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ABSTRACT

This thesis takes as its starting point current views on the relationship between
man and god in Archaic and Classical Greek literature, according to which
mortality and immortality are primarily temporal concepts and, therefore,
mutually exclusive. This thesis aims to show that this mutual exclusivity between
mortality and immortality is emphasised only in certain poetic genres, while
others, namely those centred on extraordinary achievements or exceptional
moments in the life of a mortal, can reduce the temporal notion of immortality and
emphasise instead the happiness, success, and undisturbed existence that
characterise divine life. Here, the paradox of momentary immortality emerges as
something attainable to mortals in the poetic representation of certain occasions.
The chapters of this thesis pursue such notions of momentary immortality in the
wedding ceremony, as presented through wedding songs, in celebrations for
athletic victory, as presented through the epinician, and at certain stages of the
tragic plot. In the chapter on the wedding song, the discussion focuses on explicit
comparisons between the beauty of bride and bridegroom and that of heroes or
gods, and between their happiness and divine bliss. The chapter on the epinician
analyses the parallelism between the achievement of victory and the exploits of
mythical heroes, and argues for a parallelism between the victory celebration and
immortalisation. Finally, the chapter on tragedy examines how characters are
perceived as godlike because of their beauty, success, or power, and discusses
how these perceptions are exploited by the tragedians for certain effects. By
examining features of a rhetoric of praise, this thesis is not concerned with the
beliefs or expectations of the author, the recipient of praise, or the surrounding
milieu. It rather intends to elucidate how moments conceived of as extraordinary

are communicated in poetry.
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PREFACE

This thesis is the most recent manifestation of my interest in questions regarding
the relationship between man and god in Greek literature, particularly in Archaic
and Classical poetry. In 2010, I concluded my undergraduate degree at the
University of Leipzig with a dissertation on notions of humanity and divinity in
Simonides and Xenophanes. In 2011, at the University of Oxford, I submitted an
M.St. dissertation that was dedicated to a formal comparison between Pindar’s
epinicians and hymns addressed to gods. Compared to these early attempts, the
present study aims to be broader, not only in size, but also in scope and
methodology, in the hope that this will do better justice to the diversity of the
subject and of the texts considered.

In the course of writing this thesis, I have been privileged to receive the help
of many distinguished scholars. To them I would like to express my appreciation
and gratitude. Gregory Hutchinson, who supervised both my M.St. and my D.Phil.
studies at Oxford, has provided me with the most comprehensive guidance and
support. He gave generously of his knowledge, time, and patience, not only while
I was in Oxford, but also after I moved to Germany for a position at the
University of Cologne. Bruno Currie, who supervised the first year of my D.Phil.,
offered invaluable help in laying the foundations of this thesis. Felix Budelmann
and Henrik Indergaard agreed to read an early draft of what is now the first
chapter; their comments allowed me to reconsider and deepen the approaches

pursued there. For my transfer of status, Scott Scullion and Armand D’Angour
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read what would become the third chapter of this thesis, and their criticism
prevented me from pursuing many a blind alley. Richard Rawles kindly sent me
unpublished material, which supplied stimulating ideas for the third chapter. In
Cologne, Jan-Felix Gaertner generously accommodated the completion of my
thesis, both by keeping me free of administrative work, and by lending me his
student assistant, Yannick Brandenburg, to whom I also extend my gratitude.

Many general considerations, as well as a great number of smaller points,
have gained significantly from discussions with friends and colleagues, such as
Henry Spelman, Christopher Metcalf, Enrico Prodi, and many others. My dear
wife, Veronica, not only provided support and many stimulating conversations,
but she has also read each draft of the chapters that make up this thesis, red pen in
hand.

I would also like to thank the Faculty of Classics at Oxford and Wolfson
College for generously funding my DPhil studies, and Wolfson and Exeter
College for providing the most supportive and stimulating of environments.

The last word of thanks is owed to my parents for their love and support.

All this assistance and advice has been paramount in completing this thesis.

Its shortcomings are all of my own making.

Cologne, Hilary term 2015,

F.J. M.
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PURSUING PARADOXES

The particular notion of immortality pursued in this thesis could seem to be a
contradiction in terms. Modern Western notions of immortality, as reflected in
everyday usage and scholarly concepts, seem to be focused exclusively on a
temporal quality. As a result of Christian theology and the philosophical
discourses branching out from it, immortality is understood as a state of being
exempt from death and, therefore, as a form of endless existence.' Consequently,
a temporarily limited experience of something defined only by its infinity would
not seem to be possible outside, say, Eleatic paradoxes.

In pre-Christian antiquity, however, notions of immortality appear to be
more diverse. On the one hand, we find several forms of continued, even endless,
existence following physical death. Some of these are desirable, like life in the
Elysian Fields (e.g., Od. 4.560-5, Verg. Aen. 6.637-78), on the Isles of the
Blessed (e.g., Hes. Op. 170, P. O. 2.78-9), or among the Hyperboreans (e.g., P. P.
10.31-46, B. 3.58-9). Others are downright appalling, like the eternal punishment
of Tityus, Tantalus, Sisyphus, and Ixion (e.g., Od. 11.660-89, P. O. 1.55-64, P.
2.21-30, Verg. Aen. 6.562—627), or like the endless aging of Tithonus (e.g., HH

5.218-38).

" On the modern usage of ‘immortality’, ¢f. OED s.v. ‘immortality’, “The quality or condition of
being immortal; exemption from death or annihilation; endless life or existence; eternity;
perpetuity’, and s.v. ‘immortal’ A.la, ‘Not mortal; not liable or subject to death; deathless,
undying; living forever’; ODP s.v. ‘immortality’, ‘The condition of being exempt from death or
destruction, of living forever.” For a survey of the development of the term through theological
and philosophical discourse, cf. OCP s.v. ‘immortality’, HWPh s.v. ‘Unsterblichkeit’, and Pattison
(2015) 1-8.
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On the other hand, actual deathlessness appears to be inextricably connected
with divinity. The term dBdvotoc, which etymologically denotes something or
someone not subject to death, is used, from its earliest attestations in epic
onwards, to refer to the gods and the particular form of existence enjoyed by
them.” In fact, the long first syllable of the term, where short alpha privativum
would be expected, seems to present an attempt to accommodate in epic metre the
phrase oi @0dvarot as a fixed term.” Conversely, terms that etymologically denote
something or someone subject to death, like Ppotoc and Bvntdc, are used
historically as synonyms for ‘human’ or ‘the humans’.* The same observations
can be made for the Latin terms immortalis and mortalis.’

Divinity, however, is characterised not only by the absence of death, but
also by the absence of any restriction or disruption in that existence, as is
indicated in Greek by a colourful variety of privative adjectives, apart from

a0Gvaroc, that describe this form of life (e.g. dmiuov/amipovroc,’ drovoc,’

* On adavaroc, cf. LfgrE s.v. ‘@dévatoc’, 196.7-10, ‘Die Bezeichnung &@dvatot ist urspriinglich
als das charakteristische Pradikat der Gruppe “Goétter” im Gegensatz zu der Gruppe der
“sterblichen Menschen (Bvntoi, Bpotoi)”, zu deren Teil der Bdvatog gehort, entwickelt worden.’
As an adjective, it is a stock epithet of the gods, cf. ibid. 197.29-200.2; as a noun, ot &0dvartot can
function as a synonym for ot 0¢ot, cf. ibid. 200.3-204.62.
*Cf. LfgrE s.v. ‘@Bavatoc’, 194.60-7; the first syllable is exclusively lengthened, which is
necessary only where the last syllable is long, as in d6dvatot.
*On Bpotoc, cf. LfgrE s.v. ‘Ppotdc’, 101.14-21 “B[potéc] kennzeichnet den Menschen durch
e[inen] wesentl[ichen] Mangel u[nd] entspr[icht] damit der ep[ischen] Auff[assung] vom
Maingelwesen, das haupts[dchlich] im G[egensatz] zu den (unsterbl[ichen]) Gottern, kaum zu den
Tieren, gesehen wird.” On 6vntoc, cf. LfgrE s.v. ‘Bvntoc’, 1049.33-47 ‘characterizing humans
., generally opp[osed] to gods, who are a6dvarot.’
5 For immortalis as an epithet for deus, cf. TLL s.v. ‘immortalis’, A.la, 492.31-40, and 7LL s.v.
‘deus’, 906.31-8; for immortalis as a noun, cf. TLL s.v. ‘immortalis’, 492.61-6. For mortalis as an
adjective, meaning ‘human’, cf. 7LL s.v. ‘mortalis’, 1510.3-34; for mortales as a noun, meaning
‘the humans’, cf. ibid. 1510.42—-1511.6.
® For amfpmv/aniuavtoc, cf. Hes. Thg. 955 (of the deified Heracles) vaict dmipoavtoc kai dyfpaoc
finarto wavta, Aesch. Ag. 553—4 tic 8¢ ANy Oedv | dravt’ dmpev;
"For 8movoc, cf. Aesch. Suppl. 100-3 (lyr.) név &movov dapoviov: | fiuevoc Bv epdvnud moc
| GutdBev €Eénpatev Ep-jmac £dpavav ae’ ayvdv, Soph. OC 1585 (Chorus to the Messenger about
Oedipus’ death) néc; dpa Belon kamdvoL TdAac TOML
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akndne,® aynpaoc’). A comprehensive account of divine life in these terms is
found in Pindar’s fr. 143 SM: keivot ydp T’ Gvocot Kai dynpaot | tovav T° dmepot,
Bapupoav | mopdudv mepevydtec Axépovroc.'’ Pindar uses similar language to
describe the immortal life of the semi-divine Hyperboreans in Pythian 10: vocot
O’ ovte yfjpac ovAdpevoV KEKpoTot | igpdit yevedr mOV@V & Kol poydv dtep |
oikéotct puyovtec | vmépdikov Népecy (41-4). In Simonides PMG 523 (= 245
Poltera), the contrast with the life of the gods is implicit when freedom from
suffering is denied to even the best of mortals: ovd¢ yap ol mpodTEPOV TOT
gmélovto, | Bedv &5 avaxktov vi(é)ec Muibeor, | dmovov 00d’ dpBitov 0B’
axivouvov Biov | () éc yiipac £&ikovto tedécavtec.'! Finally, for Solon according
to Herodotus (Hdt. 1.32.6), true happiness is characterised as a state of being
dmmpoc, dvovcoc, and amadnc (as well as edmaic and edednc)—a state which can
never be fully obtained by humans (cf. 1.32.8 ta ndvta pév vov tadta coAlafeiv
dvBpomov £dvta advvatov &cti).

Unhindered by harm, toil, worry, disease, age, or death, immortal life is

perceived as a life of supreme, unsurpassable ease and happiness. Hence the gods

¥ For axndc, cf. I1. 24.526 (the gods, adtoi 8¢ T’ dkndéec sici), Hes. Thg. 61 (the Muses, dkndéa
Bopov &yovcarc), 489 (young Zeus, £0c vioc avikntoc koi axnonc), Op. 112 (people of the golden
age, dcte Oeol 0° ELmov axndéa Bupov €yovtec), 170 (people living on the Isles of the Blessed, kai
Tol pH&v vaiovcv axndéa Bupov Exovtec).

? For ayfipaoc, cf. the formula @0dvatoc koi dyfipaoc, combined with either fipato névra or aie,
in 71. 8.539 (Hector on himself), 12.322-8 (Sarpedon to Glaucus), 17.444 (on Peleus’ horses), Od.
5.136 = 7.257 = 23.336 (all three by Calypso on Odysseus), 5.218 (Odysseus addressing Calypso),
7.94 (on the dogs of Alcinous), Hes. Thg. 277 (on Medusa’s sisters), 305 (on Echidna), 949
(Dionysus immortalising Ariadne), 955 (on the deified Heracles, see above n. 6), HH 2.242, 260
(Demeter, planning to immortalise Demophoon), 3.151 (about the Delians), 5.214 (Ganymede).
Cf. also Janko (1994) 10, Currie (2005) 44 with n. 21, 277. On the thought of divine agelessness,
cf. also Soph. OC 607-9 & ¢irtar’ Aiyéwc mai, pdvoic ov yiveton | Beoict yiipoc ovde katbaveiv
mote, | T0 6 dAla cuyyel mavd’ O maykpatic ypdvoc.

' Plutarch, quoting these lines, indicates that they are concerned with the gods, cf. Superst. 167"
6 ITivdapoc Beove onci; cf. also Amator. 763°, Adv. Stoic. 1075

"'On the implicit contrast with the gods, cf. Poltera (1997) §403 and (2008) 411-12. Note that
Wilamowitz (1879) 170 reads ap8ovnrov for debitov, Poltera (2008) 412 ad loc. dpBovov.
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are described as peio {dovtec in epic, > and called péxapec' or beati'
throughout antiquity. A connection between immortality and bliss is also
suggested by Epicurean philosophy, which considers imperishability and
happiness the only two conditions for divinity, and locates this view in popular
beliefs."

Immortality can therefore be understood not only as eternal life, but also as
the enjoyment of all the other qualities that constitute the life of the gods. In this
way, concepts of momentary immortality do not necessarily present a

contradiction, though individual formulations may still ring paradoxical and be

2 For Bgot peia {dovrec, cf. 1. 6.138, Od. 4.805, 5.122. Cf. also = I1. 6.139 peio. {hovtec: peia koi
amovoc (dviec, Ael. Arist. In Sarap. 47, 19-21 ai tadta &1 obtw peyarompensic sictv, dg’ od
mac 60e Aoyoc mpunon, dc giclv evdaipovec kat’ avtov Tov ‘Ounpov peia {dovrec.

B On péxap, its meaning, and its point of reference in the divine sphere, cf. De Heer (1969) 4-11,
esp. 6, ‘To be pdxap is to be divine, to have a home secure against adversity, to be untroubled by
wind and rain, to enjoy perpetual sunshine, to enjoy oneself all day long. This sums up the
Homeric ideal of the easy life whose attainment was beyond human hope’, West (1978) 186—7 on
Hes. Op. 141, and ibid. 193—4 on Hes. Op. 171 ‘pndxopec unqualified in the poetic language almost
always means “the gods”.” Cf. also Keyssner (1932) 50, 69, 133. See also below, nn. 219 and 328.
'* On beatus as an attribute of the gods, cf. TLL s.v. ‘beo’, 1913.25-47, ibid. s.v. ‘deus’, 905.52;
on the combination of immortalis and beatus, cf. TLL s.v. ‘beatus’, 1920.35-40, esp. Cic. Fin.
2.88, ND 1.24, 45 (3x), 47, 49, 85, 86, 95, 96, 104, 105, 106, 114, 3.3; Aug. Civ. 7.1, 8.16, 17,
9.13, 14, 15, 10.3, 31, 11.11). The adjective felix can describe divine life in a similar way, cf. TLL
s.v. ‘felix’, IIB, 439.16-48.

'3 Cf. Epicurus Men. 123.2-7 Arrighetti npdtov pév tov 0edv {dlov Geaptov Kai pokdplov
vopilev, dc 1 ko tod Bgod voncic vmeypdaen, unbev pnte tijc dpbapcioc AALITPLIOV pNiTE THC
pokaptdTTOC AVoikelov aOTdL TTpoCcomTE. WAV 08 TO QULAATTIEWV OVTOD OLVAUEVOV TNV HETA
apBapciac pakapiomra mepl avtov 60&ale, Hdr. 75.8—12 Arrighetti kai punv €v 1oic petedpolc
@opOv Kol Tpomnv Kol EKAEWIV kol AVOCTOATNV Kol dvcwv kol td cvctoyoe ToHTOlc UATE
Aertovpyodvtdc tvoc vopiletv O€l yivecOon kol dtatdrtovioc 1 dratdEovroc Kol dpa thv mhcav
paxaptotnta £yovroc petd apbapciac, Lucr. 5.1175-82 aeternamque dabant uitam, quia semper
eorum | subpeditabatur facies et forma manebat, | et tamen omnino quod tantis uiribus auctos |
non temere ulla ui conuinci posse putabant. | fortunisque ideo longe praestare putabant, | quod
mortis timor haud quemquam uexaret eorum, | et simul in somnis quia multa et mira uidebant |
efficere et nullum capere ipsos inde laborem, Cic. ND 1.44-5 quod quoniam fere constat inter
omnis non philosophos solum sed etiam indoctos, fatemur constare illud etiam, hanc nos habere
siue anticipationem, ut ante dixi, siue praenotionem deorum ... hanc igitur habemus, ut deos
beatos et immortales putemus, Sen. Ep. 92.27 Dis, inquit [sc. Epicurus], solis et uirtus et beata
uita contigit, nobis umbra quaedam illorum bonorum et similitudo, Sext. Emp. Adv. Math. 9.44-7
Kol KaBorov kol mpodc mhcac tac kkeyévac do6&oc évéctt Aéyelv, 6Tt 00 Kotd Wilov péyeboc
avOpomosidodc {dov voncic Beod AapPdvovcty dvOpwmol, GAAGL cOV TdL pokdplov sivar Kol
aoBaptov kol mheictnv duvapy €v T@L KOCU®L TPOPEPOUEVOV . .. oVTOC AvBpwmov gbdaipova
VOTiCaVTEC KOl LOKAPIOV KOl COPMETANpmuEVOV Tct Toic dyafoic, gita tobta émteivavTsc TOV &v
avtoic ékeivolc dxpov évoncapey Oeov.



F.J. MEISTER 6
exploited for that effect. It would seem possible to describe moments of
extraordinary happiness, ease, or success as limited versions of the state that the
gods enjoy eternally. A human could thus be called é0dvatoc or immortalis
because he appears to be like the aBdvartol or immortales in a certain moment,
without any reference to death. The purpose of this thesis is to identify typical
moments where this occurs.

If it is possible to describe human states and experiences in terms of
immortality, a central question has to be exactly how the two relate to each other.
Do formulations of momentary immortality create an analogy between the
particular state enjoyed by a mortal momentarily and the general state enjoyed by
the gods indefinitely, or an equation of one with the other? In the case of analogy,
the two states would have to be understood as fundamentally distinct in terms of
quality, and merely comparable by similarity. Here ‘momentary immortality’
would be a metaphor, with divine life as the source domain (vehicle) and the
human moment as the target domain (tenor).'® In the case of equation, the human
experience would be identical with the divine experience in terms of quality, and
distinct merely in terms of quantity, i.e., duration. Here ‘momentary immortality’
would be a literal expression. These questions matter because the two possible
usages of momentary immortality would seem to have a different impact on
potential wider preconceptions about the relationship between mortality and
immortality, and between human and divine. The metaphorical usage, though
bold, might nevertheless appear acceptable, whereas the literal usage could easily

' On analogy and metaphor, cf. Boys-Stones (2003) 2-5, Innes (2003); on tenor and vehicle, cf.
Richards (1936) 96, Silk (1974) 9-15; on target and source domain, particularly in lyric poetry, cf.
Hutchinson (2012), esp. 278.
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seem to constitute an act of arrogance or impiety, and could even provoke divine

intervention.

MOMENTARY IMMORTALITY IN HELLENISTIC AND

IMPERIAL TIMES

Notions of momentary immortality, as outlined in the preceding paragraphs, are
formulated in a particularly explicit and, for the present purposes, illuminating
way in Greek and Latin literature from Hellenistic times onwards. Thanks to their
explicitness, these formulations can serve as a first approach to the kinds of
experiences that can be thought of as approximating to immortal life or equalling
it.

Happiness, joy, and pleasure appear to be the dominant experiences
underlying comparisons with immortal life. A general idea of a momentary taste
of immortal bliss is conveyed in the colloquial phrase immortaliter gaudere,
attested in a letter of Cicero to his brother (QF 3.1.9 Quod scribis te a Caesare
quotidie plus diligi, immortaliter gaudeo). In his speech Against Piso, Cicero
seems to use an elaboration of this phrase, with a stronger accent on temporality,
to characterise his satisfaction on returning home from exile: unus ille dies mihi

quidem immortalitatis instar fuit quo in patriam redii (Pis. 52).
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A more particular context, found in a variety of poetic genres from comedy
to elegy and epigram, is erotic and sensual pleasure. Love and sex seem to inspire
several poetic topoi concerned with collapsing boundaries between mortal and
immortal, like, for instance, comparisons between the beloved and a goddess,17 or
rejections of immortality if it were to be spent without the beloved.'® Here,
however, it may suffice to focus only on those passages where the experience of
love and sex is described as a moment of immortality.

In New Comedy, it is a stock motif that the protagonist compares the

happiness that he feels in certain situations to divine bliss.'” These situations tend

On comparisons between the beloved and deities, cf. Plaut. Bacch. 217 (Pistoclerus about
Bacchis) ni nanctus Venerem essem, hanc lunonem dicerem, Curc. 192 (Phaedromus about
Planesium) Tun meam Venerem uituperas?, 196, Poen. 277-8 (Agorastocles about Adelphasium)
nam Venus non est Venus: | hanc equidem Venerem uenerabor me ut amet posthac propitia, Rud.
420 (Sceparnio about Ampelisca) Pro di immortales, Veneris effigia haec quidem est; Cat. 68.71—
2 (about Lesbia) quo mea se molli candida diua pede | intulit, Verg. Ecl. 3.68 (Damoetas about
Galatea) parta meae Veneri sunt munera, Ov. Am. 11.47 perque tuam faciem, magni mihi numinis
instar, Met. 4.320—1 (Salmacis to Hermaphroditus) puer o dignissime credi | esse deus, seu tu deus
es, potes esse Cupido, 7.86—8 (Medea seeing Jason) spectat et in uultu ueluti tum denique uiso |
lumina fixa tenet nec se mortalia demens | ora uidere putat, nec se declinat ab illo, Her. 13.159
(Laodamia to Protesilaus) mea numina; Rufinus AP 5.70 = 26 Page kdlhoc &yeic Kompidoc,
IMeBode ctopa, cdpa kol akpuny | elapvav Qpdv, eBéyuo 6& Kaiionnc, | voiv kol coppochviny
®¢udoc kal yxeipoc ABfvne: | cov col 8’ ail Xdapitec téccapéc gic,, @ik, AP 5.94.1-2 = 35.1-2
Page Supot’ €xewc "Hpne, Melit, tac yeipac ABnvne, | tovc palove Iagine, ta coupa tiic
®étdoc. Lucr. 4.1170-91 criticises the folly of comparing a girl to Venus. Moreover, in Rufinus
AP 5.73 = 27 Page and AP 5.75 = 29 Page the beloved is mistaken for Aphrodite. In Rufinus AP
5.35 =11 Page, AP 5.36 = 12 Page, and AP 5.69 = 25 Page, it is asserted that the beloved would
win the beauty contest against Athena and Hera in front of Paris; similarly, in Plaut. Poen. 1219-
20, Agorastocles claims that he, even if he were Jupiter, would reject Juno and marry
Adelphasium (si sim luppiter, | iam hercle ego illam uxorem ducam). Finally, in adesp. AP 5.95,
Callimachus AP 5.146 = Epigr. 51 Pfeiffer, Meleager AP 5.148 = HE 47, AP 5.195 = HE 39, AP
5.196 = HE 40, adesp. AP 5.195b, the beloved is ranked among the Graces. In general, cf. Rohde
(1876) 155-6, Kroll (1922) 229 on Cat. 68.70, Lieberg (1962) 9—-13, Bomer (1976) 224 on Ov.
Met. 7.87-8, Syndikus (1990) 2.274-5 on Cat. 68.70.

' On rejections of immortality, cf. Tib. 2.3.31-2 fabula nunc ille est, sed cui sua cura puella est, |
fabula sit mauolt quam sine amore deus, CIL 4.1928, tab. 22.7 = CLE 2.2, 937 scribenti mi dictat
Amor monstratque Cupido: | a] peream, sine te si deus esse uelim, and the material collected in
Kost (1971) 267-8 on Musaeus, Hero and Leander 80—1 (ovx v €y® kot’ "Olvumov éouueip®
Bedc stvat | Huetépny mopdxotty Exwmv évi ddpacty Hpd).

1 Cf. Webster (1953) 203 and Shipp (1960) 196 on Ter. And. 959-60 ‘It is a commonplace in
comedy for the young men to claim to be (like) gods when it appears that they will marry their
girls, or when blessed by the sight of them.” On the proverbial character of these and similar
utterances, cf. Otto (1890) s.v. ‘deus’ 5, p. 109, and Haussler (1968) s.v. ‘deus’ 5, p. 153.



INTRODUCTION 9
to be either the first entry of the beloved or, later in the plays, the realisation that
marriage is possible after all. As for the first type of situation, one may recall
Saturio’s description of Toxilus as Iuppiter terrestris in Persa (100-1), or
Phaedromus’ reaction to seeing Planesium in Plautus’ Curculio, where a brief sum
deus is designed to evoke the complex image of immortal happiness (167-8 PH.
est lepida. PA. nimis lepida. PH. sum deus. PA. immo homo haud magni preti. |
PH. quid uidisti aut quid uidebis magis dis aequiparabile?). One may also think
of Agorastocles’ reaction to seeing Adelphasium in Poenulus, where, first, the
pleasure of seeing the beloved is explicitly equated with immortal pleasures and,*’
second, the beloved is equated with Venus (275-8 di immortales omnipotentes,
quid est apud uos pulchrius? | quid habetis qui mage immortalis uos credam esse
quam ego siem | qui haec tanta oculis bona concipio? nam Venus non est Venus: |
hanc equidem Venerem uenerabor me ut amet posthac propitia).”'

As for the second type of situation, a passage in Terence’s Heauton
Timoroumenos is illuminating (693 deorum uitam apti sumus), where the
reference is explicitly to the pleasures of divine life rather than its endlessness.
One may also refer to the brief exclamations in Terence’s Hecyra (843 deus sum
si hoc itast) and in Plautus’ Mercator (603—4 CH. ubi ego sum? hicine an apud
mortuos? | EU. neque apud mortuos neque hicine. CH. saluos sum, immortalitas |

mihi data est: hic emit illam, pulchre os subleuit patri), or to the penultimate

2 Cf. the similar statement in Rufinus AP 5.94.3-4 = 35.3-4 Page eddaipov 6 PAémov ce,
TpreoAProc etic dkovet, | Nribeoc 8’ 0 IADY, aBavatoc 6’ O yaudv.

*1On the comparison with Venus in 277-8, cf. Fraenkel (2007) 149 = (1960) 209 ‘In fact
something quite extraneous enters here; the thought that a divinity is now present in human form
conflicts very disturbingly with the earlier mood in which the overjoyed human feels no less
immortal on earth than the gods do in heaven.’
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scene of Pseudolus, when the hero describes his erotic ecstasy in terms of
immortality (125774 hic omnes uoluptates, in hoc omnes uenustates | sunt: deis
proxumum esse arbitror. | nam ubi amans complexust amantem, ubi ad labra
labella adiungit, etc.). Finally, in Terence’s Andria, Charinus describes, in the
most illuminating fashion, his present happiness as a form of immortality (959-61
ego deorum uitam propterea sempiternam esse arbitror | quod uoluptates eorum
propriae sunt; nam mi immortalitas | partast, si nulla aegritudo huic gaudio
intercesserit).”* In all these passages, references to immortality are evidently not
intended to deny that the protagonist or his beloved will die eventually, but rather
to convey an extraordinary degree of happiness, which is, at most, enjoyed until
death. The focus of this description is, however, on the particular moment.

The paradox potentially arising from notions of momentary immortality is
explored, also in the context of love, in two Propertian poems, where the speaker
describes the pleasures enjoyed during nights spent with Cynthia. In 2.14, the
pleasures of one such night are presented, through a series of mythical exempla
(1-8),> as a metaphorical triumphus. These pleasures are then summarised with
the words quanta ego praeterita collegi gaudia nocte: | immortalis ero si altera
talis erit (9—-10). Here, immortalis explicitly refers to the pleasures (gaudia)

experienced during one single night (altera talis, sc. nox).** The same thought

** Donatus ad loc. (5.3.4) offers an interesting view on this passage: “ego deorum uitam” non dixit
quod sit, sed quod uerum putet et est d0ypo. 'Enucovpeiov, quod a ceteris philosophis repudiatur,
de otio deorum ac perenni uoluptate.

* On these exempla, cf. Lyne (1980) 88-9; his concept of Propertius ‘believing’ in these exempla
is valid only insofar as the speaker of the poem is portrayed as naive enough to overlook the
sinister implications of all the stories referred to.

** Cf. Enk (1962) 205 ad loc., Fedeli (2005) 422 ad loc. ‘Il motivo dell’ immortalita legato a uno
gioia straordinaria.’
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appears in 2.15, in the context, not of a metaphorical friumphus, but of a
metaphorical wedding.*> After an explicit reference to the speaker’s mortality (36
huius ero uiuus, mortuus huius ero), we find perhaps the most pronounced
rendering of momentary immortality:*® si dabit haec multas, fiam immortalis in
illis: | nocte una quiuis uel deus esse potest (39—40).>” Similar to these two
instances in Propertius is one epigram in the Anthologia Palatina, attributed to
Dioscorides (4P 5.55 = HE 5), in which the speaker recalls an experience with a
certain Doris in the words: Awpida TNV poddmuyov Vmep Aeyéwv dwuteivoc |
dvBectv év yLloepoic abdavatoc yéyova (1-2). Since the poem as a whole focuses
exclusively on the moment spent with Doris, and particularly on its ‘climax’ (cf.
7-8), there is no reason to think that the speaker’s experience of immortal bliss
extends beyond that moment, even though the perfect yéyova is ambiguous.*®
Apart from love, a second context in which a notion of momentary
immortality is attested is military and warfare. In his biography of Alexander,
Plutarch narrates an episode in the campaign against Darius when the Macedonian
army, worn out and short of water supplies, regain morale after Alexander rejects
> On wedding imagery in Prop. 2.15, see below, n. 58.
2 Cf. Richardson (1977) 255 *. . . the play is on the theme of what is eternal and what is transient,
the night of love being the merest moment of time and yet granting immortality, and simply the
climax of a love that cannot be limited in any way,” Fedeli (2005) 462 ad loc. ‘Su deus per definire
un uomo che si considera al culmine della felicita.’
*" The passage is considered spurious by Jachmann (1951), Ginther (1997) 141-42, and in
Heyworth’s edition; cf. also Heyworth (2007) 176 ‘This is an interpolator’s embellishment,
designed to make this passage match xiv 10.” Indeed, the anticlimax from 39 to 40—from many
nights (multas) to a single night (una nocte)—seems hard to reconcile. Even more problematic is
the apparent distinction between immortalis and deus, and attempts to explain it are unsatisfactory;
cf., e.g., Richardson (1977) 257 (see below, n. 41).
% On resultative perfects in general, cf. KG §384.1-2. Elsewhere in Hellenistic poetry, forms of
véyova refer to a person’s permanent, inalterable qualities; cf. Call. fr. 493 Pfeiffer i ce
Ipoundevc | Enhace kol mniod un & €tépov yéyovac, Apoll. Rhod. 2.1162 Kpnbevec yap p’

ABduoc te Kociyvntol yeydocty, 3.366 dfavatov vidc Te kai viovol yeydacty, 731 ... ol 8 pot
aoeipetol yeyadocty (all three in direct speech).
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an offering of water and gives it to his soldiers instead (Alex. 42.6). Witnessing
their leader’s self-control and selflessness (&Ovufcovcty odtol Beacdpevol 8¢ v
gykpatelav avtod koi peyaroyvyiav), the soldiers declare ‘that they are neither
weary nor thirsty, nor consider themselves mortal at all, as long as they have such
a king’ (oBte yap kauvew odte dwydv odd’ Shwc Bvnrove sivon vopiley avtovc,
goc av &omct Pactréa tolodtov). This passage presents a noteworthy view on
what it means, for Plutarch or his source, to be more than mortal in a military
context. As is indicated by ovte kdpvewv odte dwyadv, such a state is characterised
by the absence of the needs and restrains of the human body. Moreover, if the
phrase o%0’ Sioc Ovnrodvc eivar provides not only a summary of the two
preceding items, but widens the scope (6Awc), other qualities may be associated
with this state as well, like for instance extraordinary strength and courage and a
certain safety from harm. While these attributions of superhuman or immortal life
would appear conventional and intuitive enough, the temporal condition attached
to them (wc Gv &ywct Pactiéa tolodtov) is striking. It reflects the soldiers’
knowledge that the immortal strength that they seem to experience is not
perpetual, as it would be for actual immortals, but, as it emanates from
Alexander’s inspirational aura, depends on his existence, presence, and
leadership. The statement does not deny that the soldiers, or Alexander, are
ultimately subject to their mortality, but acknowledges that, for a certain period
and in a certain respect, they seem to transcend this condition.

A third context is moral philosophy. Here a first notion of immortality is

found in Epicurus’ ethics, which is similar to the one attested by Plutarch in a
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military context. On the basis of the theory that pleasure is derived from satisfying
the needs of the body,” Epicurus states that someone who feels no hunger, thirst,
or cold ‘will rival Zeus for happiness’ (Epicurus SV 33 Arrighetti copkoc gwvi 10
un Tewiv, To un dwyijv, TO un pryodv: tadto yop Exwv tic kol EAmilov &gy kav
Ad Omep evdopoviac payécaito). Immortality here represents the ideal of
happiness to which the philosopher aspires.’® There is no intimation, here or
elsewhere in Epicurean philosophy, that, if a mortal attained this ultimate state of
happiness, he would transcend death. In fact, the necessity of dying, and strategies
of acknowledging this necessity, are a constant theme in Epicurean philosophy.”'
Hence the Epicurean notion of immortal happiness is also a temporal notion.

More evidence, also in the context of moral philosophy, is found in
Seneca’s letter to Lucilius (Ep. 53). Seneca here meditates on the practical
implications of a life dedicated to philosophy, and in particular on the relationship
between the philosopher and the rest of humanity (11). He concludes that there
will be a gulf between the two (ingens interuallum inter te et ceteros fiet)—a gulf
so great that the philosopher will be closer to the gods than to ordinary mortals

(omnes mortales multo antecedes, non multo dii antecedent). As Seneca points

¥ Cf. Cic. Fin. 1.37 ut enim, cum cibo et potione fames sitisque depulsa est, ipsa detractatio
molestiae consecutionem affert uoluptatis, sic omni re doloris amotio successionem efficit
uoluptatis, 55, 2.9—10, X Epicurus RS 29 = 149.1-8 Arrighetti pucikac koi dvaykaioc 1yeital O
Enikovpoc tdc dAyndovoc dmoivovcac, dc motdv émi diyove: kth., Ath. 12.67.14-15, 546" (=
Epicurus fr. 409 Arrighetti) xal 0 'Emikovpoc 8¢ oncwv “apyn koi pife movtoc dyabod 1 tijc
yoctpoc ndovn”, Plut. Contra Ep. Beat. 1089¢ 10 Yop edctafec capkdOc KOTACTNHO KOl TO mepi
TaOTNC TCeTOV EATICOL TV AKpOTATNY Yopdy Kol Befatotdny Exewv Toic EmhoyilecOar duvapévorc.
" On the relationship between divine and human happiness in Epicurean philosophy, cf. Diog.
Laert. 10.121 v gddarpoviav duyf] voeicOat, v 1€ dxpotdtnyv ofo Ecti mepi TOv Bedv, Emitacty
0VK €yovcov: Kol TNV (KoTd THV) Tpocnknyv Kol deaipecty 1dovav.

1 Cf. Epicurus Men. 124-7 Arrighetti, esp. 124.8—11 80cv yvidcic opOij Tod undsv elvar mpdc fudic
TOV Bdvatov amoAavctov motel to Tiic {oiic Bvyntdv, odk dnelpov mpoctibeica ¥povov, GAAL TOV THC
aBavaciac aperopévn moébov, RS 19-21 = 145.1-146.4 Arrighetti; Lucr. 3.830-911, 966-1023,
1087-94.
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out, the quality that brings the philosopher close to immortality is securitas (12
ecce res magna, habere imbecillitatem hominis, securitatem dei); the word is
employed here, following Classical usage, to denote freedom from worry and
fear, an unshakable mental disposition.’* A prerequisite for the wuita beata,” this
kind of securitas is understood, here and elsewhere, to be a characteristic feature
of immortal life.>* Seneca then raises the question of whether the philosopher,
since he is able to obtain so fundamental a prerogative of the gods, is in any way
different from them (quaeris quid inter te et illos interfuturum sit?). His answer is
brief, and focused exclusively on time: diutius erunt. This is to say that the ideal
life awaiting the student of philosophy is no less than a temporally restricted
version of the immortal life enjoyed by the gods. Seneca’s notion of temporary
immortality is, therefore, surprisingly literal.

The examples chosen here develop ideas of momentary immortality in
different contexts and by focusing on different aspects of immortal life: in the
context of love, immortality refers to an experience of sensual pleasure and erotic
happiness; in a military and philosophical context, to a transcendence of physical

restraints; and elsewhere in philosophical contexts, to a stable mental disposition

2 Cf. OLD s.v. ‘securitas’, IA; Sen. Ep. 53.11 est aliquid quo sapiens antecedat deum: ille naturae
beneficio non timet, suo sapiens, and 105.7 securitatis magna portio est nihil inique facere.
confusam uitam et perturbatam inpotentes agunt; tantum metuunt, quantum nocent, nec ullo
tempore uacant. The post-Classical sense, ‘absence from danger’, ‘safety’, seems to be used in
Sen. Clem. 1.19.5.

3 On the relationship between securitas and uita beata, cf. Cic. Fin. 5.8.23 Democriti securitas,
quae est animi tamquam tranquillitas, quam appellauit €b0vuiov, eo separanda fuit ab hac
disputatione, quia ista animi tranquillitas, ea ipsa est beata uita, Tusc. 5.15.42 securitatem nunc
appello uacuitatem aegritudinis, in qua uita beata posita est, ND 1.20.53 beatam uitam in animi
Securitate et omnium uacatione munerum ponimus, Amic. 45 caput enim esse ad beate uiuendum
securitatem.

* Cf. Cic. Amic. 47 o praeclaram sapientiam! solem enim e mundo tollere uidentur ei, qui
amicitiam e uita tollunt, qua nihil a dis immortalibus melius habemus, nihil iucundius. quae est
enim ista [sc. deorum] securitas?
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independent of external influences. While all the passages discussed so far range
from the fourth century BC to the first century AD (and, depending on the dating
of some epigrams in the AP, beyond), this thesis aims to pursue comparable
notions of momentary immortality in the poetry of Archaic and Classical Greece:
immortal pleasure and happiness in the traditions of wedding songs,
transcendence of physical restraints in victory odes, and perceived stability and

independence from external influences in tragedy.

MORTALITY AND IMMORTALITY IN ARCHAIC AND

CLASSICAL TIMES

There seems to be something distinctly Hellenistic about all the texts discussed in
the previous section. The passages from Plautus and Terence, which Propertius
seems to adapt,” are almost certainly modelled on plays of Menander.>
Plutarch’s narrative is situated in the fourth century. Epicurus was active in the
fourth and third centuries. Seneca’s philosophy generally elaborates traits of

Hellenistic philosophy, especially Stoicism, and the particular concept of

% Cf. Enk (1962) 205, Fedeli (2005) 422, 462, Heyworth (2007) 176.

3 Cf. Donatus on Ter. And. 959 hanc sententiam totam Menandri de Eunucho transtulit, Fraenkel
(1960) 208—10 = (2007) 148-50, Webster (1953) 203. However, Shipp (1960) 1967 on Ter. And.
959-60 is sceptical of Donatus’ specific reference to Eunuchus.
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securitas leading to uita beata recalls Epicurean doctrines about the relationship
between vdonpovio and drapa&io.’’

This connection between explicit formulations of momentary immortality
and Hellenistic times is unlikely to be coincidental. After all, it is during the
fourth and third centuries BC that individual humans receive cultic honours
during their lifetime, on a broad scale, and, in some cases, by default. Monarchs
of the Diadochi dynasties are worshipped as gods in centrally organised cults
throughout their empires and receive, alongside successful generals, victorious
athletes, and other eminent individuals, local cults from independent
communities.’® The extent to which such forms of cult have precursors in Archaic
and Classical Greece is controversial,” but it is generally held that the boundaries
between mortal and immortal, and between human and divine, are defined
differently before and after Alexander.*” Explicit formulations of momentary
immortality in Hellenistic and Imperial literature could appear to be literary

reflections of a more obscured perception of these boundaries from the fourth

37 On the relationship between gddoupovia and dropa&io, cf. Epicurus Men. 4 = 127-32 Arrighetti
passim, RS 7-10 = 141.1-142.10 Arrighetti, 17-18 = 144.6-12 Arrighetti, 40 = 154.6-10
Arrighetti, SV 79, Lucr. 2.7-19, 5.1154-7, Diog. Laert. 10.136-7.

38 Shipley (2000) 157-8 distinguishes between ‘civic’ and ‘royal’ ruler cults; on the former, cf.
Habicht (1970) passim, Fears (1981) and (1988), Shipley (2000) 158-9; on the latter, cf. Habicht
(1970) 160-71, 195-213. On cults for athletes, Cf. Currie (2005) 120-9. On the increasing number
of hero cults in Hellenistic times, cf. Sourvinou-Inwood (1995) 205—6, Herrmann (1995) 195-7,
R. Parker (1996) 276.

%% Religious discontinuities between Classical and Hellenistic times, especially regarding religion,
are stressed, e.g., by Bosworth (1988) 278, (1994) 871, Walbank (1992) 209-10, Sourvinou-
Inwood (1995) 199-216, Ekroth (2002) 17; continuities, e.g., by Price (1984) passim, Graf (1995),
R. Parker (1996) 280, Mikalson (1998) 315-23, Shipley (2000) 153-63, Currie (2005) passim,
esp. 9-10, 137-8, 158-9, 406—7. On pre-Hellenistic cults for living mortals in particular, cf.
Habicht (1970) 3-16, Dover (1974) 81, Préaux (1978) 1.238-41, 257, Fredrickmeyer (1981),
Sanders (1991) 257-87, Currie (2005) 89-119, 158-72.

0 Cf, e.g., Farnell (1920) 1524, (1921) 369, Nilsson (1925) 288.
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century onwards.*' This may prompt the question of exactly how the boundaries
between mortal and immortal are drawn in Archaic and Classical times, and
whether or not notions of momentary immortality are conceivable during that
period.

Our understanding of Archaic and Classical attitudes towards immortality
still seems to contain problematic assumptions datable roughly to the first half of
the twentieth century. These are represented, for example, by the studies of
Rudolf Pfeiffer, Bruno Snell, Wolfgang Schadewaldt, and, above all, Hermann
Frankel. Applying to early Greek poetry Goethe’s theory of the three ‘natural
forms of poetry’ (epic, lyric, and drama),”” these studies argue for a historical
succession of the three genres, with epic emerging as the preferred mode of poetic
expression in the eighth century, lyric (considered broadly, including elegy and
iambus) in the seventh and sixth centuries, and tragedy in the fifth century.*’ As a

transitional period between the ‘Dark Ages’ and Classical Athens, the seventh and

*1 Cf,, e.g., Richardson (1977) 257 on Prop. 2.15.40 ‘[Propertius’] meaning here seems to be that
on a night in the company of his mistress any man will seem to become a god for that moment, but
if his mistress will grant many nights, then he will become one of the immortals. The distinction
between “gods” and “immortals” is possible because of such institutions as divine monarchy in the
East.’

2 Cf. . W. v. Goethe, ‘Naturformen der Dichtung’, in Noten und Abhandlungen zum besseren
Verstdndnis des west-6stlichen Divan, ed., e.g., E. Trunz (7" ed., Hamburg 1967) 2.187-90, ‘Es
gibt nur drei echte Naturformen der Poesie: die klar erzéhlende, die enthusiastisch aufgeregte und
die personlich handelnde: Epos, Lyrik und Drama.’

# Cf., with explicit references to Goethe, Pfeiffer (1929) 137-8 and Schadewaldt (1989) 9-12
(from his 1959 and 1960 lectures). Cf. also Snell (1946) 56—7 ‘Wir nehmen als selbstverstdndlich
an, daB es in den abendlidndischen Literaturen verschiedene Dichtungsarten nebeneinander gibt,
das Epos, die Lyrik und das Drama. Bei den Griechen, die diese Dichtungsgattungen als Formen
groB3er Poesie geschaffen haben und durch deren direkten EinfluB sie sich bei den européischen
Vélkern entfaltet haben, blithten sie nicht neben-, sondern nacheinander: Als das Epos verklang,
hob die Lyrik an, und als die Lyrik ihrem Ende entgegenging, entstand das Drama. Im Lande ihres
Ursprungs waren also diese Dichtungsgattungen Leistung und Ausdruck einer bestimmten
geschichtlichen Situation’, and Bowra (1961) 9 ‘Such evidence as we have suggests that between
the fall of the Mycenaean world and the seventh century the dominating art was the epic. It suited
the temper of the time . . . But when this age passed into another more civically minded, another
means of expression was needed and was found in choral song’, 14-15.
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sixth centuries are understood as a time of social, political, and religious
revolution and crisis, and lyric poetry as the voice of these processes.”* With
regards to religion in particular, there is supposed to be a profound sense of
human weakness and divine strength.* Frinkel, who considers a tendency to
think in polar opposites characteristic of Archaic literature,*® detects one such
dichotomy in the relationship between man and god. Accordingly, humans are
perceived as having no knowledge, power, or means to influence their fate,
whereas gods are omniscient, omnipotent, and generally unrestricted in their
actions.”’ In his view, Archaic literature presents a gulf between mortal and
immortal that is conceptually extreme, and so in practice insurmountable.*® More
recent scholarship on Archaic and Classical literature is critical of many of the
propositions made by Frinkel and his contemporaries, but it often retains notions
of a stark contrast between human and divine, between extreme frailty and

omnipotence, and between vulnerability and self-determination.*

* Cf. esp. Schadewaldt (1989) 11-16.

3 Cf. Snell (1928) 27, (1946) 59, 71-5, and Pfeiffer (1929) on human aunyavia; Frinkel (1955b)
26-31 and Dickie (1976) on human nature as £pnuepoc.

 Cf. Frinkel (1962) passim, esp. 59 °... eine Denkform, die im archaischen Zeitalter der
Griechen, nach Homer, die herrschende sein wird: die polare Denkweise. Qualitdten kdnnen nicht
anders konzipiert werden als gemeinsam mit ihrem Gegensatz’, 603 ‘Ein Widerspiel polarer
(absoluter, oder schroffer, extremer) Gegensitze ist konstitutiv fiir das frithgriechische (und
besonders fiir das archaische) Denken und Fiihlen; Werte, und Qualitédten {iberhaupt, konnten nur
gemeinsam mit ihrem Gegensatz konzipiert werden.’

*7 Cf. Frinkel (1962) 59-60 ‘Die enge Gebundenheit des menschlichen Daseins bedarf des
Gegenbildes eines unbeschrinkten, aber im iibrigen menschendhnlichen, gottdhnlichen Daseins’,
603 ‘Die ewigen, himmlischen, seligen und freien Gotterpersonen sind unter anderem konzipiert
als Gegenbilder des sterblichen, irdischen, unseligen, und gebundenen Menschentums.’

* Cf. Frinkel ( 1962) 128-9 on Hesiod, and 544-5 on Pindar. More nuanced is Pfeiffer (1929) 150
on Pindar ‘So gelangen die Auserlesenen nahe an die Trennungslinie, die Géttliches von
Menschlichem scheidet. Die an Leib und Geist, an dpet, vollkommenen Sieger in den
panhellenischen Wettspielen erheben sich bis zu dieser dullersten Grenze: sie feiert Pindars Lied.’
* Cf. the, overall very balanced, discussion in M. Griffith (2009) 78 ‘Many Greek hymns and
poetic prayers include narratives demonstrating the god’s wonderfully superior capabilities and
entitlement, often to the point of exaggerating human feebleness and futility; the gulf separating
human from divine is unbridgeable’, and 80-1.
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The purpose of this thesis is not to argue that, in the historical reality of
Greek communities in the seventh, sixth, and fifth centuries, the boundaries
between mortality and immortality are as permeable as they appear to be from the
fourth century onwards. The primary focus of this thesis is not historical realities,
but their representations in poetic realities. In the latter we may find varied
approaches to those boundaries, even when there are firm preconceptions about
them in the former. In fact, there could, intuitively, seem to be a greater appeal for
a poet to explore, redefine, or even cross the limits of mortality in an environment
where transitions from mortality to immortality are not expected to happen, rather
than in one where they occur frequently and regularly. This thesis aims to show
that, at least for lyric poetry, one decisive factor for such variations is genre or, to
be more precise, occasion, performance, and audience.

It should be noted that the ‘pessimistic’ world-view, supposedly
characteristic of Archaic writing and thinking, and with it notions of a vast gulf
between mortal and immortal, features, in a pronounced and exclusive manner,
only in some genres of poetry. Apart from one famous passage in the Odyssey,”
such views are primarily found in iambus and elegy. Archilochus, for instance,
describes his own concerns as aunyova «non in /EG 128.1 and characterises the
general vicissitude of human fortune in /EG 130 (toic Oeoic T’ feifeidmavta-

TOAMGKIC pEv €k kak®V | dvopac opBodcty pelaivit keyévove €mi yBovi, |

% 0d. 18.129-37 (Odysseus to Amphinomus) todvekd tot £péo, cd 8¢ chveo kai pev drkovcov: |
000V ak1dVoTEPOV Yoio TpEPEL AvBpdmoto, | mdvtv dcca te yolav £m mveiet te kal Epmet. | 00 pev
YOp TOTE Pnct Kakov meicecOot omiccw, | dep’ apetnv mapéymct Beol kKol yovvat® opdcnt | GAA’
Ote M kol Avypa Beol pakopec teAémct, | kKai T Pépet dekaldpevoc tetAndtt Boudi | Toiloc yap
véoc éctiv émyBovinv avlpdrmy | olov &n° Auap dymict mothp avdpdv T Bsdv te. CE. also Steiner
(2010a) 175 ad loc.
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moddxic & dvarpémovcty kai pEA’ b PePnrdrac | vrtiove, keivoic & Emerta
TOAAGL yivetal Kokd, | kol Blov ypnunt mAavdtol koi voov moapropoc). Human
ignorance is the topic of /EG 131 (toloc dvBpdmoict Boude, l'adke Aentivem mdd,
| yivetan Bvnrtoic, omoinv Zevc €9’ Muépnyv dyn) and 132 (kai @povéovct ol
omoiotc éykvpémcty Epypoctv). Semonides characterises the human condition in a
very similar way in IEG 1 (esp. 1-5 ® moi, téhoc pév Zede et Papdrrumoc |
nhvtov 6c’ écti kol tinc’ Okt Bélel, | vode & ovk ém’ avBpomoilcty, GAL’
gmnuepot | & on Pota Loovcty, 0vOEV €1ddTEC | dKkmwe EkacTtov ékTeELgLTNCEL BEOC).
Finally, for Mimnermus, humans are as exposed to external forces as are leaves in
the wind (IEG 2, esp. 1-5 fjueic §’, oia 1 pvALa @OEL TOALAVOEHOC BpT | Eapoc,
Ot oy’ adydjic adéetar fediov, | Toic Tkedor miyviov &mi ypdvov dvOecty fifnc |
tepropeda, Tpoc Bedv €1ddteC 0UTE KOOV | 00T’ Ayadov).

Outside iambus and elegy, in lyric poetry in a stricter sense, similar views
are found mainly in fragments of Simonides.”' In PMG 520 (= SLG S332, F21
Poltera), mortality and suffering are powerfully asserted as the main forces in
human life (dvOpodmoV OAlyov pév | kdptoc, dmpaktol & peAndovee, | aidvi o
navpmt TOVoC Apel Tévmt: | 6 8’ deuktoc Emkpépotot Odvatoc. | keivov yap icov
Adyov pépoc ol 17 dyaboi | dctic te kakdc). According to PMG 523 (= F245
Poltera) not even the heroes of the past were exempt from these ills (see above, p.
4). In PMG 521 (= F244 Poltera), the swiftness of reversals of fortune is
compared to the flap of a fly’s wing (dvBpwmoc Eov pufq mote ginnic 6 T yiveton

abplov | und’ avdpa idmv OAPov dccov ypovov Eccetar: | dKelo yap ovOE

L Cf. Bowra (1961) 324-6.
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Tavurtépuyoc piac | obtwe o petdctacte). In PMG 527 (= F349 Poltera (spur.)),
the role of the gods in these reversals is highlighted (oVk &ctiv dvemdoxntov
avBpomolc kokdv: | OAiywr ypdvor d¢ mhvto petappinter Beoc). Death is the
inescapable end of a life of toil (PMG 522 = F258 Poltera mavta yap piov ikveitot
dacmAnto XdapvPo, | ai peydiat apetal kKai 6 mhodtoc, PMG 524 = F22 Poltera 6
8> ad Bdvatoc kiye kai OV QLYOpov). Although these fragments seem to
develop a perspective comparable to that of Archilochus, Semonides, and
Mimnermus, it should be noted that some originate almost certainly from the book
of threnoi in the Alexandrian edition of Simonides,’” while others can reasonably
be assumed to originate from it t00.>® In a threnodic context, that is, in a context
of lamenting the dead and consoling the bereaved, an emphasis on the toils of life

and the inescapability of death is not necessarily a reflection of some sort of

32 Cf. Stob. 4.41.9 and 4.34.14, introducing the quotations of PMG 521 and 523 respectively with
Cyovidov Oprivev. On the book of threnoi in the Alexandrian edition of Simonides, cf. Suda o
439 (4.361.10—14 Adler) kai yéypomtar avtdt [sc. Cipoviont] Aopidt doiéktor 1 Kapficov kai
Aopeiov kai Eép&ov vavpayio kol én’ Aptepicior vovpoyio ot €leyeiac, 1 & év Calapiv
peikdc- Opijvor, Eykodpia, Emtypappota, Todvec Kol tpaymidiot kai GAka, X Ar. Vesp. 1411 Aéyet
&’ fcowc Cuwviony tov Agompemodc . . . Opfjvol, Totdvec, YKo, ETypappoto, Tpoymdiot Kol
dAla, £ Theocr. 16.36/37 (= PMG 529, F247 Poltera) xai Cipovidne év Oprivoic, X Theocr. 16.44
tov Cyevidnv onci, mapdcov adtoc toic mpoeipnuévolc €vdogolc avopact TdV BOeccoldv
émwvikiove &ypaye kol Oprvovc, Harp. T3 (p. 247 Keaney = PMG 530, F248 Poltera) Tapdvar
Aicyivne kata Kmcwpdvroc (3.86.88) mohic éctiv év EdPoiat év tijt ydpor tit ‘Epetpiéov ai
Tapovar, &vBa kai iepov AmdAlwvoc, ®c oi 1e ta EvPoikd ypawoaviec (FGrHist 427 Fl1)
paptopodet kol Cyevidne &v @t gic Avcipayov tov Epetpiéa Opfivor. On Simonides being
famous especially for his threnoi, cf. Cat. 38.7-8 paulum quid lubet allocutionis | maestius
lacrimis Simonideis, Hor. Carm. 2.1.37-40 sed ne relictis, Musa procax, iocis | Ceae retractes
munera neniae: | mecum Dionaeo sub antro | quaere modos leuiore plectro (with Porph. ad loc.
nenia lugubre carmen est, quod in mortuos canitur. Simonides autem ex (C)ea insula lyricus poeta
Opnvouc optime scripsit. Inde Ceam neniam appellauit), Aristid. Or. 11.75 (2.212.9-13 Keil =
PMG 528, F246 Poltera) moioc tadta Cipuwvidnc Opnvicey;

> Page PMG (tentatively) and Campbell (1984) assign PMG 520-31 to the threnoi. Rutherford
(1990) 202 and Poltera (2008) 329 consider the possibility that PMG 520 might be an epinician,
since POxy. 32, 2623, which contains part of the fragment, preserves also epinicians. On the
problems with this kind of argument, cf. D’Alessio (1997) 23—4. Cf. also Poltera (2008) 449 on
uncertainties regarding the generic provenance of PMG 522, and ibid. 5845 on those regarding
the authorship of PMG 527.
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cultural melancholy, but can also be conceived of as an attempt to meet the more
immediate demands of the occasion, namely consolation.>*

Other occasions may pose different demands, and compositions performed
on such occasions may define the distance between mortality and immortality in
different terms. In a recent study on Greek humour, Stephen Halliwell argues that
poetry performed at the symposium (or imagined to be performed at it) tends to
present the symposium as an ideal space of harmony, joy, and festivity, where
worries, or any negative thinking, are not allowed to enter.’” As is clear from the
passages quoted at the beginning of this chapter, worrying is a symptom of
ignorance and weakness, characteristic of the human condition, and a life
completely free of worry (dxndnc/securus) is a prerogative of the gods. Hence the
symposium can be thought of as an occasion where the mortality of the
participants is temporarily suspended, where mortals can indulge in what
Halliwell describes as a ‘simulation’ of immortality.’® Evidently, if sympotic
poetry presents the human symposiasts as having a taste of immortal ease, the gulf
between mortal and immortal is here treated as considerably less vast than it is in
iambus, elegy, and threnos.

This thesis aims to pursue similar phenomena in the poetic representations

of other occasions. Community celebrations—extraordinary occasions that engage

>* This argument must not be stressed too much, as there is a risk of circularity: some fragments
are assigned to the threnoi precisely for their negative perspective, cf. Rutherford (1990) 202 and,
on similar problems in Pindar, Currie (2005) 34-5.

> Cf. Halliwell (2008) 104—7; on sympotic exclusion of pessimism, cf. already Burkert (1977)
363.

% Cf. Halliwell (2008) 104 <. . . the thematic place of laughter in human symposia is connected at
least subliminally to a simulation of immortality: a simulation that, for the duration of the
symposium, tacitly renders the participants god-like, suspended in the hoped-for perfection of the
moment and able to float temporarily free of the downward drag of pessimism.’
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with the population of a polis and lift them out of their everyday tedium—are in
general likely to be presented as inspiring in their participants a positive,
‘immortal’, state of mind similar to that of the symposium. This must particularly
be the case where celebrations are owed to the actions and achievements of
individual members of a community, and where these individuals are singled out
and glorified, as happens at wedding ceremonies and victory celebrations. This
thesis aims to show that the songs conveying the praise on these two occasions
can present the happiness felt by the bridal couple and the victorious athlete at
these celebrations as moments of immortality. Tragedy, pursued in the third part
of this thesis, provides a useful contrast to these positive notions of momentary
immortality. On the one hand, tragic heroes are often perceived as godlike or
divine for their happiness, power, or success and, when such perceptions are
uttered, the permanence or transience of this state is not usually considered. On
the other hand, with the ultimate downfall of the hero, any illusion of this state
being permanent is shattered. In depicting fluctuations between exuberant
happiness and extreme suffering, tragedy emphasises strongly the temporary

nature of any experience approximating or equating to immortality.



THE WEDDING SONG
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INTRODUCTION

The material presented in the introduction suggests that love and sex provide
general experiences that can be presented as approximating to divine pleasure. In
those cases where marriage is understood to be the ultimate goal of love,
weddings can be presented as particular moments of extraordinary, immortal,
happiness. This is evidently the case in New Comedy, where the protagonist’s
realisation that marriage with his beloved is possible defines the conventional
climax of the plot. It is also suggested in Propertius 2.15, though in a spurious
passage,”’ where a series of wedding images leads to the conclusion si dabit haec
multas, fiam immortalis in illis: | nocte una quiuis uel deus esse potest (39—40).”

Finally, in an epigram attributed to Rufinus, the various ways of enjoying a

°7 On the textual uncertainties concerning this passage, see above, n. 27.

% As for wedding images in Prop. 2.15, we should note that, first, the opening (1-2 O me felicem!
o nox mihi candida! et o tu | lectule deliciis facte beate meis) contains a clear reference to an
epithalamium by Ticida (FPL 1 = FRP 102 felix lectule talibus | sole amoribus { }), cf. Hollis
(2007) 162. Second, in 27-8, the narrator compares his relationship with his mistress to the life-
long coniugium of doves. Third, the sentence huius ero uiuus, mortuus huius ero (36) seems to
adopt Roman wedding vows of the type ubi tu Gaius, et ego Gaia; on these vows, cf. Plut. Quaest.
Rom. 30 Aw ti vopenv gicdyovtec Aéyewv kehevovcty “Gmov cv 'dioc, yd Tain”; ktA., Cic. Mur.
27 in omni denique iure ciuili aequitatem reliquerunt, uerba ipsa tenuerunt, ut, quia in alicuius
libris exempli causa id nomen inuenerant, putarunt omnis mulieres quae coemptionem facerent
“Gaias” uocari, Quint. Inst. 1.7.28 Quid? quae scribuntur aliter quam enuntiatur? nam et Gaius
C littera significatur, quae inuersa mulierem declarat; quia tam Gaias esse uocitatas quam Gaios
etiam ex nuptialibus sacris apparet; cf. also [Val. Max.] Praen. 10.7. On the legal and contractual
aspects of such vows, cf. Kunkel (1930) 2281-2, Hersch (2010) 187-90; similar poetic
elaborations of wedding vows are found in Prop. 2.20.17 me tibi ad extremas mansurum, uita,
tenebras, and Hor. Epod. 15.1-10 nox erat et caelo fulgebat Luna sereno | inter minora sidera, |
cum tu, magnorum numen laesura deorum, | in uerba iurabas mea, | artius atque hedera procera
adstringitur ilex | lentis adhaerens bracchiis, | dum pecori lupus et nautis infestus Orion | turbaret
hibernum mare | intonsosque agitaret Apollinis aura capillos, | fore hunc amorem mutuum. On
marital metaphors in Propertius in general, cf. 2.6.41-2 nos uxor numquam, numquam deducet
amica: | semper amica mihi, semper et uxor eris, Lyne (1980) 79 ‘Propertius is fond of marriage
terminology, particularly in his second book’, Miller (2013) 175. On the theme in Catullus’
elegiacs, Lyne (1980) 33-8, Syndikus (1990) 2.279, Miller (2013) 170; in Tibullus, cf. Miller
(2013) 171-2.



THE WEDDING SONG 26
certain Melite are ranked according to the degree of pleasure that they bestow on
her partner (4P 5.94 = 35 Page dupat’ &eic "Hpne, Mekitn, tac yeipac AGMvnc, |
tovc pafovce Iaeine, Td coupd thc Otidoc: | evdaipmv 6 PAET®V ce, TpicorPloc
dctic axovetl, | uibeoc 8’ 6 PIA®V, aBdvatoc &’ 6 youdv). Marriage with Melite is
here presented as the ultimate stage, and it is compared to being immortal. This
chapter aims to show that the conventional language and imagery of wedding
songs ascribe to the bridal couple, in the moment of their wedding, a similarly
supreme degree of bliss.

Accounts of the wedding song as a genre of ancient poetry, and particularly
of lyric poetry, are confronted with a series of problems. On the one hand, only
scanty fragments in Sappho and a handful of songs in drama have survived to
represent a widespread tradition of lyric wedding songs in Archaic and Classical
Greece.” On the other hand, if the scope is broadened so as to accommodate later
poems, the result is a highly diverse corpus, comprising lyric songs and dactylic
poems, composed by Greek and Roman authors for real, imagined, or enacted
weddings, over a period that starts in the seventh century BC and extends far into
the Roman Imperial period. In fact, limiting the scope would appear difficult and,
to some extent, arbitrary, since hymenaeic traditions are pursued in Claudian’s

epithalamia and the Christian literature of the Western Roman Empire, and in the

%% On these traditions, see below, p. 35. Alcman is praised as an expert in duévauot by Leonidas of
Tarentum, AP 7.19 = HE 57 (tov yopievt’ Alkpdvo, tov opvntiip’ dpevaiov | kdkvov, tov
Movcdv G pedyduevov), and Contiades-Tsitsoni (1990) 47—63 attempts, rather unconvincingly,
to interpret various papyrus fragments as wedding songs. Epithalamia are absent from the
preserved lists of book titles of Simonides, Pindar, and Bacchylides, but that does of course not
exclude the possibility that these poets did write wedding songs.
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conventions of Byzantium and modern-day Greece.®’ In pursuing the treatment of
the bridal couple, these difficulties determine the structure of this chapter. In an
attempt to balance out the scarcity of Archaic and Classical wedding songs, the
first part of this chapter juxtaposes evidence for the wedding ceremony and
evidence for the iconography of weddings on vases, and evaluates how notions of
mortality and immortality are relevant in the treatment of the bridal couple there.
The second part of this chapter discusses, en bloc, all the wedding songs and
poems up to Lucian’s Symposium (41.18-25) and an anonymous fourth-century
papyrus.® In order to address the prima facie diversity of this corpus, the
discussions focus on the conventionality of these texts by surveying elements,
both structural and thematic, that the majority seem to have in common. On the
basis of this survey, the third and final part of this chapter assesses the ways in
which immortality features in wedding songs and how it can affect the

characterisation of the bridal couple.

WEDDING CEREMONIES

The wedding songs that we possess are all, in some way or other, rooted in the
performative context of the wedding ceremony. Sapphic wedding songs were
most likely performed at these ceremonies. Wedding songs in drama re-enact this
% 0On Claudian and Byzantine wedding songs, cf. Mangelsdorff (1913) 47-51; on Roman late-
antique songs, cf. Horstmann (2004); on modern Greek wedding songs, cf. Contiades-Tsitsoni

(1990) 110-32.
' PRyl. 1.17, edd. Hunt (1911) no. 17, Page (1950) no. 139, Heitsch (1961) no. 25.
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performance and its context.®” Recited poems, even those of a mythical subject
matter, allude to their imagined performance by a chorus at the wedding.®’ In
Catullus 61, the same context seems to be artificially contrived for the historical
wedding of Manlius Torquatus and Iunia (or Vinia) Aurunculeia. ®* The
performative context serves, in this way, as one unifying principle for the diverse
body of texts that are considered here as wedding songs.

The treatment of the bridal couple at the wedding ceremony provides a first
hint at a conventional perception of bride and bridegroom as transcending their
normal status temporarily. This perception can still be studied at traditional Greek
wedding ceremonies in modern times. The central elements of this ceremony, the
crowns (otépava), create a strong sense of the bridal couple becoming royalty at
their wedding. This happens regardless of the status of the bridal couple prior to

their wedding, and has no effect on it thereafter. The bridal couple are elevated

62 Cf., however, the caveat in Krummen (1998), esp. 322 ‘Sicher ist, daB sie [sc. rituelle
Handlungen] eine pragmatische Verankerung im kultisch-rituellen Leben des athenischen Alltags
haben, jedoch so, daf3 sie diesen Alltag nicht unkittelbar abbilden, sondern jeweils sorgféltig an die
inhaltlichen und dramatischen Erfordernisse der Stiicke angepalt werden.’

83 Cf. [Hes.] fr. 211.6 MW kai todt’ &noc einav dmovtec, Theocr. 18.7-8 Gedov & Gpo mocat éc
&v péloc €ykpotéolcat | moccl mepimiékrole, Vo & Toxe dAW vuevaiot, Cat. 64.321 talia diuino
fuderunt carmine fata, Stat. Silv. 1.2.16—17 te concinit iste | (pande fores!) te, Stella, chorus. Cf.
also the epithalamium of Dracontius, apparently composed in prison, sed quia captiuo fas non est
dicere carmen | nec reticere licet festiuo in tempore | ista canant pueri, quia carmine uera
loquentur (Rom. 7.25-7), and Ausonius’ Cento Nuptialis (68-9) at chorus aequalis, pueri
innuptaeque puellae, | uersibus incomptis ludunt et carmina dicunt. On the last two, cf. Horstmann
(2004) 325 ‘In einigen spétantiken Epithalamien wird eine mimetisch-dramatische Erzdhltechnik
angewandt, die auf Catull 61 zuriickgeht. Sie suggeriert eine personliche Anwesenheit des Autors
bei den Hochzeitsfeierlichkeiten, der als Ich-Erzéhler Teile der Zeremonie auffordernd oder
kommentierend begleitet. Dies ist als literarisches Stilmittel anzusehen, das die Darstellung
lebendiger halten soll, und 148t keinen Riickschluss auf eine tatsdchlichen Anwesenheit des
Verfassers bei der EheschlieBung zu.” An exception is the song in Luc. Symp. 41, introduced with
mavcache, Een: £yd yap VUiV EmBoldpiov avoayvdcopat. Kol apEQpIevoc aveylyvmekey.

64 Cf. Forsyth (1986) 295 “Yet it shows no signs of having been composed for an actual
performance; rather, it is a sophisticated and elegant fantasy in which the poet assumes the role of
an imaginary master of ceremonies organizing the ritual involved.” Cf. also Horstmann (2004) 77—
8. On difficulties regarding the name of the bride, cf. Syndikus (1990) 2.1 n. 2. For a similar
argument regarding Cat. 62, cf. Thomsen (2002).
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only for the duration of the ceremony. The following section aims to assess
whether a similar temporary elevation can be detected in the customs of Archaic
and Classical wedding celebrations.

Generalising about ancient Greek wedding ceremonies is not without
difficulties. However, while it is possible that wedding ceremonies varied, to
some extent, across time and from one Greek community to another,® there
appear to be certain objects and acts that feature prominently throughout Greek
thinking about weddings, in literature as well as in vase painting, which is the
subject of the following section (pp. 34—46). Among these objects and acts are
wedding sacrifices (mpotéhewa or mpoovha)® and the singing of paeans,®’ the

wedding symposium,®® and the procession to the house of the bridegroom at

6% Sparta seems to have been particularly exceptional in its wedding rituals, cf. Plut. Lyc. 15.3-6.

% On wedding sacrifices generally, cf. Eur. I4 433-9, Men. Sam. 673—4, Plut. Amat. 7714, Cat.
68.75—6 (Protesilaus) . .. nondum cum sanguine sacro | hostia caelestis pacificasset eros, Pollux
3.39, Hesych. s.v. ‘yapwv £€0n’, Suda s.v. ‘mpotélein’, £ Ar. Thesm. 973, Serv. ad Verg. Aen.
3.136 apud ueteres neque uxor duci neque ager arari sine sacrificiis peractis poterat. Cf. Kroll
(1922) 229-30 on Cat. 68.75, also Burkert (1983) 62—3, Contiades-Tsitsoni (1990) 39 “dhnlich wie
die Hochzeit hatten sie [sc. wedding sacrifices] religiésen Charakter’, Oakley and Sinos (1993)
11-12. For sacrifices in honour of Aphrodite, cf. Diod. 5.73.2, Paus. 2.34.12, 3.13.9. For sacrifices
in honour of Artemis, cf. Nicomedes AP 6.318 K0mpidt kovpotpdpmt eapoiy pé&aviec Epnpot |
yaipovtec vopgac €k Barapmv dyopev, Pollux 3.38, Xenophon of Ephesus 1.8.1, Plut. Arist. 20.6,
SEG 9.72.84-5 = LSCG Suppl. 115 b.1-2. For sacrifices in honour of Hera (and Zeus), cf. Plut.
Mor. 141", Pollux 3.38, Diod. 5.73.2, £ Ar. Thesm. 973.

7 0On wedding paeans, cf. Sapph. fr. 44.31-4 V yovoukec 8 €hélvcdov dcon mpoyevéctepalt, |
mhvtec &’ Gvopec Emnpatov faxov 6pbov | TIdov ovikaréoviec €xafolov evivpav, | Hunv o’
"Extopa kK’ Avdpopdyov Oeocikéro[wc, Ar. Thesm. 1034—6 (= Eur. Andr. TrGF 5.1, F122)
yopnAimt pgv od Edv | moudvi, Secpiot 88, | yodicOé 1, & yvvaixec, Aesch. inc. fab. TrGF 3, F350
(= Plat. Rep. 383%7) tiic duac edmondioc | vocov T dmeipove kol pokpaiovac Biov | Eburavtd
gimav Beopireic Epac Toyac | Todv Emnuenuncev ebbvudv Eué; cf. also Philippus AP 16.177.1-3
= GP 72.1-3 Konpt @ulopusidnc, Bolopnmore ... col matdv @iloc MV Koi O Ypvcokoumnc
‘Yuévaroc, Stat. Silv. 1.2.2-3 cui, Paean, noua plectra moues umeroque comanti | facundum
suspendis ebur? Cf. Deubner (1919) 391, Képpel (1992) 50-1, Rutherford (2001a) 56.

% On wedding symposia, cf. Ath. 5.1, 185°10-11 dc vevopictot dygtv copmocia tepi TOVC YALOVC
@V t€ youniov Oed®dv Eveka kol tijc olovel paptopioc, Luc. Symp. 47, Ter. Andr. 361-74.
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dusk,®” with torches held by the participants,’® shouts of v (or variations of
it),”! and a vehicle carrying the bridal couple.’

These objects and acts suggest that wedding ceremonies are not, as might
prima facie appear, located in a purely mortal sphere,”” but exhibit a certain
connection with ritual, especially with cultic ritual. In the Odyssey, the
performance of wedding rites is described with the verb éxteheiv (sc. yéuov),™*

which puts it on a plain with other rites of passage, such as the funeral (cf. //.

% Originally, buévatoc seems to have denoted only the wedding procession; as the most important
part of the wedding, however, it came to represent the ceremony as a whole as well as all songs
performed at it, cf. Swift (2010) 243.

"2 On torches, cf. Eur. 14 732 tic 8” dvacyicet pAdya; &yd mapéo edc & vopgiow mpénet, T Eur.
Phoen. 344 £0oc yap fv TV VORENV DITO THC UNTPOC ToD YaUOoDVTOC HET AApUmadmy sicdyecOor, X
Eur. Troad. 315 vopov yap écti tijt untpi doidovyeiv &v toic yapoie tdv Buyatépav, T Apoll.
Rhod. 4.808 811 makoidv TOC UNTEPUC TV YOUOVUVT®Y £V Toic yauolc doudovysiv 0oc fv. CE. also
Erinna AP 7.712.6 = HE 2.6.

"I Cf. [Oppian] Cyneg. 1.341 egic Odhapov Paiviicy dumy duévatov deidwv, Nonn. Dionys. 16.290
avAOC €mecpapdyncev LUEV Ypévate Atyaivav, 24.271 o Alydc avAoc Epedwev DUV Ypévale
Myaivov, Ov. Her. 14.27 uulgus ‘hymen Hymenaee’ clamant. Cf. also Maas (1907), Mangelsdorff
(1913) 4-5, Muth (1954) 7-8 ‘Wir konnen annehmen, daB3 der é&lteste literarisch bezeugte
Hochzeitsgesang der Griechen ... nur aus vpnv-Rufen, wohl auch in mannigfaltigen
Erweiterungen, bestand.’

7* Lexicographers preserve a term, yauaimovc, for the poor bride that cannot afford a cart for the
wedding procession, cf. Pollux 3.40 éxi {ghyovc yap tac voppac dc o moAD petiiecav: i 6& meln
agpikotro 1 vOpeN, yapoirovc €léyeto, 2.195 1 yapairovc. Ekdrovy 8¢ obt® Vv 00K &nl {evyouvc
koplopévny vopeny, and 10.33 ov pévtor dayvo®d 61t khwic €kaielto tO Emi tijc apagne
KOTACTOPVOLEVOV, STaV PETimCt TaC vOuQoc, &9’ ob kaOnTat 1 VOUEN peTald Tod Tapdyov Te Kai
oD vopeiov. See also Hesych. s.v. ‘khwic’, Phot. s.v. ‘Cedyoc frovikov 1j Poewdv’, Suda s.v.
‘Cedyoc Muovikov i Poewcov’, £ 33.22-30. Vase evidence, and the differences between mule-carts
and horse-chariots, are discussed in the following section.

” The wedding song as a lyric genre, and with it the wedding ceremony, are considered secular
(gic avBpdmovc) in Hellenistic scholarship, cf. Phot. Bibl 320°1-9, p. 5.159 Henry, &ic 8¢
avOpodmovc Eykmdpuo, Emivikov, cKOl, £poTiKd, £mibaAdpua, Vpevaiovc, cidlovc, Opnvouc,
émknodeto. The same arrangement is implicitly applied in Pollux Onom. 4.52, pp. 1.216-17 Bethe;
cf. also Farber (1936) 1.16—19 and the material in 2.12-22. Similarly, the wedding song is defined
as gykduov in Him. Or. 9.227-31 (& kaky & yapiccco, mpémet yép cot T tiic AscBine dykdpia)
and Tzetzes ad Lyc. Alex., pp. 4.9-15 Sheer (émbBarapoypdeot 8¢ momtai, dcot mpodc TOLC
vopeiove €v yapoic éykmpo Eypoeov). On problems regarding the classification of poems eic
Beovc and gic avBpmmnovc, cf. Harvey (1955) 159-60; on the wider problems regarding secular and
profane rituals, cf. Yatrimanolakis and Roilos (2004) 26-8.

" Cf. Od. 4.6-7 (Menelaus’ children) év Tpoint yap mpdrov dmécyeTo Koi katévevce | dwcépevar,
toicv ¢ Beol yapov é€etédetov, P. P. 9.66 (Apollo and Cyrene) tepmvay YAOV KPOIiVELY TEAELTAV.
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24.60 te)eiv tagov), and with cultic forms of worship.”” By comparison, vehicles
feature widely in a variety of forms of cultic worship, especially where cult
images are transported or gods enacted,’® while torches are a stock component of
the nocturnal worship of Dionysus, Demeter, and other deities.”” The cultic cry
puts the wedding ceremony on a par with the performances of cultic songs such as
paeans or iobakchoi.”® Another connection between the wedding ceremony and
cultic ritual is suggested by the deity Hymenaios who, perhaps from the fifth
century onwards,” is invoked as a patron of weddings, which are presented as
acts of worship performed in his honour.*’

Among the rituals that are similarly centred on mortal protagonists,® the
funeral ceremony reveals, in many of its conventional elements, a striking
similarity with the wedding celebration: from the ritual washing to the wearing of

% On the semantics of Teheth/teA®d, cf. Yatromanolakis and Roilos (2004) 5-6 and the literature
recorded there.

7% Cult processions are discussed in detail in the following section on wedding iconography.

" On torches in divine cults generally, cf. Mau (1909) 1953 and Gagé (1969) 1589, and the
puzzling statement in 161 ‘Der Gebrauch der [Fackel] bei der Hochzeit stammt wohl aus dem
Cereskult.” On torches in the Demeter cult at Eleusis, cf. Arnob. 5.24, Lact. Div. Inst. 1.21.24; on
torches in the cult of Iacchus at Eleusis, cf. Eur. Jon 1076; on torches in the cult of Dionysus, cf.
Eur. Bacch. 145-6, Ion 716, Ar. Nub. 603—-6, Burkert (1977) 109, Kippel (1990) 251 n. 170,
Krummen (1998) 316 n. 52. Ambiguities between the wedding ceremony and Dionysiac mania,
exemplified in the use of torches, are exploited in Eur. Troad. 308-40, on which cf. Krummen
(1998) 320 ‘Das ganze Lied ist denn auch gekennzeichnet durch ekstatische, bakchantische
Thematik. Man braucht im Grunde “Hymenaios” nur durch “Iakchos”, den Ruf Y punv durch "Taxye
zu ersetzen, dann wird es ganz deutlich.’

78 On the similarities between the cultic cries at weddings and those in cult, cf. Rutherford (2001a)
56—7 and Swift (2010) 245 ‘generating a sense of ritual’. It is noteworthy that all genres listed in
P. fr. 128c SM share these elements.

" The first reference that is not merely a cultic cry is P. fr. 128¢.7-9 SM (= Thren. 3) & &
Ypévatov, (6v) &v yauoict ypoilopevov | [Moipa] coumpotov AdPev, | écydroic Buvorict. On the
deity Hymenaios and its relationship to the cultic cry, cf. Muth (1954) 8-22.

% Echos of weddings as offerings are found in Eur. Troad. 322-4 $130odc¢’, & Ypévaue, coi, |
81800c’, & ‘Exdro, @doc, | mopBévov émi Aéktpoic | i vopoc &xet, and Theocr. 18.58 Yunv &
Ypévate, yopot éni tdde yopeince. Cat. 61.1-75 appears as an adaptation, and substantial
expansion, of these invocations. Cultic worship of Hymenaios outside of weddings is attested only
for Argus, cf. Hyg. Fab. 273.2 and the discussion in Horstmann (2004) 195-8.

8! The victory procession, too, displays many similarities, which are pursued in the following
section. Its performance within a given polis is located on a different scale of frequency and
regularity, in comparison to funerals and weddings.
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special garments and wreaths, the uttering of cultic cries and singing of choral
songs, and the torch-lit procession alongside vehicles carrying the protagonists.™
In tragedy, as well as in funerary epigrams for unmarried or newly-wed girls,
these similarities are explored in discourses evolving around the identification of
marriage with death or of death with marriage.” However, what sets the funeral
apart from the wedding ceremony is the decisive evidence for laws, passed by a
number of communities from the seventh century onwards, which meticulously
restrict the size of funeral ceremonies and the luxury displayed at them.® The
majority of these laws reflect attempts to confine family funerals to the domestic
sphere and reduce their engagement with the community to a minimum. In
contrast, in fifth-century Athens, precisely those elements prohibited for family

funerals are used in the state-controlled funerals of the casualties of the Persian

%2 On the general outlook of Archaic and Classical funerals, cf. Kurtz and Boardman (1971) 142—
61, (1985) 169-87, Engels (1999) 24-9. On the similarities between the two rituals, cf. Seaford
(1987) 107, Rehm (1994) 29, Swift (2010) 251-4.

%3 Cf. Soph. Ant. 781-805, 80616, esp. 813—16 060’ Dpevainv | EykAnpov, obt’ i vop-|psiotc Td
pé tic Huvoc B-pvncev, GAL Axépovtt vopeevcw, Eur. Alc. 922 viv §” dpevaiov ydoc dvtimaioc,
Med. 626 yopeic tolodtov Gete Opnveicbor yapov, HF 481-4 voppac pev duiv Kijpoac avtédmi’
&xew, | épol 8¢ ddxpva Aovtpd ductvol eépetv. | matnp 8¢ Tatpoc EcTidt yapove 6dg, | Awdnv
vopiCwv mevlepov, kijdoc mikpdv, Troad. 351-2 daxpvd T’ dvrodrd&ate | toic tijce péhect,
Tpoiédec, youniiotc, 14 460—1 v § od téAavay mapBévov—rti mapBévov; | Adne viv, dc Eoike,
vopeedcet tayo, Meleager AP 7.182 = HE 123, Parmenion AP 7.183 = GP 3, Antonius Thallus 4P
7.188 = GP 3, Xenocritus of Rhodes 4P 7.291, Agathias Scholasticus 4P 7.568, Pallades of
Alexandria AP 7.610, Antipater AP 7.711 = GP 56, Erinna AP 7.712 = HE 2; GVI 1.658 (Rome,
3/4™ ¢. AD), 1162 (Lemnos, 2™ ¢. AD), 1238 (Leontopolis, 1¥ ¢c. AD), 1551 (Teos, 2*¥/1* ¢. BC),
1553 (Crete, 1*' ¢. BC), 1989 (Pantikapaios, 2"%/1* ¢. BC), and the material evaluated in Seaford
(1987), (2004) 87-90, and Rehm (1994).

¥ For Athens, cf. the ‘Solonic’ legislation ([Dem.] 43.62 = Sol. fr. 466 Martina, 109
Ruschenbusch; 65-7 = Sol. fr. 467 Martina; Cic. Leg. 2.59 = Sol. fr. 468 Martina, 72b
Ruschenbusch; 63-6 = fr. 469 Martina, 72a and 151 Ruschenbusch; Plut. Sol. 21.1, 5-7 = Sol. fr.
465c Martina) and the so-called post-aliquanto law (Cic. Leg. 2.64—6). For Mytilene, cf. Cic. Leg.
2.66.1. For Catana, cf. Stob. Flor. 4.2.24. For Locri, cf. Diod. 12.21.1-2 and Heraclides Lembus
Exc. Polit. 60 Dilts = Arist. fr. 611.10 Rose. For Sparta, cf. Plut. Lyc. 27.1-4 = Lac. Apophth. 18.
For Gortyn on Crete, cf. ICr 4.22, 46b, 76 = LSAM 315 n. 2, 4, 8 (450-400 BC). For Delphi, cf.
SEG 36.520 = CID 1.9, GDI 2561, LSCG 77, IGT 46 (400-350 BC). For Iulis on Ceos cf. LSCG
97 = IGT 60 (500450 BC). For Thasos, cf. LSCG Suppl. 64 (400-350 BC). For Gambreion near
Pergamon, cf. LSAM 16 (3" ¢. BC).
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Wars.® Because of this discrepancy between ‘private’ and ‘public’ funerals,
funerary legislation is interpreted as an attempt of the polis authorities, either to
dissolve tensions between influential families, exacerbated and perhaps even
escalating at lavish funeral processions,™ or to appropriate the privilege of
installing hero cults through funerals, hitherto wielded by aristocratic clans.®’

In the light of the apparent need to restrict the size of funerals, it seems
remarkable that no comparable laws are known concerning the wedding
ceremony,™ which could, potentially, provide an equally suitable stage for the

display of wealth, power, and support among the polis population.* Admittedly, it

% Cf. Thuc. 2.34, IG 1.523-5, Lys. 2.80, [Plat.] Menex. 249°5-6, Arist. AP 58.1, [Dem.] 60.36. On
the controversy as to whether the war dead were heroised, cf. Currie (2005) 112—-14 with further
literature.

86 Cf. Alexiou (1974) 13-19, Garland (1989), Toher (1991) 174-5, Morris (1992) 35-50, and
Engels (1998) 30—47.

7 Cf. Humphreys (1980) 102 = (1983) 89 ‘The aim of the celebration of public festivals, and of
the legislation restricting ostentation in private celebrations, was to reserve the right of conferring
“heroic” honours on the dead to the polis’, Engels (1998) 86—7 ‘In kunstvoll komponierten
Threnoi lieBen zuvor Aristokraten bei aufwendigen Beerdigungen den Ruhm ihrer Vorfahren und
des mythischen Stammvaters ihres Geschlechtes von professionellen Dichtern und Musikern
feiern. Diese Sitte bedrohte aber den sozialen Frieden innerhalb der Biirgerschaft und die
Gemeinschaft aller Politen. Denn solche auch in literarischer Form publizierte Threnoi konnten
zusammen mit dem Totenkult in besonders auffélligen Grabern und mit der Erinnerung an ein
,heroisches® prachtvollen Begribnis zum Ausgangspunkt flir zahlreiche neue private,
aristokratisch kontrollierte Heroenkulte werden. Diese stellten aber eine Bedrohung fiir die
religiose Gemeinschaft aller Politen dar, vor der schon Aristoteles in den Politika [sc. Arist. Pol.
6.4.11, 1319°24-5] warnte.” Cf. also Toher (1991) 175. For other possible motives, cf. Cannon
(1989) 437-58, who examines social interactions by means of anthropological comparison, and
Sourvinou-Inwood (1995) 33-49, 429-39, who regards them as a protection of the living from the
power of the dead.

* There is a vague reference in Pollux 1.206 to a ‘Solonic’ law defining the household goods to be
carried by the bride during the procession. In Plato’s Laws, marriage laws are among the most
important responsibilities of the lawgiver, cf. 8, 8414 oy péyteta f16m vevopobetnkac mepi yapove
Gpo xal yevécele maidwv Kol tpoPac.

%In the fourth and fifth centuries AD, Christian authors criticise the pagan wedding ceremony
precisely for its display of profana ambitio, cf. Paulinus of Nola Carm. 25.231-4 nulla per ornatas
insultet turba plateas; | nemo solum foliis, limina fonde tegat, | nec sit Christicolam fanatica
pompa per urbem: | nolo profana pios polluat ambitio; cf. also Cyprian Hab. Virg. 21 and, in the
east, Joh. Chrys. In Acta Hom. 62.3 and In I Cor. Hom. 12.6. On this criticism, cf. Horstmann
(2004) 255 ‘Das Festhalten an einer Hochzeitszeremonie, die weite Kreise der Bevolkerung in das
Geschehen miteinbezog, zeigt deutlich, dafl sich das Selbstverstindnis der Oberschicht trotz der
Ausbreitung des Christentums in vielen Punkten noch nicht verdndert hatte.’
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would seem that the line between glorifying mortal men and worshipping
immortal heroes is less easily blurred at a wedding than at a funeral, partly
because the bridal couple are alive while being so glorified and will resume
normal mortal lives after the ceremony. However, the impression remains that
Greek communities seem willing to grant bridal couples honours that are, in cultic
contexts, employed to worship gods and, in other rituals for mortals, perceived as
problematic or even transgressive. In concluding our first approach to the
treatment of the bridal couple in wedding poetry, we may note that the wedding
ceremony itself, as the real, enacted, or imagined performative context of this
poetry, conveys a strong spirit of exceptionality and reveals a high degree of

elevation.

WEDDING ICONOGRAPHY

A second approach to the treatment of the bridal couple is offered by wedding
iconography; this is preserved with particular richness on Athenian black-figure
and red-figure vases. The shapes of most of these vases suggest that they
functioned as gifts in the contexts of weddings.”® Hence they appear to be rooted
in the same context that is reflected in the songs. More than that, these vases serve
the celebration of the wedding for which they were produced or acquired in a

manner parallel to the wedding song. A similar relationship between song and

% Cf. Fink (1974) 187, 247. It is no objection that the majority of vases were found in tombs, since
it is conceivable that precious wedding gifts would be buried with their owners.
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commemorative object has significantly deepened our understanding of the
pragmatics of the victory ode,”' and the same can be achieved for the wedding
song. Lastly, wedding vases depict, like wedding songs, mortal, heroic, and divine
weddings. By understanding the ways in which these vases distinguish between
these three spheres, we might be able to gain a sharpened perspective on the
wedding song.

We begin with a description of black-figure wedding iconography. In three
instances, all of which depict the wedding of Peleus and Thetis, we see the bridal
couple standing as they receive their divine guests on chariots.”” All other
instances depict wedding processions with bride and bridegroom mounted on a

horse-chariot and accompanied by mortal or divine figures.”> Towards the end of

I See below, p. 70, on victory sculpture.

%2 See Kleitias, krater (570-60 BC), Florence 4209 = ABV 76.1, Paralipomena 29, Fink 5;
Sophilos, dinos fr. (600-575 BC), Athens Akropolis 587 = ABV 39.15, Paralipomena 19.16, Fink
1; Sophilos, dinos fr. (600-550 BC), London Erskine = ABV 40.16, Paralipomena 19.16, Fink 2.

% See Group-E Painter, amphora (575550 BC), London BM 160 = ABV 134.15, Fink 16; Group-
E Painter, pan-Athen. amphora (575-550 BC), Tarquinia RC1061 = ABV 137.58, Paralipomena
56.58, Fink 17; Painter of the Vatican Mourners, amphora (560-550 BC), Canterbury 43.57 = ABV
140, Paralipomena 58, Fink 18; Painter of the Vatican Mourners, amphora (c. 550 BC), Basel =
ABYV 140, Paralipomena 58, Fink 19; London-Group Painter, amphora (c. 550 BC), London BM
B174 = ABV 141.1, Fink 20; London-Group Painter, amphora (550-525 BC), Melbourne 1729.4 =
ABYV 141.4, Paralipomena 58.4, Fink 21; London-Group Painter, neck amphora (550-525 BC),
Naples 2498 = ABV 141.5, Fink 22; Towry-Whyte Painter, amphora, Orvieto 315 = ABV 141.2,
Fink 23; Towry-Whyte Painter, neck amphora (550-525 BC), Vatican 358 = 4BV 142.7,
Paralipomena 58, Fink 24; Taleides Painter, loutrophoros fr., Athens Akropolis = ABV 174.2,
Paralipomena 73.2, Fink 26; Lysippides Painter, hydria (550-525 BC), Florence 3790 = ABV
260.30, Paralipomena 114, Fink 27; Lysippides Painter, hydria (550-525 BC), Oxford 1965.119 =
ABYV 261.35, Paralipomena 115, Fink 28; Lysippides Painter, hydria (550-525 BC), New York
MM 14.105.10 = ABV 261.35, Fink 29; London-Group Painter, hydria (550-525 BC), London BM
B339 = ABV 264.1, Fink 30; Antimenes Painter, hydria (550-525 BC), London BM B340 = ABV
267.9, Fink 31; Antimenes Painter, hydria (550-525 BC), Berlin 1891 = 4BV 267.10, Fink 32;
Antimenes Painter, hydria (550-525 BC), Civitavecchia 1319 = ABV 267.11, Fink 33; Anitmenes
Painter, amphora (550-525 BC), Paris Hirsch = ABV 274.132, Fink 34; painter in the manner of
Antimenes Painter, hydria (530-525 BC), Toronto 296 = ABV 277.10, Fink 35; painter in the
manner of Antimenes Painter, lebes (550-525 BC), Athens NM 19.363 (bis) = ABV 280,
Paralipomena 122, Fink 36; painter in the manner of Antimenes Painter, amphora, Orvieto 578 =
ABV 281.13, Fink 37; painter in the manner of Antimenes Painter, amphora (550-525 BC), Naples
2466 = ABV 281.14, Fink 38; painter in the manner of Antimenes Painter, calyx krater (550-525
BC), Brussels R310 = 4BV 281.17, Fink 39; Painter of the Auge-Sirene Group, hydria, Basel
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the black-figure style, this theme is merely varied when we see the groom
mounting a chariot with the bride already on it.”* A striking feature of these vases

is their uniform representation of the bridal couple. In the vast majority of cases,

Schweizer = ABV 287.13, Fink 40; Painter of the Wiirzburg-Group, neck amphora (550-525 BC),
Orvieto 1008 (=198) = ABV 288.22, Fink 41; Wiirzburg-199 Painter, hydria (550-525 BC),
Florence 94.315 = ABV 289.29, Fink 42; Berlin-1686 Painter, amphora (550-525 BC), London
BM B197 = ABV 296.1, Fink 43; Berlin Painter, amphora (550-525 BC), Munich 1375 (J392) =
ABV 297.15, Fink 44; Louvre-F42 Painter, hydria (c. 530 BC), Louvre F42 = ABV 304.1, Fink 45;
Munich-1410 Painter, amphora fr. (c. 530 BC), Brussels A2091 = 4BV 311.3, Fink 46; Euphiletos
Painter, neck amphora (550-525 BC), Berlin 1872 = ABV 322.15, Fink 47; Euphiletos Painter,
neck amphora, London BM = ABV 323.16, Fink 48; Euphiletos Painter, hydria (525-500 BC),
Munich 1697 (J44) = ABV 324.31, Fink 49; Euphiletos Painter, hydria (525-500 BC), Aberdeen
696 = ABV 324.32, Fink 50; Euphiletos Painter, hydria, San Simeon Hearst 9518 = ABV 324.33,
Fink 51; Euphiletos Painter, hydria (525-500 BC), Munich 1699 (J649) = ABV 324.34, Fink 52;
Euphiletos Painter, hydria (525-500 BC), Wiirzburg 312 = 4BV 324.35, Fink 53; Long-Nose
Painter, amphora (525-500 BC), Basel Erlenmeyer (priv.) = ABV 328.11, Fink 54; Perikles
Painter, neck amphora (525-500 BC), Syracuse = ABV 328.4, Fink 55; painter in the manner of
Madrid Painter, neck amphora (525-500 BC), Munich 1529 (J312) = 4BV 330.1, Fink 56; painter
in the manner of Madrid Painter, neck amphora (525-500 BC), Munich (J1196) = ABV 330.2, Fink
57; Priamos Painter, hydria (525-500 BC), Oxford 1965.108 = ABV 333.35, Fink 58; Priamos
Painter, hydria (525-500 BC), Naples 112.847 = ABV 333.29, Fink 59; Rycroft Painter, amphora
(525-500 BC), Lyon 1169 = ABV 335.5, Fink 60; Rycroft Painter, amphora fr. (525-500 BC),
Athens Agora = ABV 336.7, Fink 61; Rycroft Painter, hydria (525-500 BC), Copenhagen
Thorvaldsen 74 = ABV 337.28, Fink 62; Rycroft Painter, hydria (c. 510 BC), Los Angeles Silver =
ABV 337.28, Fink 63; painter in the manner of Rycroft Painter, amphora (525-500 BC),
Copenhagen 113 = ABV 364.51, Fink 64; painter of the Leagros Group, hydria (525-500 BC), St
Petersburg 2067 = ABV 364.59, Fink 66; painter of the Leagros Group, hydria (525-500 BC),
Florence 94.322 = ABV 364.60, Fink 67; painter of the Leagros Group, amphora (c. 501 BC),
Munich 1413 (J693) = ABV 366.85, Fink 69; painter of the Leagros Group, amphora (c. 510 BC),
Munich 1406 (J592) = ABV 368.108, Paralipomena 171.1, Fink 70; painter of the Wiirzburg-346
Group, oinochoe (c. 510 BC), Philadelphia 4838 = ABV 421, Fink 71; painter of the Altenburg
Group, oinochoe (c. 510 BC), New York Popelka = ABV 423, Fink 72; painter of the Vatican-G47
Group, oinochoe (c. 510 BC), Berlin 1923 = ABV 431.4, Fink 73; painter of the Vatican-G47
Group, oinochoe (c. 510 BC), Munich 1778 (J433) = ABV 431.5, Fink 74; painter of the Phanyllis
Group A, lekythos (525-500 BC), Antwerp Vieeshuis 877 = ABV 463, Paralipomena 204, Fink
75; Oxford-245 Painter, lekythos (c. 510 BC), Oxford 245 = ABV 472, Fink 76; Edinburgh Painter,
lekythos (c. 510 BC), Maplewood Noble = ABV 477, Paralipomena 217, Fink 77; painter of the
Athens-581 Group, lekythos (c. 500 BC), Lincoln C2338 = 4BV 492.79, Fink 78; unknown
painter, neck amphora (c. 500 BC), New York Gallatin = ABV 489, Paralipomena 295, Fink 79;
painter of the Villa Giulia-M482 Group, neck amphora (c. 500 BC), Tarquinia 645 = ABV 590.5,
Paralipomena 295.5, Fink 80; painter in the manner of Red-Line Painter, amphora (c. 500 BC),
Naples 2535 = ABV 607, Fink 81; unknown painter, amphora (c. 550 BC), Rome = Fink 82-4;
unknown painter, hydria (c. 550 BC), Louvre F48 = Fink 85; unknown painter, hydria (575-550
BC), Louvre F10 = Fink 86; unknown painter, hydria (c. 550 BC), Louvre F44 = Fink 87. Cf. the
summary in Fink (1974) 180.

% See Priamos Painter, hydria (525-500 BC), Oxford 1965.108 = 4BV 333.35, Fink 58; Priamos
Painter, hydria (525-500 BC), Naples 112.847 = ABV 333.29, Fink 59; Rycroft Painter, amphora
(525-500 BC), Lyon 1169 = ABV 335.5, Fink 60; Rycroft Painter, hydria (c. 510 BC), Los
Angeles Silver = ABV 337.28, Fink 63; painter in the manner of Rycroft Painter, amphora (525—
500 BC), Copenhagen 113 = ABV 364.51, Fink 64; painter of the Villa Giulia-M482 Group, neck
amphora (c. 500 BC), Tarquinia 645 = ABV 590.5, Paralipomena 295.5, Fink 80.
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there is no iconographical attribution that would, for us, mark a couple as mortal,
heroic, or divine. Instead we find that, in a few cases where the couple is
identified as heroic through inscriptions, these figures lack the attributes that they
usually display in vase painting.” A figure like Heracles, who is identified by his
conventional attributes throughout the black-figure and red-figure styles, even in
the secondary zones of many wedding vases,’® is shown without these attributes
and recognised only through inscriptions when depicted as a groom. As a result of
this uniform iconography, some of these bridal couples are interpreted differently,
by some as ordinary mortals, by others as Peleus and Thetis or even Zeus and
Hera.”’

Similar phenomena can be observed on red-figure vases. Though these

depict a greater variety of wedding scenes, the procession with horse-drawn

%% See Menelaus and Helen: Sophilos, lebes (c. 570 BC), Smyrna = ABV 40.20, Paralipomena 18,
Fink 3; Peleus and Thetis: painter in the manner of Lysippides Painter, hydria (550-525 BC),
Florence 3790 = ABV 260.30, Fink 27; Heracles and Hebe: painter in the manner of Lysippides
Painter, hydria (550-525 BC), New York MM 14.105.10 = ABV 261.37, Fink 29. On other, more
dubious, cases, see Boardman (1952) 43 n. 219.

% See Guglielmi Painter, hydria (575550 BC), Leiden xv.e26 (PC44) = ABV 105.132, Fink 11;
painter of Group E, amphora (575-550 BC), London BM B1160 = ABV 134.15, Fink 16; Painter
of the Vatican Mourners, amphora (560-550 BC), Canterbury 43.57 = ABV 140, Fink 18; painter
in the manner of Lysippides Painter, hydria (550-525 BC), Florence 3790 = ABV 260.30, Fink 27;
Antimenes Painter, hydria, Civitavecchia 13/9 = ABV 267.11, Fink 33; painter in the manner of
Antimenes Painter, hydria (530-525 BC), Toronto 296 = ABV 277.10, Fink 35; painter of the
Wiirzburg-199 Group, hydria (§50-525 BC), Florence 94.315 = ABV 289.29, Fink 42; Berlin-1686
Painter, amphora (575-550 BC), London V197 = 4BV 196.1, Fink 43; Euphiletos Painter, hydria
(525-500 BC), Munich 1697 (J.44) = ABV 324.31, Fink 49; Pasikles Painter, neck amphora (525—
500 BC), Syracuse = ABV 328.4, Fink 55; Priamos Painter, hydria (525-500 BC), Oxford
1965.108 = 4BV 333.25, Fink 58; Priamos Painter, hydria (525-500 BC), Naples 112.847 = 4BV
333.29, Fink 59; Rycroft Painter, hydria (525-500 BC), Copenhagen Thorvaldsen 74 = ABV
337.28, Fink 62; Rycroft Painter, hydria (c. 510 BC), Los Angeles Silver = ABV 337.28, Fink 63;
painter of the Leagros Group, hydria (525-500 BC), St Petersburg 2067 = ABV 364.59, Fink 66;
painter of the Leagros Group, hydria fr. (525-500 BC), Florence 94.322 = 4BV 364.60, Fink 67.

°7 See Peleus and Thetis perhaps on Edinburgh Painter, lekythos, Maplewood Noble = ABV 477,
Paralipomena 217, Fink 77 (c. 510 BC). A mortal wedding or that of Zeus and Hera on Oxford-
245 Painter, lekythos (c. 510 BC), Oxford 245 = ABV 472, Paralipomena 212.1, Fink 76. Divine
or mortal weddings on Athens Lydos, chalix fr. (575-550 BC), Agora P14.326 = ABV 107.3, Fink
13; Berlin-1686 Painter, amphora (575-550 BC), London BM B197 = ABV 296.1, Fink 43.
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chariots remains a dominant theme.”® Again, the general iconography of the bridal
couple does not allow us to identify them as mortal, heroic, or divine. Only in one
case can we discern with certainty a heroic wedding, namely that of Admetus and
Alcestis, but identification is only possible through inscriptions.”” Even Dionysus,
who features in most black-figure wedding processions with unmistakable

iconography, is bare of his usual attributes and recognised only through
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inscriptions in a scene where he seems to be the groom. ™ In other cases, which

lack specific attributes or inscriptions, the couples are variously interpreted either
as mortal or as heroic and divine (Heracles and Hebe, Menelaus and Helen, Peleus

and Thetis).'"’

% See Bologna-228 Painter, fir., Tiibingen E86 + Amsterdam 2307, 2308 = ARV* 513.21, Fink 13;
painter in the manner of Alkimachos Painter, loutrophoros, Athens Akropolis = ARV*534.11, Fink
19; Florence Painter, lebes, Athens NM 1251 = ARV? 544.19, Fink 23; London-E494 Painter,
loutrophoros fr., Athens Akropolis + New Jersey (priv.) = ARV* 1079.2, Fink 50; painter in the
manner of Tarquinia-707 Painter, hydria, Wiirzburg 535 = ARV 1112.3, Fink 66; Athens-1454
Painter, lebes or loutrophoros fr., Athens Viasto = AR V? 1179, Fink 93; painter of the
Oppenheimer Group, pyxis, Brussels A3547 = ARV 1224, Fink 96. The hymenaios appears as a
new type of komos-like procession scene where neither bride and groom nor chariots feature, cf.
Bologna-228 Painter, loutrophoros fr., Athens Akropolis = ARV* 513.16, Fink 12; Pan Painter,
loutrophoros hydria, Houston 37.10 = AR V? 544.79, Fink 25; Ariana Painter, loutrophoros, Basel
Borowski = ARV* 1102.2, Fink 60; Wash Painter, loutrophoros, Athens Akropolis = ARV 1127.19,
Fink 82.

% See Methyse Painter, loutrophoros fr. (475-425 BC), Athens Akropolis = ARV* 632.1, Fink 29.
1% See painter of the Polygnotos Group, fr., Tiibingen 5439 = ARV* 1057.97, Paralipomena 445,
Fink 49 (image in Antike Kunst 6 (1963) pl. 5.1). In some Dionysiac scenes it is doubtful whether
they depict a wedding: painter of the Polygnotos Group, fr., Tarquinia RC4197 = 4ARV* 1057.96,
Paralipomena 445, Fink 48 clearly features a satyr rather than Dionysus; Painter of the Otchét
Group, lekanis, Eleusis 628 = ARV? 1498.10, Fink 151; painter in the manner of Otchét Group,
lekanis, St Petersburg 1983 = ARV? 1499.2, Paralipomena 499, Fink 166 are too unspecific to be
decisive.

1% See Heracles and Hebe perhaps on Persephone Painter, lourophoros, Athens Akropolis = ARV
1013.2, Fink 41; Menelaus and Helen perhaps on Providence Painter, lekythos, Boston 95.44 =
ARV 640.76, Fink 30; Peleus and Thetis perhaps on Berlin Painter, fr., Athens Akropolis 732 =
ARV*205.1 19, Fink 3; Makron, bowl frr., Boston 03.856 = ARV? 460.16, Paralipomena 377, Fink
8; Makron, bowl fr., Louvre C11.272 = ARV* 460.17, Fink 9; Makron, bowl fir., Florence PD278,
280-1 = ARV* 460.18, Fink 10; painter in the manner of Alkimachos Painter, loutrophoros, Athens
Akropolis = ARV? 534.1 1, Fink 19; painter in the manner of Dinos Painter, krater fr., Athens =
ARV? 1155.1, Fink 89; Athens-1454 Painter, lebes or loutrophors fr., Athens Viasto = AR y? 1179,
Fink 93.
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It could be thought that the presence of inscriptions is a necessary condition
for identifying mythical scenes and that, consequently, all unlabelled wedding
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However, even the unlabelled scenes are

scenes are of a non-mythical nature.
not straightforwardly non-mythical nor are they likely to give an adequate
impression of the wedding customs contemporary with the vases depicting them.
The presence of Apollo, Dionysus, Hermes, and other deities in all these scenes
does not in itself render them mythical, as their presence could have been
perceived in elements of the wedding ceremony, particularly in the music
performed.103 What seems to elevate the unlabelled scenes, however, is the almost
invariable presence of the horse-chariot.'™ For literary sources tend to refer to
mule-carts (dpaéa, {edyoc, annvn) rather than horse-chariots (e.g., Gppa, dippoc),
and lexicographers in particular attest to the wide use of this kind of vehicle at
wedding processions (see above, n. 72). These testimonies do not exclude the
possibility that chariots were used at some weddings, but they challenge the
uniform impression emerging from vase evidence.

That chariots would have been used on a particularly large scale becomes
further unlikely when we consider other occasions where chariots feature in civic

processions. Its most widely attested function is in cultic contexts. Cult images,

for example, are carried in procession and when gods are ritually represented,

192 Cf. Fink (1974) 12, 183 and Contiades-Tsitsoni (1990) 40.

195 Cf. Boardman (1952) 34.

1% A bridal mule-cart followed by another mule-cart is depicted on Amasis Painter, lekythos, New
York MM 56.11.1 = ABV 155, Fink 25, ABFH 77.



THE WEDDING SONG 40
they ride a chariot.'” The image of the chariot as the vehicle of gods is paralleled
in literary descriptions of epiphany.'® The story of Pisistratus’ return to Athens,
as related in Herodotus 1.60, can serve to illustrate the strong association of
chariots with the divine sphere. Few civic occasions are known when living
mortals feature on chariots. Before Hellenistic times, it is only in tragedy that
kings travel on chariots, and here ideas of excess and orientalism are often found

in the vicinity.'”” Apart from that, we only know of the Panhellenic victor being
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granted by some poleis a chariot procession on his return. For the victory

procession, a cultic element is suggested by some attested customs in which the
victor seems to be perceived as having extraordinary, almost talismanic, powers
of which the polis can avail itself.'”” It seems, then, that in the life of the polis the
chariot holds a predominantly sacral function. Again, that does not exclude any
possible use of chariots at wedding processions, but it underlines a certain
discrepancy between vase iconography and other accounts of the wedding

ceremony.

195 Cf. the evidence collected in Rutherford (1992) 69—72 and Sinos (1993) 79-90 and 83-4. See
also the remarks on P. Pae. 15 SM (= S4 Rutherford) in Rutherford (2001) 412—13 and Pavlou
(2011) 67-8.

196 Cf., e.g., Sapph. 1.88-9 V, HH 2.19.

"7 Cf. particularly the entries of the Persian Queen in Aesch. Pers. in 155-8 (cf. 607-8), of
Agamemnon in Ag. 882 (cf. 906), and of Clytaemnestra in Eur. El. 998-1003. See also Taplin
(1977) 303, and Hall (1989) 205 on the chariot as an ‘Aeschylean danger sign’.

1% Cf. Ar. Nub. 69-70 with X, Ael. VH 12.58, Diod. 13.82.7 (for Acragas), Vitruv. 9 Praef. 1 (for
Greece in general). References in Pindar are problematic as hardly any occurrence could not also
be metaphorical; only O. 4.8—12 is agreed to be non-metaphorical, cf. Slater (1984) 244-5. On
chariots at the victory procession, cf. Slater (1984) 2447, Sinos (1993) 77-8, Kurke (1993) 131-
3, Currie (2005) 139-40.

1% Some poleis tore down parts of their city walls on the arrival of the victor, cf. Plut. Quaest.
Conv. 2.5.2, Suet. Nero 25. In Sparta, the victor was placed next the king in battle; cf. Plut.
Quaest. Conv. 2.5.2 and Lyc. 22.4. On talismanic powers, cf. Versnel (1970) 155-62, Kurke
(1993) 133-7, Currie (2005) 140.
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In seeking the reasons for this discrepancy, comparison with Archaic and
Classical funerals, which exhibit a similar discrepancy, can be illuminating. On
Athenian geometric vases and clay plaques, the prothesis is shown in open space
with a host of male and female mourners,''’ not infrequently surrounded by
warrior and chariot processions.''" Ekphora scenes involve the lavishly adorned
corpse, laid out on a horse-chariot and sometimes accompanied by other chariots

in the same scene.''> Some vases depict, in the vicinity of such funeral scenes,
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processions of armed men ~ and chariots, " and chariot’ ~ and boat races.

"9 Baldachins are stretched out above the bier on New York MM 14.130.15 = Ahlberg 22,
Thorikos TC666 = Ahlberg 30, Oxford 1916.55 = Ahlberg 33, Sévres = Ahlberg 3. Floral motifs
are found on Athens NM 804 = Ahlberg 2, Sevres = Ahlberg 3, Louvre A517 = Ahlberg 4, Louvre
A552 = Ahlberg 16, Oxford 1916.55 = Ahlberg 33. Cf. the discussion in Ahlberg (1971) 165. For
branches, leaves, and birds on clay plaques, see Brussels A5—7 = Zschietzschmann 30, Boardman
14; Dresden ZV814 = Zschietzschmann 32, Boardman 17; Athens Kerameikos 677 = Boardman
19; New York MM 54.11.15 = Boardman 23; Athens Viasto 52 MVB + Amsterdam Allard
Pierson 1366 = Zschietzschmann 33, Boardman 25; Berlin F1811-1826 = Zschietzschmann 27,
Boardman 9; Louvre A1376 (formerly Brussels) = Zschietzschmann 31, Boardman 15. Cf. the
discussion in Boardmann (1955) 55-7.

" For warrior processions, see Louvre A522 = Ahlberg 5. For chariot processions, see Louvre
AS517 = Ahlberg 4, Louvre A547 = Ahlberg 13, Sydney 46.41 = Ahlberg 14, Louvre A541 =
Ahlberg 15, Louvre 552 = Ahlberg 16, Athens NM 802 = Ahlberg 7, Louvre A522 = Ahlberg 5,
Athens from Piraeus Street = Ahlberg 8, Halle Robertinum 58/58a.1-2 = Ahlberg 6, Amsterdam
2015 = Ahlberg 9, Athens NM = Ahlberg 19.

"2 On vases, see Bonn 16 = Ahlberg 55, New York MM 14.130.14 = Ahlberg 55, Athens NM 990
= Ahlberg 54. On clay plaques, see See Berlin F1811-1826 = Zschietzschmann 27, Boardman 9;
New York MM 54.11.15 = Boardman 23.

"% See New York MM 34.11 = Ahlberg 1, Louvre A517 + A522 = Ahlberg 16, Louvre A547 =
Ahlberg 13, Sydney A552 = Ahlberg 14, Athens NM 802.18062 = Ahlberg 24, Oxford 1916.55,
Halle Robertinum 58/58 A1-2 = Ahlberg 6, Sydney Nicholson 46.41; Athens Brauron = Ahlberg
35, Hamburg Museum fiir Kunst und Gewerbe 1966.89 = Ahlberg 43, Athens Bernaki 7675 =
Ahlberg 46. For a discussion of the scenes, cf. Ahlberg (1971) 204-5.

"4 For chariot processions, see Louvre A517 = Ahlberg 4, Louvre A522 = Ahlberg 5, Athens NM
802 = Ahlberg 7, Athens from Piraeus Street = Ahlberg 8, Louvre A545 = Ahlberg 11, Louvre
A547 = Ahlberg 13, Sydney 46.41 = Ahlberg 14, Louvre A541 = Ahlberg 15, Louvre AS552 =
Ahlberg 16, New York MM 14.130.15 = Ahlberg 22. C. Ahlberg (1971) 194-6.

"3 For chariot races, see Louvre A552 = Ahlberg 16, Athens NM 806 = Ahlberg 20, New York
MM 14.130.15 = Ahlberg 22, New York MM 14.130.14 = Ahlberg 25, Oxford 1966.55 = Ahlberg
33, Athens Brauron = Ahlberg 35, Cleveland 1927.27.6 = Ahlberg 36, Baltimore Walters 48.2231
= Ahlberg 37, Athens (private collection) = Ahlberg 38, Athens Agora = Ahlberg 39, Athens
Stathatou 222 = Ahlberg 40, Athens Kerameikos 1371 = Ahlberg 42; acrobatic games seem to be
depicted on Essen Folkwang K969 = Ahlberg 41. Cf. Ahlberg (1971) 194-6.

" For ships, see New York MM 34.11.2 = Ahlberg 1, Louvre A517 = Ahlberg 4, Louvre A522 =
Ahlberg 5. Cf. Ahlberg (1971) 209.
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Because such agonistic scenes are found in the majority of secondary zones of
funerary vases and so form a part of the iconography of funerals, it is suggested
that they represent funeral games.''’ On the other hand, we know that many
customs depicted in Athenian iconography were explicitly banned by the
Athenian funerary legislation later ascribed to Solon, which was passed before
many vases.''® These laws confine the prothesis to indoor space, limit the number
of mourners, and simplify the decoration of the corpse; the vehicle used at the
ekphora is always referred to as a mule-cart. Remarkably, many of these elements
are only attested for fifth-century state-controlled cults of the casualties of the
Persian Wars, a form of worship that comes close to, or is identical to, hero

cult.'”

In the light of this evidence, it seems unlikely that Athenian funerary vases
offer accurate depictions of the customs of family funerals for which they were
produced.

Like wedding vases, black-figure funerary vases and clay plaques are
functionally rooted in contemporary ceremonial customs, but they reveal, more
clearly than those, an attempt to elevate these customs. The resulting image is of a
ceremony that resembles in many ways the ideal of the heroic funeral as it is

preserved for us in the description of Patroclus’ funeral in Iliad 23."*° By

displaying heroic funerals in the contexts of real-life funerals, these vases and

"7 Cf. Ahlberg (1971) 209 ©. . . the fact that the ship scenes are depicted on funeral vases and that
they together with other secondary motifs, such as chariot scenes and warrior parades, constitute
an integral part of the iconographic context, which is found in the prothesis.’

"8 On the evidence, see above, n. 84. As for the dating of these laws, Engels (1998) 93—4 adduces
the archaeological observation that from 560-30 BC luxury in funerary monuments increases
significantly, arguably because it could no longer be spent on prothesis and ekphora.

"9 Cf. Currie (2005) 113—14 on “archaisms’ in the cult of the Athenian war dead.

120 Cf. the discussion in Ahlberg (1971) 165, 292—4. Scenes with ships recall the funerary games
of Aeneid 5.
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plaques seem to aim at bridging the gulf that separates historical present and
mythical past, and so emphasise the timeless nature of communal ceremony. In
doing so, they invite comparison, if not identification, of the figures depicted with
the deceased and his family and friends.

A similar explanation can be developed for the discrepancy between
wedding iconography and literary testimonies. No epic description of a wedding
procession has come down to us, but when Sappho relates the heroic wedding of
Hector and Andromache, all of Troy mounts their carts and chariots to partake in
a magnificent celebration.'*' It appears that wedding iconography, like funerary
iconography, while being rooted in contemporary wedding customs, elevates
these customs to the mythical and heroic sphere.'*> One symbol of this elevation

is the heroic chariot, which is unlikely to have been used widely in sixth- and
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fifth-century weddings, particularly in Athens. = This interpretation of wedding

iconography suggests that a neat division of mythical and non-mythical scenes,

2L Cf. Sapph. fr. 44 V (13-14 gbtpodyotc | dyov aipévorc, 17 dmayov dn’ &p[pata). In Eur. Hel.
723—4, the Slave recalls how he carried torches next to Helen, tetpadpoic | inmowc tpoydlmv.
Hofinger (1975) s.v. ‘amqvn’ interprets [Hes.] Scut. 272 (évccmdtpov €n’ dnfvnc) as chariot,
though the passage seems ambiguous. Similarly, Dunbar (1995) 761-2 on Ar. Av. 1738-40
assumes that Zeus and Hera are seated on a chariot, though the text gives no clear indication.

122 Cf. Sinos (1993) 76-7.

' Cf. also Dunbar (1995) 752 “The relation of the chariot to actual 5th-c. weddings is uncertain:
was it only used by richer citizens, or also borrowed or hired by the less rich for the important
event, or did it survive only in art, as serving, along with the attendant deities often appearing in
the pictures, to raise the marriage above the level of mundane reality?’; Oakley and Sinos (1993)
39 “If the usual vehicle for the wedding procession was the cart, then why do black-figure vases of
the wedding normally depict the bride and groom riding in a chariot? The reason must be the
symbolic value of the chariot, the normal vehicle of the gods’; M. Griffith (2006) 236 ‘Is is true
that in many representations of the wedding procession, real or mythological, painted on vases
(especially the wedding of Peleus and Thetis), the divine or heroic couples are shown in a horse-
drawn chariot (as, e.g., in the Frangois vase); but this seems to be an iconographical convention
adopted to emphasize the exalted status of the pair, rather than a realistic representation of actual
cultic practice.’
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depending on the presence or absence of inscriptions, would be problematic, as all
wedding vases establish a connection with the world of myth.

Comparison with funerary iconography also indicates that the categories of
mortal, heroic, and divine might be out of place in considering the bridal couple.
It is argued above that in Athenian black-figure and red-figure style they are a
standardised motif, almost a template, which lacks obvious iconographical
indicators of mortal, heroic, or divine statuses, and that these categories can only
become known in the form of inscriptions. Ultimately, the iconography of the
bridal couple overrides the usual iconographies of man, hero, and god and so
allows a given spectator to see how the spheres of myth and reality are connected
in the wedding ceremony.'**

Iconographical assimilation in contexts of weddings is not restricted to
Athenian examples. We can observe a similar process on the Locrian pinakes,
where we find, side by side, tablets that depict the abduction of Persephone by
Hades, both identified through their distinct attributes, on a chariot with winged
horses,'* and tablets that depict abductions of girls by unspecified young men on
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chariots. = The latter series of plates is variously interpreted, but the most

convincing approach considers them as dedications to the Locrian cult of
Persephone offered in the context of weddings and depicting wedding processions

rather than being a variation on the theme of Persephone’s abduction.'”” However,

124 Cf. Boardman (1952) 34, Sourvinou-Inwood (1972) 18, Sinos (1993) 77.

125 See the examples under types 2/18, 19, 22, 24 in Z-M and 57-9, 84 in Priickner (1968) 121.

120 See the examples under types 2/2-16, 20, 23, 28-30, 32 in Z-M and 60-83 in Priickner (1968)
121-2.

127.Cf. Sourvinou-Inwood (1973) and (1978) 104-5. Z-M type 2/30, Priickner 83 (p. 122) shows
the abduction of a girl by the youth with Hades standing nearby.
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since the two series of scenes display many similar iconographical features, to the
extent that we see winged horses in some supposed wedding scenes,'*® it is further
argued that the iconography of the cultic scenes is assimilated into that of the
wedding scenes. It seems that, for the Locrian cult of Persephone, the
paradigmatic wedding is that of Hades and Persephone, as represented through the
abduction, and that dedications made in the context of real-life weddings adapt
this ideal. The result of this assimilation is a hybrid of mortal and divine
iconographies, which, in effect, serves to highlight the similarities between the
mortal couple offering the tablet and the divine couple receiving it. By repeating
the ceremony that Hades and Persephone performed paradigmatically, the bridal
couple enact, and to some extent become, Hades and Persephone.

Athenian black-figure and red-figure vases and Locrian pinakes are similar
in that they open interpretative paths from the immediate context of their use to
the world of myth. The present wedding is given meaning through its connection
with the mythical paradigm and vice versa.'” The connection between these two
spheres is made in the representation of the bridal couple, whose iconography
transcends the boundaries between human, heroic, and divine. In addition to the
observations on the nature of the wedding ceremony, wedding iconography

further conveys an impression of ambiguity regarding the boundaries between

128 See Heidelberg Lo56 = Z-M 2/13, Priickner 71; Tiibingen 2025-26 = Z-M 2/25, Priickner 85.
Cf. remains of winged chariots on Heidelberg Lo 55, 49, 82 in Z-M 2/3, 11 and Priickner 69 and
79.

2 On this aspect of community ritual in general, cf. Eliade (1954) 34-5, 76, Werner, Haggard,
Altman, and Oxley (1988), Hubert (1999), R. Parker (1996) 273—4 and (2005) 377-8, Pavlou
(2011) passim.
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mortal and immortal. We will now try to evaluate whether or not similar

phenomena are found in the wedding song.

HYMENAEIC TRADITIONS AND CONVENTIONS

It is argued above (p. 27) that virtually all extant wedding poetry envisages the
wedding ceremony as its performative context, which provides a general unifying
principle for these compositions. More particularly, the connection between
poetry and ceremony also embeds these compositions in the broader tradition of
wedding songs that is attested as early as Homer and said to abate as late as the
first century BC."’°If the Hellenistic classification of the lyric epithalamium
reflects this tradition, the impression arises that songs accompanied the various

stages of any wedding within this period."*' Consequently, most of the songs and

8071 18.490-508 and [Hes.] Scut. 273-80 are the earliest preserved descriptions of songs

performed at a wedding. Philodemus informs us that vdv 8¢ cxedov moavtdmact KataAe AUV TV
émboropiov (Mus. 68.37). For Augustinus, epithalamia are a phenomenon of scholastici, cf. In
Psalm. 44.3 (= CCSL 38.495) solent dici ab scholasticis carminae quaedam uxores ducentibus et
nubentibus, quae uocantur epithalamia; quidquid ibi cantatur, ad honorem cantatur sponsi et
sponsae.

P1On the stages of the wedding ceremony and their songs, cf. Mangelsdorff (1913) 1-13,
Contiades-Tsitsoni (1990) 33-41, Oakley and Sinos (2003) 23-38, Rehm (1994) 14-18, and Swift
(2010) 242. Post-Alexandrian scholarship subcategorises the wedding songs according to these
stages, cf. £ Theocr. 18 arg. t@v 6¢ &mbBolopiov Tva pév Gdetor écmépac, G Aéyeton
KATOKOWUNTIKE, dtiva £oc pécrc vuoktoc didovct Tva 8¢ dpba, & Kol TpocayopedeTor deyepTiKd.
dovct 6¢ tov EmBaidpiov al Tapbévor Tpod 1o Bardpov, and Ammon. 47 Valckenaer = Eustath.
1541.49 = Et. Gud. 119-23, 200-15 Sturz T'opfAtoc kol émbaidpioc dwpépet: EmBoidpiov pev
Yap €ctv TO €mi TdL BoAopudt THC YopoLpHEVIIC YPOEV moinua. O 0¢ yapnitoc oV mEPL®PICTOL
xpOvoL TatTorto &’ &v Kol Kotd Tiic dwpedc Tiic &v yaumt didopévnc. See also Farber (1936) 2.49—
51. Archaic and Classical usage, however, uses terms as vpuévatoc and yopunAtoc collectively for
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poems discussed in the following paragraphs would have originated next to, or
within, an active and widespread culture of wedding songs. Determining the
precise relationship between this culture of songs, which is entirely lost to us, and
the songs that are preserved as the works of specific authors is difficult. Sappho,
for instance, by composing songs for actual weddings, would seem to be closer to
that culture than, say, Theocritus. Differences between Sappho’s songs and those
carmina popularia could be located on scales of style (low to high, simple to
elaborate) or quantity (short to long), or take the form of dichotomies of
performance (one-off performance vs. reperformance) or authority (anonymous
compositions vs. those associated with a poet). Yet, even where we would seem to
be able to assign one of these values to a composition at a certain point in time,
the possibility remains that the diachronic picture would reveal them as transient.
Sappho, for example, could have reworked traditional material, which was then
transmitted under her name, just as her songs could, at some later point, have

132

entered a local tradition anonymously. °~ The same is, a priori, conceivable for

wedding songs in tragedy.'’

Pursuing these problems in detail would go beyond the scope of these

pages. Nevertheless, what emerges from these considerations as a characteristic of

any song performed during the wedding ceremony, cf. Muth (1954) 23-43 and Swift (2010) 242—
3.
132 Herodotus gives an instructive example of such processes of transformation, in the account of
the Lycian Olen, who ‘coming from Lycia, composed, among other things, the old hymns sung in
Delos’ (4.33.3 ovtoc 8& 6 ‘OAM Koi Tode dAdove Tove Taratode Duvove émoince ék Avkince MMV
Tovc deopévouc év AfjAmt); on this passage, cf. Furley and Bremer (2001) 1.146-7.

"33 Songs in tragedy are naturally likely to draw on contemporary customs , as is argued in the case
of ritual lament by, e.g., Easterling (1988) 98-9, Segal (1993), Seaford (1994a), Krummen (1998),
Foley (2001), Alexiou (2002a), Sourvinou-Inwood (2003), Easterling (2004) 151-2. However, the
assumption of Mangelsdorff (1913) 25, that Sappho and drama draw exclusively on their
respective local wedding traditions, is too schematic. Sappho could have been known to and used
by the dramatists, cf. Kugelmeier (1996) 11-27 and Swift (2010) 40.
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the wedding song is its frequent and ubiquitous performance, at least at certain
times in certain places. For the victory ode, the performance of which never
amounted to a regular event even in the most successful poleis, the demands of
the individual commission are a palpable element of almost all extant
compositions. In contrast, the wedding song, for its regular performance, would
appear to be significantly more standardised and conventionalised.'** Certain
expressions, themes, and images seem to be perceived as distinctly hymenaeic
long before the generations of Theocritus and Catullus transformed them into
generic markers. By analysing the treatment of the bridal couple through these
conventions, first the structural and then the thematic ones, we would seem to be
able, not only to compensate for the poor preservation of wedding songs, but also

to do justice to the very nature of these songs.

STRUCTURAL TOPOI OF THE WEDDING SONG

A common formal feature of the extant wedding songs is the address of bride and
bridegroom in the vocative. Where we have complete poems, such addresses tend

to occur in either the first or last sections, thus serving to open or close the

3% On the development of more personalised wedding songs after Statius, cf. Horstmann (2004)
18, 79 ‘Trotz der Namensnennung der Brautleute [sc. in Cat. 61] verzichtet Catull weitgehend
darauf, personliche Beziige in das Epithalamium einzubauen. Erst Statius fiihrte den personlichen
Zuschnitt auf ein konkretes Brautpaar in die lateinische Epithalamiendichtung ein.’
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poem."*® Personal names are found only in songs for mythical weddings. In other

songs, the bride is addressed generically as vOopen and nupta, the bridegroom as

136

yauppe or vopeie and marite. ~> These generic addresses, used for mortals,

heroes, and gods alike, already suggest an idealised perception of the bridal
couple comparable to that of wedding iconography pursued above. Addresses are
found either as bare vocatives,"’ or, more commonly, extended with attributes, of
which kdAa and yopiecca are conventional for the bride,'?® oiloc, tipoc, dAPoc,
and paxap for the bridegroom.'” Addresses are also extended with participle or
relative clauses. '** Moreover, initial vocative addresses are found repeated
through polyptoton of second-person personal and possessive pronouns, and
through second-person verbs. This seems to be the case in Sappho fr. 112 V
(6APre yauPpe, col pev yapoc oc apao | Ektetédect’, Emic 6€ mdpbevov av Gpao. |
col yapiev pev gidoc, dnmota (37 . ... ) | péAy’, Epoc & &m’ ipépron kéyvton

npocodnol | { ) tetipok’ EEoxd ¢’ Agpodita). Following one source of this

13 First sections: Sapph. fr. 112 V, quoted as the beginning; [Hes.] fr. 211.7 MW, Ar. Pax 1333,
Av. 1725, Theocr. 18.9, PRyl. 17.1; last sections: Eur. Phaeth. TrGF 5.2, F781.27, Theocr. 18.49,
Luc. Symp. 41.22.

B3¢ proper names only in [Hes.] fr. 211.7 MW Aiakidn ... IInked, Theocr. 18.15 Mevéhae, 41
‘EAéva. The exception is Luc. Symp. 41.18-20.

"7 Sapph. fr. 113 V & yauPpe, Luc. Symp. 41.22 vopgie, PRyl. 17.1 vouoie; Cat. 61.181 at marite;
Auson. Cent. Nupt. 73 marite.

138 Sapph. fr. 108 V & kéha & yapiecca kopa, Theocr. 18.38 & kéha & yapiscca kdpa (also used in
Theocr.11.30, by Polyphemus to Galatea, yapiecca kdpa); see, however, PRyl. 17.3 vOupa ¢iAn.
Noua nupta occurs in Latin wedding poetry, cf. Plaut. Cas. 815, Cat. 61.95, 100, 110, 120 (refrain
prodeas noua nupta), Paul. Nol. Carm. 25.81-2, 95-6, 103—4. Cf. also Auson. Cent. Nupt. 70
gratissima coniunx.

9 Sapph. fir. 115.1 V & oike yauppe, 116 V tipe yauPpe, 112 V 8ipie yaupps; Theocr. 18.9 &
oike yauPpe, 16 6APe yauPpe; [Hes.] fr. 211.7 MW 1pic paxap Alokidn koi terpaxic OAPie
IIn\ed, Ar. Pax 1333 & tpic paxop, Eur. Phaeth. TrGF 5.2, F781.27 & pdxop, Paciiénc peilov
€1’ OMPov. Cf. Eur. Phoen. 312-3 paxdproc 0 yoapétoac: | pokopio 8’ €yo.

10 [Hes.] fr. 211.8-9 MW & . . . ] Zevc | [dmacev], 10-11 dc . . . sicavaPaivov | [kpaivec]; Ar. Av.
1725 & poxopictdy o yapov . . . yuac; Bur. Phaeth. TrGF 5.2, F781.28 dc 0Ogd kndedeic, Phoen.
313-14 Bacihikoic Aéktpoic | kat’ Apyoc & yopovpéva; Luc. Symp. 41.19-20 &io Kieavbic . . .
mpovyouc’.
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fragment, Choricius’ wedding speech for Zacharias,'*' interpreters tend to assume
in the first lacuna a shift from addressing the groom to addressing the bride.
However, such a shift would be difficult to accommodate,'** and Catullus’
interpretations of this song are exclusively addressed to the bridegroom.'* Similar
repeated addresses appear, with less uncertainty, in Euripides, Theocritus, and
Plautus.'**

Related to opening addresses is the question directed at the bridegroom in
Sappho’s fr. 115 V (timwt ¢’, & @ike yauppe, kéAwc eikdcdm), which is quoted by
Hephaestion as the beginning of a poem. Concern on the part of the speaking
voice with how his or her praise should be conducted appropriately (kdAwc) is a

common feature of praise poetry in general.'” The fact that such questions also

41 Cf. Chor. Zach. 5.19, pp. 867 Forster-Richtsteig ey(o o v vuu(pnv—op(xrs dmowe kexninton
@1 OvopaTL Kol covtovov PAémet Kol paAlov DITEeL TO (ow—syco o0V THV VOUQNV, Tva cot TiAy
yapicopar, Camucit pehotdior kocpuicm: coi yaplev pgv eidoc kol Supoto peAypd, Epmc 8&
KOA®DL TEPIKEYVTOL TPOCOTML Kol ¢& tetiunkeyv €€0xme 1| Appoditn. Since it seems unlikely that
the text used by Choricius contained an explicit change of addressee (see next note), his testimony
offers merely an interpretation of the fragment. The same interpretation is made by, e.g., Frankel
(1962) 195 and M. Treu (1968) 88.

142 A5 for line three of the fragment, Wilamowitz (1900) 73 n. 2 suggests reading & écti, vouoa,
and Bowra (1934) 175 & écti vopeoc. However, as Lobel (1927) 37-9 and Voigt in app. crit.
point out, the copula is hardly used in extant Lesbian poetry. The correspondence between pév (1)
and 8¢ (3) (if the latter is supplied correctly, which is far from certain) does not necessarily
indicate a change of addressee, cf. Denniston (1954) 369-70 and Tzamali (1996) 422 ‘Die
parataktische korrelative Verbindung pév ... 3¢ hat hier keine adversative Geltung, sondern
bewirkt den Ubergang zu etwas Neuem (in der Bedeutung von t¢ . . . xai).’

3 Cf. Cat. 61.189-92 at marite, | nihilo minus | pulcer es, neque te Venus | neglegit; 195-8 bona
te Venus | iuuerit, quoniam palam | quod cupis cupis, et bonum | non abscondit amorem; 64.329—
30 coniunx, | quae tibi flexanimo mentem perfundat amore.

" Eur. Phaeth. TrGF 5.2, F781.18-24 motvia, coi 168’ &yd vopgel’ &eido, | Konpl, 0sdv
KoAAicta, | Tt T€ vedluyt cdt | TdA®L TOV &V aifépt kpOmteLe, | cdv yauwv yévvav; Theocr. 18.16—
18 8APie yapPp’, dyadoc Tic Emémtapev Epyouévat tot | éc Cméptav Smep GOALOL dpicTésc, dC
avocato- | pdvoc v nuibéoic Kpovidav Ala mevBepov €€gic; Plaut. Cas. 81622 sospes iter incipe
hoc, uti uiro tuo | semper sis superstes, | tuaque ut potior pollentia sit uincasque uirum uictrixque
sies, | tua uox superet tuomque imperium, uir te uestiat, [tu] uirum despolies.

5Cf., e.g., P. 0. 2.1-2 and its echo in Theocr. 17. 9—13; Hor. Carm. 1.12.1-3, with Race (1990)
105; see also Aesch. Ag. 784 (chorus to Agamemnon) n@dc ce mpoceinw, ndc ce cePilw, 1490 nidc
ce dakpicw, Eur. /4 978 (Clytemnestra to Achilles) nidc dv ¢ émawvécayu pn Alav Adyoic, Ar.
Equ. 460 (chorus to the Sausage Seller, after a quasi-hymnic address) ndc dv ¢’ émawécayiey
obtmwe Gemep N66pecHa. Hymnic parallels are discussed below, n. 196.
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form the beginning of Claudian’s first Fescennina (1-5 princeps corrusco sidere

pulchrior, | Parthis sagittas tendere doctor, | eques Gelonis imperiosior, | quae
digna mentis laus erit arduae? | quae digna formae laus erit igneae?) could
indicate that they were a viable means of opening a wedding song.

Another opening feature is the thematic announcement, in other words, a
statement either reflecting the intent of the speaking voice or prompting the
chorus, with the proposed topic depending on a verb of singing. It is attested for
Sappho in what Hellenistic editors considered the beginning of an epithalamium
(103.2 V dei]cote tav edmoda voueav), in Euripides’ Phaethon (TrGF 5.2,
F781.15 tav Awoc ovpaviav (dyeidopev), and in Callimachus’ hexametrical poem
for Arsinoe (fr. 392 Pfeiffer Apctvonc o Egive yauov katafdrlop’ deidetv).

Finally, Muses and Graces are invoked to support the song performed.'*
One such invocation is found in one of the beginnings of Sapphic epithalamia
preserved on POxy. 21, 2294 (= fr. 103.5 V d¢edté v]uv dyvar Xapirec [Tigpide[c
1¢] Moi[cat) and perhaps also in another (103.1 V évveng[.]n). Similar invocations
feature in other Sapphic fragments (frr. 53 V Bpodomdyeec dyvor Xdpirec, dedte
Aioc x6pa, 127 V §edpo dndte Moicou ypociov Amotcon, 128 V Sedté vov &ppar
Xapirec kaAAikopol te Moica), but their context is debated. In fact, before the

publication of POxy. 21, 2294 these were all thought to be part of hymns to

gods."*” Now, they are just as likely to originate from wedding songs. A reference

146 Cf. M. Treu (1968) 169 ‘Die Epithalamien sind in hohem MaBe traditionell, in ihnen mdgen
die Anfangsverse mit ihren Goétteranrufungen und mit der Nennung des Liedthemas besonders

viele typische Ziige aufgewiesen haben’, 199 *... zeigt, dal solche hymnische Anrufung der
Chariten in Hochzeitsliedern ihren festen, traditionellen Platz gehabt hat’, Contiades-Tsitsoni
(1990) 83.

7 Cf. Wilamowitz (1913) 43 n. 1.
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to the Muse is also made in the messenger speech that prompts the chorus to sing
a hymenaeus for Peisetaerus and Basileia in Aristophanes’ Birds (1718—-19 dAla
xp1| Bedic | Movcenc dvoliyestv iepov edenuov ctop).

The end of the wedding song is most commonly achieved through (re-)
addresses combined with the imperative yaipe or variations of it. In Sappho’s fr.
116 V (yoipe vopoa, yoipe tipe yauPpe molha) we lack a clear indication as to its
original position in the song. Fr. 117 V (fyaipoic & vOpeaf yopéto 6’ o
yauppoc), however, is clearly marked as the end of a poem. In Theocritus (18.49
yoipoic, ® voppa- yaipoic evmévlepe yauPpe) and Lucian (Symp. 41.22 vougie,
Kol ¢V 8¢ yoipe) similar phrases lead into the last sections of their poems. PRyl.
17.3 has the phrase vopea @iAn, péya yoipe dwopnepéc in the middle of the poem,
but the address of the bride continues until the end of the six-line poem. Catullus
provides the Latin version of this feature at the very end of his wedding song
(61.225-8 at boni | coniuges, bene uiuite)."* Its predominant position at the end
of these poems makes clear that here yoipe is not used as a salutation, as we find it
used between Homeric heroes or in sympotic contexts, but as a farewell.'*’ At the
end of a song performed in honour of the person addressed, the verb yaipewv, with

its primary meaning ‘to take pleasure in something’,"*’ might also denote the wish

"8 Cf. also [Claud.] Epith. Laur. 857 uiuite felices quam longaeque carpite saecla; | uiuite
concordes, donec premat una senectus | donec uestra habeant narum uota nepotes.

149 On salutations between Homeric heroes, cf. LfgrE s.v. ‘yaipw’, B2, esp. 1096.26-63; yaipe and
yaipete are used seldom, and never in the [liad, to bid farewell, cf. ibid. 1096.63—1097.6. On
epigraphs, cf. Sourvinou-Inwood (1995) 180-216; on sympotic salutations, cf. P. N. 3.76 with X
and Instone (1996) 168 ad loc. On yaipe at the end of wedding songs, cf. Kaibel (1892) 254 ‘Es
wird nun sicher sein, dass die Anrede an das junge Paar nicht, wie Bergk meinte, am Anfange,
sondern am Ende des Liedes seinen Platz hatte’, Mangelsdorff (1913) 19 ‘Dieselbe
Abschiedsformel findet sich bei Sappho zweimal, und wir werden nicht zweifeln, daf} sie wirklich
den Schluss des Epithalamions bildete.’

BOCE. LfgrE s.v. “yoipw’, B1.
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that the song may be received favourably. The conventional nature of re-addresses
at the end of the wedding song is confirmed by late-antique epithalamia, which
tend to conclude with an allocutio sponsalis (cf. Claud. 10.338—41, 25.130-8
Hall, [Claud.] Epith. Laur. 79-87, Paul. Nol. Carm. 25.191-8, Dracont. Rom.
7.116—17, Aus. Cent. Nupt. 70-9).

Comparisons appear as a conventional feature predominantly located

between the opening and closure of a song.""

The importance of comparisons is
indicated by Sappho’s programmatic question in fr. 115.1 V (see above, p. 50),
and the following likening of the groom to a sapling can be paralleled with other
images drawn from the field of plants. In fr. 105a V, Sappho compares the bride
to an apple, which according to Himerius she does also in other songs,"’” and in
fr. 105b V to a hyacinth flower. Eratosthenes (CA 28, 37) seems to compare the
bride to grapes of wild vine and Theocritus (18.29-31) likens Helen to a cypress.
Catullus develops the images of a myrtle in 61.21-5, of a hyacinth flower in
61.91-3, of an unspecified flower in 62.39-48, and of wild vine in 62.49-58. In
Calvus’ epithalamium (FPL 2 = FRP 29), the bride seems to be the compared
with an unknown flower to be cut by a nymph (uaga candido | nympha quod secet

3 In Claudian’s epithalamium for Honorius and Maria, the bride is

ungui).
compared, first, to honey protected by bees and to a rose guarded by thorns (Fesc.
4.7-13) and, second, to a vine supported by a tree (ibid. 18-20 tam iunctis
manibus nectite uincula, | quam frondens hedera stringitur aesculus, | quam lento
31 On comparisons, cf. Snell (1931) 72, Frinkel (1962) 195, Wills (1967) 178, Hague (1983) 132—
4, Contiades-Tsitsoni (1990) 94-7.

132 Cf. Him. Or. 9.185-6 Cangodc fiv &ipa pitmt pév sikdoo v kopnv.
133 Cf. Hollis (2007) 72-3.
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premitur palmite populus). The same images are adopted in Dracontius’
epithalamium for Johannes and Vitula (Rom. 7.48-54 sic puer Idalius permiscet

mella uenenis,

sic rosa miscetur spinis, medicina cerastis | perficitur stimulisque
fauos apis alme tuetur: | sic pia uirginitas non tollitur ante pudoris, etc.). In
Claudian’s epithalamium for Palladius and Celerina, the bride’s skin is compared
to snow and lilies (25.125-6 Hall ... matura tumescit | uirginitas superatque
niues ac lilia candor), in Pseudo-Claudian’s epithalamium for Laurentius and

sic

Florida to lilies and roses (32-3 lilia ceu niteant rutilis commixta rosetis,
rubor et candor pingunt tibi, Florida, uultus).

The second field that comparisons are drawn from is the sphere of heroes
and gods."”* Such comparisons are established in Sappho’s poetry, even though it
is often debatable to what genre a given fragment is affiliated. In fr. 23.4-5 V,
there is a comparison with Helen; in fr. 96.21-2 V, with demigods in general
(a[i]pBéarct popopav | Eém[pat]ov €Eicwcd’); attributions as ‘godlike’ are found in
frr.  68a3-5 V  (lcav  Béowctv) and  perhaps in 9645 V
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(T0sacikehav dapryvotat). ~> The bridegroom is compared to Ares in fr. 111.5-6

V,"° and, according to Himerius, frequently to Achilles."”” Sappho calls even the
heroic couple of a mythological wedding ‘godlike’ (fr. 44.21 V {]kehot 6¢o1[c, 34

duvny & "Extopa K’ Avdpopdyav Ogoleyikéro[ic). Catullus likens Aurunculeia to

'** Pace Horstmann (2004) 46 ‘direkte Gottervergleiche in einem Epithalamium wurden
hauptsichlich bei sozial sehr hochstehenden Personlichkeiten angewendet. ’

135 Cf. Roloff (1970) 1037 for reconstructions of the contexts of these lines.

136 This comparison is understood by Kirk (1963) 51-2, Lloyd-Jones (1967) 168, Wills (1967) 180
n. 26 and (1970) 112, Killeen (1973) 198 and Kirkwood (1974) 264 n. 64 as an ithyphallic joke
made about the bridegroom, but that seems unlikely, see below, n. 170

B7TCf. Him. Or. 9.191 [sc. Comgodc fv] tOv voupiov te Ayhel mapopoideat kol £C TadTOV
ayoyeiv Td1 ipmi Tov veavickov taic mpa&ect.
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Venus and Manlius to Paris in 61.16-20. In Seneca’s Medea (82-9), Jason’s
beauty is said to be greater than that of Bacchus, Apollo, and Castor. In Statius’
epithalamium, in a series of mythical comparisons (Silv. 1.2.38-45), Stella’s
successful wooing of Violentilla is likened to the labours of Heracles, Odysseus,
Jason, and Pelops, and his union with his bride is said to exceed that of Paris and
Helen and that of Eos and Tithonus. Later in the poem, the bride’s beauty is said
to outshine that of Rhea Silvia, Lavinia, and Claudia (ibid. 242—6). Lucian’s
Histaeus has the bridegroom surpass Achilles and Nireus (Symp. 41.23 kpéccav
Nippfloc kai @étivoc maiddc) and the bride Aphrodite and Helen (ibid. 41.21
kpéccov thc KvubBépne 16’ avtiic ‘EAévne). The conventionality of such
comparisons is further suggested by late-antique epithalamia. In Claudian, the
bridegroom Honorius exceeds Castor, Achilles, Apollo, and Bacchus (Fesc. 1.6-9
te Leda mallet quam dare Castorem, | praefert Achilli te proprio Thetis, | uictum
fatetur Delos Apollinem, | cedit minorem Lydia Liberum), and could have
achieved what was refused to heroes such as Heracles (ibid. 30-7). In Ausonius’
Cento Nuptialis, verses of the Aeneid are re-arranged in such a way that, first, the
bride is compared to Helen, gods in general, and Venus (42—4 ornatus Argiuae
Helenae, qualisque uideri | caelicolis et quanta solet Venus aurea contra | talis
erat species) and, second, the bridegroom to an unspecified god (51 os umerosque
deo similis lumenque iuuentae). By a similar technique, in Luxorius’ epithalamic
cento for Fridus, the bride is compared to the Nereids Doto and Galatea (4L

18.35-42).
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Among comparisons with divinities, celestial bodies are a particularly well-
attested source domain. In the messenger speech that introduces the wedding song
in Aristophanes’ Birds (1709—-14), the gleam of the moon and stars is exceeded by
Peisetaerus and Basileia. Theocritus compares Helen’s radiance with that of dawn
and spring (18.26-8). Stars and the sun serve as a measure for Medea’s beauty in
Seneca’s Medea (95-101). If Sappho’s fr. 96 V is indeed a propemptikon for the
recently married Arignota,">® we would here find another comparison between the
bride and the moon in the context of a wedding (9—12 vdv 6& Avdaicty Eunpénetan
yovai-[keccty, dc¢c mot’ dediw | dvvioc & Ppododdktvrloc Cerdva, | mavta
nep(p)éxorc’ dctpa. @doc O’ Emi-lcxer Odhaccav én’ aiuvpav | icoc Kol
nolvavoépotc apovparc). >’ In Claudian, the bridegroom is compared to an
unspecified star (Fesc. 1.1 corrusco sidere pulchrior), and in Ausonius’ Cento

Nuptialis, to the morning star (52—4 qualis, ubi oceani perfusus Lucifer unda |

extulit os sacrum caelo, sic ore ferebat, | sic oculos cursuque amens ad limina

tendit).

Apart from comparisons, it seems likely that mythical narratives could have
featured in the middle sections of more elaborate wedding songs so as to connect
the present ceremony with paradigmatic weddings between heroes or gods.'®” One
example of such narratives is found in the second half of the hymenaeus in

Aristophanes Birds (1731-43), which is discussed in more detail below (pp. 73—

138 Cf. Hutchinson (2001) 145, Swift (2006) 131.

'3 However, one should hesitate to declare, as Griffiths (1972) and Contiades-Tsitsoni (1990) 58—
60 do, Alcman PMG 1 a wedding song purely because Agido is compared to the sun in 41-3.

10 Cf. Snell (1931) 73 n. 2, Merkelbach (1957) 7 ‘Braut und Briutigam wiederholen namlich jene
Handlung, welche in der mythischen Zeit Zeus und Hera fiir alle Zeit begriindet haben’, 18,
Contiades-Tsitsoni  (1990) 105 ‘Die mythische Hochzeitserzdhlung, eingebettet in ein
Hochzeitslied, gehort zu den poetischen Prinzipien der archaischen Lyrik.’
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76), and here the parallelism of the mythical wedding of Zeus and Hera with the
one celebrated is evident (esp. 1735 év toi®d’ vpevaiot). The much simpler
wedding song at the end of Peace contains no reference to myth, which could
suggest that narratives are a feature of relatively more elaborate compositions.
Sappho’s fr. 44 V, which relates the wedding of Hector and Andromache, is too

controversial as to its generic provenance for the song to serve as an example of a

161

narrative within a wedding song. > Other Archaic or Classical examples have not

survived. Some support for the conventionality of narratives can be found in later

evidence, as, for example, in Dracontius’ epithalamium composed in honour of

162

the wedding of Johannes and Vitula (Rom. 6, early 6™ century).'® This poem

starts with an extended praeteritio, where the speaker refers to many acts
unambiguously associated with weddings that he could perform if he were not in
prison (1-24)."" Among these acts are narratives of the wedding of Peleus and

Thetis, Apollo and Daphne, Bacchus and Ariadne, and Mars and Rhea Silvia.'®

1! Pace Snell (1931) 73 ad loc. ‘Freilich werden hier die Gestalten der Sage als gottergleich
bezeichnet, doch kann nicht bezweifelt werden, dal damit zugleich das Brautpaar verherrlicht
werden soll, zu dessen Hochzeit Sappho von der mythischen Hochzeit erzdhlt. Denn die Hochzeit
Hektors spiegelt im Mythos das irdische Ereignis’. See also Snell (1975) 57, Merkelbach (1957)
14-16 ‘Die Mythen der griechischen Lyriker beziehen sich sehr genau auf die gegenwértige
Situation eines jeden Liedes, sind nur Gegenbilder von hoherer Realitat’, also 16—19, Schadewaldt
(1951) 49 and Contiades-Tsitsoni (1990) 103-9. Kakridis (1966) questions the hymenaeic
provenance of the fragment on the grounds that the wedding of Hector and Andromache was not
very long-lasting; however, as Rosler (1975) points out, the same is true for Achilles, to whom the
bridegroom is indubitably compared.

"2 Note also that Christian epithalamia seem to adapt this tradition with references to biblical
weddings, cf. Paul. Nol. Carm. 25.103—12 and Horstmann (2004) 162.

13 Cf., e.g., Dracont. Rom. 6.6-9 emerito referens generosas auspice laudes, | et Vitulae canerem
taedas per uota loannis. | laurea serta comis religans et tempora myrto | prodere gestirem haec
quae nunc per uota geruntur.

1% Cf. Dracont. Rom. 6.16-24 uulgarem quia tela gerit quibus auctor Achillis | arserit Aeacides
nymphae radiatus amore; | spicula dixissem, quibus arsit Apollo desertus, | cum peteret Daphnen,
Liber quibus arserat Indus, | candida Dictaeae cum cerneret ora puellae, | uel quibus, ipse furor,
Mars est accensus amare, | Vesticolae niueos peteret cum uirginis artus, | ut daret aeternum
Romana in saecla Quirinum | et post fata deos faceret super astra senatum.
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Moreover, prose wedding speeches, which seem to have developed from the
tradition of wedding songs, are recommended to contain references to

paradigmatic weddings of myth, such as the ones between Menelaus and Helen,

165

Peleus and Thetis, or Admetus and Alcestis. > The fact that the same marital

unions are also depicted on labelled Athenian vases (see above, nn. 92, 99, 101)
could indicate that referring to these mythical weddings in the context of a
wedding celebration was a common pattern also in wedding poetry.

A last formal feature of wedding songs to be discussed here is humour.
Caution is required in juxtaposing Greek and Roman material with regards to
humour, as forms of abuse in Roman wedding songs could depend on the
distinctly Roman tradition of the Fescennine verses.'®® However, there is evidence
suggesting a Greek counterpart to this Roman tradition.'®’ In the description of a
wedding in the pseudo-Hesiodic Shield, we find a group of youths, perhaps the
chorus, described as laughing (283 yelowvtec). This could be interpreted as
mockery of the bridal couple and, in this way, provide, depending on the dating of

the poem, an early example of hymenaeic abuse.'®® Jokes of a lascivious kind are

195 Cf. [Dionys.] Ars Rhet. 2.5, p. 264.7-13 UR i1 mapadetéov kai pvnctéov kol Ev0E®V Yapmy
i apyaiov, kol 6co amod TovTOV Ayadd Eyéveto toic avBpdmolc, Kai dcn dmotpomny) TV ducyepdv
816 yapov, olov 811 Mevérewe d@dvatoc éyéveto it toV yauov tfic EAévne kol 6 IInkede d1d tov
Tfjc ®étid0c, Kol 0 AdpunToc dud TV AAKnctv TOV €K Tic elpoppuévnce Bavatov diépuyev.

' On fescennini uersus, cf. Hor. Epist. 2.1.145-6 Fescennina per hunc inuecta licentia morem |
uersibus alternis opprobria rustica fudit, Liv. 7.2.7 qui non, sicut ante, Fescennino uersu similem
incompositum temere ac rudem alternis iaciebant, Sen. Contr. 3.21 inter nuptiales Fescenninos in
crucem generei nostri iocabantur; cf. also Serv. in Verg. Aen. 7.695. In the wedding songs of Cat.
61.119-20 (ne diu taceat | Fescennina iocatio) and Sen. Med. 113-14 (festa dicax fundat conuicia
Fescenninus, | soluat turba iocos) the dependancy on the Roman tradition is made explicit.

70On mockery in Greek wedding songs, cf. Mangelsdorff (1913) 7-9, R.D. Griffith (1989) 57,
Contiades-Tsitsoni (1990) 94.

' The line is deleted by West, but a possible insertion would seem to be old since the line is
attested in P.Soc.{tal. 1087, dated to the second or third century AD, and in £ Ar. Av. 1426. The
verb nailewv in lines 277 and 282 is probably no indication of mockery as the context (277 yopoi
naiovtec, 282 mailovrec v’ opynOudL) and the Homeric pretext (I/. 18.494 kodpot &’ dpyncrijpec
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employed in the wedding song at the end of Aristophanes’ Peace (133740 ti
dpdeopev avtnv; tpuyncopev avtny, 1351-2 10d pev péya xai moyv, | the & 160
10 cbkov). The absence of similar jokes in the more elaborate song of Birds could
mean that this sort of humour would tend to feature more widely in simple
compositions. It is certainly absent from Sappho’s hymenaeic fragments,'®

though hyperbolic comparisons in frr. 110 and 111 V could be designed to

amuse.'”’ Finally, in Theocritus 18, the bridegroom is addressed with a whole

catalogue of frivolous questions (9—15), which could suggest that, by the third
century, when genre markers tend to be observed in a systematic and conservative
manner, mockery of the bridegroom is perceived as a conventional feature of the

hymenaeus.

€diveov) suggest the epic meaning ‘to dance’ (cf. LfGrE s.v. ‘nailw’, 916.7-48, LSJ s.v. ‘noilw’
D).

19 Cf. Page (1955) 120 ‘There is no trace here [sc. in fr. 110a LP = 109 V] or elsewhere in Sappho
of that ribaldry which was characteristic of the songs recited at this and other stages of Greek
wedding-ceremonies’, Bowra (1961) 216 ‘neither bawdy nor exalted, but playful. If the humour is
a bit primitive, that is due to tradition, which expected jokes at this level’, Marcovich (1969) 35
‘Sapphos volkstiimliche Epithalamien gehdren nicht zum selben Genus wie die spétere obszdone
epithalamische Poesie’, (1972) 32 ‘In her epithalamian poetry Sappho is not indecent but strongly
ritualistic’. However, these statements fail to consider the dicourse on Sappho’s different
treatments of bride and bridegroom in [Demetr.] Eloc. 166—68, 510 kai 1] Coned mepi pév kdAiovc
ovco kaAlennc éctt kol No€in, Kol mepl Epdtov 8¢ Kol apoc kal mepl dAkvoOvoc, Kol Gmav
KOAOV Gvopo vogavtal ovtic Tt Tolcel, td 8¢ kol avtn gipydcato. AAA®C 0& CKMOTTEL TOV
dypowkov vopeiov kai tov Bupmpov tov v toic yapote, evteréctata kai &v meloic dvopact pdAiov
1} év momTtikoic, dete adtiic HaALOV €ctt Ta Tompata tadto StodéyecHal fj didew, ovd’ dv appodcat
TPOC TOV XOPOV 1 TPOC TNV Adpav, €l PN Tic €in yopoc durektikdc. Malicto 8¢ dopépovcty Kal €K
tfic mpoatpécemc: o0 yop Opolo mpoarpeital O gVYXAPITOC KOl O YEAWMTOTOIDY, GAN’ O WM&V
gboppaivey, 0 8¢ yehacHijval. kai amod TV EmakoiovBovviav 3¢ Toic PEV yup YEA®C, TOIC 08
&novoc.

""" However, Kirk (1963) goes too far in interpreting fr. 111 V as an ithyphallic symbol with the
bridegroom’s penis rising above his head. Kirk fails to make sense of the comparison with Ares, to
which it is evidently connected, and to provide any parallels. The passage supplemented by Lloyd-
Jones (1967), Tzetzes ad [Lycophr.] Alex. 1378, p. 2.381-2 Scheer, lacks any obvious ithyphallic
nuances: even if an equation of péyac and Baiepoc were legitimate in this context, it would seem
to denote primarily the capability to produce offspring rather than an oversized penis (Baiepoc
wocic is a Homeric cliché, see Marcovich (1972) 30). Wills (1967) 180 n. 26 and (1970) 112 adds
Ar. Pax 1351, but the image of the péya xai mwayd cdkov refers directly to the penis, not to the man.
Killeen (1973) and Kirkwood (1974) 264 n. 64 follows Kirk’s approach. Cf., contra, Marcovich
(1963/4) 51-2 and (1969) 34—6 with Serbian parallels, (1972) 29-32, McKay (1967) 189, Renchan
(1983) 20-3, R.D. Griffith (1989) 57, Contiades-Tsitsoni (1990) 93—4.
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THEMATIC TOPOI OF THE WEDDING SONG

One common theme of hymenaeic praise is beauty, significantly not only of the
bride but also of the bridegroom. The physical qualities of the bride are conveyed
above all in the epithets attributed to her. She is kaAr and yapiecco (both in
Sapph. fr. 108 V and Theocr. 18.38; kaAlicta in Eur. Phaeth. TrGF 5.2, 781.21),
tokoAmoc (Sapph. frr. 30.5, 103.3, 103.4 V), ebmovc (Sapph. frr. 103.2, 103b.2 V),
xpvcn (Theocr. 18.28), and poddypwc (Theocr. 18.31). Beauty also motivates the

imagery developed around the bride.'”! The apple of Sappho’s fr. 105a V is
gery

172

yAvkvc, a synonym for 160c, which refers to the tenderness of the bride.”'* Moon

and stars are used as images for her radiance (Sapph. fr. 96.6-8 V if attributed to a
bride, Theocr. 18.26-9; Ar. Av. 1710-14 leads the elaborate image back to the
bride with otoc &pyetar | &xmv yvvakdc kéiloc). Helen is the most beautiful
woman of all times,'”” and Aphrodite represents beauty in the divine sphere;
comparisons with the two (Helen: e.g., Sapph. fr. 23.4-5 V, Luc. Symp. 41.21;
Venus: e.g., Cat. 61.17-19; Aphrodite: e.g., Luc. Symp. 41.21) evidently aim at
ascribing the same supreme beauty to the bride. The comparison with unspecified

demigods in Sappho’s fr. 96.21-2 V leaves no doubt that it is about beauty

71 Cf. Mangelsdorff (1913) 17-18, Roloff (1970) 103-7.

172 On the connection, cf. Call. Hymn. 6.28 év 8¢ ko yAvkopoia. In Sapph. fr. 102 V it is used to
address the mother of a bride (I'Abkna pdtep). On the symbol of the apple, cf. Foster (1899),
McCartney (1925), and Brazda (1977) 35, 42. The function of the image in the context of a
concrete wedding is explored in Mangelsdorff (1913) 17, Frinkel (1962) 194, M. Treu (1968)
152-3, 223-4, and Harris (1986), and tentatively restored in R.D. Griffith (1989) 57-61 and
Contiades-Tsitsoni (1990) 95—-6, Mason (2004), Tomis (2005). Gomme (1957) 260 accepts the
encomiastic intention of the comparison itself, but regards the following lines as ‘a simple case of
a simile carried beyond the immediate purpose of comparison, for its own sake.” Davison’s
interpretation in (1968) 78 of ‘an old maid’ is indeed not likely in a wedding song.

'3 Cf. Sapph. fr. 16.6-7 V & yap molv mepekédotca | kdihoc avOpdnmv "Eréva; see also 71,
3.154-8.
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(aipBéarct popeav | énipatov €€icwed’). Flower similes (Sapph. fr. 105b V, Cat.

61.21-5, 91-3) are more complex as they express the goal of female life as seen

174

from two different perspectives: male and female. ™ Ultimately, however, both

perspectives agree that the flower is a delicate object of beauty, and they only
disagree on whether it should be cultivated or left untouched.

The imagery connected with the bridegroom expresses ideals of male

175

beauty. " In Sappho’s fr. 111.5 V, height is presented as one of these ideals. Here

the bridegroom is compared to Ares, and the following line makes clear that the
comparison is about height (7 dvopoc peydim méOAL pécdwv). Ares is known as
extraordinarily tall from the Iliad (e.g., 21.407), and the prompt to raise the
chamber (lines 1-3) is only intelligible with regard to height.'”® Another ideal
seems to be expressed through the image of the sapling (Bpdodivoc dpral) in
Sappho’s fr. 115 V. The use of padivoc in Anacreon (PMG 407.2 of the thighs of
a grown man, PMG 456 of a race horse) suggests that the image in Sappho is not

so much about the groom’s slender and fragile appearance, but about his long and

74 On Sapph. fr. 105b V, cf. Page (1955) 121, Wills (1967) 180, and Contiades-Tsitsoni (1990)
96-7. For the present purpose it only matters that the fragment originates from a wedding song and
that the comparison is about the bride. It is observed that the simile as whole would sound
offensive if it referred to the sexual union of bridegroom and bride and so cannot be hymenaeic,
cf. Gomme (1957) 260, Hague (1983) 135 n. 12. However, it might as well refer to the idea that
marriage protects girls from rape, as expressed by the male chorus in Cat. 62.49-56, cf. Stigers
(1977) 89. Thus the singing contest, as suggested by Davison (1968) 242—6, who rightly refers to
Him. Or. 9.4, remains a possible context.

175 Note that Men. Rhet. advises to praise kGAhoc 8¢ mop’ appoiv katd dvisééroct mvioc (404.5—
6).

176 Cf., contra, Roloff (1970) 110 ‘Damit aber zielt Sapphos Vergleich nicht auf die Schénheit des
Brautigams (nicht die Grofe als Bestandteil der Schoénheit), sondern auf die Kraft (die
Leibesgrofe als Hinweis auf eine korrespondierende Starke ist gemeint).” He can only achieve this
interpretation by degrading lines 14 to a meaningless trigger of tension (cf. ibid. 109 n. 8). Ar.
Plut. 328, which he adduces as evidence, is essentially different.



THE WEDDING SONG 62
muscular, athletic figure.'”” Achilles and Nireus are considered the two most
beautiful Greeks before Troy,'’® and comparisons with them (Achilles: e.g.,
Sapph. ap. Him. Or. 9.191; Achilles and Nireus: e.g., Luc. Symp. 41.23) are likely
to be aimed, not only at martial prowess, but also at appearance.'”” Comparisons
with stars also refer to the bridegroom’s beauty (as, explicitly, in Claud. Fesc. 1.1
princeps corusco sidere pulchrior).

The ideals of male and female beauty encountered in wedding poetry find a
concise expression in the hymenaeus of Aristophanes’ Peace, despite the
superficial obscenity of the passage: tod peév péyo Koi moyv—ric 3’ 1oL TO cOKOV

(1351-2). By praising the bride for her grace, tenderness, and chastity, and the

180

bridegroom for his strength and height, * the songs examined here seem to adapt

ideals that are found already in epic poetry.'®'

182

A second topic is pre-eminence among fellow men or women. "~ In Sappho

(fr. 112.1 V), Theocritus (18.16), and the pseudo-Hesiodic Catalogue (fr. 211.7

77 Cf. Swift (2010) 246 ‘youthful vigour’, with Homeric parallels. Cf., contra, Wills (1967) 181 n.
26 ‘. . . probably not so much a physical description as an expression of love for a treasured plant.’
8 Cf., e.g., 1l. 2.673—4 Nipevc, dc kbAhctoc avip vmd “Thiov eV | Tdv GAAOV Aavady pet’
apduova InAeiovo (cf. 17.280, Od. 11.470, 551, 24.18). On Achilles, Cf. also Plat. Symp. 180"
AyAéa . . . dc v kodMov od pdvov Matpdrhov GAN Guo Koi TdY pOOV GTavIoy.

" Note, however, Himerius’ perplexing remark (Or. 9.191) that comparisons with Achilles
happen on the grounds of taic tpd&ect.

180 Cf. Merkelbach (1957) 10 ‘Die Braut ist schén, der Briutigam ist groB und stark.’

'8 On the male ideal, cf. Homeric phrases such as koaAoc te péyac te (I1. 21.108, Od. 1.301, 6.276
et al.) péyac xail koroc (Od. 6.230, 8.20, 9.513, 10.395-6, 24.370), péyeboc xoi kdiioc (1.
24.253, Od. 11.307); see also Hdt. 1.112.1, 3.3.1, 5.56.1, 7.12.1, 187.1, 9.25.1, 96.1, and the
definitions in Arist. EN 1123°6-8, Poet. 1450°36-9, Pol. 132633—4. Pfister (1924) 314—15 and
Verdenius (1949) 295 give comprehensive collocations, to which we may add Archilochus /EG
114.1, where the speaker rejects, and thereby affirms as a general ideal, the ‘tall and long-shanked
general’ (Léyov CTPOTNYOV 0VOE SUTETALYHEVOV).

"2 The theme is present already in the description of Nausicaa in Od. 6.109, after a comparison
with Artemis and her entourage, (®dc 1 v’ apeudroict peténpene napbévoc adunc). The focus on
her status as unmarried girl (mapBévoc adunc) shows that here a hymenaeic topos is evoked.
Similarly, in Odysseus’ supplication a few lines down, he states that her future husband will stand
out of all the other man (158-9 ksivoc & ad mepi kfjpt pakdpraroc EEoxov dAkwv, | 8¢ ké ¢’
§£8voict Ppicac oik6vs’ dydynran).
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MW), the bridegroom is addressed as OABioc, a term that generally denotes the
peak of human achievement.'® In epic and elegiac poetry, dABloc is centred
around notions of wealth, prosperity, and power as bestowed by a deity.'™ The
context of the three hymenaeic occurrences indicates that it is the achievement of
the wedding that singles out the bridegrooms:'® in Sappho, the bridegroom has
secured the wedding av dpao (2), and is honoured &€Eoyo by Aphrodite (5-6); in
Theocritus, Menelaus is singled out of a group of ®Alot épictéec and fHuideor as
udvoc (17-18); in the pseudo-Hesiodic Catalogue, Peleus is distinguished from
the masses of dAlwv dAenctdwv ... xBovoc dccot kapmov Edovct (fr. 211.6-7
MW). To be sure, the latter two bridegrooms are in an extraordinary position in
that they marry a goddess (Peleus) or into divine lineage (Menelaus). However,
the similarity with Sappho suggests that Theocritus and the poet of the Catalogue
evoke a conventional topos of wedding poetry.

The convention of hailing the bridal couple as dABwoc is further paralleled
by tragic passages where wedding ceremonies are recalled. In Euripides’ Alcestis,
Admetus remembers his wedding with the words cOv 8’ duevaiowc Ecteyov Ecw,
... TV 1€ Bavodcav kdp OARIlwv (916-19). In Andromache, the chorus conjure
up the memory of Peleus’ wedding with pdtnv 6¢ ¢’ év ydpoiwc dGAPcav Beol
(1218). In Helen, the heroine remembers how her brothers blessed her at her

wedding (63941 & vy’ vn0 Aaumadmv kdpot Aevkimmot | Euvopaipovec GAPcov

183 Cf. De Heer (1969) 21 “To be dABroc is the culmination of a human ambition, not of a divine
one.’

8 Cf, int. al., II. 24.543, Od. 11.136, 17.354, 17.419-20, 18.138. 6Aia are given by deities in
Od. 7.148-50, 8.413, 13.41-2, 24202, HH 3.466; similarly 8ABoc in II. 16.595-6, Od. 3.205,
4207, 6.188-9.

185 Cf. De Heer (1969) 32-3.
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dAPrcav ov patav | T mpochev), and the Servant, who proposes to ‘sing Helen’s
hymenaeus once more’ (722), states how Helen rendered her house blessed on her
wedding day (725 ddp’ Eleinec dAPov, with a proleptic use of the adjective).
Apart from these instances, we find that in Sappho the bridegroom is
attributed with the terms néppoyoc (fr. 106 V) and tipue (fr. 116 V), both of which
denote a state of being more honoured than others. In Euripides’ Phaethon, the
hero is described as povoc ... 61" aneipova yoiav Ovatoc (TrGF 5.2, F781.29—
30). In Lucian, we recognise, behind a corrupt phrase, a similar means of
distinguishing the bridegroom from his peers (Symp. 41.22 txpatepdv kpdricte

186) 'In the hymenaeus of Ticida, the theme is, unexpectedly, applied not

epnfovt
to the bridegroom, but to the marriage bed, which is the sole witness to the love
exercised on it (FPL 1 = FRP 102 felix lectule talibus | sole amoribus'").

As for the bride, in Theocritus 18, Helen stands out of a group of two-
hundred and forty girls, Sparta’s entire young female population, as unmatched in
her beauty (22-5, esp. 25 tdv 008’ @tic duopoc €nel ¢’ ‘EAévor mapicwtiy) and
domestic virtues (32-7). Cleanthis in Lucian’s Symposium is described as
npovyovc’ dAAAmV Tacdmv Tapbevikdwv (41.20). In Seneca’s Medea, the heroine
is said to outshine her female companions (93—4 haec cum femineo constitit in
choro | unius facies praenitet omnibus). The same idea underlies the comparison

between Arignota and the sun in Sappho’s fr. 96 V (67 vdv 6¢ Avdacy

gumpénetan yvvai-lkecctv), which, as is said above (p. 56), may not a wedding

186 cahdv kpdr. &p. Guyet : [kpotepdv] kpaticte tedv coveeiBmv Dindorf (1858) 3.216 : koAdv
kaptict’ evenPav Fritzsche (1860) 122 : koddv péy’ dpicté vy’ éonPov Macleod (1972) 1.159-60.
87.Cf. Hollis (2007) 162-63, who speaks of ‘paxapiopog of the bed.” Various nouns are supplied
to go with sole, e.g., conscie by Housman (1972) 695, festis by Pighi (1974) 436, arbiter by
Scivoletto (1974) 210.
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song proper, but seems to connect to Arignota’s marriage logically and
thematically.

Finally, in Catullus 64, pre-eminence is attributed to the wedding of Peleus
and Thetis, first, through a contrast between nulla domus and tales amores and,
second, through one between nullus amor and tali foedere (334-5).

Related to the theme of pre-eminence is the thought that bride and
bridegroom are ready subjects for song because they surpass ordinary mortals in
certain qualities. Explicitly, this thought is only formulated in PRyl. 25.1 (coi
Xapirec yAvkepai kai kddoc 0mndel). It appears too, however, in Himerius after a
quotation of the first line of a Sapphic hymenaeus (Or. 1.18 & ko, ® yapiscca
k6pa (= Sapph. fr. 108 V), mpénet yap cot 1 thic AecPioc éykdpo. col pev yap
podocepupotl Xapitec ypuvcti T Aepoditn copmailovcwv). That Himerius’ second
sentence could still be written in the vein of a Sapphic model is suggested by the
verb copmailetv, which has a distinctly lyric flavour.'®®

A third theme is conveyed in the term péxop.'® Its precise meaning and
significance for the characterisation of the bridal couple is explored later in this
chapter (pp. 79-80); here it may suffice to record its conventional occurrence in
the wedding song. The bridegroom is addressed as pdkap in Euripides’ Phaethon
(TrGF 5.2, F781.27 & pdxap, ® Pactrénc peilwv &r° dAPov), Aristophanes’ Birds

(1725 & paxopictov ¢ yapov yAuoc), Peace (1334 & tpic pdkap), and in the

' The verb is used for Dionysus in Anacr. PMG 357.1-4 dvag, &t Sapdinc "Epoc | kai Noppou

Kvavomdec | Topeupii T Agpodity | courailovctv, and Soph. OT 1105-9 (lyr.) €16’ 6 Bakyeioc
Beoc | vaiov én’ dxpav opéwv () eb-|pnua SéEat’ &k tov | Nupedy Elkevidmv, oic | mieicta
counailet. In an erotic context, it occurs in Anacr. PMG 358.1-4 coaipnt Snoté pe mopeupit |
Bariwv ypucokdunc "Epwc | vivi mowkidocapfarot | copmailev mpokaieital.

1% Cf. Mangelsdorff (1913) 16, Wills (1967) 178-9, Hague (1983) 134—5, Swift (2006) 130.
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pseudo-Hesiodic Catalogue (fr. 211.7 MW 1pic péxop Aiaxidn)."”® In Euripides’
Trojan Women, Cassandra, in want of a chorus to sing her praise, applies the same
address to herself and her ‘bridegroom’ (311-12 (i®), paxdpioc 0 youéroc: |
pokapio 8’ &y® Pactikoic AEkTpotc | Kat’ Apyoc & yoUOoLUEVa).

Elsewhere, forms of pdkap (and poxdpioc) are generally associated with
wedding songs. In Trojan Women, Cassandra praises her pokopudtotor toyot
(329-30) and requests pokdpron dowdai from the chorus (338-9). In Aristophanes’
Birds, the messenger addresses the chorus with the words & tpicpaképlov TTnvov
opvibov yévoc, | déxecBe OV TOpavvov OAPiowc dopoic (1707-8). In turn, the
chorus reply with mepumérecOe pdworpo pdiopt cov toxor (1726). After the
delivery of the song, Peisetaerus salutes his bride with @ péxorpa (1760). In a
passage of Iphigenia at Aulis that is now considered spurious, the Messenger
requests wedding songs for the heroine because this day is paxdpiov in the life of
a girl (439 e®dc yap 160’ fikel pakaplov Tt TapOévme).

Finally, the term pduxop is associated with weddings also outside of wedding
songs. In Odyssey 6, when Odysseus supplicates Nausicaa, he praises her parents
and siblings as tpic pakapeg (154-5 tpic pdropec pev col ye motnp Kol mwOHTVIOL
unTnp, | Tpic pdxapec 8¢ kaciyvnrot); however, poakdaptoatoc EEoyov dAlwv will be
her future husband, 8c k& ¢’ éédvoict Bpicac oik6vs’ dydynrar (158-9). Revealing

are also tragic passages where a wedding celebration and the songs performed for

0 On this address, cf. Reitzenstein (1900) 80 ‘Nicht von der Hochzeit, sondern von der
siegreichen Heimkehr von der Eroberung von Iolkos ist zunéchst die Rede. Aber die Seligpreisung
des Peleus kniipft dennoch hauptsidchlich an seine Hochzeit und erinnert derartig an den
Hymenaios, oder besser, an die Worte, welche dem Brautigam zugerufen werden, wenn er die
Braut endlich ins eigene Haus gefiihrt hat, dafl wir mit Sicherheit annehmen diirfen, Thetis betritt
bei dieser Heimkehr zum ersten Mal das Haus des Gatten.’
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the occasion are recalled or anticipated. In Euripides’ Medea, the heroine instructs
her children to deliver the dowry to the paxapion vopent (957). In Suppliants,
Euadne recalls how, at her wedding, the city of Argos raised with their songs the
evdatpovia of herself and Capaneus (995-9). In Heracles, Amphitryon relates
how the city of Thebes hailed Heracles and Megara at their wedding (10-12 fjv
ndvtec vuevaiotct Kadpeiol mote | Aotdl covnidra&ov nvik’ gic €uovc | dopovc 6
KAewoc HpaxkAfic viv fyeto) and, later in the play, Megara herself recalls how she
was called blessed because of her wedding with Heracles (491-2 dAAvpon 8’ €y, |
1| mpiv pokapio 61 ¢’ EKAounV Ppotoic). In Trojan Women, Hecuba, on being
presented with her dead grandson Astyanax, resents the fact that he will not
experience the bliss of his wedding (1170 poxdplioc fcd® &v, & 11 T6OVIE
paxdplov). In Helen, when Theoclymenus makes arrangements for his wedding to
Helen, he envisages paxopiotc dpvodioe, | Ypévaioc Erévne kapoc awc {nlwtoc
Mt (1434-5). In Phoenician Women, locasta laments that she could not light the
torches at Polynices’ wedding, ®c npénet patépt pokapiot (345). In Orestes, the
hero states, in a spurious passage, that a good marriage can lead to a blessed life
(602—4 poxkdproc aimv). Later on, he expects that Pylades, if he were to survive
the plot, would enjoy a paxéprov Aéyoc in marriage with Electra (1208). In
Iphigenia at Aulis, Clytemnestra is eager to mark the dpynv poxopiov
vopeevpdtov (832) between Achilles and Iphigenia. Achilles in turn assumes that
a god would bless him if this marriage should come to pass (1404-5 paxapiov pé
T1c OedV | Epelde Bncet, el Toyoy cdv ydpwv). In between, the chorus recall how

the gods blessed the marriage of Peleus and Thetis (1076-9 poaxdplov tote
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daipovec | tac evomdtpdoc yauov | Nnpnwdwv &Becav mpotoc | [Iniémc 6’
vpevaiovc). In a fragment of unknown provenance, we find the relationship
between marriage and blessedness moulded into a makarismos (Eur. inc. fab.
TrGF 5.2, F1057 poxdptoc dctic e0Tuyel yapov Aafmv | EcOATC yuvoukoc).

In Roman wedding songs, felix corresponds to the Greek paxap.”' I

n
Seneca’s Medea it is applied to the bridegroom (105), in Catullus 64 to marriage
(373 felici foedere) and to the wedding song (382 felicia carmina). Ticida
transposes the theme from the bridegroom to the bridal bed (FPL 1 = FRP 102;
see above, p. 64). In Statius’ epithalamium, the bridal couple are attributed as
felices (Silv. 1.2.236 felices utrosque uocant), and in Ausonius’ Cento Nuptialis
the chorus wish for the bridal couple to be felices (70—1 O digno coniuncta uiro,

.o . 192
gratissima coniunx,

sis felix, 77-8 fortunati ambo . . . | uiuite felices).

"I Note, however, that late-antique glossaries translate felix predominantly as btoync, cf. TLL s.v.

‘felix’, 435.20-1.

12 Cf. also Verg. den. 12.821 conubiis felicibus, Sen. Tro. 873 felici thalamo, Firm. Math. 6.23.5
felix et prosperum matrimonium. Other testimonies refer to a practice of shouting feliciter during
the domum reductio, cf. Juv. 1.2.119, £ Lucan. 2.371 ‘auspex dicitur . . . eo quod ab eo nuptiae
auspicentur et quod primus ‘feliciter’ dicat’, Phaedr. 5.1 ‘feliciter subclamant’. For felix in erotic
contexts, cf. also Cat. 68.155-6 sitis felices et tu simul et tua uita, | et domus ipsa in qua lusimus et
domina, 100.8 sis felix, Caeli, sis in amore potens.
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IMMORTALS AS BRIDAL COUPLES

Having thus laid out the structural and thematic elements that appear to constitute
the majority of extant wedding songs, we can now examine the ways in which
these songs treat mortal, heroic, and divine bridal couples.

One observation follows immediately from the formal characteristics of the
wedding song. For it appears that many of the characteristics are also found in
hymns. Defining the concepts of ‘hymn’ and ‘hymnic’, especially on formal
grounds, has proved difficult ever since Dieterich and Norden initiated the task at

the beginning of the last century.'®

Nevertheless, there seem to be certain
expressions, syntactical structures, and rhetorical strategies that, especially in
combination, are characteristic of appeals to heroes and gods and that can, in turn,
be subject to comparison. For example, hymns predominantly open with direct
addresses, thematic announcements, or Muse invocations.** All of these we also
find in wedding songs. In hymns, as in wedding songs, addresses can be extended
with epithets and participle or relative clauses, or be repeated in a series of

anaphoric sentences.'”> Even the opening question of Sappho fr. 115 V (1 tiot ¢’,

o oike yauppe, xGloc gikdcdw) has a formal counterpart in hymnic openings of

193 Cf. Dieterich (1910) 227 ‘Das erreichbare Ziel ist eine wissenschaftliche Formenlehre
religidser Liturgie’, Norden (1913) 144 ‘der Stil war im Altertum eine GroBmacht und, richtig
verhort, wird er auch Interpretationsfragen beantworten und religionsgeschichtliche
Zusammenhinge beleuchten helfen.’

194 Cf. Furley and Bremer (2001) 1.51-2.

195 Cf. Norden (1913) 166-76 (‘Partizipialstil und Relativstil der Pridikation’), Race (1982) 5-6.
(1990) 85—6, Bremer (1981) 195, Furley and Bremer (2001) 1.52—6.
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the kind nddc T’ &p’ ¢’ duvico mhvtoc ebvpvov é6vra.' ® The most common end
of hymns is the re-address combined with the farewell yoipe,'”’ and the same
closural strategy can be found in wedding songs. The end of the wedding song in
Lucian’s Symposium (41.22-5 xai cO 8& yoipe ... dupec &) ovd’ vuiv todtov
Bodapniov Buvov | Euvov €n’ aueotépotc moAldkic aicoueba) is particularly close
to the end of the majority of Homeric Hymns (Koi ¢ pev odTm oipe . .. o0tap

198

€ym Kol celo kal dAAnc pvicop” dowdtic).  Middle sections seem to be flexible in

both forms of praise,'” but if, as seems likely, wedding songs conventionally
involved a mythical narrative, they would have this feature in common with many
hymns, where similar narratives root the present ritual performance in a
foundational paradigm. Comparisons and mockery appear as the only formal
elements that iymenaei do not share with hymns.*”’

By itself, this formal resemblance between hymenaeus and hymn must be of
limited significance. It could be coincidental or merely point to the existence of a
general form of praise, which would take similar shapes when directed at humans
and when directed at heroes or gods. However, the formal resemblance does gain
significance from another peculiarity of the wedding song, namely that it can be

196 Cf. HH 3.19, Theocr. 22.25, Call. Hymn. 4.28-9, Aristid. 43.6. See also Norden (1913) 143-7,
Race (1990) 86, Furley and Bremer (2001) 1.56.

P7cf. Willi (2003) 29.

8 Cf. HH 2.495, 3.545-6, 4.479-80, 5.292-3, 6.19-21, 9.7-9, 10.4-6, 18.10~12, 19.48-9, 25.6—
7,17.21-2,28.17-18, 29.13-14, 30.17-19, 33.18-19. See also Race (1982) 9.

' The middle section is the weak point of the tripartite model of hymnography, cf. Ausfeld
(1903) 514-15, Norden (1913) 149, Zielinski (1921) 83-5, Meyer (1933) 5, Bowra (1961) 200,
Danielewicz (1974) 23-6, (1976), Bremer (1981) 194-6, Race (1990) 86, Furley (1995) 35 n. 31,
Furley and Bremer (2001) 1.59.

2% In fact, we find an active refraining from comparing gods amongst each other in Call. /a. 4.72
(= fr. 194 Pfeiffer) (in the contest between laurel and olive and their respective patron deities,
Apollo and Athena) Beovc yap ov dwkpive, and Ov. Fast. 6.97-100 (in the contest between Juno
and Hebe about the etymology of lunius, with the poet judging) at uos ignoscite, diuae: | res est
arbitrio non dirimenda meo. | ite pares a me. perierunt iudice formae | Pergama: plus laedunt,
quam iuuat una, duae.
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addressed to heroes and gods. The preceding analysis of structural and thematic
topoi allows us to conclude that almost all elements of the wedding song are
addressed to the bridal couple and develop their praise. If we then consider, in the
most general terms, wedding songs as songs of praise for bridal couples, and
hymns as songs of praise for heroes and gods, we may further conclude that the
purpose of hymenaeus and the purpose of hymn coincide when a heroic or divine
wedding is celebrated. Therefore, the general formal resemblance of hymenaeic
praise with hymnic praise is accompanied by the ability of the wedding song to
fulfil a hymnic purpose. Three examples will help us understand how such
wedding songs praise immortality within a structure designed to praise the bridal
couple.

Theocritus 18 is a good place to start. Through its preface (1-8), final
invocation to Hymenaios (58 “Ypnv @ Ypévoie, yapot émi téide yapeinc), and
the genre markers that are carefully observed throughout, the poem is clearly
identified as a wedding song. At its centre (39—48), however, we find an element
that is traditionally at home in hymns rather than hymenaei: actiology.*®' For
although a Spartan tree-cult of Helen is not otherwise attested, this passage of the
poem clearly serves to elucidate the origins of such a cult, be it real or invented by
the author, in a manner parallel to passages in, say, Homeric or Callimachean

202

hymns. “~ Remarkably, this hymnic element does not merely acknowledge

%1 On aetiology in hymns, cf. Furley and Bremer (2001) 1.13, 18-20.

202 Cf. Kaibel (1892) 255-9, Mangelsdorff (1913) 15, 18-19, Gow (1952) 348, Merkelbach (1957)
20 ‘Aber wie gehdren beide Motivkomplexe, Baumkult und Epithalamios, zusammen? Warum
erzéhlt Theokrit diese Episode aus der Heldensage?’ His interpretation is compromised by
confusion between mythical wedding songs and real-life wedding songs involving a mythical
narrative. See also West (1975) 5 ‘There is reason to believe that her wedding, which in the
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Helen’s immortality in the form of cultic worship, but initiates it.*”” Yet the
foundation of the cult is integrated into the imagined wedding ceremony and song
in so far as the imagined chorus present the cultic tree as a wedding present to
Helen. By these means, the wedding ceremony serves as the establishment of the
heroic worship of the bride, and the hymenaeus as the first ritual performed in its
service. Theocritus 18 thus shows with a lot of clarity to what extent the
hymenaeus can assume a hymnic purpose.

A second example comes from Euripides’ Phaethon (TrGF 5.2, F781). The
song that the chorus deliver at Aphrodite’s and Phaethon’s wedding is externally
marked as a hymenaeus (45 youniiovc | poimac, 14 “Yunv Yunyv, 18 col 14’
&y® vopeel’ deidm, 35 cepvoicty vuevaiowcv). However, assimilated with this
structure are elements that acknowledge Aphrodite’s divine status. After the cultic
cry, the song formally opens with a thematic announcement (15 tav Awoc
ovpaviav deidopev), as seems conventional in wedding songs (see above, p. 51;
compare the exhortation in Sapph. fr. 113.2 V dei]cate tav ednoda vopeav), but
also in hymns. The diction of the announcement, and especially its genealogical
focus, add to it a distinctly hymnic tone (cf. esp. Hipp. 59-60 tav Atdc ovpoaviay |

204

Aptepv).” The announcement then triggers a series of asyndetic attributions,

with a shift from third person to second person, as we find them in both wedding

songs and hymns. In these attributions, Aphrodite’s dual role as a bride in love

general tradition appears as a historical event, was a recurring festival at Sparta’, and ibid. n. 5
‘Theoc. 18.43-8 implies these acts by giving what is evidently meant as their aition, and the
context of the poem indicates their connection with Helen’s nuptials.’

293 Cf. Kaibel (1892) 255 ‘Die Miadchen versprechen der Helena ein dauerndes Gedenken, aber mit
dem, was sie thun wollen, erweisen sie ihr nicht menschliche, sondern géttliche Ehren.’

2% On genealogy in hymns, cf. Bremer (1981) 195, Race (1990) 86, Furley and Bremer (2001)
1.56.
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and as the divine patroness of love (16 épotwv motviav) is explored. This
culminates in her description as yapniov (17), which expresses at once her divine
presiding over weddings in general and her involvement in this particular
wedding.*”” Finally, the praise of Aphrodite’s beauty (19 0edv kalricta) conveys
the generic praise of the bride in the hymenaeus, but also refers to the specific
attribute that the goddess is given in hymns (e.g., HH 5.1-2 xaAnv Aepoditnyv |
dicopor). The ode of Phaethon can thus serve to illustrate how conventional
structural and thematic elements of the hymenaeus can be adopted for a hymnic
purpose.

The third and most complex example of this kind is found in the last scene
of Aristophanes’ Birds. Here the hymenaeic and the hymnic purposes are
logically connected because the wedding with Basileia is the symbol of, and the
reward for, Peisetaerus’ victory over the Olympians and so motivates his
apotheosis.””® Upon the arrival of the couple, therefore, the chorus are obliged
simultaneously to celebrate Peisetaerus’ wedding and to acknowledge his newly
assumed divine status.

This double purpose already pervades the messenger speech in lines 1706—
19. On the surface, this speech seems to adopt a model that is familiar from
epiphany descriptions, typically consisting of firstly a command, secondly a

reason for the command, and thirdly a confirmation of that reason, usually of an

% On yopfhoc as ‘pertaining to the wedding’, cf. Aesch. Supp. 805 (koitn), Eum. 835 (téhoc),
Choeph. 487 (yoal), inc. fab. TrGF 3, F242 (Aéktpa); Eur. Med. 673 (edvn}). As an attribute of
deities, cf. Ath. 5.2, 185°11 (see above, n. 68); Pollux 1.24.

2% Cf. Prometheus’ remark about Basileia in 15389, tapevel tov kepowvdy tod Atdc | kai T8AN
ama&anavra.
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epiphany reaction.””” Here we find the command in the form of the imperative
0éyecBe, which has, among its many usages, a strong religious tone and is
common in descriptions of epiphanies.””® As indicated by yép, lines 170914
provide the reason for the command, namely that the god has arrived in all his
divine splendour (mpocépyetan).”” Finally, in lines 1715-17, Peisetaerus’ arrival
is described as causing a palpable reaction in the environment (Ocpr], KoAOV
0éap0), a phenomenon often encountered in epiphany scenes.”'’ On the other
hand, we find, interwoven with this structure, motifs that can, with some
confidence, be identified as hymenaeic. The theme of blessedness appears twice
in the address to the birds (1706-7), and the reference to the dABioic dopoIC
recalls the hymenaeic thought that the bridal couple bestow happiness upon their
houses.*'" A second theme is the comparison of Peisetaerus to a star (1709—12),
and of Basileia to the sun (1713), since, as is shown above (p. 56), comparisons to
celestial bodies are found frequently in wedding poetry. Finally, we should note

that the prompt for edpnuio in 1719 aptly unites the hymnic and hymenaeic

27 On the following, cf. McKay (1967), esp. 192-3; he does not evaluate comic material though
pp. 188-9 he discusses the possibility of door magic in Equ. 1326. On epiphany motifs in this
speech, cf. Kleinknecht (1937b) 295-301, Horn (1970) 41, Dunbar (1996) 744.

2% On the reception of gods and heroes appearing in epiphany, cf. Pfister (1924) 312, Kleinknecht
(1937b) 296, Dunbar (1995) 745 on 1708-9, and the evidence in Currie (2005) 181-3, who
concludes ‘In these cases where the figure “received” is a god (Poseidon, Athena, Dionysos,
Asklepios) or a hero (Theseus), it is clear that their “reception” involves recognizing their divine
status and their entitlement to cult. The implication of extending such a “reception” to a historical
person is clear: they too were being cast as someone more than human and a fit object of
veneration.” Dunbar (1996) 745 on 1708-9, sharing this view, further refers to Aesch. Ag. 521-6.
2% Cf. Dunbar (1995) 746 on 1709—12 “Both similes clearly apply to [Peisetaerus], underlining his
fantastic apotheosis as the new Zeus.’

19 Cf. McKay (1967) 193 “The arrival of a divinity is commonly accompanied by the reaction of
nature.” On ocun and divine epiphanies cf. also HH 2.277-8, 4.231, Aesch. PV 115 (Prometheus
upon the appearance of the Oceanids), Eur. Hipp. 1391, and Van Leeuwen (1902) 256 on 1715.
Wilamowitz (1928) 374-5 = (1962) 458-9 refers it to Qupapdtov, but cf. Dunbar (1995) 748 on
1715. On the visual quality of smell (kaAov 6¢apa), cf. the evidence ibid. and Sommerstein (1987)
309 on 1716.

211 See above, p. 63; cf., e.g., Eur. Hel. 725 8dp’ Elewmec SABov.
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intentions, since similar prompts are found, in Aristophanes and elsewhere, in the
context of religious ceremonies,”'> but also precede the wedding song in Peace
(1316 edQnueiv xp1 kod THY vOpeny £Em tvit dedipo kopilew).”"?

While the messenger speech relies on a hymnic structure and integrates
hymenaeic elements into it, the choral ode itself is formally marked as hymenaeus
(1728-9 vpuevaiote | kai vopgidiotct 6éxecd’ adaic, 1735 év toudd’ vuevaiot, and
the refrain 17367 and 1741-2). Following this structure, the address that opens
the song is hymenaeic in so far as it praises beauty and blessedness (1721-2
nepumétecle pdxapa paxopt cdv toyat | @ @ed @ed Thc dpac, Tod KGAAovC).
However, when the chorus immediately measure the wedding by its benefit for
the community (1725 @ pakapictov cd yéuov tijide molet ypac), they shift the
focus to celebrating Peisetaerus’ apotheosis within the same theme of blessedness.
In the following strophe, a thematic announcement calls for a wedding song
(1728-9 vpuevaioc | kai vopediowct . . . ®daic), but the verb is again déyecOat,

which, as is argued in the preceding paragraph, can serve to recognise a person’s

212 Cf. Ar. Av. 958 (before the foundation sacrifices) evonuio &ctw; Thesm. 39-40 ebenpuoc mdic
écto Aooc, | ctopa cuykificac, 295-6 evonuia ct, evenuio ctw, ebyeche Tolv Ogcpo@opoy
KtA.; Nub. 263 (preceding the prayer to Aer) gdonuelv ypm tOV mpecfotny kol Tiic evyfic
énokovey, 297 (amid the parodos of the divine Clouds) AL’ gverjuet péya yap 11 Oedv Kiveiton
cuijvoc aowaic; Equ. 1316—17 (before the ‘epiphany’ of Demos) gvgnuelv ypn kai ctopa KAgis
Kol poptuptdv améyechot, | kai ta dikactiplo cuykAeiev. See also Pulleyn (1997) 184 ‘Once
gbonuia is established, then one can utter prayers.” As ‘abstention from certain forms of (ill-
omened) speech’ (ibid.), it is a suitable concept for comedy. Cf. also Willi (2003) 42
‘Communication with the gods is potentially dangerous. To guarantee the absence of ill-omened
interference, evgnuia is proclaimed at the first stage of a communal prayer ceremony. In practical
terms this was a call for abstentation from articulated speech. gdonia is also established before
other sitiuations that demand religious concentration (e.g. a sacrifice or the performance of a
hymn).’

1 On this passage, ¢f. Sommerstein (1985) 139 on Pax 96 and Olson (1998) 86 on Pax 96—7.
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divine status.*'* Significantly, the myth of the following two strophes parallels not
only the performance of the wedding ceremony generally,”" but also this
particular kind of ode. For as the chorus point out (1735 év toi®1d’ vuevaiot), the
song performed by the Moirae at the wedding of Zeus and Hera would have
involved a similar combination of praising their divinity and celebrating their
wedding.

Birds thus provides a complex blend of hymenaeic and hymnic elements,
incorporated into the general structure of a wedding song. Characteristically,
Peisetaerus responds to the song thus delivered in a manner that reflects his dual
role as god and husband. For although the chorus do not explicitly bid farewell,
Peisetaerus seems to presuppose an implied yoipe when he says éyapnv duvorc,
Exapnv odaic, | dyoapot 0& Adywv (1742-3). In doing so, he anticipates an element
that is customary at the end of wedding songs as well as hymns.*'®

These three passages can offer an answer to the question set out above. For
it appears from these texts that the hymnic purpose, in other words, the praise of
immortality does not need to be interpolated into the hymenaeic structure, but is
achieved by exploiting the formal elements that constitute this structure even
where mortals are addressed. Theocritus’ aetiological passage might reach the
limits of what is possible in this regard, but it remains striking that it should be

possible for the hymenaeus to serve as the enactment of cultic worship. If

1%t is plausible that d¢xscOat also featured in wedding songs, denoting the reception of the bridal

couple by the community or at the bridegroom’s house. In that case, there would be further
ambiguity in the Birds passage. However, no other attestation has come down to us.

13 Cf. Dunbar (1995) 756 on 1731-42 ... the mythological paradigm, comparing the present
marriage to a famous marriage of gods or heroes.’

*1® On the hymnic aspect, cf. Dunbar (1995) 761 on 1743—7 ‘[Peisetaerus] is here acting the god,
graciously “taking pleasure” in the worship offered.’



F.J. MEISTER 77
wedding songs praise the bridal couple in terms evocative of appeals to heroes
and gods, this treatment must, above all, have an impact on the mortal bridal

couple. The following paragraphs will try to assess this impact.

BRIDAL COUPLES AS IMMORTALS?

Attempts to assess the treatment of mortal bridal couples could be seen as
difficult, given that unambiguous examples of this kind of wedding song are few
and almost restricted to Sappho’s ill-preserved fragments. However, as this
chapter aims to show, all wedding songs, even the mythical ones, observe with
great care a tradition that is ultimately rooted in a distinct performative context
and song culture. It is for this reason that we might be entitled to draw, with due
caution, conclusions from those elements that the above survey identifies as
distinctly hymenaeic.

Following the observation that the hymenaeus can resemble hymns
addressed to gods, in structure and purpose, it seems that two different arguments
could be developed regarding the mortal bridal couple that would have received
such a song. First, it could be thought that the wedding song, like the wedding
vase, emphasises the shared nature of the wedding ceremony among mortals,
heroes, and gods. To achieve that, it would create a dimension in which the

differentiation between mortal, heroic, and divine is dissolved. Second, it could be
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argued that the wedding song not merely dissolves these boundaries, as does
wedding iconography, but that it elevates the mortal bridal couple into the higher
spheres of mythical heroes and gods.

Indeed, it seems that the second argument finds stronger support in the
extant hymenaeic fragments and complete songs. A first indicator of this are the
comparisons of bridal couples with heroes and gods that we find in most of the
longer pieces from Sappho to Lucian and the late-antique tradition of epithalamia.
Evidently, these comparisons root the point of reference in the immortal sphere
and measure the qualities of the mortal bridal couple against it. They reinforce the
general boundaries between mortal and immortal, rather than obscuring them,
separate the particular bridal couple, and approximate them to the latter sphere, if
only in a certain respect. The effect of this approximation is not necessarily
lessened by the observation that similar comparisons are commonplace in epic.>'’
For epic narrators readily concede that the sphere inhabited by epic heroes is

218

closer to that of the gods than to historical times.”~ What can be said of these

heroes might still be extraordinary if applied to living mortals.
As is argued above, these comparisons are centred around concepts of

beauty, both male and female. It appears that, from the conventionalised

217 Cf. Roloff (1970) 103—4 on a ‘offenkundiger Anklang an die homerischen Formeln’ in Sappho.
BB g 11.5.302-4 b 82 yeppadiov AaPe yepi | Tudeidnce, uéya épyov, & od 800 y° &vdpe pépotey, |
oot vdv Pportoi gic’, 12.381-3 008¢ k& wv péa. | xeipece’ aupotépnic &xor dvip oOSE PaA’ BdV, |
oiot viv Ppotoi gic’, 447-9 1ov & ob ke &V’ dvépe duov dpictm | pnidime én’ Guaav am’
obdevoc oyAicceiav | {olot vOv Ppotol gic’- ... } (449 del. West), 20.285-7 & 8¢ yepuddiov AdPe
yewpi | Aivelac, péya Epyov, & od dvo v’ &vdpe gépotev, | olor viv Ppotoi sic’. Cf. Roloff (1970)
106 ‘Diese beiden Stellen [sc. Sapph. frr. 96.21-82 V and 23.4-5 V] lassen deutlich werden, daf3
fiir Sappho der Bereich der Heroen als der fuifeot bzw. fuiBeor trotz aller urspriinglicher
Gemeinsamkeiten vom Menschen weg in die Ndhe zum Géttlichen geriickt ist, und dafl umgekehrt
den Menschen ein Abstand minderer Vollkommenheit nicht nur vom Géttlichen, sondern ebenso
vom Halbgéttlichen trennt . . .°, Currie (2005) 178-9 ‘The heroes of epic are “godlike men” par
excellence.’
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perspective of the wedding song, the beauty displayed by the bridal couple at their
wedding day is such that it surpasses common mortal appearances and
approximates to divine splendour.

A second indicator of the approximation of the bridal couple into immortal
spheres is found in the conventional attribution of the bridal couple as paxap. For,

primarily, this term denotes the endless and untroubled existence enjoyed by the

219

gods.” " In epic, where it is a stock epithet of the gods, we find it commonly

220

combined with the phrases aigv €6vtec (e.g., II. 24.99)"" and peio (wovtec (I1.

6.138), and contrasted with the mortality of humans (/I. 1.339 npdc te Bedv
Hokapmv mpoc te Bvntdv avopdrmv).”?! As opposed to the related term 8ABuoc,
pakap has its point of reference not in the human experience, but in the divine.
Hence, it is applied to humans only in a handful of epic cases, where a
comparison with the life of the gods seems to be implicit,”* whereas Solon

explicitly denies the achievement of this state to mortals (/EG 14.1 ovde pdxop

s oy ’ r 5 \ 3 I P \ 5 1 ~ N 223
ovdeic méhetan Ppotoc, AALG movnpol | Tdvtec dcove Bvnrove néAoc Kabopdt).

Pindar, too, tends to attribute it only to gods and semi-divine people or heroised

mortals.** Only once, in Pythian 5, the term is used of living mortals (Arcesilas

1% On péxap and its implications, see above, n. 13.

220 Cf. also Od. 5.7, 8.306, 12.377, HH 4.249-50, 13.55 paxdpscct, Tol odpavdy edpdv &xovct.
2Lt also 1. 5.339-42, 6.141-2, 21.463-6, where it is used in a contrast between divine
consumption of nectar and the human consumption of food and wine.

22CE. 11, 3.181-3, 11.67-9, 24.376-7, 543—6, Od. 1.217, 6.154-9, 11.483—6, 18.125—7. On these
passages, cf. De Heer (1969) 6-11.

2 A similar conclusion is drawn by the chorus at the end of Soph. OT: i® yeveai Ppotdv, | Gc
vudc fco kol 10 un-|6ev {ocac EvaplBud. | tic yap, tic avnp mAéov | tdc gddapoviac eépet | fy
tocobTov Gcov dokely | Kai 06&avt’ amokAival; | TOV cov Tot mapdderyp’ Exmv, | Tov cov daipova,
1OV cov, ® | TAdpov Oidiméda, Ppotdv | 008V paxapilo (1186-96).

2% On the use of péxop in Pindar, cf. Currie (2005) 229-30.
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in line 20 and his charioteer in line 46), and here considerations of hero cult might
be relevant.””’

This usage suggests that, in the wedding song, péxkap conveys the state of
happiness that bride and bridegroom enjoy at their wedding, and that it does so
through an implicit comparison of this state with the eternal bliss of the gods. The
wedding song thus conventionally ascribes to the bridal couple an experience that
other poetic genres hesitate, or refuse, to ascribe to mortals. It seems that, in the
ideology of the wedding song, the bridal couple experience a moment of joy so
extraordinary and awe-inspiring that it can be compared to nothing but the
undisturbed existence of gods. That is to say, the bridal couple enjoy a moment of
immortality. Of course, this moment only lasts for the duration of the wedding
ceremony, and so the bridal couple will not become gods. Nevertheless, we find
in the wedding ceremony, according to the ideology of the wedding song, a
moment where humans temporarily leave behind mortal restrictions and approach
the immortal sphere.

While these elements of wedding songs suggest a temporary approximation
of the bridal couple to immortal spheres, and so convey sublime praise, elements
of jest, mockery, and abuse, often directed at the bridal couple in the vicinity of or
even within such praise, could appear to be disruptive. In Sappho’s fr. 111 V, for
example, the comparison of the bridegroom with Ares could be seen as light-
hearted given the hyperbolic expressions surrounding it (esp. 7 &vopoc peydio

ol pécdwv). However, this humorous tone does not necessarily lessen the

223 Cf. Currie (2005) 248-9.
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impact of this and similar comparisons. As is shown above, traditions of ckontew
at Greek weddings, and of Fescennini uersus at Roman weddings, are attested
also outside of organised lyric compositions, which merely present poetic
manifestations of this ritual practice. Laughter at weddings thus appears to be a
form of ritual laughter, and in the context of sublime praise it is likely to serve,
here as elsewhere, primarily apotropaeic purposes. As is variously expressed in
praise poetry, strong praise can risk inspiring arrogance and self-deception in its
recipients, or of incurring divine jealousy and retribution. Hymenaeic humour can
be interpreted as a means of checking such adverse responses to the elevated
treatment that the bridal couple indubitably receive.”** The very need for such
checking mechanisms can serve to indicate the high degree of elevation that the
bridal couple receive at the wedding in general and in the wedding song in

particular, and the potential dangers that lurk behind such treatment.

CONCLUSION

A fragment attributed to Antiphon the ‘Sophist’ (VS 87 B49) develops a
perspective on marriage that can contrast, in an instructive manner, the

perspectives found in wedding songs. For the author, the wedding marks the

2% On this function of humour and abuse at weddings, cf. M. Treu (1968) 224 on Sapph. fr. 105a
V and R.D. Griffith (1989) 56—7 ‘Abuse may have checked hybris at weddings, but was
subordinate to the over-all task of praise. It was also easily recognized as abuse.’
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beginning of a new phase in life (adtn 1 Nuépa, avtn 1| vo& kavod daipovoc
dpyetl, kavod moOTUOL), a phase that is chiefly concerned with increased worry
(8vectt mAnciov mov kol t© Avmnpoév). He argues that, for a male individual to
maintain his basic human needs, i.e., health, everyday sustenance, and good
reputation (Vmép te ThG VYeloc Tod copatoc HEP T€ ToL Kb’ uéEpav Biov €c v
Eviloynv Dmép Te S6ENC Kai coppochvie kol edkeioc kai Tod €0 dkovew), can
be difficult enough. In marriage, these worries are doubled, the wife being merely
a second body for the husband to maintain (ti ovv, &l yovi yévorto cdpo Etepov
towodtov, 8 vé¢ por obtwc obtwc Emperéc e€in;). Ultimately, this double
maintenance can amount to a question of life and death (ovx &v dvvaiumv {Qv).
The original context of this fragment is lost, but, in its general acknowledgment of
the desire to marry, especially among the young (ti yap fj010v dvBpdmmt yovaikoc
kataBopioc; Tt 6 yAvkotepov dAAmC Te Kol vEmL;), it is conceivable as a piece of
advice offered to someone (or anyone) intending to marry, and as an exhortation
to consider the consequences.

This negative view on marriage can serve as a corrective to the positive
views offered in wedding songs. Concerns similar to the ones advanced by
Antiphon, widespread though they might have been in patriarchal societies, hardly
find their way into songs associated with weddings. Only in Sappho’s fr. 112 V
(1-2 OAPe yauppe, coi pev yapoc oc dpao | Ektetédect’, Emic o0& mapbevov Gv
dpao) one such concern seems to be presupposed, namely that of marrying within
one’s station (compare Antiphon’s i yop toyxot pun €mtndeia yevouévn, ti xp1 Tijt

coppopdr ypfcbai;), but this concern is refuted at the outset because of the
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positive outcome of the wedding recognised in the song. For all other songs,
Antiphon’s fragment enables us to assume that they deliberately pass over such
worries and focus instead on positive aspects of the wedding, such as the beauty
displayed and the happiness enjoyed by the bridal couple.

That the praise of these qualities happens at the expense of financial or
social concerns potentially lurking beneath wedding celebrations is suggested by
two characteristics of this praise, which this chapter aims to elucidate. The first
characteristic is the highly generic and conventionalised manner in which this
praise is developed. For we never seem to find an acknowledgement of particular
aspects of the beauty or the happiness of the particular bridal couple. Even in a
poem like Catullus 61, which is preserved as a whole and directed to an
identifiable couple, distinct traits of this couple appear not in the sections praising
them, but in those mocking them (esp. 119—43). The second characteristic is the
highly concentrated and intensified form that this praise commonly takes. In the
wedding songs discussed here, the beauty and happiness of the bridal couple are
presented as so great that they approximate to divine splendour and bliss, and this
presentation is reflected throughout the formal and thematic design of these songs.
These two characteristics appear interrelated because the approximation of the
bridal couple to immortality emerges as a conventional perspective of wedding
songs. As part of the poetics of hymenaeic praise, this perspective has no
necessary bearing outside the poetic world within which it unfolds, although it is
likely derived from the exceptional treatment that the bridal couple receive in the

wedding ceremony, which is also reflected in wedding iconography.
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Antiphon embeds the worries and risks involved in marriage in a discourse
on the dynamics of toil and reward. Since all great goods come to man only as a
result of struggle and suffering, a successful and reputable marriage, too, depends
on much pain and hard work (ai yap 1d0ovai 0Ok &ni cE®V aOTAOV EUmopevovTal,
GAL’ dxorovBodcty avtoic Admat kol wovor). As the paradigm for this relationship,
Antiphon then refers to the victors at the Olympian, Pythian, and other games
(mel kol dAvumiovikal kol Tublovikot kai ol TolodDTol Aydvec kol copion kol macot
Ndovai éx peydlmv Amnudtov £0élovct moapoyivecOar: Tipal yap, aOia, Sedéora,
a O 0eoc &wkev avBpomolc, peydhov moOHVeOV Kol Opodtev gic dvhykoc
kafwctdcwv). This comparison between a successful marriage and athletic victory
is striking and points to a deeper connection between the wedding ceremony and
the victory celebration, and between the respective songs performed at these

occasions. This connection is the subject of the following chapter.



THE VICTORY ODE
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INTRODUCTION

When Horace characterises the victors at the Olympic Games, quos curriculo
puluerem Olympicum | collegisse iuuat metaque feruidis | euitata rotis palmaque
nobilis | terrarum dominos euehit ad deos (Carm. 1.1.3-7), he explicitly compares
the aftermath of victory with immortality. Here, the focus is neither on potential
forms of worship that the victor might receive for his achievement, nor on the
conservation of his fame in song, but on the extraordinary state that he enjoys
immediately after the victory. The same thought appears when Horace
characterises specifically those athletes celebrated in Pindar’s epinicians, quos
Elea domum reducit | palma caelestis (Carm. 4.2.17-18). Here, the image is a
triumphant victory procession where the glory, vigour, and happiness that the
victor exudes make him appear closer to the gods than to the ordinary mortals
surrounding him.*”’

The thought that the aftermath of athletic victory means for the victor a
moment of immortality is, in such explicitness, unparalleled in the odes of Pindar
or Bacchylides. It is, however, not entirely absent. This chapter aims to show that,
in some odes, immortality is a relevant background against which the

achievement of and reward for victory is measured, and that this immortality is

presented in these odes implicitly through mythical narratives. The focus of this

227 Cf. Richard Thomas (1983) 99-103 and (2011) 112-13 ad loc., who assumes a Callimachean
model (e.g., AP 7.525.4 = Epigr. 21.4 Pfeiffer 0 & fjewcev kpéccova Packavinc) reflected in
Horace, as well as in Verg. G. 3.37-8 (inuidia infelix Furias amnemque seuerum | Cocyti metuer)
and Prop. 3.1.21-2 (at mihi quod uiuo traxerit inuida turba | post obitum duplici faenore reddet
Honos). These passages, however, are all explicitly concerned with immortality in song. In
Horace, the focus seems to be on moments of immortal happiness.
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chapter is on mythical paradigms like Heracles, Perseus, and Pelops and their
journeys into immortal realms, on the carefully constructed parallelism between
these paradigms and the respective victor, and on the implications of such
parallelism for the characterisation of the victor. Since the arguments developed
in the following paragraphs are concerned with a feature of the metaphorical
language of the epinician, they affect our understanding of the victor and the poet
only as conventionalised personae, not as historical individuals with distinctive

aspirations and predilections.**®

MYTH AND IMMORTALITY

Questions regarding the purpose of a mythical narrative within the composition of

the epinician are complicated and relate to the wider question of unity, which has

229

vexed Pindaric scholarship at least since Hellenistic times.” While it can never

be excluded per se that narratives are related for their own sake, as a means of
entertainment, > scholarship has become increasingly aware of the variety of

ways in which certain narratives can interact with other elements of an ode and

% In this respect, this chapter differs significantly from the purpose of Currie (2005).

Nevertheless, the questions pursued there provide an important background for the following
paragraphs.

2 On problems of unity in ancient scholarship, cf. Drachmann (1891) 5-18, Most (1985) 12-25,
Currie (2005) 331 with n. 196. On modern times, cf. Drachmann (1891) 18-44, Young (1970),
Heath (1986), Krummen (1990) 10-30, Pfeijffer (1999) 12—18, Patten (2009) and Indergaard
(2011b) 1-5.

% On the ‘decorative’ function of myth, cf. Thummer (1968) 1.110-20, Patten (2009) 146—54.
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contribute to an overall encomiastic programme.”' Where mythical figures
provide paradigms for characters of the hic et nunc, the narrative would function
in a way similar to similes or metaphors, with a source domain, a target domain,
and a more or less complex net of connections between the two.>** Often,
however, the precise nature of the target domain is obscure and more than one
construal is reasonably possible, ranging from the victor to the poet to the victor’s
hometown etc. The extent of ambiguity that can arise by these means seems to
depend in part on the size of the narrative. While shorter narratives provide
straightforward paradigms for laudandus or laudator, often explicitly, longer
narratives tend to create a variety of associations as they unfold.

In fact, most of the shorter and explicitly paradigmatic narratives seem to
invite comparison primarily with the laudandus. In Pythian 1, for example, the
story of Philoctetes is related because Hieron, like the hero, set out in a state of
illness to aid his allies (50-1 tav ®@loktntdo dikav E@émwv | éctpatehon). In
Olympian 10, the laudator wishes that Hagesidamus may offer gratitude to his
trainer Ilas as Patroclus did to Achilles (17-19 "Thar pepéto yépwv | Ayncidapoc

dc | Ayiel Tatpokhoc).™

In Pythian 6, the laudator attributes Thrasyboulus
with the same reverence towards gods and parents that Chiron once instructed
Achilles to observe (19-27, esp. 19-22 dopBav dyeic épnuocivay | 16 mot’ &v

ovpect avti peyohochevel | dlvpac viov opeavilopévor | IInieida mapaiveiv).

In the following lines, Antilochus is introduced as a second example of filial

1 Cf, e.g., Kéhnken (1971), Carey (1981) 10, Slater (1984) 250, Lloyd-Jones (1990) 645, Erbse
(1999), esp. 30-2, and Indergaard (2011b) 2-3.

22 0n metaphors, see above, n. 16.

3 A similar, though less explicit, comparison is made in O. 9.76-9, 835 between Epharmostus
and Lampromachus and Achilles and Patroclus.
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devotion, and at the end of the narrative Thrasyboulus is presented as the present-
day counterpart of that hero (43—5 td pév mapiketr | T@v vov o€ kol @poacvovioc |
natpoy pdiicta mpoc ctdbuav EBa). In Olympian 6, the laudator explicitly

compares Hagesias with Amphiaraus, because both combine the art of divining

234

with martial or athletic prowess (12—14, 16—17).”" Moreover, the central narrative

of Tamus’ life, related from birth to heroisation (28-71), is evidently designed in

reference to the lamid Hagesias (cf. 5).%

On the basis of these explicit comparisons between mythical heroes and
laudandi, it is tempting to interpret also other narratives, which are more open to
interpretation, with a view on the /audandus. Most longer narratives, especially in
Pindar, are centred around a hero’s cultural or martial exploits, around struggles
and their resolution.”® In itself, this kind of plot could seem to provide an apt
reflection of athletic training and competition. However, while this argument is
frequently encountered in Pindaric scholarship, its implications are often
neglected. For many narratives contain not only the struggles undertaken by the

mythical hero, but also the reward received for them, and this reward is often a

24 Cf. Kirkwood (1980) 86 ‘Amphiaraus symbolizes Hagesias as warrior and prophet’, Erbse
(1999) 16-17.

33 Explicit comparisons are also found in N. 3.14-15 (Aristocleides and the Myrmidones) and 1.
4.49-55 (Melissus and Heracles), which are both discussed in detail below.

236 Exceptions are, for example, the female protagonists of Pythians 3 (Coronis), 9 (Cyrene), and
11 (Clytemnestra), where the function of the narratives are debated. On the possible parallelism
between Coronis and the laudator in P. 3.8-37, cf. Race (1989) 191, Finglass (2007) 42—4. On the
parallelism between Telesicrates and Cyrene in P. 9.1-75, cf. Winnington-Ingram (1969),
Woodbury (1972), Robbins (1978), Carson (1982), Kirkwood (1982) 216, Suarez de la Torre
(1984), Kohnken (1984), Miller (1993) 26. On the problems of ‘relevance’ regarding the
Clytemnestra narrative in P. 11.13-37, cf. Wilamowitz (1922) 263, Bowra (1936), (1964) 154,
294, 405, and (1965) 104, Finley (1955) 100-5, Burton (1962) 63, 71-3, Most (1985) 25, Finglass
(2007) 41-7.
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form of immortality. >’ Thus, Pelops receives a hero cult after defeating
Oenomaus in the chariot race in Olmpian 1 (90-3). In Olympian 2, Semele and
Ino-Leucothea are immortalised in return for their suffering (22-33, esp. 23
Kd&dpoto xkovparc, Emabov ot peydia). lamus becomes a hero in Olympian 6 (50—
63). Tlaptolemus receives worship dcmep Oedt in Olympian 7 (76—80). Aristaeus
will, according to Chiron’s prophecy, be immortalised by Gaia and the Horae in
Pythian 9 (esp. 63). At the beginning of Nemean 10, Athena makes Diomedes a
god (7), and Amphiaraus is turned into an oracular hero (8); with these two
immortalisations at the beginning of the ode, and the choice offered to Polydeuces
at the end (55-9, 80-90; see the following paragraph), immortalisation frames
Nemean 10 as a whole. The most prominent apotheosis is that of Heracles,
recounted or alluded to in Olympian 3 (36-8), Nemeans 1 (69-72), 3 (22), and 10
(17-18), and Isthmian 4 (58—69). Moreover, epinician narratives refer to places at
the edge of or beyond the known world, where mortals can be brought to enjoy

immortal life. Thus, Peleus, Cadmus, and Achilles are said to live on the Isles of

7 In the world of myth, the boundaries between mortal and immortal are generally fluid. Heroes

of narratives enjoy the company of gods, who assist them in their adventures, dine with them,
attend their weddings, and even marry them: Tantalus invites the gods to dinner in exchange for
the meals enjoyed on Olympus (Gpoiaio Beoict deinva) in O. 1.36-9; Peleus marries Thetis and
Cadmus Harmonia in P. 3.86-95, kai 0ol daicavto map’ appotépoic (93); the chorus of Muses
sings at the wedding of Peleus and Thetis in N. 5.25-6 (0i 8¢ mpdTicTov pév duvncav Aloc
apydpevor cepvav Oty | TInAéa 0°). Peleus is e0daipov youPpoc Bedv in 1. 6.25; Heracles
marries Hebe and becomes yapuppoc "Hpac in /. 4.76-8; a metaphorical yduoc takes place between
Apollo and Cyrene in P. 9 (13 &uvov apuodloica [sc. Appodita, cf. 9] Bedt te yapov prybévia
kovpat 0” Ywéoc gupufia, S1 tovtdr mdcic Tkeo Paccav, 66 Tepmvay YALOV KPOIVELY TEAEVTAV).
The line between mortal and immortal can also be crossed in the other direction: Ixion (P. 2.25-6)
and Tantalus (O. 1.54-64) are expelled from Olympus and receive the opposite of immortal bliss,
eternal punishment; Pelops, in turn, who was sent to earth as a result of his father’s transgression,
regains immortality in the form of heroic worship (P. O. 1.90-9). In other cases, attempts to attain
immortality fail unless a god vouchsafes them: Asclepius’ resurrection of a dead man results in
death (P. 3.55-8), as does Belerophon’s ascent to Olympus (/. 7.44-7, O. 13.91), while Pegasus is
accepted among the gods (0. 13.92). The choice offered to Polydeuces by Zeus in N. 10.55-9 and
80-90, either to live as a god on Olympus or to share his lot with his brother, illustrates well how
flexible movements between the mortal and the divine spheres can be in the world of the myth.
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the Blessed in Olympian 2 (78-9; cf. P. fr. 172.1 SM IleAéoc avtiBéov, P. 3.88
avtifémt Kadpmy), and Croesus is transferred to the Hyperboreans by Apollo in
Bacchylides 3 (58-62 16te Aoloyeviic AmdAlwv | ¢épwv €c YrmepPopéovc
YEPOVTQ | COV TOVICEUPOLC KaTévacce kKovpatc | 61’ gucéPetav, Tt péytcta Bvatdv |
éc ayabéav avénepye [Tubm).

In cases where the exploits of a mythical hero provide an implicit or explicit
parallelism with the training of the athlete, immortalisation as a reward for these
exploits is likely to continue this parallelism. The end of Olympian 10 offers an
instructive example of this effect of the narrative on the hic et nunc. There, the
laudator compares the beauty that he observed in Hagesidamus at the moment of
his victory (expressed through the aorist €idov in 100, and keivov kotd YpovoV in
102) with the beauty of Ganymede, which secured his immortalisation (103—5
i5é0n 1& KAAOV | dpon Te Kekpapévov & mote | dvandéa Tovopundel Odvotov Ghke
cov Kvmpoyevel). This comparison creates the impression of an analogy between
Ganymede’s immortal life on Olympus and the moment of Hagesidamus’ victory,
which the ode preserves like a photograph.”® Whereas Olympian 10, thus
interpreted, explores the momentary nature of victory, the end of Nemean 10
seems to focus on the ambivalent nature of the victor during that moment. There,
Castor and Polydeuces, who are introduced as ‘good athletes’ (50-1 o0 Oodpa

coicwv | €yyevee Eupev aebintaic dyaboictv), and whose struggles with Idas and

2% Cf. Nassen (1975) 239 ‘Since Hagesidamus shares the beauty of Ganymede, he will certainly
escape a common end. Just as Ganymede was spared from meeting ruthless death ... because
Aphrodite blessed him ... with a handsome appearance, so will the son of Archestratos also be
spared; for he has been favored with victory by the king of the gods for his athletic prowess and
physical strength and will thus live for all eternity in Pindar’s immortal epinician song.” Cf. also
Wilamowitz (1922) 220, Hubbard (1985) 69, and Verdenius (1988a) 86 on 105, Hutchinson
(2011) 115 with n. 7.
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Lynceus are described in terms reminiscent of athletic competition generally and
of wrestling particularly (61-72, esp. 61 Aowynpoic d6¢ nddeccv, 66 KoV, 68
guporov, 69 o0d’ davéyaccav: €poppabeic o’ dp’ drkovilt Bodr), are evidently
designed as paradigms for the athlete. The result of this struggle is Castor’s death
and Polydeuces’ subsequent decision, not to enjoy Olympian immortality forever
by himself (83-5 &l pév 6avatdv 1e uydv koi yfipac dmexdopevov | avtodc
ObAvumov Béleic vaiewv €uol, cov T ABavaiot kelowveyyel T Apet | &cti cot
To0UTOV Adyoc), but to share a combination of mortality and immortality with his
brother (86—8 mavtmv 6¢ voeic amoddccacOot icov | fjucy pév ke mvéoic yaioc
vévepOev £dv, | iy & ovpavod &v ypucéotc dopoicty). Remarkably, the end of
Nemean 10 does not return to the hic et nunc, but closes with the image of

alternating life on Olympus and in the underworld.>’

In doing so, the ode leaves
unchecked any intimation, potentially arising from the parallelism between the
Dioscuri and the athlete, about the laudandus experiencing a similar hybrid of
mortality and immortality at the moment of his victory.**

This chapter aims to pursue a similar line of interpretation in a selection of

odes, the narratives of which conclude in immortalisation, and which therefore

invite comparison between the moment of victory and immortality.

29t Young (1993) 128-9 ‘He [sc. Pindar] almost always returns to comment on the victor’s
present state, that part of the poem which Schadewaldt called the “zweite Siegerlob.” But here, 1
shall later suggest, the “zweite Siegerlob” is contained in the myth itself.” The reference to
Schadewaldt is to Schadewaldt (1928) 284.

% On aspects of mortality and immortality in the myth of Nemean 10, and their effect on the
characterisation of the laudandus, cf. Stern (1969), Carne-Ross (1985) 82-3, Young (1993), and
Currie (2005) 217.
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GNOME AND MORTALITY

While the suggestive force of myth is widely acknowledged, its impact on a given
ode as a whole is often measured against the adjacent gnomic statements, which
seem to contradict overtly what a myth can intimate. In most of these statements,
the /audator recommends satisfaction with what has been reached and advises
against yearning for more. The tension between contentment and aspiration takes
the shape of metaphorical dichotomies, like near and far, familiar and strange,
native and foreign, possible and impossible, or indeed mortal and immortal. Other
images, like the Pillars of Heracles, the Hyperboreans, or ascent to Olympus, are
employed for the same purpose.**!

A supposed contradiction between myth and gnomeé does not, in itself, rule
out or even weaken the potential implications of a narrative. First, at least some
epinicians appear to be designed as fundamentally polyphonic compositions
where no voice would @ priori seem to hold supremacy over the others.”** A
second and more important consideration concerns the function of gnomai. As
break-offs, they can serve a rhetorical purpose, leading from one section of the
poem to another. In this capacity, many are as likely to relate to the laudator and

the fiction of an improvised song on a ‘subjective’ level, as to the /audandus on

**! Dichotomies: O. 1.113-14, 5.23-4, P. 3.19-23, 61-2, 8.76-8, 10.28-9, N. 9.46-7, 11.13-16, I.
2.39-42,5.12-16, 6.10-13, 7.39—44; Pillars of Heracles: O. 3.43-5, N. 3.19-21, 4.69, I. 4.11-13;
Hyperboreans and ascent to Olympus: P. 10.27-30. Cf. Thummer (1968) 1.67-81, Gianotti (1975)
129-30, Gerber (1982) 173—5 on O.1.114, Hubbard (1985) 11-12, Race (1990) 191-5.

2 On the supremacy of gnomai, cf. Bowra (1964) 61, Kirkwood (1981), Instone (1993) 19-20.
Cf., contra, Hubbard (1985) 7 ‘In Pindaric criticism, this critical bias has resulted from an
overemphasis on individual gnomic statements.” On epinicians and polyphony, cf. also A. M.
Miller (1993), Hutchinson (2001) 436-7, Currie (2005) 80, (2013) 244; on polyphony and lyric
generally, cf. Blevins (2008).
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an ‘objective’ level.**?

The image of the journey, which underlies all gnomic
utterances, can refer both to the laudandus’ path of achievement and to the
laudator’s path of song.*** Gnomic statements, we may conclude, can be as
ambiguous and open to interpretation as mythical narratives.

Claims such as pn patedent Beoc yevécBon (0. 5.24) or un pdreve Zevc
vevécBau (1. 5.14) are not affected by the considerations raised so far because they
can only refer to the laudandus. However, these claims only provide a problem if
we interpret a narrative about immortalisation as a promise of actual immortality

for the victor.”*

If, on the other hand, we consider immortality a metaphor for the
victor’s experience, the content of these gnomai is not challenged. The laudandus
may be presented through myth as someone who enjoys a moment so

extraordinary that he appears similar or identical to a god for that moment, but he

246
does not become a god.

VICTORY SCULPTURE

The arguments developed in the preceding paragraphs about the purpose of

mythical narratives within the epinician in general, and about the suggestive force

3 Cf. Hubbard (1985) passim, Indergaard (2011b) 120—1. On objective and subjective, cf. Bundy
(1962) 12—-13.

% Cf. Becker (1937) 50—68 on objective usage of the image of the path, ibid. 68—85 on subjective
usage.

245 Cf. Currie (2005) 78-81.

46 Cf. similarly Young (1993) 126 *. . . these passages are not real warnings or rebukes. Rather,
they are highly complimentary statements, something like beatitudes, that Pindarists recognize as
elements of the ne plus ultra theme.’



THE VICTORY ODE 95
of narratives about immortality in particular, find further support in sculpture,
especially in civic monuments associated with athletic competition. For the
questions asked here, this type of sculpture provides more immediate access
because it is not addressed to a particular victor but seeks universal relevance.
Also, in interpreting mythical depictions in sculpture, several of the voices that
can complicate narratives in the epinician, like the laudator, the laudandus’
family or social milieu etc., are absent. Instead, if mythical scenes in sculpture
serve a paradigmatic purpose, they are more likely to reflect the path of the athlete
than, say, of the sculptor.

That sculpture is a relevant background for epinician poetry is suggested not
only by explicit remarks in Pindar’s odes,”*’ but also by archaeological findings
that reveal the extent to which Pindar engages in a dialogue with this art form.
The Alcmeonid temple of Apollo at Delphi, for example, which shows on the east
pediment Apollo with his chariot, is alluded to in Pythian 7 (9—11) to glorify the

248

Alcmeonid Megacles.”™ The Siphnian treasury at Delphi, depicting on the east

frieze the battle of Achilles and Memnon over Antilochus’ body with Nestor in
the far right, seems to have influenced the mythical narrative of Pythian 6 (28—
42).** The new pediments of the temple of Aphaea in Aegina (c. 480 BC), which

depict on the east frieze the first sack of Troy, on the west frieze the second, seem

#7TCf. N. 5.1-5, 4.79-85, P. 6.1-18, I. 2.45-6. On Pindar and sculpture generally, cf. Steiner
(1993), (1998), (2001), Kurke (1993), O’Sullivan (2003), Rosalind Thomas (2007), and Smith
(2007).

8 For a reconstruction of the pediment, cf. Lacoste (1920), La Coste-Messeliére (1931) 33-67.
For its influence on Pindar, cf. Steiner (1993) 166—7, Athanassaki (2011b) 245-54.

¥ For a reconstruction of the frieze, cf. Brinkmann (1985), (1994) 139-53. For its influence on P.
6, cf. Shapiro (1988) and Athanassaki (2012a).



F.J. MEISTER 926
to provide a model for the narratives of the Aeginetan odes Olympian 8 (30—
46),”" and Isthmians 5 (34-8) and 6 (26-35, 51-4).%"

Of primary importance for the questions asked here is the sculptural
programme of the temple of Zeus at Olympia, built while Pindar was composing
odes for Olympic victories (c. 470-50 BC). This monument shows on the east
pediment Pelops and Oenomaus with their chariots, on the west pediment the
battle between Lapiths and Centaurs, and on the metopes of pronaos (east) and
opisthodomos (west) the twelve labours of Heracles, six on either side. The
monument is the centre of the temple district of Olympia: in the bouleuterion,
athletes would sacrifice and swear the oath of fair play before competing;*>
victors might have been crowned in the pronaos;*>® votive offerings of victorious
athletes surround the vicinity of the temple.>”

The depiction of Heracles and Pelops at Olympia is sufficiently motivated
in the role that both heroes played in the foundation of the games. There is,
however, a strong possibility that the sculptures are also designed to invite

comparison between the mythical figures and the athletes performing rites in the

vicinity. The chariot race of Pelops and Oenomaus provides a paradigm for

% For reconstructions of the friezes, cf. Ohly (1974) 47-66 and (1976). For its influence on O. 2,
cf. Podlecki (1976) 405-8, Burnett (2005) 2944, 219, 245-7, Santi (2006), Athanassaki (2011a)
281-6 and (2012) 139-42.

»1 Cf. Indergaard (2011a) 306-21.

2 On athletes taking their vows at the bouleuterion of the temple, cf. Paus. 5.24.9 6 8¢ év @t
Bovievtnpiotl wavtov omodca aydipato Awdc pdiicta éc EkmAn&v adikov avop®dv memointar
énikAncie p&v ‘Opkioc ctv adtdl, €xetl 6€ &v EKatépat Kepavvov yepi. mapd TovTmL kabéctnke
toic afntaic kol moTpdcy ovTdV Kol adedoic, Tt 0 yvuvactoic €mi kAmpov KaTopvvucHaL
topiev, undev éc tov Olvumiov dydva Ececbaot map’ aOTOV KAKOVPYN L.

3 Cf. Sinn (2000) 58, 69.

% Cf. Barringer (2005) 212.
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athletes competing in this particular discipline.”>> A similar paradigm in the case
of Heracles and of the Centauromachy is suggested by scenes where the heroes
are engaged in poses typical of wrestling or boxing.”>® More strikingly, Heracles
and one of the Lapiths exhibit injuries characteristic of boxing (the ‘cauliflower
ear’).”’ Pausanias (6.5.5-6) even preserves an example of one athlete, a certain
Polydamas, who identified himself and his career with Heracles and his
labours.**®

If a paradigmatic function can be assumed for these depictions, immortality
is an implicit element of the parallelism. Heracles’ apotheosis is not shown on the
metopes, but as the result of and reward for the labours depicted it is present in the
background of the narrative.>® This impression is enhanced by the way in which
the scenes progress linearly through the hero’s life, from a beardless youth in the
first scenes to a bearded middle-aged man in the later scenes. Even without an
explicit depiction, this progression points to the last stage of the hero’s life as a
god on Olympus. The same can be observed in the case of Pelops. Apotheosis is
no element of accounts of the hero’s life, but the worship that he received at

3 The paradigmatic function of Pelops is complicated by versions of the story where Pelops wins

by manipulating or bribing Oenomaus’ charioteer Myrtilus, cf. Soph. Oenom. TrGF 4, F471-7,
Eur. Oenom. TrGF 5.2, F571-7, Diod. 4.73, Apollod. Epit. 2.4-8. It would appear that the
sculptural programme at Olympia chooses to ignore these compromising elements in the tradition
of Pelops, as does Pindar in his account in O. 1.71-88.

26 See Heracles® battle with the Cretan Bull: G. Treu (1897) pl. 45, fig. 4; the Keryneian Hind: G.
Treu (1897) pl. 45, fig. 5; and the Hydra: G. Treu (1897) pl. 45, fig. 2. On Heracles, cf. Barringer
(2005) 237. On the Lapiths, cf. Raschke (1988) 42-3, Barringer (2005) 234. On the iconographical
assimilation of Heracles and athletes more generally, cf. Mackey (2002).

»70n Heracles’ injury on G. Treu (1897) pl. 45, fig. 1, cf. Raschke (1988) 33—4, Pimpinelli
(1994) 3534, Barringer (2005) 237; on the Lapith’s injury on G. Treu (1897) pl. 45, fig. Q, cf.
Rehak (1998) 199, Barringer (2005) 234.

2% On the anecdote of Polydamas, a victor in the pancratium, cf. Paus. 6.5.5 évtadbo O
IovAvdapoc Aéovta €v tdL Oldpmmi, péyo kol dAxuyov Onpiov, Kotelpydcato ovdevi
éckevacpévoc dmimt. mponydn 8¢ éc 1o ToOAuNuo @rlotipion poc ta Hpaxkéove Epya, &1L Kol
‘HpoxAéa Eyel AMdyoc kpatfjcot tod év Nepéor Aéovtoc.

% Cf. Barringer (2005) 237.
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Olympia, in the Pelopeion just next to the temple of Zeus, seems to have been on
a larger scale than cults for other heroes at other places.”® In fact, there is

261 This lavish form

evidence that his cult statue was nearly as big as that of Zeus.
of worship is relevant for understanding the function of the sculpture at the temple
of Zeus because athletes would have made offerings also at the Pelopeion (Paus.
5.13.8).2%7 If, therefore, athletes were encouraged to regard the depiction of Pelops
on the east pediment of the temple of Zeus as a model for athletic competition, the
form of immortality that the hero received some thirty metres north of that temple
becomes part of this model.

For the victor, the kind of immortality that is expressed through the
parallelism between himself and these two heroes is unlikely to convey any

263

promise of cultic worship.”™” Nor does it, in its general applicability to any victor,

seem to be concerned with the preservation of fame of a particular victor, as can
be done by epinicians and victory statues. Instead, as the sculptural narratives
about immortalisation are placed at the very spot where victors seem to have been
crowned (see above, n. 253), immortality is most likely to represent this particular
moment. Similar to the Horatian verse quoted at the beginning of this chapter,

immortality here seems to serve as an image for the vigour that secured the

2% On Pelops’ cult at Olympia, cf. Herrmann (1980), Burkert (1983) 97-103.

1 Cf. Paus. 5.13.1 fpdav 8¢ tdv &v Olvpmiar tocodtov mpotetiumpévoc éctiv 6 IThoy Hmod
H)eiov dcov Zeve Bedv 1@V GAAov. On the dimensions of Pelops’ statue at Olympia, cf. Tulunay
(1998) 453 and Barringer (2005) 212.

%62 On sacrifices for Pelops, cf. implicitly Paus. 5.13.3 &1t 8¢ 6 EvAedc £k 1@V oiketdY ToD AloC,
Epyov 8¢ avtdl mpdckeltal T &c Tac Ouciac EOAN TETOYHEVOD AUIOTOC Kol TTOAECL TTOPEYEV KOl
avopl T T0 8¢ Aevkme povne Edia kai dAlov dévipov ctiv 00devoc: Oc &’ av 1| avTt@®v
‘H)elov §j Eévav 10D Buopévov t@ TTéhomt iepeiov eaynt T®V kpedv, ovK Ectiv ol éceAbeilv Tapa
Tov Ao

283 Cf. Barringer (2005) 237.
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victory and for the fame and happiness that result from it, all of which are
presented as so great that mortal standards are insufficient to measure it.

Thus interpreted, the sculpture at the temple of Zeus at Olympia functions in
a way very similar to mythical narratives in the epinician.”** It unfolds stories
about heroic exploits that ultimately result in immortalisation, and encourages
comparison between these exploits and athletic training and competition. By
extension, it also encourages comparison between the reward for heroic exploits,
i.e., immortality, and the reward for athletic competition, i.e., victory. The latter
parallelism characterises only the moment when the athlete appears as
superhuman, and makes no claims about the longevity of this impression or about

the victor’s afterlife.

ULTIMATE JOURNEYS AND APOTHEOSIS:

HERACLES

The possible connections that Olympic victors could draw between themselves
and the representations of Heracles at the temple of Zeus at Olympia shed an
interesting light on the treatment of the same hero in Pindar. After all, he is not

unlikely to have studied the sculptures on the most important monument at the

%% On a detailed comparison between Pindar and this sculpture, cf. Stewart (1983) and Barringer
(2005) 237-9.



F.J. MEISTER 100
most prestigious game site. Heracles is the most prominent mythical figure in the
Pindaric corpus, and the speaking voices of several odes, often exploring a
Theban identity,”® express a personal connection with him.?*® As with the
sculptures at Olympia, the presence of Heracles in the epinician is superficially
motivated through his role in founding the Olympian and Nemean Games,
although the equally frequent references in Pythian and Isthmian odes point to a
more profound motivation.*®” Pindar’s odes present Heracles as the archetypal
culture hero who promoted civilisation by freeing the world of villains and beasts

on land and at sea, defined the known world,**® and even measured time.** His

3 On Pindaric laudatores presenting themselves as Theban, cf. Indergaard (2011b) 8-13 and
Breman (2015) 56-65.

26 Cf. P, 9.87 koedc avip Tic, dc Hpaxhel ctopa pi mepiPariet, N. 1.33—4 &yd 8 Hpaxhéoc
AVTEYOLLOL TPOPOVAC | £V KOPLPOIC ApeTdv peydratc.

7 CE. P. 5.69-72, 9.87 (see above, n. 266), 10.1-3, 11.3-5; 1. 5.35-7, 6.31-5, 7.6-7, fr. 29.4 SM.
28 Cf. N. 1.62-6 &ccove pév &v yépeot ktavdv, | ccove 88 movtan Oijpac didpodikac: | kai Tva
cov mhayiot | avdpdv KOpmL cteiyovta oV £xBpotatov | ed & daidcew popov, 3.22—6 (the Pillars
of Heracles) dc &0nke vavtiioc €cydtoc | pdptupac kAvtac ddpoce 8¢ Bfjpoc &év meldyet |
VIEPOYOLC, 1diat T’ €pebvace tevayémv | podc, omdil Toumov Katéfave voctov téhoc | Kol yav
opadace, 1. 4.73-5 yaioc te mdcoc | kKai Pabikpnuvov modc aroc EEgvpav Bévap, | vavtidioict te
mopBuov Nuepdcatc, O. 10.26-38 £nel [Tocedaviov | tépve Ktéatov apdpova | téeve &° Edpotov
... On Heracles as a culture hero, cf. also Soph. Trach. 1012 moArd pév €v movimL, katd t€ dpia
nmavta kobaipwv, Eur. HF 20 éEnuepdcat yaiav, 225-6 movtiov kabapudtov | xépcov t° apolfac
AV Euoydncev yepi, 4002 (colometry disputed) movtioc 0’ dAdC | poyode sicéPouve, Bva—|toic
yoraveioc tifeic épetpoic, 696700 tdc 6 evyeviac | mAéov VmepPdAlmv (dpetdr) | poybncac ToOv
dropov | Bijkev Piotov Bpotoic | mépcac deipata Onpdv, 851-3 GPatov 8¢ ydpav kol Bdlaccav
aypiav | énuepdcac Bedv davéctneev pdvoc | tdc mirvodeac avocimv avdpdv vmo, 1252
gbepyétne Ppotoict koi péyac eidoc, 1309—10 tovc gdepyérac | ‘EAAGOoc; Sen. HF 249-51 orbe
defenso caret, | sensere terrae pacis auctorem suae | abesse, 271-2 qui scelera terra quique
persequitur mari | ac saeva iusta sceptra confringit manu, 441-6 post tot ingentis uiri |
memoranda facta postque pacatum manu | quodcumque Titan ortus et labens uidet, | post monstra
tot perdomita, post Phlegram impio | sparsam cruore postque defensos deos | nondum liquet de
patre?, 831 iusserat [sc. Eurystheus]| mundi penetrare fundum, 882—8 Pax est Heraclea manu |
Auroram inter et Hesperum, | et qua sol medium tenens | umbras corporibus negat; | quodcumque
alluitur solum | longo Tethyos ambitu, | Alcidae domuit labor. Cf. also the evidence in Brommer
(1984) 60-3 and Jourdain-Annequin (1980/1).

29 Cf. 0. 10, the central narrative of which presents the foundation of the Olympic Games by
Heracles as the establishment of a chronological system; this establishment is reflected in the
narratology of the ode: before the foundation, events are not arranged in chronological order, and
after the establishment, they are arranged in a catalogue; cf. Nassen (1975), Kromer (1976),
Hubbard (1985) 68-9, Theunissen (2002) 612—13, Niinlist (2007) 240. On the Olympic Games as
a chronological system, cf. Hippias VS 89 B3 (tovc pév odv ypévovc éaxpipdcat yolemdv &ct,
Kol pédicto Todve €k TV OADUMOVIKGY Gvayopdvove, GV TV avaypagty oyé gocty Tnmiav
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life is shown as one of tireless toiling, and the reward for these toils is his
acceptance as a god on Olympus. As opposed to Bacchylides 5 and Sophocles’
Women of Trachis, which seem to decidedly omit the hero’s apotheosis, in Pindar’

odes there is not even a hint at Heracles’ physical death at the hands of Deianeira.

Instead, as in Hesiod’s Theogony,”’’ the reward follows the toils directly.?”’

Arguably, this can be seen as an attempt to facilitate the parallelism of Heracles’
cultural exploits with the victor’s athletic training, and of Heracles’ apotheosis
with the athlete’s experience at the moment of victory, while smoothing out

elements that would disturb the parallelism, such as Heracles’ death.

€kdobvatl tov 'HAglov, am’ ovdevoc Opudpevov avaykaiov mpoc wictv), Timaeus FGrHist 566
T10, Eratosthenes FGrHist 241 Fla, and Censorinus DN 21 et si origo mundi in hominum notitiam
uenisset, inde exordium sumeremus; nunc uero id interuallum temporis tractabo, quod historicon
Varro appellat. Hic enim tria discrimina temporum esse tradit: . . . tertium a prima Olympiade ad
nos, quod dicitur historicon, quia res in eo gestae ueris historiis continetur.

210 Cf. Hes. Thg. 950-5 “HPnv & Akpfiviic koAlcpvpov dAkioc vioe, | ic Hpaxhijoc, tedécac
ctovoevrac aébrovc, | maido Awdc peydrolo kal “Hpoc ypvcomedirov, | aidoinv 0T’ dxottv v
OvAbuTT®L vipoevTe | OAPloc, Oc péya Epyov év abavdtolcty avoccoc | vaiel dnfuovioc Koi
aynpaoc fuata mavta. Note the emphasis here on toils (telécac ctovoevtac aédrove, péyo Epyov
avbecoc).

"' The same can be observed at the end of Sophocles’ Philoctetes, where Heracles appears as deus
ex machina on top of the stage building; on the staging, cf. Schein (2013) 334-5 on 1409-17.
Heracles refers to his immortality as a reward for his toils (1413—14 v cfv &’ flk®@ yapw
ovpaviac | £dpac mporinwv, 1418-20 kol Tpdto HéV cot Tac Epac AéEm ToYac, | dcove movicac Kol
deEelBav Tovoue | abavartov apetnyv Ecyov, dc mapech’ opav), but fails to state whether he had to
die first. At the end of his speech, he seems to blur this question deliberately (1443—4 o0 yap
nocéPeta cuvBvnicketl Ppotoic | kbv {dct kv Bdvmcwy, odk amdAlvtar). The suggestion of Schein
(2013) 335, that ‘an Athenian audience would have been predisposed to consider [Heracles’]
appearance ex machina ethically and dramatically appropriate, because of his legendary initiation
into the Eleusinian Mysteries and worship in Attica as a cult-hero who “wards off harm
(Aleixaxog)” and in other citites as saviour (Xotnp)’ seems far-fetched; Heracles’ apotheosis is a
well-established literary motif. For ommission of Heralces’ death, cf. also Cat. 68.113-16
(Amphitryoniades) tempore quo certa Stymphalia monstra sagitta | perculit imperio deterioris eri,
| pluribus ut caeli tereretur ianua diuis, | Hebe nec longa uirginitate foret.
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NEMEAN 1

A good first example to study such potential parallelism between Heracles and the
victor is found in Nemean 1. The narrative about Heracles, which unfolds in the
last two of the four triads (35-72), is introduced as one about excellence (33—4
&yo & ‘Hpaxdéoc dvtéyopot Tpoepovmc | v Kopueoic Apetdy peyaiaic, apyoiov
O0tpOvev Aoyov), and, through this theme, is generally connected with Chromius’
victory. Moreover, as the gnomeé preceding the narrative indicates (32-3 kowai
yop &pyovt’ €Amidec | moAvmOvev Avopdv), a second, more particular topic
concerns hopes and expectations,””” and indeed the first part of the narrative (35—
59) relates Heracles’ first adventure as a precursor of his future successes (esp.
567 éxvopov | Afjud te kai dvvouv). This topic evidently serves as a point of
comparison between Heracles and Chromius, in whom a similar relationship
between prodigious origins and a career that lives up to the expectations arising
from such origins is recognised earlier in the ode (8-9 dpyai 6¢ BEPANVTOL OedV |
Ketvou cdv avdpoc doupovioic apetaic).”’* The precise nature of Chromius’
origins is beyond our grasp, but their vague formulation would seem to allow, if

not encourage, a connection with the following account of the hero’s origins.

72 Cf. Radt (1966) 167, Braswell (1992) 56, Erbse (1999) 14-15 ‘Die Leistungen des Herakles
sind ein idealisiertes Bild der Taten des sizilianischen Feldherrn’, Nicholson (2001) 87, Currie
(2005) 1-2, and ¥ N. 1.49b émamopncelev dv Tic dtati tod Hpakiéove pvnuovedel: ov yap
gbkapoc dokel 1 pvnun vov ‘HpoakAéovc. kai eapev, 61t Bovidpevoc 6ei&at, dc ol dapaveic &v
Toic Adyolc aBdvarot yiyvovral Tit pviunt, 61 todto pépvetat Hpaxkdéove dpetiic, Empépav toic
tod Xpopiov Bavpacwv. Cf., contra, Wilamowitz (1922) 256 ‘Da haben sich schon die alten
Erkldrer den Kopf zerbrochen, was die Heraklesgeschichte mit Chromios zu tun hitte. Da gibt’s
freilich keine Verbindung, aber Pindar sagt ja auch, daf3 ihn seine Neigung leitet’.

%7 On the ambivalent connotations of é\midec at this point of the ode, and its gradual revelation as
a positive term, cf. Bundy (1962) 87 and Theunissen (2002) 347-8.

27 Cf. Radt (1966) 167-8, W. Rose (1974), and the restrictions in Erbse (1999) 14—15.
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In the second part of the narrative, when Tiresias is summoned to interpret
the events and foretell Heracles’ career (60—72), the parallelism between
Chromius and Heracles is further explored and enriched by a parallelism between

the laudator and the prophet.*”

Pindar’s choice to introduce a secondary narrator,
who relates Heracles’ career in prior narrative (a prophecy), rather than to
continue in subsequent narrative through the mouth of the primary narrator, is
noteworthy.”’® On the one hand, by leaving the narratological point of reference in
Heracles’ childhood, this kind of narrative allows the poem to develop further the
theme of prodigious origins. On the other hand, it allows Pindar to reflect in the
activity of Tiresias the activity of the laudator, who, after all, relates the prophecy
in reported speech. Like the prophet, the laudator recognises in his subject an
extraordinary degree of excellence. The precise nature of the correspondence
between Heracles’ labours and Chromius’ career must remain unclear, but, if the
biographical data provided by the scholia is correct, it is tempting to see a
connection between Heracles’ fights on land and at sea (62-3 ccovc pev €v

Yépcmt KTavav | dccove 6& movimt Ofpac didpodikac) and Chromius’ naval and

military campaigns, >’ and between Heracles’ marriage with Hebe (71-2
ry paig g

3 Cf. Indergaard (2011b) 81-2. The following interpretation does not exclude a further
parallelism between the laudator and Amphitryon, who both stand in awe of extraordinary deeds
(19-20 &ctav &’ &n’ avdAieiaic Bvpatc | avdpoc erho&eivov kaid peAmopevoc, 556 £cta 8¢ BaupPet
ducedpot | tepmvidrt te puybeic); cf. Nicholson (2001) 87.

*7® The terminology is that of de Jong and Niinlist (2007) xi—xiii. Niinlist (2007) does not consider
N. 1, but states in 233 n. 2 that ‘prior narrative seems to be confined to secondary narratives’. We
cannot determine whether the role of Tiresias in this story is a Pindaric invention because no older
account has survived; Tiresias does, for what it is worth, feature in the treatments in Theocr.
24.64-8, [Apollod.] Bibl. 2.4.8, and Plaut. Amph. 1128-9.

21T Cf. N. 9.34-43, esp. 34-5 Xpopiot kev vracilov tapd nelopoaic inmoic e vady T° &v pdyonc
gkpwoc, and X P. 2.36° Avo&iko tod Meceqvne kol Pryiov topdvvov morepodvioc Aokpoic
Tépov mépyac Xpopiov Tov KndecTiv dmeiincey avtdt.
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de€dpevov Barepav “HPnv dcottv koi ydpov | daicavta map Al Kpovidar) and
Chromius’ marriage with one of Hieron’s sisters.”’®

However, there is a temporal difference between the prophet and the
epinician laudator, as the former predicts future events, whereas the latter
recounts events past and present. This temporal difference is important for
understanding the account of Heracles’ apotheosis at the end of the narrative and
of the ode as a whole (69-72). In this account, the explicitness of kapdtwv
pueydiov mowd (70) invites comparison between Heracles’ apotheosis and
Chromius’ reward for his victory at Nemea.””” As follows from the difference
between /audator and prophet, this reward is not likely to refer to something that
Chromius is to expect of the future, such as poetic or cultic immortality,”* but to
something that he has experienced already or that he is experiencing during the
performance of the ode. Noteworthy in this respect is the emphasis that the
account of Heracles’ life on Olympus places on feasting (71-2 ydpov | daicova)
and sympotic peace (69 &v gipfjvar tOv dmavta xpovov v cyepdt, 71 dAPiowc &v

dawpotc). This emphasis seems to correlate with the imagined performative context

78 Cf. £ N. 9.95° (= Timaeus FGrHist 566 F212) émtpomovc 88 Tod mauddc per’ EKEivov
katéctneev Apictévouy Kol Xpopov tove kndectde: tovtotc yap 0 I'élav dédwke Tac ddehpdc, X
P. 2.36° Xpouiov tOv kndectiv (see above, n. 277). On the relationship between Hieron and
Chromius, cf. also Z N. 9 inscr. 6 8¢ Xpouoc odtoc gikoc fv Tépmvoc, xotactabsic Hn” avTOD THic
Aftvnc émitpomoc. See also Radt (1966) 196-8, (2002) 21 n. 51, W. Rose (1974) 169 with n. 72,
Braswell (1992) 82. See, however, the caveat in Privitera (1972a) 48-50, and Erbse (1999) 14-15
‘... daB es Pindar hier nicht um den Vergleich von Lebensldufen geht, sondern um die
Verwandtschaft der Grundlagen, auf denen die Vorziige beider Méanner beruhen.’

" S0 interprets already = N. 1.49° ¢ odv odtoc Enadrov movov EaPe v Empdveway, obto Ko
‘HpoxAfic ToAld todaimmpricoc Enabiov Ecye v dBavaciav kai tov yapov tijc "Hpnc.

280 Cf. Currie (2005) 2 ‘There is an implied parallelism between Chromios and Herakles; one is
left wondering about its exact extent, and about Chromios’ future after his death.’
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of the ode (compare 21-2 &0a pot Gpuédov | deinvov kexdcumtar).”®’ The
victory symposium in Syracuse (or Aetna) and the wedding symposium on
Olympus are presented as parallel activities.” This performative parallelism
assumes a striking effect at the end of the ode, which does not lead back to the hic
et nunc via a gnomic statement or a similar rhetorical device, as happens in all
other odes except Nemean 10 (see above, n. 239), but leaves us with the tranquil
image of Heracles’ feasting on Olympus. The divine symposium, it seems, is so
similar to its mortal counterpart that it evokes in itself the 4ic et nunc, as imagined
by the laudator, in the minds of the original audience and the modern reader.*™
While both feasts follow as the reward for the respective protagonist’s
exploits, Nemean 1 is careful to point out a temporal difference between them.
Heracles’ reward is explicitly said to last forever (69 tov dnavta ypévov), which
seems to imply that Chromius’ reward is confined to the duration of this particular
symposium. In terms of quality, however, the ode states no fundamental
difference. The victory symposium held in his honour means for Chromius a taste

of the everlasting bliss that Heracles enjoys on Olympus.

! This is not to say that the primary performative context of Nemean 1 was necessarily the
symposium, as it is taken by Wilamowitz (1922) 254, Krummen (1990) 276, Carey (2007) 204,
and Morrison (2007) 24-5. It seems more likely that the laudator entertains here, as elsewhere, the
fiction of sympotic performance.

82 Cf. Rose (1974) 169-70, Krummen (1990) 56—7, Indergaard (2011b) 90—1.

8 Cf. Clay (1999) and Indergaard (2011b) 92.
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ISTHMIAN 4

While Nemean 1 presents Heracles’ apotheosis as the result of his adventures
generally, two other narratives, found in Isthmian 4 and Nemean 3, connect his
immortalisation with the particular journey to the west and the erection of the
pillars that antiquity was to name in his honour. The Pillars of Heracles are a
prominent theme in the Pindaric corpus, denoting the geographical end of the
mortal world, beyond which lies the immortal realm;*** to traverse that boundary
would be dangerous if not deadly.”® As a metaphor, extending the image of the
journey, the Pillars mark a point on a path from where there is no safe continuing,
and so they can reflect either the laudandus’ path of achievement or the
laudator’s path of song.”® The world within the Pillars and the one beyond form a

dichotomy that is evaluated in terms similar to those of the gnomic dichotomies

28
1.2%7

between near and far, familiar and strange, or mortal and immorta Here,

however, the dichotomy is complicated by the fact that Heracles is, in all other

accounts of the myth, a paradigm not merely for reaching the limit demarcated by

%% Atlantis is meant to be situated beyond the Pillars, cf. Hdt. 1.202.4 v pév yap “EAAnvec
vavtidhovtot wdca kol 1 £ CtAémv BdAlacca 1| AtAavtic kodeopévn kai 1 EpvBpn pia éodca
toyydvet, Plat. Crit. 108° toic 0 vmép Hpakheioc cthroc.

I CF.P. 1. 4.29-31 Gvopéaic & écydrancty | oiko0ev ctédatcty dmtov®’ Hparheione: | kai pnrétt
pokpotépay crebde apetdv, N. 3.19-21 i 6 édv kaAoc Epdmv T’ €otkdta popedl | dvopéaic
vreptdratc EnéPfa maic Apictopdveoc, ovk £tt [ovkétt SM] mpdcw | afdtav dAa kdveov Orep
‘HpoxAéoc mepdv gopapéc, O. 3.43—4 viv 8¢ mpoc €cyotioy ONpov dpetaicy ikdvov drtetol |
oikofev Hpakhéoc ctardv. 10 TOpcm &’ €cti copoic dfatov | kdcoporic, and N. 4.69-70 adeipmv
10 pdc LOQov od meputdv- amdtpens | avtic Edpdmay moti yépcov Eviea vade. See also fr. 256
SM (= Strab. 3.5.5) ctiioc, dc ITivoapoc kokel ndoroc Tadepidac, gic tavtac Hetdtoc aeiydot
packmv tov HpakAéa.

% Cf. Indergaard (2011b) 119-22, 149, and above, n. 244. Cf., e.g., N. 4.69-70, where the
reference to the Pillars of Heracles (I'adeipmv 10 mpoc {opov ob mepatdv) is subjective as it is
followed by the laudator’s self-exhortation to return to a more suitable subject (dmdtTpens odTIC
Ebdponav moti yépcov Evren vadc).

87 On these dichotomies, see above, n. 241.
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the Pillars, but also for transcending it on his way to adventures further into the

western sea.”®® Although Pindar seems to avoid mentioning this fact explicitly,**

his audiences would have been aware of this connection. As the following
interpretations aim to show, the image of the Pillars of Heracles conveys advice

not against any attempt to cross certain limitations, but for caution in doing so.

290
4,

In Isthmian the Pillars of Heracles appear twice, though once rather

obliquely, and in the surrounding context of either appearance we find discourses
on immortality. The first appears in the opening triad of the ode, which is
dedicated to the praise of the victor’s clan, the Cleonymidae: aict (sc. dpetaict)
Kieovopidor Bdrrovtec aiel | chv Bedt Bvatov diépyovtar Protov téhoc. dArote &
dAloioc obpoc | mavtac &vOpdmovc émaiccov Ehavvel. | tol pév v OnPaict
Tideviec apyadev Aéyovion | Tpod&evol 7 AUPIKTIOVOV KEAASEVVAC T OPQAVOL |
UPproc: 6cca 8’ én’ avBpmdmove dnton | poptopn eOéveov {odv T pOTAV |
amAétov do&ac, Eméyovcav katd oy t€hoc (22-9). For our purpose, three aspects

of this praise appear noteworthy. First, the Cleonymidae are said to cross, with the

288 According to one tradition, Heracles crossed the Pillars on his way to fetch Geryon’s cattle, cf.
Hdt. 4.8.1-2 (HpakAéa éravvovta tac Impuovao Poac dmucécOat Ec yijv Tovtny odeav Epruny,
fiviva, viv Ck0Bot vépovtor I'mpudva 8¢ oikéev €@ tod [Idvtov katowknuévov v "EAAnvec
Aéyovct ’Epbbeiav vijcov v mtpoc I'ndeiporct toict EEo HpokAémv ctniéav éri @t "Oxeavdt) and
Diod. 14.18.2, 56.3. According to another, it happened on his way to the garden of the Hesperides,
cf. Eur. HF 394-402 (bpuvowdovc te kdpac | iAvbev Ecmépiov (T°) €c aviav | xpvceov TeTdhmv amod
UNA0QOp®V | xepl Kapmov auépEmv, | dpdkovta TupcovaTov, 8¢ (c@’) | dmiotov dpeeiktoc A’
€ppovpel, | kTovdv: movtiac 0° ahoc | poyovce gicéPfatve, Bva—|toic yolaveioc TiBeic EpeTpoic), Sen.
HF 235-8 (penetrare iussus solis aestiui plagas | et adusta medius regna quae torret dies |
utrimque montes soluit ac rupto obice | latam ruenti fecit Oceano uiam), [Sen.] HO 1240 (his
fracta Calpe manibus emisit fretum?), and Plin. NH 3.4 (indigenae columnas eius dei uocant
creduntque perfossas exclusa antea admisisse maria et rerum naturae mutasse faciem). The latter
version is supposed to be the background for Pindar’s treatments by Wilamowitz (1922) 278 n. 4,
Erbse (1969) 276, and Indergaard (2011b) 155-6.

¥ Expressions as dc £0nke vavtidioc écydrac | pdptopac kKivtdce (N. 3.22-3) and the paraphrase
in Strabo (3.5.5 = P. fr. 256 SM eic tavtac vetdrtac apiybar) seem almost decidedly ambiguous.
01t will be assumed that Isthmian 3 and 4 are different poems, cf. the discussions in Barrett
(1956) 249 n. 1 = (2007) 315 n. 3, Kéhnken (1971) 87-94, Willcock (1995) 69-72. For the sake of
convenience, the line numbers of SM are retained here.
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help of a deity, the ‘mortal end of life’ (23 cov Bedt Ovatov diépyovior ProTov

téhoc).*”!

The meaning of this sentence is obscure, but a notion of eternity and
continued existence might additionally be expressed in aiei, which floats between
this clause and the preceding participle phrase (BdAlovtec). Although relating the
adverb to the participle phrase might be more natural (‘always blooming there’),
construing it with what follows seems also viable (‘forever cross the mortal end of
life’), in which case it would enhance the impression of eternal existence on the
part of the Cleonymidae. Second, their hearth is called pdxoipa, a term denoting
godlike happiness,”” which here contrasts with the misfortunes suffered in the
past (34-35b &AL’ apépar yap &v i | tpayeion vipac moAépolo TeECCApmV |
avopdv éprjumcev pdxotpav Ectiav). Third, they have attained the ‘end’ in every
respect (29 énéyavcav kot mov téhoc). Elsewhere in Pindar, the téhoc of things
rests with gods or godlike entities and is beyond human control (cf. 49-50 &ctv o’
apaveto ToYaC koi papvapévev, Tptv téhoc dipov ikécOon).””’ Being able to see
all their aspirations fulfilled, the Theban clan exercise a remarkable, almost
divine, degree of autonomy. Together, these three aspects characterise a state of

prosperity that would seem to separate the Cleonymidae from the ordinary human

condition and to approximate them to the unrestricted bliss enjoyed by the gods.

! On the meaning of d1épyecOa, cf. LST s.v. ‘diépyopar’, 1.1, 2, and Indergaard (2011b) 149 n.
498. This particular passage is granted an otherwise not attested meaning in LSJ loc. cit., 1.5 (‘pass
through and reach, arrive at’).

2 See below, n. 328, on P. P. 10.46 avdpdv pakdpov dpov, and O. 1.11 péxopav Tépovoc
€ctiav, which introduces a passage of sublime praise. Cf. Thummer (1969) 2.68 on 35b.

3 Cf, above all, N. 10.28-9 Zed mdrep . .. mav 8¢ téhoc &v Tiv Epyav, O. 10.16-17 Xpdvoc 6
mavtev Totnp dvvarto Bépev Epyov téhoc, O. 13.104-5 év Oedt ye pav téhoc, P. 9.44-5 (Phoebus)
KOprov dc mavimv téhoc oicda kai mhcac kedevBovc, 10.10-11 Amorlov, YAukD & avOpdnmy
Téhoc apya te daipovoc dpvivroc abéetat, N. 7.57-8 Moipa téhoc Eunedov dpete. In P. 4.286, the
laudandus is praised for paxvveov téhoc ovdév. See also Aesch. Suppl. 100-3 mdv dmovov
dopoviav | frevoe dv ppovnud moc | avtdbev Eénpatev Eunac | Edpdvav €@’ ayvdv, Xenoph. VS
21 B25 @A\’ dmdvevBe movolo voov @pevi mhvta kpodaivet.
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In lines 29-30, the degree of this prosperity is further specified, now from a
negative angle, via the image of the Pillars of Heracles, which is explicitly
introduced as a metaphor of ultimate achievements (dvopéoic 6’ €cydrorct |
oikoBev ctéhatcty dimtov®’ “Hpoxheiouc).”* Although the life of the Cleonymidae
is described in strong terms, as a state of semi-divine prosperity and sovereignty,
the laudator knows of an even greater form of existence located behind the
Pillars. This existence can only be actual immortality. As this life is unattainable
to the mortal clan, the laudator explicitly advises against seeking it (31 punxétt
poakpotépav cmevdewy apetdv). Denying actual immortality, he offers, as the ode
progresses, an alternative form of immortality that is available to mortals, that is,
the preservation of fame in song (58—60 todto yap abdvatov pwviev Epmet, | &l
TIc &0 elmML T kol Téykapmov &ml ¥06va kol St movTov PEPakev | EpypdrTov dKTic
KoA®v dcPectoc aiel), and he illustrates the effect of this kind of immortality
through the examples of Ajax and Homer (53—7). Thus interpreted, the first half
of Isthmian 4 contains a rejection of literal immortality, which is marked as
unattainable by the image of the Pillars, and, as a redress, an offer of metaphorical
immortality.*”

The relationship between literal and metaphorical immortality, and the
notion of their mutual exclusivity developed so far, is complicated in the second
part of the ode with the introduction of Heracles as a paradigm for Melissus: o0
yYoap @vcty Qoploveiov Ehayev: | AL’ dvotoc pev idécha, | coumecelv & dkudt

% Reading the metaphor on the subjective plain, as a self-exhortation of the laudator, is not

impossible, cf. Indergaard (2011b) 149. However, the explicit references to excellence make the
objective reading appear somewhat preferable. On the obscure oiko6ev, cf. Hubbard (1985) 12-13.
% On metaphorical (exclusive) concepts of immortality, as opposed to literal (inclusive) forms, cf.
Currie (2005) 71-8.
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Bapbc. | kai tol mot’ Avtaiov do6pove | OnPav drno Kadueiav popeav Bpayvc, |
yoyay & xauntoc, Tpocmakaicov MY dviyp | Tév Tupo@dpov APvav, Kpaviolc
dopa EéEvarv | vaov Tocewddmvoc €pépovta cyébot, | vioc Aikunvac (67-73). In
this passage, the parallelism between Heracles and the victor borders on an
explicit comparison. The correspondence is carefully constructed between the city
of origin (71 Onpav and Kadueidv), the act of wrestling (62 maykpatiov—71b
npocnaAaicmv), and the relative disproportion between height and valour on the
champion’s part (68—9 dAL’ dvotoc pev idécBat, copmecelv & dkpdt fapvc—71-2

2% The effect of this parallelism is further

popeav Bpoyvc, youxdv o’ EKOUTTOC).
enhanced by the fact that the identity of the mythical exemplum is, though
gradually revealed, fully comprehended only in line 73, at the dramatic opening of
the new triad with the words vidc Ahkpnvoc.”’

With the equally dramatic opening of the next sentence, 6c OVAvpundvd’
&Poa, the narrative seems to assume a life of its own, somewhat detached from its
former purpose, but the parallelism with Melissus remains a relevant background,
partly because it is syntactically connected via the relative: 6c Obioumove’ €Ba,
yaioc te macoc | kai fabvkpnuvov moidc &gvpav Bévap | vavtidioici e TopOuov
nuepmcatc. | viv 6¢ map’ Atyroymt kdAiictov SAPov | dueénmv vaiet, tetipotol te
npoc abavdatwv eikoc, "HPav 17 dmviet, | ypucéwv oikwv dvag kai youppoc "Hpac
(73-8). The narrative takes the form of ring composition, beginning and ending

with Heracles’ apotheosis, and supplying in the middle the exploits that secured

% On the similarities between Melissus and Heracles, cf. also Krummen (1990) 57, Currie (2005)
76-7.
7 Cf. Thummer (1969) 2.76, Krummen (1990) 57 n. 38, Willcock (1995) 83—4 on 52-5.
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him this reward.””® Through this stylistic device, Heracles’ apotheosis is given
emphasis and framed by the praise of Melissus’ victory and the celebrations at
Thebes (79-85). The latter description of Heracles’ life on Olympus (76-8)
deserves special attention as it depicts a scene of sympotic harmony and domestic
peace (vaiel, ypvcéwv oikwv dvas), of respect (tetipartar), friendship (@iroc),
kinship ("HBav omviet, yauppoc “Hpac), and the pursuit of the ‘most beautiful
happiness’ (kdAAictov dAPov aueénmv), and so corresponds closely to the feast
(0aita) held in honour of Melissus’ victory. As in Nemean 1, it seems, the eternal
symposium on Olympus mirrors the victory symposium on earth,”” with either
celebration following as the reward for the respective protagonist’s achievements.
Immortality here signifies the moment of undisturbed happiness, respite, and
relief, celebrated among family members and friends, that the victor is able to
enjoy in the aftermath of his victory. It is a moment of such joy as is not usually
granted to mortals, but is characteristic of the eternal existence of the
immortals.**

There is a noteworthy tension between this last triad of Isthmian 4 and the
preceding three, especially with a view on concepts of immortality. As is argued
at the beginning of this section, the first triad seems to discourage from seeking

literal immortality; the end of the second and the beginning of the third develop

%8 Cf. Krummen (1990) 92 ‘Als Kultivierungsaufgabe sind dann auch die athla gesehen (vgl.
nuepdoati 75), die in der Formel “zu Land, im tiefen Meer und an den Ufern Sicherheit bringend”,
zusammengefasst sind. “Lohn” ist die Apotheose.’

% Cf. Krummen (1990) 56—7 “das thebanische Opferfest wird so zur olympischen Tafelrunde, die
Grenzen zwischen tafelnden Gottern und Menschen in der Gottergemeinschaft werden flieBend
... Was fiir Herakles der Olymp, ist fiir den Sieger Melissos das Herakles- und Siegesfest auf
Erden.’

3% Comparison with the description of Olympian harmony in the first strophe and antistrophe of
Pythian 1 (1-12) can be instructive.
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instead a notion of metaphorical immortality. However, at the beginning of the
fourth triad, the paradigm of Heracles, who is emphatically asserted to have
attained literal immortality, contrasts openly with the cautionary remarks earlier in
the ode. In addition, there is a possibility that this contrast is conveyed, on a more
subtle level, in the particular image of the Pillars of Heracles, which features in
the advice given to the Cleonymidae and which seems to feature also in the
account of Heracles’ apotheosis. For while the list of the deeds that were awarded
with immortality purports to begin broadly, with the all-encompassing formula
‘on land and at sea’ (734 ... yaioc te mdcoc | kKoi PabBOkpnuvov moldc GAdC

), ! it ends with the peculiar detail of identifying a shallow at sea (745 . ..

g€evpmv Bévap | vavtidiaici te TopOuov Nuepmcatc). Since a similar task is part of
the erection of the Pillars of Heracles in Nemean 3 (24-5 épedvace tevayéwv
podic; see below, pp. 113—118), it is conceivable, though debated, that mopBudc in
Isthmian 4 refers to the particular Straits of Gibraltar.’” If this is the case, we
would here find a reference to the Pillars in the context of Heracles’ apotheosis.
Given that the Pillars signify, at the beginning of the ode, the boundaries between
mortality and (literal) immortality, Heracles seems to offer a paradigm for the

crossing of these limits and the reaching of immortality, and so subvert the denial

to yearn for this ultimate state.

3% For similar formulas in accounts of Heracles’ cultural exploits, cf. HH 15.4, N. 1.62-3, 3.23-6,

and Indergaard (2011b) 153.

392 Thus interpret Bury (1892) 75 on 1. 3.55, 56, Farnell (1932) 354-5 on I .3/4.55-7, and Pfeijffer
(1999) 294-6 on N. 3.23-5. Thummer (1969) 77 on 1. 3/4.75 is more cautious. The decision seems
to depend on whether we interpret yaioc mdcac as genitive singular or accusative plural. The latter
may not be attested elsewhere in Pindar, but ‘the high-cliffed shallow of every land’ seems,
despite the remarks in Thummer (1969) 77 on /. 3/4.73—4, a highly unlikely phrase.
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This subversion has an effect, above all, on the laudandus, for whom
Heracles serves as a paradigm. Literal immortality is as unreachable for him as it
is for his clan, the Cleonymidae. However, it seems that, through the paradigm of
Heracles, the initial dualism of (unattainable) literal immortality and (attainable)
metaphorical immortality is expanded by a third concept, i.e., momentary
immortality. Whereas metaphorical immortality resembles literal immortality in
terms of duration but not in terms of quality, the laudandus’ experience seems to
resemble it in terms of quality but not in terms of duration. Through his
extraordinary achievement, the /laudandus has gone beyond the Pillars of
Heracles, and is now rewarded with a moment of the same divine bliss that

Heracles enjoys eternally.

NEMEAN 3

A second ode in which the Pillars of Heracles appear in a suggestive manner is
Nemean 3. Here, a first connection between the laudandus and the world of myth
is established after the proemial invocation of the Muse, when the laudator
measures the victor’s achievement against the Aeginetan legacy and so
overwrites, with their shared character, the temporal distance between
Aristocleidas and the Myrmidones: Mvpuddvec fva mpdtepol | dikncov, GV

nakaipoarov dyopdv | odx Ereyyéeccty Apictokieidoc tedv | piave kot aicov &v
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303

nepicBevel poraydeic | maykpatiov ctolmt (13—18).”"" This connection sets the

tone for the brief narrative about Heracles, which is introduced via a gnomeé

reflecting on the limits of success: €l 6’ énv kaloc €pdwv T’ €owdTaL POPPAL |

304

avopéarc vmeptatatc EnéPa maic Apictogdveoc, ovk &tt (ovkéTt SM)™ mpdew |

apatav dro kovov dmep Hpakiéoc mepdv edpapéc (19-21). Since this gnome is
addressed directly to the laudandus (énéfo moic Apictoedveoc), an objective
interpretation of the gnomeé, and of the narrative that is so introduced, would seem
possible if not preferable. Moreover, the gnomeé is cast in the form of a conditional
period, the construal of which affects the meaning of the narrative. Three points
deserve attention. First, the protasis serves an affirmative purpose rather than
expressing a hypothetical or even unreal condition, thus conveying that
Aristocleidas has indeed displayed Gvopéon vnéprotar in his victory.’® Second,

that Aristocleidas could go even further, and so cross the Pillars of Heracles, is

not denied in the apodosis, but merely stated as ‘not easy’ (oOk edpapéc).’*

39 Cf. also Carey (1980) 154.

3% On the reasons for reading ovk &tt instead of ovkért, see below, n. 306.

3% Gildersleeve (1882) 440 lists N. 3.19 among the ‘logical condition’, characterised by him as
‘largely a mere pro forma condition. Occasionally generic, it almost always has in view a
particular illustration of the principle involved’ (439). Cf. KG §572.1a *. .. als etwas Gewisses,
Unbezweifeltes, Wirkliches, Nothwendiges ausgesprochen; alsdann steht der Indikativ’, and §573
‘Ei wird mit dem Indikative aller Zeitformen verbunden, wenn der Redende die Bedingung als
etwas Gewisses, Unbezweifeltes, Wirkliches mit Bestimmtheit ausspricht, ohne seine personliche
Ansicht tiber Wirklichkeit oder Verwirklichung des Gesagten anzudeuten.” Cf. also Gildersleeve
(1885) civ, Hummel (1993) 351-2, Instone (1993) 20 ““If, as is the case ...””, Pfeijffer (1999)
202.

% On edpapéc meaning ‘easy’, cf. P. 3.115, N. 11.33. The interpretation preferred here relies on
construing ovk with edpapéc, and €t with tpécw, which would seem natural; cf. Pfeijffer (1999)
287-9 on 20-1, who concludes ‘One would expect something like dvvatov . . . The postponement
of edpapéc to the very end of the sentence adds to the dmpocsdoxntov.” Yet, it is inconceivable
why the expression ‘not easy’ should form a litotes. Scholars who read in these lines an exclusive
admonition usually construe obkétt evpapéc, cf. Carey (1980) 154-5; however, the thought that it
was ‘no longer easy to go beyond the Pillars of Heracles” would, oddly, convey that it was at a
certain moment in the past easier for the laudandus to cross the Pillars. N. 4.69 (Tadegipwv t0 TpoOC
oV mepatdv) cannot serve as a parallel because there the metaphor is subjective, not objective (cf.
69-70).
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Third, Aristocleidas has, at any rate, reached the Pillars of Heracles and is
confronted with the decision whether to stop or try to go further. The reference to
the Pillars of Heracles can thus be read in a dual way, one stating a fact (that
Aristocleidas has reached the Pillars of Heracles), and the other a possibility (that
he could go beyond them).

The narrative, which, as said above, is likely to depend to some degree on
the preceding gnomé, can then serve to elucidate either the fact or the possibility:
fipoc Bede dc E0nke vavtidioc écydtac | paptupoc KAvtde: ddpace 08 Bfjpac &v
neAdyet | bmepodyovc, 1diat 7 Epevvace tevayéwv | podc, Omal Toumipov katéPove
voctov téAoc, | kal yav @pdadace (22—6). As for the fact that Aristocleidas has
reached the Pillars, there is a noteworthy correspondence between the dvopéat
vréptaton displayed by Aristocleidas (20) and the vavtidia Ecyata undertaken by
Heracles (22). Underlying this correspondence seems to be an analogy between
geography and athletic prowess. Just as Heracles measured the world (26 ydv
epdoace) and defined its limits, so did Aristocleidas measure human excellence
and set the limits by which future success will be assessed.””” Along this reading,
the Pillars of Heracles represent the standards of the mortal world, by which

Aristocleidas’ victory at Nemea appears truly extraordinary.

397 Cf. Erbse (1969) 277, Carey (1980) 155 n. 51, and Pfeijffer (1999) 301 on 26 ‘Heracles reached
the end of the world and marked it as such by setting up the Pillars; thus, in defining and pointing
out the boundaries of the world, he defined and pointed out the world itself.” As for the parallelism
between Aristocleidas and Heracles generally, cf. Carey (1980) 154-8 and Instone (1993) 19, who
highlight wrestling as a similarity; and Privitera (1977) 252, who sees a parallelism between
Heracles’” maritime adventures and the prowess of Aeginetan sailors; on the last interpretation, see
however Instone (1993) 19.
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As for the possibility, with the phrase fjpwc 0gdc, placed emphatically at the
beginning of the second triad,”"® the narrative also contains a linguistic peculiarity
that might indicate that Aristocleidas could go beyond these mortal limitations. It
can be observed that in Pindar the term fjpwc tends to assume religious
connotations only outside of mythical narratives, while within it commonly refers
to man as opposed to god, as it does in epic.’”” Though here, within the narrative,
there might be no need to dismiss any religious connotations all together,’'’ the
phrase fipoc 0e6c seems to be designed primarily to highlight the dual nature of
Heracles, which combines aspects of mortality and immortality.’'' However, the
paradox of the ‘hero-god’ is unlikely to convey that Heracles is, at once,
fundamentally mortal and immortal.’'> Where mortality is considered a flaw and
immortality perfection, coexistence of the two would seem impossible. Rather, the
paradox seems to convey that Heracles changed from being mortal to being
immortal. The phrase fipwc 8gd6c would then refer, in the most concise way, to

Heracles’ quasi-historical transition from fpoc to 0edc, that is, to his

% On the empbhatic positioning of the phrase, cf. also Instone (1996) 159 on 22.

39 Cf. Carey (1981) 162, Currie (2005) 61-2.

319 Cf. the balanced discussion in Indergaard (2011b) 125. Religious connotations are stressed by =
38a (Swuti 8¢ avtdov fpoa kol Osdv eime; Aéystou yap éti thic EAAGSoc mpocelBovene Tt
AmOMoVL Kol Epatdcnc, dmoc ST Tudv tov Hpoxdéo petd v dmodimcty, einev 6 8edc: viv pév
oc fipoa, Tt 8¢ émodent ac Bedv) and Instone (1996) 159 on 22. On fjpwc and Oede as cult titles
of Heracles, cf. West (1966a) 417 on Hes. Thg. 947-55.

1L Cf. Soph. Phil. 726 avip Oeoic with Hermann’s conjecture aviyp 0goc, and Indergaard (2011b)
125. Note that for Maas (1954) 199 the oxymoron is so harsh that he preferred to read fipwc 6odc;
against this conjecture, cf. Rutherford (2001a) 409-10.

312 Cf. Pfejffer (1999) 289-92 on 22, linking the phrase with Od. 11.601—4 (tov 8¢ uet’ eicevonca
Binv Hpaxineinv, | €idwiov: avtoc 8¢ pet’ abavdrtoict Beoict | tépmetan €v Borinc kol €xet
kaAAicpupov "HBnv, | maida Awdc peydioto kai “Hpne ypvconeditov), Hes. Thg. 950-5 (see above,
n. 270), and sacrificial practice; cf. also Rutherford (2001a) 409-10, linking the passage with P.
Pae. 15 SM = S3 Rutherford (esp. 36-7 npwidoc | Osapiac), ‘... fipoc Oedc, which concisely
conveys the ambiguous status of Heracles between hero and god . . .
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immortalisation.’"® The interpretative effort invested in this meaning may appear
excessive, but, in the light of the alternatives, this reading emerges as the most
attractive one.’'*

Thus interpreted, Nemean 3 refers to Heracles’ apotheosis in the context of
the journey that led to the erection of the Pillars. Like Isthmian 4, however,
Nemean 3 does not state explicitly that Heracles crossed the point demarcated by
the Pillars,”"” nor does it explicitly link such crossing with immortality. Again,
these connections need to be supplied by the audience and the modern reader to
reconstruct a coherent narration behind Pindar’s narrative. Consequently, this
narration suggests that the crossing of the Pillars is possible and can be rewarded
with great happiness. The double way in which the gnomé and the narrative of
Nemean 3 can be construed appears to be a careful negotiation between
acknowledging the extraordinary nature of the victory achieved, and allowing for
the possibility of other, even greater, achievements in the future.’'° It seems
implied that, if the latter were to be reached, it would mean for Aristocleidas to
leave behind the limitations set for mortality as they are defined, geographically,

by the Pillars of Heracles. This does not mean that Aristocleidas would, upon

313 Cf. also Instone (1993) 19, (1996) 159 on 22 ‘Heracles, exceptionally, was a great man who
after “death” did become a god, and the striking juxtaposition “god-hero” conveys this exceptional
duality.’

314 Cf, contra, Currie (2005) 61 n. 12 ‘The non-religious use could be understood if the phrase
were taken as “(once) a hero, (now) a god”, but this seems less probable.’

15 Again, the phrase omét mopmpov katéfave voctov téhoc (25) seems almost decidedly
ambiguous. Cf. Wilamowitz (1922) 278 n. 4 and Erbse (1969) 276 ‘Das Vordringen zu den
Hesperiden konnte ja ohne weiteres als ein einmaliges Uberschreiten dieser Grenze hingestellt
werden (man denke an den Perseusmythos der 10. Pythie!). Aber das soll augenscheinlich nicht
geschehen’ (277); see also 278-9, 291; pace Carey (1980) 155 n. 51 ‘Heracles does not exceed the
limits established by Pindar but merely reaches and defines them.’

318 Cf. simlilarly, though by a different interpretation, Carey (1980) 157 ‘I would suggest that this
myth is another example of the substitution of myth for direct praise. Though mythic in form, the
tale of Heracles is technically part of the programme.’
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winning at, say, Olympia, become a god as Heracles did. It merely locates his past
and potential future victories on a scale that measures achievement at the lower
end by mortal standards, at the very top by immortal standards.

The geographical imagery employed with the Pillars of Heracles is
continued in the gnomic statements that cap the excursus on Heracles: Bvué, tiva
npoc dAdodomdy | dkpav €uov mAdov mopapeifeat; | Aloak®dl ce @api yével 1e
Moicav @épetv. | €netan 6& Adymt dikoc dmToc, ‘€CAOV aivelv’, | ovd’ dAlotpiwv
Epmtec avopl pépety kpéccovec. | oikoBev pdteve. motipopov d& KOCHOV EAAYEC |
YAuKD T yapuépev (26-32). These statements could appear to affect the preceding
narrative about Heracles and the Pillars, as they engage in a discourse on
appropriate and inappropriate desires, conveyed in dichotomies of distant and
near, strange and familiar (267 dAAodamav dxpav, 30 dAlhotpiov Epwtec, 31
oikobev pateve). However, despite the similar imagery, this discourse does not, at
least at face value, check the associations that the narrative evokes. The laudator
prompts himself (26 Bupué) to return to a subject more germane to the praise of an
Aeginetan and so introduces the central narrative about the Aeacidae (32—-64).
This gnome is therefore primarily subjective and leaves any possible implication

of the preceding narrative intact.’'’

31T Cf. Erbse (1969) 279, Hubbard (1985) 35. Additional objective connotations are stressed by
Gianotti (1975) 31-2, 47.



THE VICTORY ODE 119

ULTIMATE JOY AND THE HYPERBOREANS:

PERSEUS

While Nemeans 1 and 3 and Isthmian 4 present Heracles’ immortalisation as the
everlasting reward for his cultural exploits on earth, the ode that seems to be the
oldest in the Pindaric corpus, Pythian 10, allows Perseus only a moment of
immortal bliss among the Hyperboreans and so might reflect more closely the
notion of momentary immortality in the case of the laudandus. Though the
Hyperboreans feature infrequently in the extant epinicians, there is a strong
impression that the life that they live is closer to the undisturbed and uninterrupted
existence of the gods than to that of mortals. They are located outside the known
world, providing the northern counterpart to the realm outside the Pillars of
Heracles in the west, or to the Ethiopians in the south.’'® They are the favourite

tribe of Apollo, who is elsewhere said to spend among them the winter months,

319

when Dionysus rules in Delphi.”~ Finally, they are attributed eternal, or at least

8 CE P, 0. 3.31-2 mvowic dmbsv Bopéa | woypod. In P. I. 6.22-7, the Hyperboreans are
juxtaposed with those who dwell at the source of the Nile, i.e., the Ethiopians (cf. also Aesch. PV
807-9), who in the Homeric Epics enjoy the presence of the gods at their festivities comparable to
that of Apollo at the Hyperborean hecatombs (cf. //. 1.423—4 dudpovac Aibomijac, 23.205-7, Od.
1.19-26, 5.282-7). The same juxtaposition appears in Hesiod fr. 150.14-21 MW and might be
alluded to in Verg. den. 4.143-6; cf. also Soph. OT 227-8 (oipar yép oBt’ &v "Ictpov obite dacty
av | viyor kaBoppudi Tvoe Vv cTéyav).

39 Cf.P. 0. 3.16 ddpov YrepBopémv Anoihmvoc Bepdmovta. CF. the story about Apollo spending
a whole year, rather than just the winter, among them, apparently related in Alc. 307¢ V. In P. Pae.
8 SM = B2 Rutherford, we find a reference to the second temple of Apollo in Delphi, the ‘feathery
one’ (mtépvov) that was carried from the Hyperboreans by the wind. Sophocles calls their land
Doifov maroov kijmov (inc. fab. TrGF 4, 956.3). Hecataeus of Abdera (FGrHist 264 F7.2) seems
to know a tradition according to which Apollo was born in the land of the Hyperboreans. Cf. also
the stories in Hdt. 4.34—6 about pairs of Hyperborean women, Hyperoche and Laodice, and Arge
and Opis, carrying Apollinian offerings around Greece, and the account about Abaris, the
Hyperborean priest who carried Apollo’s golden arrow through Greek cities. On these figures, cf.
Sandin (2014).
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unusually long, lives.* Thus, when, in Bacchylides 3, Croesus is saved by
Apollo from the pyre and brought to the Hyperboreans (56—66), the god seems to
grant Croesus the blissful and deathless existence that is elsewhere said to be
enjoyed by those living on the Isles of the Blessed.”'

The characterisation of the Hyperboreans in Pythian 10 follows precisely
this image of the divine tribe.’** Contrasted with the Bpotov £€0voc of line 28, they
are called a iepa yeved (42), which evokes their special relationship with Apollo,

323

who is also said to take delight in their sacrifices (34—6).”” That they live eternal

lives could be expressed in the present tense describing their activities (36 yaipet,
veld, 37 amodapel, 39 dovéovtal, 41 gihamvdvoicty, 43 0i1<é01cw),3 2 as opposed
to the aorist of the surrounding narrative about Perseus (31 édaicato, 45 porev,
ayeito), and in the adverb &umedov (34), which here seems to mean
‘continually’.’®* A certain indication of immortality is given in the sentence
stating the absence from their lives of old age and disease, toil and war, in other
words, all possible causes of death: vocol &’ olte yfpoc ovAOUEVOV KEKpaTOL |

iepdit yevedr movev o0& Kol poydv drep | oikéorct puyovtec | vmépducov Népectv

20 Strabo 15.1.57 reports that Simonides (PMG 570 = 288 Poltera) and Pindar (fr. 257 SM,
identified—perhaps wrongly—by SM as a reference to P. 10.41-2) called the Hyperboreans
yxeteic, ‘of a thousand years’. A later tradition has the Hyperboreans end their long and happy
lives by jumping off a cliff, cf. Plin. 4.89-90, Mela 3.37, Solin. 16.4, Mart. Cap. 6.664, Clem.
Strom. 131.

21 0n B. 3, cf. Jebb (1905) 460 on 59, Cairns (2010) 73—4, Currie (2011) 366 with n. 126. On the
Isles of the Blessed, cf. the account in P. O. 2.70-80.

322 Cf. Schroeder (1922) 94, 99, 108, Kohnken (1971) 159.

32 Cf. Apoll. Rhod. 4.614 ‘YrepBopéwv iepdv yévoc. On the connotations of iepdc, which usually
means ‘consecrated to a god’, see Burkert (1985a) 269 and Currie (2005) 237.

2% The emphasis would have to be on the combination of aorist and present tense (on the aorist
here, see below, n. 331), as the present could also denote cultural customs, as it does, for example,
in Herodotus’ ethnographical description, cf. KG §382.1b.

323 Cf. LST s.v. ‘Eumedoc’, 1.
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(41-4). The precise meaning of Népecic here is debated,’” but comparison with
Pindar’s fr. 143 SM (k€ivot yap T’ @vocot koi aynpoot moOveov T’ Amepot,
BapvPoav mopBuov mepevydtec Ayxépovtoc), which describes the lives of the

7 suggests that it simply means ‘death’. The description of the

gods, *
Hyperboreans with the term péxopec (46), which usually denotes divine bliss and
ease,””" aptly summarises their immortal lives, despite the additional qualification
as dvopec.

The precise reasons that led Perseus to the Hyperboreans are not made
explicit in Pythian 10. There are, however, three aspects of this otherwise
unparalleled account that can suggest an answer. First, his visit seems to be
connected with slaying the Medusa and, perhaps, with petrifying the Seriphans.*”
A participle phrase seems to state Perseus’ bravery as the cause for his visit to the
Hyperboreans (44-5 Opoaceion 6& nvémv kapdiot | poiev Aavdoc mote maic), and
this bravery is likely to refer to his struggles with the Medusa and the Seriphans,
which are in fact related in the immediately following sentence (46-8).%*° Second,
Athena is explicitly said to have showed Perseus the way to the remote region of

the Hyperboreans (45 dysito 6’ ABdva), as opposed to Heracles in Olympian 3,

who found the way by accident (31 tav pebénwv) and was merely welcomed by

326 Cf. Kohnken (1971) 163—8 and Kirkwood (1982) 242.

27 See above, p. 4.

% On péxop and its implications, see above, n. 13. On its nuances in Pindar, cf. Currie (2005)
229-30. Note that in Aesch. Choeph. 372—4 the chorus respond to Electra’s wish that Agamemnon
had never died with the words tadta pév, @ moi, kpsiccova ypvcod, | peydine 8¢ ToHymc kai
vrepPopéov | peilova pmveic.

2 The exact chronology of events is controversial. Wilamowitz (1922) 469-70 and Kohnken
(1971) 177-9 assume that Perseus slayed Medusa, petrified the Seriphans, and went to the
Hyperboreans. Schroeder (1922) 95, Wiist (1967) 24, and Kirkwood (1982) 243 suggest that
Perseus visited the Hyperboreans before petrifying the Seriphans.

30 Cf. Kshnken (1971) 179-80.
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Artemis (26—7). Third, Perseus’ visit was only temporary, as the verbs expressing
his visit are all in the aorist tense,”" and twice qualified with the adverb mote (31

332 Together, these

map’ oic mote Iepceve &daicato, 45 porev Aavéac moté moic).
three aspects create the impression that Perseus’ successes against the Medusa and
the Seriphans were rewarded by Athena with a visit to the Hyperboreans and
participation in their feasts in honour of Apollo.**?

This reconstruction of the narration is important for understanding how the
narrative relates to the wider context of the poem. The narrative is introduced via
a gnomic reflection, which mentions the Hyperboreans in a metaphorical
discourse about immortality: 6 yéAkeoc ovpovoc o ot dpPfotoc avTdL | dcaic
0¢ Ppotov &Bvoc dyAdioic amtopecHa, mepaivel mpoc Ecyatov | TAdov: vavct &
ovte meloc imv kev gvpoic | éc YrepPopéwv dydva Bovpactav 036v (27-30). This
discourse is explicitly about pleasure (28 dyAdaioic), and in terms of pleasure it
contrasts two forms of existence, first, life on Olympus (27 6 ydikeoc ovpavoc),
which is ‘unreachable’ (o0 mot’ duPotdc), and, second, the life among the
Hyperboreans, which is found ‘neither on ship nor by foot” (29 vavci &’ ovte
neCoc imv). Since the image of the road underlies the descriptions of both forms of
existence (esp. 30 Bavpactav 666v), the discourse seems primarily to reflect the
laudandus’ path of achievement, which is said to have reached its furthest point

(28-9 &cyatov | TAdov). In that case, the discourse would be an attempt to measure

Hippocles’ victory and the pleasure following from it on a scale where Olympian

31 On the aorist as the tense of momentary action in the past, cf. KG §386.1-2. On the contrast
here with the present, see above, n. 324.

332 Cf. Schroeder (1922) 95 “eine kleine Stirkung’, Erbse (1969) 291, Kéhnken (1971) 175, 181
‘einen kurzen “Urlaub” bei Apolls seliger Heerschar’, Willcock (1974) 195.

333 Cf. Schroeder (1922) 95, Wiist (1967) 24, Kéhnken (1971) 177-80, Willcock (1974) 195.



THE VICTORY ODE 123
immortality marks the absolute top while the Hyperborean form of existence is
placed relatively below it. Whereas Hippocles is explicitly denied the attainment
of Olympian bliss, it remains ambiguous whether he is meant to match the
Hyperboreans. For the poem merely provides two conditions under which the
journey into their region must fail, leaving open the question of whether there are
other conditions under which it might be successful. Whatever the answer would
be at this point of the ode, it seems that through the narrative, which recounts one
hero’s successful journey to the Hyperboreans, one such positive condition is
found. For the narrative is summarised with the gnomic conclusion that, if a deity

assists, nothing is implausible (48—50 €poi 6¢ Bavpdcar | Oedv TeEAeCAVT®OV 0VOEV

note @aiveron | Eupev dmctov), and the correspondence between Oavpdcal and
Oavpoctdy (30) links this conclusion with the earlier gnome.*** The conclusion is
evidently drawn from Athena’s paradigmatic assistance in Perseus’ journey,
which the narrative emphasises. Thus, reaching the Hyperboreans, literally or

metaphorically, is possible with a god’s help.’®

Remarkably, the term Oedv
tehecaviov also recalls the initial address to Apollo (10-11, esp. daipovoc
opvouvrtoc), which recognises this god’s assistance in Hippocles’ victory (11 6 pév
nov teoic te unoect Todt’ Empatev). The parallelism between Athena’s assistance

for Perseus and Apollo’s assistance for Hippocles could then indicate that the

experience enjoyed by Hippocles subsequent to his victory is a reward for his

334 Cf. Hubbard (1985) 23.

333 Cf. Kohnken (1971) 176, who, perhaps unnecessarily, thinks of an aerial journey made possible
by Persues’ winged sandals; but, when a deity is involved, one could think of other ways also. Cf.
also Per6n (1974) 70, Hubbard (1985) 19-20, Indergaard (2011b) 160—6. Cf., contra, Verdenius
(1975) 201.
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previous struggles, and that this experience is a metaphorical reaching of the
Hyperboreans.>*®

The exact nature of this experience can further be specified by performative
considerations. For what Perseus is primarily granted among the Hyperboreans is
the participation in their lavish sacrificial banquets held in honour of Apollo (cf.
31 map’ oic mote Ilepcede &daicato). In the description of these banquets, the
emphasis on sympotic revelling (40 6dovar te ypvcéonr KOpOC AvadNCOvVTEC
ethamvalotcty e0epoévoc) and on musical accompaniment (37-9 Moica 8’ ovk
amodapel | tpomolc émi ceetépoict: mavtdl & yopoi mapbévav | Avpdv e Poal
Kavoyol T aOA®V dovéovtar) deserves attention as it seems to parallel the
imagined celebrations in Thessaly described in the following triad, just as the

descriptions of Heracles’ life on Olympus parallel the victory celebrations in

337

Nemean 1 and Isthmian 4 (see above, pp. 104 and 111).””" Here, too, we find

choral songs (56—7 6’ auei [Inveiov yAvkeiav tpoyedviov Euav | tov Inmokiéav

3¢ Cf. Kéhnken (1971) 174 ‘Pindars Darstellung der Hyperboreer in Pyth. 10 aber, ebenso wie die
der Seligen in O. 2.69ff., zeigt, daB3 fiir einen Sterblichen der Zugang zur “Heerschar der Seligen”
prinzipiell nicht ausgeschlossen ist, vorausgesetzt, ein Gott verhilft ihm dazu. ... Nicht zufillig
also hat Pindar seine Aussage iiber den “wunderbaren Weg” in die Gefilde der Hyperboreer . . .
soviel vorsichtiger formuliert als das kategorische “Niemals!” iiber den Aufstieg in den ehernen
Himmel’, 183 ‘Wenn Athene den Perseus dorthin gefiihrt hat, warum sollte dann nicht Apoll, der
Gott der pythischen Festspiele (10) und der Schutzpatron der Hyperboreer (35), auch den Phrikias
als Lohn fiir seine gldnzenden Siege einen Besuch bei den Hyperboreern ermoglichen konnen?’
Cf., contra, Wilamowitz (1922) 128 ‘Die dem Sterblichen unzugéngliche Seligkeit, an der sich der
Gott erfreuen kann, palit auch zu dem Gedanken, in dem sie hier erscheint, als Gegensatz zu dem
hochsten Menschengliick.” Cf. also Radt (1974) 119.

BT Cf., int. al., P. 0. 10.73—7. See Gildersleeve (1885) 350 ‘The land of the Hyperboreans is a
glorified Thessaly’, Krummen (1990) 256 ad loc. ‘Der Sinn des Bildes ist klar. Es ist ein Bild der
Glickseligkeit, fiir das die Hyperboreer stehen, reprisentiert durch das Symposium, wo man alles
los ist, was bedriicken kann, Krankheit, Alter und Tod, wo Friede und Gliick herrschen. Dadurch
aber sind die Hyperboreer das ideale Spiegelbild des menschlichen Symposiums, wo reichlich
Essen, Wein, Heiterkeit, Krdnze im Haar, usw. die Illusion hyperboreischer Heiterkeit erwecken.’
Cf. similarly Indergaard (2011b) 162 and, differently, Cairns (2010) 72 ‘In Pindar’s earliest ode
... the hero Perseus as an exceptional privilege is entertained in their world of perpetual festive
cheer (a world which in its permanent felicity constitutes the perfection at which the transient bliss
of the victory celebration can only approximate)’.
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&tt kol poAlov cov dowaic), groups of young women (59 mapBévoict), an
atmosphere of friendship (66 piAémv @iAéovt’, dymv dyovta tpoppovmc) and love
(59-60 &pwtec), and, significantly, laurel wreaths (58 ctepdvov Bantov).
Moreover, the combination of instruments played at the Hyperborean hecatombs
(39 hvpav te Poai kovayai T avAdV dovéovtar) recalls the instrumentation in the
description of victory celebrations in other odes (e.g., O. 10.93—4 ... 1iv &
advemnc 1€ AOpa | yAukdc T avAoc dvamdccer yaptv;). If intended, this
performative parallelism would indicate that the victory celebrations in Thessaly
provide for Hippocles a form of respite similar to the one granted to Perseus
among the Hyperboreans.

This is significant because, as is argued above, Pythian 10 attributes central
aspects of immortality to the Hyperboreans, even though it distinguishes them
from Olympian deities, and presents their eternal feasting as an ideal form of
existence. Through the implicit parallelisms between Hippocles and Perseus, and
between the Thessalian victory celebrations and the Hyperborean feasts, these
aspects of immortality are, to some extent, imported into the characterisation of
the hic et nunc of the ode. The impression that thus arises is that Hippocles is, like
Perseus, granted a moment of divine bliss during the celebration of his victory as
a reward for the struggles involved in it.>*® Accordingly, the Hyperboreans, as an
image, represent the victor’s experience in terms similar to Heracles’ apotheosis
in other odes. However, what the paradigm of Perseus is able to highlight more

accurately than that of Heracles is the temporal limitation of this experience.

338 Cf. Kéhnken (1971) 155, 163-5. Cf., contra, Verdenius (1975) 201.



F.J. MEISTER 126
Perseus had to return to the mortal realm after enjoying Hyperborean bliss for a

day or so, and so does Hippocles.**

ETERNAL BLISS, ETERNAL PUNISHMENT, AND

HEROISATION: PELOPS

Olympian 1 is the last example discussed here because it presents concepts of
immortality more differentiated than in any other epinician. It is among the
densest, most famous and, thereby, most controversial Pindaric compositions, and
the following interpretation attempts no more than to evaluate the concepts of
immortality offered in this ode and their effects on the characterisation of the
laudandus. Questions aimed at the expectations of the historical victor, certainly
relevant in the case of Hieron, are purposely omitted so as to focus, as much as
possible, on the literary connections.>*

The first notion of immortality is encountered in the narrative about
Tantalus, which is developed in lines 54—64 as an example of divine favour. The
gods are said to have honoured him like no other man (54-5 &i 8¢ oM v’ Gvopa

Ovatov ‘OMdumov cromoi | dtipacav, fv Tavtaioc odtoc) and, through the gift of

339 Cf. Kéhnken (1971) 181 “Sein Gliick [sc. Perseus’] ist im Gegensatz zu dem der Hyperboreer
nicht von Dauer. Damit aber ndhert er sich dem Athleten an, dessen Erfolg Pindars Gedicht
feiert. . . . Auch sie erleben bei der Siegesfeier das hochste Gliick, doch ist es fiir sie als Sterbliche,
genau wie das des Perseus bei den Hyperboreern, zeitlich begrenzt.’

% On Hieron’s anticipation of heroic worship being reflected in Olympian 1, cf. Gerber (1982)
xi—xv, Slater (1989) 466, Currie (2005) 75, 311.
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nectar and ambrosia, to have made him immortal (63—4 véktap auppociav t¢ . . .
oictv Gpditov 0év viv). Tantalus enjoyed the highest form of immortality
available, the Olympian immortality. Like Heracles, he could have enjoyed this
state indefinitely, but he was unable to sustain satisfaction even with so
exceptional a life (55-6 dAAd yap xatoméyor | péyov OAPov ovk €duvdchn). He
transgressed (60—4), and was punished heavily (56-9). His life of eternal
happiness was turned into its extreme opposite (59 éuneddpoybov). In this respect,
Tantalus’ fate resembles that of Ixion, recounted in Pythian 2, who also enjoyed a
blissful life among the gods (25-6 évpevécct yap mapd Kpovidaic | yAvkdv Elmv
Biotov), but who, out of a similar form of greed (26 pokpov ovy Vméuevev
OAPov), transgressed and suffers eternal punishment (30 é€aipetov €le poybov).
Like the example of Ixion, the episode about Tantalus contains advice against
unreasonable yearning for more (56—7 k6pmt 8’ EAlev | dtav dmépomiov), when the
status quo is undoubtedly the highest attainable.

As opposed to Pythian 2, the negative example of Tantalus is here
outweighed by the fate of his son Pelops, which forms the central part of the
narrative (65-96).>*' Along with his father, he enjoyed supreme immortality, but,
following his father’s transgression, he was allotted the life of ordinary mortals
(66 petd 1o TovmoTUOV AwTIC dvépav EBvoc). This life on earth, which at first
might appear as a form of undeserved punishment, proves to be the testing ground

for the hero’s virtues. After a series of heroic feats (67—89), Pelops manages to

I One might wonder how the example of Ixion could feature as a paradigm for the laudandus and
his achievements. In an ode written for Hieron, however, the role of the laudandus seems rather to
be reflected in the gvepyérac (24), against whom Ixion transgresses. Ixion himself would then
serve as a negative paradigm for the laudator or indeed for anyone enjoying the generosity of the
laudandus.
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regain a kind of immortality in the form of heroic worship at Olympia (93 touPov
appinolov Exov molvEevartdtol mopd Poudt).”** Precisely how this heroic
immortality relates to the Olympian form of existence enjoyed by Pelops in his
childhood is not made explicit in the ode, but we are evidently meant to regard it
as the reward (98 peltdeccav evdiov) for his achievements (99 &ébrwv vy’
EVEKEV).

There are several aspects of this narrative that suggest an implicit
parallelism between Pelops and the laudandus.’® The general plot of the
narrative, depicting a series of achievements followed by a reward, can be seen as
a reflection of the athlete’s career and victory. As in the east pediment of the
temple of Zeus at Olympia (see above, p. 97), Pelops’ paradigmatic achievement
is here the chariot race with Oenomaus (67—88), which seems a suitable reflection
of Hieron’s victory in the similar discipline of the horse race. Additionally, there
is an unusually high number of verbal echoes between the initial account of
Hieron’s victory and the narrative, especially in the description of Pelops’ cult.’*!

In an interesting way, this parallelism seems also to extend to the kind of

immortality that Pelops attained at Olympia. For the sentence that leads from the

2. Cf. also T 0. 1.146 aipaxovpiaic: Bowwtiki) | poviy. Bowwtoi yap aipakovpiac té 1dV vekpdv
évayicpata Aéyovcty. 0 8¢ vobe: ént 8¢ tob mapdvtoc O [Eoy évayicpoic kal Buciaic tedevticac
Tipdtot . .. On Pelops’ cult in Olympia, cf. Paus. 5.13.1-3, Herrmann (1980), and Krummen
(1990) 158-67. That such cults presuppose the death of their recipients is made clear in Soph. OC
621-2 v’ odpoC 880V Kai KekpLUPEVOC VEKVC | yoypde moT’ adTdv Bepudv aipa mistar.

3 Cf. Young (1968) 123 on the ‘paradigmatic relationship between Pelops’ Olympic success and
Hieron’s victory’, Cairns (1977) 129 ‘It is clear too that in Olympian 1 Pelops was intended to be
identified closely with Hieron of Syracuse’, Kirkwood (1982) 44. Hubbard (1985) 158 pursues the
adherence or violation of xenia by Tantalus, Pelops, and Hieron. Cf., contra, Verdenius (1988) 1—
4, who concludes that ‘the myth serves to enhance the glory of Olympia and hence, indirectly, that
of Hiero, but that from a literary point of view it forms a digression which does not have a specific
connection with the praise of the victor.’

** On these echoes, cf. Gerber (1982) 122, 142-3, 145, and Currie (2005) 75.
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account of Pelops’ heroisation back to Hieron’s victory (97-9 6 vik@v 6& Aouov
apoei Blotov | &xer peltosccav gvodiav | dEOAwv v’ Evekev), oscillates between the
two sections. In this generalising sentence, both Hieron and Pelops are subsumed
under the concept of ‘the victor’ (0 vik®v), and their respective rewards under the
notion of ‘honey-sweet tranquillity’ (peAitdeccav €vdiav). Immortality in the form
of heroic worship and the life that follows athletic victory are presented as, in
certain respects, equivalent, even if the phrase Aowmdv duei Piotov appears
somewhat strained in the case of Pelops.**

The approximation of Pelops’ heroisation and Hieron’s victory is further
suggested by a thematic parallelism between the myth and the &ic et nunc. For all
mythical examples of Olympian 1 emphasise a connection between
immortalisation, in whatever form, and divine favour. Tantalus received nectar
and ambrosia because the gods honoured him more than any other mortal (54-5;
see above, p. 126). Poseidon’s love for Pelops is repeatedly stressed and offered
as the reason for Pelops’ being transferred to Olympus (25-6 tod peyoacOeviic
gpaccato Tardoyoc Ilocewdv, 40—-1 10T’ Aylootpiovav dapmbcat, dopévra
epévac ipépmi, ypucéaict T v’ inmmowc | matov evputipov moti ddpo Aldc
petafdcal, 86b tOv pév aydiiwv 0Bedc). Finally, in lines 43-5, Poseidon’s
affection for Pelops is compared to that of Zeus for Ganymede, which also

MA0e Kai Tavoundne | Znvi

resulted in immortalisation (&vBa devtépmt ypovmt

3 Note that the scholiast felt unease about the ambiguity of the sentence, cf. £* ad loc. §wbev

axovctéov tov Olvpmiaxov aydva. Cf. Gerber (1982) 149-50 on 97, 98 ‘A comparison is
suggested between Hieron and Pelops, since Aowtdov auei Biotov ... €xel, with its rare use of
temporal auei, makes us think of topfov daueimorov €xwv (93). It is probable that evdiav is
intended to remind us of the sympotic edppocva which is denied to Tantalus (58), granted to
Pelops (90-2), and ascribed to Hieron.” Cf., contra, Verdenius (1988) 43 on 97-8.
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todt’ émt ypéoc).”* In the light of this relationship, lines 106-8 are significant;
here the laudator recognises divine assistance in Hieron’s victory (8g0c énitpomoc
v teaict pidetan | Eyov todto kddoc, Tépamv, | pepipvaicy). **” There seems to
be an implied parallelism between divine favour in the world of the myth and at
the present occasion, which suggests that Hieron was granted this victory by an
unnamed deity just as Tantalus, Pelops, and Ganymede were granted immortality
by their divine patrons.**®

The concluding gnomic statement of lines 113—14 (én’ &Alowct & dAlot
peydiot. 10 0’ &cyatov | Kopvpodtol Bactiedct. unkéTt Tantave tdpciov), with its
dichotomy of the furthest (§cyatov) and the further (ndpciov), is often understood
to check hopes for immortality and to advocate mortal quietism.”*’ However, the
gnome is preceded by the laudator’s wish to see Hieron succeed also in the more
prestigious discipline of chariot race (108—11 &i 8¢ pn tayd Aimoy, | €Tt yAvkvtépav
Kkev EAmopal | cov Gppatt Bodt kheifev €mikovpov gupmv 600V Adywv | moap’
evdeiehov €OV Kpoviov). Combined with the statement that ‘the highest is
crowned by kings’ (113—14 10 &’ &cyatov kopveodtal | Paciiedet), which seems
to mean that Hieron holds a political dignity independent of further athletic
success, this gnomé seems to advance merely an acknowledgement of Hieron’s

present victory. At any rate, the statement does not seem to specify whether or not

3 Cf. P. 0. 10.43 Gpar . . . & mote avoudéo Davopndet Odvatov dke cov Kumpoyevel.

**7 Pace Verdenius (1988) 2 ‘It is true that Pelops enjoys divine favour and that Pindar wishes
[emphasis added] Hiero divine favour, but such a wish is a fopos in his poetry.” Wishes for divine
favour are usually expressed in the optative, cf. P. 1.56 (for Hieron, obtm 8’ Tépmvi Bdc opbmtnp
wéhor), O. 4.12 (Beoc edepav €in Aowraic gvyaic), P. 10.20 (un eBovepaic &k Oedv petatpomiolc
EmkOpcotev), P. 5.117-18 (Bedc 1€ 01 10 ViV T TPOPP®V TEAETL Svvacty, | kal TO Aouwdv Opoia).

8 Cf. also Cairns (1977) 129-30, Gerber (1982) xiv—xv,Verdenius (1988) 47 on 106.

% Cf. Verdenius (1988) 41 on 114 and, contra, Hubbard (1985) 11 with n. 2.
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the laudandus has attained a moment of immortality in his victory. For as the
example of Tantalus illustrates, it is possible, though not advisable, to ‘gaze
further’ even when one is enjoying the highest form of existence.’”" The
parallelism between Pelops’ afterlife as a hero and the laudandus’ experience in
the aftermath of his victory, which the end of Olympian 1 intimates, is not

necessarily affected by this statement.

CONCLUSION

Returning, with these interpretations in mind, to Horace and the depiction that he
offers of the epinician laudandus, we are now in a position to conclude that these
depictions seem to represent, not merely the Roman poet’s creative imagination,
but rather a viable path for construing a victory ode. The phrases euehit ad deos
(Carm. 1.1.6) and reducit caelestis (Carm. 4.2.17-18) appear to be apt reflections
of an epinician technique whereby the victor is juxtaposed, and thus implicitly
compared, with a mythical hero, his athletic achievements with cultural and
martial exploits, and his reward with certain forms of immortality. As is stressed
throughout this chapter, this technique is suggestive rather than exclusive, because
the parallelism is never made fully explicit (although Isthmian 4 comes very close

to an explicit parallelism). In many odes, however, the world of the myth seems to

330 Cf. Gerber (1982) 1735 on 114.
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complement the hic et nunc in such a way that certain aspects of their narrative
are tacitly imported into the present celebration and, consequently, affect the
characterisation of the laudandus. Among these aspects we find notions of
immortality, and the effect of a narrative about immortalisation on the
presentation of the hic et nunc can best be demonstrated at the end of Nemean 1.
In the descriptions of immortal life, be it on Olympus or among the
Hyperboreans, the focus on sympotic exuberance and similar forms of revelry is
noteworthy and, in all cases discussed, lends itself to a comparison with the
(imagined) celebrations surrounding the performance of the respective ode. The
victory celebration, it appears, is the primary reward for the victorious athlete. As
the example of Olympian 10 demonstrates, the epinician presents a
conventionalised and idealised notion of these celebrations, a notion where the
boundaries between mythical past and present occasion are blurred rather than
enforced. In this ode, the narration of the establishment of the Olympic Games
leads into a description of the first competitions (60—73), followed by the first
celebration (73—7 év 0¢ &cmepov | Ephe€ev evmdMmOOC | celdvac €patov @doc. |
aeideto 0¢ v tépevoc Tepmvaict Oaioic | TOV ykdpov auei Tpdémov), to which
Olympian 10 immediately links itself and the celebration of Hagesidamus’ victory
(78-83 dpyoaic ¢ mpotépaic Enduevol kol vov Erovopiay xapv | vikac dyepdyov
keAaoncopeda ktA.). In this conventionalised notion of the victory celebration, it
seems, the joy experienced by the victor is so great that it approximates to the

bliss of the gods and of semi-divine beings at their eternal feasts.
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In the metaphorical language of the epinician, victory seems to entail an
experience that is, not necessarily identical, but certainly very similar to actual
immortality. There may in fact be no other difference between the two than their
duration, since categorical claims of the form pn potevent Bedc yevécBon or un
ndteve Zeve yevéchor (O. 5.24 and 1. 5.14; see above, p. 94) can also be read so
that, if the victor were able to prolong the present experience indefinitely, he
would count as a god. The mere possibility of such prolongation is denied, but
this denial does not necessarily involve the nature of the present moment.

The victory odes discussed here are similar to the wedding songs discussed
previously in that they present a certain moment in their protagonist’s life, and the
emotions involved in this moment, as an experience of immortal bliss. There are,
however, two important differences between the presentations in the two genres.
First, while the use of imagery of immortality seems to be a generic feature of the
tradition of wedding songs, the same use occurs, in a distinctive manner, only in a
selection of victory odes. Second, while the wedding song expresses an affinity
with immortality explicitly, e.g., through terms with specific connotations and
direct comparisons with heroes and gods, the examples of victory odes examined
here display a much higher degree of concealment and intimation. The two
differences appear to be related as the victory ode, with its relatively few
performances in a given polis, seems generally less conventionalised than the
tradition of wedding songs, performed, in some form or other, frequently and
ubiquitously. The victory procession, too, as one performative context for victory

odes, has elements in common with the wedding ceremony, such as the vehicle,
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special garments, and an appropriation of public space, but it would, for its
exceptional occurrence, seem to have been significantly more widely witnessed
and attended. The risks involved in likening a mortal to the gods too explicitly
seem greater at the victory celebration than at the wedding celebration, where
convention and cliché can serve to cushion precisely those effects of excessive
praise that the epinician laudator is always worried about. Composed for Pan-
Hellenic occasions, the epinician anticipates a wider audience and can reflect
broader aspirations, engaging, for example, in the presentations of a tyrant in front
of his polis, of a polis in front of another polis, or even of a polis in front of the
Greek world as a whole. It seems unlikely that a wedding song, even where it is
composed for marriages of political relevance, could have similar aspirations and
expose the poet in a similar way if he overshoots his praise in the audience’s
perception. Echoes of these risks, and of the political motivations underlying
them, are still found generations after Pindar, for example, when Nicias tries, in
the assembly, to discredit Alcibiades’ capacities as a general on grounds that he
wastes his inheritance on breeding race horses for the Olympian track,””' or when
Aristotle is charged with dcéBewa for composing what the prosecution considers a

352

paean for the mortal Hermias of Atarneus.”™  In questions as delicate as that

concerning the relationship between victory and immortality, the ambiguity

BLCf. Thue. 6.12 €1 6 Tic Gpyewv dopevoc aipedeic mapavel DUIv Ekmhelv, TO EonTOD HOVOV
cKOT®V, dAl®C TE Kol vedtepoc MV ETL €c TO Gpyewv, dmmwc Bavpochit pév ano tic inmotpoiac,
du 8¢ modvtélelav kol dEEANOML TL €k Thc apyfic, . .. Cf. Alcibiades’ response in 6.16 oi yap
“"EAAnvec kol vmEp dvvapy peilo Nudv myv molwv Evopicay tdt Eudt dampenel tiic ‘Olvpniale
Bewpioc, mpdtepov EAmilovtec avtv katamemolepiicOat, oot dppata pev €mnta kobijko, Gco
ovdeic o id1hne mpdTEpPOV, dviknca 8¢ kol Sevtepoc kol TéTapToc dyevouny kai TdAka aEioc Tiic
viKNC TOPECKELACAUNV.

352 Cf. PMG 842. The case is recounted in Ath. 15.51-2, 696*~7°; and Didymus in Demosth. Phil.
4.10.32 (= PBerol. 9780, col. 6.22—43). On the context of the song, cf. Ford (2011), esp. 22-5.
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employed in Pindar appears as a safeguard whereby the victor, on making the
necessary connections, will find himself sufficiently praised, while potential

detractors lack an unambiguous foundation for reproaching the song.
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INTRODUCTION

This chapter aims to show that in drama, especially in tragedy, characters can be
ascribed aspects of immortality in ways comparable to the descriptions of the
laudandi in wedding songs and victory odes. In pursuing within drama a feature
that appears to be characteristic of encomiastic lyric, this chapter relies on recent
studies in the relationship between the two kinds of poetry. The predominant
mode of this relationship seems to operate not through allusions to specific
authors or songs (found almost exclusively in comedy),””* or through the presence
and acting of the chorus per se, but through the re-enactment of the performances
and performative contexts that constitute lyric genres.”* Wedding songs in
tragedy and comedy, discussed in the first chapter of this thesis, can provide an
example. As far as we are able to judge, these songs are marked as wedding songs
not through references to specific songs of, for instance, Sappho, but through

adaptations of a certain perception of the bridal couple that appears to be

355

conventional of wedding poetry.”” The same can be observed in the case of

victory songs in tragedy and comedy, where we seem to find no detectable

%3 Kugelmeier (1996) on the relationship between comedy and lyric, and Garner (1989) and

Bagordo (2003) on the relationship between tragedy and lyric, are focussed entirely on specific
quotations. See, however, Swift (2010) 27 ‘We rarely (if ever) in tragedy find something which
could be an example of a piece from another genre incorporated wholesale into a play, and we
rarely find a direct allusion to a particularly famous piece.” Cf. similarly, for comedy, Carey
(2013) 155-6.

% For tragedy, cf. Rutherford (1995a) 118-21, Swift (2010), and Rodighiero (2012a) 7-17; for
comedy, cf. Carey (2013).

33 Cf. Swift (2010) 26 “Yet the language with which tragic choruses express themselves often
draws on the language of other genres and other types of choruses. This is not surprising: choral
poetry forms a central part of Greek religious and cultural identity, and its fopoi create a shared
network of mores and normative assumptions about how one celebrates a wedding, relates to a
god, and so on.” On wedding songs in tragedy, cf. also Rodighiero (2012a) 95-101.
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references to paradigmatic songs of Simonides, Pindar, or Bacchylides, but
instead evocations of conventional epinician perspectives.’®

This view of the relationship between lyric and drama also provides an
approach to the prima facie difference of status existing between the protagonists
of the two kinds of poetry. On the one hand, in the epinicians of Simonides,
Pindar, and Bacchylides, and probably in Sappho’s non-mythical wedding songs,
the figures celebrated are contemporary humans, who would remain mortal even
when it is intimated that they temporarily leave behind their mortal limitations.
Figures of tragedy, on the other hand, are located in the world of myth, and thus to
some extent separated from the reality of contemporary audiences. One
manifestation of this difference is the fact that many characters of tragedy retain
significant powers or receive individual heroic worship after their death and that

others are deified while still alive.””’ Fifth-century Athenians did not, to our

%% For victory songs in drama, cf. Wilson (2007), Steiner (2010b), Swift (2010) 104-72, (2011),
Carey (2012), Rodighiero (2012a) 73-9, and Rawles (2013).

37 Agamemnon’s posthumous powers are evoked e.g. in Aesch. Choe. 139-51 (begmmng with
Katevyopoi cot, koi cd KADOI pov, matep), 15263 (esp. 157-8 khbde 8¢ pot, céPac, KAD’, @ décmot’
€€ | apavpdc @pevoc), throughout the main ode in 306-478, and in Soph. El 453—4 (aitod 08
mpocTmitvovca yijfev edpevi] | Uiv apwyov avtov gic £xBpovde poielv). Ajax’ tomb will ‘forever be
remembered by mortals’ in Soph. 4j. 1166—7 (Bpotoic tov deipvnctov | taeov), on which cf.
Garvie (1998) 231 ad loc. ‘the most specific reference in the play to the hero-cult of Ajax’, and
Finglass (2011) 465-6 ad loc. for a more sceptical reading. Oedipus bargains with his posthumous
powers in Soph. OC 92-3 (képdn pév oikncavta toic dedeypévole, | dtnv 8¢ toic mépyacty of W’
amnracav), 287-8 (fikw yap igpoc evcefnic te kai Pépav | dvnewv dctoic toicd’), 457-60 (v yap
vueic, O Eévor, BEMTE pov | cOV Toicde toic cepvoict dnpovyolc Beaic | hiny mosicOo, THide pév
moAeL puéyav | cotiip’ dpeiche, toic 8’ époic &yBpoic mdvouc), 787—8 (odk &cti cot tadt’, GALG cot
TG0’ Ect’, €Kel | xdpoc drdctop ovUOC Evvainv det); his tomb is described as ‘sacred’ in 1544-5
(iepov topPov); his death is a reported as a miracle in 1656—65. On aspects of Heracles’ apotheosis
in Trach. and Phil., see above, p. 75 with n. 271. Alcestis is to receive heroic worship from the
chorus in Eur. Alc. 994-1005 (esp. 1003—5 viv & &cti pdxoipa daipwv: | yoip’, ® moTvL’, €0 88
doinc). Medea anticipates a Corinthian festival being held in her honour at Med. 1381-3 (yfj1 d¢
e Cuevpov | cepviv €opthv Kol TéAn mpocdyopey | 10 Aowov dvti todde dvccefolc Povov).
Eurystheus knows of a Delphic oracle according to which he will be worshipped in Athens in
Heracl. 103044 (esp. 1032-3 kai col p&v ebvovc kol mOAEL coOTploc | pétokoc aigl Keicopon
Kotd xBovoc). Artemis installs a cult in Troizen for Hippolytus in Hipp. 29-33 and 1423-30 (esp.
1423-5 coi &°, & todainop’, avti TdvSe TdV Kakd®v | Tiuéc psyictac &v moier Tpolnviat | Sdem).
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knowledge, have any first-hand real-life experiences of apotheosis, and the
Athenian public appears to have been careful to bestow forms of cultic worship

only collectively on those who served what would be considered the common
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good, as, for instance, the War Dead of the Persian Wars.”" It seems evident,

however, that the gulf between mythical heroes and contemporary audiences is in
tragedy not as great as it is, for instance, in epic, and that the tragedians carefully
construct parallels between the world of the myth and the world of the
audience.”®” A systematic parallelism of this kind is implemented in virtually all
plays by the onstage performance of rituals and accompanying songs that are

modelled on contemporary Athenian rituals, like supplication, weddings, victory

An Athenian cult for Iphigenia is anticipated by Athena in IT 1464-7 (o0 xoi te@dymt
katBavodea, Kol wémlov | dyaipd cot Bfcovcwy gomivove VEdc, | Gc v yuvaikec &v TOKOLC
yuyoppayeic | AMmwc’ €v oikoic). Castor knows that Menelaus will live on the Isles of the Blessed
in Hel. 1676-7 (xoi t@t mhovitnt Mevéleot Be®dv mapo | poKAp®V KOTOWKEY VicOv £€cTt
poépcpov). Similarly, Dionysus knows that Cadmus will live there in Bacch. 1338-9 (c& 8” Apnc
Appoviav te poceton | poxdpov T éc alav cov xadpvcel Piov). Thetis deifies Peleus in Eur.
Andr. 1253-62. Helen is deified by Castor in Hel. 1666—8, by Apollo in Or. 1683-90. Rhesus’
mother deifies Rhesus in Rhes. 970-3. The theory, advanced most convincingly by Scullion
(1999/2000), that many Euripidean aitia seem to be inventions, would seem to enhance in the
audience a sense of distance from these immortalisations. The same happens, more obviously, at
the end of Aristophanes’ Birds with the apotheosis of Peisetaerus.

381t is debated whether cults for these War Dead conform with the ordinary tendence of the dead
or amount to heroic worship. The former is advocated, e.g., by Welwei (1991) 31, Flashar (1996)
73; the latter, e.g., by Loraux (1986) 33, Currie (2005) 89—119, esp. 112—19. See also above, p. 26
with n. 85.

%9 Already Aristotle’s concept of ‘pity and fear’ (cf., e.g., Poet. 1449°27-8 [sc. &t odv
tpaymidia] 8t éhéov kai eoPov Tepaivovca TV TAV ToVTOV TAbpdTOVY Kabapcly, 145271-3
énel 8¢ oV povov teheiac cti mpa&eme N pipncie GAAG kol eoPepdv kol Eleev@v) is based on
identification with the action onstage, especially when one adduces his definitions of @opoc and
gheoc in Rh. 2, 1382722-6 (00 yap mvta to Kokd @ofodvtal ..., GAN 8co Admoc peydroc f
@Bopac dvvotal, kol tadto Eav un mopp® AL cOVEYYVC @aivnTol dcte pPEAAEWY. TA YOp TOPP®
cpddpa 0b oPodvran) and 1385°16-19 (8fhov yap 8L avaykn OV pélhovia EAefcel DIApyEL
to100TOV 0lov ofecOon mofelv &v TL KoKkdV §| oOTOV § TAY ohTOD TIve, Kol T010DT0 KOKOV 0iov
gipntot &v td1 Spot 1j Gpotov fj Tapaninciov). See also his characterisation of the ideal tragic hero
in Poet. 1452°30-39. On general ambiguities in the presentation of time, space, and ideology,
which help this identification, cf. Buxton (2013) 145—60. On anachronisms, cf. Easterling (1985),
esp. 3 ‘This leads to the more general consideration that the heroic world was not at all a
constraining medium for the tragedian who knew how to handle it’. On the presentation of Athens,
cf. Swift (2010) 59 ‘There is less of a gap between heroic and contemporary worlds in the
presentation of Athens, as the city’s positive qualities mirror the audience’s self-perception.’
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celebrations, forms of lament, and burials.*®

These utterances and songs tend not
to reflect a character’s heroic status or possible heroisation or deification at the
end of the play,’ but are such that they could, in principle, have been used by
contemporary Athenians for their own rituals.

This chapter is concerned with conventionalised perceptions of power,
wealth, and courage in the plays and the question how, and to what effect,
immortality is used to measure these qualities. What follows pursues two forms of
these perceptions at different stages of the plots of tragedy, first, a perception of
the protagonist presented by other characters before his or her reversal of fortune,
and, second, a perception of other characters presented by the protagonist at the

climax of his or her downfall. The last part of this chapter examines the parody of

these perceptions in comedy.

%% On the interplay of rituals in tragedy and those in real-life Athens, cf. Easterling (1988) 98-9 =
(1993) 17, Krummen (1998), Henrichs (2000), Sourvinou-Inwood (2003). On ritual in tragedy
more generally, cf. Easterling (1988), Jouanna (1992), Lloyd-Jones (1998). The tendency of
tragedy to present ritual in a ‘perverted’ form does not conflict with this argument, cf. Zeitlin
(1970) 351-70, Segal (1986) 35, Henrichs (2004).

%1 An exception is the choral lament for Alcestis, which promises worship, in Eur. Alc. 994-1005
€Cev&m Khciote drottv. | unde vekp®dv mc POévev ydpo vopuléchm | toppoc cic drhdyov, Beoict
&’ opoioc | tipdcbm, céfac Eundpmv. | kai tic doypiav kéhevbov | Eupaivav T8’ Epel | Abta mote
npovBov’ avdpodc, | viv 8 Ectt pdkatpo Soipmv: | yaip’, @ motvi’, €0 8¢ doinc. | toioi viv
mpocepoet PRpLaL.
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TRAGIC ILLUSIONS

Apart from the differences of status between the protagonists of encomiastic lyric
and tragedy, another difference that is relevant to the questions asked in this thesis
concerns what might be described as narratological focus. On a broad distinction,
it could be said that victory odes and wedding songs are focused on the particular
moments of their respective celebrations and explore aspects of these moments
from various angles. The present is the predominant time in these genres, whereas
‘the’ past, in its various forms, and ‘the’ future are among these angles. In the
epinician, narratives, which introduce the mythical past as one temporal layer,
usually do so in parallelism with the present occasion.’®* Accounts of the victor’s
career, which are concerned with the more immediate past, depict the present
victory as the climax of this career. Wishes and prayers for continued success in
the future are often concerned with acknowledging what has been achieved.
Hence, with its focus on one particular present moment, the epinician plot could
be called ‘static’. Plots of drama, on the other hand, are ‘dynamic’ insofar as
dramatic action involves developments of present moments.

While victory odes and wedding songs emphasise the happiness
experienced by their protagonists in the very moment of celebration, tragedy—
and to some extent comedy—presents human fortune in flux. In tragedy
especially, the instability of human happiness is a fundamental truth; plots

involve, by default, developments from happiness to suffering, from suffering to

%2 See above, pp. 87-93.
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happiness, or both (as in Heracles).’®® The epinician world, too, is aware of the

vicissitudes of human fortune, but the achievement of victory is here presented as

364

a momentary transcendence of this aspect of the human condition.™" In Isthmian

4, for example, a period of mourning and misfortune for the Theban Cleonymidae
is said to end with Melissus’ victory, just as spring succeeds the winter storms
(16-30, esp. 18-19 viv & ad petd yewéplov motkida pnvdv (dgov | xOav dte
eowvikéolcty avoncev podotc | dopdévev BovAaic). Similarly, concepts of suffering
(movoc, kapatoc, and derivatives) occur frequently, but refer to the labour and

pain involved in athletic training, which is relieved in and rewarded by the joy of
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victory. > Tragedy, by contrast, so embraces suffering that depictions of

39 Cf. Arist. Poet. 1450°16-20 1) yap tpayoidia pipncic éctv odk avOpdnov dld Tpdiemv Ko
Blov {xoi eddarpovia kol kaxodowovia &v mpa&et éctiv kth.} (del. Kassel), and his concept of
‘reversal’ (meputétein) in 14527224 Ecti 8¢ mepméteio uév 1 gic 10 dvavtiov 1@V mpatTouéveOVY
petapoAin kobdmep eipnrat, kol todto 8¢ demep Aéyopev Katd TO €ikOc 7| dvaykaiov. Aristotle
favours reversals from happiness to suffering (cf. Poet. 1453%13—15 . .. koi petofdAriev ook gic
gvtuyiav €k ductuyioc aALd Tobvavtiov €5 ebtuyiac gic ductuyiav . . . ). So does the hypothesis to
Euripides’ Alcestis, considering its happy ending characteristic of either comedy or satyr play, cf.
Y Eur. Alc. arg. 23-7 (ed. Diggle (1984-94) 1.34) 10 0¢ dpapd ctt cotupikdTEPOV, OTL €iC YOPAV
Kol NSOV KOTOCTPEPEL Tapd TO TPaykdV. Kol EKPArdeTor dc avoikelo Tiic Tpayikijc momcemc &
te Opéctne kol 1 AAKNCTIC, ®C €K coppopdc HEV apydpeva, €ig evdalpoviav (dg) Kol yopav
Mé&avra, (&) Ectt pdAlov kopmidioc &xopeva. On the underlying assumptions, cf. Gregory (2011)
and Silk (2013) 28-9.

¥4 Cf, e.g., P. 3.80-3, 8.88-97, N. 6.1-24, I. 7.40-4, 3.17-18, and the remarks in Frinkel (1955)
23-35 and (1962) 539-46.

3 Cf, e.g., P. 0. 5.15-16 0isi 8’ Guo’ dpetaict TéVoc damdvo te papvarot Tpdc Epyov | Kivdiver
KEKAADIUEVOY- €D 88 TVYOVTEC copol Kai mohitouc Edofav Eupev, 11.4-6 €1 88 cdv mOVOL TIC €D
mpdccot, pekydpoee Buvol | Detépav dpyd AMoywv | TéAAetal Kol metov dpKlov peydiaic apetaic
(contrast P. 8.73-5 &i yap tic €échd mémaTor Un cOV HOKP®L TOVOL, | ToALolc copodc dokel med’
appovov | Biov kopvccépev dpBofovrotct poyavaic), P. 5.46-9 pokdpiloc, oc €xeic | kol meda
péyav kapotov | Adymv egptdtov | pvapnt’, N. 4.1-2 dpictoc €0Qpochvo mOVOV KEKPLUEVOV |
iotpoc, 7.74 €l mévoc fv, 10 Tepmvov mAfov medépyetar, 1. 1.41-5 &l 8 dpetdn xoTdreiton mdcav
opyav, | dpedtepov damdvaic te kol Tdvolc, | xpn viv ebpovieccy dydvopa kopumov | pun ebovepaict
Qépew | yvopoic, 5.22-5 &l 8¢ térpantal | Beoddtv Epyav kéhevbov Gv kabapdv, | un eBovet
KOUTTOV TOV £01KOT’ A0t | Kipvapey avti movev, 6.10—13 i yap tic avBpdnov damdvarl te yapeic
| Kol IOVl Tpdecel Beodpdrove dpetdc | cov € ol daipmv eutevel d6&av Emnpatov, Ecyatioic §omn
wpoc OAPov | Bardet’ dykvpav Beotioc Emv, 8.8 yAvkd Tt dapmcopedo kol pera wévov. Cf. also
0. 2.33-4 poai &’ dAlot’ Aot | €00vdY Te péta Kol Tovav éc dvdpac Epav, P. 5.54 tovov 8 ob
TIc dmoéxhapoc Ectv ot Ecetar, N. 6.23—4 énel oi Tpeic aeBhopdpot mpdc dicpov dpstdc | HABoV,
of 1¢ noévev éyedcavto, 1. 3.17b—18 kai patpodde Aafdaxidaicty chvvopot | mhodtov diécteryov
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happiness can, at certain stages of the plot, serve to foreshadow impending
reversals.

This difference of focus affects the way that the imagery of immortality
functions in drama. It has been argued in previous chapters that, in victory and
wedding poetry, images of apotheosis, eternal bliss, and Olympian feasting
convey the extraordinary degree of happiness that both athletic victors and bridal
couples are able to enjoy at the moment of their celebrations. In tragedy, we find
similar imagery in the form of comparisons between characters and gods, and this
imagery conveys, as in the lyric genres, extraordinary happiness, social standing,
and wealth.’®® However, since the audience can expect these advantages to be
overturned in the course of the play, this imagery has a more sinister effect on the
stage than it does in lyric poetry. A reflection of this effect is found in the parodos
of Aeschylus’ Choephori, where the chorus contemplate the nature of justice: o
O’ euTVYELY, | TS €v Bpotoic Bede te kol Beod mAéov (59-60). As the rest of the
antistrophe states, godlike fortune is never more than a temporary impression as
Justice, Aika, in the form of reversals of fortune, might strike eventually (61-5).
The specification v Bportoic is therefore important as it indicates an element of

illusion inherent in likening a character to a god on grounds of his fortune.*®’

tetpaopldv movolc. On the rhetorical aspects of epinician wévoc, cf. Bundy (1962) 2.53—4 and
Race (1990) 67 n. 27.

% pyce Roloff (1970) 111 n. 10, who asserts that ‘[d]ie Perser des Aischylos sind die einzige
Tragddie, in der von der Gottdhnlichkeit eines Menschen die Rede ist.” This chapter discusses ten
passages apart from Persians that advance a perception of a character as godlike.

T In similar situations, simple datives can denote subjective perspectives; cf. Aesch. Pers. 711
(Queen to Darius) Biotov evaimve IIépcaic dc Oedc duyayec, Ar. Av. 722-3 (Chorus to
Peisetacrus and Euelpides) ap’ od govepdc fusic duiv cpev pavieioc AmoAlmv; | fv odv fudc
vopicnte Oeode, Emped. VS 31 B112.4-5 yaipet’s éyd & vpiv Oedc duppotoc, ovkétt Bvntoc |
moAedpol petd mict teTuévoce, demep Eowka, Verg. Ec. 1.6-8 O Meliboee, deus nobis haec otia
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What follows aims to show that tragedy is primarily interested in exploring this
illusion by depicting both characters suffering from that illusion and learning their
lesson, and characters inspiring this illusion in other characters in order to destroy

them.

ILLUSIONS SUFFERED

A good passage to start with is found in the second part of the prologue of
Euripides’ Hippolytus. After Hippolytus’ prayer, the Servant enters in dialogue
with his master with the striking sentence Gva&—60gobc yap decmdtac KOAEV
ypéwv (88). The meaning of this sentence depends on whether decmotac is
considered the direct object to kaieiv and Bgovc its predicate (‘Lord, for one must

address his masters as gods’), or vice versa (‘Lord, for one must address (only)

368

the gods as masters’).””” The former construal, however, seems preferable given

that both dva& and decmdtne can be addressed to mortals and immortals alike, and
that, when addressed to mortals, dvaf seems to be used primarily for kings or
princes, decmomc for masters by their slaves.’® Thus, if the sentence were to

convey a restriction of one of these term to addresses to gods, and thereby a

fecit. | namque erit ille mihi semper deus, illius aram | saepe tener nostris ab ouilibus imbuet
agnis. Cf. also Currie (2005) 188-9.

%% On the former, cf. West (1965), (1966b), (1980) 10—11, and Kovacs (1980) 136—7; on the latter,
cf., Barrett (1964) 176 ad loc., Glucker (1966), and Diggle (1967).

% Thus concedes also Barrett (1964) 176 ad loc. ‘Gvoé is a deferential address (whether by slave
or freeman) to a king or prince; déomota . . . the humble address of a slave to his master. Both are
used in addressing gods; with déomota the worshipper proclaims his humility as that of slave
master.” On dva& addressed to gods, cf. LfgrE s.v. ‘dva&’, la, 784.37-785.75; on &vo& as an
address to kings and princes, cf. ibid., 1b, 785.75-787.6. decndtnc is not used in epic, perhaps for
metrical reasons.
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reason why this term is not addressed to Hippolytus, we would expect the two
terms to be the other way round: d¢cmoto—0govc yap Gvaktac KOAEW gpiwv.”

Accordingly, the Servant addresses Hippolytus as a god, which, in the
context of his cautious criticism (cf. the following sentence in 89 ap’ &v ti pov
SéEato Bovevcavtoc €V;), could serve as a means of appeasement, intended to
mitigate what might be perceived by Hippolytus as impertinence or even
transgression. Moreover, since the Servant’s statement is cast as a general rule
(‘All servants must call their masters gods’), it seems to be targeted not at
particular aspects of the relationship between him and Hippolytus, but at the
slave-master dichotomy in general. We would then expect to find, underlying this
statement, an analogy whereby a free master compares to an unfree slave as a god
compares to man. The Servant, however, does not make this distinction explicit. It
seems instead that, because he perceives his master’s liberties from the opposite
end of the social scale and feels his own distance from these liberties, he does not
differentiate sharply between the privileges of a mortal sovereign and those of the
gods. Hippolytus thus attests a perspective whereby a character, in the face of his
own impotence, perceives another, more powerful character as godlike.

The Servant’s statement not only contributes to the social typology of the
slave, but, in opening the discourse about appropriate attitudes towards gods, also
sets the tone for one of the central issues of the play. In the dialogue with the

Servant, Hippolytus advances the view that one needs to worship only those

" The line is structurally similar to Hel. 560 (Helen on meeting, but not yet recognising,

Menelaus) @ 0egoi- 0gdc yap 1O yryvédckew @ilove. As in Hipp. 88, an initial statement, which
seems unproblematic if not expected in the present circumstances, is followed by a surprising
explanation. Here, too, 6g6c is the predicate to the subject (10 yryvadckey ¢idovc).
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deities that conform with one’s character while others can be neglected (104

371

dAloict GAdoc Bedv te kavOpormv pélet).” While the question whether this

view exhibits a degree of arrogance sufficient to justify Aphrodite’s vengeance is
debated,’”* an answer could be found in the way that Hippolytus responds to the
Servant. The reaction of other figures of epic and drama to being addressed as

gods suggests that it is expected of a moderate and pious character instantly to

373

rebuke the transgression that potentially lurks in such treatment.”’” Hippolytus,

however does not rebuke the Servant. This failure to display modesty corresponds
to a general impression of Hippolytus as having a heightened sense of himself. In
his prayer to Artemis preceding the interaction with the Servant, Hippolytus
characterises himself as an individual unlike other mortals, as a chosen intimate of
Artemis who enjoys her company and protection (84—6 pdévmt ydp €cti todt’ ol
vépac Bpotdv: | col kai Euveyu kai Adyotc dpeifopat, | KAO@V pév avdfc, dupa o’
ovy Opdv 1 c6v).>’* However, this perception of Hippolytus as a quasi-divine

individual is unmasked at the outset as arrogance and conceit by Aphrodite (11—

371 Cf. the observations of Snell (1946) 121-2 on the allegorical nature of the deities in Hippolytus:
‘Die Gottinnen Artemis und Aphrodite werden fast zu Symbolen, um psychologische Typen zu
verdeutlichen; die Menschen aber gewinnen an innerem Eigenleben und geistiger Beweglichkeit,
so dal man jetzt erst von Charakteren und Individuen in der Tragddie sprechen kann.” In fact, the
prologue of Hippolytus exhibits similarities with Heracles’ decision between the ‘goddesses’
Kaxio and Apetn in Prodicus’ Horae, VS 84 B1-2. Cf., however, the restrictions put forward in
Mills (2002) 51-2.

372 A traditional interpretation sees in the prologue a display of Hippolytus® arrogance, designed to
justify Aphrodite’s vengeance; cf. e.g. Barrett (1964) 172-3 and Dimock (1977). On the problems
of this interpretation, cf. Kovacs (1980) 133—7, who develops a more sympathetic approach.

B Cf., e.g., Menelaus’ response to Telemachus’ praise in Od. 4.79-81 (téxva @ik’, fj Tot Znvi
Bpotdv ovk v Tic €piot | aBdvatol yap tod ye dOpot kol KTApat® Eactv: | avdp®dv &’ 1 kév Tic pot
épiccetat, Mg Kai ovki, | kTpacty), and Agamemnon’s response to Clytemnestra in Aesch. 4g. 925
(Aéyo kat’ dvdpa, pn Beov, céPewv Eue; see below, p. 119).

37 Cf. also Mills (2002) 67 “This [sc. Hippolytus’ statement in 104], combined with his belief that
he is uniquely blessed in his “companionship more than mortal”, indicates that he considers
himself to be closer to the gods than to other men.’
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19, esp. 17 yhwpav 6’ av’ DAnv mapBévmt Euvav del, 19 peilo Bpotiac mpocmecav
OptMoac), and overturned in the course of the play.

Apart from contributing to the characterisation of the hero, the perception of
Hippolytus as more than mortal also provides an effective contrast to the figure of
Aphrodite, who is portrayed in this play as decisively human. In the prologue,
Aphrodite herself states that vengeance is a sentiment shared also by the gods (7
gvectt yap On kav Oedv yével 160¢), and so explicitly compares her motives with
the inferior sentiments of mortals. At the end of the play, Artemis repeatedly
emphasises this aspect of Aphrodite’s scheme by criticising her excessive and
ungodly temper (1328 minpodca Ovpov, 1400 Konpic yap 1 mavodpyoc, 1402
Tifc Euénedn, coepovodvit & fybeto, 1417-18 Oedc dtpor Kompdoc éx
npoBupiac | opyai). In succumbing to vengeance, Aphrodite overtly defies the
postulate, uttered by the Servant just after addressing Hippolytus as a god, that
gods ought to be wiser and more moderate than mortals (120 copwtépovc yap ypn

375

Bpotdv eivar Beovc).””” The prologue thus characterises the central conflict of the

play as one between a supposedly godlike human and an all too human goddess,
and the Servant’s address to Hippolytus as d&va& contributes to this
characterisation.

A second example is encountered in lines 590—607 of Euripides’ Iphigenia

at Aulis. Though we cannot put too much weight on a passage that may not be by

" For similar postulates, cf. Cadmus’ reaction to the Dionysus at the end of Bacchae: dpydc

npénel Beove oy Opotodcbot Bpotoic (1348). Cf. also the criticism of the gods in Eur. HF 1345-6
deltan yap O Oeode, ginep Ect’ dopbdC Bede, | ovdevoC: AoWddV 0ide dvctnvol Adyot, and Antiph.
Soph. VS 87 B10 31t todto 00devoc deitar ovde mpocdéyetar ovdevoc Ti, GAL’ dmepoc Kol
aoéntoc. On the connection between Euripides and Antiphon, cf. Wilamowitz (1889) 277—-8 on
Eur. HF 1346.
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Euripides,’’® since editors and interpreters agree that these lines would have been
performed at some point in the fourth century BC, it may cautiously be included
in this discussion. The ode in question is likely to be intended for a secondary
chorus, >’ perhaps of Argive soldiers arriving in the entourage of Clytemnestra
and Iphigenia.’’® Evidently unaware of Agamemnon’s intention to sacrifice
Iphigenia, they hail the arrival of the queen and princess in strong, almost hymnic,
terms. Striking in this respect is the repeated exclamation i®» i® (590), which in
drama, to which it is virtually restricted, conveys either grief or calls for divine

. 379 . . N ~ , »”
assistance.””” Moreover, the emphasis on seeing (591-3 v T0d Pacthéoc | 1det’

7% Dindorf (1840) 270 was the first to suspect the passage; cf. also Page (1934) 160, Barrett

(1964) 368 n. 1 on Eur. Hipp. 1102-50, Taplin (1977) 77, Stockert (1992) 3767 on 590-7, Diggle
(1984-94) 3.381 in app. (‘minus fidenter’). Lammers (1931) 103—4 defends the authenticity of the
ode, and the edition of Giinther (1988) 23 in app. follows him.

377 The reference to dvaccav gufv (592) provides the main difficulty, and the solution offered by
Firnhaber (1841) 138 on 586—7 (‘Aber der Chor ist bereits durch die Aufforderung v. 538 in die
Rechte des gewohnlichen Chors der Tragddie getreten, welcher in der ndchsten Verbindung zu der
Hauptperson zu stehen pflegt.”) is rather unconvincing. Bothe (1825) 2.603 in app., Hermann
(1848) 7, Hartung (1848-53) 60 in app., Wecklein (1899) 26 in app., and Lammers (1931) 1034
delete éunv and assign the ode to the main chorus or a half chorus (cf., e.g., Hermann). Another
problem is the chorus’ apparent ignorance of Agamemnon’s plan, and again the solutions offered
seem forced; cf. Firnhaber (1841) 138 on 586—7 ‘Nur in Bezug auf die Pracht dieser Erscheinung
kann der erste Ausruf geschehen, wozu die Lage der Ankommenden keinen Anlass gibt. Man darf
denselben auch den Weibern zugute halten, die ob solchen Anblicks Alles Andere momentan
vergessen’, and Busche (1903) 41 on 590-7 ‘Der Chor darf bei der Anndherung Iphigeniens ihr
bevorstehendes Geschick nicht erwdhnen; er zieht es daher vor, die Gefiihle, die etwa die Soldaten
des Heeres beim Anblick der Konigin und ihrer Tochter hegen mochten, auszudriicken und tragt
so seinen Teil bei zu der tragischen Ironie, die die ganze folgende Partie durchzieht.” A secondary
chorus is assumed by Murray (1902-13) ad loc. in app., Wilamowitz (1919) 52-3, Page (1934)
160, Stockert (1992) 3767 on 590-7.

378 This is suggested by Ennius’ reworking of the play, which seems to feature a soldier chorus.
However, Skutsch (1953) 197-201 argues for Sophocles’ Iphigenia as Ennius’ actual model,
pointing to a correspondence between otio qui nescit uti | plus negoti habet quam quom est tin
illist negotium [in illis § : in illo y ; negotio 11X : negotium in negotio Skutsch loc. cit.] (Enn. fr.
109 Jocelyn, 11. 195-6) and tiktel yap 006y £cOLOV gikaia cyoAn (Soph. TrGF 4, F308).

7 Cf. LST s.v. “i&’. The two notions are not always clearly distinguishable, as for instance in Eur.
Phoen. 1290 i® pot movav, io Zed, id ya. In the pardodos of Aesch. Sept. (78-181), which
expresses grief (e.g., 78 (... ) Opéopar oPepa peydd’ dyn), id features twice to call for divine
support: 87-8 im i® Oeol Oeai te, dOpopevov | kaxov aredate, and 96—7 id pdxapec gdedpot. |
axpaler Ppetéov €xecbar. In the latter passage, the invocation is followed by an explicit
exhortation to stop grieving (98-9 ti péi-|hopev dydctovot;). Even less ambiguous is the stasimon
in Soph. 4j. 693—718, where the chorus, blinded by false hope, use i® in a context of joy, to invite
Pan to dance (693—4 £ppi§ Epmti, Tepropnc 6 aventapav. | i id ITav I1av; cf. also 706 &lvcev
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Toryévewav, dvaccav éuny, | v Tovddapem te KAvtounctpav) and on arrival (595
éml T’ edpnkelc fikovct toyac) may evoke descriptions of divine epiphanies.’™
Furthermore, the entry on a horse-drawn carriage (moAwkoc dyoc/oynqua, cf. 599,
610, 616, 619-20, 623), reserved in drama for gods and royalty, may enhance the
impression of an epiphany-like appearance.®'

In this suggestive context, the explicit comparison between these two royal
women and the gods is particularly effective: 6ol v’ ol kpeiccovc of 17 OABopdpot
| Toic ovk evdaipoct Bvntdv (596-7). This sentence, too, has received various
interpretations, but the most plausible rendering seems to be something like ‘The

strong(er) and wealthy appear as gods to those less fortunate.”*** Even if this

aivov dyoc an’ oppdtev Apnc). id precedes a similar invocation in Trach. 205-24, when the
chorus rejoice on learning of Heracles’ return (222 i» i® IToudv). At OC 1085-9 (i Bedv
mavtapye TovT-|omTo Zgh, mopoic | ydc tdcde dapodyolc | cbBéver ‘mvikeiot tOv €h-|aypov
tedewdeal Aoyov), id introduces a prayer for victory just after the chorus expressed their good
hopes about a positive outcome for Antigone and Ismene (cf. 1074-9 &pdovcwv 1j péAdovcv; mc |
mpopvdtal Ti pot | yvoua téy’ avdédcew | tav dewvd tAacdv, dewd &’ gv-|povcdv mpoc avbaipmv
né0n. | Telel tedel Zeve T kat’ fupap). At Phil. 737, when Philoctetes’ situation is improving
momentarily (736 ov 6fjt’ &ymy’, AL’ &ptt Koveilew dokd), most mss. read id Oeoi and Dawe
(1984/5) 2.119 prints it; ms. Zg (= Flor. Laur. 32.2) reads ® 0soi, which is now preferred by
Lloyd-Jones (1994) 326 in app. Note that Neoptolemus replies to Philoctetes’ exclamation with ti
T00c Oeodc B Avactévov kodeic; i, with a variety of reduplications, has a distinctly cultic
dimension in the third episode of Eur. Bacch. Here, Dionysus uses i® to call on the chorus (576-8
id, | KAOeT’ €udc khvet’ avddc, | id Bakyat, id Bakyat, 5801 id id, Tolv avdd, | 0 Cepélac, O
Awoc maic), to which the chorus respond with id id 6écmota, décmota, | LOAe vov Hpétepov Ec |
Biacov, ® Bpduie Bpopie. A parody of such calls for divine assistance seems to be provided in the
chorus’ appeal to Lamachus in Ar. Ach. 566-8 (i Adpoy’ & Prénwv dctpamdc, | Bordncov @
YopyorOQa @aveic, | id Aduay’ @ @il @ eviéta), on wich see below, p. 189. On ié as a variation
of the paeanic epiphthegma in, cf. Képpel (1992) 225 with n. 79.

0 Cf. Call. Hymn. 2.1-7 (esp. 4 oby opéouc; 7 6 yap 0gdc ovkétt pakpiyv) and the material
collected in Pfister (1924) 311-12, 317-20. Cf. also McKay (1967) 192—4 on Cat. 61.76-8 (esp.
77 virgo adest. viden ut . . .).

81 Cf. Taplin (1977) 303 and Currie (2005) 139-40, and above, pp. 31-32.

%2 Notably, Hermann (1831) 55-6 on 599 changes the transmitted sentence into Ocoi Tot
kpeiccove, oit’ OAPopdpol | (toic gvdaipoct,) | Toic T° ovk gddaipoct Ovatdv (‘the gods are
stronger and give wealth to mortals, fortunate and unfortunate alike’). Similarly translates
Firnhaber (1841) 138-9 on 592 ‘Es heilit aber “die Machtigern, die Gliicksspender an die
Ungliicklichen sind die Gotter.”” However, this kind of unrelated wisdom would be expected at
the end of the play rather than here, before the reversal. More likely, oi kpgiccovc of T” 0ABo@opoL
is subject, Oeol its predicate, while the dative toic ovk evdaipoct Bvntdv focalises to whom it
appears to be so (on this function of the dative, cf. KG §423.18b). A related question concerns the
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sense can be established, the precise meaning of this sentence remains remarkably
ambiguous. At first sight, the comparison is made on a social plane, being centred
on power (ol kpeiccovc) and wealth (of T° OABo@dpol) as seen by those who lack
these qualities (toic 0Ok gvdaipoct Bvntdv). Moreover, regardless of the nature
and class of the chorus (soldiers, women, etc.), it seems clear that they identify
themselves with those ovk gvdaipovec Bvntdv and perceive Clytemnestra and
Iphigenia as kpeiccovc kai OABo@opot. Thus the comparison with the gods serves
here, as in Hippolytus, to express how the socially inferior perceive the socially
superior.

However, the dramatic irony is more intense in this play than in Hippolytus,
since the terms dAfroc and gvdaipwv can denote not only financial prosperity, but
also a general state of good fortune as bestowed by the gods.”® Ancient audiences
and modern readers are keenly aware of Agamemnon’s scheme, and so we
understand that the chorus’ statement may be true in terms of finance, though that
is proved irrelevant soon, but that it is cruelly mistaken in terms of fortune. When
the plan to sacrifice Iphigenia is finally disclosed, Clytemnestra and Iphigenia are
miserable to the extent that they could, in turn, address the same comparison to

the chorus (cf. the lament in 1276-1335), who are personally spared such

translation of the otherwise unattested compound oAPopdpoc, either as ‘bestowing wealth’ (cf.
0ABodotnc) or as ‘possessing wealth’ (cf. picBopdpoc). Most commentators, and LSJ s.v.
‘OMBo@opoc’ prefer the former, though there appear to be no compelling reasons to exclude the
latter. In terms of dramatic effect, it would actually be better suited.

%3 The dialogue of Croesus and Solon in Hdt. 1.30-2 instructively illustrates this double meaning.
For Croesus, his goods are peydho te koi OAPia (30.1), he who possesses them is OAPidTATOC
(30.2, 3), and the state enjoyed through them is gddaipovin (32.1). For Solon, the same terms mean
an absence of disease and suffering, and the presence of good offspring, in a lifetime as a whole
(32.2-9, esp. 6 6 p&v dn péya mhovcioc avorfroc 6¢ dvoict Tpoéyetl Tod evTLYEOC LODVOV etc.).
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suffering.”™*

The chorus’ initial admiration for the good fortune of the queen and
princess now turns to pity for their bad fortune (1336-7 éy® pév oiktipw ce
cuoppopdc Kakfc | tuyodeav, olac uqmot’ deeiec Tuyelv). Thus, as in Hippolytus,
the initial impression of someone as godlike is unmasked as an illusion because a
real goddess (here Artemis) intervenes.

Polyxena’s speech in Euripides’ Hecuba (342—78) provides an instructive
third example. Polyxena uses a comparison with the gods similar to the statements
in Hippolytus and Iphigenia at Aulis, but she does so in recollection of her own
past: she was icn Oeoict ANV 10 kotOaveiv povov (356). The remarks preceding
this comparison indicate that it is again about social standing, wealth, and
freedom: Polyxena was raised as Troy’s royal princess (349-50 M1 matip p&v v
dvag | Opouydv andvtov: 1odtd pot mpdtov Piov); she would expect kings to
compete for her hand (351-3 &neir’ €0pceOny EAnidmwv kodAdv Vmo | Paciiedel
vopen, {Aov ov cpikpov yauwmy | &ovc’, dtov ddp’ Ectiav T deifopar); she was
the noblest of Troy’s female population (354-5 décmowva &’ 1} dvctnvoc Tdaiatcty
N | yovou&l) and the most conspicuous of its maidens (355 map@évoic T’
amopientoc péta). In this example, to live a life like that of the gods encompasses
all these privileges.

This thought is expressed more clearly in a similar context in 7rojan
Women. Addressing her dead grandson Astyanax, Hecuba depicts the future that

would have awaited the prince of Troy if the city had not been sacked: & ¢iAtaf’,

&c cot Bdvatoc RAOe ductuynfic. | &l pdv yap Edavec mpod moreoc, fifnc TvyoV |

%% Note that this subtlety is lost entirely if we translate 6ABogdpoc as ‘bestowing wealth’.
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yapov te kol tic icoféov tupavvidoc, | paxdaploc N’ dv, & T THVSE pokdprov
(1167-70). Hecuba lists the experiences that would have made Astyanax
noképoc,”® which here as elsewhere denotes a share in divine bliss.**® Among
these, the ability to rule over others is singled out by the attribute ic60eoc, which
makes the analogy with power and divine bliss more explicit.’®” In Hecuba,
Polyxena, with her youth, pre-eminence, and the prospect of a noble marriage,
seems to have fulfilled the same conditions for being blessed in the female sphere,
€l TL T@VOE paKApLOV.

Polyxena makes the comparison between her past and the life of the gods at
the summit of her misery. As her death is decided by her captors, and she cannot
even supplicate Odysseus to save her life (cf. 332-4), Polyxena’s situation has
reversed from that of a princess to that of a slave. This reversal is expressed
dramatically in the contrast between icn Oeoict v 10 kotbaveiv povov and the
following brief viv & eipi 800An (357).°*® Polyxena has reached the lowest point
of the human social order, and so her past appears to her in similarly absolute
terms. As in Hippolytus, Polyxena’s comparison of her past life to that of the gods

%5 The statement &i 11 t@vde pokdpiov seems to assert that each of these three experiences makes

one pokaptoc; on this function of &i, cf. KG §572-3 and the discussion of P. N. 3.19 above, n. 305.
Cf. also Verg. Aen. 7.1-4 Tu quoque litoribus nostris, Aeneia nutrix, | aeternam moriens famam,
Caieta, dedisti; | et nunc seruat honos sedem tuus, ossaque nomen | Hesperia in magna, si qua est
ea gloria, signat; on this passage, cf. Fordyce (1977) 52-3 ‘The parenthesis is a pathetic
reflection: “if glory by which the living set store means anything to the dead”.’

% pace De Heer (1969) 31 who, based purely on P. P. 5.20 and 46, assumes that ‘though both
words are laudatory, pdxap must be so more strongly than paxdpiog’.

7 Note that Plato’s Socrates seems to have this passage in mind when he expells Euripides, and
with him all tragedians, from the Republic for praising dictatorship (Rep. 8, 568" ).

%% The line appears to contain a reference to Soph. 4. 485-9, spoken by Tecmessa in a situation
similar to the one that Polyxena would have to face: & décmot’ Aloc, tfic dvaykaioc TOyoc | ovk
gctv 00OEv peilov avBpdmolc Kokdv. | &yd & €hevbépov pev é&épuv motpdc, | gimep TvOC
cBévovtoc &v mhovtatr Dpuydv- | viv & ipd dovAn. Note that in epic, where forms of dobAoc are
rare, 0VUAN seems to bear connotations of a concubine, cf. LfgrE s.v. ‘d00An’, 341.11-15, to which
may be added //. 3.408-9 (Helen to Venus) aAX’ aiel mepi keivov [sc. Paris] 0iCve xai &€ pOroccs, |
gic 6 k€ ¢’ 1} dAoyov momceTor 1j 6 ye S0VANV.
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seems to be derived partly from its contrast with slavery, vulnerability, and
impotence, and from the perspective that is engendered by this contrast. Here the
contrast between the godlike privileges of the past and the present captivity
contributes effectively to the play’s wider interest in the dynamics of slavery and
freedom as it is summarised, for example, by Hecuba in 864—7 (ovk &cti Bvntdv
octic &ct’ €hevbepoc: | 1} ypnuatov yap dodAGC Ectv §j TOYMC | T TAfiBoc avTov
nokeoc 1 vopwv ypopai | gipyovct ypiicOon py kotd yvounv tpdmorc).>®

An element of illusion appears to be conveyed in the noteworthy restriction
that Polyxena attaches to the comparison between her past life and that of the
gods (mAv 10 katBovelv povov). For while the turn of events confirms that
Polyxena cannot escape death, it also reveals a second difference between her and
the gods, namely, the stability of fortune. Divine life is, per se, characterised by
the permanent and uninterrupted experience of the state that Polyxena was able to
enjoy for some time in the past.””® Thus, from Polyxena’s present perspective, we
would expect a double restriction to the comparison, perhaps of the form ‘except
for dying, and for the inability to hold on to good fortune’ (if that could be said in
a poetic way).”' It seems that, since Polyxena does not make this second
restriction and emphasises instead the first as the only one (uévov), she has
somehow transported herself to her state of mind before her downfall. This is

further suggested by the use of the simple future where an unreal connotation

would appear necessary (353 dtov ddW’ Ectiav T dpiopat), since attaining house

9 On slavery and freedom as central themes of Hecuba, cf. Daitz (1971), esp. 217, and
Matthiessen (2010) 41-2.

% See above, pp. 4-5.

31 See above, n. 383, on Solon’s view that no man should be considered to be, or to have been,
happy before his death in Hdt. 1.30-2.



TRAGEDY 154
and hearth is no longer possible.’”* Polyxena seems to say not that her past life
appears to her as godlike now, in retrospect, but that it did appear so while she
was living it. Consequently, there would be a contrast between Polyxena’s
perspectives then and now, which is caused by her experience of her own change
of fortune; the impression of her life as godlike is marked as an illusion, which the

turn of events has dispelled.

ILLUSIONS INDUCED

The element of illusion, which is, to a varying degree, inherent in the three
examples considered so far, is exploited in a more pronounced way in passages
where characters liken other characters to gods in an attempt to manipulate them.
Evidently, neither the Servant in Hippolytus nor the (secondary) chorus in
Iphigenia at Aulis have ulterior motives when they compare their superiors to
gods. From the point of view of those making these comparisons, they are
harmless, if not decidedly laudatory, and a sense of foreboding is aroused only in
the audience, thanks to their superior knowledge of the story. This is different in
Aeschylus’ Agamemnon and Euripides’ Electra. The two passages in question

lend themselves to comparison as they reveal striking similarities; the scene in

392 Cf. Garzya (1955) 63, Biehl (1985) 259, and Matthiessen (2010) 301 ad loc. ‘Polyxene versetzt
sich jedoch in die Zeit zuriick, als die Fiille der Moglichkeiten noch bestand.” Where the point of
reference is the future, from the speaker’s present point of view, we would expect future or aorist
with v, cf. KG §392.6, §573.1c, n. 3, and Hec. 1170 (Hecuba to the dead Astyanax; see above, p.
112) poxépioc §cd’ év, &l T TdVSE pakdpiov.
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Agamemnon almost certainly serves as a model for the one in Electra.’®® In both
cases, a royal person arrives at a house on a chariot, is welcomed exuberantly,
lured into the house, and murdered. Comparisons with gods feature in both
passages and contribute decisively to the intentions of the murderers.

In Euripides’ Electra, after Orestes manages to kill Aegisthus, Electra
invites Clytemnestra into her house, where she and Orestes intend to kill her.
Between lines 987 and 988, Clytemnestra enters the stage, and she does so
magnificently, mounted on a chariot and followed by a retinue of luxuriously
adorned slave girls, perhaps on a separate carriage.””* The chorus respond to this

splendid appearance with an anapaestic address that resembles, in many ways, a

395

hymn addressed to heroes or gods.”” Here, too, the extrametrical i®, perhaps

reduplicated,’”® precedes the vocative.””’ As in hymnic utterances, a series of
asyndetic vocatives indicates the sphere of power (988 Paciieio yovar yBovoc

Apyeiac), genealogy (989 nai Tuvddpem), and the relation to other deities (990-3

398

Ebyyove «xtA.).”" The extended reference to the Dioscuri, paradigms par

excellence for the dissolution of mortal and immortal boundaries, conveys further

ambiguity as to the nature of the addressee, Clytemnestra. The imperative yoipe,

33 Cf. Cropp (1988) 166—7 on Eur. El. 988-97.

%% Lines 998-9 (8kpnt’ amfive, Tpmiddec, xewpdc 8 &ufic | MaPecd’, tv’ Em 1098’ dyov cthco
w66a) could denote two different carriages, cf. Cropp (1988) 166—7 on 988-97. On the attire of
Clytemnestra and the slave girls, cf. 315-18, 966, 1139-40.

393 Cf., contra, Cropp (1988) 166-7 on 988-97 ‘These conventions need not be confused with
those of the religious cult-hymn.” The parallels that he cites, most of which are discussed in this
chapter, do not support this claim.

% A single i® is preserved in ms. L (and deleted in Triclinius). Wilamowitz (1875) 69 inserts a
second i®, which is adapted in recent editions, e.g., in Diggle (1981-94) 2.98 in app., Donzelli
(1995) 54 in app., Kovacs (1998) 260.

*7 On i® preceding invocations to gods, see above, n. 379.

% On genealogy, see above, n. 204. On spheres of power, cf. Furley and Bremer (2001) 1.55. On
‘companion deities’, cf. Fraenkel (1957) 198 n. 1 on Hor. Carm. 1.30, Horn (1970) 59 n. 94,
Fraenkel (1975) 34 n. 13, Slater (1988) 59, Furley and Bremer (2001) 1.56.
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concluding this section of praise, has of course strong hymnic force.”®” While
these lines address Clytemnestra as a goddess implicitly through formal
indicators, the following sentence makes this intention explicit: cefiCm ¢’ Tca kol
paxapoc | Thovtov peydine T gvdarpoviac (994-5). Striking here is not only the
direct comparison with a goddess (ica kai péxapac), but also its combination with
the verb cepiletv, which elsewhere denotes the worship of gods and heroes.*”

Depending on the reading of line 997,

the thought of worshipping Clytemnestra
might be continued in the following sentence with the verb epanebdew. ">

The chorus assume a surprisingly humble position towards Clytemnestra,
presenting their relationship with her as one between worshipper and deity. In the
ensuing agon with her mother, Electra assumes a similar position. The rhetoric of
worship finds an echo in the qualification of Clytemnestra’s hand as pokapio
(1006 Lapopor pokapioc thc cfic xepdc), which refers us back to the comparison
made by the chorus (ica xai pdkapac). In addition, we find Electra at pains to
present her relationship with her mother as one between slave and master, notably
against Clytemnestra’s own will. Before offering to help Clytemnestra alight from
the chariot, she inserts a parenthesis stating her servile position (1004—5 obxovv
&yd—0o00AN yap . .. ). Clytemnestra, however, rejects Electra’s self-presentation

as a slave, pointing to the actual slaves that she has brought with her (1007 60dAot

3% See above, nn. 197 and 198.

40 Cf. esp. El. 195-7 oBrot crovayoic | GAL sdyoict Oeove cefi-|Cove’ Eeic evapepiav, @ mod), and
P. P. 5.81, Aesch. Eum. 12, Ag. 258, 785, Soph. OC 1007, 1557, Eur. El. 196. See, however, Med.
155-7 €1 6¢ coc mocte | kava Aéyn cefi-|Cet.

41 The mss. read kapdc, & Paciken, i.e., a pherecratean, which seems out of place in a neatly
anapaestic environment. Nauck (1884-5) 1.xxiv proposes kaipdc. (xoip’), ® Pocileia, which
meets with the approval of Denniston (1939) 173 on 996—7. Camper (1831) 565—6 on 990 reads «.
naidoc, B., thus construing tac coc in 996 as genitives. See, however, L. Parker (1958) 58, who
suggests ko1pdc, (éTv’)y ® Pociela.

402 Cf. esp. Eur. Bacch. 82, Ion 111, 183, IT 1105.
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ndpecy aide, with dodiat placed emphatically at the beginning), and refusing to

. . N , 7 403
accept her servile assistance (U cv pot movet).

In turn, Electra highlights the
similarities between herself and these slaves (1009-10 aiypudAiotov . .. ®c aide,
again placed emphatically). Electra might blame her mother for reducing her to
the status of a slave and do so in a sarcastic voice, and at the same time conveys
her total dependence from Clytemnestra.

This treatment of Clytemnestra by the chorus and Electra is of course part of
the scheme to kill her, in which the chorus are implicated (cf. 272-3 OR. aid’ obv
¢@ilat cot Tovcd’ dkovovcty Adyovc; | EL. dete ctéyev ye tapd kol ¢’ €nn kaAde).
This is indicated especially by the irony that the chorus employ when they state
wealth and good fortune as the reasons for worshipping Clytemnestra as a
goddess (995 mhovtov peydAnc 1’ evdopoviac). Clytemnestra’s fortune is
precisely the target of the scheme whereas wealth is, before her arrival onstage,
explicitly discarded as reliable protection from harm (93840, Electra on the now
dead Aegisthus, 0 & fméta ce mAeictov ok &yvokodta, | Ndyelc Tic ivan Toict
ypLact cOEvv: | Td 6’ 00OEV €l un| Bpaydv OuAfcot ypdvov). Similarly, it should
be noted that the term BepomevecOar, beneath its basic sense ‘to be worshipped’,
might here also have a medical connotation, ‘to be treated’, ‘to be seen to> 404
While it seems evident that these remarks are intended to deceive, the aim

of their deception remains to be elucidated. According to one interpretation,

Electra and the chorus aim, by deliberately overshooting their praise, at provoking

403 Cf. Scullion (1999/2000) 224 on the presentation of Clytemnestra as someone who is
‘sympathetically circumspect and human, and whose execution is therefore brutalizing.’

0% Cf. Denniston (1939) 173 on 995, 9967 referring to a similar pun in Bacch. 932; ibid. 173 on
990, he also points to the irony in dyaboiv (of the Dioscuri) given that, in line 1064, Electra calls
Clytemnestra and Helen ‘unworthy of Castor’ (Kéctopdc t° ovk 4&im).
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divine pO6voc to assist them in their attack.*” However, this may only account for
the chorus’ address, but not for the self-abasement displayed by Electra. We
might also wonder whether their motives would not be too conspicuous for
Clytemnestra, since, for the murder to succeed, she needs to enter the house
without even a hint of suspicion. Yet Clytemnestra, far from being suspicious or
even reasonably cautious, seems instead to gain in confidence from the chorus’
address and her interaction with Electra. She instructs her slaves with grandeur
and pride (998-1003) and replies to Electra with regal benevolence (1007). It
seems that Clytemnestra readily embraces the role of the godlike queen and
mistress offered to her by the chorus and Electra, and so steps directly into the
psychological trap laid out before of her. By elevating Clytemnestra, the chorus
and Electra lure her into a sense of control and safety, which in turn assists their
attack. The comparison with the gods is of primary importance for this strategy as
it encapsulates precisely these feelings. By using this comparison to deceive
Clytemnestra, the chorus consciously apply the same illusion to which the Servant
in Hippolytus, the chorus in Iphigenia at Aulis, and Polyxena in Hecuba are
subjected.

Electra is interesting not only because it develops a negative notion of
godlike power in the figure of Clytemnestra, but also because it presents a
positive notion of this power as early as in the prologue, when Electra addresses
her husband with the words &y®d ¢’ icov Ogoicv nyoduar ¢idov (67). This

statement surprises because the Farmer is in fact not remarkable for anything

495 Cf. Denniston (1939) 172 on 988-97.
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except for his noble treatment of Electra. However, since this treatment is
translated into categories of hubris and moderation, the Farmer can be seen as a
paradigm of moderation and self-knowledge (cf. the Farmer’s statement 45-6
aicydvopar yap OAPiwv avdpdv tékva | Aapav vBpiletv, ov katd&loc yeywe, and
Electra’s reason immediately following the comparison in 68 év toic éuoic yap
ovK &vipprcac kakoic). Like Clytemnestra, the Farmer holds power over Electra,
but, unlike her, he does not abuse it or display any haughtiness because of it. The
Farmer thus serves as a foil to Clytemnestra, and this relationship is established
via the two different notions of being godlike.

In Aeschylus’ Agamemnon, the welcoming of the hero is in many respects
similar to the welcoming of Clytemnestra in Electra. There are, however, crucial

differences that render the interaction in Agamemnon more complex. Agamemnon

406
3,

probably enters the stage between lines 782 and 78 and he, like Clytemnestra

in Electra, does so triumphantly. The degree of luxury displayed at his entry is
uncertain and controversial,”’ but at least one chariot is indicated in the text

(905—6 vdv 8¢ pot, eilov kdpa, | EkPoarv’ anvne thcde), which suggests a grand

408

entry.” However, as opposed to Clytemnestra’ excessive display of wealth, here

496 Cf. the discussion in Taplin (1977) 302—4.

7 Following the hypothesis of the play (9—10 ed. West, Ayapéuvov 8 éni drnivne &pxeton, eineto
8 avtdn étépa amivn EvBa v o Adeupa kai 1 Kocdvdpa), G. Murray (1940) 215 and others
draw a lavish picture of Agamemnon’s procession, including two chariots, spoils, and attendants;
cf., however, Taplin (1977) 304—6. On attendants, cf. also Wilamowitz (1916) 171-2, arguing
against their presence, and Ortkemper (1969) 21-6, emphasising strongly their potential
significance. Raecburn and Thomas (2011) 148-9 are careful not to assign too much luxury to
Agamemnon’s return: ‘The appearance of a wagon rather than a war-chariot could make
Agamemnon seem less heroic; certainly, nothing suggests a spectacular crowd of returning troops,
body-guards, or welcoming Argive citizens. After all, the conqueror has lost all but one ship from
his fleet, and Aeschylus has every reason to emphazise his vulnerability in this scene.’

98 Cf. Steiner (2010) 23—4 on the similarities of this entry with victorious athletes returning to
their cities.



TRAGEDY 160
a certain degree of luxury and celebration might be justified by Agamemnon’s
victory at Troy. The anapaestic address with which the chorus respond to
Agamemnon’s entry is also similar to that in Electra, though here it is more
cautious since this chorus’ reverence for their king is sincere. The chorus open
with an elevated tripartite address circumscribing Agamemnon’s reign (783
Baciked), exploit (Tpowdac m(t)orinopB’), and genealogy (784 Atpéwmc

49 As the chorus in Electra, they use the verb ceBilew to describe their

véveblov).
relationship with Agamemnon, but they cast it in a question about appropriate
forms of praise (7856 mdc ce mpoceinw, ndc ce cefilw | und’ vmépapoc pnbd’
. . o 410
VTOKAUYOC KOpOV YAPLTOC).

The chorus’ address provides a contrast to the one made by Clytemnestra in
lines 895-913. While it seems understood that the praise advanced by the chorus
is developed within acceptable limits (cf. Agamemnon’s full concurrence in 831—
2), Clytemnestra clearly exceeds those limits (cf. his criticism in 916—17). She
pours out no less than seven laudatory images of increasing intensity, each
conveying protection and salvation (895-901 viv, tadta wévta TAAC’, dnevOnTmL
epevi | Aéyoyu av dvopa tdvoe TV ctabudv kbva, | cotiipa vaodc TpOTOVoV,
VYNARC ctéync | ctdAov modnpn, Hovoyevec Tékvov matpi, | yoiov @oveicov
vawtilotc map’ EAnida | kéAictov fuop eicdelv 8k yeipatoc | 68oumdpmt SrydvTt
99 Cf. Steiner (2010) 24, who connects this address with the epinician custom of providing a ‘re-
enactment of the original proclamation of the victory as the singers reiterate the announcement of
the sacred herald at the games while the athlete stepped up to claim his prize. . .. The chorus opt
for the simplest arrangement: Agamemnon’s title, the exact type of triumph and his father’s name
occupy the start of the address.” On genealogy, see above, n. 204
19 Note that a correction in ms. F reads the (Doric) future ceBitw, which Fraenkel (1950) 2.358-9
ad loc. defends. Notably, what appears here as a laudatory question, paralleled in encomiastic

poetry, re-emerges in 1489-90 as a form of lament (i® i® Boacired Pacthed | mdc ce dakpvcm). On
similar laudatory questions, see above, nn. 145 and 196.
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myoiov péoc). Despite the excessive tone of this passage,*'' of which she seems
to be aware herself (903 towoicde 1ol viv 4&1® mpoceBEypacty), Clytemnestra
attaches a reference to jealousy (904 @B6voc o’ dméctw), and so pretends to be
concerned about the moderation that is in fact exercised by the chorus.*'* Non-

verbal expressions of her excess are the fabric, which she orders her attendants to

413

roll out in lines 905—13, and possibly the gesture of prostration (proskynesis),” ~ to

which Agamemnon refers in lines 919-20.

The implications of these verbal and non-verbal gestures are found in
Agamemnon’s response. He deplores the length of Clytemnestra’s speech (916—
17), the prostration, and the red fabric because he associates them with softness,
both female and barbarian (918-20),*'* and, significantly, because he finds them
more appropriate for the worship of gods (922 0goic 101 T0icdE TILAAPETY YPEDV).
Treading on fabrics in particular is, for Agamemnon, associated with cult and, if
done by a mortal, would constitute a dangerous act of transgression (923—4

ovdapdc dvev eopov).*" According to Agamemnon himself, Clytemnestra is

1 Cf. Raeburn and Thomas (2011) 161 on 896-901 ‘The central idea behind these laudatory
images is that of the saviour or preserver.” Note that Dindorf (1832) 187 in app. deletes these lines;
on textual uncertainties, cf. also Denniston and Page (1957) 147-8 on 899-902. Wilamowitz
(1927), Kranz (1933) 102, Fraenkel (1950) 2.406—10 on 899-902, and Hall (1989) 206 point to the
possibility of Near-Eastern models. Cf., however, Steiner (2010) 32—5, who shows a—not entirely
convincing—connection with epinician imagery.

12 Cf. Denniston and Page (1957) 148 ad loc. ‘to make sure that pO6vog is not absent is of course
her principal objective here and in what follows’, Sailor and Stroup (1999) 168-9 ‘after such a
beginning, pO6vog &’ amécte is more an invitation than a safeguard’, Raeburn and Thomas (2011)
162 ad loc. ‘blatantly hypocritical on Clytemnestra’s lips.’

1t is uncertain whether Clytemnestra actually prostrates herself in front of Agamemnon, cf.
Sommerstein (2008) 106 n. 192. Raeburn and Thomas (2011) 161 on 895 assume she does.

et Easterling (1973) 10-11. At 935-6, Priam is mentioned as a paradigmatic Eastern king, cf.
Dover (1987) 155.

15 The symbolic force of the fabric is variously interpreted, cf. the discussion in Taplin (1977)
308-16. For Lloyd-Jones (1952), the fabric refers back to 239 and the robe Iphigenia wore at her
sacrifice; for Goheen (1955) 115-26, the purple-red colour foreshadows murder; Jenkins (1985)
116-18 roots the fabric in a general context of ambivalence associated with textiles and the female
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trying to treat him as a god (925 Aéyw kat’ avopa, un Bedv, céPev éué). Since she,
like Electra and the chorus in Electra, plans to lure Agamemnon into the house in
order to kill him, her excessive praise of Agamemnon can be interpreted as a
strategy to deceive him so as to facilitate her attack. Consequently, Clytemnestra
would try in these lines to lull Agamemnon into a sense of godlike power, control,
and reverence, which is intended to diminish any suspicions that he might hold
against her.*'°

While the preceding paragraphs focus on the similarities between
Agamemnon and Electra, the differences should not be overlooked. Euripides
deploys a high degree of irony in portraying Clytemnestra as victim to the same
scheme that she contrives for Agamemnon in Aeschylus’ play. There is also a
considerable difference in the way that the respective murderers act in the
aftermath of their deeds. While Electra and Orestes succumb to feelings of guilt
already in the following triadic exchange (1177-1236), Clytemnestra retains a
sense of justification throughout the remainder of the play (esp. 1373 ovk
gmaucyovOrcopar, 1380 koi 148’ odk dpvicopot, 1404—6 dpotov: odTHC EcTiv
Ayopéuvov, guoc | mocie, vekpodc 0¢, tihcde de&dc yepoc | Epyov, Odwaioc
téktovoc. T48” 08’ &yet, 1432 pa v téletov tiic dufic mandoc Alkmy, 1443 dtipa
O’ ovk émpatdtny, 1527 d&w dpdcac, d&a mhcywv). As regards the excessive

praise of mortals, Aeschylus’ play differs from Euripides’ in the way that

world that produces them; for Dover (1987) 153-5, it denotes sacrifice; associations with oriental
monarchies are emphasised by S. West (1992), Crane (1993) 122-3, and Raeburn and Thomas
(2011) 162-3 on 905-11. Cf. also Goward (2005) 33-4.

#1¢ Cf. differently Raeburn and Thomas (2011) 162-3 on 905-11 ‘Clytemnestra is thus contriving
a temptation which, if Agamemnon yields, will provoke the divine phthonos which will be, as it
were, the final nail in his coffin, and also sanctify her vengeance.” On divine @8dvoc, cf. also
Fraenkel (1950) 2.411 on 904. Cf. differently Dover (1987) 158.
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Agamemnon responds to Clytemnestra’s adulations, and in the consequences
arising from this response. Unlike Clytemnestra in Electra, Agamemnon
emphatically rejects being treated as a god (925). Aware of his human nature, he
perceives, not the imminent danger of being murdered by his wife, but some form
of danger originating from an appropriation of divine privileges. This refusal
brings about the following, highly effective interaction (931-43), which sees
Clytemnestra at pains to persuade Agamemnon to accept the fabric and its
implications. However, her insistence, and ultimate success, subverts the very
image that she hopes to evoke. While the godlike treatment of Agamemnon was
intended to inspire in him a sense of control, Clytemnestra now has to exercise
control over Agamemnon in order to make him accept this sense of control. By
forcing Agamemnon to accept an illusion of his own power, she leaves us in no
doubt that it is she who is truly in control.*'” This paradoxical situation is
expressed in the statement that ends the dialogue: mBod- kpateic pévrotl mapeic y’

Ekmv €uot (943).

17 0n the reversal of power, cf. Hall (1989) 205-7, Raeburn and Thomas (2011) 166 on 931-43
‘In only thirteen economical and powerfully compelling lines, the conqueror Agamemnon is
himself conquered by Clytemnestra’ persuasion into doing what he has just refused as decadent,
hubristic, and dangerous.’
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SUPPLICATION AND SALVATION

While the preceding section considers situations where protagonists in tragedy are
perceived as godlike by other characters, this section focuses on situations where
other characters are perceived similarly by the protagonists. Tragic heroes and
heroines assume a perspective from which other characters appear as godlike only
at certain stages of the plot and only in a well-defined ritual context, namely,
during supplication. The aim of this section is therefore to illustrate that, in the
conventionalised perspectives that tragic suppliants assume in front of a human
supplicandus, the boundaries between mortal and immortal can become obscure

or irrelevant.

RITUAL PERSPECTIVES

A certain ambiguity, in the suppliant’s perception, regarding differences between
mortal and immortal seems to be at the heart of the ritual of Greek supplication. In
its most basic outline, supplication appears as a relationship between two parties,

with one party appealing to the other for a certain service. *'® On this basic view,

18 On supplication as a ritual, cf. Gould (1973) passim and Lloyd-Jones (1998) 282 ‘Supplication
is of course a ritual.” Gould’s model, especially his thoughts on ‘automated gestures’ exercising
‘ritualistic power’, is criticised by those scholars who consider (epic) supplication as a speech act
or a narrative exclusively; cf. Lynn-George (1988) 201, Goldhill (1991) 74, Crotty (1994) 104,
and the overview in Naiden (2006) 8—18. Crotty (1994) 20 applies the concept of ‘ceremony’,
developed by Redfield (1975) 163, to supplication. Mediation between the two approaches is
advocated by Mercier (1998), Giordano (1999), and Gédde (2000).



F.J. MEISTER 165
supplication appears related to prayer, where a similar relationship is attempted.*'’
The proximity of supplication and prayer is manifest also in the lexical
observation that forms of AiccecBar/Autn can, in epic and drama, refer to appeals in
supplication as well as prayer, next to tendencies elsewhere to distinguish
between ebyecBavedyoc and ixetedew/ikecio. “*° What seems to separate
supplication from prayer are, to borrow mathematical terms, the variable and the
constant values in this equation. At least in Archaic and Classical times, prayers
are, by definition, addressed to heroes and gods, while the services appealed for
can be derived from a wide range of human needs. By contrast, in supplication the
service appealed for tends to be an act of mercy or protection, while the
supplicandus is the character most capable of delivering this service, regardless of
whether he or she is mortal, heroic, or divine. An overlap of supplication and
prayer is therefore possible, namely when the supplicandus is heroic or divine, or
when the object of prayer is mercy or protection. An instructive example of such
overlap is found in Thetis’ famous appeal to Zeus in Illiad 1.500-10, where
supplicatory gestures (500-2 xai pa whpod’ avtoio kabéleto, Kai AaPe yoOvav |
cKotijt, dg&teptjt o’ dp’ v’ AvBepedvoc €hodca | Accopévn mpocéeune Aia

Kpoviova @vakta) are combined with arguments characteristic of prayer (503—4

% The relationship between supplication and prayer is variously described. Crotty (1994) 95-8

sees the main difference in the argumentation of the suppliant: prayer is based on exchange,
supplication on pity. Naiden (2006) 7 considers the difference in the absence and presence of the
addressee in prayer and supplication respectively. As a result, both models deny the possibility of
supplicating a deity, a view which is challenged below, p. 166. For Pulleyn (1997) 5669, esp. 64,
Eevia, MM, and iketeio form three sections on a continuous scale from self-assertion to self-
abasement. However, his connection of prayer and &evia, and the separation of Airf] from these, is
rather obscure; by contrast, Gould (1973) 91-4 connects supplication with &evia.

20 Cf. LfgrE s.v. “Miccopar’, B, 1704.7-12; cf. also Gould (1973) 76 n. 12 and Clark (1998) 10. On
the usage in fifth-century Athens, cf. Willi (2003) 23-5.
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Zeb mhtep, €1 mote O ce pet’ dboavdaroicty dvnea | f| Emel §j Epymi, TOOE pOL
Kpivov £6A3wmp). !

Recent scholarship on supplication sometimes describes it as a ritual (or
ceremony) conducted exclusively among humans. It thus reduces the significance
of supplication at altars or temples, which is frequently attested as a historical
phenomenon, and neglects supplication addressed directly at deities in narrative

and dramatic poetry.***

This view is problematic for several reasons.

First, deities can be supplicated. As the usage of supplicatory vocabulary
indicates, this can happen by taking refuge at an altar or temple, or by appealing
directly to a god.*”® Moreover, there seems be no conceptual difference between
taking refuge at altars or temples and supplicating a deity appearing in epiphany,
given that asylia at altars and temples can only be thought of as effective if it is
understood as a supplication of the deity worshipped at them.

Second, the evidence available does not suggest a difference in effect
between supplicating a deity and supplicating a mortal. When there is a choice
involved, pragmatics seem to be the decisive factor. Thus, at Odyssey 22.333-7,

Phemius is confronted with a decision between two equally viable gestures of

begging for his life, either to supplicate the altar of Zeus or to supplicate Odysseus

21 On the rhetorical aspects of prayer, especially the formula i mote, cf. Bremer (1981) 196, Race
(1982) 8-14, Pulleyn (1997) 16-38. Depew (2000) 61-3, Furley and Bremer (2001) 1.50-2.

22 Cf. Crotty (1994) 98 ‘Indeed, supplication succeeds partly because it is a ceremony, ultimately,
of the gods’ absence’, 104 ‘The suppliant’s speech and gestures are merely a means of persuasion:
his words do not reach past the human realm’, and Naiden (2006) 7 (see below, n. 423). See also
Pedrick (1982) 128 ‘supplication normally occurs between physical equals (man to man or god to
god’ in the /liad. This may be true for the poetic reality of the /liad, but it need not extend beyond
it; cf. Mercier (1998) 193—4.

2 Pace Naiden (2006) 7 ‘Supplication of a god is possible only if the god responds by an
epiphany.” This is admitted only to be dismissed for supposed real-life supplication. Cf., however,
Lys. 2.39 (on the Greeks fighting at Salamis) molat 3’ ovy iketeion Oedv €yévovto §| Bucimv
GVOVACELC . . . ;
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(oo 0& ppect pepunpilev, | 1 €kdvc peydpoto Atoc peydrov moti Pouodv | Epkeiov
gotto teTuypévov, &vO’ dpa moAAdd | Aagptne ‘Odvcedc 1e fodv Emi unpi” Eknay, |
7 youvev Aiccorto mpocaiEac Odvciin). His choice for the latter is based merely
on a guess at what might be more effective in the present case (338-9 ®de 8¢ oi
PpovéovTl Sodccoto képdlov eival, | youvov dyoacOar Aogptiddewm Odvciioc). He
succeeds, but Leodes, who was confronted with the same choice before him, fails
(22.310-29). Similarly, in Euripides’ Iphigenia at Aulis, Clytemnestra supplicates
Achilles because she has ‘no other altar to flee to than [his] knee’ (911 0¥k &yw
Bopov kotaeuyelv GAlov §j T© cov yovv). Here the two modes of supplication, at
an altar and by clasping someone’s knees, are regarded as the same. A third
example of this kind can be found on a red-figure kalpis by the Kleophrades
Painter,*** where we see Cassandra with one hand clasping a statue of Athena (the
palladion), with the other reaching for Ajax’ knees. Here the two kinds of
supplication are combined into one supplicatory gesture.

Third, and most important, there are cases where there seems to be no
formal difference between supplicating a deity and supplicating a mortal. In
Odyssey 6.149-85, for instance, Odysseus finds himself shipwrecked and
helpless. When Nausicaa appears, he does not know, or pretends not to know,

whether he is addressing a mortal woman or a goddess (149 yovvoduai ce,

5 . , ¥ L . . . 425
dvacca: Bg6c vo Tic i Bpotdc gcct), and this uncertainty pervades his appeal.

24 See Kleophrades Painter, hydria (kalpis type) (c. 480—75 BC), Naples Museo Nazionale 81699
= ARV? 189.74, Paralipomena 341, ARFH fig. 135, Beazley Archive 201724,

2 On the one hand, Odysseus addresses Nausicaa as yovat in 168, and his wishes in 1805 (coi 82
Beol toca doiev, dca Ppeci cijict pevowvdic, | évopa te kol oikov, kol dpo@pochHvy dmdceiay |
£cOMV- 00 pdv yap tod ye Kkpeiccov kal dpelov, | | 80’ OLoPpPovEOVTE VOTHOCY 01KOV EYnToV |
avnp NoE yovi mOAL’ ddyeo dvcpevéecct, | yappoto 6 gopevétnict pdiicta 8¢ T EkAvov avtoi.)
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The difference between mortal and immortal affects the design of his initial
address, which takes the form both of hymnic praise, in case she is a deity (150-2;
esp. 150 &i pév tic Bedc écct, 1ol 0Vpavov evpLv Eyovcty), and of a blessing of her
parents and future husband, in case she is mortal (153—7; esp. 153 &1 6¢ tic &cct
Bpotdv, ot émi yBovi vaietdovct). The actual supplicatory appeal, however,
remains the same in either case (esp. 178-9). It seems that for Odysseus, who is in
dire need of help, it is to some extent irrelevant whether the person whom he
addresses is mortal or divine if only she can provide this help. More striking is the
case in Odyssey 13.258—67, where Odysseus supplicates Athena disguised as a
young shepherd. Though Odysseus does not know that he is in fact addressing a
goddess,”® he acknowledges that he appeals to the supposed young man ‘as
though he were a god’ (260—1 coi yap &ym ye | edyopar dc te Bedt Kai cev Pila
yoOva®’ ikdvw). Here, it seems that the dynamics of elevation of the
supplicandus, inherent in all supplicatory appeals, is intensified to the extent that

Odysseus is ready to treat someone whom he considers mortal as a god.

seem to be located in the mortal sphere. On the other hand, lines 175-7 (&AAG, dvocc’, EAéaipe: c&
YOp Kakd oMY poyHcoc | ¢ TPOTY ikdunv, TdV 8 dAlov ob Tva oida | avBpdmoy, ol THvee
wOAMY Kol yoiov Eyovcty) are paralleled closely by Odysseus’ supplication of a river god in 5.445—
50, esp. 448-50 (wc kai &y® vV | OV te pdov cd te Yyouval’ ikavm ToAhd poyncac. | AL’ Eléaipe,
dvag- ikétnc 8¢ tor ebyopon sivar).

#2071t is of course possible that the primary narrator’s knowledge of the true nature of the
supplicanda intervenes with Odysseus’ speech and affects his choice of words.
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SUPPLICATION IN TRAGEDY

Humans usually resort to supplication in the face of danger. The circumstances,
under which supplication is conducted, can explain why there is no formal
differentiation between various kinds of supplicandi. This is particularly relevant
in the case of tragedy, which depicts supplication in a rather distinct form,
compared, for example, to epic. First, we should note that tragic supplication is
reaction, not just to any kind of danger, but to life-threatening danger. In the
dynamic tragic plot, which generally depicts movements from extreme happiness
to extreme suffering and vice versa, supplication defines the rock bottom of a
character’s steep fall. For the suppliants, who are usually royal characters, the
need to supplicate marks a total loss of self-determination, an inability to
influence their fortune by their own means, and a submission of their freedom into
the hands of someone else. Thus encapsulating a state of dependency, supplication
is an effective dramatic device. Second, we should note that in tragedy the mortal
supplicandus tends to be a morally unambiguous figure. On the epic battlefield,
supplication is usually a bilateral relationship between a defeated soldier and his
potential killer. There, the source of danger and its potential remedy are the same
person, and so a rejection of supplication, occurring in fact more frequently than
acceptance, can appear morally objectionable.*”’ In tragedy, on the other hand,

supplication tends to be a triangular relationship between the suppliant, the

7 Cf. Pedrick (1982) 132 “The prevailing prospect for suppliants in the Iliad is gloomy. No
warrior in the Iliad is ever stopped from rejecting an enemy’s plea for his life by fear of Zeus’,
Mercier (1998) 196 ‘The lliad often portrays a moral and religious obligation ignored.’
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supplicandus, and an external source of danger.**® For the supplicandus to yield to

supplication often means, not merely to refrain from killing the suppliant, but
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actively to intervene and risk his own and other people’s lives.” The tragic

supplicandus therefore appears not infrequently as a shining figure who, in the
suppliant’s perception, comes to represent hopes for survival and salvation.*’
Evidently, this heightened perception originates from extreme circumstances. The
question here is whether this perception leaves room for sharp differentiations
between mortal and immortal.

A good example to start with is found in the first episode of Sophocles’
Oedipus at Colonus. Here, after Oedipus’ identity is revealed, Antigone
supplicates the chorus of Attic elders in an attempt to gain their protection (237—

57). She begins by addressing the supplicandi in a formal way (237 @ Eévor, 242

28 Cf. Kopperschmidt (1967) 46-53 and (1971) 321-2. This is the rule for the so-called
supplication plays, cf. Lattimore (1964) 46-7, Taplin (1977) 192-3, Heath (1987) 148, Burian
(1997) 188, and Turner (2001) 27. A more complicated case is Medea’s supplication of Creon in
Eur. Med. 324. See also Turner (2001) passim for problems in Aeschylus’ Suppliants.

2% For an exeption, cf. Helen’s supplication of Theonoe in Eur. Hel. 894-943.

B0 Cf. the use of cotip in Aesch. Suppl. 982 (Chorus to Pelasgus), Soph. OT 47-8 (Priest to
Oedipus), 300—4 (Oedipus to Tiresias), El. 1354-5 (Electra to Orestes), Eur. Heracl. 640 (Iolaus to
the messenger), /7 923 (Orestes to Iphigenia), and of cdwew in Soph. Phil. 501 (Philoctetes to
Neoptolemus), OC 276 (Oedipus to the Chorus), Eur. Hel. 900 (Helen to Theonoe), Or. 384
(Orestes to Menelaus), Hel. 894-902, /4 915-16. Light imagery is used in Eur. Hec. 841-3
(Andromache to Neoptolemus) ® décmot’, @ péyictov "EAAncv @doc, | mBod, mapdcysc ysipo Tijt
nwpecfotidt | tpwpov (841-3), I4 1063 (Chorus on Achilles, after he granted supplication). For
light as a symbol of rescue, cf. also Od. 16.23 (Odysseus to Telemachus) = 17.41 (Penelope to
Telemachus) fA0ec TnAépoye, yAvkepdv @doc, Soph. EL 1354 (Electra to Orestes) @ ¢@iitatov
edCc: O povoc cothp dopmv, Eur. Med. 482 (Medea, about her rescue of Jason) ktsivac’ dvécyov
cot pdoc cotipiov, HF 531 (Amphitryon to Heracles) @ giltatr’ avSpdv, & @doc poldv motpi, |
fiketc, £cobnc sic duunv MoV @idoic, Eur. Bacch. 608 (Chorus to Dionysus) @ @doc péyictov
Nuiv ediov Pakyeduatoc. Cf. also Wilamowitz (1889) 157 on Eur. HF 563 and Fraenkel (1950)
2.266 on Aesch. Ag. 522. The supplicandus is addressed as a haven in Eur. Andr. 891-4
(Hermione to Orestes) & vavtidoict yeipatoc Munyv goveic | Ayapéuvovoc mod, mpdc ce Ve
youvétmv | oiktipov Hludic dv émickomeic ToyoC, | mpdccovtac odk eb. On maritime imagery, cf.
Aesch. Ag. 897 (Clytemnestra to Agamemnon) cotfjpa vaoc npdtovov; the descriptions of deified
Helen in Eur. Or. 1637 (vovtilowc cotmproc) and of the Dioscuri in El. 992-3 (Bpotdv év aAoc
pobBiotwc | tipac cotijpac €yoviec) and 1348 (cdcovte vedv mpodipac Evdrovc) are similar, though
not metaphorical.
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@ Eévo, oiktipad’),”! and by trying to establish a relationship in the language of
kinship (245-6 &c tic 4¢’ aipatoc | vuetépov mpopaveica). While these features
are conventional to supplicatory appeals, > Antigone makes a remarkable
statement when she describes the extent to which she and Oedipus are at the
Athenians’ mercy: év DUiv oc Bedt | keipeba TAduovec (247-8). To understand
this comparison, we should note that it is unlikely to contain an identification of
the chorus as deities, or of their powers as divine. Rather, as the singular Be®dt
suggests, the comparison seems to express an analogy whereby Antigone and
Oedipus are exposed to the powers of the chorus as mortals are generally exposed
to the powers of a god. Consequently, the phrase ®c 0e®dt means here, unlike
elsewhere, not a treatment similar or identical to the worship of the gods,** but a
certain degree of power as perceived by the weak. Accordingly, the supplicandus’
power approximates to divine sovereignty in the perception of the suppliant, but
the question whether or not the two are in reality identical is left unanswered.

Thus understood, this particular comparison between the chorus and a god

contributes effectively to the wider interest of Oedipus at Colonus in the

1 Note, however, the dactylic metre, which puts this passage on a par with the agitated lament in

Phil. 1170-1217 (astrophic, like here) and EI. 121-50 (strophic). On the metrical design of the
ode, cf. Jebb (1900) Ixvii. On dactlyic metres in Sophocles, cf. L. Parker (1997) 51 ‘Sophocles’
most distinctive use of dactyls is in passages of lamentation, particularly in lyric dialogues
(xoppot)’.

2 On the language of kinship in supplicatory appeals, cf. Burian (1974) 415. Cf. the arguments
brought forward by Polynices when supplicating Oedipus in 13234 éyo 8¢ coc, kei un coc, GALL
oD kKo | ToTHov PuTELDEIC, cde Y€ Tl KaAoVpEVOC.

3 Other cases in drama are Aesch. Supp. 980-82 (discussed below, p. 173) and Eupolis PCG 5,
384.4-6 &AL’ fcov HUiv THL mOAEL TP@TOV P&V 01 cTpatnyol | 8k TdV peYicTOV oikidv, TAovT™L
yével e Tp@TONL, | 0ic Memepel Beoicty oyouecho, and the evidence collected in Currie (2005) 180—
1, who concludes that ‘[t]hese dramatic passages seem to presuppose a cultural context where it
was possible to pray to living persons in the fifth century BC’. However, it is debated whether
phrases like ®c Bedi/dBavotdUiipoi byecOar/6vew etc. denote identical treatment of merely
formal resemblance; on the former, cf., e.g., 1. 22.394, Currie (2005) 114-16 and 188-9; on the
latter, cf. Taeger (1957) 60, Habicht (1970) 196, Shipley (2000) 156-9.
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dynamics of vulnerability and power or, more precisely, of supplication and
immortality. For while much of the structure of the play resembles that of
suppliant plays, comparable to the plots of, for example, Aeschylus’ Suppliants or

Euripides’ Suppliants and Children of Heracles,”" it differs from these plays in its
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second theme, namely, the heroisation of Oedipus.”” It is a fundamental paradox

of Oedipus at Colonus that Oedipus arrives at Attica both as its suppliant and as
its future guardian,” and this paradox is explored, for example, in the shifting
attribution of the power to save. Initially, Oedipus beseeches the chorus for rescue
(275-6 &vO’> GOV ikvoduon mpdc Bedv Vudc, Eévor, | demep pe kdvecticad’, dde
caocate). However, after Ismene conveys the Pythian oracle, which mentions his
role as protector of Athens (389-90 c¢ toic €kel {nmtov dvBpdTOIC TOTE |
Bavovt’ EcecBor {dvta T’ evcoioc ydpwv), Oedipus seizes this information and
bargains with it (459—60 tHijde pev moAel péyav | cotip’ dpeice, Toic &’ €uoic
&xOpoic movovuc). The chorus in turn accept the notion of Oedipus as their future
saviour (462-3 énel 6¢ thicde yiic | cothpa cavtov T’ énepPdiierc Adymt) and

coin, according to the manuscript reading,*’ the striking paradox ‘suppliant

% 0n OC as a suppliant play, cf. Burian (1974).

3 0n the specific form of immortality that Oedipus receives, cf. 393—4 OE. 61" obkét’ eipi,
vikadT’ ap’ i’ avip; | IS. vdv yap Beoi ¢’ dpbodct, mpdche 6> dAAvcav, 621-3 v’ obpoc ebdmv
Kol KEKPLULHEVOC VEKVC | Woypdc ToT’ odtdv Bepudv aipa miston, el Zede &t Zede yob Ade Doifoc
capnc.

Bt Kelly (2009) 75; on Oedipus as ‘a man of polarised extremes’, cf. ibid. 121-33.

7 Cf. Jebb (1900) 85 ad loc. ‘leaving the hearer to think of that which Oedipus gives, and also of
that which he receives’, and similarly ambiguously X 486 de Marco . . . ikéteve avtac déxechai ce
tov ikémv énl cotepiot. Following Bake and Hartung (1851) 68, most editors change into
cotmpiove, to go with Evpevidoc, cf. Pearson (1924) ad loc. in app., Dawe (1985) 2.164, Lloyd-
Jones (1994) 468 and Lloyd-Jones and Wilson (1990) 377. Colonna (1975-83) 3.105 and
Rodighiero (1998) 84 preserve the mss. reading. Campbell (1879) 1.330 assigns the adjective
cotploc an, otherwise unattested, passive meaning. More likely is an active meaning, on which
cf. Kamerbeek (1984) 85 ad loc., Rodighiero (1998) 197 ad loc., Avezzu, Guidorizzi, and Cerri
(2008) 68 and Kelly (2009) 75 n. 39.
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saviour’ (487 10v ikétnv cotplov). Oedipus thus moves from requiring salvation
from the people of Attica to offering salvation to them.

Antigone’s comparison between the chorus and a god introduces the
relationship between supplication and immortal power that the play explores.
When the comparison is made, Antigone and Oedipus depend on the protection of
the Attic elders as though it were a divine power. However, when the time comes,
the people of Attica will in turn depend on Oedipus’ powers, which by then will
in fact be immortal.

Aeschylus’ Suppliants provides another good example for our purposes.
After Pelasgus dismisses the Aegyptid herald, and thereby accepts the Danaids’
supplication, Danaus responds with a statement that is, at first sight, similar to the
one made by Antigone in Oedipus at Colonus: & moidec, Apyeiowcty edyecOan
xpedv | By te Agifewv 0°, oc Beoic Olvumiolc, | cmovdde, €nel cotiipec 0O
dryoppdémmce (980-2). On closer inspection, however, the two statements appear to
be rather different. As is argued above, Antigone’s brief comparison conveys an
analogy between the chorus’ capacities and those of a god in relation to her and
Oedipus’ weakness. In the Suppliants, on the other hand, the specifications
attached to the comparison (gdyecOar, Bvewv te Agifewv 0°, cmovddc) imply a
treatment offered to the Argives that is identical to the worship of gods and,
consequently, a perception of the Argives as gods. The phrase mc Bgoic conveys
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here not similarity but identity with the gods.™” This difference may in part be

caused by the difference in purpose between the two scenes. Antigone’s praise of

43 See above, n. 433.
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the chorus’ powers is part of a strategy to win over the supplicandi. Danaus’ offer
of divine worship is an expression of gratitude in return for the supplication
granted.

The extraordinary treatment that Danaus offers to the Argives is prepared to
some extent by two earlier passages where the Danaids address Pelasgus in a
language that resembles prayers addressed to gods. The first is the chorus’
agitated”” appeal to the king in lines 348—54 (ITahoixBovoc tékoc, KADOT pov |
npoepovt kapdiat, [elacydv dva | 1de pe tav iKETV Quyada mepidpopov . . . ).

Here the vocative with the patronym in the genitive evokes a general form of
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hymnic openings, while the imperative kA00t" and its extension with the term

npoppov**! recall very precisely terms of the hymnic register. The second passage

is the chorus’ immediate reaction to Pelasgus’ yielding to their supplication in

9 Here, the dochmiac metre conveys a spirit of urgency. On the metrical design of this Suppl.

348-437, cf. Friis Johansen and Whittle (1980) 2.279-80; on the nature of dochmiacs, cf. L.
Parker (1997) 67 ‘Of all Greek metres, dochmiac is the one that has the clearest expressive
function. It is the metre of violent emotion: anger, grief, fear, even, in later tragedy, tumultuous
joy ...

0 On «\bew in tragic prayers, cf. Aesch. Choe. 139, 157, 332 (all to Agamemnon), 399 (to Earth
and the gods below), 802 (to unspecified deities), Soph. El. 1376 (to Apollo), Eur. Phoen. 605
(altars of Thebes’ ancestral gods). For epic, cf. LfgrE s.v. ‘kAbew’, B.II, 1458.31-2, and the
discussions in Pulleyn (1997) 134—6 and 146-8. Without discussing the Suppliants passage,
Pulleyn concludes that in Homer (e.g., 7I. 1.37, 451, 5.115, 10.278, 16.514, 23.770; Od. 2.262,
3.55, 4.762, 5.445, 6.324, 9.528) and later Greek literature, ‘kAd61 is, in fact, a vox propria for
prayer’ (p. 147). He further notes that the plural kAUte can be used for mortals ‘in order to lend
special weight to the speaker’s words because of the religious associations of kKAbOV (ibid.). Cf.
also Friis Johansen and Whittle (1980) 2.280 on 348 ‘Elsewhere in Aeschylus . .., as in all poets
down to Sophocles, the sing. imperat. forms kKADOt and kA0e are exclusively addressed to gods or
heroes; . . . it appears that down to at least ¢. 450 B.C. kA0t and «ive are traditionally limited to
prayers addressed to heroes and gods.” The nature of the addressee in Anacr. PMG 418 (kA00i peo
vépovtoc g0éBepa ypucdmenie kodpa) is uncertain; the reference to the speaker’s old age could
suggest a human girl, her epithets a goddess.

*1'0n npé@pov in tragic prayers, cf. Aesch. Suppl. 1 (Zeus), 216 (Apollo), Choe. 1063 (a god
unspecified), Soph. EI. 1380 (Apollo), Eur. Alc. 743 (Hermes); the theme of ‘benevolent
reception’ is ubiquitous in prayers and mpo@pwv is among its most prominent expressions, cf.
LfgrE s.v. ‘mpoppov’, 1-2, 1580.54-1582.3, Pulleyn (1997) 145, 219, and Friis Johansen and
Whittle (1980) 2.280 on 349 ‘in view of the implications of kA06t (348n.) it is noteworthy that,
except here and in 968, where the Danaids are petitioning Pelasgus, the word tpdppav is always
applied to relations between gods and men.’



F.J. MEISTER 175
lines 966—74, just before Danaus’ prompt to treat the Argives as gods (GAL’ évt’
ayaBadv dyaboict Bpootic, | dle [Telacydv. | TEpyov 08 TpoOPpV deDp’ MUETEPOV |
natép’ evBapct] Aavaodv, mpovoov | kai Bovrapyov ... ). Besides the repeated
occurrence of Tpoé@pwv as an extension of the imperative, it is here the epic
adjective dioc and its highly unusual combination with the genitive plural
Tehocydv that conveys a sense of extraordinary, if not godlike, power.***

In the context of these addresses to Pelasgus, we may include a series of
ambiguous invocations towards the end of the play, which illustrate one of the
effects of the insinuations of the chorus and Danaus. On hearing about the arrival
of the Aegyptids from line 710 onwards, the Danaids succumb to terror and, in
this state of mind, invoke unspecified father and ruler figures (811 &mde mdatep,
885 matep; 835 yd’ dva&, mpotdccov, 908 dvaf). In the case of matep, it is
unclear whether the Danaids are referring to Danaus, who receives this title when
on the stage (cf. 204, 480, 734, 738, 748, 756, 1015), but is now absent, or to Zeus

443

(cf. 139, 592 matip puTovpydC avTdYElp Evas, 902 ® nd, [dc noi, Zed).** In the

case of @va&, we cannot be sure whether they are appealing to Pelasgus, who

receives this and similar terms of address (cf. 328, 349, 616), but does not re-enter

the stage before line 911, or again to Zeus (cf. 524 &va& avéxtov, 592, 1062).**

Since neither Danaus nor Pelasgus is onstage when the chorus invoke a father or a

2 Cf. Friis Johansen and Whittle (1980) 3.265 on 967 ‘Though the notion of “godlike” in &ie
should not be pressed . .. the application of this word to a person does imply, outside epic ...,
that he is above the ordinary human level.’

3 Cf. Friis Johansen and Whittle (1980) 2.162, 216, arguing for Zeus. Yet Ppéteoc in 885, which
would speak in favour of the god, is Wilamowitz” emendation.

4 Cf. X 835a & Mehacyé, npd AUdV mpotdecov and Friis Johansen and Whittle (1980) 181-2 on
835 ‘However, the possibility cannot be absolutely excluded that the addressee of this exhortation
isZeus...
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ruler respectively, there is no reason to believe that contemporary audiences
would have had a more reliable indicator as to the identity of the addressees than
we do. Hence it is tempting to assume that this uncertainty is not so much an
imprecision on Aeschylus’ or the chorus’ part, which needs to be resolved by the
audience or the reader, but rather a systematic blending of all figures capable of
rendering help to the Danaids: Danaus, Pelasgus, and Zeus, whom they implore as
their personal guardian throughout the play (e.g., 1-4, 23-9, 86, 91-2, 13840,
162, 209, 359-60, 3856, 402—4, 524-37, 599, 627-9, 652, 671-3, 689-90, 902,
1052-3, 1057-8, 1062-7).

A similar situation can be observed in the second episode of Euripides’
Heracles. Until line 347, Amphitryon, Megara, and Heracles’ children are seen

445 . .
who, since Heracles is

supplicating the onstage altar of Zevc Cotp (cf. 47-8),
assumed dead, is the only power that they can resort to. The situation of these
suppliants is desperate from the outset (cf. 51-9), and becomes increasingly so as
the play evolves and their death seems inescapable.**® At the dramatic height of
this development, when the group leave the house in order to surrender
themselves to their executioners, Amphitryon utters a last prayer to Zeus, begging
for a miracle (498-502). When, almost immediately after this prayer, Heracles
enters the stage (between 513 and 514), this miracle seems to come true, leaving
Megara and Amphitryon stupefied and speechless (514-19). In the context of

such agonising tension and its sudden unexpected relief, Megara makes a

connection between Heracles and Zeus that deserves attention: debp’, & Tékv’,

3 On the presence and position of the altar in HF, cf. Poe (1989) 127.
46 Cf. the account in Yunis (1988) 140—1.
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gkkpipvache matpdrov TETAwv, | it’ éykoveite, un pebiit’, énel Awoc | cotiipoc
VUTV 0V0EV €cB’ 68 Vetepoc (520-2). This statement is remarkable above all for
its ambiguity. We should first note that the adjective bctepoc, though its primary
temporal meaning need not be lost altogether (‘no later a saviour’, see below),
seems to convey here also a sense of quality:**” Heracles is no less a saviour than

448 .-
This sense, however, does not

Zeus, i.e., in this moment he saves like Zeus.
specify which of the three scenarios that are conceivable after Amphitryon’s
prayer to Zeus is here the case: does Heracles appear instead of Zeus (who ignores
the prayer), or on behalf of Zeus (who so responds to the prayer), or as Zeus (who
personally intervenes in the shape of Heracles)?

Megara is not required to make a precise distinction at this point. Changing
suddenly from despair to relief (518 knpaivovc’), her consciousness might simply
fuse the two saviour figures available, Zeus and Heracles, into a single figure, as
the Danaids seem to do at the end of Aeschylus’ Suppliants. This imprecision
would be expected to abate in the ensuing interaction with Heracles, when his
identity becomes manifest. We should, however, notice that the phrase Awdc
cothjpoc 00dEV Detepoc assumes an interesting connotation in the context of one
of the wider themes of Heracles, namely, the criticism of Zeus’ inactivity.

Already in the first episode, in Amphitryon’s interaction with Lycus, a hint of

criticism of Zeus’ sense of justice is heard in the unfulfilled condition &l Zgvc

“7 On this meaning of Vctepoc, cf. LST s.v. “betepoc’, 111, and Soph. Phil. 180—1 (the chorus about
Philoctetes) ovtoc TpmToyévmv icme | oikmv oddsvoc Betepoc, Ant. 746 (Creon about Haemon) &
Hopdv f00c Kai yuvoukdc Betepov.

880 translate, e.g., Barlow (1996) 148 on 521-2 ‘for he is as good at saving you as Zeus
himself’, and Kovacs (1998) 355 ‘since he is no less a rescuer than Zeus the saviour is’. After the
mentioning of Awdc cotiipoc, an implied cotp seems to be the noun to go with Hetepoc.
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Swcaiac elyev eic Mudc epévoc (212). This criticism is fully developed in the
second episode, where Amphitryon explicitly rebukes Zeus for engaging in affairs
with mortal women but neglecting their well-being, and that of the offspring born
from these affairs (33947, esp. 344—6 cb &’ €c pev €LVAC KPOPLOC NTICT® HOAETV,
| TAALOTPIO AékTpa dGVTOC 000eVOC AaPdv, | canlev 8¢ Tovc cove ovK Emictacat
oilovc). He goes so far as to state his own moral superiority over the highest of
gods (3412 dapetijt ce vik®d Bvntoc dv Bedov péyav), and declaring Zeus either a

“9 The tone of

fool or unjust (347 duadnc tic €l Oedc § Sikaroc ovk EQuc).
aggressive criticism is continued in the second appeal to Zeus, shortly before the
appearance of Heracles (498-502). This appeal is focused on aspects of time
since, in Amphitryon’s perception, this particular moment provides the last
opportunity for Zeus to prove his responsibility (500 mc tdy’ 00d&v dpkécelc).
When Megara says that Heracles is no /ater a saviour than Zeus, and so
highlights the timeliness of Heracles’ arrival, she seems to offer a response to
Amphitryon’s criticism.”’ Zeus did not appear in time and any hope directed at
him indeed proved to be futile (cf. the emphasis on pdtnv in 339—40 and 501).
Heracles, on the other hand, arrives in time and offers actual protection, and

therefore he takes, from the suppliants’ perspective, the place previously held by

Zeus (contrast 346 caolewv 6¢ tovc covc ovk &mictacat eidovc). This change of

9 On the structure of Amphitryon’s speech, its inversion of the prayer form, and the underlying
discourse of @ukia and reciprocity, cf. Yunis (1988) 142-3. For a similar sentiment, cf. /T 385-91
ovk &0’ dmwc Erekev dv 1 Ade ddpap | Antd Tocavtnv dpodiav. &yd pév ovv | o Tovrdiov
Beoicy éctidpota | dmicta kpive, madoc MeBijvar Popdt, | Todec & évbad’, avdtove Gvtac
avOpomoKTOVOULC, | £C THYV B0V TO PuDAOV Avagépely Sokd: | 00dEva Yap olpal Soipdvov stvol
KOKOV.

0 Cf. Wilamowitz (1889) 152 on 522 ‘Der Altar des Zeus Soter hat sie nicht geschiitzt (48), und
die Anrufung des Zeus war noch eben als nutzlos bezeichnet (501)’, Barlow (1996) 148 on 521-2
‘an extravagant claim to equate Heracles with Zeus the Saviour and one which overrides the
doubts expressed about Zeus at 339ff. and 498ff.’
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perspective is visually expressed when the children, who supplicate the altar of
Zeus until line 347, now proceed to supplicate their father (520—1; cf. 624-5 dAA&
Bapcoc Tcyete | kol vapatr’ dccov unkét’ é€aviete). This comparison, therefore,
unlike the other instances discussed here, conveys no similarity of power between
Heracles and Zeus, but Heracles’ superiority over Zeus in terms of tangible effect
and justice.*"

For the chorus, Heracles’ epiphany-like appearance restores a sense of
divine justice in the world (756-9 tic 6 6gobc avopion | ypaivov, Bvatdc dv, |
ovpavimv (0c) depovo pakapov katéfa-|]Ae Adyov oc dp’ ov cBévovucty Beot).
After the hero’s rampage, this sense is entirely lost again. At the end of the play,
the preference of mortal justice over divine injustice, which Megara expresses on
seeing Heracles, re-occurs when Heracles denies any knowledge of and relation

with Zeus and chooses to be the son of Amphitryon: Zevc &°, dctic 6 Zevc,

moAépov W €yetvato | "Hpar—cb pévtor undev dybecObijic, yépov: | matépa yop

avti Znvoc nyoduar ¢ €yd (1263-5). The preference for mortal justice over
immortal cruelty emerges as one conclusion of the play, and Heracles’
‘replacement’ of Zeus on his appearance provides an early image towards this

conclusion.

“1n this regard we should note that Seneca’s adaptation of the play focuses entirely on Hercules’

godlike powers and the dangers that could arise from them for the existing order of the world, cf.
HF 39-40 (Juno) indomita uirtus colitur et toto deus | narratur orbe, 63—74, esp. 74 quaerit ad
superos uiam, 89-90 i nunc, superbe, caelitum sedes pete, | humana temne, 121-2 scelere perfecto
licet | admittat illas genitor in caelum manus, 1945 caeloque parem | tollat et astris, 265-7
(Amphitryo) caelo relicto uenit, haec quae caelites | recepit et quae fecit et—fas sit loqui— |
fortasse faciet, 423 (Megara) inferna tetigit posset ut super assequi, 437 non est ad astra mollis e
terris uia, 438 (Lycus) quo patre genitus caelitum sperat domos, and Heracles’ own speech in
955-73. On the portrayal of Hercules and his aspirations in this play, cf. Hutchinson (1993) 208-
16.
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The three passages discussed so far in this section concern suppliants’
addresses to supplicandi where the distinction between human and divine is not
strictly observed. In Euripides’ Iphigenia at Aulis we find, besides a further
example of such addresses, also a supplicandus’ response. In this play
Clytemnestra, on learning about Agamemnon’s intention to sacrifice Iphigenia,
supplicates Achilles in lines 900—18 for his help and protection. Clytemnestra
starts her appeal by elevating Achilles and reducing herself, as is typical of
supplicatory appeals, but she does so in terms of mortality and immortality (900—1
0VK &madecHncopot “y® TPOCTECEV TO cOV YOVL | Bvyntoc ék Bedc yeydtoc: Tl yap
&y® cepvovopay;). According to her argument, Achilles, being the son of a
goddess,452 is more than an ordinary mortal, more than herself, and therefore
worthy of being entreated in this way. This thought resurfaces when Clytemnestra
states that she ‘has no other altar to flee to’ than Achilles’ knee (911 ovk &xm
Bopov kataeuyelv dAlov §j TO cov yovu; see above, p. 167). For this statement
does not merely reflect the general choice of a suppliant to kneel either at an altar
or in front of a mortal, but it identifies the invocation of a divine power with that
of Achilles. In Clytemnestra’s present situation, and in her present perception,
appealing to Achilles’ authority seems as worthwhile as appealing to a divine
authority, since it can, if he yields, bring rescue (915-16 fjv 0& toAuncnic cv pov |
Yelp’ vmepteival, cecoped’ €l 8¢ pn, ov cecopeda).

Achilles’ reply to Clytemnestra’s supplication (919-74) is among the most
corrupt passages of the play, and so it is included in this discussion with a high

2 Note that Achilles’ divine mother is repeatedly stressed by Clytemnestra (626 kopnc ico0éov

yévouc, 903 & Bsdic mai, 909 mpoc untépoc) and in the chorus’ reaction to his approval (§he€oc, @
nai [InAémce, cod T° d&uo, | kai tiic évalioc daipovoc, cepvijc BgoD).
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degree of caution. At the end of his speech, Achilles seems to refer precisely to
those elevating aspects of Clytemnestra’s appeal: dAL” 1cOyale: Beo0C Eyd TEENVA
cot | péywctoc, ovk dv: GAL dpmc yeviicopat (973—74). If the line is genuine,*”
the use of mépnva would deserve attention as it seems to change connotations as
the sentence unfolds before the audience. Initially, Achilles seems to use the verb
paivechat as a god appearing in epiphany would be expected to use it.*>* With the
addition of coi, this ‘epiphany’ is marked as slightly more subjective,”” not
because Achilles merely ‘appears to be the highest of gods to Clytemnestra’, but
because he ‘has proved himself” or ‘shown himself® to be so to her.*® Only with
the phrase ovk @v it becomes clear that Achilles does not in fact share the view
that he is a god. However, though Achilles eventually denies being the highest
god, he nonetheless acknowledges that, for Clytemnestra, the protection that he
offers is comparable to divine salvation.

This interaction between Clytemnestra and Achilles marks the first low
point in a reversal process that starts with the grand chariot-entry of Clytemnestra

and Iphigenia in lines 590-7, which is discussed earlier in this chapter.

3 The passage is considered spurious by most editors since Markland (1822) 59. Ritchie (1978)

196 argues for the lines’ genuineness on grounds that ‘Achilles means simply that, although he is
not a god, he will fulfil the role of saviour for Clytaemnestra’, and the editions of Diggle (1981-
94) 3.394 and Giinther (1988) 23 retain them. Cf. already Hermann (1831) 97 on 980 ‘Volebat
poeta, nisi fallor, magnitudinem periculi indicare, si Agamemno, si universus exercitus, et diis
quidem secundum Calchantis vaticinia auctoribus, sacrificium virginis expeterent.” However, it
seems that any attempt to retain the first two sentences should find an emendation for the highly
suspicious GAA’ Spmc yevicopar, as, for example, Hermann’s ingenious GAAQ @@C yevijcopat (on
¢®c in supplicatory utterances, see above, n. 430).

34 Cf. especially Eur. Bacch. 182 Awdvocov d¢ mépnvey avBpdmotc Ogde, and 42 pavévra Bvnroic
daipov 6v tikter Au. On @aivecOat in descriptions of divine epiphanies generally, cf. Pfister (1924)
279.20-280.24, and the parody in Ar. Ach. 566—67 with Horn (1970) 46—47, Olson (2002) 221 ad
loc. and Given (2009) 118.

455 On datives to denote subjective impressions, see above, n. 367.

¢ pace England (1891) 98 on 973 ‘It is possible that the interpolator here used @aivesat in the
sense of dokelv. If not, it is hard to find any sense in the following verse.’
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Clytemnestra, the proud queen who comes to Aulis to conduct the most
prestigious of weddings, now finds herself at Achilles’ knees begging for his help.
Even the soldiers, who admire the splendour of queen and princess as they arrive,
now seem to pose a threat to the women far from home and in need of support
(913-14 doeiypon 8°, demep gicopdic, yovn | vowtikov ctpdatevp’ dvapyov). This
reversal is reflected effectively in the changing descriptions of characters as
‘godlike’. Initially, Clytemnestra and Iphigenia appear as deities for their nobility
(596 kpeiccovc) and the wealth that they display (0ABo@dpor). Now, however, as
fate turns against Clytemnestra and Iphigenia, and nobility and wealth prove
worthless, Clytemnestra herself appeals to Achilles as godlike for his strength and
martial standing.

With these passages in mind we can now approach Sophocles’ Oedipus
Tyrannus. The opening of the play is itself a scene of supplication, with the Priest
and a group of children beseeching an altar outside the palace (1-3). As Oedipus
enters the stage, the Priest, representing the group, directs a supplicatory appeal to
him. This appeal expresses sublime praise for the ruler by recounting the deeds
through which Oedipus established himself as the saviour of Thebes (esp. 47—8
wc c& viv pev fjoe yi| | cotiipa kAlel tiic mdpoc mpobupiac). This strategy,
which aims at securing the favour of a higher power by remembering favours
granted in the past, could recall the hymnic strategy of hypomnesis or prayers of
the type da quia dedisti.*’ The Priest, however, seemingly aware of possible

ambiguities in his address, clarifies the nature of his appeal at the outset: Oeoict

7 0n hymnic hypomnesis, cf. Furley and Bremer (2001) 1.57—58; on prayers of the type da quia
dedisti, cf. Bremer (1981) 196 and Pulleyn (1997) 16-38.



F.J. MEISTER 183
HEV VOV oVK icodpevdv ¢’ éyd | ovd’ 01de maidec £Copecd’ gpéctiot, | AvdpdY OE
npdtov &v te coppopaic Piov | kpivovtec &v te dopdveov covorrayoic (31-4).
Indeed, the Priest stresses Oedipus’ human nature again when a series of
imperatives might recall hymnic requests: 10°, & Ppotdv &pict’, dvopdmcov
oAy, | 10°, eOAaPnOnd’ (46-7). In its explicitness, this emphasis on Oedipus’
mortality and refusal to liken him to the gods seems noteworthy. Oedipus
delivered the city from danger in the past, and he seems able to do so now. Hence,
in the light of all the passages discussed so far in this section, there might seem to
be a double justification for comparing his saving powers to divine powers. It
appears that the Priest, by expressly renouncing such a comparison, shows his
awareness of this hypothetical justification. In doing so, he confirms for us ex
negativo an aspect of the suppliant’s perception that we see in the plays discussed
above.

While it is evident that the Priest’s remarks contribute significantly to the
characterisation of Oedipus, their precise effect is evaluated differently. The
refusal to liken Oedipus to the gods could serve either to defy Oedipus’ own
aspirations, and so portray an arrogant and hubristic ruler,”® or to conform to
them, and so portray a moderate ruler who is conscious of his place in the

world.*® The second reading seems more attractive because, at this stage of the

8 For a negative interpretation, cf. R. Griffith (1999) 77-8 ‘The priest’s claim that he does not

liken Oedipus to the gods (31) would be reassuring if we did not see Oedipus behaving like a god.
Since we do so seen him, the priest’s words take on the unintended ominous quality of a warning.’
9 For a positive interpretation, cf. Dawe (2006) 74 on 31 ‘It is important that we know at an early
stage whether Oedipus is the kind of tyrant who might wish to be regarded as divine, or whether
he keeps himself from such impiety’, and Manuwald (2012) 67 on 31-34 ‘Er [sc. Oedipus] gilt
hier also nicht als jemand, der sich hybrishaft {iber menschliches Maf3 hinausheben will . . . Diese
Einschdtzung ist von Bedeutung fiir das Verstdndnis der spiteren Aussagen des Chores iiber die
“Hybris” (873ff.).
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play, there is no compelling reason for the Priest to question the integrity of
Oedipus. The general relationship between knowledge and guilt, which the play
explores, emerges more clearly if Oedipus is characterised at the outset as a
flawless monarch and the least likely suspect for the murder of Laius.*®”
Moreover, it should be noted that, on Tiresias’ arrival, Oedipus readily offers the
prophet the same elevated treatment that he himself received from the Priest

(300-3 @ mhvta voudv Teipecio, didoaxtd e | dppnrd T oVpaVIG TE Koi

¢

yOovocTiPi, | oA pév, el xai pn PAEREIC, poveic 6 duwc | ofot vocmtl covecTv:

461 . . . . .
.. ). Oedipus even addresses Tiresias as Thebes’ ‘only guardian and saviour’

(303—4 . .. fic c& mpoctatV | cotiipd T°, dvaé, podvov dEcvpickmv), and so passes

462

on, and augments, the title that he himself received earlier.” The audience is

likely to consider this behaviour towards the blind prophet, which would also be
appropriate towards a monarch or even a deity, as an act of piety and modesty.

If the audience is meant to see Oedipus as a just and moderate ruler, it is
attractive to interpret the Priest’s refusal to liken Oedipus to the gods as part of
that image. It seems that the act of approximating a ruler to the gods, and its
acceptance or rejection by the ruler, is here assessed in moral terms, within the

dichotomy of modesty and hubris, which links this play with other passages

%0 In fact, after the prologue, Oedipus’ integrity is taken for granted at least until line 873; here,

Blaydes (1859) 122 on 873 changed the ms. reading Hppic pvtevel toHpavvov into HpPv putevet
tupavvic, which would advance criticism of Oedipus’ modesty. Dawe (2006) 14 and 147-8 ad loc.
makes a convincing case in favour of this conjecture.

1 Cf. Dawe (2006) 102 on 303—4 ‘Oedipus applies to Teiresias the same language that others had
addressed to him, and which can be used unaltered to a god.’

2 Note that mpoctdtnc is used for an unspecified deity in 822 (Chorus, 0gdv o0 A& moTE
npoctdrav icywv), and Trach. 209 (the whole passage is of interest; cf. 207—15 év 8¢ kowoc
apcévov | fto Khoyyd oV edeoapétpay | ATdA® mopctdtay, | 6pod 8& moudve mot-|dv’ avéyet, &
nmapbévol, | Bodte tav opocmopov | Aptepv Oprtoyiav, élaeaforov, dueimvpov, | yeitovic te
Nopeac). Cf., however, OC 1278, where 0god mpoctdnc denotes the suppliant of a deity.
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discussed in the previous section. By catering to the monarch’s self-
representation, the Priest withholds the comparison with the gods because he
anticipates that Oedipus might reject it, in words perhaps similar to those used by
Agamemnon in Aeschylus’ Agamemnon.*® While in Iphigenia at Aulis a case is
encountered where the supplicandus supposes that the suppliant sees him as
godlike, Oedipus Tyrannus provides an example where the suppliant anticipates

the supplicandus’ reaction to being so treated.

COMIC ENTRIES

Our understanding of how the tragic suppliant perceives the supplicandus can be
deepened by examining also the parody of this perception in comedy. Although
there is extensive parody of the plots of suppliant tragedies in a few known

cases, ® supplicatory gestures themselves seem to feature rarely on the comic

465

stage.”” However, a systematic parody of tragic supplication is found in comic

helper figures. Promoting and often executing the ‘big ideas’ of the

protagonists, *°® these helper figures are appealed to as cwtiipec, as are supplicandi

493 See above, n. 373 and p. 162.

4 Cf. Rau (1967) 40-2, Foley (1988) 34—6, and Olson (2002) Ix—Ixi on the parody of Euripides’
Telephus in Acharnians; Bakola (2010) 1508 on Cratinus’ Drapetides (PCG 256).

45 For supplicatory gestures in comedy, cf. Ar. Thesm. 179 (Euripides to Agathon) ixétnc aoiypon
wpoc cé, 224 (Mnesilochus threatening to take refuge at the temple of Demeter), Av. 120 (Hoopoe
to Peisetaerus and Euelpides) tadt’ obv ikétar vo mpdc cg debp’ doiyueda, Eq. 30—-1 (Nicias to
Demosthenes) kpdrticto Toivov TV mTapovVTOV ECTL VALY, | Bedv 10vTe TpocTecelv Tov Tpoc Ppétac.

% On ‘big ideas’ and helper figures in the plots of comedy, cf. Arrowsmith (1973) 137,
Sommerstein (1980) 11-12, Sifakis (1992) 129-32, Given (2009) passim.
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in tragedy.**’ In the plays of Aristophanes there is a noteworthy pattern in the way
that these figures are summoned on to the stage, since the elaborate style of these
invocations often suggests the arrival of a god or a quasi-divine force. While the
introduction of such a character arouses expectations of a divine epiphany, these
expectations are usually crushed with the laughable figure that appears after the
introduction. This incongruity not only has comic potential, but also substantiates
the notion that we have derived from tragedy about the suppliant’s perception of
the supplicandus.

The first case is found in Acharnians, when Dicaeopolis suddenly
announces in front of the chorus that his defence requires the help of Euripides
(393-5). The following invocation to Euripides, brief though it may be, contains
many elements characteristic of Aristophanic religious register: Evpurion,
Evpuidiov, | vmakovcov, ginep modnmot’ avOpodmmv tvi- | Atkodmolc KaAel ce
XoMdne, éyd (404-6).** Reduplicated vocatives are used, especially in drama,

469

to invoke deities,” though here the diminutive in the second vocative may be

amusing. Moreover, the term vdkovcov recalls the use of imperatives of the verb

drakovew in prayers throughout Aristophanes’ plays,”’” and the phrase eimep

%7 0n compia denoting the big idea, cf. Ar. Eq. 11-12, Vesp. 369, Pax 301, 595, Av. 878-9, Lys.
29-30, Thesm. 765, 965, Ran. 1435-6, Eccl. 202, 395-6, 400-2, 412-14, and perhaps PCG 3, 35.1
and 650c.1; see also Frey (1948), Dunbar (1995) 371-2 on Av. 544-5, and Given (2009) 109. On
cotmp referring to helper figures, cf. Eg. 1469 (Servant to the Sausage Seller), 45760 (chorus to
the Sausage Seller), Nub. 1161 (Strepsiades to his son), Pax 913—17 (chorus to Trygaeus), and Av.
543-5 (chorus to Peisetaerus).

%8 On this passage, cf. Kleinknecht (1937) 79, Horn (1970) 46, 51, Olson (2002) 179 on 4056 ‘A
parody of a typical prayer-formula’, and, more cautiously, Willi (2003) 28 n. 82 ‘perhaps a parody
of prayer’.

%99 On reduplicated vocatives in hymnic invocations, cf. Soph. 4j. 693 id i Iav ITav, Eur. Bacch.
582—4 id i® décmota, décmota, | LOLe vov fiuétepov &c | Biacov & Bpopuie Bpoyue.

70 On dmakovew in Aristophanes, cf. Lys. 878 (Cinesias to Myrrina), Nub. 274 (Socrates to the
Clouds; cf. 360), Pax 785 (chorus to the Muse), See also Dover (1968) 134, Olson (2002) 179 on
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nonot’ unmistakably adopts the argument da quia dedisti, which is fundamental
to prayers.”’' Finally, the formulation koAsi ce matches hymnic expressions
designed to identify the worshipper.*’?

Dicaeoplis addresses Euripides in this elevated, prayer-like fashion because
he hopes to win his support. The similarities between this appeal and supplicatory
appeals in tragedy are made explicit later, when Dicaeopolis entreats Euripides by
clasping his knees (414 &AL’ avtifod®d mpoc T@V yovatwv c’, Evpurion, cf. 431
TOUTOL 06C, AVTIPOA® cé, pot Tt cmdpyava) and asks for the suppliant costume
that the character of Telephus wore in Euripides’ production (esp. 429-30).
Before that, however, Euripides’ appearance on stage provides humour. Contrary
to the expectations created by Dicaeopolis’ invocation, it is not a divine or quasi-
divine power that is revealed onstage, but a sluggish poet, dressed in rags (412—13
atop Tt Td Pakl’; eic tpoyodiac Eyeic | €cONT’ €hewvny;), lying on a sofa
(dvapaonv in 399, 410), pretending to be working (406 &AL’ o0 cyoAn), who can

be persuaded to appear only if he is not required to move, making his entry by

means of the eccyclema (407-8).*7

Ach. 405—6, Willi (2003) 28 with n. 82. In Eur. Alc. 399, vmdkovcov is used in a supplicatory
appeal.

*"1'See above, n. 421, on Iliad 1.500-10, and n. 457, on Soph. OT 47-8. On &{ mote and similar
strategies in Aristophanes, cf. Eq. 591-4 (chorus to Athena), Nub. 356—7 (Strepsiades to the
Clouds) with the comments in Dover (1968) 148 ad loc., and Thesm. 1157-8 (chorus to Athena).
72 On koAeiv in Aristophanes, cf. Thesm. 1145-6 (chorus to Athena) dfjpdc toi ce kakel yovai—
|[kov (cf. 1137 debpo kaAelv vopoc gic yopdv), Lys. 356—7 (chorus to Athena) koi ce KoOA®
Edppoxov, & | Tprroyéver’, Nub. 564-5 (chorus to Zeus) Zijvo Topovvov gic yopdv | mpdta péyav
KkukAncko, and Willi (2003) 17 with n. 39.

73 Similar to this scene is the entry of Agathon in the opening scene of Thesmophoriazusae. The
servant of Agathon, who appears to announce his master’s arrival, does so in terms of a divine
epiphany (39-48), cf. Kleinknecht (1937a) 151 n. 1, (1937b) 297, Horn (1970) 46-52, esp. 50,
Kugelmeier (1996) 272, Sommerstein (1994) 160 on 39, Given (2009) 117. Yet what is rolled out
on the eccyclema is not a deity, but a man, shaved and dressed as a woman (136-8, 141-45, cf.
Agathon’s defence 149-52, 191), reclining on a sofa (cf. 97), surrounded by toiletries (138—40),
and singing a song in a feminine voice (192 yvvaikégwvoc). The emergence of this hermaphrodite
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The second case is found in the prologue of Knights, when the two slaves
intercept the Sausage Seller on his way to the market with the words & paxépie |
dAlovtondia, dedpo dedp’, @ @iktate, | dvaBatve cothp THL TOAEL Kol VEV
paveic (147-9). This address is laden with adaptations of songs of worship,*’*
starting with the description of the Sausage Seller as catnp, which indicates his
function as a helper. The opening @ paxdpie seems to allude to addresses to gods
generally,*” the repeated 3¥po to cletic hymns and prayers,*’® and the participle
paveic to epiphany hymns and descriptions.”’” After the entry of a somewhat
perplexed Sausage Seller, the Slave repeats his address in equally hyperbolic
terms (157-9 & paxdpt’, @ movcte, | @ vdv pdv oddeic, adprov & drépueyoac, | @
TV AONvedv taye 1OV e0dopuovev), where the phrase t@v AOnvdv taye tdv
evdapovov might recall Aeschylus’ description of Zeus as tayoc poxépov (PV
96).478

As becomes clear later in Knights, this sublime invocation of the Sausage

Seller, and his consequent treatment as a quasi-divine helper, is conditioned by

(136 6 yovvic), where a deity is invoked, of course caters for the humour of contemporary
audiences.

74 On this passage, cf. Kleinknecht (1937a) 79 n. 1 ‘gebethaft-parodische BegriiBung und
Seligpreisung des Wursthandlers’.

7> On pakdaproc, see above, n. 386.

7% On 8edpo in Aristophanes, cf. Ach. 665 (chorus to the Muse), Eq. 559 (chorus to Poseidon),
586 and 591 (chorus to Athena), Lys. 1263 and 1271 (Spartans to Artemis), 7hesm. 319 (chorus to
Zeus, Apollo, and Athena), 1137 (chorus to Athena), Ran. 395 (chorus to Iacchus), 1306
(Aeschylus to the Muse of Euripides), Eccl. 882 (Old Woman to the Muses), and Willi (2003) 17
with n. 38, 19 n. 50.

7 0n gaveic, see above, n. 454, and cf. Kleinknecht (1937a) 79 n. 1 ‘@aivopon ist ja der ilteste
und seit Homer fiir das sichtbare Kommen der Gottheit zu den Menschen gebrauchliche religiose
Begriff’, Horn (1970) 46, 51, Given (2009) 121-2. Note that the terms cotp and @aveic
reappears in the chorus’ elevated address to the Sausage Seller in 457-60 (& YEVVIKOTATOV KpEQC
Yoy 0 dpicte mavtwv, | kol Tl TOkel coThp @aveic Nuiv Te Toic moAitauc, | dc &H TOV EvSpa
mowilwc 1° €nfjAbec év Adyorcwv. | TdC Gv ¢’ Emauvécapey ovTeg demep Nodpecha;), on which see
Kleinknecht (1937a) 79 n. 1.

478 Note, however, that tayoc denotes the holder of a military office in Aesch. Pers. 23, 324, 480,
Ag. 110, Soph. Ant. 1057, Eur. 14 269.
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the contrast with Paphlagon, the great opponent who is himself attributed with

godlike powers.*”’

Indeed, the Sausage Seller manages eventually to defeat
Paphlagon and so earns the appellation cotp. At this early point in the play,
however, when the Sausage Seller is called onstage, the elevated treatment that he
receives seems entirely incompatible with his actual appearance. The Sausage
Seller enters carrying a vending table (152 tovAedv) and butcher’s gear (155 ta
ckevn), and displays the most naive, if not ignorant, demeanour (160-1, 188-9),
which leads to a rather different address on the Slave’s part immediately after his
hyperbolic invocation (162 & udpe).

The last example chosen here comes again from Acharnians, when
Lamachus is summoned by the semichorus. Lamachus does not act as a helper to
the plan conceived by Dicaeopolis, but as its opponent. He is, however, invoked
by the semichorus precisely as their helper after the debate following Dicaeopolis’

480

proposal. The agitated ode™" that they address to him is replete with evocations of

cult song: id Adpoy’, & PAénwv dctpamdc, | Boidncov, & yopyordea, eaveic, | id

Adpory’, & @id’, @ eoréta- | i’ éctt takiapyoc fj ctpatnyodc 7 | Terropdyoc avip,

481

BonOncdto | tic avdcac: &ym yap Eyxopor pécoc (566—71)."" As regards form,

repeated asyndetic invocations, id preceding the vocative,™®* and participle

extensions (PAénwv, eaveic) recall hymnic openings; the imperative BoriOncov

479 Cf. Given (2009) 120-1.

0 Cf. L. Parker (1997) 134 ad loc. ‘Dochmiacs suggest a certain loss of control as the anger of the
Acharnians takes on a new tone of exasperation and bewilderment. Their certainties are to be
shaken in this scene and eventually demolished.” Ibid. 67, Parker concedes the possibility of
paratragedy.

*10n this passage, cf. Kleinknecht (1937a) 77-9, Dover (1968) 125 on Nub. 219 ‘an almost
supernatural being’, Rau (1967) 40-2, Horn (1970) 46-7, Olson (2002) 221 on 566—7, Given
(2009) 118.

*2 On 6 in appeals for divine assistance, see above, n. 379.
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befits petitionary prayers; lines 569-70 (i’ ... 7§ ... %), which offer a
combination of several attributes in an attempt not to omit the one most pleasing
to the addressee, adopt hymnic aporia;*™ yép is employed to provide the reason
for the repeated imperative as it is in hymns.”® As regards theme, BAémov
dctpomée resembles epic descriptions of fierce monsters or berserk warriors;*®
yopyohdoa is an epithet of Athena in Knights 1181;*® and paveic recalls again
epiphany hymns and descriptions.

After this solemn song, Lamachus’ blustering entry onstage must appear
ridiculous. He appears with a retinue of soldiers (575 Adywv), clad in full armour,
carrying a Gorgon shield (582 tv popudva), wearing an oversized helmet with a
triple crest (575 t@v Aopwv, 586 tovc Aogovc) and two large feathers (584-9
ntepdv, mtikov), and responds to the semichorus’ invocation with a series of
inflated questions (572—4 n60ev Potic fikovca molepctnpioc; | ol xpn Pondeiv;
not kvdowov EuParelv; | tic Fopyov’ éEnyepev €k 10D cdypotoc;). Lamachus
provides an absurdly exaggerated image of a soldier and, in the ensuing agon,
Dicaepolis mocks him precisely for this image.

It was noted in the previous section that in tragic supplication a tendency

can be observed whereby the suppliant equates the mortal supplicandus with a

divine being. It seems that, in the Aristophanic passages discussed here, we catch

3 On hymnic aporia, see above, nn. 145, 196, and 410; cf. Norden (1913) 146-7, Race (1990)
104, and Furley and Bremer (2001) 1.56.

8% On hymnic yép, cf. Race (1990) 86.

5 For similar expressions, cf. Od. 19.446 (a boar) wp & d@Ooiuoict dedopkdc, Aesch. Sept. 53
Aedvtaov dc Apn dedopkotwv, PV 356 (Typhon) €& dupdtov 6’ fietpante yopywmmov céhac, and
LfgrE s.v. ‘6épxopar’, 251.59-76; thematically closer is Soph. Oenom. TrGF 4, FAT7 toiav [1éhoy
vyya Onpatnpiav | Epwtoc, dctpomiv v’ oppdrav, £xet. For another parody of this expression,
cf. Ar. Ach. 254 (Dicaeopolis to his daughter) &y’, & 0Oyatep, dnmwc 1 Kavodv koAl KAA®C |
oicetc, PAémovca BupPpopdyov.

86 Cf. Van Leeuwen (1901) 202 ad loc. and Anderson (1995) 26-7.
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sight of the same tendency through the comic prism. The pompous and high-
flown style of comic invocations, which unmistakably recalls the registers of
prayers and hymns, is likely to be an exaggeration of tragic supplicatory appeals,
where the supplicandus is addressed as though he were a god.*® The
expectations, too, which these comic passages conjure up only to crush them, are
expectations of tragedy, where grand addresses and grand entries go hand in

488
d.

han Comedy, in this way, seems to confirm a perspective from which mortals

can appear as divine.

CONCLUSION

The interpretations offered in this chapter aim to show that, in a selection of plays,
we seem to find conventionalised perspectives whereby human beings can, in
certain moments, be approximated to the divine sphere. As can be demonstrated,
these perspectives are voiced as a character’s or the chorus’ reaction to witnessing
a splendid appearance; they can be a character’s memory of a happier past; or they
can serve as a means to win the favour of another character, to good or to bad
effect. The qualities that here seem to elevate a human being temporarily are

centred around notions of physical, economical, or social power, and, in the

7 0On style as a means of paratragedy, cf. Rau (1967) 1018, Horn (1970) 58 ‘Die Sprache der
Komaddie ist die Umgangssprache, der sermo cottidianus, und ihr Stil das yévoc icyvov. VerstoBe
gegen dieses Gesetz wirken in der Komoddienwirklichkeit komisch’, though ‘Gesetz’ may seem too
strong a term. Cf. also Landfester (1975) 336 and Kugelmeier (1996) 309.

488 Cf. Given (2009) 114-18.
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female sphere, of beauty. Drama thus attests to perspectives comparable to the
ones encountered in wedding and victory poetry. Drama also agrees with the two
lyric genres in that some perspectives—namely those made in supplication—
appear to be rooted in a ritual context that in itself seems to permit some blurring
of the boundaries between mortal and immortal.

However, as opposed to epinicians and hymenaei, tragedy attaches a distinct
notion of discomfort to comparisons between mortal protagonists and immortal
beings. In the first section of this chapter, two cases are encountered where a
present state of godlike power or beauty foreshadows imminent ruin (Eur. Hipp.
88, 14 590-607); one case where a past state of godlike bliss contrasts present
misery (Eur. Hec. 342-78); and two cases where the praise of a character as
godlike is part of a scheme to kill that character (Aesch. Ag. 895-913, Eur. EL
988-97). Here, comparisons between characters and gods convey a spirit of
foreboding and almost anticipate the reversals of fortune that follow. A similar
connection between these comparisons and suffering is found in supplication,
which is usually conducted by characters at the low-points of their developments.
Moreover, some supplicandi seem to perceive danger in being compared to the
gods since, if the interpretations offered here are accepted, one supplicandus
rejects such comparison (Achilles in Iphigenia at Aulis), while another is, because
of his modesty, anticipated by the suppliant to reject it (Oedipus in Oedipus
Tyrannus).

The end of the previous chapter brought us to consider, in abstract terms,

the dangers of excessive praise about which the epinician laudator purports to be
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concerned. The tragic plays selected here can serve to supply vivid depictions of
the consequences of such praise, and of strategies of averting them.
Approximations of characters to gods, and characters’ attitudes towards such
approximations, are decidedly more explicit in tragedy than in epinicians or
hymenaei. Nowhere in epinician poetry do we find the laudator say to the
laudandus ‘you are like the gods save alone for dying’ (Eur. /4 356), or ‘I
worship you like a blessed deity for your wealth and great fortune’ (Eur. E/. 994—
5); nor does he say, conversely, ‘we do not sit before you because you equal the
gods, but because we consider you the best of mortals’ (Soph. OC 31-4).
Similarly, it is, hypothetically, unlikely that the laudandus would respond to a
song with ‘I tell you to treat me as a man, not as a god’ (Aesch. 4g. 925). This
explicitness is crucial. Epinicians may negotiate and, at times, even stretch the
limits of what its audience would consider sufficiently moderate praise, but its
proclaimed objective is to stay within these limits. In the plays discussed in this
chapter, on the other hand, these lines need to be crossed, from a dramaturgical

point of view, so as to motivate the downfall of the hero who is so praised.
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In some way or other, all the Archaic and Classical poetry discussed here
presupposes one global vision about the relationship between man and god: that
mortals cannot become immortal. Although this vision is probably derived from
widespread attitudes towards the gods from the seventh to the fifth centuries BC,
this thesis is dedicated to poetic expressions of this vision. In the poetry composed
during this time, it is reflected in a certain pressure to observe the boundaries
between man and god. Pindar’s pun potevent 6eoc yevéchon (O. 5.24, cf. 1. 5.14) or
0 yGixkeoc ovpavoc ob mot’ dpPotoc avtdt (P. 10.27), and perhaps Sappho’s
hymenaeic 1650c p[€]yav gic ‘OM[vpmov | &]vOpw[r (fr. 27.12-13 V),** can serve
to illustrate this pressure. However, as this thesis aims to show, this pressure
results not necessarily in rigidity and conservatism, but in creative explorations
and negotiations of the precise nature of these boundaries.

Different genres, embedded in specific occasions and responding to
particular objectives, explore these boundaries differently. Some, like iambus,
elegy, and the lyric threnos, can downright deny mortals the possibility of
approximating, even momentarily, to divinity. Other genres, especially those
concerned with praise, appear less reluctant to allow for such possibilities.
Wedding songs and victory odes conjure up a spirit of exuberant celebration and
revelry, and derive from this spirit a perspective whereby their protagonists can
appear as enjoying moments of divine joy and success. That such perspectives are

conventional to the two encomiastic genres is suggested by the highly generic

* For Sapph. fr. 27 V, a context of a wedding is indicated in line 9 (c]teixopev yap &c yépov-

...). The impact of lines 12—13 must not be overstated, as the reading reprinted here is in fact
Hunt’s rather creative combination of POxy. 10, 1231, frr. 53 ( Jwocy[ | Jvbpon[ ) and 51 (
JaveoA] | Jouk] ); cf. Grenfell and Hunt (1914) 38.
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rendering of their protagonists, which is found in the wedding song and, to a
smaller degree, in the victory ode. Like the kouroi set up for victorious athletes
and the majority of bridal couples depicted on wedding vases, the songs seem to
create a dimension where the expected differentiations between human, heroic,
and divine can be blurred. The tragedians incorporate similarly exuberant mind-
sets into the tragic world and exploit them for the development of the plot. Here
too, references to immortality, which are made in response to extraordinary
wealth, beauty, and power, are unspecific and appear to be part of a certain
rhetoric.

Further comparison between the specific uses of this rhetoric of immortality
in epinician, hymenaeus, and tragedy requires a careful distinction between
individual formulations of this rhetoric and the wider objectives achieved by
them, that is, between means and ends. As regards means, wedding songs and
tragedy are similar in that both genres employ direct comparisons between
protagonists and heroes or gods, whereas victory odes create parallels between
victory and immortality less explicitly. As regards ends, however, wedding songs
and tragedy seem to form an antithesis. Wedding songs, on the one hand, are
immersed in the present moment and, apart from wishes for a happy life and

490

offspring, deliberately oblivious to the future.”” Here, comparisons with heroes or

gods serve no other purpose than the praise of the bridal couple. Tragedy, on the
other hand, aims for universal claims. In the structures of the plays, impressions
0 Sapph. fr. 43.6 V mentions a certain kGuotoc @pévafc], but the genre of the fragment is
uncertain. The reference to night-time activity (8—9 ] 6AL’ &yit’, @ oikau, | ] &yt yap dpépo) does

not necessarily indicate a context of wedding, as it does, e.g., in Sapph. fr. 30.1-4 V (voxt[ ... ]. [
| [ | mépBevor §[ | mavvuyicdoyclat [ | cav deidoc[t]v e[thoTata kal vOp]eoc 10KOAT®).
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of extraordinary privilege are given a frame in which they are juxtaposed with
equally extraordinary suffering. Through this juxtaposition, this rhetoric of
immortality inspires apprehension. Initially it may serve as a means of praise, as
in wedding songs, but ultimately it is presented as an impression in need of
correction. A false sense of security, as conveyed in a false sense of immortality,
is unmasked as naive and dangerous. In this antithesis between wedding song and
tragedy, the epinician takes a middle position. On the one hand, victory odes, like
wedding songs, focus on the moment of celebration and make other temporal
layers part of the characterisation of this hic et nunc. On the other hand, like
tragedy, they display an undeniable effort to convey universal truths. The
epinician laudator is presented as aware of the dangers that tragedy illustrates
onstage, and therefore pursues a more cautious path. Immortality is a significant
point of reference in the depictions of victory celebrations, but its effect is
cushioned by vagueness and intimation.

A crucial element in achieving these various ends in the three genres is
myth. Even short and specific references to myth will evoke wider narrative
contexts. In this way, myth can lead away from the present moment and its
demands and invite thinking about universal truths and making universal claims.
Tragedy fully embraces this capacity of myth to allow for sudden reversals and to
infer from them a universal truth. In the epinician, the use of myth is more
complicated. Narratives can lead to encompassing gnomic conclusions, but they
can also run the risk of distracting from the present occasion too much. Thus there

are cases, like Nemean 3 (26-31) and Pythian 10 (51-9), where the laudator
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breaks off a narrative suddenly and returns to a subject closer to the laudandus.*"
In this tension between acknowledging the present occasion and making claims of
a more universal nature, narratives about toil and ultimate reward seem to offer a
solution. They allow both seeing the victor and his achievement reflected in
figures like Perseus, Pelops, and Heracles and their exploits, and inferring from
them a universal truth. In the wedding song, it would appear to be more difficult
to achieve a similar effect since myth offers hardly any example of a marriage that
does not involve forms of prolonged suffering or killing. It is hard to conceive
how couples like Clytemnestra and Agamemnon, Helen and Menelaus, or
Andromache and Hector could provide paradigms for an optimistic bridal couple.
Sappho’s fr. 44 V relates the wedding of Andromache and Hector, but, as is
argued above,”” the context of its original performance is uncertain. Peleus and
Thetis would offer perhaps the least portentous paradigm, and indeed they are
frequently depicted (and labelled) on Athenian wedding vases. It may be for these
difficulties that, though it is possible that more elaborate wedding songs contained
some forms of mythical narratives, no example is attested, except for
Aristophanes’ Birds, and there it is characteristically the wedding of Zeus and

Hera that parallels the wedding of the ‘new Zeus’ Peisetaerus. Instead of

Y1Cf. also P. O. 3.38-41 (after the narrative about Heracles’ fetching olive trees from the
Hyperboreans and establishing the Olympic Games: ... £ué & v motr Bvpdc OTPHVEL PAUEV
‘Eppevidaic | Onpovi ©° éA0elv kBdoc edinmov d1doviav Tuvdapddv, dtt mAgictaict Bpotdv |
Eeviac avtove émoiyovtan Tpamélaic, | evcePel yvopar puidccoviec pokapov teretdce). Rapid
summaries of remaining aspects of a story are found in P. 4.247-8 (after narrating the story of
Jason up to the sawing of the dragon’s teeth: paxpd pot veicOot kot apa&itov: dpa yop covimter
xai Tva | oipov Teapt Bpoyvv), and in 1. 6.56-9 (after the narrative about the encounter between
Heracles and Telamon: €pol 8& poxpdv mécac (av)ayficacd’ dpetdc: | dviaxidor yap fAbov, @
Moica, tapioc | [MuBéor te kdpwv EvBvpéver te 10v Apyeiov tpdmov | gipficetal mov kav
Bpoayictorc).

*2 See above, p. 56 with n. 161.
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potentially ambiguous and potentially distracting narratives, we find in wedding
songs direct comparisons between the bridal couple and heroes or gods for
certain, often explicitly stated qualities: between the bride and Helen or Aphrodite
for grace and beauty; between the bridegroom and Achilles or Ares for athletic
appearance and strength. As the examples of Helen and Achilles suggest, this
form of reference allows greater control over the evocative powers of myth. The
present moment remains in focus, so much so that most songs are restricted from
elevating this moment towards a universal truth.

The interpretations offered here focus on features of the poetic worlds of
hymenaeus, epinician, and tragedy, and of the perspectives found conventionally
in these worlds. The nature of our evidence does not permit decisive conclusions
about how these perspectives relate to other perceptions of bridal couples, athletic
victors, and other successful individuals outside of these worlds. However, there
is a possibility that the poetry as we have it received inspiration from the spirit of
the occasions for which it was composed. Wedding songs, for example,
presuppose the context of the wedding ceremony, which appears to have involved
a range of forms of shouting, jesting, and singing. Here, it is tempting to assume
that certain perspectives, like that of the bridal couple as enjoying a moment of
immortality, are characteristic of the occasion as a whole and merely reflected in
the elaborate songs that have survived. The exceptional treatment that the bridal
couple receive at these ceremonies, as well as the iconography of the bridal
couple on Athenian vases, can be interpreted in favour of this possibility. A

similar argument could be developed for the victory celebration, which also seems
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to have involved forms of simple songs, centred around shouts of ThHveAha.*”
However, it is important to highlight that, even if occasion, rather than just poetry,
generates such perspectives of momentary immortality, this would not allow us to
move into historical reality and identify the targets of this praise with historical
individuals. Comparisons with Aphrodite and Ares, or parallelisms with Heracles
and Pelops, even where they are made in the most basic way, are aimed at generic
personae. They do not, to our knowledge, reflect the particular status enjoyed, or
the particular hopes entertained, by historical individuals like Aristocleidas of
Aegina, Hippocles of Thessaly, Hieron of Syracuse, or a particular bridal couple.
In tragedy, a variety of perspectives, ranging from exuberant elevation to
desperate lament, are applied to the same character, often in rapid succession.
This seems to confirm that such perspectives are conventionalised responses to
certain occasions, to which they are confined. Wedding ceremonies and victory
celebrations, and the songs performed on these occasions, communicate the
approximation of their protagonists to immortality, but these perspectives are

limited to these occasions, just as the immortality that they refer to lasts but for a

moment.

3 CE P, 0. 9.1-4 10 pév Apyikdyov péhoc | poviey Olvpmiar, kadhivicoc 6 tputhdoc kexhadme,
| dprece Kpoviov map’ &yBov ayepovedeat | kopdlovrtt oilowc Epappoctot cdv Etaipotc, with X ad
loc. = Arch. IEG 324, and =° N. 3.1; for tivel\a, cf. Ar. Ach. 1227-34 (DI. 6pdite TOLTOVI KEVOV.
velda kaAlivicoc. | CH. tivedda 8ft’, sinep kodeic v, @ mpécPv, karlivikoc. | DL «oi mpdc y’
dicpotov éyyéoc duucty é€8haya. | CH. Thvelld vov, & yevvada: ydpel Aoodv tov dckdv. | DL
gmecOé vov @doviec “0O Tivelda koAdivikoc”. | CH. dAL éydpecOo civ yépv | tvelda
KoAAivikov di-|dovtec c& kal tov dckov) with X ad loc., Equ. 276 (CH. AL’ éav pév tovde vikdic
it Pofii, Tvelhoc &l) with T ad loc., and 4v. 1765 (CH. tiveAha kodAivikoc, & Soipdvov
VIEPTOTE).
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