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Routledge Revivals Hellenistic Poetry and Art

The Hellenistic age is the link between classical Greece and Rome. Originally published in 1964, this book traces the history of Hellenistic poetry and art as parallel phenomena. It starts in mainland Greece with New Comedy, Anyte, and Aratos and discusses the art of the Tanagra figurines and the Pella mosaics. Successive chapters deal with the major figures of Alexandrian art down to the end of the second century B.C. In Asia Minor (except for Kos and Rhodes, already treated with Alexandria) the art is more significant than the poetry, particularly the art of Pergamon, but Antipater of Sidon and Meleager of Gadara are important poets, who are treated in some detail. The mainland Greek story is continued with Kleanthes, Leonidas, Euphorion, and the later mainland poets, and with the neo-Classical style in art, which gives place to the archaistic mannerism of the neo-Attic style at the end of the second century. The last chapter deals with poetry and art in Italy; first with the early Hellenistic civilization of Sicily and Southern Italy, and then with the successive waves of Greek influence on the Romans. This history of Roman poetry down to Catullus is viewed from the angle of its indebtedness to Greek sources, and in conclusion the import of works of art and the later immigration of Greek artists is taken into consideration.b
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This book has been written chiefly for my own satisfaction, to complete a parallel history of Greek literature and art from Homer to the Roman period. Literature here is restricted to poetry because I did not feel that I could write satisfactorily about Hellenistic prose or fit it into the same framework. Poetry and art raise sufficiently formidable problems of interpretation and presentation, and for them I shall be satisfied if I have presented a useful collection of comparative material.

Chronological problems are serious, and too many pages are concerned with expounding them, and the result is too often a statement of the line taken rather than a solution. For poetry the recurrent question is what constitutes imitation, where can we say with certainty that this poem must be later than that poem because the writer of this poem was remembering, quoting, parodying, or rebutting that poem. Perhaps it is never safe to date by such echoes, but if the date can be established by other means a good echo is interesting evidence of the later poet’s knowledge and intention. Thus it is comparatively easy, as well as interesting, to establish chains of echoing epigrams from the late fourth century into the Roman period, and we can watch what started as a symposion game becoming a literary convention. It is comparatively easy also and important to establish recollections of earlier poetry which the reader was meant to observe, whether to hear an overtone or to mark a contrast. The really difficult question is the relative chronology of Apollonios Rhodios, Theokritos, Kallimachos’ Aitia and Hekale. The evidence of echoes is fully recorded by Pfeiffer in his magnificent edition of Kallimachos. His conclusion that Kallimachos is always the originator I have with great hesitation queried1 (the discussion will be found in Chs. III, IV, V). But whether the priorities can be finally established or not, it is much more important to recognize the very great and original merits of Apollonios.

1 Cf. in general Wiener Studien, 66, 1963, 68. Return to text.⏎
The main phases of Hellenistic art are comparatively clear: the xvfollowers of Praxiteles and the followers of Lysippos in the early third century, the Pergamene school in the late third and early second century, the new classical style on the mainland of Greece in the second half of the second century, the Neo-Attic style and mechanical copying in the first century. Sites such as the Athenian agora through the whole period, the Chatby cemetery at Alexandria, Pergamon, Delos, and in the West Lipari and Tarentum for more limited periods, give dates for major works and establish the chronological series of terracottas and pottery by which other undated works can be dated. Plenty of problems remain and wildly different dates have been proposed for works as individual as the Laokoon and the Zeus from Aigeira; in such cases one can only choose whatever stylistic analogy seems most convincing.

Some of the difficulties arise because artists can echo their predecessors as well as poets. Scholarship in art runs parallel to scholarship in literature, and the scholar-poets of Alexandria can be matched with two names of scholar-artists, Antigonos of Karystos in the late third century and Pasiteles in the early first century. The common source is respect for the past, which shows itself first in the rare archaistic works of the late fifth century and later manifests itself very obviously in the Attalids’ creation of‘a new Parthenon’ in Pergamon and in the Neo-Classical gods and goddesses of late second-century Greece. The kings had their art collections as well as their libraries, and their taste went back at least to the beginning of the fifth century. The temples also contained many works of art, and Herodas’ women, visiting the Asklepieion, enjoyed what they saw, like Theokritos’ women visiting the palace of Ptolemy Philadelphos for the Adonis festival. Whether access to temples was so easy earlier is perhaps uncertain; there were, of course, pictures in the Stoas in Athens and the Lesche of the Knidians in Delphi; it is curious that we hear so little of their visitors in classical times. But now there would seem to be a general interest in classical as well as Hellenistic art, and we shall find that the poets share this interest. The considerable number of direct and indirect reflections of works of art in poetry is one of the justifications for this book.

Learned poetry implies that the readers will understand at any rate the most obvious allusions and this means that they must have xviaccess to the sources of the allusions; in fact that books must have been fairly readily obtainable; for this the early papyri give some evidence.1 In the modern world reproductions of works of art go hand in hand with the dissemination of printed books. For copying of works of art on many scales and in many materials and media there is ample evidence from the beginning of the first century b.c. Before that the second-century Myrina terracottas which copy earlier or contemporary sculptures and painting and the third-century Calene bowls which are decorated with reliefs cast from classical silver-ware2 are certain instances of reproductions which any man could have owned. The little Dioskorides mosaics, dated about 100 b.c., are copies of third-century paintings but the technique is so fine that such mosaics can hardly have been common. Nevertheless it is difficult to believe that there was not some way of disseminating pictures like the plaster casts used for silver-ware. In general it is probably fair to say that the artist, like the poet, knew more of the art of the past and respected it more than he ever had before.

1 Cf. C. H. Roberts, Mus. Helv., 10, 1953, 264, particularly 266 ff. Return to text.⏎
2 Cf. G. Μ. A. Richter, A.J.A. 63, 1959, 241. Return to text.⏎
The broad sequence of artistic styles - elegant, violent, new classical, Neo-Attic - has some analogies in the history of poetry, and realistic art, pastoral art, learned art have obvious parallels in realistic poetry, pastoral poetry, and learned poetry, but to shape this book as a parallel history of styles seemed to me to have disadvantages which outweighed the advantages. One of the few cases where poets and artists were certainly working together is in dramatic production and I have emphasized this wherever possible. The Homeric bowls, some silver cups, and the relief in the British Museum with the Apotheosis of Homer were clearly made by artists working in the closest touch with scholars or poets; but more often, as with the Pergamene gigantomachy, we can appreciate that scholarship has been realized in a work of art but we have lost the texts which would elucidate the detail. Moreover in attempting to write a parallel history of style the danger of pressing analogies too far is very real, particularly in a period like the Hellenistic age when poets and artists are concerned more with exploiting the technical possibilities of their own media - allusion, vocabulary, dialect, rhythm, xviiand sound in poetry; volume, motion, and texture in sculpture; colour effects and spatial illusion in painting - than with expressing common ideals or ideas.

The sequence of styles therefore will remain in the background as a useful scheme of reference. A truer but less tidy picture is gained by trying to see what poetry and art was produced in the main centres and noting, as they occur, the cross-references both between the arts and between the centres. The story must start in mainland Greece; obvious stages are Alexandria and Pergamon; from the end of the third century mainland Greece was in direct contact with Rome; finally we have to look at the reception of Greek poetry and art in Rome itself, remembering at the same time the particular contribution of the cities of Sicily and South Italy, many of which had a Greek civilization going back to the seventh century or earlier.xviii
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In addition to the usual abbreviations for Journals the following will be found in the text and notes:

1. Literature


	A.P.

	= Anthologia Palatina

	K

	= Kock, Comoediae Atticae Fragmenta

	Kaibel

	= Kaibel, Comicorum Graecorum Fragmenta

	L.G.C.

	= Webster, Studies in Later Greek Comedy

	M

	= Morel, Fragmenta poetarum Latinorum

	N

	= Nauck, Tragicorum Graecorum Fragmenta

	P or Powell

	= Powell, Collectanea Alexandrina

	Pf.

	= Pfeiffer, Callimachus

	P. Oxy.

	= Oxyrrhynchus Papiri

	P.S.I.

	= Papiri greci e latini, Pubblicazioni della Societa Italiana

	R

	= Ribbeck, Scaenicae Romanorum Poesis Fragmenta



2. Inscriptions


	I.D.

	= Inscriptions de Délos

	I.G.

	= Inscriptiones Graecae

	O.G.I.S.

	= Dittenberger, Orientis Graeci Inscriptiones Selectae

	S.E.G.

	= Supplementum Epigraphicum Graecum

	S.G.D.I.

	= Collitz, Sammlung griechischer Dialektinschriften

	S.I.G.

	= Dittenberger, Sylloge Inscriptionum Graecarum



3. Art


	Bieber, Hell. Sc.

	= Bieber, Hellenistic Sculpture

	Lippold, Gr. Pl.

	= Lippold, Griechische Plastik

	Lullies

	= Lullies and Hirmer, Greek Sculpture

	Pfuhl, M.u.Z.

	= Pfuhl, Malerei und Zeichnung der Griechen

	Winter, K.i.B.

	= Winter, Kunstgeschichte in Bildern



4. Dramatic Monuments


	Bieber, Hist.

	= Bieber, History of the Greek and Roman Theater

	M.N.C.

	= Webster, ‘Monuments illustrating New Comedy’, Bulletin of the Institute of Classical Studies (London), Supplement 11

	M.T.S.

	= Webster, ‘Monuments illustrating Tragedy and Satyrplay’, Bulletin of the Institute of Classical Studies (London), Supplement 14
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The Late Fourth Century

The death of Alexander in 323 and the death of Julius Caesar in 44 may be regarded as the beginning and the end of the Hellenistic age. In this period Greek poetry and art passed through a series of phases and spread far beyond its earlier spatial confines; long before the end of the period the effects on Roman poetry and art are already visible and by the end of the period the new Graeco-Roman poetry and art of the imperial age begins.

The story is immensely complicated even if the intricacies of political history can be largely omitted. The Hellenistic Klings are our concern in so far as they attracted or repelled poets and artists, and as early as Lykophron Rome had become a force to be remembered by Greeks. The political history seems to show continuous and complicated wars; the history of art and literature is a rich and continuous international development. This first chapter is chiefly concerned with those elements in mainland poetry and art which influenced Alexandria in the time of the early Ptolemies, and therefore it can end with some account of Aratos’ Phainomena, which was loudly heralded by Kallimachos as fulfilling his ideal of poetry. Inevitably this prologue overlaps the last chapter of Art and Literature in Fourth-Century Athens,1 but that chapter was confined to Athens and dealt with prose as well as poetry; here the scope is wider and the emphasis is different.

1 Athlone, Press, 1956, abbreviated in what follows as A.A.L. Return to text.⏎
An inscription in Delphi dated at most ten years before our period begins preserves a paian to Dionysos written in aeolo-choriambic metre by Philodamos of Skarpheia on the coast of Lokris. Dionysos is so peculiarly the god of the Hellenistic age that it is worth looking at this early account of him. Much is difficult and unclear on the battered stone.2 Dionysos is begged to come in the spring and bless 2the city of Delphi. (This is then a spring return of Dionysos, as we know it also at the Anthesteria in Athens.1) When he was born in Thebes all the gods danced and men rejoiced. His worship spread to Orchomenos and Euboea (this is near Philodamos’ own Lokris), ‘and all the holy blessed song-fraught land of Delphi danced, and you stood on the folds of Parnassos among the Delphian maidens showing your starry form’. (Sophocles had already called Dionysos ‘leader of the fire-breathing stars’ in the Antigone (1146), but stars, as we shall see, had a special significance for the Hellenistic age.) The god came to Eleusis and was called Iacchos, ‘and opened to men a harbour from their woes’ (Demeter is not even mentioned; this association of Dionysos with the mysteries is found in the same chorus of Sophocles’ Antigone, and it was given a new twist, as we shall see, for Demetrios Poliorketes). Dionysos came to Thessaly, Olympos, and Pieria, and the Muses ‘wreathed their heads with ivy and sang round him, calling him immortal, glorious Paian for ever, and Apollo led them’ (we shall see, as we proceed, that Dionysos becomes the patron of all kinds of poetry in the Hellenistic age, and here he has become, like Apollo and Asklepios, a god of healing.) The stone here becomes illegible, but evidently Apollo was the link which took the poet back to Delphi and Apollo’s regulations for the cult in Delphi, ending with the instruction to set Dionysos on a chariot drawn by golden lions (this is an allusion to his Eastern journeys) and to prepare a fitting grotto for the god.

2 Text: J.U. Powell, Collectanea Alexandrina, 165; S.G.D.I., 2742; cf. S.I.G.3, 270; R.E., s.v. Philodamous; Daux, Chronologie, no. E 1. Return to text.⏎
1 Pickard-Cambridge, Dithyramb etc.2, 21, 37, 82 n. 3. Return to text.⏎
Dionysos’ grotto will concern us later as one of the elements in Greek pastoral poetry; here two roughly contemporary terracottas2 from the Athenian agora are relevant. The first (pl. 1a) is a plastic vase in the shape of a cave with a vine growing round it adorned with bunches of grapes, in which the infant Dionysos stands; the ‘grotto’ of the paian is the cave of the Nymphs, in which the young Dionysos grew up. The other terracotta (pl. Ic) is a woman seated on a rock with a tympanon on her knee, a maenad in the hills above Delphi or elsewhere. Dionysos is one of the gods associated with wild country; the other is Pan: a short trochaic hymn to Pan from Epidauros3 has 3been dated to the late fourth or early third century in spite of the curious punning on the name which makes Pan the foundation of all things. For us it is relevant because Pan is described as ‘leaping from the shady caves-fair dancer, fair-faced, beautiful with his golden beard’. This is the Pan who is described in Alexandrian pastoral epigrams. A pretty poem by Anyte is probably an inscription for a cup dedicated by a rustic spring: ‘To bristle-haired Pan and the Nymphs of the farm the shepherd Theodotos dedicated this gift under the rock, because when parching summer had worn him out, they rested him, giving sweet water in their hands’ (A.P. XVI, 291).1 Another, which reads like an inscription for a picture or statue, brings us even nearer to the terracotta of the maenad seated on the rock; A.P. IX, 745:2 ‘Look at Bromios’ horned goat. How haughtily his bright eye looks down his shaggy jaws, proud that often in the mountains the Naiad took the hair about his cheeks in her rosy hand.’

2 D. B. Thompson, Hesperia 23, 1954, 83, on Agora P 12822; Hesperia 31, 1962, 251, on Agora T 2180. Return to text.⏎
3 I.G., IV, I2, 130, Maas, Epidaurische Hymnen, 130. Return to text.⏎
1 Cf. IX, 313,314; XVI, 228, 231. Return to text.⏎
2 Cf. VI, 312. Return to text.⏎
Anyte of Tegea in Arcadia was a writer of lyric, but all that survives is a number of delightfully simple and straightforward epigrams. Her portrait3 was made by Euthykrates of Sikyon and Kephisodotos of Athens, the son of Praxiteles, which shows both that her popularity was considerable and that she lived in the late fourth century. Her poem on the spear dedicated by the Cretan Echekratidas (A.P. VI, 123) seems to be the model for the preceding epigrams by Kallimachos and by Nikias so that her work was evidently known in Alexandria.

3 Overbeck, Schriftquellen, 1341. Return to text.⏎
Another Arcadian epigram of the late fourth century is by Perses of Thebes (A.P. VI, 112) :4 ‘Three Mainalian stags’ heads with enormous horns are dedicated under your portico, Apollo, they were killed from horseback by the hands of Gyges, by Dailochos and Promenes, the children of good Leontiades.’ It has been shown that Leontiades was a Theban who lived in exile during the period that his city was destroyed, and the same may well have been true of the poet. We 4may perhaps remember here the large kantharos (pl. II)1 found in the Athenian agora which was dedicated to Dionysos and Artemis: it is one of the few examples of what is called West Slope ware with a picture; Artemis with her hounds is spearing a feline in front of a country shrine beyond which stands a large stag; it is an anticipation of later pastoral art, as these epigrams anticipate later pastoral poetry. Perses also wrote an epitaph which describes a grave stele (A.P. VII, 730) : ‘Unhappy Mnasylla, why on your tomb, as you weep for your daughter, stands this painted relief of Neotima, from whom once travail tore her soul, and she lies with a deep cloud over her eyes in the arms of her motherŒ Alas, Aristoteles, her father, not far away kneads his head with his right hand. Unhappy ones, not even in death did you forget your woes.’ This is almost a description of the stele of Plangon found at Oropos and now in the National Museum at Athens,2 except that there the man is on the left and therefore his left hand is to his head, and an extra woman is added, the nurse who holds the dying woman instead of the mother. It is often difficult to decide who is Eving and who is dead on grave-reliefs and in fact Plangon’s stele bears also the name of the man, which presumably means that both of them are dead. Perses’ epitaph names all three: Neotima, the daughter who died in childbirth, Aristoteles, the father, and Mnasylla, the mother; the relief evidently was not made until the mother died. The later Attic grave-rehefs ‘show an obvious emotion which was scarcely seen before’, and it is this unrestrained grief which Perses expresses.3 The typical epitaphs of the early third century, as we shall see, are more restrained (and not therefore less effective); in the same way the emotional exuberance which characterizes grave-reliefs and sculpture of the second half of the fourth century does not appear again so clearly until Pergamene art of the late third and early second century.

4 Cf. Wilamowitz, Hellenistische Dichtung, 137. Cf. also Perses’ epitaph on two woodmen, A.P. VII, 445. Return to text.⏎
1 Agora P 6878, Buschor, Griechische Vasen, fig. 281; T. L. Shear, Hesperia 6,1937, 375, fig. 39. Return to text.⏎
2 Athens, N. M., Conze, no 309; K. Friis Johansen, Attic Grave Reliefs, 50, fig. 26. Return to text.⏎
3 A.A.L., 86 ff. I have not included with Perses Adaios of Macedon in spite of A.P. VII, 694 because I do not feel convinced that he is pre-Augustan. Return to text.⏎
In the fourth century this emotional exuberance is associated particularly with the sculptor Skopas and perhaps with Bryaxis, if he is 5the sculptor of the Mausolos and the Demeter of Knidos. This style can be clearly distinguished from the dramatic style of Leochares (if the Ganymede and the Apollo Belvedere are rightly associated with him), from the sunny charm of the school of Praxiteles, and from the realism of the Sikyonian sculptor Lysippos, who combined a new boldness in three-dimensional composition with a new veracity in surface treatment. Four of Lysippos’ pupils should be mentioned. Eutychides and Chares worked in Antioch and Rhodes, and we shall return to them later. Teisikrates made a portrait of Demetrios Poliorketes which has been recognized in a bronze statuette,1 a copy of the first century b.c. (pl. IIIb). The young king stands with one foot on a rock, an attitude which is probably meant to recall Lysippos’ statue of Poseidon, because Demetrios claimed to be a sea-king; he wears the military chlamys, but he has the bull horns of Dionysos on his forehead; he looks to the sky in an attitude reminiscent of Alexander and his chlamys is probably the famous cloak embroidered with stars; as a new Dionysos he is also leader of the stars. The fourth pupil of Lysippos, Euthykrates, made the statue of Anyte;2 it is not clear whether he co-operated with Kephisodotos of Athens or whether they both made portraits of the poetess. For such a commission their styles were not so far apart that collaboration would be impossible.

1 Naples 1606. Lippold, Gr. Pl., 295, pl. 105/1; Bieber, Hell. Sc., 50, fig. 149; Ath. 535f. (Douris); Overbeck, Schriftquellen, 1525, Pliny, N.H. 34, 67. Return to text.⏎
2 Overbeck, Schriftquellen, 1341. Return to text.⏎
Kephisodotos was the son of Praxiteles and with his brother Timarchos continued the sunny elegant style which distinguished his father. They made a portrait statue of Menander for the theatre of Dionysos in Athens3 and an Asklepios and Hygieia for the temple of Asklepios in Kos, to which we shall return.4 The clearest idea of this post-Praxitelean art can be formed from the Athenian terracottas of the late fourth and early third century (pl. I), which formed the 6models for the well-known Tanagra statuettes.1 We have already noticed the child Dionysos standing in his vine-clad cave and the maenad seated with her tambourine on a rock, but we must at least mention the hedgehog with figs on its spines (for which Mrs Thompson compares A.P. VI,. 45 and 169), the charming ladies and the flying Erotes, who belong to the world of the symposion, the soldier, and the actors and masks of tragedy, satyr play and comedy. They have a simple elegance like that of Menander and many early Hellenistic epigrams.

3 Overbeck, Schriftquellen, 1337-8; add Dio Chrys. Or. XXXI, 628 R; I. G., II2, 3777; Lippold, Gr.Pl., 300; Bieber, Hell. Sc., 51, figs. 150-7; H. Heintze, Röm. Mitt. 68, 1961, 80; G. Μ. A. Richter, Latomus 20, 1955, 38; 36, 1959, 34; Antiquities in Dumbarton Oaks no. 4. The mosaic portrait in Mytilene (Ergon 1962,155, fig. 186) seems to me to confirm the identification of the bust in Venice (Bieber, fig. 156). Return to text.⏎
4 See below, p. 158. Return to text.⏎
1 D. B. Thompson, Hesperia 21,1952,116; 23, 1954, 72; 26,1957,108; 28,1959, 127; 31, 1962, 244; 32, 1963, 88. Return to text.⏎
Later and quite different from the Paian of Philodamos with which we started is the Paian of Isyllos,2 who came from the Bosporos and was made a citizen of Epidauros. The group of connected inscriptions among which it is preserved is dated epigraphically about 300. After the statement that his dedication is to Apollo Maleatas and Asklepios, Isyllos starts with a political maxim in trochaic tetrameters: ‘If the people educate men aright to aristocracy, the people is itself the stronger; for it is supported by their valour. If anyone having been well educated touches wickedness sailing in foul water, the people is safer if it punishes him.’ The conception of the people as both helped by an aristocratic governing class and checking their excesses is rather the conception of balanced democracy as propounded by Isocrates in the Areopagiticus (20, 26). This maxim Isyllos vowed that he would inscribe, if the law which he proclaimed established the truth of the maxim (this, I think, is the meaning of his rather curious phraseology). The next section in hexameters gives the law, which Isyllos discovered ‘as an undying ever-flowing present for the immortal gods’. The best men of Epidauros, who had in their hearts the patriotic virtues of valour and honour, were to go in procession with long hair and white robes, some wearing laurel wreaths to Apollo, others with olive wreaths to Asklepios, to pray for health, good order, peace and blameless wealth, and that Epidauros should always have men of gentlemanly spirit. ‘So broad 7ruling Zeus would spare us.’ Then a short section explains that Apollo Maleatas is senior to Asklepios (four hexameters and one pentameter). Then in prose he states that Apollo in Delphi had sanctioned the inscribing of the paian. This paian is the song which the good men sang: it is a simple and inoffensive song in free Ionic metre giving the pedigree of Asklepios - Malos married Erato; Phlegyas married Malos’ daughter, Kleophema; their daughter, Aigla-Koronis, was taken by Apollo and bore him Asklepios: ‘Hail Asklepios, patron of your mother’s city Epidauros, and send health clear-seen for our souls and our bodies.’ Difficult questions about Koronis’ fidelity to Apollo and Asklepios’ misuse of his powers are carefully omitted. Finally a hexameter section tells the story which gave Isyllos his special position. Asklepios had saved Sparta from Philip; on his way he appeared in shining golden armour to the boy Isyllos, who had come to his shrine to be cured, and had promised to return after the victory to cure him. Isyllos duly reported his vision to the Spartans, and they instituted a cult of Asklepios the Saviour. Philip of Macedon failed to capture Sparta in 338, and Sparta did not enter his alliance. Between 338 and the carving of the stone about 300, Isyllos had proposed his maxim and his law, and he believed that his law was effective in promoting a pro-Spartan aristocracy in Epidauros. He is no great poet, but he provides an interesting glimpse of‘Spa’ mentality in religion and government. The great prosperity of Epidauros began in the fourth century: the temple and tholos belong to the middle of the fourth century and the theatre to the third century. However scornful Wilamowitz may be about this small-town outlook at a time of world conquest, it seems to have worked and Epidauros continued to flourish.

2 I.G., IV, I2,128; Powell, op. cit., 132; Diehl, Anth. Lyr. VI, 281; Wilamowitz, Isyllos von Epidauros, 1886. It has been suggested that Bosporos is the name of a village in the Argolid. Return to text.⏎
Besides Philodamos, who wrote the paian to Dionysos, we hear of two near contemporaries who came from Skarpheia, an otherwise little known town. Both were comic actors. The earlier was called Lykon, who was a favourite of Alexander (Ath. 538f). He has the further interest that Phalaikos wrote an epitaph for him in the hendecasyllabic metre which bears his name (A.P. XIII, 6):1 ‘This 8fine portrait of the Laughing Comedian, wreathed with ivy and garlands for Dionysos’ procession, I stand as a memorial to Lykon. A reminder of all his brilliance on earth, his charm in talk and wine, and for those hereafter a pattern of his looks is dedicated here.’ Like Perses’ epitaph on Mnasylla the poem describes the statue or relief on the tomb. The first line and the last line (particularly the word para- deigma) show that it is an ideal portrait - like but more beautiful as Aristotle said (Poetics 1454b 10). They also show that the actor was not wearing his mask: it was either pushed back on his head so as to leave his wreathed forehead bare, or he carried it.1 Kallimachos copied the metre, and he also echoed the sentiment ‘charm in talk and wine’ in his own pseudo-epitaph (Ep. 35 Pf). Another foretaste of the Alexandrian epigram is a dedication in elegiacs of a yellow chiton with a golden belt to Dionysos by Kleo, who could defeat all the men in drinking.2 Phalaikos may have composed the epigram as an actual text for the dedication or it may be a poem composed to be sung at the symposion by men who knew Kleo.

1 Cf. Wilamowitz, Griechische Verskunst, 142; Hellenistische Dichtung, 134, for the identification and the text. Cf. Phalaikos' two other inscriptional epigrams in unusual metres, A.P. XIII, 5, 27. Return to text.⏎
1 Cf. below, p. 21, n. 3, CT 1. Return to text.⏎
2 Ath. 44od. Cf. Aelian, V.H., II, 41 (end). Return to text.⏎


Drama

The other comic actor from Skarpheia, Aristodemos, brings us to Athens and Menander because he acted in Menander’s Dyskolos at the Lenaia in 317/6. A full treatment of New Comedy is impossible here,3 but an attempt must be made to sketch briefly its chief characteristics, the dramatic personalities of its chief authors, its attitude to external events, and its spread over Greece in our period. New Comedy is social comedy in the modern sense, the kind of comedy in which characters like ourselves achieve conjugal felicity by surmounting a series of obstacles. The phrase ‘like ourselves’ points the difference between New Comedy and Middle Comedy, which Aristotle about 350 could still describe as having characters ‘worse than ourselves’. It is true that many of the elements of social comedy, love-affairs, intrigues, procurers, parasites, and nurses can be traced back into 9Middle Comedy and that elements of Middle Comedy, the running slave, the heavily-laden porter, knockabout, and description of feasting and the equipment for feasting can be traced forward into New Comedy and clear examples are visible in the Dyskolos.

3 For details, cf. my Studies in Menander2, Manchester, 1960; Studies in Later Greek Comedy, Manchester, 1952. Abbreviated as S.M., L.G.C. Return to text.⏎
Apart from the details of plot and character-drawing (in which we cannot check Middle Comedy, because only shortish fragments survive) the difference between ‘worse than ourselves’ and ‘like ourselves’ is shown in appearance and language. Again the new masks for lovers and young hetairai introduced in the Middle Comedy period are no longer ugly and distorted, and the padding of all characters and the phalloi worn by male characters become less obtrusive in the third quarter of the fourth century, but the essential change was made by giving all male characters chitons which reached to the middle of their thighs or further and by restricting padding to characters who were meant to appear fat.1 Where we can compare masks and costumes of New Comedy with faces and costumes of contemporary terracottas, reliefs, and statues, it is clear that ‘like ourselves’ is a reasonable description of the external appearance of comic characters.2 Merely because it is verse the language of New Comedy cannot be naturalistic in the modern sense: it avoids however both the heights and the depths of Aristophanic language (and as far as we can test it of Middle Comedy); it is closely modelled to the needs of the particular character at the particular moment, and in Menander at least is extremely subtle and flexible; it has in fact the stylistic elegance of contemporary Attic terracottas. In language and costume New Comedy is nearer to Euripidean Tragedy than Old Comedy or Middle Comedy had been, but although we know desperately little about new tragedy as distinct from revivals of classical tragedy (and what little we know is more easily considered in connection with the Alexandrian Pleiad) the new tragic masks with a tower of hair over the forehead and exaggeratedly emotional treatment of brows and nose and the elaborate clothing clearly distinguished the tragic actor from the comic actor,3 and the archaic 10strictness of Hellenistic tragic iambics1 must have set new tragedy far apart from the more naturalistic and varied speech of New Comedy.

1 Cf. Monuments illustrating New Comedy ( = M.N.C.), 5, 14, 17, 21 ff. Return to text.⏎
2 Cf. statuettes, etc. referred to in preceding note with terracottas referred to above, p. 6 n. 1. Return to text.⏎
3 Cf. Monuments illustrating Greek Tragedy and Satyrplay ( = M.T.S.), 8, 11. Return to text.⏎
1 Maas, Greek Metre 1962, 66, 76. Return to text.⏎
The comic poets themselves, as we can see particularly from Menander, used classical tragedy rather as we use Shakespeare: a scene can be modelled on a tragic prototype (like the Arbitration scene in the Epitrepontes), a character can quote or allude to tragedy for a particular effect.2 A slave comes out with a string of tragic quotations to make his announcement of a shammed death convincing. An old man rages in tragic tones when he believes that his mistress has seduced his son. Knemon (Dysk. 154) in his fury at trespassers wishes he were Perseus, because Perseus ‘was winged and did not need to meet those walking on earth, and because he possessed a possession with which he could turn to stone all who bothered him’. Knemon’s vagueness about Perseus’ winged sandals and the Gorgon’s head would tell the audience that he had seen Euripides’ Andromeda a long time ago. Menander knew his classical tragedy in two ways: he saw a revival every year on the stage (the change from the revival of a single old tragedy to a competition in which three actors produced each an old tragedy seems to have taken place just after his death)3 and in the Peripatetic school tragedy was used as a source of examples for ethical situations and for rhetorical technique.

2 Cf. S.M., 155 f.: Dyskolos 153 ff. Return to text.⏎
3 A.A.L., 115. Return to text.⏎
Menander was a pupil of Theophrastos and must have learnt from him both literary criticism and ethics. Aristotle’s4 definition of a plot as a sequence of necessary or probable incidents from a beginning through a middle to an end and his further definition of poetic universality (‘a man of a certain kind will probably or necessarily speak words or perform actions of a corresponding kind’) were put into practice by Menander. Now that we have a complete play in the Dyskolos we can see how neat his construction is. Of course the conventions have to be accepted: the agora of Athens, the harbour, and the country are too far to be visited between scenes but near enough to be visited between acts; we must not therefore measure the distance from Phyle to Athens and ask how Getas got to Athens and came back with the cook before the end of the second act, which 11starts while it is still comparatively early morning. The three-door stage of the Lykourgos theatre is a reality which the dramatist can use, and we must not point out either that there were never any houses on either side of the Nymphs’ cave at Phyle or that the cave could never have taken a large picnic party. But granted the conventions the Dyskolos gives us a series of necessary or probable incidents, which arise from the meanness and bad temper of Knemon, the young Sostratos’ disregard for proprieties in the pursuit of his love, the charity of Gorgias, and the arrogance of the cook. Menander adds a conception of Knemon which may well owe something to Peripatetic ethics: his bad temper and meanness are due to his perception that all men only pursue selfish gain; if all men lived like him there would be neither lawsuits nor wars. It is an impractical ideal, but still an ideal. And the premise that all men only seek selfish gain has been proved false in one instance, because Gorgias has saved him without any thought of gain. In some plays Menander advertises his ethical approach by putting the prologue in the mouth of a personification: the speech of Agnoia in the Perikeiromene has been described as a sermon on an Aristotehan text.1 The text is the distinction of crimes in Nicomachean Ethics V, 8, and it is reasonable to suppose that Orge (Rage) and Methe (Drunkenness) delivered similar sermons in the plays named after them. For the Dyskolos Aristotle also provides a text: in discussing the good in the first book of the Nicomachean Ethics (1097b 8), Aristotle says, ‘by self-sufficient we do not mean sufficient for himself alone, for the liver of a solitary life, but also for parents, children, wife, and even friends and fellow-citizens, since man by nature Eves in a city’. If the audience remember this passage, they must think that Knemon’s conception of self-sufficiency is too narrow; even when he is shocked out of it by his tumble and charmed out of it by Gorgias, he only widens it to include his daughter, his wife, and his stepson, and that only for a moment.

4 Poetics, Ch. 7’9. On stage conventions see Rylands Bulletin 45, 1962, 235 ff. Return to text.⏎
1 M. Tierney, P.I.R.A. 43, 1936, 247 Return to text.⏎
What as far as we know, Menander could not have learnt from the Peripatetics and may have derived from Sophocles rather than Euripides, is the technique of portraying a character: here the Dyskolos is masterly and the technique is easier to appreciate because the play is complete. The picture of Knemon as bad-tempered is given 12indirectly by Pan and by Pyrrhias before he appears and justifies it in his treatment of Sostratos. The daughter and Gorgias add the strain of meanness, while at the same time the Daos-Gorgias-Sostratos triangle beautifully fixes their own characteristics. The borrowing scene shows both strains in Knemon as well as awaking the antipathy of the cook and the slave Getas. The scene with Simike shows Knemon’s bad temper and meanness again, but curiously produces a moment of pity in Getas (603), which foreshadows Knemon’s apology. The cook is heartlessly exultant when Knemon falls into the well. Gorgias leaps to the rescue, and only then does Knemon’s great speech give his full measure. He and Gorgias, like Polemon in the Perikeiromene and Charisios, Habrotonon, and Syriskos in the Epitrepontes, have the peculiar Menandrian characteristic of belying the prediction which the audience would naturally make from their masks.

How much of Menander’s skilful craftsmanship was shared by his contemporaries and successors is difficult to say, when we have only Latin adaptations by which to judge them. The Hekyra of Apollo- doros of Karystos, which seems to have been written rather after 279, is the one play in which we seem to see the Menandrian sympathy carried further and where we inevitably think of the cast in terms of Tanagra terracottas. In Diphilos the good characters are good and the bad characters are bad, so that the shading is much less subtle; but the Rudens with its spectacle and brilliantly interwoven themes is a most engaging comedy. Philemon’s Mostellaria has a beautiful succession of comic scenes, in which the slave Tranio is driven from one rash position to another, and this rather than the moralizing of the Trinummus would seem to be the kind of comedy in which Philemon excelled.

New Comedy is not political or personal in the sense that even Middle Comedy was political and personal. There are nevertheless a number of harmless references to personalities and political events.1 Occasionally a reference has some bite in it, and even the harmless references tell us that the comic poets were aware of the outside world. Archedikos’ attack on Demosthenes’ nephew Demochares seems to have been in the lifetime of Antipater and therefore before 13319; this is in the old manner. The allusions to the Gynaikonomoi, sumptuary officials probably introduced by Demetrios of Phaleron, are mild. The expulsion of the philosophers after Demetrios Polior- ketes had captured Athens in 307 was welcomed by a character in the Hippeas of the aged Alexis, who also called for libations to Anti- gonos, Demetrios Poliorketes, and Phila in the second edition of the Krateuas in 306. Stratokies, the politician who had been most responsible for the flattery of Demetrios Poliorketes, was perhaps actually brought on the stage by the comic poet Philippides, who accused him of manipulating the calendar so that Demetrios could be initiated and of turning the Parthenon into a whore-house, as a result of which the peplos, offered to Athena at the Panathenaia and on this occasion decorated with figures of Antigonos Monophthalmos and Demetrios, was split by the wind as it was carried across the agora, and the vines were destroyed by frost. Philippides had the protection of Lysimachos, the ruler of the North East, and Demetrios was involved in the Ipsos campaign. Demetrios Poliorketes recaptured Athens in 294, and a comic poet Demetrios attacked Lachares, the ally of Cassander who had been the leading spirit in the government: in this play the cook has cooked for Seleukos, Agathokles, and Lachares; his hirer threatens to strip him, as Lachares stripped the statue of Athene of her gold.

1 Details are given in L.G.C., 102 ff. Return to text.⏎
Another comic poet, Antiphanes (he may be the comic actor known from the records of 299/8), speaks of‘pouring in a double portion of wine for the holy goddess and the sweetest king’. The ‘holy goddess’ is Demeter, and Demetrios is almost equated with her as a god. The equation is made in the song1 which was sung to greet Demetrios in 291 (and this was presumably Antiphanes’ source). The song is of great interest because it gives us some impression of how the gay and courageous king appeared to the Athenians. He was met by ‘processional choruses and ithyphalloi with dance and song’. The ithyphalloi are described in the next century by Semos of Delos as wearing masks of drunkards and long thin chitons, when they 14escort the phallos-pole into the orchestra of the theatre and sing in their special metre (which in the song to Demetrios alternates with iambic trimeters); that ceremony was presumably part of the Greater Dionysia. Here they sing of Demetrios because he is the new Dionysos. They welcome Demeter and Demetrios: ‘she has come to celebrate the mysteries of her daughter and he is cheerful, as the god should be, and beautiful and gay’ (we remember Dionysos’ visit to Eleusis in Philodamos’ paian). ‘His appearance is noble, his friends arc round him, as if his friends were stars and he was the sun’ (again we remember the starry form of Dionysos in Philodamos’ paian). ‘Hail, son of the strongest god Poseidon and Aphrodite.’ (Demetrios was the son of Antigonos. Antigonos had been a sea-king and Demetrios was a sea-king, and therefore had Poseidon on his coins. He may be called the son of Aphrodite because he was successful in love or more generally because of his extraordinary charm.) ‘The other gods are either far away or have no ears or do not exist or do not listen to us at all, but you we see here, not wood or stone but real.’ This is a very genuine account of the despair of the times, when the normal gods had not only proved themselves ineffective but had their existence or their relevance called in question by philosophers. Then the singers pray for peace from the ravages of the Aetolian Sphinx. The Aeto- lians at this time were allied with both the Boeotians and Pyrrhos of Epirus against Athens, so that they were near enough to be dangerous and they had been supported by the supporters of Lachares. It is at least possible that Demetrios’ son, Antigonos Gonatas, was in Athens with him now and laid the foundations of his Athenian friendships which will occupy us later.

1 Ath. 253c; Powell, op. cit., 173; Diehl, op. cit., 249; Ehrenberg, Aspects, 179 ff. Probably to be ascribed to Hermokles if it is a paian (Ath. 697a), and Semos describes the ithyphalloi in his work On Paians. On the ithyphalloi see Pickard- Cambridge, Dithyramb, etc.2, 137, 140 •.; E. W. Handley, Menander; Dyskolos. Return to text.⏎
Demetrios Pohorketes had not much longer to rule, and soon after this Ptolemy’s fleet caused a revolution in Athens; Demochares and Philippides returned; Philippides was concerned in negotiations with Lysimachos and spent largely on the entertainment of the Athenians. A reflection of Demetrios Pohorketes has been seen in the vain and erotic soldier of the Miles Gloriosus; he is in the service of Seleucus and claims to have defeated ‘the grandson of Neptune’ - either Demetrios or his son; the original must date from a time when Demetrios was not in Athens, perhaps soon after Ipsos rather than now. The secret treaty between the young Antigonos and Pyrrhos is twice mentioned 15in comedy. In 280 Demochares took advantage of the discomfiture of Antigonos to persuade the Athenians to erect a statue to Demosthenes in the agora.1 The statue is known in copies and gives a good idea of the grim, humourless, nervous orator. But this revolution has not left any echo in the surviving fragments of comedy, and from 280 to 270 there is nothing to note except the toast to Ptolemy Philadelphos, Arsinoe, and Homonoia in Alexis’ Hypobolitnaios, which shows the poet in extreme old age uniting Egypt with the ideal of Athenian democracy. Philemon’s visit to Egypt must also have been about this time, and Poseidippos wrote an Arsinoe, although we cannot say what relation the title bore to Ptolemy Philadelphos’ queen.2

1 Plutarch, Vit. X Orat., 847a. Rome, Vatican, Braccio Nuovo 62, Winter, K.I.B., 319/8,9; Bieber, Hell. Sc., 66, figs. 214-29; Lippold, Gr. Pl., 302, pl. 108/2. Return to text.⏎
2 See below, p. 124. Return to text.⏎
Except for the rare cases of direct attacks on local politicians Attic New Comedy only contains such references to outside events as would be either recognized or passed over as irrelevant in other Greek cities. The upper-class life which was so elegantly depicted had its parallels in every Greek city, and the evidence suggests a wide spread of both comedy and tragedy over the Greek world in the Hellenistic age. Alexandria had its own tragedians and imported Attic comedy, but of the tragic Pleiad the names of Aiantiades, Homeros, and Dionysiades can be found in the Attic victor list,3 and Sositheos the tragic poet may be related to the actor honoured in an Attic inscription.4 We have plenty of evidence for drama all over the Greek world, but much less for what plays were produced in this period. In Athens itself, besides the competition of new tragedies and comedies (details survive of new comedies produced at the Lenaia in 290/88),5 a competition between three old tragedies, three old satyr plays, and three old comedies is attested for the middle of the third century and probably started soon after 290.6 In the two years recorded the old plays seem to have been produced by the competing actors, as no producer’s name is recorded; the tragedies included a 16play by Sophocles, the satyr plays included the Hermes of Asty- damas, and the three comedies were by Menander, Philemon, and Diphilos. Lucian recounts the disastrous effects on the young men of Abdera in the early third century of a performance of Euripides’ Andromeda.1 One of the two mosaics by the Samian artist Dios- korides has been plausibly identified with the opening scene of Menander’s Synaristosai, and the mosaic probably records a third- century performance by the Ionian-Hellespontine guild.2 The doublesided mask, one side pale with love, the other sunburnt, worn according to Kallimachos by the Rhodian actor Agoranax3 would have been extraordinarily suitable for Sostratos in the Dyskolos: Pamphilos in this play, whatever it was, must have had a similar part. The inscription4 of a tragic actor, who was also a boxer, in Tegea, which can be dated between 276 and 219, records his victories at the City Dionysia in Athens with Euripides’ Orestes, at the Soteria at Delphi with Euripides’ Herakles and Archestratos’ Antaios, at the Heraia of Argos with Euripides’ Herakles and Elektra (Œ), and at the Naia at Dodona with the Acheloos of Euripides and the Achilles of Chairemon.

3 1.G., II2, 2325. Return to text.⏎
4 I.G., II2, 1320 (presumably he is also the actor recorded at the Lenaia in 2325). Return to text.⏎
5 I.G., II., 2319. Return to text.⏎
6 A.A.L., 115; Meritt, Hesperia 7, 1938, 116; the Atlas (old satyr play) may be that illustrated on a fourth-century Apulian vase, Bieber, Hist.2, fig. 43. Return to text.⏎
1 De Conscr. hist., 1. For dramatic terracottas from Abdera see my Monuments illustrating Tragedy and Satyrplay (= M.T.S.), XT 1-2. Return to text.⏎
2 See below, p. 185. Return to text.⏎
3 Kallimachos, Ep. 49 Pf. See below, p. 122. Return to text.⏎
4 S.I.G.3, 1080. Return to text.⏎
This evidence suggests that performances of new and old plays went on side by side. The actor from Tegea acted one old tragedy in Athens like the actors in the record of the mid-third-century competition. The contemporary statuette from the Athenian agora gives a good idea of his appearance when he played Herakles.5 At the Soteria in Delphi he played Euripides’ Herakles and Archestratos’ Antaios. This is our only evidence for what plays were produced at the Soteria, and as Archestratos is unknown, it seems probable that he was a contemporary tragic poet and that one old tragedy and one new tragedy was produced by this troupe. We have records for four consecutive years, probably from 260 to 257.6 The Soteria was founded to commemorate the defeat of the Gauls by the Aetolians 17in 279. In the next year the Amphiktyons passed a decree1 giving the Artists in Athens freedom from taxation and military service, which the Amphiktyons were prepared to guarantee wherever the actors might be. This probably renewed old privileges (which had already been granted to the Athenian as to the Isthmian-Nemean guild)2 and was not necessarily connected with the institution of the Soteria, although obviously it may have been coupled with an invitation to the Athenian artists to participate in the Soteria. One of the delegates named in the Amphiktyonic decree is the Athenian tragic actor Neoptolemos. His name has been restored as the first tragic actor in a fragmentary record of the Soteria, which probably precedes the four consecutive years.3 The heading states that Pythokles, son of Aris- tarchos of Hermione, was priest appointed by the technitai and that the assembly of the technitai contributed the contest to the god and to the Amphiktyons. The records of the Soteria for the four years give the names and cities of the competitors and are dated by the Delphic archon, the priest, and the Hieromnemones. Pythokles is no longer priest but in the second year is one of the chorus of men. The priest in each year is Philonides, son of Aristomachos of Zakynthos. As he occurs in a Delphic document between Delphic officials, he must himself be a Delphic official and is presumably the priest of Apollo Soter for the festival. But he is also a well-known comic actor; his father was acting at Athens in 299. He himself appears in the victor lists for the Dionysia and the Lenaia, and he acted at Delos in 263. In the first year recorded at Delphi, besides being priest, he also acted in comedy with another Zakynthian and an Eleian and with a Boeotian flute-player, who performed again two years later for a comic troupe and three years later for a tragic troupe; the Eleian also appears in the Athenian comic actor lists. Philonides’ troupe has no didaskalos; this may be simply an omission, or it may mean that Philonides only played old comedy and produced it himself. Didaskalos means ‘trainer’, but in the Athenian 18records the verb ‘trained’is used with the poet’s name. Therefore the didaskalos in Delphi was probably a poet, who produced his own play; if we had the record for the tragic actor from Tegea, it would probably show Archestratos as didaskalos* Dionysios of Athens who appears as didaskalos of comedy in the second and third recorded year is probably the comic poet, who referred to Seleukos in one of his plays.1 In the first year there are four comic troupes of three actors and three tragic troupes of three actors, each with flute-player and didaskalos (except for Philonides). The comic troupes share the services of seven comic choreuts; the tragic troupes perhaps use the ‘chorus of men’ as their chorus. The first tragic actor Oikiades of Kassandreia played at Delos in 270. The third tragic troupe led by Ouliades of Miletos played again next year with a different fluteplayer and didaskalos. The didaskalos of the second comic troupe, Kephisodoros of Boeotia, appears in the next year as didaskalos for another troupe and two years later as a comic choreut, which shows that the boundary between composing and performing is fluid. This gives the general picture: the remaining years provide several further names of comic and tragic actors who are known from the records of Athens, or Delos or both.2

5 M.T.S., AT 13. Return to text.⏎
6 S.I.G.3, 424; S.G.D.L, 2563-6; Dinsmoor, Athenian archon list 1939, 140; Daux, Chronologie, G. 21, 23-5 (dates 257/2). Return to text.⏎
1 I.G., II2, 1132; S.I.G., 399. Return to text.⏎
2 S.I.G.3, 460; Daux, op. cit., F 27 (probably 280/79). Return to text.⏎
3 S.I.G.3, 489; Bousquet, B.C.H. 83,1959,168. The restoration of Neoptolemos is doubtful. Pythokles in I.G., IV, 682 (= Kaibel 926) is a descendant of the imperial epoch. Our Pythokles was probably priest a year earlier, B.C.H. 1928, 259. Return to text.⏎
1 Kockiii, 493, no. 450, cf. Körte, R.E., s.v. Dionysios. Return to text.⏎
2 Conveniently listed by Dinsmoor, op. cit., 112 n. 18, although some of his cases are doubtful. Return to text.⏎
The theatre at Delos was already built in the fourth century (although it underwent a great deal of rebuilding in the third century and later) but the records start in 284 and run to 170.3 They record the competing choregoi for the Dionysia and the performers (including twice comic poets as well as comic and tragic actors) who ‘gave a display for Apollo’. No obvious relationship can be seen between the numbers of choregoi for the Dionysia and the numbers of actors or poets who gave a display for Apollo; it rather looks as if the latter was voluntary and not obligatory. We cannot therefore say whether the plays at the Dionysia were new plays or old plays, but perhaps when new plays were produced the poet normally also gave a display for Apollo. In 280 Ameinias, Philemon, and Nikostratos are 19presumably the comic poets known from the Athenian lists (this will be Philemon II), and in 263 the comic poet Nikomachos is called an Athenian; but these are the only dramatic poets listed here in the early third century, so that probably the normal practice at Delos was to produce old plays and the actors were the producers.

3 Summarized in my Griechische Bühnenaltertümer, 41. On Nikomachos, cf. Habicht, Ath. Mitt. 72, 1957, 224. Return to text.⏎
In 263 a tragic actor Theodoros performed at Delos. He gives us another cross-reference, as he is presumably the tragic actor whose name is inscribed under the statue of Tragedy on the choregic monument1 at Thasos; under the statue of Comedy the name of Philemon is inscribed; he is presumably Philemon II, who will therefore have been actor as well as poet. The monument, which is near the temple of Dionysos, was semicircular and had statues of Dionysos, Tragedy, Comedy, Dithyramb, and Nykterinos; the last two have the names of flute-players inscribed, so that presumably the Nykterinos like the Dithyramb is a choral composition; perhaps the noun to be supplied with the adjective Nykterinos is Nomos and it was written for night rites of Dionysos. The names presumably give us the four kinds of performance at the Dionysia in Thasos. Three pieces of sculpture are preserved; an over life-size head of Dionysos with long hair (the style is post-Praxitelean), the body of Comedy in high-girt chiton and himation with heavy folds (the contrast of chiton and himation, simply shown without the complications of later transparent drapery, is not unlike the contemporary statue from Rhamnous2 (pl. IIL.), which however is much solider and has a much less interesting pose: it was made by Chairestratos for two citizens of Rhamnous, one of whom had been a choregos for comedy). The third piece of sculpture from the Thasos monument is an astonishing mask of a blind old man (TeiresiasŒ), which was held in the hand of Tragedy. Another semicircular base3 in the precinct of Dionysos carried statues of Dionysos and the Muses. Here again we see the close association of Dionysos with the Muses as in the paian of Philodamos. This group also can be dated in the early third century. It is contemporary with the very fine proskenion theatre.4

1 Thasos Museum. P. Devambez, Mon. Piot 38,1941, 113; M.T.S., tS 1. Return to text.⏎
2 Athens, N.M. 231. Winter, K.i.B., 344/1; Lippold, Gr. Pl., 302, pl. 108/1; Bieber, Hell. Sc., 65, fig. 516; I.G., II2, 3109. Return to text.⏎
3 F. Salviat, B.C.H. 83,1959,288, 302, 324. Return to text.⏎
4 F. Salviat, B.C.H. 84,1960, 300. Return to text.⏎
20Performances in Euboea1 were regulated by a law, which can be dated between 294 and 288. The government of Chalkis sends a messenger to the technitai (possibly the Athenian guildŒ) to announce acting contracts at Chalkis and the other cities of Euboea. Agents are appointed to give the artists their contracts, to arrange for their pay and rations; provision is also made for judging the contests and for fining the technitai if they fail to keep their contracts. Much is obscure, but the productions certainly included cyclic choruses of men and boys as well as tragedy and comedy, and the ‘didaskaloi of the tragic and comic actors’ were presumably poets so that new tragedy and comedy was produced at these festivals. These official arrangements ratify earlier arrangements which cannot be dated. (The theatre at Eretria goes back to the fourth century, and was rebuilt with ramps and high stage in the third century.)2

1 I.G., XII, 9, 207, with Supplement, p. 178. Return to text.⏎
2 Bieber, History2, 68, 118. Return to text.⏎
The evidence of international acting suggests that plays and acting conditions must have been much alike over the Greek world. The tragic actor from Tegea acted at Athens, Argos, Delphi, Dodona; actors whom we know in Athens also competed at Alexandria, Delphi, Delos, and Thasos. The actors came from many different places between Tarentum in the West and Sinope in the East, and only one of the twenty-two Delphi troupes in the four years has three actors from the same city (Athens). The poets were equally diverse in origin: Menander was an Athenian, but Diphilos came from Sinope, Philemon from Syracuse, one Apollodoros from Gela and the other from Karystos in Euboea, Lynkeus from Samos, and Poseidippos from Kassandreia. To this evidence for international dramatic activity we can add the direct evidence of the remains of theatres and the representations of actors in many different materials. A good case can be made that the essential change from acting on a low stage in front of the proskenion to acting on the roof of the proskenion was made in the early third century b.c.3 This set the actors in a frame but separated them from the chorus, who remained in the orchestra. In New Comedy the chorus only sang interludes, and it is possible that in 21Athens the choruses were sung by the ithyphalloi.1 In new tragedy also the chorus only sang interludes; of old tragedy one can only say that this separation would be much less embarrassing for Euripides and Sophocles than for Aeschylus, who was probably seldom revived. The evidence for the introduction of the high stage early in the third century is good for Athens, Epidauros, Sikyon, Corinth, Thasos, and Priene, and some theatres in the West.

3 Cf. my Griechische Bühnenaltertümer, 20; G. M. Sifakis, B.I.C.S., 10, 1963, 31. Return to text.⏎
1 Cf. E. W. Handley, Menander’s Dyskolos. In the Dyskolos the chorus are called Paianistai and Semos describes the ithyphalloi in his work On Paians. Return to text.⏎
The great change in tragic costume was the introduction of the onkos mask and the moulding of brows and nose to show emotion: in Athens the change can probably be dated about 330/20, and although the evidence from elsewhere is much less good than for comedy, the onkos mask is represented on Gnathia vases from Tarentum of the earliest third century and on the Pompeian wall- paintings of tragic actor and tragic poet, which probably copy paintings in Alexandria of the late fourth and early third century.2 For comedy the evidence is much fuller: decent costume with the standard Early Hellenistic masks are attested outside Athens for Halai (Boeotia), Lipari, Tarentum, and Alexandria in the late fourth century, and for Corinth, Amphipolis, and Asia Minor in the early third century.3 We shall see later that when the slave mask changes with a change of emphasis on the slave’s part this change too is quickly reflected in masks all over the Greek world. Drama was international and the great comic poets of the late fourth century, particularly Menander, created social comedy, an art form which lasted with variations through the Hellenistic period into the Roman period, and shows no sign of dying today.

2 M.T.S.,GV8, 9;NP 33, 36. Return to text.⏎
3 M.N.C. BT 1; GV 684; ET 1, 2; CT 1; XT 1; NM 1, 2. For Lipari see L. Bemabo Brea, Meligounis-Lipari, II (forthcoming). Return to text.⏎


Antigonos Gonatas and His Poets

The discussion of drama in its various manifestations has taken us well beyond the time of Demetrios Poliorketes and indeed the limits of this chapter. It is now time to say something of the non-dramatic 22poetry and art which can be associated with Demetrios’ son and successor Antigonos Gonatas. The Macedonian capital Pella1 has suddenly become real for us through the discovery of houses with magnificent mosaics; probably they were residences of important officials rather than private houses; here we have scenes in a style reminiscent to some extent of the Alexander mosaic and quite different from the elegance of post-Praxitelean art. The Alexander mosaic is a much later copy of a great fourth-century painting; the Pella mosaics are original pebble mosaics from two houses of the late fourth or early third century b.c. The very beautiful floral borders (in the neighbouring palace of Palatitsa2 a whole room is decorated with a floral mosaic of the same style) are like a contemporary pebble mosaic in Epidamnos,3 which in its turn has been compared with the floral ornaments on the great Apulian vases of the last third of the fourth century. Cassander may have brought artists from Epidamnos to Pella. The connection with Tarentum and Apulia is obscure, but the figure style in the mosaic of the deer-hunt is also not unlike the figure style of Apulian vases and the source of both may lie in the Sikyonian school of the Peloponnese,4 particularly in the work of Pausias. These freely executed florals, in which flowers of different sorts and tendrils spring from an acanthus leaf, belong to a tradition which runs parallel to the symposion decoration of ivy-sprays, vinesprays, and garlands; both develop through Pergamene art to the garlands surrounding Roman mosaics and the floral decoration of Roman silver cups;5 these free floral designs may be like the ‘flowers’ of Pausias and the ‘flowers’ which a second-century epigrammatist noted as surrounding a painting of Apelles.6

1 P. M. Petsas, Archaeology 1958, 247; Archaeology in Greece 1957, 14, 1961/2, 18; B.C.H. 86, 1962, 809; M. Robertson, Greek Painting, 169. Alexander mosaic, Naples 10020; Pfuhl, M.u.Z., fig. 648; Rumpf, M.u.Z., pl. 48; Ath. Mitt. 77, 1962, 229; A.A.L., pl. 12. Return to text.⏎
2 Archaeology in Greece 1956, 19. Return to text.⏎
3 Rumpf, M.u.Z., 139, fig. 16. Return to text.⏎
4 Cf. A.A.L., 83. Return to text.⏎
5 Cf. below, p. 298. Return to text.⏎
6 C. H. Roberts, Journal of Juristic Papyrology 4, 1950, 215; T. B. L. Webster ibid. 5, 1951. ibid. 5, 1951. Return to text.⏎
The subjects of the Pella mosaics include, from one house, Dionysos on a Panther, a pair of Centaurs, and a lion-hunt, and from the other, two men killing a deer (signed by Gnosis), Helen and 23Theseus, and an Amazonomachy. Dionysos is young, slim and naked, and sits on the panther’s back with his right hand round its neck and a thyrsus in his left hand, which makes a diagonal in the other direction. The clean outline of his head and the treatment of his hair recalls much earlier vases by the Jena painter,1 and the likeness may not be wholly illusory because the Jena painter has been thought to show the influence of Sikyonian chrestographia, which descended by another route to Pella. This is Dionysos on his Eastern journeys, a subject which we have met already in the rather earlier paian of Philodamos. For Dionysos with his satyrs and maenads Macedonia has also provided a superb illustration in a bronze krater2 from a late fourth-century tomb just north of Salonika; the body is decorated in relief with Dionysos and Ariadne among satyrs and maenads and on the shoulder with plastic figures of Dionysos, maenads, and a reclining Papposile- nos. The style is claimed as Sikyonian, and the shape and decoration again recalls Apulian vases.3 The swirling satyrs and maenads clearly derive from Attic compositions of the late fifth century, which are echoed later in Pergamon and later again in Neo-Attic reliefs.4 The originals belong to the time of Euripides’ Bacchae, and it is at least possible that Archelaos already had examples in his palace and that the bronze krater was felt to echo these, just as the Pella mosaic with male and female centaur seems to have been a remote echo of a famous painting by Zeuxis.5 The dance of satyrs and maenads is an enduring symbol of Dionysiae ecstasy, whatever that ecstasy may have meant to each succeeding generation.6

1 E.g. Jena 390. Rumpf, M.u.Z., pl. 43/4; Hahland, Vasen um Meidias, pl. 22c; Beazley, A.R.V., 880. Return to text.⏎
2 Archaeology in Greece 1961/2, 15; B.?.?., 87, 1963, 802, pl. 16-20. Return to text.⏎
3 E.g. Boston 03.804, A.A.L., pl. 9. Return to text.⏎
4 Cf. below, pp. 208, 248. Return to text.⏎
5 Lucian, Zeuxis 3; Overbeck, S.Q., 1663. Return to text.⏎
6 Cf. below, pp. 166, 196. On an Orphic cosmogony of the same date and place, cf. Kapsomenos, Gnomon 1963, 223. Return to text.⏎
The lion-hunt shows the same clean style as the Dionysos mosaic, but here it is possible that Alexander’s Eon-hunt, when Krateros diverted a lion which was attacking him, was intended.7 The artist 24has shown the muscles of the two male figures by inner markings, like a red-figure vase-painter, and his Krateros derives ultimately from the statues of the Tyrannicides.1 The cloaks of the two men and the Hon’s body are however fully shaded. The figures stand out like figures in reHef against the dark blue background, and the ground is a narrow strip of grey green in front. The mosaics from the other house have a similar convention, except that in the deerhunt and the Theseus and Helen the front strip is rocky. The convention is perhaps not so dissimilar from the Alexander mosaic as it appears at first sight. That is, it is true, a crowded battle but the battle is accommodated on a fairly narrow shelf in front of a light background, which is as flat as the dark backgrounds of Pella. The deer-hunt signed by Gnosis is a variant of the age-old group of two warriors about a fallen warrior,2 of which the Pella Amazonomachy is a more normal example. Gnosis has balanced the diagonal which runs from the left hunter’s right elbow down the deer’s body to the right hunter’s left foot by another diagonal, which runs from the Hght rock on the left through the hound to the flying petasos of the right hunter. The right hunter largely repeats the pose of the right hunter in the Hon-hunt, but Gnosis has introduced far more shading on his male bodies than the artist of the lion-hunt. The Rape of Helen is a centrifugal three-figure composition; the scheme is again traditional; it is used by the Meidias painter for the Rape of the Leukippids.3 Theseus with Helen in his arms moves to the left towards his charioteer Phorbas, who is ready to drive off to the left; Helen holds out her hands to Deianeira, who starts away to the right. Why Deianeira is chosen is unknown. It is curious to find this Attic legend in Pella, and presumably the Amazonomachy should be interpreted as Theseus’ Amazonomachy too. Perhaps they reflect the deep respect of the Macedonians for Attic culture.

7 Krateros dedicated a bronze group by Lysippos at Delphi with the king attacking the lion and himself coming to the king's help: Pliny, N.H. 34, 64; Plutarch, Alex. 40 (Overbeck, S.Q., 1490-1). Cf. also below, p. 179. Return to text.⏎
1 The group erected 477 by Kritios and Nesiotes (Lippold, Gr. Pl., pl. 34/3; Winter, K.i.B., 218/1-3). Echoed in the late fifth and fourth century on vases, e.g. Hahland, Vosen urn Meidias, pl. 6a, Boston 98.936. Return to text.⏎
2 Cf. the early sixth-century Euphorbos plate, British Museum A 749, Pfuhl, M.u.Z., fig. 117; Rumpf, M.u.Z., pl. 7/4. Return to text.⏎
3 British Museum E 224; Beazley, A.R.V., 831/1; Pfuhl, M.u.Z., fig. 593. Return to text.⏎
This is the Pella of Cassander rather than the Pella of Demetrios 25Poliorketes and Antigonos Gonatas, but the glimpse is a valuable one of the high civilization of these Macedonian nobles. In this Pella presumably the epigrammatist Poseidippos grew up, since he was in Alexandria before 280, and he provides another link between mainland Greece and Egypt.1 Another set of pictures perhaps brings us closer to Antigonos, the frescoes of the big hall in the villa of Publius Fannius Synistor near Boscoreale.2 Many interpretations have been given of these pictures, and both dating and locality of the originals is conjectural. Professor Robertson’s remodelling of Studniczka’s interpretation of the pictures on the West wall is attractive. Studniczka sawMenedemos of Eretria, Antigonos Gonatas, and Phila. Robertson sees a philosopher, perhaps Zeno, personified Macedonia, personified Persia; the seated figures are feminine and they sit on rocks; they should therefore be personifications. The identification with Persia has been challenged. Mrs Thompson says, I think rightly, that the seated woman is wearing not a tiara but a kerchief. She cannot therefore be Persia. If the kerchief is particularly worn by dancers and such dancers are associated with Dionysos, Demeter, and Kybele, Kybele may be the right choice as her patron, and Kybele’s dancer may have seemed suitable at Pella to personify Hellenized Anatolia. One step further may perhaps be taken: the seated woman with her hand on her fingers is seeing a vision,3 and the vision is connected with Macedonia and the old man, a vision perhaps of Greek culture coming to the East. The treatment of space as a narrow shelf before a plain background suggests that the original was not painted too long after the making of the Pella mosaics. The figures have the monumentality and solidity of early third-century sculpture like the Themis of Rhamnous (pl. IIL.) and the Demosthenes of Polyeuktos.4 If we ask for a time when such a picture would have been topical in Pella, the top date would seem to be Antigonos’ marriage with Phila, 26the sister of Antiochos I of Syria, in 276, and the bottom date the death of Zeno in 261.
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