopds, a statement of
someone’s blessedness or good fortune often found in nuptial contexts.24 It is
not certain, however, that Sappho’s verses represent a nuptial song. The com-
parison can also indicate that the godlike individual has some super-human
attribute.?® This understanding of the potential to appear as a god among men
is most at home in heroic epic.26 For example, Hesiod describes the heroic age
as one of godlike men.2” Further, poxaplopés is also at home in heroic epic.
In the Odyssey, Odysseus offers such a statement of blessedness to the shade
of Achilles by telling him that his honor matched that of a god while he was
living.28 The comparison also has significance in the lived experience of hero-
ization, in which ‘to recognize someone as 8elog dv)p was not just a manner

20  Van Groningen (1966) 137, ... Il ne peut étre question de lopinion personnelle de lauteur a
son sujet, puisque la réputation doit durer aprés sa mort (340).

21 Hudson-Williams (1910) 199; Van Groningen (1966) 137; West (1978b) 31—32. Hom. I1. 24.258:
"Extopd 8’, 8¢ 0edg Eoxe pet’ dvdpdaw (‘and Hektor who was a god among men’); Sappho
fr. 31.1-2: paivetai pot xfjvog loog béotawv [ Eupev’ dwnp (‘That man seems to me to be equal
to the gods’). See also, Hom. Od. 11. 84 (Odysseus to the shade of Achilles).

22 West (1978b) 32. West (1993a) 69 later translated the verse as Td feel then like a god on
earth’, which seems to have a similar thrust.

23 West (1993a) 38.

24  Aloni (2001b) 32 observes that to declare someone like a god ‘is unusual and its use in
epic is confined to heroes’ He continues, ‘When referred to mortals, moreover, it is rare
and exceptional in lyric poetry except in a specific case: in nuptial songs celebrating the
merits of the newlyweds’. For paxapiouds more generally, Wasdin (2018) 171-194.

25  Race (1983) 95—97. See also, Hutchinson (2001) 170 on {gog 8¢otatv: ‘such expressions denote
admirable qualities rather than good fortune’.

26  See examples at Race (1983) 96.

27  Hes. Op.159-160: 4vdp&v Npywv Belov yévog, ol xaréovtat [ uibeot (‘the godlike race of heroes,
who are called hemitheoi’). For Homeric and Hesiodic examples with an emphasis on the
implication for lived experience, Currie (2005) 179. See also, Griffith (2009) 72.

28  Hom. Od.11.484 (loa Beolow). At Od. 6.149-169, Odysseus wonders whether Nausicaé is mor-
tal or divine in another uaxapiouds that may draw on the tradition of nuptial song.
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of speaking. It had practical implications: the adoption of a particular attitude
towards, and the performance of certain (ritualized) acts for, the person who
was seen as more than human.?® We can understand that the Theognidean
prayer draws on this tradition of heroization and heroic poetry in his claim
that he can have the reputation of a god. At a poetic level, the Theognidean per-
former takes on the mantle of a heroic figure in this comparison. Put another
way, the Theognidean performer can be seen to engage in role-play as a heroic
figure when he notes his potential godlike reputation should he die after attain-
ing Tios.

Such role-play is natural in a sympotic setting.3° Yet, when this sympotic
singer claims the potential to appear as a god, it seems different from the mere
imitation of a heroic figure by an actor on-stage or from a male sympotic per-
former pretending to voice the words of a woman. This role-play can, however,
be recognized as having features that are inherent to its performance con-
text. In it, the ‘explicit epic exhortation is conveyed implicitly by the context
of the symposium itself’3! Role-play in sympotic elegy has the poetic function
of turning the epic (or hexametric) into the sympotic (or in this case elegiac).
Moreover, it can be understood as mimetic in the sense of re-enactment rather
than imitation.32 The Theognidean prayer, then, exhibits this literary role-play
of re-enactment and the singer’s claim that he expects to be considered a god
becomes a speech act.3? It is the re-enactment of the epic in elegiacs and it has
the poetic function of bringing the epic into the sympotic performance.

29  Currie (2005) 179. Simon. fr. 11.18 seems to describe Homeric heroes as semi-divine ()]-
10¢wv) in a comparison to the Plataiomachoi. Simonides’s fragmentary comparison shows
these implications. See Kowerski (2005) 64—67. For the text of Simonides, consult Sider
(2020) in addtion to West (1989-1992).

30  Bowie (1986) 16, presents the case through, in part, Thgn. 257—260, 579-580, and 861-864.
See also Dover (1964); Tsagarakis (1977); Rosler (1985). Slings (2000) 10-15 considers the
distinction between performers and personae within a broader overview of scholarship
which emphasizes the difference between text and speech in Greek lyric.

31 Irwin (2005) 49 (italics are hers). Irwin focuses on elegiac exhortation as heroic role-play
in aristocratic symposia which serves the purpose of ‘justifying or asserting for its audi-
ence an economic/social position within their community, of flattering themselves, and
reaffirming group identity’. See also 281—283.

32 Nagy (1994) 12-15; Nagy (1990a) 42—44 and 373—375; Nagy (1996a) 59-103. Nagy (1993) 224
identifies Alcaeus fr. 129 and 130b as a similar example of re-enactment. He argues that
these fragments show ‘the self-representation of Alcaeus as a cult-hero who is pictured as
speaking from the dead and whose alienated voice holds forth a promise of social integra-
tion through an ultimate reckoning when finally the evildoers are punished and the noble
are rewarded.

33  Martin (1989) 94-98, 232—-239; Nagy (1994) 13.
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In 337-340, we see the engagement with the divine functioning on a couple
oflevels. First, the prayer to Zeus directly engages with the divine and brings the
sacred into the symposion. Second, the claim of a potential godlike reputation
if death comes after retribution signals a literary dimension to this engagement.
Through his claim, the performer presents himself as a heroic figure and this
role-play brings hexametric epic into sympotic elegy. We can understand the
sacred in this prayer both as sympotic posturing and as part of a poetic stance.
The sacred becomes a larger literary tactic whereby the performer, in an act of
role-play, becomes a heroic figure such as would be found in the Iliad. From
this point of view, the entire prayer becomes an expression of mimesis or re-
enactment that brings heroic epic into the sympotic setting.

3 Sacred and Sympotic Interactions

The literary dimension of the sacred also appears in 341350, the following
prayer to Zeus. In fact, both prayers are similar enough to be understood as
a pair in a catena within a collection that represents a sympotic experience. In
the interaction between these prayers, the literary function of engaging with
the divine becomes firmly rooted in the sympotic context. On the surface, the
links between these prayers are strong:

ANG, Zed, TéNead pot, "OADpTTLE, Xatlplov ebyv:
366 3¢ pot dvtl xa@v xai Tt ety dryadov.
Tebvalny 37, el ) TU xoe@v EUTOVHA KEPIUVEWY
gdpoluny. Solny 8’ dvt’ dvidv dviag.
345  oloo yap obtwg éotl. tiowg 87 ob paivetat Ny
Gvdp@v ot Tdpa xpYpat’ Exovat Bint
GUANTVTES” €y 3 xwv Emépyaa xapddpny
XERAPPWL TOTAUR! TAVT ATTOTEITAUEVOS.
6 el uéay alpo miely: éni T EobAdg Epotto
350 Salpwy, 0¢ xat’ €uov volv Teréaete TASE.

Come, Olympian Zeus, fulfill my timely prayer; grant that I experience
something good to be set against my ills, or may I die if I do not find some
relief from my wicked anxieties. May I give pain in return for pain; for that
is my due. But there is no retribution in sight for me against the men who
have my possessions which they robbed from me by force. I am like the
dog that crossed the mountain stream in winter’s flood and shook every-
thing off. May I drink their dark blood! And may an avenging spirit rise up
so as to bring this to pass in accordance with my intent.
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Here, the performer requests relief from his ills, either in the form of some good
experience or through death. A second request is for retribution, followed by
a despairing claim that no requital is in sight. A simile drives home the point.
The performer equates himself to a dog crossing a stream and shaking every-
thing off. The prayer closes with a gruesome wish to drink the blood of his
enemies and a call for a protective spirit to accomplish these things. To be sure,
these verses have ample textual and interpretative challenges, with their very
integrity being called into question.3* Yet, even with these challenges, circum-
stantial parallels to the preceding prayer stand. At the very least, we have two
prayers to Zeus with requests for tioig that follow each other in such a way that
someone, at some point, understood some relationship between them.35
These similarities allow us to imagine some interaction between these pray-
ers in a sympotic context. The wishes of the prayers mimic each other. Both
prayers also reinforce a literary dimension for the sacred. As in verses 337—
340, the engagement with the divine in 341-350 is linked to the evocation of
heroic epic. One detail in which heroic epic would seem to appear is the per-
former’s striking request to be able to drink the blood of his enemies. In this
request, the Theognidea has been seen to provide an early image of what we
might call Greek vampirism or a bloodthirsty revenant.3¢ While both images
are intriguing, heroes in early Greek poetry do not seem to drink the blood
of their enemies. In the Iliad, Achilles wishes his stomach would allow him
to eat Hector’s flesh raw; Hecuba claims that she would eat Achilles’ liver; for
the gods, Zeus says that only eating Priam raw would sate Hera’s rage.3” Later
sources mention that Tydeus ate the brains of Melanippus.38 Yet, eating flesh
or brains is different from drinking blood. In the Oresteia, the Furies, depicted
as hounds, drink blood.3° While the link between hounds and drinking blood
is like the imagery of the Theognidea, the divine Furies’ drinking blood is dif-
ferent from a mortal doing the same. In his Syleus, Euripides seems to have had

34  Startwith Condello (2013). See also, Murray (1965) 278—279; West (1974) 153; Nagy (1982) 119;
Nagy (1985) 68—70, 72; Napolitano (1996 ). Faraone (2008) 26—28 has 341-350 as a cohesive
unit with ring composition in its five-couplet structure.

35  Per the index verborum in West IEG?, these verses contain the only two uses of the word
tlog in the Theognidea.

36  Dorati(1993) focuses on vampirism; Nagy (1982) and (1985) develops the idea of arevenant.

37  Hom. Il 22.347—348 (Achilles); 24.211—213 (Hecuba); 4.34—37 (Hera). See Hudson-Williams
(1910) 200; Van Groningen (1966) 140.

38  Apollod 3.76—77; Sext. Emp. P. 3.208; scholia on Hom. /. (5.126), Pind. (Nem. 11.43), Theocr.
(proleg.15-18b), and Lycoph. (1066.1-7).

39  Aesch. Cho. 924,1054; Eum. s11-512. Cf. Thgn. 949—-954 in which the poetic voice compares
himeself to a lion who does not drink the blood of a fawn.
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Heracles suggest that someone could drink his blood before he would speak
flatteringly (fr. 687 K).4° Again, Heracles’ hyperbolic refusal is quite different
from the Theognidean performer’s request. The request to be able to drink an
enemy’s blood in the Theognidea stands out. It does, however, make sense if
we understand it as part of the literary dimension of the engagement with the
divine wherein heroic epic is brought into the symposion.

A parallel in the Iliad 22.66-71 establishes the Theognidean performer in the
role of an epic hero:

adToV 87 &v TORATOV ME X VVES TpwTYat Bbpyav
wpnotal épbovaty, Emel k€ TIg OEET Xohn®
Topag nE Barwv pebéwv éx Bupdv Eanrar,

ol Tpégov v peydpotat tpamelfjog Bupawpods,
ol gudv alpa mbvreg dAdooovtes mepl Bupd
xeioovt’ év mpobipotat.

Me, myself, then, last of all, my dogs that eat raw flesh, in the place before
the doors, will tear apart, after someone has struck me with a bronze spear
or has hurled one and has torn the life from my limbs—dogs which I
raised in my halls, at my table as guardians of the door, and which, after
they have drunk my blood in the frenzy around their hearts, will lie in the
doorway.

Here, Priam pleads with Hector not to fight Achilles; he claims that after Hector
iskilled, he too will be slaughtered and his own watchdogs will drink his blood.
This parallel has suggested to some a literary allusion in the Theognidean pas-
sage that allows the drinking of blood to be connected to the dog emerging
from the river.#! The interpretative difficulties surrounding the image of the dog
in this prayer make it difficult to find an exact allusion here.#? Yet, even with-
out an exact correspondence between these parallels, the emphasis on poetic
interaction with heroic epic in this prayer remains plausible. This interaction
with heroic epic further establishes a parallel with the reading of 337—340. That
is, the specific way in which the Theognidean prayer finds a parallel in lliad
22 can remain vague, but a more general use of imagery appropriate to heroic

40  Hudson-Williams (1910) 200; Van Groningen (1966) 140.

41 Napolitano (1996) 72—77, in response to Dorati (1993). Dorati looks at the prayer in anthro-
pological terms for a link between drinking blood and lived experience.

42 See note 34 above. Also, some identify a lost fable in the image of the dog. See Hudson-
Williams (1910) 199—200; Gerber (1999). Cf. Carriére (1975) 157 and Selle (2008) 257.
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epic and on display in Iliad 22 is present.*> One possible understanding is that
the performer employs imagery (the dog and the drinking of blood) and dic-
tion (alpa miely | olpo miévteg) appropriate to heroic epic as found in Iliad 22
to appear heroic. His use of this imagery and diction is not mirrored exactly in
Priam’s words, but it is parallel enough to link the performer with the heroic.
This recall of the heroic, in turn, would provide a moment of heroic role-play
that matches what we find in the previous prayer. The performer presents him-
self in the mold of an epic hero and, in doing so, he becomes the hero with the
performance of these verses.

As in the previous shorter prayer, the engagement with the divine in 341
350 provides the platform from which the performer evokes heroic epic and
engages in heroic role-play. It is this role-play that unites 337—340 and 341-350
as sympotic prayers which could interact. The prayer of Odysseus at Odyssey
6.324—327 provides an example from heroic epic of the posturing in these
Theognidean prayers.#* There, Odysseus reminds Athena that she did not lis-
ten when Poseidon battered him and asks that he be received well and find
pity in Phaeacia. Odysseus’ prayer to Athena for his just deserts is akin to the
Theognidean requests of Zeus to allow tigis. It is perhaps the sympotic set-
ting and this heroic role-play that prompts these Theognidean prayers to be
more elaborate in their claims about attaining the reputation of a god after
death or dying if no relief is found or drinking the blood of an enemy as retri-
bution. The emphasis on mortality in these histrionics adds weight to the ties
to the heroic in each prayer. In both prayers, the performer speaks of his own
death inrelation to his current situation. A similar connection to the divine and
mortality are features seen in Simonides’s comparison between the Homeric
heroes and the Plataiomachoi in the elegy represented primarily by fr. 1 W2,
In Simonides’s verses, the heroes at Troy receive d6d]vatov ... xA€og (15: ‘immor-
tal renown’) from Homer and are nu]i8éwv (18: ‘sem.i—divine’); the Plataioma-
choi also will be linked to something &8dvarro(vy (28: ‘immortal’), presumably
through Simonides’s elegy. It is possible, then, to see the evocation of heroic
epic and the equation with heroic figures more broadly in elegy that focuses
on poetics and poetic traditions. In the Theognidea, these features come in the
sympotic interaction between these prayers and their heroic role-play, both of
which have meaning at the level of poetics.

43  For current views on allusion in early Greek poetry, see now Nelson 2023.

44  Pulleyn (1997) 198.

45  Formore sophisticated attention to the details of this comparison, Stehle (2001) 116; Capra
(2004) 119-120; Kyriakou (2004) 226; Rawles (2018) 87. See also Archilochus fr. 17a (= POxy.
4708, fr.1). D'Alessio (2006); Lulli (2011); Swift (2019).
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The prayer at 341-350 draws attention to this literary dimension with its
diction at the very point of emphasis on the performer’s mortality. At 343—
344, death appears as the alternative to not receiving relief (teBvainv &, €l uy
TUxadv dumavue pepiuvéwy | ebpoipmy). The phrasing for the relief from anxi-
eties is pointed. Elsewhere, it appears in Hesiod’s description of the Muses in
the Theogony as those who give ‘forgetfulness from evils and relief from anxi-
ety’ (55: Ayopochwy Te xaxdv dumavud e uepunpdwv). For Hesiod, it is song that
provides relief. At Theogony 98-103, a similar sentiment in different phrasing
appears; here, a singer brings about forgetfulness of anxiety and worries (102—
103: Suappoguvéwy EmiAnfetal o0dE Tt xndéwv | uéuvytan) with songs about the
glorious deeds of men from previous generations and the gods (100—-101: xAgia
TPoTéPWY AvBpwTwy ... pdxapag Te Oeods of "OAvumoy Exovaty).#6 More specifically,
Hesiod emphasizes that relief from anxiety comes through heroic song. The
performer of the Theognidean prayer employs diction and concepts tied to
his own relief that hexametric poetry locates in heroic song. The Theognidean
performer need not be alluding to Hesiod with his shared diction. Rather, as
a sympotic poet in the act of composing an elegiac song he uses diction that
elsewhere has a distinctly poetic emphasis. In this phrasing, the meta-literary
elements of the prayer come to the surface.

In 341-350, the Theognidean performer uses language appropriate to his role
as composer of song. This song is heroic through its use of heroic role-play
marked by an engagement with imagery and diction appropriate to hexametric
elegy. In voicing this prayer, the singer embodies the subject of his composi-
tion. Both the embodiment and this emphasis on composition emerge from
an engagement with the divine. Each of these elements correspond to details
in the previous prayer (337—340). Taken together, both prayers link interaction
with the sacred to the production and performance of sympotic song.

4 Conclusion

This paper has considered two sympotic prayers as instances of the sacred
in the Theognidea. As prayers addressed to Zeus and concerned with tioig,
some sympotic relationship between them is probable. The focus on the sacred
has offered a sharper view of this interaction. In both prayers, the interac-
tion with the divine is something more than the acknowledgement of the
sacred in symposia. Rather, in both prayers, the sacred marks a meta-poetic self-

46 West (1966) 186-187.
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consciousness in the voice of the performer. In 337-340, this literary dimension
comes in the performer’s claim that he would gain the reputation of a god if he
died after gaining retribution. This claim of godlikeness is not just the invoca-
tion of the sacred. It is also a literary moment in which the performer evokes a
tradition of heroic poetry. This introduction of the heroic (hexameter) into the
sympotic (here, elegy) is oblique. It occurs through the performer’s embodi-
ment of an epic hero as part of role-play within the context of a symposion.
A similar and corresponding emphasis on the poetic in the sacred comes in
341-350. Here, again, the performer assumes the mantle of heroic character
by drawing on imagery appropriate to heroic epic, namely the wish to obtain
requital and drink the blood of his enemy. This heroic posturing is part of the
oblique evocation of the heroic tradition. Within this posturing, the performer
interacts with the previous hymn and draws attention to his role as both per-
former and composer of his elegiac verse. The invocation of the divine becomes
the frame within which this embodiment of the heroic occurs. In these sym-
potic prayers, the sacred signals this embodiment and its emphasis on poetic
composition.



Playing with the Sacred at the Symposion

It is a commonly held understanding of the symposion that it is a space that
has a significant sacred dimension. Symposia would open with libations and
prayers to the gods, and there is a more general sense in which the symposion is
aspace that is sacred to Dionysus. But how should this affect our understanding
of sympotic poetry? One way of answering this question—one that is, I think,
often tacitly assumed—is to say that sympotic poetry could reinforce religious
experience at the symposion. Thus, Fiona Hobden has argued that sympotic
poetry would ‘construct a discourse on the symposion as a religious space ...
define the sympotic space as a venue for prayers, libations, hymns, and atten-
tion to the gods ... communion with the divine'! Xenophanes’ oft-quoted fr. 1

CHAPTER 12

Vanessa Casato

West is held up as an example:?

10

15

v yap O {amedov xabapdv xal yelpes amdvtwy
ol xOAMxeg TAexToUg 87 AugiTiOel aTe@dvoug,

8Mog 8 e0AAEG ubpoV &v PLAAN! TTapaTEivEL
xpnTp 8’ ETTYXEV METTOS EVPPOTUVNG!

dMog 8’ olvog £toluog, &g olmoté prat Tpodaew,
uelAtyos &v xepdpotg, dvheog dfopevos:

&v O uéaotg aryviy o3y ABavetds aw,
Puypov 3’ eativ B8wp xal YAuxd xal xabopdv:

mapxéoaral 8 dprot Eavol yepap) Te Tpdmeln
Tupod xal uéArtog miovog dxOopévy:

Buwuog 8’ dvleatv &v o pégov mAVTHL TEMUXATTAL,
MOATTY) 8’ dpgplg Exet Swportar xal Bordly).

xp1) 3¢ mpdTov pev Bedv Dpvelv ebppovag dvdpag
edypotg ibotg xat xabapoial Adyols,

oneloovtdg Te xal ebEapévoug Ta Sixata Sbvacbat
TpHoTE: TadTo Yap Qv E0TL TPOYELPSTEPOY,

1 Hobden (20m) 48.

2 Translation from Gerber (1999); all other translations are my own unless otherwise stated.
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For now the floor is clean and clean the hands of everyone and the cups;
[one servant] places woven garlands round [the heads of the guests],
and another offers sweet-smelling perfume in a saucer; the mixing-bowl
stands filled with good cheer; on hand is additional wine, which promises
never to run out, mellow in its jars and fragrant with its bouquet; in the
middle incense sends forth its pure and holy aroma and there is water,
cool, sweet, and clear; nearby are set golden-brown loaves and a magnif-
icent table laden with cheese and thick honey; in the center an altar is
covered all over with flowers, and song and festivity pervade the room.

For men of good cheer it is meet first to hymn the god with reverent
tales and pure words, after pouring libations and praying for the ability
to do what is right—for in truth this is a more obvious thing to do, not
deeds of violence; it is meet to drink as much as you can hold and come
home without an attendant unless you are very old, and to praise that man
who after drinking reveals noble thoughts, so that there is a recollection
of and striving for excellence; it is not meet to make an array of the wars of
the Titans or Giants or Centaurs, creations of our predecessors, or violent
factions—there is nothing useful in them; and it is meet always to have a
good regard for the gods.

This extended conjuring up of the symposion as a space for the performance
of libations, hymns to the gods, and prayers for justice, with all the sacred
accoutrements of incense, garlands, and an altar, seems to construct for the
symposiasts a context for a shared religious experience. The speaker, position-
ing himself as symposiarchos, reminds the company of their duty to hymn the
gods before all else (1. 13), and reminds them that this should be done with
euphemia (a religious technical term) in order to preserve ritual purity (ebgn-
potg uvdotg xat xabapoiat Adyorg, 1. 14). This is a pretty straightforward view of the
poetry, which takes much of it at face value. It works well for this particular
poem—though even here it tends to obscure possible ironies in the ending of
the poem, which from I1. 17 onwards seems to shift in tone to become somewhat



PLAYING WITH THE SACRED AT THE SYMPOSION 251

polemical, a striking maneuver in the context of the earlier emphasis on har-
mony and restraint—but it seems to me on the whole to fail to do justice to the
range of extant sympotic poetry. The aim of this chapter is to complicate that
picture of how ‘the sacred’ operates in sympotic poetry, shifting the empha-
sis away from solemnity and towards playfulness. Such a move is appropriate
to the symposion, with 1Ts imaginativeness and aptness for conjuring up fic-
tional worlds, and its character as a place for showing off poetic sophistication
and elegant humor.

1 Pindar

Let us borrow a well-worn trope of sympotic poetry and begin with the opening
prayers of the symposion. Modern handbooks are fond of describing a stan-
dard sympotic procedure:3 there would be an opening toast to the agathos
daimon,* and then, with the mixing of each krater, libations would be poured
to Olympian Zeus, heroes and chthonic deities, and Zeus Soter, in that order,
and these would be followed by paeans or prayers to the gods.> But it is hard to
imagine that in reality all symposia followed such a standardized format. The
way in which the standard order for libations, for example, could be a theme
for variation is most clearly exemplified by Pindar’s Isthmian 6.1—9.

OdaMovtog avdp&v wg 8te gupmoaiov
Sevtepov xpatiipa Molgaiwy peréwy
ulpvopuey Adpmwvog edaédiov yeveds Umep, €v
3 Nepéa puév mpdtov, & Zed,
Tiv dwtov SeEdpevol oTEQAVWY,
5 v0v adte Tobpod deomdry
Nypeideaai te mevtinovta maidwy dmAoTdToy
Dvraxida vixdvrog. iy 3¢ Tpitov
owTipt Topaaivovtag 'O-
8 Avpmie Alyway xdta
omévdewv ueApBoyyolg dotdarls.

3 Wecowski (2014) 38—39 with references.

4 The standard sources cited are Ar. Eq. 106; Vesp. 525, Pax 300, Athen. 15.675b, Nicostr. fr. 19
K.-A,, Xenarch. fr. 2 K.-A,, Theophr. fr. 123 Wimmer, etc. cited by Athen. 16.692f-693e.

5 Sch. Pi. Isthm. 6.4,10a Drachmann (citing Soph. fr. 425 Radt, Aesch. fr. 55 Radt); Hesych. T1450
Hansen-Cunningham; Phot. T 477 Theodoridis.
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As when a symposion of men burgeons

and we mix the second krater of the Muses’ song

for the victorious offspring of Lampon,

first at Nemea, o Zeus, having taken

from you the flower of garlands,

and now from the Lord of the Isthmus

and the fifty Nereids with the victory of

Phylacidas the youngest of the sons.

May it be possible for us to prepare a third

one for the Olympian Saviour and pour

upon Aegina libations of honey-voiced songs.
Isthmian 6.1—9

Here, in singing the praises of the Aeginetan victor Phylacidas, Pindar sets up
an elaborate comparison with a celebratory symposion: he invokes a first krater
for Zeus responding to an earlier victory at Nemea (sacred to Zeus), a second
krater to Poseidon for the present victory at the Isthmus (sacred to Poseidon),
before finally calling for a third krater to Zeus the Olympian Soter in auspicious
anticipation of a victory in the upcoming games at Olympia. In so doing, Pindar
is flattering his dedicatee and at the same time charming his audience by mak-
ing a show of adapting for the symposion of his simile (with perhaps an implicit
reference to the symposion that is the context of (re)performance of the ode)
the convention of the triple dedication, while the apt recasting of conventional
forms is itself, of course, a sympotic convention.

The point of the standard opening prayers or paeans at the symposion was
to seek the gods’ benevolence before each new sympotic endeavor: partaking
of wine in the symposion was to the Greek mind in some sense a risky and
momentous business. It is no accident that these religious actions mirror those
that preceded putting a ship to sea: the sympotic libations and paean-singing
correspond to the libations and paean singing at the beginning of sea voyages.
Intriguingly, ships too could be garlanded, just as, at the symposion, it was not
only the symposiasts themselves who were garlanded but also the krater.6 This
chimes nicely with the well-studied metaphor of the symposion at sea.” Pro-
pitiatory prayers, then, were a key sacred component at liminal stages in the

symposion.

6 Paean and libations before setting sail: e.g. Thuc. 6.32. Garlands on ships: e.g. PL. Phd. 58a (for
a theoria).

7 Slater (1976); Davies (1978); Lissarrague (1990) 107-122; Corner (2010); Cazzato (2016); Gagné
(2016).
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However, the primary evidence shows that there was considerable freedom
of choice over which deities to address: in this at least there was no standard
procedure, so that we cannot reconstruct a precise ‘morphology’ of the open-
ing of a symposion, as some of the literature tends to suggest. The four prayers
or paeans that open the collection of the carmina convivalia (a practical hand-
book for sympotic performance) clearly were the kind of songs that were sung
at the beginning of the symposion. In them, we find an assortment of gods.
First, unsurprisingly in an Attic collection, the polyad goddess Athena, then
Demeter and Persephone, Leto and Apollo and Artemis, and finally Pan. The
Theognidean corpus also opens with a series of poems eis theous—here again
editorial practice mirrors the performance practice of the symposion: first a
prayer and a hymn to Apollo, then one to Artemis, and then one to the Muses
and the Graces, which leads nicely into the sphragis poem, with its metapo-
etic concerns. In the Elephantina papyrus now in Berlin (P. Berol. inv. 13270),
this, too, most probably a manual for performance at the symposion, we have
a first poem, very fragmentary but with a title ‘Muses’ and an invocation to
a ‘daughter’; this is followed by a second poem that refers to the mixing of
a garlanded or brimming krater of the Graces and to a toast, so that we are
clearly still at the opening of a sympotic phase; the sequence continues with
a prayer to Mnemosyne, the mother Muse, and this completes the slide from
sacred prayer to self-referential poetic invocation. Following the same princi-
ple of mirroring performance practice in editorial practice, the first book of
the Alexandrian edition of Anacreon also opened with an invocation to a god
(fr. 348, to Artemis),® as did the editions of Alcaeus (fr. 307, to Apollo) and,
of course Sappho (fr. 1, to Aphrodite). This last fact perhaps tells us some-
thing about her reception and the degree to which it was tied to the sympo-
sion.

So while the beginning of the symposion or the beginning of a new krater
called for an invocation to the deity, it seems likely that there was scope for
choice about which deity to address, and these addresses could also be light-
hearted or decorative or self-referential; in short, they could place less of an
emphasis on ‘the sacred’ and more of an emphasis on the poetic and on the
assertion and display of sympotic sophistication. Let us for example take a
closer look at the fourth carmen convivale:

8 According to Hephaestion’s On Poems 4.8 (p. 68 Consbruch).
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*Q Iéw, Apwadioc pedéwv ¥heewdc,
dpymctd, Bpouiatc emade Nougaitc,
yeMdicetae, @ T4, ém’ Euaic
ebgpoct Taicd” dowdaic xexapnuévoc.

O Pan, lord of famous Arcadia,

dancer, attendant of the boisterous [or Bromian] Nymphs,
may you laugh, o Pan, delighting in

these cheerful songs of mine.

Carm. conv. fr. 887

According to one reading, advanced by several scholars since Reitzenstein, this
is a reworking of the opening of Pindar’s hymn to Pan:®

*Q 6w, Apxadioc pedéwy
ol cepv@y ad0Twy QUAAE,
*kk
Mortpdc peydac omade,
cepvay Xopltwv uéAnpa

5  TEPTVOY

O Pan, lord of Arcadia
and guardian of sacred precincts
Ak
attendant of the Sacred mother,
delightful protegee of the holy
5 Graces
Pindar fr. 95

It is uncertain in what sort of context Pindar originally intended his poem to
be performed, but it is easy to see how it could playfully be appropriated to the
symposion. In both poems, the opening invocation to the god chimes with the
ritual practice of the symposion that I have sketched above, but its adaptation
for the carmen convivale has the effect of highlighting the singer’s allusive skill,
and the particular way in which the original has been modified—the empha-
sis on booziness and abandon over sacredness—suggests that the invocation
serves here a more idiosyncratic purpose in setting the tone for a racy sympo-
sion.

9 Reitzenstein (1893) 16; see further Lehnus (1979) 94-95; skeptical, Fabbro (1995) 98-99.
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What I am driving at is that already in relation to these more formalized,
opening stages of the symposion—the part of the symposion that we tend
to think of as the more structured and “sacred”—there is considerable scope
for poetic playfulness: it is not all about correct religious procedure. A keen
awareness of this playfulness is a healthy way to approach the extant body of
sympotic poetry, and it is a good antidote against taking much of it too literally.
Let me be clear, I do not by any means want to suggest that the category of ‘the
sacred’ is irrelevant to the symposion, but simply that we should take care not
to take the poetry at face value.

2 Archilochus

Let us experiment with keeping in mind this idea of playfulness in relation to
the sacred at the symposion and start with two fragments of Archilochus: fr.120
and fr. 121, taken with their context of citation.!?

120 (Ath. 14.628a)

DiAdyopos 3¢ [FGrHist 328 F 172] gnow &g ol madatol amrévdovteqoln el
StBupapBodaty, M’ Stav omevdwat, TOV eV Atdvugov €v otvet xal pébnt,
Tov &' AnéMwva peb’ nouylog xal téEews puédmovtes. Apyitoyos yodv
enow:

w¢ Atwviool’ dvatog xahdy E&dpEat uérog

olda 3180papPov olvwt cuyrepavvwbels ppévas.

And Philochorus says that when it comes to libations the ancients do
not always sing dithyrambs; it is rather the case that when they pour
libations on a wine-filled and drunken occasion they do so singing to
Dionysus, while on a quiet and orderly occasion they sing to Apollo.
Archilochus at any rate says:

for I know how to take the lead in the dithyramb, the lovely song of lord
Dionysus, my wits thunderstruck with wine

121 (Ath. 5180d-e)
ol yaip eEdpyovtes ol xulomtipes [IL. 18.606 = Od. 4.19], M\’ E&dpyovtog
00 A180D TdvTeS MpyolvTo. T Yap EEdpYEW THS PpptyYOS 1tov. Siémep

10  The text deviates from Swift’s only in removing the confusing curly brackets around omév-
dovtes in the first line: her translation implies she accepts the word. Cf. Pindar fr. 128c.1—4.
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6 uév ‘Hoiod6s enow év tf) Aomidt (205) ‘Beal &’ E&fjpxov dodiic Modoa
epideg) xal 6 Apyiioyog:
adTdg eEdpywv Tpdg adASY AéoPlov Tatova.

For it was not the tumblers who took the lead, but they all danced while
the singer led, since taking the lead is the lyre’s proper function. That
is why Hesiod says in the Shield, ‘and the divine Muses of Pieria were
taking the lead in the song’, and Archilochus says:

I myself taking the lead in the Lesbian paean to the pipe’s accompani-
ment

In these fragments, Archilochus speaks of himself as intoning a dithyramb and
a paean respectively. It is not certain that these are fragments from sympotic
poems—the nature of the evidence on fragmentary lyric poetry rarely allows
scope for certainty—but it is at least likely. Fr. 120 in particular, with its mention
of wine and drunkenness in trochaic tetrameters, is perfectly suited to the sym-
posion. Both fragments seem to reflect the sympotic group dynamics whereby
one participant intones a song to the god and the others follow suit; the verb
gEdpyew in both fragments appears to be a technical term for giving a lead (in
key or content) for the benefit of a group of singers.!! We might compare the
similar usage in Alcman:

Bolvauc € xai €v Bidaototy
Gvdpeiwy Tapd datupbveTal
TIPETEL TOURVA XATAPXYV.

in banquets and thiasoi

of messes it is fitting

to intone the paean among the feasters
fr. 98 [= 129 Calame]

Being the earliest extant mention of the controversial genre of dithyramb,
Archilochus fr. 120 has attracted a great deal of scholarly attention, and most
scholars have wished to see in it the remains of an actual dithyramb.!? But
while the fragment references the subject’s ability to intone the dithyramb,

11 Rutherford (2001) 52; cf. 66.
12 Seee.g. Ierano (2013) 369—-370; D’Angour (2013) 200—201; Lavecchia (2013) 60-61; Zimmer-
mann (1992) 19—23.
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there is nothing to suggest that it is itself a dithyramb. It is more likely that
what Archilochus is saying here is something along the lines of ‘when I am very
drunk, I'like to singloudly and wildly’ (a behavior that is commonly depicted on
sympotic pottery).!3 Moreover, the context of citation of this fragment makes
it irresistible to speculate that frs. 120 and 121 are in some sense a pair of oppo-
sites. As we have seen, fr. 120 is cited by Athenaeus as proof of a symposiastic
custom reported by Philochorus, according to which symposiasts could choose
between songs to Apollo or Dionysus according to the tenor of the occasion.
If the paean was the norm at the beginning of the symposion, the dithyramb
may be a witty sort of answer to that—not itself sacred, but a sympotic play
on a sacred song from the other end of the spectrum that spanned from sober
restraint to drunken chaos. Like much other self-referential sympotic literature,
then, this poem characterizes the degree of order vs abandon in this particular
symposion of Archilochus. So here, the sacred is not entirely cast aside, but it is
more a case of employing poetic generic play to riff on a baseline of Dionysiac
sacredness at the symposion rather than any straightforward religious utter-
ance. There is a difference between this and taking the songs at face value as
sacred songs that facilitate religious experience at the symposion.

3 Anacreon

One of the things the poems can sometimes be seen to do is import a form of
sacred discourse from some other cultic context outside the symposion in order
to project it within the andron. Such projection from the world at large to the
world of the symposion is something we see in relation to all sorts of spheres
besides the sacred; there is a good reason why the symposion is so often termed
a ‘microcosm’ of the Greek world.}* Take Anacreon fr. 410:

eml 9" 0ppuay geAlvwY aTe@avioroug
Bépevor Bahetav EopTiv drydrywpey
Aoviowt

let us place ‘crownlets’ of celery on our brow
and celebrate the rich feast for Dionysus

13  Instone makes this suggestion in his review of Zimmerman’s monograph on the dithyra-
mbic genre: Instone (1994) 14.
14  Seee.g. Gagné (2016) 207—208, with refs.



258 CASATO

This is a textbook sympotic exhortation, firmly rooted in the here and now:
there is mention of the wearing of garlands, and there is the inclusive invitation
to enjoy the present festivities. But these present festivities are characterized
in a way that imports elements from sacred activity that is not strictly speak-
ing sympotic by mention of a 8dAeia €opt), a rich feast, that is to say a much
larger-scale religious celebration. Perhaps the sorts of connotation that this
noun is meant to import are indicated by the secondary meaning of the word
according to LS], which is, by derivation, ‘something that is enjoyed’ and, from
there, ‘amusement’ or ‘fun’!> I wonder too if there is something pointed about
the celery crowns, which draw attention to themselves by the highly unusual
diminutive otepavioxovg. Celery crowns do occasionally appear in sympotic
contexts,'® but in our fragment, where the symposion of the performance is
modified by the notion of a larger scale festival, the other associations of cel-
ery crowns might come to the fore. As we know, celery crowns were the prize
at the Isthmian and Nemean games; both games have aetiologies as funeral
games, and often when celery crowns are mentioned in the ancient record it is
in some kind of association to mourning.'” If more than this snippet had sur-
vived of Anacreon’s poem it might have been possible to comment on the point
of this possible mournful allusion; as things stand we must confine ourselves
to remarking that this is a case of a civic religious festival being projected onto
the symposion.!8

A similar effect recurs in another well-known fragment of Anacreon, PMG
356a, another classic sympotic exhortation:

15  Cf Thuc. 1.70.8, Antiphon Soph. fr. 10 Gernet, PL. Phdr. 276b (cited by LSJ).

16  Bernsdorff (2020) ad loc.

17  Mentions other than in connection with the Isthmian games: Duris of Samos FGrHist 76
F 33 in Photius ¢ 136 Theodoridis: XeAivov atépavog: mévbipog: T6 yap aéAvov mévleat mpoa-
el wg Epy) xal AoBpig év T Iept dywvwv ‘celery crown: mournful; for celery befits grief,
as Douris also says in his On the Games’; Diogenianus T 57 von Leutsch—Schneidewin: Tod
aeAivov deltat: émt Tév EmiapaAds vogotvtwy. Kal yap eiwbapey ategavodv aeAivolg Ta uvipata
‘all that is missing is the celery: used of people who are at death’s door. For we also use
celery crowns on tombs’; Polyaenus, Strat. 5.12.1: ol aTpati®tal T anpelov épofnbnoay, Tt
dipa ap” atdTols Ta pvnpela @Y dmofavévtwy ategavodtal geAivols ‘the soldiers were intim-
idated by the sign, for in their country the monuments of the dead are wreathed with
celery’ (the remainder of this passage illustrates the multiplicity of meanings that cel-
ery crowns can take on, here shifting from denoting mourning to denoting victory). I am
indebted to Dennis Alley and Enrico Emanuele Prodi for helpful suggestions on this mat-
ter.

18  Ananonymous reader speculates that it is not impossible that ‘the symposium for which
Anacr. composed 410 PMG happened at the Isthmia.
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dye O @ép’ Nuiv & ol
AENEBYY, Bxwag GpLaTIY
TPOTiw, T pEV Séx’ EyyEag
Udatog, To wEVTE 8 olvou

5 xudfoug, wg &v TORploTIRCT
dva Sndte Pacoaprow.

Come then boy and bring me

a cup, so that I may drink it

in one breath, first pour ten ladles

of water, then five of wine, so that I
5 might, once again, anabassarize

?without/with? hybris.

Again, what is interesting here is the way in which the final line departs from
the sympotic ‘here and now’ to import something from sacred practice that
does not of itself belong to the symposion. The verb anabassarizein refers
to cultic activities involving ekstasis and projects them onto the symposion.
Unfortunately, here again textual corruption hinders interpretation. The Bas-
sarids were female devotees of Dionysus whose divinely inspired mania was
similar to that of the bacchants. The implication, then, would be that Anacreon
proposes to get very drunk. But the preceding lines appear to confuse the issue:
the ratio of one part wine to two parts water seems weak, though this is prob-
ably compensated by the drinking of the contents of a kelebe (five kyathoi, we
are told) in one breath. Ancient sources suggest that dpvatw, ‘in one breath, is
a technical term of sorts; it is used in descriptions of sympotic games which
involved draining a cup as a kind of dare (a little like the old-fashioned Oxford
practice of ‘sconcing’).!’® The dilemma is perhaps insoluble given the corruption
in the penultimate line: we do not know whether Anacreon proposes to sing
with hybris or without Aybris. In any case, would it be justified to argue, with
Fiona Hobden, that Anacreon is here ‘urg[ing] his companions into a commu-
nion with the divine’? I am unconvinced. I am inclined rather to the view that
there is a large measure of irony here, an irony which would be entirely in keep-
ing with Anacreon’s tone elsewhere. The use of the adverb dndte in the final line
reinforces this impression: it is a well-recognized topos of pointed self-irony—
‘here we go again’ is something that Anacreon says, well ... again and again.2°

19  Fordrinking duvotwy, see Wecowski (2014) 44—47; for ‘sconcing), see Murray (2018) 137 n. 12.
20  Mace (1993); cf. LeVen (2018) 225-232.
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A slightly different sort of example of play with the sacred can be seen in
Anacreon PMG 357. Here the poet seems to take things one step further. What
this poem does—I would argue—is “pose” as a sacred utterance, while being
something quite different, and it is not surprising that the fragment is preserved
by Dio Chrysostom, who cites it precisely because it is a decidedly iffy sort of
prayer:

ToUTOIG Ye v Euvémetan unde ebydg eliyeabou tdv Bactiéa Tolg dMoig dpolag
3¢ ad Todg Beods xakely olitwg ebybpevov domep 6 Tavwy Towtis Avoncpéwy:

It follows that the king should not offer prayers like those of other men nor
call on the gods in prayer after the manner of the Ionian poet Anacreon:

Orationes 2.62 [i 29 von Arnim]

@vag, d dapudng "Epwg
xal NOpgat xuavomideg
mopeupt) T’ Agpodity
cupmailouoty, émioTpégeat 8
5  DYMAdS dpEwv xopupdg
youvobpal ag, g 8’ edpevng
ENO” My, xexapiopuévng 3
EVYWAT]G ETTOCOVELY
KXeoBovAwt 8’ dryadog yéveo
10 gOppBoudog, Tov Euov &' "Epwt’,
@ Aebvuoe, Séxeado.

O lord with whom Eros the subduer
and the blue-eyed nymphs
and flushing Aphrodite
play, you frequent
5 the high peaks of the mountains,
I entreat you: come to me
kindly and pay heed
to my gracious prayer:
be a good adviser
10 to Cleobulus to accept
my love, O Dionysus.
PMG 357
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Ostensibly—formally—this is a prayer: it has an opening invocation and a list
of attributes (here the divine companions); youvobuai ge (l. 6) signals Ana-
creon’s explicitly prayerful attitude; the request for benevolence is also formu-
laic, and the poem ends with an entreaty and possibly a dedication. But I would
suggest that this is in fact no more than the shell of a prayer, a prayer with the
sacred taken out of it, as it were, for the purposes of producing a fancy witticism
for the symposiasts’ amusement.

Ewen Bowie has already argued that this is a sympotic riddle, and that the
reference to Dionysus, the Nymphs, and Aphrodite and Eros are metaphori-
cal or allegorical references to wine, water, and love respectively.2! I find this
reading entirely plausible. The riddle then works by subverting the formal con-
ventions of prayer. Normally, a prayer begins by ritually naming and identifying
the deity, but here the deity is invoked yet left unnamed, and we are required to
figure out who it is as we go along. By the time we reach the end we realize the
full humor of this pretend-prayer: Anacreon is actually talking to his wine cup
(or to the wine within it) and asking that it do its inebriatory job as he passes
it epi dexia to his eromenos: ‘make him drunk so that he may be more inclined
to accept my advances’. An odd prayer indeed! It is worth clarifying once again
that such a reading does not dispense entirely with the idea of the divine—of
course there is some play with the divine (even beyond formal structures)—but
it is more along the lines of what I have called ‘riffing on a Dionysiac baseline’:
it is a long way from conventional attitudes to ‘the sacred.

4 Pindar Again

I come to my final and most elaborate example: Pindar’s fr. 122. The fragment
is transmitted by Athenaeus (13.573c—574b) who cites it from Chamaeleon of
Heracleia’s treatise On Pindar, together with the surrounding context.?2

VOISV Eativ apyaiov év Kopivbw, g xal Xapadéwv 6 Hpaxdewyg loto-
pel év 1@ mepl Ivddpov, Stav 1) ToMg elyntal mepl peydiwy T Appodity,
gupmapaiappavesdal Tpodg ™Y IxeTelav TAg ETalpag wg TAEiTTAS, ®ol TAVTAS
mpoaetyeadat ) 0ed xal Uotepov €l Tolg lepois mapeivat ... . xal ot idi@dTon 3¢
xatevyovtol Tf) Be@ TeAecBévtwy ept Gv dv moidvral TV dénaw dmdEew adth
il Tag Etalpag. dmdpyovrog odv Tod TotohTou vopipov Tepl THv Bedv Eevopdv 6

21 Bowie (2013) 36.
22 The translation of Pindar is my own, that of Chamaeleon is taken from Martano, Matelli
and Mirhady (2012).
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KopivBiog e€twv eig ’Olvpmiov &mi tov dydve xal adtég dmdke étaipag ebEato
1) 0@ vurioag. TTivdapés te T pév Tpdtov Eypapey elg adTdv dyxamptov, 00 1
&px TpLoohupmiovixay émavéwy oleov [OL 13], Botepov 8¢ xal axbiov T8 Topd
T Buaiay dabév, &v & T dpyv edbéws memolnTan Tpdg Tag ETalpag, of mapa-
yevouévov tod Eevopdvtog xal Bdovtog T Agpodity auvébuaav. Sidmep Epy
[18—20]. #ipEato & oltwg Tod péoug: [1-9]. dp&duevos & oltwg EERS protv:
[13—15]. dfjhov yap 8Tt Tpds TAg ETaipag Stoheyduevos Nywvia TToldv Tt pavioe-
ot ol KoptvBiolg 6 mpdyua. miotedwy 8¢, wg Eowxey, altdg adtd memoinxey
e0Béwg [16].

[ToAb&evar vedvides, dugimolot

ITeBods év agpverd Koptvbw,

ol e Tag YAwpds Apdvou Eavba Sducpn

Bupdte, TOANGXCL HaTER EPpWTLV
ovpaviav TTduevaL

vonpatt Ttpds Agpoditay,

Opiv dveul’ dmoryopioag Emopev,

® Taideg, épartewvaig €V ebvaig

moABonedg dpag 4o xapmov Spémeadal.

gV 87 avdryxat TaY KOAOY ...

(desunt vv. 10—-12)

8MG Borwpdilw, Tl pe AgEovtt Tabuod

Seamdtal Toldvde ueAippovog dpydy
g0POEVOY TXOAIOY

Euvdiopov Euvais yuvau&iv.

S1dd&apey xpuady xabopd Pacdve ...

@ Kompov déamotva, tedv debt’ &g dAaog
@opPadwv xopav dyéAav Exatdyyvl-

oV BEvop@v TEAEALS
gmayay’ edywAals iovPeig.

7 dmaryoplag: émaryopiag Meineke23

23

Itis an old custom at Corinth, as Chamaeleon the Heracleot reports in his
book On Pindar, that whenever the city prays to Aphrodite about impor-

I accept Leslie Kurke’s arguments for this Pindaric ~apax: Kurke (1996).
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20

tant matters, they include as many prostitutes as possible in their suppli-
cation, and the prostitutes pray to the goddess and later are present at the
sacrifices ... . Private citizens also pray to the goddess that if what they
make their request about is accomplished they will bring prostitutes to
her. Since this was the sort of custom there was concerning the goddess,
Xenophon of Corinth, when he went to Olympia to the contest prayed
that he would also bring prostitutes to the goddess if he won. And Pin-
dar at first wrote an encomium for him, the beginning of which was, ‘1
praise a house thrice victorious at Olympia.’ Later he wrote a song [sko-
lion] for a sacrifice, in which he composed a beginning for the prostitutes
who joined the sacrifice when Xenophon was on hand and sacrificing to
Aphrodite. Therefore he said, [18-20]. But he began the song in this way:
[1-9]. Having begun in this way, he continues, [13-15]. For it is clear that
in directing his speech to the prostitutes he is expressing concern about
what sort of action it will appear to be to the Corinthians. But with confi-
dence in himself, it seems, he thereafter wrote. [16].

Girls who are hosts to many, attendants

of Persuasion in wealthy Corinth,

you who burn the fair tears of pale incense
again and again flying in mind

to the heavenly mother of loves, Aphrodite.

To you she has granted without the option to decline,
girls, in beds of love

to have the fruit of your soft prime plucked.

What is done by necessity is always good ...

[3 verses missing]

But I wonder what the lords of the Isthmus

will say to me for devising such a beginning

of a sweet-minded skolion

joined with communal women.

We discover gold by testing it on a pure touchstone ...

O mistress of Cyprus, here to your alsos

Xenophon brought a hundred-limbed herd

of grazing girls,

gladdened at the fulfillment of his prayers.
Chamaeleon fr. 31 Wehrli = 35 Martano
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It is commonly acknowledged that Chamaeleon generally made up biographi-
cal details about poets and poems on the basis of his interpretations. According
to his account, fr. 122 is from a companion poem to Olympian 13, which cele-
brates Xenophon of Corinth’s double victory in stadion and pentathlon in 464.
Xenophon had vowed that he would bring (&nd&ew) hetairai to Aphrodite in
accordance with a supposed Corinthian custom in the event of victory at the
games. According to Chamaeleon, this poem was performed at the sacrifice in
which the prostitutes were brought to Aphrodite.

In modern editions, the fragment is grouped with the Encomia, which is the
book in which sympotic poems would naturally fit. Indeed, it is the only extant
poem of Pindar that expressly declares itself to be a skolion, a sympotic song.?*
There has been a huge amount of controversy on the kind of performance that
this poem implies. On most readings, this is a sacred song performed in a cul-
tic context; classic theories for the performance scenario of this poem involve
performance at a sanctuary of Aphrodite on Acrocorinth, whether a choral per-
formance (one suggestion has Xenophon leading a chorus of prostitutes) or a
solo performance by the poet, either on the occasion itself of the dedication
of the hetairai or at a banquet immediately following.?> I wish to argue instead
that this is a sympotic song, as the term skolion suggests, and that it is coherent
with the kind of sympotic play with the sacred that I have tried to characterize
thus far.

The interpretation of this fragment as belonging to a cultic song seems to
me to rely on a literal interpretation of some aspects of Pindar’s description
and on a somewhat naive trust in the sources that preserve it for us. As we
have seen, our text goes back to Chamaeleon, who bears the chief responsibil-
ity for the cultic interpretation of the fragment. Chamaeleon tells us that this
skolion (as he, too, calls it) was performed para ten thysian, whatever exactly
that means. This is clearly an inference from the text: on the face of it—on
a literal reading—there is no straightforward way to make sense of a dedica-
tion of hetairai in an alsos of Aphrodite; given this and the Aetairai’s burning of
incense in the first stanza, it is easy to see why Chamaeleon would have come to
this reconstruction of the poem’s performance. Note that, in addition to calling
the poem a skolion, Chamaeleon uses throughout the unmarked term fetairai,
which is fully compatible with the sympotic sphere, and rather less compati-
ble with the cultic sphere (not because hetairai could not take part in religious

24 I am not persuaded by Hubbard’s distinction between a skolion, and an archa skoliou, 1. 14,
but even his reading explicitly anticipates sympotic reperformance: Hubbard (2011) 354.

25  Seee.g. Hubbard (2011) 353—355; Currie (2011) 289—293; Cingano (2003) 42—44; Van Gronin-
gen (1960) 19—21.
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cult, but rather there is no framework for a ritual involving the dedication of
hetairai by a third party).

The difficulty over the dedication of hetairai to Aphrodite is usually sur-
mounted by assuming that the hetairai are in fact hierodouloi, sacred prosti-
tutes, though nowhere in the poem or in the source that preserves it is anything
said to this effect. It follows that the cultic interpretation of this fragment relies
on the assumption that sacred prostitution was practiced in ancient Greece, an
assumption for which the evidence is questionable to say the least. Stephanie
Budin has made a thorough study of the question, coming at it from the Near
Eastern perspective, and this is important because Greek sacred prostitution is
thought to have been borrowed from the Near East, so that, if, as Budin argues,
it did not exist in the Near East then it cannot have been borrowed by the
Greeks.26 There are only two mentions of sacred prostitution in the whole of
Greek literature, both in Strabo, and they are effectively dispatched by Budin
in her study. The upshot is that there is no reliable evidence for the existence of
sacred prostitution in ancient Greece. It is uneconomical to persist in positing
the existence of sacred prostitution solely for the sake of Chamaeleon, espe-
cially when a more natural interpretation of the fragment suggests itself, as I
argue presently.

Budin discusses our Pindaric fragment at length and though I find a lot of
what she says unconvincing (various misconceptions are well pointed out by
Vinciane Pirenne-Delforge in her review of Budin’s volume), there is one detail
on which I think Budin must be right: that is to say that the alsos is not a lit-
eral sacred setting but a metaphorical reference to the andron as the setting
of the symposion.?” The ‘grove of Aphrodite’ has usually been taken literally to
indicate the sacred precinct of the goddess, but given what we know of the
activities of the symposion, it is not a big leap to think of it a sacred place
of Aphrodite. I have argued elsewhere that the symposion lent itself to being
metamorphosed into a kind of imaginative backdrop, whether a ship at sea or
a gathering in a garden.?® Other chapters in this volume discuss Sappho’s fr. 2
Neri, where too we have an alsos of Aphrodite. It is not controversial to argue
that the alsos there is a symbolic scenario rather than a literal sanctuary. Spe-
cific elements of the text of fr. 2 that point against a literal interpretation are the
metaphor of ‘deep sleep dripping from shimmering branches’ (7-8) placed in
coordination with the other descriptors and without anything to distinguish it
from them; the mention of véxtap; and the mention of the cups (kylikes, line 14)

26  Budin (2008); Pirenne-Delforge (2009).
27  Budin (2008) 115-140 and Budin (2006) 86.
28  Cazzato (2016).
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in the return to the ‘here and now’ of the prayer, which are specifically sym-
potic rather than cultic, while the fact that they are made of gold suggests their
extraordinariness.2? The same conceit seems to be at play in our Pindaric frag-
ment. If the alsos here is indeed an andron, if the setting is a symposion, then
we can start to read this poem in the playful vein in which I contend it was
composed.

The first two stanzas might be read as a generic twist on the genre parthenei-
on, for which Pindar was, of course, renowned. As Oswyn Murray points out,
the opening lines ‘purport to be the address of a chorus master to his chorus
in the style of Alcman’s maiden-songs’3® I wonder if we can press this idea
of parthenaic self-parody further. In these first two stanzas there is a remark-
able focus on the identity and activities of the women. The present tense verb
Bupidte in 1. 4, if indeed with Maehler we understand that comma to belong
before moMdxt rather than after it, might be read as a particularizing present
and as such as gesturing to the way in which partheneion as a genre has a sort
ecphrastic obsession with what the young girls are doing—and indeed with
what they are thinking: the striking image here in our Xenophon fragment of
the girls ‘repeatedly flying in their thoughts to Aphrodite’ (mtduevat voyuart)
reminds me at least of the peculiar way in which partheneion seems to track in
real time the inner life of the girls.3! Be that as it may with regard to parthenaic
self-parody, certainly the highfalutin opening address to a bunch of Aetairai has
something of the parodic to it.

So too the poem continues. Notwithstanding the gaps in the text, there
seems to be a coherent humorous trajectory in what we have. The opening,
posing as all-solemn and sacred, evokes a cultic action——8updre, 1. 4—which
seems to set up a sacred backdrop more than it points to a sympotic here and
now. But then, in the middle section, there is an abrupt turn—d\é Bowpdlw,
1. 13—and all the pretense of the preceding lines is deflated: here we are firmly
back with our feet in the symposion, and it is here that we have the mention
of skolion. The women who in the preceding section had been addressed as
TToAbEeva vedwides, apgimorot Iletbods &v devet® Kopivlw (1-2) and & maideg (8)
are here rather more prosaically or bathetically termed &uvai yuvaixeg, ‘commu-
nal women), and the “punchline” is underlined by the sound-play in that line:
xynaoron xynais gynaixin. In retrospect, we can begin to appreciate the irony

29  Cazzato (2021), acknowledging Felix Budelmann’s commentary (Budelmann 2018). On the
association of gold with the divine, see the contribution of Martin to this volume.

30  Murray (2018) 205-206.

31 E.g Pindar fr. 94b.33—34: éué 8¢ mpémet mapBevijia uév ppovely ‘it befits me to think maidenly
thoughts’, and esp., at great length and complexity, Alcman fr. 1.39-91.
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of the opening word of the poem.32 [ToAd&evay, 1. 1, which I have translated as
‘girls who are hosts to many’ is a double-entendre, alluding to the language of
hetairoi and the world of Pindar’s patrons as well as to the Aetairai’s profession,
a wordplay that mirrors the one implicit in the words hetairoi ‘companions’
and hetairai ‘female companions) hence ‘courtesans’33 Once the game has thus
been given away, in the third section, which opens with an address to the deity,
the tone returns to a parody of the sacred, in lines which have been said to
resemble the formulaic language of dedicatory inscriptions, including the ref-
erence to the deity, the name of the dedicator, the object being dedicated, the
act of dedication, and the fulfilment of the vow.34 There is a further dose of
humor in this closing part: the women who had been the object of such keen
focus in the opening have become a ‘hundred-limbed herd’: this is a riddle of
sorts, not unlike that we have seen in Anacreon above, and of a kind which we
know to have been characteristic of the discourse of the symposion.

On this reading, Pindar’s Xenophon poem makes extended use of elements
of sacred practice and speech in a way that is perhaps not ‘secular'—if there
is one thing that emerged clearly from the conference that gave rise to the
present volume, it is that it is not useful simply to contrast the sacred with the
secular—but certainly not literal, not straightforward, and in ways which place
an emphasis on poetic playfulness. In the case of this poem as with our ear-
lier examples, an openness to this kind of poetic playfulness in relation to ‘the
sacred’ reveals itself to be a productive strategy.

32 We are told explicitly by Chamaeleon that this is the beginning of the poem.
33  Cf Kurke (1996) 59.
34  Schmitz (1970) 71 n. 50; Prodi (2018) 301-302.



CHAPTER 13
On Polytheism in Greek Lyric Poetry

Gabriella Pironti

Starting from some preliminary considerations about how the conception of
a plural divine world characterises ancient Greek culture in all its manifesta-
tions, this essay aims to underline the close connections between poetry and
religion, whilst simultaneously shedding light on the polytheistic architecture
underpinning the very structure of poetic discourse. Rereading different types
of poems (Sappho’s “Brothers Song”, an anonymous prayer to the Moirae, the
Hymn of Palaikastro, Solon’s Elegy to Eunomia), the essay not only devotes
attention to the multiplicity of deities called upon, but highlights and explains
the close network of relations connecting them to one another. Whilst overall
these divine configurations turn out to be flexible, and thus able to adapt to
the specific context (discursive and/or local), some connections are inscribed
within a widely shared tradition. Divine plurality and connections are both
essential to an understanding of the individual poem, as expressions of the
polytheistic language that inhabits it and gives it its meaning.

The reflections formulated here on the relations between poetry and religion
take as their starting point the fact that polytheism is an all-encompassing con-
cept running through all of ancient Greek culture in its every manifestation.
A dense network of divine powers is present not just in the cult practices of
Greek cities, the iconographical documentation and the traditional tales that
we call “myths,” but also in the various forms of poetry, helping to structure
their fabric. The considerations that follow are made specifically from the view-
point of someone who works primarily on Hellenic polytheism, and include
not only a reading of some poems from a polytheistic perspective but also some
methodological issues that represent their necessary logical and epistemolog-
ical premises. It is with the latter that I wish to begin.

We should first consider the term “polytheism” and the meaning that I
ascribe to it.! Whilst “religion” is generally used to refer to the whole set of

1 Onwhat follows, see Pironti (2018) with preceding bibliography. Among the studies that have
dealt most directly with the problem of ancient polytheism, though at different times and
from different perspectives, see Brelich (2007, but the text dates to the 1950s); Schmidt (1987);
Versnel (2011); Bettini (2014). An excellent overview of Greek religion is provided by Parker
(2om). On Greek polytheism, see also Pirenne-Delforge (2020).
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divine powers and heroic figures, myths and cults that characterise the culture
of ancient Greece and that regulate the relations between human communities
and the superhuman sphere, “polytheism” refers more specifically to the plural
aspect of the divine world. This plurality is active on all levels and is not just
quantitative but also, and I would say above all, qualitative. I am well aware of
the “etic” dimension of the category of “polytheism,” which derives from an out-
side and originally critical perspective on the many gods of ancient religions.
However, I think that if used deliberately and as an analytical tool, this category
may be pertinent and heuristically valid: it may help us to bring out a speci-
ficity of the Greek representation of the divine world and the society of gods,
a specificity that usually escapes us and that we need to bear in mind. I mean
the qualitative dimension of divine plurality.

Generally speaking, “polytheism” describes religious systems that postulate
the existence of a plurality of divine beings. This is numerical, quantitative plu-
rality. However, we can only progress in the study of ancient religions if polythe-
ism is understood and analysed not as a static system with many gods, but as a
dynamic instrument in which the multiple powers of the divine world are con-
nected to one another in a flexible and meaningful network of relationships.?
In other words, we should imagine ancient polytheism(s) not as a “system” or
“structure” but more as a form of language. As such, given its relational nature
and potential to forge appropriate configurations of deities, combining tradi-
tion and innovation, we can also learn to appreciate the plurality of gods in its
qualitative dimension.

To illustrate these preliminary considerations with an example, let us con-
sider the poetry of Sappho as a starting point. Her poems obviously have a reli-
gious dimension as they reference or invoke divine figures, above all Aphrodite.
But that was the “old” Sappho. Thanks to the “new” and the “newest Sappho,”3
notably fr. 17 and the so-called “Brothers Song’, it seems clear that her “pan-
theon” isnot limited solely to Aphrodite, as Hera too seems to play an important
role. Were we to adopt the customary approach, we would probably identify a
sort of “religion of Aphrodite” in some cases and a sort of “religion of Hera” in
others. But this kind of religious reading in terms of juxtaposed henotheisms
is simplistic. The point of view that I propose is different and suggests reading
her poems from a fully “polytheistic” perspective. I do not wish to suggest that
this is the only possible approach to the religious dimension of Sappho’s poetry,

2 On divine configurations, see Pironti (2022).
3 For an overview, see Bierl and Lardinois (2016).
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but I do think it is essential if we wish to contextualise it fully and correctly.
The ideal example is the “Brothers Song” and it is with this extraordinary poem
that I wish to begin.

1 Sappho’s “Brothers Song” (fr. 10 Neri): A Poem “Full of Gods”

This poem is not constructed around a presumed “religion of Hera,” though
there is very likely a connection between the theme of the song, the circum-
stances of its execution, and the important cult in honour of this goddess on
the island of Lesbos:* through the dialogue with an unidentified interlocutor,
the persona loquens invites herself to address heartfelt prayers to the goddess
Hera, who is recognised as the appropriate divine reference point in the present
difficult situation. This is a pertinent and important fact, but there is more:
Hera of course, but not only Hera. To understand fully the religious dimension
of this poem, we must consider the fundamental role of Zeus and, above all,
of the relationship between Zeus and Hera, strongly emphasised by the paral-
lel epithets used to describe them, Hera the Queen (BaciAvav) and the King of
Olympus (Bagirevg 'OAdpnw). It is also worth remembering that the relation-
ship between these two gods in the poem closely mirrors the cultic world of
Lesbos, since Zeus was honoured alongside Hera in the sanctuary located at
the centre of the island. In the complex network of relationships among the
divine powers summoned by the poem, a role is also assigned to ‘all the gods
together’ (cOpmovtés e O¢ot),% in other words to the divine world in the plural
and considered in its connected totality; to the Sainoves, a generic divine plural;
and to an individual figure, a Saiuwv, whom the King of Olympus sends to help
those in difficulty when he so wishes.®

4 See e.g. Pirenne-Delforge and Pironti (2014); Boedeker (2016); Nagy (2016a); Caciagli (2019).

5 As concerns ‘all the gods’, I have always asked myself if Alcaeus, when he speaks of the
‘temenos xynos of the Lesbians, where they have installed the altars of the blessed gods’ in
fr. 129 (lines 2—3), is referring to the cult of the three deities whose identities are specified
later on in the poem—Hera, Zeus, and Dionysus—or whether he might in fact be alluding
to a larger group, also comprising other deities, or to a cult of ‘all the gods’ Whether or not
this divine collective was cultically rooted in the Lesbos of the time, it seems certain that Sap-
pho ascribes a role to ‘all the gods’ alongside Zeus and that this is not a purely decorative or
secondary reference.

6 Sappho fr. 10 Neri (translation, Rayor in Rayor and Lardinois [2023]). For lines 17—20, I follow
the text of Neri (2015, 2021), in spite of (our) difficulty in fully understanding the meaning
attributed here to meptpémyy, probably ‘to turn away’ The emendation proposed by West
(2014), accepted by Ferrari (2014) and slightly modified by Libermann (2014), does not fully
resolve the first problem and also introduces a second, in no way minor issue, since it implies
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VAT abv TANQ. T uév olopat Zedg

olde gbpmavtés te Oéor ot & 0D ypfl
tadta vonaday,

GG xal TeépTY Epe ol xéreabot
oM Maaeabat BaciAnay "Hpov
gkixeabot tuide odav dyovra

vao Xapokov

WAup’ Emedpny dpTépeas. T& O GAA
TAVTo SAUEVETTY ETLTPOTWEY"
03l yap éx peydAay dnTay

alha wéovTat.

&V xe BéMytal Baciieug 'OAOpmw

Saipov’ &x mévwy Emdpuwyov 1§y

TEPTPOTINY, KH{VOl UAXAPES TTEAOVTAL
xal oAboABor:

WBUPES, ol wE TAV KEPAAAVY AEPPY]
Adipryog xai 31 mot’ dvnp YéwnTal,

xal MAA” &x éMav BapuBupiay xev
oo AoBetpev.

You keep on saying that Charaxos must come
with his full ship. Zeus knows this,

I believe, as do all the gods.

Don’t think about that,

that Saipwv has the meaning of ‘fortune’, when just a few lines earlier Saipoves was used to

refer to the gods in general: in addition to the lexical echoes (see Lidov [2016] 105), the log-
ical connection between the two phrases, which express the idea that the gods, in the first
instance, and the will of Zeus, in the second, have the power to remedy misfortunes, is further
evidence supporting the use of the term daipwv with a similar meaning. For other arguments
in favour of this solution, see Bierl (2016¢) 313—314; Kurke (2016), 257; Lidov (2016) 82 n. 42,
103; Lardinois (2016) 177; Obbink (2016) 213—214; Stehle (2016) 287. Neri (2015) 63—66 suggests
interpreting meptpémyv as meaning ‘turning to protection, on the basis of the meaning that
mep- generally has in the poets of Lesbos. See also Neri (2021) 570-571.
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but send me, yes command me
to keep praying to Queen Hera
that Charaxos return here
guiding his ship safely

and find us secure. Everything else
we should turn over to the gods,
since fair winds swiftly follow
harsh gales.

Whenever the king of Olympos wishes
a helpful god to turn people away
from troubles, they are blessed

and full of good fortune.

For us too, if Larichos lifts his head high
and in time grows into a man,

our spirits may be swiftly freed

from such heavy weight.

In her poem, Sappho thus summons a configuration of divine powers, where
“configuration” should be understood in the sense of a group of divine figures,
all linked to one another: Zeus and all the gods, Hera the queen, the daipoveg,
(Zeus as) the king of Olympus, a daiuwv. And the construction of the poem’s
subject cannot be dissociated from the relationships that its author estab-
lishes, more or less explicitly, between these multiple divine entities, some
of which are themselves plural (g0umavreg 8ot, Saipoves), or complex groups
(“Zeus and all the gods together’). The word, the will and the knowledge of
human beings—according to the persona loguens—are limited and unable to
condition events (in this specific instance the return of Charaxos with a full
ship): only Zeus and all the gods know how things will end. For the humans
concerned, the only effective approach is a ritual address to the gods, but not
all the gods and not even Zeus directly, but another deity, in this case Hera.
The Queen goddess is recognised here as the appropriate addressee of a sup-
plication in the attempt to obtain her indispensable aid: in this case for the safe
return of Charaxos and the reunion of the family. Again in fr. 17 of Sappho, asin
fr. 129 of Alcaeus, out of the three gods mentioned, Hera, Zeus, and Dionysus,
it is to the goddess that the speaker turns directly with a “you”. This certainly
suggests a privileged relationship, inscribed in a shared tradition and probably
also in cultic reality. But whilst Hera is the immediate interlocutor for a spe-
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cific supplication, in the “Brothers Song” she is also given the significant title
of Queen, making explicit the goddess’s connection with the King of Olympus,
on whose will any reversal of an adverse situation ultimately depends. Further-
more, in the second part of the poem, the persona loquens again introduces
a reference to the world of the gods in general, the daipoves, who alone know
and have the power to change the course of events: this is confirmed by the
subsequent metaphor, which illustrates their action through the image of the
sudden transition from storm to calm. From this collective the speaker then
extrapolates the figure of Zeus, here seen in his sovereign authority, and finally
the specific daiuwv that the king of the gods may send to aid mortals,” turning
them away from troubles and so reversing an adverse destiny in its contrary.

The poem thus establishes a difference between Hera, who can and must be
addressed directly, and Zeus, whose boule is not within reach of mere mortals;8
however, the couple that they form and the parallels between their epithets also
suggest that their roles might be complementary, almost as if the queen’s favour
is a first fundamental step towards indirectly obtaining that of the king of the
gods. Just as in the upwards relationship mortals must go through an appropri-
ate intermediary to propitiate the benevolence of the gods, so the downwards
manifestation of this benevolence seems to occur through a divine intermedi-
ary, a Saiuwv, sent by Zeus.

The relational dynamics at work here can be usefully compared to those we
see in the second oracle delivered by the Pythia to the Athenians on the eve
of the battle of Salamis, as recounted by Herodotus:® human determination
moves Olympus, at least in part; but how? Athena prays to Zeus for her people
and manages to obtain from her father a possibility of salvation that was pre-
viously denied. This dynamic is certainly less explicit in Sappho’s poem, but
here too Zeus is presented as the figure expressing the divine will, and Hera
as the deity close to him who acts as intermediary between the human com-
munity that worships her and the society of gods. As concerns the 3aiuwv, I do

7 Whilst daipoveg (line 14) refers to the divine world in general, as it consists of countless divine
powers, the singular Saiuwv should be understood as an equally generic divine agent, whose
specificity lies not in a predetermined theological status but in the contingent relationship
that ties him to the will of Zeus and in the mission that he is called upon to carry out.

8 This difference is stressed by Boedeker (2016).

Hdt. 7.141: 00 Sdvartan Hedhag Al’ "OAdpmiov éEihdoacba, | Mooopévy modholat Adyolg xai uitidt
muxvjj (‘Vainly does Pallas strive to appease great Zeus of Olympus; Words of entreaty are vain,
and so too cunning counsels of wisdom’; trans. Godley [1922]). In supplicating her father Zeus,
Athena adopts the supplication addressed by the Athenian theopropoi to Apollo in his sanc-
tuary at Delphi: in this case too, the ritual act, though initially aimed at a single deity, then
involves, in a chain reaction, a network of divine powers connected to one another.



274 PIRONTI

not think it helpful to ponder his identity:!° as Sappho would say, this is known
only by Zeus and all the gods. What is certain is that sending a god to help
mortals is an action typical of Zeus, who rarely intervenes directly, but mostly
does so through a divine intermediary to whom he entrusts the task of direct-
ing events where his boule wishes them to be conducted. We find numerous
instances of this dynamic in the Homeric poems: suffice it to consider Athena,
who in the Iliad comments ironically on all the times that Zeus sent her down
from the heaven to rescue Heracles.!! In conclusion, it seems to me that we can-
not understand Sappho’s poem without considering the relational dynamics,
explicit and implicit, among the deities evoked; in other words the polytheistic
background that structures the very theme of the discourse.

Additionally if, as I believe, Greek polytheism can be studied through the
metaphor of language, in its lexical choices as in its syntax, it is worth stressing
that we have here a fruitful intersection between the Panhellenic background
and the local variant of this language.!? Leaving aside the metaphor, the appeal
to Hera results not just from the historical contingencies that make her the fed-
eral deity of the Lesbians; this local level is certainly significant, but it becomes
fully meaningful only when correctly located within the broader context of
the cults of Greek cities, in which Hera is not a wife and a queen in absolute
terms, but wife of Zeus and queen at his side.13 In other words, this is a fun-
damental form of organisation of the divine world, comparable to the pairing
Zeus—Athena. Why Hera? Sappho addresses Hera not just because of the god-
dess’s functions as protector of the family and of long-distance trade,'* but also
for her role as queen, local and Panhellenic, which makes her a privileged inter-
locutor with the king of the gods.

10  Bierl (2016c) and Obbink (2016) lean towards identifying the daiuwv as Dionysus, Kurke
(2016) as the Dioscuri. Boedeker (2016) is more prudent. On Sappho’s Saipoveg more gen-
erally, see Stehle (2016), 277279, according to whom these divine agents are distinct from
the theoi since they cannot be reached by supplication; but to repeat her own words (283,
n. 58), in my view Saipuwv ‘signifies nothing more specific than “divine power” working
either good or evil. Consequently, it should not be identified as one of the daipoves men-
tioned by Hesiod (Op. 122-126) as helpers of Zeus, nor with any specific deity.

11 Hom. Il 8.362—370. On the “saving” action of the gods in Homer, see Herrero de Jauregui
(2017).

12 See on this the valid considerations of Graf (2010) 57: ‘the dialectic of a common Hellenic
language and its multiple dialectal expressions might well be a useful model on which to
understand the tension between Panhellenic and local religion’.

13  See Pirenne-Delforge and Pironti (2014 and 2022 [2016]).

14  On this topic see Kowalzig (forthcoming); more generally on the maritime dimension of
Hera, see Boedeker (2016) 200—203.
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A final point on this poem before we move on to another “exercise in poly-
theism.” In the sixth book of the Iliad (6.251—-270), when Hector returns to Troy
and encounters Hecuba, his mother asks him if he has come to the city to pray
to Zeus (ot & €v0dde Bupds dviixey | ENBSVT’ & ducpys Téhiog Al xelpag dvaayely),
and then invites her son to take a cup of wine to offer to Zeus the Father and
the other immortals gods (At watpl xai dAhotg dBavdrolat) and then to refresh
himself. Hector replies that this is not the time for refreshment and that he is
not in a sufficient state of purity to address Zeus, before basically telling her:
the best thing you can do is to go and supplicate Athena, whilst I go and look
for my brother Paris to take him back to the battle. This sequence can usefully
be compared to the “Brothers Song”, with which it shares some interesting fea-
tures:!® the family in difficulty, the dialogue between two interlocutors on how
best to go about obtaining divine protection in a highly critical situation, the
association between Zeus and the other gods as possible recipients of a ritual
address, the dialectics between the appeal to Zeus, the distant god, and the ritu-
alised supplication of the local deity. The connection between these two scenes
need not necessarily be explained as an example of intertextuality between
Homer and Sappho. What interests me, from the point of view of the workings
of polytheism, is to focus attention on the analogies between the two scenes
and the topics developed by the various interlocutors, but above all to com-
pare the Zeus—Athena dialectics in the Homeric episode with the Zeus—Hera
dialectics in the “Brothers Song”.

2 A Polytheistic Prayer for the Polis: From the Moirae to the Horae

I will now move on to another polytheistic configuration, apparently less cen-
tral than the sovereign couple, but nonetheless important and significant since
it has parallels in a broad range of poetic compositions. I refer to the relation-
ship linking Zeus, Themis and the Horae. In Hesiod’s Theogony (901—-906), it
is formulated in genealogical terms: Themis, the goddess of order and nor-
mativity, is one of the wives of the king of Olympus and with him this god-
dess generates the Moirae, the goddesses of the ‘part’ more than of ‘destiny’,
and the Horae, whose transparent theonyms, Eunomia, Eirene, Dike, illustrate
and make explicit the civic and political prerogatives ascribed to these divine
powers, generated by the union between the sovereign god and the divine

15  For a stylistic comparison, cf. Lidov (2016) 57, 104, and Lardinois (2016) 176.
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Themis.!® At the beginning of Olympian 13 (1-8) Pindar appeals to precisely this
genealogical connection between the Horae and Themis to express the well-
being and prosperity of the city of Corinth.1” Bacchylides, for his part, adapts
this configuration of deities to the context of the speech delivered by Menelaus
to the Trojans in Dithyramb 15 (50-56): beneath the gaze of Zeus, the Trojan
men are invited to accept responsibility and therefore to respect Dike, accom-
panied by Eunomia and Themis. The metre of Bacchylides’ poem is similar to
that of a prayer or hymn to the Moirae by an anonymous author:8

(a)  wAbte, Molpat, Atog al Te ma-
pd Bpdvov dryyoTaTw Bedv
eQdpevar meptwat’ dpuxTd Te
undea mavtodamdv Bov-

Adv adapavtivanaty Vpaivete xepxiaty.

(b)  Aloa (xaly Khwbo Adyeais T, edwievol
xoDpat Nuxtd,
ebyopévay Emaxodoart’,
ovpdviat xBévial e
Saipoves & mavdeipator
5  TEMMET Aupy {Tav) podoxoATOV
Edvopiav Aimapofpévoug T° ddeApdg,
Aixav xal ategovndpov Eipdvay,
TOAW Te TAVde Papuppdvewy
Aehdforte quvTUYLAY.

Listen, Fates, who sit nearest of the gods by the throne of Zeus, and weave
on adamantine countless and inescapable devices of counsels of all kinds.

Aisa, Clotho and Lachesis, fair-armed daughters of Night, hear our
prayers, you all-terrible deities of heaven and the lower world; send us
rose-bosomed Eunomia and her bright-throned sisters, Justice and gar-
land-wearing Peace, and make this city forget its heavy-hearted misfor-
tunes.

16 Onthis topic, see Rudhardt (1999). For Bremmer (2011) 177, however, ‘the Horai were minor
divinities who were especially associated with spring, flowers and erotic beauty".

17  Seealso Pind. fr. 52a, 6 Maehler for the Horai ‘daughters of Themis’ (themigonoi) with a ref-
erence to the people of Thebes, crowned with the flowers of eunomia (10). On this poem,
see Rutherford (2001) 254—257.

18  Anon. fr. 1018, a-b (trans. Campbell). Bowra (1958), on the basis of the metrics and style,
attributed this poem to Simonides, Hansen (1990) to Timotheus. See also Furley and Bre-
mer (2001) 1.63—64.



ON POLYTHEISM IN GREEK LYRIC POETRY 277

Here, the persona loquens addresses the Moirae, qualifying them by their priv-
ileged bond with the sovereign god, and extolling their prerogatives to deter-
mine and weave human events. It is precisely these divine powers who are
asked for help so that a whole city may forget its troubles and resume its life
course. This assistance is not generic but specific, and takes the forms and
names of the Hesiodic Horae, Eunomia, Dike and Eirene, whom the Moirae
are called upon to mobilise on behalf of the suffering community. Dispatching
these divine powers can be usefully compared to what we find in the “Brothers
Song”: the prayer to the Moirae seems to me to illustrate the possibility that on
this occasion not one daipwv but several daiyoves may be sent to help mortals
in difficulty, transforming a situation from critical to prosperous and peace-
ful. Of course in this case the authority who does the sending is not Zeus; yet
the poem, be it a prayer or a hymn, opens by praising the close bond between
the sovereign god and the divine ‘Parts’!® Nor should we forget that Zeus is the
Moiragetes, the great distributor of ‘parts’, and sometimes the Moirae are con-
ceived of as functional extensions of this god.2°

In any case, what I wish to stress, once again, is the polytheistic architecture
of the poem: here too, its logical and semantic structure cannot be dissociated
from the web of relationships among the various divine powers mentioned
or called upon. To consider this point in greater depth we could ask: why is
the prayer not addressed directly to the Horae, since the prosperity of the
city depends on their active presence? Instead, the prayer is aimed initially at
another group of deities, the Moirae, here presented in close correlation with
Zeus on the one hand and the Horae on the other. It is the Moirae who are called
upon to act and to dispense the Horae. The multiplication of divine agents
involved is not a decorative phenomenon, but the principal way in which the
polytheistic language of Greek religion in general, and of this poem in particu-
lar, expresses itself. Furthermore, the relationships between these two groups
of deities are not random and cannot be explained simply by recalling, in an
erudite footnote, that according to Hesiod both the Moirae and the Horae are
daughters of Zeus and Themis. The poet of the Theogony does not construct
genealogical relationships arbitrarily either, and there are excellent reasons
why the goddesses of the ‘part, moira, who dispense to mortals either good

19  The double genealogy of Hesiod’s Moirae, presented first as the daughters of Night and
then as the daughters of Zeus, is discussed in Pironti (2009); an allusion to this theme also
seems to be present in the anonymous poem, where these goddesses, very close to Zeus,
are later also invoked as Nuxtog xodpat.

20  Paus.5.5.5 (Olympia); 8.37.1 (Lycosura); 10.24.4 (Delphi). IG 12 80, 1. 12 (Athens, fourth cen-
tury BCE).
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or evil, are sisters of the divinities of the fora, ‘the propitious moment’; signif-
icantly, in Hesiod’s poem, both groups spread through the universe following
the union between the sovereign power of Zeus and the normative power of
Themis. Nor should we forget that, in the religious culture of ancient Greece,
the Moirae are given a series of prerogatives that are far more specific than the
vague notion of ‘destiny’ might suggest.?! These also include what we might
call a regulatory prerogative. As Apollo recalls in the Iliad, the Moirae have
given mortals a thymos capable of bearing misfortune,?? and these goddesses
preside over the respect for limits and due measure, which must be heeded
even in grief. According to Pausanias,?® Zeus sent the Moirae to Demeter to
instruct the goddess to put an end to her sorrow and anger, so that order might
be restored to the kosmos. By subordinating the Horae’s arrival in the suffering
city to the action of the Moirae, the author of this prayer appeals to the same
type of prerogative, since he explicitly asks the goddesses to wield their power
of forgetfulness on behalf of the city, helping it to forget its misfortunes and
to turn the page. To take up a topic dear to Nicole Loraux, only forgetfulness
of evils, loubli des maux,** can allow the community to function properly and
flourish once again. The action of the Moirae is thus an indispensable precursor
to the deployment of the Horae: only in light of the respective areas of influence
of these two groups of deities and the way in which they are distinct but also
connected to one another, can we fully understand the structure of the poem,
which appears to be inseparable from the configuration of deities called upon.

The presence of the Horae in connection with civic harmony is, according
to Bowra (1958, 239), a ‘communis locus in choral poetry dealing with the for-
tunes of cities’. From my perspective, the communis locus is actually this type
of allegorising interpretation. Themis, the Moirae, and the Horae should not be
considered rhetorical figures, personifications of abstract ideas, but true divine
powers. As such, they are essential components of the world for a poietes liv-
ing, thinking, and composing within a polytheistic culture like that of ancient
Greece. In consequence, the bad habit of reducing them to allegories, like that
of neglecting the relationships between gods that structure a poem, leads not
just to the loss of the polytheistic dimension, but also to serious misunder-
standings in the interpretation of the text itself.

21 See Pironti (2009), Pirenne-Delforge and Pironti (2011 and 2015).

22 Hom. Il.24.49: TAntév ydp Molpat Bupuov Oéaav dvBpaymotaw (‘For an enduring soul have the
Fates given unto men'’: trans. Murray [1925]).

23 Paus. 8.42.3.

24  Whilst the topic in itself is dealt with extensively in Loraux (1997), the expression can be
traced back to Hes. Theog. 55: Anopogdwy xax@v in association with the Muses.
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3 Singing for the daimones and Their Leader: The Hymn of
Palaikastro

So how should we think of the Themis with whom Zeus is called to unite in the
Hymn of Palaikastro? Is she the goddess of the same name or, as seems more
plausible given the context, is themis here the name of a sort of ‘council’, or can
it simply mean ‘order’?

Hymn of Palaikastro?s

1 o uéytote Kodpe, xalpé pot, Kpdvete,
TOVIPALTES YAVOUs, PEBaNES DAUGVWY AYWUEVOS.
Alxtaw €g éviautov Epme xal Yéyadt poAmar,
T Tol Xpéxopey maxtiot petavteg dp addoiow
5  xol oTavTeS deldopey TedV dppl Puudv edepxd.
o uéyt[ate] Kobpe, xtA.
&vBa yap e oS’ duPpotov dami[dngdpot Tpogries]
10 map Péag AaPbvreg moda x| povovrteg améxpupav].
[iw péyrate Kobpe, wTA.

15 [eereereerenerene e Ta]¢ xS dg.
[iw uéyiote Kobpe, xTA.
[Grypot 3€? B]pdov xaTijTog xat Bpotdg Alxa xatiixe
20 [xal wévrta Stlfme Loty & piroABog Elprivar.
[iw uéytore .Kof)ps, XTA.
&[N dvak 06p’ &g ata]pvia xai 86p” elimox’ (&)[¢ moipvia]
25  [wégAdi]o xapmédv Obpe wés Terea| pbpog oixnog].
o uéytate Kodpe, xTA.
[06pe xég]| moANag audv, 86pe xég Tovto T Hdpog vaag,
30 00pe xég v[€og o] Aeitag, O0pe xég OEuty xa[Adv].
[iw uéytote] Kodpe, xTA.

Refr. O supreme son of Cronus, salutations! All-powerful over refresh-
ment,2 you stand at the head of the gods. Come to Dicte at the turn
of the year and take pleasure in our song.

25  IC111.2.2. This poem was found inscribed on a stele in the sanctuary of Zeus Diktaios in
Eastern Crete. The inscription is dated to around 200 CE, the composition of the hymn to
the third century BCE, or even earlier. The text quoted here is that translated by Alonge
(2008), but see Furley and Bremer (2001) 1.65-76, 2.1-20, for its history, a critical apparatus
and preceding bibliography. See also Alonge (2om).

26  Furley and Bremer (2001) translate mavxpatés ydvoug with ‘almighty splendour), Brulé
(2012) with ‘tout-puissant maitre du ganos.
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We weave it for you with lyres, having blended it with pipes, and we sing
having taken our places around your well-walled altar.

Reffr.

For on this very spot, your shield-bearing guardians received you, an
immortal child, from Rhea and beating their foot, kept you hidden.

Refr.

[two verses missing] ... of the beautiful dawn.

Refr.

The fields ("Qpat?) teemed year by year and Justice held mortals in her
power, and Peace, who loves prosperity, governed all creatures.

Reffr.

But, lord, leap to our wine jars, and leap to our fleecy flocks, and to our
fields of fruit leap, and to our homes made thereby productive.

Reffr.

And leap to our cities and leap to our seafaring ships, and leap to our
new citizens and leap to fair (or ¥Anvdv ‘famous’?) Themis (themis).

Refr.

This hymn has received several commentaries, including one by Jane Harrison
(1908-1909), and I do not intend to deal with it in detail. Long connected to
a fictitious Cretan megistos kouros, this choral song in lyric metre now seems
essentially to be an invocation of Zeus son of Kronos, extolling his power and
invoking his arrival.2” The local and ritual context is fused with the shared nar-
rative tradition and the god’s arrival is presented, in the lines of the refrain, in
close connection with the myth of his birth and his role as leader of the gods,
the daipoves. In short, here too Zeus is not alone, and his position is defined by
the genealogical and hierarchical relations connecting him to the other gods.
Once again, the deployment of divine action on behalf of a community, which
is the object of the prayer, takes the forms and names of Dike and Eirene, two of
the Horae in the Hesiodic tradition. Indeed, most editors suggest inserting the
theonym “Qpat at the beginning of line 19. In the wish expressed by the chorus,
every aspect of the world will flourish thanks to the arrival of Zeus and the full
manifestation of that sovereign power which guarantees prosperity, security,

27  On the figure of this Zeus, see Brulé (2012) who follows the interpretation of Alonge
(2006). See Perlmann (1995) for a study situating this poem in its historical context, com-
paring it with other documents from Hellenistic Crete; see also Kowalzig (2005) 57-60,
who analyses it in light of the civic impact of its choral execution, and Kowalzig (forth-
coming), on how the song evokes the long-term memory of a specific ritual landscape,
echoing its social and economic configurations.
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and order. The beneficial action of Zeus spreads like a wave to affect the culti-
vated fields, the flocks, the production of wine, domestic life. Even the civic and
institutional sphere is involved, since Zeus is called to invest with his power the
cities, the new citizens, and the ships that plough the sea: a prominent place is
reserved for the prosperity of maritime trade.

Finally, a point that deserves careful reconsideration is the invitation ad-
dressed here to Zeus to unite with Themis. As I mentioned above, this line can
be interpreted in different ways, depending on whether we understand Themis
as a theonym or as a common noun, whether we print it with a capital or a
lower case ‘T’ In the former instance, it is the goddess Themis, the mother of
the Horae, with whom Zeus is invited to unite, in a genealogical and theogonic
perspective that seems to be supported by the presence in the preceding lines
of Dike and Eirene, whose action matches that of the sovereign god. In the lat-
ter case, themis is to be understood not as a theonym, but as a common noun, a
term that the preceding list (the city, the citizens and so on) and some Home-
ric parallels may allow us to translate as ‘council’ or ‘assembly’28 In this case,
the wish formulated by the chorus is that the sovereign power of Zeus will be
deployed on the cities, the citizens, right into the heart of the civic institutions,
and that his power will penetrate the assembly or council, or perhaps that his
power will ensure ‘order’, themis.

We must admit that all these solutions make sense, to the extent that it does
not seem logically possible to rule out one or the other; probably this impossi-
bility of choosing is no accident. In other words, it seems likely to me that the
discourse is constructed around a polysemic word game, with multiple mean-
ings operating in unison: the Themis of the Hymn of Palaikastro is of course
the goddess, partner of Zeus and mother of the Horae, in reference to a shared
genealogical tradition, but is also the civic order or, possibly, the name given
here to a civic institution.?? Once again, rather than dismissing the goddess
Themis as a mere allegory and thus neglecting the poem’s specifically religious
dimension, it seems to me preferable to recognise her role in this hymn within
a configuration of divine powers, alongside Zeus, Eirene, and Dike.

28  This is how, for example, Rudhardt (1999) 25 and Furley and Bremer (2001) 2.19—20 inter-
pret it. The reading xA[vvav] in place of xa[Adv] in line 30 corroborates this choice. How-
ever, we cannot agree with Furley and Bremer when they state that an invitation to Zeus
to unite with Themis would be ‘an almost obscene ending to the hymn’ (19).

29  The gods with a transparent name require, and permit, a study in which divine figure
and concept are considered together and in their multiple interactions: for a “conceptual”
approach see Miano (2018), who applies it to the study of Fortuna.
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4 The Favour of the Gods and the Choice of Eunomia/eunomia:
Solon ftr. 4

Of the Hesiodic Horae, only Eunomia is not explicitly summoned in the Hymn
of Palaikastro, though the good order of civic institutions is nonetheless guar-
anteed by her sisters and by the union between Zeus and Themis, at once the
goddess, order, and possibly the “assembly.” In order to give Eunomia her due
honour too, I wish to conclude this series of examples with a brief mention of
Solon’s poem associated with her name:3°

NUETEPY) O TTOMG AT eV Atdg oUToT’ GAglTanl
aloay xal poxdpwy Oy ppévag ddavdtwy:
Tol yap peydabupog emionomos dfptpomdTey
TTaX\ag Abyvaiy xelpag Umepbey Eyel

5 abtol 3¢ @beipety peydAny oA dgpadinia
daol Povrovral xpYpaat TelddpevoL,
SMpov B Myepbvwv &ducog vog, oot Etoluov
UBplog éx peydng dxyea moMd mabelv:

o8’ lep@v xtedvwy olite Tt dnpoainy
@ELOOMEVOL XAETTTOUTIY ApapToryT)t GANoOEY dMNoG,
003¢ puAdaaovtal oepva Aixyg Bépedia,
15 1) oty@oa ghvolde Ta yryvoueva Tpd T €6vTa,
oL 8¢ Ypdvwt avTws HAE’ dmotelgouéwn,

30 todta SddEat Bupds Abyvaioug ue xedevet,
WG xaxd TAElTTa TOAEL Avavopin Tapéyel:
Edvopin & ebxocpa xal dptio mdvt’ dmogaivel
ol Bopd Tolg ddixolg apgpitiOnat médag.

Our state will never perish through the dispensation of Zeus or the inten-
tions of the blessed immortal gods; for such a stout-hearted guardian,
Pallas Athena, born of a mighty father holds her hands over it. But it is
the citizens themselves who by their act of foolishness and subservience
to money are willing to destroy a great city, and the mind of the people’s
leaders is unjust; they are certain to suffer much pain as a result of their
great arrogance.

30  Translation from Gerber (1999).
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sparing neither sacred nor private property, they steal with rapacious-
ness, one from one source, one from another, and they have no regard for
the august foundations of Justice, who bears silent witness to the present
and the past and who in time assuredly comes to exact retribution.

This is what my heart bids me to teach the Athenians, that Lawlessness
brings the city countless ills, but Lawfulness reveals all that is orderly and
fitting, and often places fetters round the unjust.

The antithetical pairing Dysnomia/Eunomia would certainly lend itself to an
allegorical interpretation as, in the current view, these are abstract ideas per-
sonified for rhetorical ends. But once again the price we pay is to downplay
the more specifically religious aspect of the discourse. If we choose instead
to interpret this poem in light of the polytheistic culture to which it belongs,
we should allow for the possibility that the poet presupposes an indissoluble
bond between divinities with a meaningful name, like Eunomia and Dike with
a capital letter, and the concrete effects of their action, lower case eunomia and
dike. It is true that the discourse foregrounds the description of the evils afflict-
ing or threatening the city, but at the same time it suggests the positive forces
that may counterbalance these harmful effects. Whilst among the evils we can
identify a series of forces traditionally connected to the family of Eris, ‘Con-
flict’/'Strife’ (in addition to Dysnomia, Ate, Algea, associated with each other
by Hesiod’s Theogony, for example, as children of Eris),3! the positive forces
include a reference to the sphere of the Horae: Eunomia and Dike are explicitly
called upon whilst Eirene the goddess and eirene the concept are indirectly ref-
erenced through the allusion to Polemos and the civil war that the poet wishes
to forestall. The traditional connection of these goddesses with the sphere of
Themis with a capital theta and themis with a small theta is also hinted at in
the expression gepva Aixyg 0éuedia in line 14.

But the polytheistic architecture underpinning Solon’s poem is not limited
to this traditional configuration of deities connected specifically to the well-
being and suffering of the city. To fully grasp the complex network of divine
powers around which it is organised, we must start with the opening lines: ‘our
city’, says Solon, is not destined for destruction, this is not the lot reserved for it
by Zeus, Dios aisan, this is not what the blessed immortal gods devise for it in
their phrenes. In other words, Zeus and all the gods are tendentially favourable

31 Seelines 9,19, 35, 38. Cf. Hes. Theog. 226—230.
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to Athens and guarantee her perennial survival,32 but it is the Athenians who
destroy their own city with their irresponsible conduct. The idea is that of a
co-agentivité, to use a fashionable term, between gods and mortals in deciding
human affairs: we are a long way from the deterministic conception that we
moderns often associate with the notion of ‘destiny’. But this is not the time
to take up the vexed question of the relations among Zeus, the moira, and the
Moirae. What I wish to stress, once again, is the plurality of divine powers sum-
moned and the significant manner in which they are connected to one another.
The gods work as a group, and Zeus is called to represent a sort of synthesis of
this ‘society’: thus, divine benevolence towards Athens is expressed through the
meaningful association among all the gods, favourable to the city, and the aisa
of Zeus, the sovereign god who ratifies and implements this favour. It is impor-
tant to remember that Aisa, with a capital A, is also one of the Moirae (as in the
prayer addressed to them above), deities who like the Horae are connected to
the sovereignty of Zeus and the sphere of themis. The formula Dios aisa is a con-
ventional one and we cannot deduce from it a reference to these goddesses in
Solon’s poem, but it is no accident that in the Greek tradition one of the Moirae
is given a name that usually expresses the will of Zeus. The sovereign god is not
alone and his will translates into a resolution that entails a more general agree-
ment in which all the gods are co-protagonists.33

On the one hand, then, Solon’s elegy illustrates how the connections among
Zeus, the sphere of themis, and the Horae are reconfigured, adapting to a spe-
cific poetic and performative context, as is also the case in the prayer to the
Moirae and the Hymn of Palaikastro. On the other, this poem provides a further
example of the fundamental link between Zeus and all the gods, which we also
noted in the “Brothers Song”. But we must not forget that, in the web of divine
powers called upon by Sappho, between the sovereign god and the divine world
as a whole, the function of interfacing with the mortal world is guaranteed in
specific instances by the daimon, and more permanently by Hera, the sovereign
goddess who is Zeus’ partner in Sappho’s poem and who is also associated with
the god in the cultic world of the island of Lesbos. To add a final piece to this
polytheistic rereading of some poems,  wish to stress that the role attributed by
Sappho’s poem and the island of Lesbos as a whole to Hera, the wife of Zeus, is

32 According to Blaise (2006) 124, ‘the sense is not: “Neither Zeus nor the other gods are the
causes of the ruin of the city,” but: “because of Zeus and the other gods, the city will never
perish.”’

33 On the collective dimension of the divine decision, with regard to the gods of Homer, see
Elmer (2013) 146-172 and Bonnet (2017).
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assigned by Solon’s poem, and by his city, to Athena, the goddess dBptpomdtey,
daughter of a powerful father, who with her hands protects the city named after
her.34 These two deities, each in her own way characterised by a particularly
close relationship with the king of the gods, also act as privileged intermedi-
aries between the sovereign power of Zeus and a specific human community,
whose interests they defend and to which they guarantee protection.

5 Conclusion

In the religious view of the world proper to ancient Greece, a multitude of
deities are called upon to intervene in the lives of humans, to protect a city or
a community, like Athena and Hera in our examples, but also to save a family
or an individual in difficulty. In the polytheistic conception, their benevolent
action is not solitary, but is organised more or less explicitly by the will of
Zeus and the other gods. To this dynamic we should connect the passage of
the “Brothers Song” that refers to the daiuwv who may come, sent by Zeus, to
transform the situation from adverse to favourable; this situation finds a paral-
lel in the preceding lines of the poem, which say that the daipoves may change
a storm into calm weather. The 3alpoveg, the gods, form a group with Zeus, and
it is thus from the world of the gods as a whole and from its sovereign authority
that appropriate and decisive divine assistance is dispatched. This is why, in my
opinion, it makes no sense to ask who this dafpwv is, with what god we should
identify him: the specific identity of the appropriate and decisive divine helper
obviously changes depending on the context3%. I think it likely that Sappho is
speaking in general terms but referring specifically to a type of dynamic proper
to the polytheistic conception of the world and of the interconnected divine
forces that operate within it. A network of divine powers inhabits not only the
cities of Greece, but also its poetry. Lyric poetry is no exception.

34  On oBpipomdtey), see Bonnet and Pironti (2022).
35  Fora careful and renewed analysis of daimon in the archaic and classical poetry, see now V.
Pirenne-Delforge (2025). Daimon. Modalités de l'action des dieux en Gréce ancienne. Paris.



CHAPTER 14
Sappho’s Persuasive Prayers

Mary R. Bachvarova

Just as Maximus of Tyre compared Sappho to Socrates (18.9), it has become con-
ventional for modern scholars to find in her work precursors to philosophical
ideas or rhetorical techniques. Although the conception of Sappho prefigur-
ing sophistic abstraction, generalization, and classification has been critiqued
by Helene Foley, she still finds her an important inspiration for Plato’s appli-
cation of the metaphors of homoerotic relationships and human desire to his
philosophical project.! On the rhetorical side, Jeffrey Walker presents evidence
that Sappho, like other lyric poets, was engaged in persuasive argumentation;
she deploys shared presuppositions via enthymemes capping her discourse to
steer her human audience towards making a particular ethical judgement.?
Finally, Felix Budelmann has explored how a theory of mind (or mind-reading)
was implemented in lyric poetry, including Sappho’s.? In this chapter, I con-
tribute to this line of research by discussing how Sappho manipulated a god’s
mind through prayer, or—to phrase it more safely—the representation of such
manipulation in prayer, since the genre and purpose of many Sapphic songs
remain a subject of dispute.* The major difference between my focus and that
of earlier scholars is that I examine the responses elicited from divine, not
human, listeners. Furthermore, I focus more on the quasi-physiological, non-
rational mechanisms of the mind of which Sappho intends to take advantage.
Therefore, I present evidence for Sappho’s use of the folk theories about sensory
input as triggers of emotions and actions that were later worked up into a more
formal theoretical framework by Presocratic philosophers and exploited in Hel-
lenistic rhetorical teachings. To some degree I am expanding on the work of
Anne Sheppard, who begins her study of how vividness (évapyeia) was thought
to create images in the minds of listeners with examples from Homer and Gor-

Foley (1998) with earlier references.

Walker (2000) 222—-249.

Budelmann (2018b).

As Burzacchini (2005) shows, elements of hymns or prayers are quite common in Sappho’s
poems, but their actual function and performance context remains difficult to determine. For
the text of Sappho, I use the edition of Neri (2021) unless otherwise noted; the numbering of
her testimonia follows Campbell (1982). All translations are my own.
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gias, but does not discuss lyric poetry.5 Here, I demonstrate that Sappho too
was making use of similar techniques, but she took into account presupposi-
tions about how the gods’ emotions differed from humans when attempting to
compel a divinity to do what she wished.

In order to highlight how Sappho (or the Lesbian prayer tradition she pro-
vides an indirect glimpse of) reworked and re-oriented traditional material to
correspond with contemporary ideas about the minds of divinities, I contrast
Sappho frs. 1 and 2 with Homeric prayers as well as with Hittite prayers and
incantations. The Hittite material is separated from Sappho’s Mytilene by six
centuries and hundreds of kilometers but the parallels between Bronze Age
Anatolian mugawar invocations and Sappho fr. 2 are too striking to attribute to
mere accident, showing that in this case at least the Lesbian poet was tapping
into a pan-Anatolian tradition of coercive verbal art. Moreover, the sequence
of invocation, praise, argument, and request found in canonical Greek prayers
such as those of Glaucus and Chryses in the Iliad and Sappho’s fr. 1 is first found
in Hittite prayers; an innovation in the Near Eastern world, the four-part struc-
ture of Hittite prayers was cobbled together from texts of disparate origins.”
Thus, the multi-section Greek prayers first found in archaic Greek sources from
Anatolia likely were an invention of the Hittites that was eventually transmit-
ted to Greek-speakers within Anatolia.® In turn, the shared presumptions in
Hittite and Homeric prayers about the minds of gods and the emotions they
are expected to feel towards humans that can be attributed to a long-standing

5 A.Sheppard (2014) 20—22.

6 For editions and bibliography of the Hittite texts mentioned here, see http://www.hethport.u
ni-wuerzburg.de/hetkonk/, where the texts can be looked up by their CTH number (Laroche
1971).

7 The categorization of subsections of Greek prayers goes back to Ausfeld (1903). The terminol-
ogy ‘argument’ and ‘request’ divides a prayer into sections equivalent to Bremer’s (1981) 196,
but I follow Meyer (1933) 5 in splitting Bremer’s ‘invocation’ into two sections, one calling the
god—the invocation proper—and the other empowering him with suggestive and empow-
ering praise. This matches the Hittite sections, on which see Laroche (1964), Lebrun (1980)
414-418, 423—449, and Wilhelm (1994). It is important to note that this multi-part prayer was
not universal to the Greek-speaking world, but typical only of literary prayer, Homer and the
Lesbian tradition first of all (D. Jakov and E. Voutiras in ThesCRA 111. n15-117, Versnel [2015]
449, with earlier references).

8 In Bachvarova (2024) I discuss the means by which Hittite-style prayer could have reached
Israel to leave its mark on the Biblicsl psalms and on prayers embedded in the narrative of
the Torah. Pulleyn (1997) 22—24, 26 does admit that Hittite prayers have strong parallels with
Homeric prayers in their use of the da quia dedi argument, but attempts to discount the impli-
cations with the Orientalizing claim that, unlike Homeric prayers, the Hittite worshipper sees
his relations with the gods as a servant—master relationship, a point of view decisively con-
tradicted by Lebrun (1980) 457—458.
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shared regional tradition of appealing to the gods, contrast with and highlight
Sappho’s novel assumptions about appropriate ways to address the divine. That
is, we can concentrate on the differences among the prayers discussed here to
understand how conceptions about the mind and personality of gods changed
over time and to clarify how during the archaic period rhetorical tropes used
in prayers developed in response.

1 Sappho’s Cultural Context

But first,  need to make clear my interpretation of Sappho’s cultural context, in
order to explain why she would be interested in exploiting cutting-edge tech-
niques of persuasion. My view of Sappho’s Sitz im Leben builds on some of
the insights of Franco Ferrari, who has brilliantly sketched out how Sappho
participated in the fractious world of Lesbian clans, competing against rivals
attempting to attract girls to their own circles.® Gorgo and Andromeda were
not solely erotic competitors, but training their own sets of girls to perform
songs similar to Sappho’s.l? In fact, I assume that many, if not all, of Sappho’s
songs, although they were performed monodically in classical Athenian sym-
posia, were originally intended for public choral performance; her iymenaioi
at least were certainly performed publicly by maidens.! This scenario is not
strictly necessary for the rest of my argument, but imagining that her songs
represent choral performances of marriageable maidens, ostensibly directed at
the gods but also displaying them to men looking to establish marital alliances,
which were weaponized in the deadly serious competition for political con-
trol of Mytilene referenced in Alcaeus’ songs,'2 helps to explain our inability to
clearly separate the personal and erotic from the religious in Sappho’s reper-
toire, as she made use of a theory of persuasion that applied both to physical
desire among humans and to religious devotion, and turned it on the gods to
draw them closer and to persuade them to act on the performer’s and his or her
community’s behalf.

9 F. Ferrari (2010), especially 1-54, 81-98.

10  Frs. 55, 71, 133, 144, 155, 213; T 20. See F. Ferrari (2010) 23-26, 95-98; also Walker (2000)
227-232.

11 See Lardinois (1996; 2001) on Sappho as leading public choral performances, contra Bowie
(2016). Note, however, the cogent objections of D’Alessio (2018) 5762, with earlier refs.

12 Alcaeus’ hetairia received funding from the Lydians (fr. 69; Giinther 2006); girls from
Sappho's circle married Lydians (frs. 16, 96, 132); on Pittacus’ marriage alliance with the
Penthilids: Alc. fr. 70 (Gagné 2013: 212). See J.W. Smith (2013) 234—244 on Lesbian marital
alliances.
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Sappho participated in an artistic, intellectual, and political world that ex-
tended beyond Lesbos, in which personal ties to aristocrats in other cities, as
well as the ability to display oneself on the world stage, garnered prestige and
political power in one’s home town.!3 She attracted girls to her circle from as
far away as Miletus, Colophon, and Salamis.'* She was aware of Pieria as the
Muses’ cult place (fr. 55), and she supposedly spent time in exile in Sicily (T 5).
She appears to respond to Mimnermus of Colophon (fr. 4 West) in the Tithonus
Poem, and she seems to be aware of the kinds of philosophical discussions
about change found in Thales of Miletus.!

However, while Sappho was participating in the wider conversation about
how persuasive rhetoric worked, it was not necessarily because she had the
intellectual curiosity of a “philosopher” engaged in rational inquiry, like Plato.
In the archaic period, the pursuit of wisdom was inextricably embedded in the
aristocratic pursuit of prestige,'6 and lyric poets were actively participating in
the intellectual competition. Xenophanes of Colophon mocked the lyric poet
Simonides of Ceos for his stinginess (T 22), while Simonides argued against the
legendary Wise Men and contemporaries of Sappho, Cleobulus of Lindos and
Pittacus (frs. 542, 581), and Alcaeus mentioned his fellow aristocrat Thales in
a festival song (fr. 448). Poetry and song were considered perfectly acceptable
vehicles for novel philosophical ideas, as shown by the incorporation of fairly
abstract discussions of the cosmos by Alcman in his own partheneia,'” and the
use of verse by, e.g., Xenophanes when expressing his disdain towards the sort
of anthropomorphic gods imagined by Sappho.!8 Thus, by exhibiting sophisti-
cated knowledge of contemporary intellectual trends, Sappho would improve
the standing of her own Cleanactid clan in the high-stakes game of aristocratic
competition on early sixth-century Lesbos,!® and as a chorus leader setting
marriageable girls on the public stage she would make her product—girls used
as currency in inter-clan or international alliances—more marketable, at least
for consumers who agreed with the aphorism attributed to Cleobulus, that
brides should be girls in body, mature women in mind.2°

13 On the outward-facing perspective of Mytilene, see Spencer (2000).

14  TT 2, 214B fr. 1.8-11; see F. Ferrari (2010) 35-36.

15  Fr. 58 with its recent additions; Greene (2009), Johnson (2008).

16  See Herda (2019) on early philosophers as aristocratic political leaders.

17  Frs.1,5,14; G. Ferrari (2008), Sassi (2005).

18 E.g., DK 11 B4, 23, 25, 26.

19  Sappho as Cleanactid: fr. 98; F. Ferrari (2010) 17-23.

20  Diog. Laert. 1.91. Also note Sappho fr. 56, exalting the copia of a maiden. Compare Alcman
fr. 3.82: aida fa6]0ppova (‘deep-minded girl’).
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Sappho also needed to keep abreast of current rhetorical theory about the
mind in order to win the competition among humans for the gods’ attention.
The gods Sappho hoped to persuade to come closer were being importuned
at the same time by performers at various shrines, loca for competitive dis-
play throughout the Greek world—the Muses at Pieria; Hera at Samos, Argos,
and Olympia; Aphrodite at Miletus, Paphos, and Naucratis; Apollo at Naucratis,
Claros, Didyma, Delos, and Delphi; Artemis at Ephesus, Perge, and Orthia, just
to name a few of the more famous contemporary shrines of the deities we know
Sappho invoked.?! Indeed, Menander Rhetor remarks how long Sappho’s invo-
cations were, since she needed to list all the places she imagined a god staying.22
Thus, performers of choral hymns were not only competing for human atten-
tion, but also for the attention of the gods.

2 Ancient Greek Theories of Cognition

The schools of ancient Greek philosophy for which we have relevant evidence
assume a mechanistic chain of causation from sensory input to emotional reac-
tion to action, although the exact details of the process can be imagined differ-
ently.23 While the Atomist Democritus imagined air compressed by the object
being sensed entering our bodies through the appropriate sense organ,?4 the
Epicureans postulated a process close to a folk belief of passive reception (e.g.,
pollution entering via the eyes): very small, fast-moving particles constantly
streaming off all objects in the external world leave a correspondingly shaped
impression (Tmog) or image (eidwAov, pavtacia, pavtacya) on our mind—if we
focus (émifords).25 Empedocles makes use of another folk belief concerning
vision in particular, which imagines the eye actively seeking input by shoot-
ing out its own rays (e.g, the evil eye).26 While for the other senses painful
or unpleasant sensations are caused by the lack of match with their already
existing recipient pores (mopot), and pleasant ones by things that match their

21 Muses: frs. 103.8, 127, 228; Hera: fr. 17; Aphrodite: frs. 1, 2, 35, 194, T 47; Apollo: frs. 99, 208;
Artemis: T 21.

22 Or.9.123,134 =T 47.

23 Theophr. Sens. surveys the relevant theories.

24 DK 68 A135 = Theophr. Sens. 50; see discussion by Taylor (1999) 208—211.

25  E.g, Epicurus, Ep. Hdt. 46-53.

26 Onthe folk beliefs of active and passive perception in ancient Greece and how they were
used in philosophical theories as well as references in literary sources (not including lyric
poetry), see Cairns (2011).
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pores, for vision Empedocles thought in terms of like allowing for the trans-
fer of like sensory information, the fire in our eyes corresponding to the fiery
light emitted by the object we see, with different colors fitting into differently
sized pores.2” Among the lyric poets, Simonides certainly thought of the senses
as the passive partners in the process of sensation, with the objects of sense
exerting the active role, for he describes blowing wind as able to prevent ‘hon-
eyed voice from fastening onto the ears of mortals’?® And, Sappho’s simile of
Eros as a wind shaking her mind may allude to the concept of minute parti-
cles flowing from the object triggering desire.29 Moreover, I will show that she
thought in terms of “like operates on like,” which in turn suggests Empedocles
was systematizing further folk beliefs in this facet of his theory of sensory per-
ception.

Thinking was considered to be carried out by means of mind-pictures (¢av-
Tdopata) corresponding to the impressions, and recalling a memory meant
making a counter-impression, like imprinting a seal on wax, which was also
realized as a gdvtaopa (or gavtacia).30 A citation in the Etymologicum Gudi-
anum of an Alcmanic coinage d36pxog from dépxopat (‘see’) to describe memory
suggests he already knew this theory of mind: ‘for we see original conditions
(ta dpxaia) with our intellect’3!

Since words are also external “things,” they can make or fit into already
existing impressions, not of their sound-forms, but of their referents, activat-
ing the mind-pictures that are the means by which we think and remember,
and putting into motion the mechanistic chain of causation. In Homer, the
chain of cause and effect appears in his image of Rumor aflame among the
Achaean troops driving them to gather in assembly,3? and the theory informs

27  Empedocles DK 31 B84-87, 95, also Arist. Sens. 437b23—438as5, discussing Empedocles, who
is possibly following Parmenides (DK 28 A46, B16); Arist., Metaph. 1009b21; Theophr. Sens.
1—4. For Empedocles, each sense corresponds to an element, and therefore is able to per-
ceive that specific element (DK 31 Biog), a view that influences Aristotle’s thinking in de
Sensibus. See Long (1966) on Empedocles’ theory.

28 0032 ydp dwoalpuihog dnta [ T6T’ Gpt’ dvépwy, dTigxk’ dmexwAve | xidvapéva peklodéa yapuv
| apapetv dxoaiat Bpotdv (fr. 595).

29  Fr.47:"Epogd’ étivaké pot [ ppévas, i dvepog xdt pog Spvot éumétwy. (‘Eros shook my mind,
like a wind falling upon oaks on a mountain’) Similarly, Alc. fr. 336.

30  Arist. De an. 431a, Mem. 450a. Similarly, Gorg. Hel. 17: obtwg elxdvog T@v dpwpuévwy Tpayud-
Tov 1) §Pig Evéypaey €v T ppoviuartt. (‘In this way sight engraved images of the activities
seen on the mind.’) See Webb (2009) 11-13.

31 Alcm. fr. 133 (= fr. 191 Calame 1983) 166, discussion p. 601; Calame suggests reconstructing
a compound such as mdvdopxog instead of the more usual woavdepxng.

32 petd 3¢ oplow "Ogoa 3edvel/ dtpdvoua” iévat, Adg dyyehog (Il 2.93—94). Alc. frs. 283.3—9, 307
follow the same chain of causation.
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Gorgias’ tendentious claim in his Defense of Helen (8) that ‘the word is a great
master, which with the smallest and most invisible body completes the most
god-like works; for it is able to stop fear and remove pain and cause joy and
increase pity’.32 Moreover, here Gorgias appears to be picking up on Sappho’s
depiction of Helen in fr. 16 where she connects the power of [Aphrodite/Eros]
(line 13) specifically with sight (beauty) and describes her as led astray (mopd-
yory” altaw, line 1), thus mapping out the mechanistic sequence of sight, reac-
tion, and motion towards or away that Gorgias builds on when he uses Eros as
the paradigmatic illustration of the compulsive power of sensory input.3+

3 Rhetorical Persuasion

The problems with the theory of mechanistic causation for those trying to live
a good life are obvious, as it undercuts any notion of moral responsibility and
free will.35 Different philosophical schools came up with different solutions,
from Epicurean ‘atomic swerve, to Stoic ‘assent’ and Aristotle’s insistence on
cognizing’s place in the chain from external sensory input to emotional reac-
tion,36 to denying that the world perceived by the senses represents true real-
ity;37 therefore, the successful philosopher always maintained his equanimity
and remained stalwartly unmoved in the face of alluring or frightening sensory
information.38

Rhetoricians, of course, had exactly the opposite interest—how to make use
of this chain of cause and effect to compel their audiences to act—and Sap-
pho proves to be a consummate orator according to the rhetorical guidelines
based on these theories of cognition, although they are not explicitly discussed
until much later. As Quintilian puts it in his handbook on oratory, philosophers
think that ‘to be affected by emotion is a sort of failing’3° but an orator in court

33 Adyos duvdatyg péyag €aTiv, 8G TUIXPOTATY TWUATL xal dQaveaTdty Betdtata Epya dmoTeeD
Stvarar yap xai pdPov madoat xal ATy dpeRely xal xapav evepydoaabal xal EXeov enavEfoat.

34  See Breitenberger (2007) 145-149 on how eros has its effect on humans and Spatharas
(2019) 24—37 on how Gorgias uses the passive reception theory of vision in his Defense of
Helen.

35  Arist. De an. 431b, 433a; Epict. Ds. 1.1.

36 Epicurean swerve: Cic. Fat. 22—23; Stoic assent: Cic. Acad. 2.145.

37 Parmenides, DK 28 B2, 3, 6—8; Heraclitus, DK 22 B123; PL,, e.g, Resp. 5-7.

38  See,e.g, Democritus: imperturbable wisdom is worth everything’ (copin &8apfog d&i mdv-
Twv, DK 68 B216), and Plato’s description of the flighty student who is not a good candidate
for philosophical inquiry (Tht. 144ab).

39  vitii loco est adfici (Inst. 6.1.7).
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must try to manipulate the judge’s emotions, either arousing or assuaging the
judge’s pity or anger towards the accused or accuser (Inst. 6.1.8), particularly
when the facts of the case support the other side. ‘He is rare, who can truly
seize the judge and lead him into whatever state of mind he wishes, so that
when he speaks it is necessary to weep or become angry’ (6.2.5-6). ‘So true is it
that the breath and soul of this task is, as it were, in the manipulation of emo-
tions’ (1.2.7).

Therefore, the orator’s goal was to arouse mind-pictures so moving to the
judge that they overrode logic through descriptions containing a sufficient
number of details that matched the hearer’s memories and shared social con-
ventions to provide évapyela (vividness).*? While Quintilian thinks of évdp-
velx as actively pushing its pictures on the judge’s mind (8.3.61-62), Pseudo-
Longinus phrases it even more strongly: ‘when mixed ... with factual argumen-
tation it not only persuades the listener, but also enslaves him’#! Such a descrip-
tion is an ecphrasis;*? indeed, Simonides termed poetry ‘speaking painting’#3
Sappho in fr. 94 does exactly that with her lush portrayals of the joys of festi-
val preparations and intimate companionship, which will allow her weeping
and unwillingly departing companion to retain the memory as a source of joy
in her future life.** Sappho’s imaginings are typically meant to call up a strong
emotion in the here and now while recalling a past strong emotion;*> thus, in
fr. 22, she reminds her addressee Abanthis how she used to feel about Gongyla
and exhorts her to call up that longing (mwéfog) once again as she sings about
her.

Finally, in order to present a persuasive picture, the orator first has to vividly
imagine it to himself, even put himself in the character of the person he
defends.*¢ As Anne Sheppard has shown, Homer considered the ability to imag-
ine as if one were there to be essential.#” Sappho, of course, has been recognized
by modern scholars as exceptionally adept at assuming another’s subject posi-
tion,*8 for example when she imagines, for the benefit of Atthis a woman now

40  Also, Arist. Rh.1411b24; Webb (2009) 87-100. See Webb (2009) 107-130 on the importance
of shared social conventions in triggering memories.

41 XOTOXIPVOUEVY ... TAS TTparyHaTIXalG ETiyelpy)aeaty ob melBel Tov dxpoaty|v pévov aM xal Sov-
Aobrat (Subl. 15.9). Also [Longinus] 15.10.

42 On ecphrasis see Goldhill (2007), Webb (2009) 1-86.

43 Lwypagiav Aahoboav, Plut. De glor. Ath. 346F = Simon. T 47b.

44  Discussion Burnett (1983) 290—300.

45  Discussion Burnett (1983) 300—313.

46 Quint. Inst. 6.1.25, 2.25-36; Webb (2009) 97.

47  A.Sheppard (2014) 20—22.

48  See, e.g, Janko (2017) 276279, Budelmann (2018b) 238-239.
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in Sardis, how she is ‘going back and forth, as she remembers gentle Atthis with
desire. Surely her delicate heart is consumed by your fate’49

In Sappho frs. 1 and 2, the praying I-persona proves to be using these same
techniques, but now applied to compelling Aphrodite to come to her. In fact,
for the worshipper trying to persuade a god to listen to him or her, properly
activating pre-existing impressions created during their past interactions and
making new ones via external objects reaching the mind through the senses
would quasi-inevitably cause the god to come near—at least if worshippers at
other sanctuaries were not successfully producing more persuasive and allur-
ing impressions at the same time.

4 Persuasive Prayers before Sappho

For a prayer to be successful, the person praying needed a strong grasp of what
emotions it was culturally appropriate to attempt to arouse in the gods via
mind-pictures. Whereas an orator in a legal trial would want to arouse pity, hor-
ror, or indignation (vépeoig) in his listeners, depending on what side of the case
he was arguing, David Konstan has argued that according to Aristotle’s defini-
tion of pity as requiring the ability to imagine ourselves in the recipients’ place
(Rhetoric 2.8.2, 1385b), it should be an emotion alien to the gods, since they
would certainly not expect to suffer as their worshippers do. Indeed, for Empe-
docles, God had only one emotion, rejoicing (DK 31 B27.4). Konstan shows that
while the gods in Homer only occasionally take pity on humans when called
upon, by the fifth century the gods’ pitilessness was a tragic topos.5? As I will
illustrate, in the songs under discussion, Sappho appears to avoid trying to elicit
pity from the gods, confining her famously piteous language to descriptions
of desire. Not only Homeric prayers, but also Late Bronze Age Hittite prayers
and incantations show that this was an innovation in the thinking about how
gods’ minds worked. Sappho, the master of matching her language to her sub-
ject matter,3! prefers to apply the theory of “like accepts like,” as articulated by
Empedocles in his theory of sensations.

The prayer of the wounded Glaucus calling on Apollo epitomizes the Home-
ric appeal to divine sympathy (Iliad 16.514-526):

49 T8N 3¢ Lagoitats’ dydvag emt- [ pvdobels’ "Atfidog iuépd [ Aémtav mot ppéva x[&]p[t odi]
Bopntar (fr. 96.15-17). I follow here the text of Campbell (1982). The supplement is by Page.

50  Konstan (2006) 201—218.

51 Demetr. Eloc. 166-167 = frs. 195, 10(b).
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515 €l 1) évi Tpoly: ddvacan ¢ o mdvtoa’ dxodetv
Gvépt xndopéve, s vOv Eue xAdog Ixdvel.
€Axog pev yap Eyxw TOdE xapTEPSY, Al 3¢ pot elp
bkeing 630wnow EMhatal, 00d¢ pot alpa
tepativon Shvartat, Bopvbet 8¢ pot dpog O’ adTod:
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gy Suapevéeaaty. dvnp 8’ Bplatog BAWAE,
Soaprndav, Adg vidg 6 8’ 008’ 0d Touddg dubveL.
A3 b TEP pot, dva, Tée xapTepdY EAxog dixeaoal,
xotunaov 8" 630vag, 8og 8¢ xpdtog, épp’ ETdpotat
525  XEXAOUEVOS Auxiolaty EmoTplve ToAeniCEw,
adTOG T Al VEXUL XATATEBVNRTL Mdryopat.

Listen, lord, you who are somewhere in the fertile land of Lycia or in Troy;
you are able to listen everywhere to a man who suffers, as now suffering
has come on me. For I have this grave wound, and my hand is pierced all
around by sharp pains, nor is my blood able to dry up, and my shoulder is
weighed down under it, and I am unable to hold my spear firmly, nor to
fight, going against the enemy. And the best man has perished, Sarpedon,
son of Zeus, nor did he help his son. But you at least, lord, cure this grave
wound and soothe the pains and grant me strength, so that by calling on
them I may urge on my Lycian companions to fight, and I myself may fight
for the dead body.

Glaucus’ invocation and praise of Apollo are brief. Most of his prayer is taken
up with his complaint, meant to persuade Apollo to accede to his request to
heal his injury and to allow Sarpedon’s body to be recovered. He vividly details
the physical symptoms rendering him helpless and pointedly contrasts Zeus’
lack of sympathy even for his own son to what Glaucus expects from Apollo.

Turning now to Hittite prayers, in their argument section, the prayer-ego,
although not in such a dire situation as Glaucus, complains just as vehemently
with descriptions full of vivid details meant to compel the gods to act, if only
to shut him up, like a parent with a complaining child. One typical complaint
found in Hittite prayers, which is derived from Mesopotamian models, tries to
pull the god’s heartstrings thus:>2

52 Giiterbock (1978) 134.
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And for me, my house confronted with illness has become a house of
anguish (pittuliyas, lit. ‘constriction’), for me confronted with anguish,
my soul keeps leaking away to another place, like one sick for a year, I
too have become likewise. Now the illness and anguish are too great for
me.53

This compellingly vivid description of physical symptoms is comparable to
Sappho’s own striking description of suffering preserved for us by an ancient
critic: ‘and the Aeolians call pain (680wyv) dripping (otdAauos), Sappho: xdt éuov
atdAarypov (lit. ‘down my dripping’), for they drip away and flow’ (fr. 37).54 But
Sappho’s vivid descriptions of suffering, wherever we understand their context,
refer to erotic passion and are typically meant to remind her human audience
of comparable emotions within themselves (famously; fr. 31).5°

Another conventional persuasive complaint, about how hard the worship-
per has worked for the god, is a variant of the da quia dedi (‘give because 1
gave’) argument that is a characteristic staple of Hittite prayer:>¢ “‘Your (wheat)
meal, [your] liba[tions ...] I repeatedly carry out, I am reverent towards the
gods. I am wearing myself out, I am wea[ring myself out] with meal, bread
[...], libations’5” The da quia dedi argument is a feature shared with Homeric
prayers, used, for example, by Chryses when he calls upon Apollo to punish the
Achaeans (Iliad 1.37-42):

¥ A0BL pev, dpyupdtol’, &g Xptomy dpetBépnxag
KiMow e {abény Tevédorb e gt dvdooel,
Zuwvled, €l moté tot yapievt’ €mt wnov Epea,

1) €1 O moTé Tot xorta Tlova unpl’ Exnot

Tadpwy N3 alydv, T63e pot xpyvov EEASwp:
teloelav Aovool epa Sdxpua golal Béheeaty.

53 CTH 373.Arev.14-17.

54  See Campbell (1982) for the full context of the quote. Such parallels were the basis of
Miiller’s (1995) attempt to compare Mesopotamian suilla prayers directly with Sappho fr. 1.
The parallel, if significant, is likely to be the result of indirect contact, with the Hittites one
possible link in a chain of intermediaries.

55  Thus, perhaps we should be careful about reconstructing it for the recently published
Kypris poem; see Bierl’s (2016c) 344—348 discussion of the suffering (doaito) mentioned
there. In fr. 172 Sappho calls Eros dAyecidwpog (‘giving pain’).

56  Asopposed to Mesopotamian prayer; for descriptions of Mesopotamian prayer see Lenzi
(2011) and Jaques (2015).

57  CTH 389.2.B obv. g—12 with D obv. 4'-7".
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Listen to me, silver-bowed one, you who haunt Chryse, and very holy
Killa and rule Tenedos with strength, Smintheus, if I ever roofed over
a shrine pleasing to you, or if ever I burned fatty thigh pieces of bulls
and goats, grant my wish. May the Danaans pay for my tears with your
weapons.

After the invocation cleverly combined with empowering epithets and before
he makes his demand, Chryses makes clear that he has kept his end of the
worshipper—deity agreement through caring for Apollo’s temple and keeping
up the round of expected sacrifices.>® This is strikingly similar to the standard
“only in Hatti” argument of Hittite prayers:>°

To you gods Hattusa only is a pure land, and we in the land of Hattusa
alone repeatedly give sacrifices to you that are pure, great, pleasing. We
hold for you gods reverence in the land of Hattusa alone.

You gods alone know by means of your divine soul: before, no one had
paid attention to your temples like us.

N[o one] had held reverence for your [temple]s in this way. No one had
paid attention to the goods, the gold, the silver, the libation vessels, the
clothes of you [gods] like us.69

... And so on and so forth. Such complaints were used to explain rationally to
the gods that the depredations of an invading enemy were their problem too,
for the enemy were depriving the gods of their most diligent worshippers.

5 Sappho’s Persuasive Prayers

As for the Lesbian singer, in Sappho fr. 1 she sticks closely to the traditional
four-part prayer structure, but with important differences in tone and persua-
sive technique:

58  Also Nestor, Il. 15.372—376.

59  See Singer (2002) 11. On Greek requests based on past interactions, see Pulleyn (1997) 16—
18, 26—38.

60 CTH 3751.Ai 4'—16'".
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Ornate-throned, immortal Aphrodite, child of Zeus weaving wiles, I beg
you, don't overcome my heart with pains and sorrows, lady,

I follow Campbell (1982) here.



SAPPHO’S PERSUASIVE PRAYERS 299

but come here, if ever at another time also perceiving my calls from far
away you listened, leaving your father’s house you came, your golden

chariot hitching up; and beautiful swift sparrows drew you across the
black earth, whirling rapid wings down from heaven through the middle
air,

swiftly they arrived, and you, oh blessed one, smiling with your immortal
face. She asked what again I suffered, and why yet again I am calling,

and what I most wish to happen with my maddened mind. ‘Whom yet
again should I persuade to lead [sic] you back into her love? Who, oh Sap-
pho, is doing injustice to you?

‘For even if she flees, swiftly she will pursue; if she doesn’t accept presents,
she will give; if she doesn't love, swiftly she will love, even if she doesn’t
wish to.

Come to me right now, free me from harsh distress; as much as my mind
longs to fulfill, fulfill; and you yourself be my ally.

Sappho opens the song with a series of suggestive epithets praising Aphrodite,
begging the goddess to spare her the pains brought on by erotic desire. She then
quickly pivots to a delicate description of the goddess’s arrival, which mimet-
ically straddles the distance between heaven and earth across the second and
third stanzas and extends into the fourth stanza. While Glaucus subtly makes
the point that Apollo has particular obligations to the Lycians as their local god
by wondering whether Apollo is nearby in Troy or far away in Lycia, Sappho
calls the goddess from the house of her father as if exerting an agogic spell on
her, as she wishes Aphrodite will do to her beloved.52 Thus, Sappho ft. 1 shows
the principle of like with like, the worshipper not only presenting herself with
the same attitude she hopes for from the goddess, but doing to the goddess
what Sappho wishes to be done to her beloved. In stanza 4, she uses the tra-
ditional Greco-Aryan dawn goddess epithet ‘smiling’63 but here it also serves

62  Cameron (1939) 8-10; Faraone (1999) 136—137 with earlier references on the close of Sap-
pho f. 1 as an agogic spell.

63  On the Greco-Aryan origin of Aphrodite’s epithet puloupeidyg (‘smile-loving’) see Boede-
ker (1974) 23—26. On the motif of the receptive smiling god, see Cameron (1939) 5. Burza-
cchini (2005) 17: a sign of her divine serenity.
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to poke fun at herself as she makes Aphrodite present by imagining the serene
goddess actually speaking to her. Sappho makes clear that she has no inter-
est in trying to disturb the equanimity of the ‘blessed’ (uaxatpa) goddess, who
laughs at the crazed spirit (pawéia 60pw) of her worshipper, ‘yet again’ (3vite)
pained by unreciprocated love.5* Thus, she has the goddess herself affirm the
depth and extent of their relationship®5 and promise to persuade the recalci-
trant beloved, indeed compel her to chase after Sappho, in this way placing
before the goddess’s mind’s eye a vivid image of what she wants to happen.
The coercive violence implicit in the theory of perception applied here only
reveals itself with the final two stanzas imitating an agogic spell and demand-
ing that the goddess be an ally (g0upayog) in this fight. This last image transfers
a prayer trope used in reference to military enemies to the zero-sum games
of love and prestige, as Sappho compels the goddess to come to her instead
of some other singer, whether in Lesbos or some other place in the Greek-
speaking world.

When putting in the goddess’s mouth memories of previous times she had
aided her worshipper, Sappho makes use of her standard trick of recalling for-
mer intimacy, in this case shared between goddess and worshipper, by reorient-
ing the traditional prayer motif of the past relationship to focus on triggering
memories through vivid imagery in order to call up an emotion that leads to
movement. She lays aside claims reminding the goddess how she has served
her with building projects and offerings, instead reworking the Homeric da
quia dedisti (‘give, since you have given before’) motif found, for example, in
Chryses’ second prayer to Apollo in the Iliad when he calls off the plague that
he had persuaded the god to loose (Iliad 1.453—456):%6

Nuev & mot’ Eped mdpog Exdueg edEapévolo,

Tiunoog pev Eug, uéyo 8’ oo Aadv Ayaidv:
455 N3’ ETLxol vOv pot 168 Emixprnvov EEASwp

73 viv Aavaoiaty deucéa Aoryov duvvov.

Indeed before, once, you heard me when I prayed and honored me, and
you pressed greatly the host of Achaeans. Now also again carry out this
wish for me; now at this time ward off unseemly plague from the Danaans.

64  See Mace (1993) on 3vdte in erotic poetry.
65  Cameron (1939) 7-8, 11.
66  Cameron (1939) 2; Lang (1975) 311—312.
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Instead of pleading, the emotional tone of Sappho’s song is kept light and pos-
itive.6” Sappho positions herself as worthy of ydpis by giving ydpis to the god-
dess in her beautifully worded, sung, and possibly chorally danced song. She
focuses on giving xdpig, as she hopes to receive it from the goddess to avoid
mismatches between the sensory objects produced by her and the goddess.
Just as Aphrodite could soothe the sea, and her xeatés ipds could reconcile
quarrelling spouses, so Sappho uses the soothing and enchanting power of
beautiful words and music to charm the goddess.5® Here Sappho's persona of
adult woman chorus leader also plays an important role, the charming femi-
nine persuader teaching her erotic arts to the young women in her care; this role
is what enables Sappho to take on the goddess’s persona.®® Thus, we can dia-
gram a mutually reinforcing triangle connecting Sappho, Aphrodite, and Peitho
(‘persuasion’), the daughter of Aphrodite and the personification of the quality
Sappho is attempting to exercise with regard to the love goddess.”

6 Sappho’s Invocations: Tradition and Innovation

I turn now to contrasting Sappho fr. 2 with Bronze Age Anatolian precursors to
show that Sappho’s use of contemporary conceptions of how the gods’ minds
worked physiologically helps to explain key differences between the otherwise
strikingly similar Sapphic song and the Anatolian mugawar incantation, as she
implements the principle of like attracts like and manipulates sensory input
to create appealing sensations that inexorably put the deity in motion towards
the worshipper.

The mugawar was used to retrieve a disappeared god.” After s/he has been
found, the deity is lured closer by sweet-smelling and tasty offerings and
soothed with analogic magic, which works on the god through a series of sug-
gestive examples that underline changes of state. For example, malted grain

67  Cameron (1939) 15-16.

68  Aphrodite soothes the sea in spring: Alc. fr. 286. Sappho was particularly known for the
charming quality of her words. Demetrius (Eloc. 127 = fr. 156) marveled that even when
Sappho is hyperbolic, she still charms. See further below on the xeatdg ipds.

69  See Bierl’s contribution to this volume on Sappho assuming characteristics of Aphrodite.

70  Peitho as daughter of Aphrodite: fr. 200; Breitenberger (2007) 123-127.

71 This storyline was very widespread in the eastern Mediterranean: see Bachvarova (2008)
29—33. 1 quote here from the full translation of the composite text of a mugawar directed at
the Anatolian vegetation god Telipinu provided by Bachvarova in Lépez-Ruiz (2013) 451—
458.
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and yeast are transformed into intoxicating beer, which causes a second pleas-
ant transformation in the drinker:

As malt and beer bread are joined together with their soul [... let] your
soul likewise b[e] joined together with the words of humans. ... [As]
hone[y] is sweet, as fine oil is soft, let [his] so[ul], that of Telipinu, likewise
be sweet, and let it likewise be soft.72

[Here now for you m]alt and beer bread [likewise] lie. [As] malt and
bread join together with [their so]ul, and their [soul] (and) insides are
made one, [...]. They make drunk an angry [perso]n with beer, and his
anger [vanishe]s [away], and they [make drunk] a fearful man and his
fear [vanish]es [away], [likewise may the malt and beer bread] make you
also, [Telipinu, ] drunk.”3

As the deity approaches, his or her presence is imagined to cause the sacred
fleecy hunting bag (kursa) hanging on the eya-tree near the practitioner to be
filled with abstract good things emblematic of agricultural prosperity (perhaps
physically represented by tokens of some sort). The good things in the kursa,
which has many congeners in Greek culture, including Zeus’ aegis, Jason’s
Golden Fleece and the Aidg x3iov,”* are described in a series of clauses begin-
ning with anda:

dTelipinus-za LUGAL-un kappuwet

dTelipinuwas peran ¢'Seya arta

GISeyaz-kan UDU-a$ XUSkursas kankanza

n=asta anda UDU-as$ 15-an kitta

n-asta anda halkias GIRz-a$ "TGESTIN-as$ kitta
n=asta anda GU, UDU kitta

n-asta anda MUKAM.GID.DA DUMUMES-latar kitta

n=asta anda SILA4-a$ mius$ halugas kitta

[n]-asta anda [n]as tamantiyas kitta

n=asta anda 4x-x KLMIN

[n]-asta anda kunna$ wallas$ ki'ttal

n=asta [and]a [$alha|nt[i]$§ m[annittis iSpiyatarr-a kitta]

72 CTH 3241.Aii 24'-27'.
73 CTH 324.2.D iii 8'—15/, C iii 13'—16'".
74  Rutherford (2020) 95-97, comparing the kursa with the dios koidion. See also n. 85.



SAPPHO’S PERSUASIVE PRAYERS 303

Telipinu took notice of the king.

In front of Telipinu an eya tree stands.

From the eya is hanging a hunting bag of sheep(-skin),
and therein lies fat of a sheep,

and therein lie (that) of grain, Shakkan, (and) wine,
and therein lie cattle (and) sheep,

and therein lie long years (and) descendants.

And, therein lie the mild calls of the lamb,

and therein lie [content]ment (and) obedience,

and therein the god [X] likewise,

and therein lies the right thigh,

and [there]in [lie abund]a[nc]e, g[rowth, and satiety.]”

The key shared feature with Sappho fr. 2 is the Hittite repeated expression anda
at the front of each clause, imitated with the expression év 3¢ or a variation on
it at the beginning of three of the four stanzas in Sappho’s poem. I have sug-
gested elsewhere that the parallels in phraseology, because they are too great
to be the result of chance, show that the poetic tradition Sappho drew upon
had incorporated from the Lesbians’ Anatolian neighbors a text type that was
considered effective at bringing a distant god closer, precisely because they
considered themselves to be competing for the attention of the same gods.”®
Yet, the mugawar uses a different theoretical framework for persuasion than
the one Sappho uses.

In Sappho fr. 2 the I-persona attracts the goddess from an alternate residence
to her sacred precinct on Lesbos, luring her first with incense, which can reach
the heavens, then, as the goddess gets nearer, with sounds and then sights, until
the goddess haslanded and participates actively in the ceremony as cup-bearer:

1 Sebpu ' €(x) Kpntag mp[oaixav’] Evaviov™”
Gyvov, 8o | xdplev uév dAgog
poi[av], Bédupol 87 Ev )t Buptdpe-
vot [At] Borvertey:

5  &vd Udwp Plypov xehddel 1’ Uadwv
poivey, Bpddotat 3¢ Tals 6 XPpPos.

75  CTH 324.1.Aiv 27-35.
76  Bachvarova (2009) 26-31.
77  Ifollow F. Ferrari (2010) 152 for the first line.
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goxlaot’, albuooopévwy 3¢ QUMWY
AU woToppel-’8

gv 3¢ Aelpwv inméPotog Téboke
Frwt ... ()pwvoigt dvleaw, ai (3" dwyta
MEM Y TTv[€o]iat € >
< b

&vBa O ab ateppat’y Elotoa, Kompy,™
xpvaiataw év xulixegaw dBpwg
(OO peppetypevov Baiatat véxtop

oivoybaagov.80

Hither to me from Crete approach, to your holy haunt, wh[ere the] grove
islovely [with] apples, and in which the altars smoke with [fra]nkincense,

where cool water sounds through the apple boughs, and the whole space
is shaded with roses, and as leaves quiver sleep pours down,

and where the horse-grazing meadow flourishes with [...] flowers, and the
winds sweetly blow [...].

Here indeed, you Cypris, taking up branches, pour delicately ambrosia
mixed in gold cups for the festivities.

As in the mugawar, in Sappho fr. 2 the presence of the good things in Aph-

rodite’s sanctuary is supposed to lure her there along with the spoken words

themselves. There are, however, three telling differences between the two texts.

First of all, the mugawar focuses heavily on the god’s rage, which can be pro-
voked by the very process of searching for him/her, for example, when the bee
finally finds the vegetation-god Telipinu and stings him awake:

78
79

8o

He went, the bee. He [searched] the high mountain[s], he searched the
[deep valle]ys, [he searched the dark blue] wav][e ...]. He use[d] up the

I prefer the reading of Hermog. Id. 2.4.

I follow the ms. reading here. Athenaeus, who quotes part of this stanza, has #A0¢; so Neri
(2021).

I follow Campbell (1982) for the final word. See De Kreij's (2016a) 64—66 discussion of the
final stanza’s textual issues.
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honey in [his heart], he [us]ed up [the wax .... And, he found] him in a
meadow in the city Lihzina, [in a grove], and he stu[ng him] on his hands
(and) his feet, [and he got up.]

On his part, Telipinu [said], ‘T [was sulking ...], I was [ ..., why] then [did]
you (pl.) [rouse ...] me, who was sleeping, and why did you (pl.) make
[me,] who was sulking, speak?” [Telipinu] was [enra]ged, and the spring,
the $ilma [...] he [...]-ed. He dragged the flowing rivers. [ ...] he [...]-ed. He
tore them down, the banks [...]. He overturned [citi]es, [he] over[threw]
houses.!

Secondly, the mugawar was considered to be a complaint, as shown by the
term’s use as a gloss in a Sumerian-Akkadian-Hittite lexical list matching Akka-
dian tazzimtu ‘lament, complaint'82 Sappho, in contrast, completely eschews
any negative tone. Thus, rather than attracting the god’s attention through loud
whining, then causing a change of state in the angry god through suggestive
analogies, Sappho focuses on using pleasant words and music that charm and
seduce Aphrodite. Her song (and choral dance?) pleasantly fasten onto the god-
dess’s sensory organs just like the scents of incense, roses, and apples wafted
by the gentle breeze and the cool tinkling spring.83 She does keep the motif of
pleasant intoxication, but here it is turned into an image of intimate contact
between goddess and worshipper over cups of wine. Finally, the use of the lyric
mode, as opposed to the spoken Homeric and Hittite prayers and incantations,
is a key element in enhancing the charm of her performance.84

The “like meets like” principle extends even to the motif of repeated initial év
3¢ or a variation, for it matches the Homeric description of Aphrodite’s xeatég
uds (lliad 14.215-217):

... &v0a 3¢ ol BedxTrplar AV Ta TETUXTO.
&0’ Evi pév QuAdTY, €v 37 Tpepog, v 3’ daplaTig
TAPPATIS, 1) T ExAePe VOOV THXA TEP PPOVEOVTWV.

81 CTH 324.3.Bii1—12.

82  CTH 300.50bv. 5';see Bachvarova (2008) 31. Melchert’s attempt to argue against this mean-
ing (2010) is vitiated by the preceding entry in the lexical list: Hittite pittul[iyas], Akkadian
[n]éissatu ‘anguish, worry’, which shows an associative link between the two entries, as is
common in the lists.

83  Asnoted by Syrianus in Hermog, Id. 1.1, quoting Sappho frs. 2.5-8 and 105(a); Hermogenes
himself, in his section on sweetness, also singles out this poem as a pleasing description
of things pleasant to the senses (Id. 2.4).

84  See Gorgias (Hel. 9—10) on the charming power of music (émwdat).
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... therein all her charms are depicted. Inside islove, inside is desire, inside
is flirtation that leads astray, which steals the mind, even when firm, of
thoughtful people.

So, Sappho is turning the goddess’s own love charm, which can override logic
and sense, against her. The fact that the descriptions of the kursa, the xeotog
tudg, and Zeus’ aegis (Iliad 5.738—742) all share the motif suggests that the aegis
and ipds were manipulated in rituals descending from the mugawar.8> Here
is not the place to follow up on the implications of this, but we should note
that Sappho substitutes for a ritual container the goddess’s shrine as a whole,
containing the beautiful things her worshippers have arranged and cultivated
for her enjoyment. Thus, the reworked motif allows her to delicately make the
point articulated so bluntly by Chryses and the Hittites: look at what our hard
work has provided for you; you owe us.

7 Conclusion

Using the Homeric and Hittite texts as comparanda allows us to study Sappho
as a master rhetorician sophisticatedly reworking traditional material. Manip-
ulating Aphrodite not by ‘shamefully flattering the ear) as Gregory of Corinth
put it,86 but by using her cutting-edge knowledge about how to interact with
the divine, Sappho bests her competitors vying for the gods’ attention. She
can bring before Aphrodite’s mind’s eye the most compelling imagery because
of her outstanding ability to take on others’ points of view. She elicits strong
emotions from the goddess based on their shared memories, but only from a
circumscribed set, and they are in fact the same as the goddess arouses in oth-
ers. While erotic charms inexorably draw the beloved to her lover, when the
right sensory input is directed at Aphrodite it exerts an analogous traction on
her. Thus, Aphrodite is served a dose of her own medicine.

85  Watkins (2000) on descriptions of the kursa and Zeus’ aegis; Breitenberger (2007) 80-81
on descriptions of the aegis and Aphrodite’s xeatdg tudg. Although Faraone (1999) 97-110
instead compares the xeatdg iuds to objects manipulated Mesopotamian rituals, his dis-
cussion helps to explain the kind of ritual context in which elements of the mugawar
incantation would be transmitted.

86  ‘Those things shamefully flatter the ear, as is typical of erotic poetry. (aioypés pev xoha-
xeEL TNV dxovv éxetva Saa elawy EpwTind, in Hermog. Meth., ed. Walz 1968: vii.1236, providing
the context of Sappho fr. 156.)



CHAPTER 15

Pindar Fragment 70b: A Literary Archetype of
Dionysiac Choreia

Smaro Nikolaidou-Arabatzi

Pindar’s Second Dithyramb (fr. 70b), entitled KatdBaais ‘HpaxAéovs ¥ KépfBepos
OnBaiots (The Descent of Heracles or Cerberus for the Thebans), was probably
composed for a Theban festival,! although it opens with a metapoetic state-
ment.? The poet starts by criticizing past dithyrambic poets for abuse of the
letter sigma?® and continues by describing a scene in which the Olympian gods
are involved in the ecstatic worship of Dionysus (1-26):

ITptv pév Epme o(oVoTEVELd T dotdd

3tBupdpuBewv
xal T gy xiBdMAov dvlpwmolav dmd oTopdTwWY,
Stamén[T]avTat v e | et |
5 XAoLTL VEAL [ ... . €]i18bTEG

oty Bpopiov [tede]tav
xal wopd oxd[mT]ov Atdg Odpavidat
&v ueydpolg loTovtl. TEPVE HEV XATAPYEL
Mortépt map peydAq pop ol TuTaVLY,

10 &v e xéyhad[ev] xpbtar’ aibopéva te
Satic Umd EavBalot eduoug:
&v 3& Naidwv gpiydoumot arovayal
pavion T dAaAal T dpiveTar prpoadyevt
gLV ¥AGVe.

1 See the commentaries by Lavecchia (2000) 106-175 and Van der Weiden (1991) 53—-85; further,
Lavecchia (1994), (1996a), (1997) and Hedreen (2013) for possible connections of the ode with
archaic vase-paintings. For Pindaric dithyrambs, see also Hamilton (1990).

2 Dion. Hal. Comp. 14 and Ath. 10.455bc comment that Pindar criticized past dithyrambic poets
for avoiding the use of the letter sigma; Athenaeus, in particular, cites Lassos of Hermione as
an example of such poets. According to Vita Thomana (4.13 Drachmann), Lassos was Pindar’s
teacher.

3 Pindar’s criticism is rather general and relates to issues of both music composition and choral
performance; the old technique is criticized as long-winded and slow in comparison to new,
more flexible formations, which may be circular. See Lavecchia (1997); Porter (2007).
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€v 3’ 0 TAYXPATG XEPAVVOG GUTTVEWY

mhp xexivy[tat 6 T'] 'EvuaAiov

&yxos, dAxdeaad [t]e TTadado[g] aiyls

poplwv eBoyydletat xhoryyals Spaxdvtwy.

pluea 8’ elow "Aptepis olomoAdg {ev-
kg’ &v dpyais

Boueylaug pOiov Aedvtwy afvv—vu—

6 d& xmAelton yopevoloatat xa i By-

p@v dygAaug. Epe & e€aipeto[v

AGPUXA TOPEY ETEWY

Moo’ dvéataa’ EMadt xa[A]A[dpw

ebyOpevoy PBploappdTols o[ —v ONPag.

In the past the song of dithyrambs came forth
stretched like a measuring line
and the san came falsely from the mouths of men,
but new ... have been thrown open ... knowing
what kind of festival of Bromios
the Ouranidae hold also beside the scepter of Zeus
in their halls. In the presence of the venerable
Great Mother the whirlings of tambourines lead off,
there too castanets ring, and the blazing torch
beneath the yellow pine trees;
there too the loud-sounding groans of the Naiads
and the ecstatic cries are aroused
in the agitation of tossing necks.
There too the all-powerful, fire-breathing thunderbolt
is shaken, as is Enyalios’
spear, and the intrepid aegis of Pallas
rings out with the hisses of countless snakes.
And lightly comes solitary Artemis,
having yoked the race of lions
in bacchic frenzy ...
and he is charmed by the dancing herds
even of wild beasts. And the Muse has appointed me
as her chosen herald of wise verses
for Hellas of wide dancing spaces,
boasting for Thebes, powerful in chariots.*

4 Trans. Race (1997).
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The Olympian feast honors Dionysus as Bromios (‘Roarer’). The Olympians
are portrayed as dancing beside the scepter of Zeus, probably in circular for-
mation.5 Their leader is the Great Mother (the Phrygian Mother Goddess),
whose music and cult had a special relationship with Dionysus (9).6 Beside
her the whirling motion of the drums begins first;” in addition, castanets ring
and flames rise from the pine torches held by the dancers (10-11). In the rit-
ual world of Dionysus nothing remains motionless, neither the thunderbolt of
Zeus, which struck Semele before the birth of the god, nor the spear of Ares
(15-16). On the boss of the aegis of Pallas ten thousand snakes begin hissing
(17-18); nearby, Artemis yokes the wild race of lions in Bacchic frenzy (19—21).
Dionysus himself watches enchanted.

The dance of the Naiads is expressed in a specific mode (12—14). Their loud
cries (€plydoumol aTovayai, obv xAdvw) are manic and celebratory (paviot T dAa-
Aai te) while their bodies stir with their tossing necks (prpatyevt).® The Naiads
are Nymphs (Homer Odyssey 13.104 (pov vougdwy al wyiddes xaréovtat) who have
a different role in other contexts in Pindar.® In the Hyporchema by Pratinas the
Naiads participate in Dionysus’ revels, ' racing over mountains in honor of the
god (TrGF 1, 4. 3.3—5: &udg €pog 6 Bpduog, [ epe Oel xehadely, eue del matayelv /

LTS 7

av’ Bpea abpevov petd Naiddwv [‘mine, mine is Bromios; I deserve to sing and
stomp for him over mountains, racing with the Naiads'])."! In Pindar’s hands

5 See D’Angour (2011) 195-198; Hedreen (2013) 195-196.

6 The prominence of the Great Mother becomes more obvious from the geuva ... / Matépt
map (8-9) than from the verb xatdpyet (8), which may simply refer to the incipient chor-
eia. Strabo (10.3.13) preserves the text of the same lines with a direct invocation to the
Great Mother, which reinforces her prominence in the Dionysiac choreia of the gods: got
UEV xaTdpYEW, HATEP MEYAA TTapa pOpuBol xupBdAwy (‘In your presence, O Great Mother, the
whirlings of tambourines are at hand to lead off?’).

7 See Gurd (2016) 111; Ierano (2020) 39.

8 The words xAdvog (‘stir’, ‘clang’) and dAaAai (GAaAd) are usually associated with war scenes;
cf. Homer 1. 5. 167 ¥Aévov éyxeidwy (‘clang of spears’), Aesch. Ag. 404—405 donioTopag ¥Ad-
voug (‘clang of shields’), Pind. Nem. 3. 60 dopixtumov dAaAdv (‘the spear-clashing battle cry’),
Isth. 7. 10 xaptepds dAards (‘the fierce battle-cry’).

9 In Pindar’s epinician odes nymphs represent the city of the victorious athlete and are
directly addressed by the poet at the beginning of the ode (OL 5. 1—3, for the nymph of
the lake Camarina) or the end (Pyth. 8. 98-100, for the nymph Aigina); see Larson (2001)
37-39.

10  Larson (2001) 36. Pratinas, a skilful poet of satyr plays, was dead in 467BCE (TrGF 1, 4 T2,
DID C4 3edtepog Aptatiog Iepael, Tavtdw, (- --, ? > aAatotals catidporg Toig pativov (tod)
matpds); thus, his Hyporchema is, in all probability, earlier than Pindar’s ode.

11 Thatimage could spring from Homer's Iliad (132-136) where the infant Dionysus is accom-
panied by nurses (in the story about Lycurgus, the king of Edoni in Thace who fought
against Dionysus).



310 NIKOLAIDOU-ARABATZI

they become a ceremonial chorus with ritualized ecstatic movements. They
are depicted in the middle of the choreia scene as if inspired by the sounds of
tambourines and then transmitting their orgiastic impulses to animate beings
(Artemis’ lions) and inanimate objects (Athena’s aegis) on Olympus.

In fact, Pindar’s depiction is a choral projection of the actual dithyrambic
chorus of Thebes onto an imaginary Bacchic thiasos of all the Olympians suf-
fused with the ecstasy of Dionysus.!? This shifts the audience’s attention from
the performance in the fic et nunc to Olympus.13 In all probability, the scene
enacts Dionysus’ advent on Olympus and his reception by the Olympian gods.!#
Pindar’s description is significant. The gods are called ‘Ouranidae) a designa-
tion that transfers the scene to the heavenly, boundless palace of Zeus, where
everything is eternal. The presence of Bromios (‘Roarer’) strikes everything with
Bacchic frenzy. As S. Lavecchia observes, Dionysus (Bromios) is referred to at
the beginning and the end of the scene ‘as if “encircling” the heavenly choros’;
he thus ‘manifests himself as the beginning and the self-fulfilment’ of the true
Bacchic choreia.!> The heavenly feast is called a festival (teAetd) and the par-
ticipants are described as ‘knowing’ (eiddtes). Elsewhere Pindar uses teletd
in the more general sense of ‘ceremony’ (Pindar Olympian 3.41: poxdpwv TeAe-
Tdg; Pythian 9.97—98: TeAetals [ wplaig). TeAetd here, however, refers to a rite in
which specific knowledge is acquired (eiddteg, 5). This by no means implies
that in our fragment teAetd has the sense of initiation, but the atmosphere
evoked by Pindar’s description points to the specific meaning of a rite con-
nected with an ecstatic and mystery cult. Most significantly, the poet uses the
relative pronoun olow (6), with which he exalts the exemplar of his dithyramb
as a mimesis of a divine choreia. Apart from its metapoetic implications,'6 Pin-
dar’s self-comment enables us to explore the question whether his depiction
of the Bacchic choreia of the Ouranidae serves as an archetypical performance
for other choruses in honor of Dionysus.!”

12 ‘Choral projection’ is a literary device defined by Albert Henrichs (1994/95) and (1996a) as
the evocation of choral performances in the choral lyrics of tragedy.

13 Cf Weiss (2018) 35-36.

14  For a comparison with Hephaestus’ return to Olympus, see Hedreen (2013).

15  Lavecchia (2013) 69.

16 The metapoetic implications of ofav concern Pindar’s self-comment on the use of the let-
ter ‘sigma’; see above no. 2 and 3.

17  For the choruses’ ritual interaction with gods (the Muses, Apollo, and Dionysus), see
Athanassaki 2018.
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1 Euripides’ Bacchae

Euripides’ Bacchae is the last surviving tragedy and the only one about the god
Dionysus. It was composed by Euripides in Macedonia just before his death in
406 BCE and produced in Athens at the Great Dionysia in 405BCE by one of the
poet’s sons or nephews of the same name. The chorus of the play is orgiastic
and features members of Lydian Bacchae; they accompany Dionysus from Asia
to Greece and support him in his struggle to establish the Bacchic cult first in
his birthplace, Thebes, where his relatives have denied that Dionysus is a god.
Upon his arrival in Thebes, Dionysus inspires the women of Thebes with his
sacred mania and sends them to Mt. Cithaeron in three groups led by Agave,
Autonoe, and Ino, the three sisters of his mother Semele (32—36):

Torydp viv adTag [aSeApag EUAs unTPos] Ex dopwy WaTpna EYw
pawviag, 8pog 8’ oixodat Tapdxomol ppeviV:
axeunV T’ ExEw Rvdyxaa’ dpyiwv EUQV,
35 ol dv 10 67Av oméppa Kadyeiwv, oot
yuvaixeg Roow, E&éunva Swudtwy

And so myself I stung them [the sisters of my mother| with frenzies
from their homes, and they are dwelling in the mountain, their minds
deranged. And I forced them to wear the trappings of my mysteries. And
all the female seed of the Cadmeians, as many women as they were, I
drove mad from their homes.18

As regards his Lydian Bacchae, Dionysus calls them ‘my thiasos’ and he himself
installs their group onstage as the chorus of the play. At the end of the prologue
Dionysus invites the Lydian Bacchae to enter the stage beating their drums
while circling the palace of the god-resisting Pentheus, Agave’s son (55-61):

55 G, @ Aimodoon Tudhov Epupa Avdiag,
Bicgog Eudg, yuvaixes, ag éx BapPapwy
gxdpuoa Tapedpoug xal EuvepTépoug Euol,
alpeade Tamiywpt’ &v ToAEL Ppuy RV
TopTava, Péag Te unTpds Eud B’ edpnpata,

6o Pacired v’ dpel dwpat’ eErbodoat tdde
wrtumeite [MevBéws, g 6pd Kadpov moALs.

18  Text from Diggle 1994; trans. Seaford 1996.
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But you who have left Mt. Tmolos, the rampart of Lydia, my thiasos,
women whom from among the barbarians I brought to my companions
in rest and in travel, raise up the drums that are at home in the city
of the Phrygians, inventions of mother Rhea and of myself, and coming
round this royal house of Pentheus, beat them, so that the city of Cadmus
sees.

Immediately afterwards, the god announces that he is departing for Cithaeron
to join in the dances of his Theban maenads (62-63):

gyw O Baneyaug, &g Kibapdvog mruydsg

ENBav v elai, cuppeTaaynaw xopdv.

But I will go to the folds of Mt. Cithaeron, where the bacchants are, and
join in their dances.

Dionysus’ departure for Mt. Cithaeron introduces the Theban maenads in the
play as a second—imaginary—chorus; its members are the Theban women
maddened by the god and perform orgiastic rites on Mt. Cithaeron where
Dionysus is omnipotent.

The Lydian Bacchae enter the orchestra swiftly, performing their sweet labor
for Dionysus and uttering their ecstatic cries of euoi (Bpouiw mévov 780v/xdpuatév
T’ edwdportov, Bax-/ylov edalopéva, 66-68). They enjoin reverence from who-
ever wishes to participate in their rites (&mog é£oot0006w, 70) and ask for sacred
silence (otéua T edgnuov, 70) in order to sing eternal hymns for Dionysus (ta
voptafévta yap aiel / Advuoov Duwow, 71-72). Wearing ivy wreaths and shaking
their thyrsoi (80—81), they sing that blessed is he who acquires knowledge of the
divine rites (teAetag v idwg, 73) and sanctifies his life (Brotav ayiotedel, 74)
with holy purifications (6aioig xabappoiow, 77) and by dancing on mountains as
amember of the ecstatic thiasoi of Dionysus (év 8peaat Baxyedwv, 76). The Bac-
chae recall the mythic account of Semele being blasted by a lightning-bolt and
of the stitching of the newborn Dionysus into the thigh of Zeus, from which
the god was born in due course (88-100); how Zeus then crowned his son with
wreaths of snakes, like those caught by the maenads and wrapped in the curls
of their hair (100-103). Holding drums in their hands, the Bacchae recount how
the Corybantes invented the drum (120-129): while dancing in the holy cave of
Ida, in order to muffle the cry of the newborn Zeus, the excited Corybantes
mingled the sound of the drum with the sweet-voiced breath of Phrygian pipes
and then handed the instrument, reverberating with the rhythms of the Bac-
chic dances, to mother Rhea.
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The chorus cry that Dionysus is their god and call upon Thebes to welcome
him (105-119): to grow green with bryony teeming with berries (107-108), to
become bacchants (109 xatafaxyiodofe) with boughs of oak or fir, decorating
their dappled fawn skins with fringes of twisted wool (111-113), and handling
the violent wand of the god with holy care (113-114). They feel that the whole
earth will dance at once (114 adtixa wdoa Y1) yopeboet) whenever Bromios leads
his thiasoi to the mountain (Bpdptog €0t &v &yy Bidooug / el 8pog eig Epog, 15—
116) where the throng of the Theban women awaits, driven from their homes
in the madness caused by Dionysus (116-119).° This recalls Dionysus’ depar-
ture for Cithaeron at the end of the prologue. The chorus imagines the god
leading the dance of the mountain maenads (16 8" &apxogt Bpdutog, 141).20
A new choral projection introduces the sacred choreia on Mt. Cithaeron in
all Dionysiac choruses—in Phrygia, in Lydia (iéuevog €ig 8pea Ppiyta AvSt'[a],
140). Dionysus wears the holy garment of the fawn-skin (137-138), runs with
his thiasoi hunting the fresh blood of the slain goat (138-139), and falls in sweet
rapture to the ground (135-137), which is flowing with milk, wine, and nectar
of bees (143-144). He rises again, raises the flaming torch on his thyrsos—Ilike
the smoke of Syrian incense—(144-146), and rouses his Bacchae (147-148) with
joyful cries (foyals T° dvamdAiwy, 149; ebia Tov ebiov dyadduevar Oedv, 157), the
heavy beating of drums (Bapuppdpwy \md TuuTavwY, 156), and the sweet sounds
of flutes (160), and tosses his hair in the air (tpupepdv {te) TAdkauov eig aibépa
pimtwy, 150). The entrance song of Euripides’ Bacchae thus broadens the per-
formance of the chorus with fictional mirrors of Bacchic choruses celebrating
Dionysus in heaven and on earth. Through the interaction between the onstage
chorus of the play and the offstage thiasoi on Mt. Cithaeron, the entrance song
of the play becomes representative of the authentic Dionysiac choreia.?! More-
over, the song proves to be a complete dithyramb and could be performed, like
its lyric counterpart, Pindar fr. 7ob, outside the context of tragedy.

In particular, the choreia of the Theban maenads on Mt. Cithaeron may
be considered a parallel to the Dionysiac choreia of the Ouranidae in the
dithyramb of Pindar. In Euripides’ Bacchae, Mt. Cithaeron is presented as the
heaven of Dionysus, the holy place where the god is all-powerful. The space is
open and ethereal. In the prologue Dionysus says that his Theban maenads sit
on roofless rocks (6pod 3¢ Kadpov maialy dvapeperypévar [ yAwpals Omt’ EAdtalg
dvopdgoug Nvtat TETpats, 37—38). Later, from the messenger’s speech (677—774)

19  Kowalzig (2007a).

20  Forissues connected with the depiction of Dionysus as the leader of his maenads on Mt.
Cithaeron in the Bacchae, see Henrichs (1984) 85-91.

21 See Bierl (2013) 215-221 and (2017b) 109-110.



314 NIKOLAIDOU-ARABATZI

we learn that their maenadic rites are performed with miraculous orderliness
(Badp’ i0¢elv edxoapiog, 693). Waking up from a deep sleep (691), first they let
down their hair over their shoulders (695); then they tie up their fawn-skins
and gird the dappled hides with snakes that lick their cheeks (696-698). Some
of them hold in their arms a gazelle or a wild wolf-cub and suckle them (699—
702). They put on crowns of ivy, oak, and flowering bryony (702—703). One
maenad takes her thyrsos and strikes it against a rock; suddenly a stream of
water gushes forth (704—705); another strikes the earth with her thyrsos, where-
upon a fountain of wine, sent by Dionysus, leaps out (706—707). The maenads
who desire white drink scrape the ground with their fingertips and immedi-
ately have streams of milk (708—710); sweet streams of honey drip from their
thyrsoi (710—711). As the messenger comments, all of Cithaeron joined the Bac-
chic frenzy of the maenads (név 8¢ quveBdxyev’ 8pog, 726), who were a miracle
to behold (Bady’ id¢lv, 693).

A number of similarities between Pindar fr. 7ob and Euripides’ Bacchae are
noteworthy. Of musical instruments, drums are the most prominent Dionysiac
emblems; in both texts they are connected with the Great Mother and are men-
tioned first. In Pindar the Great Mother starts the Bacchic dance by beating
drums (9);%2 in Euripides she has a hand in the invention of the Bacchic music
together with the Corybantes (120-131). The wording in Pindar’s text (popfot
TUTGVWY, 9) points to a sort of drum that moved through the air (cf. Olympian 3.
93—94: €00V ddvTwv [ évta popPov [ ‘in casting whirling javelins on their straight
path’]), while in Euripides’ Bacchae the drum has a sheet of hide stretched over
its circular hoop (Bupadtovov xbxAwua, 124). In addition, Pindar’s ecstatic Naiads
deliver their ritual cry alalage (Naidwv ... dAaai, 12-13), though alala/alalage
is properly a male war-cry;?3 the female ritual cry is ololyge. This is somewhat
subversive and perhaps suggests the enigmatic nature of the ecstatic worship
of Dionysus. In the Bacchae, Euripides employs the linguistic form ololoyge for
the revels of his maenads on Cithaeron (dvwAéAv&a, 24; 1) o¥) 3¢ wtp WASAL-
Eev &v péoars | otabelon Bdugyats, 689—690) but prefers the cry alalage (6 pev
atevawv doov Etdyyoy’ dumvéwy, [ ai 8 NAdialov, 1132-1133) when the maenads
defeat Pentheus.2* However, the term dAaAd prevails in the third stasimon of his
earlier Helen (412BCE), in a Bacchic choreia of the goddesses under the lead-

22 See Van der Weiden (1991) 69 (ad loc).

23 See above, n. 8.

24  WAdAadov in the manuscripts (P); Diggle writes @AéAvlov. Henrichs (1994-1995) 104 n. 99
and (1996b) 59—62 thinks that the alternation between the two terms is indicative of
Dionysus’ ambiguity; Cf. Seaford (1988) 134.
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ership of the Graces and the Muses (1338-1368);25 they are summoned forth
by Zeus to cure with their ritual cries (dAaAd, 1344) Demeter’s grief over the
abduction of her daughter Persephone, and Demeter expresses her satisfac-
tion with dAadayud (1352). Of the elements of Dionysiac revels referred to in
this stasimon,26 the dinning rhombus is the most impressive (popfov 8’ €Aio-
gopéva | xdxiog Evoatg aifepia [‘the whirling beat of the tambourine circling
in the air’], 1362-1363),%” because it is distinguished from Aphrodite’s tomova
Bupaotevi (1347), a phrase obviously similar to Pindar’s wording in 70b (popfet
TUTAVV).

We might suppose that in Euripides’ Bacchae the dancing Naiads of the Pin-
daric dithyramb have developed into Dionysus’ official maenads who personify
the sacred relationship with the god through their ritual cries and tossing heads
throughout the play (Bacchae 150, 185, 240241, 695, 864-865, 930).28 Similarly,
Euripides’ depiction of the roe deer or wild wolf-cubs suckled by the Theban
maenads (Bacchae 697—702) might be regarded as an advanced state of the Bac-
chic frenzy of Artemis’ lions in Pindar’s choreia of the Ouranidae (fr. 7ob 19—21).
The same holds for the snakes that lick the cheeks of the Theban maenads with
their tongues (Bacchae 767-768); they expand Pindar’s depiction of the hiss-
ing snakes on the shield of Athena (fr. 7ob 17-18) and create the extraordinary
condition of wild creatures of nature coexisting peacefully with man.2® And
as in Pindar’s Olympus, nothing in Euripides’ Cithaeron remains motionless
(008&v 8" Av dcivnrov dpbuw, Bacchae 727); the entire mountain revels along with
the Theban maenads and the wild animals (wév 3¢ cuveBdxyev’ pog [ xai Bijpeg,
Bacchae 726-727). Most significantly, in the entrance song of the Bacchae the
ecstatic atmosphere of the Dionysiac choreia is rendered with the terms teAetdg
and eidwg (73—74), which are exactly the same in Pindar’s song (lines 5-6).3°

25  The Muses and the Graces are often seen dancing in Pindaric Odes (e.g. Ol. 14.1-10; Pyth.
1.1—4; Nem. 5. 22—25).

26  See Nikolaidou-Arabatzi (2015) 43—45.

27 West (1992) 122.

28  Cf. Eur. Hel.1364: Boxyetovad T’ &0eipa Bpopiw, Cycl. 74—75: & pike Baxyele ... [ {mol)y ovbav
xaitov gelelg.

29  Cf. Eur. HF 880-884, where a hundred hissing serpent-heads accompany the Gorgon, as
she joins with Lyssa in inspiring mania in Heracles.

30  According to its title, the lost section of Pindar’s fr. 7o0b would have featured the story
of Heracles’ descent into Hades in search of Cerberus. Heracles was a primordial mystic
of the Eleusinian mysteries and could serve as a link for a religious connection between
Athens and Thebes. Pindar also composed a dithyramb for the Athenians (fr. 75 Maehler)
in which the Olympians, too, are summoned to dance, but in the holy center of Athens.
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Of course, Pindar and Euripides could draw on old Dionysian rites. A scene
recalling Pindar’s verses is described, for instance, in the Homeric Hymn to the
Mother Goddess (14. 1-5):3!

Mpytépa pot Tavtwy Te Be®dv TavTwy T’ dvBpwTwy
Upvet Mobaoa Atyetaor Atdg Buydyp ueydioto,

1 XpoTdAwy Tumdvewy T Lo oV TE Bpbpog adAGY
ebadev, O& Abxwv xAoryyy) XUpoTiv Te AedvTwy,
olped T NyNevTa xal VANEVTES EvavAoL.

Clear-voiced Muse, daughter of great Zeus, celebrate the Mother of all
gods and all men, to whom the sound of castanets (krotala) and drums
(typana) together with the roar (bromos) of auloi is a delight, and the
howl of wolves and flashing-eyed lions, and resounding mountains and
wooded glens.

In Pindar fr. 7o0b, however, the ritual of the Mother Goddess is combined with
that of Dionysus in the unique depiction of the orgiastic dance of the heavenly
gods which may have served as a literary example for Euripides when he manip-
ulated the device of choral projection of the chorus onstage into an ideal one
on the mountain.?? The maenadic rites on Cithaeron could enhance the chor-
eia of the Lydian Bacchae in the Aic and nunc with elements of an unlimited
Dionysiac choreia. Moreover, the rites were necessary to fulfil the dramatic pur-
pose of the Bacchae itself. So when Dionysus leads the god-resisting Pentheus
to Cithaeron to be punished, the onstage Lydian Bacchae project their rage onto
the mania of the Theban maenads on the mountain. Dionysus calls on the mae-
nads on Cithaeron to open their arms and punish the god-fighter as he deserves
(973—981) and the Bacchae rush like dogs to Cithaeron to join the thiasoi of Cad-
mus’ daughters (973—981):

AL &ctew’, Ayady, xelpag ai 87 dpéamopot
Kaduov Buyatépeg tov veaviow dyw

975 OV’ €lg drydva puéyaw, 6 vixnawv 3’ éyw
xai Bpoutog Eatat. TdMa 8 adTd anpovel.

v

XO. tre Boal Adooag xdveg it €ig Epog,

Bicgov &v’ Eyouat Kadpou xdpat,
dvolaTENTUTE VIV

31 Ierano (2020) 39.
32 For choral-projections in Euripides’ tragedies, see my catalogue in Nikolaidou-Arabatzi
(2015) 28 n. 11.
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980

&7l TOV €V YUVaOpipw TTOA
AVTTW3Y) XATATHOTIOV UAVASWV.

DI. Stretch out, Agaue, your arms, and you her sisters, daughters of Cad-
mus; I bring this young man to a great contest, and the winner will be
myself and Bromios. The rest the event itself will show.

CHO. Go, rushing hounds of Frenzy, go to the mountain, where the
daughters of Cadmus have their thiasos; goad them to madness

against the man dressed up as a woman, the frenzied spy on the mae-
nads.

When Agave, after the dismemberment of Pentheus, returns from Cithaeron
and joins the chorus without recognizing her son’s head in her hands, the off-
stage maenadic thiasoi and the onstage Lydian Bacchae unite in a single chorus
to perform the most tragic choreia for Dionysus (1168-1171):33

1170

AT. Actddeg Pducyar-

XO.ti p’ opobiverg, &;

AT. pépopev & dpéwv

g\ vedTopov €l uéAadpa,
poncdiptov Bnpom.

XO. 6p& xai ot S¢Eopat clhyxwov.

AG. Asian bacchants ... CHO. Why do you call out on me, {woman)?

AG. We are carrying from the mountains a newly cut tendril to the halls,
a blessed hunting.

CHO. I see and will receive you as a fellow-reveller.

[Arion] anon. fr. 939 PMG

The anonymous dithyrambic fr. 939 PMG is attributed to Arion by Aelian (De
natura animalium 12.45),34 but is dated around 400 BCE because it is written in
the manner of the New Dithyramb,3> which was widely criticized for its musi-

33
34

35

Bierl (2013) 223—224.

Ael. NA 12.45 Suvov 3¢ yapiatiplov @ Ioceid@dvt udptupa Ths TV SeAgivewy griopovaiog olovel
el Tobrolg {wdypla éxelvwy & Apiwy Eypape xal Eottv 6 Buvog obto ...

Mantziou (1989); West (1982); Campbell (1993) 361; Furley and Bremer (2001) 377-378;
Nikolaidou-Arabatzi (2015) 37-39.
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cal innovations.36 In the preserved lines, an invocation of Poseidon is followed
by images which describe the dolphins that rescued Arion as dancing around
Poseidon in a circle (1-11):37

10

Urote Bedv

moTVIE XpuooTpiove ITdaeSov
youdoy' &yndpov’ av’ dApay:
Bparyyios 3¢ mepi oe TAwTOL
Bfjpeg xopevouat xhxAw

%00 QolaL TOSRV piupaaty
ENdpp’ dvamadduevol, atpol
PpLEadyEves WXHSPOUOL THVAIXES, PLASHOVTOL
SeAglveg, Evara Opéppora
xoupdv Nypeidwv Oedv,

olg éyelvat’ Apgrrpitar

Highest of gods, gold-tridented Poseidon of the sea, earth-shaker amid the
teeming brine, with their fins swimming beasts dance round you in a ring
bounding lightly with nimble flingings of their feet, snub-nosed bristle-
necked swift-racing pups, the music-loving dolphins, sea nurslings of the
young goddesses the Nereids, whom Ampbhitrite bore.38

The circular mode (x0xAw, 5) of the dolphins’ dance is obviously dithyram-
bic and Dionysiac, with romping movements that imitate Bacchic dancing.3®
What is important for my purposes is the epithet gpi&atyeves (bristle-necked)
because of its obvious similarity with pupatyevt (tossing-neck) in Pindar’s fr. 7ob
(prpadyevt cbv xAdvew, 14). In the later dithyramb, gpi&adyeves depicts the dol-
phins’ tossing of their necks (8) and has more obvious choral connotations than
prpadyevy, because it is compounded with ¢p(& (deriving from the verb ¢picow),
which means ‘ripple) ‘shudder’. In Euripides’ Bacchae the streaming hair of the
maenads is described differently, and instead of prpatynv the epithet 0patynv is
used metaphorically for the fir-tree, on top of which Dionysus raised Pentheus

36
37

38
39

Csapo (2004).

For the cultural (dithyrambic) connection of dancing dolphins with Arion, Kowalzig
(2013) 32-37.

Trans. Campbell (1993).

For the idea that the circular chorus of Arion’s dolphins may be a mythical prototype of
the dithyrambic circular choruses, see Lavecchia (2000) 6465 esp. nn. 39 and 4o. For fur-
ther discussion on the circular choruses and their connection to the dithyrambic genre,
see Pickard-Cambridge (1962) 32; Ceccarelli (2013) esp. 162—-170.
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(& €Adnv Opayeva, ‘a high-necked fir-tree) 1061). Since all of Cithaeron was
gripped with Bacchic frenzy (cuveBdxyevev, 726), we might suppose that dav-
XYV acquires a ritual sense similar to Pindar’s pupodymv.40

In addition, the reference to the tossing of the dolphins’ necks is inserted
between the calm and wild images of the dolphins, joining them in a two-
fold image of Dionysiac dancing, which recalls the messenger’s report of the
calm and wild deeds of the maenads in Euripides Bacchae (692—711 and 731—
764, respectively). In some cases, the dolphins leap calmly, lightly tossing their
feet (6—7); in others they rush quickly and aggressively, like dogs (8). Their light
movements may be compared with the ethereal dance of the fawn (vefpds) in
the third stasimon of the Bacchae, particularly 864-867: d¢pav | aibép’ &g dpo-
aepdv pimtova’, | g vePpds xroepals eumal- / {ovoa Aeipaxog ndovals (‘tossing my
throat to the dewy air of heaven, like a fawn playing in the verdant pleasures of
a meadow’). The same is true of their wild rush; it can also be compared with
the rush of the maenads of Cithaeron in Bacchae 977, who are ordered to tear
Pentheus apart as foai Abooog xdveg (‘rushing hounds of Frenzy’).

To sum up: through projection onto an ideal chorus, Pindar’s Second Dithy-
ramb manifests Bacchic choreia as a divine rite capable of metamorphosing
even the Olympian gods through Dionysus’ ecstasy. Thus, it appears to have
served as a literary archetype especially for Euripides’ idea to divide the chor-
eia of his Bacchae on two levels, on stage and in the mountains, in order to
reveal the ambiguity of the orgiastic world of Dionysus. Pindar’s Bacchic depic-
tions were significant until the period of the New Dithyramb, when poets could
adapt the orgiastic spirit of their New Music to elements that featured the chor-
eia of the heavenly gods so brilliantly manifested in the Theban dithyramb of
the classical poet.

40  For the Bacchic symbolism of the depiction of Pentheus’ fir-tree in the Bacchae, see Kalke
(1985) 416—417.



CHAPTER 16

Ritual Synergy and Intimacy in Nondramatic and
Dramatic Choral Lyric: Pindar Fragment 75,
Euripides’ Cyclops, and Aristophanes’ Frogs

Athena Kavoulaki

In archaic and classical Greece, choruses performing choreia® played a pivotal
role in the festivities and more broadly in the ritual activities of the Greek com-
munities. By “ritual activities” I mean practices prescribed and sanctioned by
tradition, regularly enacted, associated with cosmological theories and related
not only to human but also to superhuman or non-human agents (such as the
gods).2

In a brief but valuable contribution regarding “emic” denotations of the con-
cept of ritual, Chaniotis underlines that the ancient Greek language does not
have a word that corresponds to the modern notion of “ritual”3 There are terms
that denote specific rituals (e.g. fuaio or évaryiouds) and there are also more inte-
grative terms, such as £opt (festival); but, as he notes, even this general term
heorte tends to be replaced in the sources by paraphrases that list the main
ritual components of religious celebrations: ‘a procession, a contest, and a sac-
rifice (pompe kai agon kai thysia).*

Excluding sacrifice in the strict sense,’ all stages of this complex structure
thatlies at the heart of ancient Greek festal practices could feature choral activ-

1 Xopeia is the basic term for song and dance performed by a group: yopeia ye unv 8pxnais te xat
@3 10 gVvoAdv eatw (PL. Leg. 654b); on defining choreia see Weiss 2020.

2 Ritual has been notoriously difficult to define; its description and definition have been long
debated in the fields of anthropology, sociology, and religion. Practical, dynamic, and perfor-
mative aspects of rites are important in my approach; on these and other theoretical issues,
see (only indicatively), Snoek, Stausberg, and Kreinath (2006); Bell (2009); Michaels (2010).

3 Itis worth mentioning that ‘ritual’ (substantivated) as an autonomous entity or cross-cultural
given is an artificial object constructed by theories of ritual. As an adjective, however, it helps
define nouns (e.g. ‘practices’ or ‘actions’) and refers to particular activities within a culture
which differentiate and mark themselves off in space and time from quotidian activities as
defined within the culture, leading to an embodied sense of the order of the cosmos; on these
perspectives, see Bell (2009) 69-117.

4 Chaniotis (2006) 69 (a lexicographic survey). Calame (1991) on indigenous and non-indige-
nous categories.

5 Sacrifice can be complemented by choral odes sung by the altar; for the earliest poetic repre-
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ities. This emphatic presence of choruses cannot be explained away in a simple
or singly unifying way. The ritual context in which choral performances would
be situated could have consequences on the compositional level of the choral
songs, while songs would imaginatively rework experiences and relationships
in their turn. Being an integral part of the complex festive procedure, the choral
performance proved invaluable for the interplay of the multiple communica-
tive modes (song, music, dance, speech, gesture, etc.) that operated in such
contexts. The interaction between song and context is complex and multilat-
eral, and every insight that can be gained from an investigation of the surviving
material can add to our understanding both of the poetics of the choral mate-
rial and of the cultural form and significance of choral events.

In my paper, I would like to focus selectively on choral songs that seem to be
related to the first stage of the ritual complex thatlies at the center of Greek reli-
giouslife (as mentioned above), i.e. the stage of the pompe. My attention will be
drawn to some characteristic instances of surviving songs incorporating motifs
that are relevant to the broader ritual pompic context which enables linearly
progressive movements (with a ritual destination) combined with stationary,
circular ones.” It is noteworthy that the deployment of such motifs allows the
choruses to set up a process of interaction with the gods in the direction of
implicating the gods in the choral action and even inscribing the gods in the
body of the performing group, enhancing a sense of embodied communication
and community between mortals and immortals.8

sentation of such a performance, see I/. 1.440-474 (the most detailed description of a sacrifi-
cial procedure in the Iliad).

6 Anthropologically informed readings of Greek poetry have offered valuable insights in the last
fifty years or so. A recently proposed shift to ‘textual events’ (Budelmann and Philips 2018)
may function as a complement (not substitute). My approach has long been influenced by
balanced views such as Feeney (1998) 137-143.

7 InGreek choral traditions, linear choreography could alternate with dancing in circles or rings
(I.18. 569—571 and 599602 are well-known examples). Mythical choruses would often make
their transitions dancing and singing: e.g. Hes. Theog. 9—11 atetyov 8ooav teloat / duvedoat [the
Muses], Homeric Hymn to Apollo 514-519 v ¢’ Tpev. fipxe 8 ... Améawy, / ... épartdv xibapiluwv,
... ol 3¢ pNgoovTeg EmovTo ... inmamov’ dewdov; historical choruses could sing and dance during
linear, processional rites: e.g. Xen. Anabasis 6. 1. 11 fjodv t€ &v JuOUQ ... xal Emandvigay kol dexY-
oavTo BaTep v Talg mpdg Tovg Beols mpoaddotg. Rutherford (2001) 64-65 and Steiner (2011) 304
discuss the interplay between linear and circular dance.

8 Onembodiment as a crucial aspect of ritual practices, see (indicatively) Bell (1992; 2006); this
dimension helps make concrete the non-concrete: disembodied or non-embodied agents are
included in indigenous (emic) notions of agency (as anthropologists worldwide have noted;
Sax 2006); the Greek paradigm is not an exception, as the texts under discussion and many
other sources suggest; see also Chaniotis (2010).
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Representations of the gods as fellow-choreuts and fellow-celebrants dur-
ing choral performances recur in surviving texts of the archaic and classical
periods, and recently Lucia Athanassaki collected and discussed characteristic
examples in order to explain and illuminate the issue of choral authority.®

From my perspective, it is important to draw attention to the capacity of the
chorus to explore the potential of the initial, pompic stage of the ritual con-
text and to rework poetically its place in it. My study, in other words, will focus
on how relationships between human, non-human, and divine agents seem
to be conceptualized and thematized in the choral poetry that imaginatively
recreated or mediated such ritual occasions. The discussion will include vari-
ous means that the chorus employs (patterns, motifs, and artifices expressed in
performative language or imagery), so that in the new reworked environment
agency can be broadened, human and superhuman (or non-human) agents
can be harmoniously engaged in the action, and a confluence of mortals and
immortals can be creatively fashioned in the powerful atmosphere that the
multimedial choral events create.

My test case will be the famous prelude of a dithyramb for the Atheni-
ans composed by Pindar (fr. 75) for a historical Dionysiac feast in Athens.
Apart from Pindar’s dithyrambic composition, however, dramatic choruses
(and more particularly Aristophanes’ Frogs and Euripides’ Cyclops) will also fur-
nish material for my analysis. In the passages that will be discussed below, the
choral, space-traversing event enacted or thematized seems to be orchestrated,
so as to activate a flow of mutual “liking” between the agents involved (mortal
and immortal) and to enhance a sense of intimacy and reciprocity that turns
the whole choral undertaking into a synergetic achievement.

1 Pindar’s Dithyramb for the Athenians (ft. 75)

The beautiful prelude of a Pindaric Dithyramb for the Athenians has been pre-
served thanks to Dionysius of Halicarnassus, who cited it as an example of
‘severe style’!0 It is a splendid fragment of choral lyric that allows us to form
an impression (to some extent at least) of the sort of choral business that may
have taken place in historical settings and more particularly in such bustling
places as the agora. The surviving text (according to Maehler 1989) runs as fol-
lows:

9 Athanassaki (2018).
10  Dion. Hal. Comp. Verb. 22; Ierano 1997, 39—40 (testimonium 68).
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AedT’ €v xopdv, OAdumLoL,

&7l Te XAVTAV TEUTTETE YApty, Beol,
ToAOBarTov of T' daTENG OMPaASGY BudevT’
&v Tals tepais ABdvaig

5  oiyvelte mavdaidaidv T’ edxAé’ dryopdv:
10déTwv AdyETE TTEQAVWY TAV T  EapldpOTTwWY doLday,
A16Bev T€ ue abv dyAaia
dete mopeudévt’ dotdav Sebtepov
éml Tov xiogodai Ogdv,

10 OV Bpdpiov, Tov 'EpiBdav te Bpotol xaAéouey,
YOvov DTTATWY UEV TaTEPWY MEATIOMEVS OL )
yuvaix@v te Kadueiav {Zepéinv}.
gvapyéa T U’ GTE PAVTIY 00 AovOdveL.
owxoedvwy 6méT’ oiyBévtog ‘Qpdv Badduov

15 €bodpov Emdryotaty Eap QUTA VEXTAPEQ.

Téte PdMetal, 1T’ e’ auPpdtav 86V’ épatal
{wv @oPat, péda Te xdpatLal pelyvuTat

Qiyel T° ool peréwy adv adAols

obyvel te Zepéday EAtedumuxa xopol.

Come to the chorus, Olympians,

and bestow on it glorious grace, you gods

who are coming to the city’s crowded, incense-rich navel

in holy Athens

and to the glorious, richly adorned agora.

Receive wreaths of plaited violets and the songs plucked in springtime,
and look upon me with favor as I proceed from Zeus

with splendor of songs secondly

to that ivy-knowing god,

whom we mortals call Bromios and Eriboas,

as we sing of the offspring of the highest of fathers

and of Cadmeian women.

Like a seer, I do not fail to notice the clear signs,

when, as the chamber of the purple-robed Horae is opened,
the nectar-bearing flowers bring in the sweet-smelling spring.
Then, then, upon the immortal earth are cast

the lovely tresses of violets, and roses are fitted to hair

and voices of songs echo to the accompaniment of pipes

and choruses come to Semele of the circling headband.

trans. RACE [1997] with an alteration in L. 211
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The extant prelude presents—in the words of Claude Calame—‘a highly so-
phisticated example of practical poetics’.!?> A male chorus is apparently on the
move (mopevBévta) at the center of ‘holy Athens’ and as they make their way,
they dare venture a direct communication with the Olympian gods, inviting
them (in iambic rhythms) to intervene fic et nunc in their choral performance.
As Nagy has stressed,!3 this is not a script of a performance but a composi-
tion that reworks poetically and refashions (in an imaginatively open way)
spatiotemporal parameters characteristic of the community for which it was
composed and in which it could be performed and reperformed.

The surviving fragment has a distinct Dionysiac coloring which leaves no
doubt that it was composed for performance at a Dionysiac festival in Athens
and most probably for the City Dionysia (given the temporal references to
springtime in the fragment). The program of the festival included dithyrambic
competitions, but this song seems to differ from the large-scale and themati-
cally “open” literary compositions (such as Bacchylides’ dithyrambs for exam-
ple) intended for inclusion in the program. The narrative part of the dithyramb
has not survived, but we can assume that it also retained its Dionysiac charac-
ter, since Pindar’s dithyrambs stand out for the connection they establish with
Dionysus both on a performative-cultic level and on a narrative level.1*

At all events, the prelude constitutes a cultic piece of increased intensity,
directly evoking communal festivities, in which the divine sphere is synchro-
nized with the actions of human worshippers, and the natural world comes
to merge with the social world.’® The opening appeal to the Olympian gods
to come and join the chorus (line 1) situates the gods and their movement
(otyveite) in the ‘all-decorated agord) i.e. the very center of the polis, and more
particularly the ‘much-trodden, fragrant-with-incense omphalos, i.e. navel-
stone of holy Athens’ (Il. 3—5). The second reference is definitely to an altar

11 Race19g7l. 2 ‘and send over it glorious grace, you gods’; on re-semanticizing méumnerte, see
below.

12 Calame (2013b) 340.

13 See Nagy’s contribution to this volume. Athanassaki (2009) has traced the balance be-
tween performance and diachronic performability in a large section of Pindar’s corpus
(mainly epinicia). In the dithyrambic fragment under discussion this balance is so imag-
inatively demanding that it may leave some room for aporia regarding its Sitz im Leben
(see Fanucchi’s contribution to this volume).

14  Pindar can be credited with an affirmation of the ritual, Dionysiac nature of the dithyramb
according to the evidence: see Ierano (1997) 214—216. See also Calame (2013b) for the dif-
ference between Bacchylides’ and Pindar’s dithyrambs.

15  The strong evocation of communality in festivities is characterized as ‘highly atypical’ by
Maslov (2015) 198.
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(much in use and smelling of incense), and given that this altar is designated
as omphalos (1. 3), ithas been taken to designate the Altar of the Twelve Gods in
the Athenian agora which stood as the ‘navel, the notional center of the polis.
Thus, the gods are described as approaching the agora and an altar in the agora,
an indication which has long made scholars infer that this dithyrambic song
was intended for performance in the agora (and not in the Theatre of Diony-
sus).16

The possibility of choral performances in the Athenian agora during the
feast of the City Dionysia may sound weak at first sight. Nonetheless, we have
good classical evidence of a tradition of choruses going round in a circle in the
agora during the Dionysia. In a passage discussing processions in the agora
(expected to be xeyaplopevwtartag, ‘most pleasing’), Xenophon refers to this tra-
dition, mentioning explicitly that at the Dionysia the choruses gratify (mpocemt-
yopilovrar) the other gods and especially the Twelve by singing and dancing.!”
Accordingly, the Altar of the Twelve Gods must have had an important role in
the choral celebrations of the Dionysia taking place in the agora of Athens.

In her book on tragedy and religion,'® Sourvinou-Inwood tried to explain
the importance of the Altar of the Twelve Gods in the context of the Dionysia,
by associating it with her hypothesis of an early xenismos of Dionysus during
the City Dionysia festival.!® In her reconstruction Pindar’s dithyramb would
have been sung by a chorus processionally approaching the altar during the
sacrifice, while the phrase éni tov xiooodétav 6eév would imply that the chorus
approached the statue of the god placed by the eschara in the vicinity of the
Altar of the Twelve Gods. In this context, the Altar of the Twelve Gods would
have figured prominently.

The processional context in which the performance of fr. 75 seems to be
inscribed (according to Sourvinou-Inwood’s hypothesis) is stressed by other

16 On the issue of the setting, see Lavecchia’s discussion (2000) 257—261 with references to
previous bibliography; he supports a performance in the agora (and not in the Theatre of
Dionysus, even if the competitions had moved to the theatre; he differs on this point from
Van der Weiden [1991] 197). The dating of the dithyramb is uncertain: Lavecchia (2000)
255 proposes an early date, perhaps 496/495BCE.

17  Xen. Eq. Mag. 3.2: ‘As for the processions, I think they would be most acceptable both to
the gods and to the spectators (xeyapiouevwrdras) if they included a gala ride in the market
place ... The starting point would be the Herms; and the cavalry would ride round saluting
the gods at their shrines and statues. So at the Great Dionysia the dance of the choruses
forms part of the homage offered to the Twelve and to other gods’ (trans. G.W. Bowersock).

18  Sourvinou-Inwood (2003) 89—97.

19  When rites of xenismos were performed for an Olympian god, all the twelve gods were
believed to have visited as well as guests and were acknowledged in various ways. See on
Theoxenia Petridou (2015) 289—309.



326 KAVOULAKI

scholars too, such as L. Farnell,2° who preferred, however, to combine it not
with a possible ritual of xenismos, but with the great festal procession of the
City Dionysia festival, the grand pompe, which (analogously to some extent to
the great mystai pompe to Eleusis) had a large participation and included sac-
rifices, offerings and other events on its way through the agora to the theatre.?!

The suggestion of the grand pompe as the larger context of the choral perfor-
mance of Pindar’s fr. 75 has been adopted by Neer and Kurke, who stress that
this must have been a poem which was intended for performance by a choral
group circling around the altars of various gods as part of the festival pompe;
they even propose that it might have been a composition that was ‘performed
regularly for many years at the Dionysia (hence its familiarity)’22

The complex reconstructions and hypotheses mentioned above point at
diverse cultic ceremonies; however, the common denominator that emerges
from the sources and constitutes the basis for our understanding of the event
is the fact that the broader cultic occasion for the performance of this dithyra-
mbic song would be a pompic celebration involving choruses and sacrifices.?3
In other words, the Pindaric fragment assumes and gives voice to a chorus set
on the way as part of a festive procession organized apparently in the Athe-
nian agora.?* The communicative character that characterizes amoving parade
is both mediated and strengthened in the Pindaric text:25 the strong com-
municative and cletic dimension is imposed from its opening, as we have a
strong invitation to the gods (formulated in a straightforward, almost every-
day manner with the adverb delte: Sedt’ €v xopév) to approach and to join in,

20  Farnell (1932) 415.

21 Onthe pompe of the City Dionysia, see (indicatively) Cole (1993). The procession to Eleu-
sis, recalled in the parodos of the Frogs (discussed below), was also another grand pompic
occasion which accommodated various other rituals on the way, in a manner that was
familiar and established in various places of the Greek world that staged such big events
(such as Olympia, Delos, Miletus etc.); cf. Kavoulaki (2022).

22 Neer and Kurke (2014) 533. They follow John Papadopoulos and others who have argued
for the relocation of the agora to the area of Ceramicus after the Persian Wars and propose
that the performance of the dithyramb may have taken place in the old agora (which was
close to the precinct of Dionysus); ibid. 561-575; cf. Neer and Kurke (2019) 123-156 for this
and other aspects of the dithyramb.

23 In this respect, the associations that Sfyroeras (in this volume) suggests in his analysis of
choruses and sacrifice prove particularly pertinent.

24 It is worth recalling here that the dithyramb itself was originally a processional song
according to all indications; see d’Angour (1997) and (2013, with emphasis on Pindaric evi-
dence); from a more Dionysiac perspective Seaford (1994) 241—275 and (2004) 79—-81.

25  The Pindaric song has many hymnal features (e.g. the cletic delte, the imperative émt ...
méunete, the invocation followed by a relative clause etc.) noted by scholars; see indica-
tively Van den Weiden (1991) and Lavecchia (2000).
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to move along and dance with the chorus, an invitation that must have linked
the processional-choral imagery of the song to the spectacle performed in situ.
This is suggested by the abundance of verbal forms denoting movement (dede,
TEUTIETE, olyVelte, Topevdévta, émdyolat, oiyvel) and the number of local markers
in the song, all of which create a strong connection between the poetry and the
processional ritual. Gods and mortals come and move in the market, they sing
and dance, while spring makes its arrival too with the roses and the violets, the
songs and the pipes.26

Intriguingly in Pindar’s ‘practical poetics, the two verbs which are most
clearly evocative of the processional context are the terms méumete (1. 2) and
énayotat (1. 15). Notably, none of these verbs takes as a subject the chorus or
the singers or generally the mortal participants of the pragmatic pompic cel-
ebration; the terms which denote the action taking place in pragmatic terms
are structured with subjects which refer to the less visible and less self-evident
agents, namely the gods and nature. This seems to be a bold choice rendered
possible through the medium of poetry that can convey this process of ‘com-
ing together’, of meeting and of friendly contact between mortal and immortal
spheres, between various agents that are turned into co-actors in the same
choral movement (a process that will be further highlighted below).

From the opening appeal to the gods, the chorus makes manifest that their
concern is not simply to communicate with the immortals or to require their
help, but to involve them and include them in their performance, in the choral
pragmatics of the feast. For this reason, perhaps, Pindar selected an obsolete
construction of év with accusative,2? which allows a combination of the notions
of both movement and inclusion (stressed by €v). This strong appeal for par-
ticipation in the choros-movement of the processional event is followed by
another strong request, expressed this time with the first verbal form used in
the song, which is the imperative méunete (éni te ... Tépumete):?8 the initial invi-
tation for divine participation in the choreia is coupled with an exhortation
and request that the gods (who are approaching the city’s navel) should extend
their charis to the chorus: ... &v xopdv, ... €mi Te xAvTav Tépmete xapw (1. 2).29

26 Much of the force of the song seems to derive from the synaesthetic quality of its choral
imagery: see Peponi (2013b) 32—34.

27  Retained in Boeotian and north Greek dialects; see Hummel (1993) 151-152.

28  The tmesis (noted also by Kirkwood 1982, 329) allows mépnete (and its associations) to
stand out more straightforwardly.

29  Lavecchia (2000) 256 notes the alliteration and the paretymological ‘play’ between the
two terms Xopov ... Xaptv.
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Given the opening appeal and the processional context in which the chorus
participates, it is hardly likely that wéunete would not evoke the processional
activity of the feast. Standard translations of the line, however, use ‘send’ to
render the imperative, introducing thus a distancing perspective which contra-
dicts the opening invitation for arrival and participation. Besides the contra-
diction, it is often overlooked that (émt)méumnete is not only preceded by debt’
&v xopdv but is also followed by oiyveite, in other words it is framed by verbs
which stress the presence, the mingling, and the movement of the gods in the
spatiotemporal context of the mortal community. In such a semantic context
(ém)méumew is better understood not as sending from afar but as bringing, lead-
ing and escorting, i.e. in terms of the primary semantic associations that the
verb has and which the verb displays in the majority of its ritual uses.3? That the
object of the verb (méumnete) is divine charis (and not a personal object) forms
not an obstacle to the sense3! but rather a logical complement: the gods are
invited to dance along with the festive group in person. The association between
divine presence and divine charis becomes explicit in the broader context of
Pindaric poetics: the remains of a daphnephorikon (included in the partheneia
collection) present the god (Apollo) arriving in person and in a friendly spirit at
the celebrating community, in order to bring his divine charis, so that the cel-
ebrations can start (fr. 94b. 3—6):32 fijxe]t yap 6 [Aok]iog / ]p[é]ppw[v] dbavdTay
xépw [07Baug emude)iEwv. 3G Lwoauéva e TETAOV xéws / ... duvow ... (‘For
Loxias has come / gladly to shed immortal glory on Thebes. But quickly tying
up my robe ..., I shall hymn ...’ [trans. W.H. Race]).

Bringing their charis in person proves to be a mark of the gods’ favor (sug-
gested by the adjective mpégpwv in the Pindaric fragment) and guarantees the
charis of the heorte. In the dithyramb charis is insightfully intertwined with
the chorus’ request for divine pempein: yapw (ém)mépumnete.33 In Pindar the term
mépTeTe (€mi ... méumete) escalates the original appeal (3edte): it enriches it with

30  The compound guunponéunw (in the form of the imperative again) is used as the standard
ritual formula of request to the attendant deity in the Frogs’ parodos (discussed below).

31 It is understandable that with such an object the rendering of the verb as ‘send’ gives a
much smoother result in a modern language (so precision may be ‘sacrificed’). This tol-
erance, however, should not obscure the fact that (according to all textual indications)
the verb does not signify ‘send from afar’ but ‘bring’ or ‘carry along (during the escort)’ in
person.

32 Oncharisin Pindar (mainly his epinicia), see MacLachlan (1993) 81-123. Athanassaki’s dis-
cussion of Ol.14 is also relevant (Athanassaki 2003); Marinis (2024) passim has interesting
points.

33  The notion of pempein (or its opposites) is important in the other two passages to be dis-
cussed below.
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connotations of escort and presents the conveyance of charis in a manner that
poetically picks up and invests the action going on in the mortal community
with a divine aura. This second request seems to ask for an engagement of
the gods in terms that seem comparatively deep and subtle. Pindar’s strategy
seems to unfold in a stage-by-stage procedure which affects a gradual building-
up of a meeting and confluence between mortals and immortals. Thus, the
chorus’ request to the gods (the gods who already frequent the mortals’ com-
munal space, oiyveite 1. 5) to come and participate by bestowing their charis
in escort is reciprocated by the mortal movement which takes the form of a
ritual offering of wreaths,3* wreaths of flowers and wreaths of songs (1. 6): the
imagery strengthens the sense of approach, extending it to the level of tactile
contact (both ritual and imaginative). This sense is made even stronger and
more pressing by the chorus’ call for attention to its spatio-kinetic show of pro-
cessional movement (1dete mopevdévta) executed abv dyAaio: we seem to have
here an attempt by the chorus to attract the gods through a procedure of ‘like
for like’:35 the mortals move and offer beautiful offerings, wreaths and songs
executed with splendor in exchange for the gods’ presence, escort, and glori-
ous charis.

The approach and meeting of the two sides that are being gradually built
up seem to lead to fruitful results, since in the next few lines (which are very
corrupt but not totally obscure) the speaker36 appears to develop mantic skills
(uavTwv 1. 13 is an emendation but it is widely accepted), an unmistakable
sign of choral authority, as Athanassaki (2018) has indicated. Despite recently
expressed skepticism about the chorus’ divinatory intuition,3” I think that the
text suggests that what the ritualized bodies and senses of the choreuts per-
ceive goes beyond ordinary experience. The spring that the chorus realize is
coming is not just any spring; the signs of the arrival of the spring are vextdpea
@utd: divine-essence-bearing plants which éndyovat the sweet-smelling spring

34  Onwreathing generally, see Blech (1984).

35  See also Bachvarova’s contribution to this volume.

36  The problem with the first-person voice in Pindar is well-known (see, indicatively, Van
der Weiden [1991] 78f. and 195f.; d’Alessio [1994]); in this dithyrambic song there seems
to be some fluidity: there is an oscillation between singular ‘I' and plural ‘we), and an
intriguing mantic ‘T’ (which is usually but not always [e.g. Maslov (2015) 157] associated
with the poet). Peponi (2013a) 314 is rightly aporetic, noting the different consequences in
each case. For a recent insightful discussion (focusing on Pindar’s partheneia), see Calame
(2020).

37  Maslov (2015)199. But his suggestion that a communal subjectivity is more in place (rather
than the individual poet) sounds persuasive.
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(1. 15).38 As was mentioned above, the verb éndayovat is a verb denoting proces-
sional entry and reception (dyw and all its compounds have strong processional
associations3?). In the dithyramb, the adoption of such a term (which play-
fully evokes the pragmatic context) seems to confer agency upon the divinely
scented plants and makes the coming of the spring another divinely mediated
escort that amplifies the general sense of ritual movement. Thus, the chorus
seems to be gradually able to perceive a broader cosmic choral-processional
movement revealing the epiphanic signs of the god and synchronizing with
the mortal festal movement.4 In their turn, the divine signs become a kind of
dynamo that further activates the mortals’ ritual business (17-19): appropriate
decoration of the hair, playing of music (pipes), echoes of song and—Ilast but
not least—the processional approach of mortal choruses (xopof) to the shrine
of Semele, an approach which is designated with the use of the verb oiyvel
(1. 19),* which evidently picks up the gods’ oiyveite above (1. 5). This emphatic
repetition is a marker of the metamorphosis hinted at earlier in the song: not
only the senses but even the bodily movements have been transformed in the
course of a performance enacting synergy with the gods. The powerful images
and the poetic language used to convey this transformation record the whole
experience as pleasurable.

Thus, we have come full circle: the choral action reflects and complements
the divine action; there is a kind of mutual interpenetration of festal move-
ment, and Pindar seems to have managed to map out the procedure, or the
strategy that allows this fusion. The pempein of the gods (the escorting and
bestowal of the gods’ charis) collapses with the ritual and real pempein of
the chorus (the ritual choral activity wherever and whenever practiced); the
charis as the result of the gods’ pempein blends with the beauty of the mortals’
choral performance which takes place in the context of the ritual pompe, which
encompasses the whole.

The context of the pompe that initiates a new spatiotemporal frame seems
to stand as a fertile field for the cultivation of a sense of togetherness, of an
experience of confluence that is both a basic condition for carrying out the

38  Van der Weiden (1991) 202—203 points at the divinized quality of the natural elements
(plants in L. 15 and earth in 1. 16).

39  Variousritual terms for activities including a processional part have an dyw-root (e.g. xota-
vy, Kataydyte, xhedds dywyy, etc.). In the comic Initiates’ hymn, the imperative Eayé
ue signals a culminating point in the choral-processional action (as discussed below).

40  On dithyramb and the epiphany of Dionysus, see Lavecchia (2013) 59 ff. with further pre-
vious bibliography. On epiphanic strategies through choral imagery, see Bierl (2017a).

41 AsKirkwood (1982) 330 notes, the prolific use of the schema Pindaricum in the song seems
to hint at ‘a freedom from normal syntactical controls suitable for the dithyrambic spirit’.
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feast and its result. It constitutes both the beginning of the celebration and its
endless continuation: in Pindar the coming of the gods is tied to the advent of
the spring, cyclically returning every year; thus, the mortal festivities triggered
by this joined advent are not presented in the first-person voice, familiar from
the rest of the song, but in a generalizing third person and in the present tense
(otyvel) embracing all generations to come.

2 Euripides’ Cyclops

In Euripides’ Cyclops, a satyric drama which has by definition a pronounced
Dionysiac character,*? we move onto the plane of mythical action. The intro-
ductory part of the play affords us a privileged view of Dionysus’ mythical
festive procession and of certain values associated with it. The perspective we
have is that of the celebrants, of the followers, and attendees of the god’s revel-
procession, who are not mortal in this case but extraordinary and otherworldly:
the satyrs are traditional attendants of the god Dionysus and they are often
depicted in art reveling with the god.*3 Along with the maenads, they consti-
tute the mythical retinue of the god. Following Dionysus in his whereabouts,
dancing their way to places of symposia and festivities, the satyrs are ‘ontolog-
ically’ attached to the god. In the play (and more particularly in the prologue
which will be discussed below), the Dionysiac activities of the x@uog are por-
trayed as an ideal state of happiness, a state that the satyrs have temporarily
lost.#* Along with their father, the old man Silenus, the satyrs (who form the
chorus of the play) are slaves of Polyphemus, the Cyclops who obliges them
to do all sorts of menial work and to tend his flocks. Interestingly, however, in
the choral parodos of the play and more particularly in the epodos*S the satyrs
curse their current state, invoke the god chorally, and seek a return to his ret-
inue portrayed as a restitution of philia.

The choral activity of the satyrs is announced at the end of the prologue.
Silenus, who is outside Polyphemus’ cave cleaning the place, discerns the cho-

42 Seaford (1984) remains important on the Dionysiac character of satyric drama and on the
Cyclops generally; Hunter and Laemmle (2020) and Seidensticker (2020) offer also valu-
able insights on various aspects of the play. We do not have clear evidence for the dating
of the play which is still debated between 412 and 408 BCE.

43  See (indicatively) Seaford (1984) 5-10; Bérard and Bron (1989); Hedreen (2007); Lissar-
rague (2013).

44  Thisloss (usually unexplained) is a basic assumption behind the plot of satyric dramas.

45  The last strophe, distinct from the rest, due to its different rhythm and melody without
responsion.
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rus from a distance (eloop®, 37), as they are driving the sheep back to the
Cyclops’ cave; he is apparently struck by the sound they are making on their
way and comments appropriately:

71y 3¢ matdag wpoavéuovTag elcop®
molpvag. Tl Tadta; udv xpdtog guevidwy
opolog DUty vhv Te e Baneylw

x&pog auvaomilovres AABaiog Sopoug
mpoafit’ dotdals PopPitwy caviodyevot;

But now I see my sons driving the flocks this way. What is this, lads? Can it
be a beating of feet dancing the sikinos same as when you reveled in line
at Bacchus’ side to the house of Althaea, swaggering in to the music of the
barbitos?

trans. KOVACS [1994]

The view and sound of a multitude approaching en bloc is a first signal of a com-
ing procession. The aural signal triggers memories of reveling, loud-sounding
processions of the past (x@uog),4¢ in which the satyrs danced closely in line
with Bacchus (euvaomnilovtes*”), enjoying his presence and guidance (39-40). In
the theatre, the processional imagery of Silenus’ recollections associated with
the distanced aural stimulus must have raised expectations of a processional
entry, a convention that often characterizes the structure of dramatic plays. The
appearance of the chorus from the parodos must have shattered expectations.
The nostalgic recollection of the god at the head of the choral group dancing
and parading during a komos (an image displaying a unity and a tone of fel-
lowship with the god) would have contrasted sharply with the spectacle of the
satyrs toiling with the flock of sheep. The extant text (with the repeated ques-
tions and imperatives) suggests disoriented roaming and lack of cohesion; the
only ‘fellowship’ that may exist (if any) is a kind of fellowship with the animals,
i.e. the sheep, which the satyrs chorally address and chase here and there in
order to drive them to their pens (Cyclops 42—63). The atmosphere has a pas-
toral tone (it is perhaps the earliest pastoral ode in Greek literature) but the
pastoral identity has nothing to do with the satyrs’ real identity, being comas-
tic and Dionysiac.*® Their current choral activity and more particularly their

46 ‘A ritualistic drunken procession’ is the characterization of x@pog by Rothwell (2007) 34
who discusses related material.

47  The verb strongly denotes fellowship, as it means literally ‘to be a shield-fellow or com-
rade’; see LSJ® ad loc.

48  On satyr-choroi, Griffith (2013) 264 aptly remarks that ‘they always more or less overtly
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choral approach to a destination that has nothing to do with their Dionysian
dwellings makes apparent the contrast with their past and their Bacchic nature.
Thus, in the epodic finale of the parodos the satyrs burst into a self-conscious,
lyric recognition of their alienation, renouncing in a ritual fashion (note the
repeated o0) an un-Bacchic way of life:

00 tade Bpdutog, ob tdde yopot
Bdugyaut e Qupaogépot,

65 0D TUMTAVWY AAdAaypol,
ox olvou yAwpal aTorydveg
xpnvaig map” b3poyvTolg:

003" év Nvoa uetd Nop-
@av Toueyov Tonexov &-

70 Sav uéATTW TP TAv Agpodi-
Taw, ov Bnpedwy TETONAY
Bdueyag atv Aguxdmoaty.

F0 @ihog & ¢ike Baxyele,
ol olomoAElc

75 EavBaw yaitav celeg; T
gyw 3’ 0 gdg mpéTOAog
Kdxdwm Byredw
T6) novodépxta SodAog dAaivewy

8o gLV TASE Tpdyov YAalva pEAEq
adg xwplg PAiag.

No Dionysus is here, no dances, no Bacchic worship and carrying his
wand, [65] no ecstatic noise of drums by the gushing springs of water, no
fresh drops of wine. Nor on Mount Nysa can I join the Nymphs in singing
the song ‘Tacchus Iacchus’ [70] to Aphrodite, whom I swiftly pursued in
company with white-footed Bacchants. Ah me, lord Dionysus, where are
you faring without your companions, [75] shaking your golden hair? I,
your attendant, serve this one-eyed Cyclops, a slave in exile, [80] dressed
in this wretched goat-skin cloak and deprived of your friendship.

trans. KOVACS [1994]

acknowledge a collective devotion to Dionysus, as an integral component of their choral

identity’.
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In the absence of the god the satyric choruses fail to be truly Dionysiac and
the satyrs’ agency proves insufficient to restore the Dionysiac character of their
choreia. Their desperate invocations of the god as ¢{Aog acknowledge the miss-
ing presence and intimacy, which ultimately guarantees the true nature of their
dances. Reappraising (and re-confirming) their identity as wpémoot (77), ser-
vants and attendants of Dionysus, the satyrs characterize their sojourn with
the Cyclops (and arrival at his cave according to the stage action of the entry-
song) as wandering and exile: dAaivwv (79).4% In a play thematically connected
with the Odyssean epic, the choice of this particular verb for defining the satyrs’
current situation is not accidental. dAaivw is the tragic form of the epic dAdo-
pat (‘wander about’), the verb that recurs in the Homeric epics—mainly the
Odyssey—as a synonym of mAd{ecbat and stands in contrast to verbs denoting
direction such as méunw. In the Odyssey, TAdleafon and dAdcbot are the basic
key-words that support the broad associations of straying and roaming, and
signal the hero’s suffering.>® On the other hand, salvation from this suffering
is finally made possible through the gift of wéumew that the Phaeacians gen-
erously offered to Odysseus in the context of their philia (‘guest-friendship’)
(5.35—38, 8.545—546, 13.38—41),%! initiated by the goddess Athena, who boasts
about it openly (té Tot aiel / &v mdvtegaw TvoLat TapioTapuat YOE purdaow [ xal 3¢
ae Parxeaat pihov mavteaaw €8x, ‘T always stand by your side and guard you
in all your toils, and I made you beloved by all the Phaeacians’, 13.301-302). In
the Cyclops, the use of dAaivw suggests the appropriation of the Odyssean con-
notations of the verb. The additional use of tragic diction (peAéa, 81) further
indicates that the satyrs pose like suffering heroes condemned to wandering
due to lack of divine ¢tAia. The analogy has comic overtones and it playfully
brings to the foreground the nexus of divine agency, mouny, and ¢tAia that the
intertextual associations with the Odyssey suggest.

In the theatre, these associations would resonate with the satyrs’ return to
Polyphemus’ rustic abode in an un-Dionysiac fashion (dAaivwv/obv 13 Tpd-
you xAaiva peréq [ adg xwpis @tAia).52 Even though they approach the cave as
a chorus, dancing and singing in a group, they are not chorally marshaled by
the Bacchic god, they do not form the body of his own attendants, and they

49  The participle dAaivwv zooms into the present (and theatrically presented) situation, i.e.
the actual return of the satyrs to Polyphemus’ cave, through its adverbial complement adv
7@€ Tpdryov YAatva pueréq: the deictic Tdde is a strong marker of events on stage.

50  The terms have been analyzed by Montiglio (2005). On pompe in the Odyssey, see Loney
(2019). Cf. Kavoulaki 2020.

51 Od. 8.545-546. elvexa Eeivolo 188° aidoloto Tétuxtay, [ mopmy xol pikar S@pa, Td of Sidopev
QLAEOVTES.

52 Ussher (1978) ad 78—79 is right to stress the connotations of movement that dAaivw has.
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do not move to the destination of a komos-party (as they used to do in the
past). Their choral action underlines the loss of divine agency and presence
and inspires the satyrs to draw the analogy with the Odyssean model, in the
context of which divine initiative, escort, and philia can be restored. In corre-
lation to the imagery of the happy past in the prologue, the restoration of the
sacred philia that the satyrs confess to have missed would have the god guva-
onilew and ouvtdooew his choral retinue, cuyyopebe and svyxwudew with his
mpémoAot, leading them to their proper abodes (as described in the epode itself,
namely Gvpaogopica, dAaAaypol, aTaydveg yAwpal etc.), where there is true festiv-
ity.53

In retrospect, in the epodic finale the satyrs realize, conceptualize, and char-
acterize their present state as dAaivew, enacting the Odyssean model in the
context of which escape from dAaivew can be ensured through pempein. From
the satyrs’ perspective, this would imply a return to the god’s revel-procession
and the restitution of bonds that in the satyrs’ case equate with philia. The the-
matic associations with the Odyssey that the satyrs comically and poetically
explore allow the re-introduction of the perspective and possibility of divine
agency and fellowship.

Intricately, however, this perspective is intertwined with an active engage-
ment on the part of the satyrs to reciprocate and work ritually to reunite with
the god. In this respect, it is important that they choose to close their self-
aware epode with the phrase gdg ywpis ¢tAiag. This particular phrasing with
the reversing of pronoun and preposition (gds ywpis) echoes apparently a reli-
gious formula.5* In this way, the epode culminates not in a self-critical or self-
deplorable tone, but in a hymnic-precatory tone. Singing and dancing in reli-
gious terms, using formulae sanctioned by tradition with a strong communica-
tive and performative character (note especially the use of the second person),
the satyrs manage to “work” ritually in the direction of activating an interaction
that could potentially restore their comastic identity and fellowship. Surpris-
ingly, the satyrs’ prayer is answered almost immediately by the appearance of
Odysseus and his men, who will eventually mediate and liberate Silenus and
the satyrs from their captivity. This positive outcome will be gradually worked
out in the play with the aid of patterns of philia and types of affinities (between
animate or inanimate agents) structuring the plot, as has been suggested in

53  The nostalgic picture of the Bacchic god leading the thiasos in festivity has many features
reminiscent of the parodos in Eur. Bacch.; see the comments in Seaford (1984).

54  See also Seaford (1984) ad loc., who refers to Ariphron’s hymn to Hygieia (the text is
included in the collection of Furley and Bremer [2001]) which closes with a hymnal g€0ev
Xwpis obtig e0daipwy.
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analyses of the play.5® In the course of the choral performance of the paro-
dos, the satyrs seem to have acquired not renewed bodies (as in the Pindaric
dithyramb above) but a renewed awareness and friendly disposition towards
alliances and bonding that will ultimately lead to reunion with the god and
the regaining of their proper place in his retinue. Through their choreia, which
draws on the imagery of pompe and ritually enacts a rapprochement with the
god, the satyrs are shown to advance to a re-ordering of their world.

3 Aristophanes’ Frogs

What the satyric chorus strives to regain, i.e. participation in the retinue and
celebration in the god’s company, seems to be the posthumous reward that the
mystae, i.e. the initiates in the mysteries,>¢ seem to enjoy in the comic Under-
world of Aristophanes’ Frogs.>” Their distinct olbos takes the form of a sacred
choral ceremony, consisting in marching, singing, and dancing, reminiscent of
the festivities that took place on the long journey of the mystae procession from
Athens to Eleusis. This blissful choral existence is not simply portrayed in the
parodos song. From strophe to strophe, the surviving entry-song makes man-
ifest the progressive stages of a hymnal ritual activity, which brings about a
confluence of mortal and immortal agents and which the play projects as effi-
cacious, procuring eternal blessings and consolidated in an eternally iterative,
monumental form.

Similarly to the parodos in the Cyclops, the mystae parodos is first perceived
through aural signals. This time it is the repeated vocative "Taxy’ & loueye (Frogs
316f.) which defines the chorus’ utterance as a communicative action: the cho-
rus is unmistakably implicated in a communicative interaction with the divine
sphere, since Iacchus is the male divinity personifying the mystic cry who even-
tually became identified with Dionysus.>® The communicative interaction will

55  Nikolsky (2009); Konstan (1981).

56 I take the mysteries to be (chiefly) those of Demeter and Kore (at Eleusis), as A. Bowie
(1993) 248—260 has persuasively argued; Dover (1993) 58—61 acknowledges that the Eleus-
inian echoes predominate (and this is the general scholarly opinion nowadays). The role
of the Initiates, along with other mythical and ritual points in the play, is discussed by
Lada-Richards (1999).

57  Dated to 405BCE, but possibly subject to some revision: see Sommerstein (1996) 20—21.

58  Inearlyfifth century, no connection was probably made between Iacchus as a divine figure
and the mystic procession to Eleusis. Kern (RE 1X 1, s.v. lakchos) argues that the connec-
tion was made after the battle of Salamis, and he bases his conclusion on the Herodotean
passage in which the belief in the Iacchus figure and his presence along the way is absent.
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be further developed along the lines of the traditional hymnal language which
allows mortals to reach out to immortals in a progressive, orderly manner, as
becomes obvious from the first strophe:

325

330

335

"Toncy” @ molvtipyt’ &v Edpatg ev0dde vaiwv,
"Toncy” & "Toueye,

gNBE T6VS’ dva Aetpuddvar xopedawY

ooioug £¢ Blaowtag,

TOADXAPTIOV PEV TIVATTWY

mepl xpati o@) Ppvovta

aTEQaVOV MUPTwWY, Bpaael 8’ Eyxataxpodwy
1031 TNV AxdAATTOY

QUACTIAlY VAL TIUYY,

xopltwy TAElaTov Egouaay UEPOg, ayviy,
lepa oatlolg poartalg yopelav.

TIacchus, here abiding in temples most reverend, / Tacchus, O Iacchus, /
come to dance in this meadow; / to your holy mystic bands / Shake the
leafy crown / around your head, brimming / with myrtle, / Boldly stomp
your feet in time / to the wild fun-loving rite, / with full share of the Graces,
the holy dance, sacred / to your mystics.

trans. DILLON [1994]

The opening part of the hymn is entirely focused on the immortal recipient
whom the chorus calls out and invites with a direct €éA0¢ (‘come’): the imperative
constitutes a standard formula in the cletic hymns which traditionally welcome

the presence of the divine in festive ceremonies.> In the comic Initiates’ hymn,

the cletic invitation ‘come’ is strengthened by two important defining param-

eters: first, the locus or milieu of the god’s arrival which will be the BiaxadTa,
i.e. the organized group of the thiasos that professes to be dedicated to the god;
and second, the purpose for the god’s coming which is no other than danc-

59

In classical times, Iacchus was considered a divine or demonic personage and was identi-
fied with Dionysus (already in Soph. Ant. 1152 and Eur. Bacch. 56—72); see Graf (1974) 51-66;
Burkert (1983) 279.

On cletic hymns, the most relevant ancient source is Menander Rhetor (on which, see Rus-
sell and Wilson 1981, 333-335). On divine presence in cult, see also Petridou (2015) 251-288.
In the Frogs, the performative aspect is strong as the imperative is defined by the future
participle yopetowy; the use of performative future is important not only in Pindar (see
Bundy [1962] 20—22; Slater [1969a]) but in all kinds of ritually informed poetry (see e.g.
Faraone [1995]).
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ing (xopebowv), i.e. the very activity presided over by Iacchus-Bacchus®® and
enacted by the chorus. In other words, the mortal request (‘come’) is fully in
compliance with the god’s immortal nature and action: the god is invited to
come to his own people, to visit his own ‘territory’ and domain of action that
constitute his apportioned honor (tiu#). The coming and the dancing of the
god coincide with the chorus’ song-dance which stands as the gracious divine
feast.

Stressing and enacting such an affinity between god and mortals, the chorus
will gradually start witnessing the signs of the god’s presence in their midst.
In accordance with hymnal and poetic theology, suggested also in Pindar’s
dithyramb above, the chorus’ action and the god’s action, as the first strophe
already revealed, intermingle and produce signs of a gradual transformation.
The poetry of the antistrophe mediates the experience:

gyelpwv pAoYEag AapTadag év YEpal TPOTVXELS,
"Toncy” & "Toueye,
VUXTEPOU TEAETHS Pwapdpog AaTyp.
Aoyl péyyeTat 3e Aeipwy:

345 YOVU TAMETOL YEPOVTWY"
dmooeiovton 3¢ ADTTOg
Xpovioug T’ ETAV AoV EviauTols
lep@g LT TIUAG.

350 00 3 Aapmadt péyywy
npoadny gy’ ém’ dvbnpdy Eletov
ddmedov yopomoldv, udxap, #ny.

Awake, for it has come tossing torches in hand, / Iacchus, o Iacchus, / the
light-bringing star of our nocturnalrite. / Now the meadow brightly burns,
/ old men’s knees start to sway. / They shake away their pains / and the long
cycles of ancient years / through your holy rite. / Beaming with your torch,
/ lead forth to the flowering stretch of marsh / the youth that makes your
choruses, o blessed one!

trans. DILLON [1994]

60  The choreia as the domain of Bacchic action and identity is strongly emphasized in the
epode in the Cyclops (above) but is also monumentally formulated in the Bacchae (e.g.
abdtixa y& méoa yopedael [ Bpbutog ebt’ &v &yy Bidooug, 114-115). It is worth noting that both
the language and the rhythm of the hymn to Iacchus (which is ionic) recall at various
points the parodos of Euripides’ Bacchae (as noted by scholars, e.g., indicatively, Dover
[1993] ad 323/452, Sommerstein [1996] ad 323-353).
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The openinglines (340 ff.)6! abound in imagery associated with appearance and
vision: rising, light, fire, and stars are all elements of making apparent, of mak-
ing manifest. Especially the pwogdpog domp of 342 makes a strong image, and
the star is a well-established symbolic manifestation of the god.6? Like light
itself, divine presence permeates the atmosphere, and the tokens of the god’s
arrival and participation multiply. If in Pindar’s dithyramb (see above) the cho-
rus acquires a new kind of vision and bodily movement, here the body of the
thiasotai, enriched by the god’s presence, manifests differently the embodied
results of choreia: physical and spiritual strength is restored (345-349), human
nature is rejuvenated (345), and mortal participants are ready to move forward
(mpoBddyv) under the guidance of the god. ¢&aye ‘lead on’ (351) is the chorus’
cry that is the culmination of the antistrophe part and reveals that the divin-
ity is the powerful agent of the processional choral action. This is a critical
moment, signifying perhaps the ultimate mark of the god’s presence: the cho-
rus has a direction and a goal, is characterized by youth and dynamism (#§),
and becomes creative in dance (yopomotds, ‘maker’ or ‘leader’ of the dance), con-
curring with and complementing the god. Co-operation and synergy in space
and action are well under way.

In this respect a new, all-inclusive body is organized and a common moving-
forward is co-orchestrated (372—374): ywpet vuv mag avdpeiwg / &g Todg edavleig
xOATouG [ Aetpwvey ... (‘Let each one boldly march to the flowery meadows
and glens’). The movement is comprehensive and aims at engaging even more
divine agents such as Demeter and Kore, goddesses of the Mysteries. The divini-
ties are addressed (AYuntep, 385) and they are explicitly invoked and implored
through vocabulary that has the guv- prefix which signals togetherness, such as
cupmapaatdtel (385 ANpnTep, dyvdv dpylwv/ dvacoa, cupmapastdtel. ‘Demeter,
mistress of our holy rites, / be present now at my side’).

Compounds with the guv- prefix multiply in the scene. Iacchus-Bacchus is
effectively called the quy-éumopog of the choreia, a fellow-traveler all along the
course. His unfailing presence guarantees and conveys the distinct features
of the whole endeavor listed by the chorus: beauty and seasonality (wpaios),

61  The first line (340) is textually problematic, but our manuscripts attest to the use of the
verb #jxe(g) (‘you have come/he has come’), an apparent response to the original éA8¢ of
the strophe (327), if accepted or even if emended to mpoovxeis as is proposed by Sommer-
stein [1996] and adopted by Wilson in his Oxford edition of Aristophanes (followed here).
Some editors excise; hence the Greek text of the Loeb edition by Henderson.

62  Asin Soph. Ant. 146 ff—the Sophoclean stasimon and its imagery are analyzed by Bierl
(2018a), who refers to his previous works which are also relevant; my approach to Aristo-
phanic choruses in general has been informed by Bierl (2009).
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sweetness of song (}0taTov péog), easiness in every effort (403), and thus suc-
cessful completion of the effort (404).

"Tooexe moAUTIpY TE, PEAOS E0pTHiG
400 1dtoTov ebpyv, Sebpo guvaoronlel

Tpog TNV Bedv

ol Setéov Qg Bveu évou ToIY 688V mepalvel.
405 "locye @rhoyopeuTd, TUUTPOTEUTE NE.

Iacchus, honored by all, deviser of our festal song, most sweet, follow us

here / to the goddess and / show us how / you travel along road with ease. /

TIacchus, lover of dance(rs), lead me onward (and make with me the way).
trans. DILLON [1994] (parentheses added in the last line)

It is worth noting that the chorus insists on the unfailing presence of the god
all along the way (400 cuvaxolotet / mpog v Bedv) and strengthens its appeal
with a long formula rich in meaning: "Toscye @ihoyopeutd cupmpPOTEUTE UE (403,
408, 413). The formula includes a direct request for cupmponéumnew (for accom-
paniment and participation in escorting the chorus), a request that is further
amplified with the open acknowledgment of the god’s good disposition toward
the chorus: the god is addressed as gtAoyopevtd, an epithet that mainly signi-
fies ‘friend to dancing’ without perhaps excluding ‘friend to dancers’ (as Dover
suggests).%3 By attributing to the god(s) this friendly stance towards the mem-
bers of the chorus in the context of the request for cupnpoméumnew, the chorus
builds a link between the god’s friendly, positive disposition and divine partici-
pation in the escort. Thus, the cooperative element emphasized by terms with
the guv- prefix develops gradually to the level of intimacy and personal ties,
as the hymnal activity smoothly unfolds and the Mystic chorus approaches its
destination.

Notably, in Aristophanes’ comic theatre, this ritually climactic point does
not go unmarked but receives further elaboration in a comic manner: the
‘charm’ of one of the dancers (i.e. the breast of one of the girls, titbiov 1. 412)
makes the god declare that he is a ‘lover of processional ceremonies’ (gtAaxé-
Aovfog 1. 414), and that ‘there is nothing he likes better than joining in such a
procession’ (in Dover’s words®*). The result is hilarious and softens the seri-
ousness of the situation, but in the background the ritual chain of ‘charm—

63  Dover (1993) ad 403.
64  Dover (1993) 247 (he gives l. 414a&b to Dionysus).



RITUAL SYNERGY AND INTIMACY 341

liking—joining’ becomes apparent, crudely palpable perhaps but definitely
marked. Thus, in the concluding parts of the Initiates’ choreia the link between
divine favor and human escort is both chorally enacted and playfully acted out
by Dionysus’ reaction to the spectacle of the procession, which is thus made
manifest as irresistibly attractive. The Athenian public concern to make pro-
cessions xeyaplapevwtatog (graceful, pleasing) to the gods (a concern disclosed
by Xenophon in his discussion of choruses in the agora mentioned above®5) is
here answered in a most reassuring way.

Notably, the dimension of charm and beauty was suggested at the early
stages of the chorus’ festive activity (326—335), when the mystae explicitly
invited the god to come to dance and inaugurate with the beat of his feet a
sacred rite full of grace, or full of the gifts of the Graces,%¢ a sacred choreia in
honor of the god (éA\0¢ yopebawv ... &yxaTaxpodwy Todt ... TNV, xapitwy TALloToy
Mépag Exouvaay ... iepav xopeiow). The god's presence seems to guarantee the gifts
of the Graces in the choreia; in its turn choreia is vigorously executed through-
out the journey by the mortal choreuts who keep attributing its beauty and
grace to the god whom they invoke to lead and escort them. The flow of charis
from both directions is sustained all along the way and is reminiscent of the
blending of mortal and immortal charis that the Pindaric dithyramb suggested
above.

Setting the chorus on the way for a graceful progression through space seems
to constitute a basic festive condition that necessitates the joined action of
both men and gods. It is on this condition that choral activity (song and dance)
concentrates, so as to effect this ‘collapse’ of the boundaries between divine
and human yapis that is deemed worthy in Aristophanes to last forever.

4 Conclusion

In the examples discussed above, aspects of the importance of participating
in choral processional events have been variously formulated and poetically
explored. In all cases, the processional context is presented as fertile ground
for the gods to act; choruses tend to provoke, enact, or reflect on divine activity,
illuminating complex patterns of agency and promoting a synergetic model of
action conceptualized as togetherness and reciprocity through guidance and

65  See above. Being pleasing and dear to the gods guarantees friendly (in the sense of favor-
able) relationships with the divine: Konstan (1997) 167.

66  Dover (1993) ad 336 supports a reading with capital; this does not affect my argument: the
gift of the Charites (the divinities) is charis, grace.
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escort en route. The articulation of such a model is not theoretical but operates
through mind and body: singing and dancing choruses tend to inscribe the gods
in the body of the performers and to witness gradual transformations.

Anthropologists have suggested that the ‘religious’ postulate of superhuman
agents distinguishes ritual from other modes of action.®” It is noteworthy that,
in the Greek world, the involvement of superhuman or non-human agents that
confer a distinct religious character upon social action is delegated to a large
extent to choruses who sing and dance sophisticated poetic compositions at
various moments and more particularly in the initial stages of the complex rit-
ual procedures (according to the examples discussed above). This choice has
important implications. The choral performance actively enacts or works out
the presence and synergy of the gods in the context of a spatiotemporal tran-
sition, which acquires features of a purposeful action guided by the god and
carried out by all agents engaged in it. Under these circumstances, guidance
and escort en route (offered from both sides) prove to be decisive parameters
that can work out a sense of confluence that gives meaning and content to
the whole festive occasion. It is worth stressing, however, that it is not the fes-
tive context per se that produces meaning. Context and action are refashioned
and mediated through the powerful medium of poetry performed in singing,
marching, and dancing. The beauty of the poetry or rather of the poetic com-
positions performed allows the sense of confluence generated in processional
contexts to be conveyed as a harmonious ordering of the cosmos in which per-
sonal ties can be formed (or re-formed in continuous festive tradition) in an
atmosphere of intimacy.

67  Lawson (2006); McCauley and Lawson (2002).



CHAPTER 17
How “Sacred” Are the Lyrics of Aristophanes?

Angus M. Bowie

That Aristophanes is happy comically to depict religious activity is not in
doubt.! Most striking is the oath-swearing in Lysistrata, which begins chaoti-
cally with discussion of the appropriate victim and is conducted almost exclu-
sively in terms of explicitly described sexual activity;? Philocleon’s prayer to the
hero Lycus to escape the house ends with a promise that he will not urinate
or relieve himself on his fence;? and Mnesilochus’ prayer to the Thesmophoro
expresses his hopes for his children in mildly sexual terms.*

What is noticeable about these passages, however, is that they are in iambic,
not lyric, metres. This article will consider those lyric passages of Aristophanes
which have in some way a “sacred” aspect to them to see whether, in a comic
genre known for its free use of such material in social and political spheres,
obscenity or other apparently inappropriate material plays a role or not,®> and
if they do, how they are handled. The very obviously comic, burlesque, and
obscene features in the hymns and rituals raise the question of how far comic
lyrics can be thought of as “serious” sacred acts in the play,® as opposed to
simply parodies or burlesques to be enjoyed by an audience familiar with the
conventions of the relevant religious genres.” As we shall see, the answer is
that obscenity is found in these lyrics but in strictly controlled and varied ways:
“sacredness” is largely and subtly maintained.

1 In addition to those on Spetses, I would like to thank the members of the audience at the
INDA Conference in Syracuse, Sicily in February 2019; the comments of the anonymous ref-
eree were also especially helpful.

2 Lys. 181-239. There is similar travesty of ritual in the later depiction of the woman celebrat-
ing Adonis as a drunkard, but her cries, which appeared inappropriate during an Assembly
debate, fatally had no effect on Democrates’ rabid promotion of the campaign in Sicily (Lys.
387-398). See Markantonatos (2020) 172-176.

3 Vesp. 389-394.

4 Thesm. 282—293.

5 On Aristophanes’ lyrics generally, see Silk (1981); Kugelmeier (1996). For commentary on
selected comic hymns see Furley and Bremer (2001) 2.331—371, and Furley (2007) on hymns
and prayers more generally.

6 On the problem of what “serious” means in Aristophanes and the varieties of seriousness
which can be distinguished, see Silk (2000) 301-349, also the essays in Swallow and Hall
(2020). In this article, “serious” is used in a very general sense.

7 Onparody in Aristophanic lyrics, see generally Kleinknecht (1937a) 20-122; Horn (1970) 1-122.
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There lurks of course the question of what was “obscene’, etc. to ancient
Greeks, and to which Greeks, where and when.® Here is not the place for a full
discussion, but many of the examples discussed below involve what one may
generally term aischrologia. That this was something out of the ‘ordinary’ is
shown by the fact that the sources specifically mention its presence in a rel-
atively small number of rituals involving the inversion of normal existence,
such as those when women gathered apart from men. The subjects of this ais-
chrologia are mainly sexual and scatological, and in Greek literature they are
largely confined to iambus, satyr-play and comedy.® When marking something
as “obscene” or “ribald”, therefore, I do not imply that this would have shocked
audience members: obscenity is, as it were, in certain contexts, a religious duty.

1 Ritual Humour in Greece and Elsewhere

Such rituals can easily be paralleled elsewhere in the world.!? In different ways
they mark “marginal” periods which both act as “safety-valves” for the release
of tensions in society through mockery of the sexual and political norms, and
yet at the same time reinforce those structures. Amongst the most spectacular
examples is that of the Yaqui Indians of Mexico, who will perform all man-
ner of scatological gestures when the name of the Virgin Mary or of Jesus is
mentioned at certain ritually specialised times of the year.!! The mixture of
crudity and sophistication that can be found is well illustrated by the songs of
the ‘Charioteer’ of Lord Lingaraj, a form of Shiva, at the Hindu rite in Orissa.1?
From his chariot, he throws out rhyming or rhythmical verses, which employ
allusions, puns, and imagery alongside the very direct and explicit obscenities
directed at participants and religious beliefs: ‘the chariot songs are not sim-
ply crude and unsophisticated dirty limericks, but compact symbolic messages

8 For an overview on Greek attitudes, see for instance Dover (1974) 205—216. On ‘carni-
valesque’ comedy, see Bakhtin (1984) and Goldhill (1991) 176-188. The bibliography on
obscenity in Aristophanes is considerable and usefully listed in Willi (2002) 10-11: see e.g.
Henderson (1991); von Mollendorff (1995); Rosen (1988); Degani (1993 ); Robson (2006) 70—
92; Kamen (2020) 36-59.

9 On aischrologia see Rosen (2015).

10 The bibliography is vast. For a full account of ritual humour, specifically among the peo-
ples of Chiapas in Mexico but also demonstrating the remarkable variety of possible types,
see Bricker (2010), with 167—218 on other parts of SW America and Mid America and on
Spanish aspects transported there. See also on Africa e.g. Evans-Pritchard (1929); Gluck-
man (1935); Van der Berghe (1963).

11 Apte (1985) 159; see 151176 for a cross-cultural discussion of ritual humour.

12 See Freeman (1977).
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that refer simultaneously to many basic features of their religion. Their songs
remind them of their relationship with their deity’!® The parallels with Aristo-
phanes will become clear.

Given the paucity of evidence, we do not know much in detail about the
obscenity used in Greece: the language used in the sources is rather gen-
eral.'* However, “authorised” playfulness, enjoyment, and scurrility are found
in a number of places, especially in the cults of Demeter and Dionysus.'>
Thus, on their way to Eleusis for the Mysteries, the Initiates were subjected to
insults (gephyrismos) when crossing a bridge (or bridges),'¢ which in some way
reflected the grieving Demeter’s laughter at lambe’s antics.l” Men and women
exchanged insults at Pellene at the festival of Demeter Musia;!'® on Anaphe
at that of Apollo Aigletes;!® at the festival of Damia and Auxesia at Epidau-
rus and on Aegina;?° and in Sicily in celebration of Demeter’s laughter;?! there
were insults too at the sacrifices for Heracles in Lindos.?? In Argos, it is not
stated explicitly that ribaldry was involved alongside change of clothes, but the
name ‘Hybristica’ might suggest as much.23 In Attica, there were also the phal-
lic processions and songs for Dionysus,?* including mockery ‘from wagons’,?®
and the aischrologia employed by women at the Thesmophoria,?¢ Stenia,?? and
Haloa.28

13 Freeman (1977) 892.

14  E.g. Pl Leg. 637a3 UBpeat xal dvoiq, Arist. Pol. 1336b17 twaopdév (cf. Ar. Vesp.132-1363), Hsch.
s.vv. Zmviar €opti) Abvwnat xat Siaaxwmtovat xat Aodopodaty, and atyvidoar BAacenuijoat,
Aowdopijoat.

15 For the evidence for and detailed discussion of the various rituals, see in primis Halliwell
(2008) 155214 (table on 192), with 155-263 generally on laughter and ritual in ancient
Greece, and 159-160 supporting the idea that the Greeks had a concept of ‘ritual humour’;
also Fluck (1931), Rosler (1993), O'Higgins (2003) 15-36 (on female aischrologia).

16 Strabo 9.1.24, Hsch. s.vv. yegupic, yepvpiotal; Halliwell (2008) 169—171.

17 Hom. Hymn Dem. 200-205.

18 Paus. 7.27.9.

19  Ap.Rhod. 4.1719-1730, Apollod. 1.26. This is the only example of such activity in honour of
an Olympian apart from Dionysus and Demeter.

20  Hdt. 5.83.3.

21 Diod. Sic. 5.4.7.

22 Callim. Aet. 7.19—21 Pfeiffer = 9.19—21 Massimilla.

23 Plut. De mul. vir. 4, Paus. 2.20.7-8.

24  E.g. Ach. 237—279, Semos in Ath. 622b—c, and further below.

25  Paus. Att. T 14 Erbse.

26 Schol. Lucian Dial. meret. 2.1. On aischrologia generally, see Rosler (1993), Halliwell (2008)
215—263, Rosen (2015).

27 See n. 14.

28  Seeespecially Schol. Lucian Dial. meret. 7.4, and Apollod. 1.5.1, Hom. Hymn Dem. 203—205.
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2 Epithalamia and Dionysiac Songs

Unfortunately, since the only lengthy descriptions of such rites are those of
the Thesmophoria and Haloa, we have very sketchy evidence for Greece con-
cerning what verbal forms mockery took, whether it was simply spontaneous
utterances or involved trained performers with special poetic skills. However,
Halliwell detects ‘a strong tendency towards the dynamics of quasi-theatrical
performance, i.e. the provision of a “staged” spectacle for an audience (some-
times literally a theatre audience)’2® Two areas where we do have very sketchy
evidence for ritual humour are wedding-songs and Dionysiac cult.

Two fragments of Sappho give us a flavour of epithalamia.3° In one we find
mockery of the paranymphos who manned the door when the couple retired:3!

Bupwpw Tédeg EmTopdyviol,
ta 3¢ odpuBara mepmePoeLa,
ntiocovyyot 8¢ 3éx’ Eembwyoay

The door-keeper’s feet are seven fathoms long, his sandals made of five
ox-hides, and ten cobblers worked on them.

SAPPHO fr. 110

Here, the ribaldry and the more banausic micouyyo3? are counterbalanced
by epic-style epithets éntopdyviot and meumefoeia:32 learning and comedy go
together. Even when more risqué ideas are used, they are expressed by allusive
language and not explicitly:

1 ot ) 6 pérabpov,
Opvaov,
GéppeTe TéxTOVES AVOpES:

L)

OpIvaov.

29  Halliwell (2008) 194.

30  Onepithalamia see Contiades-Tsitsoni (1990), with 68-109 on Sappho.

31 Hsch. s.v. Bupwpds, Poll. 3.42.

32 oxwnTel ... év melols ovopaat uaMov ¥ v momticois (‘she mocks him in prosaic rather than
poeticlanguage’; Demetr. Eloc.167). Alexander Aetolus said of Euboeus that éypagpe 3" ww)p
| €0 map” ‘Opmpetny dyaiyy éméwy | Tiodyyous 1) edpag dvoudéag (‘the man wrote well of cob-
blers or shameful thieves in parody of Homer'’s splendour’; fr. 5.5-6 ap. Ath. 6g99c); Pollux
attributes the word to comedians (7.82 = Adesp. fr. 801 K-A). Cf. also Herod. 7.39,108, schol.
Ar. Ran. 507b.20, Plut. 81.5.

33 For éntopdyuiot see only Od. 11.312 évebpyviog; for mepmeBoea cf. IL. 7.220, etc. émtaféetos.
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Yéuppos elo” 1o’ "Apeuy,
{Opvaov,y

8vdpog MEYAAW TIOAU UETDWY.
{Opnvaov.y

SAPPHO fr. 111

Raise high the roof—hymenaion! Raise it carpenters—hymenaion! The
bride-groom enters like Ares,—hymenaion!,—much bigger than a big
man

—hymenaion!

We can see something similar in the hymn to Hymen celebrating the wedding
of Opora and Trygaeus at the end of Peace. The chorus look forward to the ben-
efits of peace in terms of the goddess’s body:34

—i dpdgopey a0THY;

—i dpdgopey adTHV;

—TPUYNTOMEY AVTHY,

—TPUYY|TOMEY QVTHV.
Pax 1351-1352

—What shall we do to her?
—What shall we do to her?
—We shall harvest her!
—We shall harvest her!

Explicitly sexual vocabulary is avoided: ‘harvest’ is clear, though rare in this

metaphorical sexual sense.3> Similarly, later in the hymn, they sing

7ol uév péya xal oy,
Thg 8" 170U 10 abxov.
Pax1351-1352

His is big and fat; her fig is sweet.

Again, innuendo is used rather than explicit vocabulary: péyo xai oyt is regular
of the penis,3¢ and figs are used of male organs sporadically,3” though not of the

34
35

36

The text for Aristophanes is Wilson’s OCT; the translations are my own.

Cf. Anth. Pal. 12.256.1 (Meleager) tpuynoag / maidwv dvbog (‘having harvested the flower of
boys’).
Ach. 787, Lys. 22—23, Eccl. 1048; cf. also Nub. 539.
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female.38 Athenaeus provides the only two examples of Dionysiac songs. That
of the Phallophoroiis not at all ribald,3? that of the Ithyphalloi, who entered the
orchestra in silence before singing, more instructive:*°

Gvdryet’, edpuywplov

76 Bed) motette:

Béhel yap 6 Oedg dpBog Eopudwuévog
31& péaov Podilew.

Give way, make a broad path for the god, for he wants to march amongst
you erect and bursting.

Zouddw is very rare, being found only in the comedian Timocles of heavy eaters
and in Hesychius,* so again an obscure word protects against overly crude
obscenity.

This scanty evidence can be compared with Dicaeopolis’ phallic hymn at his
Rural Dionysia:*?

Dy, Etaipe Bogyiov,
265  EDYAWUE, VOXTOTEPITAGVNTE, HOLYE, TTOUDEPOTTH,

Extw o’ €Tl mpoaeinov elg ToV dfjuov EABwV dapevos,

oToV3AS TOTAUEVOG ERAVTE, TTPAYUATWY TE Xail KoY @V
270 ol Aapdywv Gmodayels.

TOMG Ydp €08’ #31ov, & DA Dy,

WAETTTOUTAY EVPGVE’ LY VAN PSpOY,

™V Ztpupodipou Opdttay éx Tod peMEw,

uéany AaBovt’, dpavta, xataBaAdvta xataytyapTioaL.

Acharnenses 264275

37  E.g. Eccl. 707709, Pherecr. fr. 103.

38  Though see Hsch. cuxdletv ... 0 wvilew év epwtinois opudiong (‘sukazein: to tease in sexual
intercourse’); Strattis Atalantus fr. 3.1—2 v Tooxpdtoug M) | ebpety pe cuxdlovaav (‘I
found Isocrates’ mistress sukazousan’), where the lady is alone and the meaning uncertain.

39  Ath. 622c (= Semus of Delos FGrH 396 F 24 = PMG 851b). See Bierl (2004) 267325 for a
very full discussion of and the scholarship on these songs.

40  Ibid. = PMG 8s1a. See Bierl (2004) 290—295.

41 éopudwpévos Meineke; MSS agupwpuévos ‘wearing buskins’. See Timocles fr. 1.2, Hsch. agu-
36w loyupds, ebpwatog, oxAnpés (‘robust, strong, tough’), Siwopuddoar avkfoat (‘increase’).

42 On the lyric aspect of this passage see Kugelmeier 1996: 151-154.
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Phales, Bacchus’ companion, fellow-comast, night-wanderer, adulterer,
pederast, I address you after five years, coming gladly to my deme, having
made a treaty for myself, freed from trouble, battles and Lamachus. It's
much nicer, Phales, Phales, to find Strymodorus’ pretty Thracian wood-
collecting slave-girl stealing in the fallow land and to pick her up, throw
her down and depip her.

The epithets potyé and madepaotd are uncompromising, but at the same time
clearly laudatory and like éogudwuévog apt for a sexually voracious deity. The
punishment of the slave-girl is uncompromisingly rape, but discomfort is mit-
igated at least in part by the comic compound xatoyryapticat (275), whose
meaning is both prima facie clear, and yet on further thought unclear. It is found
only here in literature (though éxyryaprtiw is regular for ‘remove the stone(s)
from’).43 Attempts at translation show its elusiveness, such as ‘remove her seed’,
i.e. ‘deflower’ (Starkie), ‘press her like a grape’ (Van Leeuwen), ‘to have inter-
course, because the pip is the penis’ (the scholia), which are not very helpful,4+
but it is the very uncertainty of the meaning which palliates any excessive cru-
dity, along with the mixing in of a metaphor from wrestling in 275. Altogether,
though overtly or allusively risqué language opens and stands at the centre of
the song, taken together it is notable for its restraint.

This restraint in ribaldry is seen in extenso in the long scene with the Eleu-
sinian Mystae in Frogs,*> which also illustrates how humour is found least in
lyric passages. The two initial hymns to Iacchus (324—352, interrupted briefly
by Xanthias)*6 eschew humour, but the chorus hint at the suitability of it in
such a religious contest:

330 Opaoel &7 eywartonpodwy
1031 TNV AxdAaTTOY
QUACTIAlYOVO TIUYY,
xapitwy mAelaToV EYouTay HEPOG, YV,
335  lepa oalolg poatalg yopelav.
Ranae 330-335

43  E.g. Dioscorides 1.25, Andromachus ap. Gal. 13.23.

44 X 275a REl'3. Cf Suda s.v. xatorytyapioat: xatd TV YEwpY @y Yrydptwv Bokely xal xatapmpl-
oot (‘to throw down among the agricultural seeds and penetrate’).

45 Ran. 316—459.

46  For a possible obscenity in 337—339 see Seager (1981) 250.
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Boldly stamping out with your foot the rhythm of the unbridled and play-
ful honour due to the god, very full of grace, the dance sacred to the holy
initiates.

The song is to be ‘sacred, ‘holy’ and ‘graceful’ but also ‘unbridled’.

The importance of the appropriateness of the humour recurs, when they
encourage each other, Opels 8’ dveyeipete poAmy | xai Tovwyidag Tag NUeTEPOS,
ol thide mpémovaty eoptfj (‘and you raise song and dance and our night-rituals that
befit this festival’),#” and pray to Demeter for reassurance:

xai u ATPAADS TAVYUEPOY
madoal Te xal yopedoat:

wol TOMA uév yeAold p’ ei-
390  TEMY, TOMA 8¢ amovdala, kol
i ofig £opTiis dieg
maigovta xal oxwpavta vi-
xyoavta Toviodabat.
Ranae 387-393

that I play, sing and dance all day safely, and say many humorous things
and many serious and that, playing and jesting as befits your festival, [ am
victorious and wear the victor’s ribbons.

This three-fold emphasis on the importance of appropriate jesting thus pro-
vides a reassurance that when they do use humour they do not want it to be
offensive. This then accommodates the subsequent ribald passage concerning
the torn clothing traditionally worn, in which Xanthias and Dionysus enthusi-
astically join:

Xo. ov ydip xateagyiow pev Eml YEAWTL

405 wam’ evtedeia T6e TO gavdahiowov
xal O paxog,
wa&Endpes tot’ dlypiovs mailetv Te xal yopedety.
"Tooeye QLAOYOPEVTE, CUUTIPOTIEUTIE LUE.
xal yap TapaAdpag Tt petpaxionng

410 v0v &) xateldov xal pdA’ edmpocwmoy,
gupmatatplag,

47  Ran.370-371.
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XTwviov mapappoaryévtog Titdiov Tpoxdpav.
"Tooexe QUAOYOPEVTE, TUUTIPOTIEUTE LE.
Av &yw 3’ del Twg QrAaxdAovBog el xal pet’ adTig
q15  mailwv yopedew BodAopat.
Ba. n&ywye TPdS.
Ranae 404—416

Ch. You've torn this sandal and this cloak for our amusement and enter-
tainment, and you've found a way for us to play and sing and dance
with no sanction. Iacchus, lover of dance and song, be my escort.
Indeed, looking around, I've just caught sight of the tit peeping out of
a torn dress of a very pretty young play-mate. Iacchus, lover of dance
and song, be my escort.

Di. I always like to join in the fun and I want to dance and sing with her.

Xa. Me too!

The chorus thus claim divine sanction for their words. It is the god who is re-
sponsible for things (¢&n0psg), including their ability to enjoy themselves ‘with-
out sanction’® and for the torn clothing ‘for our amusement’. Kai ydp (‘I say this
because’), introducing the jest about the girl, is then the proof of this: the god
causes the ‘wardrobe malfunction’ (xateoyiow).#9 These justifications of ritual
humour then prepare the way for more robustly obscene mockery of the son of
Cleisthenes, Sebinus and Callias in imitation of Eleusinian gephyrismos.

Before moving to the very different situation with the Olympian deities, it
is worth noting that Phales and Iacchus are “lesser” deities and further proof
that Aristophanes is happier to use ribald language with that class, perhaps
because mortals felt a greater affinity with them,5° is provided by the aggre-
gation of remarkable adjectives used in the songs to the Muse in Peace, which
begin seriously enough with a recital of her activities, before turning to advising
her what to do with various tragedians: Cratinus’ sons are

8pTuyag oixoyevels, YUALOYEVaS OpXTTAS
Vavo@uels, apupddwy dmoxvigpata, punxavodieas.
Pax 789-790

48  This is the more common meaning (LS], s.v. 1 2): Sommerstein’s ‘out of pocket’ (1996: ad
loc.) makes less sense of xat ydp, though it follows 404—406 well.

49 Titbiov, very rare outside comedy, is a neutral word: Ach. 1199, Pax 863, Thesm.143, 691, Plut.
1067.

50  On the comic portrayal of gods generally see Kleinknecht (1937b).
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home-bred quails, scraggy-necked dancers of dwarfish size, snippets of
dung balls, smart artificers.

Morsimus and Melanthius are

Topydveg &ogayot, Batidoaxrdmot "Apmutal,
Ypooadfat utapol, Tparyopdayoiot tybuodduat.

Pax 810-811

Delicacy-munching Gorgons, Harpyes who search after skates, foul lovers
of old women, demolishers of fish, with arm-pits like goats.

3 Olympian Deities

In prayers to Olympian deities, we again find humour, but this is more delicately
handled than with lesser deities, and so does not disturb the reverence for the
gods. This is not perhaps surprising when the prayer is addressed to the god’s
face, as when the chorus beg Hermes for help, using the standard reference to
earlier sacrifices in a somewhat familiar manner:5!

el TLxeXapLTUEVOY

xotpiSiov olofo map’ &-

uod ye xatedndonws,

o070 W) adAov vOug v Toutwl T TEdypaTL.
Pax 386—388

If you remember eating a delicious little piglet from me, don't think it a
small matter in these circumstances.

However, other hymns work in the same way. The hymn to Zeus, Poseidon, and
Ether in the parabasis of Nubes is simply laudatory,>? but describes Poseidon
as Y7 te xal dApvpds adda- / ang dyptov poxrevtyy (‘wild leverer of the earth
and salty sea’, 567-568), where poyAeutys gives a mildly comic image of the

51  For hymns to the Olympians uninterrupted by irreverence see too that to Peace in Pax
581-600, and the hymns of the women in Thesm. 312—330 and 352—371.
52  Nub. 563-574.
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god causing earthquakes armed with a crowbar and is not found again outside
this play in classical Greek, but this is hardly irreverent.>3 The parallel hymn to
Apollo, Artemis, Athena, and Dionysus has Athena as the atyiSog nvioyos (‘rider
of the aegis’, 602), a phrase which may look a little quaint but which has poetic
parallels.5* Even more delicate, in the hymn to Poseidon in Knights,3> are the
descriptions of the triremes the god delights in as not just ‘with blue rams’
but also as ‘tribute-bringing’ (554—555), a local joke which might seem of lit-
tle importance to the god.

The respect shown to the Olympians is also visible in the contrast with corre-
sponding non-lyric passages. In the opening scene of the Thesmophoria festival
in Thesmophoriazusae, there are two lyric choral hymns which are without
comic or intrusive material,6 the first with a large number of purely laudatory
epithets. These hymns surround the Curses, which begin seriously enough with
a call for prayers to various deities but soon turn to comedy in their proscription
of ‘anyone who makes overtures to Euripides or the Medes to the detriment of
the women or plots tyranny, or the return of a tyrant, or informs on a woman
passing off her child as another’s’5” Similarly, in Nubes, the trochaic epirrhema
and antepirrhema voice comic complaints about the Athenians’ neglect of the
Clouds’ warnings and their carefree way with the calendar, whereas the lyric
ode and antode have hymns summoning eight Olympian deities, again in seri-
ous terms.’® In the hymns in Birds to Peisetaerus as successor to Zeus, there
is no trace of comic subversion of the joy expressed, and the welcome to the
new ‘tyrant’ is interestingly sincere.>® Even Agathon’s hymn to Apollo, Artemis,
and Leto,%° on whose titillating quality Mnesilochus comments, is on its own
terms a perfectly serious composition, with the gods treated in a highly poetic
but respectful manner.

There is one example of notably ribald obscenity in a hymn which might
seem to contradict this claim, in Cinesias’ prayer about Myrrhine in Lysistrata:

53  Cf.1397 & xawév Endy ... poyAeutd of the orator Pheidippides. Words of this root are largely
confined to comedy and technical writers.

54  Cf. Pind. Nem. 6.66 xeipdv xal loybog avioxos (‘charioteer of manual strength’), Simon.
Anth. Gr.16.2 (= 30 Page) modaopoatvag Se&idg vioxos (‘skilled charioteer of wrestling’),
IG 112.6626.2 (Attica, 1V) Yvioyog Téxvng TporyUefiG.

55  Eq.551-564. The balancing hymn to Athena (581-594) is without obvious comic elements.

56  Thesm. 312—330, 352—371.

57  Thesm. 336—340.

58  Nub.563-619.

59  Av.1720-1743.

60  Thesm.101-129.
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@ Zed Zeb

eld’ ad v Womep Tobg Bwpods
KEYBAL TUPE xal TENaTHpL

975  Euotpédag xai Euyyoyydiag
ofyoto pépwv, elta pebeing,
1) 3¢ péport’ ad mdAW el T Yy,
wqt’ eEaipwng
mept ™Y PwAny meptPaiy.

Lysistrata 972—-979

O Zeus, Zeus, I wish you'd sweep her up and spin her round like grain in a
great tornado and lightning, bear her off, and then let her go, so that she
was carried to the ground again and fell suddenly on my stiff prick.

However, this is not quite like the other prayers we have looked at. It is not part
of a formal cultic occasion, but an ad hoc appeal of a rather colloquial kind.

4 Variations with Humour

The flexibility and complexity of Aristophanes’ use of ritual humour can be
seen in a pair of extended passages, where the disruptive potential of obscenity
is mitigated, either by linguistically integrating it or suiting it to the particular
aspect of the ritual. In Trygaeus’ hymn to Peace,5! the immediate context is a
ribald joke about chickpeas and insults to the chorus conducted in iambics,
before Trygaeus begins his hymn seriously enough with an elevated tone that
evokes cultic conventions:62

@ oepvotd Paciteia Oed,
métvi’ Eipnwy,
Séamotva Yop@v, déaTova YaUwY,
dékou Buaiav v Nuetépav.

Pax 974-977

O most holy queen, goddess, lady Peace, mistress of choirs, mistress of
marriage, receive this our sacrifice.

61  Onsacrifice in comedy, see Bowie (2011a); Redfield (2012); Chepel (2020) 157-186.
62 dékau ... petépay is formulaic, as at Nub. 274, Vesp. 876: see Kleinknecht (1937a) 44—48.
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The chorus respond with a bomolochic remark:63

980

985

Sékau 3, & moAvTIwATY,

w) Alat, xal p molet y’ dmep al

potyevdpeval SpRat yuvaixes.

xal yap Exevat Tapohivagal

T adAelog TopaxdTTOVaLY,

%8V TIG TPOTEYY TOV volv adTals

dvoywpodaw,

xqt’ v dmiy mopocdTTovs ad.

ToOTwY g molet pundev €97 Nuag.
Pax 978-986

Yes indeed by Zeus, receive it, most honoured one, and don’t do what the
women intent on adultery do. They open the courtyard door a bit and
peep out, and when anyone takes notice they retreat; and then when he
goes away they peep out again. Don'’t you do that to us anymore.

St and vy Ai” appear to pick up and emphasise Trygaeus’ plea, but then intro-
duce an unexpected image of Peace as a teasing harlot. The language is however
restrained, potyedw being a relatively prosaic word.5* These ribald remarks are
carefully re-integrated into the hymn by Trygaeus:

ud Ai’, A\ dmdgrvov SAn cavtiy
YEWALOTPETTAG Tolaty Epaatais
MUy, of cov Tpuyued’ 1dm
Tplo xai 3éx’ Etv).

Pax 987—-990

No indeed, but reveal yourself fully and as befits a noble lady to your
admirers, who have longed for you for thirteen years now.

Ma Al" and dmégnvov 8Any gautyv might suggest the continuation, reinforced
by épaartals, of the chorus’ sexual inuendo about Peace revealing herself. How-
ever, €paatyg can be used neutrally,%5 and yewatompendg begins to move the

63

64
65

The argument is not affected whether the chorus, as Brunck suggested, or the Slave, as in
MSS R and V, speaks these words.

E.g. Lys. 115, PL. Resp. 360b1, Arist. Hist. an. 586a3, 619a10.

E.g. Ach.143, Eq. 732,1341.
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context away from saucy to noble women.®¢ The return to respectability is
then furthered by tpuyodued’, alargely poetic word for strong suffering, used for
respectable pining for a husband in Sophocles,®” but not for erotic love until the
Anthology.%® The chorus’ remark thus suggests that this will be a comic prayer,
but Trygaeus then steers it back to seriousness.

The rest of the prayer proceeds without further ribald interruption. Trygaeus
does introduce various forms of material that would normally be extraneous
to a religious context, but these are integrated by the way the language charts
a careful course between the serious and the comic. He continues:

ADgov 3 udyag xat xopxopuyds,

vt Auaipdymv o€ xaAQpeY:

madaov 8’ Nudv Tag bmovolag

Tag TEPKOUPOUS,

als oTewpvANSued’ glig dMAAOUS.
Pax 991-995

Break up our battles and turbulence, so we can call you Lysimache, stop
our arrogant suspicions, with which we waste time nattering against each
other.

xopxopuyds and oTwpvMOoped’ are hardly words one expects to find in a serious
hymn. The first is very rare: it is found of war in Aeschylus, xopxopuyai 8’ &v’ datu
(Septem 345), but the scholia note that xexwuddytor 8¢ ) AéEig. Aéyeton yop pa-
Aov €t BopPBopuyuod xotAiag (‘the language is comic, because it is used more of
tummy-rumblings’);%9 there is also a unique instance of the corresponding verb
in Nubes 387 x¥A6vos ... [yaotépa] Stexoproplynaey (‘a turmoil growled through
your stomach’), a similar mixture of high and low registers. ctwpdMw is con-
fined to Aristophanes in classical Greek, and it and its cognates are clearly of
low register. However, these vulgarisms do not function to debase the hymn but
rather to pour scorn on the manner in which the Greeks conduct their affairs,
by which Trygaeus is establishing a close and genial relationship with the god-
dess.
Trygaeus now moves into culinary discourse:

66  For the sense ‘as befits a noble lady’, cf. dovAompemg, eompems. ‘Boldly’ (Olson (1998) ad
loc.) does not do it justice.

67  Trach.109-110 évBuplolg ebvais dvavdpwtolat Tptyxeabart.

68  Anth. Pal.12.88,143 (anonymous).

69 SoXI.
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uetEov 8’ Mpds Todg "EMvvag

T €€ dpxis

QUALOG YVAG xal TUYYVWUY

T TPAOTEPQ XEPATOY TEY VOOV.
Pax 996-998

Make a new blend of us Greeks from scratch with an infusion of friend-
ship, and mix our minds with a more gentle forgiveness.

The wittily deployed metaphors from the sympotic mixing of wine mark the
point where food replaces sexual innuendo as the dominant topic, as desired
foods in the markets are listed without any humour: food is one of the blessings
of Peace.

Mockery of gluttonous tragedians reintroduces coarse language, but the
coarseness is restricted to two words, Tupfdlecbat (‘jostle’), alargely comic word
used scornfully by prose-writers,” and tév0aug (‘gluttons’).”! The picture of the
chaotic market-place finally mediates the move from formal hymnody back to
the comic plot. Thus, through strict command of register, Aristophanes nav-
igates between the Scylla of too great formality and the Charybdis of comic
bathos.

5 Frogs

The combination of irrelevant and irreverent material also informs Dionysus’
crossing of the Styx in Frogs.”? The Frogs encourage themselves to sing the song

WV duel Nuaytov

Atd¢ Awyvuoov gv
Afpvonaty ioynoapey,
iy’ 6 xpamaAdKwUOg
Tolg lepoiat Xvtpolat yw-
pel xaT’ EUOV TEPEVOG
A&V EyAog.

Ranae 215-219

70 Pax1007; cf. Xen. Cyr.1.2.3, Isoc. Antid. 130; Polybius apologises for using it (1.67.3); see also
Neil (1901) on Egq. 310.

71 Pax1009; a comic word, found in Cratinus fr. 320, Cephisodorus ap. Euseb. Praep. evang.
15.2.

72 Ran.209-267. See Halliwell (2008) 211-214.



358 BOWIE

which we sang in honour of Nysian Dionysus, son of Zeus, at the Marshes,
when the hung-over crowd of people goes through my sanctuary at the
sacred feast of the Pots.

xpatmoAdxwpog stands out as a striking word in a religious context, but it well
describes the crowds after the Choes drinking-competition the day before, and
so has its place here.

The hymn is interrupted by Dionysus with coarse remarks, but the Frogs
ignore him and like Trygaeus soon get the hymn back on track:

Av &yw 3¢y dyelv dpyopa

v 8ppov, & xodE xodk.

Bow. Bpexexextt xod& xodk.

Av Opiv 3" Towg 00dEY peéAEL.
225 Ba. Ppexexextt x0d& xodk.

Av. G\ €E6Notaf’ adTE xodk:

003EY Ydip 0T’ AN 1) xodE:

Baw. elxdtag Y, & oA TpdTTWV.

gpe yap Eatep€ov {puév) ebiupol te Mobaat.
230 ol xepoPdag Ildv, 6 xadapdpboyya mailwv:

TIPOTETITEPTETAL 8’ 6 POPUINTAS ATIOM®WY,

gvexa ddvanog, 6v OO pLoY

gvudpov &v Auvaig Tpépuw.

Ranae 221—233

Di. I'm beginning to get a pain in my anus, o koax, koax.

Fr. Brekekekex koax, koax.

Di. You couldn'’t care less, I suppose.

Fr. Brekekekex koax, koax.

Di. Damn you and your ‘koax’: there’s nothing but ‘koax’

Fr. And quite right too, you busy-body. For the Muses with their lovely
lyres are fond of me, and Pan the hoofed god who performs tunes on
his reeds, and Apollo too the lyre-player because of the reed for the
lower bridge of his lyre which I'look after in the water.

Coarse though Dionysus’ opening remark is, the word he chooses for his rear is
8ppog, a rare word found in comedy and sparsely in medical writers: Tpwxtds,
restricted in classical Greek to iambic poetry and comedy,”® would have given
a very different tone.

73  Hipponax fr. 104.32; 47x in Old Comedy.
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The next exchange follows the same pattern of complaint and defiant re-
sponse, but Dionysus’ language becomes coarser, with mpwxtég now employed:

Av &yw 38 pAuxtaivag y’ Exw,
XO TpwxTog idiet TaAaL,
%@t adtix’ Socdag Epel—
Bow. Bpexexexit xod& xodk.
240 AL N, & pAwddv yévog,

madoaabe.
Ba.  pd@Mov pév odv
BeyEopead’, el O mot’ ed-
NAlotg v apépataty
NAdueabo did xumeipov
xol QAW ...

Ranae 236—244

Di. And I've got blisters; my arse has been sweating for ages, and it’s
about to peep out and say ...

Fr. Brekekekex koax, koax.

Di. Stop, please, song-loving race.

Fr. No way: we're going to sing even more, if ever on sunny days we leapt
through the lotus and reeds ...

The more intimate details of his rear’s ailments and the suggestion of a fart in
238-239 seem to be taking the scene into very unreligious territory, but the reli-
gious aspect of the song is not affected, since it turns out that this finished at
239 after the climactic boast of the Frogs’ relationship with the major gods: now
the subject has shifted away from divine matters to the Frogs’ daily lives in the
marshes. Furthermore, mention of the fart is cleverly side-stepped by the Frogs’
‘brekekekex’, which continues the joke of that refrain but is also an appropriate
continuation of the sentence in an allusive manner. Finally, that the ribaldry in
the song comes from the god Dionysus himself gives it some form of sanction.
It is only from here on that Dionysus’ interventions become much more intru-
sive and eventually succeed in silencing the Frogs: when the rough-and-tumble
starts, Aristophanes moves away from the sacred to the mundane.
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6 A Contrary Case?

A final confirmation of Aristophanes’ preservation of the sacred aspect of reli-
gious utterances can be gained from Agathon’s servant’s announcement of his
arrival in Thesmophoriazusae, where in a parody of divine epiphanies a hymn
is brutally dismantled:"

OE. elgynpog mag éatw Aads,
40 OTOMA GUYHAY0OG" ETTIOYMET Yo
Bicgog Movadv &vdov peddpwy
TGV SETTOTVVWVY HEAOTIOLGV.
gxéTw ¢ TVodg VVEpOS aifnp,
* 08 TE TEVTOV ) KEAXSEITW
45 YAauxov:

Ky. Poupd.

Ev. atya. T Aéyey;

Oc. TTYVRV TE YEW) xaTanoludabe,

Bnpdv 7 dryplowv Todeg DAOSPOMWY

U1 Avéafov.

Ky. Bouporofoupdt.

Oc. péMet yap 6 xaMiemng Ayddwv
50  TPOMOS VUETEPOG—

K.  udv Bwelobay;
O¢. Tig 0 puvTag;
Kyn. wvepog aibnp.
Oc. dpudyoug TIdévat Spdpuatos dpxds.
ndpumteL O¢ véag aPidog EMQV ...
57 %Ol XOOVEVEL
Ky. ol daudlel
Oe. tlg dryporctag TeAddel Bpryxois;
K. 6¢ €rtotpog god tod te mowTod
60  Tod xoMiemods xartd ToD Bpryxod
TUYYOYYDANS Xal guaTpEPag
TouTl TO TE0G Yoavedaal.
Thesmophoriazusae 39-53, 57—-62

74  Seealso Horn (1970) 94-106, Kugelmeier (1996) 271-276.
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Se. Let all folk keep silent, shutting their mouths, for the thiasos of the
Muses has come to stay in the halls of our poetic master. Let the
windless air still its breezes, and the glaucous swell of the sea not
roar.

Mn. Bombast!

Eu. Shut up. What'’s he saying?

Se. Let the races of winged ones be still, and the feet of the wild beasts
not be loosed so they may roam the woods.

Mn. Bombalobombast!

Se. For the fair-voiced Agathon, our leader will soon ...

Mn. Surely not ‘be buggered’?!

Se. Who spoke?

Mn. The windless aether.

Se. ... lay down the oaken foundations of his play ... He bends the new
felloes of his words ... and moulds it.

Mn. And sucks.

Se. What peasant comes near these coping-stones?

Mn. One who is ready, once he’s twisted round and rolled up you and
your poet with his pretty words, under your coping-stone to round
you out with this cock.

His call for euphemia regularly precedes significant rites,” and the reference to
the arrival of the Muses suggests an epiphany by them, an idea supported by the
call for quiet in the natural world which also precedes numinous moments.”
However, in other religious contexts, the speaker largely sings without interrup-
tion, but here he is six times heckled by Mnesilochus. The mixture of registers,
normally avoided in religious songs, here undermines any seriousness. High-
style ebgnuog mas €otw Aadg contrasts with the curter atopa guyxAyoag?’” and
the prosaic émdnpel (rare in poetry);”® poetic perdbpwv, deamoctvwy (a poetic
plural), mvods, wvepog aibnp, xOpa, xedadeitw, YAauxodv, Ttyvév culminate in a
rather inelegant closure about the feet of the beasts. Mnesilochus’ interven-
tions move from nonce words, Boufpd&, fopfaroBoppd, to brute obscenity with
u@v Bvelodat, Aaedlet and ouyyoyyddag xal cuatpédag [ Touti T6 TE0g Yoavedaal,

75  E.g. Aesch. fr. 87, Soph. fr. 893, Ar. Ach. 237.

76 Av.777-778, Eur. Ba. 1084-1085, Limenius fr. 1.7-10.

77  Eur Hipp. 498 odyl cuyxAyoelg atépa, Ar. Eq. 1316 eDgnuely xp1) kol oTOU KANEW.

78  For its use of gods see Ar. fr. 407, Callim. Hymn 2.3, with schol. ¥ 1, IG 1v2.122.10-13 (Epi-
daurus, ca. 320).
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ending with a bravura collection of metaphors for poetic construction. Half-
way through it is revealed that no god, but a man is expected: there being no
risk of offending a deity, Aristophanes can have some fun with hymnic lyric.

7 Conclusion: Choruses’ Ritual Acts?

Aristophanes is thus generally careful not to let obscenity or irreverently irrele-
vant material have a major effect on formal cultic song. With the Olympians the
restraint is especially noticeable: comedy is happy to make fun of them,” but
not in lyric hymns. Even in genres such as phallika and wedding-songs where
colourful language is expected, the more ribald material is never of an extreme
kind, and the language often metaphorical rather than explicit. In other cases,
comic expressions can mitigate the obscene material, and careful control of
linguistic register helps to integrate it into the context. Only in a hymn that is
not truly cultic does he allow a demolition to take place.

It may perhaps be no surprise that Aristophanes essentially reproduces
Greek, or at least Athenian, religious practice with regard to scurrility and the
gods.80 It does, however, raise the thorny question of whether the rituals per-
formed on stage can thus be thought to be “real” rituals: is it true that ‘the comic
chorus is ... not only derived and descended from ritual, but is to a large extent
ritual as well'?8! It is not difficult to conceive of a tragedy or comedy as a whole
as a ‘ritual) in the sense of an agalma or source of delight to the gods, just
as the Olympic games were.82 However, though speech-act and performance
theories provide modes of conceiving comic rituals as actually effective, the
complexities and wit we have seen in Aristophanes make one wonder whether
an audience would have been thinking they were involved in a “real” ritual.

A test case is one of our most complete descriptions of a sacrifice, Trygaeus’
to Peace.®3 Unlike in most other comic sacrifices, at both the start (962—967)
and end (1115) of the sacrificial scene the audience is explicitly included in

79  See Bowie (2010) 148.

80  Forthe similarities between Aristophanes’ depiction of ritual and actual practice, see Che-
pel (2020) 33-87.

81  Bierl (2009) 267. His is the strongest statement of this theory; he is followed by Chepel
(2020). On this, see Halliwell (2008) 206—214. A similar question is raised about tragedy:
see e.g. Easterling (1989); Henrichs (1996a), (1996b); Krummen (1998); for a different view
Scullion (2002). On choral activity and ritual, see also Stehle (2016).

82  Cf. Eg. 551-558 for Poseidon’s delight in chariot-racing.

83  Similar points could be made about the rite conducted by Peisetaerus in Av. 865-1057
which is in iambics. See also Furley (2007) 120-121.
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the proceedings. Pax was performed at the Dionysia, and so in the presence
of Greeks from a wide variety of cities, which makes credible a sense that this
is a real as well as a fictional religious celebration of a Greece-wide peace.

However, one has also to take account of the considerable amount of comic
business: it is notable that from the moment the sacrifice begins, we have
not solemn ritual but sexual jokes. The throwing of the barley-grains to the
audience brings punning on xpt8ai (also ‘penis’). Trygaeus does use a standard
cry before a rite tig fjd¢; (‘who is here?’), to which the response was oMot
xdyafol, 8 but he gets no reply, causing him to ask mod mot’ eigl moMol xdrya-
fof; (‘where on earth are many and good?’). The slave ironically suggests they
treat the chorus as such, but Trygaeus demurs and the Slave feebly says they
count as such because of their bravery when sprinkled with a little water. Thus,
though the audience are apparently included in the rite, their credentials are
not accepted and the sacrifice turns its focus back to the stage.

The rite proceeds in an unusual way with anomalous treatment of the ani-
mal. Ordered to slaughter the sheep, the Slave wittily says Peace does not like
blood-sacrifice, so the sheep is taken inside and the thigh-bones brought out,
Trygaeus joking that this will save the Choregos the cost of the (scrawny) beast.
The arrival of the chresmologus Hierocles then leads to the rite being con-
ducted, not with solemn process, but with constant interruption, ridiculous
oracular pronouncements, insults, literary parody, and violence. An enormous
amount is done to distract the audience, so it would have been hard for the
most devout to feel that he or she was at an actual rite. We ought to give both the
sacrifice, which has many features of a standard one, and the humour, which
works hard to subvert it, equal weight: the audience is initially invited to take
part in the rite as if it were “real,” but is then side-lined as fictionality takes over:
they have a complex negotiation to make.

84  Schol. RV on 968.



CHAPTER 18

Song and/as Sacrifice: On the Sacrificial Pragmatics
of Poetry

Pavlos Sfyroeras

Already from its earliest appearance in Greek poetry, choral singing is paired
with sacrificial ritual. The hecatomb for Apollo in Iliad 1.447—474, the first of
a whole series of sacrifices in the epic narrative, includes all the familiar ele-
ments: preliminary gestures, prayer, slaughter, preparation of the animal, cook-
ing, and feast. The ritual sequence, however, is not fully complete until the
Achaeans have spent an entire day (mavpéptot) propitiating the angry god with
song and dance (poAr)), by intoning and dancing the beautiful paean (xaAov
deidovteg Tamova ... uéAmovtes); it is in these sounds, in fact, that Apollo is specif-
ically said to rejoice in his heart (@péva tépmet’ dxodwy, 1.472—474).

This pairing seems to set the tone for what is to come: in poetic diction
and sacred inscriptions of archaic, classical, and post-classical Greece, song,
often accompanied by dance, and sacrifice are performed side by side, often
as part of the same festival setting; in addition, we often hear singing around,
or in close proximity to, sacrificial symbols like altars or tripods, or in contexts
such as the symposium that presuppose, notionally if not in actuality, a sac-
rifice. There are songs, of course, that are performed in other ritual settings:
Alcman’s partheneia represent one such example. What is more, we may even
come across songs that have no discernible ritual association at all. Yet, the
prominence of the sacrificial connection, so widely attested that it may even
be taken for granted, seems worth exploring. Starting therefore from the estab-
lished coexistence of these two different genres of performance, lyric song and
sacrifice, I wish to ask how it shapes the perception of song by poet, performer,
or audience. How would they understand the relation of song to the ritual ges-
tures next to it? Can we reconstruct what a “native on the ground” might have
said to an inquiring ethnographer engaged in fieldwork in ancient Greece?

1 From Symbiosis to Convergence

The evidence for what I would call the symbiosis of song and sacrifice is too
extensive to be presented fully. I shall therefore limit the following overview

© PAVLOS SFYROERAS, 2026 | DOI:10.1163/9789004750388_020
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to some instances that seem to point to something more than simple co-
existence, namely to a kind of convergence, spatial as well as conceptual.

Let me start with the spatial convergence, by which I mean the performance
of song and dance around an altar. This practice finds a divine prototype in
Hesiod’s Theogony, which opens by evoking the image of the Muses dancing
around the spring and altar of Zeus on Mount Helicon (mept xpivnyv ... dpyedvta
xal Pwudy, 3-4).1 The deities that are invoked as the source of poetry are thus
from the first connected with an emblem of sacrifice. Zeus appears at the center
of another divine prototype in the Dictaean hymn, recorded on a later (third
century CE) inscription discovered at Palaikastro in Eastern Crete but proba-
bly originating in the early Hellenistic period, if not earlier.? In the opening of
the hymn (1-10), the Dictaean Zeus is addressed as the ‘Greatest Kouros’ and
invited to rejoice in the song and dance of the Kouretes (yéyaft poAng, 6). The
performers, presumably impersonating the Kouretes, figures of armed youths
in myth, summon the divinity by referring to their own performance: ‘we weave
(or pluck) lyres mixing them with pipes and sing standing around your well-
walled altar’ (tedv dpel fupdv odepxdj, 9—10). Both the actual performance and
itsreenacted mythical archetype focus on the bomos at the center; the occasion
to which the god is called combines performance of poetry and the symbolic
evocation of sacrifice.

Even when they are not explicitly mentioned, divine models of perfor-
mances around an altar may be said to underlie human cultic occasions, such
as the festival promised to Apollo in the Theognidean corpus if the god saves

Megara (773-783, esp. 776—779):

var got Aaol &v ebgpoaivy
7pOg EMEPXOUEVOL XAELTAS TEUTWT Exatdufas
Tepmopevol x1dpy xat épaty Sadly
madvwy Te Yopols lofiatl Te oov mepi Bwudy.

So that people in good cheer when the spring arrives send you renowned
hecatombs, as they take pleasure in the lyre, in lovely festivity, in choruses
of paeans, and in shouts of joy around your altar.

1 To reverse the perspective, ‘the dancing of the Muses is modelled on that of mortals), as West
(1966) 152 notes, adducing the dance of Cretan women du¢’ épdevta Bduov (°290 Neri = inc.
auct. fr. 16 V.).

2 IC 111 2.2. For recent discussions see Furley and Bremer (2001) no. 1.1 and Alonge (2011) 221
228, 230—233.
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The spring festival in this passage that echoes with epic tropes includes both
hecatombs and music. Their coexistence is evident in the persistent alterna-
tion of sacrifice and song, which at the same time intertwines divine honor and
human pleasure. The hecatombs, offered to Apollo in an atmosphere of human
cheer, give way to the kithara and then the lovely feast—both sources of human
pleasure—which continues with paeanic choruses and ritual cries around the
altar. This definition of space, with the final zooming in on the altar (o6v mepi
Bwudv), further underlines the correlation of performance and sacrifice by com-
ing back full circle: as the singing dancers are envisioned to encircle the altar,
the human pleasure derived from the sounds and movements is imagined to
be shared by the divine recipient, whose altar is the center of the occasion.?
This evocation of the Megarian festival may draw on a tradition of per-
formances around the altar that are particularly associated with the cult of
Apollo, on Delos, at Delphi, and elsewhere. The final section of the Homeric
Hymn to Apollo (474—523) offers an early aetiology of this practice: the god
himself instructs the Cretan sailors and future priests to build an altar on the
shore, around which (mepi fwpév) they are to stand and pray (490—492, 508—
510). After they complete their feast, Apollo, playing his lyre, leads them in
procession to Delphi, while they sing the paean (500-501, 514-519).4 Against
this cultic and poetic background, a simile in the Argonautica of Apollonius
of Rhodes (1.536—539) describes a dance performed by youths (%i@eot) around
an altar (mept Bwpdy, 538) in Apollo’s honor on Delos, at Delphi, or by Ismenos’
waters in Boeotia.5 A striking example from a related cultic sphere that joins
Apollo with Asclepius is provided by an early fourth-century inscription from
Erythrai in Asia Minor.® This list of sacrificial regulations concludes with the

3 Onthe passage, see Van Groningen (1966) 299—302. For the convergence of human and divine
pleasure, see below.

4 Despite the burning of barley (491, 509) and feasting (497-499, 511-513), the passage refrains
from explicitly mentioning animal sacrifice, which the poet seemingly reserves for Apollo’s
concluding instructions to his Delphic priests (535-536); the reticence may be explained
through the conclusion of this essay, more fully developed in Sfyroeras (2020). Athanassaki
(2018) correlates this important scene, on which see also Richardson (2010) 144152, with
Plato’s depiction of Apollo as fellow-dancer and fellow-celebrant of mortals in Laws; see
below.

5 We could possibly connect this dance with Bacchylides 17, also performed by youths for
Apollo on Delos. The conclusion of Callimachus’ Hymn to Delos, however eccentric, brings
together not only the mythical dance of Theseus and the Athenians (312—313) and the mys-
terious ritual of visitors (321-323), both performed around an altar, but also the geographical
chorus of the Cycladic islands around Delos (300—301) with its fragrance of incense (300) and
its many altars (316).

6 Sokolowski (1955) no. 24; IEry 205; Burkert (1985) 268.
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depositing of the ‘sacred portion’ of the meat (v ipnv polpav), while a paean
is performed three times around the altar of Apollo (matwvilew Tp@Tov Tepl ToW
Buuov tod "AméMwvog Tévde Tou TTadva €§ Tpig, 34—36). The symbolism of the
altar is obvious: in addition to the explicitly sacrificial occasion, the deposition
of the sacred portion of the meat on it is simultaneous with (and parallels) the
performance of the paean around it.

It should be acknowledged at this point that blood sacrifice, i.e., ritual
slaughter of an animal typically followed by preparation and consumption
of its meat by the sacrificial community, is not the only form of material gift
made to the gods at their altars, but one among many. One could mention, for
example, libations of milk, wine, and honey; offerings of first fruits (dmapyal)
of agricultural produce; garlands and wreaths; choice parts (dxpofivia) of war
spoils, etc. All these can be brought to the altar, some even consumed.” But
there is no doubt that the predominant mode of offering to the gods is that of
animal sacrifice: it is no accident that for Plato’s Socrates ‘sacrificing’ becomes
synonymous with ‘making a gift to the gods’ (Plato Euthyphro 14c8). By contrast,
other types of gifts, whether accompanying sacrifice or not, form the periphery
of what we might call the sacrificial center. We could therefore say that, what-
ever secondary associations it may have, the altar by itself serves as a primary
metonymy, linguistic or visual, of sacrificial ritual practice, as in the inscription
from Erythrai just mentioned.

To return now to song and dance: far from being an Apolline idiosyncrasy,
performances around an altar feature in various other settings.® Consider,
for instance, Pindar’s Dithyramb for the Athenians (fr. 75), and its call to the
Olympian gods who approach the ‘frequented fragrant navel of the city’ (moAs-
Botov ... doteog dupardv Budevt|a], 3). The gods are invited by the Pindaric cho-
rus to bestow xdpis on it and to take their fill in its spring songs (Adyete ...
Tav T’ eapdpdmwv dotddv, 6). These include of course the present dithyramb,
performed in close proximity to a location that has been persuasively iden-
tified with the Altar of the Twelve Gods at the Agora.® Similarly, in Pratinas’

7 See, briefly, Burkert (1985) 66-73.

8 Sappho fr.154 Neri (al 8" wg wept Bduov éotdbnoav) is too fragmentary for any conclusions about
dancing. Equally fragmentary, Pindar’s Third Paean (fr. 52¢) seems to combine a fragrant altar
with ‘well-woven’ songs (Quéevta Buudy ... dodals év ebmiexéoat 8-12); see Rutherford (2001)
277.

9 On the setting of Pind. fr. 75, see Sourvinou-Inwood (2003) 89—98, who views the omphalos
as part of the agora. More recently, Neer and Kurke (2014) and (2019) 123-156 have convinc-
ingly located it in the old agora east of the Acropolis. On the pragmatics of this poem, see
Calame (2013b) 340—341. Adding to the analogies between fr. 75 and Plato’s Laws that Athanas-
saki (2018) discerns, I would compare the proximity of yopév and xdpw (75. 1-2) with the
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hyporcheme (fr. 708 = TrGF 4F3), the chorus protests against the new tendency
of the aulos to dominate the choral performance, which (and this is our con-
cern here) focuses on the ‘much-clattering altar of Dionysus’ (¢nl Atovuatdda
moAvTdtarya Bupéday, 1). The genre, occasion, and date of this fragment have
been debated at length;!° yet there is no doubt that it describes the perfor-
mance of a chorus around a sacrificial emblem.!

Another metonymy of sacrifice is the tripod, which designates the combi-
nation of a cauldron (lebes) and its three-legged supporting stand, i.e. a three-
legged cauldron, attested as a prize in athletic and other contests, including
dithyrambic ones.!? Primarily used for the boiling of sacrificial meat after the
grilling of the entrails (splanchna), it represents a later moment in the sacrifi-
cial sequence.!3 Its strong sacrificial connotations underlie Herodotus’ observa-
tion (2.41.3) that, because of their aversion to sacrificing oxen, Egyptians would
never use a Greek’s knife, spit, or cauldron, considering these objects polluted
by virtue of their association with sacrificial practice. These same connotations
seem to have led Pindar (fr. 59.11-12) to pair tripods and sacrifices (tpimé3eaat
Te [ xai Buaiog).1* Given the regrettably fragmentary state of this poem, we can-
not be certain that the phorminx (edput]yyy, fr. 59.9) that is partially restored
before the ‘tripods and sacrifices’ is directly linked to them, or that this song,
which has been reasonably assumed to relate to the oracle of Dodona, could
exemplify the ‘tripod-carrying song’ (tpimodnopndv pérog) that accompanied
the transportation of tripods from Thebes to Dodona.l®

etymological link of xopés and yapd in Leg. 654a. For a different view of the location of the
performance of this song, see Fanucchi’s contribution to this volume.

10  The suggestion of Seaford (1977) that it comes from a satyr play has found adherents but
not universal acceptance; for a recent discussion and bibliography, see O’Sullivan and Col-
lard (2013) 242—247.

11 Space permits only a passing reference to the tragic and comic choruses; typically iden-
tified with the genres in their totality (/G ii? 2318; cf. PL. Leg. 8oob—c), they performed
around the thymele at the center of the orchestra, on which see Wiles (1997) 71-78. I treat
the implications of this for the interpretation of comedy in a forthcoming monograph,
for which the present reflections serve as prolegomena. My approach does not depend
on claims about origins; the classic formulation of such a claim for tragedy is of course
Burkert (1966).

12 On tripods as athletic prizes and their sacrificial associations, see Sansone (1988) 88—9o,
94. On sacrificial bulls and tripods as dithyrambic prizes, see Heinemann (2013) 300-306
and lerano (2013) 373—377.

13 On the boiling of sacrificial meat, see Ekroth (2008a) and (2008b) 274—276.

14  On the fragment, see Rutherford (2001) 427—429.

15  Procl. Chrestomathy 321b33; cf. Rutherford (2001) 354—355, 429. For a discussion of the cul-
tural dimensions, especially the cultic aetiology, see Kowalzig (2007b) 331—352.
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But at another oracle, at Delphi, the connection between the tripod and
choral performance is more securely attested. The chorus in Euripides’ Ion
locates Apollo’s mantic activity at the point ‘where the choruses dance around
the tripod’ (mepiyopevopuéve tpimodt, 463). Though the text here is not absolutely
certain, the generally accepted emendation meptyopevopévw seems preferable
on the basis of a statement by Himerius in the fourth century ce (Phot. Bibl.
Codex 243 p. 369b 32 = Or. 12 Colonna) that the Delphians have always been
dancing around the tripod with paeans (AeAgol ... Aatpedovat uév del @ Be®
xal TEPLY0oPELOVTL PETA TTatdvewy TOV Tpimoda).16 Yet, even the manuscript reading
mapayopevouéve Tpimodt or Scaliger’'s emendation mapd yopevopéve Tpimodt (‘near
the tripod honored with dances’) would demonstrate Euripides’ awareness of
the Delphic practice, which is confirmed by other evidence. Again Himerius,
seemingly paraphrasing Alcaeus’ Paean to Apollo (fr. 307), narrates how the Del-
phians, seeking to attract the god from the Hyperboreans, composed a paean
and a tune (modva guvBévteg xal uérog) and set up choruses of youths around
the tripod (xal yopobg 1iBéwv mept Tov Tpimoda aoavteg, Himer. Or. 48.10-11).17
Alcaeus’ hymn, of course, would be an instance of such a paean; performed
near the tripod, it both recalls the first performance and re-enacts it in the
present, to invite once again the god from the far north.

As arrangement in space inevitably shapes mental perceptions, spatial ap-
proximation in the case of performance leads to conceptual convergence.
Let me illustrate this shift by examining first Bacchylides’ Paean for Apollo
Pythaieus at Asine (ft. 4). This long fragment deals with the foundation of the
altar and shrine of Apollo in Asine after Heracles defeated the Dryopians and
resettled them there; its complex aetiological narrative has been meticulously
analyzed against the background of ethnic and social integration in the Argolid
and of Spartan—Argive rivalry, political and cultural.’® I shall limit myself to
the song’s celebration of the resulting ritual harmony (61-68). After the Bac-
chylidean choreuts move from the past foundation of Apollo’s shrine to the
present of the cultic occasion, they list the boons of peace and pair the ‘flowers
of honey-tongued songs’ (63) with burning thighs of oxen and sheep on altars:

16 Inhis Teubner edition, W. Biehl (1979) adopts meptyopevopéve, Musgrave’s correction of the
manuscripts’ mapoyopevouévew. In addition to Himerius, he adduces Eur. Phoen. 2341ff with
the Scholiast’s gloss (16 yap éAicowv dvtl Tod Teptyopedwy).

17  Furley and Bremer (2001) no. 2.1. If [Plut.] De musica 14.135F refers (as has been assumed;
cf. fr. 307¢) to the same hymn as Himerius, he offers indirect evidence for its sacrificial
associations. It is unclear, however, how closely Himerius paraphrases Alcaeus’ hymn.

18  Kowalzig (2007b) 128-160.
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Thetet € te Bvarolaw eipVva peyoddvopa mhodtov
xal uedtyAdoowy dotddv dvdea
Saudaréwv T Eml Puuddv
65 Beolow aiBecbot Podv Eavba proyi
unpl’ DA WY TE AW
Yopvaaiwv Te véolg
aOA@DY TE xal XWOUWY UENELV.

Peace gives birth to noble wealth for mortals, to the flowers of honey-
tongued songs, to the burning for gods of thighs of oxen and fleecy sheep
in yellow flame on elaborate altars, to young men’s concern with athletics,
with pipes and revelry.

The position of the phrase puehtyAwoowv dotdav dvlea (63) is syntactically in-
triguing. While it parallels mhodtov as the second object of the verb tixtey, it also
precedes, in the continuation of the song, the infinitive aifeafa, still depen-
dent on tixtel.l® The resulting juxtaposition of the flowers of song with the
elaborate altars and the burning offerings on them is very effective in fusing
different sensory experiences, literal or metaphorical, of song and ritual, into
a whole; it brings home synaesthetically the connection between sacrifice and
poetry, which is perhaps evoked again with the duet of pipes and festive rev-
els (a0A&Y Te xal xwpwy, 68).20 It is not unreasonable to identify the ‘flowers of
honey-tongued song’ with this very paean, presumably performed at the altar
of Apollo Pythaieus that Melampous is said to have founded earlier in the poem
(Bw]udv e Mubal L yel xtioe[, 52).2!

Singing and sacrificial burning are brought together again in striking fashion
at the end of the fragment (79—80):

gupmoaiwy 3’ épatdv Bpifovt’ dyvua,
8o  mauduol 8’ Dpvor pAéyovtat.

The streets are laden with lovely feasts, and the songs of boys rise like
flames.

19  On this “zeugma,” combining nouns and infinitives, see Maehler (2004) 231.

20  Onsynaesthesia as an anthropological, rather than psychological, concept, applied to rit-
ual, see Kowalzig (2007b) 47-48.

21 Maehler (2004) 223 and Kowalzig (2007b) 135-137.
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This seems to be a daringly innovative variation on a traditional motif, in
which it is usually sacrificial smoke (xvioa) that fills the streets, as in the appar-
ently formulaic phrase xvig@v dyuvidg.22 Here, what is implicitly suggested in the
image of streets heavy with lovely feasts becomes explicit when we hear the
powerful description of burning hymns: instead of the fragrance of burning fat
that accompanies a sacrifice, we find something else reaching upwards, namely
blazing songs. The passage clearly intimates the homoerotic atmosphere of the
symposion;?3 its sensory power is precisely enhanced by the boldly evocative
metaphor, which suggests a synaesthetic substitution of poetic sound for sac-
rificial smell.

As the context for this celebration is the pacification of the Dryopians after
they were settled in Asine, the “ritual” peace is implicitly contrasted to the ori-
gin of the conflict between Heracles and the Dryopians, which is rife with sac-
rificial transgressions, committed by both Heracles and the Dryopians. Among
other sources, Apollodorus (2.7.7) enables us to flesh out the background: he
describes how Heracles, in need of food, unceremoniously slaughtered and
devoured the bull of a Dryopian (c@d&ag edwyeito).2* For the Dryopians’ part,
their king Laogoras’ hybristic feasting in Apollo’s shrine is presented as one
cause of his death at the hands of Heracles (év AméMwvog Tepével davipuevoy,
UBpraTiv Sva xal AamiBv adupoyov).2> Some of this was most probably treated
in the lost opening of the poem, preceding Heracles’ reception to the feast of
Ceyx, which then forms, along with Melampous’ altar, a bridge from the ini-
tial sacrificial violation to the ritual harmony of peace. On this reading, it is
choral song itself, drawing attention to the reality of its own performance and
its fusion with sacrifice, that helps restore sacrificial order, both inside the nar-
rative and outside of it.26

A similar effect seems to be produced over a century later in the Dionysiac
paean of Philodamus of Scarphea (39 Kdppel).2? In the ninth stanza of that

22 This phrase appears in e.g. Ar. Eq. 1320; Av. 1233; Dem. Meid. 51. Although these are later
than Bacchylides, they seem to preserve oracular diction.

23 Ishare the view of Maehler (2004) 234, who rightly inscribes the ‘blazing songs’ in a homo-
erotic context and would translate ‘lovesongs in praise of boys) not ‘songs performed by
boys’.

24  Schol. Ap. Rhod. 1.1213; see Maehler (2004) 224.

25  Cf. Diod. Sic. 4.37.1; see Kowalzig (2007b) 136.

26  To borrow terms from ‘speech-act’ theory, the illocutionary dimension of the passage
makes it performative, in the sense that it achieves a perlocutionary result.

27  For full discussions, see Képpel (1992) 207—284, Furley and Bremer (2001) no. 2.5, Bowie
(2015).
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intriguing poem, Apollo urges the Amphictyons to establish a sacrifice and a
hymnic performance in honor of Dionysus at the Delphic Theoxenia (110-114):

no  Oeféar 8’ &y Eeviorg etel-
olg Bedv lep® yével auvaipw
V8" Guvov, Suaiay te pal-
vety abv ‘ENddog 6ABiag
Tovdn oL IxeTelag.

To present, in the annual feast of hospitality, this hymn for his brother to
the family of gods, and to celebrate a public sacrifice on the occasion of
the universal supplications of blessed Hellas.?8

trans. FURLEY AND BREMER, modified

The convergence between the two forms of divine honor is first suggested here
by the momentary impression, as the words are sung, that tév3” Spvov, Buaiov e
are both direct objects of 3ei€at. But even after the mention of ¢aivew clarifies
their true syntactical relationship, the convergence is reinforced by the chiastic
word order (3ef€at ... T6v3” Buvov, Buaiav te paivewv), which zeroes in on the jux-
taposition of the nouns Suvov, Buaiav te serving as objects of the two framing
infinitives 3eiut and gaivew. Both infinitival phrases, though readily intelli-
gible, are surprisingly hapax legomena. Their demonstrable rarity, combined
with the near synonymity of the verbs, both meaning ‘to show, reveal, make
manifest, serves to enhance the close parallelism of these two types of per-
formance.?® The phrase fuaiov aivew, in particular, is nowhere else attested,
but the verb gaivw is used from Homer onwards to describe the production of
song or other musical sounds.3° As a result, Philodamus’ audience would note
the unexpected substitution of Buaia for the more familiar song as the object

28  Furley and Bremmer (2001) ii.77 are right to follow Vollgraff in taking v both with the
preceding Eeviois éreloig and with the following iep@ yéver. This dmd xowod figure, combined
with ouvaipe (111), brings together the kinship of Dionysus to Apollo and to the other gods
with the Theoxenian commensality of mortals and immortals.

29  See Kippel (1992) 253 n. 177; for det&at Suvov, he adduces Alcman fr. 59 Tobto Fadeid €deike
Mwadv d@pov. We may add Pindar’s Hymn to Zeus, fr. 32 (Furley-Bremer [2001] no. 5.1):
povatxdy opBav émidencvupévov; see Nikolaev (2012), who argues for an archaism inherited
from the Indo-European poetic language.

30  Eur IT 464-466 (cf. Kdppel [1992] 254 n. 178) is not a real parallel to Bugiov paive. Exam-
ples of gaivewv with song include Od. 8.499 (¢aive 8" dodv); Pind. OL. 10.84—85 (uehéwv, Ta
... dvev); Bacchyl. 13.223 (Spvwv ... [880wv] paivw); Aesch. Eum. 568-569 (cdAmyk ... yhpupa
pawétw). See Vollgraff (1925) 126-128 and Nikolaev (2012) 563-564.
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of gaivew. Moreover, given the traditional attraction of Gpvog and ¢aivw, they
would hear, in the sequence Suvov Guaiav te gaivew, the enclosure of sacrifice
between two song-related terms.

The homology between the two types of performance is indeed confirmed in
the penultimate (eleventh) stanza of the poem, which reiterates Apollo’s ritual
injunction on the Delphians to establish the Pythian festival (132-136):

IMubdoty d¢ mevletn-
potg TtpomdAoLs Etake Bdix-
xov Svaiav yop@v Te TOA-
135 AQV xuxAiov duiiay —
Edot & {6 Bduey’, @ i€ Todv—
TEVYEL.

To the organizers of his quadrennial Pythian Festival the god has given
the command to establish, in honor of Bacchus, a sacrifice and a contest
of many circular choruses—euhoi, o io Bacchus, o ie Paean.

trans. FURLEY AND BREMER, modified

By placing yet again the sacrifice and the contest of circular dances in adja-
cent positions and by framing them with the verb ¢rae and the infinitive ted-
xew, on which the nouns depend syntactically, Philodamus underlines once
more their close connection within the Delphic ritual. Like the synaesthesia
in Bacchylides’ paean, the sequence of accusative and genitive in Quaiov yop@v
creates a temporary sound effect, a momentary illusion of identification, as
though the sacrifice consisted in the choruses, before of course the particle
te is heard and the pair is syntactically resolved into its two components.3!
We should add, however, that Philodamus’ pairing resonates with the attempt,
mentioned in pseudo-Plutarch’s On music (14.1135F) but possibly traceable to
Alcaeus (fr. 307¢) in a Delphic setting, to credit Apollo with the invention of
aulos-playing on the grounds that men presented both choruses and sacrifices
to the god to the accompaniment of the aulos (37jAov 3’ &x TGV Yop@v xai Tév
Bualddv, dg mpoatiyov PeT’ adAGY TQ) Bed).32

31 Proof that Greek poets use such linear perception to create special effects can be found,
for example, in Soph. OT 928, as interpreted also by the ancient scholiast.

32 The attribution by [Plut.] of this to Alcaeus increases its significance as evidence, whether
or not it comes, as has been reasonably supposed, from Alcaeus’ Hymn to Apollo (fr. 307).
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Leaving aside the intricate Delphic politics of the poem, I add some spa-
tial considerations:33 Philodamus’ paean was found on the reverse of a slab
used to pave the Sacred Way near Apollo’s altar (‘the altar of Chios’). Its exact
original position cannot be recovered, of course, but its proximity to the altar
is illuminating. Whether the paean was performed near the altar or in pro-
cession leading to it, the inscription anchors the performance in its intended
destination and reinforces, in perpetuity, its link to sacrifice. Besides possibly
commemorating an original event, i.e. the premiere of the paean, the inscribed
poem also serves to represent a continuous reenactment in the future without
end; in other words, a perpetual performance.34

It is worth noting that, far from being merely metaphorical, such poetic
tropes reflect the realities of cultic practice, so we should refrain from ascrib-
ing them simply to a poet’s idiosyncratic conception. Rather, the language of a
sacred law can be argued to capture the values, however contested, of a com-
munity. A good example is an inscription that preserves a decree from around
341/340 BCE, with which the city of Eretria regulates the festival of Artemis.3> A
fuller discussion would not be possible here, but we might point to the precise
parallelism near the beginning of the document between two responsibilities
of the polis, i.e. to arrange a musical competition and to provide lambs for the
five days before the festival (Ti8eiv ... dy@va povaudis ... xail Tapéxew dpvag, 5-7).
The same parallelism returns at the end of the decree, which is to be inscribed
and set up in the shrine of Artemis:

8mwg dv xatd todta yi-
o 5 Svaiy xal 1 povone) Tel ApTéuidt el Tov del x-
[po]vov (42-44)

So that the sacrifice and the music can be performed for Artemis, in accor-
dance with these regulations, in perpetuity.

The initial pair of music and sacrifice is chiastically repeated at the end as sacri-
fice and music; in between, the two activities are interwoven, subtly but clearly.

33 The elucidation of Philodamus’ Delphic politics by Clay (1996) may now need to be partly
revised; cf. Bowie (2015) 109-110, who also explores (101-110) some formal aspects of nar-
rative in the paean.

34  Onthe role of writing as an alternative to performance in cult, see Nagy (1990b) 18; Sven-
bro (1993); Osborne (1999); with more emphasis on choral performance, Alonge (2011).

35 IG xii 9.189; Sokolowski (1969) 180-182 [no. 92]; Rhodes and Osborne (2003) 362—367
[no. 73]. Nagy (2002) 39-53.
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First, all the participants in the various musical contests are also to perform, in
the costume of the official competition, at the prosodion of the sacrifice (12—
14), and to take part in the sacrificial procession (38—40), thus creating a bridge
between the two components of the festival. Moreover, the element of judg-
ment that is presupposed in the musical contest is also prominent in the area
of sacrificial ritual, where we find a double process of selection: first, two of
the lambs provided for the period before the festival are designated as ‘choice’
(éyxpitoug, 8); second, the animals offered by each of the city’s districts for
the grand sacrifice are subject to judgment and undergo a process of selec-
tion according to established rules (iepéa xpitd, 26—27; xplvew Td tepéa xartd TOV
vépov, 30). This presumably determines their ordering in the procession (36—
38), so that procession and sacrifice turn out as beautiful as possible (8mwg
av wg xaMioaty ¥) mopm xal 1) Quaia yévntan).36 More generally, the Eretrian
decree employs Buaia and 00w in both a marked and an unmarked sense: in
the marked sense, the term denotes sacrifice proper and is thus distinguished
both from the procession (40) and the musical contest (43). But the unmarked
sense is also represented by the use of 80wpw (2) in the heading of the inscrip-
tion; there the term encompasses participation in the festival as a whole, thus
including also the musical competition. The oscillation between marked and
unmarked fvoia results in a certain terminological fluidity that, while stopping
short of an explicit fusion of sacrifice and music, at the very least suggests a
convergence of the two components.3”

While the Eretrian regulations distinguish clearly between the participants
in the musical contest and those in charge of the sacrificial procession and
ritual, elsewhere the two roles may even coincide. Gregory Nagy has drawn
attention to the ‘fellow sacrificers to the Hesiodic Muses’ (t&v o[vv]0utdwy tap
Muwad[wv T|@v Elotodeiwv), a “guild” at Thespiae that may also have been in
charge of the Hesiodic corpus.®® Nagy compares them to Ardalos of Troezen,
whom Plutarch describes both as an adAw36s ‘aulos-singer’ and as a iepedg @y
‘ApSareiwv Mova@v ‘priest-sacrificer to the Ardalean Muses), their cult having
been established by an ancestor of the same name.39 It is perhaps unwarranted

36  Nagy (2002) 52—53 further hypothesizes that the competing musicians who have to join
the procession (39—40) conduct the specially chosen (éyxpitoug) lambs mentioned at
line 8. On processions in general, see Kavoulaki (1999).

37 A comparable instance is found in Hdt. 5.67.5, where the honor of a god or hero is said to
consist of choruses (yopoUg pév) and the ‘rest of the sacrifice’ (/v 3¢ &y Buainv); despite
the ‘exclusive’ use of &\og here, there is a hint that the choruses themselves may be viewed
as a kind of sacrifice.

38  IGvii178s; cf. also 4240.

39  Plut. Conv. sept. sap. 149f-1504; cf. Nagy (1990b) 29 n. 66. Paus. 2.31.3 attributes to Ardalos,
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to go so far as to claim, in these two cases at Thespiae and Troezen, that perfor-
mance of poetry should be identified with performance of sacrifice. But there
is no doubt that, at the very least, we are dealing here with intimately linked
activities, since the same person undertakes both functions, the sacrificial and
the poetic: the poet is the sacrificer to the Muses.

2 From Convergence to Analogy: Biomorphic Poetics

This convergence of genres of performance, possibly the result of a symbio-
sis of poetry and ritual, allows us to discern a perception of song as sacrificial
process. From that, in turn, we can trace an eventual shift of emphasis that
takes the form of presenting the artifact of the poem as a sacrificial animal.#°
The evolution of this analogy from process to object leads, for instance, to Pin-
dar’s biographical tradition. I refer to a late anecdote, preserved in the Pindaric
apophthegmata and, more fully, in the preface to the Pindaric scholia com-
posed by Eustathius, the twelfth-century bishop of Thessalonica:*!

Aehpdoe 8¢ epwtnPeis [scil. Tivdapog] i mdpeott Bdowy, matdva, elne, uovo-
vouyl Aéywv éx tév ENoyipwy dvdpdv Buaiay elvat Aéyous T@ xpeitTovt: TTpdg
6 cUMaAET xal 6 Ypdpag, g dxamva Bbouaty dotdol.

Arriving at Delphi and asked what he had come to sacrifice, he [i.e. Pin-
dar] said ‘a paean, meaning in effect that words are the learned men’s
sacrifice to the superior being. In agreement with that is also the one who
wrote that singers offer sacrifices without smoke.

In the logic of this anecdote, discussed in a seminal article by Jesper Svenbro
(1984), a paean can be an appropriate substitute for a sacrificial victim, at least

Hephaestus’ son, a shrine of the Muses, the invention of the aulos, and the dedication of
an altar at which sacrifices are offered to the Muses and Sleep.

40  This analogy is not meant to exclude other ritual gestures or offerings that serve as images
for poetry, such as libation (e.g., Pind. OL 7.1-10; Isthm. 6.1-3, 9) or wreaths (e.g., Pind. OL
14.20-24; Nem. 7.77-79); see above. A full discussion would be beyond the scope of this
essay, but for some preliminary thoughts, see Sfyroeras (2020).

41 InPindar’s Apophthegmata (Schol. Pind. V. iii, p. 302, 15 Drachmann), reported more fully
by Eustathius in his Proem to the Commentary on Pindar 31.1; Kambylis (1991) 27. Eustathius
continues by citing the Callimachean dxamva 8bovaw dowdoi (fr. 494 Pfeiffer) but without
mentioning Callimachus. On the Callimachean fragment, see below. On the apophthegma
in connection to Pindar’s Sixth Paean (fr. 52f), see Kurke (2005).
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in the case of learned men. For them, Eustathius’ reasoning goes, poetry serves
as a proper sacrificial connection to the divine recipients. However eccentric
Pindar’s reply to the Delphians may have seemed, in other words, it is undeni-
ably based on the assumption, shared by the poet and his interlocutors, that
performances of song and dance could be viewed, symbolically at least, as sac-
rificial offerings. The same idea underlies another Pindaric fragment, 80cwvy
3100pappov ‘about to sacrifice a dithyramb’ (fr. 86a), restored by Snell from the
testimony of Philodemus’ De musica 4 (fr. 135.10-13 Delattre).42

Whatever the historical merit of such testimonia, their underlying presup-
position is confirmed by Pindaric poetry itself. In the Sixth Paean (fr. 52f), pre-
sented, like Philodamus’ poem, at the Delphic Theoxenia, the chorus address
the island of Aegina, personified as the divine recipient of the last triad, with
the promise: ‘for this reason we shall not lay you to rest without a feast of
paeans’ (olvexev off oe mamdvwy dopmov edvd&ouey, 127). This authoritative state-
ment, with its performative future, confidently envisions the performance of
the current song—at least the third triad—as a sacrificial feast. It may even sug-
gest that this function of music as a divine feast is, not unlike Bacchylides’ Paean
for Apollo Pythaieus (fr. 4), precisely what restores the sacrificial harmony dis-
turbed, in this case, by Neoptolemus’ visit, which is symptomatic, as has been
argued, of the proverbial tensions surrounding the apportionment of meat in
Delphi, especially at the Theoxenia. It is this song, moreover, that makes the
Delphic Theoxenia an occasion of commensality, both human and divine.*3

Be that as it may, the Pindaric evidence, both direct and indirect, illustrates
two crucial developments: Pindar’s poetic diction and testimonia show, as we
mentioned, a shift from process to artifact; at the same time, we can also discern
a shift from analogy to substitution. In other words, the equivalence becomes
so complete that the song itself can now stand for sacrifice.

42 Ifollow Snell’s construction of 319%papBov as the object of 80owv, on the basis of Callim.
fr. 494 Pfeiffer; this dovetails with the logic of Philodemus’ argument much better than
the view of Ierano (2013) 377, who takes the participle intransitively (‘in order to perform
sacrifices’). This preference of song over literal sacrifice, implied in the Pindaric evidence,
is projected onto Apollo in a later (third century CE) hexameter oracle from Didyma, on
which see Rutherford (2013) 237238 and D’Alessio (2016) 204—207. While this substitu-
tion of hymn for hecatomb is inscribed within the new philosophical critiques of sacrifice
(Bradbury [1995] 332—347), it seems to stop short of viewing song as sacrifice.

43  On Pindar’s Sixth Paean, see Rutherford (2001) 324-325; (2013) 244—245, Kurke (2005),
Kowalzig (2007b) 181—223. They all discuss the marginal subtitle of the last triad ‘For the
Aeginetans, in honor of Aeacus, a prosodion’. Kurke and Kowalzig treat fully the sacrificial
tensions in Delphi.
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There is one final step in this evolution, whereby the analogy serves to estab-
lish aesthetic criteria, so that the transition from the ritual process of a perfor-
mance to the morphology of an artifact is complete. Thus Callimachus, report-
ing Apollo’s advice to the young poet, includes the following injunction (Aetia
11.23-24):

xal yap 8te Tpatiatov Epols emti Séhtov Ebnxa
youvaow, AméMwv elney 8 pot Adxtog:
cevveenns | GOISE, TO pEV BO0G STTL T IOTOV
Bpédar, ™)]v Mobaav 9" wyabé Aemtarénv.

For, when I first placed a tablet on my knees, Lycian Apollo said to me:
‘... singer, feed the sacrificial victim to be as fat as possible but, my friend,
keep the Muse slender’.

The Alexandrian poet’s programmatic contrast between the slender Muse
(Aemtaréy Modoa) and the fattened sacrificial victim (80og mdytotov) is pred-
icated on a fundamental affinity: the point is not that poetry is completely
unlike a sacrificial offering, but rather that it is an offering of a refined (Aemto-
Agog) kind.*# This becomes clear also in another fragment (494 Pfeiffer): dxo-
v Yap aiév doidot [ Bvopev (‘For we singers always offer sacrifices without
smoke’). These verses are cited so often, from Athenaeus (1.8e) to Byzantine
authors (as in Eustathius above), that they acquired proverbial status, yet with-
out reference to Callimachus, with the exception of Constantine Manasses in
the twelfth century, our sole authority for the attribution.*> As the context of
that particular fragment is lost, we cannot draw any conclusions about Cal-
limachean poetics. It is clear, however, that it builds on the sacrificial anal-
ogy that is also at work in the Aetia to shape the biomorphic principle that
influences Latin poets and that underpins notions of organic unity in literary
criticism, notably in Horace’s Ars Poetica.*6 I should add that the same biomor-

44  Similarly, albeit less explicitly, the detopa dmvexég (Callim. Aet.1.1.3), the ‘continuous poem’
that the poet will not create, may be understood in light of Homeric véytotat dmvexéeaat (L.
7.321), the ‘continuous chine’ of a sacrificial victim; cf. Siavexel Adyw (Pl. Hp. mai. 301e3).

45 On transmission, Callimachean attribution, meaning, and parallels, see Pfeiffer (1985)
i.367. Wilkins (2000) 7172 refers to Athenaeus 1.8e, but without expounding the implica-
tions. Athenaeus employs it to mean simply that poetry is not actual food but can be given
in exchange for food; whatever its original context, the fragment unmistakably illustrates
the analogy between sacrifice and poetry.

46 ForLatin passages that draw on Aet.1.1.23—24, see Pfeiffer (1985) i.5. For the sacrificial anal-
ogy in Aristophanic comedy, see Sfyroeras (2004).
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phic conception of discourse, poetic or otherwise, determines—as Svenbro
noted—the analytical methods and criteria of both Plato and Aristotle.#” But
as this would take us further afield, I shall circle back to song, to speculate a
little on what I call the sacrificial pragmatics.

3 Fleshing out the Ritual Pragmatics of Song

I have traced a development, first, from the coexistence of song and sacrifi-
cial ritual to a certain convergence, then from an emphasis on process (i.e. the
religious and social aspects) to a morphological focus on artifact. The ensuing
analogy between poetry and sacrificial victim facilitates the substitution of the
poem for the animal, but also the eventual formulation of aesthetic criteria that
employ biomorphic concepts. It is worth pointing out that this development is
neither strictly linear nor exclusive or inexorable: for instance, even after the
shift to the artifact in Pindaric poetics, it is still possible for a later poetic tradi-
tion to go back to a self-perception that is based on process. With that caveat,
I now wish to return to the first part of the story, and ask a chicken-and-egg
question: can we determine the diachronic causality between symbiosis and
analogy? Does the coexistence of song and sacrifice lead to a semantic “bleed-
ing” or osmosis between the two? Or are the two types of performance brought
together as a result of this very analogy? Although the former is far more likely,
the issue is somewhat complicated by the cross-cultural attestations, especially
some parallels in the cognate Indic tradition.

To consider a couple of examples, in Rg-Veda 10.71.1—3 (cf. 8-11) it is through
the performance of sacrifice that the Sages (rsis) are said to ‘trace the path of
sacred speech (Vak), which (not unlike meat) is ‘portioned out’ to many. By
acting as the performers of sacrifice, the Sages are also the performers of the
sacred word. The performance of sacrifice is thus inextricably linked with the
emergence or actualization of primordial language, which is represented by the
sacred language of the Rg-Veda.*® In a way reminiscent of the function of song
in Bacchylides’ Paean for Apollo Pythaieus (fr. 4) as discussed above, the Vedic

47  For the biomorphic metaphor in Pl. Phdr. 264c2-5, and its implications for literary com-
position, see Heath (1989) 12—17. For the debt of Horace and Neronian poets to Pla-
tonic notions of organic unity, see Gini (1992) and Most (1992). The idea of organic
unity becomes dominant in later criticism; borrowing it from Goethe’s biological works,
Vladimir Propp applies it even to traditional tales; cf. Sifakis (1992) 125.

48  Martin (1998) 121-123 sees here a parallel to, and perhaps the origins of, the tradition con-
cerning the Seven Sages, in which ‘a communal, public form of the all-important sacrificial

meal could, in turn, have been the original stage for the sages’ “performance” of wisdom'



380 SFYROERAS

poetry does more than merely accompanying sacrificial rites; rather, it is what
renders the sacrifice efficient, thus becoming an important component of the
ritual.#9 In light of the Vedic conception, therefore, it is no surprise that meters
can be described as the ‘cattle of the gods’ (Satapatha Brahmana, 4.4.3.1).

In the Indic tradition, in fact, the homology between poetry and sacrifice
is broadened to encompass all linguistic utterances and all ritual gestures, in a
myth found in Mahabhasya, the grammatical commentary attributed to Pataii-
jali. In his desire to learn Sanskrit, the story goes, the god Indra asked Brhaspati,
the divine teacher of the gods, for instruction. So Brhaspati started enunciating
the forms of each particular word, but he could not reach the end, even over
a period of a thousand divine years. Given its infinity of forms, language must
therefore be captured by finite means, i.e. the rules and exceptions of gram-
mar (Mahabhasya, 5.23-6.3). Most interestingly, Pataiijali goes on to compare
the recursiveness of language with that of rituals: even the linguistic expres-
sions that are never used ‘have of necessity to be laid down by rules, just like
protracted rituals’ (8.23; 9.15).5° The awareness of a homology between the two
systems, the structure of language and the structure of ritual, is thus confirmed
both on the ritual/poetic and on the theoretical side.

Whether the Greek and the Indic instances are inherited or independent
phenomena, we are reminded that our modern reluctance to accept the sacri-
ficial dimension of song is the exception and results in part from an especially
rigid bifurcation between thought and action that, as Catherine Bell (1992)
has argued, is inherent to the study of ritual and, more generally, the intellec-
tual legacy of the Enlightenment, which tends to privilege thought over action.
The unity of thought and action, represented respectively by poetry and rit-
ual, is intuitive in traditional societies and is grounded, in Greek culture, in
the perception of all performance, including choral performance, as ponos, an
intensely physical exertion of a collective body that is offered to the gods.>! In
recent decades, we have learned to recover and appreciate this unity, within rit-
ualized activity, of thought and action, with the help of theoretical approaches
revolving around pragmatics and speech-act theory, thus focusing on the per-
formative aspects of both ritual action and poetic utterance.5? In this vein, let

49  Nagy (1974) 16 n. 34.

50  Onthis myth expressing the perceived affinity between grammatical rules and rules of rit-
ual, see Staal (1990) 40, 89, 109, 360—364 and passim. Further, concepts of literary criticism
are based on taste (the classificatory system of rashas).

51  The Dionysiac chorus describe their dancing as mévov #30v xdpatév v’ edxdpatov (Eur
Bacch. 66-67; cf. Ar. Ran. 402), underlining the duality of human toil that honors the gods
and human pleasure.

52 See, for instance, Bell (2009), applied e.g. by Bierl (2009).
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me conclude by very briefly sketching my understanding of the performative
aspect of song, employing “native” categories.53

Choral song and sacrifice are said to bring pleasure (terpsis) and honor (time)
to gods, yet they do so in distinctly different ways. As demonstrated by Jean-
Pierre Vernant among others, sacrifice connects but also divides the human
and the divine realm. Hesiod’s foundational aetiology of Promethean sacrifice
insists on this distinction: from early epic onwards, gods are said to attend sacri-
fices, but in a way that emphasizes the fundamental distance between mortals
and immortals, as they partake of different parts of the sacrificial victim.5* We
can thus speak of commensality only in a limited sense, as evident in the excep-
tion that proves the rule, i.e. the ceremonies classified as theoxenia.>>

By contrast, gods and men respond to music in similar, even identical fash-
ion: just as humans find pleasure in music, the Olympians’ love for it is a given
in poetic accounts from Homer (e.g. Iliad 1.472—474) to Menander (fr. 188) and
beyond. Consequently, in genres that are performative, i.e. that enact their
own utterances, gods are fully present at the performance as it is taking place.
The implications of such epiphanic moments are already clear in the Homeric
Hymn to Apollo (140-173), where spectatorship virtually transforms a human
audience into a divine one. It thus comes as no surprise to hear Plato describe
the gods as ‘companions and leaders of dance’ (quyyopevtdg Te xal yopwyovs,
Leges 665a; cf. 653d—-654a).56

In short, both sacrifice and choral song define and even enact the relation-
ship between mortals and immortals in different yet complementary ways. As
it is song that engenders full community of gods and men, it is perhaps no
accident that poems which state more boldly their sacrificial efficacy tend to
derive, as we have seen, from Theoxenian contexts. In other words, in claim-
ing a share of the ritualized activity that includes sacrifice, song mends the
inevitable rift created on and around the altar. By doing so, to paraphrase the
words of Socrates’ Diotima, ‘it fills up the space in the middle so that the whole
is bound together with itself’ (Plato Symposium 202e6-7).

53  The term “performative” is of course employed here in the Austinian sense: Austin (1975).

54  See, for instance, Vernant (1989).

55  On theoxenia, see especially Jameson (1994); Ekroth (2008a), (2011).

56 I develop this point in Sfyroeras (2020). On the significance of the Platonic passage, see
Athanassaki (2018).
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blessing 53,191, 336, 357

blue 8, 52,158, 161-163, 166, 168, 170, 260,
353

Boeotia 6, 85, 87, 366

burlesque 343

Byzantine 195

comastic 2, 8,332,335

Cadmus 67, 312, 316, 317

Caicus 232

Callias 351

Callimachus 13, 35, 378

Calliope 53,54

Callitas 97

Calondas 133

Castalia 51

Cean 8,53,145

celebrant 196, 322, 331, 366

celebration 6, 7,19, 47, 62, 66, 69, 71, 109—

110, 137, 142, 172, 174176, 183-184,

188-189, 205, 217, 258, 320, 325, 326,

331, 336, 345, 363, 369, 371

53, 71,135, 146

Cephalus 20

Cephisus 174,182

Cerberus 307

Ceyx 371

Chamaeleon of Heracleia

Charaxos 45, 46, 271, 272

88, 91, 103, 106, 107, 125, 181, 203,
344, 353

charis/xdpig
341, 367

Ceos

261, 262, 264, 265

charioteer

86,196, 198, 301, 327-329, 330,
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Charites 47, 50, 54, 146, 147; see also Graces

Charybdis 357

Chloe 214

Choerilus 76

Choes 358

choral 2,6,7,09,12,18, 22, 23, 26—28, 43, 47,
49, 5256, 58, 62, 65, 70, 71, 73, 75, 76,
79, 81, 82, 97—98, 107-109, 117, 120—121,
128-130, 133, 145, 168, 183, 197, 205—
207, 209, 215—217, 225, 264, 278, 280,
288, 290, 301, 305, 310, 313, 316, 318,
320-322, 324327, 329-333, 335, 336,
339, 341, 353, 364, 368, 369, 371, 380,
381

choral-leader 120,121,197

37,70, 363

11, 35, 189, 192, 198-199, 205—207,
215-217, 307, 309-310, 313-317, 319, 320,
327, 334, 336, 338-339, 341

choreography 5, 24, 42

choreut 22, 38, 322, 329, 341, 369

5, 6, 9, 11, 12, 17—24, 26, 27, 20—31, 34—

37, 39, 40, 51, 60, 63, 64, 66, 68, 70, 71,

80, 82, 84,108, 110—111, 120-123, 128, 139,

145, 198, 205, 207—208, 215, 227, 264,

266, 280, 281, 289, 301, 310—313, 316, 317,

319, 322, 324332, 336, 338, 340, 347,

349, 351, 352, 354-356, 362, 363, 365,

366, 368, 369, 373, 377; see also semi-

choregos
choreia

chorus

chorus
chryseos/chrysos 8,153,155
Chryses 240, 287, 296, 297, 300, 306

Cimon 61,147

Cinesias 353

Cithaeron (Mt.) 11, 311-317, 319

citharode (k/citharoidos) 120

citizen 97,122,132-133, 135, 212—213, 215,
263, 280282

city 6,89-90, 92, 97,104, 106-107, 125—
126, 129, 132, 146, 182183, 205—206,
208-209, 213, 217, 228, 262, 276—278,
281-285, 305, 312, 324-326, 367, 374,
375

civic 10, 122-123, 128, 208, 210, 216, 258, 275,
278, 281

Claros 290

Cleisthenes 351

Clement of Alexandria 21

Cleoboea 147
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Cleobulus of Lindos

Cleodamus 174

Clio 226

Clotho 276; see also Moirae

Cnidos 147

cognition

132,143

Colophon 289

Colo(u)r 8, 151-152, 155-157, 161-166, 168,
170, 226, 291

communication

85,100, 102, 260 289

11, 290, 292
colony

1, 4-6, 11,198, 238, 324
communion 97, 249, 259
competition 19, 28, 32, 34, 37, 62, 76, 83, 106,
138, 154, 230, 288—-290, 324, 325, 358,
374, 375
composer 121, 247, 248
composition 7, 44, 54, 118, 120122, 143,
154, 182, 185, 221, 247, 248, 275, 324,
353
Constantine Manasses 378
context 1,2,5-7,09,12,17,18, 21, 34, 41, 49,
55-57, 59, 62, 75, 84, 86, 93-94, 110,
117-118, 121-123, 125, 128-130, 134, 143,
161, 168, 171, 194, 195, 214, 230, 238,
239, 241-244, 248, 250-252, 254, 257,
258, 261, 264, 288, 296, 309, 313, 344,
353 356, 358, 361, 362, 364, 371, 378,
381
Corinth g5, 262—263, 276
Cratinus 351
Crete/Krete 8,126,193, 304, 365
Crisa 180,181
Croesus 99
Cronos/Cronus, Kronos
279, 280
cult 7,10,18-23, 34, 56, 63, 117, 19-123, 125,
127-133, 135, 137-139, 141, 143-145, 147,
190, 194-195, 198, 227, 228, 265, 289,
309, 311, 366, 375
5,7,10, 11,18, 20, 23, 30, 34, 43, 5, 52,
56-58, 105, 138-139, 147, 188, 190, 194,
196, 210, 213, 257, 259, 264—266, 270,
272, 284, 324, 326, 354, 362, 365, 366,
369, 374
Curse/curse
Cyclades 138
Cycnus 141, 232
Cyprus 263
Cyrnus 2, 225, 239, 240

163, 172, 186, 188,

cultic

9,189, 208, 209, 217, 331, 353
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daimon/daimones/daipwv/Saipoves 11, 46,
158, 159, 169, 163, 243, 270—-274, 276, 277,
279, 280, 284, 285, 335
daimon (agathos) 251

Damia 126, 345

Damon of Athens 42

damos 210, 213

dance 1,23, 24, 39, 47, 51, 58, 60, 62, 66—68,

82, 84,109, 121, 128-130, 185, 190, 192—
193, 206—207, 209, 215, 216, 225, 309,
313, 314, 318, 319, 321, 327, 333, 334, 337,
341, 342, 350, 351, 364-366, 369, 374

dancer 128, 142,182-183, 209, 254, 309, 318,
340, 352, 366

Daphnephoria 67

daphnephorikon 18, 67, 328

Daphnis 214

Dawn 5,18-20, 29, 34—36, 40; see also
Aurora, Aotis, Eos, Orthria

dedication 7, 35-37, 85, 87—96, 99, 102107,
109-110, 126, 138, 165, 180, 252, 261, 264,
265, 267

Deianeira 136

deictic  2-5, 22, 30, 31, 39, 48, 50, 51, 54-57,
61, 64, 65, 67, 87

deity 42-44, 47, 52, 54-56, 139,143,172, 217,
253, 261, 267, 272—274, 301, 302, 345,

349, 362

deixis 3, 5,6, 43, 45, 47, 48, 50, 55, 57, 64, 65,
67, 84,195

Delia (festival) 5, 53,145

Delos 7, 53, 95, 131, 136139, 142-146, 290,
366

Delphi 7, 50, 51, 69, 71, 88, 89, 93, 99, 122—
124, 131-135, 143, 180, 181, 214, 290, 366,
369, 376

Demeter 26,133,173, 191, 226, 253, 278, 315,
339, 345, 350

Demeter Musia 345
Demetrius of Phalerum 8o
democracy 99,135
Democritus 290
Demodocus 218
desecration 127
Despotiko  7,138-139, 142
Dicaeopolis 348
Dicte 279
Didyma 290
Dike 275-277, 280, 281, 283; see also Horae

INDEX OF NAMES AND SUBJECTS

Diogenes Laertius 100

Diomedes 125,126, 141, 166, 203

Dionysia (festival, City, Athens) 6,12, 62,
64, 66, 67, 70, 71, 75, 76, 79, 80, 81, 84,
191, 311, 324—326, 363 (Rural, Athens)
348

Dionysiades 5, 21, 22, 34, 40

Dionysius of Halicarnassus 59

Dionysodotus 27

Dionysus 3, 4, 6,12, 48, 51, 54, 62, 64, 65, 67—
72, 75—82, 84, 119—124, 133, 158, 160, 191,
201, 208-210, 249, 255, 257, 259—261,
307, 309-319, 324, 325, 331-334, 341,
345, 350, 353, 357—359, 368, 372; see
also Bacchus

308-310, 313, 317, 323

56, 81

Bromios
Eleuthereus
Eriboas 323
Kemelios 3,48
Kolonatas 21
Omestes 209
Nysian 358
Dioscuri 21, 40
Diotima 381
dithyramb 50, 52-53, 59, 61, 62, 64, 69—72,
74, 79, 81-84, 120122, 133, 145-146, 167,
191, 255-257, 307, 310, 313, 319, 328
dithyrambic 57, 66, 67, 70, 72, 75, 79, 81, 83,
146, 307, 310, 317
23, 40—44, 46, 50, 59, 81-84, 105, 156,
158, 161-164, 166-167, 176177, 189, 192,
196-199, 202, 205-207, 210, 212, 215, 217,
218, 220, 234, 237241, 243—249, 257,
259, 261, 272, 310, 312, 319
divinity 10,19, 46, 50, 56, 63, 64, 6769, 75,
83,127, 152, 153, 156, 157, 161-164, 188,
191, 227, 276, 278, 283, 287, 336, 339, 341,
365
Dodona 368
Dog-star  36; see also Sirius
dolphin 7, 318, 319
Dorkon 214
double motivation
Dracon 164
Dysnomia 283

divine

219, 220, 222

Echo/echo 60, 172-175, 177, 178, 181, 206, 212,
215, 323, 330
ecstatic 307, 308, 310, 312, 314, 315, 333



INDEX OF NAMES AND SUBJECTS

Eeria 132

Eetion 204, 205

efficacy 11, 93,381

Eileithyia 19

Eirene 275, 277, 280, 281; see also Horae

Eleithyia 169

Eleusis 173,190, 326, 336, 345

Eleutherai 79

emic / etic 41,164, 321

Emmenidae 179

emotion 292—294, 300

emotional 105,109, 202, 203, 290, 292, 301

Empedocles 290, 291, 294

Enyalios 308

Eos 20; see also Aurora, Dawn, Orthria

Epharmostos 110

Ephesus 290

epic 9, 20,127,192, 206, 218, 219, 221, 222,
224, 226, 232—234, 238, 241-246, 248,
334, 364, 366

epic cycle 233

Epidauros 126, 345; also spelled Epidaurus

epigram  6-7, 85-87, 92—94, 96—99, 101-106,
108-111, 136

epiphanic 6,170, 330, 381

epiphany/-ies 3, 35—36, 128, 161, 189, 191, 194,
195, 199, 202

epithalamium/a

Eratosthenes

54,346

77,78

Eretria 374

Erinys 209

Eris 283

Eros 6, 56,193, 260, 261, 291, 292

Erotes 54

erotic 9, 20, 21, 37, 38, 45, 47, 56, 126-127,
156, 168, 193, 195, 199, 200—201, 204, 217

Erythrai 13, 366, 367

escort  328-330, 335, 340-342, 351

Ether 352

ethnopoetics

Euandros

Euboea

Eunomia

42, 43, 50

95, 96; also spelled Euwandros
135,173

275-277, 282, 283 See also Horae

Euripides 11, 12, 23, 26, 27, 35, 53, 56, 117,
128-130, 244, 311, 313—316, 318—320, 322,
331, 353, 369

Euryale 183

Eurystheus 186

Eustathius 77, 376, 377, 378

447

Euxenos 97
Evadne
exarchon

162,170
120-122

fame 9,10, 51, 85, 98, 101, 102, 107, 110, 111,

157, 174, 179, 184, 204

Fate(s) 169

feast 2, 222, 257, 258, 309-310, 322, 325, 327,
328, 331, 338, 358, 364, 366, 370372,
377

festival 23, 38, 43, 47, 49, 51-53, 61, 65, 66,
76, 79, 80, 84, 90, 103, 126, 137, 144-146,
158, 186, 190-192, 208, 215—216, 225, 258,
289, 345, 350, 366

festivities 9, 23,176, 191, 197-198, 206, 207,
217, 258, 304

fiction 50, 118-119

flute 146-147, 206

foundation 132,137, 141, 369, 381

founder 142143, 213

Furies 244

Gaia 164

garland 146147, 185,188, 226, 250, 252, 258,
367

gender 206, 216

genre 5,28, 34, 73, 118, 152, 155, 164, 200, 207,
220, 221, 224, 226, 256, 266, 286

girl  20-23, 26, 29, 33, 34, 37, 38, 40, 47, 55,
125-129, 193, 196—200, 202—203, 205,
215, 263, 266, 267, 288, 289, 351

Glaucus 287, 294, 295, 299

godlike 189, 217, 241-243

gold 31,36, 37, 51, 54, 99, 151-156, 165, 167—
168, 170, 179-180, 192, 263, 266, 297, 304

golden 3, 30, 37, 54, 153, 155, 162, 163, 169,
186, 187, 194, 197, 198, 203, 205, 250, 299,
302, 333; see also chryseos/chrysos

Gongyla 293

Gorgias 286-287, 292

Gorgo 288

Gorgon 182,183

Graces 82,147, 174, 178-183, 223, 253, 254,
315, 337, 341; see also Charites

Graces of Orchomenos 82

gray 157,158, 161-163, 166-167, 169, 186

Great Mother 160, 308, 309, 314

Gregory of Corinth 306

grove 2, 92,193-196, 198, 216, 304, 305
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Hades 97,174

Hagesias 8

Hagesichora

hagios 190

hagnos 190

Halae 94,105

Haloa (festival)

Hattusa 297

Hector 7,9, 98, 99,101, 204—207, 232, 241,
244, 245, 275

Hecuba 27,244, 275

Helen 19, 20, 22, 23, 222, 292, 314

Heliades 167

Helicon, Mt. 365

Hellas 308, 372

heorta/-e 5,126,190, 320, 328

Hephaestion 54

Hephaestus 153

Hera 3, 4, 6,10, 11, 19, 46—48, 50, 56, 119, 127,
207, 208, 209, 215, 229, 269, 270, 272—
274, 284, 285, 290

Aeolian 48

Heracles 68,123, 124, 136, 137, 139-142, 146,
153, 160, 163, 185187, 231, 245, 274, 307,
345, 369, 371

Hermes 352

hero cult 7, 17, 121-123, 125, 127, 129, 132, 227

hero  4,7,10, 42, 43, 52, 54, 56, 75, 89, 117,
119-123, 125, 127-130, 132, 136, 146, 163,
173, 202, 205, 219, 223, 226—220, 248,
343

Herodotus

heroine 22, 43, 67, 81

Hesiod 13, 20, 177, 247, 256, 275, 277, 278,
365, 381

hestiatorion

Hesychius

hetaira

hetaireia

5, 20—25, 28—34, 36—40

345, 346

13, 48, 87, 99, 101, 273, 368

136,138
22, 23,77, 78, 348
10,197, 264—267
208, 210, 211, 213, 215
hic et nunc/here and now/space and time
43, 45, 47, 56, 57,168, 207, 310
hiereus 125
Hieron 226, 230
hieros 164,190
Hilaera 21, 22; see also Leucippides
54, 369
Himeros 47
Hipparchus 88,107
Hippocleas 183

Himerius

INDEX OF NAMES AND SUBJECTS

Hippocoon 21, 22

Hippocoontids 40

Hippocrates 146

Hippodrome 66

Hippolytus 7,117, 125-130

Hipponax 218, 224

holy 4, 60,140, 152,186-187, 190, 193, 201,
204, 206, 207, 212, 215, 216, 250, 254,
297, 304, 312, 313, 315, 323, 324, 337339,
350, 354

Homer 9, 13,176,195, 218—-220, 222—224,
228-230, 233, 234, 246, 275, 286, 2091,
294, 372, 381

homoerotic 21, 286, 371

Horace 378

60, 64, 65, 83, 124, 167, 275—278, 280—
283; see also Dike, Eirene, Eunomia,
Karpo, Thallo
23, 29, 30-33, 39, 40, 90, 103, 106, 125,
154, 162, 172, 186, 194, 197, 202, 226, 230
hosios 190

Horae

horse

humo(u)r 251, 261, 267, 344-346, 349-352,
354, 357, 363

Hyacinthus 23

hybris 20, 259

Hybristica (festival) 345

Hymen 347

Hymenaeus 54

hymenaios 50, 54, 288

hymn 20, 43, 50, 52, 53, 89, 120, 143, 155,

177, 179181, 190-191, 194-197, 199,
202-203, 207, 227, 228, 237-239, 248,
249, 250, 253, 254, 276, 268, 276, 277,
279-282, 290, 312, 316, 343, 347, 349,
353-358, 360, 362, 365, 366, 369, 371,
372, 381

hymnic 43, 51, 53, 62, 104, 194-195, 362,
372

lacchus 336, 337, 338, 339, 340, 351

lalemos 53,54

lamos 8,161,163, 169

Ibycus 218

icon 154,155

Ida, Mt. 205, 206

Ilion 206; see also Troy

Ilissus 143

imagery 21, 23, 83,184, 188189, 217, 248,
300, 306, 344
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immortal 3, 9,13, 35, 43, 60, 133, 166167, Laomedon 140,141
169, 175, 177, 200, 202, 225, 230, 234, Larichos 45-46, 272
246, 282, 298, 299, 381 laudandus 226, 232
incantation 287, 294, 301, 305, 306 laudator 22
incense 60,196, 198, 250, 263, 264, 303, 305, Lesbians 3, 4, 209, 274, 303
313, 323, 325, 366 Lesbos 3-6, 9, 44, 48, 54, 119, 189, 190, 205,
Indra 380 206, 210, 212—216, 270, 284, 289, 303
initiation 20, 21, 128, 212, 214, 310 lesche, Cnidian at Delphi 147
Ino 68,31 Leto 54, 90,103, 105, 110, 186, 253, 353
interaction 58,110, 173, 181, 240, 243, 247, Leucippus 19, 21, 23
294, 313 Leucippides 5, 21-24, 34, 40; see also
invocation  46—48, 50—52, 181, 218, 220, 221, Phoebe, Hilaera
224, 239, 240, 248, 253, 254, 261, 287, libation 191, 238, 249252, 255, 367
295, 297, 301, 318 light 18,156, 157, 161163, 169, 170, 178181,
Isidore of Seville 8,168 192, 291, 339
Isthmus 172, 252 Lihzina (city) 305
Ithaca 100 Likeri 9o
Lindos 345
Jason 157,163, 302 Linus 54
Jesus 344 listener 88, 233, 286, 293-294
Lithobolia (festival) 126
k/cithara 120, 206, 366 Lokris/Locris 90, 94
Kadmeia 68 Longinus, Ps.- 293
Kallisteia (festival, in honour of Hera) o, Longus 214
208, 215, 217 luminosity 152, 162-163, 179
Karpo 83; see also Horae Lycambes 127
Kastorion of Solis 8o Lyceum 66
Keos see Ceos Lycia 295,299
Keraton 144 Lycus 343
Ker o7 Lydia 205,312,313
Kleitos 20 Lygdamis of Naxos 144
kleos 86, 88, 98-102, 110-111, 154, 175, 218, Lykourgos 87
220, 225-227, 234 lyre 44, 81,120, 129, 140141, 153, 184185,
Knopis 90,103,106, 110 188, 207, 256, 280, 358, 356, 366
komos 191, 332, 335; see also comastic Lysimache 356
Kopais go
Kore 339 Macedonia 31
krater 251-253 Macrobius 133
Kouros 88, 91-93, 102, 136—138 Maeander 8o
kyklios choros/circular dance 61, 67, 84,108 Maehler 11, 266, 322
K/Cypris  44-45, 50,194, 196-197, 203, 296, maenad 12, 201, 312—319, 331
304 Magnesia 8o
makarismos/poxaplopés 241
Lachesis 276; see also Moirae Mantiklos 86, 87
Laconia 20 Mary, Virgin 344
Lamachus 349 Maximus of Tyre 286
landscape 8, 89,162, 171, 180181, 188, 195, mediation 166
198 Megacles 6, 87

Laogoras 371 Megalovouno 89
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Megara 365
Melampous 370, 371
Melanippus 244
Melanthius 352
Melia 67

melic 1,5 41-43, 46, 47, 49-56
melos 5, 42, 56

Melqart 137

Memnon 232

Menander Rhetor 290
Menander 381

Menelaus
Messon (mod. Mesa)

23, 152, 213, 222, 223, 276

3,9, 11, 48-50, 119, 190,
192, 208, 210, 217

metalepsis 227

Midas of Acragas 182

Midas 7, 85,100, 101

Miletus 136, 289, 290

Miltiades 139, 144

Mimnermus of Colophon 289

mind-reading 286

Minos 52,136,137, 139, 141, 144, 146

Minotaur 52

Minyae 174

Minyas 172

Mnemosyne

Mnesiepes

Mnesilochus

123,124, 133, 253
7, 121-124, 127, 129, 130, 132, 133
343, 353, 361

Moirae 10, 268, 275-278, 284; see also Aisa,
Clotho, Lachesis

6, 61, 87—111,135-136

100, 186

Morsimus 352

mortality 156, 246, 247

mourning 97, 258

movement 4, 6,7, 24, 64—67, 82, 84, 96, 108,
111, 134, 168, 175, 178, 190, 300, 310, 318,
319, 321, 324, 3237-330, 339, 366

moving 65, 94, 326, 339

mugawar (Hitt.) 287, 301, 303-306

Muse(s) 9,47, 51, 52, 83, 124, 132, 133, 153,
162, 165, 177, 181, 184, 185, 204, 218—234,
247, 252, 256, 289, 290, 308, 315, 316,
351, 358, 361, 365, 376, 378

musical 5, 4145, 47, 51-56, 130, 142, 144—
145,178,197, 198, 314, 372, 374, 375

Myrrhine 353

Myrsilus 210

12, 336, 341, 349

monument
Moon

mystae

INDEX OF NAMES AND SUBJECTS

Mysteries

mystery
Mytilene

190, 339, 345
26,198, 310
212, 216, 288

Naiad(s) 308, 309, 314, 315

Narcissus 174

narration 6, 56, 140, 192-193, 201, 218

narrative 9,17, 21, 41, 48, 52, 54, 55, 99, 122—
123, 136, 152, 164, 185, 187, 191, 201, 206,
218-222, 224227, 229, 230, 234, 324,
364, 369

narrator 9, 87,218-234

Naucratis 290

Nausistratos 97

Naxos 131,135,136, 138

60,167,194, 195,197, 198, 313, 323

Nemea 252

Neoboule 127

nectar

Neoptolemus 377

Nereids 252, 318

Nereus 229

Nessos 136

Nicandra of Naxos 95

Night 276

Nymph 124, 253, 261, 309, 333

Nysa, Mt. 333

obscenity 12, 343-345, 348, 353, 354, 361,
362

occasion 2, 4, 5,7,11, 34, 38, 49, 51-53, 55,

57, 66, 76, 89, 84, 117-120, 130, 142, 144,
155, 190—-192, 194, 205, 207, 216, 225, 255,
257, 258, 264, 322, 326, 342, 354, 365
369, 372, 377

Odysseus 7, 99, 100-102, 241, 246, 334, 335
Oeagrus 54
Oedipus 63

offering 6, 9,10, 13, 39, 53, 92, 136, 145-146,

187,191, 326, 329, 367, 370, 377, 378
oikist 132,134,143, 147
otkos (Naxians, Parians, etc)
oligarchy 135

131, 136, 137, 216

ololygmos 207, 215

Olympia 3,103,136, 163, 174, 185-187, 252,
263, 290

Olympus 46, 55, 64, 81, 82, 84, 156, 177, 201,
212, 270, 272, 273, 310, 315; also spelled
Olympos

omphalos (Athens) 61, 62, 324—325; (Del-

phi) 51
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Onchestus 172
Onomakles
Opora 347
oracle 89, 92, 122, 123, 131136, 273, 368, 369
orchestra 56,78, 79, 312, 348

Orchomenos 82,174,182

Orestes
orgiastic
Orion 20

212, 213

2009, 213, 214
11, 310-312, 316, 319

Orissa 344

Orpheus 54

Orthia 290

Orthosia 187

Orthria 18, 35; see also Aurora, Aotis, Eos,
Dawn

Ouranidae 308, 310, 313, 315

Oxyrhynchus 18, 45

paean 5,7,38,13,50-52, 54, 69, 71, 72, 75, 89,
120, 131, 133, 139, 142—144, 146-147, 155,
168, 207, 251-253, 256, 257, 364—367,
369-371, 373, 374, 376, 377, 379

palette 8

Pan 253,254, 358

Panathenaea (festival) 36

panegyris 191

Paphos 290

parachorality 50

parade 64, 66, 67,79

Pareia 136

Paris 275

Parnassus 8,183

parodic 151, 266

parody 12, 218, 224, 266, 267, 343, 346, 360,
363

Paroikia

Paros

135,138

7, 8,117, 119, 121, 122, 129-132, 134-143,
145147

partheneion  5,17,18, 32—34, 266, 289, 328,
364

Patroclus 53, 203

patron 8, 69, 71,146, 172, 267

patronage 145

Pausanias 5, 20, 21, 34, 92, 117, 125, 128, 227,
278
Peace 354, 355, 357, 362, 363

Peisetaerus 353
Peisistratids 61
Peitho 301

451

Pelagia, Mt. 89

Peleus 226

Pelias 157

Pelinna 8,183

Pelops 156,186,188

Pentheus 31, 312, 314, 317-319
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43, 45, 47-59, 61, 62, 64-649, 75, 76, 79—
87, 97—98, 101, 104, 108-110, 117-121,
128-130, 141-143, 152, 164, 171, 176, 181—
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Persephone 174, 226, 253, 315
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Phales 349, 351
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Pieria 225, 256, 289, 290

Pindar 1, 3-13,17,18, 25, 28, 42, 43, 50, 51, 53,
54, 59, 61-63, 65, 69—73, 80, 81, 84, 86,
89, 109, 111, 131, 139, 141144, 146, 147,
151-155, 162, 164-166, 168, 170-173, 175—
178, 180, 181, 183-185, 187, 188, 221, 224,
230, 232—234, 251, 252, 254, 261264,
266, 267, 276, 307, 309, 310, 313—316,
318-320, 322, 324331, 339, 367, 368,
376, 377

Pisa 2,174,184-188

Pisistratus 6, 87,107,135, 137, 143, 144

13, 51, 371—374, 377

19, 21, 22
86, 90, 102, 110; see also Apollo
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Placia 205, 206
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Plataea 227230, 234

Plato 42,100, 120, 238, 286, 289, 367, 379, 381

playfulness 10, 251, 255, 267, 345

Pleiades 19, 33—40
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Plutarch, Ps.- 373
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203, 249—253, 260, 261, 263, 266, 268,
270, 275—278, 280, 284, 286—288, 294—
297, 300, 335, 343, 352, 354, 356

precinct 3, 4, 51, 110, 119, 121, 123-127, 163,
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213, 215, 254, 265, 303

205, 206, 241, 244—246

priamel 28,38
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366, 375; see also pompe
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prophecy 229
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prostitute  263-265, 391

Ptoion, Mt. 6, 89—91, 94, 95, 102, 105, 107
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Ptoios (hero) 6, 85, 88-90, 92, 105, 110
purification 143, 144, 191, 312

Pylos 136

Pytheas 8

Pythia 273

Pythian festival (festival) 373

Pytho 8,50, 51,182,183

Quintilian 292, 293

rhapsode 120

reader 1, 6,9, 41, 86-88, 91, 97, 98, 101-104,
108, 118, 164, 258

reception 7,104, 118,193, 206, 216, 253, 290,
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7’ 52Y 351

religion 1, 4, 6, 42,189, 194195, 268—270,
277,345

religious experience 238, 249, 250, 257

reperformance 2, 3,18, 86, 102, 104105, 108,
110, 142, 181, 237, 238

retribution 240, 243, 244, 246, 248, 283

23, 191, 309, 314, 315, 331, 335, 370

reverberation 173

190, 297, 312, 352

recital

revel

reverence
Rhea 280, 312
Rhodes 157,167
ribald 344, 348, 350, 351, 353-356, 362
ribaldry 345, 346, 349, 359
rite 12,145, 191-193, 196, 205, 207, 212, 215—
216, 310, 312, 314, 316, 319, 344, 346, 361,
363

1, 4-7,12,13,17-21, 23, 35, 36v 39 40,
43, 44, 46, 47, 49-59, 67-69, 79, 80, 84—
86, 97, 99—-102, 110111, 117, 125, 127-128,
144-145, 154, 161, 165-167, 189, 191-193,
198, 205—208, 215217, 238, 250, 254,
261, 265, 272, 275, 280, 306, 314316,
319-322, 326, 327, 329, 330, 336, 340,
342, 343, 344, 346, 351, 354, 362, 363,
364, 366, 367, 369, 370, 371, 373, 375,
376, 378-381
ritualistic 5
ritualization 58, 10

ritual

sacralization 127,165
21, 34, 65, 123-125, 133, 146, 167,
190-191, 198, 207, 209, 215, 263, 264,

297, 363, 364-368, 370-381

sacrifice
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sacrificial
381
Salamis

162, 191, 364, 366368, 371, 375~

273, 289

Samos 290

sanctuary 6,7, 9,11, 48-52, 56, 63, 64, 67—
69, 76, 77, 79, 8084, 87-93, 109-110,
15-116, 127, 134-139, 142145, 167, 173,
187-189, 208, 210, 213, 215, 217, 264, 265,
270, 304

Sappho 4—6, 911, 20, 28, 42—47, 4951,
53-56, 63, 118, 119, 176, 189, 192—195,
199205, 207, 208, 215, 217, 225, 241,
265, 268-270, 272—275, 284, 286-294,
296, 297, 299301, 303—306, 346

Sardis 294

Sarpedon 295

satyr(s) 12,191, 331-336

Scylla 357

Sebinus 351

1,162, 189-190, 267

seer 51, 60, 229, 323

Semele 6, 68, 69, 82, 84,168, 309, 311, 312,
323, 330

semi-chorus

sensation

secular

4,24-31, 36—40
190, 193, 198, 199, 206, 217, 290,
291, 294, 301
85,189-191, 196, 197, 199, 205, 207,
215-217, 290292, 294, 305, 329, 330
sensory 5,197, 286, 290—292, 301, 305, 306,
370-371
setting 3, 20, 52, 57, 61, 81, 89, 121,177, 180,
184, 192, 199, 208, 237, 239, 242, 243,
254, 265, 266, 289
Shakkan 303
Shiva 344
shrine 3,7, 59, 64-68, 82, 83, 89, 105106,
111, 144, 167, 208, 210, 215, 290, 297, 306,
330, 369, 371, 374
Sicily 77,135, 226, 289, 345
Silenus 331, 332, 335
31, 86, 135, 152, 169170, 205, 297
Simonides of Ceos 9,17, 81, 85, 218, 227, 229,
234, 246, 289, 291, 293
48, 53, 55, 108, 120, 128-129, 199, 201,
216—221, 223, 239—242, 247, 254, 256,
297, 300, 327, 376
professional  218—221, 223
Siphnos 134,135
Sirens 39, 40, 230

senses

silver

singer
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Sirius  35; see also Dog-star

Socrates 42, 286, 367, 381

Solon 10, 268, 282—285

songmaking 129

sonic 175,177

Sophocles 27, 63, 355

Sosibius 17, 21, 27

Sosiphanes 17, 36

sound 47, 50, 74, 140-141, 157, 171, 173184,
188, 193, 199—200, 206—207, 212, 215,
291, 303, 304, 325, 332

soundscape 8,188,198

space 7,37, 41-43, 45, 48, 51, 55-58, 62, 64,
79, 82—84, 95, 117121, 124-128, 130,
167, 171, 173, 175-177, 181, 184, 187190,
196-199, 204—207, 209—210, 212—213,
215-217, 249, 250, 304, 313

Sparta 5,19-21, 23, 27

spectator 66, 76, 82, 110, 191

speech-act 5, 43, 44, 50, 86, 209, 239, 242,
362, 371, 380

sphragis 74,75, 253

statue 66, 79, 85-86, 91, 93, 95, 101-109, 125,
138-139

stele 95, 279

Stenia (festival) 345

Stesichorus g, 221, 234

Stoa Poikile 147

Strabo 20, 265

Strymodorus 349

Styx 357

sublime 152

Sun 29

supernatural

supplication 191, 263, 272275, 372

symbiosis 13, 364, 379

symposiarchos 250

symposium/symposion
237-239, 242, 247, 249—255, 257-259,
265-267, 364, 371, 381

sympotic 10, 237-239, 242—244, 246—
249, 251, 253, 255, 259, 261, 264, 266,
357

synaesthetic 178-179, 197-198, 327, 371

synergy 8,10,12, 320—342

84,152

1,191,197, 216,

Taygeta 187
Teisamenos 229
Telephus 232
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Telesicles (father of Archilochus)
134

Telipinu  303-305

temenos 117, 119,123-128, 139

temple 3,18,19, 23, 64, 77, 79, 81, 88, 93, 125,
126, 134, 135, 138, 139, 141, 143, 144, 179,
193, 194, 196, 209, 214, 216, 217, 297, 337

Tenedos 297

Thales of Miletus 289

Thaletas 27

thalia 5,190

Thallo

Thargelia (festival) 144

Thasos 132,134-137, 147

theatre/0éatpov 56, 7679, 81

Thebes 11,18, 88—90, 205, 206, 308, 311, 312,
328, 368

Theia 153,154

Themis 275-283

Themistocles 144

Theocritus 20

131, 132,

83; see also Horae

Theognis 2, 3, 9, 119, 224, 225, 234, 237, 238
theonym 275, 280281

theoria 142,145,191

Theoxenia (festival) 51, 372, 377, 381
Thera 135

Theron 185,187

Theseion 147

Theseus 52, 56, 125, 144-146

Thesmophoria (festival) 345, 346, 353

Thespiae 375,376

Thessalonica 376

Thessaly 9o

Thetis 226, 240

thiasos 21, 310-312, 317, 335, 337, 361

Thrace 141

Thrasybulus 180,181

threnos 50, 54, 98,146

Thucydides 48

thyrsus/-o0s/-oi

tima 154

Timocles 348

Tithonus 20, 47, 289

Tmolos, Mt. 312

tomb  7,17,100-101, 125-127, 156

tradition 4, 9,13, 18, 20—21, 99, 101, 110, 121,
136,146, 174, 177,197, 205, 234, 241, 242,
248, 269, 272, 280, 284, 287, 288, 301,
303, 325, 335, 366

312-314, 410

INDEX OF NAMES AND SUBJECTS

transmission 7, 118,175,180

tripod 70, 92, 144, 364, 368, 369

Troezen 7, 56,117, 125,126, 128-130, 376

Troy 3,48, 99,101,126, 163, 204—206, 213,
221, 232, 275, 295, 299

Truth 230-232

Trygaeus 12, 347, 354356, 358, 362, 363

Tsoukoureli 89

Tydeus 24,44

Tyndareus 21

Typhaon 164

Typhoeus 156

Tyrtaeus 27

viewer 6, 86, 90, 93—95, 97, 98, 102, 104,

107-110

8, 60, 159, 161-163, 166170

vow 10, 267

violet

women 22, 26, 35, 36, 60, 127, 139, 196-197,
205, 207—208, 212, 215, 263, 266, 267,
289, 311-313, 344, 345, 352, 353, 355, 356;
see also priestess

young 39,196, 301

worship 7,19, 20, 36, 62, 89, 126, 139, 147,
167, 273, 307, 314, 233

worshipper 124, 125, 287, 294, 296, 297, 299—

301, 305, 306, 324

Xanthias 349, 350

Xanthus 39, 40

xenismos 80, 81, 325, 326

Xenocrates 179-181

Xenophanes of Colophon 238, 249, 289
Xenophon of Corinth 263, 264, 266, 267
Xenophon 10, 62, 65-67, 80, 238, 325, 341

yellow 8, 160-162, 166, 167, 170, 308, 370

Zeus 3, 4,10, 43, 46, 48, 60, 64, 68—70, 72, 75,

80, 82, 84, 119, 127, 141, 153, 156, 162—164,
167, 176, 177, 180, 186, 188, 191, 200, 207,
208, 231, 238240, 243, 244, 246, 247,
252, 270—285, 295, 298, 302, 306, 308—
310, 312, 315, 316, 323, 352355, 358, 365

Aeolian 3

Basileus 141

Bromios 60

Dictaean 365
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Eriboas 60 Olympios 50, 64, 251, 252
Hyperdexios 123,124 Sosipolis 8o
of Suppliants 48 Soter 251, 252
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