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Preface

This book is the intended product of @ colloquinm held at the
University of Warwick in 1999 to which a group of scholars were

nvited who were identified as working in innovative ways on the
subiect of Meusiké, That eofloquinm could not have taken place
wiTEuN the generous financial support of the Hellenic Founda.
tinn, London, the British Academy, the Bociety for the Promotion
of Hellenic Studies, and the Gilbert NMureay Trust, to whom we
. We should also like to thunk all the

express our heartlelt than
participants in the colloguium for making it an enjoyable and
productive occasion; Simon Goldhill for his chairmanship and
pencral support of the project; Sue Dibben for her efficient orgun-
ieation of the event; Anne Bowrell for computing assistance: and
Diavid Fearn for editorial support.

Ruther than imposing a standard form, contributors’ preferred
spellings of Greek namoes have been retained throughout,
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Introduction: Mousiké, not Music
Penelope Murray and Peter Wilsun

Music and the Muses: the culture of mowsthe in the classical
Athenian city’: our title is desipned to show that this is not a
hoolk about music in the modern sense, but about monsikes, that
union of song, dance, and word to which the Muses gave ther
nume. Monsthe, the realm of the Muses, lies at the very heart of
Cireck culture, and is indeed a contender for the closest term 1
Cireek to our {polymorphous) ‘cultore’. Yet it is a subject which
has largely been approached inoa Iragmentary, atormistic manncr
or conflined to abstruse specialisms and antiquarian attempts at
reconstruction,

In its commanest form, mousike represented for the Greels
4 seamless complex of instrumental music, poctic word, and
co-ordinated physical movement, As such it encompassed a vast
array ol performances, frown small-scale entertainment n the
private home to elaborate festivals in which an entire polis was
involved. Monyike was an endlessly variegated, rich ser of cultural
practices, with strongly marked regional traditions that made them
a4 valuable itern of local self-definition as well as a means for
exchange and interaction. [t also displays a markedly self-reflective
clement, a eoncomitant discourse about those practices: thus
heroes, gods, and narratives of mousiké always loomed large in the
realm of myth, that most malleable form of Greek creative and
reflective discourse.' And it mav well have heen the very lirst area
of Greek cultural practice that produced more or less systematic
deseriptive and explanatory accounts of 1tselt: f.Li!-'i.IU'L-H'I:| seems to be
the first of the “eklnai’ nouns formed in -uer), reflecting its early
conceptualization as a craft with cstablished practices and prin-
ciples, In short, musical ‘theory” was apparently born with IHRESIRE
itself, and the persistent scholarly habit of locating its beginnings
rather in the Hellenistic period (and in particular with the activitics

O raosienl myeh see e Abert {1910 Restani (19951 with Turther bibliog-
raphy cited there; Landels {1999) 14862, Castalelo (20000 fram an iconographicoal
prerEpective.
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of Aristoxenos of Tarentum) reflects a narrow view of what counts
a5 musical 1']'|j]'|i-:i|'|j.1r_'2

Mowsih? shaped the way individuals and communities lived and
sought to reproduce themselves, Tr was g mediom through which
ideals of behaviour were developed and enforeed—the maralicy of
individuals and colleetives, notions of proper or tdeal corporeal
tvpes, political principles and prapmatics, Consider for instance
thi: way the Arkadian: sought actively to mould their national
character by means of mowsihe, fixing it at the heart of their political
life (gig 1w BAne mohvrelay Tije povowie meepaheBeiv Polvh.
4. 20.7) Their state-funded programme of socialization on a grand
scale included musical training for males until the age of thirty,
demanding mstruction and demonsteation in instrumencal per-
formunce and dance as well as vocal expertise,” The centrality of
marisik to Greek notions and practices of paideia demonsteated b
the Arkadians is reflecred at the theoretical level bv Plato’s use of
meestRE AN the Laws, where the ideal i v s effectively to be sunge
and danced into existence,

Mousilh#was alse a vital medium through which societies crented
and related to their past: one need only point to the absolutely
central position occupied by the actiolosical reflex in musical
myth and performance, o simply to the rarentage accorded the
Muses themsclves by the Greeks, daughters of Zeus und Mermory
(Mudniasne)?

auch parentage for those who look over the realm of monsibe
betokens not only total and privileged aceess to the pust. It also
vegisters the fact of mowsike’s enormous power in the world of

mern.” The victory song-dance performed by a Bhoros {the epini-

frionj—one of the artistic peaks of late archaic monsrhi—eould serve
the colonial and military aspirations of city-states as much az i
served to praise the athletic achievements of its commissioners.® [f
we are to believe their own publicity, in the carlier period masters

© Mathiesen (1999 ch. 4 s g recent example of this habir,

Y Palyl. 4.20-1, "T'he functional mcerpretation i that of Polybios himself, who as
a Megalopolitan almiost certainly experienced it at Tirst hand, See Visconti (1909}
GE=73; Stehle (1 ST 00 Kowalzie 11 this vislumie,

q' s, ’.I"}J-:-u,;__-'. 24=71. See Barker (1994): also Vernant [LO65]) el 3

" Mate the hicrarchy of power implied by the Hamaric Hyarn 25 [ Muzes, Apollol
astedet and fithoristai devive their wordly (b y¥Hov) aurtheeity from the Muses and
Apedle, while kings receive theirs from Yeus.

" Bee Devgherey {1993; alzso Cale {19923 1Tubbard [1502),

A

Tadvadection 3

of this divine medium consorted with kings and tvrants on some-
thing approaching an equal footing: the great war-lord of classical
western Grreece, [licron of Syracuse, engaped Pindar, Baklly-
lides, and Aiskhyvlos in an orgy of moewsih? designed (among other
things) to beautify the brutality of his activities, which included
ethnic cleansing and lorced migration on a grand scale.” Even so,
the poct could mobilize the power of mousibE to act 25 a control on
the megalomaniac: 'no lvres 1n l‘.-:'ll'tt‘lﬂﬂ bialls welcome him [#z the
bad tyrant] in gentle fellowship with bovs' voices' (O, 1,97-8).
And thizs prestige and social power of monsified did not wither away
with the classical period, us iz sometimes supposed, It is hecoming
increasingly clear that analogous negotiations of power continued
I:|'||'qulghnu t the hellenistic and later Iw.rir:-d:—‘. berween _E_".’_:u':_:['ai[i-i.,
liings, and emperors on the one hand and those HINNY MUSICIAns,
event-organizers, and unage-makers who formed themselves into
powerful associations and operated on g wide international scene—
the Diionvsiac Artists,

T delimit the potentially vast terrain for the exploration of
miansii we have focused mainly on classical Athens. 'This choice
of time and place 15 not simply determined by the fact that it is
for Athens that a (relative) abundance of evidence survives, Tt
15 rather driven by a recognition of the special, and in many wavs
unusual, place that mewsshe occupiced there, Famous lor its elabor-
ate festival ealendar with its numerous agonistic events, this city
provided tzelf and its many visitors with a more extended range
of ‘musical’ activities than any other. Yet classical Athens also
developed its musical culoure in dircetions not apparently taken
elsewhere in Greece, This distinctiveness can productively be
related 1o its political (and social) eulture of democracy, to its
massive size and to itz unique position within the wider Aigean

F Fnown major commissions of IHieron: Bakkh. fopans 4, e, 2, an enboniinn.
Pinal, {"II-H'?. 1. .|“_'|.'.I'.|'?. j:_ Pindd. ¢, 1054, o J'l_!_'l."l.'_:-r.'-{r'.l.-:.lr.l.-r [|:u:-:-:;-':z'.:'||:.- all Lo the charo-
victory at the Pyvihia of $70: Crentili of al. g LS 43T Pingd, O, 1, Bakkh, Egin, 3
(For the horsc-race at Olympia in 4703 Bakkh, Epir. 3 (for the chariotrace a
Olvmpia i 4681, Others: Aiskhylos Aiteaiod ‘as an augury of prosperity for those
whi were uniting in the settlement of the city's Life of Aishfoolos of. Dougherey
(1993 ch. 5 Pind. Pytd, 3 perhaps relaced ooan unsuccessiul entry ot the vthim of
b Pingd, frr. 124d=1 20 an snfomion: of. also Pind, Neweo 1 and Y, for Hieron's
comimander Fohroming, m haoth cnses crowned as “Adonaian’ and so after and reilect-
ng his appoiniment as governor of Aitna in 476, Loraghi (1994) 35465,
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world.® The face that Arhens became the dominating centre of
performance over the course of the [ifth century, a place to which
poels, musiclans, actors, and spectators from all over and bevand
the Greek world gravitated, also made of it a place of vibrant
critical reflection and exchunge, where the theoretical analysis of
progesehé Hlourished in an intellectually heterogeneous environment,
alongside and in active competition with other trends of social and

. . Gt RN
philosophical thoughe,” This culture of criticizm also took place at

the primary level of performance, for the stromg thread of self-
awareness and reflection on its contexts of production and social
effecrs that characterizes all periods of Greek poetic culture was
cspecially virulent in the musical culture of Athens.

Mousikiis also at the heart of Greek religion, Not only was this
terriin the provinee of u special and in many ways mvsterious
group of divinities, the Mowsal themselves, but the practices
ol monsehe were also a significant—indeed crucial- component of
worship: from the simple instrumental music that accompanicd
every sucrifice {ef. Hdt, 1.132.43 to hymns of greater or lesser
complexity, to elaborate choral performances (pacans, dithyrambs,
prosodia, partheneia, and so on) and the hvper-sophistication of
comic and tragic drama for Dionyvsos, The deeply musical and
perflormative dimension of Greek religion has rarely been analvaed
in its own right, 1t 15 a recurrent theme of this volume, and the
centrul concern of its first ser of chaprers {(Part 1; see alzso Stehled)

Mousihe further encompassed a large pare of what we would call
Greek “education’, or more broadly, socialization {paideia), As our
glance at the self-improving Arkadians shows, the words of the
pocts were routinelv regarded as containing the ethical and mora
material suitable for the formation of citizens as individuals ane
collectives, Bo too were the particular tunes and rhythmes used to
deliver them, All these were absorbed in contexts of performance.
The Hssures that seemed to be opening up in Athenian society in
the lust third of the fifth centurv—under pressure of rapid social
and political change, the intellectual revolution centred in the citv
and the cscalating effects of the claustrophaobic conditions of war—
famously found one of their clearest expressions in terms of ‘old’

" See Goldhill und Ckhorne Lwas; Boedeker and Raaflaabh (1998) Csano
and Deliller (19981 Muose (20000; Moscani {20040 Caapo, Wallace, Wilsen, {.;L._i
Buthertord i this volume.

? See Wallace (198 Ford {20023 ch. & Murray i rhiz volume.

furvadnetron

and ‘new’ visions ol pardera, and of wowsthe as a core element of
fraedera. Tl he ethical and educational aspects of Athenian mawsifee—
and irs moment of major crisis—are ancother central concern of this
ook (Mare V),

Patdeia and the policical sphere are never far apart, and one of
the core mms of this volume 12 to explore the relations between
motsthe and politics i Athens. "This was a society of which Plato
could allege that a ‘democratization’ of musical practice had acru-
ally led #o the increase of democratic hberty (Lawws 70a-b), and in
which a leading theorist of moewsifee, a friend and adviser of the most
powelul man in the ciry, was ostracized for his musico-paolitical
activities (as Wallace argues here). A fascinating but curiously
neglected ares of Athenian mousifeé, in which major issues of intel-
lectual, political, and social debare interweave, receives serious
treatment in this volume for the first time (from Csapo; see also
Barker and Wilson)—the so-called *New DMusical Revolution’.
This complex set of developments, at the level of musical practice,
instrumental and cconomic resource, and performance conditions,
sencrated tmmensely heated interventions from partisans and
critics alike, And vet no comprehensive study of s profoundly
wdeologized character and sociological sipnificance has hitherto
been attermpted. Tt 1s possible to read the major warks on Greek
music, a5 well as much of the current scholarship on the ‘new
musicians’ themselves, without being required seriously to ensage
with the question of what made this musgical revelution so
threatening, exciting and important—as if (to use the apt compari-
son made by Simon Goldhill)l—the phenmmenon of rock and roll
wis best approached through the tuning of the bass puitar; or as
though the violence that erupted at the premiére of Stravinsky's
and Nijinsky's Le Sacré du primtemps on 29 Mav 1913 should be
L'F:F‘.-hjide ]'I'_"g. 'I'IL':I-IL"JI'ET'I-;"I_': [N 'itfh H'I'_'.l::ll"i'l'lﬂ' ':I_Il!'ll'l_ll'_'._]|::l

Without any doubt the most conspicuous and idiosvncratic
feature of the musical culture of Athens is its development and
promation of drama, especially tragedy. Drama has benetfired most
from recent developments in the studyv of Greek literature as
performance rather than literary text, and from the excavation of
its original contexts as, cilectively, a prize manifestation of monsike

Loneledbild 19U Hirdern (200021 shows thie depree oo which the sacial and
wdealogical importance of a poet like Timotheos continues to escape literary critics,
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on a grand scale.'! This volume builds an these desvelopments (Part
11, see also Csapo), but we also aim o DIINE 1o greater prominence i
number ol other performance-types that toolk place i the ciey
alongside drama (see ¢ specially Rutherford on the theoric .".;.-'.:rru....,
Cecearelll on pyrihic dance), and 50 to see drama as one—huaely
important—clement on u highls variegated musical |--i"“_.’=di*;|i;-'.
Despiee its centrality, few studies have approached  monsihi
n the manner proposed here, Ttalian s holarshap, with its strong
roots m cultural materialism, has led the wav in the SOrt 0
integrated cultural  analvsis cspoused: the work of Gentili,
Pretagostini, Comotts, and Rossi stands out mn partcualar; and
there is evidently a younger generation continuing the tradition. '
Claude Calame’s magisterial Les Cheenrs de Jewnes fifles en Grée
archatgie (1977) pioneered a [ully integrated approach to mousihe
especially of choral mownsike It also remains the most IMPOrTant
study of Sparta a5 a musical society, and as such serves as a
vaiuable foil to our focus on Athens Two important volumes of
anglophone scholarship are Eva Stehle’s exemplary Performeance
anel Gender in Ancient Greece of 1997 and P, rfo .'-nr.m; e Cnlture and
dilenian Demacraey edived by Goldhill and Oshorne in ] G99,
though the latter adopts the more malleable modern concept of
performance’ as its guiding focus and so extends well Bevond the
orbit of mowsikZ What the anglophone tradition has :1?hr-'u- all
contributed are fundamental works devoted 1o the sources and
history of Greek musie, '

In addition o providing the basic

matertals and framework for all subsequent studv of ancient
music, these alse tackle some of the more davnting pspecte of
musical theory and techinical MaLers of IMsStrumoentanon and e
tice. Im addition 10 these funduwmenta] works there s a sohid and
growing body of dox umentary resources lor broadening the study

il ot e it e Jaieas HTI'."]'I'I'I.I:II:I.-C.Ih exhaustive II|'1_]${II,II|-3,__IJ|'}'|J:.I'|I,.' of

! ok i b E 1 g
A welection from w vast bibliography: Vaplie (0977 Winkler { 199043 Nag

L1990 Crapo wnd Slater (1995]); Green (1994); Easterling (1997); Eusterling and
I|.|'|-_._'I*r:_| d :
Caentili {1998 Gentli and Pretagosting (1OR8): Cemtili ind Porusing (1905
Lot (1 %89); Cazsio, Musti, Rossi (200000, “he nter inclides work of LTI TeRer
Itnhan schobirs; aee also Ceccarclli (1998% Restani (19951 §
| 1 ] ’
ll|".'||.|:|1'|!_]h.:-'.|-|r:|§,{-'--lll'| LA Eharloe 1Y), (T98YY Wesr (19920% Anclerson

(1994): o alzo Landels (199%) and Delastlaiemen (1 O95T im0 the w3 tradition. dlention

il s e miaile fiere of the work by A Hils

futraduetion ]

theatrical and  other  performers, AIONYZIAKOI TEXNITAI
(1988}, 15 an invaluable work ol refercnce that will greatly assist
the sociological study of ancient performers and performances
And more recently Brigitte e Guen has made avalable the
difficult corpits ol I|_::|1',;|"|:.' '.F'.=1.;|_|:|.r|--r'|;l|':| evidence r:i_mfn;_-: i
the  activites ot the  Associtions  of  Dionysme  Artises
(oL TTE[IL TOF JLOINTaP TEY LT ) 1n her rrT:1_L1:=~1<'i'i.|J §es Alssociations
et techuttes dionvsiagues o {opogue ellenistigue (20001, o

The tendency towardz atomuzation in the study of mowseié has.
however, been tenacious, 1Eis of conrse largely the fuct of our being
wrrcvocably sundered from the acoustic worlds of the past thar has
encouraged the conunued divorce in our studies of the poetic
word—as ‘liverature’—trom it original music, the latter being
consened to the rather recondite worlds of musicology and recon-
gtruction = Cireelk music i the moedoern sense of imstrumental
practice and scormg continues to be studied in curious isolation,
largely ignored by all but expert musicologists and organologists,
Another reason for this unhelplul divorce of music from mousiké is
to be tound in the historical development of music in the pose-
Enlightenment western tradition, and in 1ts concomutant academic
study i musicology, 1tis only very recently thar the discipline of
musieol Y i x]!IiTJ i a critical onentatyon, some decades later than
most of the other human sciences. The elfect has been to dis-
lodge—rather late in the day—music's sovereign position in the
(post-){omantic mmarmnation as that realm of art Hu:trln,;r oSt
frecly above ideology, the expression of pure spirit and emotion.
And it has sharrered the mirage that music is little more than man's
gemius acting upon a phenomenon of the nataral world, Ar last ic
Fibia h.i'l..“'i |.'|‘L'L'r| sUCT) oAb 2l ‘L'UlT'IFJ[ =Y :"[I,_'rl'lI 1N I:_'fl[l[l_'E:l. 'I.'.”T'IHII 1} [H_.Ii P—
-i.|]|“|.'iT T'I'Il.' LETILC tllﬂT |;11:"ij_|;LliH1.'h ]1"“.'-\"! sl |1I':i||ii||'lt|:'|l' as rntore, -|\||-':|.||H'||._".'
has been well described by one of the leading lighis of this

=

new musicology’ as "the ultimate hidden persuader’ —Dbuat that s

14 i . . .
An I|'-:-.'|'| malenit full-meanbe '-'Il|-:|:-' ool the loldivitar i also |:-|l-1|||:-‘:-.‘:-:'| B AneRir;

sew Aneziin (1Y A Toriher dendderainns wonld be 3 oollecion of the evidence Tor
ol msical agsociaciong and prerlormanees. thal Brouphe the study ol Paland

{15y iy las bl

| g5 .-r. i -|-I'_'I:.\.|||.- R | RAT il Rl O :;.'- AL EF T IS e v eEs :I.._.-_— -'.u.ll\.
s . d ;
'he aophists were of preat importinee in this regords Teancaced (2000 T see alsn
orw Foard (1002 exp. 4




8 Penelope Muvray and Peter Wilson

a discovery that would have come as small news indeed to men like
Plato, Llamon, and .-"'|.1'1'Hrnp|1:|1'|:_'5:_li'

Of all the elements of mouwsde# dance has uneil recently doubtless
fared worst, remaning a largely antiquarian interest on the
margins of elassical studies, at best subjected to highly speculative
and often 1ll-considered atcempts at ‘reconstruetion’. Man v ool our
contributors advance the study of this fascinating and ill-served
subject, and Cecearelli and Waohl rackle it directly, from comple-
mentary angles: Ceccarelli brings a wealth of detail and contextual
evidence to the Atheman manitestation of one of the major forms
of Greek dance, the pyrefufhe or warrior dance, while Wohl follows
the path of more philosophical reflection on meusik? offered hy
Xenophon's Svapoesion and its figure of the dancing philosopher. i

o Chaotaticn frem Conk (1998) 122, See alie Cook and Fverist {1999, Ceher

recent works from musicology and related disciplines whose insiphts could serve oo
encich the stody of Greek monsihe inchecle Al (1985 Kramer ¢19005: Marein
(19950 Dhelaere (1995 ) Brims and FKlumpenhower (1998,

* For cncouraging signs that chanes are changing in the siocy of Greek dance see
m particular Cecoarefli {19987 MNacreboul CIUOT of, Delpvaud-Rouy {(19W034),
CIRUANE CTUE]

Part 1

MOUSIKE AND
RELIGION




Muses and Mysteries

Alex Hardre

Az Aristophanes’ chorus of myatic mitiates procecds across the
stage N the parados of the Frogs i dismisses from iz choersd “who-
ever.. . has not seen or danced the secret rites of the high-born
Muses.” An Athenian audience, certainly those within it who had
been inttiated ac Eleusis, cannot have missed the imphed wordplay
Between Opyuy Mowrae Cseeret rites of the Muses') and parron
(‘mwstics’):” and if the joke remained in the minds of ‘real’ initiates
iy the theatre after the [rs |1q:r|_|H'T|u|nn:q: ol the PIIL}-‘ mn '—1-”'5} thw:-'
might have pondered its sipnificance for the place of wousils in the
celebrations at Eleusis, as recalled from their own personal experi-
ences, and as represented in the danee steps of the comic chorus,”

A around the same time, or a little later, another Athenian
audicnee was to hear of the association of the Muses with the
Elevsinian Mysteries, In the Riesis, the Muse Blames Athena for
her son’s death, and taxes her with ingratitude in the face of the
Muses™ high respect for Athens, revealed in Orpheus’ establish-
ment of the mysteries (941-3):

K LTOL TTOALY :rf‘qlr rn?":."“r'nl?n!. F.rpEn;rﬁ_'iEflrm{:u
Muoihron Lot huarTo I-;;f;"']TL:.,:‘FL:]H!—ZH-:‘: o,

Aovepainn of this chapter wrs resd ot *Mosic and the Muses; Public Pecfocmanee and
|11l::.|'_"l.":-! ul’ .’I'.i':-ll-:.'!.".l'-!r-' inh |_||_|_- {-'lil.-iﬁll:::'ll .-"-':l:ul.:l'li:lr'l ["'l..lli:-:'. |'_|_;|.;| Ac "l."l."'.ll"-'-.'i-: ke Liniversil ¥ it
April T99%, [ am grateful to those present, to the editers of this volume, and also to
Professor Wichard Sealard, Tor helplul comment

! Frogs .¥.§r!—l'1 spppsie ¥pT) KeELrToar o Tolg TYLETEPOUTL YOpalrLy, . drTs
oo Spye Mooede ot clBier woijs Syopeurse, L For o new creatment of
Frogz 154=6, azsociaving Muse inapiration with myvstic imbiation, see Lade-1chards
[2002) 57-0]

SOf B, Mer. 13 ohe pasrran & Spepd sumiee Wi, CUhierseh [eied in
Mitchell's editton of 1839 saw the point: ‘exspecrandum fuit chorom dicturam
EREED Qu ehes BEVSERren argiy calehraidd L dacil vero L, Ploasmaie peo poedrtEn ., L
Ileindorecht 1937 19 TTarn CLO 125,

* Gl {1974) 4050,




Alex Hardve

HAFTT Py T8 Tok GToppr T due s

ERsLier Opdeng, avrevidung vakpol

Toul OF keTERTEWOE - Movooidy 76 adee
and yet to vour city we sibling-Muszes show high respect, and we frequent
vour land; and Orpheus revealed the terch-processions ol the unspeakable
mysteried, cousin of this dead man whom vou have lalled. And voor
Musaeus ., .

The placement of Moixrow and puetnpior, wich char homophone
Fest svllaliles, ar the start of successive hines (followed by
Mowreetonr, Y437, sugpests that the suthor meant to mark an etymn-
logrical relationship between the two words.Y We find explicit
attestation of such a relationship in Dhodorus’ repore thar the
Muses got ther name from imtiating men', a derivation which
he explans in terms of the Muases' role in education.” In adcition,
Bluses’ and ‘music’ are found In juxtaposition with ‘meestery’,

5 ] £
mystics’,

I-iTIil_i.H“_'.ll .i'l'l'll:,] ﬂ_'lfﬂTl:_]:L' '|."|'||‘TL|..'"i 'i:lml zl ]Url_l: HL:T'iL:F\- |:||. I"[ﬁ.:"l:‘”i.“i—
tic and later texts, and there can be no doubt that some of them,
perhaps all, carry crvinologizimge !-;ig!]il':lt'unu;:{'.!‘) [ waould suggest thar
this ctymology had poined currency at Athens by the end of the
ifth century, and char RhAesws 9435 15 a relatively early reference to
its existence. . This is consistent in timing with the ferment of ideas
nssociated with the New Musie, including irs intense interest in
verbal play (see Eric Csapo below, Ch. 8). More specifically, we
might surmise Chrphic influence, from the dircction of Eleusis
isell, on an etvmaology which was patently intended to supgest
that the mysteries were named for the Muse-mother of their

Ervmological "markers”s Carrns (1996) esp. 330 for "vertieal pastaposition’, sec
alao (Fllara {19900 86=8; for the antigquity of these techoigoes, Hardie (20000}
[oa—t Orpheus as [onder ol the Eleasion Coeal (1W7£] 22=3Y, esp. 230,

P ohod, Sie. 474 Modooe B o awoparlon b Tob pusie Toig dfpaarous,
TowTo & GeTLe i ToD BlBturkene T wodd Kol oropdEporTe kel Ul o darodi-
sy dopeovopere (of, Philo De Spec. Lo 15320 70 yiap, 2l gehd to0d 2ati,
o o, wod cupubEporte. ) For the same etvmology, Helladiug ap. Photios
F |;'['|_ FalEH H1_=.|:|-;i:=|';| "I";'|I-= Moy |::|i. il,.l_ﬁr ;:"l'll|_l_.l:-:'l|ll“:.'lli-l:l'l'|-' r;.*r:'-?'n Tivll ll.1.l|'tﬂ|'|'-.'§1.-'
Thver B T e oK) Toethourg ouiey purrpioer Sueddpng of KM, 589
sov, Moo,

" Mare Theaet, 155 AP 4.1,57-8 (Meleaper) AR Y1623 AF 14602 the
:_'|1|;||'-:1L15-.I,i|: "Oeacle of Cassandra’ in Powell (1U235 [RE=Y, 1, 20=-31 {as restored b
1l.'".-'i]::|:|r||_m-'i1:-:.]; Hll'i-""- HI..F.'-J; (_:||:r1|. -"'|||_-'-c. .':1'.'.rr.l.l.'r. E l':.?'_:.:!'_ _";.-'I.::_:.;|||':.|_-|_|._-:-.,__ il': .'LT.'r:-'rr.I'
Seviplores Craccd p, 6257 Jahng AP 20 3055, Owpd, Bl 70 0= contrast [ie
S 30 33 and see below, n. 11

OO West (19531 24 dplacing the play in the dch cont.); Ritchie {19047 35741
[t after 420,

Muses and Mysieries

“founder’, {}lph{:uH-H In Iater antigquity, 1t was sugpested that as
bringer of the mysteries, Orpheus was “allegorically’ the son of the
huse Calliope (Schol. Ar. Frags H2); and the Orphic hymn to
the Muses (73.7) actually eredits them with hringing the mvsteries
tor mankind, But whatever the genesis of the etvmology, the Athen-
ian audience of the Rhesus will have been left, again, to ponder its
implications for the role of mousike at the Eleusinia,

Side by side with rhis pattern of etvmological data we find
parallels for Gpyuwe Mowgraw, in which music, poetry and philoso-

* . . v ] ! L
phy are deseribed in language reminmscent of mystery revelaton,

T'o the modern reader, sacral phrasenlogy of this kind seems to be
most readily explicable in literary’ rerms, as metaphor pure and
simyple. Om this reading, initiation mto the My SIETIes Was 4 sacral
analogue for the poet’s engagement with the mspiring Muses, but
was not really akin ta it in any historical, musical, or cultic sense,'”
In support, it might be observed that there were no independent
‘mysteries of the Muses™ (the single surviving instance of the
phrase occurs ina derivative, non-sacral context, in a letrer written
by a teacher in 1:;;;}-1:.1].:' Marcover, the Muses seem nat to feature
in mystery iconography, and no Muse shrine (Mowusedon) has been
dizcovered at any cult centre of the mysteries.'” Yet in seeking to
understand ‘poctry as mystery revelation’, ic should not be as-
sumed that for ancient poets, ‘sacral’ and ‘hiterary’ spheres of
activity were to be distinguished as they would be in the maodern
world, Tn the ancient world, much musical, hiterary, and intellee-
tual activity took place in a sacral comtext, Individual works of

. i o -
poetry could acquire sacred status,” The Muses themselves were

8 For Qrphic intesest in ctymaology, Kaba (1997} 59-60, 61=1; Baxter (1992)
13—, Far etvimolooy and invention: Cairns (1996) 33-51; of . Seaford {19763 215,

i Plate II"l.l|-.-1,--.-_|',-_ j-iﬁn; Soen, Deosive, 1570, 35,31 AP 2,303 -5; Him, O U T4
Cools Bvpes, Do 5 Verg, Oesrr, 24757 Prop, 30104 dalse 3,329, a5 emended);
St .‘_x':!'!';_-_ CLE -3 Auson. |7 (Bisswda) pracf,; of, 507 705,22, with Lloyd-Joncs
(1903 94 Avistid, Chaine, De Wus 3165,

W Mack (19521 1R4-00; des Places {19810 #83-9%; Ricdwez (1987)

Bilahel (1934) no. 756789 tdr Mouvmin mé peotipuea; el Mitchell [1982)
146,50 { funerary) ots yip siening Mov[o]de dud o Epanibinsg . ..

1% Contrast, Tor example, the ‘neiphborly relationship’ which the cult of the
Iizsan nymphs ac Athens enjoyed w ith the Lesser Mysreries (arising from initiates
hathing in the stream): Larson (IO 128, Muses fearsre in aecinlogical moyths o
Samothrace and Fleusiz: Strabo 1003.1% Paus, L3S0 Fur, Fen 107456, el
L3d1=5, Clinton (1092 27=-4,

" ligr the dedication of poetry in cemples, Herington (1985} 20H =3, For Orphic
socred poetey, see Gral (1974 West (19E3) Albinus (2000).
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_L_gm;jnﬂt.;-u-w:-:, honoured 1m0 cult nl:-ﬁc:rt-'ﬂnq::') ancd 1ol :«ir'|'||'r]j-f' lterary
abstractions: and their Mouseia provided a sacral focus for educa-
tional activity, literary performance, and the cults of poets.'* "'he
central nstitutions  of  Athenian philosophy conducted  therr
activities under the cultic aegis of the Muses.'” We hear too of
Hellenistic cult socicties of devotees of the Muses. ' Some mystery
cults based on clan o Tamily tradivion generated ther own musical
and hemnal activicy:'” and again, there were associated cult soci-
eties [(felarretar), which have now been dluminated by Fritz Grreaf,
as has the role wathin them of {}1'[‘1}11.*11:1' as the First moreal poet-
musician and telestic initiator, ™ Crrphens belongs to the husimess
of mousike, poetry and music: and from around the end of the fifth
century, he stands for the association of moeusiks with the Greck
mysterices,

Apainst ths perspective, | would suggest that [or the Lith- or
f't:||,|_|'th--:_'|_~.T1t1_n':-,' 11:::;_:I_'-T'r1|,4:-ﬁq'.1';4r1, the houndaries between cule and
literary-programmatic metaphor were less clearly defined than s
SOMEimes s:u|}1'.|m;t:{l.i” T'he main aim of this essay will accordingly
be to assess the place and power of music at teleste imnation
ceremonies, to locate 1t within the wider framework of Greck
modesE, and o ['E—E".'ﬂhlﬂff‘: its kinship with classical poetry,
luzes and r't':l".-"-\.ll'.!lt takes itz prJIﬂT afb LiL]'.ld:h.H{' frovm the aural
experience of the initiand, and it embraces Orphic eschatology,
myvstic ‘education’, the role of mudmonane, Pvthagorean letaiveia,
and the revelatory role of the poct-musician.

1l

[n o well-known excuraus in the tenth ook of the CGeaomraphy (10,3
Atrabo explores the place of music 1in orgiastie ritual. He distin-

U Mouseia: BE 16, T97=821: Fraser C197 2y M 215, Ot (19500 625, also Bav-
ancé (1037, with Lynch (1972). Poct-culis: Fraser {|':.i'."_:'_l x '['- —'e- i 57, withy
Palslicgrrapley an the Poavien A rebdlocheion;, Moren 1903 38—40) |_"|:.-|.'.|.l.|‘-'“l. aid
Euripideay. On Helicon and Hesiod, Schachrer (19803 1533-6; 1601

Biovyonee (1WATE Loencly (19720 Feaser C1972) 312=15, wicly the notes n

20H T4,

' At Thespiae (567 717851 and lalysus 11{1 2.1 6.

7 Burkerve (19850 27851 Bowvance (1937 32 0. 4.
Crral (19ET Y see below, section V) of, Cornford (1932 89,
Faor the claee, Coeal (EUT4Y 349,
LBurc for & |:I':-1J|-::|1-'fm" effore to associace Platanic engquiry with costucie ritaal,
A Wlorgae G190 See e Ladas Richareds (2002 87421,

Zll
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cuishes tvpes of festival according to the role withan them of diine

: - 2 EI . St " Ll - LT
possession, wovou], and mystic clements.” Mystic concealment,

he argues, induces reverence, and powruer] brings us in touch with
the divine, ™" Strabo ooes on o speak ol music as the foundation of
ciducation and also as a way of imitating the gods. "T'he Muses
themselves, he points out, are goddesses (10.3.11); and the Pythag-
Orenns re fmrdud all music as the work of the gods, teaching that the
cosmos was constituted according to the principle of musical har-
mony. He asseris a common Cireelr associntion of ‘evervehimg
oreiastic, Bacchic, choric and ... mystic’, with Dionysus, Apollo,
[ecare, the Muses, and Demeter; he notes choric activity as a
feature common to all these cults, brings out the presiding role ol
the Muses over choror, and finally, juxtaposes LOUWTLICOE 515 Servants
af the Muses with pivrto as servanes of Demeter (as also of Apollo
and of Dionvsus). Strabo's observations, hike much of the surviv-
ing data about music at cthe mysteries, embrace ideas which
postdate the classical polis. 2 But that Athens ‘invented’ the
(Eleusinian) mysteries and transmitted them, together with eivil-
ization, education, and the dramatic arts, 1o the Greek world,
became an article of civic pride, with some basis in truth so far as
concerns the influential promulgation of mystery ideas. ™ Against
this pattern of cult dissemination, dara from a variety of later
miystic contexts can be used to help us negotiate ways back towards
fifth/fourth-century cultic and musical antecedents at Athens,
Specifically, 1 would hope to show that Strabo’s wide-ranging
analysis, touching as it dees on the mystery interface between
maortals and gods, on musical ‘education’, on the Muses' presence
within mystic chereia, and on cosmic harmony, derives from au-
thentic classical wavs of thinking about the power of mousike n

mystery ritual.

Hreahao [0S 1iag }._:‘-1 s E.lenuuwanLc-} F.ﬁ:.':_ 0 ,-.;mp-n};, Bl 7O LY pLETE

PRI T nu BE 1], Hol T |LI’E' PLUTTLRDS TG B & doverpd ..
o lhid. ] TE movewed) TE pL T -;J|u;:1'|n'u.' onrec ko gLt kol piaog o

1% |:_:|:|j,|,'|: kel kb AerEy el mpds T Heloe |'II-'-"J|-_. CrUCTETEL . .

Strabe may be indebied o Posidoniug: Reinlarde (1928) 34-31. FFor Steabwy’s
|I'-‘:l.' r:-I I:-:_':_.||_r'|1M al amtiarory terminologs, Cibbanls {14957 4i-¥

b orer 2 114 6-28 (M0 1A% 11190 lsncr, Pan, 28-% Acl, Avistid, O, 2400
ef. Luer, 6. 1-8. See Kerénvi (1967 122; Burkere (1983} 250, Fircar's second
dithyramb mcluded a ‘transference myth’ of mysteries from Eleusis to Thebes:
Lavvecchia { 19%) 7453,
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T'he various fifth-century mvstery cults seem all to have m-
volved appeal to the senses, to smell and hearing as well az to
vision.” Indeed, noise will have been a feature of the carliest
mystery 1'EI:|_L;»|'|'."”: and Claude Bérard has demonstrated the rale
ol thunderous, clattering, or clashing sounds 10 the mvystic
summaoning up of chthonic deities. " There will have been a strong

i
‘music’ in the modern sense of the term.® A large body of evidence
in literary and epigraphical sources, vase pantings and mosaics
testifics to the presence of the full range of instruments {stringed,
wind, and percussive) o mvstery music,” Llnsurprisingly, the
fullest information relates to Dionvsiac cule, ™ A Campanian relief,

for example, shows an imitwation ritual attended by a tvympanon-

mimetic element in such nowses, which carmed over into myatery

il - i i
player;” in a Roman sepulchral reliel of the second or third cen-
turics Ay, Dionvsus s juxtaposed with a cista containing nipsicria,
and with an aulos-plaving Antopa and dancing satyr; and two late

mosaes, from Palestine and Grermany, provide vivad depactions of

¢

: ! : \ . 1z
mstrumental music making i Dhonvsiac mystery  contexts,

Agmin, hvmn singing is known rom an inscription to have been
g feature of first-century AR Dionvsiac mystery ritual ac Perga-

34
IO,

BDusical instruments are found in other mystery cules. The firste-

century BC mystery cult at Andamia made legislative provision tor

“those who are to seeve, both in the sacrifices and 10 the T'rl}-':al.vr'it::-a,

Feerenyi {19330 33 for the role of the senses, esnecially "secing’ and “hearing’,
ol Phale D Spee, Lege 10321, Plat, fr. 178, Mdar. 5900,
ST West (1953 145; 1467,
** Bérard (1974} 75-87; Lada-Richards {199%) 01=2.
Maretic msic at the rites of Cotveos Aesch, e, 37,9120 in Dhonysiae riteal,
Woest (19850 172=1 Representacion of mvth by numerice dancing: Burkere (1983)
288, Harrison (19227 570; Milsgon {19570 390l
S For thoughtiul remarks, see Magmien (19300 189, 2¥0=1. FFor aefos aocd feme-
,I'.'rr.'n-'.'r.l i|| i}‘i-.J:1:.-':~i::|' :|rn| |:-l:h|,_':|' -:_ll'!_'i:'.';;l_'i-;_' |_'|_||I__ H::||'|_-;|_-:' I:'I ':J-’_-;-l] ]_r;r_'ln:_'_;-._ [ T H-{:‘I'ill'l_:. I: | ".".n_'-l-]
'En'] .ﬂi, ':-":‘:: fl:!-:' ﬁll'iﬂ::_l'l.‘:-.'l INETELMMLns im [ Niivvsie and other |:-|',-_l|'i:'|:~'.|i|‘: -:'llh. IBarker
1984} 75 BEues Cwed 40 4454 Plat, Awd, 24 wirh BE 3446 {on Stlenus]y Depl,
Haywe 21.3; Juw, Bod=d Cyvbele and a cichara plaver: Borgal (09%61) 98, figs, 56—
Roman sources in Wille (1967} 33=03.
' Horn (1972) 79=81; Braun {(1995); sce ahove, n. 29
Rigen (1915 38, fig. 12; Milsaon (1957 BE=9, Tambourines feature among cult
nhjects in 4thecent. B¢ funcrcal vases from Seuthern Ttaly: Schmide eo sl {19760
PO=20 noss 15, 16, 21,25, 15, 46.
;i f_--" f. |+.-::3f131 Wil its CT929% 9. Mosaie: Brawn {1995,
o Framkel [18%0-3) 2,455 26 (twe Dpoecfeidomaio.
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as pipe plavers and citharnsts’;™ cithara-playing seems to have

=

featured ot Samothrace;™ and the appearance of a cithara with an
imitiate's bench and a efste mysiica on a fragment of an Arveting
vase indicates that music featured in whatever mystery ritaal is
referred o 0 At Eleusis, there was aulos accompaniment of choric
dance outside the sacred enclosure, although n:r1.hinj__:_|:;-:;a'lnin IS
known about instrumental music inside the tefesterion.”” Initiands
heard a bronze song, the Mysiow, struck by «t.'hu hierophant when
‘cummoning’ Kore from the underworld;™ and in a :-'u!.l'i.l{]'!]_L{
aural contrast, the hierophant chanted aloud in a melhifluous
devr], a voice which could be depicted as that of his eponymous
AnCestor l‘:'l'ITT1I::I.||f'!|I.1:-L_'1I'? We do not know whether this chant was
accompanied by an instrument, but it roust have been _H]".irl to
ginging, since Fumolpus s found together with t_tu_' swan 1n A |.'|'!l.:
VHse r_.:n'n’rim;_'“5 Euripides (Helen 1339-52) gives @ syncretis
account of Eleusinian musie which links Cybele with Lemeter,
imtroduces the Muses and hymnal clhoreia (1345}, and juxtaposcs
fxeiov with tympanon, The singing of hymns ascribed to Orph-
cus, Pamphos and Musacus by the Lycomedae clan to aceompany
Fitual enacrments in their mysteries is securely a tested; and in the
first century 66, Eleusinian singing is proved by the prescnce of
Foyviritia ;,Jr'J;;frJr'." ! |

The impact of music at the mysteries 15 evoked n the lute
testimnony of Proclus on the crmotional effect of the aulos on c.hn:,-
initiand, and its capacity to arouse him o communion with

M LSCG 6573, I owle i e
T Cithara o Samothrace: Lehmann and Spittle (19643 230, with hg. 147 for a
Fitleariciria as initlaee, FG 12,8, 178,67 (2nd cent. B »
" Dragendor!T and Watzinger (1948} 153 (Deilage 6, fg. 449).
oA glos ar Eleasis: Goeaf (19747 375 Bérard R R R B R o y
ETv iR L 7 Bérard (19743 83-6; Lada-Richards (199%)
bl erbnyt CIUARTY S Oro {19550 27 Beracd (1304} ae—by Lada [
a1, _ . ~
W philestr, T Sepd, 2.20; Clinton {1974 40=1; of, Pluc. Phec, 4.2, llm:c-g‘lln:uﬂ
as 'Bumolpus™: 16 2%, 36039.4; Kerényi (1455) 51-1. Aural conteast: of. Hlermesianas
on Crrpheus’ katabasts (fr. 7.1-14P) contrasting t!_?rc I:rl;!_r|:'|l!l.|;| _::c_mm:lﬁ i:t l-hmln.:-: -.-..:1|1
the life-giving lvres also the ‘oracle of Casgandra i Pawell (1925) 138~ :';H-'I'“'_' -“'-;i;f;ﬂ!-.’
; d 5 3 . o [ PR . TR ] o ' :
clashing bronge (*chordless harmony (27811, and the .".p-.ﬂ]u..-. |:«-II'.'2 (29-307; .Ilt
Mar, 39— [the harmony of the spheres and frightlul ehrhonie noises at the oracle

-

of 'T'raphonius), oy LIgF % ;
oL Harrison (19223 355, Bovance (1937 523 eranyi {1945] 52-3. CF Pratinas
fr. 7O0R.3 PG ) _ _he L .
] veomidae: TPavs. 1.22.7,9.27.2, 9.30.12; Burkerc (1985) 2780, Eleusis: SEG
e, 9318,
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the divine.*® There is also some evidence that music and dance
plaved a cathartic, purifying funcrion in Dionvsise myvstery oyl ™
Evidence Tor the actual performance or staging of mu:;i:: at the
1.11}-'.-411.*1'1'&:-; 15, however, regrettably sparse. Some rituals inchided f
form of enactment of the sacred myth, and such performances may
well have included nume-dancing and music.” Ar Home, too th.;:
rites of the Bona Dea, which Plurarch characterizes as ‘Urp;zit'
took place to the acecompaniment of music, ™ {Hherwise, we are ]g:ﬁl
to make speculative inferences from a handful of literary texes. 'The
openmg of Claudian's fle Rapru Proserpinae {1.9 -1;I-J relers to
ltl_u:u:amizm terchlight, and juxtaposes subrerranean rumbling
with carming, to which the serpent-drawn chariot of Triptolemos
15 r.?la'am-n upwards, " Aeclius Aristides (U, 22.6), umong other
ancient authorities, speaks of an incident in the battle of Salamis

-,

when a ‘cloud arose from [

e \ cusis and fell from above on the
|lrt_-t'::|nf|] ships, together with g mystic melss’, therebhy putting
:3"1.4.‘]'}:(?5‘ to flight, That this fanciful picture owes :-mm-q:l']lim.r, [
Eleusinian Practiee receives soime tangential encourasement from
the Eleusinian character of Aristophanes’ chorus in the Clowds, the
vedihel themselves: ™ these vEdERie, invaked as Socrates’ deities
of mystic revelation in the phrontiserion. ure strifingly assimilated
to the Muses; ™ and *‘musical clouds’ would sit well v.-i;h allnsion 1.:c:
music in Eleusinian ritual, associated with the smokey atmosphere
fromm initiates’ torches and perhaps alse the fipures’ [ery 1 et
which appeared through it ™ .

B
i FI':.I'| L - b : " I 2 i ’ 1 e
" Procl. 'r”. Ale. 198 i Bkl v oS TIPS kel £ Toic fehisnlc
‘ : L |. £t -. o H._ - L e 3 3 3 ] # L 3
NPTTLLGS 0 GvhOn,  wpe T, o oo i RLENTLRD TGS TT) S Slerbionee
s LR o - - - 3
bpree 2 7o Uelov Magnien (1950) 270=1_ 'he impact of Dionysise music is
weel] evodesd by Wkt (19835 K] . B . :
b3 . S piEkre ey 73
s i F I g : 3 -Ir :
3 Ilhllll...‘ QUi 325 Toes Foes i TEAETIRD KOL (OPeeL TooUTeen mrovpecteh 1jerLl
ROEPOU TLING  ENEATHRL dhoaTil, Dmwme G 1 sae o STTE A1 B i
Ay TG CXET |_u| LY UG 0 1 son epodiiotdipeoy wredpee B Bior 1y
TUNTIE VTG Tor £ T pehgbivne T kel opyiosoy &ue Froineels B e-
LI ToeL.
| " E
(o P A e L -
. {.:ulllu e ([958 2034 Riceinecdells (200} 265=82: Horn (19721 76 Cdie Panto-
m!pll“:m e Myvsterien'), Tleusise Burkes (1983) 288, Huarrison (1922 515,
i Plut. Claes, 98 ponvrm e . TohAT) woepovrn g 1001,
" Lasck (1973 158 On T'riptol :
s 3 ; Rk ripiciemns: and Demeter™s char o - :
T C charior, see Richardson
47 I . ey
I Loaca-Tichards § 9wy 72
H i e
a0 B I NI R X t :
i [_:r. ._-]r .-.-.-|r|. AP 34.5 0 A0 L anad Call, Aer, fro 203 alse 334 385
o For the importance of torch smoke in chorje damce, of. esp, Fur. Baeck, 144=510-
Liem. Alex, Mratr, 12, p. 250 Butterworth, oy fjmers in ek |ohre: ert (1987}
i : ! Xrpperee oo porcilighe: Boarlers (19833
HI-H, r_fjm_c:sf .'-If...t—i-l, Aristophanes pairs che ‘breath of the prpes” and ghe mosi
enyseie whill of torches”™. Note Hesind®s invizille Muses, wrapped in mist § Theog, U
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Chorie dance was a fundamental component of the mysteries, ™
Strabo gives special prommmence to 1o yopukor; and Lucian {(Salft,
15} states that 'no ancient matiation ritual can be found thar s
without dance’, claiming that Orpheus and Eumolpus judged it
‘aomost beantiful thing to be mmtiated with rhyvihm and dancing’.
Maore specthe evidence meludes the Andanian feletai, for which
professional feclnitad lor choric dances were enpaged.”’ 'Then,
Plutavch (fe. 17E) :-i[‘JL"aﬂ-::-t af the (Eleusimian "] initinnd’s 4_'.:4]1:_:|'1'|;_-1'||;_'4_'.
of woices” and ‘chorie dances’. Dionvsiac religion was quintesscn-
tally characterized by chorie dance, where the chores represented
the god's following, both in its secret orgia and also in s public
cult TTIHIHi|-l:!.'-'\.|_:!||,'il::lT'I!-i-.:-I:: The Leshian culy of ]-_Hnn}'x-:l_mEp:ﬁj:}i]]c_ s
understood to reflecr the role of dance in the celebration of the
mysteries {671 et dpyrens T purTipue Syiveto, Schol, Lye,
Alex, 2120, Public chorera 13 attested for the Athenian mysteries of
Sabazius (Dem. I8.3]13) and at Eleusis, dancing at the Kallichoron
Well was among the oldest clements, ™ Vase pantings reveal the
place of dance in relestic initation at the Cabirion at Thebes;™ and
at Samothrace, the famous frieze ot dancing girls 12 similarly
suggestive,” There too, we Tind the seeret ceremony of $hromesss,
the enthronement of the initiond, encireled by dancers.™™ Plato
speaks of Prondsts as part o the Corvbantic mysteries {Euthpd,
FP0d=e), aman with chovera: and we [ind T-}i:m'_-,-'.l-:l_n-: A5 1 Seated
initiand, encircled by dancing Corvbants, in later reliets. ™

Throush Honvsiac initiation, the individual became a member
of the choros which worshipped the deitsy 75 This merging of the

M Lada-Tachards (1099 981032 Buovamee (19371 8901 Riedwer (19871 575

LSO 65T of 9%

a2 Thorm {l TR TU=—-K1 , with ar extensive collection ol -e:'.'i-:_||,-.|'|,'|\"I Tesnsadale O '-J"-H}
G—g 4, eap, PI=1, Por secrel celebeation within & pulshe festval, Sealord {19944
200=1. See alse Lada-Richards (19990 101=2; Dovance (19667 33=+F; for Dionysiac
dance and song on the Lenata-vases, Durkere (1933) 237

“! Eleusis: Richardson (L974) fndexes, 1. Nawees and Sulqects sv danciag in mys-
pary endhs; Burkere (L9831 287=8; Keréenyvi {19073 Tndex sv danee uncerfdancing, Crraf
[19574) 40=510; Lada-Richards (19%4) 99-100,

7 Daumas ([998) 311,

 Bamothrace: Licerary evidence: Lewss (19649} 142, 214, 215, 21%, 224, Frieee of
'Jfll_'“:_k.'illl_’ girls i the temesvos: Ledooann and Spattle (1%82) 1.2530-3,

PR randziz n Corvhantic mysteries; Plate Euffoed, 2774, A Elewsis: Burkeri
CL9E3) 2664 Samathrace: Nock (1%L, now overcaken by Burkere (19935} at 1856

Lenda-Richaveds (19959 101, wich bilsliogeapshy,
b Hoen 19725 T-".'; ol Dada-Bichards {1900 11D, it il‘.;-': .I'-".I'-'-IIF;'.\ 154 alsa ?'r[;.l.l!_l'lil."l‘n

3
(1950) 271-2,
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individual with the mystic group’ through choric monsike, so vital

- 2 a =0 - o i . ! = :
tor the Cireck myvsteries, was prcked up by the Christian fathers,

!I'I A passage sivikingly reminiscent of Frogs 35410, Clement
(Strens. 5.19.2) compares the non-Christian to one ‘uninitiated
in mystery vituals (Bv rehevaic dpinTor) or unversed in choiic
danees’ {Ej:l-' xopelews apovrov): he ‘must stand ourside the divine
chares’ (6w Buion yopob Toroorton Be), ™" Participation in the
choros was thus the mark of succeessful transitien, through initi-
atlon, to membership of the god’s chosen elite, But, given that
chovein involved wmowsike, which was identificd with the Muses

themselves (presuling  over chorod, In Strabo’s farmulation,
103,100, mystic initiates were to that extent involved with the
Muses as well as with the dominant godidess) whom their smousike
su;*rTmE. Thus, at Frags 3547, Arvistophanes” mvsiad make Pareici-
pation i choerol a defining Teature of their status, listing among
their exclusions those who have not danced the apvuix Mo
and those who have not ‘been initiated into the Bacchic tonge-
rites of ... Cratinus’; the Muses are thereby  dentified L:f'Erh
Dionysine cult and clmru-;, activity, and in that sense the ML
engage with them too,” Hi:m].trl'; at Nonnus fonvsiaca 15.70— 1,

o drunken Indian, ‘spying on the vites of the Muse in her H'Jmsm-
[harddaog apyr Motong], leapr together with the Satvrs n
# mimicking dance’, The Muse’s argia consist of the q:.l'tn-r.:n!:.::
which the Indian imitates. The dance of a female (macnadic)
thigses iz itself conceived of as em bod ving thv Nuse, and choreia
Pecomes the ‘orgia of the Muse in her thiasos’. The ritual choric
activity of Dionvsiac mystery  cult thus embraces the Muse
who presided over the dance, and she in turn is assimilared
to the character of a choric maenad. Within this strikingly
[Murd interchange of Muses (as goddesses), music, ohject .r:l_
wmhhlp arnd eult celebrants in the Fraogs and in the Dionysiaca,

OPYLLE Hummemvng can be understood  simultaneously  as
‘the Muses’ rites’ (e the cult observance paid te the Muoszes,

as gpoddesses), und as ‘rites comsisting of the Muses' (thar is, the

L 4/ e i
CE. Pratr, 12, po 256 Buttersarth: the linitiate’ in the true mvateries af Clirist

.'rln.IJI] lr'.-h'l"lcuf" with thi .IHLI.-]b around [ped]’. CF Pulver 1955 Y esp, 1745,

e colloeation of Pm'u:"r-rlr'_n:f.'n' ancl ydpogfefores (and CHEmates) commonly
relers to DNonveiae myvatic ae CIvIey. orpio Serv, Aew. 6 G377 orera and chavios Arise
toph. Frogs 356-7; Verg. dew, 6.517=1%: Val. Flace, 2282 hl?nc:]. AT I-[.u.|;- ;.f
13.27; Plut. Adar, 738e; Nonn. Lhionvs, 1370 ol Ben. Hove, Chet, 5% 5—d L
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cult observance created by muste and Dionysiac dance)” The
ambiguity scems to be g conscious way of expressing the integra-
tion of music with mystic observance, but at the same time pre-
serving the distinet “personaliey’ of mopsif® as the sacred province
of the Muses.™

Pierre Bovance and others have argued that the pronunence of
musie and dance in the Dhionysiac mysteries snggfqm the presence
of the god and the worshipper's union with him."" This attractive
inz1ght 15 consistent with the modern understanding that mystery
I'iTI_I_I'Il ]'t'.F]'{:HL':I'l*Ud I:|_.5|'|:_"|_'.t ;Hlﬁ_'r:ﬂL—.‘l i‘l 1 |:1Lf1.¥1"l:|:,:11 |"|"|H1'|::-]!H i'irl‘l.J ﬁ'i.l[lﬂ:l:
and it s specifically supported by the ancient sense, articulated by
Strabo {above, n. 22) and Proclus (above, n, 42), that orgiastic
musgic ‘brings us in touch with the divine’. Closely related 1z the
phenomenon of music-induced trance states, and ‘possession’,
auch as was exhibited in Corybantc ritual (and which Plaro him-
self advanced as an analogue for the inspiration of pocts by the
Musesh™ It would seem, at all events, to have been understood by
the latter stages of the fifth century that through his response to the
Wuses and their monsih#, the mmitiand might achieve communion
with the object of his worship,

Mt

At the ]'|'|:_.=:;¢L',|":f_'.,l: ]11'1'1.'1'|-:_'}_{|,;-:_E| Enowledere was ir‘ﬁp'r'lj'l.'l'.:{l to the initi-
ands, They learned from what they saw and heard, and their
knowledge coguipped them for salvation ina blessed afterlife,’

The uninitiated, by contrast, were apebels (Cignovant’). But the
mmitiand needed suidance to understand the mvsteries, wlu{h by

the fifth century involved complex ideas presented 1in svimbolic,
enigmatic, or riddling form. Associated myvths and sacred texes

TdeptiDeation ol ¥oses and dance: H.‘llr‘l'u‘.“- & I']'.-"['ﬁ Gl=2. For relevant com-
mient e ‘.|'.|_; .-.|i:t.;|i|||_'|I :-.--:'I i||||_=]_'|':'|;|_:|:. -:']l.ll.-l-:lt:l il rtiaal -:"|'|l':-l Il.'t :."I'l'.'l.l'l:!ll:l'l'ln.l.l.'ll'_l'.'. po{ e
H.1.|:-.||;| Kownlzig, Ch, 2 in this volume,

® Among the gods worshipped by the Athenian Iobacehni was ‘Proteurythmes!',
oy |-:|1=| gl divimdsation of the shethmical Dionvaiae dancing; K& 324230410,

© Bowanes (1906% $4; Crutheae {19500 1555 Flarn (187 ..:l_.l alk

S0 Albinus (20000 155,

G In gemernl, Rouget (19853 Plaoe for 53303340, with Murray’s comimeants;
'|'ij_-'.|._'nc:|_'-r_-1t (196597 althourk closely seled, che subiect Hes beyvond the scope of this
[HipeT.

S Seaford (19811 2514 Waedwep (1957 f=11: Obbimk (1997 4537
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miught themselves require exegesis)"’ indecd, cxesesis could itself

i o ] "
form part of the 1'|'|‘fi-'~1’l2‘.'|'ll.’:5.n
. SO S LB o 1 y

[Monysiac “teaching' features in the Bacchae.” When Pentheus
praiges s soplua, LHonysus replies: Audvoroc fpas Sepotorwrsy

LY 1 1 . -
Taeoe { Dionysus educated us fully in these marters’, 825). The rare
verb suggests that educative *Dionysiac’ revelation is linked with

the Muses, a nuance that is strengthened by direct references to
Muse cult elsewhere in the play (below, section vi)."™" Again, in

Aeschylus’ Fdonians (fr. By, [honvsus was 0 LT LI UTLE,
thohos .. (‘the Muse-prophet, specchless . . ) unplving chat }.1;:
projected his message purely through music and dance. In the
Cyelaps, the Satvrs describe Polyphemus as fyvoepuor kéhadiow
powrioperes (‘plaving the musical with o sraceless din'. 489
andd anticipate his downfall in ‘educational’ terms If—1-"~J2—fI}:. bipe
VLY oG TdEiTemper | Tov arraidarror (et us teach him, the
untaught one, by our &dmaet’): like Pentheus in the Bacchae, Polv-
phemus will ‘learn’ the hard way; moreover, his Signorance’ I"inl:j':i
expression in his ‘unmusical’ singing (cf, fpowd 42677 Euripides
depices nose/zinging which is hostile to DHonysiac ritual as, so to
:-'i].'ﬂ!!-l!{, ‘unmuselile’;” and in the chorus' attack on Palyvphemus’
apouria, we have a refllection of his uneducated and |_|_.1'|1'1'|i1'i';:[f!fi
status, und of his hostility to, and exclusion from, the cfioroy which
is the obverse of the iden of initiatory mombership through chore
mronesthe dizscussed earlier (above, section 110,

| Here, then, we scem to haye fifth-century evidence for the
mmterplay between Muses, 'education’, and initaton in the mvs
teries. The Muscs were patrons of education, because the ‘:,_.:]'{:l.':i':..‘-.l
s Strabo stresses, learned throueh monsie® ™ and the association

T Bealord (1081). Far exepests, Obbinl (19977 Tsarsaoelon (T09F) 102 Tlar-
risem {l"}i' 23 514 Burkerr {1983 274 suppests ‘mvthological wd philosaphical-
il Iu gorical mstructeon’, Rital symbolism: Burkerr {1987) 92-5. o
I.‘in'll'quil'l'\-'p_l'll.l I_II-“.-'-'] 03— Mote the prresence ol pawi |_||_|_|.'.:_|q_z||._.§|r_::|_|'}|:|’_.::'-.|:.| wl
l'-:.li-l,.'.:1|||r'|| {alweve, 31
S Beaford (1951 254,
" LI Lada-Richards {1990) 247,
The Cyclopa’ singing has a se uel in the Satves’ deseription af his shouts of
LI]"-III."\-'E whern blinded as ' beautiful paean’, which 1t e asls him e Hmf_ again (O}
Cf. Phoen. 78490, contrasting war with normal saeral life a1 Thebes: A res i«
Bpoplou e piownras SopTeid; he does nor hwaTos ke TREOL T |.|.:-\.‘1T*‘| PLEVGFEED,
L1II_!IIr'|=.-|:IIIl.'-. the "I'hebsmy to ] '|.|.r||.ﬂ-:| al the A J_'|-..-;_-
© Biraboe HE3Y Muoses and education: Acschin, 1, I Therocdas &2 Arhen, 398d:
Diuog. Laevt, 6.69; S5G3 597 Lvnch (1972 T15=16; Guevre] (1985 87=102: Hardic
(199 22-3, 30, Sec Klurray and Wilaon above, ot |"!'I{|;Jl.'1':l."I:| :‘:!Hi Mureay below,

Cho 13,
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ol matesifee with ﬂi’](l -!'l'i,'n.-'-l'_' n '-'l'.llf:l,|r|'rl|"||' 15 Tarmilias from r.'in'H' Crrecl l'-f':l"l-:_'

especially Pindar,” i the pronans of the Samothracian THeron, as
initiands gathered before the ritual of epopieia, they would have
seen on the ceiling civeling centaurz cquipped with musical instru-
ments, suggesting a musical and educational eomponent in what
was about to take T1-|;a:u_'.¢.,?5 {rher, then, than bringing him into
communion with the god, what might music have contributed to
an initiand's knowledge? The “intellectual’ wopact of wowstke will
doubtless have varied from cult to cule, bur again, a peneral ap-
proach 15 offered by choric dance, which helps illustrate the way in
which the initiand’s visual and aural experiences might have come
to symbolize some greater and higher 1deas, At the most basic
level, we have the Platonic equation of the 'uncducated’ and the
‘an-choric’,”™ More specifically, there is fifth-century literary evi-
dence that elorera at the mysteries could be projected svmbaolically
up to the cosmos. Y n Saphocles’ Antigone (11406-7), Tor example,
Lionvsus s addressed, in an [Fleusinian context (cf. 1119-21), as
Neader of the chorus of stars which breathe fire’; and the scholiast
claims that ‘sccording to some mystic account, he is the chorus
leader of the stars”. "™ In Buripides’ fow, the chorus again associates
Dhionvsus with Eleusis, with the torches of the smovstad, and with a
cosmic dance of the stars and moon.” Much later, Din {(Ov,
12.33-4) aszociates a non-Dionysiac choricfastral analogue with
thronasts, presenting a closely drawn analogy between chorie
dancing round the enthroned initiand and the cosmic dance ot

Y oGunders (19781 61=76: dMachler (19631 67-8, S4—,

= Lehmgmn (10093 1,251-2. Chiron the Centaur was an educator of heroes, and a
prophet, sssocinted wirh, fufer alios, Oirphes: Cruchrie C1952F 28=4: ¢, Duchenmn
(19351331, For musical centaurs in the DHonysiac mystecies, see Braun {1995 12—
15, 121=7 (tate Palestindan mosaic and sarcophagus). For Centaur and Orpheuas, of,
alsn Eisler {1925) 29%,

M ams 6340 owcotie & pEY amaiferTog doppoureg e Foeto, e 86 meTauh-
I'Llj.._.'ll-:'-l' LIRS KEXOPEUKOTH ferdors Calame {19977 222-31,

_" Laca-WRichards (14999 102,

OOr the byrn o Avtds ar Hipp, Refs Owie. Haer, 5,09, with music and astral
svimbolisom: Arrie DpLerrm a—.';.u'[-‘.m].;, | ot =i mdidvey obp BopBouw;, | ond g
=i ok | Hmpn.r_w corp s iy, | ek el ‘l’L:lLFJ"fﬂ'-' pifm | Moimoor
c'--::pp.u, YL EV0L, | .ur:v. g Tléw, wg Brewymic, | do moyede ?'«Ll"x*'“’m”F?"“f'

Foie 17 =800 adorytropot T ok ey Daow, #imepi Koo hugapous,
'1T-:‘:|"|l|:!||-" | Aogpmahe Jewpds elkdbuy | Swenpor Svmvog b, | 078 kel A
AFTEpETTES | evexopiwrse clip, | :.;uﬂ-.—fl-.l. G g adree, CF. Aristoph,  Frogs
A40=3 for Lacchus 9% VUK TEpoU .|',:'-_|'*r'|'|,7 dipmapipos errT i, juxtaposed with torches,
For the star in Dionysiac symbolism, see algo Tlorn (19721 31, 660,
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stars and sun round the carth, ™ Again, o visual analogy between
the torches of nocturnal choric dancers and the stars revolving
in the night sky may be present in Clement's cluim, in discussion
of the true mysteries of Christ, to ‘Hlluminate by torches a vision
of heaven and of god' (Protr. 12, p. 256 Butterworth),™ The
common [ocus of these passapges on charic activity, astral symbol-
s and torchlight sugpest: some cultic antecedent: and  the
multiple  pinpricks of fire of imitates' torches  presumably
prompted the onginal analogy with the stars.™ But there will
have been more to it than that, for at some point Eleusinian
tnitiands were bidden to look up to the heavens and shout “rain’,
then down to the eacth and shour ‘eonceive’ ™ T'he mystic action of
gazing heavenwards is reflected in contemporary licerary allusions
Lo mvstic star gazing, and perhaps even to visions of the cosmaos,™
Astral symbaolism of this sort might have been in the mind of the
third-century ap preshvter Hippolveus (or that ol his source) when
he refers to the greater Eleusinia as ‘the celestial®. ™

We do not know a great deal more about fifth-century choric/
astral thinking at Eleusis; but the myth of Triptolemos' serpent-
drawn chariot carried over lands and sea and (according to Clau-
thian) attracted upwards by the sound of carming, strongly suggests
that the 1dea of 'celestial trave

| found both in accounts of mystery
experience and in figurative extensions of that experience, had
antecedents there, associated with mewsik?, We might also think
of the eecstatic, out-of-hody travel experiences associated with
shamanistic music, and represented in the Greek tradition byy

S T puxtaposition of stars and corches, of, the fragmentary SH G50.48; 50
(Flalicis’ bymn ce Demeter),

8 Tor connections between torches, mipht and dancing, Wiecdwer (1987 121
n. 33,
L esp. Apul, Mer 119 'magnus . numerus lhicerns, taedis, cereiz et alio
penere eticii lumines siderem seelestium sciepem [sc, [sis] propitiances. Sy anabio-
miae dehine suaves, fstulae tibiaeque madulis dolcissinme prersanpbante.’ Ao A
#,Aa55=01, comparing camp fires to stars. For torch-five, smoke, choric dance and
aether, of. Eur, Bacefi, 193-30, Allsinus (20000 183,

S Procl. fn Tim, 3, 176258 T Bovker C19E30 203 vellected ot Ael Aristid. O
22'? (Elesis); Plat. Mo, 5390c, [ {oracle of Urophonius,

Y OF cap. B, el 211-13 falso SPH=R, with the Cyvelops' drunken vision' of
heaven mised with garth, the ‘thrane ol #Zous" and the COTITHLINY of fodall Aristoph,
Cloieds 2315 Plate Plaedy. 2404 Plor, Mo B, o,

" Hipp. Ref. Cwiee Haer. 5844, 76 poydhe, Th ETovpgmue of, 58,41
CIQETOPET BE <8ui> T <ovdyerbe i ko> aveADziy S
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Aristeas of Proconnesus.” Plato’s divine chorus of gods in the
Phraedrus may well have connected with celestial choric symbaolism
at Eleusis:™ and Diorima’s ‘mystery” specch in the Swmposium
culminates (211be) in an ‘ascent' 1o kohd o pere. Mystery
“travel’. to the underworld and to the heavens is famously attested
for the Lsis mysteries by Apuleius (Mer, 11230 "per TE\Hiﬂ VECTLL
clementa remeavi . . . deos inferos et superos accessi’,” Philo hiles
tor speak of the mystic flight of the mind th rougzh the uniy‘cn;cf, arnicd
refers on one oceasion to 'the initiate of the divine mysteries, fellow
eraveller with the revolutions of the heavenly dance-chorus’
([ Proem. 12117 Later Gnostic yx-'f):'ﬁhi[‘!lpl_ﬂ;ﬁ interpreted LEIL‘LI.ﬁj.l‘Iiﬂﬂ-
ritual as involving some form of ascent’. " Apgain, the survival of
choveta and pipe music into the Christian mysteries i111-'¢1|»'ﬁ:;1 Co-
plex astral symbalism, surrounding the ascent I.':-f-thL‘. !-H'.H._Il- T'*-Iln;n.x',
although precise inferences as to the cult role of mystic music n
the fifth century cannot safely be drawn from such passages, they
do lend encouragement to the idea that the initiand was assisted in
comprehending the cosmos and its “ustral chorus’ by the perform-
ance of terrestrinl sionsihe.™ One ancillary concept which will have
plaved its part in framing these grand ideas 15 I!|'|'==|I:. of {.nsnfi::
harmony, and its audibility through the medium ol terrestrial
music; © this will be explored below,

Vusic may help sustain life after death, In the fragmentary
second column of the Derven papyrus, the Erinyes [Z—??II'S ol the
dead) are honoured with offerimgs mcluding |L:,'un||m=:.H {im the

M Cornford (1952 8H-106, cap. -5,

WP Riedweg (1987) 368, .

B pze astral svmbalism, of, Apuleivs' description of the shaved, shining heads ot
Fra il:”l;-”,'.,_-h“|"|_,;-i_.‘L as ‘masnae rehEionis terrena sidera’ (el T1L100, . .

B isepans (19551 2345 of. Phile Pe g Mand, 7 the soul "wharled renand
with the choricdance of the planets and the fixed hodies, according o the laws ol
perfect music™. In peneral, Jones, {19246)

S Leizemurg (F9RA] 257,

"Ugleer (1953) 1R2-43 _

"2 Phe music of the spheres beard by Timarchus during his initiatory ":“‘:”ﬂh‘”'rf; i
the aracle of Trophonius {Plue, Mar. 390c; Hurvison (PY22) 378=-61) cannot b salely
related to rituals ef, Clarl {1968 . !

" Placn Tien A7o—e Cie, Bep. H.18=1%9, CE Plutarch’s comparison of the l'lj-'!l.'l.l-ull."
and Homeric Sirens (Mar. 7450-746b) the souls of the dead follow the Sirens
fousic and join them in celestial cirenis; a Gaint L--;'n-:_n of the !r~:-.|:~"u‘. I'_L*.rlll.':l'nr.'ﬁ those on
earth (1 have here largely jgoored the role of the Sirens, which a fuller treatment
wonlid require)

iy Tsantsanoglou {19977 104=4,
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island of Lipara, percussive music had a mystic—eschatological
funcrion, linked with katabasis, death and rebirth.™ That music
might foster life alter death is suggested in Philetairus’ Plidlawdos
teited by Athenaeus, 633el): 1t"s a fine thing to die to the playving
of the pipe; for to these alone 1s 1t pranted to make love in
Hades; those who have impure wavs, without experience of
musle, carey water to the leaking _i:-u'.'c}r1 Pipe plaving features
i vase-representation of mystic anadoi.”” Elaborate Samothracian
symbaolism associating music and dunce with the transcendence
of l:]l!'.-J[]'Il:f-'IF'I}'IU'.H'!:i In an ivory group recovered from a tomb at
Vergina. lndirect evidence in the same area may be found n
the opening of Clement of Alexandria’s Proteepticns, where the
supposed power of the music of myvthical minserels, and assoctated
mountains (strikingly dismissed as ‘initiation halls of error'), is
comtrasted with the true power of the ‘new song’ from Sion,
which was instrumental in the creation of the h AT COSTTI0E,
and which can now revive the ‘dead”.””

That music 1s an integral component of the interaction berween
martals and divine at the mysteries should now be clear enough,
But can the eschatological power of music be related, by modern
recomstruction, to the performance of music in mystery ritual?
That a relationship existed between cosmology and mystic eschat-
ology, and that that relationship had a musical dimenzion, is well
understood, Pythagorean thinking in thizs area has been recon-
structed by Walter Burkert;'™ and its association with Cheprhews
and his byre has been clarified Iy Martin Weoer W Thiz material

:I ! Arisr, L Slrrabdtihes Aweeid bationg e 1001,

" The Teaking ja®, alluding o the Fne of the uninitiated, conlirms the eschati-
||.=-g'll:H.J reference; 1Tarmison (19221 &13-23;  Albinus (N 135—4. Witk
PowTLe s amigpig, of. Arisooph, Broes 355 Pind. (4. 1117 Terael, T, br Mo
Lhomys, 15.58.

:j: Berlin Crater F2O40 (AL 32287 Béraed (19740 103, Figs. 35a, 355,

|:-- Elavmas {1998) 274=5, with pl. 25.2.
= frotr. 1 (p. W Butterworchls ol & mipeehioeg vekpol, o0 179 fetwg oivr)s
r:FaE-.t:-;-;nL _EI:IF'I:'F:, l::';riﬁ.lla-:Z-:'T-:T'i. |_|_|:'5-|-'.::||' "|"-!:|.'l:.;l|.LF:'|.-"'|'IL Tiv |:_i||||_|_|;|:|:-'='_ .;:',|_||:|"§|:.;.;.|r.;-,;|_,|. T Tl
WL Th T RS PR £ pihals el Tor arouy e T Do aig b dpiT-
s avplioviig, e 8f Blog & wiapeg almg dppovia yienre, Mystic import is
guaranteed by a sequel in the perosation (12 (pp. 254=8 Buteerworthl), wich
repeated relerence to drunken revelling on Me Cithaeron, and praise of the 1rue
"I1f=l':!'i_1|'-'l'i'-':'i of Christ, See Ricdweg (1987) 1514, with sabl icagreayehy,

U Burkert { 19T 2 3A0—64,

Wicat (1US3) 2U=33,
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reveals intimate connections between the soul and harmony, as also
between the Tate of the soul after death, its reascent to the cosmaos
from which ir had come, the divine nature ol the stars and the
celestial harmony of the spheres.™ Unsurprisingly, it is less easy
ror panpeant the place of the mvsteries 1in these matters on the basis
of explicit testimony. But that they played some part can scarcely
be doubted, for the manstream cults have an impressive record of
borrowing and assimilating ideas from other cults and from Hifth-
century scientific thinking (including, for example, the concept of
the cosmic elements)."" We know that cosmology featured in the
mysteries; and [Dirk Obbink has suggested thar cosmology and
the elemental structure of the umiverse, together with eschato-
]cpgir:—ﬂ 1'|'|_‘_=,'|:]'|> formed part af the instruction of T'r'L:-f':aI.iL‘. irnitinkes, i
What | want to suggest 15 an extension of Obbink's formulation:
that wonsifed too featured in the exegesis of the Greek mvsteries.
The Afth-century initiand seems to have been encouraged to
relate the performance of choreda to the workings of the cosmos.
The interconnection of mystery, cosmaos, and moeusilze was promin-
ent in the Samothracian mysteries, through the mvth of the sacred
martiage of Cadmus and Harmonia.'"" Musical harmony appears
in the Derveni Papyrus in the context of the hymn-offerings to the
govuals of the dead (see above, n. 94), which were ‘harmonezed with
music’ [ o poeT|ofig N ponar[u]ery). Rather later, Apuleas {Med.
F1.9% juxtaposes the torches which symbolized Isis’ barth from the
stars with the svmphowice sugees of instrumental music and
the carmen of the Camenae.'™ Strabo (above, section 11} refers to
the harmonious construction of the universe in hs exposition of the
role of ormastic music, Then again Philo, who was deeply im-
mersed in myvstery ideas, repeatedly speaks in mwstical terms of
access to, and indeed yearning for, celestial harmon }-‘;”'_" and
symphonia and harmomia appear among the blessings of Clement's
trie mysteries of Chreist (Protr. 12, p. 258 Butterworth), themselves
designed tooccupy the intellectual termitory of the Greek mvsteries.
It iz therelore striking that Orpheus himself 15 associated with such

192 Eialer [1925) 630, W el [ 19RA), "™ Obbink {1997),

L Pindar's first |1'_-..'r::|:|1I whiiehy 11|{'-:||'E1-..l::-||l.:-.| ain account ol thas "-".'1.'-12.|l.|.‘11,L’. IHI'I'-
2935 M), embraced o mystic dimension and highlichted cosmic faeraonia
Flardie (20000 30-2, 32-5.

100 e above, n. 82

"W De Seanniis 35-6; De Cowgr, Fr. Gr, 515 De CGip. Mund. 70-1,
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thinking, in a mystery context, at pseudo-lLucian Astrofagia (10);
Orphews, “fitting together the lvre, produced the mystic vituals and
sang sacred things; and the Tvee being seven stiinged represented

Jihm

the harmony ot the moving stars’, This precious testimony

refers to g terrestrinl musical instrument; and to the same body of

ideas can be assigned an Chrphic pocm of the Hellenistie era entitled
the e, It 1t, the celestial zones were assnnilated to the seven
strings of {:lj'ph{'.iu‘;: I re:; and 1t was said, moreover, that ‘souls are
unable to ascend without the lyre’. The poem may have contained
an eschatological account of the soul's ascent, with the lyre's help,
through the planetary spheres."™ Tt s especially important Tor
present purposes that the genesis of these ideas of cosmic harmony
andl the Iyre can be projected back at least to the turn of the fifth and
fourth centuries through the fragmentary testimony of Scythinus,
who speaks of Apolle harmoniang the (cosmic) lyre 1o Zeus, and
{I{'l'!lll!]'_l."i[]}_::' fllﬂ_' SLITI flS T'ﬁlﬂ_’l:_'.l'l'l,,[ft:l.l 14

{hpheus and his lvre featured in Polygnotus’ hifth-century
painting of the underworld in Delphi'" For more direct evidence
(]le'lL‘ {'.Hl_'.E']IItI:!llﬂ'IL::"iL:E'II I._I::Ill_' Il'll 1_'}1':_! f)r}‘l!ﬁ:: II_'!. TL 'i'l'l [hl! r'I':I:'r'Hfl:.!['iE!ﬂ: WL R
turn to lourth-century Southern lralian vase panong. In one
cxample, a cista and a cithara appear below a seated Dionysus in a
scene which has been mterpreted, on other grounds, as fearuring
initiates."'* Another depicts an old man sitting in a tomb-naishor,
while Orpheus dances and plavs the cithara in Front of him, e I oa
third, Ohrpheus offers lus lvre to a voung man who s apparently
being led towards Hades, a gesture of protection which suggests
that the instrument will serve to overcome the hostile powers of the
underwaorld. "™ [t has been suppested that these paintings reflect
local mystery cult and that thev depiet the power of the cithara to

T Tisler (1U2%) GH=9.

W Savage (19231 Nock (1927 Lambardi { 1986)

b sovth, v, T W dppofere | Znehs enedig Amdihen woro, £y T 10
wak TEA 0L | oreddeBaie, Tyl 38 Nogpmpér wAfETpor Nhdou i, Anosther illustra-
ticon of the penetration of the Ivee and muosical svinbolizim in the mid-5th cont, B
cories Frosre e in l|I:'|'|_':'I wehiere thie et :1:|||'|-.|'|'|.-||| i Tnansee] vy |'_-.'|'|1--:-:ir s
Cordana (199405 0 owe this reflerence to Pecer Wilson)

U pris, 1003000 Albinus (20003 132-3,

M2 Sehmidt et al (19767 67, 35—6; taf, Ta, 3, [a Schmide (19751 133-5 (wathou
comment on the cicharal, rav. XV CF the Ivee-plaving Orpheus, with cfba con-
tuining scredls, on the Dysekicwice mivror Froenhee (E892] pl 45 Eisler (1925) Y7,

L3 Schenidtecal, (197617, 32—k call Lo Schrmich (19753 112=10, tav, VEI=VITI.

" Schmidt (1975) 120-1, v, Xov
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rescue initates from death.''” The power of the lyre-playing
Orpheus to overcome death 1s prominently represented in his
batabasts to rescue his wife; but the vase paintings prove that 1_|1|v5:
eschatological role of his music was not confined to that my I.h-'_’
All these depictions of Orpheus and his lyre can be taken as evi-
dence of the power of musie in the mysteries. But despite the vivid
iconography, 1t remains difficult to see how such ideas might have
beer made Tully intelligible, even for the initiated, exeept through
para-mystic cxegesis, or ¢lse through poetry which was .ilszﬂ_f exe-
petical of the mysteries, The poctry ascribed to the telestie m:u;tl;ltnr
Crpheus himself will certainly have played a inthaential T.[}]L‘. ‘
Rellecting on the incvitability of death, and outlining its search
for a life-restoring remedy, a Furipidean chorus claims to lave
attained, through the Muses, a celestial vantage point 1'1'|:m11 whach
to survey its eschatological concerns (Alcesiis Qpd—d): Sy Kol
fute Moierog ek petaporiog g 1 have  Tlown through  the
vuses and atoft'), This has to do with mousikre arid intellectual
apprehension, through fogoi (964] and Orphic tablets [*}ﬁ?],_ and it
represents what may, for present purposes, be termed a literary
extension of the place of eschatological monsih? in the Greek mys-
ceries. ¥ The influence, fluidity, and sacral origins of these ideas 18
further evident from a fragmentary Orphic katabass in which the
hlessed souls irf ProCTs in Hades are dunia:tur_t i ]'Iﬁ‘f']'!l'lg .I'Ill'l'l!i'lll]‘_:.":_-ll[i
life. been conveved by chariot above the clouds to the celestial

i 110
e IS,

12 yyeae (109837 250 32, See also Boerting (2000) 135-7. A stringed il'l:-'u'l";lll"'.l.‘!fl'f i..li
vigible in the representation of a P ELI (il s on i Sth-cent. f‘""-ilrﬂIIIH*_L:"-'T“““‘--’I
AL (AT 40511 Berard (1974) 30, 148, Melusicul st MITRCTES re -:I!-pu'ln_-d G
aeries of Sth-cent. Atcie fuperary lefotfol for an eschacological _I'Eﬂle_lL'. Prelatce
{1913y contrast Peschi (1995) wha argues that the puspnse 15 socio-cultural,
shoneing the paddeir of voung deceascd persons. : .

He larrison (1922 390-0d6; Verg. Geerg. 4.471=2 "ot cantu cornmaolae f'="‘j,‘" e
seclibnis :-n1i_~a,-'1m;'.'||'n-:.. 00 abso Muses and hee-playing -"'-P.u'ﬂl_-r.! on 4 ruﬂ-tn.iurt-
Pelike (Ruve J 13K, app. no. 43} depicted with Tunerary motils for n heroiscd
woman: Barrineer (1993 42-3; pl. 31=-5. . :

17 [ior intercsting suggestions about the exegetical rale ol Chephac |‘>fj-u:t|'j.- BEE
Abbinus (20007 105=6. CF esp. Dipd, 3608 oupalaio ﬁl":a TORIT L Bty o ”:- Eur]}l-
pipiee uds T Opdiedin oL i TEe Kkl '[-:"r THATFEYOILEVO KOCTE TS TEMLTES,
arepi oy b BEPLLE Tolg G Ton WITORELY T KT PLEROg . . . |

5 I'he surmestion of ‘Titerary extension’ begs the question of the iterface
hetween tragedy and mystery Titual, as see out by Seaford (1081 For the suizgres tad
"dinlectic' bet '-.'-';.:I.'I'I literature and ritual, zee below, seetivn I,Irl' 2

P ] Jayd-Jones and Parsons (lines 105-6, with L. W, Macleod's comment

pecorded on 1057,
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The Muses were the daushters of Mnemosyne, representing the
memaoriahizing function of singers and song. 2 Muoemosvne had a
pavallel role in the eschatology of mystery cult. She features in g
series of gold tablets (famellae) with which the badies of initiates
were equipped [or their journey to the underworld (the earliest rext
dates from the fifrh century BC and the latest from around ap
300552 Thie dead person is addressed divectly, and is instructed
o how to go about obtaining relreshment in Hades rom the ' Lake
of Memory?, 1?2

Muoemosyne thus provides a link between immortality in Muse-
inspived poctry and the blessed afterlife promised by mvstery
initiation. That these two spheres might interscet is sugpested by
a choric ode in Euripides' Heracles. In a context containing a
cluster of mystic allusions, Heracles returns from his Aatabassy to
Hades. " The chorus of old Thebans praises youth, expresses
hatred of old age and wishes for 4 secomd life (637-72), It then
(67386} speaks us an aped singer’ (like o swan) aligng itsell with
the Muses, rejects o powrie, hopes always to be ‘in crowns’, salutes
Mnemosyne and links this with references to Heracles! ViCLory,
Monvsus and wine, the lvre and aulos, and finally the Muses,
("who set me to charic duance’). The ode plainly articulates the
idea of initiation through choric mowsibe anilysed earlier (section
11). In addition, Scodel has suggested that Euripides evoles the
central role of Mpemosvne in myvstic fatabasie and thar in wishinp
for a second life, the chorus is recalling the tradition that the “ald
poet” Hesiod himsell was ‘rwice voung' and was twice buried, '
seodel plausibly sces the ode as aperating in the context of Hera-
cles’ inttiation and return from Hades, and at the intersection of
1deas of eschatological hope and immartality in poetry, T'he even-
tual entry of such ideas into the consciousnoess ot an cducared elite
B2 Hes Theag, 34; Pind. Pae, 0.56: Diod. Sie, H 0 Phal. de Plans, Noe, |29,
Crianotol (TU73) 00=2, BE 15.2765-0 (Eirvem).

P unts C19?Ly 277-303,

122 Cole FLYE0R), against Zuntz (1976). FFor a reher discuszion of Magmosyne in
the banecilae, with comment on the Pethagoresn backaround, see Tortarelll Chidin
NN Mlnemosyne alse feacured gt che oracle of Trophonius: Clarlk {1968).

" Searard (1994q1 37891,

' Scodel (19801317, For comimients o Py SUG smaenioieng in Pindar, see Garnes

C1aEy S8,
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mav be observed ar App. Anth, Add. 2.712h, where we find an
ASPLFATION IO POSt-Morten mremasyar beside the initiation hall of
Pemerer” {Le. at Eleusis), on the part of 4 lady who had heen born
into a hierophantic familv, who records her mother’s name as
“Thaleia’, and who evidently held some sacerdotal Function i
relation to lsis.

In Buripides” association of eschatological and poctic ‘menmary’,
we may glimpse a conceptual nexus embracing memorialization in
poetry, heroization, and the mysteries. ™ This is reinforeed by
ith-century and later evidence to show thar some hero cults
had connections with the |'I'I:-.-'.‘.i1.'l.."l'th'-]1rl In the Hellenistic ape, we
encounter the phenomenon of the poct who was himself an initiate

. . . T X 127
of the mysteries seeking heroization and associated cule: and

there 15 abundant evidence (Hellenistic and larer) for the linkage
of hero cult with the Muses, both in funerary Mouseda and th rovirh
the depiction of the Muzes on sarcophagi.’™® These phenomena
have Turther analogues in litcrature. JTaequeline Duchemin ounte
lined the ways in which mystery cult, mythic heroization, and
eschatological beliels might connect with Pindars elaim to immor-
talize his epinician addressees: "™ and in an important recent paper,
Richard Garner has given a detailed demonstration of the Presenee
of these ideas {including wRemasvnc) inoa single epinteian, the
sixth [”?]}-'111]3&;111."“" From an earlier period, against what is Arg-
ably the cultic background of Sappho’s ‘household of those who
busy themselves with the Muses' (powcomdhor: fr. 1501 LI}, we
have her address to a ladyv later described as ‘uneducated’, and
‘distant from the Muses and unlearned”, in which post-mortem
oblivion (Le. no wnémosyng) is predicred, together with unseen
wiandering in Hades, ! sappho's message is relevant to the
eschatological concepts with which we are concetrned, and her
poetry helps to show how deeply rooted in the Greek cultural
experienice were ideas about ‘memory’, the afterlife, music and
121 Gee also Alhings (20000 145-57,

b g aford (1994a) 398-4HE {19%4a) Trelich (1958) 118-24. Duumas {15
MI=1 (relief from Cos, 2nd cene. B¢ Samothracian iitiation].

T Thus e, Posidippus (SH 705,221 Dickie {1995 83— Mossi (1990),

' Marrou {15580 Hardie {1947 33-5.

If Dhuchemin (1955 297-334.

"I Garner {19%2) 50-8, 637,

" Fr. 55 LP; Lana (1996} 14-15; Culame {1996} 13=14: 1720 also Mashler
{193y 59-nd,
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the Muses.'™ These ideas will no doubr have been available to
those who were responsible for planning the myvsteries and
cxtending their popular appeal. In this respect, as in others, it
may be right to see the relatonship between mowsikd and the
mysteries g% something inherently more complex than a one-way
process in which eitual 15 simply alluded o, or re-enacted, in

hterature. We mayv have to do with a more dynamic interpluy of

influences, in which poetry itsell helped shape understanding

ol shehEmasvine,

'||_|'

The sound of musie was identitied with Muses, and was the

e Ry _ 133 oo o :
audible signal of their divine presence.” ™ They could be equated

with the notes produced by instruments, and with the performance
of u chorus.™™ This ancient phenomenon, with its origing in the
belief that musical sounds represented “voices’, ussumed a sacral
dimension in the establishment of cules ol the Nuses and of Adou-

D . . F r 13% -
seid  containing  thewr anthropomorphic cult imapes.'” Such
shrines tvpically represented the public acknowledgement of the

1y

role of musical performance in the life of the polis,

The ancient Pierian Muses, together with the lvre-playing
Chpheus, are hrought into svmpathetic association with THonysus
and his cult music by Euripides in the Baechae. '’ Graf and Rossi
have argued that he is reflecting the interests of his roval Macedo-
nian patrons in the ancient Pierian Muse cult, in the establishment
of Orpheus and Orphic societies in Peria, and in Dionysiac mys-
tery  cule, " e is also reflecting a wider, shifting, pattern of
association between Orpheus, the northern telestic initiator, and

" Foe autline comments, sce Genli (FUEE] 24 1 hope e treac thiz topic in
eriacer decatl ina Fucire arviele on H,||'.-|:|'||||'_-: MNluses: the subiject embraces other early
evidence forwcommaon famnily ol ideas oo do with telestic initation, primitive l|;|-::n5|!r~*r;r
Ciwimarde :.-":I. Mlvise cult and mairstream muosical trcliton which are -,|i':q':;||:.' rafoe-
vanl o the present soady, hoe which prresent special proeblems of incerpretation,
Somme helptul maverial i Buockert ©1%60 25,

Y Barmeyer (1T968) S5-68,

West (19673 11-14; Kritzias {1980),

"OW st (1967 120 Farmer {1957 256-5.

ks Examples are the Mensedia ot Trodzene (Paus, 2,310, 310nd Spartn (Paas, 31705
el Plat, Lye, 21.4); Barmeyer (19638) 153—4,

Compare Saceft, HU=-T15 and 560=5, and the comaments of Sepal (1997 74-5.
[Roest (195900 G3—4; Ciral {19871 5740 972,

Muses and Mysteries

orientalizing Bacchic rih*:—t.l'w The Crreck Muses themselvies bad o
part to play in this process of cult-azsimilation, and in espousing
eastern, orgastic music, Uhey tended to be absorbed into the cult
i:lll. ":"r'.l'lili_:h LEVEE _E'.“]{(]L:HH} 1h1.:i1' T-I"IIJHiL': Hﬂ.:'l"-."L"liL I"II'II:.] |_I::Iﬂ.|'i. LRI '||_"'| l;_'I'IH'I'HI:-
teristics, 1n sophocles” Antigone (965) 1na Dhonysiac context, they
become “aulos-loving’, assiomlated o chore macnads,' " Again,
the cultic synergy of Muses and Dhonvsus s highhighted in the
Froge: the chorus speaks {368) of ‘the ancestral rites of Dionysus’,
alluding to the links between the Lenam festival, at which the play
was produced, and the Eleusinian mysteries:'' through their mu-
sical presence 1in this cultic environment, the Muses themselves,
chameleon-like, take on mystical colouring in association with
Lionvsus and the staging of comedy. But meusifed had the power
to influence and shape its environment as well;"™ and so as pod-
desses, the Muses could lend their divine authority to music and
cult, and render it aceeptable to crvilised sensibilities. We hind this
later in the Anatolian cule of Cf:,'hulq';l“ arid ina hymn to Attis, the
singer rejects orgiastic musical accompaniment and claims o ‘mix
[the hymn| to the Apolline Muse of the ly reg 14

Relevant to these cultic contexts s the deplovment by Greek and
Latin authors of Opywe Movoawiergia Musarim, in which opyuce
may denote either mystic rites or mystic c;h-_ita_'ts.'“ The tormer
aare was llusorated earhier {(sccvion 11). For the latter, we have
Propertius’ description of a cave contaming tempana, a bust of
Silenus and Pan's pipe and ergia Musarese (3.3.27=30, as
emended), In this sacral context, the musical instruments are cult
objects: " moreover, Propertius delineates o cave-Wouseion
shared with Silenus, sugeesting allusion, through a lost Hellenistic
tnadel (Philetas?) to the formal incorporation of the Muses gua

VO Harrisan {19220 4559-61,

M Marrison (19223 4604

MV Deubmer (19321 125<0; Pickard-Cambridee (19881 25-42, esp 313: Sealord
CIUSTY 206=T: Seaford {100y 2n2-3,

Iz [Vear r_|:|' TH T el RN ELE il .'l.'r.l.'r:-'.'.".'F. 8l s el Woilaon abowve, nrrodiietion.

M Raller (19900 139-41 see below,

MY Ched abave, n. A

T ."'l.;"i.~c1_|:-|'\-|'|. .I'"r'-.-J,;'.'.' .-':F\-l!':-', f1|'|:-|:- .'!-.3.3';;':_ Stat. Ml 5.5.3—4-: A2 :'|.'1'; _'-il:'_i: 5'_-.'I‘.l.'tf-'|.
Do 5 Monn, DHeerys, 1570, 3831 Qowia: Tlenrichs (1969}, Musical instroments
seem to be desipnated as Hpyu at Aesch, (r 57,1,

M ror e, Aristaph, Frogs 22531, associating Muses, Pan, and Apollo chrough
the comatrucoiom of Ivre and pipes; foe soch cechmicel allosions in mivsoe contexes, of,
Seaford (1977-8): (1981 270,
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ooddesses  into J::'j-:Jr‘J:-f':-tl-z]Lf sacral  observance, L A oredal culoe
example of precisely this process is uvailable in the dedication o
the Muses, at Gordion in Phrvpis, of a third-century BC statuctte
of the Crreat Mother, shown leaning on a tambourine, ™

atill more interesting is Lsis, I'he place in her cult of chorie

musie, with aulos accompaniment, is vividly revealed in a firse-
century AD freseo at Herculaneum.'™ Ar one cult site, Llanopus
in Egypt, in the second century ap she had the cult title
Movorvaryayds (leading up the Muses™, "' This seems to indicate
a rode analogous to that of Apallo us Muragerés (leader of the
Muses), and it mav connect with Plutarch's assertion {fde fsidi ol
Qszricde 3) that at TTermopolis sis was called ‘she who precedes the
Muses'."™ In one of the ancient Fitae Aesopi, lsis appears to
Acsop as leader of the vl uscs, and, in gratitude for his kindness
to her priestess, prevails on them to grant him their j.',”IH.JHj Cult
MLSIC turns up again in a third-century AD inscription from Mem.
phis addressed to Isis' son *‘Karpocrares' (TTarpocrates) and closely
related to the “Prasses of Lsis’. This includes the claim ‘I presided
over the education of children; 1 established hymns | . and dances
of men and women, the Muses aiding me’."™ The Muses® stutus in
mystery cult hovered below the level of formal incorporation into
ritual in the tifth and fourth centuries; but by the third century Bo,
they found their wav into the tringes of analosous cults in the
Greek east, and in at least some centres, this was publicly re-
affirmed in succeeding centuries, And there again, the educational
rile of mewsiké remains in the cultic foreeround.

The existence of more speciiic fifth-century antecedents For
these cult contexts muav be supggested in Aristophanes’ Frogs, at

the point where Dionvsus gives instructions for a sacrifice to the
" Muuseion: Lavagne {198R) 2745, H0-300, Qegde is an emendarcion of WS
erget gee Fedell ad loc, and Shackleton-Builey (1056 14]

U Roller (1986} 209; Roller (1991} 1 39—,

::Ul -"-':|w.'l'|-4'”"l:ll'.']'| [l‘J‘}."-]_ =30 Burkero {19871 27 85,

Naples, Archeclogical Musewm 8924 {reproduced at Burlker: (TUETE 61

ey LIBMOE; Daunancd (19737 139,
CL Apul. Mer, 11,8-12 {processing musicians and cherie sAnEing af g cqemes
composed Camenarum favore). For Osiris and the Muoses in the statuary of the
Midotic garden at the villa of Ocravias Quartio at Pormpey, Merkelbach (19935 71,
2307, Abh. 36a.

':I Fiota {37 Penry (1952} 2, with n. 8. See Dhilbery {19997,

©)oand L. Robert (194677 343

153
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Nuses and the singing of a chorie hyimn an their honowur (87584,
and then poes on to prav that he mayv judge the contest of
Aeschvlus and Burnpides povowkerara (871-41. This praver is
juxtaposed with Aeschylus' own praver to Eleusinian Demeter
(886~7) to make him ‘worthy of vour mystéria’.'”” Now, the cults
of the Muses and Demeter had already been brought together mnoa
Pythagorean context, Thus, an account of Pythagoras’ hatabasis to
Flades shows hion in the role of hicrophant in the colt of [Dem-
eter: " and later festimonia record that after his death, Pvthagoras'
howse and the narrow street (stendpes) oueside 1t were consecrated
as sanctuaries of, respectively, Demeter and the Muses.”™ The
backeround lies in Pythagorass” encounter with Southern Italian
mystery cults: ™" and our sources speak of a Pythagorvean lietaiveia
which -I_‘H]'EIHLI.*U:!LJ | :|1J>:Hi—|‘1‘|}':—‘.!i1: educative t'-._-j_{im-_:, the focal p-:n'nt of
which was the Crotonian Maouseion, itzelf a svmbaol of musical and
societal farmonia.!™ A later reflection of this lively mystic-Muse
milien turns up in lambhchus’ repore (7F 146) that Pythagoras’
Iferas fogos "Concerning the Gods' derived from his initiation into
the mysteries of Crpheus, which were themselves based on the
teaching of Calliope. These are isolated phmpses, from later
perspectives, of what must have been a complex and evolunonary
sacral-intellectual environment in the fifth century; even so, they
sugpeest that Pvthapgorean fetarreta could at that tome have supphed
an mnstitutional context in which Muse cult was kaid open to mmfla-
ence from the mysteries, and might in torn have influenced the
staging of mystery festivals, and the exepesis offercd to those who

A L
were mnitiated at them, ™

B Phi compariaon with the Cirphic hymn to the Muses, Radermacher (1U54)
HE: Kileinknecht (1UAT) BI5<0; Laca-Tichards (202 =7,

5% Parkert (19721 15%,

5 e testimonde po back oo Uimacus, The house is variously that in which he
lvied at Croton and in which he died at Metaponoumn: Dhog, Lacrt, 8.15; Porph, 7P
O maews; Crowonm); Tambl FP TN Valleo (1974 of, i, Fow, 5.4, Borkere (1M7L}
112 n. 18 These Pythagercan/Demerer/Muse myvstery associations lind excended
exprressions at Him, Cle, 64750

L piirkert [l"-l?j:l 12, 17 G=8l

P arkert (19720 45 Cornlord (1952 110 Marcizon (1956] §38-9,

1L ] aimbl, P 71-0. cap. 72,004 75 Philostr, P, Apeld, GO20DD el Dnog. LaerL.
Ao05%: Crotheae 4 19020 T4HR=53; Brsson 1WI5 ).
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The Muses were nurses and educators of the frechorn Greek child.
From them came the knowledge which cauipped their favourites
tor therr path throuph Life. The Muses protection extended fur-
ther, into the afterlife, for they could guarantee remembrance after
death; and their mother Mnemosyne provided the initiate’s own
remembrance of past life, and of the experience aof mystery initi.
ation itsell, Amaong those promulgating such 1deas were poets who
were themselves initiates, and exegetes in mystery initiation. Cull
societies, too, will have heen influential, especially those with

an interest in the figure of Orphens, and in mousike;'* and the

Pythagorean juxtaposition of teaching, Muse cult and the mvysteries
of Demeter supplies one cultic context for the spread of musical
MYSTery Concepts,

As our understanding of Greek revelation expands, so we Ny
see more clearly the poers” role in the articulation of wisdom about
the cosmos, and the interface between them, their monsifd and the
mysteries. A central argument of this paper is that meusih? was
urilerstood 1o contuin cosmic snd eschatological svmbalism, o
symbolism which was reflected within mvstery ideas, [leard in
this way, moisehé would complement the initiands' visual EXperi-
ences; and since the sound of music was identified with ‘Muses’,
itiands could additionally perceive the presence of the Muses
themselves. By extension, initiates could have ‘theard’, through the
musie, the cosmic principle of harmonia. Listening to sublirne
misic can provide a soaring, uplifting experience in any age: for
the ancient initiand, it can be understond as an cmotional CXpEri-
ence which unived him with his tellow-neaphyies, brought him
into communion with his god, and transported him o the celestial
zones. Through the Muses (8o Mg, as Euripides put it), he
wias olfered access to the harmonious governance of the COSMOS, i
deeper understanding of his own place within it, and ultimately the
promize of post-mortern memory and salvation,

[n a piece of para-mystic polemic, Dio of Prusa was later to point
out that poets were ‘servants of the Muses' and not mystai {Oy.
36.33), in order to deny their ability to give a true account of the
costmos, which, he argued, could he expressed only by Apollo and

el [ FUET.
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the Muses, “with the divine rhyehm of their pure and consummare
harmaony” (ibid, 605, Something of the poet’s descriptive incapacity
as he looked up 1o the cosmos 1z reflected in Vergil's diffidence
about the Muses” willingness to receive him in his mystic quest to
penetrate the inner secrets of nature at Georgres 2.475-86.% But in
the tifth century, when these grand ideas were first fully articu-
lated, the mystic—revelatory role of the poet could be proclaimed
with conbidence {and was so proclaimed by Pindae, in his frst
hvmn). "L, as 1 have argued, tervestrial monsifed at the myvsteries
offered those present an approach to understanding the cosmuos,
then the cosmic *revelation” of the poet can be read as an extension
of what was experienced in the tefesféria, rather than as a purely
figurative analogue of that experience. Again, we need constantly
to recall that *Orphic’ poetry actually was part of the mysteries, and
that the dividing line between 1t and poetry which represents or
reflects mvstery ideas may not alwavs be clearly drawn. The evoly-
ing relationship between poctry and the mysteries will have been a
complex and multi-facered phenomenon; and the evidence pre-
sented here seems to point to the presence of dyvnamic mutual
influences, generated iy w variety of cultic contexts but deriving
ultimately from a commoen tamily of idess about musie, teaching
and telestic revelation.

M s Tarcliee (2002, Y 1 srdiie (KM 37-4H
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Changing Choral Worlds: Song-Dance and

Society in Athens and Bevond
Rarbava Kowalzip

The practice of phvsical exercizes and the pursuit of culoure
hove heen brought inte disrepute by the common people
as being undesirable becanse they realize thar these sccom-
plishmenes are bevond them, However, tor the stagnmg of
draroatic and choral testivals, the superintending of the avim-
nasin and the pames, and the provision of riremes, thev
realhize thar it 15 the rich who pay, and the commoen people
fior whom such things are arcaneed and who seeve in the
trirernes. AL all events, they think it right o receive pay
For singing, running, and dancing, and for sailing in the fleet
s0 that they may have money and the rich become poerer. In
the courts too, they are as muach interested i therr own
advantace as they are in justice,

[ ®enophon ] CFd COligared, 113, trans, Moore

Thiz passuee 15 one of the more striking examples in which the €6d
(Mirareh reduces life in the Athenian democracy to continuous
mutual explotation between the mich and the poor, a constant
strugple bevween the ruthless self-interest of the demos against
the infinite riches of the wealthy, Quite apart from offering
broader insights into the peculiar variety of Athenians' political
pursuits, the extract has sometimes been taken not only to distin-
ouish an ‘aristocratic’ from o 'demaocratic’ phaze in the life of
the Cireck fhoros but also to illustrate how—Dhy some intriguing
political, rather than cultural, development—the performing arts
were helped on their way towards professionalism. What this
dizcussion disguises is the passape’s most intriguing implication:
with pavment, choral dancing had been assonilated—elevated—to
the status of g public office of the same kind as the much more

I wonld like to thank parvticularly the editors, Katherine Clarke, Robert Packer, and
om Iueherlord Toe comemencing o wlts o 15 paper; Eeilka WMOhlloen, Philomen
lom Iiutlerlord | renencing on drafts of this papec; Eeileo Milborn, |
Irabeect, and Elinor Reynolds for their help wich the exe's English,
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tarmiliar jury service, mentioned in Fact in the same breath, If
all these payments were instituted to increase the participation of
the Athenians in their democracy, this must mean that dancing in
the fhovos was pereeived as contributing as much to the running of
the polis as any of the other jobs that made up the much-invoked
democratic way of life. The juxtaposition of the tasks 13 neverthe-
]I::sg-.; somewhat oblique: in reality there was no stare puv tor heing
active in a khoros; remuneration of the choral dancers j1;ul alwivs
remaimed the job of the officiating rbarggos and part and parcel :+I
how the democracy shared out its costs, And we tend to chink that
the actual tribal competitors, unlike the murors, were more often
than not those whose milieu had educated them ter perform. Bur
the point remains that the Arthepian wealth of choral Testivals
allowed vast numbers a share in dancing,’

Cheral pay then was established 1o inerensc invalvement, much
as those on the other side of the orchestra were arpuably lu:i:;g paid
to .wn[::h_ subsidy of this kind can be seen as h:;il;ajn,--e the poorer
cltizens on their way; it could also be seen as g shrewd r.nrr-x-'r.c:u the
part of those in power to make it impossible to remam owrside the
community they dominated, [t is part of Athens’ strategy to create
::i_tl.ll.!TI'l.-'.I-r'ﬁI"IIII.'L'I!‘.IE i which one could not aer [:1}11'I.'i-;‘1'|:‘1:|1|._;::-_-"'|.r|{J par-
ticapation, that cssential feature that made the democracy work, is
HIHI-:'J at the basis of how wonssh7 and poalitics were Erm:rrﬁ'f:wd.

I‘!:_u: classical Athenian pofis took to extremes what bad lomg been
practised in the archaic pofiy world, That g topr dancer would
dppear at the top of the pafis’ political hierarchy seems to have
been as normal as it has generally remained unnoticed: Tew words
]1;.11;& been expended, for cxample, on the fact that Miletus rausical
ehite, the Malpoi, star-singers and loval atrendants of Apollo, were
deeply implicated in the affairs of theis city. o

The postulated identity of musical and pafiz-life could indecd
be considered a mainstay of the archaic city, Choral zong belongs
tor the earliest known practices in uncient Greek communities:
some of the very first visnal impressions we have are those of

I
- 't |~.::et|||-.s-x_:ul'x'l'|||.|-;|1" rav and patronage, as well a3 recruir mient, are extenaively
s (FETH | ¥ Wilson [2000a) 7580, 123-30: 6n aspects ol "eollective cxpericnee see
[ﬂjlc|~| CL998), and Goldhill's answer (1950}, enp, 249-5]
. i . -|| % oo Tl LY e |
. ll | ..II-'. st ol cponymoeus magistrates: Kaweran and Bebm (19671 na. 1225
‘or ther religious duties see tha a0 inEeription: LA O 1) o
; A "'h.lillll.ll.b see the Molpoi mseription: L8437 1450 fur the privilepes
of the Onitadai 3142, N
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male and lemale Sfarad on greantic vases of the FeOTeTTIC periogd.
That choral song was much more than a peculiar preference for a
particular type of performance has lately started to become
commonly held view, and some important work has PONE into
developing a broad religious context for it within archaic Greece;
more recently choral performances have recerved attention as com-
municating values shared between performers and audience; and
now the social economics of the classical EBhores, too, have been
in'-f'ttﬂrig:lrcrii.::

What is only in its infancy is work on the precise relation be-
tween the archaie Greek and classical Athenian choral worlds. The
transition is puzzling, and several proposals have been made to
account for difference or sameness, but the guestion of how the
dramatic fheres relates o the lvrie one 1z L‘EH(:nTiﬂ”F 2t unre-
solved.” Whar is clear iz that the relationship is to be sought in
the pohitical changes within the peliy environment, and s deeply
mtertwined with carl W Fif h—{.‘t:ﬂlur}-‘ |Li.u.1_'r:-1'1.'; the mave from elite
fhoros 1o the paud citizen Bhoros 15 a social, not a literary, one.
And—as 1 shall suggest in the course of this chapter—at its heart
lie musical strategies to enhance }3.:1rl1'n;;i1mti[|n.

Classical Athens irself s not the place where traditional choral
performances were most at home. It s generallv assumed that the
archawe city shared 1ts choral practices with the resr of the Greck
conumunmty; by contrase, while fifth-century Athens was prolific in

creating dramatie dhorod, itz lvric production, wich the exception of -

the dithyramb, was poor. That Athenian classical Ehorel took over
some of the functions of the archaic &horos in the polis 15 a reason-
able assumption. But to understand the different role of Athenian
choral mawsileé we need to go to places where it was not the same
Dionvsiac &horos that danced on all prominent oceasions.

That Elares-singing is a form of 2ocial integration s both a long-
acknowledzed truth and a fashiwonable thing to say. There is evi-
dence that the Grecks themselves were well aware of their choral

' The series started with ihe |_frr:-|:|1|d|,:-1'm||.:ir|,|__r wirk l:-:,' Calwime (19977, chiceiigly
Brelich (19040 i an early predecessor; see furcher Nullen (1UE2): Magy (1990) esp,
33051 Lensdale (1902% Bacon C194=50 Stehile (89971 Cecearedli (19937 Wilson
CAUEeeh: B {2000 Busherford (2000 ).

' See e Burlert (10ER); Magy CHE=5er]; Herimgton (19853 8O- iz moercsted
ina Bterary continuity; Calame (P9%94=30 (1999} Gn thae of performative seli-
relevertiality, Brelich (196497 310=-11 long aeo observed that the change ar soake

here is |‘:-:|'i||'|:||'i:"'.- r;-:l-.'i.l”}. rialavat e,
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farbrtus, Polvbios, in a pussage familiar to students of charality, poes
itite astonishing detail abour how choral and social nrder are H:Ln'lq:
indistinet: since rough and rocky Arkadis does not provide a natural
forum for socialization, the choral form provides a basis upon which
to establish community, and to counterget its natural tendeney to
disintegravion. He even comes up with a remarkable counter-
example: because the people of Kynaitha lack choral dancing as a
ool for soctal inclusion, their polis is shaken by q:nmp[*tiliun.- The
relevant inference here is of eourse thar chorality s an essential
community bond within a context of aristocratic strile. The dhoros
levels rather than distinguishes: its members compete for a prize in
community ideals rather than for individul prowess. The floros 12
what makes them all the same hefore the wod.”

But ancient notions about the fhoros o much Turther, Ephoros,
quoted by Polvbios in the same passage, points to the pitfalls of
the technique, Speuking maore broadly for the whole of MrousIRE,
he condemns it as being brought into humanicv “for the DT Pose
of deception and bewitching’ (far' OCTETT] 0L yoT| TEi T PELFT)-
xBow Tol arBpaou, +. 2L 5-61. The terminology smacks of
Platonie criticism, but we should take seriously the context in
which it is quoted. Mausili is criticized for the SHMIE FCAS0n a4 it
13 praised by Polvbios: becavse it uses acsthetic stratepics that
':Ll'll'r.r evervone alike, mousiké effects a collective mvolvernent. [t
is this notion of involvement that is both protitable and harmiul to
soctety, Monsth? iz the medium through whick 1 whole COMIMUNIity
propels itself into helicf, |

The implications of the &horoes potential for collective deception
£o bevond the simple problem of moaoral corruption of the young: it
might be argued that it shakes the very foundations on which
soclety is built, Choral mousibz, at Athens und elsewhere, is insep-
arable from its original context; 1t forms the heart and soul of g
community's religious practices. The working of the Ahores in irs
religionus community ultimately presents the key ta the wider
understanding of the social potential of chorality, While ASPECEs
af this have to some exrent been explored lor lyric kharaed, 1 shall
demonstrate that it may also present the cornerstone for under-
standing some of the workings of the—exceptional—Athenian
choral world. In trying to unravel some relations between mousihe

® Polyh, 4 20-1.
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and religion, choral performances will be seen to form a supportive

framework within the sacial struerure of a working polis,
Antiquity’s tirst coherent performance theorist provides an
cxperimental framework for this investipation. Plato's Laws in
many wavs anticipates what modern sociologists are only just
discovering.” The khores forms the basis of Plato’s musical soci-
ology, the fundamental system for bringing order to society is
provided by the Bharas; and drama, too, functions within the
realm of choral monsthe and thus alse of religion, But this rather
turns the Laws into the study ol a choral zealot: the Laws” problems
with Atheman culture are those with a dysfunctional choral world.
That Plato’s context 18 unreal necd not worry us too much, Tt s
even, strangely, an advantage. Like many contemporary criticisms
of democracy as a political svstem, the Lawes does not seek revolu-
tion, but reform from within the system itsell. Platois of interest in
measuring the dimensions of the choral universe since he gives us
hants both of how the choral order 15 and how it should b his 15 a
curtous mixture o conservatism and deeply entrenched demn-
cratic thought., Nevertheless we must be aware that the Loy
Fatahistic implications for contemporary Athens are 1 construction,
one that may not represent the actual state of affairs with any
accurncy. Needless to say, the Leaws requires a full-scale study
from the point of view of mousie? and 15 place within the Platonic
philosophical svstem; the comments here only serve the purpose
of highlighting a number of points that seem relevant. for the
relationship between choral mousikeE and religion, The treatise
demonstrates how musical Bhored are intercwined wich religion,
while at the same time we learn what 15 wrong—or special—
about the Arthenian systenn: the Laws’ obsession with chorality
more often than not accurately reflects whar Athens was nor, And
through learming what Athens lacked, the choral world elsewlhere

" The Laws hes been insafficiently exploited fram the peint of view of chaoral
st for some comments on the Earor see Lonsdale {19930 esn, 2123 alse
Belorrae (1600 297 1f Beltiore (19800 has interesting remarks on Plate's different
arcitdes in the Laws on the Dinovsiac deares, Tor Platn's views on poetry Murray
(1990], with further biblisgraphy, is a helplul introduction. Nightinpala's {1995 j=
mannly concerned with the philesophical enbedeling of literary genres, not with the
socsal aspect ol their choralicy, Her dizeussion {1999 seefully provicdes a palisical
and historical framewnrk for o reading of the Laws. On the actual eole of masihe
in Hhecent. Athens see Hobh (1994} For madern performance theory sce most
recently the overviews T Goldball (1999 and Bier] (200017 11-104.
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15 Hluminaced. The real value of Plato™s Lawes in Eerting to grips
with the power of choral performance lies in reading therny through
the choral world outside Athens. Looking at some real Shorod and
their religious context, theretore, will illuminate and develop o
much broader understanding of the implications of choral per-
formance for society as a form of socialization within the Pt i,
Feeding those insights back into the Acthenian dramatic scene
will illuminate further the Lazes’ contemporary choral ANEiely,

FPLATO'S CHORAL KOSMOS

Despite the Athenian’s effortless superiority in managing the
discussion, Plate's text labours hard o determine the relation
between meusihe, religion, and socicty, The problem cannor
be separated from some fundamentals of Greel rehimon: that the
polytheistic system provides o framework within which society
wcts, and withour which society cannot operate. Within this set-
up, choral performance determines one's relation with the zodls,
while at the same time strocturing SOCICLY, |
Choral  performance, according to che Laees, 18 [rst and
[oremost a lorm of addressing the gods: the purpose is to gain
and sustain the derev's favour. The Athenian’s advice is to spénd
ane's whole Tife sacrificing, singing, and dancing {(Adovte kol
GEOPT Kal SpyolnEror), so that it ‘muy be possible to make sure
the gods are favourably inelined’ {Bore Tols piv DEoin; Thimg aimo
mopoakesd e Suvethy sleo, 803el-3) The tr*:'n'linul-c:-a:;x' ol
gaining favour recurs: vitual activity consists of men LAECNTLE Lo
Cpropitiating’) und performing weetoioy (80402 7968 these are
supplications’, not pravers in the modern sense, o reasons which
will become evident below: note the wording of the attack on
]'lr:i».';tl't_- religious  behaviour 91062-3  Adbpo soiic Beong Thewm
OO ILEVDL TOLELY Durieng 78 kel ptyelg in secret do they believe
that they can render the gods favourably inelined through sacri-
fices and pravers’), The god’s Xtpg is at the centre of the religious
ctfort, and the full recognition of it s central to the relationship
between god and human (the g Beod XUEPLY TupoeToe, 796¢3).
In Plato’s construction, how and when v dance is of prime
importance. The Laws” citv's choral diversity is worked through
with almost excessive precision. Thus the principle according to
which the nomephylay performs his duty 15 to establish the relation

ar
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beeween the smowsis and the different varoetes of dﬁl".n;'r_t: and then
share out to each sacrifice in the calendar] the stvle of dance
that 15 approprnate’ or indeed ‘expedient’ (TT)1 Gpy oL vemovTe
ETL TGN LopTaS Tov Buduer LkdoT]) 0 wpoodiopor, $16c4-5),
The point here surely 15 thar the choce of a Ahoror 1 specitic;
Efarel cannot Just be shared around bure different deities each
recerve different choral tvpes. The same wea 15 echoed a little
later when the vear-round festival currculum s drafeed. Crucially,
each god s allocated o month sacred only te him or her, and each
month the citizens should ‘olfer (wporvdportes) sacriflice to each
ol these gods and have dhoros performances and musical and gym-
nastic contests as it belits (keerde 70 mpemor) ecach pod and season’,
And a further -;|Llatl'l[mu_‘altji:-l'| 1% I'|'|;li.]u'.:1 tht {)]}-T'l'l]‘:-i:ar:. and khthomian
deities are to he kept strictly separate (o0 oo piuetéor A
ypurtEor).” In this way, too, one's ‘personal daimon’ will advise
cich individual beyond the public festivals ‘on the sacrifices
and Rhored’, adding the mteresting detl of ‘telling them the
vartous divinities in whose honour they should do what and on
what oceastons, =0 as to win the sods' good will' {oloruwrl 6 ki
GTIOTE EKOUOPTO EROFTOLS, TPorweilorTes 16 Kol theoiyevol, 304
S=b],

The configuration of all these elements must not be changed,
Methods of ensuring stability had been introduced at an earlier
stape, and they hkewize make elear that specitic gods want specific
fefrovai. The process by which the festival circuit is determined is
first to draw up the year's calendar, and then to decide 'with what
hymn the sods should be honoured 10 sone at the various sacrifices
for the gods and wiath which fhorera cach thysia should be
honoured’, and ro fix these relations the whole citizen body should
consecrate them (ke pom) to the respective ;,-:JLIH.”

The message 15 clear: vou don’t mux the gods but keep them
clearly distinet, T'his 15 also where religious issues interowine with
Plato's wviews on hterary forms, The Platonic utopin of pure
choral genres, often interpreted in a purely literary way,” reflects
the same pattern and should perhaps be considered a religious
imsuer mixed forms entall the mixing of gods (700a7 1), DBy

 828b7-cS; ch-di.
® F90p4=hR, Cf, the Feyprisn musical dictatership which explains Egypt's per-
z1atent art forms theeugh che millenia 036c1=57b3. See Nightingale (1990 1158-21.
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contrast, worshipping the girds within polytheistic svstems is all
ubaut honouring different gods, each in their own, distinetive,
wity. What choral dance then is about, according o this evidence,
is differentiation, the ability to distinguish betwoen different types
of worship and, maore impaortantly, the com Mty s atticude
towards a particular god.

Hence gods are mentioned with their specific functions; Apallo,
for instance, is urdversally the deity whio iy responsible for wassihe,
Flowever, it 1s striking that the Athenian chooses 1o ditferentiate
the discrete usages of communities in other respects, as if o
cmphasize the interdependence berween inlividual communities
and the wav in which they deul with religious waorship: military
dances are performed under the protection of Athena at Athens,
whilst the putronage is the Dianskourot’s and the Kourerai's 1
Sparta and Crere respectively (796b3-d3), g0 as to dra woattention
to the fact that pods have different roles in different places. The
armed dance is an imitation of these gods” trepod and, among other
things, improves the quality of present and future citjzens. I'he
skills they acquire this way will be useful in war and—note—in
lestivals (mohdon & xpele kel EopTan Srera P34 The poini
here is that, by knowing how to address the god, ome knows how to
pertorm on behalf of one’s COmmMunity,

There 1z also an nteresting, more general. recom rendation with
FESPLCT to the specificity of ritual, that whatever advice had been
grven of old on the introduction by the variogs groups in the
falis’ (Emdorou, 738071 of particular gods and cult places
following the ancient orders of renowned oracles such as those at
Delphi or Dodona, this must not be overtwrned, implyving that
altering the arrangements of the pods means changing those within
the city. And, it was just as mportant that the religious insticurions
maintin a place’s relai ionship with the period relating to its foun-
dation, the creative i fempus of the mythological period, The
alternative reason for founding eults is also stated: storics of old.
recetved by some divine dream or VISIon, motivate the sctting up of
shrines. In the same section it is the lawgiver's concern that ‘e ery
unit’ within the pefis {ErdoTolg népsovr) should be given its g,
daiman or hero, and appropriate sacred localities drawn up, while
local festivities provide the opportunity to foster cohesion within
the “unit” (738d1-¢2),

CMecemping Charal Woelds

Onoa related 1ssue, while the general point about the fhoros
quality as a social tool in Plato is often made, " much less attention
ts dedicared to the content of these Zhovoi, An interesting passage
comes to mind: in dreaming up his tripartite choral state, the
lawgiver 15 to pive special heed to ensure that as far as possible
the entire community preserves Ccohabitation” (Furoucioe somee
times translated as ‘harmony') in its §dad and pifou and Miyon, !
Choral content seems to matter. And a further strategy CINCTEES 01
the shape of choral song: variation and diversity (petaPBaihdpora
KL TRPTWE Tapeyopare moukiisn) in song ave essential tools by
which 1o avord loss of interest {(wonerbal) in the musical perform-
ances and to ensure constant cagerness (drhnoting for pleasure
{(MBorn). An interesting notion: varicty emerges as 1 erucial tool to
create homogeneity of arttude within society (665¢2-7),

The tmportant point about differentiation between the choral
honours for the gods can be made more widely: choral wronsike
s about expressing distinctions, and ways of discriminating be-
tween the gods and a community's relationship to them. That this
must be an underlyving concern is clear from the way in which the
Laws insists on the variety of modes through which choral dance
can express things. The discussion regarding such choral modes is,
ultimately, about how religious behaviour shapes social behasiour.

The origins claimed for the kroros are interesting in this respect.
While in children’s education ‘pain’ and ‘pleasure’ were teelings
kept well apart, human attitudes grew slack with adulthood. L-ur,'- the
gods took pity an their earthly counterparts, and thus they offered
themselves to humans s &horos-leaders, Choral dance, and the
‘emations’ (&) and A that follow from i, are god-inspired
(653a5-654a7)."" This is also why choral training is at the heart of
education; '[the three khared] should charm the souls of the children
while still young and tender, and uphold all the admirable doctrines
{Tev 1ere i"..lf'.::l- we have already formulated' (66413 £.). A man :1-'h-::| 15
not trained inoa ooy s, famously, an uneducaced ]wrann_]'

™ e most recently b oo (200Ta) 12
b3 eti=hivla¥.
Y Geds are ouetopreartel hE3dd, mirgyopeurad 654al, and they lead rhe kiaros
CyoprpyeLe] G4, . g 4 .
" B34al-b]; deradfeurog dydpserod Cuneducated, not trained in choruses ) is set
in contragt to meredizvud vog kayopEeas {educated and trained in choroses 1 G
also 672510 Lor Shareda as a fovm of pedagogy.
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The basics of Platonic thought on choral educytion are well
known: different human TROTOL (“Mmanners’ or “dispositions™) are
staged in pipnemg of the gods, und in this manner the dancer
experiences good and bad, What is striking 1s the cmphasis EIVET)
throughout the Laws on the many dillerent dispositions that choral
dance can convey, There is 4 remarkable concern with ‘tropic’
distinetions meanderi ng through the text: choral dance can repre-
sent the goad or bad (&7 75 TERL L dhatriop MLLODILEPGE], and
15 subdivided into various distinet war and peace dances (81447 1),
There 1s great coneern that different Hge groups perform differen:
dances {children: & TOOLKOS Yopic), men under thirty vears
(0 péypL TpLt kopTa ETar), men between 30 und 6} (o0 vmEp
TRLURKOVTE ET1) pfvol Tow EEKmTe YeyovoTEg  064hS—d5 ),
What s intriguing above all s the comsideruble weight Ut o
gender distinction, The Fages repeatedly makes the point that
women must have their own dances and conspicuously insists on
the diserete form and function of male and female mclodies and
rhythns (e, g, 802d 8- ¢2). Female &hrored are the norm in the perthe-
we-filled world of a wider Grecee; but the stipulation is particu-
larly striking in the Atheniun context where. as far 45 we know,
there was na nstitutionalized women's dancing.'* And this might
present a4 problem: the Lases' implicd camplaint aboyt s ahsence
makes perfect sense when wi consider that training in the foras
wits a prime form of sociuliza tion, Athenian girls Just tell shore of
the: pedagogical curriculum which identificd their Bpartan peers in
their community, In fact, the concern is met elsewhere when Plato
insists on the necessity of pirls' public education {8042 a0t
796¢2—4 on female Mhovor in mitlitary education: 6650717
The issue of gender distinetion ofTers a uselal foil against which
to: set the Laews' choral considerations: choral performance has
dizerete lunctions within the Palts society, Drancing different choral
torms [or different gods means dancing distinet, clear-cut emo-
tional and ethical trapol, vital lynchping of comumun Ly Integrarion,

R posnit is discussed by Robert Parker Cunpublished papert: be glao miikes
comments on Athenian femgle dansing gt e fretiaihiy (e Fur, e ralteicdal
TIT-B2) OF. Seehle {1997 59,

" Evidence, nost Iy From vase paintings, for domescic musical sind by eliey-
tira For Sth-cent. Athenian wonen, by contrase, is not scarce (see v Beck {1975
2302}, CF. the recent discussion by Grillish (A Y, esp. 649=74 and note | 33 457
generally on the nature ol et tationalized, e abianal Shiares. Eradnig:
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And maore than that, very particular aodls also set their worshippers
to dance in order to define their gocial role, ape-group, gender or
political status, Secondly, i follows that mixing the g::cislnwnnn
blurring the aszociated mainstavs of the L'ﬂmmunlit}-:‘Iw-:,-pluy_r, the
gods' dances tidy becomes o means of keeping scm;p:_'rg.;'_k_f household
pure. The Lows” imterest then lies in showing how religious I|:H_=_h;|1.'.
iour shapes social behaviour, And more widely, the Loy :-':T‘L'ITI.'-'-
ments are a defence of the social structure that .!a‘:LI_I]_'I-]_'I-nt'T.FC ':_-I'L‘L:li
polythetsm—having distinct gods to do distinet things for one s
L‘.nr‘r-nﬂuﬂil}'. Choral diversity thus forms one of the 11:—|n:;|ihnnub:l of
Crveek polythesm which icself presents the l[-:.;mig:; !-T”l a “'L_u-tﬂng_
polis-community, Polvtheistic choral dance 15 the foundation of

SOCICETY,
[ TLHE WIDER CTTORAT Wit D

The Lases” claims become more substantial when we venture away
from fictitious chorality to the dancing floors themselves. J_h{;
world of choral monsifee elsewhere elucidates the p]'nl':nli.ﬂ'rn_ﬂ which
Plato might have had with the Athenian sphere. “U.W existing gods
are related to choral performances, how these performances 1.1.,'1_35'],;
in sociery, and what part of society they udnh':_-:t;:-;—ull these things
become clear from considering some real-life choral ﬂ:-:allﬂ}ﬂﬁ.ﬂ
through various issues that Plato takes for pranted and, carcfully
or carelessly, avoidz telling the modern 1'|:adu_-1'.. 4

The close relation of many &lorod to sacrifice is both -.~:n'|]-:1|'|g and
sigrificant, It s worth recalling that J"[mr.}.l: fhorot are almost
always closely tied in wath thveia, suggesting that E!li_'.‘_f were o
vital part of the waorship, The personal ﬂahr'l‘nu.:lm adl x-mq-.t:.[”]-u_a]n?;;:-
TE TEPL Kb xopeEwdr (Con sacrifices and .;fi'.i'r-‘l.l'-‘}i' F ﬂnrl_.-.;_un: H;I }
the lawgiver 1s asked to distribute 'to each feast undx El'lEl']jll.‘i:' {:-:.'1:;.
were s Lopries Ten o) the appropriate I.J.i-]I1[ZI:!.{-T'I'| I Ey VT, ¥
[t 15 remarkable that this combination of ‘sacrifice n.nl:'] hfieros
recurs evervwhere in chaoral talk in oan almost formulaic o Hnner:
Lepfe kol yopol denotes the |-u~.t:|u1'::|tt'_u'11:r1.!tu: for evervone lu-u:;n?g
o paracipate 1 the Athenian Delia, The :_'nr‘nn:rﬁmnulahn the
Arkadians’ holy customs mentioned above are 1!1*: sn_ul':!u_'ua e
and turthermore the Rhorsd’; or Lukian’s antiquarian  Eheror

i Bt Bl fwei=5,
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continuously dance together with sacrifices. ! The Prrint 15 particu-
larly well made by Kleisthenes of Sikvan’s division of the pites for

Adrastos, a heroic character destined to be struck off the list of

worthy men, into hhorod for Dionysos while ‘the remuaining
offering’ {(TH1r dAATE Buriny) is to be directed to the new hero
Melanippos: evidently hoth furia and xopol are considered equal
parts of the set rivual for Advastos (Hde, 5,671, The divisible, almost
material, quality of the Ahoeros goes hand in hand with jts hempe an
item on the ritval agenda in its own right. Without the ﬁc.i'xrum,.[hc
ritual would presumably have been incomplete.

Closer inspection of the religious circumstances in which aceual
fehovoi danced immediately reveals why this shauld be so, In real
life, too, &lorer are not arbitrary points in the programme of 2
religions occasion, How ench fhores was imagined o have come
ineo being through mvth is relevant here: choral ritual and mvih-
i:_*.nl narrative are intrinsically related to cach ather. o start with g
stnple instance: the Argive IHyvbristika included &horod of women
mocking the city’s men for not having been able to cxpel the
Spartans from the city generations ago. It was o female feliares
under the guidance of the archaie poetess Delesilla who had
achieved the feat, The teasing Eharod obviously matter to the ritual
s a whaole, and an awareness of the wetiologeal story 13 essential for
performing the choral ritual. The sty determines the particular
character of this choral ritual.'®

T'he specific nature of the Bhores addressing the god 15 therelore
relevant, How deeply intertwined god and Bhoros are Decomoes
clear when we scrutinize more generally the relationship between
myth and choral ritual, There is & reciprocal relationship unique
to the cult in which it is performed, so that Bhored can be argued
to be specific to the myvth-ricgal cormplex i which  they
hunction. .

. Artemis of Ephesos was traditionally worshipped in a peculiar
ritual the aition of which is recounted in the Lrvmalopicng

. e, 3004; Palyh. 4,20.5-21 My Lacian De Sale. 16 and 17; Lucian interagte
mely wdentifies non-sacrificial Indian dancing rituals with what in Greece iz
represented by the ‘combined sec’ of swbhz, EBhorad, and thysia,

i ]"':II.II. Muls Five, 245e. CI the Alpinetan ||||,:-|_'|-:i|'|F.-; flakay for Daimia and
I:"'|.I.I..:‘-'_L‘!-:I:-’|! Hlele. 3833 fuorinei 18 oden o KOPOLATL ST IO, KERTHLoLuTL
Lhderiorta, Other instances of such ‘macking festivals” are those for Apolle ac
i":-nkl]:ll_'c;.-"._:l-:llln:-u. FIAF=28; Apolled. 1,926 Konon 0 Derneter ar Pellene:

aus, 7210
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Megmon in explananon [or her epicher Aoeric. o Ephesian girls and
yvoung men had mken the goddess” image to the meadows (ALLpLW ),
and alter their eodue Critual play’, often “efores™) and tépdns in
these they honoured her with local products, aéhoow [celery) and
the salt of the marshes, When this ritual was not repeated in the
following year, a plague (Aouwdg) sent by Arteris killed the yvoung
people; the goddess” wrath (poijueg) was only appeased when on an
oracle’s advice the ritual was renewed. From sources as old as the
fifth century we know that Artemizs hosted a kind of standing
fehoros of parthenor {the so-called Avbaw kopan) who sang for the
goddess, and a less neatly defined “ffiores’ of boyv attendants
changing by annual rotation (the &rafpeec); and these were thought
af in the ancient world under the appropriate title of fonardpec, ™
According to the deseription of the Artemisia in Xenophon's
Lphestaca, all ephebes and voung women took part in the proces-
siom on occasion of the festival (Bphes. 1.21.).

The (double) choral form of the cult persennel 15 interesting,
The fhores which in the mythical narrative itself already performs
in the langunge of choral dance (pafidia, terpsis) 1= both inherent
to the story that establishes itz ritual in the first place, and to the
ritual customs performed ever since, almost as if the story had an
informal, and the nte a formal, khoros, The delining feature of the
Lo’ l'CJ.a'Iti.ﬂﬂ?ﬂ'li]} to the ,f.ﬂfi:-c]l.]t::aﬁ lies i the word f:'.E’lTl_Jr_l,s',p'l::rn;u."rn

‘they appeased’; the voung people’s obliviousness iz a apcred

offence of the entire communicy for which their annual rite com-
pensates; the choral offering is a tribute to the deity., The rite sets
right the community’s relationship with its god, and renews it in
every ensuing performance.

The situation = similar for a much better-known set of Zhorod.
The end of Buripides’ Medea gives the aition for the Eorinthian
testival performed annually o connection with the murder of

I fopm, Meagn, s, Mote thar Klymerns, dovghter of the king 15 ‘leading’ chis
roved] choreas, 0 Call, fhipn, 237=47, where Amazons dance several Sfiore ander
thee puslance of their gueen Hippo during the process of zetting up the statoe of
ATTems.

M Srnding choros: Ar. Nuh, 598=600. Cf Ton of Chios Trop 19 1 22
Aol frehTpuoe, mecholETow U aociod, Autobrates 1.-AL I, 1T {Tvmpanistan)

Al A 129 o maplsror Adar kapo, [iog, Ath, Tl 45 101 6—12.8:
whiws 68 Auidg Bancrplod 8 mepitvon o Aprope adéfoue dokpot. Cule personnel
at Ephesos: Paus, 8151, On the festival see Calame (EU97] 9536 and MNilsson {190,
Q) 2 3-T.
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Medea’s children at the sanctus ry of Flera at Perakhora, just across
the Isthmos. From antiquarian texts we know that the IKorinthians
did in fact regularly send to Hera a choral contingent consisting
of seven bovs and seven givls who would stay with the poddess for
an entire year; vase depictions found locally of charal formations
suggest that the choral aspect of Hera's worship goes hack to an
least the sixth century BC! Here too, the choral tribute i1s intrin-
sically associated with the communiey's relationship to its god: in
other versions of the miyth it 1 not Medea but the Korinthians
thernselves who kill the children—ia wvold, note, the ‘foreign
queen’ becoming too powerful. Flague and wrath befall the city,
until on oracular pronouncement the seven bovs and girls ?J;'L:
disparched every vear to the roddess’ sanctuary ‘to p.r.n-yiti;u'f-
their wrath with sacrifices’ (Evamemovetilon &1 1o oig Uedeg
TEMEVEL Kol peTh oo [hdaesrio TV EKE(VY ]J..I"rl-*bl-':l.-:i;:
Extensive singing for the children at the annual lestival s
recorded by l:"]‘l.l:ijl'i':ﬂ1'i]|il!-l when he remembers o Opfpos (“dirge’
TEABPTUROS KL EvBens (‘mystic and god-inspired’), "The ‘mystery’
:-!71-:1 funerary” aspects of the Testival ure in fact long anticipated |«.n.-
Furipides’ fopri) ked séhn (], 1382} for the children, picked ||]11
l?n}-' hus scholiasts as mEvuLes Soptfi. The centeal activity at this
testival, too, is said Iy the texts to be propitiatory fhoros-singing
during sacrifice (CAdoramio, EDPEVCE oo, HELALororEr o) The
annual propitiatory cult tribute serves to make up for the commu-
nity's impiety against Medea's children aried to redress the cityv's
perturbed relationship with the wod,*? .
The prophecy by Athena at the end of Buripides’ Erebdilens
reveals the crux of the marter, Foremaost amang the sct of religious
attia stands the heroization of the Erekhtheids. One of Erekhthens’
daughters was sacrificed to save the Athenians in the war agains
Fleusis: iy whords ydpoc oog wpobieto [whos Cwhom your hos-
band has caused o be sacrificed m defence of this councry ',

Sec the list in Pembertan {20001 95 (referring to Payne, Dunbabin, B Ly
!ff '.-!4.“'_."[1';'"3:'_']}: i the course of 2 discuzsion of the -l-u;:-r_qu;-'n' dancing acenes an 1<ar-
nthnan vases epecifically feom IKovineh Cwith Turcher relerences; ef, "Tille {19647 45
nan 113 Berlin Staatliche Muscen 31093 (= 0% Wepner), Cortntl ,".-[u:;c-um JH;
rmwhwrest, TE3 'T'6lle, 104 Wegner, -
= Eur Medl 13TR<R3: Parmenisloos FOYH AT F 3 =% Bur, Med 364 fef. Pays
&3 10, quiting Furmelnz), See Brelich {1951, N
| L
53] 2 Bur. Med. 1379; Philostr. Heroic, 20,24, p. 67 De Lannoy, CF also el 15
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trans. Cropp: B 390060 15 of, fan 277 Bvh1) wpd yolos oddyu
mepléror wrorsly Che steeled himself to slay his daughters as
offerings for his country’, trans. Lee)), and her sisters join her
heroization because of the nobility (yorvandrng, feo 370,09 1€)
they had displayed in remaining loval to their sister and their
oaths. The essence of hoth myth and ritual is encapsulated in the
tollowing few lines:

EATEL . .

Kenk 1Y BFedrs, Tols Q:u.ub; 1f'ctr7|n;.g MEy ]

Evivriong arddes i) Aehnep[Eroug] oo

tuerteury Ty o kel odoyeecoy | Bouk ]Torow

KodF o) [pTeeg 1epols stopliven [yopen | poao.
Because . . thev . preserved the land, [instruet my citizens to honoor
them, never forgetting over time, with annual sacrifices and slaughterings
of oxen, adorning the festivals with sacred maiden-dances.  (For,
Krekintheres tr, 370.75=80 K. trans, Cropp)

In compensation for thewr own zacrifice, thysia and Blorod of
their ‘hkes' are offered as o tribute to the Erekhtheids, The pattern
15, as usuil, annual. Note, too, the wHIning not to onait the offer-
ines, as it the maidens’ wrath were Pyt inowent for the faillure to
obey the sacrificial rules,

Az s well known, the Greelo world, from the earlieat times ta the

imperial period, is full of such patriotic and determined maidens
and vouths as willing to die as those of Ephesos or Korinth or the
Athens of Bunpidean J.]'I'I':E_Lf[[']'r]‘lil.ﬂ'l.'zq What has received less atten-
tion 1s the fact that their {self-)sacrifice in myth, in addition to their
herowation, in ritual almost alwavs ends 10 choral dance. While

sorme elements of the :1:'.Tin1n_[;ir:-tl A1 |_n"||:5, such as the plague and the
oracular advice, ma W well be part ol a standardization of the struc-
ture of such myths typical of learned antiquarian literature of Later
times, the pattern is already popular in the archaic and classical
periods, Oaite apart from the fictions of Euripides’ Kreeffithons,
the archaic poetess [Kormna's Koronides, daughters of Toiotian
Orion, who survive in antiguarian collections, quite literally
offered themselves as a sacrifice (81 fio Surie Skoboa, moplévom

e Erekhiheids were reanl cult-hernines in clazsical Arhens, thouph what form
l.'“:'q:ql-:.'t|:-' thetr vitual teok iz nnceriin: see Kenrs [R5 S0 L 200 =2 where there are
alsa helptul remmarks oo thas type of myth=ritual steocture (R=630; Tor social aspects

[°%
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BupaTee yEvowrto) to appease (Lhiorsoboe the wrath of a set of
bocal deities =0 that they would re-cseablish their city's disturbed
refationship o Artemis (Nik, ap. Ant. Lib, 230, Annuoal
pELdiypara were offered to them by the local vouth i compen-
sation [or their deaths, On the basis of such learned texts we tend to
believe that the story was told in Korinna's Gersie which also
mentions performing fhores of maidens, and the obvious inference
would he that the parthenc: dancing the story were part of the
]]1'{]Fflii'[j'r11.l“:lr}' ritual that honoured the characters of rnj,'1|'|,'1';

It seems that the annual choral ritual Tor such local adolescents
wis perceived as a form ol collective compensation for their
voluntary or enforeed—death on the communiry’s behalt.”® The
Rhorog’ task is to appease the gods for the crime v which the
relevant deity was offended. The Ehoros forms the community's
gitt or tribute paid to the youths and their goe: the actual perform-
ance makes this ibure real, The dancing performers function as
representatives of the dead vouths, and in dancing the Rhoros thew
are sacrificed” to the god in the same wavy as their mythical prede-
cessors, It s perhaps interesting how one thing in myth—the
sacrifice of girls or bovs—Dbecomes differentiated into a1 combined
working of thysia and the khoros in ritual, which may also explain
why the two cannot be separated fromi each other in real-life cult,

I this way, the crucial element of the myvthical story is re-enacte
through the actual choral performance of the ricnal. ( Note that this
form of re-cnactment of myvth in ritual does not entail correspond-
ing sequences of myth and ritual, bue the merging of ritual and
narrative in choral performance.) The Shoros” performance thus
establishes the bond between mythical tale and its associated cult.
These examples show the khoros at the borderline between the
mythical story in which it first oceurs and the vitual of which it is
a part, and the more evidence there is for a klores and s story, the

Korinna, Cersfie? PATG G55 (ol PG 654) Nikunder af. Anr. Lal, 25, CF
similar allerings for the dead: Aeseh, £, 15 (Oreates, Choes); B 107 (Kyvtemes
try, Choesl Parthen, 12,1, "I'he most recent comment on the Crevad, also on ity
choral performance, is Ty Stehle {19971 1004, Wesl L (199N aasumes o
hefletuzstic date for Korimna; el Davies {19885). Ovion and his daughrers apErate
m a complicated necwerk of local tradivions becween Uanagea and Orkhomenas: cof,
Paus. 9.22.3 '

* Similar patterns are offered by the Prodtids (eg. Bacch. 111 the Minvads
L. Kornma PG 608 Thezeus’ 'seven vourths snd maidens”s Plue, Thes, 18,1

i
and othicrs,
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more clearly the oo™ double role in both myvth and ritual
cimerges, The fharos tunctions as o lange element and really per-
'rﬂ'l'l"l'll'!'i irl. |::I|.|'1 I'II. HF:I}'I‘I.:"'I"I.:H-

Actiological narrative thus has a vital share in charal ritual
activity., The storv 1z essential to the nature of the ricual: the
combined working of myth und rtual convevs what the cult is
alot and wi‘lj-,' i L.'nr'r‘.r'l'tur'lil"}-' bothers to enact it, The c‘.-::—nr.-::rr-lrinn
of myth and mitual can be scen m omany choral mtuals and s
eszential for the creanon of meaning in religion, Above all it eneails
that pertormance s essentml to a waorking ritual and to such mean-
ing being conveved.

To come back to where we started, 1t should now be clear why
how ro address one’s god 15 of prome importance, and why specific
gods need specilic rituals: the associated myth—ritual comples
shapes the community’s relationship with any given god. Maore
importantly, it sets right and renews that relationship through
every single rtual, We remember that o keep the god 'in Gavour’
or Tavourably inclined” (thewc) was what the fawws had considered
the &horas’ purpose 1n addressing the god, and choral activity
is duly expressed by the derivatives of LAderBol, LhdoreoBo,
piLhimanaioy, sOpsvileoio.

There 15 a further mteresting element 10 this pertormative
approach o chorality: in the merging of myth and ritual in per-
formance lies the Tundamental social aspect of rituals with a dhoros,
It is the specific way in which myth and rnitual are related through
performance that makes the act relevant to the community, Chor-
ality is the sipn of 4 communal religion; the choral ensemble—
ideallv—embraces the sod's worshipping group, or ¢lse most olten
the scenion of society that represents the community in relation to a
particular god: the maidens and young men of Samos and Lphesos,
or the ¢ity’s women at Argos. The &horas 1s thus at the heare of
peaple’s participation in public rehgion,

The system as we know 1t 15 essentially anstocratie, Though the
evidlence 15 not abundant, the choral teibute tends to be hnghly
selective: girls, bovs or women are chosen 'from the most import-
ant families”, or are the noble children of a mythical, and mostly
roval, character such as Proitos or Orion. The Boiotian Dapfore-
phinria, for instance, represent an extreme form of the practice
which a single Tnmuly occupies all central positions in the (partly
choral) procession; and by a mere stroke of luck we also happen to
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lenow 1:}i:-|_llt|':|[{'ﬁ of those noble Theban families whe performed the
liturgy.™" But Medea's children, too, are propitiated by the sons and
davgthers of the local elite (vow ETTLT] LT Ten aviiper X FEur.
Med. 264). We are to think then that g differentiated choral land-
scipe 15 a [eature of an aristocratic sty and at the very least that
Crrecce’s polveheistic religious svstem and the avistocratic pofis
cnvironment are somehow intertwined. That choryl poctry floyr-
ished when the old-world pofis too was in its heyvday neatly fits this
comclusion,*® -

Another aspect lurks behind these First fow mstantiations of
chovality: Ahoref ave deeply intertwined with the past of ane's
city, and a crucial function of performances seems to lie in bringing
this past of the myth into the present of the ritual. How deeply |
community’s existence and identity were based on its choral rituals
becomes clearer still from a few relevant choral sHImprles,

Choral performuances often provide u mechanism for coping with
social conflict, and, related to that, social change, 1t is remarkable
how many choral traditions in Greeee are prompted by an inter-
pateis conflict preserved as mythical or semi-mvihical stories.
A whole array of problematic situations in some archaic past is
solved through a choral performance that then CONTINUes inta
the present.

The sanctuary of Olympia, for example, was mythically, and
repeatedly, fought over between the areas of Tisg' (O yvimpia)
and Llis, with the latter eventually being victorious (the myth m.['
the marriage between Pelops of Elis and Hippodameia of Pisa
provides an explicit comment on this®™). While Flis’ subsequent
dormination of the Olympic shrine was never se ricusly contested,
the old conflict is apparent in a religious tradition shared 518
the former COMPELLOrS: I Wartlme, sixtecn wornen, chosen u.&;
T Pindar frr. o4 A=ty the family concerned are the Aicladai fon Whiwrey wee Ih
AW =31. Pinclar is reparted 1o have compoged & daphnephoric v for hig own 5-:'|||'-
I' Uh.l-l_' S = wit, Plad, Ambr. (1.5.3 Creachrmann), For the |'i-r|:u| at the |'.I;I|:|::'||'||"-.
pnf;rn:- s Paus, E?'._][:l.-l-; Procl, ap. Phor, Sibd. 23932 h23-30.

- L1 the khorvisters of the Delnhic Stepterion (Al AP 31 maifee EUWEELC ),
ClLothe account of an ancient human® sacrifice (o Dinnysos Aisymnetes and
l-l-"- I|I-c:|.-.lt?ﬁ Priklaria of a “sacred couple’, gl ami hoy of kb ELaw KA TOL [ RETES

" 1t is doubiful whether a city "Pisa’ ever existed (Str. 8.31.1- of. P4 OF, 2.3 3.5
Mem. 10.32-3 where i means che sinctuary) more likely, the B AR RETH P T{"'-'-::;I'l':!'.'!i

arcund the independence of 1the sanceuary; the name later denotes the sane LAy
alomne: cog. AT 11330 E Plate Phacdr. 2300, .
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‘the most venerable” from one of the sixteen poleds in the area,
succeeded in putting an end to the men's warfare, an action
which hrought abour the wnification of Elis o include Pisa
These women, who had previously danced in two separate Ehoros
of eight women each, in worship of one Elean and one Pisatan
heroine, now created a collepium of sixteen (el SraBokn,
tamous all over Greece, rending the culr of Hera ar Olympia, and
for whose performance an allegedly ancient hvmn is transmicted.
T'he festival consisted, among ather things, of contests hetween
wonnen, a reminder of the ancient conflict within the region in
symhbolic competition, ™"

What is interesting about this choral tradition?® The Bhover
huve an eminently social function: they re-enact both conflict and
resolution, associated with the difficult process of the regional
unthcation of Ehs, Similarly, while none of the cities in Elis sur-
rendler their sovercignty, at the same time common worship creates
community amaong therm. The unification of Elis happened—as far
as we know—at some point in the fourth century Be. The story was
told as late as the second century ab, Whether this particular
Rhores was dancing away over some five hundred vears cannot be
either denied or confirmed, What s significant is that the Eleans

chose to represent this religious tradition as if it were the product
of a long process of transmission through song and dance. 1t is the

continuwed dance, the oo, that ensures that such conflicts of the
pust are not forgotten. And more widely, the fhoros delines and
reaflirms a city’s identity and relation to the past,

Another familiar story illustrates further the complexity of the
interaction between choral performances and history, for the choral
traditions also shapethe telling of b istnrj,'_ [t has long been observed
that cult-actiological myths often provide the framewark through
which ro narrate historical events.” "T'he ancient and chronalogic-
ally indeterminate rivalry between Korinth and Samos (Hdt.
348 }—probably economically motivated—is recorded in pre-
cisely this way. o take vengeance for the misbehaviour of ther
davghter-pofis Korkyra, the Korinthians imprisoned 300 noble
Foorkyrean sons and sent them ro the Lydian king for castration.

. Paus, 5,160 (Hers/ Dnonvacs), eap. 3.16.5—6; the hymn (DM carme pop. 871 i
aquatecl in Plut, Maov, 29%h: 3041 For eomments see Calame (19975 1367 and Steble
(997) 1045,

A See S0 ey o= oo O SRS
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In a desperate 4Itempt to rescue themselves, the bovs went as
suppliants to the temple of Artemis on Samos, The Samians ere-
atively prevented their starvation: they simply invented a vityyl
entailing the setting up of “fherol of maidens and Young men,’
during which thev took foodstudf into the shrine, pretending thay
it was to be an o [Hering to the deivy, while in fact it was placed there
to be eaten by the hungry boys,

The Samians' trick here is (o come up with a ritual that is typical
ot Artemisian worship while ar the same time the myth—ritual
complex accounts for the use af haked goods in the eyl character-
istic of this arca.™ The syme ritual was stll performed in | leroda-
tos” dav, over a century larer. It iz the spectiic clements of the
choral rivual that recall the historical cvent through every renewed
performance. The story fwhich may well inelude historical elem-
ents) is integrated into the narrative framewark of g tvpically
Artermisian ritual; history is shaped by rehgious narrative.

Agaim, the FECIProcity seems elear: the felroros needs a SEOIY Lo
make sense in g ritual; and the story needs the fefiaray 1o survive,
And so the telling of history adapts to the schenra of aetinlogical
stories. The instance is paradigmatic of the way in which many
choral traditions uze mistory as much s history uses then, All this
can work because the bharas operate with the notion of their own
continuity: the point of the choral vitual is precisely that it has been
pertormed ever since what the (hidstory tells us happened,

Such choral performances therefore validate one’s tustory all the
betrer, Itisin conveving historical ‘truth’ that the potential of these
perlormances lies, "The mmplied potential for Inconspicunusly
wiping awsay this truth becames evident when the choral perform-
ance takes issue wich the cluimed histarical reality in the cves of
stime others: for this possibility too we have some evidence, As i
well known, Argos and Spartu, the two major cities in the Pelopon-
nese, camce to blows over a number of unsolved squabbles in the
archaic period, ™ The most spectacular of these was the so-called
Bartle of the Champions, fought over the Thyreatis. Herndoros
tells the Famous storv {1 82): three hundred soldiers were sclected

* On the vte see Milsson {[905/0953 240, queting Plat. £y, AMald, Banb whi
ascribes the same story to the Knadizns, an indication chat the caloe custrm may have
bBeen more widespread in the ares,

U Uhe comilict imsell g already a long history: Pags, 3.7.3- F.20 7.5 Buaeh, Ad
CHOTS/2 Selin, 7.9 O Brelich (191 22-3.
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to fight on cach side in something like a man-to-nian hattle, They
fought with bravery, and at the end of the duy, only one Spartan and
I.u't; Argives were left on the battlefield. The two Argives thought
this implied that victory was theirs, und hureried back 1o their ciry,
while the remaining Spartan, observing the ritnal of ancient battle
ter the very end, took the spoils of the fallen Argive warriors, When
both cities' troops eventually turned up to learn about the outcorme
of the buttle, both useribed the victory to themselves,

Later sources tell us that the Spartans estublished g festival for
Apolle Pythaicus in honour of those spartans who died lghting.
[n the ricual of the Gymusopaidia, known for its mmulitary character,
#horer of boys wore victory crowns as ‘u reminder of the victory
gained in Thyrea' (Omdpvnun iz fv Ehupte yevopdeng vikng),
and victory pacans were sung as if the bartle had only just been
[ought. But this brazen cluim remained hotly contested: the battle
praved to be more prolific of legends than any other, to the depree
that in the third century B the Argives continued to commemor -
ate their perceived victory with hernic epigrams on the virtues of
the two surviving soldiers.'?

While the Zhoror performing at Sparta, Impersonating and re-
membering their lallen ancestors, emphasize the continuity o
military prowess among the local vouth, itis obvious what funetion
the choral tradition serves: it alone offers access to the truth of the
Spartan claim. The fact that it is contimuously performed s
believed to be prool—proof enough—of the historvical truth that
the: ritual propagates. The strugsle for truth in history is deeply
reflected in this episode; conflicting and competing historical trad -
iioms are easily danced into a solution: choral performance helps
one o remember ‘the right thing'. We recall from Ephoros ahove
how performance compels ane into beliel: paradoxically, rt_n {ln!m:c:
“beaunifully’ easily fades into dancing the history of one’s city into
disfigurement; and atrocious distortions of what lies behind the
ritual are part and parcel of the much-desired control of the past,
and as importantly, of sacial change.

i Spartan Civanoperdie Sud, s Frpm _-L{.-.-_&-.-r,- .:E't:up-:ﬁ J':P:: .-Tm'f.nu_-.,,;:i.._:
feaig tprous fboureg, elg T 2én by Bipeisis dreolic PO k.*nrc_-ur;-ru;-rr-a-u‘: cf,
Soailving in Athenaios [5.678b—c wreaths of alm trees, named Cof feathors are
worn by the mpomrrdron of che lestive bovs’ and men's Shord, CF uile. Pal, ?;'I 30
in 1.'|‘.~|tr-'.p1| fer b Argives inowhich the Sparten glocy Teatures as BTG L pallar,

spuriaus glore' On the legends of the bande see Brelich (19 1) 2334 Robertaon
- < - m . -l__-\.
(1992} 179-207; on the (Fymaspaeidie most recently Dettersson (19927 4356,
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IR ATHENTAN CHORAL CHANG I=

Looking back 1o where we began, it becomes perfectly clear why
the Lawmws has problems wirth the Athenian choral !-:E.:J;{L', and |:I'|;-
comiplexity of the Laws’ own choral state becomes e
ent. The Laws is obsessed with the individual L-]1:1.|:|::{3]'L :_’_*”“‘_‘]TE_“ -
6 1S b ter of individ-
lt:lﬂ gods which is, as we have seen, un inelination that is reflective
nf F]H.: functioning polvtheistic fandscape of Greeee as 2 whole
Phis is substantially at odds with what we know of the Athenian
choral situation at the tHme, Two points necd to be made here: firse
drama had the chorul monopoly, and so did irs god, It s a ]rm-r:
standing observation that the Athenians danced few fe.r‘m;-w' t]!h?r
1*&;_!!1 those for Dionvsos. Thoush this vy not acrually he rrue
v, =1 LR Y i 5 - H ;.
;33;:”:[}5 tl}rull:l1llém::;:}1_]_'?1::?:“‘:: :t; JI’J[T:';.'r:*:T:{{r,.. ru-. 1.111_' Cdslefro-
3  thi Athentans themselves
are keen to present. Drama's proliferation, secondly, also n-nmii::.:
thut 1h.4.= perlorming personnel is drasticallv reduced by at least
hall: girls and women were missing out on what their male coun-
terpiarts abundantly enjoved. This means that Arhenian dramg
w-'rl-?:utly disregurds the basic law of archaic chorality—rthar ‘a't j;-
performed by the human representatives of the rh*r'lhz't::.:nf characrers
COneerned, - - L
Phe second point is less conventional and more interesting, It s
not the case that the rematning gods suffer what Pindar's f’:-.;:l*frf.' f]
Jljl_x-:l}z]hrmi ranages to avert for Delphic Apalla, to E:lmzﬂnlw ‘bereft
. . . e S
o PSS ) M
. ! But, as T have shown else-
where, whilst numerous deitics are mvoked, the hvmns' essential
addressec 1s the dancing god himself, ™" A JlLI]'I'I]H_!;' of prominent
Ll-I'EiIHq'Ilt'L‘. Ehorad ship imperceptibly into 1 Dionysiac t:.:ufr <;nﬂ'r.
I.‘.!l‘J.lL‘t.' -.1.'|rl'|i.n a single hymn or over the course of an entire I]}Ja:?
i_flnhzjnlhjr, Ly ::r-:un:mplu, the parodos of Oidipons Tvranrnios {I-I.
m. H]Ll_i..:‘:lj_;rr;;uirt_q:f Fnl |l|l’.!!fll_'1!ﬂ.l.$ f!l’.id!'t,!.?-il-il'.‘dj hut l]'!q: one \\'lll-u CMCTEes
very end with the potential to rescue the city trom impending
pollution 1 Dionysos himselt. The same god prevails in tIn;
famous sailors’ bhores of the Aias {11, 693=7 L&) Dnonysos and his

e
:‘».'.::.- S T U s -
oL 3 "’}H'l :llu Uhargelia could e covmted among the non-Dionyvsioe ehoral
Y R ) B ' 1 . 1 7 1 [ i
3 e that dithyrambs were sung ai chis festivl turns ehis fescival into a special
vase, well worth some BCIUEINY. | el
L Cfarchceming (o)
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eoestatie associates are addressed when A |':--:J[h} wioatd |l n*u”_‘-,-' have
been apprepriate to the cultic situation of the play, The argument
can be maintamed to a greater or lesser degree for a number of
plavs and the phenomenon possibly has, moits different varieties,
the same function thioaghout, The point of such moves i highly
choral: inoa strategy partly overlapping with the much-discussed
choral sell-referentialive, it moves the audience hetween the myth
of the plav and che ricaal of the pofis, Tt s thus a crucial rechnique
to enbance audience participation, None of this should surprise in
the context of a Dionysiac lestival, but the result is that drama is
nol even within tts own fiction a form of choral bonour for the rest
ol the p.’-;tnthl:un.”

That dramatic dhorof should pretend to invole other deities but
not succeed 15 a relevant observation, for it hecomes clenr why the
Lzoy should have lundamental worries about the democratic
fefraras, 1118 blurred in membership, in what it says, and in the
goils 1t addresses. Drama ma vopive the illusion of differentiation
between gods, but the reality 15 different. "The Laws incriguing
interest in pointing out distinctions between &fovor and their gods,
between different perlormers, and between the characters of the
artons dances, may well relate to this 1ssuer the traditional fhoeros
functions much more broadly than it does in the contemporary
democracy. The democratic—IDHonysinc—hforns, by contrase, is
restricted, and therelore lacks s delining qualitv—as a form of
socialization of all parts, rather than just some parts, of society, Tt
falls short of what seems to be a vital point in having a hforoes: the
dilferentiation between the various gods, which in the polyvtheistic

set=up builds the operating framework for all sections of the polis,
[f one takes the stipulations in the Lazes to their extreme, they
imply that Athens” fifth-century syatem undermines the funda-
mcntil structures of polvtheism which requires many gods to be

made themg through dance.

The same set of problems—which can only be tentatively
tomiched upon m thiz discussion as a hvpothetical scenario—
becomes particularly apparent when one looks at the feature that
makes the choral poetry of tragedy the nghttul heir of archaic
fhoror: tragedy’s actiological endings, in dplagemia in Lauris, for

YU Soph. Trach. 21624 and the whole &feres of the Awmtigene; the owo key
studics o choral sell-relerentmhoy ave Henrichs JP90=50 aond ¢S990,
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cxample. Kuripides here Presents an intripuing association of i1

prodagamst with the culr of Artemis at Brauron (1L 1402-71. The

Familiar myth for the poddess worship there {2 Ar. Lys 645 S,
BV, ApkTow 1) Bpavpaviow) is chat of g rame fl:nmi-:.l_u-m' lmning
the girls® ‘play’ (Tecndude) i the sancruary, and being killed through
some unlortunate circumstunce by one of the girls' brother(s).
Instructions are given bv Delphi to the effect that the resulting
plague could be ended Cpropitated') if the Athenianz ‘sent
their parthenoi to do the hear’ in com pensation for the death of
the animal. The scholiast 1o Lasisirata helpfully adds that the
young girls performed the sacrifice Mhuorcar) while propitiating
(Expethwooiparal) the poddess’ {ef, Sud. d'mjp.ﬁ‘.mun:ré;_u-‘.uuL]I:
and choral formations ar Brauron are strongly suggested by the
depictions on the kraterivkoi Tound locally, o )

The association with Iphigenia, which is central to the series of
cult actiologies at the end of the play, is easily made despite the
hf'r'lmw’s Peloponnesian origing. Iphigenia, we remember, was to
i because her father had hunted down an animal of Artemis at
Aulis. The connection makes sense precisely beeause the lesends
and cults involved were similar: an act of umpicety -'.‘.nr]‘]ll-]]'H::LE
against Artemis' sacred (sacrificial) animals: and a human ‘saCTI-
fice’ demanded in propitiation; this is then substituted v 2 real
sucrilicial animal and g tributary animal-khoros offered by the
impious cult community to ensure the goddess' lasting 1'11-.-'-rm-1'.

A survey of the wider Creck world sugrests thar Iphigenia was a
heraine muny liked to associate themselves with, Cules vl ving
her extended over the whole Greek world: to cxpiate Iphigenia’s
sacrifice was evidently o widely shared coneern.™ Wh v that é;h-:mild
be g0, and why Athens in particular laid cluim to this character,
emerges clearly from the play itself: there s o surprisingly strong
crmphasis on rescuing both the imuge and Iphigenia from the land

T Okher, non substan mlly diflerent, versions tgome of which placing e eprsode
at Mounukbia in Picacus) are Sud s EpBapic elpe: Paus. af. usih, [ 2.?‘.'1“2-.
Anced, Bekk. 1|444: Apostal, 710 Append, pr-:.-.-. 234, Iphigeniaat Brauren m|I~;c:
appears ..o Phanodemaos Feoed 325 17 14; Paus, 1.33.1. On the kraterishog "i;'l_"'
Kabil (1977), (1981), |

" Por Athens' azsociation with his miyth see e.p Paus, 1.23.7 of Qe @ .
Paus, 1.33.1 Argos; 3.16.7: at the sartctieary af Aricras Crihia in Sparie, CF. |;.;.I;._-|l-
culez of Artemis connected with Iphigenia: Poaus. 1431 Megura: 2,351 -J Fermiome
i the Avgolid; 7.20.5; Aipeira in Akhaia; cf. the el by various "Barbaarian' o -1—
Paus. 3,068 - o
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of the barbarian/Taurians.™ The play makes no attempt to dis-
guise its solution to the problem checrfully Atheman terms
when making cult and heroine setcle in Ateika, and throwing
in abundant comments to iRt the last shadows of doubt ahont

Iphigenia’s real home;

ceAd gopeei)s BBl BepPapow y o
£g tieg AT v kol yip vBds ol TPETIEL
Peliue, Topor o mohee e sobual o,

1O grallant geddess] Come in gracious might away from this bleak place,

away from gloom, to the lovely light of Athens' (Bur, £7 1086—%. trans,

Grene)’!

This version then hrings image and heroine from the barburians
home’ to Attika. As if to confirm this understanding, Pausanias
mentions that Artemis” cult image was seized by the Persians during
the Persian War, This brazen claim, the bold reshaping of myth and
cult, becomes almost grotesque when Iphigenia herself confidently
states that actually her homes are both Avgos anud Athens ™

The punch-line in the Euripidean version lies in making this
heroine the first “Athenian’ girl servant to Artemis at Brauron bv
relating her to the cult, The play uses all the features of the choral
myth—ritual complex as explained above—and makes the cult a
public concern for the Athenians. The plav’s resolution is pre-
sented n Athenian terms—just as an aetiology in archaic choral
poctry would be offered in the terms of the commissioning culs
cotmmunity. Similar cases can be made for other, particularly
Euripidean, L:-la'lj-r'ﬁ.-H Many of the heroes involved, in face, have

* auris wnd the crielty of the barbartan lands: e, 28532 $58<600 of indivicd
wals’ desive to flee ol complaing about exile: 126=37 (temple servanist 773-n;
Gil3=f; 130T=1400 ([phigeniad of . 1008 adurn o &c 'EXAad (171 lsring vou safe o
Flellas™); IOES=1152; the Mwakos s croving Tor their retudi.

i Similarly  conapicunus in chiz CAtherian respeet are  HH3I—: Aotiog
EGrmuray | wopdoree | dpoch e Hoteg wdhurp’ &g Hahhadog 'Apella commands
me te leing her maee back o the ity of Pallas’, 14878 vovolnTs 1o
Avpltprarns | moll £l ABqeag ‘give passage 1o Agamemnons son to Athens,
Thiz Fact that Achernw is deees ex maching may he sipnificant in el he play enids
with an invecntion to her by the choegs

Lanes 221=4 [phigendan misses singing for Hera Argos and weaving for
."'I.I.|Il.:['|kl; note the aciual conservalistn ol the myth when Orestes PEOIIEEs 1 e
cetablishy Iphogenia in Mylkene, 951-2,

Ve the Lhifrpedyfor, Helen, ferabhfes, Fleraldeidad are alan interesting, as are the
much mare discussed cases of Sophokles' o and o wd Kolawos, [ discuss
this issue in greater detml in flortheaming (6,




£ Barbara Kowealzsig

their first cultic performances on Attic ground on the Athenian
stage, Tragic aetiology, building on the archaic teadition. thus
seems to claim its centrality to the process by which these fipures
are added to the existing apparatus of distinpuished Athenian
ancestors. L heir myth—-ritual complex is integrated in, and adapted
tey, their new, that is the Artic, pantheon and is perhaps integral toa
more wide-ranging Athenian concern of trving to accommadate
Greek mythology on Attic ground, delicately put into—probably
vastly exagperated—chorul form by versatile tragedians, |

But the crucial point is that religious actiology turns tragedy’s
fhovat into a forum in which current religious affairs are being
scrutinized, The new form of telling mveh that is tragedy ]"H'L‘E;EFILIE;
itself also as a new wav of performing (heroic and divine) ritual,
while at the same time it significantly redefines Athens' relation-
ship with the panhellenic past: we had not known that Iphigeni
was Athenian, Tragedy in this sense exploits the typically chéral
potential in providing a cleared, controlled secess to Athens’ own
history: it makes sure that the right things are remembered. Or put
in a different way, from the playwright's point of view, usinp
tragrhol hovo! in the traditional manner forms an essential [.1:1|'.1
of the strategy for success on the Atheniun skéng. The reason why
the monstrous fiction should be so ceneral to the Athenian 5[_:.,41-..13
might well lie in the mechanisms of the mediunm itself as explained
above: it provides *access’ and ensures participation in these rituals
by the assembled Athenian demng, a hvpothesis which merits
discussion in far greater detail than can be achieved hepe,

We are here back to the archaic maxim and a further aspect in
which the democratic Bheros functioned just like its earlier prede-
cessor: those who danced were also those in power, And here AgaIn
one comes up agunst the Platonic problemy of Athens' choral
limitations. While Athens on the one hand vastly expanded choral
|'u|.|'rfri1.1ul'im'n, it drustically reduced it on the other. [phigema's,
Hippalytos’, or any other tragic hera's Bhoros performing the story
of how it came to perform the cultic Aharor remains one ;;m-njm_»;.;;{-{
of the worshippers of [honvsos tentatling present and/or furure
active, male citizens), In the same way us the Sophoclean Eorad

|.||-. view presented here 1z thus dilferenc from the bewe most recent discussions
'..:I tragc aetialogy by Dhann (1996} and Scallicn C2000% whe thinks al i a5 irely
Iterary plienomenon, .

Changing Choral Worlds ha

cannot hide whom they really address, Luripides’ choral art, too,
disregards pretoy muech all chac iz relevant 1o the working choral
stute: that different sets of Shored address ditferent sers ol zods; th
the traditional social diversity of the choral worshippers in terms of
pender und age torms the cornerstone of polvehesm; and that this
prolytheism s one social foundation of the working pafis. 1t iz in fact
troic that many functions &lovor adopt on the tragie stapge are well
artested in archaie choral eitual while absent Trom democratic
morsike. Athens' stratery and the Laws” problem s thus claimed
above all to be a religious one, and hes in g simple contradicrion:
because [onvsos is the only, or at least the designated, zod to
provide access to his worship for all, the Athenian democratic polis
can only have Donysiae Shovoi. We are lelt to believe thar the
social exclusivity of archaie polytheism and the inclusivity of dem-
ocracy are fundamentally contradicrory. And it s questionable
whether the democracy ever solved that contradiction,

A% . . i v y s } r
Ihesse dseues are discussed by GGoald {19900 and Flall {1508}
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3.3.12): Song-Dance and State-Pilgrimage
at Athens

Lan Rutherford
INTRODUCTION

U of the most impartant parts of interstare activity 1n ancient
Ureece was the sending and receiving of theariar, that is sacred
delegations consisting of theirof (state delegates or sacred pilarims)
zent out by their city-states to perform religious functions abroad,
This chapter examines the institution and activities of thedrias as o
context tor the portormance of song-dance,

Athens sent thedrfal to numerous sanctuarics, and equally other
states sent religious delegations to Athens. Theored (members of a
thearia) from Athens regularly visited the Panhellenic sanetuaries
of Olympia, Delphi, Nemea, the sanctuary of Poseidon at the
Isthmos, and Dodona. They also visited the regional sancruary of
Delos and several sanctuaries within Attica, including Brauron
and Sounion.' Thedrad would visit the oracles at Delphi, Daodona,
and the Siwa Ousis whenever the occasion demanded.? Tn most
cases (the major exception are thedrial to oracles) thedria is a liturg
{# public service), funded by a so-called arkhithedros, or in some
ases a number of arflithesrol (no fewer than six of them in 4
dedication from Delos dated to the 4205 (15 4317

The other side of the reciprocal framewnork of thearia is receiving
delegations from other states, The symbolic value artached to
this right can be illustrated by a recently published decree Trom
Mantinea enacting a svnoccism herween Mantinea and the little

Thankz co the editors, and 1o David Fearn.

' Brauron: Ar, Peace &7 Saundon; Hdr, 6.87.

*I'he best evidence is the catalogie of Wedred to the Ammonion at Siwe {16
2216420, discussed by Wondwnril (1962).

e F3; Davies (1957 Couprey {1954 licergical status: Wilson {200} 44-3,
328, . 156=T.
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Arcadian ity of Helissaon, in which Helissaon is suarantecd tan
religious viphis: that of Conducting its own sacrilices and thar of
receiving tredriad.t 11 is not clear whether this CORCESSIN repre-
BCNES A SeTious negotintion of mdependence or is a token gesture,
Athens’ political position in the fifth century ensured thu 13
recerved a large number of theariar fram other states. Many must
:1:-n'|_- corme For the Panathenain, bt they also must have mm;: Fovr it

st ome lestival held ar leusis, probably the Mepala | iy
whose appeal was not conlined to J'Jnili:mtﬁ-.:' e M o

Perhaps the most typical cases wre those ivolving relioions
Co-operation between the Podis in charge of the sanctuury and the
polis that sends the delegation.” S, for cxample, E'rHHI1I1'|E:ms. itk
# religious law From the Athenian Treasury ac Li'{r]p.hj: reglante
relations berween Athenian thedrod and the locul provenos.” L
'rhlurru: are exceprions, When Athens sends i thedria to u sanetun ey
wn}.lir: Atrtica, the rituals tha tike place there are not under 1-]1;~
des of a different Pudiz, although there are still local authorities
whose conventions have to be ohserved, Equally, thearod can in
exceptional cases represent not their pofis, buar groupr within
the pofiy, Thus, o lively pilgrimage-tradition i« attested trom the
.'"v?.fm'nrl1nrn':|r| Tetrapolis directly to Delos and Drelphi, apparently
without the cooperation of the Athenian state; Philochorus
reports that this tradition was alive in the fourth century B, and
epigraphical data survives from Delphi from the ::.»n'l:; seeiHd

; e S T -
ventury Be” Lhedriar sent by various groups among the Artises

: 3 ] o1 e
ol Dionysos in the Hellenistie period represent them rather than
any particular citv-seate, "

e Riele CL8TY, who published the fivst @idition of the inscription (of. SR 37
I, ddures it to the earlv +' pont. A

d ]":IE]H”'!':‘I]:ILI; IG 15 a4 friene 5 JPiene +3; 007 E2 RRa AL 5 A erala
:-"lu':-.-_-'.':'r.-'r.-.' I 6 with Caealdi (195815 (19830, [tis et cliwr wlor ]‘Iﬁlq.-u:-:qni.u; J'|L:|-.‘::|I
it .-'I:II}., 15 o0 b linked to the Dringing of aparbig LA, .

_ Sourvinou - Inwsd 14, .

.: C1I 146,

T A gond examiple of whar happens within Arricg tre the pilorimages of eplichio
e the Afanreiy a1 Salards, attested far 20 cent, “he local :|;i|.hurit:'.c:s.- it F.-i-,nli;:'ni.:
LN .cl-: Crees praising the eplcbhes for thes perlormance of the pilgremage, See
Pelekides (I9621 247-8. 1t s uncertsin whether the rirgal tisil: ‘:-"H" in earker
COrItL e I:'Ircl'_g'lﬂl' |:'!'.i'.l‘?:| ]i"iT:I_ 5 MAHG Peimc oy i lasy

: C FileHis 328 775 — ¥ Saph. O 1047, Anather independent groeap, the B

ol ehe Gephuraiod, are kiown 1o barve made o pilgrimage e f]4-||1|.1; fex |:|I'|||h'|;i.1 th .
-:-:-u;:_:lr. m the 1st cone, wen Merrin 1400}, : . ’

" Bee helow pp. 79-801.

Seno-Flanee and Siaie- Pl rrgmaroe af A tess fatl
o X ;

A panhellenie sanctuary is natu rally an arcna in which people are
concerned to project an identity, and to that extent sclf-definition
becomes one of the main functions of teedria. Un one level, pil-
EUIMARE Lo 8 sancluary may tend to endow all pilarims there with
the same identity. State-pilerimagce within the framewaork of the
amphictiony based round the Panionion at Myeule, far cxample,
would have tended to confirm the [onian identity on behalf of
the pilgrims. Similarly, the sending of state-delegutions to panhel-
lenic sanctuaries was a primary focus for the development of
panhellenic identity. So some anthropologists have spaken of the
sense of ‘communitas’ felt by all pilgrims who attend a certain
sanctuary.! But stimultaneously, pilgrimage may serve to affirm
the identity of individual groups of pilgrims against the rest. ‘There
15 g good example of this in an MECription concerning the synoe-
cism of Lebedos with Teos (303 By, which lays down that in
tuture citizens of Lebedos attending the Panionia would he
called “I"eians (the exact opposite of the example from Flelissaon
mentioned aboved, ' The festival is thus a previleged arena Tor the
display of civic identity. So some recent anthropological work sces
the sanctuary as o zone of ‘competing disconrses’ where pilgrims
[rom different places compete to assert their own identity,

MNow, the projection of identity might have a special meaning for
the young men of u community, In that case. one might want to see
this as a sort of #wie de passage, where the young men assert their
dentity as citizens of their pofis for the first time. ' ]y could be
argued, [ think, that thedrin itself can funcrion as a rite de Passage
for voung people,' In the Athenian thearia to Dielos, for example,
we have the fact that the underlying actiological mvth of Theseus
and Ariadne is one that is often interpreted as 'initiatory’, Again, in
the Athenian Puthais to Delphi, those whe taok part included

1o urner C1UT 3,
HESTGE 3344, 24 = Welles (1934) nn. 24 (F Feos 56.2-4),
Eade and Sallnow (1040] 1. .

VI eross—culoural terme, the classic example would e Myerhoffs soady
{Myerhoff (1974 245—"Perils of the Beturn') of the Hoichol Indians of the
suth-western UISA, wha make vearly pilerinmmges o che sgered localil vl TFrilera
woerder 1o harvest sacred pevate, I his pilarimage s perceived o be dangerous,
particularly for novices {primeros™ See Rutherford (1893 and fostheoming (a).

" he thesis cha state-pilgramage can be interpreced az o rite de hessare is
vilnerable to the alyection that in the classic 'in btory” sehema we expect o joumey
te “wild space” sod Back again, whercas (he space of the sametuary is not 'wild " hor in
face this vhyection could be defused in varios winys: For example by noting thar cven
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pardes and parthenai; and Theseus also had o role in the myehical
background, according to Plutarch ( Thesens 51, it was once the
custom for young men to offer their hair at Delpha, perhaps a
sign of an old tradition of initiatory dedication there. '

Where we have data for thedria, we often find evidence for song-
dance. Herodotus (.27 mentioned an ill-Tated dhoros that went
frors Chios to Delphi; the best piece of primary evidence for state-
pilgrimage in the fifth century is u Delphic decree which records
regulations relating to a regular Andrian thedria, and while oo
fhovos s mentioned there, the surviving fivst line of o paian that
Simonides wrote for the Andrians o be performed at Delphi
imdicates that, on one occasion at least, the Andrians took a horos
with therm,'” According to a Helleniste inscription from Priene
sacrifices at the Panionia involved a Shovor, and the conrext here
must be pilgrimage within the loose amphictiony of the lonians.'™®
From much later on we have descriptions of sonpg-dance perform.
ance in Greek novels; and we know of song-dance performances by
Rhoror visiting Roman Claros, '

Char limited data for the use of sonp-dance in Athenian thedra
mostly relates to two performance-scenarios. First Dielos, where
it seems the Athenians regularly sent Shearor and horod in the
classical period; and second Delphi, where we have HSCTIpEOnS
deseribing molpe and thedriad from somewhat Iater around 100 B,
[t stands to reason that there was much more than this, Most likely,
the data that survives perpetuates only more elaborate and formal
uses of song und dance; less elaborate performances probably dono

il the state-pilgrimages themselves do nat invelve i Journey inra Swildespace, the
actielomicn]l myths that go with chem do. Or ane might say thiat an the ease of state-
pilgrirnage, the journcy may e the parkt that is perceived as dangerons and wild,
L waould like wo thank my Triend Christiame Sourvinou-lnwoad Tor o discussion of
this i=stie.
1#: 1 5 . . T | ] = o o~ . " .
Boechios {1918) 28-% Calame ¢ 19973 28 n. 35, U of, Calline, Fesie 4. 20647
Plheophe, Char. 21, For example, in one of the most systematic and comalere
studies of a pilgrimage ceadition ever undercaken, Bharcway (1973 deseribes 'Tile-
eyele functions” in Norch [ndian pilgrimage, such as "swndang,” the sacred vite of
tonsure, as an umportant mitatory rice marking the passage from infancy oo child-
haee] !
Iseription: T LT poem: PG 519, fr. 35h. Andrian song-danes s
described i Philostratos Fa. |25,
= i e &
fPriene 11, 11; Hommel in Kleiner, Hommel, and Miller-Wiener (1967}
F5=08 Sokolowkst (19705,
i ¥ i . . -
Mumerous Clares-inseriptions are collected in Bohert and Roberr {19807,

-
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register in our records,” To some extent we can hope to recon-

sTrect |_'|'|IJ STl Irl- I:fl{']'f.ﬁl'l'l'l'gtl'[f'{'.ﬁ T]'l;-lt I'T]'l"._{l"lf I"l?]'l.-'l:": I‘I(:‘I_'.”TT'l]'lHTl'iﬂ:ll

Athenian state-pilerimages by looking at non-Athenian ones,

IT AW OVERVIEW OF THEORIC SONG-DANCE

In the following scection, | want to examine various other perform-
ance-scenarios for song-dunce on state-pilgemages.

. 'T'he simplest case is when a state-delegation takes with i to
the sanctuary a fharas to perform a hyvmn of worship, vsually a
patan {a hvmn or praver in honour of Apella} or a presedion (a
poem whose performance is linked to o sacrificial F_.[-mtrﬁ_c;inn}_zl In
these cases the thedrad act as an cscort Tor the kforos, which was

-y . 4 3]
|‘_|1'-:‘_|l*_|;1'|'|]1_.-' SCCT as prart of the offering to the _L{ﬂd.-“'

2. The ather side of the reciprocal process of Hheariais that a city
mav play host to khorad from other cities. 50 1n the cuse of Athens
we have to take account of performance by Bhorel accompanving
foreirm delegations to Athens, or to Bleuss, Clould such dl?‘-]i"[.‘,:ﬂ.‘ﬁﬂ
have brought &horor with them to perform song-dunce? No certain
eases survive, bur perhaps we should consider the Kelan prosodion
o Dwemcter (5000 4600, n which the eoddess 15 involked as
Fleusinia =" This would suit performance at a major Eleusinian
Festival, either the Megala Musteia (in Boedromion), or possibly
the Eleusinia (held in the spring) or even the Proerosia (in Puanop-
sion). Another suggestive texe in thiz context 15 o line of song
“Toper i Ajrac” {'Let us go to Athens’), supposed to have
been sung by a Rfares of parthensd from Dottiaia in western
Thrace.” Aristotle, who was in a better position (o interpret it
than we are, explained this by the hypothesis that Bortiaia had been

s, while no surviving evidence suggests theoric perlormance in conpection
with Atherdan delepations to Dodong or Amimon, or to the athletic competitions
al the lsthmes, Nemea, or Olemopin, we cannot rile out the possibilits tha
stmple, traditional forms ol song were performed in the context ol Hieirial
these places,

1 Paean: Buctherford (200 g prosedion: Rucherford (20010 and fortheoming (&)

Az Seng ws offering: see Rucherford (2000a) 324=5 n, 75 yopoug £ 1T L
maknes i Callim, Aymn &, 270

2V mpe Rutherford {195950), Atrestutions ol the epither outside Arthens: Lavecchia
[ 2CI00H,

M Aviat, fr. 443 cited By Mo, O, €0 35 and Thesens 16; PMG 865, of freaty
Between Achens and B, 56 (3,76, On the political background: Ilensted-
Jensen (1995
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colonized by Cretans, who included some of the Athenians sent to
Minos as tribute, Nevertheless the prima Tacie imphication is that
there cither was or had been a pilgrimage from Bottiaia to Athens,
which the song was meant to accompany.

A As well as a performance by the theorie fhoros at the sunctu-
ary, we should perhaps also think of multiple performances en
Fonele, Uhere were sometimes sacrifices when thedidad set off, and
the theoric gioros may have performed there. Another important
point mmight have heen the embarkation of sea-bome thedrod.
‘Sacred wiays' seem to have been lined with points of religious
“ We know thar the Molpoi of Miletus performed
patans en ronie a8 they moved Trom Miletus 1o T]i-:ij_.-'lnn,z‘r’ perlorme-
ing at a number of places; by Tlekate in front of the gates, Iy
Dunumis at the meadow by the Nyvmphs, by Hermes in Kelados,
by Phulios, by Keratites, by the statues of Chares. The sacred way

significance.

from Athens to Eleusis was also lined with points of sacred sipnifi-
ance: Plutarch (Aikibiades 34), describing the rerouting of the
procession to Eleusis by sea during the Peloponnesian War, men-
tions that many sacrifices, song-dance performances and rituals
usually performed along the sacred way had to be omitted.*’

4. Another scenario for theoric song-dance is an ‘apopemptic’
performance, in which departing thedrof were given a send-off by g
fehoros who staved at home, possibly in the context of a Festival.
Plutarch describes a pilgrimage made by the Aenianes in Thessaly
to Cassiopaca in Epirus. The men took a bull 25 an ottering, and
as far as the border of Aemis they were ncconnpantied by a Shoros
of parthenoi, who sang a particular song: ‘may vou never relurn
to your native land’ (pijmors vorrioaere Gl gl metpibo
yeeloer).

3. Another possibilicy is that the visit of an Acheninn thedrio o a
SAnNCiuary may hiave 1.}!._'1_‘_]1 celebrated !j:ll' a local &horos. The il -
hood of such a performance is suggested by the fact that some
sanctuaries have strong song-dance performance traditions, such
as the Deliades at Delos.™ And we know that in the Hellenistic

B : ] e 3 . W

- pee Curtius {18%4) Y Molpoi: LYAM S0 (Sth-cenc ).

= Paus. 1,28-16: Plit Ao, 34,
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period, state-delegations visiting Delos often paid for sonp-dance
performances by the Deliades, ™ There was also an established
Ehaovos of paides at Delpht for which Cleochares of Athens com-
posed a paian, prosedion and fenros for the Theoxenia in 230-225

pet And there may be more complex possibilities also, for
nd

example various forms of joint performance. ™

6. {rne of the oddest forms of theone performance 1= suggested
l}}-' a0 l[ts-;_'ri]}lir_:un From Priene 1':*il1li:‘|g fr the celelbyration of the
Panionia at the n{ral:'l}j.-' Puan iutl.iﬂn:'”

f - - P » - i 3 B 2
Bl Ae] toe Al e Boashee[toe Towg tE eh Ao BRowg, oug| £ yapo
fievy AL [KoeT THw LEpor ripLo e
And 1o sacrifice to Aeas Boulaios and the other gods o whom it is

necessary o sacrifice in dhoras, according to the sacred low

In the context of the Pamoma, toowhich the various Toman _II':'r.I.I!.f':'..'u'
sent tedrel, one possible interpretation of this text s that the ffHedrm
from the difTerent pafers jormn in asimple choral performance together
(perhaps just a communal pan-civ} when the saceifice takes place.
To take an cxample from Hellemstie Crete, it has been sugpested
that a verv similar form of performance 15 seen in the Dictacan Hymn
to Zeus, which could have been performed ar the cult of Zeus near
Palacokastro in the east of Crete by ephebes from a number of local
Cretan pofeis which used the cult as a sort of federal sanctuary;™ the

Al - " 5 %

T For che data see Bruneaw {19700, Inthe Hellenistic period we bave data on
state-delegntions that visited from the Diodekanesos and other arcas (not the Cyela-
deg particulacly ac this omed. Very often the temple-inventories  mention
yopEwe Anhuedowr or payment to the &haros of the Deliades made by visiting dele-
gationg. be seems o ressomable mference that in such cases the visiting delegations
did not bring o &horos, but expected to be able to employ the Deliades to perform for
thern. Sinee the Memerde v o A polle cavs that the Deliades knew how oo imicaee
che voices of '.."i:c:itn:'-rs__ :l:r_-:.' [z v ]:l_'r|'|:-r1|'||'|.:| SRS |‘:l|-:|||:-:|'|li ar cormissioned |‘.l:'.'
visiting delegations in their awn dialect, See Rucherford (19

3] g padig t ol R T ;

g 430 (= FE TR, 230225 no "The best example of that pattern is SS90
703 Feorm around 118 B, a Delplie decree honounng two musicians from Phenea
for o residence in Delphi when they staped performances in Delphi and trained the
L] fefroras of fpasdes,

AR : g e : : b —

F. soime of che possibilities discussed i Rothereloed {1997,

R : .

For relerence see n, 1A alave,

Y ogummarized in Chaniotis (9] 128 Chamotis {19887, He alsa Finds choral
r_u:]'l".::||'|'_-'m:|1-:_'4_- i the contexs of inlerstale -:|-e'||':-:'.|| inns at S0 11600 I:'I'l.'ﬁt-l:ll'l.'l.i:' anid i
AR He also supgests for the ritual term Qleeeg the translacion "Oplerchoe.”
Ferliman (1 I-"rI'J!-|'.|_:. fids ar aMernative contexd Tor the pertormance of the Dhetacan
Hymn, suggesting it was performed by ephebes rom Danos, In hne 57 cities with

whom their ciey was federated are mentione:l,
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performers of the poem in fact invoke Xeus to come to thelr cities
fline 37: $ope kig woAT@g dpar), an expression that implies a suw-
khoreia corresponding o the expected sunthusio. ™

7. Another tvpe of performance known to have existed is the
poctic ggan. Poetic agines are reported to have existed at Liclphi
from the foundation of the festival there, and they no doubt
happened in other pluces as well. They are particularly well
attested in the [ellenistic period, for example in the L'IZ.I']'.I.EL":"'.E o
the Delphic Soteria.®™ We normally think of the contestants in
such agnes as professional musicians, but there is reason to think
that 1n some CABELS thearic fharer would have compoted 10 aoanes at
sanctuaries.” ..

8. Mention should alse be made of the reperformance of SO
ar parts of songs, There 15 a [ragment of a frensocion by Pindar
where the speaking-subject says that the Muse “will put even
someone dwelling tar away in mind of the thedria of the heral” Le
looles like this is about how reperformance of the prosadion in other
locations will disseminate knowledge of the festival. ™ 1n the same
way, Arhenian theoric songs might have been reperformed ot
Athens, for example at semposia,

1l CROSS-CULTURAL PARALLELS

Before moving on to loak at the Athenian evidence in more detail, |
want to draw attention 1o the existence of parallels to the sort of
phenomena I have been describing in other cultures. In different
forms, pilgrimage s found in pretty well all cultures in the world,
and in many cultures pilgrimage is an occasion for poetry, song,
and dance. Here are four uﬁ;;]rr]p]tﬁ_

Inancient Egypr it was the custom every vear Tor the statue of the
goddess Hathor to be transported from her temple at Dendera north
of Thebes about a hundred miles south to a festival at the temple of
Horus at Edfu. This was the oceasion for a major pilerimage, which
was Joined by contingents on the way, including {(possibly) a kharos
of women from the town of Nekheb ”":'Lli_':ithnjﬂﬁitl|'r]i:~ﬂ--':f“' f

Poswell (1923} 160=2; for che texe Wesr (10835) |54,
: |'“.~J;||_:|-.1|,-|'|J_;|1-|. (LUF7] 355-n2. L :.'ll:'ll.ll.'.-',| sCrrhen VI
See Rutherford (1992 Rutherford (2000 1a) #18,

i 1 § ' - ’ - -5 P '
See Alliot (1949-54) 474 Centuries later chanting had a role in coptic pilgrim-
age: MacCoull (1995), '
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The Llittite civilization of ancient Anatolia during the later
second millennium B was one of the great song-cultures of the
ancient world, The ‘gate-house’ (Sumerian K1 LAN) festival held
vearly in the Hlittite capital at Tlattusas {Boghaz-IKoy) was the
venue Tor delegations [rom neighbouring towng, which took part
in the festival and in some cases performed song and dance, For
example, the men from the town of Tissarubiya sang frimm behindd
windows at a crucial stage (the sangs were probably in Hattie, an
ahscure pre-Hirtite ritual language], and the men of Kibsra per-
formed a dance with bulls” genitals on their heads. ™"

There is a strong pilgrimage tradition in the New Hebrides. "The

anthropologist John Layard described how voung men from the
island of Vao off the coast of Malekula performed a ‘special song’
om an initiatory pilgrimage to the neighbouring island of Oba”

And when a major initiatory ritual (the ‘maki’) is performed on
Vao, the ritnal includes song-dance performances by locals and by
delegations from neighbouring villages and 1slands. In the culmin-
ating part of the ritual the loeals perform a circular dance which
encompasses the visitors.

To turn to the contemporary peasant culoure of Peru, the late
Vichael Sullnow described how small Andean villages send dele-
gations (the local word 1s pacfanes) to regional sanctuares. Pocus-
ing on the village of Gamawara in the region of Cusco, he
documents several pilgrimages to dillerent sanctuaries.™ “All
these pilgrimages’, he writes, “fell in the dry seazon, when work
was light, food abundant and travel easy.” The miost important was
the one to Qovllur Rivi, which was made up of about thirty
pilgrims. They were charged with taking a sacred image, o e,
From their own village to the sanctuary. The task of financing the
pilgrimage is u burden {carge) that s undertaken by a patrén o
sponsor of the pilgrimage, who supplied food and drinl, and also a
master of cerermonies.” Needless to say, there are many parallels

M discuss this festival m Botherford, fortheoming (e), or the festival see Haas
(1994} Singer | 16813

" lavard {1942) 526 2 Ihid. 299=301, Mo Sallnew (1987) 179,

M Paale (1991) 310-11; “n many communities arcund Cugeo sponsorship lor a
comparsa’s rip ta pilgrimage-sanctuary 15 considered among the highest-ranking
prestige cargos of the local social bisrarchy. Simlarly, prarticipation in a compars: is
fsell s careo of lesser rank within the total systemn, and one therefore carried out by
warng meft just entering the social hicrarchy.”
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here to the structure of Greek thedria, Notice in particular that the

pilgrims are accompanicd bw zacred dancers, ™

Witheut ritual dancers, the purpese of @ sponsorved pilgrimare cannot e
Tultilled. Apart from providing entertainment for the other pilgrirns, thei
FOULINCS SErVe a8 Tites of entry and exit at criticial points in the Passaie of
the Lamina, especially ot the sanctuary itself, There apre dazens ol different
cerernonial styles in the central Andes, cach with s own costume, chore-
cgraphy, music and svmbolism, Very often a style carvies underlones as to
the social status of the performers. oteles may become defunct, but new
unes, or subvariants of the old ones, are being creared all the time.

== 3
lhe parallel with song-dance perflormance in Ancient Greece s
suggestive, even though our evidence is not as rich, particularly in
respect of the varicty of different styles of dance that st have

. 4+
existed.

IV ATHENIAN THEGRIA TO DELEHI

T'he Achenian Treasury at Delphi already attests relations hetween
Athens and Delphi in the sixth century B In the Fumenides
Aeschylus imagines the ‘path-making sons of Hephaestus' |1 214}
conveying Apollo to Delphi soon after his birth on [delos, a deraitl
that seems to anticipate Athenian thedria v Delphi in the historical
period. Athenians sent sacred delegations to Delphi in a number of
contexts: o attend meetings of the Amphictyonic Couneil twice
CVETY year) to take part in Delphic festivals, prarticularly che quad-
:'-:.:nrlull Pvthia and the Theoxenia, which may have been vearky.
The most celebrated Athenian delegation from Athens to i?lL:Ir:-I{i.
however, was the Puthais, which was probably not ted o ik
special Delphic festival,™ b motivated by the abservation qu
lightning from  the suncruary of Pychian Apollo in Arthens, ™

_Iﬂ Salloow (19877 152,

" Ondance in Andean pilgrimage sce further Poole CEYU9T Salloow (1991 4). See
e alzo Baver and Seanish (20001 233~ on dalTerent forms |.:-.r' chinee .cl-\',,'-:._'-::ll'li}'l.l;l'«.'il'l""
tie [n-;.'.:| pilgrimage to the zlands of the Sun and the Moo i Lake 'f'j,ic-,w“_f“:,.
|!;|1I|_-:_'-: i dilferene societies see Kacppler 1 1578),

i [Fenr cai |:||..:1' relations see Do (1940,

- 1!'-:l!r:|lfln'-' in .'*.'-’lf':”" AL o B {p. 3510 theught of a connection with the [Delphic
”-:.'n sk Jernan . Athermian Thergelion), of Parler LIWRE) 20, no 37, Buch a connection
m:u.z}ur_prrwzclr an interesting background for the teepodeplforia vepresented in che
Prethais: Couve (1894) 88 Maommsen CIRTRY 322 Lut see Boethius (1015, VI, RT-R,

.I{_l L ' 5
O the posicion of che anservation see most recently Nulron (20007,
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Prtharstar are already referred to in the Sacred Calendur of Nico-
lnaa_'hu.q,ﬁ“ and we have evidence that the Prifeads was celebrated at
various points in the fourth century Ge (in 335 Be and in 322 pe),
bt 1t seems o have [allen into abevance during the perind of
Aetalian domination at Delphi. Tt was resumed 1n the late second
century, brom when four maor Padhendes are actested by mscrip-
tions at Delphi, which cover the south wall of the Treasuey of the
Athenians:™ Puthais 1 in 138/7 e, under the arkhin Timarchus;
Puthars 2 1n 128/7 o, under the arkhion Dionvsios (just after
the Athentans reorganized the cult of Pvthian Apallo in Athens:
LSS 14) Puthais 3 in 10675 B, under the arkhdn Agathokles; and
Prthars 410 98/7 5o, under the arfthian A :'gt'ius.";: T'he participants
in the Puthaides were many and various, including (heared and
arffithedrol; an escort of boys and sometimes men known as the
prthaistai, some of whom dedicated inscriptions on their return, as
w see [rom those in the deme of Ty |']".|;':':-'t fanephoroi, and ephebes,
There were ulso hippeis, who took part in a speeial agan. The
Puthardes also included representatives from certaim kev relignous
gene: the Purrhakidai, the Kerukes, the Euneidai, the Erusikhtho-

A

nidai and the Bupatridai.™ A conspicuous role was plaved by the
Marathonian Tetrapolis, which sent thedror and putharsiar and in
Puthais 4, a sell-contained mini-delegation,™ The Marathonian
Tetrapolis had sene independent delegations to Delphi for about
a century, and could thus be sad to have maintained the tradition

t LSCG E7C, 11 netice that the restoration of a reference o the Pathals in
LG LT 920 15 dubivus.

1 Tar che higtory see Do {19405 Habichs (1097, Boethius (19TEY Tt used e be
believed, on che basis of £ 223360, that the Atheniong see up a Puthaie Toe Delos
arourid abnut the same tmie, bot the theory was convincingly demolished by Tracy
(1982},

" The inscriptions of the Hellenistic Puthaides stress the Jact that they sare
eeaditional, following Lotepdrew; SIG 955,

Boethios (LR18), 20=8, 148; Youtiras (19823 also Erchin-Calendar (£580 18
Bal=1; Gan, F37=8) with Dow {1%058) 211,

** Ihe Purrhakidai senca thenros in Puedhois | and 2, o Sretheistan in Prthads 3 and
three futhoertor in Pathads 4; the Kerakes sent theee patfarsiol in Puthaldes 3 and 4;
the Tuneidas sent three patfamstad in Peifoides 3 and 47 che Bupareidai sent Tve
Lhedred an Puffais 1 and four pacfaistal in Pedbads 35 the Brusikbthonidat sent eleir
cowen aritrtenros in Pl 4, ir1l|bij.’ir1;=_{ a level of inth-m::nh-m:u-. Lader Arhenan
cliieleleaniedion b ]-:'l.']|5|1i i luede g repreaentative of Che Eonendom and Kerakes, one from
-Z"- hn'n:hrm. gt exereies dAeawr Tram Ihl_' l':l_l[:uut:rir_.::ﬂ:i_

" 'I'he Vetrapalis sent three thedror in Puthals 1 and 2, a puthais/as in Putfois 5
arcd i Prtfeais & an avkliithedras, three eeivnd andd one Sedhaiclin,




78 fein -r{':'rf.‘!r{’?’_.l':!?r'ﬁ"

of pilgrimage 1o Delphi when the Athenian stare as 3 whaole

had neglected 107" Finally, the Atheniun Pelfrnitai (Artists of

ILhonvsus) zent thenr own delegutions, caomplete swith arkfiithedros
and thedaros, in Puthaiy 2 and Puthads 3.7

Unfortunately, we do not have any songs performed on
Athenian thedria to Delphi in the classical period, Twe possibil-
ities are o fragment of a paian by Simonides, which scems to
mention Apollo and mount Parnes:™ and o fragment of a paian
1‘3'_'.' ]"'iT|_‘|,,|.5'.|'|':'II.I

a3 thii]

vile srol |

Bice Lo Ao vy

C deep- ., . redos child .. people of Athens {3)

The only clue as to context is in line four, which probably
contains a reference to the people of Athens, The likeliest scenario,

perhaps, s that the dhoves are calling on Apollo to loolk afrer Athens

(which makes most sense if it is an Athenian &hoeas, perhaps
v sv {1l ; v

visiting Delphi),™ though there are many other possibilities.

In the repion of 230-225 pe an Athenian poet, Cleochares, was
honoured for having composed a pajan, prosodion, and Jumes and
it was decreed that the Ahovodidaskales appointed for the vear
ipresumably a local) should teach the poems to the paides and

D 28 in 30-K e D 219 for 204 B SRR 2N Tor |78 By FEY 231 fo

AO=20000 g,

=T lI. e

‘he main inseriptions are: FD 3247 = S1G7 698, from Puthads 2 (linked to
the: twar prennsd: an arkhithedeo: and four thedred, 0 3.2.48 — 9167 T1L, from
Fadbads 30 o adelvitfrearn: and seven fheeivoy, assirred o Peitfa £ on crounds ol the
hand by Pracy (1964} 385 FP 3240 = §167° 7281 assigned tor Prthats 4 in
[hetenberger, but to Puthae 3 by Schrider (19%0h #0 32117 - &1G3 n09-
Athens sonds representatives of the seaadas tan epogoion also an Puthes 2, throwgh
thes are not Henr,

PG 519 1135, Rutherford (1990 17 1=,

U Pa. ¥le(ek Rutherford (01 a) 345-6. Pind. Pas. § (the sone on the Four
Temples at Drelpha) might he chought to bave an Athenian connection here, partly
becanse Athena plays s promanent vele i the song, and partly becauge of the theme
of the song, since in Prek. 7 00806 weh, Pindar praises the Alkmaeomds lor Luailding
the new Delphic temple. 5o might the contexe of the first performance of this song
be an Alkmaeanid/Atheniin celebration of o new templed Unfortunately, it now
[ooks as if the nele of the song in the papyros was "Far the Drelphians,’ bt there
gt sl be Athemian involvement here. See Rutherford (200009 2301

“UCL the prayer Toe Kos at Lrelphi in the Soteria inseription; and the final prayer
ill I:l'i'llli |!I'rl'|'f'_ [:I
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have them pertorm them ac the | heoxenm; however, there 15 no
sign that the context for this was thedra"' An Athenian bithare-
g, Menalkes, performed at the Soteria in 23%%5 or 235/4, and we
have evidence that Athenian paldes were involved in the Delphic
Soteria in the Hellenistic period, but again there 15 no evidence that
the context was a thedria."

It is the Hellenistic Prthaides that vield the best evidence for
musical performance. The texts on the south wall of the Treasury
of the Athenians include two hymns to Apollo—one a paian by
Athenatos, and the other, entitled “paman and prosodion’ by Lime-
nius, both of them complete with muosical notation, both of them
referring to the Athemian febhnitar of 1honvsus. These can be
dated with the help of two honorific inzeniptions relating to the
Telehnitar, One of these, probably (rom the Prthais 2 in 128 B,
says that the Telfsirar sang a palan, and alse mentions a wegas
.":,l'.ln;rrj,-';'.":' i another honorific iT]:—:n‘.TipL‘Enn pa’cﬂ'.-;»llﬂ}' Moy FPutliais 3
of 106 B, the Telhnital ave zaid to sing the wéTpLog mekr, ™ On
the basis of this Belis has suggested that both paians date from
Puthais 2 of 125 8o, and that they had a different function, one
being o cult=-hyrn and the other o song for “concert’ (aftroamea).
However Stephan Schrocder has recently argued that they should
be assigned to different vears, and that the least implausible view s
that the paian of Athenaios dates from Puthars 2 and that of Lime-
nios from Putfais 3.7

The Tekfmitai of course represent a stage of professionalization
l'!l[""_‘.-'[}]'ld 1_'|'|HI_' I:!-'F I_'l'lll' 'I'-'i'l-l'l'l I:_:!_'f!IE'LI'I'}:.ll:-rI TF'IL"_"!.' st 11H i T?Ill. [H1 2 '|-"r'h1:|l'|.!
range of other performances at Delphi, but the pmans seem to have
heen the focus of attention, ac least in 128 Be, This s not the only
case where Teldmitar are associated wiath thedria, Th'l'.ll.l_l'_.’{E'l in other

“OED 328 (= SIGT 450),

T enalkas Macheergael (1977, Actes 19 paides Machiergael {1977 305-9, Tn
Actes 7, 100 Miken son of Theomenos; in Actes B, 35 Menalkes zon of Speusong ibid,
HE Euboulides son of Arisipeithes in Actes 9, 1% Mikon son of Theemenes; @,
25: Sosistratos son of Theophilos; fbid, 38 Lykos son of IMonysios; ddd. 42
Dhiederos son of Theopiinles

WUOR 1,247 = SHGP GUE.E=Y; suepas Bheros also in FE 3249 Le Guen (2161)
1. 88-91.

il D 3248 = SIG? TLIL A2, Le Guen (2001) 1.117-23,

ok Tiihe [ll]ﬁﬁ"-]; Siclrnder {|';§"-.|'-.'|':I:|.

" Phe Tebhatad who sang the pagan aee also mentioned as having ather specia-
latieg=aulictes, aulodes, kitharsts, comedians, trapediansg—so presumahly all these
forma of performance went on, O felfifrar see Poland {19340 Le Guen (2001,
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cases they act independently of the polis. Already in a Delphic
inscription from 360 BC, an Athenian uctor s amaong  those
recorded as bringing eparkhi-offerings to Delphi.” Around 250
BC Isthmian and Nemean Tebfiniiai were invited to the Monsein-
festival at Thespial, and sent out theiros, ™ In the period 230-225
BC they were pranted andia rom Delphic Amphictyones for travel
to a festival ut Thebes."" Again, in the late third century Boe the
lonian Tekfital send their own thedrod to the festival of Artemis ac
f"r'Ia_u:tmﬁin.T” And at some poine the Peldinitar of Tonia and the
Hellespont were awarded the status of Provenct at Samothrace,
implying that they had come there as thearoi.”’ The OrgAnILations
of the Tekhnital thus scem to be treated to some cxtent 1ike incle-
pendent political units, In the Hellenistic Prsars, however, they
wet on behalt of Athens, thus appropriating in a sense the role of
Athenian hearog,

The Puthaistad paides also seemed to have made up a kharos,
We know this heeanse the INsCriptions mention a didaskalos for
them, at least in Puthaides 1 and 2.72 They may have performed g
simpler song than the Tebhnitar, perhups one of the traditionl
songs | mentioned earlier, perhaps the “watpuog wawe” that the
Feffiiad sang in 106 5o In fuer this is an example of o widely
uttested patrern in which voung people, usually vounp men, stage o
choral performance ar a sunctuary,

The content of the songs is pretey straightiorward, The surviv-
ing part of Athenaios’ pajan begins with a description of its Athen-
n singers and goes on to describe lhow Apollo slew Python, and
laver drove off the Guuls (lines 21 fF.), referring to the attack of 278
BC, The poem of Limenius describes the birth of Apollo and his

WTOED 24 5740

"8I 457 = Le Guen (2007 1225 Arhenians (nor the Telfotady also are invited:
Y T.1735; zee Sifalis CIUGSY 2in— 14,

YR 31351 SEG 19379 Le Guaen (2000 n, 20 Bousgquer (1941 T5-K3-
IRobere {1977,
Kern (19K} 54, 89 = L Guen (2003 v, el
Fi7 128163371 Le Guen (2 ) nans 57, with 34,
SIS GUBI. By STGE Gus s, 2
Mo doubt there was mislps on the Pt cven before this; one exampie might
be the Simonides lragment mentioned above A1 3

" Examples from hellenistic Crete, discussed Ly Chaniotis {sce above); mosed
fehavend ol boys and girls are attesced From Boman Clarns: Athenian YOUTIE e
E¥elos: belaw,

=
-
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Journey to Athens and then Delphi, where he slew first the Delphic
dragon, and second Uitvos, whao threatened Leto, The second pare
of Apollo’s journey thus enrvesponds precisely to the thedria just
undertaken by the Telbhnitai.”™ The main Cretic-paconie section of
the poem is followed by a concluding praver in aeolic, which is
presumably the wpoadduor referred to in the title. Natice in par-
ticular the section of the poem concerned with the actiology of the
nanie faion;

THTE Moy KenBlawy vierov £[méfo Bai)c apufrd|kaepmoy kv Brols.
08" S yoeh [ mpio] TpurweiBos
pEkim ooy 82 APug acdficey yim[v haoTig aefpeh | mee [ev|BeLey Harer pewyindy,
avogawoh oy llapuog piherunr Bpe & LEnYE L TTETPOICce Tl 1 Tog cey| i
TroLee ) L oL )
o BE yival’, O pdo Sebitparog dpfpdroo Aubs fréyew dpeE ] dell’ g
feplvog dw apyds Hoojove wehior[oper fres Mobo alito]xhbeme
n6é Biogow pives thipromaffE fopos Lephe tex T BINIKOE TTOAEL
Kk promio.
Then leaving the Cynthian i=land the pod stepped on clorious Artics, land
of the first harvest, on the promontory of Triton, and the fuare, PouTInL
oLl & sweet strain, sang in a sweet vodee mixed with the vibrane tunes of
the kithara. Just then FEcho, dwelling in a reck, enunded Yharian de parant
He was deligheed because he recognised the immoread mind of Feus, For
this reason we invoeke Pateon, the whaole peaple of the autachthons, and the
preat thyrsos-driven swarm of Bacchos, the sacred swarm of artists who

live in the city of Cecraps.

Thus, Limenius appropriates for Athens the actiology of the
name “Paion,” which s also the aetiology of the pafan-genre.
Moy, we know that there was a rival actinlogy that linked the origin
of paionfpaian to Delphi, where the nymphs shouted to Apollo
‘Shoot, child! {{z, 7al)’ So thiz is one area where we can see the
Athenians presenting a version of a myth which appropriates for
their polis a greater rele in Apolline mythology at the expense of
Delphi, Mo doubt if more of these songs survived, we would find

' 7
other examples of this pattern,

1K L . - - ¥ g & E . ¥ o

©OUE Azia {19870 on how pilgrime-songs set cue nareatives from the myrhologica
e histurical past which motivate and prefigure the pilgrimages, Rotherford (2000 2)
25 am the etvmology, :

Oy o {1 SR Urbane (1991), CF also Acsch, B, 12-14 eived above.
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THEORIA TO DRLOS THE SONG OF THE
ATHENIAN EMPIRE

The Athenian thedria to Delos was g very anclent tradition.
Deliastai were already mentioned in the hurbets of Salon.’” The
high-pomt of Athenian activity on Delos is the later fifth and
fourth centuries, when the Athenians exercised power through
the ramework of the Delian Armphictiony. Athenian activity on
[delos ceases when Delos became imdependent i 336 Be, but it
resumed when Athens took Delos over agam under Roman pro-
tection in the second century Be, During the perieds of Arthenian
control, there was a tendeney for Athens 1o regard Dielos as an
extension of its own tervitory. MNotice that the sacrifices on Delos
are ncluded in the early fourth-century Athenian state-calendar as
revised by Nicomachus,”™ and during the period following 166 go
the pricsthood of Delian Apollo was an Athenian appointment, O
the other hand, Delos maintained its own hawle, and continued to
provide the neokeror and the hiermpoiai whao ran the festivals But
we should bear in mind that in some respects Athenian thedria to
Delos resembles less a true interstate thedria than an INtra-srace
tiearia, such as the one to Brauron.

There were probably severul repular thredriar from Athens T
Delos. To begin with we know that Athens sent 1 major hedria
to Dielos every four vears in the later fifth und fourth centuries,
since a sequence of dedications is artested from that period. ™ And
then a famous passage of Plato's Phacds scems to refer to g yearly
thedria commemorating the Cretan adventure of Theseus. J-"n'i.k:.-
totle mentions a heptueteric thedria to Delos as well s the pentae-
teric one. ™ The Marathonian Tetrapolis sent thedriaf to Delos as
well as T}rslphi.”} inally, there s the Athemian hero Erusikhrhon,
ancestar of the Drusikhthonida who were involved in the Pruthais,

I.'l

elome Periegetes  mep TG .:':'|r|1:|I.-"!'|Irl,.|.l-E|!J|!'F-:I-:I{:|I::I=-::l1_!; smbinpieg, v, 7H

i-_'r-ulll.-: t= Athen, 2534e, citing the vipBae of Solon: Strod {19797 4-5): Harpocra
ton & 4. ﬁj‘]ll-'“”t*f sayE Lhat the crator Lycurgus mentioned the Ateic ATy Nrer ol
(= Dila=s, fr. 849),

I paig j .

LS 101, 6 Dow (190 1) 678 wich Dhow (1968) 174, thinks this fragment,
trerm the thinner wall, is from a supplementary calendar, dealing with incer atic
=TI Ces autsice the city,

T f ' . - ' i

Collecred in Coupry (1497 2 ool survey in Davies §1907 31,

A, Pal, 2R T Rotherford ©3001 1 TR,
See Philochorus ciral ahove.
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[le 1s supposed to have been the first to make a pilgrimage to
Delos, dyving when he returned at Prasiai. This mav reflect g
ditferent tradition :u;:n'n.”

T'he timing of these thedrial remuins uncertain, We might expect
them to have corresponded with g major festival in Delos.
The most important fescival of Apollo there seems o have been
in the month of Hhieros, the Athenian Anthesterion, rather early in
the vear for a m:ak-'.-c:uj-f';l;:u:.m A late and 1solated source tells us that
the Dielians celehrated the birth of Apaollo on the seventh of "Thar-
rehion (Targelion on ]L‘:ln.ﬁ].ﬂ" That mught fit the heseus-thedria,
since Thescus was supposed o have left Athens in Mounikhion
and to have returned in r"ll:-Lrlnpm'nn.M An azsociation in lterary
sources between the activities of Theseus on Delos and the cult
of Aphrodite may make us think of the Delion Aphrodisia-
festival, which took place in the month of Hekatombaion,™ Nocl
Robhertson has recently suggested the radical thesis that the thedria
commemarating the journey of Theseus could have happened as
late as Puanopsion, correlated wiath the Athenian Oschophora
in that month.® Tt is impossible to sav which, if any, of these
possibibities 12 right.

It is likely that many of these Athenian thedriai took Shore with
them. Plutarch's account (Nifias 3.4-0) of how Nikias arranged
for a brudge to be constructed between the izlands of Rhencia
and Dielos, so thar the Athentan fhoros would arrive on Delos in
cood order, seems to reflect such a tradition of choral performance.
An obvious theme for such zongs would have been the myvtho-
logical exploits of Theseus, particularly how he founded the
Dichan festival—Bacchylides (de 17, although it is not dtself an
Athenian theoric song, might nevertheless be thought 1o reflect
this hypothetical form.™ The only surviving fragment of an
Athentan theoric song, which dates from up to fifty vears before
the time of Nikias, in fact has a different subject. Pindar's Paran 5

PFaus. 1.51. S Drunean {19700 76 1.
CoAnon, Fita Maroris po 6 Didot. Broneau {19711 859 43 soeptical,
' On Theseus and Delos see Smarcevk (19005 430 n, 18I, 472 0, 1R4,
Flot, Phees, 20; Callion, Flemene, 0715 Broneau (19708 341 Calame {19904,
Foleerizon [1992],
An Dravid Pearn suppests toome, Bacchylides 17 seems to differ from other
Foenn poems moreflecting an Athenian apenda, and it ity rellect a perisd ol
developiment of che Delian amphictiony i which Athens dominaces,
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wits i short and simple composition with seven strophes of five
' R L]
lines; we have the end of it

[ —wu Ei]

ooy Ehow kel Buceroo s
Lrjie Adhe' Brroidow
Ketl CFopide eps Ao
Eeruroe virowg Spucbie 7 Bryow
Aahov, ETED i Arron
BUIKEL O YPUror( |G

AFTEDG Bipeeg ol el e
e Adhn Aaroihow
Awrdog Brba pe Tl B
soparny SéEaols vig bepdsrora
UULETEpOY KEACBE P
UL ey Tee-

s ey ichiog O L,

2 35 o Abmvadsy || 45 Novdups <u= ‘Epey[fzmc] Alkiou

- Athey) took Euboea and dwelt there. [eie Delian Apolls! And they
made homes in the scattered islancds vich in flocks, and held far-famed
Delos sinee Apollo of the golden locks pave them the body of Asteria to
settle, Teie Dielian Apolls! There may vou, cluldren of Leto, pracionsly

welcome me as vour servant, to the clear honied strain of a elorjows praian.

(33) From the Athenians, i45) Pandorus, son of Erecthens, Aiklos

. : ¢ i
lhe extant part seems to describe the colonization of Euboca

and ather islands, and then the singer asks Apollo and Artemis to
receive him on Delos, The Tost title would have provided evidence
about the performers. Some have thought that it was sung by a
FEuboean bhoros (it would not be the only Euboean song written for
performance on Delos),™ But all in all it scems hkelier that the
performers were Athenians describing the Athenian colonization
of Buboea and other islunds. The colonizing movement described

. A R mght bave been contained in the earfior stitgres o the seng? An Athenian
singer Mhoro: might have wanted 1o lay claim to other Athenian colonies also,
perhaps some in Lonia, Other themes suitable lor an Athentan sone ne rlisrnreo
Drelos might have been Thesens' founding of the festival i 1:‘--.n::.l.|.- 177 perhaps
alsne the story of Athena Pronain’s invalverment i the birth of Apoilo fof. i‘ind. Pag
| ?:_I_ll';-.

o .1.‘."-_' Lo thiat ar lenst one Eubnrean oo pertarmed ae Delos in the Sth cenn,
B, since 1t owas in this certury thut the enl@tds Pronomus, son of Clemamddes, com-
preeail g T fap the Clhaleidiansg For perlormanee ot [e] s s, 9012, 5=l

Sung-Llance auwd Slate-Pilvimare al Athens a5

in the song thus mirrors their awn thedaria from Athens to Delos,

. i - I-I
and the performers hoth create and recnact the earlier tradition,™
T'he song would thus be un assertion of Athenian claims to leader-

' i ' g i ' i E i
ship in the regon, ~ Ls celebrity in Athens is perhaps indicated hy

the fact that the refrain s echoed in the parndos of Sophocles
Oedipmes Tyranmas (line 154 Uiils Addae oy,

The simple structure of Paian § (non-triadic, short strophes) is a
good llustration, | think, of the traditional nature of this poetry,
The paian was a simple genre by the standards of e t-garde
Athenian culture; no "New Music” here, And much theoric poetry
was even simpler than this, Many of the songs performed by
visiting delegations were probably traditional and old, either an-
onymous or attributed to poets of the distant past, like Olen or
Tynnichus, (The wdatpuos mowdy mentioned in the  Putlals-
mscriptions might he this sort of thing), By that standard, the
songs of fifth-century lyric poets like Pindar were probably modern
and trunsgressive, They would be commissioned o compase » S0
on the oceasion of a partwcularly special thearia; otherwise an old
song would be used. And that is prabably one of the reazons
comparatively fow of these theoric sonps have come down to us,

The performers of Paian 5 were probably a ffrovas of voung men.

Athenman thearial were primarnily masculine in make-up, as we see
hinted in o passage of Xenophon's Memarahilia (3.3,12);
T rdbe obe Errebopnom Go, BT YEyopog gl Bk tijede THg Térh g
VIYVETEL, WOTEp O £lg AT TERLTOUEVOG, OUBELS b hobsy oldoudine
TOUTY Lt hog yiyveTon, oudh ebardplo S dhhrrohe, dpole 716
fT'I'I-"'.'I!'YE'I"!tl.

Or have you not considered this, that when one kferes happens from the
fales (like the one that 15 sent to Delos), no other from anvwhere else can
rival it, nov can any other city assemble a strenpth of manhood equal o

that assembled in our city.

Flere the use of the term starBpio, reminiscent of the “Fuandria’
event attested in the Panathenaia, suggests that the pilgrimage to
o il r_I:IL' ]"L'IEIEiI'?I'I et ween _.‘!|.|:II!-|'=|::|::-' _i-:l'_ll':'u_':r' Al |;".:.||: .::.r- the TebdiaTiad |:.-|{.
Lameminis= padamn,

* Wotice the two heroes mentioned in the sehalion oo line 45: Fandoras, son af
Erecheheos, founder of Chaleiz, and Aiklos, brother of Kochos, founder of Eretria,
and possibly son of Xouthos, The scholias: seems (o irmply that the speaking sulyject
i the L'Eli:lh'il'l.:l:' Prrasier ﬁ-\.'1u:-|||:-.' P :I"',||'_|,||:_||'||:-', arl -"ll.“':]l.:'ﬁl _I'n.ll'.\-[if:l-'il.l.n I.:']'p"i':””ilu-: this
Lemian eoloniztion of the Aceean as an Athenian achiovement.

L Hll-r'jg';"h-:ll:l |:'!‘.|“.I|:':-'|_
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Delos was an arena where men were prominent. Aristotle desceribes
the ship taking the delegation to Dielos as arrying ebeol, which
strongly sugpests that the khores was composed of young men
(cf. the Puthaistad paides in Puthaides 1 and i

There is an obvious contrast with the indigenous performance
tradition of Delos, where the most Famous pertormers were [emale,
In his study of Hellenistic Delos Philippe Bruneau ohserved that
while during the period of independence the Apollonia-festival
fearured performances by Deliades, during the later period of
Athenian rule from 166 BC there is no evidence of women's fhoror,

oW o N - . Al CEnet . - —~
and we do lind lists of ephebes, Perhaps this iz a hint of 2 confMiet

between the local Delian performance tradition, that pave women g
promiment place, and Athenian performance traditions, where
women plaved a much less important rale,

¥YI KHOROS AND AGON AT DELOS

Athenian thedriai might also have taken Ahoros to take part in a
musical contest on Delos, as is supgpested by the detailed accounts
for the Athenian administration of Delos (the "Delian Ampicty-
ony’) for 377-373 ne, the so-called ‘Sandwich Marble', ™

FTEGNPOS GpLTTELOY ToL D86, eed TooL £ pyreere LE L prertiog X[F
Tpi’.mﬁe:; PLETTHOMWE ToLS yopols, kel T Epryouer e p v prlhig X,
wpyeltempows T,
B Kop BT i Brapir kol me xopm ] Beopdvis
dpheovos Eppeion mpunpeepyan T
cpuliLig Powy tav i T v Eopriye v Bivran HJ'II,
TUT) T TXXHHHHA -
TETA o puerfée sod ypuorwTel purfioc HAAT[.].
Elg Td mpotpoate T oty ?
|- o LT T T ASim ) ko Tew Boa [wee |L weeTnicomrs ) kel spofdi]
Tolg o] ked Eihwr ol Tiw Swli, O 18 L

A crown as o prize for the gerd and payment for the manufucturer: | 5Ly
victory tripods for the &horoi and payment for the manufactyrer: LOCH el
For the ariletheiras: G000

""I""-u---.' -1 1 S s -
Uhe expresgion of Plara Placds 380, "twice seven » Possihly sugpests that chere

'l.'l."i_'l'_l_' BNV EN }"!”.ll'l;': N EI]'IIJ. S ?.'I!III]}'_ WOATTICH.
: Ih'mw:lu_{lwil; M-8l Linders (19875 arpues that thess are igniles rather
Lhaimn Sl agog .

e .

| aF - ACNs ~F e % i : £ L

:. JDUB 94 T= Toal 125); of, also 10041 Wealso hiear of multiple &Bhardzor in Atk

j 5 by e - =3 I 1 Y =
P, 500, which scema 1o suggest muleple Eharod in at least one Athenian thefirfg,

Song-{ance aud State-Pilgrimage at Athens

fowr transport of the Sedral and Elorad 7000dr

to Antintakhos son ol Philon of Hemos the srieraeiios number of oxen
bought for the festival: 1093

price of these T418d4r

zold leaves and pavment to the goldsmich 1 26dr

tor the preliminary sacrifices of the festival | ]

- lrmsportation of tripeds and oxen and twe per cent tax and feed for

the exen and price of loes for che . .

The Athenians sent thedriai to Delos on a regular basis [rom the
4206 till they gave up control in the later fourth century, but this may
have been a particularly ambitious instance of the festival, staged
shortly after the foundation of the Second Athenian Federation in
J78 e, Itincluded 109 oxen, a full refatombE and more. There were
alsomultiple arfehitiiedarod (line 34, all of whom were involved in the
same testival (hine 37), This thedria may have been as complex as the
ane in the 4205 when no fewer than six Athenian arkhithearo made a
joint dedication at Delos (77243 = 1612, 146%)."°

Line 33 seems to imply thar a choral agan took place at Dielos—
similar, perhaps, to the choral agases of the Athenian Dionysia and
Thargelia.™ The contest would be the same sart of event which
accommaodated the performance of Bacchvlides' Ode 17 {"Theseus’
Ihve’), which presents itsell as a Keian paian, However, its
cxtended nareative structure looks decidedlv like the dithuram-
" and the dithrambos is the preferred genre for choral compe-

YL
'his would, however, antedate the
161

L4
g,
r N 1 e . - 1
titton an Athenian festivals,
period of the regular Athenian thedia to Delos,

T Lod is wrong sy that they must be from dilferens podeds; 2o Dillon (1997
127, Plural arddeitiiviives 1':l]!|';'|'||-.;;'| are rnentianed i |:'|~_,:.-|_:|__.-:|,_|-“_-g.-:,|-:_ .20. T 45
Copiry (19543 We Tind maliple arbhiitheiral alao in the Fefe s- I nECT I T
There were two in Pushals 1; in Puthaides 2 and 3 chere was just one {iclentical
with the arklited; but in Puthads +, there are irclepencent arfddihearad for three
groups: the Erusichchonidai, a priestly gesss, related o Erasichthon, who founded
tne pilgramage to Deles: Parker (1796] 289-H1; the Marathenian Teceapolis: and the
Telvartad, Thiz variation of evffedtfedrod only happens in Putfoeds 4, but it could still
b s eradivional Testgre,

5 According o Amandry aed Thocar (19735, the ceiprnl Tases found at Delos
fard presomealdy vsed in the Delian cofmyreiiiien} closely resemble those [rom the
Athenian Pyehion, which seems to have scored tripods won in the Thareelia, T owe
this reference oo Pecer Wilsan,

" Bacchylides 17 Butherford (2001a) 98-4; Schrider (2HI0),

" See Csapo in this volume; Wilson (20K104),

YA veference to ' Delian dithurambor v Simmonides, PG 539; Rucherford
(19907 200-0. Aeclius Arvisvides Eis to Aigaien Pelagos 12, comperes the islands
surrcunding Delns tea ditherambic G,
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F'he major problem is with the nature of the aghin, Prima facie

there are two possibilities, corresponding to two wavs ol consti-
ing Athens’ relation to Delos, - f

L. "The contestants might have been from different perfets,
presumably those contribucing o the Delian Amphictiony. The
only state known to have plaved an active part in its administration
5 Andros, but we may expect other Cyeladic states to have sent
representatives as well, for example 1Keos, which had strong trad-
itions of choral song-dance performance. "™ In that cuse the oo
mentioned in line 35 would perhaps include one Bhorss intended
for the agan and one (or more) intended for cultic performance.

2. All or many of the contestants may have been from Athens
and Attica, In that case the rnudtiple Bhorer mentioned in line 33
will presumably consist of or include entries for the agan, which
rn-rllj-;ﬁljmxl'u been drawn fram cuch pair of tribes, as at the Tharge-
lia. ™ Thus, we would be dealing with a choral competition maore
or less transplanted to Delos, '™ This would he possible if, as |
suggested earlier, there was a tendency for the Athenians to regrd
Delos s an extension of their own terricory,

In the end, it is likelier that the competition was for members of
the Amphictiony. In that case, what do we make of the khoro
transported to Delos? Either they belong o different states, or they
are all Athenian, in which case only one of them would have l'?l{.‘i.:I:l
tuken to compete in the aoow, and any others would have been for
ritual performance. We cannot rule our the possibility thut che
ritual staged by the Athenians at Delos in this period was very
elaborate (after all, it included a full fehatombe), and frih‘f:lx'cgi
performance by several different Athenian bhorer, This is Liad)
early far the Athenian Teblonitad, but there cauld have been differ-
ent fhover of men, paides, and parthenos, ' Finally, if the eluborate
thedrin of 377-374 pe contained one or more sub-delegutions, such

T ; -
ehinn Amphictiony: Tausend (1992 47-55

K § [ i !
o Inthat case the six arkhitheorod of D 43 might represent five representing the
Trefmes !I:'HI CRILE! AT, 3 I
P pee Wils i
Peter Wilson drew my atcention o the Samdan inscription—~= Lffenhach
I o T, Tl N 1 s y 0 g ok . i ;
(HU26) St—which seerms o refer to religions aceivities by che Pandiemds tribe
pifea s T | " - i i : . p :
..i;'ll-: hoaraghit impely Athenian tribes operating walependently on Samos: of, Parlier
II l.._ L --- -I N . " - 1 H
{1550 343 b Aewever we interpret that document, it seems to imply the PETIAN -
21l presence of Atherntan or Arthenian-type tribes on Sames, which | an not
Suppesting Dere
s oy e 5 5
CHLthe seven bioys and seven girls in Phaedo 38,

Sanp-Feavce and State-Pigviniage ol Alhens "y

asz the one from the Marathonian Tetrapolis in the Hellenistic
Puthals, it 15 poszible that such a sub-delegation could have talken

HE

2 1 Ti
with it a separate 2hoves.

VI ORUNMMING P TOWARDS AN UNDERSTANDIMNG
R I EQRIEC KA rard

The st WY ol nnderst :-|:|1t]h1;___: thie theoric Sharor 15 pru]m]ﬂ VLo S0

1t as a special case of institution of the acrivities of Mhearval. Juse as
thedrar serve as prosies and mediators, performimg religrous duties
nm behalt of ther city, and negotiating its broader identity within
the group of atates represented at the sunctuary, so the reason we
find song-dance often used 1n thedria 15 precisely that song-dance
performance 15 9 good mediom through which the pofis can repre-

sent itselt ina conspicuous and memaorable manner,

Thus, Athentan Hhredrer to Delos ain the hilth century will have
been concerned o puat Forward a statement abour Athenian history
and identity in the locale of a key Toman sanctuary, and the per-
formance of Pindar's Fifth Pain will have reinforced this message.
In that case, as in others, the performers may well have been young
e, who were deemed to represent the bhest of the -1.‘51:-;' and 1tz
futiire. As the example of dance 1in Peruvian plegnmage sugpests,
numernns formal features—the make-up of the ffioros, the style of
dancing, the content of the song and the dress of the performers—
cottld all have made a contribution to the projection of local
wlenrity, 1

;""'Ll":li"lﬁ'l'_': “”. A Tl'l‘l_'I'II'I"iI:_'. |iI|"|iI.|I'.||"I'.|.'|' 'l.":'ll"l]](] ]'IH'I."I.:' Ll'.:rl'l.llfli Lir I"l:\'].-."llt"ﬁL'J-lt
its whaole |'_‘:|;:|1'|'|1'|'|1_|'|'|'i1,':_.-', prn_il:.q'.l;iTu_r, an image of 1|:|1i1j-,' and coherence,
‘one  fehoros from this pofis’, as Xenophon said, Individual
subsections of the community were not singled out; nor was the

M Goame of the arkdetheiesd listed in 2033 conld have led independent delega-
cieis, o instance, the one from maore-antonomous-than-eerage deme of Eleasis;
nr even that froem che ooy deme of Plothe, imoview al f07 1#. 258, in which Plotheia
undertakes to make snerifices ot the penteteric festivals,” which might well inclede
the Drelia, I they <id, then either Platheia senr concributions to Athens to b used in
the Achenian-theiria, or they sent their nwn delegation, which could have gone
cither directly te Delos, or dda Athens and in company with the mam Athenian
dielegation,

We Spencer (1985) 21 1T,
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arfhitlicioros, as fur as we can rel] "™ Comparcd with performance
i the home city, it 1s likely that these will have been perceived as
conservative and traditional. Even if an Athenian thedrma took
several Rhoror with it corresponding to dilferent genders or age-
groups, the pomt would be the same. And even when in the
Hellenistic period the Teldmitad take over some of the functions
af the Athenian citizen &foros, it is still one city that they represent.
Laoked at more broadly, Xenophon's ‘one Bhores from this padis’
inplics a contrast with the most conspicuous fhorof perborming
within the Athenian polis, which were not ‘one’, in so far as they
tended to represent dilferent fwtra-palis mroups, like the kharod that
performed ditinranmbsi in Athens. Other forms of ceaditional Ahor-
et performed on Attie soil {(whether in Athens or in the demes)
were {] v. uulLl guess] simpler, and v.nuhl have provided less of a
contrast.""” But local Athenian khorefa in the shape of the dithnr-
aumtbos would perhaps have been a good [oil for the simple ideal of
theorie poetry in other ways as well: in respect of musical form
feomplex and |1'|nm:;ltnLJ, and 1 respect of artistic content {ab-
lique narrative). ' Nevertheless, it can be seen that xenophon
probably captures an important difference between forms of
song-dance designed lor consumption at home and abroad.

RO i had done so, thearic prostry wolild have been ke that ather Tarmy of
‘thenric’ poetry, the epinilise where the focus is on the single avistocratic victor.
Athennn examples incliede: Ruripides” epdnibion for Aloibiades [ PG 7355 Pind
Eytie. 7 Arlehithearod ave vegalarly sinpled oot Far praise in honorilie mscriptions.
But pothing that survives suggests that it was possible for the role of the aekbidhenes
bai T | |'IIL fl "'i"lll. o iy thenee [Foaciry,

" On the gin iple Shares and the cite see oo (1997) eap. 14-15,

" Cencuries later, Plucareh {see Rutherford 200700 B2 contrasted the ‘mul-
tiple” and “complex” dithyeamb with the ‘simple’ paian, Mighe the idea thar che
conzervative trsditions of the stve-thedrin are reads iy apposesd toothe complex and
fessuared matuire “l-'i.ll.l.l:hll HIRTE - |_.\,;-'||'||_|_ |1¢-|.\,||.|||.|H el |l|.-..||--.- ||{-\. "'|||l+ :,1- webar [ies
Brchined Plutarch’s contrast?

———_—_—

— e —
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Dancing the Pyrrfiché 1n Athens
Paola Cecearvellr

Archaic Greece has been defined as a ‘song and dance culture’;’
but danee continued to retain its importance 1o the classical period,
when to participate in the ciry's choruses was an essential part ol
any citizen's edueation. In Athens maore than | 130 citizens would
dance every vear in the trape, comuc, and dithyrambic choruses at
the Great Ionvsia, under the gaze of the whole palis and of many
foreigners as well; choral dances (with performances by girls as
well) would be part of a number of other festivala.” Dance, togecher
with music and song, thus appears as 2 constitutive element of

Athenian culture,

The pyrrfiiche, possibly because of its strlang warlike characrer,
has a special place as one of the best documented among ancient
Greek dances. Nonetheless, its meaning is very difficulr to evaluate:
facets of the dance

very different—and sometimes contradictory
are highlighted by its various aetiologies, Thus, the derivation of
the name pyerhichE from that of a Spartan or a Cretan called Pyr-
rhichos stresses a geographical or geopolitical factor, The fact that
this Cretan Pyrehichos 1s sometimes said to have been one of the
Keouretes has implications as to the values and possibly the modal-
ities of performance of the dance. A Panhellenic meaning 1s implied
by the attribution of its invention ro Achilles, or to his son Fyrrhos/
MNeaptolemos., The derivation of the name from the funeral pyre
points to o connection with funerary rites; and the performance
gspect 15 central to the actiology, which has the dance named from

T'his chaprer began to ake shape during my sty at the Center for Hellenic '::itu-l:!-.':a
in Washinoron in 1999 1 pawe thanks to Kort Taaflaab aod Hans van Wees tor
:.-|i||-.|_||;||i|-.=:: discussion as well as o Erbert Balklees and Ly Rutherlord for wselal
cricicisms on o laver version, The arcicle by 1.0 L. Shear, "Adarbos” base and the
Panathenaia', S8 123, 2003, pp. 164=80 came aut toa late for me to take into
deeoune.

Archaic Cireeee az g “song and danee coloore’s Hermgton (1985 3 Henrichs
(19961, On Greek danees: Fitton (1973 Lonadale (1993),

* Dmportance in public e Heneichs (199%a), and n. 08 for the statistics; Wilson
(20061, T eannot discuss heve the impact of dance in private life—at sympesia for
exormple: bot see on this Wohl thie volame, and specifically for the paerfels,
Cecearell (TWIE} SE-01, HhE=7.
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its simnilarity to the swift movements of a Mume. T this List a few
more aetiologies might be added, like tha connecting the dance
with the birth of Athena, or with her victory over the Giants,”
'I'h-:;s}' preces of information are however decontextualized.
Apart from some very generul information, like the fact that it
was pertormed by dancers equipped with weapons, that it Simitates
the modes of avoiding blows and missiles v dropping or EIVITE
WY, -:.3[' springing aside, or fsing up or falling down: ul.;c.ln the
r:-pp:.]:-nlt:: postures which are those of action, as, for example,
1h.+: nitation of archery and the hurling of javeling, and of all sort
of blows” (Plato Lazs 7.815ab), and that in the course of time it
tended to 'degencrace’ towards o pantomimic dance with dionvsiac
l?l:T'lI'li_‘:]l'ITﬂ (Athenacus 14.631ab), we do not know much ilhl.i'll-| the
pyrrhic. In particular, it is difficult for us to cvaluate the impace
and the social function of weapon dances in Athenian life,” .

As an intentional and repeated movement of the human bady
performed according 1o a definire pattern, dance is part of the more
general category of ritaal, In itself, it 15 nor a self-explanatory

COETY! mMcaning comes to it from the context in which it i per-
:ri]]]-l'lfflli. (i the ﬁ[l,'l.';_']' |I.'-JHIZ_L II-[L|::]ij:.|:.|;:[r mIoveryents ’.rl;.“:{'lll'f"ll'l‘l_!'-.-'

repeated in one context take on a specific meaning from their
very repetition in that context. This implics that the performance
of the same dance in two different contexts—so long as these are
not oo distant 1 time and space—imay transfer mcutﬁmzx Pl 1ir|.-.
ent mltlu_- onc context on to the other, or may imply a similar oloby
meanming for the two events, - i

" 3 -.'l.h:_l.'!liiﬂ.-!.ll: .-f'. Hisiox, fr. HES Weheli {Athen, 14.6306): a Creean: [phor, MGridi
:l:il]Jq:l-tf—‘] ]f:I.I (TS l'J-t |..j!;'l:':llfl.:. :.'c.'-r.r.m'. Pened, F‘lh‘ 212 e of the Kourctes: s,
- md Flate Leaws 77900y Pyrrhos: possibly Arch, v 104 W the Cretuns, or
"‘h-l'l:l.i'lI'..l'|-.:lrll.=-:-:J ot the hMalossiuns, or Fastor, or Dionysos: sefind. 1" ll[*.u'l'n o -"-.|I'.7'|.'
11:]I1.:;|I.I;:Lr:.!:1 I’.?']Tf-r-:e-:_w:'_l_l_r"%"’*.' '>l}1f'_:|11¢.¢-|415; Arist, I, 5341 Grgon = 510 I-!r;:_u:. r::;':'.l'.-nl.":
PR W o qug.'ﬁ ".I|I'L.-T of lire: Hesych v, mppugilovavr. Far Athena, infra
: T AUCLWheeler correct .'II'I;I.eII'.|II‘.;'E I aur scenthe eritersa or not, are
mporant masimuch as they reveal how the aneiens poereeived che reality thes -.: T
rlnlucctr:.-uu.;t-:: explain. R
Ldo nat thaink that che pyestideliz had « strong practical utility in preparation for
war :|--:I=-'~ I'nlnlu;'ntl:u tiirmed: see eop. Recd (10498) Frvssing; [{..-.-.-I-i”._lq,- :jr'-[||<.-|‘ r-|'|': ; |
sensible discussion, bue 1 would rather insist on the sucial, colesive. i Il:lr e
lLII‘.-l.‘E‘..:n:-r-'| of {wespon-1 dances, Wilson C2HIOE) 37=8 i -:ll}'.:-:-!lu'b;'-it'a-: T:::‘L?':il;”;l}'t
Fn}'l_hr]-.lc_lh::_'- '-'.1||.1-:j 01l .|-|_'-_..;|i-..-::|| leitourgics wicly ]‘|1.‘“I.-||-:.' cislaraes, - - oy
. A Hiscizsion of modern definitions of dance in Macreboue (19075 | 5571
Dance as vitual; Buekert (T} 102X Greek definition of denee as = |~'E1}'|!m:|1'|:.:|-| :i||-;i
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For this reasen, [ shall ory to map our the atrested performance
contexts of the Jl'}_1.'rn".'."."f.'f* 111 .-"'Llil-r:-l, with the amn of II’H;_'.:E-!]FII'lj_{ it
among the vast range of activities arranpged by and for the pofis,
and of advancing some hyvpotheses as to its meaning and its rela-
tiomship to other Athenian dramatic and musical genres. The
evidence lor performances of pyrrbics in Attea consists, Tor the
period trom around 4240 to 320 BC, mainly of literary texts and
nscriptions (victory dedications, hsts of prizes, hononfie deorees,
comments of comic poets and of oratars) which were intended Tor
Tr'l."ili,ll:! :I]'Id ]'I'IIE:I]'iL_' l'|i|.|-|.]HIII|]'I:I :]Ilﬂl '-."|'E]!.I.'.|'I Higs LT(J11{'L"'I'II‘1_"(_1 ".".-'i['l'l_ ]_'I-LIl'rJiE
aspects of the lite of the poefs, For the carlier peried (6,530 to 400
Bodowe have toorely almoest exclusively on the evidence of Ate
vases—rthat s, ona variety of evidence of a very different status and

PILLT S,

TEE PANATHENALA

The Firse allusion ro the staging of a pyrehic in this context iz ta be
found in Anstophanes’ Clowds: there, the Better Argument vents
itz rage at the young men of contemporary Athens, unable to hold
their shield properly when dancing for Uritogencia at the Panathe-
nain,” The dance was probably part of the festival from an early
time. I3v the end of the fifth century, it was performed both ar the
Lesser and at the Greater Panathenaia,”

The E'-L:.rfnrrr:;»]l‘nr.u of the !11,'1'r]'|i:: WAL q:lu:—::']}- connected with the
city poddess, who had herself danced a pyrefuche at the moment of
her birth froam the head of Zeus, or, according 1o another version,

pattterned moverment of the body: Plato Lesas 81cde; Xen, Svmnp. 2.106; Plue, Ohererest
Cone 915,747, Liban. Mre Salv, (04) 28, Mirmetic aspect; eox Plato Leies 781350,
Interrelationship of words, harmeony and rhychme ep. Plato Rep, 339584, On the
problem of genrer Calame (1974 Nagy (1994=50); Dher] (2001) 63~4, who on
the hasiz of the strong anchoring of poetry in ricwal 0 archaie Greece, siress the
couivitdenee of gepre angd eecasion,

"Ar Clonds 98-, CF. Wahl rhiz volume, Dover (1968} ad loe,, and schal,
Ar, Clonds 989d: Tpuroyevaing 1132 &1 17 A VE woppiyhg opyTioees with Borth-
wick (1965 for the hevpothesia of o specilic conmection Between the epather Tedo-
goererrand the pyrrbac danee,

? Antiguity: Robertmon {1990) 56-7 suggests char preefielic snd apobatés may go
Back 1o Mycenacan rime; Brelich {1969 31 5=22 sees in the preebiehd and emanedrin
indtizition rites of penteteric cyele, introduced e the agonistic progeam when the
['4|r;'¢'|‘.|‘:|u1|;|ii| [N 1|||_||'|-.|1_':_|.L i Al |:"I E I'|'|i-.' at lLerser :'.I:'l-:l [-:'.'-:".'lh.'l' F':.III:'l‘fl!nl.:I'l:.Ii.lZ ]-.-:-.'a'.
21 0= freferring in choregies in 4100 and 403725
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alter having defeared the Ciants.® The lutter acticlory s particu-
larly interesting because Athena’s victory in the Ciigantomachy is
also ome of the aetiologies of the festival of the Panathenaia itself, a
new-year's festival celebrating the victory of order over disorder,
ol civilization over savagery. Thus the pyrrhic would certainly
have been one of the most imporant moments of the Panathenaic
Festival.

More detailed information comes from f60 272731 [, a lis
ol prizes tor victors at the Panathenaia, dated to the first half of
the Tourth century {probably around 375). After the prizes for the
musical competitions (golden crowns and cash) and those for
the gymnic and equestrian events (olive oily, we find, under the
hc:ad:_nq METTApUe,  the perrhic  competition  followed by
the suewdpic, the hapmadndopie (torch-race) and, after another,
dentical heading, by the vedw Guuhhe, the boat-race,

The specilic heading vrnrripue sets this group apart from che
other competitions, whose prizes are individual dlhe, In this Case,
the victorious teams receive as their prize a bull worth a hundred
drachmue, a type of prize very different, in kind—and in irs umpli-
cations—ifrom all other prizes in the music, gymnastic and cques-
trian Panathenaie competitions.” These four competitions were

* Ferrari-Pinney (1988}, Plato [Cratel 400d—407a and Lases 7.796b) sssociates
..-"|.||'|-|.I"ii| 'wj[]'l il _q-:!l'll."ilil: armed daree |:£:|J.|_.|i|__;~lH:|;'__" Enxrlrru:]: e the lstter |:';.I-'\."-\'.‘1'Elf."\,'.' the
posddess’ dance is compared 10 those of the Kouretes in Crere anil al the JJi-:'-::.I\:-:mrn:i
i Sparta. CF also Chrpd e 1853 and 186 Kern (Procl, i Plac, Craiod, 406 and Procl.
i Plat. Rep, 1.38.12, Preocl. fr Plat. Tiw. $2:0, vne Epicharmnas I'|'_.“],;' K-A [ Athen,
F- 1840, with schol. Pind, Peefe 2027 and Acl. Arist. At 37.22 1.3 Lucian £¥al,
Bear. 8, POxy 2260 {Apollod, mept € and an oracle from Mileos (7 Flirr-
rnn, Caran L, {1971 201-8) connest the invention of an armed dunce wich the
Bireh ol Athena; this tradition builds on the assonance iIr-|;_i'|__i'|_|;:::|_'.-'*ﬁ|:'~:.5..i'.$:|_|ll and
[t t-:-il-l_h:!}: goaes back 1o the Gth cent., since the papyrus mentions Hu-.—:i-c.-ln:r.:-,-, Ity cos,
and Luripides {resp. Page PAG 56 (233 PAG 15 (289 Eur fr. 1009 Mauck-
5_"'1_'%‘”_} Yicrory over the Giants and suhzequent pyrrhie: IMon, Hul, Aot Rows,
_-'_.-'?”-'. An CLTFLERTT l.Itl the stories |_'|!-|':|_'|_'|'||i||_|.: the hirthy o Arhenn angd her Barle
against the Grants in Parker (19371 1903, Lonsdale { 1993) [ 45-57 sees i conmecrion
|:-I-'fl'-'-'|.'|.'1l the wwonagraphy of Athene’s birch and the perrhic dance,

Institanon of the Pestival: Davison CTOREY - 24=5 Beelich 71909 315=-22- T3alé
':.jl-l'l-ll_;'-\. l‘-il._ll':\.l.'l' {1'-“”'_:‘ é-i-!J—'JE; |"."|[I'1'Ii||.]l.'|'il2|1| |:-'_!' thie redlasld |'l:-|".".l]'|*."'[i|:iﬁ|'l.‘il H__”“:;-l' R LY
(debatable). Nikiteria were “sovinl oceasions, an oppermunity, whether the victor
was military or agenistic, lfor che vietors to provide 3 penereus fease’, [ameson {1904
313 The frequent wssumption that the victoes would receive o subscantial s.:un al
meney CA bundred deachimas and a Ball'} is wrong: as in Artic calendars, the sum
idicates the value of the animal. Changes in 1he priges: of. Aviat, Ao Pol. 6 1=3
with Hhodes (1Rl G706,
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alen  distingusshed  Prom most of  the other f.LIZHJ:FLI-:m: and
YIRL LK OL Jilﬁr'nhm-'.-;_ irmusical and gymnastic commpetittons) of the
Panathensaia ]_}1. their mmilitarisric {'i‘l:]r:-h:‘[i:n', and L':uj,' the Tact that
they were LR TOALTE: only citizens were allowed to participate.
'T'his is explicitly said in our sources of the sboelpice,'" but must
have been the case for all competitions that were organnzed
according to tribal subdivisions.

II they share some features, these agiues also present differences
which imply that they were not introduced at the same moment,
nor thought of as o group. T'o begm with, they did not tale place at
the same venue I:I:hi:«' 15 most ohvaous foe the hoat-race, which must
huve been mtroduced in the program some time after the battle of
Salamuas). Noris i clear whether enandvia, lampadeploria, and the
boat-race were part of the annual Panathenaia.'' For the pyrrhic
there was a charEgos; but the person in charge of the Aoprac was
the pymnasiarch, who possibly alse assumed the hiturgy Tor the
ﬂ"[ff.lilxl’fl"fll"f; I\.’I'l‘lill.; I-I::lr l,.l"lﬂf E'l[l‘}l.l—'l'.;"ll:l;: 1]'-H.:'|'l: \|‘|"|.||.[|.|.1 hli'l.'\."‘l.': ]'I-L:t:l"l 1.1'i.1.:]'i"ljl'l:.|:'||ﬁ:
the three latter apines were thus of a gvmnastic rather than a
musical nature.'” Finally, it is most striking that for the pyerhic
there 1s no mention of a tribal subdivision. There 15 however a
division into three age-classes, moldec, avevewoy, and &rdpeg, Such
a division is rather exceptional in the panorama ol [ilfth-centurey
festivals; in our prize-list it is attested for the pyrrhic and for the

gymnastic competitions—not however for the musical omes.' [his
tripartite division was already in existence in 403, the vear in which
an anonymous litigant defended by Lysias exercised the chordgia
for the pyrrhicists agereros (s, 21.4). [t s impossible to say how

o Adpee, gv. 1253713 Bekker, probably an inference from Dinarchus 16, fr, 3

Comonis: of, Fireffese 325 10102, with _'Ifl-:'-:u'!'.'_,".h: cormernds, Seme of the equestrian
competitions were alao ceaceved For eitizens: thus Toe the apebotis (Croether 1599 1F,
the chariet andd bhorserace cirmsel itinis in the AL Al the Eleusinioi, and seme of
e events in che hippodrome: Uracy (P97 12912

"' Vo Davies (1967 37, the svandria and che boat-race were not; the contests in
cyelic choroses nnd pyrebic certainly were, as probablyalso the torch-race, cven
though nec attested for the annoal festival,

Y Davies (196771 36=7, Whele ihe cose iz clear for the Mapwdd, for the seandria the
only snurces on this point are late and noc from Attica: Gauthier {1982) Z25=-9.

YO ape=class divisions, Pecermancd] {1997 Blee (F218) 430, cvyévioe are
feund in Pind. 0 8.54 and 4. 989, and in 7 17 1186, an macTiption ITom
Salamiz {hut possibly from Athens: Raolaschek wanted to relate it to the Panathe-
paiid doated tooe 4300 Areredr pt the Satfoera oo Newese i the 5thocent.: 26
2.5 00, wich =Schmicd {1997,
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: : ) i I4 ; . -
much further back it went, ™ [nterestingly, the tripartite division

wis taken up in other festivals, but, as far as | know, onlv in
relation to gyvmnastic contesrs. In the panorama of Greek choral
dances, the three categorics of pyrrhic choruses of the Panathenain
thies APPELr 45 an exception, comparable .only with the Spartan
trichovie, !’

The absence of any indication of a tribal organization for the
pyrrhic in £G 2% 2311 is marched by the silence of the other
sources. In Isaeus' specch O the Estage of Dikaiogenes, the mean-
ness and civie worthlessness of Dikaingencs are demonstrated
by the fuct that *He acted as 5 chorégas Tor his tribe ar che [Mianysia
and was fourth; as charZgos in the tragic contest qnd pyrrhic dances
he was last’ (536 OUTOZ i T L dudT) £le Avonire KOPTyrog
TETpTog EyiveTa, TRoYw Solg B kil TuppLyLrTaLs totatag), The
tourth position obtained when chavégos for his tribe at the Lhionyvsis
15 here contrasted, in a well-balaneed phrase, with the fact that
he only managed last place in the tragic and prrrlne competitions,
This does not prove thar the pyrrhae, just as tragedy—and in
comtrast to the dithyramb—was not organized on w tribal hasis:
but neither can this passage be taken to mean the reverse 1® The
passapes from Lysias already discussed de Pt give any indicaton.
As for the three Attic bases which celebrate » victory in the pyve-

" Perilklcan times: Reisch Claudsy withour givings any proumis, Perikles i finked
to mnnsical enmpetitions (Flut, Per, |3 59— 1ischal. Ar. Cfoneds 0717, e these Lics nut
prezent a clivisian in three Afe-grouns. See Davison (1958) and Dhavies (14957
plaasibly sugpesting that the cyelie choruses may have been recrganieed ws o i:'turr:_«i-
by Perikles in 446/5. Much earlier: Brijle (1992) develnping, on che lbasis of 7
2.546=51 fanoual racrifices of holls and rams oflered to Hrechiheus Ti L
Ketpo Mk o, g parallehsm between Hyakinthia imd Panatheraia, '

Y There are of course dances ol illeoy o EfnBou {of. Calame C1997) 26=7)
1ll.i.|2 in these instances the tw other GHleEeries are nor present, On the frickorig
IWOOSE accagion is not ko Plat. Loe 213 intraduices it rather vapucly
Withy Fpuikir wlp yopinn ko =g ALl TEVLITORE EY £ Tois Bopren ), of, Pape
PAIC BT0, Sosih, BCE 595 19 8 anel Jacahy's eomments, DMare [Leeres 2 0000 and
B.4833ck certainly knew about jt,

Ak Latte (L9130 32-3 did, with an intervention on the transmicced text. He has
Leen followed by e,z Brelich (1964 324=5; Searpi CTUP9Y B3 Brdlé ¢ 10921 Osborne
CL9) 302 {not an the hasis of thiz passage), Borh Roussel {1922) 99 and Forseer
CESES) T8, lelt open the possibility thar as for risgedy, so alse for the pvechic only
three choruses, chosen armong the entire citizenship, mighe have heen designpted,
Lravies (19077 36=T thinks that at the Panathensia netther the peerhie el rases et
the cvelic ones were arganized L rribes, -
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rhic, thev are ad mittedly fragrentary, but in none of them Can a
mention of the tribe be read or restored. '’

T this rather inconclusive evidence may be added a decree of
the tribe Pandionis (76 221 | 38), dated some time after HI13/2, In
which the tribe votes o inscribe on the stone the name of ull
victors, from the time of the a rchonship of Euclides, in the COMpPe-
titions of paides or awdves a1 the Lonysia, Thargelia, Promethia or
Hephaistia—thar is, in all kinds of trilal choral contests: the s
melEtar are to set up the stele in the sanctuary of Pandion, '’ Clearly
the tribe aimed at publicizing its successes; certainly, having in-
cluded such relatively minor competitions as the Promethia and
the Hephaistia, the tribe would not have omitted the more import -
ant chorul competitions of the Panathenaia, if they had been rele-
vant, nor, among them, the pyrrhic, 1%

While it muy be possible to find an ad for caplanation for the
failure of every one of these documents to mention a tribe in
connection with pyrrhic competitions, the only comprehensive
explanation is to assume that they were not organized on g tribal
basis. But what then might be the reason for this, when (with the
ExCeption of tragedy and comedy) all other chaoral performances in
Athens, meluding the aother three competitions in this section of
the Panathenaic prize list, were contested between the tribes? low
many pyrehic choruses were there, and how were they formed, if
the organization was not based on the tribal structure’ And whatr
dees this imply for the meaning of the ritual performance?

Part of the answer might be sought in the dance’s antiguity,
If the pyrrhic competition was alr ady in existence befare Cleis-
thenes, and if it had a strong craditional significance, then it
1s possible that 1t would not have been tampered with in the course
of the numerous “reforms’ of the festival. As Rrile has recently

" Tiase Arhens MO SR, SN 23005, dated - F70, celehraring on one side a
victory with the fevidles puorrhifclisial at the Greator Parathenaia and on the ather
probably o tragic v ey (rhis Wilson CEYTal); Atarbos base, Arthens Acr L334, Iy
23025, SEc MR, dated] to 306, whose Twao remainime hlocks celebrare g
victory with a cyclic charus and a victory in the pyrrhic: and Xenokles® Bage, Athens
Acr. baGE, 230G ithig lasr ome gquire Fragmentary).

' Om this decree of . Lewis {19355 17-24,

" Phe hypathesis of non-tribal performances ac the Panathenasin applics botly te
the pyrebie ancd w0 che ovelic chorages, Ioeidu {19917 60 helicves that the pvrrhe
wats orgamiced on o tribal bagis, but points our thae che scanty evidence Tor
suepol dvipin ot the Panathenaia s mot auppart the ides of eribal T EATI AL
(Lows 21.2, nm referable with cortaints 1o che Panathenuic festival; the other part of
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reatfirmed on the basis of an analysis of the suered law regulating
the Lesser Panathenaia, 767 22134 {+ SEG LB13), even in
the fourth century the Panathenaia preservecd clements of pre-
li_'[l_‘ZiHIh{!I‘liL'. organization. In particular, it is possible to recognize
n the “Athenians who participated in the procession’ marchers
organized by age and sex (shaphephorod, fydrapharel, thallophorad,
ergustinad, Rangphorod), contrasted o those arouped by demes
or other post-Cleisthenic political subdivisions, 2 5[rtﬁi|;|1'i‘,', the
pyrrhic competition might have preserved an arganization in
which the important factor was the agre grouping. Thus, the twao
unomalics (absence of tribal division, but presence of a threefold
division in age-classes) would, taken together, make sense, In this
connection, Deubner's suggestion that the four sheep and four
cows on the noerth side of the Parthenon friesze might be the
offerings of the four pre-Cleisthenic tribes might be compared to
the presence of two groups of four pyrrhicists on the Atarbos base
(see Fig, 1), The four armed dancers on an Attic black-figure
skyphos from Thasos dating to 520410 have also been tentativels
connected to the procession of the Panathenaia, heenuse of I:J_l;_-
relatively rare multiple [erm on the vase, stmilar to the quadruple
Hlerm of the Kerameikos (Fig, 23

There are no answers for the other questions. Ohne mav gucss
that for the contemporary audience, the face that the 41:-:r:;L:m'§ cll

5 - T LT R -4 . : - T 4 ’
Fi. 1 The remains of the khoregic monument of Atarbos, with two
roups of four prrrhicests on dhe right-hand Bloclk,

..h-:: ;ﬂ?laj'l‘.u‘.-_.-: base, pei lereg H'!.IH;'I.I..-:UI. xofpin—il one assumes that the victorics men-
EITHTEC] 011 The Drise TUSt pertain o the same event; and the very gineral indication of
[Men.] A, Pol. 3.4, )

Bl (1991 42 andd 51 (SEG 4292 and FEC 44.400; an the components of the
,'hJiJ:-,f:-r', el Whaurtio {1995), f

i :"-"‘li.‘-'F"h_“-‘i ARTE 1627 of, Poussar {1968) 555-0. Rausa (1998} 229 las sup-
Fmt.tr: A the bazis of the Icnin,f'h ol the inscribed text, thae the Xenokles base slm-ul.:l
he l{*nlu_h-al sioag 10 present tonr dancess, However, we cannot be sure thae b
inscription did net alse nclude the archon's name, a5 in the case of the Aarhos base.
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Fic 2 An Adic black-fipure skyvphos from Thasos (e, 220/1(H.

not come from one tribe but were selected from among all the
citizens, added to the Fact that they represented three age groups,
mirht have enhanced the feeling that the entire community was

being represented,

IT THE TAUROPOLIA OF HALAL ARAPIIENTDES

In a decree of che deme of TTalar Araphenides dated between 334
and 314 po, one Philoxenos iz honoured for having taken care of
the chorégia for the pyrrhicists and for having accomplished well
and honourably the other liturgics of the deme ®” The Halaieis

In that case, the dancers woull Bave (o number at least six. For the archaic dodica-
tion fremm the Acropolis, interpreced by Raobitachek DAA 3204 (of, :||.~=-:- 44
27— and DA 32807 a5 made by a board ol eight bicrofadof, of, nome 1687 307 fand
A0, 5041 that they are Sderopodal is not certain, and rescoractons based onoa shorer
line=lengeh leave only five names.

MEOSEG 34, 1984, no, 1030 ey =] dioios maharg wo dpbomipe g Tols T8
TOpLELRTRLS S|y sak Tée  Shhog A-|eToupylag  Gmdoeg  Thg L
| T Brjpankechin kol dguor—|ipaog Aehiazeipyreey (L 1=7) Dhate: "Pracy [199%5)
124, 128,
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declare thar a herald shall announce the honours voted 1o Philos.
enos publicly, during the agin of the Tauropolia, Moreover, he is
granted lront-row seats (proedria) at all the agivres organized in the
deme. The decree docs not indicate the festival in which the pyr-
rhicists performed, but since the Halaicis would presumably refer
it
miy be assumed that the pyrrhic ok place in one of the (L RTE
aorgamzed m Halai,

g
.

in their decree to a chordgia connecred with deme festivities,

Since the performance of a pyrehic is attested for Artemis Amar-
ysia in Ervetria (and the similaricy of the cults of Artemnis found on
Lroth sides of the Euripos has been underlined maore than onee-
and since the honours for Philoxenos are to be announced during

ST > . i = - = 3
the Tauropolia, [ suggest that the awa ol the pyrrhie was part of the
Fauropalia of Halai, in which Artemis received—certainly already
= . q - b r 15 1 v - i
from the sixth centurv—a cult as Daurapelos,™ In Attica itsell a
red-lgure pyxis offers evidence of 1 pyrrhie—danced by o female
prrrhicist, however—in front of a statue of Artemis. 2" The cult if
Halar—a deme cult, but one which attracted participants fram all
."'I.‘l.t[{:i'l._‘lllil'_'.-' thus be uzed to recover g mearmnglul scrting for the
pyverhic dance.

I'he speech with which Athena intervenes in order to solve the
comblict at the end of the Euripidean fphigenia in Tawrls points 1o g
connection between the ritual of Halai and rites of transition: the
location of Halai is stressed as being ‘on the marging of Artica. in g
mountainous region’, A localization on the margmns s typacal of the
period of segregation murking the second stage in transition
rituals, There, Urestes—according to Athena’s 1 uUnCtion—ist
build a re 1t s h i ; of e :
S Al ..mplu_. 1t shall i.‘mu:.:, the statue of the gaddess ‘named from
the Laurian land and Irom the sufferings, which YOU encounterod
wandering through Greece under the pressure of the Erinves, And

1 So Knoepller (1958): Brolé (19871 199, Usual ific d f1e al
" wepller (13ns); Brolk CH9E 73 199 Usually honerific decrees b thie demes
|'|.!|r.'|. e activities which have wken place within the deme. When i refers to
activities outsicle. the deme, the decree is appended to some other decree of thi
matrution meee hrecely eoncerned: of, the Yar in Whitehesd (1986% 374=92 anel
= T ¥ o g Bk
3 [-'éu- 2 |:.'| |.!I{_- |;,n'__-g||_|':||:-.'!|- r;.-.,.,-l.h,r:, Tretween deme activity and podis weeivity,
o0 Brole (LUSTY 180=20E Knocptler (] %887 357 Brile CEO93) 37-63, Pyrchiciars
in 1I*.nl'-c:--:a'u: al, f..:’; 12,9091, 236, 237 and Cecegrel)i {14GET 05,
: Dreabner (19323 208-0: Purleer CE99ey 26, 74 o, 29 Wihiirehead p19EAY TR
= - " 1 : E =l
21820, Among the finds, which atese the frequeentation of the terple ar least for
the ek, el.r.-d perbaps also for the Tth cent., were fragroents of kratirishol very similar
o l:_hr::::- from Brauron; of, Kahil (19771 B8 and @, 2%, Uh,

0 s by kAL :

I"_'r.'l:I:_i }nk‘l!’lh‘:.‘-, LN A1 "].! .:I‘||||.]_.-: Cecearelli |:.]'_;"_|H_:I TR s |:l|I Axlll,
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maortals will forever sing hymns for her, Artemis the Tawropolos
goddess’ (14534-7), Euripides” choice of mepuroreiyr o deseribe
Chrestes’ wanderings may be derermaned by the possibiliey at
creates of a word-play with Artenus' epithet ’i':|l.:1'11r}11|c15:_2"' But
mEpLToAsLE 12 also the rerm used to describe the patrolling of the
fromtiers of Attica. Even if meplmodou could desipnate adults and
tt':lﬁ]'fl:']-li::lt'ii:l‘i-l 1|'|:1.: P was T:l:-']E'|'i|::|_||1'|T|:l.-' lIHI:,":{'I I':-'F E]'!lhﬂ:"'h{‘:ﬁ: ﬁl_"'lifﬁl_'lf']'i]"l?_._:f
to Pollux (8, 103), Athemian ephebes in their second wear were
called mepimoroL,”™ The rest of Athena’s speech concerns the insti-
tution of a delimite rtual: when the people gather for the Testival, in
requital for Orestes’ sacrifice a sword must be held to the throat of
a man, and blood moast be spalled, g symbohe death. As for

Iphigeneia, she must become the warden of Artemis in Brauron,

and there she shall receive as offerings the sarments of women who
dic i childbirth. The cults of Bravron and Hala are thus arranged
according o a symmetry which focuses on transition Fites. o
Spectators might have sensed a polarity between the pyrrhic
dance perlormed for Athena during the Panathenaia at the very
heart of the city and the one performed for Artemis ar Halai—a
‘marginal’ pyrehic, possibly lmited to one specitic age-class, the
vouths. Such a polarization might on the other hand be a (rela-
tively) late Feature, following the integration of Halai into the Atric
cultic calendar: the festival of Halai is part of a wider group of cults
of Artemis spread along the Euripos {Aulis, Amarynthos, TTalai,
Brauron) and down towards the Megarid. The sanctusry of Arte-
muis Amarvsia in Euboia, where performances of perrhics arce

gn Platnager (19381 ad v. 1455,

“F Inclusive mesning: Thue, 8922 and Lyva, 11271 In Ar. Birds 116978 cthe
messenger, who has g ‘peechachic look,” s alse—supgestiveby—inked g che group
ef the reripedor, Pacrolling of the marging by ephebes: Vidal-Maquer (1981 Mer-
Lalbach (197 3).

“ Llavdd-Jones {1G43) interprets the owo Artic cules of Artenvzs in Brcron and
alai, linked Ty the presence of Tphigeneia, asambianon oituals coneerned L e
ively wich gicls aned bovs, The two cules show similar features: Strabn 9.1.22
mencinns theim topether: Bath Teatured a mocveeyis; the plor of Menander’s Bperve-
peater turns on the viclenee practised during the all-night revel of the Tanssholio
anoa girl—which, a5 remarked by Deabmer (1932 M1, 15 what s :-:|_|pr_n::u:-i¢'-'.‘|_ ri
happen wt the Bravronia too, according to Ar. Peace BY3H. Mest significantly,
Arternis Vaurnpolns seems 1o have heen |'::E1|'|15-'-e:||tl;:l,:1 i the Braoronen enclosure
on the Acropolis (Paus. 1L23.7) Schol, Ar, Fovw, 447 (encicning & auropolos)
connects the epithet o Athena, cicing Xenomedes of Reos (P0eP e 442 10 2
OUTW T F ApTERLY Eochovr. ErTL f O Kol T Blnréay obme kehoiowm,  og
Zarondne brropeL
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attested, was locared outside the tercitory of the pofis, at Amar
vnthos, However it plaved an important political role, since in it
the Eretrians recorded all public acts, and Artemis may have had «
tunction in Eretria similar to that of Athena in Athens. ™

Il THE APATOUERIA

My next context is certainly mare hvpothetical than the preceding
one. 1 propose that the pyrehic was connected, either in actual
perlormances or only on the level of actiologies mimed in the
dunce, with the Apatouria festival, This suggestion derives from
the convergence of different matervials—on the one side, stovies of
duels in which a young hero proves his ability as 2 warrior 3w
killing an enemy of overwhelming strength: on the other, the
tradition concerning the composition of pyverhics by the tragedian
Phrvnichos.

irst, the aition of the Apatouria, A duel or a ritual combat lies
behind many of the contexts for weapon dances, Thus Archilochos
(fr. 3H W) mentioned the dance (a pyrrhic 1} opertormed by
Pyrrhos/Neoptolemos in his jov for having killed Eurypylas,
The Arcadian ducls between Lovkoorgos and Arcithoos and, in
the following generation, between Ereuthalion and Nestor are the
maost interesting for my purpose, because they ure particularly apt
to be compared with the aition of the Apatouria, and because they
do imply a dance. f

The sources for these duels are Nestor’s reminiscences in the
Hiad (7.132-537], and the local historian Ariaithos of Tegea (FGrH
16 I°7) I the lHiadie version, Lykoorgos won with a trick EHSEYR
and carried away Arcithoos” weapons; these he gave in his old age
to Ercuthalion, who in his turn was defeated by Nestor, The local
Arcadian tradition followed by Ariaithos gives more details on this
second duel: in his joy at having defeated Ereuthalion, Nestor leapt
in the air, trespassing out of the zone (a circle) reserved for the
battle—and this led to a renewed gencral fight, Both Vian and

o Peplacement of the armed procession (Sceabo 1001107 with the pyrrhic:
Fnoepfier (1988 387, Connot's (197 mede] of tbe replacement of an _;||-i:;[|-|.;:|';.11-j.:'
procession crganized around the milicary compenents by a less arstocratic festi-
vitl==atill however cenored an maliciey elements—works i the cases of ol Atlens
and Eretria.
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Mgy recognize in Mestor's dance after his trivmph over Breatha-
[EUE:I |::1.|:|.L' L]""..{:'L]‘ WELL I'i'i”'] il 'I]-':-_ r']'hi{: l::';]fﬂl'l:'ﬁ}l'l'.}l;'lll: (0l Tl'I.IIT ]‘r[_‘:l'f['rl'm{'.ﬂ ]T‘;,
Athena after her viclory over the Grants, This tradition is echoed
i the local Arvcadian ricual, 2ince the duel was commemaorated in
the festival—markedly mulitary in character—of the Mohsuwe
{.-Iliu'-h.l!l"'ii'l}l 'l."l.'hll'H‘l: T I:,EL':'I'E Vi |-Tlf 1Ty fl'lﬂ_' I;,":'l'l"il;': '_L.I:I-j}gl:':u':: :ELI']T[['I-;_
Moreover, Nantinea was famous for ats armed dance, the
Moyt opynos.”

In the fHad, Nescor's reminiscences have the Tunction of
pushing the Achaeans into accepting Hektor’s challenge o an
mchwvidual duel; the old duels motvate a new one. Uncannily,
Helror's answer to the speech with which Ajax indicates his desire
to talee up the challenge seems 1o take up MNestor's nurrative, insofar
as 1t shovws his awareness of a relatonship between dance, war, and
tricks: he does not want to be treated as a child or 9 woman who
doesn’t know anvehing of war: he knows how o move his leather
shicld to the mght and to the left; he knows how o dance in the
milée of Ares?? Llektor however refuses this ‘cunning’ model,
affirming that he wanrs to fighe Ajax openly and not Aabpn.

rllhﬁ.:ﬂtf ."‘H. rlti!{l[.ﬂl‘l l;]“'.ﬂf:\- are ;I‘I |'1'1:"|1'|_':." r'L:HTTQHjH l_'.”TT'II'IE'I'I'dl":Ilﬂ_' t‘l'l '[l”'I.L':
Apatouria duel and to the stories concerning Achilles and Pye-
rhos—or the exploits of the young Athena, Foremost in building
ol Iu‘il.:.lﬂ.] l::llu HFH{J{'.'iHI'iI::Ir'I."'\. 1"'\. |_.I"|I,,: l;:‘lllll'!\,l'l' '|'L':lﬂ '||"I E'.I"H,' TP I:EII: tl'l_{' ll'_hll]'ﬂ—
pions (Xanthos, Ereuthalion, Pyrrhos) swiftness and vouth are

also important  elements {Nestor's  reminiscences  are  neatly
Bracketed by references to his vourh (5B at the time of the events
nareated: f17 131=-2 45 taken up in 7.156), The Arcadwin duels are
also more specilically linked to the Apatouria duel by the strongly

marked story of a trick played on the enemy, Itigin face posaible to
think, with Miithlestein, that there s a genetic connection between

"UWhan {1932 242-3 Magy {1970 330=2. Maleim sehol. Ap. Rhod. |16+,
MreewseineTy |'5-||_;|,;'|'||||-,_:: Moer Awath, S0 1 Aveachian ariein of the Boeman Sain Do,
coemia 137 Polemaon ie Fesr sov Safior ppe 435=1 Nareo in Iz, Osrp. 1530 and
Sery, Dane e Ferg, Aens 8285, CF Ceccarelll 19%E, 1340, to whach add Lacrorx
CPUAT ) arguing Toe the presence ol an armed danee s a maobil oo conss feom Mantine:
ool the firse balf of che 4y cent, BC,

; [lone, J1 7 23433 the |.'r'|'||‘.'-|'.:'|:-'.i:1 o rmoveimnents i 23541 [.;.?_E‘E.' ETTL ﬁiiijlg':ll
o i_J.-r apurrEpd o Aeee Bane aladdne, 70 poi bore seheeipuror molgpilioe
coootfier & gel grabiie Snue pidmerleuApm is seriking, and  comparable o
Wyerr, PO ARG, to Neoptolemos® terriihle '|::,.'|':'||i|:r= in Fur, Awde, 1135 Exeuos
s R LT AR ST i _;.,:f!i;n:, gl to the |,i|,-:;-:'|'i'|1ri|||| of the movements of the

dimee i Plat. Lo 7, 851550,
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the two, and that a version of the Apatouria duel 15 the mode] on
which the Arcadian duels are buile. This means that the story of
the duel cannot be considered a late aceretion to the Apatouria.

wecond, the tradition concerning Phrynichos, Both Aelian and
the Suda attribute to the famous ragedian the composition of
pyrrhics. The Swda, in a sarbled norice (e 705}, credies an Athen-
van tragechan, Phrynichos son of Melanchas, with the composition
of two tragedies and of pyrrhics (Emoinee ked moppiyeec). The
notice ends with  the sLOIY I..'l:.lr'H..'I:'r'I'“I‘ifIE;_ the e inlpn:—g.ntd 0
the tragedian by the Athenians for his Sack of Miletos
(Mud o dhmoic), T have tried to show elsewhere thar this notice
must be read az part of the notice ¢ 762 concerming the maore
tamous Phrynichos, the 'son of Palyphradmon or of Chorokles,
or according to others of _E-'Jing;rns'.J"I As 1z commeonly admitted for
the other two supcrnumerary fathers Chorolles and Minvros,
Melanthas, not otherwise attested as a personal name in Athens,
iy be ussumed to refer to some aspect of Phrvnichos’ activity.
MehovBig is one of a small group of hvpocharistic names in —#x,
with gemitive 1n =i, typical of the lonian milieo and mostly used as
sohrigquets (“the lirtle black -:':nrw':l.'1Lq The patronyvmic might then be
interpreted as an (ronieal?) allusion (by a comic poet?) to a refer-
cnee 1 Phrvnichos” worle to the Aparouria story. This need nat
imply that a pyrrhic was actually danced at the Apatouria, cven
though the comparizon with the more general ensemble of frontier
duels might suggest that it was so.7 A ‘minimalist’ solution would
e to think that Phryvnichos used the aition of the Apatouria as the
subject-matter of one of his tragedies.

It 15 interesting to see that the tradition prominently associates
the tragedian with the composition of pyrrhics: Aelian in his Faria
historia relates that Phreenichos was clected by the Athenians to the
stratEgia, 'because he had composed Tor pyrrhicists in a tragedy

OMOMestein (1987 60=T0; of. alveady Userer [1898) 370-2 = (1912=13}
Q=300 In sehol, Ar. Peqce 3930 {one of the versions of the duel], Melanthios,
waually said wo be o Meleid from Pelos, is Bpedeg 10 vévog, The antiquiey of the
'-.-L‘::':-T.i-l‘:-l"u witl Dicovsos Melanaggns bas been delended o lSolb (1OF7) 126=H.

M Coccarelli (1994 taking up a suppestion Tirst advanced by Bentley {17810
203300, and expanded by Welcker (18263 285,

O Chant raane [L933) & 27,

M Contests at the Apatouris: Plato T, 20aby, Proclus and sefief, Plate T 21h.
Cf. Lambert {19%3) 15201 For the featival, and [44=52 far g discussion of the mvth.
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songs very appropriate and warlike™.”" "This may be a late tradition,

J':-erh;:r:-s modelled on the story r-.uw.c:rning Hi*['.lhi‘*]i“-'ﬂl stral@uia, or
based on the fact that another Phrynichos actually served as stra-
tégox in the fifth century, Still, Aelian's anecdote fits very well with
what little s known of Phrynichos™ involvement in contemporary
15811C5.]

1t would thus appear that a weapon dance was connected with an
lontan festival of the phratries, one in which vouths were pre-
sented and accepted into the greup. " It is moreover particularly
interesting that the aitton of the Apatouria has sometimes also been
related to the origins of trageds. ™

TV PERFORMAMNMCES IN THE CONTEXT OF TRAGEDY,
COMEDRY, OR CHORAL LYRILC

The data concerning the composition of pyrrhics by Phrynichos
may be inserted into a more general context. Figures (o peero) of
the pyrrhic dance were probably used in many [ortns of choral
lyric; for example, as Mullen suggests, in the epinician, whaose
aeneral structure implies a movement from the jovous atmosphere
of wictary toa mythical agin and then back to the actual victory:
‘the chorcography will thus usually display voung men dancing
their way from a dance of peace to a dance of war and then back
again,' But the dithyramb has also been supgested as a candidate;
observing that we do not know a dance specific to the dithyramb,

Woael I 3A (= TrGE LA L6

odccording 1o Lambers (1993} 14389 the festival was noo so much aluml
ephebin gz about contral, maintenance, and affirmanion of kinship and .m- “"‘-'_H'i't:"'
snip i society ot every level, 1 agree with this formulation, which—I think-—- it the
interpretation L am propesing. See also Dewuboer (1932) 2324, OF particular incee-
ext i iz comment that on the oceasion of the Kourcotis, the pliratry would tale
notice of four facte—hirth, celebration of the dhosd, ephebate, and wedding. On the
loviel of mveh ar on that of rituad, the poerhiehE fits chree of these facte, T wonder
whether the one chous with a -.|:,-|'.iq‘|i-:||| el s ehidd -'.lFl]‘ll::iI'.lg b} ]'!-‘;-'F1'|I'i'-: {Losvre K
A=A B Deubner 1932 E||_ 17. 11, tor el o .h.:'.'.iﬁl"_',':l:l'l,q account bag been |-:i'.-'-.'||.h
might not be interpreted inthis connection.

Mg Winkler (19902} 36=7: “Ohar stery seems caughe in some sort of foree-
ficld berween the Apatouria and the City Dionysia” See also Kolb (1977) 12910
The identity of Dionvsos Eleuthereus sd Melanaigis 15 pot certaing ¢l hoeever
ut, Ador. 716k and 76725 1358 13 7-1 8 (zactifice of an all-black goat o the fist day
af the City Dionysia), Uhe cule of Dionysos NMelanaigis is associated with 1h!~'
davghiters of Eleuther, who fivsr rejected Dhonysos, by the Swelvr s, pihene, [oois
alse uncertain whether the cule of Dionyses Melanaigia should be considered as
belonging to north-west Attica, or rather to the Apatouria; of. Parker (1006} =5,
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Luercke sugpested long ago that the sikinmis and the pyvrrhic would
be the most appropriate dances for it *

Allusions to movements o themes connccted with the pyrehic in
tragedy have been tracked by Borthwick: the pyrrhics performed
by Neoptolemos on the altar of Delphi (Eur. Andr, 1135-6) are
well known, but the description of the movements of Athena’s
feet in Aeschylos” Eumenides, or of her fight against the Goreon
in Euripides' fow, also it into this category.” The ;11'|_ri]1.|:m
with these allusions is that they appear in passages in iambic
trimeters: they serve the purpose of creating a ‘champ d’attente’,
but thew cert mnly cannor be taken gs implying an actual perform-
ance of the dance, However, choral dunces in tragedy may have
becn performed as pyrrhics, Apart from the tradition CONCerning
Phrynichos, one possibility is the chorus of the Salaminian sailoes
in Sophokles' Ajax.*” One would in Ay CASE CXPCCT mMoTe trans-
parent references to the pyrrhic in those passares where no
additional meaning could he conveyed Illi.t'[‘:{!i'ii‘.:;ﬂ]_':,' throurh the
dance, and vice versy, |

Sefitmata tvpical of the pyrrhic dance were also imitared or
paradicd in comedy, A commentary on BEupolis’ Geats gives g
very graphic description of the action which must have been
going on on stuge, while in addition giving us information on
further story which could be danced s i pyrrhic—the slaving of
the Gorgon by Athena. It also provides one precise jmJ‘ir;nrjn:n
COCerning one of the dunce’s sehifmata, the one performed with
the head turned back, ™

4~ . A - P : i 90
[ I.'":-Jll.||||,,'| CIWS2Y D=3, Luetcke (18205 62, Ephebic’ interpretation of Bacehy-
.III:.!.:!'E Dhesens: Merkelbach (1973, }
Lavchwick {1967), [ 1969), L9700, pointing our chac even in the case of M-
tolemes, the characterization as Aol dmhirne (Eur. dads 1122y recalls the
Athena-Ciorgen tradition, [ e following allusions concern Athena: Acsch e
L] o] L Ny S, a- .2 =, i v | H = i 1
3:j!JI ] [A.II_nnlh -,-,l:r_:c-mn I .|.'|-|1]|L o che Phlegrean plain, Telnpmoe apiie
1 Hﬂ"rf!;f.-:l:ll] -.-mEu: ibihewg apiyowTad; Eur, for 210 Cyopyodoy madhowre e trop)
::l1<| HET1 {killing of the CGorpon in Phlegra); of. also (in comedv) Ar. Ach.
'Jh-;li—':'n: Lamachus vy Vopyive madie, .
0 Soph. A9 093 F of, sohied, per. Soph. AL 090 and 700, and Krammen i 199%)
J11=15,
il . . . : o
SOy 738 = Eupolis Aiges fro 18 K~A. and Cratinus Ir, 433 {.-A; of
Borthwick (1970), Other allusions o vreliche in comedy: Aro Clowds D854 Ay
Breds TGS, smopplyne . Bhémwe and for Firmesias, fifra. Bierl (20007 22551, sees
- [N it = | i ' ] y : :
0 the oosrriveie a kinad of 'subeesr al Aristophgnes Thesninghoriazusae (in frareio -
lerr aor B2 15,
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Amang relerences m comedy to the pyrrhic, one that associates
its performance with the dithyrambic poet Kinesins is parcicularly

important,  because 1t provides some clues as o what  wus
happening with the pyrehic dance towards the end of the fifth
century, In Aristophanes’ Froge Flerakles, while describing to
[ronysos the way to the Underworld, mentions “a wvast sea of
mid and ever-tlowing dung', in which all sort of disreputable
people lie; Dionyvsos comments that "They ought to add to this,
by rhe gods, unvone who's learnt that war-dance by Kinesias!™*?

The connection between Kinesias and a disreputable kind of pye-
rhic is taken up in a few late sources, which probably depend on
Aristophanes; ™ but some wdea of this kind is also present in a
passapge of Pherekrates’ Cherron, where Kinesins 15 accuzed by
Mousilee of having insulted and perverted her, to the point that in
his dithyrambs, ‘just as in the shiclds' {(kebdmep £v 7ol dowis),
things right scern lefe {(':'I:'I.I_,quE-;F.:'f.- LT el pETRL T -ﬁﬂﬁui]_"" The
meaning of the passage may be that Kinesias® dithyrambs are the
reverse of what they should be, just as an image is reversed in
reflection (shiclds are compared o mirrors in Ar. Ach. 1125 and
Flato Theaet. 193¢}, But it would make even better sense, as
Borthwick (1968) first pointed out, to think that the comic poet is
plaving on two levels of language—that the shields allude to the
pyrrfiiche, and that what 1s eriticized here is a mixing of penres,

It 1s difficult to say what Kinesias' pyrerhics mayv have been like.
Evidently neither his dithyvrambs nor his pyerhics found much
favour with the comie pocts, The subsequent history of the pyrrhic
demonstrates however that the ussociation between this dance and
dithyvrambic poetry was not just an idiosvacratic idea of Aristopha-
nes’. Three inseriptions dating from around 200 Be and listing
victors at the Dionvsia of Cos show that the pverhic dance had by

then taken the place of the dithyramb.*

YAr Froge, 145-33 (in Sommerstein's trans. ).

1 Buda w3225 muppiyn: selfiod. vel. Ar. Froos 153 Diom. Ar Cramme, 3. in 6,
vt Loa75, 40=25 e, the latter a corrupeed passage, with rather moce information
than can aimply he deduced from Aristephancs, perhaps reflecting other elsbor-
aticng on the theme.

Pl ] e Mus, 30, 114 ¢ = Phereceates fr. 155 K.—A,, 8-12. Good discussion

in Borthwick (1063).
V' The wording has beeome yoperyds KukhDor Ti woppiyee: of, Segre (1003} 81
a2 and £D 234, and Herdog (1899} na, 13, with the restoracicns proposcd in

Creccarelli 1945,
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b EVIDENCE FOR A DIONYSIAC PYRRBIITC “??; o
kS

According to Athenacus 14.631ab (eiting Aristocles and possibly :
through hin Avistoxenos), the baochic aspects of the pyrrhic dance
are relatively Tate, and are to be interpreted in terms of a ‘depener-
ation’ of the once warrior-lilke dance. ™ Howeve I, bive Attic vases of
the perind between 320 and 480 Be, on which armed autvrs dange
what cunnot be defined other than a pyrrhic, suggest a connection
between Dionysos and the pyrehiche tand it is striking that two of
these painters, the Nikosthenes and Athena painters, also painted
male F‘.l'_'r'i'[']"li'i.iﬁ.;l-.rl}l;"l1]1u: association can be pursued through Arctic

wononography to the end of the fifth century—and bevond (see
Fig 3a and ).

u

Satyes may have danced the pyverhic in satvr-plavs: the ancient

tradition consistently stresses the proximity of the sibinnis to the
pyrehiiche,™ But this does rat vet tell us much about the meaning of
the depictions on Attie vases, Some indications come {rom a gen-
eral assessment of the contexts in which armed SALYTS appeur: very
aften they are depicted—mostly armed in non-hoplitic manner,
with peftai, thyrsoi-spears or phallus-spears—fighting, together
with Dionysos, in the {3t'jf:-mrm'uumhy.“ In Athens, ane of the
foundation-myths of the pyechic is connected to Athena's trivmph
over the Ghants. [t seems reasonable 1o interpret the pyrrehies of the
satvrs as reflecting—rmmavhe in o parodic way, certainly according
ter anti-hoplitic models—Dionyaos’ Gigantomachy, rather thuan as
reflections of a spectfic theatrical event,

" On the maore general issue of what this bacchic pyerhic may have been e, Slarer
[ 15037,

s Fragmentary ved-figure cups Florence 4 B A8 — Lauvre C 11235, AR 1310,
to wehiich should be sdded {sec Carpencer, Addemda) the Mapments Florenee 4 [ 48 -
Louvre C 11256 + WNew Yark 108+ 303, 4817 1330 [oirelie of the Mikosthenes
Painter, e, 320-310% red-figure amphera Bevlin 1966.1%, Parg 32300 Girned Iy
Smiakros, ¢ 520-510); lekythos Athena N.M, VRSOT, ABV 522, 20 { Athens Painecer,
coHIO=E 80y and lekvehos  Arhens MM, 19761 (e 4800, oinochoe lamdon
Indd 10Y. 248, AR 24 CAthena Maineer, ¢ 4904 8, om both of which there is
e atulos=pluver.

O o.p the prodegue of Ruripides' Cyelops (5=8 and 37- “HE with Beafred (T9EF)
ac lec b Silenos pretends o have slvin Enkelaclos. in tes s suggestive of the pyeshic:
bater on, in preparation for the enlry o the chorus, he comments on che
KpoTes Lo, wondering if this is the same a8 when their Bevriy iy o
ek T ot approached the house of Althaea. Crineral statement Arhen,
Fh 03, aned the dizcussion and texts in Voelke (204005 1409-37.

o Pnonyses” gigamomachy e Vian ¢ 1952 BA=U0 Fissarrasie (] LR

Fré, 3a0 (aand &) An Avoie lekythes wich pyrrhic satyves (o 490480
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" An Artic pelike attributed to the Theseus Painter and dated
around 3 might tell us something about the relationship between
the pyrrhic and Dionvsos Melanaigis (Fig. 43.°% On one side an
aulos-player and a pyrrhic dancer, equipped with helmer, spear,
and shield and dressed in o short chitaniskos, are symimetrically
depicred around a central tolding chair, on which rests a folded
chlanys fIhe aulos-player and the dancer move their hodies in the
same direction, but the dancer has turned his head (1N a gesture
typical of the pyrrhic) and Jooks towards the aulos-plaver. On the
other side, once more an aulos-player and 2 pyrrhic dancer, both
turned towards the left, are arranged around a central folding chair
with chifamys. But on the left side of the vase the painter has added
goat, with her body also turned towards the left, but with her head
lnoking backwards at the pyrrhic duncer, whose head, this time, is
not turned. This 1s the only scene of pyrrhic in which s goat s
present. Bimce the animal is not here in order to Gl 4 voud, its
presence may be considered meaningful. “I'he goar might be inter-
preted in relation to the story of Dionvsos Melanaigis and the
Apatouria, as a pointer to the content of the mimetic dance de-
sctibed on the vase. Another possibility would be to think more
generally of tragedy.
[ All this shows that the ussociation between Dionysos and the
pyrrhic dance s rvelatively early, which should keep us from
thinking of the Dionysiac pyrrhic in terms of ‘degencration’ only,
In fact, a Dionysiac pyrehic danced by maenads brandishing
torches and thyvrsod, such as Athienacus describes (1463 1ab), is
indistinguishable from the dances of maenads brand ishing thyrsor
which are so frequent on Attic vases—nor is there ANY CCAson Lo
attempt such a distinction. |

;

VI FUNERARY PYRRHICS

f.-"nu_l s0 to our last context; funerary pyrrhics. The evidence for

wmed dances in o funcrary contest in Attica is mainlv icono-
graphic.| Leaving aside geometric and late geometric vases, three
one-handled kantharoi daving from around 300 pe present scencs

i Pelike San Antonio Museum of A Hl’.,[,’_l-|_].~'-’.-‘, Yraver, 257,

“ Tollow ing Hurkere (1966, who underlines the Lhenyriac connotations of goats
i Attic iconography, A recently pahlished shyphos from the Guaring calleceion
i Pheseus painter?), with o peculiae kind of armed dance an both sacles, o a big poal
under each handle, might e pertinent oo, of, Cecarelli (PO9HY B2 and nl, xx1v,
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a4 An Atcdc pelike (e 5000 with an aulos-plaver and a pyrrhic dancer

L er s =, I H - - ; :
arranged around o central tolding chair with cfdfamys and o gout o the far
lefe-hand zide of the image,
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o Barial, in which the E.l.lTl{:'I"-"l:l':\." chariot hm'nf_{ driven to the mound
15 followed by an anlos-player and  armed dancers.™ These
kantharm arc part of a class made specifically for export to Erruria,
It is clear that the shape was chosen in accordunce with an Etruscan
prototvpe. Az long as no Attie vases of different shapes with
funerary dances were known, the iconography, just as the shape,
could be thought to refleet Etruscan concerns.™

This interpretation can now be challenged on the basis of a
recently published cup (see Fig. 3) signed by Euphronios and
dated ¢.520 {so slightly carlier than the kantharoi),”” T'he interior
of the cup has a Moral decoration, One of the external sides presents
the removal of the body of Sarpedon by Acamas, Hypnos, and
Thanatos (the names are inscribed), On the other side, the centre
of the space 15 oecupied by an aulos-plaver facing a pyrrhic dancer,
These two fipures are framed by two onlookers, a voung man
dressed moa long famation with a flower on the left; and a
woman, also with a flower, on the nght. This kind of framing is
umiques while women—and men—are present as onlookers on
ases with pyrrhices danced by female dancers, this 15 never the
caze when the dancer 18 male, One explanation for this exceptional
setting might be to relate thas scene to the transportation of Sarpe-
don’s corpse on the other side, and to interpret it as a pyrrhic with
funerary connotations.” The comparison with the one-handled
kantharon 15 mstructive: one or more women are present on all of
them, participating in the funerary lament, Whether these mmages
reflect reality, or whether they are to be interpreted rather as iconic
comstructs, - they demonstrate that the armed dance in late

" One-handled kantharod Paris, Cab. Meéd, 35, A8 546/7; Paris, Cab. dMéd.
355, ARV 34068, and Busel, market, AT Awiefion 30, 1980, pl, 27 ne, 72,

S Bnoep. Shaniro (1991 633 no 28 A dizscussion of funerary dancing in Lonsdale
(199351 234060 [who however s only marginally concerned wath armed Toneeary
dances and with the problem of che kancharan; for funerary weapon-dances, Cee-
carelli (998} 33-7, 81, and pL vi—¥ir,

T Red-figure cup signed by Euphronios, ex coll. Nelson Bunker TTunt, Sothe-
l:-:-."'-:. Fhe Melson Bupkor Hanr Collsetiven, Bew Yok TW G, T, o, O,

T Lesky's (20000 43 aponistic and non-funerary inceepreration of this vase cannot
Tee accepted:  woman spectator is out of place inan agan, and what Lesky dismnizscs
A% 4l '.q[1ii|¢'|'|-.:-; sehiolien® are actoally Arstoreles fre 534, T=5 Ciigoan (ewed fefed, n.
Hid).

Y enlitys Peifor 1959 FO4-5; heropeed seenes: of, Lassacragoe's (L0051 analy -
ats al the veturn of the warrine, an iconopraphic motif pactteulacly importane in che
viears SA0=A0H1 as tune mise en place, une construction Tondée, o un cerain e

cle eéalivg, sur I reprézentation épigue de Ia mert guerriére”.
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Fre 5 A redefigured cup signed by Fuphronios {5200, One of the
external sides shows the removal of the body of Sarpedon by Acamas,
Hypnos, and Thanatos, On the other, the central apace 18 occupied by an
aubos-plaver facing o pyrrhic dancer, both framed by an onlooking young:
rroam dressed i long demarion with a flower [lefty; and o woman, also with
Howver (rrht],
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sixth-century Arhens 1s part of the mental representation of the

50

rituils fallowing an herowe death,

Thiz is not surprising, since funerary armed dances are part of
Gireel culture—they are already present in the Homeric pocms
{cf, Hom. (k. 24.68-%, the Tuneral of Achilles mentioned in the
second Nefowia), According to Aristotle, the pyrefuche derives from
the dance cxccuted by Achilles around Patroklos' pyre.™ An ap-
preciation of the funerary overtones of the pyrrhie dance allows
mter alia a ncher reading of the chorus of the Salaminians in the
Ajfax discussed above: a pyrrhic choreography might have been put
into use inorder to add a deeper laver of meaning to the song, The
I_‘lﬁﬂl’_"[" 'i.-"i,"l;fl'l_ll{‘i |'|H'-'.'|;"; 'I'I'H'I'l\.-'l;_".'{‘i 'iTl 1l E_‘I'il::lTl'_l."H'iHi_' HTHl l'll"l':.']'l'l'l'llll'iL'. "."'\.'I"I']'ll.:r'l:,:., 1":l|.|.|
the overtones of death present in the Trngrede would also have
been felt by the spectators during the choral dance (and in fact
ancient commentators were undecided as to the real connotation of
the dancing of the chorus),”’

All this does not mean that a lunerary pyrehue was bemng danced
in sixth- and fitth-century Athens, It does mean however that the
armed dance atill preserved the memory of a connection with death
rituals,

VI AYMNTIESIS

[ shall nowy attempt to pull together the lines of inguiry pursued so
fur. What seems to link all the contexts we have examined 1s

ks '!':-u_'r:_- i;-x |_'~'.'i|_5_|_'1'|-::-q_= i|'| _."'I.I_I i-:_'.-l lar r'||||.w.'i-:_'.'|| |:|'|I'r'|;'|-e"'l iLians At the ['.'P.lir:'||'r|‘.-i:-'|. A I.'|1.l:'l!'|—

wna wha had won at the Boeotian Epitaphas from the end of the sevenmh century io
the end of the sixth dedicated on the Akropolis bronee cauldrons; and three marble
disles ram the Akropolia have also been interpreted as prizes for funcracy games. CF
Parker (E99G) 458, 56 n, 35, and 133=5, wd onthe imporeance of death citual in the
Fadin, Seaford (T994a) 7i=133,

MPoAvien fro 5340 1 Gigon — 319 Bose schol Pind, Pyih, 2, 127 Apurmotéhg
G mpmTor Aoakhie 2ot o Merpdsiaon moepd T meppiyy keypiprDo, By meogi
Kumplows oyl mpiur Mfveoriioe,  G0etE mropde TV UG TR TUPRIETIS T Gl e
NEerecs CToee the pext of, Lorimer (T938F 129<32% of, schel, "1 5 23130 = Aris, I,
A2 Gigoen, and Mlariog Sacerdos, Cranem. Lot 60897 10=498. 3 ICc1l = Arise, fr,
343 Chigon, “Uo this maay e acded the evidence concerning the prelée Hesveh, w
H13=15 (Gigon fe. 53451, and Hesyeh, m 4117 wpuhéorng motng Skdopes Tioe
-'r|:.;'-..e:1_rrr'||_rr_ﬁ|'1'|,|_||-' 1.-{'|:|_||:"|: T':I-:' .1:-_:||F_:-|.. [ e couild e qure of Schmide's iRy |'|1.'|:|r'|1|'|q'1'i-:'.-||
CrTEc] i|a.|'|:. -1r|'_|:1'_|' _.l'-'l.i_rr};'l:l:'-.n,;'u '|.!:|::||_:|:.r_-;|.;=: this wonld |11'ir1g us bl 1o an Adbhenian rrvilic.

MUOET spea n 420 For an analyvsiz of the way in which choreography might he
vzl 1o enbance the meaning of choral sonps, underlining—or making apparent—
corresponilences between s poprlve and antistrophe, of, Wiles (1997 57-113.
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(rejintegration: of vouths umong citizens, as in the Tauropalia or in
the Apatouria, whose myth concerns the fight, victory, and inte-
gration of a young warrior into the social system; of bands in life
after the rupture of deach; of order after disorder and savagery, in
the case of a New Year's festival such as the Punathenaia,

Funerary rites are a means of strengrthening group sohdarity, n
the form of a collective reaction to the death of a member of the
social group, Contests serve then as an outlet for tensions, or as an
opecasion for rea Tirming the status of a group. Seaford has recently
sketehed a progression leading from funerary rituals for important
mndividuals to hero cult in the polis, and the cup of Euphronios is
but one example of the way in which funerary ritual may be linked
to hero cule. e iz also important to stress the mimetic tencency of
lamentation, It has been argued, particularly by Nilsson, that
death ritual and hero cult are one of the components from which
drama originated,” Tt is thus not startling to find pyrehic daneing
in funerary ritual, dramatic contexts and polis-festivals.

We have seen thatr the pyrrhic was danced at the Panathenaia.
The fact that the pyrrhic chorus was not organized according to
tribal division points to a pre-Cleisthenie organization of this part
ol the festival, to an organization where the dominant concern was
the division in age classes, in the more general contexe of a festival
of the new year, of renewal, and—also—of the renewed cohesion of
the whale polis.™ With the Cleisthenic reforms, an originally
whaole-pofis festival was modified with the progressive addition of
competitions organized on pelis-subdivisions; however the agin of
the pyrrkiche retained its original Torm.

As for the City Dionysia, in their organized form they are
certainly maore recent than the Panathenaia, The two festivals
share some interesting features: armong them, the relative promin-
ence of ephebes, the openness to foreign residents and colonists,
the Tact of also featuring, besides whole-pofis aganes and pompe,
events articulated on a tribal subdivision.™ If one acceprs the
5 SBealord (1994) 74-142 {eap. 87410 Nilsson (19117,

Brilé (19925 Brelick {190 07 142=8.
searvinou-Tnwood (19943 271-3, whe moreaver, comparing these two festi-

vitls tor the Thargelia (eertainly of an early date and invelving the tribes. but also
another kind of polie-subdivision, the phratry), supgests that the Ciry Dhonysia are
the result of the reorganization of un older festival with 2 hole-palis focus: the pew
arrangement woull have neluded, at che edge of the core ritual, an articalation
chrough the new polis subdivisions; Seaford (1994, 2450,
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existence of a link berween Dionvsos Melanaigis and the duel of
the Apatouria and the tradition concerning the arvival of Lhonyvsos
from Eleutherai to Athens (with the consequent institution of the
City Dionysia), then i is alsa possible to interpret the difference at
the latter between dithyrambic contests (reibal) and tragie contests
(vehole-polis) in rerms of a core built on an age-class division,
flanked by tribal events, Winkler's bypothesis that sees anintimate
connection between the tragic chorus and the ephebes™ fis o
scheme in which the three age classes which are represented to-
pether at the festival for the Poliad goddess are, ar the Thonysia,
distributed through the dithyrambic competitions tor andres and
paides on the one side and the tragic competitions on the other,
The pattern of dedication, tor what 1t 15 worth as an argument, talls
in neatly with this hypothesis. 1T we accepl the restorations pro-
posed by Peter Wilson, the hase published by Foursat is “our first
archacological vecord ot a trapic khoregos memorialising his vie-
Lorsy in the i-it}-’,r'r' But it is alzo our first archacological record of a
\-‘i{';;nr:f in the pyrrhic at the Panathenaia: in both cases, the occa-
zion 1z specilicd with exceptional carve. Might the pattern of sig-
nificant {non)-dedication remarked by Wilson for teagic victonoes
also apply to the pyrrhic? I the chorus was not organized on a tribal
basis here, as in tragedy, the chorizos would have taken on a
position of really considerable importance, and 2 dedicution
would have meant something close to a personal appropriation of
the victory.

In the fifth century, the military value of pyerhic dancing would
probably have been a fossil, and up to a point the same would h::wtr
applied to its connection with transition rituals, whose practical

impact on the evervday Athenian may have been by that time
relatively slight, On the symbolic level, however, the pyrehic
dance appears as an extremely important element of Athenian
‘song and danee’ culture, The frequent allusions to it, as well as

its presence in a number of festivals, ereating a sort of intertextual
net between these events, show that it constitutes a fundamental

clement in the Athenians’ perceprion of themselves.

EEowtakler (10906); see also Creal (190801 25-7 and the updared discussion of
Brierl (2000707 283=7,
" Wilson (19970) 178 and no 23,
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Choral Prayer in Greek Tragedy:

Euphemia or Aischrologias

Foa Stefle

Is the chorus of tragedy also a vitual chorus? There is a widespread
[eeling that 1t 15, both as being a descendant of the traditional melic
chorus so prevalent in Greece, espeelly o the voung, and as
performing songs with ritual qualities, But tragic chovein still needs
investigation from the perspective of ritnal choveia. In other areas
we have studies of the use tragedy makes of ritual, whether
recounted in a messenger speech or cnacted on stape, Patricia
Easterling and Eveline Krummen have hoth arpued that ritual in
tragedy is ‘metaphorical’, that s, adapted so as 1o veplicate the
themes of the play.' Do this end, rituals may be condensed, con-
Mated, distorted. Easterling reminds us that to catch the effects of
cvoked rituals we must pay attention to ‘the connexion between
what 15 said and what is shown’ as much as 15 ;.‘lﬂﬁﬁ'lt‘-]u.i K rumimen
emphasizes both rital as a source of imagery and the polysemy
of words used to deseribe ritual actions. These studies ¢xpand
on the common motil of the corrupted sacrifice, which Froma
woitlin and Helene Foley bave explored in important earlicr

Much af the warl on this chapter was doene while T was n fellow at the Mational
Hurmanities Center. My fellowship was Funded T che National Enoowment oy
vhe [lursanicies, T thank both institutions deeply for grantng me tlye ppportanicy i
mursne this subject moch further than | atlerwize could have, [ also thank the
cdlitrs and the anonymaons referees Tor helpful comments, [ submitted this chaptey
iryeaply 2008 and bave not heen ahle to ok sceount of work that Tias appeared since,

D Lasterling 1985; on 101 she abserves, Sl use—ait misuse—aol ritual language
gl action to incensify a senge of moral and social disariler is extremely commen
fragedy’s Bhe discusses Spphocles” Ajaxe (drawing on Burian (1972): Tewcer places
Ajaxe voung son, Burysakes, by Ajax's dend body ina ritua] that combines suppli-
cation, curse, and offering ta the dead) and Euripides' Klectra, Krummaen [ 1957,
eap. 299 nn rrtual a5 a system of irmagery, Sne looks a condensed vacahulary and
ritual of purilication in Ajax, as wiell ne the distorted 'wedding” staged by Cassandrs
in Buripides' Trajan Weme,

! fascerlipg §19R8) Q01 CF alag Crape (1997} 27987 on Penthews’ cross-
dressine and s stecing on the tip of the pane tree po see better in Hacefiae as possibly

Tiasing a hasis in rataal.
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work.” Tragedy, in short, is not concerned wirh representing such
rituals realistically ar for therr own sake. Rather, ritual is one ol the
codes that tragedy draws on 1o add power to its representations of
human struggles to comprehend the cosmos,

Among scholars working on ritual in tragedy there is also a
temptation to go beyond the idea of ritual as a semiotic code and
think of it as not fully contained within the feton. They lnalk Tor
places where the boundury between fiction and ritual is blurred
and the action muay appeal to the audience as aerual ritual.t David
Wiles IL:::ILHiI..IL-IH[:'r' sugrests that the ¢-|1([jnj__::_q alb E"-'IH v ke Acsch -:,-|l|3;'
Liirreiides aned ﬁr:]}hn{']vﬁ' {',:'-:*rf.r'ﬂr.'.t af Calonus unite ricaal (the
Panathenaic procession and hero cult of Oedipus respectively)
with drama, He comments in connection with the parodos of
Sophocles” Owdipus Tyranans that “[tlhe boundary  between
Stheatre’ and Y'ritual” was far from clear in the Greek world?”
The last example 15 especially interesting, for it is primarily in
choral song that scholars have seen drumarie fiction and Athenian
ritual fused, with the ritual aspect of the song and danee tempor-
arily making the fareground in the audience’™s eves, Both Claude
Calame and Albert Ienrichs have recently analysed particular
choral odes this way. At such moments, they sugpest, the chorus
locates itsell between the fiction and the song/dance in the orches-
tra in the here and now of performance.”

But these studies of the chorus in tragedy, linely attuned as they
are to tragic rexts, are taking place in a vucuum because they do not
have a good account of ritual choreia to draw on, They do point out
similarities between Lexts of tragie and cult songs, especially with
regard to speech acts, but that is not enough. The full context of
vitwal elrarela must be taken into account, as far as is possible, and

' Zeitlin (1965); Valey {1955)

- Krumimen (1995} 325 instead suggests chat tagedy replaced vitual, which had
Become problomatic i Sth-cent, Athens,

 Wiles (20000 37, 45, On 37 he refers o ritual as a “vein of svmboelism for the
dlranmacist o -:':-\.|'|||hil_'_ Trat b alsn argues (ch, 21 that tragedy s elficacious, using
Fichard Schechner’s term [Sehechner {l':-.-'HH:I |::'|_:'_:I. bwcenuse 1t il"':':"E":“':“'-'-‘; Fiteal
Liat in most of his examples the ricaal is metficacious or pervereed. Bieel (20003
argues that comedy s mare ritualzzed than ceagedy, using Thesmophiorazirae as his
paraciym rext,

" Bee esp. Henrichs (1994-58V65=70 and Calame (19930 135-7. CF also Henvichs
{19%0a), (19906, Segal (19993 235 "The ritual act of the choral dance in the
orchestra inchades and symbolizes all the vituals performed in the plav, It reminds
ws that the rituals in the orchesera represent citual wirthin ritual,

Choral Praver tie (reele Tragedy

tragic texts must be assessed for their differences from cult poetey
as well as their similarities, Only then will we begin to approach
the highly differentiated experiential knowledge that the original
audience brought to tragedy and have some sense of whether tragnc
choveia veplicates traditional ritual choreda, The difference from
the treatment of sacrifice in tragedy 15 instructive, In Euripides’
Filectra, for mstance, because we know the sequence of procedures
in a sncrifice we can sce the sionificance in Orestes’ cagual-seeming
refugal to wash his hands (793 before participating in Aegiathus'
sacrifice, With no cquivalent sensitivity  to the  differentine
annd rales of choral ritual pecformances, scholars are tempted o
assign ritual value to choral song in ragedy ad libitam. 'I'|1.:_-
purpase of this essay is to begin the process of cluckdating .:':’au.a't'm
in tragedy in comparison with choral ritual as the Greeks practised
it in civie religious life. Because my argument has several stages
| besin with an outline to make the relationship among them

SIEr T SeE.

1. The :'|1'|1h1'.:'_|1':.-n|n§_{1'q':|] idena of studyving ritialfization allows us
focus on the frames that define rituals and therefore to discrim-
inate among kinds of rituals thar urilize choreia, e.g. victory
song or lument,

If sur interest is in approach to the gods invelving choral song,
wie st further distinguish between two kinds of choral per-
formance for the pods, cuphemic ritual and what | will call
aischrodosic ricual. The first s addressed o the godis) in prayer
pr praise, reguiring  well-omened speech  (cuphemia); the
second is munifestation of the presence of the god in uninhib-
'itl:'{'l H[':l‘lfl."li.:h. I . -
[t is possible to identify general, non-verbal characteristics o
the chorus in euphemic ritual, When that is done, 1t becomes
clear that the chorus in tragedy does not qualify: it does not look
ar move ke a cuphemic chorus,

It iz also possible both to identily kinds of speech that would
violate cuphemia and to detect constraints imposed by euphe-
min in ritwal choral texts. These results allow us to study
the praverful hymns that choruses do sing in tragedy and ob-
serve that thev sometimes violate cuphemia. Examples are the
firet stagimon of Euripides’ Jon and the parodos of Cledipus

Tyrersrines,
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b When we combine the results of 3 and 4. we see that choral
ritual, fike other ritual in trapedy, is metaphorical and may be
distorted; the markedly non-euphemic chorus can evoke ritual,
only to succumb to the tragic disturbance and violate cuphemia.
¥ 1 r
I'as B T : g ] ; " .

L5 zlu.lfmdmnm may be emotionally enpaged by ritual-like

sang but 1z protected From thinking that bad ritual has actually
been performed in its name, We can o further and speak of
metaritual perspective arising from the audience’s desire or
tdealized ritual. In addition to the hymns mentioned in the
|.“_; P i i A o g T 3
ASt parag =‘F-‘E]~ I discuss, very briefly, Aeschylus' Suppfiants
32499 and Eumenides 1032-47.
i 4 S PO e ETETY PTTTEr : i :
Jn the other hand, one cou f_cl analyse tragedy as atschrologic, in
an extended sense, and think of its choral odes g mcluding
ntual aischrologic speech, This will merelv be sugoested ar
the end,

In order to investigate what constitured vitval, I ourn to anthrapol-
ogy. As Catherine Bell shows in her recent book, anthropelopgists
are maving away from seeking definitions or ultimare uu--,min;.;:a ot
ritual and are now looking at the pracess of ritualization, how
people create ritual.© A nthropologists characterize ricnal by 1':1'.'1”1!:_:::;
Irhut set it apart from the rest of human act vity, The idea -:.l.]. Irames
1 familiar, of course, but looking ac the process of ritualization
mr:;t;s_u.q to take account of multiple lavercd frames: the more
constricting the intersecting modes of framing, the more ritualized
an activity can be said to be, Frames are made up of location and
-f'.llt'llL'llt:Jll-ﬂl‘L time, and Prescriptions or conventions for certain
kinds of dress, gesture, and speech. Actors and auclience must
move into a ritual frame, a special space, hke a sancruary, for
lnstance, or a spectal time. While they are within the |-1'HIT|;‘, ap-
pearance, behaviour, specch distinguish participants from their
I:Il:'Jr'1]11I:l selves, and those present can mterpret actions differently
ll:nrn normal. Walking in a certuin direction, carrying objects, o1
killing can take on new significance. Ritual parallels l'hli.‘a]rr't; n
having its own semiotic system.

r_ Bell (1997) esp. BO=3, o clear reprise of Bell (1992). For recent eflorts oo ddentily
& Grreek concept of ritual see Calame C1991 ) and Flenrichs {1998, ;

{1.|IZ-'|'.| ZI-'.:'.'Ill |F]'i'|"I_'|'|"-'I" .|'..'J {.;'J-{"I:"-Illlz T.Il"ﬂ"L'-"-:"'l".lr_'!,.' | E-:_'l

We should therefore describe vitual choral dance by considering
the frames and conventions that define 1t. In fact, rather than berng
ntual, choral song was o malleable medium that partiapated 1in
muany kinds of ritualized event: approach ro the gods, imcluding
prayer; victory celebration and celebraton of male prowess; wed-

ding; lament; possibly choral narrative (if Stesichorus® poetry was
performed chorally); and possibly encomum in the symposium (if
the encormin of Il\}'c,:u.-:. and Pindar were T:{'rl-urTT1-;_:|_| L:}1rn1':|||3-'},H
Whether one would want to call all aof these “ritual” depends on
I:H_'I".-'l.' L'I!'I!ZIHIL“}' (R AT ls T :II_"]_"!_",.' tllﬂ! TETEn. .”'I,I‘l =0 I:,ZJ'I_IZ_:II_'ill H'l'_'l-l'l:.:_::'l-':
belone o such different kinds of occasions, aiming at different
FJH:-.-'{ZI"I.H]U;{i:Z!-I] etfects, the frames that ErOVETT each v of 0T
are different, They call for different classes of performers and
different kindz of movement, dress, and rhetorical style. At far-
thest remove from one another are loment and hyvmns to the gods,
treated as antithetical in Greek literature.” Lament was IR Ia-
priate for the gods and therefore offensive in speech meant to
I'Il!'lﬂl"ll.,]]' ‘I'}'!II_":]'I'l..Il:I J.ll'l"i'iﬁ 'i:‘-i. [ 'itl.,":T'l'I I'!II- I_...I_lltLI.I-.g:ll L:nrﬂ,‘-.-‘h:ulgn: H‘"Illt WAL
should bring o tragedy, where the two are sometimes combined.
I return to this poant.

I1

The frames for each kind of ritwal involving ehereia should be
examined separately. Here | mvestigate only choral approach to

b Plarn Mep. 100607a distinguishes songs for geds from songs for men. Athenaios
TholEd=020s liste o barge number of songs These melude Tament-like sangs for
Tocal heroic fipnures az well az a nuwmber of work zones, which would have been sung
tor chythmae work movements rather than daneed,

A ragment of Pinder’s tiecoos 3 beging, "There are paeans, songs belonging to
the children of Lete of the golden spindie, and there are (songs) [celebrating?] the
croown of Lhonvsus of luxusiant vy, bat [other songs) puc the three sonz of
Foalliope o sleap socthat memarials might be cec up for her when they had passed
Wy 3 _"l._l'_-. I:r::l:ll.a.'l::ll_i-:nl :||' the |.|i:-:‘.|1||:-|.:-.| eyt |'.|I':-_"|'E'_-.- ﬁl”l:-'p'p':i H:'ll.'l.! |_|"-.:":'f'.;':l. .“:-:'1"
MeCligre (1999 44— an siyvle and politics of lament, with ablicgraphy, She
includes descripoion of possibly dance-like movements that accompanied Eomoent,
See Bitherfard (1993510 121=4 on the mixing of pacan and dirge or dithy cambs {both
with chehonie associations) in tragedy, Resenmeyer (T952) 152=-7 on lament and
prayer as Forms al expression in Aeschylus

WA uliat-Savin (19927 1453=3. Jhe eoncludes (145) that, although imdroviduals
who are intimare with the gods are sometimes depicted in literature ws addressimge
them tearfully, this was acceprable only outside spered places and veligious cen
memies, Boe, A 138700 Plag e 81 (both guoted below); and Callim, £ ysnn
2241 all pule cwt Jament in che secting of approach to the gods,
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the gods, for it is mitual for the rods that scholars most often
rlentify as the ritual face of tragic choral song and dance. But the
Crrecks had two civie maodes of approaching the gods that must be
distinguished, These are euphemic rituals and whar 1 will call
atschrologic rituals.” Euphemic rituals address o god or gods,
alschrologic snes demonstrare the presence of a god. BEuphemic
rituals are highly constrained, while aischrologic rituals allow ex-
pansive specch and behaviour Bevond what s normally accept-
able. " Both may include choral song, Although euphemic rituals
employ various genres of choral song, the difference was thema-
tized m Greek literature as a cantrust hetween pacan and dirhy-
ramb. ' My focus will be on cuphemic rituals, bur T will return o
aischrologic riteals at the end of the chapter.

The term cuphemia means avspieious specch and could be
applied in a range of situations. An individual could use it oin
conversation to stop someone, for that person's sale, from eon-
tinuing to articulate an offensive thought or un ill-omened one in 4
tense situation, 't Most impartant, und perhaps primary, was its
use 1 situations of collective approach to the sods, There it
applied globally; instead of stopping a particular utterance in pro-
gress it warned evervone present to avold ANV StAtement or nolse
that could be construed as negative, however inadverrent, In
this context it functioned us a frame within which speech had
to be interpreted differently from normal. Since cuphemia enjoins

' This distinetion 15 similar to che anthropologecal distinetion between iy Ty
centered citual” and ' performer-cencered riral’ miacle by Arkinson (1989) 14=13: the
formoer s "deminated by an ercerly set of ritual procedures'. and the laner s
‘poverned | more by the actions and inclinations of individual praceitioness’
Sharmanism s Atkinson’s example of the latter; shamans establish inclividual rireal
wathoricy, which is not a prominent aapect of siacheolegic ritgal

Burkert {1985} 248 concrases these terms. Hesyching sov, sidwitead Coelebrire
the Srenda’, a wormen’s festival for Lremeter ) defines the vermm as blasphasza {apeak
blasphemy ™, the appisite ol euphermia, The Stenia was am alchrolowic riegal, sa the
contrast is implicit in Hesyehios, For euprhenia, see Aubriot-Sévin (19%2) 152 4, 06
155, who disputes the old mrerpretation of it as holy silence, [For afsefralogin see
[Fluecl (19217, Euphemin has received liogle BECENEICD; 10 0% ot i the Bae of relizions
terms in Rudharde (1992 363-8] !

" On this contrast see Ruthe Feord {19947 117-18, Athenian emmpetitive dithy-
ramby mouted its aschrologic charnerer, bt it s visible ine.z. Archiloches 120 W and
F'|I.‘"|-.'ll.']lc_l1'l.:!-:. whie e the .-"-ll_:l;i]-;:-,'l'um Fassame (Arhen, |'_-.j';_-§;|_}_ T P ared
tragesly, see bselow.

" e Hdt. 3.3%; Aesch, Swuppl. 512, Aw, 1247 Soph. e 162 Trach. 175: Dlato
Evthyed, 3010 “Thiz Gsape was sometimes expanded to refer o respectiul specel
toward hurmams (e.g. Plato Leies 7170 of speech toward parencs), CF. 1.5]
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against leecing fall an ill-omened word, it 15 sometimes translated,
stlence!” But i applies to prayvers and songs as well, '* Muost of the
evidence for deplovment of the term in public vitual and its area of
application come from drama, but it is corroborated by other
testimony, In the fliad and in a court speech by Dinarchus
a scene 13 descnibed or alluded 1o in which a herald commands g
group of men, respectively leaders meeting at Agpamemnon's hut
and the Athenian ;I':iﬁ':.'ltﬂ‘.l[j-f', to ohserve cuphemia hefore ane indi-
vidual offers a prayer. In the Hiad passage Mestor simultaneously
arders an attendant to bring water, so ritual washing along with the
euphemia marks out movement into a special frame of praver. "
A libation is poured (and presumably the praver is urtered 1_:--;_-!];;;-::
or during the libation, although Tomer does not specifv).!” The
Buda preserves an interchange pertaining to such situations:
“Those pouring libations would say, “Who (is) here? {instead
of, "Who s prezent?), then those present sawd euphenmcally,
"hMany men and pood.” They did this so that those aware i
some guilt could remove themselves fraom the libation. "™ 1o sum,
either silence ora prescribed answer could satisly the requirements
of cuphemia. The Suda's last senrence shows that, ideally, mental
and bodily as well as verbal purity were required.

In scenes set in a sunctuary the command to erpliemeln is aiven
belore sacrifice, praver, or hvmn, In a slapstick scene in the Birds
Peisetairos calls for euphemin (959 at the start of one of his
attempts o carey out a sacribice uninterrupted. In Callimachus’
Hywmn 2, set in a sanctuary, the narrator (‘master of ceremonies')
suys as the song beging (17), "You who hear, be silent at (cupha-
meite} the song for Apollo!l’ Perhaps the sharpest description i!-i.
from the end of Iphigencia in Anlis as the Greek army prepares to

2 ¥ ; — 10
sacrifice Iphigeneia (1563-76)

Berneniste (109 11617 stresses its positive meaning, ‘speak words of gons
pmen’. Likewise, Pulleyn (1997 184 points oot that euphemis relors o speech
cather than zsilence Ser s, ]

" InFen 11870 a slave wteecs Dlasphinia as the celebrants at the feast Tor Lo are
aboug e pour a libation, Ton takes it as an cmen and orders that fresh Bhbatione e
prepared. Had Ton ignered it {as the messenger’s atticnde suggests was possible in
peactice) the prayer thar presumabdy aconmpanied the libation would have been
hidenuslv contrvencd.

Ay, Peace 434 iz similar.

W s, tix téde. Cluote] Froen Pulleyn (L9597 177, ._

" he speech containing these lines is considercd a non-Euripidean adidition hy
Stoclert (19U2) L79R7; Diggle (1994) ad loc. marks ivas “viz Buripidei’. For my
prurpose the authorship is not eritical.
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Standinge i e T -

standing 10 the middle Talthybios, o whom this was o care, proclammed
cuphemia and silence to the army; and Kalchas the seer loid the shiep
sword miro the gold hasker with his hand, d rawimg i1 froem s shearh, ad

Brene the head of the girl, The son of Pelews, taking the baslket and the water

together, ran in g circle uround the altar of the paddess wd guid: “0) chald of

Zeus, Chwild-animal-killer, you wlws roll the Lirgzhit Lighit through che dark,
receive this sacrifice which we, the army of the Achaians and .-"u,-geu:wmmm
together, give vou as gift, the undefiled blood of 3 begutiful nuiden’s necls,
And grant thao the sailing of the ships be untroubled and thar we take the
torwveds of Proyv with the spear |

The aceount is meant to shock, of course; the careful procedures
and well-formed praver arising from holy silence are rendered
Blasphemous by the identity of the vierim, Bue chserving euphe-
i means suppressing any acknowledgement of the abominable
act {except obliquely in the adjective kalliparifienon, 'of a beautiful
maiden’], as though euphemie ritual could contain the barbarity,
Fuphemia characterized hymn-zinging also, In _-"'Lr'i:iifzuphlfl;|1'|1*s'
Fhesmophoviasnsae the priestess Crievlla cries (2953, ‘lot there be
euphemia’, before commanding the assembled women at the Thies -
mophaoria to pray. The chorus then singzs i brief ode. The queen in
Acschylus’ Perstans requests that the chorus sing hymns cuphe-
mically' (hyvmnous enphemeite, 6205 Mare lavs down a lawe thar
choruses must observe cuphemia (Lfoazes BOOe). Terms associated
wi!.h cuphemia like the adjective euphamor are also used to charae-
TEI-.I:E;'? an altar or sanctuary or typical speech and song in its vicin-
ity They indicate that euphemia was # permanent characteristic
of the intensely sacred space around the altar. Like physical
Boundary markers, the felt need ro guard one's speech served as
a frame marking the area within which one was in DrONimiry o
the god, ;
‘The other arena of public praver and sone in whick cupheni
operates is on the path of a procession, which muay be moving alang
a sacred way. Judging from depictions in drama, the Iem‘l:;.r af the
procvession, of a chorus itself, would call 1o the anlookers to euph-
mein belorve the chorus began its hymn o the aodl, T this case the
space would be marked off only momenta rily, by the procession
itself, which created a moving arca of heigheened efficacity in

3 - -
e Acsch, Sl 65915 c'rr,.'l.".'fi-h'ru sanear altars; Andvos, 1 144=3 5 s

| Aty 3 P e
shout in the ewplenios sanctunry; THO1071=2: et fiEnios abouts of choruses, noa list
ol honours that the gods have laar with the fall of "oy, :
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lainguapge and proxmity to the god. In Arvistophanes' Aobarmans,

I}i..l'i.i"lili'l}'i.lﬁﬁ:\- l:'i-l”ﬁ f'nr' li!l.lp]'li![i"l'i?l R ”‘El': .-itH'I"l HI- ]'I'i!-i '|-||'|::||:'L'.‘§".."5-i|.i'|'|

to celehrate the rural Dionysia (237, 241) and follows with o
- - 11 . . .

praver 1o [hoonysus (247=52).7" Trygaios in the Peace calls for

cuphemia (1316} before praying at the stare of his wedding
3T

PrOCess10n

Pindir’s pacans and the hymns found in inscriptions at Delph
and Epidauros may be our hest examples of actoal euphemic
hyinns sung n processions or sanctuaries.— Aleman’s two Perdihie-
reier, both of which refer to offerings being made to the gods, | iake
as cuphemic also. Fuphemic processions must have included the
Daphnephoria at Thebes, for instance, in which voung women
sang a daphwephovifon song 1o Apollo as they went in turn o two
of his temples.™ Likewise lsvllus’ ceremony: one Isyllus per-
stacled the tourth-centursy I{]}i-;.]altlr'i;LﬂH tor estallish a ;'.l]'u.'u_'.:_'b'kii-::-ll:
to the temples of Apollo and Azklepios in turn. He composed a
F':IE-J‘L"HTI I-I::lr H'Iﬂ_! Vet l_{T'Id I_I_ll-i.l'!l TI:IC !']'I'E'I:"'I:_"'I' tll'] t'li_:. I"r:l-!-ﬂ_'l'll_!l.l 'I."I..I"l‘l:l‘l Ehli.:
procession reached itz destination,” T'he pacan as a genre could be
wlentificd as euphemia, so the texts for these oceasions must count
o B i!ll'l"!']'li!fl"lil,_'. HFH_‘L‘:L:II_.JI“

Az thesze examples show, euphemia operated in or on the way
to sacred space. It reinforced the peographical separation feom
fhee (!1-'[‘1':.'(;!-I:-.-‘ and .-'\.'i;_{rl;-lul.,‘:l:,] iy :;.pn;_:i_'.iu| state, or I-l;"{:lrl"n'.:1 in which

zl 1l prvgwer s Todlowessd 1:-_'_.' mEtructione to the other |-:-_r|'i-:_'.i|‘:-:sr"|'.ﬁ then by o song
oo Phales. Both contain sesual jlill\.il'l.E. I camedy, -.‘:_l]}hl,_'l'm:: lasr= I':-I1.!1.-' for the bred
itnterval of the prayer, Similarly, in 7 Inhigeneda calls oot for euphoemis (1233 just
breforre her attendants, a chorus of Greek shvve seomen, encer singing o sharl asto
ehie invecarien to Artemis as they approach ber cemple.

Ll CF Seds 1719 euphemia myeoked before a seng welcoming the new king and
g birice, In Froge 35400, and Ear, Hoce, 68=-70 the chorous-leader and chorus,
resprectively, call for eupbeman and ask the unaniciated oo move away; both scenes
repiresenl |!||-:'u::q.':~'-“:-;i-:||'|_-: |_|f 1'1'|ili:llr:: il'.El:- r|'|:.-':~|-e'|". |-|_|||_::,-_ {::I.. alan I{!L'i'l'll\.'l'lll'{'-lll [|';§|."'|T":I
21=I on cuphena and the inttiation scene in 0 oids.

** For cult hvming, see Farbey (1903 23—k Maas (10337 on the hyons feund at
Epacauros; Fremer (1998, i'-'.ii['\-zwl (19492 on the AE SIS o heefoed (200880 an
Pindar's pacans.

A derpfeniplenrllom song b5 preserved; Pindlas
Srelde (1997 23<100 on this poem.

% An mseription (MG 4, 1 ed. min, 1929, no. 128) preserves the proposal,
inacractions, pacan, and peaver, "Uext and hibloegraphy in Kippel (E992) S80-3,
s,

i l:_:|' Tl |-'1-|:-:_3|; I"w 5::|i||:-r:x :'_.‘l.:'nl.'|.l'.'.:_'.'|.'|:".'.'.;'.l.l.' .F‘i‘.l’.l.l-{ll.l.'l' fin J_J':-h.'igl.:n-.:i:l'.-i prayer. ri'hia-' 15
probably just the shout J8 pajan, but the same characcer must extend to the
-e=x||:||:|.]-:'|| somg. s sdofys& s also g -e'|||'|':|-e'||'|'i-:' showty of, ez, A, 3056

fr, 94 Sh 0= parth, 1} See
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channels of communication were open fram community to divine,
and the pods were at their most attentive.”” Within the frame the
heightened language approached the selt-fulfilling, that is, the god
was extremely responzive to the precise waords usedl, so utterance
had to be carefully controlled. All spealkers should articulate anly
words that sugpested a well-disposed deity, a prous wm*mmrut-;-,
anel a favourable outcome.” Thus they gave the gad delight: the
combination of sacred space, cuphemm, and chars (C“delight’,
‘favowr”, ‘gratitude’) ereated the conditions lor drawing nearer 1o
the god i mucual jov, In Pindar, Puth. 10345, Apolla delights in
the Hyperborcans' festiviey and cuphemia, and in Callimuchus,
Hymn 2.1=7, Apollo is felt to he drawing near. Obvaously, ritual
characterized by cuphemia was a very comservative form, reprodu-
cing hegemonie discourse in the community. The anthropologist
Maurice Bloch, who has made a study of constrained languisge in
ritual, points out that rules abour allowable specch limiae the |:;|1'|Lr{'
of things one can say, so suppress challenges 1o the prevailing
:'d..rc;l-:]j.ﬂf}-‘."l" .

f‘fluw that the evidence tor typical locations and aims of euphemic
ritual has been marshalled, we can identily other significant chare
acteristics of such rituals. Because euphemia characterizes an ate-
tude as well as a sense of the potency ol language, it entails
constraints equivalent to the linguistic reserve in other dimensions
ol commumication: dress, movement, and sesture must he analo-

r = ”“'_l"-“*"“'i-”' Platomic Aleibiades 2.1 38b—c, where Socrates warns Aleibiades
Apnnst praving out of ipnerance for evils. Fear of drawing e attenricon of divine
pawers is r*.-:-n.E-.'ul alsn in Soph. O 125-33, where the chorug deseribes the grove of
the Eumenides and its way of passing by “withoo lowking, prajecting the vojue of a
:'.'l’il_':lll-'q'._'.'r.'n'.i!f |'|':|:I:|'Ii_| 'I.".'il.llll'll[ _-;l__.|_|1||_i__ '.-'r'i.l.'l'ﬁl.'.ll.ll |_|_.|||-,'z"_ I i v I

“‘:‘ dee Parker (19987 on shasds; Ruce (19829 5=14 on the Termasl expressions of
fl:ﬁ”'f iy chariy and plesse the god often found in hymns: Pullevn ¢1997)
| 3—13, 37 on irs importance in prayer, Mor euphemia as pleasing to the god S also
ps.-Plata, dicibiedes 2, T48d=149%, where in responze 1oan Athenian complaint the
aracle of Leas Anmon declares that he preters the cuphemia of the Spartans to all
the Achenian sperifices and offerings deral .

* Bloch {1974 el (1997) 70 has a "-.II.'E]IIIZIE'II"n.' al his argument, He stress

_ [ [ [ HE AR h s argument, He streszes
|:-;|::-'||':=.n.|| an synrax {rather than content) leading to maximuam performative force
arsd manimun information, The crnstemint cansed [y cuphemin aperates an both
content and syntax, hue s effects nre sinilar . .
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. v i R [
gously intensihied and well omened as well,” These are the visable

analopues of the bodilvy/mental puriey alluded o by the Soda
[quoted above], The god should see nothing, as well ag hear noth-
ing, that does not contribute to his or her pleasure, honour, and
inclination to respond faveurablv.*? As far as we can tell from vase
pamnting and other evidence, the chorus tvpically moved in a cirele
around an altar or else toward a focal point, as would a procession
" Their

maoving along a sacred wav toward 2 sanctuary or altar.”
tocus was the location of the divine presence, and they mowved
erther toward or arcund 1t 10 a geometrically graspable, svmbaolic-
ally simple way, The dance ensured rhvechmic, harmonized move-
ment, even if it was sometiimes little imore than o walking step. Yase
paintings  show chorus members holding hands or careving
branches (o both), and we hear that the chorus at the Daphne-
phoria carried suppliant branches of laurel.™ These contributed to
the audience’s visual experience of rhvthmic regularity.

We know how ]‘.11'1_:t|irl:-|1r|t: the rh}'lluﬂ of movement was, for pre-
Hellemistic eult poetry has o monostrophic or triadic metrieal
structure,” The Hymn to the Kouros has four-line strophes punc-
tuated b a six-line refrain.™ Aleman’s first Partheneion has o
F(!]’?li!i-ll'iﬂj_[ :-:!rnr.-}lc: whose mternal pattern could be z-m.ﬂ]}r:-cr_td a4
A Primitivy erind, ™" In Pindar's pacans the triad form predomin-
ates, All these torms are rhythmically predictable and draw the
audienee to respond with kinoesthetic pleasure, Lasteners can pick
Ly the cadence and :»u‘u!iri;‘]:—l te the T’:-c:iﬂl:—: of closure and new beein-
ming, Dance translated the rhyvthm into visual and kinetie terms,

M Mremer (19817 202=3 cices a 2nd-cent. CE inseription from Stratanicea thar
sprecifies singvg of g daly Toermn T oo Tocal poet Tor Zeas Panamaros sl Flecate by o
bovva”™ cherus amd lavs down their staces, appearance, and movement, The concern
Far these dlerails, thoagh chiz inseripoion iz Lee, seens o bave been cepical of cualiie
wirzhap, U Isvllus” ceremany {ohave, n, 20],

U Lurley (19951 32-0 stresses che ' pleasing spectacle’ that bumsns should offer
the mod and adduces the dezcriprion of the fesoval included i Delphee Hyme ©,
conrgposed Foe the Pyelais inothe 200 cent, B0E, and comimeniz n Menancer [ heatoe.

= Bremer (109813 197

Fa H::h:u']llql' I:|"-'5~'C|:| |, 83 for LATEY I '|||':'|:|-:_'|||'!_; ar the |:':-|'||||r'|-.'_'|||'||:-ri.|.

M Tar the metre of extant pacans sce Kappel (19923 75=-82, with chart on 764,
Some are listed ws astroplos; these ace maimly compeosed of g sinele Toet, jonics or
crecics, e liees of irregelar lepgthe Aviphren’s pacan (Bippel oo, 34) 15 asteaphic
Ivric, nucic s only cen lines Inng and represenes a single stanza.

= See West (1905 ey thas hivmm,

% Alcran | L= = 30, Far the meree see Page (19707 235,
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synacsthetically reinforcing the metrical pattern and aicding obser-
vers to feel it with their bodies.

Evidence exists in some cuses to show how members of g ritual
chorus dressed,; tvpically, uniform finery is required, White cloals,

wreaths, and long hair let down are specified for the singers of
[syllus' pacan to Apollo and Asklepios, mentioned above. ™ (€ Crirls
dancing for Artemis at Brauron wore saffron robes, FFemale
choruses in two texts refer to their clothes, which supgests that
they had ritual significance.™ Gald ornaments might be culled for,

like the golden cicadas that the men of “:-ﬂ]]lih wore i their hair
when processing to the temple of Hera ™ Such rich dress, as we
as other evidence, also suggests thar dancers were typically drawn
trom the LL‘|=]fr1L|'-.- well-olf part of the community, the noble or
notable, The conservatism thac Bloch underlines was at work in
social hicrarchy as well as speech. Formal Beauty, regularity and
uniformity, and reproduction of the established social fand cosmie)
structure appear to characterize full community enphemic ritual as
analogues of euphemic specch. One can see an analogy with the
sucrificial procession as well: just as the snimal should be unblem-
ished and go willingly, so human performers should ook well and
e predictably,

How do tragic choruses compare! T'ragic choruses do not move
or look like the choruses T have been describing, The tragic chorus,
unigquely, dances in oa pattern of strophic pairs. Strophe and
antistrophe respend metrically, but the chorus then shifts o £
new metrical pattern, forcing the dance to shift with it. The audi-
cnce, of course, could not et nto the rhythm because the changes
of pace would throw off expectations, T’ ragredy makes Frequent use
of a4 metre, the dochmiac, that is never used as the metre of el
song. ™ A protean foot, the dochimine has thirty-two passible

YO no 26 ahove. Far presc riptions for clathing in cull (noe specilically the
chorus] see 1|.:'l. achrer (1910} 1524, White clothing was often stiptalated {16-173 arad
L .II%'I"EI cirnes faie hanging Inose (22).
A s, 64445,
Aleman | L {3 ".'} Bt Pindar fr. 94h SN (= parih 11 6.
Athenaios 12,528e~f. The men wore n oy Toles glso.
Bee Hielde l:-1 ']':-'.'_.- ?._'l—_'l for ey icdenee Tor 14 social alatize nf el perforimers
Borame {19330 115; of. 230; the single triad bacomes g eommon form in rraged-
il.'h I'|n||. 415 an. i
i 2vept i one Hellenastic eomposition: see West ClUR 2l 105, Iar the doch-
miac in tragedy see Dale (1905 =14, cupr 1180 an ity e et

Tl
15i

2
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forms, of which twentv-four are actually used.* I FANECS
cmotionally from the driving heat of the basic form (v—=v=) to
the agitatum of a completely resolved lorm fvvvvuvuvw The
dochmiac r‘muhl stand as the paradigm of tragedy’s deviation from
cult L—:m]g- T Rhythmically, tragedy is adapted o emphasize the
very  gualities that cuphemic ritual suppresses: unpredictable
movement and disorienting emation,

The tragic chorug™s dancing seems also to have been different in
style fromy that of the ritual chorus. Instead of carrying sipnificant
ems like brunches or baskers, the chorus, we are tald by late
sourees, used hand-gestures and "hgures” or ‘poses’| sefifmata, to
reinforee its song.™ Many students of Greek tragedy do not be-
hieve that this s true for the fifth centurey, but David Wiles rakes it
seriously.” T'o the extent that the chorus used mimetic gesture, it
again clevated the variable over the single significant pestore
directed toward the god, The audience had o work to decode
what the chorus was presenting rather than knowing a prior
what meanings the song embaodied. Again, there iz dispute over
whether the fifth-century chorus typically moved in a block of five
by three choreuts, like a military company, as Pollux claims, ™ 1f if
did, as T believe, it maximized its mobility, for 1t could change
direction quickly to cither side or back, unlike the processional file
or eirele of the liturgical chorus.™ What this represents, in add-
LLior Lo ]]'l[rl}ﬂit}-', = an orentation toward the human aundience, not
divinity, tor the chorus could sing in turn o the front and two

" Bee staristics in Concmis (1964} 23, A number of these are cpunite rire,

Mo Sechle in progress considers che shalt From dochoines to cult-hvymn styvle in the
praracdns of Acsch, Seqen,

" oAth, 1,210-220 on Aeschylus creating dance movements: Plut, Cherest, lopss,
WA (= Maralie T47a=748d), Pollux 4,99 on sefefata. Caapo and Slater {1954 304
gives tranglution of Ath. and Pellux; 3056, nos. 31922, gives other references oo
mamenic danee figures, pechaps from sacve-play and onmedy.

7 3Wiles C199T) BE-, 92, 96—113, who warks out gestural patcerns fitting che
theme of both strophe amd antistrophe of several cragic ades.

il Pollus e, A4 T see Caapo and Slater (19935) 394 Tor translation, 3%3 for
assessment of Pollux as g source: Pickard-Cambeidpe (19880 239—4 | for dizscussion,
24057 for overview of dance in drearma, Wiles (1997) 89-906 s sceptical but con-
cludes e preeposinge (96), ‘o gradoal change of emphasis towards frontal presenta-
rioin’, that s, rectangolar formation, OF Wiles (20007 134, Thar the mumber of
choreuts was ratsed |‘.|".- three awegrpresis thal rectanpolar formation was :|||'|,-:||;|_'_.' i1 L5,

Hailes CAMIDY 1345 remarks chat mosvement teacher [acgues Lesog Found msre
Mexiladity in the recoangle than o che cirele, confirmation of the ddes thar tragedy

cmphazized variegated movement,
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sides. These qualities, its unpredictable, rapidly shifting rhvthm,
maod, and direction, allow the tragic chorus 1o act and react, but
they force the audience to enpgage with it, lanaesthetically and
cmotionally, in a very different wav from the reactions solicited
by cuphemic choreda, ™

Distinerive to the tragic chorus is the fact that the choreuts were
masked. Rather than with notahle or noble members of the com-
munity the cherus confronted the awdience with EFeneric, inter-
changeable faces, As masked tigures individual chorus members
were hidden from the audience, a fundamental alteration in the
relationship of performers to spectators.”' T'he interplay of indi-
vidual identity and corporate unity that obtained in euphemic
ritual choreia was blocked, together with the authority projected
|:|j-.' !]i_E]'I—ﬁI.'.i-J!IIH speakers lending therr i-:il’.‘l'll.'il}- to the utrterance,
Individuals in the audience for rragedy might know who one aof
the dancers really was, but there was no way for the audience as «
whole o adentify these disguised figures as worthy representarives
frivn them to the sods. Only thei virtuosity in dance and song
could define their appropriateness to stand hefore the audience, not
their status or character. Demosthenes (21 Meidias 58 -7 rells the
story of a man who was convicted of failure to serve in the army and
hence not eligible to dance in the tragic chorus, He was engaged by
un ambitious chorus master anvway, since he was a pood chorus-
feader, and was not stopped trom dancing. Presumably the audi-
ence did not know whom it was warching, or did not care,

In addirion, a remarkable number of choruses in extant tragedy
played characrers ke slaves or foreigners who could net huve
performed civie ritual. Their costuming would interpose a further
visuil abstacle to seeing the chorus as ritual; the problem is not just
that it would be far from the rich and festive aurb meant to attract
the god but that it would communicate a visual messape of social

- iy

inversion that would make the ritual look irremediably wrong, ™

LTI
_ Uhe tragie cherus was accornpaniced ay papes Caeded), which were soce emo-
twrnal than lyre-music. On evidence For use of the pircs and Athenian atiitgdes
toweirdd themn see Wilson (%9000,
5l - Y . b g :
y Chnmnasks see Calame (1986) Halliwel] (E093); Schlesier (1993); Caapn {15907
—R- Mlapah: Q) Fofa rieaaydE o At il i . ;
: B Melaesball (1999 for a pragmatic actors’ view. Halliwel] prrrirats et 197 =4,
202) the lack of direct connection between masks in tregedy and relioiogs pee

Iz

25

Ved iy i A . \ ! ;
Aee Lol (1990) on this phenomenon and the perspective that such choruses
can bring to che tragic action; they deaw oo myveh and cammunity memaory, Sec
Pickard-Cambridge (19881 1800 pessior and 2085 o charal COAL e,

Choral Preayver in Greel Tragedy

A chorus might be visually deviant from a ritaal chorus even ifats
members' fictional identity did not reguire costumes that inhibited
the starns-conscious audience from visualiang them as legitimate
religions representatives, The chorus of Agamemnon, for INstance,
15 feeble (72820 and must have reflected old age in some fashion in
the opening march and dance. Beauty of movement there might
have been in the sense of effective mimesis, but the god preferred
the beaury of the voung and the 1.'i;=_{c]t'£:lL13.:d

And finally, the theatre was not euphemic :;.;_‘nu-;:i_'.'""' Though an
altar stood in the plaving area, it did not define the plaving area as
constrained in ﬁprr_-w.-h,ﬂ Plato is our best witness, Speaking of what

must be tragic choruses, he complamns in the eares (B00d) that 'not
ane hut a throng of choruses come and, posinoming themselves not
far from the altars, in fact sometimes beside them, pour every sort
of blasphemy down on the holy offerings, with words and rhythms
and the most lament-like runes straining the souls of the audience;
and whichever chorus most effectively causes the sacrificing city ta
hurst into tears on the spot carries off the prize,'™ He uses the

word Mlasplizmia, the strongest possible contrast Lo cuphemia. It s
after this passage that Plato announces his law {mentioned above)
that all choruses showld observe cuphenia, Plato iz offended, but it
i clear that the audience at large felt no anxiety about vicdation of
the altar. We may conclude that, even though lament was normally
polluting to altars, the altar in the theatre was treated as exemipt.
The reason may be that altar and choris were framed by a fictional
setting, including, by 458 ROE, the painted backdrop of the shene.
17 the altar in g sanctuary was a place of divine presence, the theatre
was a duplicitous place where presence was 1llusionary and shilting

10 Plato Raws 2.665d0— on the embarmassment of old men ar the thought of
dancing in pul:hic,

BOoF Sammersoein (19971, Wilaon (19970) 97=1Hon the important (et that one
hid tre pay o attend, That iniesell peshaps renders dobicus the wdea that drars
could he equated with ritual for the jofs,

o the altar sec Wiles {19977 70-3, whoe remarks (72} that if a rough rock
pictured in the Pronomos Yase is the tovmel? (low altar], 10 was not sacrosanct, for
somenne has his oot up en ot

S Phese must be teagie chorses hecauge there is ne other siteation in which a
chorus might win a prize lor causing emotienal upser, Plato says that this bappens n
‘wlmost all’ ciries, and by the tine of the Lawes tragedy had become popular all over
the Greek world: see "Uapdin (1999, %Wiles (1997} 187-8 descriles theatre space ax
sacred: py point is that it was not cuphenmic,
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rather than tixed.” Lake the mask, the stage setting bespoke

ambiguity about who or whar was really present. Theatre space
therefore defined the alear as ““ﬁ.:tll?l"i”h" m nu:uninﬁ{.

For an Athentan audience the differential markers of euphemic
ritual must have been evidently absent from tragedy. Visually, the
chorus would not have met the audience’s experience of choral
ritual approach to the gods in its euphemic form, ™ The conclusion
seermns mevituble that there would have been no real blurring of the
boundaries between ‘l']';l;i_{l:_'ll:'.' and L:lJ|'!-}'|-::r'r‘|iL'. ritual, the mode of civie
choral prayver to the gods.

L'y

But that1s not the end of the marter, for choruses in tragedy do sing
hymnz containing E‘.-1'.'1:,'|;:L't:.E'rJ It 15 important to know whether a
eiven hymn follows the rules for cuphemia even if the chorus 1s not
visually framed as a ritual chorus. We therefore need o separate
inquiry into euphemic speech in praver,” 'This is more difficult
than investigating appearance and movement, for it requires iden-
tilving a negative: the sort of speech that was not acceprable as
cuphemic speech. But some evidence exists, T have already
remarked on the antithesis between lament and worship of the
gods."! The passage from Plato’s Lasss quoted above shows that
lament was ill-omened in the sacred space around an altar, Iphi-
genewn in Buripides’ Iphigeneia in Awlis agrees. At 1466=7, 0 scene

0N seenc-paincing see Wiles (19971 161=2 on ceanslormation of space, 1T02=0
e e encyelems and the skene door as the entrance to Hades, 1|14=22 on redefin-
itiong of the plaving are.

25 Segal (19095 ERO Dses some of these same dilTeremess '-:|||,'|,"'_'|-.'I|:.' andd dls:
Tecwuze ol this distance From an actual ritual, the dramatist can uze mioual Torms
with grester freedom and even reflect on the relation between ritual ard drama,’ But
ol i"’-l:-',_ril.;' CIURE 205, guated alwees, 0, Y,

I Praver and hvmn o he eods are different Tan averlapping categories of

utterance. A Trvimn i the gods may inclode a specific request or simply @ reguest
te "ceme’ or look” or the like, or it may contain praise of the god bhut no requeest.
Fequestis implicit incthe very pecfarmance of o cule hyimn, however, Tor as a el e
thie god 1t maintaing the exchunge of ohaed, Ohn prraver see Avhrice-2ovn 'f_|':.-".;'j_].
1’“”\“3"‘- IR Depew (19977, Oln biymns see nn, 24 and 32 above.
" Hrana (1933) 12837 discusses “riteal’ style in Acschylus, meaning relrains,
rhyme and alliteration, doubling of waords, and the like, ‘Biteal' here relers 1o
istensilied, compelling vse of langusge: lament, praver, magic, et For other
aliler biblicgraphy see Ciarvie (1969 93 0, 2

“'Cfonn 10 and 11.
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that precedes the one quored above, she tells her weeping mother
that she does not allow tears and commands the chorus to sing a
paean to Artemis with cophemia while the army of the Danaids
observes cuphemic silence."” A short while later in her song o
Arternis she savs (T487-91 "0 wugust august mather, Twnall not give
VOILL 1LY TCATs; i1 18 not FiTl’iI'ljj at the ]1::[}' rilq:';-'..ﬂ"!

A dvsphemic topic can be deduced from three passages in which
SOMTICONE 1 COnversation with another f_[iu-'{r:—t the command to ob-
serve cuphermia, The first 15 from Heradotus (3.38), whao describes
the reaction of a group ol Londian Calbiatae to Dacias” question as to
what would make them willing to burn thewr dead: "crving out
loudly, they commanded him to obzerve cuphemia’. The feeling
iz analooous to what the Greeliss would feel at cating their dead,
which points to disgust and pollution as the dvsphEmio to be
exorcized." Tn Asamenson (1246) Cassandra tells the chorus, in
rezponse ta their professed incomprehension: *1 say that you will
behold the doom of Agamemnon.” “Make vour tongue euplidmos in
quictness, wretched onel” they exclaim, Ajax, in Sophocles’ play,
asks the chorus of sympathetic sailors to kill him (361). Their
response 18t ‘Speak euphemic things!! In all these passages the
exclamation 18 provoked by menton of death with concomitant
pollution or violence.™ Reference to death and its pollution or
viedenee would a fortiort be dysphemic in the solemn space of
opened communication with the gods,

If one looks for what 15 being avoided in ritual texes, one finds
that a text may express fear or inadeguacy, but in unreal terms, and
that the singers quickly cancel the admission. In Alerman’s first

"I inhigencia is imagining the site of her sacrifice, Tor she s nal vet there. Inthas
interprecation T follow Stockere (1992 ad oo, Daggle (T9494] add [ mearks this scene
as “fortazse Euripidei’, which is hiz moest positive category, T'he line guoted in the
frllowine sentence s (he pext step down in hikelibood of Euripidean suthorsbop.,

Stockert (19 add loe mentions BEur, Suppd, 2801 as a paralle] and FT R60
Ceronning at the altar of Aremis Laaropohs, place af luimsn sacrifice] g8 6 counter-
example.

“ O ilenmened words as pallisting see Parleer (1983} 219,

SR CE Sophocles Trach. 178, where the chorus comimands euphemraa alter Dea-
neira expresses ber fear thar Herakles” death may be at hand. In Plato the command
ton cohseryve suphermia can algo be more jacular, Bt the desire oo dellect mention of
pollution or viclence is still detectable. In eg. Syvmposiem 114G, Socraces tells
Alcibindes to ohserve euphemia after Alcibiades claima that Socrates is violently
jealous. In Repuddic 1.32%, the old [{ephalos recalls a story about Sophoeles: when
smmiacie aszked Rimoan old e wherher he could seill have intercourse with women,

' 1 [ 1
the poet said, 'Speak euphemically!
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P.r.l_r.'."r:mrma.' the chorus of young women says, turning 1o the eods
(B3-8], ‘1 would speak, but I mvsclf, a parthemnoes, screech in vain
from the roofbeam, an owl: ver I long especially to please Aotis.)’
(Aotis is a davwn poddess.) The chorus idenrifies s sinping as
screcching hle an owl, a sound that is not only ngly but ill-smened.
Their self-description is a form of women's de-authorizing their
ewn volces in ritual, lest they appear to take on ritual pm-.-ur_i;* The
Yeung winmern are of course not screeching, o na ill-omened sond
e|.n'.'ru:LII*jf' oceurs, but the very mention of the owl could he NEINET
cious. l.iuu-:'vﬂ.t'. they follow their vialation of cuphemia with an
immediate corrective, “vet 1 long especially to please Aotis’, which
substitutes their proper desire for proper execution and so pre-
serves the ritual’s pleasineness to the coddess,

Pmdar’s Paean Y 55 an mteresting example that can serve 1o
tHusteate relipious poetry in response to g fearful situation, 1 was
compaosed after an celipse, prabably that of 463, As we learn from
the premm itscll, itowas sung at the temiple of Ismenian Apollo ai
Thebes."™ It berins by posing a fearful question to the sun, By the
end of the antistrophe the questions have risen to 1 h}.-pw.hn]jn
crescendo: O will you flood the land and set Up a4 new race of
men altogether? But with the epode a corrective bepins to set in:
‘| lament nothing that 1 will suffer together with all.” The rest of
the epode s lost, but presumably it continued by asking that
Fhcbes not be singled out for suffering. There is a |’:['u-:_::.-4!-: of
focusing at work, In the second strophe the chorus members
shilt focus from their anxiety to the performance itself as a SONE
of delight for the god (34—43);

I was ordained in response o certain unearthly [sipn?] to join wecther
near the ambrosial couch of Melia o nohle Cry -h}l-' r!::Il'.I-lllﬂ q;li' ;|-Irll:::; I::::i_
by the skill of my intellect, a delight ta vl | pray, Tar-darter, dedicatine
te the Muses' arts the oracular place | | i which the daughrer
ui_' Olkeanos, Melia, bore Teneros ol broad strenpth | ouestanding T:rﬂlg':-]‘.el
of righteous things | I mungling {in love) in vour bed, Pythian
ST

Ihe point of mentioning Melia’s couch is to remind Apollo of his
: n e .
e s | e .
:]l”qkfll: hEs tno L nebies through 'the beloved nymph and the local
L1 TR W s & . ! . - h =
L e 'l-"l.]]l'_:' Wil ]'II'I-I]'I o the LTIy, E'-1||.:'111JI]]J?1, it SCEIMS,

T i
" Stehle (1997) Bs-7.
n'y ; 1 - 5
see Wutherfoed {2001 a) on this peean, with babliopraphy,
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does not stop the chorus from expressing fear in abstract or un-
reahistic language, but requires that the singers overcome it This
poem acts out ats own efficacy as a response to the portent; fear
lollowed by mobilizing local resources in local appeal ta .L"'Li'_u's]]{:._“c

Aleman and Pindar were sophisticated poets who could create
complex positioning of the audience. Other extant hvmns do not
refer to the trouble they are designed to counteract, The context of
Lsvllus’s hvmn as response to disturbances {(probably political), for
eximnple, 15 hinted at in the record of the act estabhishing the ritual,
but not in the [‘m-f'nn.r'c: Typical, probuably, of the basic euphemic

hyvmm s the Ervthraean Paean, 1t waz recorded on stone in the Tirst
half of the fourth century but could go back to the fifth century.
Three copies are konown from different cities in the imperial
period, so it was deemed efficacious Tor centuries. " T'o our EVEeSs

it appears wtterly dull;

Sing of famoosly skilled Paian, | voung men, the farcdarting son of Leto,
i Paian | whe begat o great jov to humans, | mingling in love with Koronis
in Plegveian land, | ie Paion, Asllepios, | most famous divinity, i@ Paian, ||

From him was born Machaon | and Padaleirios and [azo [Healing], i@
Panan, | and bright-taced Angla [Radiance] and Panakeia [All-curing], | the
children of Eptona [Soothing], (along) with glorious boght Tegicia
[Health]. | 1& Paian, Asklepios, | mest famous divinity, 18 Datan, ||

Rezpond to me with joy and visic propitiously | my wide-waved city, (8
Paraa, | and grant that we ovously see the light | of the sun as excellent,
with glorious bright Hypieia. | I8 Patan, Asklepos, | most famous divinity,

i Paian.

Its effectiveness must have lain in the list of names of good omen in
the second stanza, along with the repeated shouts of ¢ padan,
perhaps alson the satisfving repetition of the phrase "with glorious
bright Hygiew' in the second and third stanzas.

The praver that a euphemie chorus utters often has a tvpical
rhetorical structure that guides its address to ensure that it is well-
omened and pleasing.” The speakers call on the god by name,

A . ™ ' -y -

Chon ths elTect see Stehde (19970 4051,

'k " 2 oy TR . 3 ' v |

TORG AL 1T e 1B pext il Babiliceraphy i Wappel (19520 no. 40, 380=1. Btchle
(19977 1327 dizeusses the backpround and the pohitics of the poem,

L) A el : R ni . '

Pexts anud babhography i Iippel {1992) no. 37, 372=1, dizcuzsion 1T30=2000.
Schrdder (19 6474 emphasizes iz cule charscter, Ax (T9EEY 4300 uses 06 as
evidence of dactvlic meter in cule poctry; only the 18 Paian, Asklepics” of the seeond
i3 Iase lame al -.':-|-;_'|| slomien i e b,

1 the rhetarical ennventions of prayer see Morden (19561 143=74.
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often adding local cult titles or adducing a locally relevant mveh,
They may include reflerence to g previous tranzaction between god
and community, reminding the pod cither of humans’ ifes to himn
o her (the so-called “da quia dedimus’ torm) or of the god’s
previous gifts to the petitioners (*da quia dedisti'), The reques!
usually follows, producing a threc-part structure of invocation,
argument, and pention, to use Jan Bromer's terms. 2 The ArpL-
ment 15 the most variable part, for instead of reterring tooa previons
transaction it can identify the reason for the FEQUEST, @ Peason to
which the god is presumed to be sympathetic. In the Fevthraean
Paeun 1t is implicit in the 'great Jo¥' of line 3. The Alcman and
Pindur poems have complex structures hut contuin these three
FHI'I'['EC\._

With this pencral impression of cuphemic speech as a guide, it is
possible to test particular choral prayers in tragedy 1o see whether
they observe euphemia, Every praverful hymn must be talen
separately, of course. The first stasimon of Puripides' four will
Rerve as an example. The fon involves Kreousa, onlv surviving
daughter of Erechtheus, son of Lrichthonins, the earth-born
king of Athens. Kreousa is therefore the sole hope for Athens
to continue its autochthonous line, She iz married to a non-
Atheman, Xouthos, but the murriage has heer childless, Kreouss
and Xouthos come to Delphi, where the play is set, in arder to ask
Apallo whether they will have children. Kreousa has in fact aiven
birth to a child, after being raped by Apollo ina cave on the slope of
the Acropolis. She hid her pregnancy and cxposed the baby in the
cave, The baby did nor perish, for Apolla had i brought to Delphi
and raized, where it is now a voung man, lon, who serves in the
SANCTUArY,

The chorus consists of sluive women who serve Kreousp, After
they arve alreudy in the orchestra, Kreousa enters and during 3
sympathetic interchange with Ton explains that a “friend of hiers!
was raped by Apollo and exposed her baby, Xouthos comes on
briefly, on his way to consult the oracle, Lle asks his wife to prav
while he is inside ssking Apollo for children; then ull the actors
" See Bremer LE9BE) 198, whe adepis the term argument 1o m place Anslell's
pars epuc’ for the pare of & praver that expanids the reason Tor addressing the

Particubar gad, Depew (1997 231 ponts out chat the triparcice strocture is more
cornmonly found in pravesul hvmns than in simpler kinds afl pravers (sucl as chose

preservied inoinscriplions),
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depart the stage, "I'he chorus is left wo perform for the audience the
praver that s the onstape analooue for Kreousa's praver, The
praver is technically what Daniéle Aubriot-Sévin calls  “Free
praver, spontaneous [H'.T.!-i.l!]'ﬂ:'d prn}-‘&f,“’ The strophe ealls on
Athena and Arternis (452-8, 465-715"4

of Tew whilver Aoy

1 - 1. =
cpfiastloer, Sucr
ARdvy, LIETOMS,
Hpopndsl Tuerde hoyeu—

UELTaY KT R poTiTies
wopudog Auog, w | pdkepo 7 Nlker,
pide ey olkoe .

U el NS G AeeToysrns,

dnn Hecel oo wopideo,
rooriyr T Togpew Boloui,
Lictoixrate &, m KO,

0 Toehod e Epeybiog

yEVOG BUTERVING Yporion ke Bopolc
LLER LT ETLCETL KVRTERL,

You who are without birch from lochial pains, my Athenn, [ sepplicate
vou, horn with the help of the Tian Prometheos from the top of the head
of Zeus, O blessed Victory, come to the Pythion home | vou and the child
of Leto, two goddesses, two VIFEIN young women, reverend sisters of
Phoebus, And supplicate, 3 girls, that the ancient race of Erechtheus
win pood bivthing at last through pure oracles.

Mote how saturated the lines are with female’ and cult language
remiscent of Acropolis cult.

The antistrophe (472-91) 1= completely taken up with praise of
legitimate children, speaking from the male point of view: male
children will inheric family property, provide joy and strength, and
light to protect the fatherland. [t is connected to the strophe by gar
(for') and can be taken as a delaved ‘argument’ part of the praver,
that 1s, an explanation of the reason for the request.”” Instead of
basing the arsument on pror exchanpge of favours between v

U Aubriot-Siévin (1992} 41-3, U1 cite Trgrale (19517,

" O the theme of the antistrephe and the ‘insistent presence of the ferminine
sign’ in the ode, see Loraus (1993) 211-12. For an ‘argument” that consists of
explaening why the requested favour g good to have, of. the pacan of Ariphron to
Hugieia (Athen, 15 701=T02h), dizoussed |‘:-:-.- Bremmer (1981 200<11.
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ind conununity the chorus speaks of the political benelits of Tegit-
nnate birth, with which the Atheniang would expect Athena to
sympathize, “I'his part of the prayer, with its first-person pronouns
of personal engagement, comes strangely from the mouths of slave
wonmen, who have no houscholds ar legitimare offspring. The
chorus seems almost to step out of characrer,

The epode is very similar in pattern to the strophe and antistro-
phe for 1ts first five lines.”" Depending on how the dance expressed
the metre, the audience may have been reminded of 4 mono-
strophic cult song, Now the chorus evakes Acropolis ritual. the
Erechtheum cults and the Arrhephoro (492-302);

w lowhs Beesjweeres kel

TOPRUALL cuTee TETpe

puymdcre Moopods,

Tt yopots areiBonn, moboly

Bk B KOGpeL Lol

CTCLOLE ¥AOSpG T ek heidio:

PR (TR

VT eelithavig Looyfis

flert 67 deaiiow

irwplioeg, o law,

TOLTL roig Ev GuTpols,
C} recesses of Pan and rocks neirhbours to pipinge 2 the caves of the Toong
Rocks, where in the dance the triple daughters of Arlsuros treacd with th eir
teet the green stretehes before the temple of Athena to the Aashing crv of
songrs (1) r:l_'_!ln_- panpipes when, €3 Pan, yon pipe in your caves that are
sunless, .. .7
B0 far, the text of this praver contains the conceptual elements of
community cuphemic ritual, distributed over the three stanzas:
honorific clauses and epithets for the wdgd ressces, affirmation of
the ideology of community structure, and attachment of it to local
(Athenian) cult and ricual. [t is sung by slaves who could not
represent Athens, but the song itself 1s full of appenl to an Athenian
audience.
_F'_ [ folliw Chwen {19359 | 57=5 A free Jine 490 the merre desianes.

_” There are two problems with the rext. What 5e given as 'sunless” is an eimnend-
atien, accepted by Digele 1981 and Owen 1919 40 loc, with discusgion. The mss
_h:n'e' '-'»'h_ar_n'ﬂ';ti'il b incevpreted as 'on litde pipes’s Hymndn is suspect as well
RICALLEE 1L 18 very awRward to canstrae and Pan s playing the pipes, not singins
Driggle nlelizes it ''he musicy) tevmns, i coreect, would further conpeet the ;-.-,:,.
choruses,

Charval Prayer in Greel Tragedy

But et us exumine the end of the epode (503-9:

Tvee TR TLG

wuplives pekin Ppidgos

tPoifor mrovols fEopurey

Botieer Qrprl TE dustvio

BILTO, TR ek pLooe T pue,

oV ST KEpKimLY obTe Adyor ddoe

Lo Fmryice paETEYELY dedfer TEkmx DraToic,
where a pitiful parthens, bearing an infant 1o Apolle, cast 1t out as a Teast
tor the birds and Bloody banguet for beasts, the outrage of her biteer
matingr. Wever at my weaving nor ever from nareatives did T hear the
repart that children (Born) from the gpods to mortals have a share in i

Frrtune,

The abrupt shift from celebratory language must have caught the
audience completely by surprise: suddenly the chorus is deseribing
the bloody consequences of the rape, culminating in the powerful
phrase “outrage of a bitter mating”. The Acropolis is polluted in
imagination by the image of the frightful, tombless death of an
infant, 'This must be dysphemic in a praver for good birth.”™
Pollution and violence conmected with death provaked, as we
saw, commands to observe cuphemia even in ordinary conversa-
tion, In Paear 9 the chorus invokes Apollo’s local sexual tie to
Thebwes, but, in this case, localizing Apollo sexually at Athens
provokes an outburst of bitterness that destrovs the praver.” In
the chorus™s following words a negatived cuphemia can almost be
heard: [ou] plratin aion ewtiechios.

Myth also tells the singers that children born to mortals from the
gods do not have any share in good luck, Ostensibly the observa-
tion refers only to the baby exposed in the cave, But the term
theathen is so general that it can mean ‘given by the gods’ as well
as ‘fathered by the gods’. A child given by Apollo to Kreousa is

T Wikalson {1989 8B4-5 comments on prayvers ol the chorus ac 714=20 pndd
TOAR=R0 el '||'||.'"':|' are unanswersd, althoueh cheir mmrene is realized, Ml orcover, the
Fivst 15 add ressed ro Parpassus and the second to Einedia (= 1 lekate), the dark zide of
Persephone, which make them uncanonical prayers.

" Henricha (19940 discusses perverted chavea in Euripides feom a very dilfer-
ent perspective; the chorus may establish an dronie distinee between is own
collective character and the action of the play” (543 through choral projection,
Heraclkers iz his |:|:||':Il.5.'i].{1'|l l"?:-l:lr'l'l'|'||4":_ the hero becomes o omaddened "daneer” sl
remders the charus’ dance, thematized earlicr, ambiguous,
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exactly what the chorus has been prayving for, so for a finale they
reject the desirability of the thing for which they were asking. On
every level, the praver is evacuated of Its power as an efficacioys
speech-act. Bevond violation of ritual, we find a self-rellexive
motnent destined to undo ritual,™ The final lines of the prayer

therefore capture the central prablem of the playv: the vielation of

Athenian autochthony and the sacred space of the Acropolis b
rape, the futility of praver until the wound is healed by symbolic
reenactment of lon’s birth.® New birth is notl possible unil the
integrity of the Acropolis is restored ™

Another example will confirm that the treatment of praverin fon
15 not unique. The parodos of Sophocles’ Oedipus Tvrannns 15
often cited as an cxample of praver in tragedy.™ It js performed
bv a chorus consisting of adult citdzen men, [riends of the king,
The singers enter in good order to a predominantly dacrelic
rhythn, found in cult poctry also.™ Theip SONg 15 a pacan, with
rhetoric very reminiscent of the openig of Pindar's Paean 9% In
the strophe (151-8) they apostrophize ‘the sweet-spoken word of
Zeus’ {the oracle from Dyclphi} with anxicty ahout whar it brings,
Punctuating mid-stanza with the ricual paean cry, i#e Dalie Paian.
The antistrophe (1 59-66) invokes Athena, Artemis, and Apollo, all
with honorific epithers: ™

Hiy i ¥ . i -
In adddition the chorus deconsireets vingg by its nearaquotation of the fiad in

S50 T dltseiee this elacly ere,

" Hose (1990) 2,1 73— notes the parvailel wil I reousy's ol Tstage ) praver and the
chinge of theme, which he trears as preparation for the following cpnsade Cin which
the chirus desails Xourhos' lan of keeping Kreaysa gnerant], [n her sung
ronaoddy, 850022 Kreousa picks upe the imagery of the epode.

* The ehorus i therefore vight to 12l Kreausa {761 2} 1hat according 1o the
oracle Nouthos has recejved she will never Bowar o child, even thourh Xouthos e
reported ne such strement, See Wiles LU 204-5 an Athena™s nlive: replacing
Delphic laurel at the end of the v,

Y Mlost recently by Fuddey (1098} 41=2. with Piblingraphy {n, 591, Wiles [ 20001
P=5. Bellack {19907 ad 151-8 sponkia of priver mterrupted by appeal to the gods’
pity 1o the seeond straphic [ritaT,

T 1 (1932) 42636 analyvses the mctres of this parodos as culr metees, He has
gocd parallels, incloding the Ervtliracan Pacan, for 1he firs strophie parr, For the
second pair ke compares citharodie nomas (+27=Y%, which is nor a culr Farm (K rans
(F433) 143; buc of, 185-6 where the Prarados is ereated ny prayerk Chethe metres of
the whale paraclos see Tallack (19900 [L3HP-38 and 331-3

© See Rutherford C1OU4—57 HES-21 on Wentilving pacans in tragedy. Lle malies
the cemparizson hetween this ade gl Paean 9

"o quiste from Llayd-Jones and Wilaon (L), Thor ge Llewd -Jones and
Wilson {1997) ad 162 und 164,

Choral Prayer in Greek Tragedy

TPOTE FL KEKAOpEre, Olyetsp Auic, dpfpor
A ey,
youroyor T ahehded
ApTELLY, & KURAGEWT dyopic fporor sk
Qe crare,,
worl ProtFor Sxefidhor wito,
TpLriFol dhEECLopoL Tpadd e o
B ToTE ki WpoTEpeg GTog TTEpOPILE g
TOAEL
quirat fxtomiar dhive Thwatoc, EADSTE kol viv,
Calling you first, davghter of Zeus, immortal Athena, and {vour} sister
whao ||;3|c|:4 the land, Arcemis, whe s seared in che well Sfamed circling seat
of the asora, and lar-shooting Phachuas, T azk (yvou), threefold warders off
o clearh, appear to me; if ever carlier alse when destruction was rushing
aver the city you sceomplished removal of the Fire of ill, come also now,

‘This is good praver stvle, with an ‘argument’ based on the mods
past helpan a Homeric ¢f pote construction. Artemis i invoked by
her local cule, and the adjective ewklea for her ‘seat’ recalls her local
epiklesis Euklein.™ Hints of the plague are confined within recall
of the gods' previous aid, Evident in strophe and antistrophe 15 the
same move from anxiety and question to praver to a localized v
as 18 tound 1m Paean 9,

But having bepun well, the chorus does not sustain its appeal;
the language of prayer disintegrates.™ The first lines of the second
strophe make clear their despair (168-71):

) oL, avepulne vip difno

T RT WrEl B Lot mpdTec

orihes, obl B diporTidos Byyoo

P TUz addfro
{2 papai, for I bear umcountahle paing, and mv whole assemibly of |T:*L-|Jl': is
ill, nor is there in me any spear of thoueht by which anvone will ward

[sickness) off.

(3 papor, a Homeric exclamation of surprised disgust, signals
' Hid rga i 5 B - i '
# drastic change of tone.™ They clearly consider the praver of a

r As Dhwe ‘._1 R 20 ad o, [1-:|'i|||;:-c oaiat.

" CF, Ratherford (199503 115 “1'he calmn Joyhal, healing paean tends to ean inio
cenflict with the general thrust of the tragedy teward disruption, discrder, and
death,’ . - . . o

= ':'f i 'r?-Hf}-'rl: & |.|]'!|."'|'-'i'|'|l::' fl"ll\."! chiaral -III:II_"' r}'|.|| _|-|;-|||:.'|'|':_; r]i”.'.;.l“-.;:\, revelat s 13 ."I'.'H. L

T 5 y
Pers, 832,
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mament ago useless, and they ensure that it will be metTectual
by speaking despairing, ill-omened words within the frame of
cuphemic ritual, The rest of the strophe describes miscarriape
and death, The antistrophe, continuing the strophe with a demon-
strative relative pronoun, adds the pieture of children lving,
death-bringing and unlamented, on the pround. Mext the sinpers
describe the scene of supplication {182-6):

g d Whoyol Toalel T B uardpeg

T Teepo Pawny Ghkobse i

AP TV LKTPES STTUITE VR Y ousFLL,

meLmy B8 AERTEL TTOVAETTG TE YU O juauiod
Then wives also and grev-haived mothers too from all sides by the altar’s
eolge add their groans as supphanes for (help against) cheie grievous
trombles. "The paean shines out and (so does) groaning speech to the
BAME e,

The pacan, as a healing song, should express the healing it
requests with words of good omen, as the frvthracan Pasanr does,
But just as pacan and groans intermmingle in the scene ar the altars,
so in this pacan itself, sung to the pipes, the groans break through,
speaking of death and pollution,™ The last two lines of the second
antistrophe (187-5) then offer a prayer to the ‘zolden daughter of
Zeus”, but one too short and undivected {which daughter of Zeus?)
to counteract the power of the previous sixteen lines.

The third strophic pair again atlempts praver, but feebhlv,” In
the strophe the chorus utters a hope that Aves mught retrear
(190<7), but 1t is expressed in the sccusutive and infinitive with
no vocative to direct it.” The opening 15 a travesty of praver: "Ares

Ml - . R - I . .
Clecapaes mpkes the same obzervation in line 5. Bellaek (19900 ad TRGT [ 1143
woonibel talie Senpenor i TES to mean ‘in the same place”, descrilying gproans cutcing of
the paean, and commenes, “healing = annulled, o= it were, inoadvance by the
negativity of che 2ongs ol Tanwean™,

o L . : : ‘ ot
o Fureley (TU9EY 41-3 creats chiz strophic pair as equivalent 1o i oI prayer

giving a paradigm of the divine actien requested, But its deviance from the parallels
ne mentions iw siniking, for it docs wof supply a prior model with g Faveourable
cutcome, which is che rhetorieal preving o the ether exanples.

i Pravers with aocusative and infinicive of the third peeson are known, cheagh
uncamiman: see Palteyn {19970 1514, But these are normally preceded by a voca-
bive fegr. FEOTOLTY 006, 17,354 Fhesn, 2R7=U1}, o there i no doabt about the
pertormative throst, ks 17354 and Therme. 200 have seod as well, to indicate che
-.‘C[ZI'L'-:IkEI'I'H mnterest, Here no vocative A pErs For the vecarive, see alsa tho discous-
g of Irns Jolwnsen and Whicele {1 el Aeseh .'_*:|.l||::lll:-|'_ 141-=-2 1531=3. Bollack
990 ad 1904 aceeprs this construction buc chinks of 41 as logically atached 1o the
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the furious, who without the branze of shiclds burns me .7 The
god's name stands first, with a relative clause attached, 1 a typical

praver canstruction, but here it describes his hostility.”” Tn lines
1089 description of the plague abruptly breaks through again; for
what night neglects to fimish off day attacks”. " In the antistrophe
the chorus uses a potential oprative, not for the content of the
request but for the verb of requesting itselt—'1 maght wish’
(203 )—u strangely feeble construction.

In addition to such uncertain appeal, the chorus uses adjectives
and immages that apply more readily to the plague than to healing.™
In the last three lines of the strophe, it asks Keus to shrivel Ares
with lightning (200-2). But the language it uses sounds just like
that used carlier to describe the plague: Zeus’ purphoraen lightning
in line 200 recalls line 27, where the priest of Zeus calls the plague a
prphoros tleos. The imperative phithison in line 202 recalls the
same verb used intransitively of the city (phehinousa, ‘shrvelling’)
in emphatic anaphora in lines 25 and 26, The language still does
not so much conjure up healing as reinforee the image of plague
blighting the land.

The antistrophe is the culmination of the struggle between

praver andd |ﬂaij.=,k1i.‘ I:EUE-—ISII:

Adwen mvced, TR TE R ypU-

ForTpidiar G COpKUh G

Rihoe OEkoup b abdpet Srbetelofo
proyd mHoorTaBieTe, TR T8 mupdiipoug
ApTERLBOT ok, B ol s
Adien Dpone Bugkmoey

TOW Y PINFORLT Y TS KUKA KD,
TG ST IULLOT TG,

otvarmoe Bégoyor, slop

MLk Boo duLooToko,

endt ol che previous antistrophe as o kind af peswlt clovse Caend belp, so thar Ares
retreat ) Uhar ipneres the Torce af the chythmic and synmactic birenls Berween
strophic pairs.

"t the habit of epening sengs to s god with the pame Tollowed by @ E-:.'|:Ili.'-'-e'
clause describing attributes or narrating an exerplary story, see Norden (1936)
1n%-7E,

M Phese Tines ave difficult; the translation depends on the emendation felein for
seder, Dlawe (19827 wd loc. also raises the question about hew they fit inte the train of
thought, “he point may be that they de net,

" Segal {1999 217-18 makes this point,
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qredorh ﬁ veet e

CPAGGITIL <=1

et TTOV dmdTyor v Beois Dedu,
Loctan lord, T mdpht wish that your darts from the gold-twisted bowstring
be showered unconqguered, setin front as an aidd, and the fire-bearing lishes
of Artemis, with which she rushes thraugh the Lycian mountains. _:"'.m]
I invoke the golden-headbanded one wheo prves o name to this land, the
wine-faced Bacchus, halosing tellow-marcher of the maenads, 1o come
near, o burning [ally ] with his bright-faced 1orch against the god withon
horr amang grods, i

The imagery of plague continues. Apollo’s arrows are known to
cause plague, not ward it off, and Artemis’ torches are P ros
(2061, The gods are no longer lncalized at Thehes: Apollo is Lveian
() and Artemis rushes through Lyeian mountains, ™ l*’[u,qu:-: and
confusion pervade the faltering language, 5 mare sustained Failyre
!.}l_L*.u]'.rh[-"l'ni:1 than the outburst of dysphemic language in the praver
i fon, .

The antistrophe ends with a praver ra Lhonysus (200-15) to pur
Ares to flight. The chorus finallv finds it performative voice AN
with ek{Zsieo, and it identifies Dionysus as loeal to Thebes. Yot the
cffect is chaotic, Dionysus is ‘golden-headbanded’ (1.c., in female
o eastern dress), “wine-laced’, halooing fellow-marcher of the
macnads’, the opposite, in short, of the choreurs. If the prraver is
answered, the maenads will replace the choral performers of the
paean, and Thebes will be healed by riot,™ Like the choral prayer
of Jou, the paean reproduces the problemaric of the Pl 5:;11-.-:-1t1:¢m
and pollution are utterly intermingled ™ Tust az the chorus® prayer
iﬁ infected by the plague, so Oedipus, the saviour of Thebes, 13 ulso
s polluter, Until salvation and pollution are separated, praver
will be meffectual—and healing will require upheaval of the -;:rfviu:
hicrarchy,

i '
[t i non clear how to take Apollo’s eprthet; see Bollack (19400 ad loe, for

discussion. Llnvel-Jones sl Wilson LE990EF B34 suggest that the enithet *Lyveian®
18 rndi : : ! .
_’I.__“I'l[}':_“' connect Artemiz with the Pheygian Grear Mother,
" e - o el f5 ok 5 TRETETT | A - H i s
. us passage replaces eaphemie with mschrologic celebration: sce the and of
the cleapter.

II“':-;' "-'l‘l . -______\ (L i - 1 v
o I.‘n I]*:,LL |:I| fJ'i., :-:T-III:L.. HIves a mare positive analysis of the final strophic pair.
e Likes Apolla’s epithe ‘efer i i cia, and o ' :
als podlaz epithel to reter 1o lighe, not Livera, and connects it wich a theme af

the cosmie scrugale of light and dark in velich (e lighe of Dionvaus trinmphs ac the
end, 1 do nec find the pmagery clear o positive enouch Tor that conclysion

Choval Praver i Greele Travedy
1._.'

What do the results of these two maguiries into the visual Traning
and the language of choral praver tell us abour the use of choral
praver in tragedv: The mozst obvious conclusion is that, protected
by the visual disparity between tragie and euphemic choruses,
tragedians could stage o faled or perverted praver: they could
show disorder breaking through into language and disrupting the
constraint imposed by the requirements of euphemia. Thus they
could subordinate their depicrion of choral rivual to the themes of
the drama, jusc as thev did other kinds of ritual, like sacrifice or
wmh“ug. ."'l.|||1u||g|| choral HOTIE Wi |.I.:I]|}' q':::lq:l;t'd) unhilze those
other kinds of rivual, even superstittious members of the audience
must not have felr that Achens was ritually compromised.

1||"|i|-?I:_": N ﬂ'l::l I-L]'I'Thl:,:!' iT'I HL!HgL:RrinE ]"II::IHHil::Ill_': !'T'II:,":t:_I_I"i‘I'Ui'Il I:,:FFE‘_'.*S [N
the audience of such violated pravers. o do 20, | draw on—and
modify—the conclusions of Claude Calame’s study of the sources
of authority for the choral voice, e distinguishes three dimen-
ziong ol choeral speech: the ritual (characterized by pertormative
langruage), the hermeneutic (narrative and comment), and the af-
fective (emotional reactions to events on stage), The rtoal aspect
he describes as o continuation of that of teaditional melic choruses:
1 as Tar as archaie and elassical melic poctry 15 nitual and cultic
specch, the choral odes of tragedy can also be considered as cultic
speech acrs. " T'his ritual aspect iz for him the key for understand-
ing the choral voice of both melic and tragic choruses, for the
performative lanpuage of nitual allows the chorus o combine
the vorce of the author and that of the audience, "Tn melic poetry’,
he SAVE {[51}__ the use of E.:]i‘l_iglm;;t: af l.':l::lr'l"l.r'l"!l.lr'l.l-t':.-' allosars, Fovr
example, a female choral group o express itself in a song composed
by a male poct; it explains how, notwithstanding differences of
social stutus and of gender, the public can rake on the words of the
I;_".l]l;]rl;:lﬁ.l E']'I]t I;]T'I.l:l." ds 1_.I:I_U I.l.}-'”'l_.l.l.I |.]Ll|_ I‘I_]‘I'I::l'l."‘l_" H” bl e ' [:,-1““] I.l”“,,!".\'iﬁl"‘ ir‘]

M Calame (19990 130, He delines 'perfarmative language” as wse of firsc-person
present or ‘pecformative future' or modal forms of the verl, especially theae ex-
preasing the aco of song, of second -person formes, and of dectics, On 30 these lomms
are imphicitly cguatecd with ricun] speech. In Faet ihey represent engaged speech and,
I:hl_:-l_l!_rl'_ cornroen M citval, do nor seree as che markers lvse ritLial.

T sgehle (19977 205 23 1 give an analogous desceiption of melic choral song
||'||;'|;:||,|Ii;:'_"| the notion of :;p:_-:ﬂ-;ing tir ani bor the carmrmursty Dot Goonel i-:||'!r'|1'i|':n.- chincal
‘I" with the authar,
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tragic choruses (153); 1T he position of the speaker of choral ades
in tragedy lends itself 1o betngr accupied either by the author as the
master of song or by the speetators pertorming their cult act in the
theatre of Dionvsos, Both are surmmaned (o take pare in the eal-
lective masked mimetic vaice nf the ffawe of the choros o pive the
“mythic’” action Mayed out on the stage a ritual and performative
INTCrpretition, 3 partieipant interpretation with a reyl soctal effeet !

As 15 elear from whar has preceded, | disagree with Calame's
view that a tragic chorus can be assimilated to a melic chorus
performing euphemic rirgsal song. Yer the idea that spectators
may tuke on the first person of the chorus o eructal o undersrand -
ing the wavs in which Playwrights position the audience Vig-A-vis
ritual. In for and Cledipus yrannns the audience is degwn in
imitially through an emotionally charged idealization of ritual, In
fon the strophe evokes Acropalis cult, with ies lnauage of VIrEIn
girls and birth-giving, Ihe antistrophe, on the Blessings of chil-
dren, contains sentiments n st men would have endorsed, And the
epode opens with an image of the primitive Acropolis. 'This is not
pra¥er that men in the audience would have utrered themselves
bt it i one that seems to belong 1o the hearr of Athens. Audience
merabers could respond with g romantic or nostalgic identification
with the praver, They could adopt the lirst person of the chorns
out of desive for connection with the Athens of the past or attach.
ment to the idea of women's religious ritual on the Acropalis, And
the more intense a spectator’s identification with the choral ‘1", the
mare sharply the outburst of violence at the end would incrude on
the illusion. By soliciting cxactlv the response that Calarme points
to, wentification with the first person of the choral song, but at the
tevel of romantic alfirmarion and desire, Euripides conld inerease
the audicnce’s reaction to the rape of Kreousa and problen of
Athenian identity,

Sophocles creares o similar clfect in Cedipus Fyrvanus. His
choreuts perhaps had as My props of cuphemic ritual as possible,
Their song beging as o recognizable pacan. They iy have been
dressed for ritual, with wreaths and special eloaks, Their entrance
tollows the scene of supplication directed to Cedipus, und thew
may have moved toward the gty rjust quitted by the suppliunts, '™

Calame (1990, 1324 Poanis out thae the supplionts creace o rtual context (o
the chirus, See (3240 {0 hig discussion ol the ehisrus thronghout the [elay

Charal Prayver in Greelr Tragedy 151

The whole city, 1t is clear, has turned o ritagl for help, so this
mrean makes a stromgr contrast to the frec nraver' of fon. IL'liHmn-(ELt-:I
s “Theban', the chorus can more nearly reproduce autharitative
ritual appesrance." Calame suggests that the chorus’s appeal to
Athena and to Delian Apollo (since that epiklesis of the sod is
seemingly not attested i Bocotia) may have led the Arhmils:ll!
audience 1o recognize its own gods and feel greater concern,
The identity of the gods would add to Athenian imvolvermnent, but
this 15 toa dispussionate and mechanistic a deseription. Not recog-
nition of Athentan ritual but deep attraction to the idea that g
healing pacan could help end a plague would move audienee
members to identily their vodces with the chorus's. '™ As in Teni,
desire for idealized efficacious ritual would provide a mortive for
and to recoil at the

them to claim the ritual sonpe for themselves i
course it took. Inthis process of eliciting and frusteating a vearning
for efficacious ritual tragedy creates a metaritual Perspective:
it exposes ritual as thoroughly implicated in the troubles dlil_i:gurh—
ing the communicy and not 2 means of transcending them. ™ |
:1'1'115.{-.:1.13-' utilizes praver to create a metaritual PErSpective in
other ways also. 1 point briefly to two instances. In Aeschylus'
Supplionis a chorus of voung women supphants in dark nla;rrulﬁluc amld
non-Grreek clothes petition to find asvlum in Argos, Their
appearance is strange; the Argive king Pelasgos comments on it.
at length, claiming that the suppliant boughs are the only aspect of
the sight he recognizes (234451, They are troubling in other wavs:
in order to blackmail Pelasgpos into supporting them thev have
threatened to pollute saered space by hanging themselves from
the starucs of the gods (463511 When they sing a hymn to

"2 See Gardiner {197 98 Tor the pious and civie cha u.;n:r.ul' the -:.rl*.-:-ruia |

" Calame {19993 1324, [loveever, his discussion of the firat intistrophe is
rathwer mited, perhaps hecanse the shsence of fLrsc-frerenn |'-,-.‘|~.|'-.-|!|-|- except Bad in
L3 makes the question whose voice the chorus represencs less insistent,

" 1 assume chat the Athenian plague was somehow relevane thie play.

" Geldhill (1Y96) 254 speaks of the tension within the -;:'I.||:!-|_'=|_|3. pasition
celitive to sttns and suthorityy ies Failed ricual is certainly o manifestaticn of thar
tengian, o 1

M For the Danesids” dark colour see L5345 dark colour s ||'r'|_|'||.zl.:-:| :1I:cu.;1:,'
Pelasgos™ list of peaple wlhom they look like: Libyans, Kepyptians, [_Z.}-[;-n.;m:;, !ndum
nomads, neighbeurs of the Aechiopians (a3 well gz Amaxons), On the Egyvptisns as
dark-skimned see Hde, 2.57.2, on the ITndian nomads, 1dr. .ZE.HIJ_I . _

e Rosenmeyer (1982) | 58=60 discusses the Danaids’ rigleading use of mych in

thig aong and in the parodos,
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Zenus asking for his help their song opens ina way forcigo to Greek
A | i
hvmns (524-8):

WVOEE AV IANKTOOR, A8 ek L

pLeekdk e Th Kol TEASm

TERELOTOTOV KpaTos, oA Lo,

wulon 78 Kol yEvo o

AAENFGE cpdpor BEpLr EU rTuy e .
Lord of lords, most blessed of the Dlessed, of perfecters most pertecting
power, happy Yeus, be persuaded and ward oft the arrogance of men from
vour race, hating i well .,

The styvle of the invocation is Egyptian or Persian and must have
sounded overwrought to the audience.'"™ In this case the gudience
members could well have desired to repect such a praver for pohit-
wal or xenophobic reasons, Yet the lanpuage 15 grand and there s
nulhing 1':ILI:I".-"i|::l||H]}' k]}'ﬁphL"'l'l'l'i':: ::I.l:"::ll.l.t 'i'|.\, S0 LN '\.'l'l!l” EE":':lll.l'l.l.l.h l"ﬂlllll
one deny the potential efficacy ol such a powerful appeal to
Zeus? " The seene confronts the Athenian audience with (UL =
tinns about the relationship of politics and ritaal.’!

The exodos of Fumenides comes as close as any scene 1 extant
!]'l-!_l:L"l:]_':." N c:u”:-lT'H-aing the difference between tragie and c:Ll[‘:-}ln::r't‘JiL'
chorera, 1 follow Sommerstein’s view of the staging;, he believes
that the female prespolel mentioned in line 1024 actually appear on
stiuge and sing the exodos song, @ praver to the Furies.'™ As cult
attendants of Athena and o fresh choros, L]'u::-,' are detached trom
the hetion, i which they have not aken part, They represent
actual Atheman ritual officials and serve along with the Areopa-
gites to link this hinal scene with the audience’s waorld, Ther song,
L]'lcmj.;h L consiats of wo ‘.*-'~|1'1.I[:I|"EEL' ]1:-|i|':-:~ .'»li‘JE:lTlH-L-;:ht::-: r'|‘:r+i1|r:-}tr'c:p}'||-1:
siyle, For the pattern of the two patrs differs andy in the number and

the resolutions of the dactvls and in the resolurions of the final

WET quate from Page (10723

" On the Egyptian snd Persian parallels and on the whole stasimon see Friis
Frebanzen and Whartle L1900 ad Do,

Y hikalson (195%) 93—+ discusscs the provers of the Tamaids e the only un-
answered pravers in Aeschylos

M1 Gee Sammerstein P17 T on the possinle polincal thrast ol bl

“IESEE, Taplin (1977 #1015 ke azsipns the final chorgs o the Areonagines
because the progpolol cannot be proved to be on stape. Dot 1t would be deflacing to
Lhe sensa ol riruald to neme thismm g 'i||'||'|r'||'lf|||| Figures in this |'||'||-:'-!'._~::=i|:-|:- il ey warp

net present, and as cseorts they are the patural ones to sing che final hymn.
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iJur-.mlni:th'” And they end cach strophe of the first pair with the
commund ta observe euphemia, In the strophe the command s
directed apparently at the Arcopagites, but in the antistraphe the
line is, ‘IKeep euphemia, in a collective body!” As Sommerstein
points oul, it must be addressed to the auedience V" The second two

strophes end with a general command to shout the olofyvgé, a
euphemic utterance, in response to the song, and the audicnee
may have done so in fact, The audience becomes participint
through its familiar role in cuphemic ritual of silence andl response.

By having the prespoled, whom Athena describes as those who
keep watch over my statue’, sing the hymn Aeschylus reverses the
polluting assault on Athena’s statue that the Furies make carlier in
the plav, In their ‘Binding Song’, the chorus of Furies uses the
lanzuage and rhetorieal conventions of cuphemic choral dance, an
perhaps the dunce style as well, for a spell meant to render Athe-
na's statue rehgiously in-q:.urem.” * Tis refrain containg dvsphermce
language of vinlence and death: “This s my song over the saceificial
victim, knocking sidewavs, carryving askew, mind-destroving, a
song from the Furies thae binds the mind, sung without the lyre,
wiil-wring e humans. ' Such o hoerid parody of euphemic ritual
must have had an emaotional effect on some in the mulitnr{!l that
only a powerful evocation of efficacious ritual could undo.'” But
although the final scene conpares up prayer rzltﬁ Lh.+:= atart of .th“
Panathenaic procession, it is not actual mitual.” ™™ 'l he procession
contains the Furies, now dressed in erimson robes but seill in their
hideous masks, The scene could be said to create visually the
metaritual perspective of Qedipus Dyranu and fon conservative,

Y Oy alacrels incult seng sec Ax {19323 and n, B4 above on the parodos of 27T,
T'here are n}]:n.-m' guestions whout the acansion; of Commerstein (19800 ad e

M Sommerstein (F989), :

PES p=p oipel (19620 106=11 on peayer lanmusge iin the twe songs; Heorcichs
TG -5y S0=F cay the langoage of ritual elivreria in the "Binding Bong’, ;
LM ghs Prins {19919 pn this song, including the metrical patterns, illtv-l'lwilTI*::'l_-'{ ot
bidy and specch, and performative quality, Faraone {1985) on its similarity to
jucicial curaes, ; ,

U7 fosterling (1988 104 comments: T so far as wragedy .l“'h"':'-“' a concern Lor
euphidaia . a sequence like that at the end ol the Ij.'mrc'm.nl'.--r :.'(Jl.-lll.l 11::1-{' been
perceived as actunally “working” to propitious enca. When the Furies threaten 1o
Blight and poisen the land, Athena alwiys has o well-omencd answer tn-":h:.'lr
wards .. She rentatively sugpests that here ritual may go bevond the fictive
wenrhd af tragedy to allect the world of the audience.

"R Easterling (1958 90=10H poines out this oul.
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cuphemie ritual can only transcend disturbance in the commu ity
when the disturbing forees are ilreaddy checked or conciliated Dy
other means, us the Furies have agreed o accept new robes as

meri R, Ly

%l

And now one final ﬂuary:atmn- !*mhtr [ distinguished cuphemic
rifual from aischrologic ritual.™ The latter was associated ESpE-
cially with festivals of Ihonysus and Demeter and involved calling
out ohscenities and insults to or about members of the ¢ CHTITIUTITY .
'The frames that define afschrologia remove it from normal Life in
the opposire direction [rom euphemia, for the latter demands extra
control and constraint, while aschrologia allows release from
normal constraint.'*! Euphemia and atsclirologia can he contrasted
in other ways also, Adsehirologia was not addressed to the arod;
rather it indicated the presence of the god, muking humans the
primary audicnee lor speech. Aise frolagia did not necessarily ke
place 1n zacred Hp.u.v' the whaole city Wils 1]u space for the mocking
‘from the wagons® of the Anthesteria, ' {'1”'["51“1]"*"-'|':f'.~ perform-
ance was not focused onoa single point: its orientation was diffused
over the horizontal plane. Dress embraced cxpanded possibilities
as well, At the Anthesteria some revellers dressed in costumes of
satyrs and macnads.' ™ Unlike cuphemic ritual aischroloric festiv-
1ty was not tightly choreographed bui open o improvisation, while
its licence was always vulnerable to shifts of social opinion. [
should be added that a single festival could conrain both aischro-
logic and cuphere ritual.

Choruses could perform aisehrologia, as they did for Damia and
Auxesia at Epidauros and on Acping, according to Herodotus
(3.83.3) (Md comedyv was of aischrologic character. Studies of
YU Wilson and Taplin (19935 179-F mnake o differe it bue compatible poine in
suggeating that the end of the Seeeddes metapharically srages the incorporation of
tragedy into the ||I.'-.

B Bee Fluck '”':-:'jl"

Ll . o o (P Tor phallus-riding and its play with gender rales at [homnva-
e festivals, Such represeotations are unother aaprect of the festival tvpe | am calling
‘ischrologie’,

I:"J Soe Deuhner (19327 103,

T Breubmier (19323 107; the evidence is lace. O the crzapre of revellers From the
ceminds of citizenship see Maurizo (2001,
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comie license o ‘maock by name’ conclude that no laws protected
specch i comedy but that Aristophanes does NPIf't'lll' to violate

exating lws aeanst certsin kinds of accusations. i | certainly
viclated decorum, There must therefore have been an understand-
ing that comedy was less constrained than normal public specch,
and the same must have been the case for the more spontaneous
macking of the Anthestera or the ‘mocking at the bridge’ of the
[leusinian procession. Possibly the mockers were disguised in all
these cases, as they certamnly were in comedy. '™ What T would like
tiy supgest g that we could extend the category to tragedy also.
Tragedy does not indulge cither obscenitv or political maocking by
TIellTne. ].rl.“il:ﬂ.:i'lL.l |1 (.'T‘:.l.':'(:lﬁtll""\- h'i':]':]l.:'l-l lJ'iHII‘TI.l'L"T .i'|1' ['.I"II;,: [1_':":"1_" I"Ifi_'.l"lll'_l'l]'_l'l'l_'lrljr_‘r'
angd cosmos rather than of the mdividoal: pollution, curse, 4_'|_i;~:{:.-]r-;-_},
violence, the arousal of the dead, zexuality, women's power in
repraduction and magic, s portraval of faled or perverted ricual
as symptomatic of human disorder was then parc of its licence
to speale the normally Lll"L:iE'fll."":J]{:-l.lr]l:!.I':H:- Mo wonder Dhonysus s
olten evoked in choral odes in tragedy, as Anton Bierl shows,
u:mcm[i" when human blindness 15 at s hewght or disaster
lonms. '™ 1n g perceptive article, [Kan Heiklkili shows the connec-
tion among the chorus' reference to it dancing, wild jovous danee,
[Honysus, and the choros’ delusion in Sophocles, and Albert
Ienrichs has argued that the combination of choral sell=reference
or choral projection and evocarion of the realm of [Honysus points
tn the choral dance as ricual, =" Perhaps we should see these
pussages as peak moments of tragedy’'s faischrologic’ manifestation

H'I ﬂ"l-l.! F‘J]'ﬂ.!.‘-‘iﬂ.!r't{:l.! HE T-J'HZITI:-.-'.'-'\.LIH.

U Falbiweell CE00] 3 Caapo and Slater [1993) 163-85, with evidence,

" Far the gepdoerismroy st Fluck (1931) 52=49. ‘Test. 26 refers oo a mocker
‘orvered up

VRO Galdhill (1986) 213-16 on the unspeakalle as a theme in Oedifpies Typr-
e [Rutherloed CT9USEY TLE hinks datbyrarnd, and sragedy, wich dizorder and
themes nf cransgression and disaster; the paean Gies a0l Pacons in tramedy marely
have their proper Terce, and they are almost never what they seem,’ See also ._||,:u,:-'-.4,'-

r. 24
B Rert (19401}

* Heikkili (1991 Henrichs (1994=5) and {19%0a3, (19968, Henrichs describes
the: ritual he neweans as conzisting of danee, which threatens to make iz argiement
cireular, but has point 2 that the checos” self-reference makes the sudicnee sce the
chorus as g sell-wlennhed choros rather than o 1§ ERTH] B il |:-::1'Ii4,'.ip:-|1|l.-; i thie fieeion
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Choral Forms in Aristophanic Comedy:

Musical Mimesis and Dramatic Performance
in Classical Athens

CMNande Calame

The wholly mimetie mode of tragedy and comedy seems to prc-
clude any direct invocation of the Muse by the poet, the composer
and director of the dramatic action which was staged in the theatre.
But that does not mean that the Muse, the inspirer of song, was
absent from the Attic stage. In the comedies of Aristophanes she
appears, for example, in the Frogs in the agdn between Euripides
and Aeschylus, over which Dionysus himself presides as judge.’
It s, of course, not by chance that the tragic Muse is summoned
to the stage at the moment when the contest moves from the spoken
verses ol the prologues to the songs (uekyy, 1297, 1307) of the choral
parts. In the parody of his adversary's choral sonps Aesch vlus
summons the Muse of Euripides, whose presence (8stpo, 1306)
heinvokes in the most time-honoured manner; for the new-fangled
sangs, inspired by a Muse whom Dionysus does not hesitate to
compare to a lewd woman from Lesbos, the lascivious movements
of a castanct-plaver will prove more suitable than the traditional
accompaniment of the Ivre. Thus the contest between the two
tragic poets turns more on the lvrics, both choral and ‘monodic’,
than on the spolken parts, Any mention of the Muses' art in archaic

Aoter L arm conscious of the tendency to sell-reference in the rotes to this scudy.
Apart from the work .'||r-r-,|-:_|_'\_-.' e amn I.|':'|;.-:|.-|:|:.- iy e sarme domaain of che Tunetions
asgumed by the charal voices, self-reference avoids the quoting of the numerous
stodies wsedd Tor that sesearch, |owould like to thank Aston Bierl Tor bis wselnl
remarks cheoueh addonse cpiastelary and electranic exchanpe, and Fenelope Murray
For o translation which i many ceses epsed the technical marshness of che French
Lext!

Ars Froge 1 2901 308, of. [242—08; on these verses sce Dover (19933 350-7, wha
;1-!|iIII:.!-C e the dowlle [ELERN] contained in the waord J:Z:'I.F.l:'JI‘!iEIti;J'.H vesesl of the Muse: 1
can reler both to the lependary Founders of melic poetry and oo Fellatio, allegedly a
spreciality of Leshian gicls. Dover also provides a metrieal analvsis of the Euripicdean
choral Ivrics perlormed by Avschivlus.,
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and classical Greece refers primarily to poetical forms which are

sung and danced to an instrumentul accompaniment,

The contest is therelore well suited to an enquiry into the reli-
gias significance of the dramatic representations at the Great
Lhonysia and of the ritual performances which, by this mimetic
mtermediary, are rransposed onto  the slage, purticularly  in
the choral parts of tragedy and comedy, Divinely inspired by the
Nuse, as is epic poetry, the melic choral compositions from which
the songs of tragic and comic choruses derive present themselves
from the enunciative point of view as song acts. Not onlv in its
pragmatic, but often in s performative dimension, and in so far as
it often forms part of a ritual celebration, the melic choral poen
must be considered as a true cult act,

That is to say that in tragedy, as in comedy or satvr drama, the
generally choral melic forms brought to the theatre-sanctuary of
Dionysus by the dramatization of a heroic or parodic action
assume, from the religious point of view, a triple role:

() they trunspose into the orchestra of the theatron, by means of
an entirely mimetic demonstration, the relation of the ot amned
the performers with the inspiring Muse, thus taking up and
transforming the traditional forms of melic pocrry:
they mumie the ricval and cultic addresses to the pods which the
dramartic action on atago 1'-'.:L]L|:i1'-:_'!-='.

(¢] they contribute indirectly, and particulurly through the masks
which the chareutai wear, to the celebration of Dionvsus, the
gowd celebrated on the oceasion of the dramatic festivals,

The question of the role played by the melic choral parts and by

musical mimesis in the deamatic representations placed under the

sign of Dionyvsus thus seems relevant to an enquiry into the ritual
relations of the Athenian public with the gods and heroes of the

panthesn. This question will be approached here from the point ol

view of the musical authority of the choral voice, using a perspec-

tive which is both enunciative and anthropaological,

ENUNCIATIVE MODALITIES OF THE CHORAL VOITOR
D TLHE ATTIC STAGE

But what does this have to do with the conceprion ol Aristophanes’
comedies? What 15 the role of song in a genre which, according to

Chova! Foves (n Avistophanie Conedy 1549

Aristotle, poes buck 1o iambic poctry par excellence? Move pre-
ciselv, what profile and functions do the songs of the choras have
n cr:;mic dramas devoted to spoken dialogue? The choral parts of
Aristophanes’ comedies have been exhaustively studied from a
Formal and metrical point of view in two recent works, one of
which Tocuses essentially on the entrances of the chorus and their
exchanges with one of the actors {paroded and ameibaia); the other

16 devated o the metrical forms assumed by Aristophanes’ choral
songs, Moreover, the central part of ancient comedy, the parabasis,
has been the object of a considerable number of studies concerned
with this choral part where the voice of the poer himscll can be
discerned, and the poet can indirectly put himself on stage, By
comtrast, probubly beeause they are often rather sketchy, the exo-
doi, the final songs of the chorus, have attracted markec lyv less

attention.

Although the sung parts of Arstophanes’ comedies have t'!l:.'i!r'l
studied extensively from a formal point of view, the question of the
authority of the choral veice has scarcely been touched. This
silence l:a all the more surprising when one considers the number
of hypotheses clicited by the same question in J'L‘f]ﬂfliflﬁ o the choral
parts of tragedy, August Wilhelm Schlegel himsell was not content
ro conclude his own refllections on this matter with his tamous
characterization of the chorus as ‘the idealized spectator’; the tragic
chorus could also embody the poet's thoughts as the ‘'mouth-piece
of all humanitv'.” Curisusly encugh, the ambivalent conclusion
that can be d n.w.-n tram Schlepel’s briefl reflections comncides, so
far us the choral voice of classical Athenian tragedy is concerned,
with that sngrested by the new examination of the guestion
proposed here; as already mentioned, a |i|'|f_7{Ll'li-il'iR: }]Pp]'iii'l-ﬁ!.'.l. will
he combined with an anthropological perspective, sensitive to
practical effecrs, and consequently to the pragmatic dimension ol
the Greek poctic texts in performance,

O the one hand, from the point of view of its semantic and
pragmatic aspects, the choral voice of trapedy :iti_ rnmpm—:inj, or at
least cumplc}:: taking on a role that is ritual, 1l:|1l:1.'pi'ul."-‘ll:l'v't'*-, ﬂfl'
emotional, depending on the circumstances: ritual, in so far as i€

B 1"l riecent imetical st |_;|,:|:|.' ol all the sume prares 'f:l1-a'1!|.'.'ib".'|!-erI"I:II'IL"'.'i. 1.'I:|'|'|_l.'l..|i|,'.:-i (B |.|'!:'|.[
of Parker (19977 Tor the parodod and amaibaia see Zimmermann (TYE5-7) vl 1; T
the prerebasis see e, Sifakis (197 1),

' Behlegel (1840) 76T,
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15 often n relation to the cult act represented by their song that the
chorus takes part in the acton performed by the musked actors on
stage; interpretative, in that the chorus 1n tragedy gives additional
nlormation, and comments, through nareative or description, on
the action played out before the spectators’ eves; emotional, in that
the chorenfar, especally the women, often express through thed
singing and dancing the emotions aroused by this same dramatic
action. On the other hand the enuneiative approach reveals the
shifting between the enunciative positions consrructed in and by
thie 1 b ﬂl'!.1!li_‘. T|'I!I'Z.-"LI|*_|: the use of hirst and =econd [ICrsOry [aro-
nouns, and the different bographical personages who can in turn
assume these “actantial’ positions: the author, with his iographical
and paveho-social identity, af course, but alsa the men or women
who perform the song, as well as the audience o SPLCIAtOrs In
thear communal and individual identivies. In particular o study of
the judgements which the chorus make on the tragic sction |11-11En
modalines of 1ts urterances and itz interactions with the Kopupaios,
shows that the author as well as the public can occupy the p sition
of the choral 'I” when 11 is expressed, for instunce in relation to
the sads; and the sume is shown by the analysis of the effects of the
performanve self-referentiality of the choral sones 1n their most
ritual aspects, That is to sav that by ditferent means, such s the
twists given to the songs of the chorus or the generic forms that
these choral songs can pssume (prayer, hvmn, paean, ete.), the
place of the speaker performing the urrerances of the choral song
can be taken, ina move from the inten- to the extra~diseursive. E:n.?
the two partners of the traditional scheme of communication: the
sender and the recipient, the enunciator and the enuncintee.”

The wlentity and authority of the choral voice is thus shared: it is
shared between the different instances which can occupy the pos-
ion of the 17, alternating with that of che "vau's on thi ;w-m- bz
the biographical author and his actual public, but also the efrore .-.-.r;.r;:'
i their avic wdentity (the performers); on the other hand, the
virtual author constructed in the rext (often in the explicit position
of speaker) and his ideal or implicit receiver (particulurly in the

explicit position of addressee), but also the chorenfai as actors more

10 1 5% v L 1 i
AL 1 P TG and (199%90), with extensive bhibliography on the
st "‘_'“Ili'l thie wdemtity of the choral voice in Mg temgredys Crould € F9965 wich
Croalelhull's respinge {19960 and MNastronarde (DU}
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or less involved in the fictional action of the deama put on stage by
the poet. In the Attic theatre the distance between the real, histor-
ical, extra-discursive ligures, who are the protagonists in the cult of
Donvsus Eleuthereus i his sanctuary of the theutre and the
virtual or ideal igures, sometimes just imphicd and constructed
intra-discursively. i and by the text, is marked in particular by
the wearing of costume and mask., And 1t 18 ¢ven more marked
in the case of Old Comedy, where the actors were equipped not
only with grimacing mask with prominent brow and exaggerated
features, but also with pot-belly, false buttocks, and a long stock-
ing representing super-sized genitals.” Apart torm their extra
discursive and historieal identity, the actors and the dhorvental of
Atne comedy are mvolved in the action plaved on the stage as well
as in the rineal performed for Dionysus in his sanctuary which 1s
also the theatre,

Vaking the example of exodor which have a partcularly
developed choral Torm, | should like to investigate the authority
of the choral voice whilst taking into account the pragmatic and
performative el fects obtained, especiully in relurion to the gods, by
the use of rraditional melic choral forms, with their corresponding
metric thythms, When one considers that most of the melic poems
that have come down to us present themsclves, in their enunciative
forms, as specch acts, and then, in view of their performative
context, as cult acts, sttention will focus especially on the relanon
between the intr- and extra-diseursive, on the relations hetween
the cnunciative ti'_:._r1|||'*i constructed m the text and their !1-I'l'~"|':'-\.L|.!|lq_'
correspondents 1n the socal reality ol the worship of [Monysus.

The verv bricf song of the chorus, in anapaests, which closes the

ritual enucted on stage by the women celebrating the Thesmo-

phoria in the comedy ol that name, mamtains on 118 own all the

enunciative ambivalence which the complex relatons between
the world of the text and its corresponding ‘reahry’ show, I asking:
the two thesmophoric goddesses, Demeter and Persephone, to
‘rant us their grateful  Tavour in return for our dances’
the women of the chorus, having just celebrated the fictional

Y Calame 11959 with the necessary reloremnces 1o e vidimice 80 o -|---r=|--.-| |
this snbiect: see also Foley (20000 257=30F, 1The doubic pitnial sclendesty ol e actors
arel of the ehoral group in comedy is pointed out by [ierl {30000 11=22, Tor the
b bepprr o of Thae o prnie ebuories bn bhe aeenon plas fid om the scape | see LIer miann
[ 1)
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Thesmophoria, seek the gifts of the two divinities bath for them-
selves, and tor the public whe are in the process of participating in
the Great Dionysia; this in playful echo of an carlier choral song in
which the chorus presents itz own musical performance as an
olfering to various gods, including Apollo, who is deemed to
grant victory (9723,

In the exodos of Thesmophoriazusal, the choral offering o the
two goddesses who bestow the gifts of agricultural plenty seems to
be formulated on behalf of the public who are also goine to return
home (olked , 1229) after having their fun (TémaurTa, 1-22?}-“ Hut
this movement of the ‘dedi ur des’ where the choral song and the
Muse who presides over it ure presented as offerings to the divinity
recalls the funetonal dynamism tound in particular in the L'.rm.-
cluding verses of the Howerie Hyvoms, In this Torm of EPIC 0T
rhapsodic hymn it is the speaker, the suthor-singer of the poetic
compaosition, who asks for the favours of the d vinity in return for
the pleasure arouscd by his song. In so far as the exodos of Ties-
mophorinzusai exploits the form of the coda of the hvmn, the
repeated use of the plural form “us' (fuue, 1227, 1230) in these
concluding verses could include the ideal and implicd author
(the speaker) amongst the number of chorentai and, by this diseur-
sive intermediary, Arstophanes himself, What is in question,
therefore, is the authority of the choral veice in relation to
the persans capable of assuming it, both on the stage and outside
the action being performed there, The appropriation by the comic
witse-en-seene of traditional forms of sonp in order to abtain par-
tieular enunciative and performative effects s the object of this
study. After the brief cxample of Thesmophoriazusas above it will
concentrate on the more developed choral exodol (Lyvsictrata,
Peace, Birds) before returning i conclusion to the :-;}mrtl'qtr for |'ms-l
(Eheklesinzusai, Wasps, Frags),

[1 LYSISTRATA HYMNS AND CHORATL SONGS

Lapsistrata s one of the three or four comedies ol Aristophanes
whose developed exodas distinguishes it from all those which, like

Bz 5. m A= '
) ”-"'t'. Pheon, 1227-31, probakly ceheing 959-1000: on this suprestion see THerl
il .-I.-Ii“] arnd I:'.-'.”“l:l 138=al, who s woang o pobyhish o wock giothe viceal Tuneeions of
thee chorus in Avistophanes. On the form of prayer which concludes the Huomers
ITvanns in the exchange mede, see Calame (19950} 8-12.
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Thesmophorigzusar, cnd with a briet choral intervention, some-
times consisting simply of spoken verses.” Performed after the
defeat of the Sicilian expedition and the defection of numerous
cities to Sparta, the Lysistrata, devored o the reconcilianon of
Athens and Sparta by means of female impersonation, does not
end with the briet choral song which generally characterizes the
exodos, Nevertheless, its conelusion takes the form of a complex
ensemble of songs and dances, which are partly choral, and which
substitute for the briel kewog we expect; it is unnecessacy therefore
to assume a lacuna at the end of che texe of the comedy 1o account
for the absence of a choral procession led by one of the principal
actors, since this musical form recalling the kopog 15 m lact trans-
formed and consideralbly l’.h“-'i."|lrj1t':".'| and inserted into the stage

action,

M vmnte sapiog and Sparian Song

The rich sung coda of Lysistrara is preceded by a owpardruoe
(1225}, which takes place on the Acropolis under the acgms of
Heconciliation, and which marks the promises of peace which are
finally exchanged between the Spartans and the Athenians, The

cucsts now come out in procession (1241, ef. 1224) from the party
where, ironically, the Spartans prove to be as charming symposi-
asts as the Athenians are clever (1225=7). The Athenian ambas-
sador, head of the citv’s delegation, behaves like Apollo enjoving
the singing and dancing of the lonians gathered together on Delos
in his honour (Gg Adopet ¥ vpdas opov opyovkévous, 1246) in
the first part of the Homerie fyme dedicated to him.” Indeed the
performer of the ceremaony, inviting a pipe-plaver to accompany
him, announces his intention of dancing a dipedia and singing
a ‘fine song’ (koo ... aswree, 1244) for the Athenians and
Spartans: a ‘monody” usually associated with the rhythms ol the
trochaic dimeter, but which the Athenian ambassador perceives as

Fostimmermann (1985=71 2.753-81. Fusisteate ol Figghts are generally treated
toether a5 the two comedies of Avistophancs which lack o proper exodaz, and
distinpuished From defiarnians, Clody, Thesvoploriazsusad, Froge, Btz
and Plomtes, all of which conelude with a very brict choral part, Contrast the sxodof
al Peace and Birds, and aleo thar of Wasps. For a comparisnn with the exodor of
tragedy, see the mportant remarks be "Daplin (1990] | A=t

= Hoyaee Mo Ap, 151=5, The staging and che role of the ambazsador are well
dlissaed 1:-:-.' Hoendersom (19T 2811,
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4 choral dance (ipdg . cpxovpErons in the plural, 1246) 4

‘monady' which s sclf-referential, und introduced bv forms of

the performative future {(Brmodut b, dolom, 12430, which are Dre-
ciscly those by which o chorus usually describes itz serual suno
performance in archaic and classical melie poetry:” a monody’
which once apain shows thar for melic poctry the classiflicatary
chistinetion  which people have sought o itraduce  hetween
manady and charal singing 1% not only late, but alao irrelevant. '
The song of the Spartan ambassado I, 8 guest at the oupmooruop
which has just talken Mace, 15 divided, not into two, hut inta three
parts, in the manner of 0 Homeric ur rhapsodic hymn, The firse
part of the song, therefore, takes the form of the eeaealion a direct
address to the inearnation of Memaory, mother of the M uses] this
form of invocation probably involves a play on words on o Merure
who, mstead of being called Munjpooten as in Hesiod's Theagony,
s sildressed as Miogudun (1248), the feminine form of LK el
such a name is given to the man who perhaps presided over the
UL T amongst the Darians of sicily, Altermatively there My
be a parodic allusion to the wenpoves Brinves of Aeschylys, "
Expected in the grammmatical position of the ‘1" in the dative an
the maodel of "Tell me, M use, of the man ...’ the spealer AP prears
in  the third person; in a technical ioecal gqualification which
describes him as ‘a voung lad’ tkvprarig, 1248) from Spart
and which forms a kind of sphragis; this kind of self-deprecation
in an address to the Muse reculls the stanee tha Hesiad, 'the
rustic shepherd’, adopts in relation o divine INSpLration in
%
the Theogany.'*

? Bee Henrichs CIUO4/5) Blband 87, and the references in Calaene (1099:) 130,
wirh rote 9.

" A s well shown by Dravics (T998g].

% According ro the somewhi ambiguous watimony piven by Plut, Mer. 612
sut one could alse refer, for the use of the term Rvper, to Acsch, Fom. 382 and
Fromm. 516 {sce also Soph, A 1300% Simoendon CIYBEY 223-32. For the rale of
Munporden see Hesiod Thesg. 53— and M5-17, with Simondun’s COMITCnEEry,
CIUB2Y 103-27, One part of the manuscript tradition of the rext of Aristophanes
mdend mives the reading Mot proriee. Var the sirucrure of the Howieric Hoymns see
the references in Calame {19950,

ke hy focnl acnas {perhaps ubscene) of kupadaiwos is explaneed i the glosses cited
and commented on by Henderson (LYN7) L& of., Hes. Thaoz. 2% and 20, with West's
commentary {19000 158-61. "I'he mention of the youth of the smper should nat e
mterpreted inoeliton to his appeal to Memory, as a reference to his clifficulry in
rememberiog events in which he would ot have boen alsle 1o MHIPLICTpate, 2% many
tommentitors hvve supnosed: see i Somimerstein {195y 220,
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The mention of the Muse s followed by a “hymnal relative’
which introduces in a poetic hymn the sccond part of the praise
to a god, wdentified by scholars as narratiofdescriptio or pars epica:
this hymnie pracedure is splic into two by Aristophanes’ Spartan
plaver and singer. This sphitting allows the singer-poet of Sparea to
associte the Athenians und the Spartans through the plural and
collective form "we’, whilst ar the same time making the narrative
of which bath are the protagonists dependent on the knowledge
(oudar, 1250) of the Muse. Narrative action whose ‘actants’ are the
‘we' of the Spartans and the 'they' of the Athenians, in past time
mrarked grammatically by forms of the imperfect and of the aorist:
heroie times in which the naval engagement at Artemisium s
placed alongside the resistance of Leonidas’ soldiers at 'E‘Emrmnp}l-:
lae (piv ... &, 1251-6) in the strugale against the Persians, '
From a semio-narrative perspective one could speak, therefore,
ol o partial “enuncive shifting’ which makes the acrors of the
entnciation, in the fiie ¢f swne of the sung performance, the prot-
agonists of the narrative action situated in the epic time of heroes,
Henceforth, even if the goddess was not named in the part of the
evacalis, as s usually the case in o Howerte Hymon, the Spartan has
anly to address, in the third part of his song, the goddess evaked by
l‘F]L‘..]'lEllTIn'.‘. of Cape Artemisium and regularly honoured by the
Spartans before going into battle, In this part of the preces, which
18 here unusually developed in comparison with the usual structure
of a hymn, Artemis Aprotern is called on to intervene here and now
(Betpo, 1262, wine, 1265) to consecrate the oath of friendship taken
by a “we” (qpg, 1263) which henceforth includes both Spartans and
Athenians. This [riendship will bring to both sides the PrOSPericy
olten sought from a divinity who 1s celebrated in hymnic form,
The song thus concludes, like a cultic hvoan, with an urgent Aprpeal

for the epiphany of Arternis the huntress.'

A hymin, then, modelled lirstly on the poetic tvpe of the Howerie
fiymi, then on that of a cult hymn, but sung and danced on the
comic stage. This displacement involves, for example, the parody
of an invocation to the Muse in the ezocatio, the heroie reference to
recent events of the second Persian war in the pars epica, and the

" e epie resinnnees of the similes used i this narracive passape e elucidated
By Tlesncersom (1987 212, _

" Phe Teatares of the ‘eult hymn' as opposed to the Homerictype hvmn are
discuszed by Miller (1986) 1=9.
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remaoval of Arterns Agrotera Irom the bacdlefield to the terrain of

reconciliation in the preces. Hesides, the choral character of this
‘monody’ 12 reinforced bv the use of a rhythm which, like the
Spartan dialect forms, cvokes the wochaic and dactylic melic
rhvthms which characterize the poems of Aleman.'” Thus, in the
Athenian ambassador’s concluding song, echoing thar of his Spar-
tan counterpart, the address s directed at the Spartans in general,
encompassed in g Cyou' (Dpewg, 1273) which makes the puests
leaving the oupsimor the potential performers of a kapog n the
farm of a hyrmnic song, Tradidonally a hymn could be perforned
in the choral form of a citharadic hvmn, that 15, a2 ‘monodic’ song
accompanied by the Iyre and o dancing chorus.'™ On the comic
stage the representative of the Athenians 15 transformed into bard
and yopmyoc at the same time,

An Ambivalent Victory Sos

In tace, the apparently choral song of the Athenians corresponds to
the hymnic song danced by the Spartan. Acting once more 43
master of ceremonies, the Athenian ambassador encourapes the
puests to celebrate the gods with new dances in which he himsell
participates. This, at any rate, seems the right way to interpret che
torms of the "we' which are used both in this intraduction in fambic
trimcters {OpxToaperon Boolowr sbhafopele, 12773 and in the
somg itsclf, which mixes trochaic and dacrvlic sequences, as in
the ode sung by the Spartan (ypnoedpeld’, 12881."7 This SOHILE,
whose refrain cscillates between the form of a pacan (12913 and

" hese rhythmz are analysed by Henderson (L9871 200=1 1 and by Pasker (1097}
84 (of, also Aimrmermmnn C1ERE=71 a3 e e commpared witl thee mietracal
analyses ol the poems of Aleman whicl | proposed (1983 219-24 {on the question
el Lacontan dislect forms see (i, in'.'—:‘-;,};_\.:_;l_

" The relation between the symposiac worpLes, ol the evpded of comedy (in
relatienship with the etvmaology of the word) 12 summarieed by Pappos (L9E7], On
I|‘:l.'f_|-':'-"ltll'il-;' Ferm of batfaredio aee the relorences an il “'.-".-':":' A0=51F annd 80=2,

17 Readers of this somngy penerally regard i as a monedy which they arteibote sither
b Laysistraca berself (of, Sommerstein {199 T48=31 amd 221=2, whois mistaken in
relerring the vou' of 1275 to the Spartans and Atheniang), or o the Athenian
ambassidor alene (Henderson (1957 213; Zinmermann (1985=7] 2.45=7 and
107y therelore only verses 1291=1 of the refrain wiald carrespond to g clwral
song; but, as in melic poetry, the alternation bhetweeen T and “we' forms seem to
AL HY Ee cluerl ]!-l.'l'|.l.:lI'II:|:'|‘."|-:Z-'.'! an this centroversial -C\,ll_.ll'_';j.fi_l::-ll_ s the refercnoes
il (19900 1312 and :"é:-‘;-,":'_-.' [l.'!.-l':.:"j.-_.'lﬁu':l':l. e mestrical mrslesis see Henderson
(TUET) 215=0h and Parker (1997 J88-%3, .
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that of a song addressed o Dionysus (129%4) s in fact presented
strajghtaway as that of a choral group, as 15 suggested by: the
forms of the inperative [Tporays Yopow, Erraye XapLtas, ETLSE
kethaoor Aptepir, 1279-800 which are substituted for the per-
formative future forms expected at the beginning of a choral
song, but which take on the same function of performative self-
reference; the initial appeal to the Xapereg, goddeszes who are
regularly associuted with choral :hlfl(‘.n‘.:;wi the address to Apallo,
healer and twin of Artemis, as well as yopnyog (apdxopow, 12581],
This larrer is also the Tunction assumed by the Athenian ambas-
sador and master of ceremonies.

The naming of the gods and their successive evocation in this
choral song places it in the tradition of those choral prayers wlhich
call for the presence and general protection of the gods, without @
precise ohject; these gods are asked here simply to safe-guard the
state of peace and reconciliation brought about ar the end of the
play by the intervention of Aphrodite. [t is to the goddess of desire
and her attendant, Eros, that Lysistrata actributes the power of
inspiring such erections in the men that only the women will
appear capable of turning the Grecks away Trom the battlefield
(351-4; cf. 1114=211."" Also named are Artemis, invoked in the
somg of the Spartan ambassador and associuted with her brother
Apollo, Dionysus with his Macnads, Zeus and his blessed consort,
Hera, the gods in general (Salpwovns, 1287); but the appeal culmin-
ates in the invocation to the goddess of Cyprus.™ The comic
deformation of a traditional choral form addressed to the gods
who make up the ‘pantheon’ of the city is twofold here: whereas
at the beginning of Aeschylus' Seven against Thebes the long V-
cation which the chorus addresses to the divinities of the polis
arnidst the dangers that threaten 1t cnds with an address to the
gads in general (Ui dikon Sadpoveg, 174), here the return to Cyvpris
brings us back to the plot of the Lysistrata, und at the same time, by
appealing to the goddess of love, reminds us of the numerous

M Eyamn, Hom. Ap, 194 and 27, 15; Ar. Thesm. L 20=2 aml 7, 348 =M

" References necessary For such an interpretation of ihis choral song are given
the exeellent commentiry of Henderson (19387) 215<13. FFallowing che termimalagy
used by Menander Rbheror 13335 Spengel, these peneral addresses to the gods are
often called “cletic hymmns®, :

I Phe qeestion of the address o several gods bas been treated most recently [y
Prolleye (1907 ) Tiks-11.
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sexual allusions which marked it unfolding,*'  Deformation
again in the refrain which, throush the cries of jov provoked by
the movements of the choral dance (clipeerl damn, Lo, IE'*J'E]-,
I.I'lllj'lh'j-l HITS rkhe- pacan (LA weder, 12910 inmo o song addressed 1fu
[.Jmnjsaug (EUOLl svoL, eved eoeed, 1294, In trigredy, by contreast, if
ntual cries addressed to the god of wine and the theatre can
sometimes appear in o a choral song which is alse addressed to
Apollo, they are gencrally inserted into a fixed choral form,
v:-hcltih::r it is the prophetic wedding song sung by Cassandra in
I‘.l:r[ﬂl}ldﬁﬁlr';l'”:i“-!{;n'-rﬂi' Wamen, or the paean irsell which saphocles’
IJ:;:::r:injirf Trachits perform when they hear the news of Ieracles!

Uhne can better understand, thercfore, the meaning of the
metic appeal to victory in Lysistrata (g Sri wiin, Lo, 1293)
which immediately follows the performative call t::-rfhr_rruj dance
;|.1*|d which closes the melic song placed between the ritual evaea-
!1”'1 of the god of the pacan and of the god of the evoe: particularls
in view of its Dionysiac colouring, this song can refer both to the
victory of the women inviolved in the plot cnacted on stage and to
Th!:- '-;iL‘l:H-TEI,'I of the comedy itzelf in the competition at the Great
!_]'!r}!]j'?-i]il. © Everything happens from now on as if the chorus of
.~'"_|.t|'|-:=.|m|nﬁ il the end of the comedy has abandoned its stage iden-
tity to tuke up the perspective of the author and the spectators
celebrating Dionvsus Eleuthereus in his sanctus rv of the theatre,
In this movement from the fntra- to the extra-discursive, from
the actor invalved in the plot and the passible virtual spectator, the
choral group directed by its KOpudalog -xopn v6g becomes a virtual
author; it presents a position and a textual and stage hgrure which
can be as easily assumed by the Mographical author of the comedsy
as by its empirical public! 80 there will be no SUTPrise 1n ﬂ;ﬁ-‘iu;_f

' ."'.Ll_"!-i-:2|'l. Sefaleni =180 of, Calame (19U RY 1384,

oo T, A08—20 Soph. Track. 20524 (ef, Henrichs (1 D935S 7034010 & nropos
|]J1|- claulsle ety of the relrain addressed 1o both Bacchus and Paean in I"hilimlzgmlm'
i s o ﬂj-:!fr_!--:-rr:'f P 39 Kippel), see [éippel's study (19035 222237 and 64 ,.
of the |.-,:-]'||::|:-i of Lhe epited thegana in che paean, The trentment ol the ehoral Torm of che
Irttc?:] |1n_1|x|_urql}- s stucied by Rutherford {19945, o

©This allusion 1o the vierary anticipated by Aristophanes has been prriestccl our
bty 1|",'. Henderson (19873 213 and 218, sand by Sommerstein (19903 223, who finds
!:-:ar:nlu:l vxpectations of victory in che comic ertperition ot ek 1224- fl}l {or rI':i*.a
mrerpretation see Wilson {Tortheoming &) 14=15 . and Below, n. 400, Beeles, 1 Ii-:.:! [,,,_,;
belaw, section v3, Thevm. 1229231 and fivals |70, d ) :
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that this movement Irom the fictional action dramatized on stage to
the cultic cireumstances of (s enunciation operates precisely in a
song of ritual tvpe, performed by a group of Athenian chorentai
direcred by o protagonist who, baving been master of ceremonies,

becomes 1ts yopnyos,

The Stagrng of Spartan Choral Sl

Introduced once again by a briel intervention from the Athenian
ambassador, who from the point of view ol the Athenian spectators
purdes the overall development of the plot right up to the end, the
sccond and hinal song of the Spartan ‘lad’ echoes barh the choral
hymnic song of the Arhenians and that which the young man
himself has just addressed to Artemis Agrotera.

In the first place it echoes the song of the voung Spartan himsell
in us much as the Athenian presents it explicitly as ‘a new sang to
[ollow a new song’ (poveer £l vig viar, 1295). Following the
opening formula of many melic poems, the repetition {oar, 1296)
2 incorporated by the Spartan into his address to o ‘Laconian
Muse” whose creation 1% once again marked by the dialect forms
of traditional Spartan mehic poctry and by dancing rhvthms [nmil-
inr from the compositions of Aleman.™ In the resumption of the
]..U].'l.t“.ll;.'l U‘JL IF."'L’U-I'.'I‘ZH.F{J 'h"ﬁ'l‘l‘ili.:}'l (:l'l}li.:”:‘i TTIETLY }'l VTTITS “'F tl'lf_' J ]I']ﬂ"l[":l'i{' (N3N
rhapsadic type, 1t the Muse, mistress of the musical song which
biears her name, wha is entrusted with the task of glorifving Apollo,
presented here i his most famous Spartan incarnation. The
speaker 18 henceforth placed in the enunciative position of ‘ad-
dressee’ through the hirst person plural pronoun (epie, 1297)
which makes one think of a choral perlormance.

A response also to the Arthenian choral song, not only through
its form and content which reveal themselves to be largelv choral,
but also because it responds to the Athenians’ song of praise to
.-',II.J'I'II'J”LI,, which itself 511'::.]{.5 LIT> 1 the F}l'.lELI'T.’lﬂ hf.'mn ol ['III':-'III-HII'
to Artemis. Bur whereas the choral group of Athenians used a
quasi-panhellenic polvtheistic configuration before Tocusing, by

' See the metrical interpretations proposed by Zimmermann {1985-7) 2.47-9
and 308 and Try Henderson (F9E71 21 8=1; see also Perusino (1068) 57=60, and ahove
all {19987, Ior the dialect forms norelation to the Spartan poetic adition, see
Calvin 1TWHE0 200=5: Wl 200 1309—=41, Whialst i peneral T follow the areuments
developed by Flenderson (1987 21314, T sceept the crder of the bymnic songs as
tlhey are trapsmitted i the manuscrints.
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the very form of its appeal, on the god of the Attic stage, the
Spartan group invokes divinities which animate their local pan-
theon: Apollo of Amyvelae, of course, Athena Chalcioicos, the
hoscur:, Dhonysus, albeit indirectly, and Hoally Helen, There is
no need to discuss here the cult devored 1o cach of these divinities,
except to recall thar all of them almost certainly involved ritual
choral dancing.

But the most striking musical feature of this final song lies in
the subtle development of performative sclf-reterence, With the
evocation of the Dioscurt sporting (fnaddorty, 1301 beside the
Eurmas, the part of the deserrplio-narratio introduced by the inter-
miedia ry aof the Muse i the evocatio s brusgue vonterrupted by o
call to dance, and then to sing; such a call is probably addressed to
the group which 1s actually in the process of singing these verses:
the second person of the vocative Epn (1302) is followed by the
first person plural of the verbal form, ‘let us sing” (Upvimpes,
1304),“" The merging of the present dance with the dances nf the
Spartan divinities 15 underlined as much by the use ol the present
tense for the latter as by the following allusion to the citv's love of
divine choruses (or of the goda: auie yopol, 13051 in seneral. This
theme of the love of music is used nest in the famous evocation of
the chorus of voung girls prancing by the Eurotas and tossing their
hair in their Maenad dances, under the leadership of Leda's
daughter, cheir "beautiful and respected yopnvoc™: a legendary
seene tself made present. The evocation in the present of a
Helen who receives the same cpithet as Sappho receives from
Aleacus recalls the enunciative move of the first Laconian song:
it made the performers of the present somg the pragonists of
the herpic actions of the past which they themselves were recit-

i b A 1 - i ; A A
g, Phis evocation of legend involves, in effect, a double -

mzis: the Laconian ambassador plaving the part of the inspired
poct and accompanicd by his group of dancing svmiposiasts seems
from now on to be identified with a chorus of young Lacedacmo-
nian girls and their xopryos; the képog becomes a partheneion! All
this sugpests that, of it were nort already the case in the song

5 . -
As can be expected, | oreler the reader to the part of my doctaral research
devoted to the cults of Sparta, {1997) U1-111.
20 y iy § 4 i . 1
O the epiphificgma parakefenstion represented by the form Bpfryat 1302, of.
Henderson (19577 221
27 ] 2t : X a £
© Alcacus fr. 3584 Yoigt; of, Genrili (19953 28503,
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dirceted by the Athenan, the women and the chorus that they
form in the course of the comedy are now associated with the
choral song: when the master of ceremonies invites ‘husband to
stand beside wife and wife beside hushand® (1275}, following the
suppestion made by Lvsistrata herself (1 186-7), has he not already
included the ensemble of actors and actresses in the plot m the fwe’
of the dancez performed in honour of the gods [OpY O LEVOL
Heovre cohoFopebo, 1277)7

In these cwrcumstances, the three wmbie catalectic tetrametcrs
which, for us at least, bring both the plot and the comedy to an end,
can speak for themselves. The inital invitation to dance (feminine!
and’ feys, 1316=17) as well as the call to hymn {Ypve, 1320-1)
Athena Chaleioicos (just as at the beginning of the choral song
itself, at 1300) can be substiruted for the brief choral exit-song that
we expect and that may have been in'|prf11.'i.lmt_1.h ['or us, then, the
comedy ends with an invitation to sing and dance a choral hymn in
honour of Athena of the Bronze House: the tutelary goddess of
Sparta, undoubtedly; but also the guardian of Athens. The cor-
ruption in a later manuscript, which reads the Athenian epithet
mpdpexor in place of the wappdyor (1320-1) of the text is signifi-
cant 1n this r'vﬂinrut.”

Through the effect of a probable ring composition, the Spartan
singer wha, at the beginning of his intervention, was nothing but a
voung man in the presence of Memaory and her daughter the Muse
(1248) is now identified with the beautiful divine daughter of Leda
in her role as yopnyis (1314-15) The monodic two-step (dipodia:
Eyon Bumoduife, 1243) which serves as the kipwog for the Athenan
and Spartan guests coming out of the RHeconciliation bangquet
(1225-7) is ransformed into a choral song probably danced by
men and women (12759, From the Spartan perspective, the
‘new Muse' demanded by the Athenian (1293) reveals herselt
in the performance of the most waditional Spartan song possible,
But. in the final choral summons to celebrate Athena with
hymns and daneing, the Spartan Muse and her stage interpreters

e question is discussed by TTenderson (1987} 214, and Soromerstein R
234 Tar comparisen with the ending of other comedies see Zimmermann [1985-7)
2. R0 of above, section 1.

2% Athens Chaleinicos and Athena Pallas (with Athena Promachoz] reign over the
Acrnpolis of Sparta and Athens respectively: of, Henderson {1987 220 and 222, and
.-j':-il-_l'l'lT'.I_'Trl'l:l'llll ll'::lﬁj'?} 21'"-'-
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undoubredly suceeed in invelving the spectators themscelves in the
charal exit-song, In any case this is the sense in which we should
understand cthe final performative form in Lysisteata’s exodos, el
s ot ol ave (1316-17), which estublishes a1 relation between
the virtual spectutor/ideal author’ represented by the choral voice
and the empirical audience of the comedy,

Il THE PEACE! AN EXODOS A58 WEDDING-8SONG

In comtrast with the Lysistrata, the Peace, lile the Bivds, presents
at its end a developed choral purt which concludes with several
melic verses inan exit-song proper,

Adaptativns of a Traditional Melie Form

Pertormed at the Grear Dionvsia of 421, on the eve of the SiEning
of the actual {temporary) peace of Nicias, the comedy of that
narne transforms its exodos mto a very lively wedding song, This
traditional choral form, also adapted and put on stage in severl
contempaorary tragedies, is marked by o refrain which, like the
eprphificmmea of the paean, corresponds to an appeal to the heroic
Hgure who s the protagonist in the foundation legend of the insti-
tution of marriage. Fragments of the fvmenaes of Sappho show
that the wedding song, sometimes designated by the more
restricted term epithalamivm, could take an amocbhesn form:
matching exchanges sung by voung girls and voung fen, who
performed a dunced poetic composition which took different
forms to -;mm crafe ritually the salient moments of the marriage
ceremony.” In these circumstances and in the absence of thoroush
documentation any attempr at division and exuct and systemutic
distribution of the rhythmic periods of Arnstophancs” song
between his protagonists seems doomed 1o failure, The probable
lacunae in the text add to the confusion conce rming the orguniza-

tion ol a sung where only some of the responses are delinitely sung
by Trygacus, the principal protuconise of the comedy, and bride-
eroom [rom now 011 other respOonEcs are made 1:,,_1__.- the Hillll'ilifl'?-f]i.

N . -
Mg = ' " i P P He 1
'I"{ h*'F‘F'hf' fr. 114 1"""”‘!' witly |.||L dr..-c.1|r.|1|m| 1y Ir_ II ':'I_|'| ;.|||_|: ;l::l';.' F}n]’_“']f:_
IEFEmAarie Lo ..'l..'|l'i':\.':"":::|||l-"§.| e the shield of A:hi]lv-: in Homer, I8 18 4%1—6, (her
tcre precise lingeistic parallels between (e form of the fevnenoens aod the wedding
sty staged by Avistophanes are piven by Iugelmieier (1096G) 1544,
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others still (ncluding the refrain) by the whole chorus of Attic
peasants who bave helped to restore Peace and Opora, the young
bride.”

Whatever the cxact structure of the wedding song which con-
clades Peace, the traditional choral form of the wedding song
i appropriated, through the effects of dramatic mimesis, not only
for the benefit of the stage plor, but also in accordance with the
poclic conventions of Dionvsiac dramatic ritual. Lake the Bacchic
wedding song sung by the macnad-like Cassandra, gripped by
the apprehension of her tragic destiny in Trojan Women, or Like
the dramatic wedding song transformed into a hymn o Aphrodite
by the chorus of voung givls whe ironically announce the tragic
end of the voung Phacthon in the drama which bears his name, so
the marriage song which, by a sort of metaphorical transposition,
muarks the return of harmony and plenty in Peace responds to
the conventions of the dramatic genre in which it is embedded.™
It 15 evidently to the phallic rale of ancient comedy that one must
reler the sexual allusions contained, for example, in the double-
entendre of the performative declaration of the chorus (or of the
wopudbaioc), ‘we'll gather her vintage’ (tpuyfoopsy, 1339-H);
with an additional allusion to the name of Treveacus, the 'voung
hride-groom’); this in reply to the tragic question, “what must we
do, to her? (10 dpaoaper avrie; 1337-8), iself transformed by
the sexual innuendo. The same goes for the double allusion, both
erotic and phallic, which is perhaps contained in the evocation of
a return to the golden age which will henceforth be spent
in pathering fips; the traditional and often hvperbolieal eulogy
of bride and groom thus celebrates the sweetness of a fig which
15 as metaphorical as the ‘strength and size’ of the groom

] . f A 13
{piyo won ey, 1331).

e historical eoncext, the plat and the philesophical problems nvelved in
establizhing the text of the final choral song of the Peaee are discussed by Plamauer
(1064} ix=svi and 73— [ follow here the text reseered by Packer (19973 290=5, vath
the metrical analvais that ghe proposes; see also Zimmermann (T925-7) 11858 and
1 44=5- Olson (TU9EY 315-16 and alse the scholia oo 1329 (po 181 Helwerdal.

2 Bur, Tro. 308=40 ancd Plhaedh, 227-44; see Olson (1998} 317,

Y For reazens of rhythmical symmetry Parker (1997) 292-3 puts verses 1 350-2
betore verse 1345, The role of the gelden age in the plots of Old Cemedy has heen
analysed mose recently by Cecearelli (19921, TPor the pun on the fig see Henderson
(19013 115 and 133; see also Olson (1U98) 318
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Hevformative Metaphors

[For it 1s, of course, i the Torm of metaphor, ol performative
metaphor, that the danced song of the Avmenaens which constitutes
the exodos of Peace 15 developed., As in Lyastrata, one of th
]'!ll"i'I'II:,ZiI.ZIJ'JJ '|"|-'|'|I|t|ﬂ1]!'l'i!-i|.!-i IZZIE- [I'Ili! i'l.-!.'l:i‘lll'l.I iII lI'IiH Lrlall rJI]'_'g-'j_’hi-lli.:l[hl E':‘Il'i'..'ﬁ
an the role of master of corermonies i order then to share sach the
kopuheios the function of yopnyac of the choral group who sing
l']lL' I:_'!l:_'ll'_l_u l:,'liI tI_H_" lL'I'_H]]E_!L,I_!.'- rilllﬂf |_IIZZIIII' illll'l::"ill_ll::ll::ll':-." telraamelers El-l-ﬂl'i.{“"ﬂ
Ly T'rvgacus effect the transition between the gencral banguet to
which, in the same performative and rhythmic mode, he himsell
and the kopudeeiog mvite the assembled peasants, together with the
members of the chorus (see the plav on fqpir (13110 and Dpae
{1315) 10 the verses spoken by the kopupoios or chores members),
and the wedding procession which seems to come out of the house

. ; s ! g
and the bangueting hall and which then becomes @ Kopoc”" For

this symposiac procession rapidly tarns itself into one of those
wedding sonps which accompany the wvpideeyawypioe, Marked by
the exit of the brde who i1z broupht ‘here’ Tf]l: 1'1f1|!.l.l:]_.:'1'[l'
Sl . Beopo, 13163, illuminated by torch-light, accompanied by
the rejoicing (oryyeeipswe, 13170 of all the people, then effectively
danced on the stage, this wedding song 15 presented ina former age
as g return to the [elds swith the abundanee of Dlessings and
tertilicy which the restoration of wealth and the dizappearance of
arms will conler on all the Greeks (tTolg "EAanoue, 13211 a return
duly preceded by dances, by ibations and by prayvers to the pods; a
return which is also a desire to return to the past {(wahoe at 1318,
taken up apgain i the expression mohuy Jk:i_f EpYTS al HET"}.'H These
verses in anapaestic terrameters and dimeters, spoken and then
sung by DPrygacus, are Tollowed by the prehude to the wedding
song proper: so 1t s Opora herself who 1s invited o ‘come here’
iBevpo, 13249, cf. 1316) o return to the fields, burt also to sleep with
Trvgacus: obligatory in the comic genre!

T'he direct address to the bride Harvest in the form of a proem
efects the passape Trom the return of the peasanis to there helds

i . . ' i PN - . i .
Prespate the mmvitaton oo fenter” Celrioaesr, TN, "Ueveaeus and bas choras

remain outside, watching the guesta’ children coming out (2Epyoron, 1265) to
urinate. For che complex metric structure of this passage, see Perusina (1908) 557,

B the comic wtopia as the return of vouth' in the Pease, see the reflections of
Aviger C1UTEY TH--H0,
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(which sanctions the end ol the plin ol the actiom played on :&THH'L.'}
to the opdoryoryiong accompamed by the rnatritnonial song, ths
ceremonial wedding procession expresses the metaphorical rela-
tionship berween the return to agricultural plenty and the mncc]f;r
of marriage, but equally its dramatic enactment in the excocdog.”
Summeoned by the first chant of the vefrain, the choretar can start
singing the wedding song introduce: Iy '|1t'}=f_{a1li.‘L|!-.i”iﬁ the acolian
meclic rthythm which will he that of the whole sone.”” According to
the text adopted, the choral song begins with a wmalkarismos et -
ling the happiness of Trygacus (whom the chorentai address in the
second person), who ‘now' possesses the promized blessmps
(roeyvoellée i Ewen, 13.’-1-1-]1;':”'t ar with the ambipuous 1}1_'1'f'm'1'm1r1jvu
questions already mentioned {70 dparoper. . in the performative
Future, 1337-40). In the choral exchange between Trygacus and
the choreutai, first and second person plural forms alternate hefore
returning, through ribald allusions and nterjections, to the theme
of the abundance of wine and froits,

[+ is then Trvgasus who has the honour of singing the last
strophe of the song of the wedding procession. _-"1-;_]{]I'-E‘F=!QCL{ i the
first place to the chorentai, the invitation to wine and dine recreates
in the wedding song the atmosphere of the kepog, whilst the
analogous invitation to the 'men’ (w. .. dvdpes, 1357), referring as
much to the chareutad as to the public, takes up, by the order to
follow Trveaeus (Evrémiote pmow, 1358}, the 1dea itselt af the exo-
dos. The final call ta enjoyment (yuipets, 1357), significs, through
its performative form, that I'rygaeus’ invitation to all rl_w! p{:np]n.' Lo
rejoice together (ouyxoipewe, 13173, 1n the retrameters introducing
the exodos. is realized in the dance, Through the Muse's art and the
melic form of the wedding song the enjoyment is now that of all the
spectators gathered together in the theatre of Ihonysus, :qp-c-_'t'.m:_n'i
who have been summoned to reach that state of conviviality with

W lrar the metaphorical sipnificance of marriage see Calame (19900 13045, H'.,
az Thonde suppests 1993 L46=-530, the Prace uses a seres of rivwal elements |":-l.::f|'n'.'« =i
Froe the Anthesteria, one could speculate thag the marviage of Trygacuas and Clpora
might e o paroedy ol the ritual wedding af Dinnysus sl the |'5:'|3-'~iii1||'|r\-_: !

A rhythm entively composed of acepbialous gl L':ﬁl‘.](:a.-'u.[t{'|-If"ril||l.:i'll'|=:=_!' und :afl:-:r.-h:
alons telesilleans {reimianal; see the excellent crivieal snalysis of Packer (1997) 2905
ref. n 31 alwieva).

P T R P
B A farm ol seakarianes opens one of Sappha’s Epilataee fr. 112 Visngr sec

alan Tur, Tee 301 and Phaeth, 240-4: other relerences m [inbar (1951 754
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the gods which gastrononue pleasures and choral activity imply. In
this movermnent from the intra- to the extra-discursive, the audience
15 invited to take pleasure in the present song, just as the gods are
invited to be there at the end of a Homerie-tvpe hyvmn, which can
be presented to them as an offering.

v THE B8IRDs THE WEDDING SORG A HY MY

As in Peace, the melic form of the Avmienaens marks the choral
development of the exvodos of the Bivds, a comedy staged at the
Cireat [nonysia in the spring 414, when the Athenian arony was
heavily enpgaged in the expedition to Sicilv.™ Here it iz the mes-
senger who announces the trumphant return of the Athenian
Peisetairos an the form of 8 mafarismos: the latter carries the
thunder-bolt, the symbol of Zeus’ power, in his hand, and on his
arm he holds his bride, whose name embodies this raval power,
This ‘heautiful sight’ (keehdr Biepa, 17100 recalls the spectacle of
the theatrical performance itsell, but at the same time evokes the
‘wreat wonder' (piya Do, 136) represented by the dances of the
voung Delian maidens, servants of Apollo in his sancruary on
Delos, e the choral scene of the Homerie Hyme to Apalia alveady
referred to. Adorned with perfumes which make the bird-protag-
onists on stage the equal of the gods in their ethereal happiness,
this spectacle cannot but culminate in choral vejoicing, Assuming
the role of master of ceremonies, like the Athenian ambassador in
the Lysisivata or 'I'rvgacus in Peace, the messenger then introduces
the voice of the Muse in terms reminiscent of the introductory
verses spoken by Trygacws lnmsell (ypn, 1718, of, Peace 1316 and
L318), As i Peace, the happy ending of the plot of the Birds will he
celebrated with a song of good omen (cOdnpor, 1719, of. Peace
1316}, a song ssuing From 2 sacred mouth, which corresponds to
that of the Musel

e Ritual and ;'l:'ﬂ'n:'n'{r;.').l!'.!r,l.l'.l':‘rn' Froaise r.gj"' Bridle and Craoom
'he chorus immediately obeys the messenger’s command, In a

double melic prelude they introduce the wedding-song which

It seems o less o Ly and fird precise velerences i the Bieds to contempoe-
ary poelitical and malicacy everds: ol Donbar (1995 =6,
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H - - o u Jik 1 - R 7 ir
constitutes the st part of their intervention. The firat proem n

its turn 15 composed of a series of commands, In selfereferential
maode, the last of these helps to effect the performative imvitation to
celebrate the marriage of the newlyv-wed couple on the level
ornitholagical parody: the dunce to which the chorus of bird-
chorentai invite themselves consists of a sort of flying around
(mrepumdTanle, 17217, But this address to themselves s preceded
by a sequence of commands, in parataxis, to make way for the
voung couple; these addresses, formulated in the singular, seem
to be dirceted not only at the chorentar who are going to surround
the nuptial 1:||'f1:;:':c.:-:irr11, but also at the spectators, whose attention is
requested. Indecd, in the following verses, the formula of meakar-
famos. which often opens the traditional type of wedding-song and
is signalled in the choral song by the polyproton pekopo poKep
(17213, 1s adapted for the benefin of ‘this’ city; the use of the deictic
tihe (1725) can refer as much to the utopian city constructed by
the birds on stage as to the city of the spectators. "lhe divine
happiness of the voung Basileia in all her beauty becomes, through
her marriage, that of the city.

Gut in this hyperbolical praise which opens the wedding-song in
the traditional manner, the bridegraom is not forgotten. The shore
melic proem just discussed i3 followed by a sccond prelude, per-
haps sung, in anapaestic thythm, by the kopudeaog alone™ Ader
having attributed to ‘this’ man the origing of all the blessings which
the ‘race of birds’ will heneeforth enjov, the speaker, a sccond
master of ceremonies, urges the clorentar to welcome Pelsetairos
and Basileia in a formula of injunetion (Béyaod, 1729) 1I._‘1"I'I1I‘I1'?|'C-L1'|1.'
of the way in which a divinity 15 invited to appear in all his lu-_r,lll
[ere the divine epiphany takes the ritual form of a vopdacyaryice, as
in Peace, the nuptial procession, accompanied by a wedding song,
hecomes in g way a kind of metaphor for the exit of the chorus, The
form of the wedding procession assumed by the exodos is all

' Dhespite *nr.-wn'rh attempls to divide up the different events of this long choral
incervention and distribute them between two semi-choruses, severdl councmative
ndications show that the charus of Bisds sings here in umison; ef. Dunbar {1995)
Ta0-1. : .

H A ccarding to the hypothesis Tormulated by Packer [1T9%7) 380-7, who should
le eonsulted Tor an analysis of the vhythms offered by the ensemble of this choral
Firale. In Zimmermann’s view (1085=7) 118900, the first two verses of the Ot
|:.|LI|,|..I|_- with their LJermnul* (172011 should be uetered by the kopepewog alone,

Mg suppested by Zimmermann (1UER-T) 1. 101=1.
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the more important from the enunciative pomnt of view adopred
here since the torch-lit ritual procession leading the bride from her
Father’s house to that of her hushand wound s wiy through the
strects of the city.

Fram Hymuic Wedding Song to Vietory S

Such is precisely the wedding song which the chorus epins ra
chant in the two straphes which follow mnmediately afrer this
double proem; they are sung in an aeoliun rhvthm which recalls
that of the Aymenacis at the end of the Peace,™ The chorus here
cvoles the paradeigmaric vopdayuvin which unites Hera and
Zeus, through the will of the Moirai, and aided b Fros: in comie
f.i-].*-'i-]"l'ili:l'l'l NI-Im.A combines the functions of a child with both parents
living {tpdnblochng, 1737) who is present at the wedding feast, of
voung [riend of the sroom {wapoyog, 17H)) assisting the VoL
bride, und of driver of the chariog carrying the happy bride. In
addition to the ateribute of Zeus which Peisctairos carcies in his
own cpiphanic return to the stage (1714), the relation between the
indeterminate time (woT, 17311 of the original and foundational
scene of the marriage of Zeus and Hera (artculated in FI1E COMY-
position) and the time of the celebration on stage 10 the fde ef nuie
of the marrisge of the Queen with the master of the birds is
mdicated by the tvocation of the hero Tlymenaeus in the trad-
itional refrain (Y @, Ypdvar @, 1736 a/b, then 1741=2): it is
he who gave his name to TOLDH TpLE et {17353, which is both the
Sog accompanying the wedding procession of Hera, and the one
performed on stage to celebrate the mareiage of Peisetairos and
Basilein. ™ |

Just as in the introduction to the lome choral part at the end of
the Lysistrate the Athenian ambassador, in his role of master ol
ceremanies, unnounced his intention of cojoving the choral dance

1 R o ks
Pupbar (1995} 756-7; the chythm and structure of ehis weddmg song are well

anirlysed by Zimmermann (198571 1, 191-2.

.j]'||'. 15 [ 1 ondoerstancd thi :'r'l'lll“ii-!'-l":'llﬂ LEPICRELN Eu Tl.'l.-!::Zli'l'l -|r;.|_|.|_'_l|||-_-,:|:|¥|_ Ay
che DECIEION al such g wedding song's problems in the imterpretation of this |::J==.¢cn='r
are .l.l.':"':l.'-l.l.‘\-'\i',."i.l iJ_';' Ill:.n:imr CL995) 7589, wha also poinis out che role [l by Ii-;|
5 PP i marrisge (ol i particular Pincl, fr. 310 Maehler), On the "‘5.”-"|:"‘;":-"'-'“r£"=- its
PIrGEIEOniGs _:m:l s dconcgraphy see Dhunbar’s commentare (19931 759-01 and
'Lf:||.:||'|u: CT996 130-1 and 1389 Tor ocher pacallels with & '|'.'|":'.'|':'4."-'._ s Kugelmaier
(L9960 | 54-% :

Cfrovad Fovws i Avistopharnee Ooniedy 174

he was organizing, so in Bivds Peisetairos intervenes to say how
much he s enjoying the wedding song, which he regards as a song
of praise (Gyapne Vpvows, Sxapny edals, 17431 Since he s hold-
ing one of the attributes of Zews' power he imapines thar the fogad
(1744) are addressed to him; these fogel, ina zensze very close to that
of muthaer, designate words of praise, as in Xenophanes or Pindar,
which are intended as an offering o arouse the pleasure and
arutitude of the gods.” Whether sunp by Peisetairos himself or
by the kopudaiog, the following intervention 1o anapaests succeeds
I matntainme the same contuswon as to the wdentity of the hero
of the Breds the choreniar are now invited to plorify (G v
. .t-:}-.'ﬂfm:i-;, I 74450 the thunderbolt of Xeus which the Athenian
master of the city of birds holds 1 his hand (1714). Peiseraros
intends to be rerarded as king of the gods.

T'here then follows, in dactvlic ‘lvinie’ rhyvthm, a hyperbolical
hymn to the power of Zeus” lightning; a general hymn of prase, in
the sense in which Plato uses the term:™ a hymn which tales the
place of the wopos which, as we have seen, often concludes a
comedy. The reference to the man who holds this power now, at
the present moment (O8c win, 17516}, leads into a celebration of
Peiserairos’ victory; by addressing their hymn of praise to Zeus’
artribute, the chorental are careful not to treat this moral as the
equal of a pod. But the mention of the Athentan™s suceess could
refer, inan extra-discursive manner, to the hoped-Tor result in the
comic agim itselt. As for the presence beside the citizen-king of
Basilewn, tactfully referred to as the help-mect of Zeus, even af she
1511 [act that of the actor who takes hamsell for a god, she inspires
the resumprion of the concluding refrain of the fvmenaens. Bur the
wedding song in the meantime has become o song of praise!

II'I e | ﬁruﬂ i_Tl_“_:T'l."‘I_'l'ltilll'l HT'I_':_J i“ A TR eTnent "r'i.".l"l'i‘l_'h 'I"I."I:,:E']“H i Ln‘l]_‘_ﬁ
the finale af Peace, but also that of Acharmians (Emealé 1w
gdorreg, 1231) and MPlontos (ev. .. @dovras Dreobar, 1208-9), o
remains now for Peisetairos to invite all the tribes of birds to follow

" oxennphanes fro L Gentili-Praco; Pind, Py 168 ete. For yodpew of divine
enjovrent of hsteminge oo song of, Calame (19950) =12, The question of the
division of thiz anapacstic intervencion between Peseonros and the copxhaiag s
Tully dascossed T Dimmnermann (19 5=7) 1. 1924

" m the messanange ol i.':_u,.l.'r:-; it Flata see Ref, 6770 andd Lagees B0l c-e (contoast
Foagpe TO0a=h) of. Calame {19955 3=4. Ouestion: concerning the establishmene of
the text ol thes 1|:.'1|:r1i-:' sonp e discusged i elerad [y Uroanlsar (104957 ';'n'.?-.i: e

alan points out the cpic and nache elemenes in the ngusge.
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; R W
(Emer s v, 1755) the newly-wed couple to the ‘precinet” of Zeus,

By the subtle play on a simple conjunction and in a probable
allusion to the garden belonging o the lking of the gods, this
ground’ turns our o coincide with the marriage bed of the
newly-wed couple in the comedy.’ It is towards the marriage
bed that the procession of the vopdeyoyie now tuens, trans.
formed henceforth inta the procession of the expdos. Through his
injunction to tollow the couple, of which he himsclf is ane of
the actors, Peisetairos in effect combines the function of master
of ceremonies with that of kKopudaios, sharing his wlentity between
that of stage actor and of leader of the chaoral AcCompaniment 1o
the dramatic action. It 15 then the task of the Athenian harnsclt,
king of the birds, to engage his brade, the blessed one I:ETIJ- LYK REL[ICE
P73 in a communal acrial dance (owyydpsvoor, 1760-131, The
stromg presence of the 17 of the speaker in these verses, in iambic
dimeters alternating with lecvthia, serves to confirm the power
of the new master of the utopian city of birds: but the close
Juxtaposition of the forms of *1I' and ‘vou’ also reinforees his
close unmion with Basileia, ‘This union refers to the final reconeili-
ation, us in Peace and Lysisteata, but in o utopian city which,
through the abuses of power of a Peisetairos armed with Zeus’
thunderbolt, recalls only too much the imperialist Athens of the
spectatars .,

5o there is no surprise to see that in the exodos proper the
wedding song turned hymin is transtformed in turn into a Vvery
brief pacan. In this coneluding song the chorus of crivmgrhant
birds heaps up charal references 1o victory: a ory of trivmph,
the refrain of the pacan which is sung in particular to celebrare
military suceess, imitating through onomatopoeia the sound of
the pipe which ean accompany the pacan, a refrain which
illudes to the beauty of victory itself, und recalls the exodos of

I spate of the reservations concerning this inferpretation expressed by Dun-
her [I*.'.J‘]'_ﬁ_l To0=¥%, 1t 15 likely that, in the contexe of che identification I.:ll.'|'.‘r:'l'll Ll
Atbenian and Zeus, the reference to the ‘pround’ of Feus imphies un allusion 1o
the meadow which was the scene of the paradeigimatic unian of the king of the ol
with lerat ef, Hom. JE 14.46-51, with the references in Calame (1 O96c) SR—600 and
| 7381,

=k - .

e In :I'fr.l'.'-".-: the utopsan city constructed on stage sugpests, in i impossihility, an
ramic eritiue nat anly of the utapia itscll, but also of ‘real’ Athens: of, Auger (1979)
B1=Y; Bowic (19493) 174=7; Slater {1997) 85-04,
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Acharmians,” The final address to Peisctairos, addressed as
Thighest of the gods’, 1noa deseription which 1s not apphed exclu-
sively o the Qlympian gods, leaves open the linal destination of the
marriage procession turned inmo victory song: COlympus, as could
be sugpested by the attribution to Peisetatros of Zeus’ thunderbaol
and his consort Basilea? The utopian city of the birds wich its
power replacing that of the Olvmpians? Or sumply Athens off-
stage, the Athens of the spectators? The final choral ode maintaing
the same indeterminacy 1in this respect as that which predominates
in this concluding choral part as a whole as to the exact status of
Pewsetoiros; having to content himself with the thunderbolt, in
place of Xeus’ sceptre, Peisetairos embadies the paradoxical social
i‘l.ll'l'lt[!:l." II'I- il l;:il'i}':ﬂ'l'l I::II- l:_]l:,":'l'll'::lﬂ_"l'}ltgll'. fﬁtl"ll:_"."l'lﬁ "L’:'I'I_ﬂ:l hilb' E'_IUI:_"{:ImT_'. Thl'_':
tvrannical ruler of the utopian city of birds.™

Be that as it may, the indirect affirmation of Zeus’ power, via the
arnithologieal masks worn by Pesetairos and the members of
|'1'||:: l;_:l'll'l'l'l.,l:‘-‘-I 1_LI.rT'|H H'Il_' _'iL]l:]:-IIHT'If I;_'.'I"il_':H nf 1_'1"i|.,1['|"|r:||"| l]f tl']ﬂ I:':Ii['l:,‘iﬂ" .l‘".\.:l"lﬁlll':l.'n'
towards the victory which the comedy itself could win in the
musical competition organized in honour of Dionyvsus, Though
one should not necessarily look for a pelitical allusion to the diffi-
culties experienced by the Athenian soldiers in Sicily in this songe
celebrating x-'[1:1||1':r' uiler the autha H'[l:l,-' ol Zeus’ TePTeSET b Live, 1t
15 nevertheless certain that the relationship established by the
performative song between the end of the action on stage and the
victory in the competition anticipated by the author and his chorus
15 all the stronger, haecause the whole song of the If]e’i:l'r'i.'r.?n.'.'.'..i‘ of Birds
was placed precisely under the sipn of the prophetic and melodious

=1

vorces of Apollo and the Muses,

MO A Asie 1226=34 with the commentary of Perusing {19607, Amongse the
Lexts atbesting the use of the relraan ol the paean inoa victory song cited by Kiappel
(1932 308—10, neee in particular Bur, Frechth, fr. 40 36 Digole (dhahails L
meewe | i hivieor fokrm pehog) for the possible accompaniment of the paean
by the pipe, see Fppel (19920 &0, Ocher references in the different forms of che
victory song in Danhar {19957 T60-710.

™ {In this subject see the fine remarks of Dunbar (19931 12=14 and 770, For the
relagion between the imperiabize Athens of the spectarors and che otopia Tnally
decomstructed on stage, see the relerences above n, 45

] Hee o particular the ade Iollowing an ihe feerabase proper anc the S
where the members of the choras compare chemselves o the Muses and boase of
the vacal qualisies af che hird-charensar: 737=32, fully commented on by Dunbuar
[19595) 461-7.
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Y POETIC SELF-REFERENCES

The comedy devated to the civic utopia of birds is nat the only one
ot Arvistophanes’ plavs whose fEofiog effects, through a choral
victory song, a movement rom the action dramatized on stige T
the extra-discursive and ritual context of the comic performance
itself. The action of Eefdesiazisar ends with o song, partly in
anapaestic rhythm, which presents two performartive lorms, 1n
the nmperative and future respectively, Thift vour legs .. owe shall
have a least” (oipeold &wo, Lo, 1180; devmeoopsy, 11813, In the
movement from an address by the chorentar to themselves in the
second person to an inclusive ‘we’, the exados dance of this comedy
merges with the wepos, which, following on the pantagruclian
banguet sung of m the preceding verses, 15 puncruated with cries

of ‘euhoe’ evoking Dionysus. Bur this evocation itzelf turnsg

this concluding dance into a victory song:™ ‘as at a victory'
(g &mi viky, 1181) the chorental sing, perfectly aware of the mi-
metic movernent from the intra- to the extra-discursive! In view of
the dionysiac colouring assumed by the choral dance, the move-
ment leading to the outcome of the comic performance itsell is
exactly the same as that ohserved in Lysistrata.

In the choral song in archilochaeans which forms the exodos of
Hlasps, the enunciative reference to the extra-dramatic 15 even
more marked since, after an allusion to the reactions of the specta-
tors themselves (ot Beered, 1328) and o movement which leads the
choreutai in performative manner “towards the door’ {Doprefe,
1333}, the author himself seems to intervene in his text. To say
that ‘no one has vet sent off a comic chorus dancing’ in elfect refers
both to the dancing on stage of the crab-master and his chorentai
and to an indirect intervention, in a sort of sphragis in the third
person, of the man who undertook the training of the chorus made
up of ‘faces smeared with wine dregs’ (yopov tpuyegp o, 1531,
This allusion to the masks of the comic singers only scrves to
reinforce this transfer from the intra- o the extra-discursive by

" See rhe remarks of Yetta PTYET) 2707 und 286-7, and of Wilson (forthcoming
£ 1T Tor a differenc metrical analvais, taking no account of the Interiec Hoans, see
[I-cl_l.'i.'i.L'T {1997 5B52-]

L is warth neting that when he joins the dance of 1he choras, together wich the
craly dancers, Philoelien expresses a desive ooowin e Svar mpoeetm, 13150 which
vvitlies the victory of the comedy irsell.
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drawing attention to the mimetic and dionysiac aspect of the
fiction plaved out on slage.

This same movement 15 yvet more marked i the finale of the
Frogs in that the exedos of this comedy is inserted into the end of a
choral song where the group of frog-chorewfar consecrates the
victory of the tragic poet Acschylus in his poetic contest with
Euripides, who s himzelt rejected  hke a comice bufloon
(Banpohipns, 152130 In this song in trochaie dimeters, the malkar-
ispios form introduces the praise of the poet whe, through his
cultivation of the Muses” art, puts his gualities of intelligence at
the service of the citizens (Toig oherang, 1487) and thewr educa-
fion. With Aeschylus rerurned to the hght of day, the master
af the Underworld can urge the chorentail, in the prakérgma in
completely  regular anapaestie dimeters, to escort (OpELD . .
mpomipaeTs, 1524=3) the victorious poet, singing choral songs
and melodies for him  (péksowy kel polmoalour REAESoUPTES,
1526-7). Let us remember that in the parodos the frog-choreutar
placed the song in which they invoked Dionysus under the author-
ity of the Muses of the lovely e and Apollo 6 doppuerig
(228-300, Obeving Plute, the chorentad return to the solemn
rhythm of the dactylic hexameter, with expressions to match in
the stvle of Aeschylus, in order not only to send Cleophon and
the war party to work in the fields, but above all 1o ask the gods
below to grant the poet {(wontf, 1528) a happy return, and to
give the city (7rymokey, 1530) wise thoughts which bring great
blessings.™  If the city, in the context of the poetic and educational
art of Aeschyvlus, evidently corresponds to Athens, the generic
fipure of the poet who reappears in the land of the hving can, at
the end of the comedy whose plot concludes once more with a
victory, correspond to Aristophanes himsell! Another form ol
indirect sphrags in an appeal to the gods!

When the evodos of an Aristophanic comedy is developed m
choral song, the ritual and performative dimension of the choral
interventions in attic drama is depleved to such a pomt that

it includes the hermencutic and emotional dimension:™ whilst

S Phe use of Aeschylean chythm and expressions in thiz scene of the Hirds is
clucidated by Zimmermann {1985-71 2.77-5; on the rele plaved by the parabacis m
the enunciative portraval of the poet, see Goldhill (1991) 201-7.

5 Rierl (2001 1% would ge so far as o seen the choral group of Arvistophanes'
comedios ‘win ritneller Mitspielec, Whilse just mentioning the 'emotive’ dimensicn
of ihe interventions of the comic chorus, Ximmermann (1983=7) 1.242-01




154 Claude Calame

celebrating the happy outcome of the dramatic plot, the jubilant
crics of the chorental give a ritual turn to the commedy, evoling the
dionysiac cult of which the comic drama s itself one of the acts.
Even more than in [r'i-l:j_:'l:l:]_':.-', the mask and the costume of thy
chioventar evoke the cult devoted to Dionvsus, Choreopraphic
rhythms, cult interjections, the use of traditional melic forms to
‘ritualize’ the dionvsiae k@poc (aceording to one of the ervmologies
proposed for kepapdiie): these are the many means of transforming
the happy outcome represented dramatically and mimetically on
the stage into o victory in the musical contest celebrated in honour
ol Dionyvsus, From the enunciative point of view, this relation
between the choral action plaved on stage and the performance of
the comedy as a cult act is marked by the constant movement lrom
the performutive invitations in the sceond person plucal, “you', to
selt referential affirmations in the frst person plural, we’. In
addition, through this interaction between the forms of ‘vou® and
“we' in the performance of the choral song eself, not only are the
spectators (Cyou') associated with the outcome of the plot and with
the comic ritual act, but the l‘:i-uj.!‘l'i]i'.l]'lil.‘.;;ﬂ author himself also seems
to be ncluded in the ‘we’ celebrating a triumph which could be
transformed from the victory on stage into victory in the competi-
tion under the aceis of the god of the theatre.

In the comedies whose titles regularly evake the name of the
choral group who enliven the drama, the active participation of
the pratagenists in the ritual show in honour of Dionysus is real-
ized in the melic forms put on stage by the chorus; that was all the
-aster since at Athens, as the kopudaiog in the parabasis of Frogs
recalls, pood cinzens received their education in the palaestra,
but also in the chorus, thanks to the art of the Muses
(E1 TreehoeloTpons ol yopolc kol povakt, 729 and on different
festive occasions and ritual celebrations of the heroes and of the
rods, "

Franslated Iy Penelope Murray

distingishes above all between a Shandlungzrragend’ rmle and o handlungsdentend’
If:--'-.x_ which correspond, in the terms 1 bove suppested CLWgdsy 152—4, 1o the
‘perlormative” and ‘hermeneutic” dimensions of the choral voiee in trapreoy,

3

There are numerons references o mosical education i Avacophames’ comed-

tes themselves; see the relorences in Calame (199500 [ 50-2

=
/

T'ranstorming the Nightingale: Aspects

of Athenian Musical Discourse in the Late
Fifth Century

Anelvece Barker

It 15 no surprise that Aristophanes’ Birds, with its light-hearted
frivolity and its chorus of feathered songsters, is full of allusions to
music. CHd Comedy in general iz packed with snippets of musical
discourse, and 1t 1=, 10 particular, a rich zource of comment, usually
scathing, on the musical practices of the tmes. IF we put two and
two togcther and look for morsels of such comment among the
vilrtouws musical snacks provided in the Birds, the second part of the
play offers several explicit examples, notably in itz caricatures of
the unnamed poet-composer and of the dithyvrambic composer and
chorus-trainer Cinesias.' ‘Those passages are entirely characteristic
of the ways i which exponents of the *New Nusic’ now all the rage
in Athens were routinely pilloried on the comic stage.” The first
part ol the Breds s different. FHere most of the musical allusions
and performances scem to arise naturally out of the avian para-
phernalia of the story; and one rmight reazonably suppose that there
15 no more to them than that,

Ingenous commentators  have nevertheless nsen to the
challenge, and have proposed more or less persuasive readings
of wvarious passages i the flirst part, as well as in the
second, which represent theny a5 2arires on CONLEMporary miusieal

I am prateful to these who took part in the Warwick conference for a number of
usetial comiments on this chapler, and especially o Alan Soonerseein, wlho rescoed
e Trom several mistakes. Valuahle nbservacions were made alsn by two anonyimons
reauders: | bave eried o respond o mest al therm, theogh 1 do notimagine chat 1 hsee
satiafied all theie wishes or salled all thetr doulbits.

bV Rieds 0357, 137 1-1409,

¢ See e, A, Thagmis JU=6GG US04, Fr’:.l;".r s T, {ll':lr.'.'.'.'..l'l.lr,_ Fazat |':t[:-|_:|_"i::|||:-.'
F209-1405Y; Pherecraces fro 135, on which see particularly Restani (193837 on the
ey s’ of ths ['u;rin:-l,! 1 rrereral ges o [chater (1965 Barloer [H:'ﬁ".-l-] oh, 7;
Woesr (199200 ch, T2 Moz (20000 and Csaper i this volunme.
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pracrces.” 1 shall not review thei analyses here; mnstead [ want to

push the same approach a liccle Turther, by focusing on a Apure
which has not been examined in detail, so far as T know, with these
possibilines in mind.”

The role of this figure is at first sight straightforward, just what
aone might have expected in this amiable fantasy; but on closer
inspection, I suggest, it becomes so enigmatic that we are com-
pelled to look for an underlying motive of some racher special sort,
[f there ir such a maotive, of course, it should not be so chscure as to
be undetectable to an alert Achenian sudience; if it is unelear from
the text alone, we should expect it to be discernible in some WAy
through aspects of the plav's performance, We shall therefore be
compelled to offer svme suggestions about how the plav's original
production can have given visible form to idess which the text
leaves obscure.

The figure in question is the Nightingale, OFf course this creature
miust appear in such g pliv—how could a muosical comedy set in the
world of birds omit its best-loved and poetically most celebrated
singer? And there indeed she is, called from her sleep in the
thickets by the Hoopoe, Tereus, to help summon the company of
birds; and at her music evervone on the stage, birds and humans
alike, fall into ecstasies of rapture, So much seems unproblematic:
but now the puzzles begin. Fivst, the lovely nightingale is central to
the musical delights of birdland; more generally she is emblematie,
throughout the history of European poetry, of the perfection and
endlessness of song, Yet in this play she utters not a word. She
offers no verbal account of herself which would help us o recon-
struct her meaning, or to interpret her interactions with other
characters in the drama, Secondly, she performs no function what-
ever in the unravelling of the plot; she not only savs nothing, but
does nothing to propel the action on its way, Thirdly, soon after the
second pussage in which she is mentioned, which is alzo the {irst
and only time she actually appears, she promptly disappears rom

e hoopoc’s summening song' at 22762 has attracred particular atention,
PFor discossion and references 1o carlier studies see [anbar 119951 200=24 and of,
also Precagostin [158E0,

Many very valuable points are made in Romer (1 B, an altopether delighelul
arcicle; and we agree on a high proportion of the macters he discusses. T the main
issues chat 1 shall be considering here arve not ones that his essay is designed oo
aclel ress, . -

-

Trensfovmng the Nighiingals Y

sigght and 15 never heard of apamn. Yer here we are less than hall-way
|:|1|'n::-11g|1 the play, Other curosities m her treatment will make
themselves fele later; But that s encugh to suggest that the role
Aristophanes 1s giving his star performer 13 not altogether what we
might have expected,

| shall argue that Anstophanes’ nighungale, despite her word-
lessness, intervenes signmificantly i the musical discourse of the
play, and constitutes a significant expression of musical opinon,
As such she has important things to teach us about muosical values
and controversies in late fifth-century Athens. Buat | must first
prepare the ground., Comedy thrives on pacody;, parodic allusions
ro irmaees, passages and ideas taken from carlier and more overtly
seriousg literature are part of its regular stock-m-trade; and the
nightingale 15 a fgure with a distinguished literary history. 1t
Aristophanes' Prokne and her music ave anvthing moree than mean-
ingless decorations in the Bords, their meaning can certmnly not be
reconstructed independently of her previous appearances in the
tradition. We need to pur together at least a sketch of the character
of those appearances, and of the patterns of meaning which the
image of the nightingale had regularly served to establish in
the past,

T'he nightingale makes her bow i European hiterature i
the nincteenth book of the Odysser (518-23). Penelope 15 telling
Odyvsseus, who has not ver revealed his identity, of her sorrowtul
days and restless nights in which troubling thoughts Aock in upon
her: *As when the daughter of Pandouroes, the greenwood nightin-
gale, sings her lovely song at the onset of spring, perched among
the trees” dense folinge, and with rapid turns pours out her voice's
many notes, mourning for Itvlos her beloved child, king Zethos’
son, whom she killed 1n1gnorance with a bronze sword, so too my
heart shifts hither and thither ... " and she goes on to explain the
dilemima thar confronts her, 1ina pair of options, both hard ta tace,
between which she cannot decide,

The nightingale myth sketched here 13 different from the aone
used by most later writers, but the passape nevertheless incorpor-
ares almost all the motifs and resonances embedded in the archac
and classical tradition. The nightingale 15 yAwpTis, an untrans-
latabile adjective that hints at its association with the green lresh-
ness of Spring, The music-making bird is female, here s
everywhere else in Greek literarure, false though that s from 2
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severely arnithological perspective. Tts music is conceived us song,
not an the analogy of performance on an instrament. O translas-
tons of the phrase gokow 1i::nﬁﬁ11:r:,u, wings beautifully', are bound
to suggest that its song 1s outstandingly lovely; hut of this 1 am not
altogether convinced, The adverh kahdr is so much = formulmc
pendant to the verb that i1 need express nothing about the night-
ingale’s singing in particular, nothing, that is, to distinguish it
from any other song, the ‘beaury’ attuches o singing in gencral,
not to this instance of it as distinet from lesser manifestations. To
continue, her song is liquid, poured out, with rapid turns and many
notes; and above all it is a lament, a lament for the child she has
unwittingly killed. (In the more Tamiliar tale, of course, she
has killed her son Ttys dehberately; hut that was an act of ey enpre
agamst her husband Tereus for his rape of Philomels, and her sm;q
is still a lament for her murdered child.) |
Two points in particular need emphasis. First, the significance
of the nightingale in this context, though given colour by reference
ter her song, is not construcred out of the song's musical qualities
but out of the mythical scenario in which it is embedded. 1t is the
myth, not the sounds themselves, which gives the nightingale
qualities appropriate o the purposes of the pocm; and the song
itsclf is not, in the last resort, the feature of her to which our
atterition 1s primarily drawn, The main focus of the simile is rather
on the state of mind which, according to the postulates of the mwth,
15 expressed in the song; and it is this that is compared with the
indecision and emational torment of Penelope., Secondly, onee
granted its mythologically constructed character as g lament, the
song's ‘many notes” and its ‘rapid turns’, which are indeed there to

E ]
e heard,” can zerve to enhance the impression ol uncerrainey,

complexity, and irresolution which the simile secks to convey,

At the sume time, of course, the sweer lquidity, the Vi A
trills and many notes of the song are features that convey the image
ol a supreme musician, But from a musicological point of view we
should notice the semantic instability of words narming attribures
such as these, Right through to the carly fifth century, in Pindar,
for example, expressions evoking the cormplexity of a musical
composition, its honey-sweetness and the numerousness of its
notes are used to call attention o s deliphtlulness and its crafts-

See the Tascinating discussion in Pline, SA 10,2943 [H1=5)
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I]lLuu-:h.i:p, and to f.:ﬂt!][‘.u.‘] admiration.” In the transformed musical
context of the latter pare of the century, however, references to a
piece’s suppleness, intricacy, and multiplicity of notes bhecome
clements 1o a vocabulary used o point the finger ar the controver-
a1al ‘new music’, and are regularly emploved in the context of
eriticism and parody.” There is evidently a semantic crevice here
through which it is possible for ambuguities to creep into the image
of the emblematic bearer of these atcributes, the mightingale her-
selfl In so far as the patterns of reference and association awakened
v mention of the baed attach themselves to the new muasieal and
social context, they can acquire new resonances that undermine
and destabihize the positive implications they had carried in the
l-':.':lillif]' |.'|':||::|'i1:il_|']'|.

But | am getting ahead of myself. 1 have already sugpested that
i Homer the bigure of the nighongale 2 not merely or even
primarily that of the ideal singer, but rakes its meaning fram the
mivth by which s surrounded, We may notice in passing that this
15 not an 1solated phenomenon; none of the birds commonly repre-
sented by the Greeks s musicians gets this atcribute directly from
its actual song, The partridge is scarcely a ‘real” singer; neither is
the quatl or the ;:a'.»'alllrn'u.-, and nor s that allegpedly most musical of
birds, the swan,” All of them acquire their musical characters from
¢ penumbra of myth, religious azsociation, and lolklore,

Let us now glance bnelly at some of the mghtingale's appear-
ances on the hilch-century Athenian stage in the serious context of
tragedy. In Aeschylus® Supplices (57-72) the charus liken their
own laments and therr exile to hers; 1n the Adgamemnon (1140-53)
the chorus tell Cassandra that she 15 singing a lament for herself
like some Eouldde andor, a trilling nighringale, weeping insatially
for [tvs and over her sorrowtul Life, The chorus of Sophocles” A jox
imagine the Irenzied, shrill wailing of Ajax's mother, and contrast
it with the more muted pathos of the mghtingale’s moaning
(624—34): and his Electra identifies her lonely and sorrowlul state
with that of the nightingale lamenting Tor Itvs, bewildered with
ariet (f20, 147-49). In all these passages the mightingale 1s there, as in

e OL 4.2, Petl 4296, Newn 414 (intricacy, camplexityd €40, 7.7-H, 11.4-5,
Mo, 3oA=5, To=0 {sweetness, lquidity)

Cear Ar Thesm S0-69, 130-70, HBvde 1373=91; Pherecrates fr. 155; of. Plato
Lo GAYhH=HTFha, TUHR=0

® See the entries for these hivds in Theesiviprzod (13300
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the Chdyssey, for the sake of a comparizon, and the comparison s
alwavs built out of the mythology of her lament; that is the
governimg theme. But we can pick up other 1deas and images too,
which are accessible to the poet and triggered in hiz audience
through allusions to the nighringale’s song. As in the Odvssep, it
15, exphoitly, song, and cven has words, the word ‘Ttys” endlessly
reppreated. In the Ajax the lament has more pathos than trenzy; but
in the Agamemnon it 15 reflected in Cassandrea’s manic ravings,
incemprehenzible to the chorus—rthis may perhaps be an adaptu-
tion of the Cedvsser's images of bewildered uncertainty. Tt 15 2
POLOS Sloos, ‘unmusical music’, or—trading on the ambiguitics
of the waord vipoc—a song without coherence or order, bursting
the bounds of due form; and Cassandra’s outpourings are a horri-
ving drdorog Kaayyd, an unutterable or il-omened clamour,
sung in high-pitched strains, opbioe &v vdpows, We mav note
that the nightingale's khayy], which seems to indicate something
more strident than ordinary mesicad sound, recurs g ragment of
Nicomachus Tragicus (fr. 1 Nauck).

Euripides speaks of the mghtingale in two surviving plavs, both
later than our target-picee, the Bivds. We can pass aver the passage
in the Helen (1LHT7=16), which seems, rather curiously, to be o case
where tragedy draws on comedy rather than vice versa: it s an

almost verbatim echo of the Bivds atsell.” A passape from the

Rhesus (340-50) is unusual in that no mmediate comparison is
imvolved; the chorus speak of the nightingale they actually hear,
singing 1 the dawn, Even here, however, she is stll ‘the bivd that
killed her child’, and sings of her ‘murderous marriage’. Similarly
in a fragment lrom the Phaethon (fr. 773.23-6 Nauck), which again
is pure scene-deseription, not comparisan, she sings a multitude of
laments for Itys. In both passupges her song is also characterized in
more dircetly musical wavs—a ‘delicare melody' in the Phaetlion,
the outpouring of a worvyopdoTaT] bwr], a ‘voice with a mulei-
tude oof notes’ in the Rbeses, Lot us add just one more example, a
fragment [ronn the Palamedes (fe, 388 Nauck), The chorus are
singing about Palamedes, unjustly killed by the Greeeks at Troy;
Eil’-‘.Lil-'lhr £l vETs Tive
wowrodiol, o Ao,
TeV ohie Ayirowrar aniove Mowrdo

T Bee Dover (TUF2) 145-0,
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You have killed, vou have killed, vou Greeks, the all-skilled, harrless

nightingrale of the Muses,

Here we (ind as attributes of the nightingale and Palamedes a close
affinity with the Muses, harmlessness, and for the first time in the
rradition, outstanding skill—skill, we must suppose in the nightin-
pale's cuse, as a virtnoso musician, o theme only fully exploited
centurics later in an intricate passage of Pliny, ™

The thread running through almost all thas rmaterial is the theme
of lament. But we have noticed the seeds of other deas too, The
song is insatiable, endlessly iterated, The repeated verb meaning
‘killed’ in the Palawedes, fwdvetT frdvers, may itself hint at this
iteration, which the tragediang regularly represent by repetition of
the name “1tve’, & lro, alie lroe dhoddperon (Soph. &0 148}, In
the Agamemnon there are graphic evocations of confusion and
disorder, even madness, and a sugpestion of it in the ‘bewilder-
ment’ spoken of by Sophocles’ Electra, There are trillings and
quaverings, and the mystericus word Eoullag, which as first Wala-
mowitz, later Silk, and later still Dunbar have argued, probably
has reference simultaneously o sound and to rapid mavemnent,' |
The Phaethon has muloitudinous laments, and the fhesus, in line
with the Odyesey, o multitude of notes. The Palamedes, finally,
adds ourstanding musical skill,

Itisa L‘(:-]T[Ill i ted T?l‘“.’l{i’lj.’;{:- Hut WL will 2ee at once that it 11'iiJ_{hl‘
have great potential as a resouree for a comic dramatist with a good
deal of brazen cheek, and with his eve alert for images through
which he could poke fun at the cscesses of the elaborate “new
music’ that was fashionable in his day. [ shall try to persuade you
thut he does precisely that, and that the nightingale in the Birds is
by no means the figure of pure beauty and charm which most
commentators seem to have imagined.

We first hear of the nightingale at line 203, The hoopoe s
preparing to summon the birds; and he says that they will come
FUnMing if he pocs into the copse and wakes up “hos nightingale’,
Tipe Epdje andiva, and if they call together, Peisetairos urges him
toy ddo soz and at this point he must disappear behind the trees of the
stage set, 'The next part of the scene is played out, then, 1 think,

M Qeen, 5 above,
N Gee the remarks ot Danbar (1995} 206, where references to Wilimowat and
Silk are also supplied, O alae Unallacdat {1%05) 135n. +
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with the audience's attention focused on something invisible b

heard, first the voice of the singing hoopoe and then the sound of

the nightingale hersell, Even if the hoopoe is visible on top af the
stage building, as Dunbar suggests, the nightingale is certainly nor,

The song with which the hoopoe walies the nightingale consists
of fourteen anapaestic lines. It has been much admired, and it is
unquesticnably charming, but that is not the aspect of it 1 want
cmphasize, £

frye iwvopd o, it begins, ‘Come my ... —what, exactlv? The
word omrropod is nicely and multiply ambiguons, berween ‘com-
panton’, ‘spouse’, ‘mate’; ‘sharer of hahits', ‘sharer of accustomed
places’, and “sharer of vopoy inits sense ‘'musical picees’. This last
sense s immcediately reinforced. ‘Relense the vipou of sacred
Uvon'; and all the rest of the song is a projlonged evocation of the
nightingale’s music. She sings her Ywvou as o lament “for my child
and vours, much-mourned ltys, quivering in the hguid melodies
of vour vibrating throat’. T'he pure sound or TUSONANCE, Y0, Focs
up to the home of Zeus, where golden-haired Apollo hears it, and
plucking his ivorv-covered lyre in answer, obTUpdAAwY, to her
laments, EAeyol, he sets up choruses; and from the mouths of the
immortals comes a glorious ringing shout, Ghohuyi, in tune,
oupdonrag, with the nightingale’s e lond v,

This is all very impressive, but certain features of it are delin-
itely odd. First, we may reasonably ask what sort of music the
nightingale 1s represented as performing; and the answer is more
than a hittle confusing. 1t 1s too many things at once. 11 is a PORLOZ, A
Vpros, a Opreos, an Eheyog, v sound to be recapitulated or re-
sponded to by the lyre, the inspiration and accompaniment for
choral song, and specifically for choral song characterized as
aholuyT). Even if evervthing else fi tted, Hial would remain strange,
Az Dunbar says, an ohohoy is regularly a cry of joy ar trinmph,
and she likens the gods' dhohuyal to the shouts uitered by Scots-
men performing Highland dances. Can they do this to music which
15 essentially a mournful Opfpeos? The nightingale's song scems in
fact to be represented as every kind of music ar once.,

It may scem plausible to read this as an cssentially unproblem-
atic piece of poetic rhetoric, harmlessly expanding 1ts praises of the
nightingale bevond what could literally be true. Perhiaps so. But we

I &

On che passaee as 0 whole see Frasnhel (1GE0
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should bear in mind the face that it is a recurrent complaine about
composers of the 'new music” thar they ignore established bound -
aries of penre and style, mixing every sort of music together in an
incomprehensible jumble, Plato is particularly severe about this
lack of respect for formal categories; and we may notice that in the
Latvs, his shore list of four musical forms that were previously kepr
distinet but are nowadays unpardonably Tused includes three of the
types explicitly mentioned here by Aristophanes, Tpvor, vopm,
and laments. Plato’s fourth form, the dithyramb, may possibly be
hinted ar in Aristophanes’ dhohyi.'* It seems to me that alert
members of Aristophanes’ audience might well see through the
charm of the hoopoe’s song, and might at least smile knowingly to
themselves at itz images of fashionable genre-confusion. Their
perception will have been reinforced by its reflerences to the
quivering” and Ctrilling” suggested by the words heidopdun
and Lowbng, and the ‘liquidity’ evoked in the phrase BLEpOLE
pekeoie. There is nothing wrong with *liquid songs’ as such, of
course, which are there in our passage of the Odyssey and appear

repeatedly in Pindar; and the other words have almost equally
august literary ancestries, Eoulldg being used of the nightingale in
Aeschylus, while Pindar uses EheMifopal to deseribe the lyre's
strings being set in quivering motion.'” But once a different con-

text of thought has heen established in the audience’s mind, these
words cun readily jump aur of their original frames into a picture
representing the complicated, rupid turns and twists repularly
mentioned as characteristic of the new musie, and the melting
malleable softness of pretentious musical aesthetes like Agathon,
brillantly caricatured a fow vears later in the Phesmophoriazonsae
fq_'i-:}}t:l..‘i'rl”jr' 300, '};_:-—UH-J_

Consider next the image of the bird’s music reaching the admir-
ing ears of Apollo, e strikes up in response on his splendid Ivre,
inlaid with ivory, and sets choruses in action: and the other gods in
thear turn 1'L‘-S|§'?H.'r1'll.“] with SOH1E and dance in concord with the music
of the nightingale, The ingredients of this description are all

'* Eares 70001, For earlier hints of the impralse to classify music into “genres’,

linking each to g spectfic kind of socio-religious occazien and prurpose, e Mindar I
12B{ch Snell-Maehler, An almost impenereable jungle of such classifications is
rribnbed in the peeudo-Plutarchan De mesica {mainly on fourth-century authoricy)
to musicians of the archaic period; see for ingance 11320-11 344

" Ausch, Ao 1132 Pinclae Fudls, 1.4,
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farmihar, of course; but they are combined in 2 manner that s
calculated {or so | believe) to de-Familiarize them and indeed to
startle the audience. wo points stand out. Frest, the image 15 1n
several respects unique. Nowhere else is the nightingale’s song said
to interest the gods; and though the gods are sometimes said 1o
be pleased by human music-making, when it is performed in the
context of ritual or praver, there s no other case where they
themselves are prompted mto musical activity by singers who are
not themselves divine. Most importantly, there 15 no other case 1n
which Apollo, the gods’ leading musician, is said to take Ay lead
tromm the music of anather, peior pertormer, so that Apollo acts as
a secondary respondent, not as the pl'c}telf_{-:miﬁt.” Apallo 1z often
Found as mstrumentalist for the chorus of Muoses, but ir1s alwavs
he wha is the leader and inspirer.'™ In the context of this tradition,
the pieture pamted by Arnstophanes looks hvperbohic  and
]'1|J]1ri5l;1':;, O .-:.u_-:_'ri|i_'f_{1'c:|,|5., It is 2 Httir:.g T}]'n;_tparati,nra for the
humitliating defear of the gods by the hirds in the closing stages
of the play.

Seccondly, though the verly meaming 'plucking i answer,
vl Ahery, apparently oceurs nowhere else, the hterature of
this period and carhier does offer a number of examples where
one nstrument 15 said to ‘sound in response’ to another. Many
of them are collecred 1 a3 single long passaze of Atdhenacus
(B3db-b36c), Thewr interpretation is ditficalt; but the most striking
tact about them 15 that almost all appear in passages designed o
{'Elﬂjl|1"|.': II]"I- 1]'IL_": ATt H'I.‘-'u'l"!ll"lﬂi'ﬂ_' I"I-l. Hi| 'I'I'I'I_IH'iI;,'! rll"li;it 'iH [ pnan --{ :]'{'I’_‘:II'-::_ L'.}{I;:-t'il;',
and oriental. References o Lvdia, in particular, recur repeatedly,
and so do references to instruments of the harp type, neTic and
tpiyweod. These instruments were marginal at best in classical
Atheran culture, and in hiterature their names evake both unre-
stramned, eastern emotionality, and the unusual complexities of
melodic patiern that were made pr'r;-::-:jhlt h'_',' the rmﬂiip[iuil‘}'
of their strings. When Plato’s Socrates outlaws them in the

I the Floooeric Flvmn o Dlevies (HEG=512) 00 12 indecd Apolla who is en-
crandced |‘:-'_-.' the |‘:.|_:||'-:_|||t|:.||||-|- of anather musicin, and roes an o [1|.|I:\.' boarmself, Bt
there the scenario s quite different, since Apalle s being intraduced Tor the firs:
Cioes for the skills that be will make bis owng he s oo an alveady accomplished
EIC I entering, in g sabordinane capacily, o performanee el by anceher, [z
alsa relevant that his turor in this initial music-lesson s hamself a god.

" Tiar characteristic examples see the Homerns S peie fo Apedio FEI=200; Pind,
Mene. §5.22=5.
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Repnbite, no one s likely 1o be surprised.”* Aristophanes’ nightin-

giale 15 no harpist, to be sure, But the stvle of music-making into
which Aristophanes’ allusions so subtly insert her performance
carries perceptible overtones of exortie elaboration alien to the
established tradition.

[F we pull all these poines together, T cannot yet claim to have
l'!-l'['b"..-'l;_"‘l'_‘l: Eh.ﬁt Tl'li_'. niﬂ'htlfjﬂ'lllﬂ HfHTHJ:‘i lI"IIZ!FII'! = Hn L":TII]'I-]';!H'I II'I- []"H.! e
cesses of the ‘new wave” composers. Bur 1 submiat that there s a
case to oanswer, and that at the very least this sretch of texrt is
a minchield of musicological ambiguines,

As the hoopoe ends his evocation of the nightingale, her music is
|'|IL“:1"|'I'{| F'I'[_:IT'I'I 1'|-I::|"IITTHJ 1_']'II.": '.'i-l:'.ﬂffH!T:'.'; ||"H.3' h'il'l.l |:'!‘I.:"|'."-\-"'IL'“. [5 hli“. LUEsCen.
What 1in fuct the audience hears 15 not a singing vowce but the
sound of the awfed, the pipes, We may imagine at this poant an
eluborate little solo; but of its musical character we know only that
Fuelmdes hinds it ravishing:

i Zri Peeoruieil, gou iy ueros TomprLBioy
r:.!;f:-u KrI‘TJfFJ,.F_::"uI:'TIZIJ\'.FEf 7'?‘| i .:'I.I';ll:l,::I.L'I]I-' Y 11
() Zeus the kng, the voice of the hicle bied! How it filled the whoele copse

with honey-sweetness! (22 3=14)

I shall return ro this bheief episode later. Now the hoopoe sets off,
accompanied by his still hidden, piping mightingale, to summon
the company of birds in o long and hghly virtuosic aria. This
splendid streteh of test has been much studied, and [ oshall not
re-examine it here, We shall move on to the next occasion on which
the nightingale hersell is mentioned: it comes at line 6549,

By this time the spectacular bird-chorus has assembled, They
have spotted the human intruders and set off to do battle with
them; but they are persuaded by the hoopoe that these men are
really potential benefactors who should be welcomed and not
harmed. The hoopoe now invites Peisetairos and Euelpides into
his nest, where they will be given something o eat and kitted out
with wings. But as they are about to leave the stage, the chorus begs
the hoopoe to call out the MHuwek ) oopdovor andove Modoaw,
the ‘sweet-songed nightingale who sings in concord with the
Muses', so that they may ‘play’ with her, W Telropey
pet ekstrng. Peisetairos and Buelpides ccho the request; they

L2 Rap. 390c=d; of. Arist. Pal, 1241777,
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are very keen to see the nightingale whose lovely voice they have
heard and Found so delightful. “All right,' savs the hoopoe (6653, “if
vou lilke, Come on out, Prokne, and show vourself to the strangers'
i.u'lli.] a1l Hl'll"' OIS,

This httle climax has been carefully prepared. The Birds is a
play whose effects depend greatly on the tantalizing postponement
of cxpectations, both major and minar,'™ The audience Tad been
led o expect the arrival of the chorus long before it actually
appearid; when it finally does, the theatrical effect built up by
the suspense of its delaved urrival is made all the more impressive
by its gaudy und spectacular costumes, 'The nightingale, similarly,
has been a figure in the play since line 204, preatly admired,
musically present but unscen; the audience will be on the edge ol
their zeats waiting to see how she will be visibly represented, They
will therefore form cormmon cause, as it were, with the characters
on stage who are begping the hoopoe o call her outside—
Aristophanes has effectively lured his audience, if only for g
moment, mto fusing their own desires with those of the human
and avian riff-ratf of the drama, e must rur1:—|i11|}-‘ have been
preparing some drmmatic surprise, to be created by her long-
awanted appearance, So what exactly s it thut the audience sees,
as she linally cmerges from the bushes some 450 lines after she was
tirst rought to their attention?

We have o reconstruet her visual characterization from the
reactions of others on the stage (66774}, It is nmediately obvious
that—within the conventions of comic drama—she is presented as
a cross between a bird and an utterly desirable yvoung woman.
Pesetairos calls her geehow, damodov, hoveor, heautiful, tender
white’, Euclpides, the more outrageously vulgar of the two, wants
1o “get between her thighs” without delay, Peisctairos exclaims at
the amount of gold she is wearing, borep maplévos, Tike a girl’,
Euelpides wants to kiss her; and when Peisetairos points ot that
she has a beak like a pair of skewers, Euelpides proposes to peel
what he calls the “egg-shell' from her head, and then to kiss her.
The line is probably best interpreted as meaning that he suits the
uction to the word und does precisely that. With this biv of slapstick
out ot the way, the hoopoe and the two humans go off-stage,
leaving the nightingale and the chorus together.

" Om this aspect al the play aee Grelaer (19906],
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To repeat my question, what exactly do the audience see? 1 da
not mean ‘ls the male actor convincingly dressed as a pretey
woman ', a matter which has indeed been debated by the commen-
tators, but "Whatever the costuming conventions involved, how
would the audience have wnderstood the character presented to
them?, *“Whar did they sce her a:?'. Some editors have based
thew mnterpretations on the facr that Prokne is Tereus’ wife, and
have made her a suitable consort for the king of the hirds, cither
a lovely, high society lady decked in gold, or a pretty young
child-bride who can Tairly be compared to a moephévec'” But
this, | think, is all wrong, It is true, of course, that she is repre-
sented as Tereus' wife; the description is unambiguous at line 368,
and the fact is in any case presupposcd by the mythological

eln . . ' - ¥ '
background, ™ But this conjugal relationship is not invoked when

— ] - - 5

Tereus first mentions her {ar 203, where she is merely THe Spip
cendove, ‘my nightingule’, as if she were a bird in a cage); und it can
harvdly be reckoned prominent among the images confromtmg the
audience in the scene we are reviewing, Here Tercus, a person of
high social standing, has called her out ol doors, has allowed her to
b pawed by the luscivious Fuelpides without a murmur of protest,
and has then left her alone in the company of the raucous rabble
constitiuted by the chorus, Even on the comic stage, this sugpests
very strongly that her "respectable” wifely status has for present
purposes been shelved,

Theze observations are impressionistic and not necessarily reli-
able. But there is another point which carries more welght, This
mightingale 15 not a singer; she is an instrumentalist, specifically a
piper. That, we may note, is a significant break with the tradition.
Maow it 15 a fact that with certain very special exceptions to be noted
immediately, iconographic and lterary representations of respect-
able female musicians in archaic and classical times, whether they
are pirls or women, wever depict ther as plaving instruments in
public. They sing and dance, but they do nor play; even the
" Bap o Bepers (1900]) an 005 Arrowsmith CEUOY) stage directions 1o G607,
ot Samenersten (T9E7] on G0

L The word oeevopos o lime 20% (s presumably fo be understond ar leas prargfy
in this semse, though we have alveady nored its ambiguities. 'The hopoe's reference
at 212 to “my son and yours, much-lamented Ttvs' underlines the poim, biarre
though the allugion is—given the concext of the myvth—in s "presunption ol
domestic nosmality between these twa' {1 owe this way of putting it to an saonym-
s reader],
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instrumentalist who accompunies women's choruses is invariahly
male. Women publicly play instruments in two conteses only, One
15 the context of the wilder [orms of rehigrous ricual; they play
percussion anstraments in che cule of Demeter, and percussion
and pipes in the ecstatic rites of Dionysus, This manifestation
may perhaps be called 'respectable’. but it is clearly irrelevant
here. "T'he second setting 15 not respectable at all. [ is that of the
male symposium, where female pipers, auAnTpldss, normally
slaves, notoriously provided sexual diversions for the TLCSEE 9%
routinely as musical entertainment. 'The trwdry image of the
mrhrr'rll,c; in Atheman society is established bevond guestion in
pictures on a multitude of bifth-century painted pots, as well as in
Writhen sources.

This, 1 submir, is the nub of Aristophanes’ Little conp de thédtre
in our passage of the Bivdy, and it is reassuring to find thar Dunlar
seems to agree.”! (It is perhaps relevant  that  the phrase
Y B andave, ‘my nightingale’, to which 1 drew atrention
earlier, is almost a homophone for TV ST e el Tpido,
pipe-girl’.) ‘The audience has been held in suspense. They have
cllfecrively been promised a glimpse of this paragon of musicality;
whit will she be like? Perhaps they will have realized that A s
tophanes was setting up a surprise, bur they cannat have known
what it would be; and the effect of her appearance, when at last che
arrives on stage, conld be made star tling enough to bring the house
down. Enter the figure of Music incarnate, pr obably dressed |
nothing to speak of apart from her golden ornaments, with pipes
in her mouth, shimmying provocatively at E uelpides. Where we
might look for a vision of idealized beauty from another wirld,
what we get s the all oo familiar, degraded Deure of the slive- girl

hired out to play the pipes and to double us 2 prostiture,

What, then, from a musicological point of view, would this
revelation convey? The hest answer 1o that question is given by
Aristophanes himsell, in the Frogs, In the contest between the

' Dranbar i CEH055 422 i note on B07=8 Ofhers whix take the sme view inclnde
scholiasts on 06T and 70, Ramer | L83 agrees that che Vieore is that of i coea s |ITpiz,
but apparently discerns no negative connotations in this g, and suprposes
thar the qualities conveyed by her appearance are femininity, beaury, and eleganee
c13%n, 71,

Y Fora sophisricated develepment of mere 1:_.|.| tional {or romantic) readings of
Aristophanes see Moulton {1W82) in (19496) 22
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poct-composers at the end of that play, Aeschylus represents the
noble dignicy of the old tradition, Buripides the trendy new music
with its disrespect for established norms, its colourful complexity
ind it unashamedly populist emotionalism, They bombard one
another with insults. Prominent among those levelled ar Euripides
are comments on the sources froam which he draws his muosical
insparation (130111}, They come, according to Aeczchvlug, 'Trom
all Hth of lascivious songs, trivial drinking songs, Carian pipe-
tunes,”” laments, dance-music’. And with an cve tooan effect very
similar to that in the Birds, Aeschylus summaons to the stage the
Muse of Buripides, a naked, dancing houri banging a pair of
oorTpakn (pieces of hroken pot or shell) by way of percussion
wecompaniment,  Dionysus’ reaction s revealing:  aditn) mol’
f M“f'fr' ovk SheoBialev, o, ‘Surely the Muse was never a
whore!” If the message in the Birdy is the same, as 1 think it 15, 1t
15 to poant up the indiscriminate vulgarity of the motley music
represented by the nightingale, its affinities with the world of
barer entertsinment and sexunl licence. [t is no use protesting
that characters on stage in the Birds lind her music divinely lovely,
anl that the audience, thraugh identification with them, have heen
enticed into doing so too, Consider who those characters are—two
prototypieal comie vulgarians and a gagple of feather-brained and
pullible bicds, just the sort of 'demaocratic' audicnee, according to
Plato, whose gutter-level tastes are ta blame Tor the successes of the
abominable ‘new music’.*t Their approval 18 no sort of serious
recommendation,  Aristophanes has indeed pressed home  his
point az cifectively as possible by the neat trick he has plaved on
hiz audience, or at least the more gullible among them, first per-
suading them to join the characters in their rapturous enjoyment of
the nightingale’s music and in their eagerness for her to appear,
and then slapping them in the face with his image ol just what it is
that they, 1h4_ real audience in the theatre, had been so foolishly
ncimnmg

' “Carian' s # term commonly used ro sugrest ‘slave’s Carian pipe-music s
linked with svmpozia at Plato Com, fr. 7112 K.—A,
' Lanes TODE-701b,

g § stophanes’ strategy way in Fact be underscood i either of two ways, On the
reading [ have suppested, he relied on the musically ‘right-thinking” members of his
sadicnee oo relish the trick plaved on the more gallible, while enough af the latter—
nnce they had seen the point—weuld delude themselves into believing that the v had
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There is one more issue that 1 worald hike 1o consider hrid_'.l'li}'.
Editors have regularly assumed that the part of Prokne s per-
lormned b an actor who does not really play the pipes, but mines
to the music of the aulewe who was bound to be present in any case
for other purposes,”” Every Greek theatrical performance required
4 piper to accompany 1ts choruses and solo songs, Under normal
conditions he was not an actor, costumed and presented *in char-
acter’, any more than are the members of the orchestra in a modern
opera; he wore no mask, and was rather splendidly dressed in o
parment that bore no relation to the scenario of the play, a long,
decorated robe suggesting dignity and status.

Bur this view of the matter runs inte difficalties; and there are
features ol the play’s structure which hint at an altogether more
dramatically adventurous approach. The hoopoe's song of invoca-
tion to the nightingale is the first piece of music in the play. Up to
that paint no aulete has been called for, and there 15 no good reason
why he should be in place already, kicking his heels in the arcliestra
with nothing to do, There has been no point in the action ar which
he could make a suitably dignified entrance, The song itself, as
Zimmermann, Gelzer, and others have seen,”” must be performed

; : a4 ;
without accompaniment. Dunbar disagrees,” hut 1 find her scep-

ticism unnecessary and unconvincing; to have used the pipes at
this point would have disastrously undercut the effect of the night-
ingale's own pipe-solo, which Tollows immediately, Here, evi-
dently, the pipes are plaved, but thev are plaved cither from
behind the scenery or as i from behind the scenery. Which is it?
LThere 1z at least one good reazon for arguing that it is the former.
An audience could be expected ro understand the representation of
pretended nightingale-music well enough even if it was really
being plaved by an official aulete in full view, so long as the

really understood it allalong, Alvernatively, the music of the nighringale had been sa
pbwvicis a pastiche as to deceive nebody, and the andience would simply be relishing
the spectacle of the ludicrnug b taste displaved be che charerers on sty In
either caze Arvistaphanes presumally hoped bt by esecuring che audience’s ap-
vl Far bis rmusical p-.l|c|:'|i-:..—: he vl i:TIj':-:I'-!ﬂ-'u his chanees of winiee st |:-ri_.-;-e-_

#See the meticulous and cautiouz notes in Drusbar (199351, 42 1=4, wathy tha
references she supplics; see also Toaplin (1993 106=7, thoueh [ eannot see that his
cloubis zbout Prokne’s presentation as an adanmpis are well founded. Fara brief bui
thoraugh review of earlier opindons see Romer (1983 137 withon, 7

T Zimmereanm {1985-7] 70 Geler (1996) 205,

“ Dianbar {1993 203,
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nightingale were visibly miming, But here there is no question of
mime, since the nightingale is hidden. For the real piper to be
visible while the nightingale is not would be a pretty broken-
backed picee of theatre. In any case, why damage the illusion?
The moment would be far more effective if the pipes were really
played from behind the stage shrubbery, that s, from the place
where Prokne 15 waiting to make her Appearance,

The pipe-plaving continues while the hoopoe sings his summons
to the birds; and it is still represented as the nightingale’s voice,
singe the hoopoe has said that he and she together will call them
(203=51, If it sounded from behind the scenery hefore, it must go
on doing so now, When the summaons is over, the chorus assembles
wofthout any singing, which is rather unusual. There is no aplendid
choral procession as there is, for instunce, in the Clowds. The fact
that we do not get the chorus's familiar entrance-song might be
aceounted for in o number of ways; but one explanation, at any
rate, would be that Aristophanes does not want either to aver-use
his nightingale before her dramatic emtrance at line a6, or Lo
diminish the effect of her piping by matching it with the routine
accomparmments of a visible aulete,

But of course he cannot leave the chorus songless for ever
various parts ol the passage that follows are certainly sung and
presumably  accompamied. Tven here, however, 1t must be
reckoned at least uncertain that an aulete has appenrcd in full
view ol the audience, since once again, in the absence of a formal
procession, there 15 no readily identiliable moment at which he
could make a dramatically appropriate entrance. At line 667, by
cantrast, there 15 a heavily signalled entrance of just the right sort.
When Prokne appears, it is a reasonable hvpothesis that the ‘pair of
skewers’ mentioned by Peisetairos is not just 4 beak on an actor’s
bird-mask, but 15 a pair of pipes, whether they ure senuine or
merely stage-props. Similarly, the ‘egg-shell’ which Euclpides
will peel from her head to kiss her may indeed, in part, be a sort
of skull-cap bird mask, but there is no reason why it should not be
bualt, and perhaps deteetably buile, as an antachment to the phoe-
beta, the harness worn by a piper on his face and over the top of his
head to support the museles of his cheeks,*”

ot BT - - ' i . - - p o
e various igsues surrounding this poine of detail are closely examined in

Iomer (1%E 1
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Flere, then, 1s the mghtingale presented as a piper; and we must
notice that the chorus 1s given another song irenediately after her
arrival, us though her appearance on stape zerved az a catalvst Lor
their traditicnal musical role, They can sing only when the real
piper is playing. According to my hypothesis, their previous songs
have been ll-:.'i_'iaj'rlpz'lt‘xi{:t] fromm behind the ECenes] ancd when the
rightingale armives, in the guise of a girl-piper, they welcome her
as the one who s 'brnging the sweet sound to me’, rﬁﬁ{]u
dldyyor Epol dépour’ (681). She has brought the sound of the
pipes out from its hiding place inte the chorus’s presence. There 15
a strong presumption, 1 suggest, that the real piper and the night-
ingule-piper are identical. But we can assemble more evidenee vet,

T'he htle song, only nine lines long, frst expresses the chorus's
delight in the nightingale’s music. T shall sav noching abour that
part of it. But it ends as follows. 'You who play the lovely-sounding
pipe with the naotes of spring-time, &pyou Tov drarairtme, lead
ofl our anapaests” (682-4), What this means is immediately clear
[romn the context, since the chorus sets off at onee on a long and
inttially anapacstic parabasiy (685-8000, The nightingale, then, is
being urged to accompany the parabasis on her pipes; and it is
perfectly clear that she does so.

Bur does she ﬂ'{'-:'.'l"|"_'|-' do 117 Or does she ]"|'||;_:|_'|'.‘:|:-,' mime to the music
of a repular aulete who has afeer all been in his place all along?
There 15 no wav of proving the matter one way or the other. One
might argue that miming would lose its entertainment-value and
become tedious afrer a while, certainly in the course of 2 115-line
set-piece; and we know that she iz stll there about hall-way
through it, at any rate, since her lovely song is apain involed ar
737 1. But that sort of argument is perhaps unreliable. A more
ditficult problem for the ‘mime’ theory 1s the apparent disappear-
unce of the nightingale once the parabasis s over. She is never
mentioned  again; and no character suvs anything that might
motivate or mark her exit. Docs she leave the scene? If so, when
and why? And il not, what does she da for the rest of the plas? It
seems to me that bath her absence from the plot and action of the
second half of the drama, and the fact that she never utters o
word—not to mention the lack of an v omusic before the moment
she 15 woken—are most simply explained if she really is a piper,
and not only a piper but te piper, the one responsible for accom-
ranying all the musical items in the play, What happens as the
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porabaris unrolls itself s that she slips from what looked like an
acting role into the role of accompanying musician; that is her real
unction, and she stavs with o Tor the rest of the performance. The
character of the mghtingale, then, is not played by an actor at all,
bt by the atficial aulete himsell. The spectacle of a man dressed-
ar rather undressed-—as a cheap aulétrs, taking over the functions
standardly given to o digmified, formallv costumed aedEds, would
constitute a continuing visual comment on the music and the play
as i whaole, She would be the perfect accompanist for such figures
as the Poet and Cinesias in the later episodes, and would effectively
undercut any temptation o take senously the vanous musical
offerings of the chorug. It would be a most unusual trick, but an
effective one; and if 1 were producing the Brrds, that is certainly
how [ would do it

Hli:l 'l."l'h'_'r' ]-I[ilt.: .Ilr:llllh"r hﬂ"l'l:' L‘.:]illlr!—: I--(:ll_ITH_] [}'I'l"'. .‘il_l'l'l;_".']"_l." ["gl_t.l-lﬂl' [:ll:'fl"n.".ff]l_l_i
reading unacceptable? As far as | can see, the only serious obstacle
arises from their assumptions about the traditional, and perhaps
professionally guarded dignity of the musician, the haughey de-
tachment fromm the froivelities going on around him that is symbol-
tzed by his lack of a mask and his impressive costume. “he aulete’,
suvs Dunbar in this connection, ‘had a professional dignity to
maintain’ {pp, 503,

Possibly so; but the notion calls for two comments, irse, we do
vecasionally hear of auletes taking a pare in the action as well as the
music of 8 piece, espeaially in the context of the ‘new music'. The
preatest of the late fitth-century auletes, Pronomos of Thebes,
entranced s audiences with bas graphic changes of facial expres-

. e e 31 ;
ston and the movements of s body as he playved.” Arnscotle talks

af *bad auletes'—Dhad, that is, by his own conservative standards—
whao whirl around tooimireate the throwing of a discus, or who grab
at the chorus-leader while aceompanving Timotheos' Sevfia. ™
Such antics, it appears, were not alwavs below an aulete’s profes-
sionil dignity, According to most commentators, admitcedly, they

T In diseussion st the Warwick conference, Prof. Caapo suggested that the
raghtingale’ Il1iﬂ=."|| iy Fact he che ;l-:Z-:'-:'lI'l!-|!l:'||'|}'iI|;-: aulere in his :-.'ll-::||:'.: Cerermiriiial
costumme, That e perfectly possibles e would alter the focus of the farcical exchanges
at GRRAE . and wonld pive a different dimensimr 1o the innuendoes coneaned in ks
hints nhout codrrpiing, but it might be equally effective as comedy.

o Gee Pausanias 912,60,

" Arist. Poet. 1461"20=2
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are attested only for dithyramb, not for deama; but as the Cyefops
of Philoxenos bears witness, the dividing line between the two
genres was becoming progressively less r]em',“ and another pas-
sage of the Poetics (1434"31-2) 15 at best ruther odd unless Aristotle
iz thinking of the Seydla itsell us a play, ™ Sceondly, it the stratepy
I am attributing to Aristophanes would have seemed bizarre o a
fifth-century audience, so much the better, Tt would have been
relatively pointless if it had wot subverted their expectations,
revealing to them that dramatic music of a kind thev themselves
might be tempted (o enjoy would appropriately he led by a
CONOn ailéts,

T'o conclude, then, T have argued that Aristophanes has first
comstructed his Ngure of the mightingale as an cmblem of the
musical wvant-garde, and has then made his preant about rthe
character of such stull by identifying her with everything that is
musically debascd, He evokes the nonsensical, maulbd-hreaking,
I"I:f.-'[':ll._‘l']_'ll'_ll“.-:.' l']'l-..'i'l1!'i:::-|]'i‘l‘:_.-‘ of the ‘new musie’ ]_';.3_: F'h.”“j'i']'il'l_l_:ﬂ the re-
sources of traditional nightingale-poctey and reassembling them in
patterns that give them a radically satirical edge: und he shows us
what the semi-divine patroness of such music would really lonk
like by presenting her as a musical whore. By giving his nightingale
ane further, final metamorphosis, tra nsporting her into the role of
the official accompanist himself, he brings the whole of his own
production within the targer area of its own brand of musical

Sy

1
parody,

 See West (19920) 365-6,

N The Sevlia appears here (125343 1=2) in oo Bise of examples a1l of whose other
mcmbers are Euripidesn trapedics (Chrestes, Mefaniphe, fof, dal .

¥ Thar is nnt o gay, ol course, that Avistophanes deliberarely compesed music
foor his play that was "bac’ in the sense 'inelloctive or Hppropriate iy s context’,
Chn che contracy; the concext s that of sarirical paredy, and a certain soet ol Tad”
music—rmusic of an exteavagantly populist and decadent chiracter—is preciscly
what it calis Gar,
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The Politics of the New Music

Erie Csapo

The eritics eried ‘insurrcction!” and "bugpery!” with a vehemence
hkely to dumbfound any who examines the actual remaing of New
Music. The extant poctry eontaing no overt discussion of politics
or ethics—nothing mare provocative than eccasional mockery of
the critics” sense of scandal—and the music, so far as we can
reconstruct 1t, was rather tame by modern standards. The Turore
had less to do with what was performed, than where, how, and by
whom. In this essay, [ examine three closely integrated aspects of
the New Musical ‘revolution’: its historical context (section 1) its
style (section 11); und its reception (section 111).

"THEATRE MUSIC" 8 THE ECONOMICS OF NEW MUSTI

The term "Noew Music', written thus as o proper noun, 15 o useful
bur misleading term, Méa Mougu, or the like, never appears as
agenre concept or even an epoch style, "The pracritioners of the new
style described their songs us ‘novel’, or ‘modern’ as opposed
to ‘ancient’, ‘old-fashioned’, or ‘traditional’.! But when ancient
critics spoke collectively of works in the stvle of {(what we call)
New Music, they tended to speak of “theatre music’, ar otherwise
explicitly connect it with the theatre.” New Music most affected
the theatrical genres of drama and dithyramb. The acknowledyed
champions of the new style were tragcedians (Euripades and
Agathon), or lyric poets, chiefly famous for dithyramb {Phrynis,
Melanippides, Kinesias, Timotheus, Philoxenus, Crexus, and

I thank Pat Easterling for valoable comments on an earlicr incaroation of this
chapter. The Institute of Advanced Studies ot the University of Bristol provided
me with the letsure and support to pursue this project. 1 am also gratelul o the
Deparoment of Classics and Ancient History in Bristel, and eupicially Bob Fowler,
lor very generons hospitality.
oo esp, Uime, PO T 2023, 211=13, PAMG 796 Fur, Tr 512-15.

ol & Leg. T00a=701d {discussed below): Arist, Pol. 1342M 8 Arierox. fre. 26, 26

(da Riog); Ps.-Pluc. e Adue, 11307, 11424 LrieT] e ).
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Telestes), though only Kinesias and Telestes wrote dithyramb
exclusively, New Music also exerted g powertul miluence an the
nome (instrumental picces with or withour solo SONE ACCOMpan-
ment) which, though not streictly speaking o theatre SENTE, Wiy
generally composed by the same musicians who composed itlv-
ramb, and also came to he performed in thearres at Lirpe rL:l-&T]'L::-ﬂ
competitions. As we will see, the general influence of drama upon
the dithyramb and nome, indesd the ‘thearricality” of New Music
In the broadest sense, was enough to justify the epithet ‘theatre’.

| The rise of the theatre in lifth-century Be Athens had a deep
mmpact on the economics and sociology of musical patris e,
performance, and spectatorship,” With the bullding of massive
theatres and the creation of annual theatrical festivals certain
kinds  of musical performance mcreased in o Frequency  and
magnificence. For the first time CGreck public entertaimment had
CUTZIOWR aristocratic patronage. At Athens, theatrical perform-

ance depended upon a complex combination of

public money,
private patronage, admission charges (previously unhesrd of for
public and religious entertamments), and the capital invesrment of
publicly-licensed entreprencurs. At the Great Dionvsia alone
roughly thirty-two talents changed hands over the course of five
davs, maore than | lipponikos, the richest man in € seecee, could earn
I A% many vears, Only large states 