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Abstract

Except for the pseudo-Euripidean Rhesus, fourth-century tragedy has almost entirely been
lost to the ravages of time, known only through the quotation of a few isolated lines by later
writers or preservation on some sand-worn scraps of papyrus. The poor survival of fourth-
century tragedy has inevitably led to suggestions of low quality. Recent scholarship,
however, has begun to revise these conclusions, recognising a remarkable inventiveness
prevalent in the surviving fragments.

This thesis aims to continue the rehabilitation of fourth-century tragedy and takes the
form of a commentary on the fragments of Astydamas 11, Carcinus Il, Chaeremon, and
Theodectas, the ‘leading lights’ of this period whose verses comprise over half of what
remains. In the introduction, | focus on fourth-century tragedy in general and all its surviving
fragments, even those not treated in the commentary. | begin by exploring the
internationalisation of this genre and its spread to the Greek-speaking West and East. | then
consider the prevalent themes and stylistic features of the fragments and examine fourth-
century reaction to fourth-century tragedy, particularly in comedy, oratory, and philosophy. |
also discuss fourth-century satyr drama and some of its best surviving examples, including
Python’s Agen.

In the commentary, | provide a biography for each poet and explore their reception
and that of their work. I then discuss each of their plays in turn, reconstructing plots where
possible and providing information about other treatments of a myth in fifth- and fourth-
century drama. Finally, I analyse each fragment, focusing on any textual issues, their literary,
stylistic, and dramaturgical qualities, and on their relationship within the dramatic tradition

and Greco-Roman literature.



Through analysing the fragments in the form of a commentary, | hope to show that far
from representing a ‘terminal decline’ as Edna Hooker once lamented, they instead display

many remarkable qualities which make them worthy of study in their own right.
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Introduction

The deaths of Euripides and Sophocles have previously been assumed to mark the end-point
of the acme of tragedy in Athens. Edna Hooker comments that ‘during this period tragedy
inevitably declined’! and in the opening sentence to her monograph on fourth-century
tragedy, Georgia Xanthakis-Karamanos opines that ‘there is little to encourage us to take an
interest in fourth-century tragedy’.? Much of this denigration of fourth-century tragedy may,
somewhat ironically, be traced back to the fourth century itself. During this period, fifth-
century tragedy, and particularly the plays of Aeschylus, Sophocles, and Euripides, enjoyed
renewed interest, with the reperformance of fifth-century tragedies forming part of the
programme at the City Dionysia from 386 onwards® and with Lycurgus collating the texts of
the three great fifth-century tragedians.* In addition, orators elevated quotations from
Aeschylus, Sophocles, and Euripides alongside poetic greats such as Homer and Tyrtaeus,®
while generally eschewing the works of fourth-century tragedians.® The differing treatments
of Aeschylus, Sophocles, and Euripides and of fourth-century tragedy inevitably led to
different receptions for each, with the three great tragedians becoming part of the school
curriculum with widespread transmission whereas fourth-century tragedy became more niche,
with its texts and poets generally becoming less well known in later centuries. This inevitably
led to the poor survival of fourth-century tragedy, with just 163 fragments, totalling 615 lines
plus twenty-one words remaining. In turn, the low survival rate of fourth-century tragedy and
its lateness, coming after the three great fifth-century tragedians, are probably two of the

major reasons for previous dismissive opinions of fourth-century tragedy.

1(1960) 50.

2(1980) 1; indeed Dawe (1984) 61 finds Xanthakis-Karamanos’ opening comment ‘refreshing’.

31G 1122318.201-3.

4 Plut. Vit X Orat. 841f.

5 Cf. e.g. Lycurg. Leocr. 98-110, Aeschin. In Tim. 51, see on ‘tragedy in the orators’.

6 Fourth-century tragedy is quoted just twice in fourth-century: Dem. 2.22 (= Chaeremon Achilles Killing
Thersites fr. 2 TrGF) and Lys. Against Mnesimachus fr. 235 Carey (= Carcinus fr. 6 TrGF).
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A consequence of the small amount of evidence for fourth-century tragedy has been
that previous study of this period of Greek drama has tended to make assumptions regarding
the nature of fourth-century tragedy, using the prevalence or absence of themes within the
fragments and testimonia for fourth-century tragedy to make conclusions about its general
nature. For instance, Aristotle’s comment in the Poetics that choral songs were replaced by
euBSAina has been taken as evidence of the diminishing role of the chorus in fourth-century
tragedy,” with some scholars believing that it was removed entirely from the genre.®
Similarly, since several fourth-century tragedians were also orators, there has been a tendency
to conclude that fourth-century was also rhetorical in nature.® One approach to studying
fourth-century tragedy may be to continue deriving general conclusions about the nature of
tragedy of this period using the fragments. For example, the fragments and testimonia
indicate that fourth-century tragedy was innovative. Euripides’ notorious presentation of
Medea as a child-killer is replaced in Carcinus’ Medea with a figure so concerned for the
well-being of her children that she attempts to send them to safety before killing Glauce.
Similarly, in Astydamas’ Hector, the title character is tormented by self-doubt over his
prowess as a warrior and the departure scene between him and Astyanax in book 6 of the
Iliad is set in a plot focused on the events of book 22. This lends greater pathos to Hector’s
departure, making it the final interaction between Hector and Astyanax before Hector’s death.
This change also strengthens the Homeric narrative; whereas in the lliad, Hector remains in
Troy after bidding farewell to Astyanax, in Astydamas’ play, Hector leaves straightaway.
Experimentalism permeates the very fabric of fourth-century tragedy, with the creation of

philosophical tragedy.

" Poet. 1456a 25-32; thus Haigh (1889) 165, Goldhill (2007) 69.
8 Thus Tarrant (1978) 222, Bacon (1995) 8-9.
9 Cf. e.g. Xanthakis-Karamanos (1979) 66-76 (= (1980) 59-70).
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This approach to the study of fourth-century tragedy is, however, problematic, relying
on a small selection of evidence on which to make general conclusions about the nature of
this period of Greek drama. In addition, this methodology does not take into account the
selection bias of the fragments. For example, many of the rhetorical fragments are preserved
in Aristotle’s Rhetoric, meaning that it is inevitable that they are rhetorical in nature rather
than fourth-century tragedy in general being rhetorical.'® Finally, many of the conclusions
about the nature of fourth-century tragedy are based on testimonia for fourth-century tragedy
rather than the fragments themselves. In the case of the role of the chorus in this period, many
scholars are reliant on Aristotle’s comments in the Poetics, neglecting to take into
consideration tragedies in which the chorus feature (such as the pseudo-Euripidean Rhesus)
and plural play titles which must surely indicate the presence of the chorus.! So generally
many of the previous conclusions about fourth-century tragedy are predicated on a small
selection of evidence and do not take into account any of the associated problems with the
sources on which they rely.

Given the small amount of evidence and the difficulties in drawing general
conclusions from it, this commentary will adopt a different approach to the study of fourth-
century tragedy, eschewing the tendency to generalise about this period of Greek drama.
Instead, we shall focus on exploring prominent themes in and features of the fragments while
noting only that they are prevalent in the surviving fragments, not that they are indicative of
fourth-century tragedy as a whole. In doing so, we hope to show what the fragments can
reveal about the portion of fourth-century tragedy that has survived while also challenging
assumptions about this period of Greek drama. In turn, this may also help to re-evaluate the

long-held belief that fourth-century tragedy is a period of decline, instead developing the

10 Thus Wright (2016) 166; e.g. Theodectas’ Alcmeon fr. 2, Helen fr. 3, Orestes fr. 5.
11 Cf. e.g. Dicaeogenes’ Cyprians, Chaeremon’s Minyae.
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nascent narrative in recent scholarship that the fragments may show that fourth-century
tragedy was a period of change.*?

To better understand how this work differs from previous scholarship, it is necessary
to consider previous scholarship into the fragments of fourth-century tragedy. Scholarly
interest in fourth-century tragedy is surprisingly well-established. At the turn of the twentieth
century, philological debates surrounding fourth-century tragedy are found in Robinson Ellis’
‘Some emendations of the Greek tragici’, Walter Headlam’s ‘Critical notes’ and ‘On some
tragic fragments’, and Thomas Tucker’s ‘Adversaria upon the fragments of the minor
tragedians’.*® All of these articles focus on fragments which have significant textual
difficulties and on many occasions are the only scholarship on a particular fragment. These
and Valckenaer’s work, however, only treat fourth-century tragedy as part of wider
arguments about tragedy in general or about Aeschylus, Sophocles, or Euripides. Admittedly,
Chaeremon receives specific attention in Heinrich Bartsch’s De Chaeremone Poeta
Tragico,* but this is an exception.

From the 1930s, fourth-century tragedies began to attract attention in their own right,
with particular emphasis on reconstruction. Dionysius’ The Ransoming of Hector was
reconstructed by Winfried Blhler and Manolis Papathomopoulos, the tragedies of Diogenes
of Sinope were discussed by Berthe Marti, and Python’s Agen was treated by Albrecht von
Blumenthal, Wilhelm Siiss, Jan Wikarjak, and Bruno Snell.*® In all of these cases, the plays
have attracted interest thanks to their unique positions in the dramatic tradition, with
Dionysius the first instance of a tyrant composing his own plays, Diogenes of Sinope the

creator of philosophical tragedy, and with Python’s Agen the earliest and best-attested

12 Cf. e.g. Kuch (1993) 547.

13 Ellis (1895), Headlam (1899), Headlam (1904), Tucker (1904).

14 Bartsch (1843).

15 Buhler (1973), Papathomopoulos (1981), Marti (1947), Blumenthal (1939), Suss (1939), Wikarjak (1950),
Snell (1964).
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example of a satyr drama which satirised contemporary events. Analysis of groups of plays is
also found in this period. Thomas Webster examined every fourth-century tragedy cited in
Aristotle’s Poetics in ‘Fourth-century tragedy and the Poetics’, Christopher Collard focused
on Chaeremon’s plays in ‘On the tragedian Chaeremon’, providing a commentary on
Alphesiboia fr. 1 and Oeneus fr. 14, and Georgia Xanthakis-Karamanos analysed fourth-
century tragedies by theme in Studies in Fourth-century Tragedy.®

The past twenty years have seen a considerable rise in interest in fourth-century
tragedy. Fresh impetus for the re-evaluation of this period of Greek drama was provided by
two frequently-cited articles, Pat Easterling’s ‘The end of an era? Tragedy in the early fourth
century’ and Edith Hall’s ‘Greek tragedy 430-380 BC’.!" Reconstruction of plays has
remained part of the debate surrounding fourth-century tragedy during this time, with
particular focus on papyrus fragments such as those from the Achilles of Sophocles Il (treated
by Martin West),'8 Carcinus’ Medea (discussed by Annie Bélis and Martin West),*° and
Astydamas’ Hector (reconstructed by Vayos Liapis among others).?° In addition, Matthew
Wright considers the poets and their plays by broad time periods in The Lost Plays of Greek
Tragedy and Valerio Pacelli has produced the first commentary on Theodectas.?! Attention
has also been given to the wider dramatic context of fourth-century tragedy. Benjamin Millis
and Douglas Olson have compiled a new edition of the inscriptional records of Athenian
dramatic festivals, Johanna Hanink discusses the place of tragedy in fourth-century Athens in
Lycurgan Athens and the Making of Classical Tragedy, and Edmund Stewart has explored the

role of travel in the dissemination of tragedy in Greek Tragedy on the Move: The Birth of a

16 Webster (1954), Collard (1970), Xanthakis-Karamanos (1980).
17 Easterling (1993), Hall (2007).

18 West (1999).

19 Bélis (2004), West (2007).

20 |japis (2016).

2L Wright (2016), Pacelli (2016).
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Panhellenic Art Form c. 500-300 Bc.?? Various aspects of the fourth-century dramatic
tradition such as reperfomance and tragedy inside and outside of Athens are also examined in
Greek Theatre in the Fourth Century Bc, edited by Eric Csapo and others.?® Magna Graecia is
also an important focus of recent scholarship on fourth-century tragedy. Chris Dearden wrote
about Athenian tragedies produced in this region®* and Kathryn Bosher edited a volume
entitled Theater Outside Athens: Drama in Greek Sicily and South Italy, among which are
chapters by Anne Duncan and Sara Monoson on Dionysius | and his contributions to fourth-
century tragedy.?® Vase paintings from this region taken to be related to drama have been
discussed in works such as A. D. Trendall’s ‘Farce and tragedy in South Italian vase-
painting’,?® Tom Carpenter’s ‘Images of satyr plays in south Italy’,?” and Oliver Taplin’s Pots
& Plays, Interactions Between Tragedy and Greek Vase-Painting of the Fourth Century Bc.?
We must also consider the importance of commentaries on and editions of
fragmentary plays, among which is the Tragicorum Graecorum Fragmenta series started by
Bruno Snell in 1971 and containing the fragments of Aeschylus, Sophocles, Euripides, the
minor tragedians, and tragic adespota. As with scholarship on fourth-century tragedy, the last
twenty years have witnessed an increase in commentaries on the fragments of Aeschylus,
Sophocles, and Euripides,?® and of more minor tragedians. Commentaries on the satyric

fragments have been produced by Ralf Krumeich, Nikolaus Pechstein, Bernd Seidensticker,

22 Millis and Olson (2012), Hanink (2014), Stewart (2017).

23 Csapo et al. (2014).

24 ‘Fourth-century tragedy in Sicily: Athenian or Sicilian?’ (1990), ‘Plays for export’ (1999).

%5 Bosher (2012).

2 (1991); among Trendall’s other pieces is his 1984 article ‘Medea at Eleusis on a volute krater by the Darius
painter’.

27 (2005).

28 (2007). Also relevant are Taplin’s contribution to Simon Goldhill and Edith Hall’s Sophocles and the Greek
Tragic Tradition — ‘Hector’s helmet glinting in a fourth-century tragedy’ — and his paper in Greek Theatre in the
Fourth Century BC edited by Eric Csapo et al. — “‘How pots and papyri might prompt a re-evaluation of fourth-
century tragedy’.

2 E.g. Sommerstein, Fitzpatrick, and Talboy (2006-12) and Collard, Cropp, Lee, and Gibert (2004—2009). Also
relevant are the Loeb translations of the fragments of Aeschylus (Sommerstein (2009)), Euripides (Collard and
Cropp (2008)), and Sophocles (Lloyd-Jones (1996)).
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and Ruth Bielfeldt,® and Patrick O’Sullivan and Christopher Collard,! and Martin Cropp is
producing a two-volume commentary on the fragments of the minor tragedians.® The
pseudo-Euripidean Rhesus, dated to the fourth century in this commentary, has similarly
benefited from increased interest in postclassical tragedy, with commentaries by Almut Fries
and Vayos Liapis.3* Rhesus is an important play in the study of fourth-century tragedy, being
our only complete example of a tragedy from this period and providing examples and
counter-examples of many of the themes and features of the fragments of fourth-century
tragedy. Previous scholarship into fourth-century tragedy has tended to omit discussion of
Rhesus whereas in this work we will examine Rhesus and the fragments in tandem, especially
in the introduction, allowing us to create a more rounded impression of fourth-century
tragedy which takes into account all of the surviving evidence.

The present work aims to fill a gap in scholarship surrounding fourth-century tragedy
and indeed tragedy in general by analysing fourth-century tragic fragments in a commentary.
In doing so, we will synthesise the various approaches to the fragments, from philological
analysis to reconstruction, which have hitherto remained largely separate to give a more
rounded and holistic view of the surviving plays and fragments. We will also provide a fresh
interpretation of the fragments, challenging many long-held hypotheses and positing new
conclusions and readings. The aim is to bring the fragments to increasing prominence in
future debates surrounding tragedy in the fourth century, allowing their contribution to the
dramatic tradition in this period to be better understood. While recent scholarship focuses on

various aspects of fourth-century tragedy, much of it does not explore the fragments as part of

%0 Das griechische Satyrspiel (1999).

31 Euripides Cyclops and Major Fragments of Greek Satyric Drama (2014).

32 (forthcoming).

33 Thus Hardion (1741) 527-30, Wilamowitz (1926) 284-5 = (1962) 412. The lexicographical and
dramaturgical arguments of Fries (2014) 22-42 are particularly convincing for dating Rhesus to the fourth
century.

34 Fries (2014), Liapis (2012).
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the dramatic tradition in the fourth-century and so this work will allow the fragments of
fourth-century tragedy to be better understood and thus to be included in future scholarship
on fourth-century tragedy. This in turn will enhance our understanding of this period of
Greek drama, placing the fragments on an equal footing with other evidence used in the study
of tragedy in the fourth century (such as Aristotle’s Poetics and vase paintings) and thus
allowing for a more holistic view of tragedy in this period.

This work comprises two distinct parts, the introduction and the commentary. The
introduction contains five sections and explores general questions surrounding the nature of
fourth-century tragedy, with the discussion driven entirely by the prominence of particular
aspects of the fragments. In the first section, on the internationalisation of Greek tragedy, we
will consider the spread of tragedy in Sicily and Southern Italy and the East, drawing
comparisons with Athens where possible. The second and third parts of the introduction will
explore some themes and stylistic features of fourth-century tragedy. We will then consider
fourth-century tragedy in relation to comedy, philosophy, and oratory. Finally, we will look
at satyr drama.

The commentary will deal with four poets: Astydamas II, Carcinus Il, Chaeremon,
and Theodectas. These tragedians have been selected since they are the best surviving
tragedians from this period, their corpora containing over half the surviving lines and
fragments from fourth-century tragedy.*® The chapter devoted to each poet is divided into two
subsections, an introduction and a commentary. The introduction provides a brief biography
for each poet, detailing their life, career, and the reception of their works. The commentary
compiles all testimonia and fragments, translating and contextualising them to show the way

in which the details about a play or the quotation are used by later writers. Reconstruction is

3 These four poets have ninety-two of the 163 fragments from fourth-century tragedy, totalling 339 out of the
615 remaining verses.
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attempted where possible and the fragments are then analysed for their literary, stylistic, and
dramatic qualities among other features. When reconstructing plots, the fragments and
testimonia are first scoured for information about the plot and for details such as interactions
between various characters and the tone and manner in which lines are delivered. These are
then mapped onto the wider mythographic traditions to determine which part of the myth a
play presents and how the fragments may fit into the plot. Attention is also given to sources
such as vase paintings which have been conjecturally assigned to the play. Generally, a
sceptical approach is adopted towards such evidence and it is dismissed from consideration
unless it corresponds with details about a play attested in one or more of the securely-
assigned testimonia and fragments; the vase painting then, where appropriate, is used in
filling in uncertainties surrounding the plot. In employing the methodology used in this
commentary, we can ensure that the plots of tragedies are reconstructed using only what can
be safely inferred from the fragments and testimonia, thus avoiding speculative
reconstructions which may not represent the plot of the original play and which may thus
skew our conclusions about fourth-century tragedy. Admittedly, the avoidance of techniques
such as the Sherlockismus method, in which impossible reconstructions for the plot of a
tragedy are dismissed from consideration with what remains likely forming the plot,® means
that at times some reconstructions of tragedies using our methodology may be more limited
than would be the case using other techniques. Nonetheless, our aim of avoiding speculative
reconstructions and presenting an accurate view of fourth-century tragedy based on the

fragments necessitates the eschewing of such methodologies.

3 See further Sommerstein (2010) 61-81.
16



Internationalisation of tragedy and satyr drama

From Dionysius | and Sosiphanes in Syracuse to Theodectas of Phaselis and Phanostratus of
Halicarnassus, non-Athenian tragedians make up a significant proportion of fourth-century
tragic poets, accounting for 20% of the names collected in TrGF. Taking into account
tragedians who travelled to Sicily and southern Italy to produce plays, this figure rises to one
quarter. Given the prevalence of non-Athenian tragedians in the surviving fragments and
testimonia of fourth-century tragedy and our methodology of selecting for discussion in the
introduction topics and aspects which are prominent in the fragments, it is necessary to
examine the place of these tragedians in the dramatic tradition of the fourth century, both in
their native lands and, where applicable, in Athens and so this section will focus on the
internationalisation of Greek tragedy. By ‘internationalisation’, we mean ‘non-Athenian’,
specifically tragedians who were not Athenian by birth and those who produced some or all
of their plays outside of Athens.3” Admittedly, non-Athenian tragedians and premieres of
plays are not a uniquely fourth-century phenomenon, with fifth-century tragedians also
coming from outside of Athens® and fifth-century plays being first performed in places other
than Athens.®® Nonetheless, the prevalence of non-Athenian poets and premieres in the
fragments of fourth-century tragedy necessitates discussion of the non-Athenian dramatic
tradition in the fourth century, with specific focus on the two regions for which evidence

survives: Sicily and southern Italy and the east.

3" Tragedians in this category need not have produced all or indeed any of their plays outside of Athens.
Phanostratus of Halicarnassus, for example, is known only to have produced tragedies at Athens, but is included
in this section on the basis of being born in Halicarnassus.

38 Cf. e.g. lon of Chios.

39 Cf. e.g. Euripides’ Archelaus, first performed at the court of King Archelaus in Macedon (Vit. Eur. 6 = test.
iia TrGF).
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Sicily and southern Italy

From its earliest development, tragedy had an important place in Sicily and Southern Italy.
Aeschylus is reported to visited Sicily on several times,*® during which Aeschylus is said to
have reperformed his Persae and produced Women of Aetna.** Drama continued to have an
important role after Aeschylus’ visit. Euripides’ Melanippe Desmotis, for example, altered
the setting of this myth from Thessaly to Italy, suggesting a play designed specifically for an
Italian audience.*? Similarly, the title character of Euripides’ Aeolus was a conflation of
Aeolus the son of Hellen and Aeolus the son of Hippotes, perhaps also indicating a tragedy
suitable for performance or reperformance in Italy.*® This trend continued into the fourth
century, during which some tragedians travelled to the Greek West from elsewhere. The
tragedian Antiphon journeyed to Syracuse on the invitation of Dionysius I. During his
residence at Dionysius’ court, Antiphon was executed, apparently either for criticising
Dionysius’ poetry or for attempting to undermine his regime through describing the best type
of bronze as that from which the statues of the tyrannicides Harmodius and Aristogeiton were
made.** Pseudo-Plutarch records an anecdote that Antiphon composed tragedies with
Dionysius, though he distances this from his authorial voice by prefacing the story with
Aéyetar®

Other poets known to have visited this region include Carcinus Il who stayed at the
court of Dionysius 11 at some point between 367 and 357 or between 346 and 344.% In

Carcinus fr. 5, Demeter’s search for her abducted daughter Persephone focused on Sicily,

40 Athen. 9.402c.

4L Vit. Aesch. 9, 18, = Ar. Ran. 1028 Forsten with Herington (1967) 75-6; see also Stewart (2017) 103—4.

42 Thus Stewart (2017) 144-8, 151-3, 157.

43 |bid. 149-58.

4 Arist. Rhet. 1385a 10-11, [Plut.] Vit. X Orat. 833b, Philostr. VS 1.15.3, Vita Antiphontis 2.10 Thalheim, Plut.
Adul. amic. 68a—b; similarly, the lyric poet Philoxenus (Diod. Sic. 15.6, Luc. 31.15, Amm. Marc. 15.37, Su. ¢
397 Adler).

4 [Plut.] Vit. X Orat. 833¢; thus Edwards (1998) 91.

46 Diog. Laert. 2.63. Dionysius Il ruled from 367 until 357 before being ousted by Dion (Diod. Sic. 16.9-10, 13,
16-20); Dionysius Il briefly returned to Syracuse to rule again from 346 to 344, before being exiled to Corinth
by Timoleon (Plut. Tim. 13.3-14.4).
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with Aetna described as filled with streams of fire, Sicily as groaning, and Sicilians as
deprived of food because of Demeter’s mourning; Demeter’s association with Sicily is then
used to explain why this goddess is worshipped on the island in the present day. Carcinus
may have composed these verses while in Syracuse, the use of Sicily reflecting his desire to
appeal to a local audience. Dicaeogenes may have also travelled to Italy during the fourth
century. In his Medea, Dicaeogenes called Apsyrtus MetamévTiov,*’ presumably meaning
‘he who lived after being cast in the sea’. Since this word is otherwise used only of
Metapontum in Southern Italy, Apsyrtus’ name may have been altered to reflect a connection
with Metapontum; perhaps Dicacogenes’ Medea treated Apsyrtus’ death, specifically its
prevention by a god who rescued Apsyrtus and transported him to Italy to found
Metapontum. On this basis, Dicacogenes’ Medea may have been produced specifically for an
audience in Metapontum. The journeys of these three tragedians to the Greek West suggests
this region was held in esteem among fourth-century tragedians.*®

The Greek West, or more specifically Sicily, was just as capable of producing its own
tragedians. Some remained in Sicily: the tyrants Mamercus and Dionysius . Mamercus wrote
tragedies and lyric poetry.*® As for Dionysius, five plays are known: Adonis, Alcmene, The
Ransoming of Hector (alternatively titled Andromache),>® Leda, and the satyr drama
Loimos;>! Dionysius was victorious at Athens in the Lenaea of 367 with The Ransoming of
Hector.>? Dionysius and Mamercus show that Sicily possessed its own dramatic tradition in

the fourth century. Nonetheless, Athens was still held in esteem even among western

4 Fr. 1a TrGF.

48 Stewart (2017) 186; the development of other centres of drama continued into the third century and beyond,
e.g. Alexandria.

49 Plut. Tim. 31.1.

%0 Tzetz. Homerica 311 (with scholium = fr. 2b TrGF) with BUhler (1973) 72, Papathomopoulos (1981) 201.

51 As indicated by the presence of Silenus in this play (Eust. 1. 3.244.10-14). Although cited in the manuscripts
of Eust. Il. 3.244.10-14 (= Loimos fr. 3a TrGF) as Awuds, Steffen’s correction of this title to Aowuds is most
likely correct, given that Eustathius describes Heracles as ill.

%2 Diod. Sic. 15.74.1, Tzetz. Chil. 5.178-81.
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tragedians, as evidenced by Dionysius’ production of The Ransoming of Hector.> Other
tragic poets were born in Sicily and left to produce elsewhere. The Syracusan tragedian
Achaeus Il produced ten tragedies and was victorious at the Lenaea on one occasion, most
likely around 356.°* Sosiphanes was born in Syracuse in 358/7 and lived for forty-five years,
dying in 313/12.% Sosiphanes entered his first dramatic competition at Athens in the 111"
Olympiad (335-2) and the Suda places his acme during the 114" Olympiad (323-0).5
Sosiphanes gained first place in dramatic contests seven times and wrote seventy-three
plays;>” one, and up to three, titles are attested or can be deduced: Meleager, and possibly
Laius, Oedipus, or Seven Against Thebes,*® and Phoenix.>® Finally, Python of Catana®®
travelled to the East and produced the satyr drama Agen in 324 either at a Dionysiac festival
at Ecbatana®® or to Alexander’s troops at Susa.®? This play presented Harpalus’ grief for his
deceased mistress Pythionice and the possible arrival of her replacement Glycera. Python’s
Agen similarly demonstrates Sicilian experimentalism, being the earliest securely attested
example of a satyr drama which deals with contemporary events and treats them satirically.5
Also important in the fourth-century dramatic tradition in the Greek West are vase

paintings originating from Apulia, a region of Italy famous for the production of vases in the

3 Wilson (1997) 176. Indeed, in the case of Dionysius 1, the ability to produce tragedies at Athens was held in
such esteem, it served as a diplomatic tool (thus Sanders (1987) 16).

% Su. o« 4682 Adler, IG 1122325 col. 1V.242; thus TrGF 1 p. 249. A date closer to the 330s/320s is preferred by
Millis and Olson (2012) 204.

% Su. ¢ 863 Adler, Marm. Par. B.15 = FGrHist 239 with Arthur and Munro (1901) 361.

% 5 863 Adler.

57 Ibid.

8 Fr. 4 TrGF; thus Welcker (1841) 1238.

%9 Fr. 6 TrGF; thus Belfiore (2000) 210.

80 python is also said to have come from Byzantium (Athen. 2.50f, 13.586d), but this is most likely as a result of
confusion with the better-known orator Python of Byzantium (thus Cipolla (2003) 333), who helped to uphold
the Peace of Philocrates agreed between Athens and Macedon in 346 ([Dem.] 7.20—3, Dem. 18.136, Plut. Dem.
9.1).

61 Athen. 13.586d; thus Droysen (1833) 564-5, Snell (1964) 113, 116.

52 Thus Wikarjak (1950) 41-55, Van Rooy (1966) 127; this assumes that the Hydaspes river mentioned in
Athen. 13.586d is an error for Choaspes (thus Droysen (1833) 564-5).

8 It is not the last satyr drama to do so; cf. Lycophron’s Menedemus.
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fourth century.5* Given mythological narratives on many of these vases, some scholars have
connected these paintings with specific, tragic versions of myths, arguing that these
paintings portray scenes from tragedies reperformed in Apulia.®® Others suggest that Apulian
vase paintings bear little or no resemblance to tragic presentations of myth,®’ or that if they
do, this is as a result of dramatic elements such as tragic costume being incorporated into the
vases®® or of deriving their portrayal of myth not from the tragedies themselves, but from
phlyax plays,®® dramas local to the Greek West which parodied tragedies. The present
commentary adopts a sceptical approach to vase paintings given the lack of explicit labelling
on vases to indicate that their image is derived from a particular tragedy and as it is possible
that the image could have derived from other, now lost, versions of a myth. So to avoid
presenting a false or distorted reconstruction of a tragedy, vase paintings are generally
dismissed from association with specific plays. Nonetheless, vases still have an important
role in the study of fourth-century tragedy. In cases where several plot details™ attested in the
securely attributable fragments of a play are also depicted on a vase painting and where those

plot details are known to have occurred only in that particular play, the vase painting is

8 For the role of Apulia in vase painting see Carpenter (2009) 27—36. Although the vase paintings connected
with fourth-century tragedies by scholars all come from Apulia, other regions in Italy (such as Campania and
Sicily) also produced vase paintings in this period which may have been influenced by tragedy (and possibly
fourth-century tragedy).

8 Cf. for example an Apulian volute krater dated to the mid-fourth century and conjectured to have been
influenced by Euripides’ Bacchae (Friesen (2015) 65), the Chester krater associated with Aeschylus’ Suppliants
(Oehlschlaeger-Garvey (1985) 110).

% Thus Trendall (1991) 170-81, esp. 176, Green (2007) 174-5, Carpenter (2009) 27; for satyr plays on fourth-
century South Italian vase paintings see Carpenter (2005) 219-36.

5 Thus Green (1994) 56.

8 Taplin (2007) 36.

8 Thus Webster (1948) 19, Dearden (1990) 242, Shapiro (1995) 173; cf. an Apulian bell-krater dated to the
early fourth century (thus Trendall (1991) 165) depicting Aegisthus, two choregoi, and Pyrrhia, all of whom,
apart from Aegisthus, are dressed in clothing commonly associated with comedy (Shapiro (1995) 173-5).

0 Plot details may include the presence of specific characters, interactions between characters, and any actions
undertaken by characters which are unique to that play. Although it is possible for one specific detail of a vase
painting to indicate connection between a tragedy and the vase, we have chosen to associate vase paintings with
tragedies only where several details in the image and tragedy correspond. This is because the balance of
probability in those cases where the vase and tragedy display several points of connection is that the vase
painting is derived from the tragedy whereas it is possible where only one shared feature exists that the vase
painting could have derived this detail from a now-lost version of a particular myth.
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securely associated with it and used in its reconstruction. This methodology is best
demonstrated by considering all of the vase paintings associated with fourth-century tragedy.
Fourteen vase paintings have been conjecturally associated with specific fourth-
century tragedies: Dicacogenes’ Medea, Carcinus’ Medea, Astydamas’ Antigone, Hector, and
Parthenopaeus, Chaeremon’s Achilles Killing Thersites, 1o, Theodectas’ Lynceus, Dionysius’
Adonis, and the pseudo-Euripidean Rhesus; only Rhesus and Astydamas’ Hector are likely to
have featured on vases. Rhesus may have inspired an Apulian volute krater dated to the 340s
and attributed to the Darius Painter.” The central scene of the top half of the vase depicts
Diomedes with sword drawn about to kill a sleeping Rhesus and with Athena directing
Diomedes’ actions; to the left are two sleeping Thracian soldiers and to the right sits a Muse
on a rock looking on as Rhesus is killed. On the bottom half of the vase, on the left-hand side,
is another sleeping Thracian soldier and the central scene shows Odysseus leading away
Rhesus’ white horses. On the right-hand side is a youthful man holding a shell and reed; since
both items are associated with rivers, the figure is most likely a representation of Strymon,
Rhesus’ father in the play.’? Athena’s assistance in the slaughter of Rhesus,” the association
of Strymon with Rhesus,’* the presence of the Muse, " and the separation of Odysseus and
Diomedes’ roles in Rhesus’ death (Odysseus leading away the horses, Diomedes Killing
Rhesus)’® suggest that the volute krater was based on Rhesus,”” since Rhesus is the only

source in which all these details appear together.

1 Dating owed to Taplin (2007) 163.

2 Thus Taplin (2007) 163.

8 Rh. 595-637, 668-74.

"4 Rh. 279, 349-54, 386, 394, 652, Liapis (2012) xxix.

5 Rh. 890-982, Liapis (2012) xxviii.

76 Cf. &y co povevow, Twhodauvricels 8¢ ov (‘T will kill [Rhesus], you get his horses under control’, Rh. 624);
Odysseus’ kothournoi on the vase painting have also been taken as evidence that it is inspired by a dramatic
version of the Rhesus myth (Taplin (2007) 165).

" Thus Taplin (2007) 163-5, Liapis (2012) xxviii.
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An Apulian volute krater dated to between the 340s and 320s and attributed to the
Underworld painter is believed to depict Astydamas’ Hector. On the top level of this vase, on
the left-hand side, a male figure’® is observing and possibly conversing with Cassandra who
is in a prophetic state, as indicated by the branch which she holds, and who has swooned back
into a woman’s arms. In the middle stands a warrior with a trumpet and at the right-hand side
is Helenus, observing a bird holding a snake in its talons, the two animals fighting one
another. On the bottom layer, on the left-hand side, a fully-armed Hector bids farewell to
Andromache, who is holding Astyanax and accompanied by a nurse; to Hector’s right stands
a male individual holding Hector’s helmet and mounted on a chariot driven by four horses.
Since Hector has passed his helmet to the figure on the chariot, the bottom scene has been
thought to correspond with Astydamas’ Hector fr. 2, in which Hector handed his helmet to an
attendant rather than placing it on the ground as in the lliad.”

These volute kraters show that Astydamas’ Hector and the pseudo-Euripidean Rhesus
were known in Apulia during the fourth century. This may have been via textual transmission
or, more likely, reperformance in Apulia. Second, many fifth-century tragedies may have also
been presented on Apulian vases in this period.®° The inclusion of Rhesus and Astydamas’
Hector show that these plays were viewed as equal to fifth-century tragedies. Finally, the
artistic presentation of tragedies in general in Apulia corresponds with Athenian dramatic and
artistic traditions, where, in the fifth century, red-figure vase paintings of tragedies were
similarly produced, and in the fourth century, a range of iconography associated with the
theatre was created including terracotta figurines of actors from satyr dramas and theatrical

masks.®! This indicates that Apulia attempted to emulate Athens in rendering tragedies on

8 This figure has been identified as Priam (Taplin (2007) 253, (2009) 256), but this is unlikely since he is
youthful and without any regalia (thus Liapis (2016) 84); the woman sitting beside Cassandra cannot be Hecuba
for similar reasons.

" 11. 6.473; thus Taplin (2007) 254, (2009) 256, 258.

80 See Taplin (2007) 48-219.

81 See Davidson, Thompson, and Thompson (1943) 123, Webster (1960) 25660 for a full inventory.
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vase paintings, showing further correspondence between the dramatic traditions of Athens

and the Greek West.

The east

With the conquests of Alexander the Great in the 330s and 320s, it is unsurprising that
tragedy spread eastwards at the same time. Nonetheless, since this genre played an important
role in the coastal areas of Asia Minor throughout the fourth century, Alexander may have
been merely a catalyst in its spread to the new East rather than its cause.®? Four tragedians are
known to have been born in this region in the fourth century: Theodectas, Diogenes of
Sinope, Phanostratus, and Apollodorus. Theodectas was born in Phaselis,® a Dorian colony
in Lycia. He travelled to Athens where he competed in the City Dionysia and Lenaea a total
of thirteen times and was victorious on eight occasions, seven times in the City Dionysia.®
Only his Mausolus is known to have been produced outside Athens, performed at the funeral
of Mausolus, King of Halicarnassus, in that city in 353.%

Diogenes of Sinope is said to have composed tragedies espousing Cynic
philosophies;®’ his plays are Achilles, Helen, Heracles, Thyestes, Medea, Oedipus, and
Chrysippus.® Phanostratus was born in Halicarnassus in the second half of the fourth

century.® No plays are known, though Phanostratus travelled to Athens, where he had several

82 Pace Fantuzzi and Hunter (2004) 432. By ‘new East’ I mean areas which had never been Greek before the
arrival of Alexander.

8 Su. 6 138 Adler.

8 Steph. Byz. Ethnica 660 Billerbeck = FGE 1574-5.

851G 1122325 1. col. 111.8.

8 Gell. NA 10.18.5 = fr. 3h.

8 Diog. Laert. 6.73, 80. However, Sosicrates and Sotion (ibid., 6.80) doubt that Diogenes wrote any tragedies
and Satyrus (ibid.), Favorinus (ibid., 6.73), and Julian (Or. 6.210c, 211d, 7.186c¢) attribute the plays to Philiscus
of Aegina or Pasiphon, son of Lucian, their poor quality unsuited to Diogenes.

8 Diogenes is also attested to have written an Atreus, almost certainly an alternative title for Thyestes (thus
Marti (1947) 5).

8 As shown by the rewards he gained in the first half of the third century for his services to Delos (G XI/4 528).
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victories in dramatic competitions,*® gaining first place in the Lenaea of 306.%* Finally,
Apollodorus may have come from Tarsus and was a tragic poet for whom the titles of six
plays are known: Acanthoplex, Teknoktonos,®? Hellenes, Thyestes, Suppliants, and
Odysseus.®® On the basis of the Suda, the only source to securely mention Apollodorus, this
tragedian is undatable. He may, however, have been active during the fourth century if his
name is the correct restoration of two eight-letter lacunae preceding pos in tragic victor-
lists,%* a distinct possibility given that Apollodorus is the only known tragedian whose name
fits these gaps. This would mean Apollodorus gained first place in the City Dionysia six
times and at the Lenaea on five occasions. Caution, however, should be taken in treating
Apollodorus as coming from Tarsus since this is attested only in a very late source, the Suda,
and as comic poets altered the nationality of other tragedians.® These four tragedians
originate from coastal poleis of Asia Minor: Phaselis, Sinope, Tarsus, and Halicarnassus.
Colonisation of Phaselis, Sinope, and Halicarnassus in previous centuries means that it is
unsurprising that these poleis have a strong connection with tragedy throughout the fourth
century, showing that Alexander’s conquests cannot be the only cause for the dissemination
of tragedy in the East.% In addition, the reaction of these poleis to their poets’ successes was
one of praise, with Phanostratus celebrated by Halicarnassian poets in the Pride of

Halicarnassus (Isager (1998)) for his victories in various tragic competitions at Athens.

90 Budra Alwvicou PavéotpaTov Eoxev do1ddv | Kekpomdov iepois aBpdv v otepdvors (‘[Halicarnassus]
had the singer Phanostratus, the servant of Dionysus, gleaming in the sacred crowns of the Athenians’, Pride of
Halicarnassus col. 11.51-2, transl. based on that of Isager (1998) 9).

911G 11> 3073.3; Phanostratus’ success in the Lenaea is the last known victory by a foreign poet in an Athenian
dramatic competition.

92 This epithet can scarcely have been the title of a tragedy on its own, but must have described the title
character. Conjectures for the identity of this individual include Athamas (Welcker (1841) 1046), Heracles
(Hartmann (1917) 203), and Medea (Welcker (1841) 1046, Hartmann (1917) 203).

9 Su. o 3406 Adler; the number of known plays may be reduced to five if Odysseus is to be taken with
Acanthoplex (thus Welcker (1841) 1046), a possibility since Sophocles wrote an Odysseus Acanthoplex.

% 1G 1122325 col. 111.236, col. VI11.321; thus Reisch (1912) 339, TrGF 1 p. 209.

% Cf. Spintharus from Heraclea whom Aristophanes called Phrygian (Ar. Av. 762 with scholium); thus Stewart
(2017) 219.

% The strong connection between the coastal poleis and tragedy is also attested by the construction of theatres in
the region including at Cyme in the fourth century (Lagona (2006) 18) and possibly in Neandria during the fifth
century (Trunk (1994) 91-100, (1996) 149-56).
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Considering the performance contexts of fourth-century tragedy in the East can lead
us to a much more rounded impression of tragedy in this region. Theodectas’ Mausolus was
produced at the funeral games of King Mausolus in Halicarnassus in 353 at the behest of
Mausolus’ widow Artemisia. Theodectas’ tragedy most likely celebrated Mausolus’ life
given its context®’ or dealt with an invented namesake of the heroic age.®® The involvement
of a woman in the sponsorship of drama is otherwise unattested; the closest parallel to
tragedy featuring in funereal contexts comes in the proagon of 406 when Sophocles dressed
his chorus in mourning for Euripides.®® Dramatists also travelled to the further East in the
fourth century to produce plays. As previously noted, Python produced his satyr drama Agen
in 324 either to Alexander’s troops at Susa or at a Dionysiac festival at Ecbatana. If Python’s
Agen was performed in Susa to Alexander’s troops, it would be an occasional piece, i.e.
performed as a solitary play outside of a competitive context. If it was produced at a
Dionysiac festival in Ecbatana, this would represent a challenge to Athens” dominance in
tragedy, with the possible appropriation by Alexander of many elements of the Athenian City
Dionysia.’® In addition, Python’s decision to present contemporary rather than past events
represents a development in the treatment of history in drama, which in the case of tragedy

and satyr drama was limited to the past.

9 Thus Ullman (1942) 30.

% Thus Hornblower (1982) 261, 335-6; cf. Euripides’ Archelaus.

% Vit. Eur. 2.

100 Cf. the dramatic competition held in Phoenicia by Alexander in 331 which featured contests in genres such as
dithyramb and tragedy (Plut. Alex. 29.1-6); this competition mirrored many aspects of the City Dionysia such as
the use of choregoi to fund tragedies and the inclusion of a jury.
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Some recurring themes of fourth-century tragedy

From how lovers react towards their family®* to how man can overcome the obstacles of
nature,'%2 from the importance of the truth over appearing good® to tyranny as the mother of
injustice,® the sentiments and themes present in the fragments of fourth-century tragedy are
as varied as the tragedians who composed them. Given the limitations of space, it is not
possible to explore every theme treated in the fragments.® Instead, priority has been given to
those subjects which occur most frequently and which are treated by at least two separate
poets. This is to ensure both that a theme is well attested among the fragments and that it is
not unique to a particular tragedian and thus indicative of their individual poetic style. These
themes have then been grouped under general subheadings, such as familial bonds or the
natural world, so that as many different aspects of these topics and as many fragments as
possible can be explored.%® We must, however, note that while the themes selected in this
section are prevalent in the fragments, we cannot use this data to conjecture that the same

topics were common in fourth-century tragedy.

Familial bonds
TPATOV HEv Y&p ol ToinTal Tous TuxdvTas pubous ammpibuouv, viv 8¢ epi OAiyas oikiag
ai kdAAoTal Tpaywidial ouvTiBevtal, olov Tept AAkpécova kai Oidiouv kai ‘Opéotny kai
MeAéaypov kai Ouéotnv kai TriAepov kai doois &AAois oupPéBnkev 1) Tabeiv Sewva f

Trolnoal.

101 Dicaeogenes fr. 1b TrGF.

102 Antiphon fr. 4 TrGF.

103 Astydamas Alcmeon fr. 1c TrGF.

104 Dionysius fr. 4 TrGF.

105 For a full treatment of the various subjects of fourth-century tragedy see Xanthakis-Karamanos (1980).
196 For example, the section on familial bonds examines the roles of mothers, fathers, and multi-generational
relationships. The same methodology has been used in compiling the stylistic features section.
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At first, the poets recounted any story to hand, but now the finest tragedies are centred around
a few houses, such as about Alcmeon and Oedipus and Orestes and Meleager and Thyestes and
Telephus and the others who happened to suffer terrible deeds or to inflict them.

Arist. Poet. 1453a 17-22

Family is very much at the heart of tragedy, with almost every fifth-century tragedy crucially
concerned with this theme in one way or another. It similarly has especial prominence in the
fragments of fourth-century tragedy, particularly parental relationships.'®” For mothers, this is
evidenced in maternal sacrifice. In Antiphon’s Andromache, Antiphon presents Andromache
sending her child away, content in the knowledge that he would grow up safe, but sacrificing
her own connection with him, knowing that he would be unaware of who she was and thus
that she would be unable to act as a mother towards him.1% In Carcinus’ Medea, Medea sends
away her children in the misguided hope that they will be safe from reprisals after she has
killed Glauce.'®® Both mothers almost certainly suffered emotional distress at being separated
from their offspring, though less so Medea since she presumably expected to see her sons
again. In addition, both mothers send their children away to escape an impending danger,
though this precaution is in vain since Glauce kills Medea’s children and Andromache’s son
may have also died, if Antiphon’s play followed the plot of Euripides’ Trojan Women.
Mothers were also mourners in fourth-century tragedy. The best surviving example is
the Muse in the pseudo-Euripidean Rhesus who delivers three speeches at the end of this play

when mourning her son Rhesus. In the first (890-903), she announces her arrival in the

107 several fragments contain philosophical sentiments about the relationship between parents and their children
including Dicaeogenes frr. 2, 4, 5 TrGF, Chaeremon frr. 33, 35 TrGF, Theodectas fr. 14 TrGF, Cleaenetus fr. 1
TrGF.

108 Arist. Eth. Eud. 1239a 35-8, Eth. Nic. 1159a 27-33 = fr. 1 TrGF. The child may have been Molossus (see
Simpson on Arist. Eth. Eud. 1239a 38), with the tragedy following Euripides’ Andromache, or Astyanax (Allan
(2000) 54), with the play largely corresponding to Euripides’ Trojan Women.

109 Arist. Rhet. 1400b 9-15 (= fr. 1g I); fr. 1h.5-6.

28



Trojan camp and her grief for Rhesus, and notes how she and Rhesus’ father Strymon tried to
prevent Rhesus from coming to Troy. In her second speech (906-49), the Muse curses
Diomedes, Odysseus, and Helen for their roles in Rhesus’ death, recounts the stories of
Thamyris and of Rhesus’ childhood, and denounces Athena, and in her third monologue
(962-82), the Muse announces what will happen to Rhesus after his death and how Thetis
will soon mourn for Achilles, a thought with which the Muse consoles herself. In addition to
Rhesus, Demeter’s grief is described in Carcinus fr. 5, as noted above, and in fr. B1 of the
Achilles of Sophocles 11, a character mourns the death of her or his son.*'° Since Philoctetes is
present at the end of the tragedy,*'! Achilles must have died in Sophocles’ play,'*? as
Philoctetes did not arrive in Troy until after Achilles had been killed by Paris;**® the speaker
of fr. B1 is thus most likely Thetis.1**

In all three instances, maternal grief is followed by a positive outcome. In Rhesus, the
title character will not suffer in the afterlife’'® and the Muse contents herself with the thought
that her grief is easier to bear than what Thetis will soon suffer.''® In Carcinus fr. 5, a cult of
Demeter and Persephone is established in Sicily, and Philoctetes arrives at the end of
Sophocles’ Achilles, alluding to his role in killing Paris.!!” In addition, in Rhesus and
Sophocles’ Achilles, the mourning mother stands out via her delivery, with the Muse
deploying lyrical metres forming a strophic pair when mourning her son and cursing

Odysseus, Diomedes, and Helen,**® and with Thetis using similar metres along with musical

10 {51 ot (‘ah me’, fr. B1.2 West); ico mémon (‘alas’, ibid. 4); wats (‘child’, ibid. 10). Although separated by 2
lines from ico wémor (musical notation is found every other line), the lamentation was still probably related to
the child (thus West (1999) 50).

11 TTowavTos vié (‘son of Poeas’, fr. A10 col. 2.4 West).

112 Thus West (1999) 44.

113 proc. Chrestomathia 212-13 = arg. Little Iliad GEF.

114 Thus West (1999) 44.

115 Rh. 962-73.

116 s&1ov B¢ évbos Tiis Balacoias 6eol | ofow (Rh. 974-5).

17 arg. Little lliad GEF.

118 Rh. 906-14.

29



accompaniment when expressing her grief; perhaps Thetis sang her lines as a dirge to indicate
her emotional state.

For fathers, the most prominent aspect of their portrayal in fourth-century tragedy is
similarly their sadness. In Carcinus’ Alope, Alope tries to conceal her rape by Poseidon from
her father Cercyon. Eventually, however, Cercyon discovers that Alope had been raped and
that Poseidon was responsible and, unable to cope with his inability to avenge his daughter’s
suffering, Cercyon took his own life.*® Cercyon’s decision to commit suicide diverges from
fifth-century tragedy in which he insults and Kills his daughter Alope as a result of her
rape.*?° This shift in characterisation alters the perception of Cercyon from a hostile father
figure to an emotional individual worthy of pity for his own anguish. By contrast, in
Astydamas’ Nauplius, Nauplius addresses the body of his son Palamedes, noting that
Palamedes’ death brings freedom from suffering.!?* Nauplius thus comforts himself with the
knowledge that his son’s suffering has ceased.'??

Fourth-century tragedy also presented families which contained a complex network of
interconnected relationships. In Astydamas’ Hector, there are multiple relationships between
parents and their children. In fr. 2, Hector is about to depart from Troy and bids Astyanax
farewell, removing his helmet to avoid frightening his son. This scene presents a relationship
between a father and his son and reworks the image of Hector as not just warrior-leader but a
more rounded fatherly figure. This presentation is also emphasised by the possible inclusion
of Andromache in the same scene, showing the family together as one unit for the final time.

Astydamas’ Hector may feature a second father-son relationship, with Priam*?® concerned at

119 Arist. Eth. Nic. 1150b 6-13 (= fr. 1c I); anon. ap. Arist. EN 1150b 6-13 = p. 437.2 Heylbut (= fr. 1c I1).
120 Cf, Eur. Alope frr. 109-11 TrGF (with Collard and Cropp (2008) 115-17); thus Xanthakis-Karamanos
(1979) 74.

121 By, 5 TrGF.

122 Cf. the maternal sacrifice of Andromache and Medea discussed above.

123 Thus Webster (1954) 306, Turner (1955a) 11.
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a prophecy he has heard from Helenus,'?*

perhaps predicting Hector’s death. Priam’s worries
for Hector correspond with the gentler presentation of fathers in fourth-century tragedy in
which they express more concern for their children than themselves.*?® The inclusion of
Priam in this play has the added effect of presenting Hector as a child himself, of Priam,
corresponding with Astydamas’ treatment of Hector as more than just a warrior. Finally, in ft.
1h fr. 3, one character urges another to remain in Troy if he is scared. These individuals may
be Hector and Deiphobus.*?® This would present Hector as a brother and expand Hector’s
familial network, emphasising the importance of the role of family in Astydamas’ Hector.
Dionysius” Ransoming of Hector similarly presents multiple familial relationships. No
fragments survive, but the plot can largely be reconstructed from Tzetzes’ Homerica,*?” since
a scholium to line 311 states that any differences between Tzetzes’ treatment of the
ransoming of Hector’s body from Achilles and the version found in the lliad can be attributed
to Dionysius. So Dionysius’ tragedy opened with Priam travelling to the Greek camp on
foot;'?® Andromache, Astyanax, and Laodamas may have accompanied Priam at this point or
have come onstage after his prologue speech. The Trojan party arrived at the Greek
encampment and were ushered into Achilles’ hut where Priam and Andromache made pleas
to Achilles to release Hector’s body.'?° Astyanax and Laodamas wept at the mention of their
father’3® and Achilles, moved by their tears, returned Hector’s body to Priam in exchange for

gold and silver.'®! Dionysius’ tragedy would have ended with Hector’s corpse being taken

back to Troy in preparation for his funeral.

124 Fr, 1h fr. 1 col. 2.6-8 TrGF.

125 Priam’s concern for Hector is also seen in Tr. adesp. fr. 649.1-5 TrGF.
126 Thus Turner (1955a) 11, Xanthakis-Karamanos (1981) 219.

127 Homerica 295-400.

128 5 Tzetz. Homerica 311 = fr. 2b TrGF.

129 Tzetz. Homerica 320-59.

130 |bid. 360-79.

131 |bid. 389-400.
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In Dionysius’ play, Hector is again presented as father figure, emphasised by the
presence of Astyanax and Laodamas. Both sons weep at seeing the corpse of their father,
emphasising the significance of the relationship between Hector and his sons, namely that
they are without Hector to protect them as their father. Their presence alludes to their roles in
the Trojan household as simultaneously the future of the royal line and its conclusion. The
inclusion of Priam shows, as with Astydamas’ Hector, that Hector is not merely a fallen,
powerful warrior, but is also Priam’s son, with Hector making the ultimate sacrifice on behalf
of his father; this also softens the characterisation of Hector from fallen warrior to slain
family member. Finally, the presence of Andromache shows Hector to be a husband, with
Hector’s role as the protector of his family brought to the fore along with the consequences of
his death, namely the impending demise of his children and Andromache’s servitude.

The importance of the theme of family in fourth-century tragedy can also be
evidenced via a counter-example, Hector in the pseudo-Euripidean Rhesus. In this play,
Hector is presented as arrogant, over-confident, and reckless, intending to attack the Greek
encampment without a clear plan of action, initially dismissing the messenger without
hearing his news, and berating Rhesus for his late arrival.**> Much of Hector’s
characterisation in this play results from the advantageous position in which he finds himself,
having forced the Greek army into retreat. Nonetheless, the almost complete absence of
Hector’s familial bonds in Rhesus may also account for the differing presentations of Hector
in this play and in Astydamas’ Hector and Dionysius’ Ransoming of Hector. Whereas Hector
was part of a wider family network in Astydamas’ and Dionysius’ tragedies and thus depicted
in @ much more rounded manner, in Rhesus, he almost entirely lacks these family connections

and so displays negative characteristics such as those mentioned above. Admittedly, Rhesus

132 Rh. 1004, 266-70, 393-421.
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features Paris,'3 but any interaction between him and Hector is prevented by Athena in the
guise of Aphrodite, meaning that any possibility of tempering Hector’s characterisation by

showing him in a familial context is denied.

Women

Given the prevalence of women in many of the fragments and testimonia for fourth-century
tragedy and given the scholarly interest in women in general in tragedy, we will consider
more widely their role in fourth-century tragedy. In addition to being mothers, we also see
several women as wives. In Dionysius’ The Ransoming of Hector, Andromache pleaded with
Achilles to release her husband’s body and in Astydamas’ Hector, she may have urged
Hector to remain in Troy if he fears fighting, concerned for Hector’s safety, especially given
his doubts about his own abilities.’** Dionysius’ Andromache is so devoted to her husband
Hector that she accompanies Priam on his journey to Achilles’ hut and makes her own
emotional plea to Achilles to release Hector’s body. Such loyalty and devotion to one’s
husband is contrasted by the actions of Jason’s fiancée Glauce in Carcinus’ Medea. In this
play, Glauce was murdered by his ex-wife Medea and Glauce killed the sons of Jason and
Medea.?*® Glauce’s decision to kill Medea’s children diverges from Carcinus’ tragic
predecessors. In Euripides’ Medea, Jason’s fiancée, unnamed by Euripides, is merely a victim
of Medea’s plotting, accepting the murderous gifts without scepticism and suffering as a
result. In Carcinus’ play, Glauce is presented as a disloyal fiancée, killing Medea’s sons at an
opportune moment. This transforms Glauce from a helpless, nameless, innocent figure in

Euripides’ Medea to an opportunistic killer in Carcinus’ play, whose death at Medea’s hands

133 Although Aeneas is distantly related to Hector via grandmother Themiste, only direct family relations are
considered here.

134 Fr. 1h fr. 3.2-3 TrGF.

1355 Arist. Rhet. 1400b 10 Rabe (= fr. 1g 1) with West (2007) 6-7. Although Glauce is only Jason’s fiancée, she
is nonetheless treated here given that Jason intended to marry Glauce, with only her death preventing him from
doing so.
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serves as an inadvertent punishment. This alteration of Glauce also ensures that Jason suffers
not just because of the actions of Medea, but from his fiancée killing his sons.

Women were also presented independent of their roles as mothers or wives. Carcinus
Semele fr. 3 notes that it is not necessary to say anything bad about women, since the word
yuvr is indicative of negative qualities. In Theodectas’ Alcmeon fr. 1a, a character states that
there is a well-established maxim that nothing is more wretched than the nature of a woman
and Theodectas fr. 13 argues that when a man marries a woman, he brings into his household
the woman and a force, either for good or for evil. Finally, in Theodectas fr. 10, the speaker
describes how a woman has slandered him and how, after speaking to her husband, both she
and her husband are hostile to the speaker. Chaeremon, however, focuses on the physical
attractiveness of women. Alphesiboia fr. 1 describes various aspects of a woman’s beauty, in
particular her gleaming white skin, her blushing as a result of modesty, and her wind-tossed
hair, which is compared to the curls on the hair of a wax-covered statue. Chaeremon Oeneus
fr. 14 recounts the movements of girls, often assumed to be Maenads,'% in a meadow. One
girl has her cloak open, revealing her breasts, another dances around naked, and a third
embraces the neck of a fourth girl. The beauty of all four women, particularly their
complexions, is praised by Chaeremon in a sensual description of their actions, and they lie
on the ground, exhausted after their dance. The limitation of such a treatment of women to
Chaeremon, however, suggests that this may be more indicative of his style rather than of

fourth-century tragedy as a whole.

The natural world

In many respects, the fragments of fourth-century tragedy use the natural world in much the

same way as fifth-century tragedy. Invocation of natural phenomena, for example, occurs in

136 Thus TrGF 1 p. 221, Bremmer (2004) 564.
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tragedies from both periods.**” Carcinus’ Semele opens with an address to nights.**® This
suggests that the speaker is in distress, turning to the natural world for help. *° In
Dicaeogenes fr. 6, the sun is invoked, perhaps for similar reasons, and in Theodectas fr. 10, a
character calls out to the sun, asking whether it has ever seen another individual in such great
turmoil. The pathetic fallacy similarly retained its importance, used, as already noted, in
Carcinus fr. 5, where Demeter’s grief for abducted Persephone is reflected by the land itself
in Sicily.140

Nonetheless, subtle differences exist in the use of nature in fifth- and fourth-century
tragedy. Chaeremon uses flowers in his fragments as part of descriptions. In Dionysus fr. 7,
he describes heliktoi garlands comprising ivy and narcissus, in Thyestes fr. 8, he depicts roses
shining forth among white lilies, and in Odysseus fr. 13, Chaeremon records how some
women wore roses in their hair. In Oeneus fr. 14, Chaeremon tells of a group of women
falling onto caramint and plucking the petals of crocuses and violets. Chaeremon’s reference
to specific species of flowers differs from fifth-century tragedy in which flowers were rarely
mentioned.'*! This divergence may partially be explained by Chaeremon’s style in which he
favoured lavish descriptions of women and nature, the flowers perhaps emphasising the
sensual nature of his verses, but the use of flowers in these fragments may also be part of a
growing poetic tradition surrounding nature which culminated in the bucolic poetry of
Theocritus among others.

Fourth-century tragedy also used the natural world as a setting, as in Carcinus fr. 5,

discussed above. Chaeremon fr. 17 comes from a lengthy account, perhaps a messenger

137 Cf. Soph. Phil. 936-9.

18 Fr, 2 TrGF.

139 Cf. Eur. Andromeda fr. 114 TrGF; Eur. Phoen. 3-4 (with Haslam (1975) 149-66); Accius Phoenician
Women fr. 585-8 Warmington (with Warmington (1936) 525); Men. Misoumenos 1-5.

140 Cf. Eur. Bacch. 114, Hel. 1323-6 with Larson (2001) 45.

141 Narcissus is mentioned just once in fifth-century tragedy (Soph. OC 683); roses twice (Eur. Hel. 245, Med.
841); the crocus five times (Aesch. Ag. 239, Eur. Hec. 471, lon 889, Autolycus fr. 282.12 TrGF, Soph. OC 685).
Lilies, caramint, and marjoram are not found in fifth-century tragedy.
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speech, in which the speaker describes how they and others passed an enclosure and crossed a
river. In Chaeremon Oeneus fr. 14, as already noted, the actions of several maidens in a
meadow are described. Here, the idyllic countryside, emphasised by the meadow, strengthens
the relaxed nature of the maidens and the idealised nature of the setting and the many flowers
of the meadow complement the radiant beauty of the women. There are also two fourth-
century tragedies either set entirely in a rural environment or which presented rural pursuits.
Antiphon’s Meleager treated Meleager’s hunt for and successful capture of the Calydonian
boar and its aftermath, including the death of Meleager himself.*? Its sole surviving fragment
indicates that Meleager’s actions in hunting the boar were perceived positively, his success
associated with &petr and recounted beyond Calydon.*® Dionysius’ Adonis also had a rural
setting, given mention of a cave in fr. 1 and the possible use of the demonstrative pronoun
T6vd’ in relation to it.24* The description of the hooves and the discharge of the boar as spoils
indicates that the boar has been successfully killed, with fr. 1 coming from a high-point in
Dionysius’ tragedy. Hence Dionysius’ Adonis almost certainly presented the title character
hunting a boar, the tragedy culminating in Adonis’ death.!*® Both plays celebrate the virtue
and renown of good huntsmen. Moreover, the successful killing of a boar comes from the
highpoint of their respective tragedies, with Adonis surveying the remains of his kill and

Meleager’s renown celebrated far and wide.

142 Thus Hall (2007) 276. Sosiphanes also produced a Meleager, which may have also dealt with the aftermath
of the hunt for the boar (Grossardt (2001) 98) or the blossoming relationship between Meleager and Atalanta
(Kotlinska-Toma (2014) 59).

143 ol G5 kTAVwol Bfip’, 8Teos B¢ ndpTupes | ApeTis YévawvTal MeAedypeot pds EAN&Sa (‘not so that
they can kill the beast, but so that they can become witnesses to Greece of Meleager’s virtue’, fr. 2 TrGF).

144 yupecov Umd oAy ya 1Tévd’t avtdoTeyov | claypov ikRéAeiov Telbnpovt kuoty, | dTAds T
amapxas akpobividlopan (‘within fthis heret grotto of the nymphs with its natural roof I take for myself as
first spoils the discharge of the boar feasy to huntt with dogs and its hooves’).

145 Thus Robertson (1982) 328, Reed (1996) 381-2; cf. Apollod. Bibl. 3.14.4.
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Some stylistic features of fourth-century tragedy

Just as with the previous section on some of the recurring themes of fourth-century tragedy,
so too do the fragments display certain stylistic features worthy of discussion. As before, the
limitations of space mean that it is not possible to discuss every stylistic feature and instead
priority is given to those aspects which occur most frequently and which are found in the
fragments of more than one poet. This is to ensure that a stylistic feature is well attested and
that it is not unique to a particular poet and thus indicative of their style. The stylistic features
have then been grouped under general subheadings to ensure that as wide an array of
fragments and poets as possible can be discussed. We must, however, issue two caveats
before exploring these stylistic features. Firstly, while the features selected in this section are
prevalent in the fragments, we cannot conclude that they were common throughout fourth-
century tragedy. In addition, many of the features selected for discussion, such as
mythological changes and the chorus, were also prevalent in fifth-century tragedy and so we
also cannot conclude that the features in this section are unique to fourth-century tragedy,

only that they are prevalent among the surviving fragments.

Mythological changes

One of the most frequent ways in which fourth-century tragedy engaged with mythology was
through the novel adaptation of myths, such as those which dealt with material from Homeric
epic. The best surviving example of such a change is the pseudo-Euripidean Rhesus, which
presents the Doloneia from a Trojan perspective; this contrasts with the version found in the
Iliad which mainly, but not entirely, treats this episode from a Greek perspective. This has a
significant impact on the treatment of the characters with this episode, with Hector, for
example, developed far more than in book 10. Whereas in the Iliad Hector’s role is limited to

assigning Dolon to spy on the Greek encampment and swearing an oath to give him Achilles’
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horses as a prize,'4®

in Rhesus, Hector is one of the central characters, planning a Trojan
attack on the retreating Greek camp, dispatching Dolon to discover the plans of the Greek
army, receiving Rhesus and berating him for his late arrival, and dealing with the Thracian
charioteer after Rhesus’ death.*” This allows the audience an insight into an aspect of the
Doloneia left untreated by Homer, namely Hector’s actions at the height of Trojan success in
the war. A similar change can also be seen in the characterisation of Dolon, who, in the Iliad,
undertakes spying duties only for the reward of Achilles’ horses, carelessly runs into
Odysseus and Diomedes, initially believing them to be Trojan allies, and who suffers a
tortuous death after informing Odysseus and Diomedes of the affairs of the Trojan camp.®
By contrast, Dolon is presented far more favourably in Rhesus, bargaining with Hector over
his reward for spying on the Greeks and with his death compressed and the information he
gave to Odysseus and Diomedes reduced to only the watchword, a dramatic necessity to
allow Odysseus and Diomedes to escape the Trojans unscathed.!4®

Rhesus has additional characters to furnish the Trojan camp, notably Aeneas and
Paris. Aeneas persuades Hector to abandon his plans to attack the Greek encampment
immediately on seeing the watch fires and instead to send a spy to discover their plans, thus
allowing the army to rest*>® and Paris attempts to warn Hector about Odysseus and Diomedes
spying on the Trojans, only prevented from doing so by Athena in the guise of Aphrodite.!
Both figures allow for the presentation of an expanded Trojan encampment as required by the

poet’s decision to present the episode via the Trojans. Moreover, as with the positive

treatment of Dolon, Aeneas and Paris are presented more favourably, Aeneas’ disputes with

14611, 10.299-332.

147 Rh. 100-4, 149-94, 388-526, 808-88.
14811, 10. 3207, 350, 372-465.

149 Rh. 164-94, 573.

150 Rh. 105-30.

151 Rh. 641-64.
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the house of Priam being entirely omitted from Rhesus®®?

and Paris serving a useful purpose
in trying to protect Hector. So too are Rhesus and the Muse additions by the poet. Although
Rhesus is mentioned in book 10, this is limited to a passing reference to his late arrival and a
description of him sleeping in the centre of the Thracian camp.>® Rhesus is, however, far
more developed in Rhesus, featuring as a character in his own right who defends himself
against Hector’s charges that he has delayed his arrival until he can be sure of Hector’s
success. '™ Rhesus’ role in the Trojan war also diverges from the lliad, with Athena stating
that he would become invulnerable should he be alive the following morning,** a detail not
found in the Iliad. The presence of Rhesus also means that the poet can include Rhesus’
mother, the Muse, to mourn for her son, innovatively placing the Muse in the role of the dea
ex machina and thus elevating her grief to the end point of the play.*®

The focus on the Trojans in Rhesus also impacts on the treatment of the Greeks. The
watchfires, for example, that are part of the Trojan camp in the Iliad®®’ are assigned to the
Greek army instead, used to show the fear among the Greeks.!*® Similarly, Odysseus’ and
Diomedes’ roles in the Doloneia are altered by this changing perspective. As already
mentioned, their killing of Dolon is compressed in comparison to the Iliad, but Odysseus and
Diomedes also choose to try to kill Hector.*>® This is a change from the lliad in which Rhesus
is their intended victim*®® and perhaps shows the panic among the Greeks, with both trying

desperately to kill Hector and thus bring relief to the Greeks who are surrounded in their

encampment. This desperation is also reflected in the role of Athena, who is required to direct

152 ]|, 13.459-61, Liapis (2012) .
1811, 10.434-5, 474.

154 Rh. 422-53.

155 Rh. 600-5.

156 Thus Liapis (2012) lii.

15711, 10.12-13.

158 Rh. 41.

159 Rh. 575-6.

160 1], 10.462-76, Liapis (2012) xvii.
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Odysseus and Diomedes to kill Rhesus rather than Hector.'®* Moreover, as already
mentioned, Athena prevents Paris from warning Hector about the presence of Odysseus and

Diomedes in the vicinity,62

adopting the disguise of Aphrodite to do so; this undermines
Athena, since she takes the form of Aphrodite, an unwarlike goddess.'®® By contrast, in the
Iliad, Athena’s sole action is the dispatch of a heron to indicate her support for Odysseus and
Diomedes. %4

In Astydamas’ Hector, the Trojan War is similarly presented from a Trojan
perspective with the action set in Troy itself.*% Fr. 2 comes from a scene in which Hector
removed his helmet to avoid frightening Astyanax and then bid his son farewell.1®® Other
scenes include one in which a character (possibly Priam)®’ is concerned at a prophecy of
Helenus, 8 another in which one character (perhaps Deiphobus) urges another (presumably
Hector)'®® to remain in Troy if they are frightened,'’® and a report of the duel between Hector
and Achilles, presumably in a messenger speech to Priam.1* There is also extended dialogue
in fr. 1i between a character whose name is unknown (perhaps a messenger) and Hector in
which Hector is informed of a Greek attack on Troy and orders the messenger to fetch his
arms from his house. At the same time, Hector berates the messenger for causing panic, and
admits that he fears he will be unable to live up to the Trojans’ impression of him.

The inclusion of Hector’s departure in book 6 of the Iliad (fr. 2) alongside scenes

which come from lliad 22 demonstrates that Astydamas was comfortable in adapting the

161 Rh. 595-607; cf. Pind. fr. 262 Snell-Maehler in which Athena similarly directs Diomedes and Odysseus to
kill Rhesus.

162 Rh. 642-67.

183 Thus Liapis (2012) lii; cf. 1l. 5.311-431.

16411, 10.274-5.

165 Tragedies set in Troy are also found in the fifth century, e.g. Sophocles’ Troilus, Euripides’ Alexandros, Coo
(2011).

166 Cf. Hom. Il. 6.414-96.

167 Thus Webster (1954) 306, Turner (1955a) 11.

168 Fr, 1h fr. 1 col. 2.6-8 TrGF.

169 Thus Turner (1955a) 11, Xanthakis-Karamanos (1981) 219.

10 Fr. 1h fr. 3.2-3 TrGF.

L Fr, 2a TrGF; thus Xanthakis-Karamanos (1981) 219, Kannicht (1991) 288.
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Homeric material to suit the needs of his plot.’2 This also lends Hector’s departure greater
poignancy, as Hector’s final farewell to his family. Astydamas’ presentation of Hector is
similarly novel, showing him to be a brave warrior, who at the same time has his own flaws,
namely a lack of self-confidence. Finally, Astydamas’ treatment of the duel between Hector
and Achilles in fr. 2a differs from that found in the Iliad. In Astydamas’ play, Hector
launches the first spear attack rather than Achilles and Achilles is described as cowering
behind his shield as a result rather than Hector. Heroisation of Hector is to be expected since
the account of the duel is being presented to a Trojan audience, but it nonetheless sharply
contrasts with Homeric epic, with Astydamas giving Hector the heroic treatment afforded to
Achilles in the lliad and presenting Achilles as the more cowardly figure, hiding from Hector.
Material from the Iliad is also treated in Dionysius’ The Ransoming of Hector, in
which Dionysius makes one fundamental change to this episode in Homer, the inclusion of
women. In the Iliad, the ransoming of Hector’s body is a male-dominated affair, with the
negotiations taking place between Priam and Achilles with the body of Hector nearby in the
hut, and with women only featuring when Hector’s body is returned to Troy.'”® This episode
is thus presented in a masculine context in the Iliad, with male-based relationships, namely
between the father Priam and his son Hector and between the ruler of Troy, Priam, and the
leader of the Myrmidons, Achilles. Dionysius’ inclusion of women and children in the
ransoming itself fundamentally changes the nature of this episode.!’* This alteration ensures
that Hector is not only presented as a fallen warrior and the son of Priam, but as a husband to
Andromache and as a father to Astyanax and Laodamas. This provides a more rounded

impression of Hector, characterising him not only in terms of his role in the Trojan war, but

172 Fr, 1h corresponds with 1. 22.33-76, fr. 1i comes from II. 22.1-4, 97-130, and fr. 2a corresponds with I1.
22.273-91.

173 Admittedly, slave girls feature in Hom. 1l. 24.643-9, setting up the beds in Achilles’ hut; they do not,
however, talk or have a role in the discussion between Achilles and Priam over the body of Hector.

174 Cf. the possible presence of Briseis in Aesch. Phrygians/The Ransoming of Hector fr. 267 TrGF (with
Sommerstein (2009) 269).
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also in relation to his position in the Trojan royal family. This, in turn, corresponds with a
similarly fuller portrayal of Hector in Astydamas’ Hector.

Other mythological traditions including Medea were similarly adapted by fourth-
century tragedians. Antiphon’s Jason is the least secure fourth-century tragedy about Medea,
with its sole surviving fragment possibly wrongly attributed to Antiphon, coming instead
from a comedy entitled Jason by Antiphanes, perhaps a variant title of his Medea.'’ If
Antiphon did write a Jason, however, this play may have presented an episode involving
Medea from Jason’s perspective, a divergence from fifth-century tragedy in which it was
Medea or both Jason and Medea who were the focus of tragedies featuring both her and
Jason. Carcinus’ decision in Medea to depict Medea sending her children to safety
corresponds with versions in which Medea sought sanctuary for her children.*’® In all of these
instances, Medea’s sons reach safety, but nonetheless suffer despite Medea’s best efforts to
protect them. Carcinus’ designation of the killer of Medea’s sons as someone other than
Medea also corresponds with other versions of the myth. Carcinus thus explicitly aligns his
tragedy with established mythological traditions, but diverges from Euripides’ and
Neophron’s Medea plays in which Medea is responsible for killing her children.t’” In
addition, Glauce’s decision to kill Medea’s children in Carcinus’ Medea is novel, meaning
that Medea’s plot to murder her becomes a punishment for Glauce’s actions, albeit
inadvertently.

Fourth-century tragedy also focused on presenting myths hitherto unexplored on the
tragic stage. Admittedly, caution must be exercised in declaring a tragedy to be the first

presentation of a myth given that this is always an argumentum ex silentio, but nonetheless,

175 Thus Meineke (1839) 316.

176 Cf. Creophylus FGrHist 417 F 3, = Eur. Med. 9 Schwartz; this tradition is alluded to in Eur. Med. 1238-41,
1301-5, 1380-1.

177 Cf. Neophron Medea fr. 2 TrGF, though Medea is hesitant in these lines about killing her sons, telling them
to get out of her sight (Traides, ékTtds dupdTeov | améAdet’, fr. 2.10-11 TrGF).

42



there are several examples such as Chaeremon’s Achilles Killing Thersites and Dionysius’
Adonis.’® Admittedly, Chaeremon’s Achilles Killing Thersites sources its plot from a well-
tapped reserve of myths, cyclic epic, but it is the only tragedy known to have presented
Achilles killing Thersites. Such plays are, however, simply an extension of the tradition of
adapting myths in novel ways, arising from a desire not simply to rework material already
treated in fifth-century tragedy to provide a new perspective, but to go much further, to
present stories not seen on the tragic stage. This, and the tendency to adapt myths already
used in fifth-century tragedy, may result from pressures arising from the status of fifth-
century tragedy.'”® With reperformances of old tragedies at the City Dionysia from 386
onward*®® and with the elevation of Aeschylus, Sophocles, and Euripides to poetic greats,
there would have been considerable pressure on fourth-century tragedians to produce plays as
inventive as those written by fifth-century tragic poets or to present myths hitherto untreated
to avoid unfavourable comparison with their fifth-century predecessors.'® So the treatment of
mythology in fourth-century tragedy may be caused by and reveal underlying anxieties

among fourth-century tragedians to not be seen as inferior to those of the fifth century.

Philosophers as tragedians

The high proportion of philosophical sentiments surviving from fourth-century tragedy may
suggest that this period of Greek drama was particularly philosophical in nature. Yet, such a
conclusion does not take into account the selection bias of the fragments, with over a third

(sixty-five fragments) quoted by Stobaeus. During the fourth century, however, three

178 Admittedly, comedies entitled Adonis were produced in the fourth century by Araros, Antiphanes, Nicophon,
and Philiscus; whether these preceded Dionysius’ Adonis is unknown. Other plays which are the first to present
a particular myth include Astydamas’ Parthenopaeus and Theodectas’ Lynceus.

19 Thus Wallace (2013) 203.

180 1G 1122318.201-3.

181 Thus Wright (2016) 120.
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philosophers, all Cynics, are said to have written tragedies:'8? Diogenes of Sinope, Crates of
Thebes, '8 and Philiscus of Aegina.'® Little is known about the tragedies of Crates and
Philiscus, with only one tragic fragment surviving for each of these philosophers. Seven plays
are, however, attested for Diogenes. In his Thyestes, Diogenes treated the title character’s

unwitting consumption of his sons, justifying this with Anaxagorean physics,'8

specifically
that each substance contains particles of every other substance and does not have an inherent
moral value, thus removing any blame from Thyestes for eating his sons and from Atreus for
killing them and serving them to Thyestes. A similar argument is found in Diogenes’ Oedipus
to justify the incestuous relationship between Oedipus and his mother Jocasta.®® Finally,
Diogenes’ Medea may have presented the title character training weak men to become
stronger, connecting this allegorically with the story of Pelias, whom Medea offered to
rejuvenate before refusing to do so. Medea’s efforts were intended to convey the Cynic virtue
of asceticism, in which a life full of toil and hard work was viewed as better than one spent
enjoying luxuries.*®’

The adaptation of the above three myths either contrary to previous traditions or for
use as allegories and the overtly philosophical nature of Diogenes’ presentation of these
myths suggest that Diogenes’ plays were different in nature to other tragedies. Diogenes’

tragedies may conceivably have followed a similar structure to those of any other tragedian,

but prioritised didacticism. Although tragedy in general may equally be considered didactic,

182 Several philosophers are also attested to have written tragedies in the fifth century including Plato (Diog.
Laert. 3.5, Ael. VH 2.30), Hippias (PIl. Hp. mi. 368c), and Empedocles (Arist. On Poets fr. 70 Gigon, Neanthes
Empedocles FGrHist 84 F 27, Diog. Laert. 8.57, 77 with Marti (1947) 1). Empedocles is, however, most likely
assigned tragedies through confusion with his homonymous grandson who is attested to have been a tragedian
(Su. € 1001 Adler with Chitwood (1986) 180, Pressler (2004) 947).

183 Diog. Laert. 6.98, though SH p. 171 is rightly sceptical of Crates being a tragedian, with his surviving
fragments adaptations of tragic verses attributed to other poets.

184 Satyrus FHG 111 164 F 17, Diog. Laert. 6.73, 80, Jul. Or. 6.210c, 211d, 7.186c.

18 Diog. Laert. 6.73 (= fr. 1d TrGF), Philod. De stoic. 14.29 (= fr. 1 TrGF); thus Gomperz (1878) 255, Déring
(1993) 341.

186 philod. De stoic. 14.29 (= fr. 1f TrGF).

187 Stob. 3.29.92 (= fr. 1e TrGF); thus Dudley (1937) 33, Marti (1947) 6.
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showing, for example, the consequences of a person’s actions or character flaws, didacticism
was not the principal aim of other tragedies whereas the primary purpose of Diogenes’ plays
was conveying Cynic doctrines. In turn, Diogenes treated the integrity of mythological stories
was treated as a secondary concern, with myths either adapted as illustrative examples of
philosophical beliefs or serving as allegories. This means that the ethical implications of
myths could be adapted contrary to previous traditions. The performance context of
Diogenes’ tragedies is equally important to consider. Given the nature of the content of his
plays, it is unlikely that an archon would have selected Diogenes to stage his tragedies at a
dramatic festival. Instead, since Cynic philosophers gathered in small groups to spread their
philosophical ideals, perhaps his tragedies were produced in this context, possibly read
aloud.'® The separation of Diogenes’ tragedies from a competitive context such as the City
Dionysia may thus explain the laxity with which he treated the mythological tradition.
Without a jury to appeal to and free from the constraints of dramatic competitions, Diogenes
would have been able to adapt mythological stories to suit his own agenda.

Heraclides of Pontus is also attested to have written tragedies and to have put the
name of Thespis on them.!8 Heraclides’ status as a tragic poet should, however, be doubted,
since the accusations of Heraclides forging tragedies by Thespis are included by Diogenes
Laertius alongside similar stories about Heraclides without concern for their accuracy. In
addition, Heraclides may have mistakenly quoted lines he believed were by Thespis in his
treatise On the Tragic Poets only for these verses to later be revealed to be spurious and

Heraclides accused of forging them.'®® So with no evidence for philosophers as tragedians

188 Diog. Laert. 6.75; thus Meineke, Gomperz (1878) 255.

189 Aristoxenus On the Tragic Poets fr. 114 Wehrli = Diog. Laert. 5.92. The attribution of tragedies to
philosophers is first witnessed in the fifth century; cf. Plato (Diog. Laert. 3.5, Ael. VH 2.30), Empedocles (Arist.
On Poets fr. 70 Gigon, Diog. Laert. 8.57, 77). This trend continued in the third century; cf. Timon of Phlius
(Diog. Laert. 9.109-10, 113), Marti (1947) 8.

190 Heraclides made a similar error in quoting Sophocles’ Parthenopaeus, a tragedy forged by Dionysius the
Renegade and treated by Heraclides as a genuine play of Sophocles (Diog. Laert. 5.92).
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beyond Cynics, it may well be the case that philosophical tragedy was a uniquely Cynic

subgenre in the fourth century at least.

Oratorical features of fourth-century tragedy
ol HEv yap apxaiol TOMTIKES emoiouv AéyovTas, ol 8¢ viv P TOpPIKES
The old poets made their characters speak like statesmen, but those poets nowadays have them

talking like rhetoricians

Arist. Poet. 1450b 7-8

In the fourth century, several tragic poets were associated with oratory. Astydamas Il was a
pupil of Isocrates!® and Aphareus, the adopted son of Isocrates, delivered speeches in the
assembly and in the courtroom?*®? on his own behalf!®® and that of his adoptive father.'%*
Theodectas was also a pupil of Isocrates'®® and wrote speeches,*% taught oratory,®” and
theorised about rhetoric in his Art of Rhetoric.'®® Aphareus and Theodectas are particularly
important figures in considering the connection between oratory and fourth-century tragedy
since they were active as orators at the same time as producing plays. Aphareus delivered a
speech on behalf of Isocrates in 354/3 in an antidosis case brought by Megaclides when
Isocrates was too ill to attend court.® This speech is thus in the middle of Aphareus’ tragic

career, spanning from at least 369/8 to 342/1.2%° Similarly, Theodectas delivered his speech

191 Su. o 4264 Adler with Capps (1900) 44.

192 [Plut.] Vit. X Orat. 839¢ = FGE 51-2.

198 E.g. Aphareus’ speech against Theophemus, in which Aphareus rejected Theophemus’ accusations that he
had handed over the trierarchy to Theophemus with this office in arrears ([Dem.] 47.31-2).

194 [Plut.] Vit. X Orat. 839c.

1955y, 6 138, 1653 Adler.

19 Arist. Rhet. 1399a 1-4, 8-10, Su. 6 138 Adler.

197 Phot. Bibl. 176.120hb.35.

198 Su. 6 138 Adler.

199 [Plut.] Vit. X Orat. 839c.

200 Aphareus’ first victory at the City Dionysia must have occurred shortly after 369 (pace Webster (1954) 303,
TrGF 1 p. 238), if the name of the poet listed immediately after Aphareus in 1G 1122325 col. 111.13 is restored as
Amymon (thus TrGF 1 p. 29, 239, Wilson (1997) 178, (2000) 373), a tragedian possibly victorious in the City
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entitled Nomos in or soon after 357, given that it mentioned Charidemus’ Athenian
citizenship, an honour granted to the foreign mercenary in this year.?%* As with Aphareus,
Theodectas’ speech was delivered during his career as a tragic poet, which was under way
between 372 and 360, the date of his first victory at the City Dionysia, and continued at least
until 353, Theodectas’ last securely datable play, Mausolus.

The fact that Theodectas and Aphareus were practising simultaneously as dramatists
and as orators leads us to expect oratory to have influenced their plays. Evidence for the
incorporation of rhetorical motifs into their tragedies is, however, attested only for
Theodectas.?%? In Ajax, Odysseus claimed that he was braver than Ajax (and thus presumably
worthier of the arms of Achilles than Ajax)?*® and Ajax in turn alleges that Diomedes
selected Odysseus for the night-time raid on Troy not so that Odysseus could gain any
renown, but because he was inferior to Diomedes, thus allowing Diomedes the greater share
of honour.?%* Odysseus’ attack on Ajax’s bravery and Ajax’s use of the raid on Troy to
diminish Odysseus’ standing are both rhetorical devices, specifically the denigration of one’s
opponent. The sole surviving fragment from Theodectas’ Helen sees the title character
deliver a defence speech against being enslaved,?® in which she emphasises her divine
lineage and employs a rhetorical question, asking who would think it appropriate to refer to
her as a slave given her divine ancestry. Helen thus subtly alters the focus of her defence
speech, revolving it around the issue of being called a slave rather than becoming one,

allowing her to demonstrate how ludicrous being referred to as a slave would be and thus by

Dionysia around the same time (SEG XXII1 103b.4 with Wilson (1997) 174). Aphareus competed as late as 341
([Plut.] Vit. X Orat. 839c, IG 11 2319-23.11 with TrGF 1 p. 26).

201 Arist. Rhet. 1399b 1-4, with Trevett (1996) 375, hyp. Dem. 23; thus Parke (1928) 170.

202 The lack of discernibly rhetorical elements in Astydamas’ fragments does not preclude the influence of
rhetoric in his now-lost plays.

203 Rhet. 1400a 23-9 (= fr. 1a ll).

204 Arist. Rhet. 1399b 20-30 (= fr. 1a I).

205 Thus Xanthakis-Karamanos (1979) 75.
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extension how ridiculous it would be for her to be a slave. These examples thus show that
Theodectas’ rhetorical career influenced his plots and his style as a tragic poet.

Other tragic poets who were not orators also employed rhetorical techniques. In the
papyrus fragment from Carcinus’ Medea, Jason and Creon confront Medea over her murder
of Glauce and accuse her of also killing her own sons. Jason urges Medea to save herself
from punishment, arguing that if she truly has not killed their sons, then she should be able to
produce them. In response, Medea swears by the Scythian goddess that she has not killed the
children, but has sent them out of Corinth. Creon subsequently supports Jason’s accusations,
suggesting that Medea must have killed her children because she murdered Glauce, and in
reply to this, Medea confesses to killing Glauce, but reaffirms that she has not harmed her
own sons. Jason’s argument that Medea should produce her children to show that she has not
harmed them skilfully manoeuvres Medea into a position whereby if she shows Jason his
sons, he can gain possession of them and if she does not, there can be no logical conclusion
other than that she has killed her sons.?%® Jason thus appeals to Medea’s instinct to save
herself and gives the impression that Medea can easily counter accusations that she killed her
children by producing them. Creon’s argument corresponds with the wider rhetorical
technique of appropriating an opponent’s past actions to attack them, using Medea’s
confession of killing Glauce to justify accusing her of murdering her sons.?’” Hence although
some tragedians were orators, there is little difference in the incorporation of rhetorical

features between tragic poets who were orators and those who were not.

206 Frr, 1g 1, 1h.1-2.
207 Fr, 1h.8-10.

48



The chorus

The tragic chorus is variously believed to have diminished in importance in the fourth
century,?® with some scholars arguing that tragedy dispensed with it entirely,?% citing
Aristotle’s comments that the chorus had little role in the action of a play and its songs were
often replaced by éuBéAina in this period.?2? Several pieces of evidence, however, challenge
this assertion. In the pseudo-Euripidean Rhesus, for example, the chorus comprising Trojan
soldiers on lookout duty are fully integrated into the action, singing odes, alerting Hector to a
disturbance in the Greek camp,?!! and undertaking guard duties, almost killing Odysseus until
he reveals the watchword.?'? In fact, Rhesus indicates that the chorus not only continued to
feature in fourth-century tragedy, but that it could be treated in an innovative manner, with
the chorus instructing Hector to rally the troops before they delivered the news that the
Greeks were assembling round watchfires;?** a chorus of soldiers issuing commands to their
general is otherwise unparalleled in tragedy.?'* The fragments of fourth-century tragedy
similarly attest to the presence of the chorus. Several fourth-century tragedies have plural
titles, such as Dicacogenes’ Cyprians, Apollodorus’ Greeks, and Chaeremon’s Minyae; in
each case, the title indicates the presence of a chorus and their identity. Moreover, since these
tragedies are named after their choruses, it seems likely that in these instances as with
Rhesus, the chorus would have been an integral part of the action of each play. Finally,
Aristotle’s statement implicitly shows that choruses remained part of this genre during the

fourth century.

208 Hajgh (1889) 165, Goldhill (2007) 69.
209 Tarrant (1978) 222, Bacon (1995) 8-9.
210 poet. 1456a 25-32.

211 Rh. 41-51.

212 Rh. 675-92.

213 Rh. 25-33.

214 Thus Liapis on [Eur.] Rh. 1-51.
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Nonetheless, there is admittedly some evidence that could be taken with Aristotle’s
assertion that the chorus were reduced to singing éuBéAwua, namely markers such as XOPOY
MEAOZX, which are found on several papyri from fourth-century tragedies.?!> Among these is
Astydamas Hector fr. 1h fr. 1, which begins with several lacunose verses before the marker
XOPOY MEAOZ; following the choral ode, a character invokes Apollo, terrified at the
prophecy of Helenus.?!® The marker may have been there from the very first production of
this tragedy, with Astydamas inserting a choral song simply to provide a break between two
scenes in his Hector. Equally, however, the marker could have been inserted later by an actor
or copyist.2t

Thus, the chorus was not removed from fourth-century tragedy entirely, but continued

to have a role in this genre, albeit one that differed from poet to poet as in the fifth century.?®

Fourth-century tragedy in context

Comedy and tragedy
After the satirical treatment of prominent individuals, one of the most established forms of
humour in Old Comedy was the parody of tragedies and mockery of tragedians.?*® The
interaction between tragedy and comedy in Old Comedy is clearest in Aristophanes’

Thesmophoriazusae and Frogs. In Thesmophoriazusae, there is parody of a number of

215 30 too is the marker XOPOY found in New Comedy and in the manuscripts of Aristophanes’ Ecclesiazusae
and Plutus (see Hamilton (1991) 351-2); see Pacelli (2016) 37 for further examples of choral markers in the
fragments of post-classical tragedy.

216 Fr, 1h fr. 1. col. 2.6-9 TrGF; the galliambic metre of lines 6-7 means it is possible that the chorus deliver
these lines after their ode, further evidence for the incorporation of the chorus into the action in fourth-century
tragedy.

217 Taplin (2014) 148.

218 For instance, Arist. Poet. 1456a 25-32 states that Sophocles’ choruses were intimately involved in the action
of his plays, unlike those of Euripides; Aristotle also notes that Agathon replaced his choral odes with
¢uBSAa.

219 Cf. Ar. Ran. 73-87, Pax 8327, Vesp. 1498-1512.
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Euripidean plays including Telephus,??’ Andromeda,??* and Helen,??? and in Frogs, there is
ridicule of a number of stylistic traits of Aeschylean tragedy, such as its verbose nature,??3
and Euripidean tragedy, including the repetitive format of Euripides’ prologues.??* Although
mockery of famous individuals became a less prominent feature of comedy as the fourth
century progressed, the inclusion of tragedy and tragic poets nonetheless remained a mainstay
of Middle and New Comedy.

One method of engagement with fourth-century tragedy was quotation. Several
examples are found in quick succession in Menander’s Aspis. In this play, Daos comes on
stage, pretending to be grief-stricken and uttering lines by various fourth-century
tragedians,?? including Carcinus and Chaeremon;??® these lines highlight Daos’ supposed
emotional state. Menander’s decision to quote from Chaeremon and Carcinus indicates that
he thought their verses exemplified a stereotypical tragic style which was required at this
point in his Aspis. Moreover, in this part of Menander’s play, the tragic quotations remain
intact, the humour coming not at the expense of the tragic verses themselves, but rather from
Daos’ melodramatic delivery of them. This represents a sharp divergence from Old Comedy
in which lines from tragedy and plays themselves were subject to alteration to create humour.
Quotation from fourth-century tragedy is also found in Aristophanes’ Ecclesiazusae,
Nicostratus’ Pandrosus, and Eubulus.??” Little is known about Eubulus’ and Nicostratus’ use

of tragic verses other than that they featured in their comedies. By contrast, an accompanying

scholium to the first line of Aristophanes’ Ecclesiazusae shows that it was parody of

220 689-764.

2211016-1135.

222 855-919.

23927-47.

224 1198-1248; among the Euripidean prologues altered in this way are Eur. Stheneboia fr. 661.1-3, Hypsipyle
fr. 752, Phrixus fr. 819.1-2 TrGF.

225411-26.

2% Carcinus fr. 5a TrGF = 415-18; Chaeremon Achilles Killing Thersites fr. 2 TrGF = 411; Chaeremon fr. 42 =
425-6.

227 Ar. Eccl. 1 = Dicaeogenes fr. 6 TrGF; Nicostratus Pandrosus fr. 19.4 PCG = Chaeremon Achilles Killing
Thersites fr. 2 TrGF; Eubulus fr. 128 PCG = Chaeremon fr. 17 TrGF.
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Dicaeogenes fr. 6: o Aautpov duua toU TpoxnAdTtou 6eol (‘o dazzling light of the wheel-
drawn god’); Aristophanes replaced Dicacogenes’ 8e0U?2® with AUxvou. Here, Aristophanes
adopts Dicaeogenes’ tragic style in the opening line of his Ecclesiazusae, inserting AUxvou to
undercut its tragic overtones and thus provide the punch. Admittedly, Aristophanes’ parody
of Dicaeogenes fr. 6 differs from Menander’s use of fourth-century tragedy. This does not,
however, necessarily mean that Aristophanes was disdainful towards fourth-century tragedy,
his treatment of Dicaeogenes’ verse deriving from his origins as a poet of Old Comedy.

So too did fifth-century tragedy feature in fourth-century comedy. In Menander’s
Aspis, for example, alongside quotations from Carcinus and Chaeremon are verses from
Aeschylean and Euripidean tragedy.??® These quotations also emphasise Daos’ ostensibly
grief-stricken mood and create humour through the manner of their delivery. A similar use of
fifth-century tragedy to emphasise a character’s mood is found in Menander’s Sicyonioi.?*° In
lines 169-271 of this play, Eleusinios tells Smikrines about what happened when he arrived
in the town. While doing so, Eleusinios delivers his news in a manner reminiscent of a
messenger in tragedy and quotes several lines from Euripides’ Orestes.?*! Once again, the
quotations from Orestes enhance the serious nature of Eleusinios’ speech and encourage us to
compare the debate he describes with the debate in Argos described in Euripides’ very
popular play. Both plays show that Menander at least viewed fifth-century tragedy no

differently to its fourth-century counterpart.?

228 Owed to Westphal (1919) 15.

22941213 = Aesch. Niobe fr. 154a.15-16 TrGF; 407 = Eur. Stheneboia fr. 661 TrGF.

230 Other instances of the quotation or paraphrase of fifth-century tragedy are found at Men. Misoumenos 445
(Soph. Tr. 303); Theophoroumene fr. 2 PCG (cf. Eur. Hel. 757).

231 176-7 = Eur. Or. 866-7; 188 = Eur. Or. 871; 182 = Eur. Or. 920; 196 = Eur. Or. 901-2; 215 = Eur. Or. 918;
219-22 = Eur. Or. 949-51.

232 Thus Wright (2016) 125.
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Fourth-century tragedians themselves were also mentioned in Middle and New
Comedy.?® Alexis ridicules Cleaenetus for his inability to discard superfluous portions of his

234

poetry’ 235

and Ephippus mocks Chaeremon for bringing cups to dinner parties;~>> perhaps
Chaeremon’s cups were bigger, with Ephippus making a joke about Chaeremon’s excessive
drinking. Finally, Dionysius’ prowess as a tragic poet is mocked by a character in Ephippus’
Obol-carriers/Homoioi, who threatens to make another learn Dionysius’ tragedies.?*® There
is, however, no evidence of any disparaging comment on fifth-century tragedians within
fourth-century comedy.?®” This is not surprising given that during the fourth century, fifth-
century tragic poets were generally treated in a reverential manner, with statues being erected
of Aeschylus, Sophocles, and Euripides in the Theatre of Dionysus in the 330s or 320s,%%®

Sophoclean and Euripidean tragedies being reperformed,?3 and with fifth-century tragedy

elevated to a classic status by, among others, orators.

233 Although included in TrGF, the Patrocles mentioned in Ar. Plut. 84-5, Storks fr. 455 PCG is unlikely to
have been a tragic poet (Welcker (1839) 930, 1048, Sommerstein on Ar. Plut. 84).

234 ouBevds Y&p momoTe | dméBadev —<—~ dompiou Aémos® | oUTws ekelvds EoTiv euxeptis avrip (‘he would
never even discard ... the husk of any pulse, that man is so omnivorous’, Alexis fr. 268.5-7 PCG, transl. based
on that of Arnott); thus Zimmermann (2003) 411.

285 oy kUAIkas Em T& SeiTva Xawpriuwv pépet; (Ephebes fr. 9 PCG).

2% Alovuciou B¢ Spduat’ ékuabeiv déor (‘may one be forced to learn the plays of Dionysius’, fr. 16 PCG).
Dionysius is also mentioned in Ar. Plut. 550, Polyzelus fr. 12 PCG (Webster (1952) 16). Eubulus wrote a
comedy entitled Dionysius and Alexis’ and Nicochares’ Galatea comedies may have presented Dionysius’
relationship with his mistress Galatea and Philoxenus’ affair with her (Sanders (1987) 20). Regardless, only
Ephippus Obol-carriers/fHomoioi fr. 16 PCG will be considered here, since the other comedies deal with
Dionysius’ regime in general rather than his career as a tragic poet.

237 The nearest parallel is Axionicus’ Phileuripides fr. 3 PCG in which a character states that they prefer
Euripides’ songs to anything else — oUtw y&p émi Tois péAeot Tois Evpimidou | &upw voooiotv, ¢dote TEAN
avTtols Sokelv | elval péAn yryypavta kai kakdv uéya (‘both of them were so crazy for the songs of Euripides
that to them every other song seemed to be made for the flute and a terrible disaster’, transl. Olson). In addition,
Philippides wrote a Phileuripides of which one fragment survives.

238 plut. Vit. X Orat. 841f, see further Papastamati-von Moock (2007) 273-327, Hanink (2014) 74-83. The
statues may similarly have been part of a wider tradition in the fourth century of Athens laying claim to its own
dramatic tradition; cf. the erection of statues of Pronomos and Pindar in Thebes in 450 (Paus. 9.12.5-6, Wilson
(2007) 142).

238 Thus Nervegna (2007) 15, who argues that the listing of old tragedies separately from new tragedies is also
indicative of the separate and classicised nature of fifth-century tragedy; see further Nervegna (2007) 17-18,
Finglass (2015) 212-21 for a list of the reperformances of Euripides and Sophocles in the fourth century.
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Philosophy and tragedy

Philosophy in a broad sense is clearly at the heart of fifth- and fourth-century tragedy, given
philosophical tragedies by Diogenes of Sinope and discussions on various issues including
obeying man-made laws?*° and divine retribution.?*! The relationship between the two genres
is, however, reciprocal in the fourth century. Aristotle, for example, quotes from fourth-
century tragedy in various treatises. In the Rhetoric, Aristotle discusses how a character’s
name may be indicative of their personality, citing Chaeremon’s Dionysus fr. 4 as an
example.?*? Elsewhere in this work, Aristotle considers whether a victim deserves to suffer
their fate and who the right person is to administer punishments;?* he then quotes Theodectas
Alcmeon fr. 2 to illustrate this dilemma. In addition, Aristotle cites Theodectas Helen fr. 3 in
his Politics as an example of how nobility may exist in an absolute and a relative sense,?**
and in the Mechanica,?*® Antiphon fr. 4 is quoted as a pithy summary of how skill can
overcome nature. All four quotations indicate that Aristotle thought fourth-century tragedy
capable of producing verses which could succinctly summarise or illustrate his argument.
Moreover, these citations show that Aristotle knew fourth-century tragedy well, and he
himself or his school may have collected copies. Aristotle also quoted from fifth-century
tragedy, often alongside its fourth-century counterpart. For instance, when citing Chaeremon
Dionysus fr. 4, Aristotle references Sophocles’ Tyro?* as an example of how a name
indicates a character’s personality. Since Aristotle uses Sophocles’ Tyro no differently to

Chaeremon Dionysus fr. 4, he must have considered both equally capable of providing

240 Cf. e.g. Soph. Ant. 450-60.
241 Cf. e.g. Theodectas fr. 8.
24214000 24.

243 1397b 2-5.

244 1255a 35-8.

245847a 19-21.

246 fr, 658 TrGF.

54



gnomic sentiments worthy of quotation, with no distinction between fifth- and fourth-century
tragedy.?*” In short, both were to be viewed as equally valuable sources to cite.

Unlike Aristotle, Plato almost entirely omits fourth-century tragedy from his
dialogues, except for Chaeremon Achilles Killing Thersites fr. 2, paraphrased in Laws.?*3
Plato otherwise uses fifth-century tragedy. In the Republic, for example, Plato defines the just

man by using a verse from Aeschylus’ Seven Against Thebes,?*°

clarifying his remarks later
on by using two further lines from this play.?>° Similarly, in Gorgias, Plato quotes from
Euripides’ Polyidus when pondering the strangeness of life.?! Plato’s use of fifth-century
tragedy and his eschewing of fourth-century tragedy is not, however, a value judgement on
fourth-century tragedy, but rather necessitated by the dramatic dates of Plato’s dialogues, all
but one of which purport to have taken place before 399, the death of Socrates. So the
quotation of fourth-century tragedy cannot be expected within his works, though his use of
Chaeremon Achilles Killing Thersites fr. 2 is permissible due to the Laws being the only
Platonic dialogue not to feature Socrates, thus allowing the citation of works produced after
Socrates’ death.

Plot features of fourth-century tragedies were also discussed by fourth-century
philosophers, most notably in Aristotle’s Poetics. For instance, when discussing
characterisation within tragedy, Aristotle notes that some characters unwittingly commit
crimes and only later do they realise the true nature of what they have done; to illustrate this

type of characterisation, Aristotle cites Alcmeon in Astydamas’ Alcmeon.?%? Elsewhere in the

Poetics, Aristotle gives Dicacogenes’ Cyprians as an instance of recognition through

247 pace Winter (2006) 96.

248 655 Beds pEv TAvTa, Kal HeTa Beol TUXM Kai kaipds TavBpdmva SiakuBepvddot oupmavTa (‘so God
controls everything, and after God, fortune and right time steer all human affairs’, Leg. 709b).

249 5ept. 592 = Resp. 361b.

250 Sept. 5934 = Resp. 362a-b.

21 Fr, 638 TrGF = Gorg. 492e.

252 1453b 29-34 = Astydamas Alcmeon fr. 1b I.
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memory, mentioning in particular Teucer weeping at a painting.?®® In his Nicomachean
Ethics, Aristotle argues that it is not surprising if strong men are overwhelmed by powerful
grief, especially if they have been struggling with it for a while. Aristotle then mentions
Philoctetes in Theodectas’ Philoctetes, which presented Philoctetes struggling with the pain
from a snake bite, and Cercyon in Carcinus’ Alope.?®* Aristotle thus viewed fourth-century
tragedy as a rich source of illustrative examples on which to draw and his focus on particular
plot features indicates that his use of fourth-century tragedy involved a deeper engagement
with fourth-century tragedy than selective quotation. Moreover, the citation of Theodectas’
Philoctetes indicates that, on occasions, Aristotle viewed fourth-century tragedy as providing
examples worthier of reference than fifth-century tragedy, especially since Aristotle could
have chosen to mention Aeschylus’, Euripides’, or Sophocles’ Philoctetes plays when
discussing Philoctetes succumbing to his pain.

Aristotle uses fifth-century tragedy in a similar way. As already noted, Aristotle
discusses how some characters unwittingly do wrong, citing Alcmeon in Astydamas’
Alcmeon. In the same section of the Poetics, Aristotle also mentions Oedipus in Sophocles’
Oedipus Rex and Telegonus in Odysseus Wounded, perhaps the same play as Sophocles’
Odysseus Acanthoplex.? Similarly, when discussing the four different methods of
recognition, Aristotle refers not only to Dicacogenes’ Cyprians, but to fifth-century tragedies
such as Aeschylus’ Choephoroi and Sophocles’ Tereus as illustrative examples of each of the

types of recognition. Admittedly, Aristotle cites Sophocles and Euripides most frequently,?®

253 1454 37-1455a 2 = Dicaeogenes Cyprians fr. 1 TrGF.

254 EN 1150b 6-9 (= Theodectas Philoctetes fr. 5b I, Carcinus Alope fr. 1c I). Other instances of the plot features
of fourth-century tragedies being cited as illustrative examples are found at Arist. Rhet. 1379b 13-16, 1400b 9-
15, Poet. 1452a 27-9, 1454b 19-25, 1455a 22-9, 1455b 24-32, 1459b 34-1460a 2.

25 Thus Halliwell (1987) 193.

26 For instance, in Aristotle’s Rhetoric, Euripides is quoted seventeen times, Sophocles five, whereas fourth-
century tragedians are quoted on just three occasions, namely 1397b 2-5 (Theodectas Alcmeon fr. 2 TrGF);
1399b 20-7 (Antiphon Meleager fr. 2 TrGF); 1401a 35-1401b 2 (Theodectas Orestes fr. 5 TrGF); see Perlman
(1964) 164 for further comparative statistics.
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but this may result from their reperformance?®’

and a perception that Euripides’ plays
displayed particular rhetorical influence, such as in debate scenes. Nonetheless, when fifth-
and fourth-century tragedy are cited alongside one another by Aristotle, there is no
discernible difference in how Aristotle uses them, showing that he views fifth- and fourth-
century tragedy as equally valid sources of plot details to illustrate particular statements
within a treatise.?®

Fourth-century tragedians were also discussed by fourth-century philosophers in other
contexts. In TTept ToinTév, 2 Aristotle praised Dicaeogenes’ abilities as a tragic poet and his
proficiency at writing tragedies and lyric poetry, and in the Rhetoric, Aristotle recounts the
details of the execution of the tragedian Antiphon.?®® In addition, Heraclides of Pontus
records that the Athenians honoured Astydamas Il with a statue before they afforded the same
honour to Aeschylus,?®! and Aristoxenus accuses Heraclides of Pontus of forging Thespis’
tragedies.?®? Fifth-century tragedians attracted similar attention. In Phaedrus, Socrates asks
how to make short speeches on important matters and long speeches on trivial ones, noting
the hypothetical responses which he believes Sophocles and Euripides would have given. In
addition, Chamaeleon wrote a treatise entitled On Thespis and both Plato and Aristotle
discuss the tragic practices of Thespis and Phrynichus.?®® The treatment of sixth-, fifth-, and
fourth-century tragedians is thus similar, with poets of all three centuries celebrated for their

prowess.?%* Although fifth-century tragedians attracted interest from a wider array of

philosophers, this is reflective of two specific trends in the fourth-century reaction to tragedy,

257 Thus Webster (1973) 264.

258 Thus Capps (1895) 294.

29 Fr, 18 Janko.

260 1385a 10-13.

261 Fr, 169 Wehrli. Heraclides also wrote a treatise entitled On the Three Tragedians, which is dated to between
360 and 320 by Cooper (2007) 149, and which may have been the first treatment of Aeschylus, Sophocles, and
Euripides as a triad (thus Cooper (2007) 149).

262 On the Tragic Poets fr. 114 Wehrli = Diog. Laert. 5.92.

263 P|, Minos 320f-321b, [Arist] Pr. 19.31 920a 11-13.

264 Carcinus was, however, criticised by Avristotle in Poet. 1455a 22-9 (= Amphiaraus fr. 1d), specifically for the
staging error in his Amphiaraus.
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namely celebration of Aeschylus, Sophocles, and Euripides for their poetic genius, and an

interest in the antiquarian nature of tragedy and a focus on its origins.

Tragedy in the orators
k&v Olaypos eicéABnt pevy v, oUuk ATTo@eUyEl TTPiv &v NIV
ek s N1éBns el priow v kaAAioTtnv dmoAéEas
And if Oeagrus goes in as the accused, he will not be acquitted until he has selected the
finest passage from the Niobe and recited it to us

Ar. Vesp. 579-80 (transl. based on Henderson)

Philocleon’s comments in Aristophanes’ Wasps indicate that it was acceptable to incorporate
passages from tragedy within a speech as early as 422,2%° the premiere date of Aristophanes’
play, and that doing so would ensure the speaker’s success. With Astydamas II, Theodectas,
and Aphareus all embarking on careers as orators before or while they were tragedians and
with Aeschines being a former tragic actor,?®® Demosthenes allegedly being trained by the
actor Andronicus,?®” and Lycurgus introducing reforms to Greek tragedy such as collecting

the texts of Aeschylus, Sophocles, and Euripides, 8

it is little wonder that tragedy had an
important role in fourth-century oratory.
Despite the close relationship between tragedy and rhetoric, fourth-century tragedy is

securely quoted just once in fourth-century oratory. In his second Olynthiac speech,

Demosthenes discusses the good fortune of King Philip and paraphrases Chaeremon Achilles

265 Thus Perlman (1964) 158.

266 Dem. 18.180, 19.337, Plut. Vit. X Orat. 840a.

267 P|ut. Vit. X Orat 845a-bh.

268 | bid. 841f. Dem. 19.337 attests that Aeschines performed as a TpitaycwioTrs in Thyestes and a tragedy
about an episode from the Trojan War; the audience are said to have reacted negatively to his performances in
these plays, hissing at him, with this experience causing Aeschines to quit his career as a tragic actor.
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Killing Thersites fr. 2 to show how fortune governs the affairs of mortals.?®® A second
quotation may be found in Lysias’ Against Mnesimachus, where he mentions Carcinus and
quotes fr. 6 which describes how there is no opportune moment to persuade well-raised
individuals to go astray.?’® Since, however, Lysias died after 380 whereas Carcinus was only
active as a tragedian from the 100" Olympiad onwards, Lysias’ quotation of Carcinus is
unlikely, though not impossible; perhaps this was one of the 192 speeches falsely attributed
to Lysias.2’* Regardless, both quotations show that fourth-century tragedy was capable of
providing pithy moral sentiments thought worthy of incorporation into the speeches of fourth-
century orators.

By contrast, fifth-century tragedy is far better attested in fourth-century oratory. In
Against Leocrates, Lycurgus recounts the story of Erechtheus and Praxithea and their efforts
to defend Athens against an invading Thracian force. Lycurgus praises Euripides for
presenting this myth in his Erechtheus, noting that it provides an excellent example of how
one should be loyal first and foremost to one’s polis; Lycurgus then goes on to quote
Praxithea’s speech from Euripides’ tragedy in which she offers to give her daughter as a
sacrifice to protect Athens.?’? Having cited these lines, Lycurgus evaluates them, noting that
Praxithea ignores her own maternal instincts to keep her daughter safe and allows her to be
sacrificed so that Athens may survive; this he contrasts strongly with Leocrates who did not
show Athens the same devotion, but instead fled. Lycurgus then quotes from a number of
other authors, namely Homer,?”® Tyrtaeus,?’* and Simonides,?”® using their verses to illustrate

how one must be willing to sacrifice oneself for one’s country and how Leocrates’ decision to

269 16 8hov 1) TUXN Tapd TEVT EoTi T& TGV avBpcdTeov TpdyuaTa (‘fortune in all respects governs the

affairs of mortals’, 2.22).

210 Fr, 235 Carey.

271 plut. Vit. X Orat. 836a.

272100 = Eur. Erechtheus fr. 360 TrGF.
2731], 15.494-9 = 102-4.

24 Fr, 10 IEG = 105-8.

275 FGE 772-3 = 109.
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flee rather than die for Athens contravenes these long-held views about loyalty to one’s state.
Lycurgus’ quotation of Euripides’ Erechtheus alongside Homer, Tyrtaeus, and Simonides
indicates that Lycurgus viewed Euripides as an established tragedian whose work deserved to
be held in the same regard as these other poetic greats.?’® The especial prominence of
Euripides’ verses in Lycurgus’ speech, quoted first in the series of passages used to
demonstrate the importance of loyalty to one’s state, shows that Lycurgus is laying claim to
Euripides as part of Athens’ poetic legacy.?’’ In addition, Lycurgus’ use of Praxithea’s
speech as an example of patriotism indicates that Lycurgus viewed Euripides as a source of
universal moral doctrines,?’® corresponding with the use of tragedy in other genres such as
philosophy.

Aeschines similarly quotes solely from Euripides, and only in his Against Timarchus.
In this speech, Aeschines notes how @riun reveals man’s true nature, quoting Euripides®’
alongside verses by Homer?® and Hesiod.?! Later, Aeschines cites Euripides’ Stheneboia?®?
to show how the proper kind of love is something that everyone should strive after and he
also quotes from Euripides’ Phoenix?® to justify his plea to the jurors to judge Timarchus by
every aspect of his life. Aeschines’ use of Euripides largely corresponds with Lycurgus’
treatment of Praxithea’s speech. Aeschines’ quotation of Euripides beside a pseudo-Homeric

verse and Hesiod’s Works and Days indicates that Aeschines viewed Euripides as equal to

276 Thus Wilson (1996) 315. Cf. Pl. Theaetetus 152d-€, Resp. 595b—c, 598e, 606e-607a for Homer as the
founding father of tragedy. Tyrtaeus and Simonides were likely also viewed as ‘classic’ poets, given that other
poets, such as Archilochus, were discussed alongside Homer in other fourth-century works; cf. PI. lon 532a.
277 Tsagalis (2007) 10, Hanink (2014) 59. Lycurgus’ desire to control and lay claim to the legacy of Aeschylus,
Sophacles, and Euripides is also seen, for example, in his codification of their texts and his law forbidding
deviation from the official versions (Plut. Vit. X Orat. 841f; thus Cooper (2007) 130).

278 Wilson (1996) 314.

2719128 = fr. 865 TrGF.

20 prjun &’ eis oTpaTdv AABE (‘rumour has come to the army’); cf. Hom. Il. 2.93-4 with Efstathiou (2016) 97.
2L prjun 8’ olTis waumav &méAAuTal, fvtva Aaoi | ToAAol pnuifwot, Beds vU Tis éoTi kai aUT (‘no
rumour completely dies away, especially those which many people utter, after all rumour is herself some kind of
god’, Hes. Op. 763-4).

282 151 = fr. 661.24-5 TrGF.

283 152 = fr. 812 TrGF; Aeschines perhaps hopes that not too many of the jury would also recall that Phoenix
was innocent!
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these poetic greats. Aeschines’ citation of Euripides’ verses for their moral wisdom shows
that Aeschines viewed Euripidean tragedy as a rich source of inviolable and timeless gnomic
sentiments. Although Aeschines does not cite Euripides’ Stheneboia and Phoenix alongside
verses by some of Euripides’ established poetic predecessors, this is not problematic,
showing that Euripides’ verses are authoritative enough not to require support for their moral
authority.

Demosthenes quotes from two fifth-century tragedians: Euripides and Sophocles. In
On the False Embassy, Demosthenes attacks Aeschines for the way in which he ruined
various tragic verses through his delivery of them, quoting from Euripides’ Phoenix to
illustrate Aeschines’ poor acting ability.?3* Demosthenes also asserts that Aeschines played
the part of Creon in a reperformance of Sophocles’ Antigone. He then quotes lines 179-90 of
this play, using them to argue that Aeschines forgot Creon’s words about the difference
between the public interest and that of himself, his friends, and his family when he was an
ambassador to Philip. Aeschines was obsequious to King Philip, contrary to Creon who
condemned the man who “makes an enemy of the country [his] friend”.?®® Demosthenes’
deployment of these quotations is similar to that of Aeschines and Lycurgus. Demosthenes
uses Aeschines’ failure to deliver a Euripidean verse in a manner befitting its status as by an
established and well-respected tragedian to attack Aeschines for his poor acting abilities; this
shows the status of the fifth-century tragedians. Moreover, Demosthenes’ quotation of
Creon’s speech in Sophocles’ Antigone shows that these verses provide a timeless and
inviolable gnomic sentiment.

Given the disparity in the use of fifth- and fourth-century tragedy by orators, Wilson

suggested that this reflects a negative impression of fourth-century tragedy.?® It is, however,

284 19.245 = fr. 812 TrGF.

25 U1’ &v pidov ToT’ &uBpa Sucpevii xBovds | Beiuny éuauTtd (Soph. Ant. 187-8, transl. based on Lloyd-
Jones (1994) 21).

266 (1996) 315-16.
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more likely that there are other reasons for such an omission. Fifth-century tragedians were
probably viewed as separate from their fourth-century counterparts, rising to the level of
established poetic greats such as Homer, Hesiod, Tyrtaeus, and Simonides.?®” So fourth-
century tragedy was not viewed derisively by fourth-century orators, but rather there was an
elevated impression and perception of fifth-century tragedy which afforded it a higher status
among orators than fourth-century tragedy.?®® Moreover, since tragic verses are quoted
mainly in political speeches,?® this would correspond with the growing trend in the fourth
century for Athens and politicians such as Lycurgus to lay claim to Athens’ cultural heritage

including fifth-century tragedy.

Satyr drama

Had Euripides’ Cyclops not survived complete and had the papyrus fragments of Sophocles’
Ichneutae and Aeschylus’ Dictyulci and Theoroi perished in the sands of Egypt, then our
impression of fifth-century satyr drama and indeed satyr drama as a whole would be vastly
different from current perspectives on this genre. The loss of Euripides’ Cyclops, for instance,
would mean that we would have no idea of what a complete satyr drama looked like and that
we would be unaware of Euripides’ inventiveness in adapting book nine of the Odyssey for
performance on the satyric stage. Similarly, Aeschylus’ acclaimed poetic genius in satyr
drama would otherwise be unknown without access to Danae’s paratragic speech and the
satyrs’ ode about raising a child in Dictyulci and to Theoroi in which Aeschylus inventively

inverts the relationship between the satyrs and Dionysus, making the satyrs flee Dionysus.?®

287 Wilson (1996) 315, Hanink (2014) 73.

288 Cf. Isoc. 2.48-9.

289 As observed by Perlman (1964) 162.

2% Dictyulci fr. 47a.773-85, 802—32, Theoroi fr. 78a.23-36 TrGF.
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Yet, even with the above four plays removed, our knowledge of fifth-century satyr
drama would still be far more extensive and far less problematic than that of its fourth-
century counterpart, for which only nine titles and forty-seven lines survive. The first issue
with analysing fourth-century satyr drama is that some of the surviving lines are only
conjecturally ascribed to this genre. Chaeremon frr. 16/15, for instance, are only attributed to
satyr drama on account of praise of wine, especially for inducing laughter, and his Centaur
because this title is otherwise attested only in comedy.?®! In fact, of the surviving fragments,
only five titles and nineteen lines can be securely attributed to satyr drama: Dionysius’
Loimos, Timocles’ Lycurgus, the Phorcides of Timocles or Philocles, Python’s Agen, and the
Telephus of Sophocles 1l. In addition, only one word survives from the Telephus of
Sophocles II, and only the titles of Timocles’ Lycurgus and the Phorcides of Timocles or
Philocles are known, preserved in the inscriptional records.?®? So their use in the discussion
of fourth-century satyr drama is limited. Nonetheless, we can gain an impression of satyr
drama of this period from its three best attested examples: Python’s Agen, Dionysius’
Loimos, and Astydamas’ Heracles.

As previously mentioned, Python’s Agen presented Harpalus® grief for his deceased
mistress Pythionice and the possible arrival of her replacement Glycera. Fr. 1 is part of a
speech by a Babylonian member of Harpalus’ retinue who recounts how Harpalus had
constructed a temple to Pythionice and was so distraught after her death that he condemned
himself to exile (1-4);2°3 the Babylonian also tells of how some satyrs, acting as magi,
offered to resurrect her (5-8). The second fragment comes shortly after fr. 1 and is an
exchange between an Athenian messenger who must have recently arrived and the

Babylonian.?®* The Babylonian asks about Athens (8a—10) and the messenger replies that the

291 Thus Capps (1895) 301, Else (1957) 59, Collard (1970) 27; cf. Lynceus’ and Nicochares’ Centaur.
292 Cf. IG 1122319-23.16-17 and IG 112 2319-23.31 respectively.

2% Thus Blumenthal (1939) 217, Snell (1971) 116.

2% Thus Blumenthal (1939) 217-8, Pretagostini (2003) 169.
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Athenians were once slaves and were well-fed, but now eat just pulses and fennel (11-13).
The Babylonian then remarks that Harpalus dispatched a large amount of corn to Athens (14—
16) and the messenger notes that this was in fact for Glycera, with Athens unsure whether the
corn represented destruction or payment for the courtesan (17-18). The satyrs would have
perhaps come onstage after this conversation and performed their resurrection ritual, bringing
Pythionice up from the dead and reuniting her with Harpalus. At some point later, Glycera

295 and

would have arrived, either during Harpalus’ reunion with Pythionice or shortly after,
Harpalus would have accepted Glycera as his new queen, allowing her to enslave the satyrs
as her obedient subjects. The play probably ended with the arrival of Agen, a representation

of Alexander,2°®

who captured and punished Harpalus for his embezzlement and actions
during the course of the play; Agen must have also dethroned Glycera, thus securing Babylon
for himself and freeing the satyrs from slavery.

Python’s Agen is significant for a number of developments within both its own genre
and Greek drama as a whole. First, it is the earliest securely attested example of a satyr drama
which deals with contemporary events.?®” Although a number of tragedians wrote historical
plays,?® these dealt with past events rather than contemporary issues, and if Agen came on at
the end of Python’s satyr drama to punish Harpalus, then Agen would have also predicted
future events. Secondly, several aspects of the fragments are reminiscent of Old Comedy.
Python mocks Harpalus for his lust for courtesans and ridicules his grief for Pythionice by

showing it to be excessive.?®® In addition, Harpalus’ dispatch of corn is used to humorously

compare Harpalus with Alexander the Great®® and the pro-democratic factions at Athens are

2% Athen. 13.595d-€.

2% Thus Blumenthal (1939) 218.

297 It is not the last satyr drama to do so; cf. Lycophron’s Menedemus. Some conjecture that Timocles’ Icarian
Satyrs was another satyr drama which dealt with contemporary events (thus Wilamowitz (1889) 23-5 = (1962)
688-90, Cohn (2015) 548) and which may have pre-dated and thus inspired Agen (thus Shaw (2014) 143).
Icarian Satyrs was, however, almost certainly a comedy (thus Constantinides (1969) 60, Bakola (2005) 55).
2% Cf. Aeschylus’ Persians, Phrynichus’ Sack of Miletus and Phoenissae, Theodectas’ Mausolus.

29 Frr, 2.17-18. 1.2-8.

30 Fr, 2.14-18.
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mocked for the damage which they have caused, with the Athenian speaker noting how this
section of society viewed themselves as slaves when they ate well, but now celebrate their
freedom, despite this resulting in famine.*°* Such a depiction of Harpalus and the Athenians
may have served a wider purpose, perhaps to justify Alexander’s decision to launch an
imminent attack on Harpalus in Babylon.3%? The incorporation of comic motifs is also
evidenced by Python’s parody of several lines from the Sophoclean corpus.3%

Dionysius’ Loimos and Astydamas’ Heracles display a similar reliance on the tropes
of Old Comedy. In Dionysius’ Loimos, Silenus administers an enema to Heracles who was
ill. Such a scene contains comic violence which, although attested in other satyr dramas,®* is
closer to Old Comedy given its scatological nature.®% In Astydamas’ Heracles fr. 4, a poet is
advised to present his audience with different types of music to entertain them fully. These
lines are in eupolideans, a metre more closely associated with comedy, and references to the
audience, the poet, and literary criticism are reminiscent of a comic parabasis.®® In addition,
this fragment uses several words more often found in comedy such as eucoxiav (fr. 4.1) and
Tov oy (fr. 4.2). In fact, such is the prevalence of comic features in fr. 4, especially the
seeming breach of the dramatic illusion, that these lines have frequently been deemed
spurious.®” Nonetheless, it is possible, as with Python’s Agen, that the humour of fr. 4 is
contained within the plot of Heracles itself (i.e. the dramatic illusion is not broken), with

Heracles using his experiences as a glutton to judge poetry3®® and with Astydamas deploying

comic tropes to play around with the very fabric of the satyric genre.

301 Fr, 2.11-13.

302 Thys Sutton (1985) 354, Shaw (2014) 128-9.

303 Line 2 alludes to Soph. fr. 748 TrGF, lines 2-3 parody Soph. EI. 7-8, and line 11 alludes to Soph. Tr. 302.
304 Cf. Eur. Cyc. 656-709.

305 Cf. Ar. Thesm. 237-49.

306 See Shaw (2014) 134 for further discussion on the parabatic nature of Astydamas Heracles fr. 4.

307 Thus Casaubon, Bain (1975) 23-5, Taplin (1986) 166.

308 Cf. Nicochares’ Heracles Choregus.
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Admittedly, comic tropes and moreover interplay between comedy and satyr drama is

also attested in fifth-century drama, as evidenced, for example, by Danae’s paratragic speech

309 310

in Aeschylus’ Dictyulci,”™ a technique also seen in comedy,** and by the presence of satyric
choruses in Old Comedy.®™ It is, however, nonetheless clear that fourth-century dramatists
continued to develop the relationship between the two genres, deploying tragic quotation,

comic metres, and scatological humour among other techniques.

Notes on the text and commentary

Central to this thesis are two aims: to better appreciate the many, varied qualities of the
fragments of fourth-century tragedy and to gain a greater understanding of their place in the
wider dramatic tradition. Since in-depth textual analysis is the best method to achieve these
objectives, this thesis takes the form of a commentary. The commentary section for each poet
is initially divided by title, with those fragments which cannot be assigned to any particular
play collected under the subheading ‘incertarum fabularum fragmenta’ (‘fragments of
unknown plays’) and treated individually. Under each title is compiled the text of all
fragments and testimonia plausibly related to it.3*? Although the expected audience of this
thesis is most likely able to read Greek, a translation has been provided to ensure that the
commentary is widely accessible, to give maximum clarity to how I have understood the text,
and to aid the reader in following the discussion in the commentary. After the text are general
comments on the play with particular focus on plot reconstruction (see above). The general

discussion about each play concludes with information about the treatment of the same myth

309 Dictyulci fr. 47a.773-85.

310 Cf. Ar. Thesm. 689764, 855-919, 1016-1135.

311 Cf. comedies entitled Satyrs by Callias, Cratinus, Ecphantides, and Phrynichus, and Cratinus’
Dionysalexander which also featured a chorus of satyrs (hyp. Cratinus Dionysalexander 42-4 PCG).

312 Following the convention in TrGF, all testimonia are assigned fragment numbers. Although unrelated to
Astydamas’ Hector, Tr. adesp. fr. 649 TrGF is included under Astydamas’ Hector as a ‘fragmentum dubium’
(‘doubtful fragment’) given the extensive use of this fragment in the discussion about Astydamas’ play.
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in fifth- and fourth-century tragedy. No comment is made on any similarities or differences in
the frequency with which a myth is presented in either century given the low amount of
evidence available for fourth-century tragedy.

General analysis of a play is followed by commentaries on each of the fragments
assigned to it. Larger fragments, typically those over two lines in length, are lemmatised for
the reader’s convenience. I have chosen to provide three different types of comment on the
fragments, the first of which is philological in nature, specifically textual errors and
conjectures. In determining that a verse is textually suspect, | consider whether it is
syntactically and metrically sound, whether the sentiment the verse conveys is logical,
whether it contradicts any comments made by the author quoting it, and whether it is
compatible with wider mythographic traditions. Emendations to the text are made only when
they render a line metrically correct, are syntactically plausible, and make the sentiment
coherent. Moreover, the emendation must be explicable, i.e. it must be based on what is in the
manuscripts, with its corruption to the erroneous version able to be explained. Similar criteria
are applied when supplementing lacunae in papyrus fragments. Comment is then provided on
the internal features of a fragment, such as literary techniques (for example word play) and
dramaturgical and performative elements. Finally, | consider the fragments in relation to
Greek literature in general, focusing on providing parallels or counter-examples to the
sentiments expressed by the fragments and for any linguistic or lexicographical peculiarities.
In providing comparanda, priority is given to tragedy, satyr drama, comedy, and philosophy,
with philosophy chosen given the high proportion of sententious fragments. Parallel passages
which are particularly reflective of an aspect of a fragment and which are of three or fewer
lines in length are quoted and translated. No guidance is given on standard grammar within
the fragments whose text is secure, and no comment is made on my translations of the

fragments given the assumed knowledge of my readership.
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The text used in this commentary is from Bruno Snell’s edition of Tragicorum
Graecorum Fragmenta, except for Carcinus Medea fr. 1h which is derived from my own
reading of P.Louvre 10534 and those of Bélis (2004) and West (2007) = (2013).
Occasionally, my numbering of the fragments diverges from that of TrGF (see appendix 3).
In addition, this commentary sometimes provides more preamble to a fragment than TrGF;
this is to provide a better context and is indicated in the commentary. The apparatus for each
book fragment (i.e. lines quoted by a later author) contains a selection of plausible readings
and is limited to those discussed in the commentary whereas a more expansive list of

supplements is given for papyrus fragments; for a full apparatus to each fragment see TrGF.

68



Commentary

69



Astydamas 11

Introduction

Life and career
AoTudduas, 6 véos, uids ToU TPOoTEPOU, TPaYIkOs kai auTds. SpduaTta autou HpakAfs
2aTtupikds, Emiyovor, Alas paivdpevos, BeAAepopdvtns, Tupco, AAkunvn, Doivig,
TTaAaundns. <é¢ypaye Tpaywidias op’, éviknoe 1€”. akpoacduevos 8¢ fv lookpaTous kai
ETPATN €T TPy w1diav.>
Eypaye ... Tpaywidiav Capps transposuit ex a 4264 Adler
Astydamas the younger, son of the former [i.e. Astydamas I], himself also a tragic poet. His
plays include Heracles (a satyr drama), Epigoni, Ajax Maddened, Bellerophon, Tyro, Alcmene,
Phoenix, and Palamedes. <He wrote 240 tragedies and was victorious on fifteen occasions. He
was a pupil of Isocrates and then turned to tragedy.>

Su. o 4265 Adler

Astydamas Il was the son of the fourth-century tragedian Astydamas | and the brother of
Philocles 11, also a tragic poet. The grandfather of Astydamas Il was the fifth-century
tragedian Morsimus and his great-grandfather was the tragic poet Philocles I, nephew of
Aeschylus;3!® see appendix 2, fig. 1. Confusion between Astydamas | and 11 has arisen from
their identical names, with many details about these poets ascribed no more specifically than
to ‘Astydamas’. For instance, Diodorus Siculus notes that an Astydamas first produced plays

in 398 and lived for sixty years®'* and a victor-list dates the first victory of an Astydamas in

3133 Ar. Av. 281 Holwerda. The third-century tragedian Astydamas 111 may also be related to Astydamas 11
(thus Sutton (1987) 13), as they have the same name; perhaps Astydamas I11 was the grandson of Astydamas |1
since Astydamas 11 is mentioned in 1G 11> 1132.38, dated to 278/7.

314 14.4355.
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the City Dionysia to 3723%° and in the Lenaea at around 370.31® As it is unlikely that the same
Astydamas started producing plays in 398 and only gained his first victory twenty-six years
later, Diodorus must refer to Astydamas | and the victor-list to Astydamas 1.3’ Since
Astydamas | lived for sixty years, if we assume that he produced his first play at around the
age of twenty, he was probably born in the 420s and died in the 360s.3!® This means that the
Astydamas who was said to have been a pupil of Isocrates before turning to tragedy must
have been Astydamas 11, since Isocrates did not set up as a professional educator until the late
390s, well after the debut of Astydamas 1.3%°

Astydamas Il was victorious at least once in the Lenaea and at least seven times at the
City Dionysia; Astydamas may have had up to nine victories in the City Dionysia, since the
right-hand side of the victor-list is broken off, allowing for two further iotas to be inserted
after I"11.32° The Suda states that Astydamas | was victorious fifteen times,3?! though these
most likely belong to Astydamas I, given the eight, perhaps ten victories, attested in the
inscriptional records for Astydamas 11322 Since Astydamas 11 was victorious in the City
Dionysia between seven and nine times, he must have gained first place at Lenaea between
six and eight occasions. He was victorious in the City Dionysia of 347,322 341 with Achilles,
Athamas, and Antigone,3?* and 340 with Parthenopaeus and Lycaon.>? In 340, Astydamas I

was also awarded a statue for his Parthenopaeus.3? Part of the base survives, preserving the

315 1G 112 2325.10, Marm. Par. 71 = FGrHist 239.

316 1G 112 2325.240.

317 Thus Capps (1900) 43.

318 Thus Sommerstein (2013) 14.

319 Thus Capps (1900) 44.

320 Thus Millis and Olson (2012) 148.

321 « 4264 Adler.

322 Thus Capps (1900) 44.

323 1G 11 2318.281.

241G 11 2318.302, 2319-23.3-6.

325 1G 112 2318.314, 2319-23.20-2; Astydamas Il may have competed against his brother in this competition, if
Philocles’ name is restored in 1G 112 2319-23.23 (thus TrGF 1 p. 25-6, 207).

32 paus. Att. o 6 Erbse, Zenob. 5.100, Phot. Bibl. 502.21, Su. o 161 Adler. Although the literary tradition
unanimously assigns this statue to Astydamas I, it is almost certainly Astydamas Il to whom the statue was
granted (thus Capps (1900) 44), since Astydamas Il was victorious with a tragedy entitled Parthenopaeus in
340.
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letters AXTY and the bottom corner of the delta of Astydamas’ name.®?’ The base indicates
that the statue was made of bronze and presented Astydamas in a seated position,®?8 and the
location of its discovery shows that this statue was erected on the western analemma, or
supporting wall, of the Theatre of Dionysus. Literary evidence records that Astydamas

composed an epigram for his statue, which the Athenians rejected as too boastful:

€10 yco €v kelvols yevdunv, 1 ketvol &G’ Nuiv,
ol yAcdoons TepTviis TP Ta SokoUot PépELy,
s ¢ dAnBeias ékpibnu aeebeis TapduAios:

viv 8¢ xpdvwol TTpoéxouc’, ois pBdvos oUy ETTeTal.
, OIS S

How | wish | had been born in their time, or they in mine,
those who seem to have taken first prize for their delightful speech,
so that | could have been judged truthfully, starting on level terms;
but as it is they hold the advantage in time, those whom envy does not follow.

Astydamas AP 3.329 = FGE 115-18

The veracity of this anecdote and Astydamas’ epigram has been doubted since both are
recorded only in much later works.3?° Nonetheless, Astydamas may have composed his own

epigram, since he was mocked by the comic poet Philemon for his boastfulness.>*

327 1G 112 3775.

328 Thus Ma (2013) 106.

32% Thus Page on Astydamas AP 3.329 = FGE 115-18.

330 gauTn émaiveis homep AcTuddpas, yUva (‘you praise yourself, just like Astydamas, woman’, fr. 160
PCG).
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The Suda assigns Astydamas | 240 plays;**! since this information is found in the
same sentence as reference to Isocrates, the 240 plays most likely belong to Astydamas 11.3%2
Seventeen plays have been attributed to an Astydamas: Athamas, Ajax Mainomenos,
Alcmeon, Alcmene, Antigone, Achilles, Bellerophon, Hector, Epigoni, Lycaon, Nauplius,

Palamedes, Parthenopaeus, Tyro, and Phoenix,33

and the satyr dramas Hermes and
Heracles. Since Ajax Mainomenos, Alcmene, Bellerophon, Epigoni, Palamedes, Tyro,
Phoenix, and Heracles are mentioned in the Suda’s entry for Astydamas II, they can be
securely attributed to the younger Astydamas. In addition, as Astydamas | died in the 360s,
any play produced after this should be assigned to Astydamas Il. So Athamas, Antigone,
Achilles, Lycaon, and Parthenopaeus must also be by Astydamas I1. This leaves Alcmeon,
Hector,3** Hermes, and Nauplius which cannot be securely attributed to either Astydamas,
though they are included here as in TrGF.

Eight titles indicate epic themes: Ajax Mainomenos, Alcmeon, Achilles, Hector,
Nauplius, Palamedes, Parthenopaeus, and Phoenix. In Alcmeon, the title character’s
matricide, usually undertaken consciously,®® is performed while he is in a state of madness,
perhaps from a desire to follow his father Amphiaraus’ orders to kill his mother Eriphyle.3%
This reduces the culpability of Alcmeon and presents him as a conflicted individual,
determined to follow his father’s instructions, but perhaps hesitant to commit matricide. In
Astydamas’ Hector, the departure scene between Astyanax and Hector from lliad 6 is

repositioned among episodes from lliad 22. The alteration of the location of this scene lends

it greater emotional poignancy, with the interaction between Astyanax and Hector the last

331 « 4264 Adler; cf. Carcinus who wrote 160 plays (Su. k 394 Adler) and Sophocles who composed 123 plays
(Su. o 815 Adler with Sommerstein (2012) 2).

332 Thus Capps (1900) 44.

333 Astydamas is also conjectured to have written an Oedipus (Wright (2016) 92), given the mention of the
bronze threshold in fr. 9, an area located in Colonus.

334 Astydamas was victorious with his Hector (Plut. De Glor. Ath. 349e); perhaps this was one of the fifteen
victories of Astydamas II.

335 Cf. Hyg. Fab. 73.

336 Arist. Poet. 1453b 22-34 (= Alcmeon fr. 1b 1) with Webster (1954) 305.
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time they will see one another alive. In fr. 1i, Hector is presented as a conflicted individual,
his commands showing a confidence which is undermined by his doubts over his own
abilities. Finally, in fr. 2a, the roles of Hector and Achilles in their duel are reversed, with
Hector presented in a tactically superior position on a hill and throwing the first spear and
with Achilles making the counter-attack, thus responding to Hector rather than being in
control of the duel.

Astydamas’ satyric fragments demonstrate his appropriation of comic tropes. In
Hermes fr. 3b, several drinking vessels are mentioned, corresponding to the comic motif of
listing foods and dishes, and in fr. 7, Astydamas uses comic diction. In addition, Heracles fr.
4 employs eupolideans and seemingly breaks the dramatic illusion by referring to a wise poet,
his works, and his spectators, and resembles a parabasis. Admittedly, however, all three
fragments fit within a broader trend in fourth-century satyr drama of adopting comic features,
with Chaeremon mixing together various metres in his Centaur, demonstrating metrical

looseness, and with Python’s Agen mocking Harpalus, Glycera, and the Athenians.3%’

Reaction and reception

Fourth-century reaction to Astydamas and his plays was positive. Astydamas’ fifteen
victories make him the most successful tragedian in terms of number of victories, with the

338 or

exception of Sophocles, who gained first place in dramatic competitions on eighteen
twenty-four occasions.®*® Assuming that Astydamas was victorious at the City Dionysia on
nine occasions and at the Lenaea six times and assuming that his victories were gained with a

trilogy on eight occasions in the City Dionysia and a dilogy in the City Dionysia of 340 and

at every Lenaea, Astydamas was victorious with around forty of his plays, representing a one-

337 See further Shaw (2014) 123-48.
338 1G 112 2325.5, Diod. Sic. 13.103.
33 Vit. Soph. 8 with Sommerstein (2006) xi.
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in-six victory rate for his corpus of 240 plays. Although this is less than the one-in-five
victory rate of Carcinus Il and the one-in-two victory rate of Theodectas, the number of plays
with which Astydamas was victorious and his total number of victories are far greater than
his rivals. Moreover, the true win percentage will almost certainly have been considerably
higher, since many of Astydamas’ plays can never have found a slot at the Dionysia or
Lenaea given the size of his corpus. Astydamas was also granted an honour bestowed on
neither Carcinus nor Theodectas: a statue with epigram for his victory with his
Parthenopaeus in 340. This statue places Astydamas alongside poets such as Aeschylus and
Aristophanes, who were also awarded extraordinary honours.>* In addition, Heraclides
records that Astydamas was honoured with a statue before Aeschylus, Sophocles, and
Euripides,®* and Philemon mocks Astydamas for his arrogance, presumably in composing a
boastful epigram.34?

Astydamas’ Alcmeon is mentioned in the Poetics,* cited alongside Odysseus
Wounded, probably the same play as Sophocles’ Odysseus Acanthoplex,®** as an example of
how a crime can be committed in ignorance during a play, with the true nature of the act only
becoming apparent as the tragedy progresses. Aristotle’s reference to Astydamas’ Alcmeon
alongside Sophocles’ play indicates that Aristotle views both Astydamas’ and Sophocles’
tragedies as equally capable of providing appropriate examples to illustrate his point.34®
Astydamas’ Alcmeon may have also been indirectly referenced in Antiphanes’ Poetry, where

a character notes that Alcmeon killed his mother in a fit of madness, most likely the plot of

340 After his death, a chorus was granted to anyone wishing to reperform Aeschylus’ plays (Vit. Aesch. 18).
Aristophanes’ Frogs was reperformed on the basis of its parabasis (arg. Ar. Ran.).

341 Fr. 169 Webhrli. It is not clear whether the attack on the poor judgment of the Athenians for erecting a statue
of Astydamas before those of Aeschylus, Sophocles, and Euripides belongs to Heraclides or Diogenes Laertius
(Ma (2013) 110).

342 See footnote 330.

343 1453b 31-3.

344 Thus Halliwell (1987) 193.

345 Thus Capps (1895) 294.
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Astydamas’ Alcmeon;** this indicates that Astydamas’ version was a standard variant of this
story by the time Antiphanes was writing. In addition, Astydamas’ Hector inspired a volute
krater by the Underworld painter, dated between the 340s and 320s. On the bottom layer of
this vase painting, a fully-armed Hector bids farewell to Andromache, who is holding
Astyanax and who is accompanied by a nurse. To Hector’s right stands a man holding
Hector’s helmet and mounted on a chariot drawn by four horses, corresponding with
Astydamas Hector fr. 2, in which Hector hands his helmet to an attendant.3*’ The vase-
painter’s awareness of Astydamas’ version of Hector’s removal of his helmet shows that
Astydamas’ Hector was known in Apulia, through the transmission of this play either via
manuscripts or reperformance. This indicates that Astydamas’ plays earned an international
reputation during his lifetime and places Astydamas alongside Carcinus Il, Antiphon, and
Dicaeogenes, whose works were also known outside Athens.

Favourable reaction to Astydamas and his plays continued in the third and second
centuries BC. An inscription from Delos dated to the second or first century BC may
appropriate the phrasing of Astydamas’ rejected epigram.¥® In the Lenaea at Athens in 254,
an actor was victorious in the competition of old satyr dramas with a play entitled Hermes.3*°
Since Astydamas is the only dramatist known to have written a Hermes, he is more likely
than anyone else to have been its author.®*® Astydamas is also mentioned in an epigram
dating to the second century BC in relation to the Iliad.3%* Three papyrus fragments attributed
to Astydamas’ Hector also date to the third and second centuries Bc, with fr. 1h discovered in

El-Hibeh and dated to the second century, fr. 1i discovered in a temple at Socnopaeus in

346 poetry fr. 189 PCG; thus Webster (1954) 305.

347 Thus Taplin (2007) 254, (2009) 256.

348 |D 1533.14 with Merkelbach (1971) 185; cf. €ife xpovors keivors (‘if only ... in those times’, ID 1533.14)
with {6’ ¢y co év kelvols yevdunv 1 keivor &u’ fuiv (“if only I had been born in their time or they in ours’,
Astydamas AP 3.329.1 = FGE 115)

349 SEG XXVI 208.13 = Hermes fr. 3a.

350 Thus Meritt (1938) 118.

351 p Petrie 2.49b.
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Dimé and also dated to the second century, and fr. 2a, from an unknown location, dated to the
third century. The preservation of these three papyri and their discovery at various locations
in Egypt indicates that Astydamas’ Hector was transmitted via manuscripts in the third and
second centuries and thus had a reputation beyond Athens. In addition, these fragments show
that at least three copies of Astydamas’ Hector existed in this period, with the dating to fr. 2a
to the third century and frr. 1h and 1i to the second century showing that they are from two
different manuscripts and the discovery of fr. 1h in EI-Hibeh and fr. 1i in Sochopaeus
indicating they also come from two separate manuscripts.

After the third and second centuries Bc, our evidence for the reception of Astydamas
and his plays largely declines. This should not be taken as a value judgement on Astydamas
specifically, since writers of the first centuries BCc and AD were generally disdainful towards
fourth-century tragedy.>®? Astydamas’ tragedies were, however, mentioned in sources dating
to the Greek Imperial period onwards, with Plutarch recording that Astydamas was victorious
with his Hector, but that the Athenians did not celebrate this achievement,®*3 Athenaeus
quoting three times from Astydamas,>* and Stobaeus citing four fragments.®*> Except for
Plutarch, little information is provided about the performance context of the quotations;
Athenaeus and Stobaeus probably relied on quotation of these verses in earlier sources to cite
them in their own works. In addition, a scholium to Homer’s Iliad®*® notes that Hector gave
his helmet to an attendant in Astydamas’ Hector rather than placing it on the ground as in the
Iliad and quotes fr. 2; a scholium to Sophocles’ Oedipus at Colonus records that Astydamas
discussed ‘the bronze threshold’.%*” The quotation of fr. 2 suggests that the Homeric

commentator had access to the manuscripts of Astydamas’ Hector, whereas the vague

352 Cf. Philod. TTepi TToiuéTcov col. 25.10 Shordone, Cic. Tusc. 5.23.63.

353 De Glor. Ath. 349e = Hector fr. h.

354 11.496e (= Hermes fr. 3b); 10.441b (= Heracles fr. 4); 2.40b (= fr. 6).

352.15.1 (= Alcmeon fr. 1c); 4.52.35 (= Nauplius fr. 5); 3.36.4 (= fr. 7); 4.29.3 (= fr. 8).
3% 5o Hom. 1l. 6.472 Erbse = Hector fr. 2.

37 3 Soph. OC 57 Xenis = fr. 9.
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knowledge of the bronze threshold suggests reliance on a source other than Astydamas.
Nonetheless, Astydamas’ plays must have been cited more widely than the extant sources,
since the Suda is aware of several not mentioned in any preserved source, namely Ajax
Mainomenos, Alcmene, Bellerophon, Epigoni, Palamedes, Tyro, Phoenix. In addition, the
Suda’s knowledge of the satyr drama Heracles is unlikely to derive from Athenaeus, given
that the Suda does not mention Hermes, also included in Deipnosophistae.

The biographical tradition for Astydamas is similarly sparse. Except for a scholium to
Aristophanes’ Birds,**® all testimonia before the Suda focus on his boastfulness,3>°
specifically Astydamas’ epigram; all sources cite this anecdote as the origin of the proverb
‘you praise yourself.%%% Admittedly, every writer attributes this story to Astydamas | rather
than Astydamas I, but this may be due to the omission in the earliest source, Pausanias
Atticus, of a phrase denoting that it was Astydamas Il to whom the statue was awarded.*®! In
addition, Diogenes Laertius censures the Athenians for erecting a statue of Astydamas before
those of Aeschylus, Sophocles, and Euripides.3%? Diogenes is not, however, criticising the
award of the statue to Astydamas, simply the erection of the statue before those of Aeschylus,
Sophocles, and Euripides. Finally, the Suda provides a biography for Astydamas 11, though
wrongly attributing some information about Astydamas 11 to his father; this confusion may
result from the omission in an earlier source of a phrase which indicates that the Astydamas

referred to is Astydamas II.

358 3 Ar. Av. 281 Holwerda.

359 Paus. Att. o 6 Erbse, Zenob. 5.100, Phot. Bibl. 502.21.
360 GouThv ETTaVES.

361 Thus Capps (1900) 44.

362 Diog. Laert. 2.43.
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Commentary

ABGAMAZ

Possibilities for the plot of Astydamas’ Athamas include Athamas’ averted sacrifice of his

363 and the killing of Learchus and Melicertes by Athamas and 1no.%%* The

son Phrixus,
attribution of fr. 6 to Athamas on the grounds that Ino and Athamas raised Dionysus,3® the
subject of this verse, is speculative.%® Astydamas’ Athamas is the only known fourth-century
tragedy with this title, though Athamas’ son Phrixus featured in a Phrixus tragedy by
Timocles or Philocles in the City Dionysia of 340; this play came second.®®” The comic poets
Amphis and Antiphanes also produced Athamas plays and Phrixus was mentioned in
Anaxandrides’ Odysseus.3% In the fifth century, Athamas plays were produced by Aeschylus,
Xenocles, and Sophocles, who wrote two versions. Phrixus plays were composed by

Sophocles, Achaeus, and Euripides, who produced two such tragedies; Euripides also wrote

an Ino.

AlAZ MAINOMENOZX

Maivéuevos suggests that Astydamas’ play had a similar plot to Sophocles’ Ajax, focusing
on Ajax’s anger following the award of the arms of Achilles to Odysseus and Ajax’s
subsequent suicide and its aftermath.**® We know nothing of the date of Astydamas’ play or
its production. Prince’s belief that it was a response to Antisthenes’ Judgement of the Arms, a

work comprising speeches delivered by Odysseus and Ajax in which they each justify why

363 Apollod. Bibl. 1.9.1, Hyg. Fab. 2.

364 Apollod. Bibl. 1.9.2, cf. Euripides’ Ino (test. iii TrGF = Hyg. Fab. 4.5).

365 Apollod. Bibl. 3.4.3.

366 pace Xanthakis-Karamanos (1980) 96.

367 1G 112 2319-23.24 with TrGF 1 p. 26, 252.

368 Fr, 35.11 PCG.

36% Thus Jebb (1896) xlvii; cf. Astydamas’ Alcmeon (thus Xanthakis-Karamanos (1980) 39).
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they should be awarded the arms of Achilles, is speculative.®” In the fourth century, Carcinus
Il and Theodectas produced tragedies entitled Ajax, both of which may have presented the
dispute between Ajax and Odysseus over the arms of Achilles. Ajax is also mentioned in Tr.
adesp. frr. 110, 683a TrGF, possibly postclassical in date.®”* In the fifth century, Sophocles
produced an Ajax and Aeschylus a connected trilogy comprising The Award of the Arms,
Thracian Women, Women of Salamis which focused on the dispute between Odysseus and

Ajax over the arms of Achilles, Ajax’s subsequent suicide, and his father Telamon’s reaction

to Ajax’s death.®’? For the myth of Ajax see further Finglass (2011) 26-41.

AAKMEWN

Fragment 1b | — Arist. Poet. 1453b 22-34 (transl. based on Fyfe)

ToUs uév ouv TrapetAnupévous pibous AUetv ouk éoTv, Aéyco 8¢ ofov Tiv KAutawurjotpav
amobavotoav UTd Tol ‘OpéoTtou kai Thv EpipUuAnv Utrd Tol AAkpéwvos, autov 8t eUpiokelv St
kal Tois Tapadedouévols xprjodal kaAkdds. TO 8¢ kaAdds Ti Aéyouev, eiTreopey capéotepov. E0TL pév
Y&p oUTtw yiveoba Tiv p&Eiv, chotrep oi TaAatol emoiouv eiddTas kai yryvaokovtas, kabatep
kai Eupimidng émoinoev amokTeivoucav Tous aidas v Mndeiav. éoTv 8¢ paEat pév,
A&yvoolUvTtas 8¢ Tpafatl TO Sewdv, €16’ Yotepov dvayvwpioal Thv gihiav, chotep & ZopokAéous
Oiditous: ToUTo pév olv E§w ToU dpduaTos, v & auTi Tt Tpaywidial olov & AAkuéwv 6
AotudduavTos 1) 6 TnAéyovos 6 év Téd TpavpaTiol Oduooel.

Therefore, it is not right to break up the established myths, I mean, for example Clytemnestra being
killed by Orestes and Eriphyle by Alcmeon, but it is necessary for him [i.e. a poet] to be inventive and
to use the traditions skilfully. But let us define more clearly what we mean by skilfully. It is possible
that the action happens, just as the old dramatists made their characters act, knowing and cognising,

just as Euripides made Medea kill her children. But it is possible that they may do the terrible deed,

370 (2015) 199.
371 Thus Finglass (2011) 36.
372 Thus Welcker (1824) 438-40.
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but do it unawares, and then discover the relationship later, just as Sophocles’ Oedipus does; this took
place outside the confines of the play, but examples of it taking place during the tragedy include

Astydamas’ Alcmeon and Telegonus in Odysseus Wounded.

Fragment 1b 11 — Antiphanes Poetry fr. 189.1-12 PCG (=Athen. 6.222c—d, transl. based

on Olson)
HaKapLov EOTV 1) TPy widia
Toinua Katd T&vT’, €l ye Tp&dTOV of Adyol
UTTO TV BeaTddV EioIv £y VLPICUEVOL,
Tpiv Kai T’ elmeiv: ob’ Uopviical pdvov
Sel Tov oty Oidimouv yap av pdvov 5
P&, TdAAa TavT’ {oaow: 6 aThp Adios,
urTnp lokdoTn, BuyaTépes, Taides Tives,
Ti Treioed’ oUtos, Ti TeToinkev. &v &AW
el Tis AAkpécova kal Ta TTandia,
TavT eUbus elpnx’, OTI HaVEls ATTEKTOVEY 10
TV UNTER’, &y avakTddv 8 AdpaoTtos eubéws
fEel &AW T’ &melot < . .. >
Tragedy is a thoroughly blessed type of poetry,
for first of all, the plots are well known by the audience before
anyone has uttered a word,
so all the poet has to do is offer a reminder;
for 1 only have to say “Oedipus” and they know all the rest, 5
that his father is Laius,
his mother Jocasta, who his daughters are,
who his sons are, what he will suffer, what he has done.

Again, if someone mentions Alcmeon and his children, he’s there
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and then mentioned everything — that he has gone mad and killed his mother, 10
and that Adrastus is going to get annoyed

and come straight home and go off again . . .

Fragment 1c — Stob. 2.15.1
AoTudd&uavTtos AAkuaicovos
<oU> ToU Sokelv Yoy, Tijs 8 &Andeias HéAel
ou Gaisford: 6 codd.
From Astydamas’ Alcmeon

I don’t care about appearances, only the truth
Aristotle is almost certainly referring to an Alcmeon play by Astydamas in fr. 1b I, citing this
play by its title character.®”® Possibilities for the crime committed by Alcmeon include the
murder of his mother Eriphyle®’* and an incestuous relationship with his daughter Tisiphone,
whose identity he was initially unaware of when purchasing her as a slave.” Since Aristotle
mentions Alcmeon’s matricide in close proximity to citation of Astydamas’ Alcmeon in fr. 1b
I, this is almost certainly Alcmeon’s crime. Alcmeon’s ignorance of the horrific nature of his
actions may have come from his lack of awareness of Eriphyle’s identity.3® This possibly
resulted from madness, perhaps caused by Alcmeon’s fixation on fulfilling his father
Amphiaraus’ orders to take revenge on Eriphyle for her betrayal.3’’ Later in the play,
Alcmeon’s madness subsided and Alcmeon discovered that it was his mother whom he had
killed. Alcmeon most likely concluded with Alcmeon being driven by the Furies into exile.®"

This reconstruction suggests the tragic version of the Alcmeon myth mentioned in

373 Cf. Poet. 1455a 26-7 (= Carcinus Amphiaraus fr. 1d); Polit. 1255a 36 (= Theodectas Helen fr.3).
374 Stinton (1975) 227 = (1990) 151, Xanthakis-Karamanos (1979) 74.

375 Cf. Euripides’ Alcmeon in Corinth (test ii TrGF = Apollod. Bibl. 3.7.7).

376 Thus Stinton (1975) 227 = (1990) 151.

377 Thus Webster (1954) 305.

378 Apollod. Bibl. 3.7.5, Paus. 8.24.8.
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Antiphanes’ Poetry is Astydamas’,%’® since no other tragedy is known to have presented the
murder of Eriphyle with Alcmeon unaware of the nature of his actions.

In the fourth century, Alcmeon plays were produced by Theodectas and the comic
poets Amphis and Mnesimachus, and Chaeremon wrote a tragedy entitled Alphesiboia. In
addition, Timotheus was victorious with Alcmeon and Alphesiboia in the City Dionysia or
Lenaea of c. 380.3° In the fifth century, Sophocles and Agathon wrote tragedies entitled
Alcmeon and Achaeus a satyr drama with the same title. Aeschylus and Sophocles produced
Epigoni plays both of which dealt with Alecmeon’s murder of Eriphyle, and Euripides wrote
an Alcmeon in Psophis and an Alcmeon in Corinth. For other tragedies involving inadvertent

kin-killing cf. Euripides” Aegeus, Alexandros, Ino, and see further Finglass (2016) 301-7.

Fragment 1c

ou is owed to Gaisford. For the value of truth over appearing good cf. o y&p Sokeiv
&pioTtos, AAN’ efvai 6éAer (‘for he does not wish to seem the best, but to be the best’, Aesch.
Sept. 592, spoken about Alcmeon’s father Amphiaraus), Ag. 788-9, Eur. Telephus fr. 698,

Phoenix fr. 809 TrGF.

AAKMHNH

Astydamas’ Alcmene may have presented Alcmene and Amphitryon’s exile after Amphitryon

killed Alcmene’s father Electryon,®® Alcmene’s pregnancy and the birth of Heracles,

382

Amphitryon’s discovery of Alcmene’s pregnancy and his attempts to kill her,**“ or an episode

from Alcmene’s later life.3 In the fourth century, Alcmene featured in an eponymous

37 Thus Webster (1954) 305.

380 1G 112 3091.6.

381 Apollod. Bibl. 2.4.6.

382 Cf. Euripides’ Alcmene, esp. frr. 87b—88a, 104 with Collard and Cropp (2008) 100-3.
383 Cf. Euripides’ Heraclidae.
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tragedy by Dionysius I. In fifth-century drama, Alcmene appeared in Aeschylus’ Alcmene
and perhaps Heraclidae, Sophocles” Amphitryon, Euripides’ Alcmene and Heraclidae, Ion’s
Alcmene, and Plato’s Long Night; for Alcmene in ancient drama see further Shero (1956)

192-238.

ANTIFTONH

Several sources have been associated with Astydamas’ Antigone. Hyginus Fabula 72 tells of
Creon issuing an edict forbidding the burial of Polynices’ body, which Antigone flouts with
the aid of Argia, Polynices’ wife. Antigone is caught while constructing the funeral pyre of
Polynices and is brought before Creon, who gives her to Haemon to be killed. Haemon
disobeys his father’s order by entrusting Antigone to a shepherd and falsely claiming that he
has executed Antigone. While with the shepherd, Antigone gives birth to Maeon and after
Maeon grows up, he travels to Thebes to participate in a set of games. At Thebes, Creon sees
a birthmark on Maeon’s skin and deduces that Maeon is Haemon’s son. Creon condemns
Haemon, and Heracles unsuccessfully attempts to change Creon’s mind. Haemon and
Antigone commit suicide and Creon gives his daughter Megara to Heracles. It has been
suggested that Hyginus’ account is based on a tragic version of the myth of Antigone.>®*
Since the presence of Maeon does not correspond with Sophocles’ or Euripides’ Antigone,

this leaves Astydamas’ Antigone as the only remaining tragedy known to have focused on

Antigone.®® In addition, Aristotle quotes a verse about birthmarks in discussion of the

384 Thus Welcker (1841) 1588-90.

385 Thus Paton (1901) 275-6. Welcker ((1839) 563-72) and Scodel ((1982) 40) both accept Hyg. Fab. 72 as
providing a hypothesis to Euripides’ play. In particular, Scodel argues that a reference to Heracles in P.Oxy.
3317.4 (= Eur. Antigone fr. 175.4 TrGF) may indicate his presence in Euripides’ play, perhaps as a deus ex
machina (thus Scodel (1982) 41), confirming a connection between it and Hyg. Fab. 72. The mention of
Dionysus, however in Eur. Antigone frr. 177-8 TrGF suggests that he was the deus ex machina in Euripides’
play (thus Collard and Cropp (2008) 157) and thus that Heracles cannot have featured in Euripides’ Antigone in
this role.
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methods of recognition;*® since this fragment is unattributed and as birthmarks are
mentioned by Hyginus, this line has been assigned to Astydamas’ Antigone.®®’ Finally, in fr.
9, Astydamas mentions the bronze threshold; as this is located in Colonus and associated with
Oedipus, Nikitin has suggested that this fragment comes from Astydamas’ Antigone.

If all these sources can be attributed to Astydamas’ Antigone, this would give us
another insight into how Astydamas interacted with myths treated by other tragedians. His
focus on Maeon would indicate that Astydamas was developing the Euripidean version of the
Antigone myth, providing a continuation of many of the conclusions of Euripides’ play, such
as the birth of Maeon and the eventual fate of Antigone and Haemon.*® This would be rather
remarkable, extending the myth beyond the neat resolution provided by Antigone’s
evacuation to a shepherd at the end of Euripides” Antigone and the possible announcement of
Maeon’s birth by Dionysus as deus ex machina.®® This in turn would set Astydamas up as a
direct successor of Euripides, in keeping with Astydamas’ purported views on his own poetic
prowess as recorded in his rejected epigram. Astydamas’ play would not only serve as a
sequel to Euripides’ Antigone, but would develop many of the themes within it, particularly
that of the loving relationship between Haemon and Antigone.>®° Equally, however,
Astydamas would also be appropriating features from the Sophoclean version of the myth,
with Haemon’s suicide after his son’s death recalling Eurydice’s own suicide in Sophocles’
Antigone because of Creon’s role in Haemon’s death.*! The continuation of Euripides’
Antigone and the skilful weaving together of themes from Euripides’ and Sophocles’ versions

of the myth into a story which takes place long after the conclusion of both would show

386 ASyxnv fjv popotiol MMyevels (‘the spear which the Earth-born bear’, Poet. 1454b 22 = Tr. adesp. fr. 84
TrGF, transl. Fyfe).

37 Thus Webster (1954) 305, (1967) 182.

38 Thus Zimmermann (1993) 219-23.

389 Thus Collard and Cropp (2008) 157.

3%0 Thus Zimmermann (1993) 221, 223.

391 Cf. Soph. Ant. 1312-13 with Scodel (1982) 41.
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Astydamas’ poetic abilities. Finally, in a play entitled Antigone, the title character is
surprisingly absent, found only in relation to Haemon’s suicide. This would diverge from
previous versions of the myth, with Astydamas perhaps adopting the technique of giving the
title character a reduced role from Theodectas’ Lynceus which focuses on the actions of
Danaus and similarly conceals Lynceus from the audience for much of the play.3%

None of the sources discussed above should, however, be assigned to Astydamas. The
mention of the bronze threshold in fr. 9 does not necessitate association with Astydamas’
play and the lack of information given by Aristotle when quoting the verse about birthmarks
means attribution to Astydamas’ Antigone should be treated with caution. Hyginus’ account
should also be rejected, with process of elimination the only reason it has been ascribed to
Astydamas. Since only the title of Astydamas’ Antigone is known, process of elimination is
slender grounds on which to assign Hyginus’ version of this myth to Astydamas.

Three vase paintings from Apulia have also been attributed to Astydamas’
Antigone.3%® The first is an Apulian amphora (Antigone 14 LIMC). On the left-hand side
stands Maeon flanked by a nurse and Creon, both of whom are labelled, and above whom is
Ismene holding a box. In the middle, there is a shrine on which Heracles stands and to the
right of the shrine is Antigone who is bound and accompanied by Haemon who is veiled.
Second is another Apulian amphora (Antigone 15 LIMC); on the left-hand side of this vase
stands a distressed Haemon and a youthful Creon, in the middle is a boy, perhaps Maeon, and
Heracles, and on the right-hand side is Antigone. The third vase painting is found on a
fragmentary volute krater (Antigone 16 LIMC) which shows Haemon in a state of mourning.

Since all three vase paintings are dated to the 350s,%% however, they cannot come from

392 Thus Zimmermann (1993) 219.
3% paton (1901) 275.
394 Thus Taplin (2007) 185-6.
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Astydamas’ play. Astydamas’ Antigone is the only known fourth-century play with this title,

Sophocles’ and Euripides’ Antigone the only known fifth-century versions.

AXIAAEY Z

Possibilities for the plot of Astydamas’ Achilles include an episode from Achilles’ early life,
such as his adventures on Scyros,®® from the preparations for the Trojan War, such as the

events at Aulis,3%

or from the Trojan War itself, such as his reaction to the death of
Patroclus.3®” In the fourth century, Achilles featured in Chaeremon’s Achilles Killing
Thersites and eponymous plays by Carcinus Il, Cleophon, Diogenes of Sinope, Euaretus, and
possibly Sophocles 11;3% the comic poets Anaxandrides and Philetaerus also wrote comedies
entitled Achilles. In fifth-century drama, Achilles appeared in Aeschylus’ trilogy comprising
Myrmidons, Nereids, and Phrygians/The Ransoming of Hector, Sophocles’ The Shepherds,
Polyxena, Those who dine together, and his satyric Lovers of Achilles, and Euripides’

Iphigenia at Aulis, Scyrians, and Telephus among other plays; for Achilles in tragedy see

further Michelakis (2002).

BEAAEPOOONTHZ

Astydamas’ Bellerophon, of unknown plot, is the only securely attested fourth-century
tragedy with this title and Eubulus wrote the only known comedy entitled Bellerophon;
Theodectas fr. 10 may also come from a tragedy about Stheneboia’s false accusations against

Bellerophon,**® given that the dispute between the speaker of this fragment and a woman and

3% Cf. Euripides’ Scyrians (hyp. Eur. Scyrians = test. iia TrGF).

3% Cf. Euripides’ Iphigenia at Aulis.

397 Cf. Aeschylus’ Myrmidons (frr. 135-40 TrGF with Sommerstein (2009) 134-5).
3% As suggested by West (1999) 44,

399 Thus Gaisford.
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her husband corresponds with the Bellerophon myth. In the fifth century, Sophocles produced

an lobates and Euripides a Bellerophon and Stheneboia.

EKTWP

Fragment h — Plut. De Glor. Ath. 349e

TGOV & &AAv EkdoTns &v BNt Ti T TOAeL Yéyovev ¢§ aUTiis dyaddv, 1 utv epel AéoPov, 1 8¢
>duov, 1 8¢ Kutrpov, 1) 8¢ TTévTtov EUEevov, 1) 8¢ TrevTakooias Tpimpsls, 1 8¢ pupia TdAavta,
Tpoika Trs 84ENS kal Tév Tpomaicov. Tall’ 1 méAis opTdalel kai UTEp ToUTwv BUel Tols Beois,
ouUk e Tais AioxUAou vikais fj ZopokAéous, oud’ &te Kapkivos Aepdtmi evtuxet fj “Exktopt
AoTtudduas.

And if one were to ask each of the other [victories] what benefit came to the city [i.e. Athens] from
each of the other [sc. military victories], one will reply Lesbos, another Samos, another Cyprus,
another the Euxine Pontus, another five hundred ships, and another ten thousand talents, in addition to
the glory and the trophies. This is what the city celebrates and it sacrifices to the gods in thanks for
these things, and not for the victories of Aeschylus or Sophocles, nor when Carcinus triumphed with

his Aerope or Astydamas with his Hector.

Fragment 2 — 2a Hom. Il. 6.472 Erbse
AT KpaTds kSpub’ efAeTo: onuelolvTal Tives ToUTow Si&x TO TOV Tpaylkdv AoTudduavta
Tapdyew Tov “EkTopa Aédyovtar

EKTWP  3£Ean kuvijv pot TpootdN’ fepovdet

<un)> kai oPnbijt Tais v—x—ux

1 epovde codd.: ek xepoiv uaiv Liapis 2 unj Cobet
And he [Hector] removed his helmet from his head: some mark this line out because of the tragedian
Astydamas who presents Hector saying:

HECTOR Take tmy+ helmet from me, attendant
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so that my son <is not> afraid

Fragments plausibly assigned to Astydamas’ Hector

Fragment 1h — P.Hib. 2.174
Fragment 1

Col. 1
[x—w—x—(v)  ].cov KAvel[vx]
[x—v—x—v— ]mupoupevov
[x—v—x—u— ].......010v

[x J€w ka.[JAace[ ]3......v

[x—v—x—v]..TO10UVTON HéTCX 5

Col. 2
[....]1.8a[ ]
[ Jeol ]
[ Jad.[.].[ ¢.6 Jem[ c. 7 Jo. ]

[xplnouds[ c.7 J.aol...]..[]6ryco

XOPOY MEAOZX 5
Aukin[s Tupavve] OoiBe, Tiva kAUw Tov.[ -]

6 BunméAos [B8] navtis "EAevos e.axel.]m.[ -]

ot Javor[ JN toidcov pdPov Exe Ti[ ]
mpags Tis .(.) xepds 6T &AAov Evoikov [ ]
col. 2.4 xplnouos Snell col. 2.6 Aukin[s Turner

col. 2.6 Aukin[s TUupavve Snell: Aukin(s dvacocwv Turner
col. 2.6 &[yyeAov Snell: S[uouevi] Liapis col. 2.7 BunmdAos [8¢ Snell: BunmdAos [yap Turner
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col. 2.7 ét° &xeos Maehler col. 2.8 portav Maehler: goitan Liapis

Col. 1

listens ... being burned ... they are done/made

Col. 2
[ o]racle ... touch
SONG OF THE CHORUS 5
Oh Phoebus [lord?] of Lycia, what am | hearing [
that seer, the soothsayer Helenus [
I am afraid, having seen [

what his hand does/did when another occupant [

Fragment 2
[ ]...e8 1.[ ]
[x—]v AxiAAéa r.[ c. 10 Joouev[ ]
[x— ] ATped[ c. 11 Juat[ ]
[x—~  ]medew.[ ][ 1 36pu[ ]
[x—~  ].v&mAcov toTepnuévo. [ ] 5
[x—v— ]Tou rovTiav fikew O[éTwv ]
[x—v—  ].. kaAAiov’ Hoai[oTou mépa
[ Inl ImToul ]
[x—v— ] mépeoti [ ]
[ Jv[ ] 10
[ 1.0 ]
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6 ©[éTw Turner 7 Hoai[oTou mapa Turner
Achilles ... Atreid] ... spear ... deprived of arms ... that the sea goddess Thetis has

come ... finer ones from Hephaestus ... it is possible/ he/she/it is present

Fragment 3
<A> U TE OKI[—X—v—x—vX]
&AM’ €l 3éd[oikag —v—x—vx]
UEVEL[v—x—v—x—ux]
TIUETS B[v—x—v—x—ux]
<B> @ PAS§ &[—x—v—x—ux] 5

. [o—x—v—x—ux]
ov[—v—x—v—x—ux]
<A/> [x—v—x—v—x—ux]
2 8¢d[owkas Turner
<A> neither shad[ow ... but if you are afr[aid ... stay ... we

<B> O light ... not

Fragment 1i — P.Amh. 2.10
<A> &vdpes mp[o]s &[0Ty —v—x—vx]
TaUT &yyeAddv ools ou kab’ [fSovrv Séuois]
fikeo* ou &°, covag, Tiis ékel pploupds vx]
ppévTiL’, e ool kaipicos E[Eel TGBE.]
<EKTWP> XOpel TPds ofkous STAa T’ é[x—ux] 5

kai THv AxiAAécas SopidAwT[ov domida.]

91



1 7p[0]s &[oTu Blass

4 ¢[Ee1 TGSe Blass

€€ y&p avuTny Trvde ka[i x—vx]
&AN’ ékrodcov pot oTii, ur) [Biepydon]
MUV &mavTta, kai yap es Aa[yd ppévas]
&yols av &vdpa kai Tov eubalpoéoTaTov], 10
£y T’ épauTtol Xeipov[—x—vx]
kaf meos T[é8]pavoual d[—w—x—ux]
&AN’ oUdev fio[oov ]..[-x—vx]
¢ABcoV B’ e[—x—v—x—ux]
2 18ovnv d8duois Blass 3 pp[oupas Blass

5 g[kkoCe pot] Blass: é[kpep’ cos Taxos Taplin

6 SopidAwT[ov doTida] Blass 8 diepy&om Blass 9 Aalyc ppévas] Blass

10 elba[poéoTaTov] Blass 12 T[¢0]pavopai Blass 13 oUdtv fic[cov Snell

14 ¢NBcov &’ €[5 ofkous Diggle: éABcov 8’ ¢[@’ uidv TInAéwos Liapis

<A>

<HECTOR>

Men are approaching the c[ity

I have come to announce these things, dis[pleasing to] your [house]
But you, my lord, take care of the garrison out there

so that these events may be arranged in a timely fashion.

Go to my house and [bring out?] my arms 5
and the shield of Achilles captured by my spear.

For I will bear this very (shield) an[d

But stand away from me, so that you don’t [utterly ruin?]
everything for us, since you would reduce even the bra[vest man]
to the har[e’s mentality] 10

and I ... worse than myself]
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and somehow I am broken|[
But nonetheless|

having gone

Fragment 2a — P.Strasb. W.G. 304
e[ Jogova[x—v—x—vx]
[x—vaemr[x—v—x—vx]
[x].caBop[—x—v—x—vx]
[x—]av.Ti[x—v—x—vx]
auBas koAwv[dv —v—x—vx] 5
WO....KA[X—v—x—ux]
6 pév y&p “Ex[Toop —v—x—vx]
ENSU[Bav —x—v—x—v]
otlcov e’ aUTO[v —v—x—vx]
“ExToop 8¢ mpddT[o§ —v—x—vx] 10
efa ... ay.[x—v—x—vx]
EmTnEe o1[x—v—x—ux]
ékpav & umep fTuv Euu[v—x—vx]
<s> &’ elde Ax1AAeUs "ExTopo(s u&tnv mécov]
el yTiv keAawvodv Eyxos, n8o[vijs Uro] 15
avnAdAagev, kal 81’ v dia[vx]
oud’ auTds, auta m[p]dcbe T[—x—vx]
Eraioey* doTris 8’ ol Bifik” elo[co PéAos]
&AA’ foxev attol, Seom[6TNnV x—vX]
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TOV KOV ov TPo<U>Bok[e —x—vx] 20

[x— 18 AxiAAeus Toutr[v—x—vx]

5 koAwv[ov Snell 7 "Ek[Tcop Snell 8 ¢éAau[Bav Snell 9 ém’ aUto[v Snell
10 mpédT[os Snell 14 co<s> Snell 14 "Extopo[s uatnv mécov] Snell

15 ndolvis Utro] Snell 17 m[p]6cbe Snell 18 eic[w Snell 18 BéAos West

19 Seotr[6TNv Snell 20 mpo<U>8wk|e Snell

having climbed a hill ... for first Hector took ... brandishing against him (i.e. Hector)
... Hector first... and he (Achilles) cowered ... over the edge of the shield ... and
when Achilles saw that Hector’s black spear [overshot] into the ground, he let out a
cry of joy, and through the things which ... not even he himself ... those things
previously ... he (Achilles) struck; but the shield did not let the spear through but

held it there, [since(?)] it did not betray its new master ... but Achilles

Fragmentum Dubium

Tr. adesp. fr. 649 — P.Oxy. 2746
TTPIAMOX 8&ponoov, & mai: un k&unis: oTijcov méda,

kai oaiol Bo]uAais Tpoodéxou T kpeioo[ova]:

w181
KAZZANAPA  BéBAnke Seivdv k&paka TIP. Tis, Tékvov; ppaoov:
XOPOZ 6 TInAoTng [v—x—vx] 5
KA. &AM’ fioTéxnoe<v> XO. elras cos Exel[vx]
KA. "ExkTeop TOedeuAert XO. duoTuxrs ayw[v vx]
KA. {ocos é8uoTUxnoev [-x—vx]

w18
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AHIOOBOZ

KA.]

AH.

KA.]

AH.

KA.]

KA.]

KA.]

KOWwa Uéxpt Vv VIKGUEY
Tis fix[o]s fuds £k Bducov dvékAaye<v>;
w1dn

a Ea Tl Aevio<o>w; I

aiviy [uaTo]s pot ueigov’ EpBéyEco Adyol[v]:

w1dn

.L]... mpo mMUpycov ouk[.]oe.[

uéunvals] attn kai TapemA&yx6ns ppéval

81
] ou mapeké[A]eves; [
ImaT .. Toato[ €9 L[
1 65 vU[v] .e....po.100[
o8t
] ve[co] TepSv pot [
] éxov[o]a[T’] &[xlpav yfipuv [-x—-x]
] éxot[o]ab™ “ExTeop EEOAAL].[--x]
o8t
] [1.[]1 &xAus wbBev pel
1 8AAL.]...at kal pdos Tiralv vx]
1e..L1..[1.8. viw T kAewd[v "IAiov]

1 tfis ofis gpnlulov xeipds EANTj[veov -x]

1 Baet Tpds oUdas [ ]
Jwv.[].[Buc]Tuxms eyed [ ]
JAA[)..aypl. clximrel ]

] [endri] [ ]
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<KA.> ]
2 Blo]uAais Coles
7 uéAAer Coles: B&AAe Coles
11 avéxAaye<v> Coles
14 Aéyolv] Coles
21 vi[v] Snell
24 &[x]pav Snell
29 kAewo[v "IAov] Snell

33 o]kfmtp Snell

[

c.9 ]t

2 kpeioo[ova] Coles
7 aywlv Coles

13 Aevo<o>w Coles
17 péunvals] Snell
23 ve[d] Tepdv Snell
25 axovu[o]ad’ Snell
30 EAAT[veov Snell

34 181} Snell

35
6 notdxnoe<v> Coles
11 fx[o]s Coles
14 aiviy[uaTtd]s Coles
19 mapexé[A]eves Coles
24 axovlo]alT’] Snell
28 Titalv Snell

32 [duo]Ttuxns Snell

PRIAM Be bold, my daughter; don’t be distressed; rise to your feet

and face those overwhelming things with your will-power.

singing

CASSANDRA  He has hurled a fearsome spear

CHORUS The inhabitant of Pelion[

CASSANDRA But he has missed

PRIAM Who, child? Tell me.

5

CHORUS You recount it as is

CASSANDRA  Hector is thesitating/ throwingt [(a spear?)

CHORUS An unfortunate struggle

CASSANDRA  He was equally unlucky

singing

So far we are equally victorious

10

DEIPHOBUS What commotion has called me from my house?

singing

CASSANDRA] Ah! Ah!' What am | seeing [

DEIPHOBUS You’ve said something more puzzling than a riddle to me

singing
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CASSANDRA]

DEIPHOBUS

CASSANDRA]

CASSANDRA]

CASSANDRA]

<CASSANDRA>

in front of the gates ... not
You’re mad and out of your mind yourself

singing
Did you not encourage

20

who now

singing
newer to me
listen to my last utterance
listen; Hector has died 25

singing
From where has this mist (come?)
[Hector] has perished and (no longer sees?) the light of Titan
... now (the army of?) the Greeks
will hurl fam[ous Troy] bereft of your strength 30
to the ground
unlucky |
sceptre

[singing]

35

Translations are based on those of Liapis.*® Fr. h shows that Astydamas was victorious with

his Hector, with Plutarch using this play as an example of how Athens celebrates its military

victories, but not its cultural ones.*®* Although fr. 2 is not explicitly attributed to Astydamas’

40 (2016) 647, 78-9.

401 Only Ta®’ 1) OIS ... AoTudduas is included in TrGF. The entirety of this section of Plutarch’s De Gloria
Atheniensium is, however, quoted in this commentary.
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Hector, it too is most likely from this play given the identity of the speaker. Fr. 2 indicates
that Astydamas’ tragedy included a scene similar to that found in book 6 of the Iliad,**? in
which Hector removed his helmet to avoid frightening Astyanax and then bade his son
farewell. But whereas in Homer Hector places his helmet on the ground,*®® in Astydamas’
play, he hands it to an attendant; this is more convenient on stage, meaning that the actor does
not have to bend down to collect the helmet.

Four papyri (frr. 1h, 1i, 2a, Tr. adesp. fr. 649) have also been attributed to Astydamas’
Hector.*%* The first of these (fr. 1h = P.Hib. 2.174) was discovered in EI-Hibeh and first
published in 1955 by Eric Turner. Dated by Turner to the second century Bc, the papyrus
comprises three fragments. Fr. 1 contains two columns, the first too lacunose for
reconstruction. In the second column, there is a discernible reference to a prophecy followed
by a choral interlude, now lost except for the marker XOPOY MEAQOZX.4% After the choral
ode, four further lines are preserved, within which there is discussion of Helenus and the
speaker confesses that they are afraid. If the present active infinitive poi[t]&v or the third
person singular present tense poi[t]au is restored at line 8 and agrees with “EAevos in line 7,
Helenus may be prophesying during lines 6-9;%%° if tis éo(T1) xepds is reconstructed in line 9,
the present tense ¢o(t1) would strengthen such a hypothesis.*®” The speaker of lines 6-9 must
have been male (cf. éadcov, line 8) and Trojan given the invocation of Lycian Apollo and

mention of Helenus.**® Since the speaker is afraid, Helenus’ predictions in lines 6-9 must

40211, 6.414-96.

40311, 6.473.

404 Fr, 1h was first attributed to Astydamas’ Hector by Turner (1955a) 9-10, fr. 1i by Radermacher (1902) 138,
fr. 2a by Snell (1937) 84, 88, and Tr. adesp. fr. 649 by Coles (1968) 111, Taplin (2009) 262 among others.

405 This marker may have been inserted during a reperformance of the play from which this fragment comes, the
original choral ode deemed too hard for the chorus to perform (thus Taplin (2014) 148); see introduction.

408 Thus Liapis (2016) 73—4; both suggestions are equally plausible.

407 Thus Liapis (2016) 73.

408 The mention of Helenus by itself does not guarantee a Trojan speaker since Helenus was captured by the
Greeks (Proc. Chrestomathia 211 = arg. 2 Little lliad GEF). The speaker of fr. 1h fr. 1 col. ii.6-9 was, however,
almost certainly Trojan given that Helenus causes him to be afraid, something unimaginable if Helenus was with
the Greeks.
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have been unfavourable; this suggests that the character delivering these lines could be

409 410

Hector worried about his fate*” or, as variously conjectured, Priam, concerned for his son.
Alternatively, the galliambic metres could indicate that the chorus continue speaking after
their ode, with the nervous appeal to Lycian Apollo suited to a group of Trojans.

In fr. 1h fr. 2, the mention of Achilles, Hephaestus, and the arrival of Thetis indicates
that this fragment describes an episode similar to that found in book 18 of the Iliad, in which
Thetis travelled to the Greek camp and gave Achilles replacement armour manufactured by
Hephaestus.*!! Since Achilles, Hephaestus, and Thetis are spoken about in the third person,
fr. 1h fr. 2 must have come from an account of Thetis’ delivery of new weaponry to Achilles.
Given, however, that the play from which fr. 1h fr. 1 comes had a Trojan setting, fr. 1h fr. 2
must have been delivered by someone with knowledge of the dispatch of new armour to
Achilles and so this fragment was probably delivered by a divinity in a prologue speech or
similar;*? alternatively, the speaker could have been Helenus or Cassandra, aware of
Achilles’ new armour given their mantic powers. Fr. 1h fr. 3 contains an exchange between
two characters (cf. paragraphoi at lines 4 and 7). If 8¢5[owas is correctly restored at line 2,43
then the first speaker (A)** would be urging his or her counterpart (B) to stay (in Troy?) if he
or she is frightened. These two characters may be Hector and Deiphobus,**® with Hector or
Deiphobus urging the other to remain in Troy if he is frightened of battle.

The second papyrus variously attributed to Astydamas’ Hector is fr. 1i (P.Amh. 2.10).

This papyrus was discovered in a temple at Soknopaiou Nesos and first published in 1901 by

409 Cf, fr. 1i.11-12.

410 Webster (1954) 306, Turner (1955a) 11; cf. Hom. Il. 22.33-76.

41111, 18.468-617.

412 Thus Turner (1955a) 11.

413 |bid. 13.

414 A and B in this fragment and fr. 1i are my own notations to indicate speaker change and are not found on the
papyri. For instances where A, B or character names are found on papyri to mark out speakers cf. P.Oxy. 5131,
Eur. Hypsipyle fr. 752d.7, e.4 TrGF, see Finglass (2014) 77-8.

415 Turner (1955a) 11, Xanthakis-Karamanos (1981) 219.

99



Bernard Grenfell and Arthur Hunt, who dated it to the second century BC. In these lines, one
character (A) announces a Greek attack on Troy and urges a second character (B) to protect
the garrison.*'® A paragraphos under line 4 indicates a change of speaker in line 5, at which
point the second character (B) instructs the first (A) to fetch the armour of Achilles, accuses
speaker A of cowardice, and then doubts their own resolve. Since speaker A announces a
Greek attack on Troy, he is almost certainly a messenger.*!” Given that speaker B is
addressed as covag by speaker A, speaker B must be a figure of high social standing, namely
Hector given the request for the arms of Achilles.*'® As speaker B has been identified as
Hector, line 14 could be restored as éABcov &’ ¢[s oikous, with Hector issuing further
instructions to the messenger, namely to retrieve more items from his house (including
perhaps Andromache and Astyanax);**° alternatively, Hector may envisage battle with
Achilles if line 14 is reconstructed é\6cov 8’ &[@’ uidv TTnAécos.*2°

The third papyrus tentatively assigned to Astydamas’ Hector is fr. 2a (P.Strasb. W.G.
304). This papyrus was discovered before World War | by Hugo Ibscher and first published
by Wilhelm Cronert in 1922; it was discussed in much greater detail in 1936 by Naphtali
Lewis and in 1937 by Bruno Snell, who dated the papyrus to the third century BC. These lines
feature a description of the duel between Achilles and Hector, in which Hector threw a spear
at Achilles, who crouched behind his shield. The spear missed, and Achilles let out a cry of
joy. Achilles then launched a counter-attack, his spear sticking in Hector’s shield. Given the
third person past tense verbs found throughout fr. 2a,4?! these lines must have formed part of

a messenger speech, which culminated in Hector’s death.*??

416 Fr, 1i.1-4 with Pickard-Cambridge (1933) 152.

417 The identification of this messenger as Polydamas (thus Weil (1901) 737) is possible, but far from certain
and the messenger need not have been a specific individual.

418 Thus Grenfell and Hunt (1901) 1, TrGF 1 p. 203.

419 Thus Diggle ap. Liapis (2016) 65.

420 Thus Liapis (2016) 65.

421 Such as éAau[Bav (fr. 2a.8), émtngev (fr. 2a.12), €ide (fr. 2a.14).

422 Thus Xanthakis-Karamanos (1981) 219.
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Some scholars have also assigned Tr. adesp. fr. 649 (P.Oxy. 2746) to Astydamas’
Hector. This papyrus was discovered by Grenfell and Hunt in Oxyrhynchus in 1903 and
published in 1968 by Revel Coles. It is dated to the first century AD by Coles and is richly
annotated, including paragraphoi, character labels at the start of each speaker change,*? and
the stage direction ¢ai87}, showing that Cassandra sings her lines.*?* Within this fragment,
Priam tells Cassandra to be brave and face her fears, most likely of observing the duel
between Hector and Achilles since she goes on to describe their fight.*>> Cassandra then sings
and while doing so, tells Priam of an individual throwing a spear and missing his target, with
the chorus identifying Achilles as the person hurling the spear. The commotion made by
Cassandra brings Deiphobus out from his house, an arrival which causes Cassandra to realise
that Deiphobus’ presence in Troy means that Hector is isolated on the battlefield and thus
will soon die; this in turn leads Cassandra to conclude that Troy too will fall without Hector’s
protection.

Given that their content is based on the Iliad and in particular the Trojan perspective
of the war, frr. 1h, 1i, 2a, and Tr. adesp. fr. 649 have all been assigned to Astydamas’ Hector.
The papyrus attributions are, however, difficult to confirm, since the securely assigned fr. 2 is
based on an episode from Iliad 6 whereas all four papyrus fragments describe episodes from
later in the epic, specifically the preparations for Hector’s confrontation with Achilles or their
duel itself. Furthermore, not all of the papyri may be attributed to Astydamas’ tragedy, given
that they are likely to come from two separate plays. In the case of fr. 1i, the focus on the
shield of Achilles in line 6 corresponds with the prominence of this object in the account of

the duel between Hector and Achilles in fr. 2a, suggesting that frr. 1i and 2a have a shared

423 See footnote 414 for other examples of character labels on dramatic papyri.

424 Coles (1968) 116; cf. Eur. Cyc. 487. <181 may be an indication of clairvoyance (Coles (1968) 111, Tarrant
on Sen. Ag. 867ff); this interpretation, however, assumes that ca181 is not a later addition to the text from
reperformance (as also suggested by Coles (1968) 116).

425 Tr, adesp. fr. 649.1-2, with Liapis (2016) 79.
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origin.*?®® As a shield is mentioned in fr. 1h fr. 2, namely that delivered to Achilles by Thetis,
fr. 1h fr. 2 (and thus fr. 1h) most likely also comes from the same play as frr. 1i and 2a.%" A
further connection between frr. 1h and 1i (and thus 2a) can be established by their
characterisation of Hector; if Hector is described as frightened in fr. 1h fr. 3 and if he is the
individual who fears Helenus’ prophecy in fr. 1h fr. 1, this would correspond with his self-
doubt in fr. 1i.

By contrast, Tr. adesp. fr. 649 must come from a different tragedy from that of frr. 1h,
1i, and 2a, because of the differing presentation of the duel between Achilles and Hector in fr.
2a and Tr. adesp. fr. 649,428 Achilles’ spear missing Hector in Tr. adesp. fr. 649, but getting
stuck in Hector’s shield in fr. 2a. It is also unlikely that a single play would include
Cassandra’s account of the duel between Hector and Achilles (as in Tr. adesp. fr. 649) only
for this to then be repeated soon afterwards via a messenger speech as in fr. 2a. In addition,
the chorus appears to be intimately involved in the action in Tr. adesp. fr. 649, commenting
on the duel between Hector and Achilles, whereas their presence is limited in fr. 1h, with the
chorus relegated to singing an interlude. Hence frr. 1h, 1i, and 2a come from one play about
the Trojan War, Tr. adesp. fr. 649 from a separate tragedy on the same subject. Of these,
Astydamas’ Hector is unlikely to be identified with the play from which Tr. adesp. fr. 649
comes,*?° given that several words and phrases within this fragment are attested only after
Astydamas was active.*®° This leaves only fir. 1h, 1i, and 2a as possibly from Astydamas’

Hector.

426 Thus Turner (1955a) 10.

427 Thus TrGF 1 p. 2014, Liapis (2016) 68.

428 Thus Coles (1968) 110, 112.

429 Thus Xanthakis-Karamanos (1981) 220.

430 Cf. 8&ponoov (1, cf. Ezechiel Exagoge 100, 128); notéxnoe<v>- (6, cf. Poly. 3.21.10, 5.107.2); and Tita[v
meaning sun (28, cf. Ezechiel Exagoge 217); see Liapis (2016) 823 for a full list of lexicographical and
metrical objections.
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A connection between frr. 1h, 1i, and 2a and Astydamas’ Hector may be established
via a volute krater by the Underworld painter dated between the 340s and 320s.%3! On the top

level of this vase, on the left-hand side, a male figure*?

is observing and possibly conversing
with Cassandra who is in a prophetic state, as indicated by the branch which she holds, and
who has swooned back into a woman’s arms. In the middle stands a warrior with a trumpet
and at the right-hand side is Helenus, observing a bird holding a snake in its talons, the two
animals fighting one another. On the bottom layer, on the left-hand side, a fully-armed Hector
bids farewell to Andromache, who is holding Astyanax and who is accompanied by a nurse;
to Hector’s right stands a male individual holding Hector’s helmet and mounted on a chariot
driven by four horses. Since Hector has passed his helmet to the figure on the chariot rather
than placing it on the ground as in the scene in Iliad 6,3 the bottom scene has been thought
to correspond with the securely attributed fr. 2 from Astydamas’ Hector and thus the volute
krater based upon this play.***

The correspondence between fr. 2 and the bottom scene of the volute krater has,
however, been challenged by Liapis who argues that the charioteer (fjvioxos) on the vase
cannot be identical with the attendant (rpéomoAos) mentioned in fr. 2, the TpdomoAos
being from a lower social class than the fivioxos.**® Despite Liapis’ objections, Hector’s
removal of his helmet shows that Astydamas’ Hector may have influenced the volute
krater.3® Moreover, if the chariot on the volute krater is merely symbolic, designed to

indicate Hector’s departure to battle, then the figure on the chariot could have been a

mpdomolos, this individual placed on the chariot only due to lack of space on the bottom

431 A date of 340s/330s is preferred by Kannicht (1991) 136; the 320s has been suggested by Taplin (2007) 253.
432 This figure has been identified as Priam (Taplin (2007) 253, (2009) 256). Given, however, that he appears
youthful and without any regalia, this cannot be right (thus Liapis (2016) 84); the woman sitting beside
Cassandra cannot be Hecuba for similar reasons (pace Taplin (2007) 253, (2009) 256).

433 ], 6.473.

434 Thus Taplin (2007) 254, (2009) 256, 258.

435 |_iapis (2016) 84, contrast Soph. OC 1553 where Theseus’ mpdomolol are his subjects rather than slaves.
436 For the methodology used in this commentary in relation to vase paintings see the introduction.
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layer of the vase painting. This would mean that bottom layer of the volute krater could have
been inspired by a scene from Astydamas’ Hector, namely that of the securely attributed fr. 2,
since Hector would be depicted on the vase painting handing his helmet to a TpdomoAos as
in this fragment. In this case, the different style of the helmet removed by Hector to the
Phrygian caps worn by other male characters on the vase may have been intended to signify
that Hector possessed different armour to that of his fellow Trojans, namely the arms of
Achilles. This in turn would reset Hector’s encounter with Andromache and Astyanax within
the context of Hector’s departure to fight Achilles, thus linking fr. 2 with fr. 1i (and by
extension frr. 1h and 2a) and suggesting that they came from the same play; such a
connection may be further emphasised by the shield on Hector’s back, possibly an allusion to
the importance of this item throughout frr. 1h, 1i, and 2a.4*’

If frr. 1h, 1i, and 2a are connected with the securely attributed fr. 2 via the volute
krater, then Astydamas’ Hector may largely be reconstructed as follows. The tragedy was set
within the confines of Troy, the skene representing Priam’s palace,**® with one of the eisodoi
leading to the battlefield, the other to further within Troy. Astydamas’ play began with a
prologue speech providing context and recounting Thetis’ delivery of Achilles’ replacement
armour (fr. 1h fr. 2).4¥ Soon after, a messenger arrived to announce a Greek attack on Troy
(fr. 1i) and in response, Hector ordered the messenger to fetch the arms of Achilles from his
house and possibly his wife Andromache and son Astyanax.**° Hector bade farewell to

Astyanax (fr. 2) and Andromache or Deiphobus urged him to remain within Troy if he was

437 Taplin (2009) 258.

438 pPickard-Cambridge (1933) 153

439 Thus Webster (1954) 306, Turner (1955a) 11, Xanthakis-Karamanos (1981) 217. Although it has been
suggested that fr. 1h fr. 2 came from the same messenger speech in fr. 2a (Turner (1955a) 11), such a conjecture
is unlikely since a ten-line digression on such a subject would be inappropriate in discussion of the fight
between Hector and Achilles, destroying the tension of the messenger’s account of the duel.

440 1 correct, then Astyanax may have been held by his mother Andromache during the departure scene in
Astydamas’ Hector (as depicted on the volute krater), demonstrating further departure by Astydamas from his
Homeric model where Astyanax is held by a nurse (Hom. 1l. 6.467); perhaps Andromache accompanied
Astyanax to present Hector, Andromache, and Astyanax as a family unit on the stage, thus increasing the pathos
of the departure scene.
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afraid (fr. 1h fr. 3); Hector ignored these warnings and departed to fight Achilles. Hector was
then killed on the battlefield during his duel with Achilles and Hector’s death was reported in
Troy by a messenger (fr. 2a). Fr. 1h fr. 1 cannot be positioned within the play with any
certainty, but may have occurred before Hector’s departure, with Hector or another character
(perhaps Priam) receiving a worrying oracle from Helenus, or after Hector went to face
Achilles in combat, with Helenus providing a pessimistic prophecy to a concerned Priam.*4!
Although no fragments survive from the end of the play, Astydamas’ Hector would have
concluded with Priam and his family making preparations to ransom the body of Hector from
Achilles.

A set of six theatrical masks dated between 370 and 350 from tomb 198 in Lipari have
also been attributed to Astydamas’ Hector;**? these masks are of Hector, Priam, Hecuba,
Paris, Deiphobus, and a nurse. The masks are, however, almost certainly from Euripides’
Alexandros,** given the lack of evidence for Hecuba’s and Paris’ presence in Astydamas’
Hector, these characters not being attested in the papyri and fr. 2. In addition, if these masks
were from Euripides’ Alexandros, then most characters from this play would be represented
with only Cassandra’s mask missing from the set.*** Furthermore, the Etruscan reception of
Euripides’ Alexandros in the fourth and third centuries BC suggests that it is far more likely
that these masks are related to Euripides’ play.**® Astydamas’ Hector is also hypothesised to

have inspired Naevius’ Hector Proficiscens.*#® Such a suggestion cannot, however, be

441 Webster (1954) 306, Turner (1955a) 11.

442 Thus Xanthakis-Karamanos (1981) 223, Brea and Cavalier (2001) 48. A date of 370 is preferred by
Battezzato (2003) 248; a date of 350 is suggested by Xanthakis-Karamanos (1981) 223, Fantuzzi (2006) 144.
43 Thus Battezzato (2003) 248.

444 Although the nurse is unattested in the fragments of Alexandros, she could have plausibly featured in
Euripides’ play as a silent character.

445 Thus Karamanos (2013) 415-32, see especially fig. 1, a bronze mirror from Tarquinia dated to the fourth
century BC. On the back of this mirror is a relief which depicts Paris at an altar with Deiphobus drawing a sword
against him and Hecuba (or Cassandra) holding an axe, corresponding with Hecuba and Deiphobus’ plot to kill
Paris in hyp. Eur. Alexandros 23-30, fr. 62d.22-30 TrGF. See Alexandros 21-3 LIMC for further examples of
the presentation of Euripides’ Alexandros in Etruscan iconography.

446 Capps (1895) 299.
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corroborated given the small amount of fragments surviving from Naevius’ play, none of
which correspond with any scene from Astydamas’ tragedy. Furthermore, the existence of at
least one other Greek tragedy about Hector’s departure (that from which Tr. adesp. fr. 649
comes) means that Naevius need not have based Hector Proficiscens on Astydamas’ play.

In the fourth century, Hector also appeared in the pseudo-Euripidean Rhesus, and the
aftermath of his death was presented by Dionysius I in his Ransoming of Hector. In fifth-
century drama, Hector featured in Aeschylus’ Nereids, Phrygians/The Ransoming of Hector,
and possibly in his Chamber makers, were this play about the wedding of Hector and
Andromache;**” Hector also appeared in Sophocles’ Shepherds and Troilus,**® Euripides’

Alexandros, and possibly in a Priam tragedy by Philocles.

Fragment 2

enovde is metrically defective, its position in the trimeter requiring a long syllable followed
by an anceps whereas the first two syllables of epove are a short and a long. éx xepoiv éuaiv
has been conjectured by Liapis (2016) 70 as a possible restoration, though éuév itself or a
possessive pronoun similar to it and agreeing with kuvijv may be more effective, showing
Hector to claim ownership over Achilles’ helmet; perhaps the scholiast or a later copyist read
Tpos méAepov instead of mpoomdA’ Eudv. In addition, if line 1 is restored with a personal
pronoun similar to éudv, both ¢udv and pot in close proximity would emphasise Hector’s
possession of Achilles’ armour, echoing frr. 11.6—7, 2a.18-20 and their focus on Hector’s
ownership of Achilles’ shield. urj is, however, correctly inserted at the start of line 2 (thus
Cobet (1854) 495) since Hector can scarcely wish to frighten Astyanax; ur also satisfies

syntactic and metrical deficiencies. The language of fr. 2 implies that Hector was pre-empting

447 Sommerstein (2009) 81.
448 Thus Sommerstein (2006) 210-11.
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his son’s fears by removing his helmet, with Astydamas reversing the sequence of Hom. II.
6.466—-70 where Hector removes his helmet only after seeing how frightened his son was; cf.
the reversal of the order of the duel between Hector and Achilles in fr. 2a. mpdomoAogs is an
example of high style used mainly, but not only, by Euripides; cf. Aesch. Sept. 574, Soph. Aj.

539, 541, Eur. Or. 106, 629, Hel. 500, 788.

Fragments plausibly assigned to Astydamas’ Hector

Fragment 1h fragment 1

Col. 2.6: xp|nouds is owed to TrGF 1 p. 202 and Aukin(s is owed to Turner (1955a) 13; for a
possible reconstruction of lines 6-9 of column 2 see Liapis (2016) 74. Conjectures for the
lacuna before ®oipe in line 6 include Tupavve (TrGF 1 p. 202, Liapis (2016) 74) and
avdoocwov (Turner (1955a) 13); Tupavve is almost certainly correct given the galliambic
metre of lines 6—7. For Apollo’s relation to Lycia cf. HH 3.179, Aesch. Ag. 1257, [Eur.] Rh.
2246 (with Liapis). The final discernible letter of line 6 has been taken to be an alpha, with
the lacuna restored as &[yyeAov (thus TrGF 1 p. 202); the triangular shape of this letter,
however, means that delta is equally plausible, the lacuna perhaps reconstructed as [uopevi,
referring to Achilles (thus Liapis (2016) 72).

Col. 2.7-9: Given the galliambic metre of line 7, the lacuna after BunméAos may be
restored as &¢ (thus TrGF 1p. 202); y&p is unmetrical (pace Turner (1955a) 13). The
repetition of terms related to prophecy, specifically BunmdAos and pdvTis, emphasises
Helenus’ role as a seer. A third reference to Helenus’ prophesying may occur if .oi[ Jav is
restored as the present active infinitive poitav (thus Maehler ap. TrGF 1 p. 352) agreeing
with "EAevos or as the third person singular present tense goitéau, the subject of which is
“EAevos (thus Liapis (2016) 73-4); for portdceo used in relation to manic activity cf. Eur.

Hipp. 141-4 with Barrett. If e..axe[.] is reconstructed as ét° &xeos (thus Maehler ap. TrGF |
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p. 352), this may describe the pain felt by Helenus while prophesying. For évoikov of

possession of one’s body by another entity cf. Eur. Supp. 534-5.

Fragment 1h fragment 2

5-7: ©[¢éTw and Heai[oTou mépa are owed to Turner (1955a) 13. éotepnuévo. goes with
S1Acov, describing Achilles and the loss of his armour to Hector. rovtiav fikev ©[éTiv
indicates that Thetis is arriving with Achilles’ armour in line 6; cf. Hom. Il. 18.616-17. Just
as in lines 67, the arrival of Thetis is mentioned in close proximity to Hephaestus in Hom. Il.
18.616-17 (1 & ipng cos &ATo kat’ OUAUUTOU VIpdeVTOS | TeUxea papuaipovTa TTap’
‘HeaioTtolo gépovoa, ‘and [Thetis] flew like a falcon from snowclad Olympus | bearing
gleaming arms made by Hephaestus’); in Hom. Il. 18.617 too, mé&pa is used with Hephaestus,
though the new armour is described as uapuaipovta rather than kaAAiov’. The similarities
with Hom. 1l. 18.616-17 mean that lines 57 of this fragment must have told of how Thetis
arrived at the Greek camp (Trovtiav fikelv ©[£Twv), coming to the aid of her unarmed son
(8mAwv éoTepnuévo.) with better weaponry (xaAAiov’ Heai[oTou mépa). For description

of Thetis as movtia cf. Pind. Nem. 3.35, Paian fr. 52f.83 Snell-Maehler.

Fragment 1h fragment 3
1: oxi[ may come from a word related to shadows, perhaps contrasted by & ¢cs.

2-3: Line 2 can be plausibly restored as 8¢5[oiwkas (thus Turner (1955a) 13). In this
case, uevel[ could also be second person singular, forming the apodosis of the conditional
clause, with speaker A urging B to remain (in Troy?) if they are frightened; alternatively
uevel[ could be rendered pév’, €i 8€..., or pével[v mapeoT. If these lines were spoken by
Deiphobus and Hector, Deiphobus’ advice to Hector to stay in Troy would be a divergence

from Homer where Athene disguised as Deiphobus encourages Hector to fight Achilles
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(Hom. Il. 22.224-47); in this part of the lliad (22.100-2), Hector instead recalls Polydamas’

advice from book 18 to retreat into Troy with his army (18.251-83).

Fragment 1i
All restorations are owed to Blass (ap. Grenfell and Hunt (1901) 1) except &AAN’ oUS¢v
fio[oov (owed to Snell (1971) 146).

1-4: &vdpes mp[o]s &[oTu describes the Greeks launching an attack on Troy; cf.
Hom. Il. 22.1-4 where the Greeks are pursuing the retreating Trojans. For similar phrases to
TalT &yyehdv fkw, especially in messenger speeches cf. Eur. Bacch. 658, IT 1306, Ar.
Thesm. 579; fike is delayed until line 3 both to allow cois oU ka6’ [18ovnv ddéuois to fit
uninterrupted within the previous trimeter and to contrast the first person fjkco with ou &,
focusing the audience’s attention on Hector’s response now that the messenger has fulfilled
his role, namely reporting the Greek attack. cova€ is a crasis almost entirely found only in
Sophocles and Euripides among the tragic poets; cf. Soph. Ant. 563, 1150, Phil. 830, OC
1177, 1499, Eur. Alc. 220, 539, Hel. 744, 1620, Bacch. 1031. ¢kei indicates that the Greek
attack has taken place outside Troy and thus offstage (Liapis (2016) 68); unlike in this
fragment, Hector is also outside Troy when the Greeks attack Troy in Hom. Il. 22.1-4.
kapics €[Eet T&Se in line 4 is plausible, with the messenger in lines 3—4 urging Hector to
consider how he will ensure that Troy is prepared to resist the Greek attack; the messenger’s
focus on Hector’s response to the attack may prompt Hector in the first few lines of his
speech to present himself as a powerful warrior in command of the situation despite the self-
doubt he later reveals.

5-7: The imperatives xcpet and o161 indicate that Hector is calm and collected
despite the peril facing Troy and emphasise his role as a strong, commanding figure; cf. Hom.

Il. 22.5-97, where Hector is also focused completely on his aim of repelling the Greeks and
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specifically Achilles. ¢[kkéuilé por (owed to Blass ap. Grenfell and Hunt (1901) 1) and
€[kpep’ cos Taxos (owed to Taplin (1977) 160) are equally valid restorations of line 5; the
imperatives in both suggestions are consistent with the characterisation of Hector in these
lines and pot would emphasise the theme of Hector’s possession of Achilles’ arms also found
in frr. 2, 2a.18-19. mpods oikous refers either to Priam’s palace, as represented by the skene,
or a separate house in which Hector lived, to which one of the eisodoi led. Sopi&AcoTov can
describe captives taken during warfare (cf. Soph. Aj. 211, Eur. Tr. 518) as well as seized
armour to which the epithet refers here; Sopi&dAcotov alludes to Hector’s capture of the arms
of Achilles in his duel with Patroclus when Hector killed Patroclus using a spear (Hom. II.
16.818-21). autnyv Trivde must also describe the shield of Achilles (thus Liapis (2016) 65)
since domida is the only feminine noun thus far mentioned in Hector’s speech; avtrv and
Trivde in close proximity emphasise that it is Achilles’ shield to which Hector is referring,
suggesting that Hector is keen to highlight that he will use his enemy’s weaponry against
him. The focus on Achilles’ shield in lines 6—7 also emphasises its prominence and Hector’s
ownership of it, echoing fr. 2, where if a personal pronoun was used in relation to kuvfjv,
Hector claimed Achilles’ helmet as his own; this motif is developed further in fr. 2a.18-19
where Hector has mastery over Achilles’ shield.

8-10: &is Aay ppévas metaphorically describes the cowardice which Hector
believes the messenger will cause by standing close to him, the superlative et6a|pcécTaTtov
emphasising Hector’s sentiment; cf. [Arist.] Phgn. 806b 7, Philemon fr. 93 PCG for the timid
hare.

11-12: Despite his earlier self-assuredness and confidence, Hector reveals that he
feels that he is in danger of resembling someone less than himself (y T° énautold xeipov)
and that he is broken (kai Treos T[é6]pavouat); for Bpavc describing an emotional

breakdown cf. Ar. Av. 466. Lines 11-12 suggest that Hector attacked the messenger in lines
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8-10 because of his own fears (thus Radermacher (1902) 138, Xanthakis-Karamanos (1981)
218); for fearful Hector cf. Hom. 1l. 22.137-44. Hector’s doubts also reveal the disparity
between his public persona as a powerful general taking charge of the situation (5-7) and his
own fears that he is unable to live up to the Trojans’ perceptions of him (8-12). A similar
split between Hector as a strong commander and as a fearful individual is also seen in Hom.
Il. 22.5-130 where Hector’s determination in lines 5-97 is undercut by his uncertainty over
whether he should have withdrawn to Troy as advised by Polydamas (98-107) or should now
surrender Helen to Achilles (111-21).

13-14: Despite Hector’s reservations, &AX’ oudév fio[cov indicates that Hector
nonetheless intends to fight for Troy (Snell (1971) 146, Liapis (2016) 69), these three words
introducing a contrast to his fears in the previous lines and showing that Hector’s resolve is
strengthened following his earlier crisis of confidence; Hector may have regained his
composure by line 13, aware of his pivotal role in protecting Troy. Hector’s decision to fight
on regardless of his doubts also echoes Hom. 1l. 22.97-130 where Hector is determined to
fight Achilles (108-10, 122-30) after his earlier hesitations (98-107, 111-21). If line 14 is
restored as ¢éABcov &’ €[s ofkous (thus Diggle ap. Liapis (2016) 65), Hector may ask the
messenger to fetch further items from his house, including perhaps Andromache and
Astyanax (Liapis (2016) 65); this would diverge from Hom. Il. 6.369-97 where Hector
travels to see Andromache and Astyanax, with Astydamas altering his Homeric model to
bring Andromache and Astyanax to Hector and thus present the departure scene between all
three characters onstage. If correct, this would also connect fr. 1i to the securely attributed fr.
2, with the request for Andromache and Astyanax in fr. 1i preceding the departure scene in fr.
2. Alternatively, line 14 can be restored as éA6cov 8’ [’ uiov TTnAécos (thus Liapis (2016)
65); in this case, Hector would show the same determination to fight Achilles as in Hom. II.

22.122-30.

111



Fragment 2a
All reconstructions are owed to Snell (1937) 85-6, except PéAos in line 18 (owed to West
(1983) 82).

5: Given that the messenger in fr. 2a presents Hector as brave by launching the first
spear in his duel against Achilles (cf. line 10), auBas koAcov[év most likely describes
Hector; perhaps the hill was the Batieia mentioned in Hom. Il. 2.811-15. The mention of a
hill in this account of the duel between Hector and Achilles does not correspond with any part
of the Homeric version of this episode.

7-9: Given the prominence of Hector in the nominative and the contrastive &¢ at the
start of line 10, aitd[v probably describes Hector, meaning that oeicov refers to Achilles; cf.
Hom. Il. 22.133 which uses the same verb in relation to Achilles. oeico can be used of spears
as they are about to be launched (cf. Hom. Il. 3.345, 13.135), suggesting that the fight
between Hector and Achilles is about to begin. éA&u[Bav could refer to Achilles or Hector
seizing their weaponry, though more likely Hector given its proximity to 6 pév yap “Ex[Tcop.

10: "ExTeop 8¢ TpcoT[os describes Hector throwing his spear first; in the Iliad,
Achilles launches the first attack (Hom. Il. 22.273), further suggesting that the duel may have
been rearranged in Astydamas’ play to emphasise Hector’s bravery in seizing the initiative
and attacking first (thus Liapis (2016) 71).

12-16: iTus usually describes the edge of an object (cf. [Hes.] Sc. 314, Hdt. 7.89.1)
and even a shield itself (cf. Eur. lon 210, Tr. 1197), the object to which it refers in this line
(thus Snell (1937) 86). Since Hector has thrown the spear, it is Achilles who is described as
cowering and hiding behind his shield (¢mrtnEev, thus Kannicht (1991) 288); this is a reversal
of the Homeric narrative where Achilles throws a spear (Hom. Il. 22.273), Hector crouches
(ibid., 22.274-5), and the spear misses and strikes the ground (ibid., 275-6). For black spears

cf. Hom. Il. 5.655, 666, 22.293, Soph. Tr. 855. Such a coloration of the spear may have a
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‘sinister’ connotation as in Eur. Bacch. 628 (with Dodds), foreshadowing Hector’s imminent
death and thus affording the spear a personifying function similar to that of the shield
protecting Hector in lines 18-20; cf. Hom. 1l. 2.834, 16.350, LfgrE s. v. uéAas. For
avnAd&Aatev used to describe cries of joy cf. Eur. Bacch. 592-3, 1133, > Pind. Ol. 7.68
Drachmann, Roux on Eur. Bacch. 586-93.

16-17: Given the use of spears in the first round of the duel in Hom. 1l. 22.273-305,
maicw should probably be translated in relation to throwing a spear (pace Page (1942) 161,
who states that maico is ‘not used of attack with spears’); cf. Xen. Cyr. 6.4.18. Furthermore,
since émaioev refers to Achilles’ counterattack, his decision to seek hand-to-hand combat
with swords (were émaioev translated as such) might appear more courageous than Hector’s
spear attack, contrary to the presentation of Hector within this speech. The messenger’s
account of Achilles’ counterattack reverses the Homeric narrative, where it is Hector who
throws the second spear (Hom. Il. 22.289) which hits Achilles’ shield and rebounds (ibid.,
290-1).

18-20: For other examples of the personification of weaponry, in lines 18-20 shown
by Achilles’ shield not betraying its new owner Hector, cf. Eur. Her. 1098-1100, Tr. 1194-5,
Men. Asp. 16—17. Hector’s ability to secure the loyalty of the arms of Achilles further
emphasises his prowess as a warrior, showing that he is at least equal to Achilles, being able
to command the respect of his armour. In addition, the description of Hector as the shield’s
master (deotr[éTnv) is a progression in the description of Hector’s possession of the arms of
Achilles, which are previously referred to by Hector using first person singular pronouns to

denote his ownership of them (fr. 1i.5, fr. 2).
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Fragmentum Dubium

Tr. adesp. fr. 649
All restorations are owed to Coles (1968) 114-15, except péunvals] and lines 21-30, 324
(owed to TrGF 1 p. 223).

1-2: Although lines 1-2 are conjectured to be addressed to Hector given ¢ Tai in
line 1 (Uebel (1974) 324, Ferrari (2009) 28), they must be directed at Cassandra (so rightly
Gentili (1977) 129-30, Liapis (2016) 78), given that Cassandra speaks in reply to Priam; the
distress mentioned in line 1 (k&umnis) must thus be that felt by Cassandra in the midst of
prophecy (cf. fr. 1h fr. 1). Lines 1-2 indicate that Cassandra stopped speaking before these
lines (and possibly collapsed given otfjoov é8a), with Priam, anxious for his son’s well-
being, urging Cassandra to continue recounting the duel, regardless of how bad her
observations make her feel; for otficov mé8a cf. Eur. Hel. 555.

3: 181 indicates that Cassandra sings her lines (thus Coles (1968) 116; cf. Eur. Cyc.
487), possibly an indication of clairvoyance (Coles (1968) 111, Tarrant on Sen. Ag. 867ff).

4: Although the papyrus presents Tis, Tékvov; ppdoov as part of line 5, the metrical
arrangement of these words means they cannot be the start of the trimeter. Since they fit the
lacuna at the end of line 4, Priam’s words are almost certainly part of line 4, with the scribe
perhaps moving them to the start of line 5 due to an error in line 4. Cassandra’s limited
answer to Priam about what has happened in the battle in line 4 (B¢RAnke deiwov k&uaka)
thus shows Priam jumping in anxiously before she can finish her thought. k&ua€ usually
refers to a spear or its shaft (cf. Aesch. Wool-carders fr. 171 TrGF, Eur. Hec. 1155, El. 852),
but can also describe poles in general (cf. Hom. Il. 18.563, [Hes.] Sc. 299).

5-6: The asyndeton in Priam’s question in line 5 emphasises the worry Priam feels for
Hector throughout this fragment; since Priam asks in line 5 who has thrown the spear, the

lacuna in line 4 cannot have contained either Achilles’ or Hector’s name. The chorus’
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response to Priam in line 5 features the only use of TTnAwcons in verse and in pre-Imperial
Greek; the chorus’ description of Achilles throwing the first spear and missing Hector
corresponds exactly with the Homeric version of the duel (1l. 22.273-6). However, the
chorus’ awareness of Achilles as the individual hurling the spear suggests that they too can
see the fight, possibly standing on top of the skene looking down onto the battlefield below
(Coles (1968) 110); this would mean that Priam perhaps asks Cassandra to describe the duel
since he is unable to climb the battlements of Troy to watch the fight for himself (thus Coles
(1968) 110).

7-8: BedepAer as on the papyrus is a corruption, with suggestions for its restoration
including B&AAer and péAAer (thus Coles (1968) 116); neither conjecture can be preferred
over the other, but Cassandra is either describing Hector stunned by Achilles’ attack (uéAAer)
or Hector throwing a spear at Achilles (B&AAer), indicating an equally matched duel thus far
(fows eBuoTUxnoev); a counterattack by Hector would show continued correspondence with
the Homeric account of the duel between Hector and Achilles (1l. 22.289-91).

9-11: Cassandra’s singing brings Deiphobus out of the palace by line 11 and this
indicates that Hector is alone, unprotected, and soon to be unarmed on the battlefield (cf.
Hom. Il. 22.294-301), allowing Cassandra to realise that Hector’s death is imminent.

13: Repeated £a denotes Cassandra’s surprise at Deiphobus’ reappearance; £a iS, as
here, usually followed by is in Greek drama (cf. Aesch. PV 114, 300, Eur. Hel. 541, 1A 317,
lon 540, 1549, Or. 277, 1573, see Page on Eur. Med. 1004 for ¢a denoting surprise).
Cassandra’s shock is somewhat ironic given her prophetic powers, an irony emphasised by
Aevo<o>cw, indicating that despite her oracular vision, Cassandra has only just seen
Deiphobus (Coles (1968) 111, Taplin (2014) 149).

14-17: mpo mMUpywv may reinforce Cassandra’s lack of awareness of Deiphobus,

showing that she thought this character to be at the gates to the city supporting Hector; ou
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mrapeké[A]eves indicates that Cassandra may have accused Deiphobus of being the one who
encouraged Hector to fight Achilles (cf. Hom. 1l. 22.224-47, thus Liapis (2016) 81). If this

hypothesis is correct, Deiphobus would have been confused about Cassandra’s accusations

(aiviy [uaTo]s uot peiCov’ épBéyEc Adyol[v]) given that he had been in Troy rather than on
the battlefield, and these charges led Deiphobus to suggest that Cassandra was suffering the
effects of madness (uéunva(s] auTn kai TapemA&yxOns ppéva, thus Liapis (2016) 81); for
TapemA&yx0ns ppéva (vel sim.) cf. Hom. Od. 20.346, Pind. Ol. 7.30-1.

24-8: The perfect tense ¢éE6AwA[ and éAwA[ and the subsequent description of the
descent of the mist and Hector no longer seeing the sun (referred to as Tit&[v) suggest that
Hector may have died by this point in the duel or that Cassandra has realised that he will soon
do so; it is unclear whether the chorus and Priam would have believed Cassandra’s doom-
laden warnings about Hector, as they did her account of the duel in the first ten lines, or
whether they would have disregarded them, leaving only Cassandra aware of Hector’s death,
and thus Troy’s destruction. The repetition of dkoUcw and SAAuut emphasises Cassandra’s
panic at Hector’s fate; Cassandra’s description of her own words as &[k]pav ytjpuv similarly
indicate Cassandra’s worry and acceptance of Hector’s and Troy’s demise, echoing Aesch.
Ag. 1322-30 where Cassandra says that she will speak one last time (&ma€, 1322) knowing
that she cannot escape her fortune. For the arrival of mist during one’s demise and for
description of death as no longer seeing the sun cf. kata 8 dpbaAudov kéxut axAUs (‘mist
fell in front of their eyes’, Hom. Il. 5.696, 16.344, Od. 22.88).

29-31: In concluding that Hector has or will soon die, Cassandra realises that Troy
will fall without Hector’s protection (tjs ofis épn[u]ov xeipds EAAR[veov vx] | Bael podg
oUdas with Liapis (2016) 79). ofjs indicates that Cassandra is directly addressing Hector in

lines 29-30, departing from her method of speaking about him only in the third person in the
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rest of the fragment and thus demonstrating the seriousness of the fate which will befall Troy;
cf. Eur. Alc. 400-3, 1A 1615-18, Med. 13634 for similar addresses to the recently deceased.
32-3: A paragraphos under BaAei indicates a change of speaker, either Priam or
Deiphobus. Given Cassandra’s realisation of Hector’s fate, ] tuxns in line 32 should be
restored as Suotuxris (thus TrGF 11 p. 223, Liapis (2016) 79), agreeing with ¢y and
showing that the speaker now views himself as unfortunate. Although c]kfimTp does not go
with BaAet pds oUdas, the sceptre in line 33 may have been thrown to the ground, perhaps

in despair at the inevitable fall of Troy.

ETTIFTONOI

Astydamas’ Epigoni could have treated Alcmeon killing his mother, since Aeschylus’
Epigoni did s0.*® Alternatively, Astydamas’ Epigoni may have presented an episode from
the expedition of the Epigoni against Thebes, given the title. Astydamas’ Epigoni is the only
known fourth-century play with this title and Aeschylus’ and Sophocles’ Epigoni tragedies
the only attested examples in fifth-century drama; for dramatic presentations of Alcmeon see

on Astydamas’ Alcmeon.

EPMHZ

Fragment 3a — SEG XXVI 208.4-23

¢m AA|kiPi&ou &pxov(Tos)

&y wv]obétns NikokAfs 5
TaA]aidn keopwidial
KaA]Aias évika

Mica]vbpcotrois Aigi(Aou)

449 Aesch. Epigoni fr. 55 TrGF (with Sommerstein (2009) 58-9).
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Atook]oupidng Sev(Tepov)
Ddop]aTt Mevavdp(ou) 10
.....]s Tpi TTTcoxE OrA(Hiuovos)
ocaTUpot]s TaAaiols
...... Jos évik(a) Epuet [———]
....... ] 3eu(tepov) ATAav[T —— —]
...... Tpi] MabnT[ais(?) ———] 15
maAad Tpaly[cidial]
13 Epuel [Aotu(B&uavTtos)] Meritt
In the archonship of [Al]cibiades
Nicocles was the agonothetes 5
In the competition of [old] comedies
Callias was victorious with Diphilus’ Misanthropes
Dioscourides came second with Menander’s Ghost 10
...] came third with Philemon’s Beggar-woman

In the competition of old [satyr dramas]

...]os was victorious with the Hermes [ ]
...] was second with Atla[s ]
... was third] with Learn[ers? ] 15

In the competition of old tra]g[edies

Fragment 3b — Athen. 11.496e

péovTta. oUTws ToTNPI& Tva ékaAeiTo. pvnuovelel 8 autédv AoTudduas év Epuriit Aéycov oUtws:
KPQTT|PE HEV TTPCOTIOTOV APYUped SUo,
piaAas 8¢ evThkovTa, déka B¢ kupPia,
péovta dcddex’, v Ta utv 3¢k’ dpyupd

v, dYo 8¢ xpuod, ypuy, To &’ étepov TTiyacos
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Rheonta. Some kind of drinking-cups were called this. Astydamas mentions them in his Hermes,
saying the following:

Two silver krateres first of all,

and fifty phialai, and ten kumbia,

and twelve rheonta, of which ten were silver,

and two gold, one a griffin, the other Pegasus
An inscription records that an actor now unknown was victorious in the Lenaea of 254 with a
reperformance of a Hermes. Although the genre of Hermes is not preserved, the restoration
oatupol]s is plausible®® since other sections of this inscription list the results of the
competitions of old tragedies and old comedies.**! As Astydamas is the only dramatist known
to have produced a play entitled Hermes, his name may well be the correct restoration of the
lacuna in line 13 of this inscription,**? making Astydamas’ Hermes a satyr drama. The list of
vessels in fr. 3b, of which the krateres and rheonta are made from silver and gold, suggests
that these verses describe a hoard of treasure. Given the title of this play, it is possible that
these vessels may have been given by Apollo to Hermes as gifts at their reconciliation after
Hermes stole Apollo’s cattle.*>® Astydamas’ play may thus have followed Sophocles’
Ichneutae in presenting material from the Homeric Hymn to Hermes, particularly Hermes’
theft of Apollo’s cattle and Apollo’s retrieval of them. Alternatively, the large number of
items may have formed an offering to Hermes.

In fourth-century drama, Hermes also featured in Aristophanes’ Wealth. In the fifth

century, Hermes appeared in Aeschylus’ Phrygians/Ransoming of Hector, the pseudo-

Aeschylean Prometheus Bound, Sophocles’ Ichneutae and Inachus, and Euripides’ Antiope,

450 Thus Meritt (1938) 118.

451 SEG XXVI 208. 16-23, 6-11 respectively.
452 Thus Meritt (1938) 118.

453 HH 4.513-45.
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lon, and Protesilaus; Hermes also featured in Aristophanes’ Peace and Cratinus’

Dionysalexander.>

Fragment 3b

The mention of several different drinking vessels echoes comedy which listed various foods
and dishes in quick succession; cf. Anaxandrides Protesilaus fr. 42 PCG, Antiphanes The
Fisher-Women fr. 27 PCG, Ephippus Geryon fr. 3 PCG. For other appropriations of comic
motifs by fourth-century satyr drama see the introduction. For vases which have the shape of
creatures cf. for example a red-figure rhyton dated to 460 and attributed to the Cow-head

group which has the shape of a cow’s head (Richter (1906) 79, fig. 6).

HPAKAHZ

Fragment 4 — Athen. 10.411a-b (transl. based on Olson)
Nuels & evtaiba kaTamavoavTes TOV Adyov dpxnv Toinodueba Téov EEfs &mo Tijs ToU
‘HpakAéous adneayias

&AN’ cdomep Beirvou yAagupol TroikiAny evcoxiav

TOV oI TNV Sel Tapéxey Tois Beatals TOv copdv,

v’ &mint Tis ToUTo Paycov kai meov, Smep AaBcov

xaipel <Tis>, kai okevaoia ury ui’ it Tfs HovoIkTis
AoTtudduas 6 Tpayikds ev HpakAel caTupikdl, ETaipe, pnoi, TindkpaTes. pépe eiTeopey evTaiba
Tolg Tpoelpnuévols T& akdAouba &1i v kai 6 HpakAfs adnedyos. amopaivovtal 8¢ ToUto
OXEdOV TTAVTES TTOINTAl KAl CUYYPaPETS.
But I, finishing my account at this point, will begin what follows from the question of Heracles’

gluttony

454 Hyp. Cratinus Dionysalexander.
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But just as with a splendid dinner, the wise poet

should provide his spectators with varied feasting

so that one goes away having eaten and drunk whatever

one takes joy in taking, and so that there is not just one course of music
The tragic poet Astydamas says this in his satyr drama Heracles, my friend Timocrates. So let me tell
you about the discussions which followed those that had gone before, that Heracles was a glutton.
And nearly all the poets and historians make this clear.

The sole surviving fragment of Astydamas’ Heracles has been deemed spurious and assigned
to comedy.*® Among the reasons for doubting its authenticity is its use of eupolideans, a
metre otherwise found only in comedy, and references to the poet and the audience, which
break the dramatic illusion and make fr. 4 resemble a comic parabasis.**® Indeed, Casaubon
deemed fr. 4 so suspicious that he emended the opening section of book 10 of the
Deipnosophistae, associating mention of Astydamas’ Heracles with discussion of Heracles
the glutton and leaving fr. 4 without attribution to any particular poet — pépe eiTrcopev
gvTaUfa Tols Tpoeipnuévols T akdAouba. AoTudduas 6 Tpayikds év HpakAel
oaTUpIKAL, ETaipe, pnoi, TindkpaTes 8T Nv kai 6 HpakxAijs adnedyos (‘So let me tell you
about the discussion which followed from that which had gone before. The tragic poet
Astydamas says in his satyr drama Heracles, my dear friend Timocrates that Heracles was a
glutton’). Casaubon’s alterations to the text of the Deipnosophistae have been supported by
Bain,**’ who notes that ‘it seems rather too much of a coincidence that the lines cited by
Athenaeus to form an introduction to the book should come from a play about Heracles, the

subject of the ensuing discussion’.

4% Com. adesp. fr. 1330 PCG (thus Casaubon, Bain (1975) 23-5, Taplin (1986) 166).
4% Thus Bain (1975) 24; cf. Ar. Nub. 518-95.
457 (1975) 24.
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Fr. 4, however, almost certainly comes from Astydamas’ Heracles.*® First, there is
little reason to alter the text of the opening section of Deipnosophistae book 10. From
comparison with the opening sections of the other fourteen books of Athenaeus’ work, the
quotation of a classic text as a method of transitioning into a new topic is found on eight other
occasions.*®® In all but two of these instances, the verses cited are explicitly attributed to a
particular poet, with only quotations from Homer not receiving a specific citation,
presumably because Athenaeus expected his audience to be aware of their origin. So since fr.
4 is not from Homeric epic, it requires citation and thus Athenaeus’ reference to Astydamas’
Heracles is almost certainly genuine. In addition, Athenaeus’ quotation of fr. 4 may be
deliberate, introducing a new topic via comparison with poetic variety and pre-empting the
next topic of discussion, Heracles.

The eupolidean metre of fr. 4 is also not grounds on which to assign these verses to
comedy.*¢ First, fourth-century satyr drama was metrically experimental,*6* with
Chaeremon’s Centaur, for example, combining various metres.*? Secondly, the eupolidean
metre was also known as the satyricum and the priapeum metre;*5? this suggests that
eupolideans were used in satyr drama. The parabatic nature of fr. 4 is similarly
unproblematic, since remarks about the quality of poetry and music in general are found
elsewhere in satyr drama.*®* Hence a poet may have featured in Astydamas’ Heracles, with
the speaker offering advice about how to improve his work. Here, the discussion of poetry

and appealing to one’s spectators may appear to break the dramatic illusion, but the scope of

458 Thus Constantinides (1969) 51.

459 Agathon fr. 11 TrGF (5.185b); Antiphanes Poetry fr. 189 PCG (6.222¢—d); Polyb. 34.8.4-10 (8.330d-331a);
Hom. Od. 4.213-14 (9.336a); Cephisodorus fr. 13 PCG (11.459d); Alexis Tyndareus fr. 241 PCG (12.510a);
Hom. Od. 21.293-8 (14.613a); Eur. fr. 899 TrGF (15.665a).

460 Thus Wilamowitz (1889) 24.

461 Thus Shaw (2014) 123.

462 Arist. Poet. 1447b 20-3, 1459b 31-1460a 2 (= Chaeremon Centaur frr. 9a, b), Bywater on Arist. Poet. 1447b
22, Else (1957) 619.

463 Aphthonius GL 6.151.24-30; thus Wilamowitz (1889) 24.

464 Cf. Soph. Ichneutae fr. 314.258-61, 291-328 TrGF.
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these remarks is confined to the play, though the audience may identify with the sentiment of
these lines.*®® This also corresponds with wider trends in fourth-century satyr drama, most
notably in Python’s Agen, where the satirical treatment of Harpalus, Glycera, Pythionice, and
the Athenians may seem to break the dramatic illusion, but does not, with any humour
levelled only at the characters within the play or associated parties and thus the dramatic
illusion maintained. So there is little reason to doubt the assignment of these lines to
Astydamas’ Heracles. Casaubon’s suggestion that Astydamas’ Heracles presented Heracles
as a glutton is, however, most likely correct, since Athenaeus states that almost all poets
depicted Heracles in this way; the discussion of food in fr. 4 may confirm this.

In the fourth century, Heracles featured in eponymous plays by Diogenes of Sinope
and the comic poets Anaxandrides, Diphilus, and Nicochares. In fifth-century drama,
Heracles appeared in, among other plays, Aeschylus’ Heraclidae and Prometheus Unbound,
Sophocles’ Herakleiskos, Philoctetes, and Trachiniae, Euripides’ Alcestis and Heracles,
Omphale plays by Ion and Achaeus, Aristophanes’ Birds and Frogs, and Archippus’

Marriage of Heracles; for Heracles in satyr drama see further Lammle (2013) 264-76.

Fragment 4

The association of poetry with food is widely attested in comedy; cf. Ar. Thesmophoriazusae
Il fr. 347 PCG, Metagenes Sacrifice-Lover fr. 15 PCG, Gowers (1993) 50-108. So too is the
connection between a poet and a chef; cf. kat’ ¢meiod8i0v peTaB&AAw TOV Adyov, cos av |
kawaiol Tapowiol kai ToAAals ewxnow 16 | Béatpov (‘I am changing the plot scene by
scene, so that [ may feast the audience with many original side dishes’, Metagenes Sacrifice-
Lover fr. 15 PCG, transl. Storey), Ar. Eg. 537-9, Thesmophoriazusae 11 fr. 347 PCG, Gowers

(1993) 41. For the wise poet cf. Ar. Av. 934, Nub. 1377-8, Ran. 7667, 1009, Pax 700, Dover

465 Cf. Carcinus Il fr. 5.10, Theodectas fr. 8.3, Bain (1975) 13, (1977) 98.
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(1993) 9-10. TrowiAia is a quality of poetry which is first praised by Pindar; cf. Ol. 3.8, 4.1-
3, Pyth. 9.77, Liebert (2010) 109-11. roikiAia is not, however, universally viewed as a
positive aspect of poetry; cf. Pl. Resp. 397e-398b, Liebert (2010) 109-11. eUcoxia is not
otherwise found in tragedy, but in comedy; cf. Ar. Ach. 1009, Ran. 85. rointris and 6eatris
are similarly comic in nature, with only one occurrence of roinTris in tragedy (Eur.
Stheneboia fr. 663 TrGF) and three of 8eatris (Eur. lon 656, Bacch. 829, Supp. 652 with
Morwood on metatheatrical 6eatris in tragedy); cf. Ar. Eq. 509, 519, 548, Pax 534 for

oinTrs in comedy, Ar. Av. 446, 752, Nub. 521, 535 for Bea-tris.

AYKAWN

Astydamas’ Lycaon may have presented Lycaon, the first king of Arcadia, serving one of his
sons to Zeus in an attempt to test Zeus’ power*®® and Zeus’ subsequent punishment of
Lycaon, either through Lycaon and his sons being killed by a thunderbolt*® or being turned
into wolves.*®8 Alternatively, Astydamas’ tragedy may have dealt with Lycaon’s sacrifice of
a child to Zeus Lycaeus, in response to which Zeus punished Lycaon by transforming him
into a wolf.*® Astydamas’ Lycaon is the only fourth-century drama known to have presented
the myth of Lycaon. In the fifth century, Xenocles was victorious in the City Dionysia of 415

with Lycaon.*"

466 Hes. Astronomica fr. 6 D—K.

467 Apollod. Bibl. 3.8.1, Hyg. Fab. 176.
468 Hyg. Poet. astr. 2.4, Fab. 176.

469 Paus. 8.2.3.

470 Ael, VH 2.8.
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NAYTIAIOZ

Fragment 5 — Stob. 4.52.35 (transl. based on Wright (2016) 232)
AoTtudduavtos NaumAiou

Xaip’, el TO xaipe éoTi Tou k&Te XBovds.

Bokcd 8™ dmrov yap wiy ot AutteioBat Bicoy,

goTv TO Xaipev TEHV Kakédv AeAnopéveot
From Astydamas’ Nauplius

Farewell, if you can fare well anywhere beneath the earth.

But I think you can; for where it is impossible to be grieved by life,

one can rejoice, being free from ills
Mention of the Underworld in fr. 5 shows that the addressee of these verses is dead,*’* as
does xaipe in the first line, since this word can be used to greet the dead.*’? Given the title of
Astydamas’ tragedy, the addressee is most likely the deceased Palamedes,*’® a conjecture
strengthened by the discussion of his freedom from suffering in life, probably an allusion to
the hostility of the Greeks towards Palamedes due to Odysseus’ false accusations of treason
against him. The sympathetic tone of fr. 5 suggests that its speaker is a character who is well-
disposed to Palamedes, most likely his father Nauplius.*”* On this basis, the play was
probably set in the Greek camp on the shores of Troy, with Nauplius arriving to visit his son
Palamedes, discovering his son’s death at the hands of the Greeks (during which he addressed
the corpse of his son), and subsequently plotting revenge against the Greeks. Astydamas is
the only known fourth-century dramatist to treat this myth, producing both Nauplius and
Palamedes. In the fifth century, Nauplius plays were produced by Philocles and Sophocles,

who wrote two tragedies with this title, and Palamedes plays were composed by Aeschylus,

471 Thus TrGF 1p. 206.

472 Cf. Eur. Hel. 1165, Alc. 626-7, 743, 1004, Sourvinou-Inwood (1996) 187-216.
473 Thus TrGF 1 p. 206.

474 1bid.
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Sophocles, and Euripides. For Palamedes in ancient literature and art see further Davies and

Finglass on Stesichorus Oresteia fr. 175 PMG.

Fragment 5

For word play involving xaipco cf. xaipete, xaipeiv 8’ doTis Suvatan (farewell, whoever
can fare well, Eur. El. 1357), xaip’ & Xd&pwv (‘hail, Charon’, Achaeus Aithon fr. 11.1 TrGF
= Ar. Ran. 184); contrary to fr. 5, the initial hope that one can fare well is often followed in
Euripidean tragedy by reasons why one cannot (cf. Eur. Hec. 4267, Or. 1083—-4 with West).

For death as relief from suffering cf. Eur. Bacch. 1361-2, Supp. 1000-8, Dover (1974) 267.

TTAAAMHAHZ

Astydamas’ Palamedes may have presented Palamedes exposing Odysseus’ attempts to avoid
participating in the Trojan war by threatening to harm his young son Telemachus,*”® or
Odysseus’ revenge against Palamedes, in which Odysseus accused Palamedes of treason,
ensuring Palamedes’ execution,*’® or killed Palamedes with Diomedes’ assistance by
drowning him during a fishing expedition.*”” For Palamedes in drama see on Astydamas’

Nauplius.

TTAPGENOITTAIOZ

Fragment 5b — Zenob. 5.100
ocauTnv ématvels, alTtn TAv kaT EAAewyv Aeyopévwv éoTi- TO 8¢ TTATpes Exel oUTwos, cauTtnv
gTavels, otep Aotudduas, yuval. AoTtudduas yap 6 Mopoipou eunueprioas £v Tfjt UTTokpioel

TTapBevomaiov, yneiocdn eikévos v T BedTpoot dEiwbijval. ypdyas olv autds émiypauua 6

475 Cypria arg. 5 GEF.
476 Hyg. Fab. 105.
477 Cypria fr. 27 GEF.
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Aotudduas Emaivov éauTou éxov durjveykev i Trv BouArjy: oi 8¢ éyneicavTo cos émaxBes autd
MNKETL EMYpagiijval. 816 Kal oK TovTes aUTov ol TToinTal EAeyov, cauThv ETalVels, COOTEP
AoTudauas, yuvai.
You praise yourself: this saying belongs to those with elliptical phrasing; this is the full line, you
praise yourself, just like Astydamas, woman. Astydamas, the son of Morsimus, was successful in his
acting of Parthenopaeus, and was voted to be honoured with a statue of himself in the theatre. So
Astydamas wrote an epigram in praise of himself and put it before the council; they voted that it no
longer be inscribed, on the grounds of being offensive. Therefore, the poets used to say mockingly of
him “you praise yourself, just like Astydamas, woman”.
Astydamas’ Parthenopaeus may have treated Parthenopaeus’ role in the expedition against
Thebes and his death at the hands of Periclymenus*’® or Amphidicus.*’® If one can trust
Pausanias as a source of information, the reference only to Parthenopaeus and not to Lycaon,
the other play in the dilogy, might imply that the plot of Parthenopaeus had some direct
relevance to the Athenian audience.*®® An Apulian calyx-krater has also been attributed to
Astydamas’ Parthenopaeus.*®! This vase-painting presents Parthenopaeus standing next to
his mother Atalanta while conversing with an elderly man, conjectured to be Adrastus;*®? on
the top row of the vase are Apollo, Hermes, and Ares, who is the father of Parthenopaeus in
some traditions.*®® The dating of this vase painting to 350, however, renders an association
between the calyx-krater and Astydamas’ Parthenopaeus impossible.*3

Astydamas’ Parthenopaeus is the only known fourth-century tragedy with this title,
although the expedition of the Seven Against Thebes was treated in Carcinus’ Amphiaraus

and Theodectas fr. 20, in which Amphiaraus predicts his impending death to Baton. In the

478 Eur. Phoen. 1153-62, Paus. 9.18.6 = Thebaid fr. 10 GEF.

479 Apollod. Bibl. 3.6.8.

480 Thus Hornblower on Lycoph. Alex. 1189-1213; cf. Ar. Ran. 686-705.
481 Webster (1954) 306, (1967) 166.

482 Taplin (2007) 224.

483 Apollod. Bibl. 3.9.2.

484 Thus Taplin (2007) 224.
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fifth century, Aeschylus wrote Seven Against Thebes and Euripides Suppliants, Phoenician

Women, and Hypsipyle.

TYPW

The plot of Astydamas’ Tyro may have been Tyro’s impregnation by Poseidon, the birth of
her sons Pelias and Neleus, her father Salmoneus’ discovery of her sons, his orders to expose
them, and Salmoneus’ subsequent death. Alternatively, Astydamas’ Tyro could have treated
the arrival of Pelias and Neleus in Thessaly and their slaughter of Tyro’s stepmother Sidero,
who had been abusing Tyro.%® In the fourth century, a Tyro play may have been produced by
Carcinus, although the lemma in Stobaeus’ Anthologium is textually suspect. In fifth-century

drama, Sophocles wrote two tragedies entitled Tyro.

®OINIZ

Possible plots for Astydamas’ Phoenix include Phoenix embarking upon an affair with his
father Amyntor’s mistress at the insistence of his mother, Amyntor’s discovery of this affair,
and Phoenix’s escape to Peleus,*®® or Amnytor’s mistress’ false accusation that Phoenix had
attempted to seduce her and Amyntor’s punishment of Phoenix for his actions, with Amyntor
either blinding Phoenix or cursing him with infertility.*®” Astydamas’ Phoenix is the only
known fourth-century tragedy with this title and Eubulus’ Phoenix the only attested comedy.
In the fifth century, Phoenix plays were written by Sophocles, Euripides, and lon, who

produced two tragedies with this title, and Phoenix featured in Aeschylus’ Myrmidons.*®

485 Both Apollod. Bibl. 1.9.8.

486 3 Lycoph. Alex. 421 Sheer.

487 Hom. I1. 9.454-6, Apollod. Bibl. 3.13.8.
488 Fr, 132b TrGF.
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INCERTARUM FABULARUM FRAGMENTA

Fragment 6 — Athen. 2.40a—b (transl. based on Olson)
Ao pébns kai 1 Tijs keopwidias kal 1) Tis Kal Tpaywidias eUpeots év lkapicot Tiis ATTIKTS eUpébn,
Kal kaT auTov TOV Tis TPUYTS Kalpdy: &’ oU 81| kai Tpuywidia To TpddTov EKANRN 1) kwuwidia.

T TTavciAutrov &umelov Sotval BpoTois.

olvou 8¢ unkéT’ dvtos ouk EoTiv Kutrpig

oUd” &AAo TepTvdY 0UdEY GvbpcdTrolS £T1,
Evpimidng év Baxxais (772-4) enoi. kai Aotudduas 8¢ pnot

x—u— BunToiol TNy akeopodpov

AUTns #pnvev oivourjTop” &uteAov
Because of drunkenness, both comedy and tragedy were invented in Icarion in Attica, around the time
of the grape harvest, because of which comedy was referred to as trugedy initially.

He gave mortals the vine that brings an end to suffering.

But when there is no longer any wine, there is no Cypris

nor any other pleasure for men,
So says Euripides in the Bacchae. And Astydamas says

He showed mortals the vine, mother of wine,

the bringer of the cure for grief
See on Athamas against the attribution of these verses to that play. The reference to mortals
suggests that the subject of this fragment is Dionysus (thus TrGF 1 p. 206) since he
introduced wine to mortals (cf. Apollod. Bibl. 3.14.7, Eur. Bacch. 280); this suggestion is also
supported by Dionysus being the subject of the previous quotation (Eur. Bacch. 772-4). For
wine as a cure for grief cf. Urvov e Ajbnv tdov kab’ fuépav kaxkdv | didwow (‘[wine]
gives sleep and forgetfulness from daily strife’, Eur. Bacch. 281-3), Xen. Symp. 2.24, Gerber
(1988) 41, and for Dionysus’ role in creating happiness cf. Hes. Op. 614, Th. 941 (with

West), Xanthakis-Karamanos (1980) 95. Sometimes the consumption of alcohol, particularly
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in excess, was also believed to induce sadness; cf. Amphis fr. 37 PCG, PI. Leg. 645d, Gerber
(1988) 41. akeogpdpos is a compound formed from éxos and @épco and is attested on only
one other occasion in Greek literature; cf. Eur. lon 1005. oivourjteop is a hapax; the
description of the vine in terms of motherhood may strengthen the consolatory nature of
wine, aligning it with the nurturing nature of a mother. Astydamas’ personification of the
vine as a mother corresponds with Chaeremon, who similarly uses familial terms in relation

to plants; cf. Dionysus fr. 5, lo fr. 9, Centaur fr. 10, Odysseus fr. 13.

Fragment 7 — Stob. 3.36.4
AocTudduavTos

YAcoons mepiTaTtds toTiv ddoAeoxia
Astydamas

Gossip is the wandering of the tongue
Nauck believed fr. 7 to be comic since three of the four words are found more often in
comedy. Nonetheless, this fragment is almost certainly a genuine verse by Astydamas, most
likely from one of his satyr dramas (thus TrGF 1 p. 207), as Astydamas and fourth-century
satyr drama in general admitted comic tropes (Denniston (1927) 117, see introduction).
adoAeoxia can refer to sophists; cf. Ar. Nub. 1484-5, fr. 506 PCG. For other satirical
treatments of society in satyr drama cf. Python Agen (especially fr. 1.2-3, 11-18 TrGF),

Lycophron Menedemus (especially fr. 4 TrGF).

Fragment 8 — Stob. 4.29.3

AoTudduavTos
Yévous &’ Eaivds toTiv dopaAéoTaTtos
KaT &vdp’ Emaivelv, oTis &v Sikalos M

TpdTOUS T’ &p1oTOS, TOUTOV EUyEVTj KaAETV.
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<pdALs 87> €v ékaTdv EoTiv eUpeiv &vdp’ Eva,
kel ToUTov ol {nTouvTes €ioi pupiot

4 udhis 8 Wachsmuth and Hense

Astydamas

It is the safest praise of a family

to praise men individually and, whoever is just

and best in their habits, to call that man noble.

But scarcely among one hundred men is it possible to find one such individual

even if ten thousand men seek him
udAis 8’ is owed to Wachsmuth and Hense. Its presence is necessary since line 4 is otherwise
metrically defective by two syllables; uéAis also emphasises the sentiment of lines 4-5.
These lines have been tentatively assigned to satyr drama with kei ToUTtov oi {nTolvTes ioi
uuptol believed to reflect the attempts of fourth-century philosophers to find good and just
men (Headlam (1904) 430); cf. fr. 7. There is, however, no evidence to support the presence
of such an allusion and the categorisation of these lines as satyric is similarly tenuous, the
only evidence for such an assignment the breach of Porson’s Law in the fourth line. For a
similar sentiment about praise to lines 1-2 cf. Hyp. 6.7; for the belief that it is difficult to find
wise, just, and good men cf. Thgn. 79-82. For nobility depending on one’s character cf. eig &’
eUyévelav oAy’ €xw ppdoal KaAd: | 6 ugv yap EcBAOs elyevr|s épory” avnp, | 6 8’ ou
dikatos kKav aueivovos TaTpos | Znvods Tepuknt, Sucyevns eivan dokel (‘I have few good
things to say about noble birth, the man of good character is noble in my eyes, but the unjust
man, even if he were born from a father better than Zeus, seems to me to be ignoble’, Eur.
Dictys fr. 336 TrGF), Eur. El. 367-85, Dover (1974) 93-5, Xanthakis-Karamanos (1980)

148-9.
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Fragment 9 — = Soph. OC 57 Xenis

“xaAkoTToUs 6865”7 Cos oUTw TIvds KAAOUUEVOU TOTIOU €V TAdL iepddt, XaAkdTodos 68ouU. pnoi 8t
AToAASBwpos (FGrHist 244 F 144) 31 avtol katdBaow elvat eis Aidou. kai "lotpos (FGrHist
324 F 28) 8¢ pvnuovevel ToU xaAkol 680U kai AcTudduas.

“the bronze-footed threshold”, as some place in the hallowed area is thus called, the bronze-footed
threshold. And Apollodorus says that the decent to Hades is across it. Istrus also mentions the bronze
threshold, as does Astydamas.

Since Astydamas discussed the bronze threshold located at Colonus, this fragment has been
attributed to Astydamas’ Antigone (thus Nikitin) or a conjectural Oedipus play (thus Wright
(2016) 92); both suggestions should be treated with caution. The bronze threshold was
located in Colonus and marked the entrance to the Underworld (Hom. Il. 8.15, Soph. OC
1590-1). It may have comprised a series of steps (Soph. OC 58) and formed a defence for

Athens (Soph. OC 59); see Jebb on Soph. OC 57.
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Carcinus 11

Introduction

Life and career
Kapkivos, AkpayavTivos, Tpayikds. kai Kapkivos, Oeodéktou §j ZevokAéous, Abnvaios,
Tpaykds. SpduaTta edidagev pg’, eviknoe 8¢ 1. fikuale kata v p” OAupmdda, mpd Tiijs
Oihitrrou PaotAeias Tol Makeddvos. TGV SpaudTwy avutou éotiv AxiAAeUs, ZepéAn, s
apxn <“a viktes” (fr. 2 TrGF)>, cos ABrjvaids pnow év AeimvocogioTais (13.559f).
1a” Kéhler: a” codd. fis apxn <“ vikTes”> Sims: 1 apxr) codd.
Carcinus, from Acragas, a tragic poet. Also, Carcinus, son of Theodectas or Xenocles, from
Athens, a tragic poet. He produced 160 plays, he was victorious on eleven occasions. He was
in his prime in the 100" Olympiad (380-77), before Philip was king of Macedon (359-336).
Carcinus’ plays include Achilles, Semele, which begins <“o nights”>, as Athenaeus says in
Deipnosophistae.

Su. k 394 Adler

The Suda’s entry for Carcinus II is complicated, requiring reconciliation with other sources to
determine information about his life and career. For instance, one of the men named as
Carcinus’ father is Theodectas. Since Carcinus was a dramatic rival of Theodectas, it seems
unlikely that Theodectas had a son with this name; perhaps the Suda treated a comic or
satirical tradition about Theodectas as biographical fact. This leaves Xenocles as the father of
the Athenian Carcinus. Xenocles was almost certainly the fifth-century tragedian Xenocles I,

meaning that Carcinus’ grandfather was the tragic poet Carcinus 1*®° and his great-

489 3 Ar. Pax 778 Holwerda.
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grandfather the tragedian Xenotimus 1;*% see appendix 2, fig. 2. This can be confirmed by an
inscription from Attica and dated to 390 which records a dedication made by Xenotimus from
Thorikos, son of Carcinus.*** Since Xenotimus’ father was Carcinus and as the fifth-century
tragedian Xenocles | was the son of Carcinus | and had a brother called Xenotimus, the
Xenotimus in the inscription is almost certainly Xenotimus Il. This also suggests that the
Athenian Carcinus was the fourth-century tragedian Carcinus 11,9 sharing his grandfather’s
name; this follows the Greek tradition of naming children after their grandparents.

Three sources suggest that Carcinus 11 belonged to the deme of Thorikos, the first of
which is the aforementioned inscription dated to 390. In addition, an inventory stele detailing
offerings on the Athenian acropolis, dated to around the 330s,*® mentions a palladion
dedicated by a Carcinus from Thorikos.*** The third source is a list of tragedians, dated to the
third-century AD,*® which mentions a tragic poet from Thorikos: probably Carcinus 11,49
given that Carcinus came from Thorikos and since Carcinus Il is better known than his
homonymous grandfather. Carcinus Il also travelled to the court of Dionysius Il in
Syracuse,**” who ruled 367-357, 346-344. Carcinus Il is thus probably identical with the
tragedian from Acragas,**® with the Suda or a source with which it consulted erroneously
considering there to be two tragedians named Carcinus, since this tragic poet was active in
both Sicily and Athens. This identification of the two Carcinuses as one and the same may be

further confirmed by the rarity of Carcinus as a name in southern Italy, otherwise attested on

4% Thuc. 2.23.2. On the family of Carcinus Il see further Stewart (2016) 1-18.

491 1G 112 1400.62.

492 Thus Welcker (1841) 925.

493 Thus Harris (1992) 637.

494 1G 11? 1498.69; identification of the Carcinus listed in this inscription with the tragedian is owed to Harris
(1992) 645.

4% TrGF 1p. 55.

4% [... ATTiKOs] ék Oopl |koU* oUTos émroinoe Tpayw]idias (‘from the Attic deme of Thorikos; he produced
tragedies’, P.Tebt. 695 col. 1.34-5); thus Korte (1935) 271.

497 Diog. Laert. 2.63 (= Polycritus FGrHist 559 F 1); cf. Aeschylus’ visit to Sicily on the invitation of Hieron I
(Vit. Aesch. 8-10), Antiphon who was resident in the court of Dionysius | (Arist. Rhet. 1385a 10-11), see
introduction.

4% Thus Rothwell (1994) 244,
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one occasion.*®® Alternatively, the association of Carcinus with Acragas could have arisen
through the use of crabs as motifs in Acragas, found on their coinage from the sixth century.
Since Carcinus’ name means ‘crab’,%% this may explain the confusion found in the Suda.
Didascalic evidence conflicts with the Suda’s claims as transmitted in the
manuscripts. The list of victorious tragic poets in the City Dionysia assigns eleven victories
to Carcinus, the first shortly before 372.5°% In addition, a poet whose name ends in vos won
first place in the Lenaea of 376:°% probably Kapkivos,®® since Carcinus is the only fourth-
century tragedian whose name would fit. As a result, the Suda’s a” (denoting one victory)
should be emended to 1a” (11),°* with an iota easily omitted either by the Suda or an earlier
source and showing that the Suda was only aware of Carcinus’ victories in the City Dionysia.
Similarly, the 100" Olympiad may represent the start of Carcinus’ career or the date of his
first victory in a dramatic contest rather than his floruit, given his success in the Lenaea of
376 and the date of his first victory in the City Dionysia; alternatively, the date of Carcinus’
first dramatic victory could have been taken as his floruit. The Suda assigns 160 plays to
Carcinus, more than the 123 plays attributed to Sophocles,®® the most productive of the three
major fifth-century tragedians, but fewer than the 240 plays of Astydamas 11.5% Eleven titles
are known: Aerope, Ajax, Alope, Amphiaraus, Achilles, Thyestes,>” Medea, Oedipus,
Orestes, Semele,** and Tyro; Carcinus was victorious with Aerope.’® The focalisation of the

abduction of Persephone in Sicily in fr. 5 suggests that Carcinus wrote a tragedy set in Sicily.

4% Diod. Sic. 19.2.2-9.

500 Cf. Ar. Vesp. 1500-37, Athen. 8.351f.

501G 1122325 la col. 111.9 with TrGF 1 p. 210.

502 SEG XXVI 203 col. 1.11.

508 Thus Millis and Olson (2012) 122.

504 Thus Kéhler (1880) 326.

505 Sy, ¢ 815 Adler with Sommerstein (2012) 2.

506 Su. a 4264 Adler with Capps (1900) 44.

507 Thyestes has been conjectured to be an alternative title for Carcinus’ Aerope (TrGF 1 p. 212), but there is a
variety of plots which Aerope could present, some of which would not involve Thyestes.

508 The alternative title of Beginning given in the Suda is wrong, resulting from a misreading of Athenaeus’
citation of Carcinus’ Semele.

509 Plut. De Glor. Ath. 349e = Aerope fr. 1a l.
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This play was most likely composed during Carcinus’ stay in Syracuse, with Carcinus
desiring to appeal to a local, non-Athenian audience;>' alternatively, it could have been
composed in Acragas, thus explaining the Suda’s confusion.

Carcinus’ fragments indicate that, in two of his plays, he presented his characters in a
sympathetic manner, diverging sharply from their treatment in fifth-century tragedy.
Carcinus’ Medea opens with the title character plotting the murder of Jason’s fiancée Glauce.
Concerned, however, that her sons may be killed by Glauce’s servants as retribution for
Glauce’s death, Medea tries to send her sons away from Corinth. Glauce discovers Medea’s
attempted evacuation of her sons and kills them.*'! Medea, unaware of the death of her
children, kills Glauce,*? and later in the play, Jason and Creon confront Medea over Glauce’s
death, accusing Medea of the murder of her sons as well, since they are missing.>** Medea’s
attempts to save her sons from any reprisals caused by her actions show her to be more
concerned about her children’s welfare than in Euripides’ Medea, where Medea kills her sons
to attack Jason.>'* Medea’s characterisation in Carcinus’ play, however, aligns more closely
with Neophron’s Medea, where Medea urges the children to flee before she has a chance to
kill them,**® and even more so with the wider mythological tradition in which the Corinthians
were responsible for the deaths of Medea’s sons.%*® Moreover, Medea’s murder of Glauce in
Carcinus’ play serves as an inadvertent punishment for Glauce and the disappearance of
Medea’s children elicits false accusations that Medea killed her own children, showing

Medea to be unfairly treated by Jason and Creon. Carcinus’ Alope is similarly novel in its

presentation of Cercyon. In Carcinus’ play, Cercyon discovers that Alope has been raped.

510 Cf. for example Aeschylus” Women of Aetna (Vit. Aesch. 9 with Sommerstein (2009) 7).
511 > Arist. Rhet. 1400b 11 Rabe (= Medea fr. 1g I1) with West (2007) 6-7.

512 Cf. fr. 1h.8-9.

513 Arist. Rhet. 1400b 9-15 with = (= Medea fr. 1g 1), fr. 1h.1-2.

514 Thus Xanthakis-Karamanos (1980) 36.

515 1raiBes, 2kTds dupdTov | &méNBeT’ (Sons, get out of my sight, fr. 2.10-11 TrGF).

516 Creophylus FGrHist 417 F 3, = Eur. Med. 9 Schwartz.

136



Initially hesitant to reveal the identity of her rapist, Alope eventually tells Cercyon that she
was raped by Poseidon and Cercyon kills himself from grief at being unable to avenge
Alope’s suffering. Again, Carcinus’ Cercyon is more sympathetic than the Euripidean version

of this character, with Euripides’ Cercyon insulting and then killing Alope.

Reaction and reception

Fourth-century reaction to Carcinus and his plays was largely positive. His eleven victories in
the City Dionysia make him the most successful tragedian to have entered this competition,
with the exception of Sophocles, who came first in the City Dionysia on eighteen or twenty-
four occasions.>” Assuming that his victories were gained with at least a trilogy on eleven
occasions at the City Dionysia and a dilogy in the Lenaea of 376, Carcinus would have been
victorious with around thirty-five of his plays, representing an approximately one-in-five
victory rate, higher than the one-in-six victory rate of Astydamas 11, but less than the one-in-
two victory rate of Theodectas. Carcinus’ success in the City Dionysia presumably prompted
Dionysius II’s invitation.>8

Carcinus’ plays are cited several times in the Aristotelian corpus. In the Nicomachean
Ethics,>!° Aristotle notes that it is unsurprising if someone succumbs to excessive pleasures or
pains, especially if they have resisted for some time, giving Cercyon from Carcinus’ Alope as
an example. Similarly, in his Rhetoric,%?° Aristotle discusses accusing another person or
defending oneself on the basis of errors. Aristotle then mentions Carcinus’ Medea, describing

how Medea was accused of killing her children, since they were not present as she had sent

them to safety. Aristotle also says that Medea defended herself by arguing that she would

171G 1122325 col. 1.5, Diod. Sic. 13.103; Vit. Soph. 8 (with Sommerstein (2006) xi).
518 Thus Capps (1900) 40.

519 1150b 6-10 (= Alope fr. 1c I).

520 1400b 9-15 (= Medea fr. 1g I).
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have killed Jason not her children, since her children brought her pleasure whereas Jason did
not. In addition, Aristotle states that an individual who makes an unbelievable statement
should immediately promise to justify it and submit to the judgement of others, citing Jocasta
in Carcinus’ Oedipus.®?! Nonetheless, Aristotle’s opinion of Carcinus’ tragedies was not
entirely positive. When discussing different types of recognition scene, Aristotle remarks that
recognitions from signs are the least artistic and then cites Carcinus’ Thyestes as an
example.>?2 Elsewhere in the Poetics,>?® Aristotle urges poets to always imagine the scene
they are composing to ensure a coherent plot and appropriate dialogue. Aristotle then
criticises Carcinus’ Amphiaraus, noting that Amphiaraus returned from the temple and that
this was an error missed by Carcinus, but noticed by the audience.

Menander displays a similar interest in Carcinus’ work. In his first Perinthia,>?*
Menander mentions the laughter of Ajax which occurred in Carcinus’ Ajax when the actor
Pleisthenes (in the role of Ajax) laughed ironically at Odysseus’ statement that one should
behave justly. In the False Heracles, Menander uses the phrase ‘the poetry of Carcinus’
(Kapkivou mroimjuaTa) as a synonym for ‘riddling’ (aiviypuatcddng), perhaps a comment on
his poetic style.>? In Aspis,>?® Daos quotes from various tragedians to create a mock tragic
tone in his speech. Among the tragic poets cited by Daos is Carcinus,>?’ suggesting that
Menander considered Carcinus fr. 5a as stereotypical of tragic style. Moreover, Menander’s

quotation of Carcinus alongside lines from Aeschylus and Euripides shows that Menander

considered Carcinus’ verses as worthy of being quoted as his fifth-century counterparts.>?8 In

%21 Rhet. 1417b 16-20 (= Oedipus fr. 1i).

522 Poet. 1454b 19-23 (= Thyestes fr. 1f).

523 1455a 22-9 (= Amphiaraus fr. 1d).

524 F 10 Arnott; perhaps the first act of the play since there is no other mention of multiple versions of this play.
525 Fr, 415 PCG; thus Xanthakis-Karamanos (1980) 98.

526 Men. Asp. 407-28.

527 1pid., 416 (= fr. 5a).

528 E.g. Aesch. Niobe fr. 154a.15-16 TrGF (412—13); Eur. Stheneboia fr. 661.1 TrGF (407-9); Or. 1-2 (424-5);
Wright (2016) 125, see introduction.
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529 530

addition to Menander, the historiographers Polycritus of Mende®~* and Timaeus®*" note that
Carcinus frequently visited Syracuse and the court of Dionysius Il and Timaeus quotes fr. 5
to illustrate how writers present the abduction of Persephone. Finally, Lysias is said to have
cited Carcinus fr. 6 in his Against Mnesimachus.*! This is, however, doubtful, since Lysias’
death is dated to after 380 whereas Carcinus was only active as a tragedian from the 100"
Olympiad onwards, making Lysias’ quotation of Carcinus unlikely, though not impossible.
Perhaps the speech was falsely attributed to Lysias (like, allegedly, 192 of the 425 speeches
known to ancient scholars as circulating under his name).>%2

The reception of Carcinus and his plays in the centuries after his death was
predominantly positive. In the second and first centuries Bc, information about both
Carcinus’ tragedies and his life was preserved. Diodorus Siculus describes Carcinus’ visits to
Syracuse and his interest in the religious practices of the Sicilians; Diodorus then cites fr. 5 as
an example of how Carcinus’ residence at Syracuse inspired his work, although Diodorus
derives his information from Timaeus rather than Carcinus.>** In Philodemus’ TTepi
TTomudTeov,>** Philodemus describes how a Milesian critic divides poets into two categories,
good and bad, with the Milesian critic considering Carcinus among the bad poets.
Philodemus, however, argues against a binary categorisation of poets, perhaps suggesting that
he views Carcinus as having some merit, despite the Milesian’s conclusions about Carcinus.

In the Greek Imperial period and after, biographical information about Carcinus is

sparse. Diogenes Laertius records that Carcinus visited the court of Dionysius I1; Diogenes is,

however, reliant on Polycritus of Mende for his information.>® By contrast, Carcinus’ plays

529 FGrHist 559 F 1.

530 FGrHist 566 F 164.

%31 Fr, 235 Carey.

532 [Plut.] Vit. X 836a. On the spuriousness of speeches within the Lysianic corpus see further Darkow (1917).
53 Diod. Sic. 5.5.1.

534 Col. 25.10 Shordone.

5% Diog. Laert. 2.63.
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were well received and widely discussed. A second-century papyrus contains an excerpt from
Carcinus’ Medea; above Medea’s lines is musical notation suited to the range of a baritone

538 which indicates solo reperformance.®” From comparison with other excerpts of

singer,
dramatic texts from this period, it is unlikely that the full text of Carcinus’ Medea would have
been copied.>*® Nonetheless, the existence of a scene from Carcinus’ Medea indicates that it
was thought worthy of preservation.

Carcinus’ plays were also quoted and discussed. Harpocration quotes fr. 6, Athenaeus
cites lines from Achilles and Semele, and Stobaeus preserves Tyro fr. 4 and frr. 7-11. It is,
however, unlikely that any of these writers had access to Carcinus’ works. Plot details and
performance information are provided by Pausanias Atticus, who describes how Orestes was
forced to confess to matricide in Carcinus’ Orestes,>® Zenobius, who talks about the laughter
of Pleisthenes during Carcinus’ Ajax,>*® and Plutarch, who notes that Carcinus was victorious
with Aerope.®* In addition, Athenaeus recounts an anecdote in which an individual asks to
whom some lyrics belong and the reply is Carcinus because they do not sound human,
creating a pun on the literal meaning of Carcinus’ name of ‘crab’.>*? All of these writers,
however, display a reliance on earlier sources for their information and Athenaeus’ story
could have derived from comedy. Nonetheless, some writers may have had access to
Carcinus’ plays. A scholium to Aristotle’s Nicomachean Ethics provides a synopsis of

Carcinus’ Alope and two scholia to Aristotle’s Rhetoric discuss plot details from Carcinus’

Medea, showing an intimate knowledge of both tragedies.

536 P.Louvre 10534; thus Bélis (2004) 1320.

537 Thus West (2007) 8.

538 Thus West (2007) 7, P6hlmann (2009) 296.

539 .15 Erbse (= Orestes fr. 1j); the same information about Carcinus’ Orestes is found in Phot. Lexicon « 132
and Su. k 397 Adler, copied almost entirely word-for-word from Pausanias.

540 1,61 (= Ajax fr. 1b).

%41 De Glor. Ath. 349e (= Aerope fr. 1a I).

%2 ZicavTos B¢ Tvos, fipeTo <Tivos> T uéhos® eimdvTos 8’ 8Tt Kapkivou, ToAU ye udAAov, épn, 1
avBpcotrou. (‘Someone sang a song, and he asked who the composer was; when the man told him that it was by
Carcinus, he responded: “That’s a lot more likely than it being by a human being!”’, Athen. 8.351f, transl.
Olson).

140



Commentary

AEPOTIH

Fragment 1a | — Plut. De Glor. Ath. 349

TGOV & &AAv EkdoTns &v TUBNL Ti T TOAeL Yéyovev ¢§ auTiis dyaddv, 1 utv ¢pel AéoPov, 1 8¢
>d&uov, 1 8¢ Kutrpov, 1) 8¢ TTévtov EUEevov, 1) 8¢ revTakooias Tpimpsls, 1 8¢ pipla TdAavta,
Tpoika TTs 86ENs kai Tév Tpotaicov. Taud 1) moAls topTdalel kai UTep ToUTwov BUel Tols Beols,
ouUk ¢ Tais AioxUAou vikais fi ZopokAéous, oud’ &te Kapkivos Aepdtni ettixer fj “ExTopl
AoTtudduas.

And if one were to enquire what benefit came to the city [i.e. Athens] from each of the other [sc.
military victories], one will reply Lesbos, another Samos, another Cyprus, another the Euxine Pontus,
another five hundred ships, and another ten thousand talents, in addition to the glory and the trophies.
This is what the city celebrates and it sacrifices to the gods in thanks for these things, and not for the
victories of Aeschylus or Sophocles, nor when Carcinus triumphed with his Aerope or Astydamas

with his Hector.

Fragment 1a Il — Ael. VH 14.40 (transl. based on Wilson)

AANéEavBpos 6 Depaicov TUpavvos év Tols udAiota €8oev wudtaTos elval. Osodwpou &t Tol
TpaywidoU UTToKplvopévou THy AepoTmy opddpa eutraddds, Od¢ els ddkpua eCémeoey, elTa
¢EavéoTn ToU BedTpou. dmoAoyouuevos 8¢ EAeye TG OeoBdpdl €§ OU KaTAPPOVroas oudt
ATiudoas autdv ixeTo, AAN” aidoUuevos el Té ptv UtrokpiTou TEbn oids Te v eAeeiv, Ta 8¢ TGOV
¢auTOU TTOAITGV oUxi.

ToU Tpaywidou Valckenaer: Tou Tiis Tpaycwidias mointou codd.

Alexander the tyrant of Pherae was regarded as exceptionally cruel. Yet, when the tragic actor
Theodorus was performing the Aerope with much emotion, Alexander burst into tears and left the
theatre. By way of excuse [Alexander] said to Theodorus that he left not out of contempt nor
dishonour for Theodorus, but because he was ashamed that he could feel pity for the suffering

portrayed by an actor, but not for the suffering of his own people.

141



Although Aelian refers to Theodorus as toU Tijs Tpaywidias mointoy, he is most likely
mistaken and ToU Tis Tpaywidias woinTod should be emended to Tol TpaywiBod,>* since
a tragedian called Theodorus is otherwise unknown whereas a tragic actor with this name is
widely attested;>** this means that the Aerope play performed by Theodorus must have been a
reperformance. Since Carcinus is known to have written a tragedy entitled Aerope and as
Alexander ruled in the fourth century (369-358), the Aerope mentioned by Aelian has been
conjectured to have been Carcinus’.>*® The veracity of Aelian’s anecdote and its attribution to
Carcinus’ Aerope is, however, doubtful.>*® Similar stories are recorded about other tyrants,
with Alexander of Pherae said to have wept at a reperformance of Euripides’ Trojan Women
and at the woes of Hecuba and Andromache,*>*” and to have also cried while watching
Euripides’ Hecuba, moved by the plight of Hecuba and Polyxena.>*® In both instances,
Pelopidas and Alexander later apologised to the actor whose performance they left, stating
that they were ashamed to be affected by suffering portrayed by the actors, but unmoved by
that of their own people. So Aelian’s anecdote about Aerope is most likely a stock story used
to show that tyrants were incapable of understanding the misery of their peoples until their
eyes were opened by exposure to tragic drama.

Carcinus’ Aerope could have dealt with Aerope’s betrayal of Catreus through her
adulterous relations with a servant, and Catreus’ attempted execution of Aerope by sending

her to Nauplius to be drowned.>*® Alternatively, Carcinus’ play may have presented Aerope’s

involvement in securing the throne of Mycenae for Thyestes by seizing the golden ram.5* It

3 Thus Valckenaer (1767) 182.

544 Cf. Dem. 19.246, Arist. Pol. 1336b 27-33, Rhet. 1404b 20-5, Plut. De glor. Ath. 348d-e, De se ipsum
laudando 545f, Quaest. conv. 737b.

545 Thus Webster (1954) 300.

546 Thus TrGF 1p. 211.

547 Plut. Pel. 29.

548 Plut. De Alex. fort. 334a.

549 3 Soph. Aj. 1297 Christodoulou.

550 Eur. El. 720-5.
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has been suggested that Aerope was an alternative title for Carcinus’ Thyestes.>! The lack of
information for Aerope and the existence of a possible plot not requiring the involvement of
Thyestes means that this hypothesis should be treated with caution; the testimonia for Aerope
and Thyestes are therefore treated separately in this commentary. Carcinus’ Aerope is the
only known fourth-century play with this title. In the fifth century, Aerope featured in an
eponymous play by Agathon and Euripides’ Cretan Women. For the myth of Aerope see

further Finglass on Soph. Aj. 1295-7.

AlAZ

Fragment 1b — Zenob. Ath. 1.61

AidvTeios yéAws: pépvnTtal Tautns Mévavdpos év i TTepwbial i mpcotm (F 10 Arnott)-
Aéyouot 8¢ 811 TTAeioBévns 6 utrokpitns TOv Kapkivou Alavta Umokpivéuevos eukaipaws ¢yéAaoe
ToU yap 'O8ucoéws eimdvtos 8TI T Sikaia xpr) Tolelv, HeTd eipwveias 6 Alas Tl YEAwTL
gxprioaTo.

The laughter of Ajax; Menander mentioned this in his first Perinthia; and they say that the actor
Pleisthenes, when performing in Carcinus’ Ajax, gave a well-timed laugh; since when Odysseus said
that it was necessary to act justly, Ajax laughed sarcastically.

Ajax’s sarcastic laughter indicates his hostility towards Odysseus, suggesting that Carcinus’
Ajax treated the quarrel between Ajax and Odysseus over the arms of Achilles.>*? The
interaction between Odysseus and Ajax described by Zenobius could have occurred when
Odysseus was delivering a speech to the judges in the dispute over Achilles’ arms and he was
interrupted by Ajax’s laughter.>> In this case, the actor Pleisthenes probably believed

laughter an appropriate response to Odysseus’ statement since he imagined that Ajax would

551 Thus TrGF 1 p. 212.
552 Thus Grossmann (1968) 65.
553 Thus Xanthakis-Karamanos (1979) 72. For laughter onstage cf. Soph. El. 807.

143



view Odysseus’ words on justice to be hypocritical.>** For other dramatic treatments of Ajax

see on Astydamas’ Aias Mainomenos.

AAOTIH

Fragment 1c | — Arist. EN 1150b 6-10

oU yap el Tis ioxupcdv kai utrepPaAiloucdov nndovddv NTTaTal ij Aumédv, BaupaoTtédv, dAA&
OUYYVWHOVIKOV el AVTITEIVCOV, doTep O OeodékTou DIAoKTHTNS UTO TOU Exewds TTEMANYHEVOS T
6 Kapkivou év tijt AASTm KeprUcov.

For it is not surprising if someone is defeated by strong and excessive pleasures or grief, but it is
excusable if he did so after resisting, just as when Theodectas’ Philoctetes has been struck by the

viper or like Cercyon in Carcinus’ Alope.

Fragment 1c Il —anon. ad Arist. EN 1150b 6-13 = p. 437.2 Heylbut

kai 6 Kapkivos Tpayikds fv, 6 8¢ KepkUcwv eixe BuyaTépa trv AASTMY. pabov 8¢ 11 époixeubn 1
aUToU Buydtnp AASTN, HpcdTnoey avthv, Tis fv 6 poixevoas, Aéywv el pot ToUtov eitols, oud’
8Acos &v Autmnbriis. elta eirovons Tiis AASTINS TOV aUTTv HoixeuoavTa, oUkéTt © KepkUcov UTrd
Tijs AUt épepe Ly, GAA& kai 16 Cijv ameAéyeTo. olov kai 6 KepkUcov, 6 Umd ToU Kapkivou
Tapayduevos, NTTNels UTTd TGV AuTtédY oU paAakds pnbiijl. cOoTep Kai O TEIPCOUEVOS KATEXELY
TOV YéAwTa, elTa dBpdov ekkayxdlel, oUTws kai 6 KepkUcov péxpt peév moAAol mpds thv AUty
AVTETEIVEY, ElTa TTHON.

Also Carcinus was a tragic poet, and Cercyon had a daughter called Alope. When Cercyon learned
that his daughter Alope had been raped, he asked her, who her rapist was, saying “if you tell me this,
you will not be made to grieve at all.” And when Alope identified her rapist, Cercyon was no longer
able to bear living because of the grief, but ended his life. Just as Cercyon, the man presented by

Carcinus, overcome by grief, has not been described as cowardly. Just like the man who tries to

554 For similar additions by actors cf. Eur. Med. 37—45, 468, Or. 536-7, Page (1934).
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restrain his laughter, then suddenly bursts out laughing, so Cercyon strove to resist grief for a very

long time, until he was defeated.

The plot of Carcinus’ Alope is provided by a scholium to Aristotle’s Nicomachean Ethics.>>®

In Carcinus’ play, Cercyon found out that his daughter Alope had been raped and attempted
to discover the identity of her rapist, reassuring her that she would come to no harm if she
revealed this information.>*® Alope told Cercyon that Poseidon was her rapist and Cercyon
killed himself, unable to cope with his grief, presumably because he could not avenge his
daughter since her rapist was a god;>*’ the scholium indicates that a large portion of Carcinus’
play dealt with Cercyon succumbing to his distress. The hypothesis that Carcinus’ Alope
presented the title character as pregnant because of the rape is plausible because her son
Hippothoon is an important Athenian hero;>*® the suggestion that Cercyon’s father was
Poseidon and the rape thus incestuous®®® cannot be corroborated. Carcinus’ Alope is the only
known fourth-century play with this title; in the fifth century, Euripides and Choerilus wrote
tragedies entitled Alope. For the myth of Alope see further Karamanos (2003) 25-40. For

other plays involving divine rape see further Bathrellou (2012) 175-6.

AMOIAPEWZ

Fragment 1d — Arist. Poet. 1455a 22-9
Bel 8¢ Tous wibous ouviotdval kai Tijt Aé€et ouvatepydleobar 11 pdAioTa TPd SUUd TV
TIBépevov: oUTw yap &v évapyéoTaTta <6> Opdv COOTIEP TTAP AUTOLS YIYVOUEVOS TOTS

TPaTTOUéVOlS eUpiokol TO TTpétov kal HkioTa &v AavBdvol <To> T& UTrevavTia. onueiov 8¢

%55 TrGF only cites kai 6 Kapkivos ... ameAéyeto. The rest of the scholium is given in this commentary,
however, since it provides further details about how Cercyon’s grief was presented in Carcinus’ Alope.

%% The speech attributed to Cercyon is unmetrical. Cercyon’s reassurances to Alope about her safety may be a
reaction to Euripides’ Alope, where Alope was abused by Cercyon after stating that Poseidon had raped her
(Eur. Alope test. iib TrGF = Hyg. Fab. 187; thus Xanthakis-Karamanos (1980) 29).

557 Thus Karamanos (2003) 37.

5% 1hid. 38-9.

55 Choerilus Alope fr. 1 TrGF = Paus. 1.14.3; thus Karamanos (2003) 38-9.
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ToUTou & ¢meTinaTo Kapkiveol. 6 yap Aupidpaos €€ iepol avrjiel, & ur dpcdvta éAdvbavey, émi 8¢
Tfis oknvfjs £Eémecey SUOXEPAVAVTWV TOUTO TGV BeaTddv.
One should construct plots and furnish them with dialogue, keeping, as much as possible, the scene in
his mind’s eye; hence by imagining the scene most vividly, as if present at the events themselves, one
will find what is fitting and be most likely to detect contradictions. An example of this is the criticism
that was levelled against Carcinus. For Amphiaraus came back from a temple, and he (i.e. Carcinus),
not visualising the scene, did not notice this, but it was a flop on the stage, since the audience objected
to this.
Aristotle is almost certainly referring to an Amphiaraus play by Carcinus in fr. 1d, citing this
play by its title character.5®® Two schools of thought exist for the plot of Carcinus’ play and
thus the error.®®! The first suggestion is that Carcinus presented Amphiaraus’ reluctance to
join the expedition of the Seven against Thebes.>®? In this instance, Amphiaraus may have
hidden in the temple to escape conscription, later exiting despite there being no dramatic
impetus; perhaps he came out to deliver a speech, thus revealing his hiding place,*® or he left
the temple after being persuaded by Eriphyle to do so,%* though her arguments were not
strong enough to entice him out. Alternatively, assuming the skene represented the temple,
Amphiaraus may have exited via one of the parodoi, only to re-enter the stage via the
skene.5®

The second conjecture is Amphiaraus’ resurrection as a chthonic deity, taking &vrjiet

to have a second meaning of ‘rise up’ (i.e. was resurrected).>®® Carcinus’ Amphiaraus would

thus have treated Amphiaraus’ reluctance to join the conflict against Thebes, his departure to

%60 Cf. Arist. Poet. 1453b 33 (= Astydamas Alcmeon fr. 1b I).

%61 For other errors in drama cf. Soph. OT 287-9 where Oedipus informs the audience that Creon has advised
him to fetch Teiresias despite no such conversation having taken place onstage, Hegelochus’ mispronunciation
of yaArjv’ (Ar. Ran. 303—4 with scholium, X Eur. Or. 279 Schwartz). For negative audience reactions cf. Dem.
18.265, 19.337, Lefkowitz (1984) 144-5.

%62 Thus Rostagni on Arist. Poet. 1455a 22-9.

%63 | bid.

564 Thus Davidson (2003) 120.

565 Thus Owen (1933) 156.

%66 Thus Craik (1980) 167.
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Thebes (via a parodos), his death, and his resurrection, with the temple again conjectured to
have been represented by the skene. Since resurrections only occur via tombs and not from
temples, Carcinus may have imagined the skene to be a tomb when presenting Amphiaraus’
resurrection. Carcinus, however, presumably gave little or no indication to the audience of the
skene changing from a temple to a tomb during the play. The audience would have thus
thought that Amphiaraus was rising up from a temple rather than a tomb, as intended by
Carcinus, and this would then have caused outrage since the presence of corpses in temples
was considered impious.® This hypothesis is similarly problematic. &vrjier does not have a
double meaning of ‘resurrect’; avrjier comes from &vey rather than avinui.>®® Moreover,
Amphiaraus did not rise from the dead, but remained in the Underworld as a prophetic hero
and giver of oracles.

Carcinus’ Amphiaraus is the only securely-attested fourth-century tragedy with this
title, though Theodectas may have also written a play about Amphiaraus’ involvement in the
conflict with Thebes, since fr. 20 may show Amphiaraus predicting his death to Baton. In the
fifth century, Sophocles wrote a satyr drama entitled Amphiaraus and comedies with this title
were produced by Aristophanes and Plato Comicus. In addition, Amphiaraus featured in
Euripides’ Hypsipyle and was mentioned in Aeschylus’ Seven Against Thebes, Sophocles’
Electra and Oedipus at Colonus, Euripides’ Phoenissae,*®® and probably also in all the many

plays centred on his son Alcmeon.

%67 Thus Green (1990) 283.
568 pace Craik (1980) 167.
569 Aesch. Sept. 568-96, Soph. El. 837-9, OC 1313-14, Eur. Phoen. 173-4, 1109-12.

147



AXIAAEY Z

Fragment 1le — Athen. 5.189c—d (transl. Olson)
AéyovTtai 8¢ ABrvnot kai iepol Tives atAddves, cov pépvntar Dikdxopos ev Tij évatm (FGrHist 328
F 68). kalouot & &poevikds Tous avAdvas, cdotep Goukudidng év Tht TetdpTm (103.1) kai
TA&VTES Of KaTaAoyddnv ouyypageis, oi 8¢ TroinTai 6nAukdds. Kapkivos puév AxIAAeT

Babetav eis atAdva Tepidpopov oTpaTol
Certain sacred vales in Athens are referred to, which Philochorus mentioned in his ninth book. Some
writers use aulones in the masculine, such as Thucydides in his fourth book and all prose writers,
whereas poets use it in the feminine. For example, Carcinus in Achilles:

into the deep trench surrounding the army
avAdova in fr. 1e may refer to the trenches in front of the walls around the Greek
encampment at Troy.>’° Since the army is described as surrounded by this trench, a tactically
disadvantageous position, it can scarcely be there of its own will. Perhaps the army in
question is that of the Greeks, with fr. 1e describing the episode from Iliad 8 in which the
Trojans try to penetrate the Greek camp, surrounding the Greek forces in their defensive
ditches while doing so0;>"* alternatively, fr. 1e could refer to Iliad 15 when Hector and the
Trojans storm the trench and wall around the Greek camp.®’2 If correct, Achilles cannot have
been involved in the episode described in fr. 1e and so this verse perhaps comes from a
messenger speech about the suffering of the Greek army. This suggests that Carcinus’
Achilles treated the attempts of the Greeks to persuade Achilles to re-join the fighting;
perhaps the play was set in Achilles’ hut.>”® This also means Carcinus’ Achilles would be a

plausible inspiration for Accius’ Myrmidones,®’* which had a similar plot, though the lack of

570 Hom. I1. 7.337-43, 435-41; thus Liapis (2014a) 284.

57111, 8.335-7.

5721|, 15.262—746.

573 Cf. Aeschylus’ Myrmidons (fr. 131.3—4 TrGF with Sommerstein (2009) 134) and perhaps Chaeremon’s
Achilles Killing Thersites.

574 Thus Capps (1895) 299.
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fragments from Carcinus’ play and the existence of other tragedies on this theme means that
such a hypothesis should be treated with caution. For Achilles in drama see on Astydamas’

Achilles.

Fragment le
For feminine auAcov cf. Soph. Scythians fr. 549 TrGF, Ar. Av. 244. For mepidpopov

meaning ‘surrounding’ cf. Hom. Il. 2.812, Ap. Rh. 3.1085.

©OYEZTHX

Fragment 1f — Arist. Poet. 1454b 19-23

avayvplols B¢ Ti Hév EoTIv, ElpnTal TTPOTEPOV" €I B¢ AvAyVWPICEWS, TTPCITN HEV 1)
ATexvoT&Tn Kal fi TAeloTn XpddvTal 81" &dmopiav, 1 di& TGV onueicov. ToUTwv 8¢ Ta pév
oUpguTa, olov “Adyxnv v popouot Myeveis” (Tr. adesp. fr. 84 TrGF) fj doTépas olous év TAL
Ouéotm Kapkivos.

What recognition is has been discussed earlier; but as for the types of recognition, the first is the most
unskilful and is used for the most part through ignorance, that is recognition through signs. Of these,
some are innate, such as “the spear the Earth-born bear” or stars, like those Carcinus uses in his
Thyestes.

For Aerope as a possible alternative title to Thyestes see on Aerope. Aristotle states that
Carcinus’ Thyestes included a recognition scene which involved stars; these were almost
certainly the star-shaped birthmarks found on members of the house of Pelops.>” The
recognition scene in Carcinus’ Thyestes was thus most likely Thyestes’ discovery that he had
eaten his own sons after seeing the star birthmarks on their remains, a method of recognition
unattested in other versions of the Thyestes myth. In fourth-century drama, Thyestes plays

were produced by Apollodorus, Chaeremon, Diogenes of Sinope (or Philiscus of Aegina),

575 Philostr. Imag. 1.30.
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and Theodectas;>"® Diogenes is also said to have written an Atreus, though this is probably an
alternative title for his Thyestes.%’’ In the fifth century, Thyestes appeared in eponymous
plays by Sophocles (who wrote three tragedies with this title), Euripides, Agathon, and the

comic poet Diocles; Sophocles also wrote an Atreus/Women of Mycenae about Thyestes’

feast, perhaps alternative titles for some of his Thyestes plays.>’

MHAEIA

Fragment 1g | — Arist. Rhet. 1400b 9-15

&AAos TéTToS TO €k TGV GuapTnBévTwv KaTnyopEiv ij dmoloyeiobal, olov év Tiji Kapkivou
Mn8eiat oi utv kaTnyopouctv 8TI Tous Taidas TEKTEIVEY, oU paivecbal youv auTtovs (fjuapTe
ya&p 1 Mi8eia mept TNy &mMooToATNY TAY Taidwv), 1) 8’ dmoloyeiTal &Ti oUk &v Tous Traidas
AAA& TOV Tdoova &v ATrEKTEWEY, TOUTO Yap fjuapTev &v un Torjoaoca, eimep kai 6&Tepov
gtoinoev.

Another topic is that of making accusations or defending oneself on the basis of errors which have
been committed. For example, in Carcinus’ Medea, some accuse Medea of having killed her children,
because they had vanished (since Medea had made the mistake of sending away her children). And
she defended herself by saying that she would not have killed her children, but she would have killed
Jason, for it would have been a mistake on her part not to have done this (i.e. killed Jason), if she had

actually done the other (i.e. killed her children).

2 Arist. Rhet. 1400b 10 Rabe
1 8¢ dmoloyeital 8Tt “ei EueAAov dTmokTeival, TOV Tdoova &v dTrékTeva cos AutrijoavTta, ovuxi

Tous TTaidas: oudt y&p ol Taidés pe eEAUTmoav.”

576 Cf. fr. 9, thus Ravenna (1903) 801.
577 Thus Marti (1947) 5.
578 loyd-Jones (1996) 106—7.
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And she defended herself, saying “If I intended to kill anyone, | would have killed Jason, since he has

grieved me, but not my children, since my children did not grieve me”.

Fragment 1g Il — X Arist. Rhet. 1400b 11 Rabe

Tpods v Mavkny, fiv dveAdBeto 6 ldocwv, Emepyev 1) Miideia Tous auTiis Taidas, kai TTondeioa
un Guaipebidoiv UTd TV BepamdvTtewov Tis [NAaukns, Tpoavnipébnoav Tap’ auTrs.

Medea sent her children to Glauce, whom Jason had taken in marriage, and although she feared that

her children would be killed by Glauce’s servants, they were killed by her [i.e. Glauce] first.

Fragment 1h — P.Louvre 10534

<IAZWN> €l 8" —v] 6’ wls] er)s Taidas ouk aTékTovas,
pUoai] oeauTriv, 8ei§ov ols ouk cdAsoas.

<MHAEIA> [x—v—]va ool Tekolo’ Emduvunal
Skubikn...[ v cas ok EdAeca
oUs €texov auTn Tai[das, EEémeupa 5¢] 5
avam[.]T. moTedoaca yfjs £§w TpoPdL.

<KPEWN> S1An’oTi]v 1) &olé]Bera Mndeias, kaxijs
Tw.[...]Joelas: ddAeoev Mavkny mupf
wor:[].§ KoAx(is: duoAoyel Téde:
kai ToUTo diiT’ €]dpac]ev- EkTevey Ték[v]a. 10
elev,] Ti péAAeis; Tpds pdvous THv BapPBapov
&yet]v Eéxets, la[o]ov: cos PouAel kTdve.

<MHAEIA> [ In6[.].[..]rép o’ E[c]xov képns
“EAAnves af  Jol...]Jou undeis Sxubcdv,
udTono pgfv Ivl..]s 15

Aéyovt[e]s, ) 8¢ BapPdpou o[mwopds &mo
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[ &Aln[6nls.[ ]

1ei & West 16’ cofs] West 1 &méxTovas West: améktewas TT: améktaves West
2 pUoat] oceauTriv West 5 avtr) West 5 mai[das, eEémepypa 8¢ West
6 y1is €Eco Ferrari: yn.e€o T 7 3jAn’omi]v West 7 &o[€]Beia Belis
7 xaxijs West 9 KoAxis Bélis: XoxAis TT 10 kai ToUTo &1jT’] €8palo]ev
10 ték[v]a Bélis 11 elev,] Ti West 12 &yelv West
12 'la[c]ov Bélis 13 €[c]xov West 15 pe[v West
16 AéyovT[e]s West 16 o[mopas &mwo West 17 &A]n[6n]s Sims
<JASON> If, as you say, you have not killed the children,
save yourself, produce those who you have not destroyed.
<MEDEA> I swear by the Scythian goddess, having borne ... to you
that I did not kill the children that I myself bore, but I sent them
out of this land, entrusting them to a nurse.
<CREON> The impiety of Medea is clear, the evil (?) ...
The Colchian witch destroyed Glauce [ ]
with fire; she has admitted to this.
She did the following too: she killed her children.
Why do you hesitate? You can take this barbarian woman to the
slaughter, Jason, execute her as you wish.
<MEDEA> I have kept you from your daughter

Greeks ... no Scythian
speaking foolishly
but I, from barbarian stock

tr]ufthful(?)
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Medea’s reasoning in the scholium in fr. 1g I for why she would have killed Jason and not
her children differs from the version found in Aristotle’s Rhetoric, but both sources
nonetheless demonstrate the nature of Medea’s argument (i.e. that Medea would have killed
Jason before she harmed her children). The mention of the murder of Medea’s children, albeit
a false accusation, indicates that Carcinus’ Medea dealt with the same part of the myth as
Euripides’ homonymous play.®’® Hence there must have been a scene in which Medea was

accused of killing her children, possibly in an agon,®°

with Jason probably presenting this
charge.

A papyrus fragment has also been assigned to Carcinus’ Medea, dated to the second
century AD and published in 2004 by Annie Bélis.>®! Lines 3-6 and 13—17 are accompanied
by musical notation suited to the range of a baritone singer®®? and were added to the papyrus
possibly at the date of its creation.®® In this papyrus fragment, the first speaker urges another
to produce their children if, as they say, they have not killed them (1-2). In response, a
second character, singing,>®* attests that they have not killed their children (3-5), but have
sent them out of the land, entrusting them to a nurse (5-6). Another character then replies that
Medea must have killed her children because she has admitted to killing Glauce with fire (7—
10). This speaker then urges Jason to lead the barbarian woman (presumably Medea) off to

execution (11-12). The last few lines are lacunose, but the musical notation indicates that the

individual who sings lines 3-6 also delivers lines 13-17. This singing character appears to

57 Thus Walker (1923) 195.

580 Thus Xanthakis-Karamanos (1979) 67, (1980) 69.

%81 P.Louvre 10534; thus Bélis (2004) 1314, West (2007) 3.

%82 Thus Bélis (2004) 1320.

583 Thus West (2007) 8; for other mixtures of spoken and sung lines on papyri cf. P.Ashm. 89b, P.Oxy. 4463 (=
DAGM 8§47).

%84 This character is singing iambic trimeters. Although iambic trimeters are usually spoken (Arist. Poet. 1449a
24-5), there are several examples of iambic trimeters being sung; cf. P.Oslo 1413a.15-19 (= DAGM 8§40),
P.Mich. 2958.1-26 (= DAGM 8842, 43).
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have responded to the speaker of lines 7-12 by restating that she has killed Glauce and
alleging that Greeks speak nonsense while she®®® of barbarian stock does not (13-16).58

Since Medea, Glauce, Jason, and Colchis all feature, the papyrus must come from a
Medea play. The feminine tekoUo’ (fr. 1h.3), auTr (fr. 1h.5), motevoaoca (fr. 1h.6), and 1)
(fr. 1h.16) in the sections which are sung indicate that the singing character must have been
female and thus Medea.”®” As the character speaking lines 7—12 directly addresses Jason,
Jason must be onstage during this fragment and thus must be the speaker of lines 1-2;°% in
this case, he would be accusing Medea of killing her children while at the same time
challenging her to save herself by showing that they are safe. Since the speaker of lines 7-12
focuses on the death of Glauce and orders Jason to execute Medea, this speaker must be
related to Glauce and in a position of authority; he is almost certainly Glauce’s father
Creon.*® Jason’s suggestion that Medea has killed her children and his advice to her to
produce them to show that she has not correspond with details about the plot of Carcinus’
Medea which are mentioned by Aristotle; so too do Medea’s protestations that she has sent
her children away. Since it is unlikely that two tragedies about Medea would have had
exactly the same plot features, the papyrus fragment almost certainly comes from Carcinus’
Medea.>®

Details about the plot of the tragedy can now be reconstructed. First, Medea, Jason,
and Creon were characters, with the nurse to whom Medea entrusted the children possibly
also featuring. Since Creon featured, the play was set in Corinth. Secondly, Medea confessed,
presumably during the scene from which the papyrus fragment comes, that she had killed

Glauce. Hence part of Carcinus’ Medea must have dealt with the title character plotting

585 Cf. 1y, fr. 1h.16.

%86 Thus West (2007) 4.

587 Thus Bélis (2004) 1308, West (2007) 3-5.
588 Thus West (2007) 3—4.

589 |bid. 4, 7.

590 Thus Bélis (2004) 1314, West (2007) 3.
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against Glauce, then successfully killing her. This must have preceded Medea being accused
of killing her children, since Medea is said to have admitted to murdering Glauce in fr. 1h.
Finally, Medea was not only accused of killing her children, but there was an attempt to
execute her for her supposed crimes.

A second scholium to Aristotle’s Rhetoric (fr. 1g I1) has also been thought to provide

591 |t describes how Glauce was betrothed to Jason and how

evidence for Carcinus’ Medea.
Medea had sent her children to Glauce, also attesting that Medea was frightened that her
children would be harmed by Glauce’s servants, but that they were in fact killed by her first.
Since Glauce is explicitly mentioned in the papyrus and in this scholium and as Medea is
concerned for her children’s safety in both sources, this scholium should almost certainly be
considered as related to Carcinus’ Medea. It too provides details about Carcinus’ tragedy.
First, Medea’s fear that Glauce’s servants would kill her children suggests that Medea was
planning something that would provoke them and that would incapacitate Glauce from
carrying out the deed herself, presumably Glauce’s murder.>%? Secondly, the children must
have been killed during the play by a woman (cf. atTss). Since Medea is concerned for her
children’s safety and sends them away for their own protection, auTfis cannot refer to Medea.
Instead, it must describe Glauce, whose name is located near avutris, and so Glauce must
have killed Medea’s children, perhaps after discovering Medea’s attempt to send them to
safety.>® This shows that Medea’s children had still come to harm despite Medea’s best
efforts to prevent them being victims of her crime and that Medea was unaware of her
children’s fate during the play, as also shown by the protestations in fr. 1h that her children
had been sent to safety. Moreover, it would also mean Jason and Creon viewed Glauce as an

innocent victim of Medea, when it was Glauce who had killed the children. Glauce must have

591 Thus TrGF 1 p. 212.
592 Thus West (2007) 6.
5% Ibid. 6-7.
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hidden the bodies of the children or ordered her servants to do so for Jason and Creon to
perceive her as innocent. Finally, as it is unlikely that Medea would have sent her children to
Glauce while afraid for their safety and while plotting against Glauce, Medea’s dispatch of
her children to Glauce must have happened before the play and was thus recounted in the
prologue; perhaps Jason requested that Medea send the children to live with him and
Glauce.>®* Alternatively, Jason may have simply taken the children, relying on his rights as
their father.

Hence Carcinus’ Medea can largely be reconstructed as follows. The play began with
Medea recounting how her children had gone to live with Glauce and Jason. Medea then
described her plot to kill Glauce, out of either jealousy or a desire to harm Jason, but noted
her concern for her children’s safety in the event that the murder was successful. To counter
this, she summoned the children’s nurse and requested that she take the children to safety.
The nurse then returned to the palace and Glauce killed Medea’s children, after becoming
aware of Medea’s attempt to get them to safety; Glauce or her servants also hid the bodies of
the children. Medea followed through with her plan to kill Glauce, presumably sending her
deadly gifts,>® as in Euripides’ Medea, or through some long-distance spell. Jason and Creon
then discovered that Medea had killed Glauce and confronted Medea, accusing her of the
murder, to which she confessed, and that of her children, since they had vanished. Medea
denied killing her children and Jason urged her to produce them to save herself. Medea then
said that she had sent them away, but Creon persisted with the charges, urging Jason to
execute her. The ending of the play is unclear, but Medea may have fled, thinking that she
would be reunited with her sons, and Jason and Creon may have attempted to pursue her.

They were probably stopped by a deus ex machina who revealed that the children were dead,

%94 Thus West (2007) 6.
5% Cf. mrupl, fr. 1h.8.
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but that Glauce had killed them. The deus ex machina may have also told Jason and Creon
the location of the children’s bodies and urged Creon and Jason to bury the remains of Glauce
and the children; the god may have also predicted (or even recommended) that Medea would
seek asylum at Athens.

In addition to frr. 1g—h, an Apulian volute krater dated to the 330s and attributed to
the Darius painter has been assigned to Carcinus’ Medea.*® This vase painting depicts Medea
at a temple in Eleusis handing over her two sons to a paidogogos, an action which has
suggested to some that this volute krater corresponds with Medea entrusting her children to
the care of another for their safety,®” and thus that this vase painting depicts Carcinus’
Medea. There is, however, no evidence that Carcinus’ tragedy was set anywhere other than
Corinth or indeed that the children reached Eleusis, instead dying by Glauce’s hands in
Corinth, and so the volute krater should not be assigned to Carcinus’ Medea, reflecting
instead another mythological tradition about Medea in which she and her children
successfully escaped to Eleusis.>%

In fourth-century drama, Medea appeared in eponymous tragedies by Dicaeogenes,
Diogenes of Sinope, and Theodorides, who came second at the Lenaea of 363 with a dilogy
comprising Medea and Phaethon.>*® Eubulus and Antiphanes produced comedies entitled
Medea and Medea may have featured in Jason plays by Antiphanes and the tragedian
Antiphon, though “Antiphon” here is probably just an error for “Antiphanes” %° and Jason
merely an alternative title for Antiphanes’ Medea. In the fifth century, Medea appeared in

eponymous plays by Euripides, Neophron, Melanthius, Morsimus, and the comic poets

5% Thus Trendall (1984) 13-14, Taplin (2007) 238-40, (2014) 150-5.
597 Fr. 1h.6 and = Arist. Rhet. 1400b 11 Rabe.

5% Thus Giuliani and Most (2007) 212-17.

599 SEG XXVI 203 col. 11.9-10.

800 Thus Meineke (1839) 316.
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Cantharus and Strattis among others, Euripides’ Daughters of Pelias, and Sophocles’ Women

of Colchis, Rootcutters, and Scythians.

Fragment 1h
Restorations owed to Bélis (2004) 1308 and West (2007) 4-5. For the accompanying musical
notation to lines 3-6 and 13-17, see appendix 1.

1-2: Given the imperative 8¢i€ov in line 2, the first line may form the protasis of a
conditional clause, making i 8’ a plausible restoration of the lacuna in line 1 (thus West
(2007) 4). amékrewvas as found on the papyrus cannot be correct (thus West (2007) 2, 4)
since it forms a spondee in the last two syllables of the third metron of the trimeter.
améktaves and améxtovas are equally plausible restorations (thus West (2007) 2), the
copyist accidentally changing either to the standard aorist form &mékteas. For améxtaves
(vel sim.) in Greek drama cf. Aesch. Eum. 591, Soph. El. 1495, Eur. Hipp. 1324, for
améktovas (vel sim.) cf. Aesch. Eum. 587. co[s] @rjs shows that Jason does not believe
Medea’s protestations that she has not killed her children, emphasising that it is Medea who
has made this claim and thus separating it from his own words; for dissociative cos gris (vel
sim) cf. &AN” autds &pxcov, cos oU erjs, Alas émAel (‘but as ruler yourself, so you say, Ajax
sailed away’, Soph. Aj. 1234 with Finglass), kei ur y&p €éotiv 6 8eds oUTos, cos ou ¢rjis (‘for
even if this man is not a god, as you say’, Eur. Bacch. 333), Soph. Ant. 706, OC 940, Phil.
1028, Eur. Phoen. 467 (with Mastronarde). Jason’s scepticism of Medea’s statement that she
has not killed her children is also indicated by his contemptuous repetition of Medea’s claims
(ouk amékTovas and ouk coAeoas); this also shows that Medea had denied killing her
children before this fragment. pGoau is a plausible supplement in line 2 (thus West (2007) 4),
showing that Jason believes that Medea is concerned only with her own welfare and not that

of her children and that the best way to discover the truth about the children’s fate is to appeal
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to Medea’s self-interest. As with oux améktovas and ouk coAecas, Jason’s pUoar may
sarcastically echo a previous claim by Medea that she saved her children, perhaps using
éppuoa or similar; for ptoai ceautriv (vel sim.) cf. Soph. OT 312.

3-5: Tekolo’ émduvupan is presented on the papyrus in scriptio plena (i.e. Tekovoa
¢répvupat), with a musical note above the alpha of tekoUoa; this has probably arisen from
Latin practices where elision is not marked (thus Péhlmann (2009) 297). Similar scriptiones
plenae are found on a number of other musical papyri from the Imperial period; cf.
nutékvnoa ¢y (P.Oxy. 2436 col. ii.3 = DAGM 8§38), avaueifas 8¢ opot (P.Oslo 1413a.16
= DAGM 840). The juxtaposition of texoUoa beside éméuvupan indicates that Medea is
swearing her oath, that she has not killed her children, as a mother. The prominence of
TekoUoa in the first line of Medea’s speech and the repetition of Tikteo in line 5 also
emphasises Medea’s self-presentation as a mother; so too does the juxtaposition of aUTr)
(owed to West (2007) 3—4) beside mai[das in line 5. Zxubikn is most likely an epithet
describing the goddess to whom Medea swears her oath (thus Bélis (2004) 1316); although
Medea is from Colchis, she is occasionally connected with Scythia (cf. line 14, Tr. adesp. fr.
701 TrGF). Bélis ((2004) 1316) suggested that the lacuna in line 4 should be restored with
‘Exd&Tnv, with Medea would invoking her mother; cf. Diod. Sic. 4.45.5, 50.6. The two
consecutive anapaests render this conjecture unlikely (thus West (2007) 3). ouk coAeca
repeats Jason’s words from line 2; cf. Soph. Aj. 11267 for antagonistic repetition. This
allows Medea to reclaim her words as her own and demonstrate that they are true, despite
Jason’s scepticism (cf. line 16); Medea’s oath also strengthens the claim that she has not
killed her children.

5-6: If Medea entrusted her children to a nurse who informed Glauce of Medea’s plot
to evacuate her children from Corinth (thus West (2007) 6-7), then moTeUocaoa is ironic in

that while Medea had faith in this Nurse, she was betrayed by her. The ink traces in line 6

159



have been restored as ytjs €6co by Ferrari (ap. Taplin (2014) 155 n. 41), corresponding with
Avrist. Rhet. 1400b 9-15 (=fr. 1g I).

7-9: 31jAn’omi]v (owed to West (2007) 4) is the likeliest restoration of line 7, showing
that Creon declares that Medea’s impiety is clear for all to see. &o[¢]Beia is rather pointed
given Medea’s oath in the previous lines, with Creon accusing Medea of impiety (both for her
murder of Glauce and presumably what he perceives to be her false oath). For the destruction
of Glauce by fire cf. Eur. Med. 1156-1203. Carcinus is the earliest writer known to have
named Jason’s fiancée and Creon’s daughter as Glauce, perhaps inspiring later traditions (cf.
Apollod. Bibl. 1.9.28, Diod. Sic. 4.54.2, Hyg. Fab. 25). ¢bAeoev, previously used of Medea
killing her own children, is now appropriated by Creon to describe Medea’s supposed murder
of Glauce, thus connecting Glauce’s death with that of the children. Since SAAupu is used in
relation to the deaths of Medea’s children and Glauce, this suggests a common killer, namely
Medea. This is, however, ironic in that ¢cSAecev links Medea’s children and Glauce as
innocent victims of Medea, when it is in fact Glauce who has killed Medea’s sons. KoAxis is
misspelled in the papyrus as XoxAls; its restoration to KoAxis is owed to Bélis (2004) 1308.
KoAxis demonstrates Creon’s disdain towards Medea (thus West (2007) 4) given that he
cannot bring himself to directly address her (cf. line 7) or name her, referring to her
scornfully by her nationality; contrast Jason whom Creon directly addresses in line 12.
ouoloyel Tade is a brief, striking phrase emphasised by asyndeton which demonstrates that
Medea must have confessed to killing Glauce before the start of this fragment.

10-12: The alliteration and assonance of éktevev Ték[v]a in line 10 emphasises
Creon’s view that Medea has killed her children. efev,] Ti uéAAeis (cf. [Aesch.] PV 36)
indicates Creon turning to Jason. trv B&pBapov picks up Creon’s reference to Medea as

KoAxis, continuing his disdainful attitude towards her. kt&ve echoes the brevity of éktevev
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in line 10, showing the same coldness and ruthlessness which Creon believes Medea showed
in killing her own children.

13-17: In her response to Creon, Medea directly addresses him (13), whereas Creon
had spoken about her in the third person. képns is a reference to Glauce (cf. Eur. Med. 3009,
324, 375, 1125). o’ €[o]xov kbpns describes how Medea has kept Creon from his daughter
(i.e. by killing her). Although "EAAnves has been taken as a vocative address to the chorus
(thus Belis (2004) 1313), "EAAnves is probably nominative agreeing with Aéyovtle]s in line
16 and describing Greeks in general (thus West (2007) 4). u&toia pé[v indicates a contrast,
picked up by 1) 8¢. In this case, Medea may accuse the Greeks of speaking foolishly given
"EAAnves and AéyovT[e]s, whereas she () &¢) does not (thus West (2007) 4); perhaps the start
of line 17 should be restored as aAJn[6n]s, fitting the available space on the papyrus and
agreeing with 1. Medea would thus emphasise that despite being a barbarian she is the only
one who is telling the truth about her children (since she has not killed them). Together with
her admission of killing Glauce, Medea would thus be challenging Creon’s assertion that her
murder of Glauce means that she has killed her children, showing it to be incorrect. The
contrast also allows Medea to adopt Creon’s anti-barbarian rhetoric directed at her and to take
the sting out of any perceived insult through using BapPd&pou to describe herself. For other
self-descriptions of Medea as coming from barbarian stock (BapBd&pov o[mopas &to) cf.
Eur. Med. 256, 591. In addition, Medea would show herself to adopt a more reasonable
approach in her response to Creon, avoiding insulting him by claiming his words are foolish;

this contrasts with Creon, who is abusive towards Medea.
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OIAITIOYZ

Fragment 1i — Arist. Rhet. 1417b 16-20
av & M &moTov, Uoxveiobat Bl kai aiTiav Aéyew eubUs kai BlaTtdTTew cos BovAovTal, oiov 1
TokdoTn 1 Kapkivou v Tcar Oiditodi aei umoxveital muvBavouévou Tol ntodvTos TOv uidv, Kal
6 Alucov 6 ZopokAéous.
And if a statement is unbelievable, you should promise to provide justification at once and to make
arrangements as they wish, just as Jocasta in Carcinus’ Oedipus is always promising when she is
asked by the man who is seeking her son, and Sophocles’ Haemon.
Given the title of Carcinus’ play, the son mentioned by Aristotle is most likely Oedipus;®°
Polynices and Eteocles are possible, but less likely candidates for Jocasta’s son, since it is
difficult to see why they would be the focus of a search in a play entitled Oedipus.®? Oedipus
was probably the individual inquiring about Jocasta’s son,%*® possibly suspecting that he was
Jocasta’s child and thus that the prophecy had been fulfilled. Jocasta’s statement in this
instance may be that she had exposed her child, with Oedipus perhaps deeming it
unbelievable since he did not think Jocasta capable of such a thing.%%* If correct, Carcinus’
Oedipus would have followed the plot of Sophocles’ Oedipus Rex, though Carcinus’
inclusion of an exchange between Jocasta and Oedipus over Jocasta’s son is not found in
Sophocles’ play.

In fourth-century drama, Oedipus featured in eponymous plays by Theodectas,
Diogenes of Sinope, and Timocles;®% the comic poet Eubulus also wrote an Oedipus. In the
fifth century, Oedipus appeared in a connected tetralogy by Aeschylus, comprising Laius,

Oedipus, Seven Against Thebes, and the satyric Sphinx, Sophocles’ Oedipus Tyrannus and

801 Thus Cooper (1929) 179.

602 1pid.

803 Thus MacKay (1953) 286.

604 Thus Cooper (1929) 179.

805 Timocles came second in the City Dionysia of 340 with Oedipus (IG 112 2319-23.25).
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Oedipus at Colonus, and Euripides’ Phoenissae and Oedipus; the tragedians Achaeus and
Xenocles also wrote plays entitled Oedipus and this character may have appeared in

Aristophanes’ Phoenician Women.®% For Oedipus in drama see further Finglass (2018) 26-7.

OPEZTHZX?

Fragment 1j — Paus. Att. k 15 Erbse

Kapkivou moirjuata: Mévav8pos YeudnpakAet (fr. 415 PCG) avti ToU aiviypatdddn. 6 yap
Kapkivos OpéoTtnu Umd TTepihdovu dvaykalduevov opoAoyrioal, 8Tt éunTpokTévnoey, émoinoe dt’
QiVIYUATCOV ATTOKPIVOUEVOV.

Umd TTepthdou Snell: utrd iAiou Paus. Att.: Utrd rjAiou Phot.: &md “IAiov Su.

The poems of Carcinus; Menander uses this phrase in his False Heracles instead of ‘riddling’. For
Carcinus presented Orestes as being forced by Perilaus to confess that he had killed his mother and
replying via riddles.

The title of this play is not secure, conjectured on the basis of the title character. The tragedy
is also mentioned by Photius (Lexicon k 132) and in the Suda (x 397 Adler), both of which
copy Pausanias Atticus almost word-for-word. All three writers state that Orestes was
compelled to admit that he killed his mother in Carcinus’ play and that Orestes did so using
riddles. Confusion has arisen over the individual forcing Carcinus to confess to matricide
with iAiou found in Pausanias Atticus clearly a corruption. Photius emended iAiou to riAiov,
suggesting that it was Apollo who was responsible for Carcinus’ confession. Yet, since
Photius only refers to Apollo by his name rather than using fAiou,%°” Photius’ emendation

should be rejected. The Suda altered ué to amd, suggesting that Orestes was coming from

Troy when he admitted to matricide; this emendation should also be rejected since it makes

608 Cf. Ar. Phoenician Women fr. 570 PCG with Henderson (2008) 373.
807 Cf. Phot. Bibl. 72 p. 36b.8, 72 p. 39b.8.
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little sense in the context. Instead, perhaps iAiou should be emended to TTepiAdou.8% This
would refer to Perilaus, the cousin of Clytemnestra, who was the prosecutor of Orestes in his
trial on the Areopagus instead of Tyndareus who had died.®® In this instance, Carcinus’ play
would have followed the plot of Aeschylus’ Eumenides to a limited extent; in Eumenides
there is no human prosecutor at all, only the Erinyes.

In the fourth century, Theodectas and Aphareus wrote Orestes tragedies®'® and Alexis
produced a comedy entitled Orestes. In fifth-century drama, Orestes appeared in Aeschylus’
Choephoroi and Eumenides, Sophocles’ Electra, Euripides’ Andromache, Electra, Iphigenia
at Aulis, Iphigenia among the Taurians, Orestes, and Telephus, and an Orestes by Euripides

2EMEAH

Fragments 2 and 3 — Athen. 13.559f (transl. based on Olson)
Kapkivos 8 6 Tpayikds év ZepéAnt, fis apxr
6 WUKTES
pnoiv:
& Zel, Ti xpr) yuvaikas EEeITElY KaKSV;
&pkolv av &in, k&v yuvaik’ eimmis pévov
And Carcinus the tragic poet in his Semele, which begins
O nights
says
Zeus, why do I need to declare that women are trouble?

It would be sufficient just to say the word ‘woman’

608 Thus TrGF 1 p. 213.
609 Paus. 8.34.4.
610 Aphareus came third in the City Dionysia of 341 with Orestes (1G 11> 2319-23.13).
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The Suda misreads Athenaeus’ 15 for #) and gives Semele the alternative title Apxrj, which
must be incorrect, since Apxr does not resemble the title of a tragedy. Carcinus’ Semele most
likely presented Hera’s revenge on Semele for being impregnated by Zeus, with Hera
persuading Semele to ask Zeus to appear before her and with Semele thus being killed as she
was mortal.®!! Since Zeus rescued Dionysus from Semele’s womb as she was dying,%*?
Carcinus’ Semele may have also treated the birth of Dionysus,®'2 with Dionysus either being

614 or with Dionysus

sewn into Zeus’ thigh and this being announced via a deus ex machina
being handed over to nymphs, who would raise him.®*® Carcinus’ Semele is the only known
fourth-century tragedy with this title, although Eubulus wrote a comedy entitled

Semele/Dionysus. In the fifth century, Semele tragedies were produced by Aeschylus, 5

Diogenes of Athens, and Spintharus.5%’

Fragment 2

Nature and the gods are often called upon by characters in distress or suffering from an
intense emotional reaction; cf. & yaia ufitep nAiou T dvamtuxai, | olcov Adycwv &ppntov
elofikouo’ dma (‘O earth, my mother, o bright and open sunlight, what unspeakable words I
have heard!’, Eur. Hipp. 601-2, transl. Kovacs, with Barrett), Eur. Med. 160-3, lon 1445,
Following the invocation, a description of an individual’s suffering may also be found; cf.
[Aesch.] PV 88-113. Perhaps Carcinus’ Semele adhered to a similar structure, with the nights
invoked (possibly by Semele), after which there was an account of a character’s suffering,

perhaps Semele’s misery while waiting for Zeus to come to an assignation, her distress at the

611 Apollod. Bibl. 3.4.3, Hyg. Fab. 167; cf. Aeschylus’ Semele/Water-carriers (Sommerstein (2009) 225-7).
612 Eur. Bacch. 88-98.

813 Thus Wright (2016) 109.

614 Eur. Bacch. 94-8.

615 Hom. Hymn 26.1-10.

616 Aeschylus’ play was alternatively titled Water-carriers.

517 For other tragedies with Dionysiac themes see Scullion (2002) 110.
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hands of Hera, or the pain she felt while in labour. For the invocation of natural phenomena
at the start of tragedies cf. "HAie, piAimrrois ©pmiEi péoPiotov oéBas (‘O sun, most revered
by the horse-loving Thracians’, Soph. Tereus fr. 582 TrGF with Fitzpatrick and
Sommerstein), & yfis TaAaiov &pyos, lvaxou poai (‘O ancient plain of land, the streams of
Inachus’, Eur. El. 1), Eur. Phoen. 3-4 (with Haslam (1975) 149-66); for the invocation of
nights cf. ¢ vu€ péAava (‘o black night’, Eur. El. 54 with Cropp), ¢ vU€ iep& (‘o sacred

night’, Eur. Andromeda fr. 114.1 TrGF), Soph. El. 203, Men. Misoumenos 1.

Fragment 3

For women as the epitome of evil cf. & maykakioTn kai yuvr), Ti y&p Aéycov | ueifov oe
ToU®’ bveidos eEeitrol Tis &v; (‘o you thoroughly wicked individual and you woman, for what
greater insult than this could one hurl against you?’, Eur. Stheneboia fr. 666 TrGF), Eur.

Hipp. 616-68, Aeolus fr. 36 TrGF, Hes. Th. 600-2.

TYPW

Fragment 4 — Stob. 4.39.3
Kapkivou TupoUs
&OKEY UtV &PEeTHV, EUTUXEIV &’ aiTelv Beols:
ExwV yap &ueow Taita paké&pids 6” dua
kekAnuévos Lfjv k&ayabods Suvrjcetal
TupoUs Nauck: Tnpeds Gaisford: TupeUs codd.
From Carcinus’ Tyro
To practise virtue, and to ask the gods to be fortunate;
when one does both of these things at the same time, he will be able to live

and to be called both blessed and good
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Stobaeus’ TupeUs is clearly a corruption. Suggested emendations include TnpeUs (thus
Gaisford) and TupoUs (thus Nauck). Of these, Tupous is more likely to be correct, since
Stobaeus references lines from tragedy using the genitive of the poet’s name and of the title
of the play.'® Hence Carcinus produced a Tyro, to which fr. 4 should be assigned.
Possibilities for the plot of Carcinus’ Tyro include Tyro’s forced exposure of her sons Neleus
and Pelias and the death of her father Salmoneus or the return of Neleus and Pelias to
Thessaly and their rescue of Tyro from the abuse of her stepmother Sidero.5'° For other plays

about Tyro see on Astydamas’ Tyro.

Fragment 4

Hard work is praised throughout antiquity, from Hesiod onwards; cf. Hes. Op. 308-16, Pind.
Ol. 5.15-16, Xen. Mem. 2.7.8, Mondolfo and Duncan (1954) 1-5, Pacelli on Theodectas fr.
11 TrGF. For the belief that those who work hard must also be fortunate to ensure success cf.
noxBelv avaykn Tous BéAovTas euTuxelv (‘those who want success must strive for it’, Eur.
Telephus fr. 701 TrGF, transl. Collard and Cropp). For the role of the gods in one’s fortunes
cf. BeotU 8¢ Bdpdv EoTv eUTuxElV BpoTovs (“it is god’s gift for a mortal to be prosperous’,

Aesch. Sept. 625), Eur. Hel. 641-3, 1A 351-2, Xanthakis-Karamanos (1980) 147.

INCERTARUM FABULARUM FRAGMENTA

Fragment 5 — Timaeus FGrHist 566 F 164 (= Diod. Sic. 5.5.1)
Tepi 8¢ Tijs kaTa Thv Kdpnv apmrayfis, 8Tt yéyovev cos Tpoeiprikapey, ToAAol Tv dpxaicwv
OoUYYpaPéwv Kai ToITV HepapTuprikaot. Kapkivos pév yap 6 Tédv Tpaywidicdv ToinTiis,

TAeovdKis év Tals ZupakoUoals TapemSeSNUNKCS Kal TNV TV ey xwpicv TeBeapévos omoudnu

618 Cf. e.g. Stob. 4.34.29 (Dionysius | Alcmene fr. 2 TrGF), 4.41.2 (Dionysius | Leda fr. 3 TrGF), passim.
61° Both Apollod. Bibl. 1.9.8.
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mepl Tas Bucias kal TavnyUpels Tijs Te AfunTtpos kai Képns, kaTexcploev év Tols Tolrjuact
ToUode ToUs oTixous

Aéyouot Arfjuntpds ToT’ &ppnTov kbpnv

TTAoUTtwva kpugiols &ptrdoal Bouletpaoiv

divai Te yaias eis peAaupacis puxous:

7001 B¢ unTép’ fipaviouévns kOpNs

paoTiip’ émeABeiv Taoav év kUkAcol x0éva: 5

kal Thv pév Aitvaiolol ZikeAiag ayors

TUpds yéuovoav pevpactv SuceuBoAots

m&oav otev&Eal, mévbeowv Bt Tapbévou

oiTwv auoipov AloTpepts ¢pBivev yévos,

G0ev Bedxs TG OW Els TS VUV ETL 10
And many of the ancient historians and poets have attested that the rape of Kore happened just as we
have previously described. For example, Carcinus the tragic poet, who often visited Syracuse and saw
the eagerness of the inhabitants in sacrifices and feasts for Demeter and Kore, included the following
verses in his poems

They say that once upon a time Pluto stole the daughter of Demeter

who must not be named, through hidden scheming

and then he plunged into the depths of earth, whose light is darkness;

Meanwhile, with longing for her disappeared daughter, her mother

went out to every land in turn seeking her; 5

and the land at the crags of Aetna in Sicily

was filled with streams of fire which made an evil impact

and all of it groaned, and in their mourning for the maiden,

the people, nourished by Zeus, were withering away deprived of corn,

as a result of which they honour these goddesses up until the present day 10
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Aéyouot in line 1, mot’ meaning ‘once’, and the aetiological nature of the fragment suggests
that these verses come from a prologue (thus Xanthakis-Karamanos (1980) 89); cf. Soph. Ant.
23, Eur. Or. 5, 8, Phoen. 9 for Aéyouvat in prologues, Eur. El. 2, Hipp. 24, Phoen. 7, Soph.
Phil. 5 for éTe, and Eur. Hel. 12-14, lon 24-6 for aetiological prologues. The account of
mythological events and their relation to the present situation also supports the attribution of
these lines to a prologue; cf. Eur. Alc. 1-23, Andr. 1-25, Oeneus fr. 558 TrGF, Telephus fr.
696 TrGF. The placing of the abduction of Persephone in Sicily suggests that the tragedy to
which fr. 5 belongs may have been set in Sicily. The speaker of fr. 5, however, was almost
certainly not Sicilian, since they discuss the Sicilians” worship of Demeter and Persephone in
the third person (Tiuéow); perhaps they were a god given their knowledge of Persephone’s
abduction. The episodic style of this fragment, with lines 1-3 focusing on Pluto’s abduction
of Persephone, lines 4-9 on Demeter’s grief, and line 10 on the relevance of this story to the
dramatic time of Carcinus’ play is reminiscent of other narrative passages from fourth-
century tragedy; cf. Chaeremon Alphesiboia fr. 1 TrGF, Oeneus fr. 14 TrGF, Theodectas fr.
10 TrGF.

1-3: The dependence of nine lines on one main verb (here Aéyouan) is unparalleled.
For &ppntov képnv (vel sim.) cf. Eur. Hel. 1307 and (possibly) Alexandros fr. 63 TrGF,
Lincoln (1979) 230. The decision to omit Persephone’s name and refer to her as an &ppntov
kopnv Is in keeping with the tradition of not naming inhabitants of the Underworld (pace
Lincoln (1979) 230 who argues that she is called &ppnTov kdpnv as a result of the tradition
found in other cultures of only naming women upon losing their virginity); cf. e.g. the Furies
(Soph. OC 89-90). The juxtaposition of &ppnTtov képnv alongside ArjunTtpos in line 1
emphasises the separation of Demeter from Persephone, i.e. the naming of Demeter
highlights that, unlike Persephone, Demeter is not in the Underworld. 8Gvai e yaias &ig

nehaupacis puxous euphemistically describes death and the Underworld; cf. Hom. 1l. 6.19,
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Hes. Th. 119 (with West), Soph. Aj. [571], Eur. Supp. 926, 1206, Her. 37, da Rocha Pereira
(1961) 167. These themes create a bleak overtone, befitting the grief of Demeter. peAaugacis
is rarely used within Greek drama, found only here and in Eur. Hel. 518. Compounds with the
suffix —pans are rare in pre-Imperial Greek, used mainly in verse; cf. keAawogars (‘black-
gleaming’, Ar. Ran. 1331), Aeukogari (‘white-gleaming’, Eur. 1A 1054), see Hense (1901)
389 for a list of —pans compounds in the Euripidean corpus. peAaugacis also contributes to
the cultic nature of fr. 5, since the concept of light emerging from darkness is found in the
Eleusinian Mysteries; cf. Ar. Ran. 343-4, 448, 455-7, Wright (2016) 108.

4-5: mdbos is the desire ‘for the unknown, or more frequently for the absent, whether
person or matter, whether only temporarily away or dead’ (Ehrenberg (1947) 66); cf. Aesch.
Ag. 414, Eur. Hel. 1306-7, H.Dem. 201, 304, PI. Crat. 420a. The juxtaposition of untép’ near
kopns in line 4, separated by only one word, echoes the structure of line 1 and emphasises the
mother-daughter bond behind Demeter’s determination to find her daughter. paoTrip is
otherwise found only in tragedy in pre-Imperial Greek verse; cf. Aesch. Supp. 162, Soph. OC
456, Tr. 733, Eur. Bacch. 986. raocav év kUkAwt x86va emphasises the exhaustiveness of
Demeter’s search; for similar descriptions of Demeter’s hunt for Persephone cf. H.Dem. 46—
51, Apollod. Bibl. 1.5.1.

6-8: Carcinus is the first poet to connect Demeter’s search for Persephone with
Sicily; cf. Ov. Met. 5.346-96, Griffith (1989a) 171-2, Kowalzig (2008) 128-60. The
abduction of Persephone is elsewhere associated with Crete (Bacchyl. fr. 47 S—M) and Attica
(Phanodemus FGrHist 325 F 27); see Richardson (1974) 76-86, 149-50. The eruption of
Aetna transforms the usually fertile environment of Sicily (cf. Hom. Od. 9.109-11, 131-40,
Diod. Sic. 5.2.4) into a barren wasteland, ironically somewhat similar to the Underworld,
where Persephone is located; Pl. Phd. 113a-b, Lycoph. Alex. 699. For the landscape

groaning, the pathetic fallacy, cf. Soph. Phil. 1458—60.
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8-9: mévBeow ... Tapbévou is alliterative; this is emphasised by w&oav earlier in the
trimeter. For Demeter’s sadness causing famine cf. H.Dem. 305-13, Diod. Sic. 5.68.2. Aio-
in AloTtpeés possibly alludes to the role of Zeus within the abduction of Persephone, most
notably his granting of permission to Pluto to seize her; cf. Apollod. 1.5.1-3, H.Dem. 77-80.
AoTtpegés is thus ironic, with the people nourished by Zeus now those starving as a result of
his actions.

10: &6ev transitions from the account of the myth of Demeter and Persephone back to
the present (cf. Eur. Or. 816, Pl. Gorg. 497c); for a similar description of future cultic
worship cf. Eur. Hipp. 1423-30. Although eis T& viv é11 refers to the time of the speaker of
fr. 5 since tragedy cannot break the dramatic illusion (thus Bain (1975) 13, (1977) 98), the

audience would doubtless have identified with the sentiment of line 10, especially if Sicilian.

Fragment 5a — Men. Asp. 415-19
AAOZ &moTov, &Aoyov, Bewdv >MIKPINHZ oudt TavoeTal;
AAOZ Ti &’ éoT’ &mioTOV TGV Ev AvBPCOTIOIS KaKEV;

6 Kapkivos pno’. €v uat yap nuépat

TOV eUTUXT] TiONOL duoTux i Beds.

gl TAVTa TaUTa, ZHIKpivr.
DAOS Unbelievable, senseless, terrible  SMIKRINES  Won’t he stop?
DAOS What in the course of human suffering is unbelievable?

So Carcinus says. For in one day,

god can make the lucky man unlucky.

All these things are precious, my dear Smikrines.

In TrGF, all four of the above verses in bold are assigned to Carcinus. Only line 2, however,

should be attributed to Carcinus, given Daos’ explicit citation 6 Kapkivos prio’ (thus Arnott
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(1982) 256); cf. Men. Asp. 412-14, 424-8, where Menander cites verses, then provides their
provenance. Since Menander does not place two separate quotations from the same tragedian
next to one another in this part of his Aspis (399-428), lines 3—4 are almost certainly by a
tragedian other than Carcinus (thus Moore (1916) 96, Arnott (1982) 256); cf. Men. Asp. 407—
14 (where Daos quotes from Euripides, Chaeremon, and Aeschylus, but only names
Aeschylus). The attribution of line 1 to Carcinus is similarly dubious (thus Arnott (1982)
256), seemingly based solely on the shared use of &motov. Furthermore, the interruption of
the tricolon of alpha-privatives with eivév suggests that Daos may be parodying tragic
diction in line 1 rather than quoting from tragedy (thus Kakridis (1972) 491).

1: For pairs of alpha-privatives in tragedy cf. &tietov &moAw (‘dishonoured,
stateless’, Aesch. Supp. 853), &Aektp’ &vuuga (‘marriageless, brideless’, Soph. El. 492,
transl. Jebb), adk&pres k&Béws (“in a fruitless, godless manner’, Soph. OT 254 with
Finglass); for tricola of alpha-privatives cf. a®épkTeos, | dpcoveds, aAdyws (‘in a sightless,
voiceless, speechless manner’, Soph. OC 130-1), avupévaios | &Aupos &xopos (‘without
wedding song, without lyre, without dancing’, Soph. OC 1221-2).

3-4: The changing nature of one’s fortunes in a single day is a tragic cliché; cf. nuépa
kAfvel Te k&vayel T&Aw | dmavta TavBpomeia (‘a single day weighs down on all human
affairs and lifts them back up again’, Soph. Aj. 131-2 with Finglass), &v fudp 1’ OARo’, Ev
8’ amchAeoev (‘one day made me happy, another destroyed me’, Eur. Phoen. 1689 with
Mastronarde), Aesch. Pers. 431-2, Soph. EI. 1149 (with Finglass), Xanthakis-Karamanos
(1980) 132. For the role of the gods in one’s fortunes see on Carcinus Tyro fr. 4 TrGF. For
other examples of juxtapositions of eutuxris and Suctuxris (vel sim.) cf. &p’ eUTuxeis ovv
Tols ydauolts 1) SuoTuxels; (‘are you fortunate or unfortunate in your marriage?’, Eur. Phoen.

424), Eur. Med. 601.
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Fragment 6 — Lys. Against Mnesimachus fr. 235 Carey (= Harp. k 15 Dindorf, transl.
based on Xanthakis-Karamanos (1980) 137, Wright (2016) 233)
Tepl 8¢ ToU Tijs Tpaywidias moinTol Tou ZevokAéous viol Avcias év Téd pds Mvnoinaxdv enot:
ouvTifeTal 8¢ TouTols kai Kapkivos 6 moinTrs eimrcov

oU kelvos eEéoTnoe TaS Yap EUPUTOUS

opBcds mayeloas ———x— ppévas

oUdels Emaipel kapds eEauapTdvey
Lysias speaks about the tragic poet, the son of Xenocles (i.e. Carcinus) in his Against Mnesimachus;
Carcinus the poet adds to these things having said

That man did not drive him out (of his senses); for there is no right moment

that could persuade inborn, rightly fixed minds ...

to go astray
The text of fr. 6 is defective, with five syllables missing from the middle of line 2; no
plausible emendation has been suggested. Since the sentiment of the first three words of line
1 is expanded by the rest of fr. 6, the direct object of ¢E¢otnoe was most likely related to
minds (e.g. ppévas) and found in the now-lost previous line (thus Xanthakis-Karamanos
(1980) 137). For é€ioTnui Tiva gpevéov (vel sim.) cf. Eur. Bacch. 359, 850, Or. 1021,

Xanthakis-Karamanos (1980) 137.

Fragment 7 — Stob. 3.33.1
Kapkivou
ToAAois y&p &vbpcatolol papuakov Kakédv
oy, u&AioTa 8’ £0Ti ccOPpovos TpSTou
Carcinus
For many people silence is the remedy of evils,
and in particular is the mark of sound mind
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For the value of silence cf. TOAN’ €xet oryr) kaAd& (‘silence has many benefits’, Soph.
Aleadae fr. 81 TrGF), Aesch. Ag. 548, Dionysius I fr. 6 TrGF, Xanthakis-Karamanos (1980)
140. Silence is perhaps viewed as a remedy for evil since it prevents men from making a
situation worse. Silence can, however, also precede catastrophe; cf. Soph. Ant. 1244-5, Tr.

813-14.

Fragment 8 — Stob. 3.38.18
Kapkivou

Xaipw o’ 6pédv pbovoivTa, ToUT eidcos ET1

gv dpé&n pévov Bikaiov v Trolel pbdvos:

AuTrel yap auTd kTijua Tous kekTnuévous
3 autd Wakefield: autd To codd.
Carcinus

I delight seeing that you are envious, knowing this that

envy does this one thing right of all the things which it does;

namely that this very possession grieves its possessors
For similar beliefs that envy causes harm to those who are jealous cf. pBdvos & 6 ToAAcOv
ppéva diagbeipwov PpoTddv | amwAes’ auTov kaut ouvdicoAecev (‘envy which corrupts the
mind of many men has destroyed him, and destroyed me with him’, Eur. Oedipus fr. 551
TrGF), Arist. EN 1108b 4-5, Xen. Mem. 3.9.8, Slane and Dickie (1993) 496-7. For other
instances of individuals gaining pleasure from their opponent feeling this self-inflicted
suffering cf. ToUtcwov 8 aiTtios 6 pbdvos, ot TolTo pnévov ayabodv mpdoeoTiv, &1
Héyl10TOV KaKOV Tols éxouciv éoTiv (‘envy is the cause of these things, which has this
solitary advantage, that it causes the greatest harm to its possessor’, Isoc. Evagoras 6 with

Said (2003) 218-25), Philemon fr. 131 PCG, Slane and Dickie (1993) 496-7; the similarities
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in sentiment and expression between fragment 8 and Isoc. Evagoras 6 suggests that Carcinus
plagiarised Isocrates or vice versa. For other advantages of envy see further Most (2003)
138-9, Fisher (2003) 198-202, Cairns (2003) 242-50. ToUT’ eidcas &1 is emphatic
anticipation; cf. Soph. El. 988. Line 3 is metrically defective, with its repetition of to in autd
and té and of ktnu- in kTiua and kektnuévous deemed textually suspect (thus Ellis (1895)
106, Tucker (1904) 384). to is most likely a dittography and should be removed (thus

Wakefield ap. Nauck). The repetition of ktnu- in ktijua and kextnuévous may be word play.

Fragment 9 — Stob. 4.31.60
Kapkivou
<...>
<EUp1midou Oowicodov>
—v BelAév £08’ & AoUTos Kai PrASYuxov kakdy
Carcinus
<...>

<Euripides Phoenissae>

Wealth is an evil that makes people cowards who cling to their lives
Except for ¢06’ and the omitted sicopd, fr. 9 is identical to Eur. Phoen. 597 — eicopd,
BetAov 8’ 6 mAoUTos Kai prAdyuxov kakdv (‘I am looking, but wealth is an evil that makes
people cowards who cling to their lives’). Since tragedians do not seem to have appropriated
verses from other tragic poets, fr. 9 is unlikely to belong to Carcinus. Instead, it is most likely
an adapted version of Eur. Phoen. 597; perhaps sicopéo was omitted and 8’ was altered to
¢oB’ to make the line fit the source from which Stobaeus quoted. Attribution of Eur. Phoen.
597 to Carcinus has most likely arisen through the omission of a lemma for Eur. Phoen. 597

in the manuscripts of Stobaeus’ Anthologium. A lacuna should also be inserted after
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Kapkivou and before Eupimridou dowvicodov containing a now-lost quotation from Carcinus.
The missing verses would have been related to the topic of 4.31 — ¢mraivéds mAoUTou (‘the
praise of wealth’). For wealth as a source of cowardice, ‘a traditional stereotype’
(Mastronarde on Eur. Phoen. 597) cf. vr) Tov A", &AA& kai Aéyouot T&vTes cos |
SelhdTaTtédv eo8” © mAoUTos (by Zeus, everyone says that there is nothing more cowardly
than wealth, Ar. Plut. 202-3), Eur. Archelaus fr. 235 TrGF, Pl. Rep. 590b; for the negative
effects of wealth in general cf. Eur. Phoen. 566, Ar. Plut. 107-9, Xanthakis-Karamanos

(1980) 155.

Fragment 10 — Stob. 4.31.63
Kapkivou

6 ToAA& TAoUTOS BUCTUXEOTATOS KUPQIV,

Sucws uéyrotov CijAov év BpoToils éxel
6 Grotius: ¢ codd.
Carcinus

Although wealth is most unfortunate in many respects,

it is still the greatest source of envy among mortals
The vocative ¢ (showing direct address) alongside the nominative TAouTtos and the third
person g&xe1 suggests that the text of fr. 10 is defective. c is most likely textually suspect (thus
Grotius, Nauck) and should perhaps be emended to 6 (thus Grotius), requiring minimal
alteration to the manuscripts. For wealth causing envy cf. Soph. OT 380-2 with Finglass,

Xen. Cyr. 8.2.19, for the negative aspects of wealth see on fr. 9.
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Fragment 11 — Stob. 3.29.31 (transl. Collard and Cropp)
Kapkivou

oudeis émaivov fdovais ékTrioaTo
Kapxivou MA: EvpimiSou S
Carcinus

No-one has earned praise through indulging in pleasures
In manuscripts M and A of Stobaeus’ Anthologium, fr. 11 is attributed to Carcinus whereas in
manuscript S it is assigned to Euripides as fr. 1043. Attribution to Euripides has been
favoured by Nauck and by Wachsmuth and Hense, who suggest that a lacuna should be
inserted after Carcinus’ name in manuscripts M and A followed by a lemma reading
EvpimiSou. The above verse is, however, more likely to belong to Carcinus, since fr. 11 is
followed by two quotations from Euripides, suggesting that the copyist of manuscript S has
most likely erroneously inserted Euripides’ name before fr. 11 through confusion with the
Euripidean verses which follow. For similar sentiments to fr. 11 cf. Eur. Archelaus fr. 238

TrGF.
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Chaeremon

Introduction

Life and career

The few details which we have about Chaeremon are known only through analysing fourth-
century writers who quote from or discuss Chaeremon and his plays. Among these are
Menander, who has Daos quote Achilles Killing Thersites fr. 2 and fr. 42 in Aspis,®?
Nicostratus, who also uses Achilles Killing Thersites fr. 2,%%! Eubulus, who cites fr. 17,%? and
Ephippus, who mocks Chaeremon for bringing cups to dinner parties;®? this is most likely a
joke about Chaeremon’s excessive drinking. Hence Chaeremon was active in Athens, if not
Athenian himself, and probably a contemporary of these poets (so active at some point
between the 370s and 330s).

Nine plays are known: Alphesiboia, Achilles Killing Thersites, Dionysus, Thyestes, lo,
Centaur, Minyae, Odysseus, and Oeneus; Centaur was most likely a satyr drama.5?* Of three
further titles assigned to Chaeremon, Thersites is almost certainly an abbreviated form of
Achilles Killing Thersites,®? as Achilles may be too (although @epoiTokTédvos might
distinguish Achilles Killing Thersites from a second play entitled Achilles),%?® while
Traumatias is most likely incorrectly assigned to Chaeremon by Athenaeus, who seems to

have intended to attribute it to Alexis instead. Confusion exists over the performance context

of Chaeremon’s plays, since Aristotle lists Chaeremon among the ‘poets whose works are

620411, 425-6.

621 pandrosus fr. 18.4 PCG.

622 Fr, 128 PCG.

623 Ephebes fr. 9 PCG, ou kUAikas ¢ T&x Seimva Xaipriucov pépel.

624 Thus Capps (1895) 301.

625 Thus Bartsch (1843) 35.

6% Cf. e.g. Sophocles’ Ajax the Locrian and Ajax and Philoctetes and Philoctetes at Troy.
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suitable to reading’.??” The lack of fourth-century didascalic evidence has led to the
suggestion that Chaeremon’s plays were written with the intention either of being read
privately or for public recitation.®?® Nonetheless, most of Chaeremon’s plays were probably
staged, as Aristotle’s remark does not preclude the possibility of performance,®?° though
some of Chaeremon’s fragments (e.g. fr. 14b) were probably composed primarily for a
reader.%® The idea that Chaeremon wrote one of the prologues to Euripides’ Iphigenia in
Aulis, given the prevalence of Euripidean diction and stylistic features in his fragments, has
little merit, since other fourth-century tragedians used Euripidean tropes.®3!

Chaeremon’s verses indicate his innovative nature as a poet. The association of the
iambic pentameter hypercatalectic or chaeremonion metre with Chaeremon suggests his
creation or prolific use of this metre and demonstrates his metrical experimentalism.5?
Moreover, his combination, in Centaur, of the dactylic hexameter, iambic trimeter, and
trochaic tetrameter, metres previously thought unsuited to use alongside one another, 5
shows his willingness to defy established poetic convention. Chaeremon’s innovative nature
extended to language and style, with his verses containing seven hapaxes,®* demonstrating
his abilities as a wordsmith. He composed an acrostic which comprises several philosophical
maxims combined to spell out his own name (fr. 14b) and employed puns, such as that on

Pentheus’ name in Dionysus fr. 4a. Chaeremon’s fragments also contain two sensual

descriptions of women. In Alphesiboia fr. 1, Chaeremon tells of a woman whose skin is white

827 BaotéLovTan Bt of dvayvwoTikol, olov Xaipriuwv (&kpiBis yap chomep Aoyoypdgos), kal Akpvios
Tédv BiBupapPoToicdov (Rhet. 1413b 12-14).

628 Thus Paton (1908) 415, Allan (1980) 244-6.

629 Thus Crusius (1902) 3827, Collard (1970) 25.

830 Thus Pacelli (2016) 39.

831 pace Page (1934) 138-40.

832 Fragm. Bobiensia, De Versibus 620.7 = fr. 43.

633 Arist. Poet. 1459b 31-1460a 2 = Centaur fr. 9b.

834 \npoxpdyTos (‘with waxen skin’, Alphesiboia fr. 1.5); TpiAi€ (‘triple coils’, Dionysus fr. 7); 6Eupeyytis
(‘bright beaming’, Thyestes fr. 8); oeAnvépcas (‘moonlight’, Oeneus fr. 14.1); éemreoppayileto (‘it impressed
itself”, Oeneus fr. 14.10); ueAavépuAAos (‘black leafy’, Oeneus fr. 14.13); pilogoitnTtos (‘shooting forth
roots’, fr. 39).
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until she blushes (1-4) and whose hair is curly and dances in the breeze (5-7). In Oeneus fr.
14, Chaeremon describes a group of women, with one exposing her breast, another baring her
left-hand side, a third showing her hands and forearms and embracing the neck of a fourth
woman, who is showing her thighs (1-11); the women then dance before falling down
exhausted (12—17).5%° Finally, Chaeremon deploys pithy philosophical sentiments in his
fragments, with twenty-five of his forty-three fragments conveying a maxim. Admittedly, the
prevalence of these last two themes is due to the sources in which they are preserved, with
Athenaeus compiling quotations from Chaeremon about women in his Deipnosophistae and
Stobaeus collecting all the philosophical sentiments.®*® Nonetheless, these quotations afford
an insight into the nature of Chaeremon’s poetry and may still be of some use in determining
Chaeremon’s interests as a poet. For instance, Stobaeus’ citation of twenty-three fragments
from Chaeremon is far higher than from any other fourth-century tragedian, showing that
Chaeremon was particularly capable of providing succinct philosophical sentiments suited to

quotation.%’

Reaction and reception

Fourth-century reaction to Chaeremon and his plays was largely positive. As previously
mentioned, Menander’s Aspis cites two verses from Chaeremon’s plays, Achilles Killing
Thersites fr. 2 and fr. 42.5% Since the section of Menander’s Aspis in which these two verses
are found comprises quotations from various fifth and fourth-century tragedians to create a
mock tragic tone, Menander must have considered these verses as stereotypically tragic.

Moreover, Menander’s juxtaposition of fr. 42 with verses from Euripides’ Orestes shows that

835 See introduction.

836 Thus Collard (1970) 29.
837 Wright (2016) 123.

638 411, 425-6.
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Menander considered Chaeremon’s plays equally worthy of being quoted as his fifth-century
counterparts.®*® Chaeremon is also mentioned by a variety of fourth-century prose writers,

642

including Demosthenes,®° Apollodorus,®*! Plato,®*? and Theophrastus, who cites fr. 16 in his

Eroticus and fr. 39 in his Historia Plantarum,*?

using Chaeremon’s description of the date
palm to support his statement that its wood produces the foulest smoke. In addition, Aristotle
quotes Dionysus fr. 4a in his Rhetoric as an example of puns based on names and fr. 16 in the
Problemata to illustrate how wine changes the characteristics of those who consume it.54* In
his Poetics, Aristotle notes that Chaeremon mixes together various metres in his Centaur.®4
The reception of Chaeremon and his plays in the centuries after his death was
similarly largely positive. Between the third and first centuries BC, Chaeremon’s works were
quoted and discussed by a variety of writers. Chaeremon’s Achilles Killing Thersites fr. 2 was
quoted in a letter supposedly from Alexander the Great to Polyidus dated to the second
century Bc®® and was paraphrased by Cicero in his Tusculan Disputations.54” Fr. 14b is
found on a papyrus dated to between 280 and 250 Bc,%4® possibly part of a gnomic anthology
and the plot of Chaeremon’s Minyae was possibly mentioned in Philodemus’ De Pietate.%*°
Elsewhere, however, Philodemus is critical of Chaeremon, arguing that his works provide no
benefit and listing him as an example of a wretched poet.55° Evidence also exists for the

reperformance of Chaeremon’s tragedies during this period. An inscription from Tegea dated

to the second century BC records that an actor was victorious at the Naia, a festival in honour

839 Asp. 424-5; thus Wright (2016) 125, see introduction.
640 2,22 = Achilles Killing Thersites fr. 2.

641 [Dem.] 59.11 = Achilles Killing Thersites fr. 3.

842 | eg. 709b = Achilles Killing Thersites fr. 2.

843 Eroticus fr. 107 Wimmer, Hist. PI. 5.9.4.

644 Rhet. 1400b 17-25, [Pr.] 3.16 837a.24-7.

645 Poet. 1447b 20-3, 14590 31-1460a 2 = Centaur frr. 9a, b.
646 pS| 1285 col. 11.16.

647 5.9.25,

648 P Hib. 2.224; dating owed to Turner (1955b) 149.

649 87a S37.7-17 Phillipson = Minyae fr. 12a.

850 TTepi TTomudTeov frr. h, m Sbordone.
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of Zeus Naios, at Dodona between 276 and 219 BC with a reperformance of Chaeremon’s
Achilles, perhaps Achilles Killing Thersites.®*! In addition, Chaeremon’s Achilles Killing

852 since

Thersites and 1o may have inspired Ennius’ Penthesilea and Accius’ lo respectively,
both of Chaeremon’s plays are the only known tragedies on these myths. The reperformance
of Chaeremon’s Achilles and the possible use of his Achilles Killing Thersites and lo by
Roman playwrights shows that Chaeremon’s plays were part of the dramatic tradition long
after Chaeremon’s death.

From the Greek Imperial period onwards, writers continued to quote from
Chaeremon’s plays, highlighting in particular Chaeremon’s stylistic features and various
philosophical sentiments from his plays. His most frequently cited passage is, once again,
Achilles Killing Thersites fr. 2, quoted by Plutarch as the opening line of De Fortuna,?®
Libanius,®* and an ostracon dated to the second century AD,%*® which incorrectly assigns this
verse to Euripides. The authors who most often cite Chaeremon are, however, Athenaeus and
Stobaeus, with Athenaeus compiling a variety of quotations from Chaeremon’s plays to
illustrate Chaeremon’s techniques in describing women and flowers and with Stobaeus
quoting a variety of philosophical maxims from Chaeremon’s plays. In both instances,
Athenaeus and Stobaeus provide limited information about the verses they cite, with
Athenaeus just naming the play a quotation comes from and occasionally providing
information about its speaker and Stobaeus only able to assign verses to Chaeremon. A
similar situation is found in the Suda, which only lists Chaeremon’s plays and erroneously

labels him a comic poet.5® Since the Suda gives the titles of plays cited in Athenaeus’

Deipnosophistae and explicitly cites Athenaeus, the Suda was entirely reliant on Athenaeus’

811G v 2, 118.11-13; thus TrGF 1 p. 217.

852 Thus Capps (1895) 299.

853 97¢; Plutarch also quotes fr. 16 (De Pyth. or. 406b).
854 Lib. 25.11.

855 Gr.Ostr. 1226 = Debut 203.

856 Su. x 170 Adler; thus Bartsch (1843) 11-17.
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Deipnosophistae for its knowledge of this poet, thus explaining the lack of information in the
Suda’s entry for Chaeremon, especially in comparison to the Suda’s entries on Astydamas II,
Carcinus 11, and Theodectas.

Chaeremon’s plays continued to be quoted and discussed beyond the ancient world,
though these later references are dependent on sources which cite Chaeremon rather than
manuscripts of his plays.%” Eustathius paraphrases Dionysus fr. 5, Thyestes fr. 8, lo fr. 9, and
Odysseus fr. 13,58 Tzetzes cites the first verse of fr. 23%°° and Georgius Pachymeres, a
thirteenth-century writer, paraphrases the second line of fr. 23.56° Admittedly, Pachymeres
gives a garbled version of fr. 23.2 and he appears confused over the identity of Chaeremon,
believing him to be a general, but the transmission of fr. 23.2 as late as the thirteenth century
nonetheless shows an awareness of Chaeremon’s verses beyond antiquity. In addition,
Chaeremon’s Centaur was discussed by the fifteenth-century Italian scholar Politian (1454—
94) in his commentary on Statius’ Silvae, where Politian uses Aristotle’s comments on the
polymetric style of Chaeremon’s Centaur to illustrate the nature of Statius’ work — ‘[Statius’
Silvae] is just like Chaeremon’s Centaur, which Aristotle recalls, because it was a work
composed from all types of metres. But all of these poems can be called by one shared name

[i.e. poem], just as Statius’ Silvae is a singular work’ .66

857 Other fourth-century tragedians who were discussed after antiquity include Antiphon, Dionysius I, and
Diogenes of Sinope.

858 Od. 1.381.43-5.

859 Jamb. 143.

660 progymnasmata 3.21 = fr. 40.

861 ‘yt Centaurus ille Chaeremonis, cuius Aristoteles meminit, quod opus mixtum ex omni genere metrorum erat.
Sed haec omnia uno communi nomine poemata appellari possunt, quemadmodum et singulae Statii Sylvae’
((1480) 59, cited by Mengelkoch (2010) 88).
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Commentary

AAOEZIBOIA

Fragment 1 — Athen. 13.608d
EMKATAPOPOS B¢ Cov © ToINTRs oUTOS €Tl T& &vbn Kai ev AApeoiBoial pnoiv
Kai ocopaTos pév Fowels katepyaletot
otiABouoca Aeukédl Txpcopatii Siatpetris.
aidcas &’ emeppUblev HmTATOV
¢pubnua Aautrpddl TpooTifsica XpuaTl
kéuai 8¢ knpoxpEdITOS s Ay&ApaTos 5
auToiol BooTpuxolotv ekmeTTAaouévoy
Eouboiov avépors éveTpupuwv popoupeval
2 otiABouoca Collard: oTiABovTa codd.
And because this poet [i.e. Chaeremon] was keen on flowers, he also says in his Alphesiboia

And conspicuous she fcultivated sightst of her body

gleaming with her white tcomplexiont.

And shame recast her,

placing a most gentle rouge upon her radiant skin;

and her hair, as if it belonged to a statue with waxen skin 5

completely fashioned, even down to the curls, was luxuriant

as it was borne along by the rustling breezes
Chaeremon’s Alphesiboia must have presented an episode from Alcmeon’s time at Psophis,
either his arrival there, his purification from madness, and his wedding to Alphesiboia®®? or

Alphesiboia’s revenge on Alcmeon after he deserted her for Callirhoe.®®® Fr. 1 is consistent

862 Thus Xanthakis-Karamanos (1979) 71.
863 Thus Collard (1970) 26, 31.
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with either hypothesis, though confusion has arisen over Athenaeus’ introductory comment to
these verses, with some believing that Athenaeus’ statement that Chaeremon was fond of
flowers means that fr. 1 describes a flower.®* A number of features of fr. 1, however,
indicate that Chaeremon is describing a human rather than a flower, such as blushing and the
simile of the statue, both of which are never used of flowers, but are found in relation to
humans. Perhaps ¢mkatapopos 8¢ ov 6 ToinTns oUtos émi T& &vbn should be moved to
precede the next quotation in this section of Athenaeus’ Deipnosophistae,®® which is
Chaeremon lo fr. 9, describing flowers; this would leave kai év AApeciPoiat pnoiv, showing
that Athenaeus is continuing to quote passages from Chaeremon’s corpus which discuss
women.%®® The effusiveness of the description of the woman’s beauty, unparalleled in
tragedy, suggests that the speaker is in love with her and is perhaps Alcmeon. For

Alphesiboia and Alcmeon in drama see on Astydamas’ Alcmeon.

Fragment 1

1-2: &yeis kaTeipyaleto and xpcopaT: are metrically defective and thus corrupt; no
convincing emendations for either line have been suggested. It is, however, nonetheless clear
that lines 1-2 explore the attractiveness of the whole body of the woman being described,
focusing on her white skin; this is subsequently contrasted with focus on specific parts on the
woman’s body. Since Athenaeus’ introductory comments indicate that the speaker is
describing a woman, otiARovTa as found in the manuscripts of the Deipnosophistae should
be emended to otiABouoa (thus Collard (1970) 31). For the attractiveness of pale skin cf.
Eur. Bacch. 457-9, Hom. 1l. 11.573, Od. 6.237, Theoc. Id. 11.19-20. oTiABew usually

describes the bodies of athletes; cf. Achaeus Athla fr. 4.3 TrGF.

864 Thus Snell (1971) 165-6.
865 Thus Xanthakis-Karamanos (1980) 81.
866 Cf. Oeneus fr. 14.
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3-4: Line 3 is a three-word trimeter; cf. [Aesch.] PV 661, Soph. Aj. 454, 820,
Stanford (1940) 8-10. For women blushing in response to modesty or shame cf. Sappho fr.
105a Voigt with Griffith (1989b) 60, Virg. Aen. 12.65-6, Bradley (2004) 117-21; the blush
of the woman described in fr. 1 shows that she has not only an aesthetic beauty, but a moral
attractiveness as well. For émeppUbilev cf. Pl. Leg. 802b, Luc. 28.12. For ¢pubnua (vel sim.)
used of blushing cf. ¢pUbnua mpoocomou (‘redness of my face’, Eur. Phoen. 1488),
Tapbevikas epubnue Tapnidas (‘[Hypsipyle] blushed in her maiden cheeks’, Ap. Rh. 1.791).
The juxtaposition of ¢pUfnua beside Aautrpdat, most likely meaning white (thus Collard
(1970) 31), further emphasises the woman’s blush; for similar colour contrasts cf. wpémouot
8’ &udpes vdiol peAayxinols | yuiolot Aeukdov éx memAcopdTeov i8etv (‘the men on board
the ship are conspicuously visible, their black limbs set against white garments’, Aesch.
Supp. 719-20, transl. Sommerstein), & vUE péAava, xpuoéwv &oTtpwv Tpogé (‘o black
night, nurse of golden stars’, Eur. El. 54), Soph. Ant. 1092-3.

5-7: For the focus on hair in descriptions of beauty cf. ka8 8¢ k&pnTos | oUAas fike
Kouas, vakivbiveol &vbet dSpoias (‘and [Athena] made [Odysseus’] hair flow from his head in
curls like the hyacinth’, Hom. Od. 6.230-1, 23.157-8), Hom. Il. 1.197. For statue similes and
metaphors in tragedy cf. ai 8¢ odpkes ai kevai ppevédv | aydAuat’ ayopds eiow (‘bodies
that are devoid of sense are just statues in the agora’, Eur. El. 387-8), pnaotous T’ £€deife
oTépva 6’ cos dydAuaTtos | kdAAiota (‘and she showed her breast and bosom as fair as a
statue’, Eur. Hec. 558-61, transl. Coleridge), mapBévou &’ eikco Tiva, | ¢§ auToudppeov
Aatveov TukiopdToov | coris &yalua xeipds (‘what maiden’s likeness [do I see], a statue
carved by an expert hand to her very form in stone?’, Eur. Andromeda fr. 125 TrGF, transl.
Collard and Cropp). Chaeremon’s description of the woman’s hair incorporates these hitherto
uncombined motifs into one simile in this fragment. xnpoxpdTos is a hapax and together

with éxmrerAaouévou indicates that the statue with which the woman is compared is made of
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wax; for mAdoocw used in relation to malleable materials cf. Hes. Op. 70, Dem. 4.26. Some
(e.g. Collard (1970) 31) argue that EouBoiouw illustrates the attractiveness of the shade of
one’s hair (cf. Aesch. Ag. 1142, Ar. Av. 676 of Eoubds used of colour), since windswept hair
cannot be rendered on free-standing statues. Others suggest that Chaeremon is describing the
attractiveness of hair flowing in the breeze, given that EouBoiow cannot refer to colour in this
line as it describes the winds (thus Dawe (1984) 63), a colourless entity, and since, given the
malleability of the material, windswept hair could probably be easily achieved on wax figures
(thus Mattusch (1988) 20). Chaeremon is probably evoking both meanings (thus Xanthakis-
Karamanos (1980) 83), using Eouboiov to create image of hair tousled by the breezes and to
continue the use of colour found earlier in this fragment. Chaeremon’s comparison of the
woman’s hair moving in the breeze to that found on a statue is also paradoxical, since the hair
on a statue cannot move. For Eoubds see further Silk (1983) 318-19, Dunbar on Ar. Av. 213—

14.

AXIAAEYZ ©OEPZITOKTONOZ

Fragment 2 — Stob. 1.6.7
Xaipripovos ¢§ AxiAAéws OeportokTdvou

TUxn té& BunTddY TpdyHaT’, ok evfovlia
From Chaeremon’s Achilles Killing Thersites

Fortune governs the affairs of mortals, not prudence

Fragment 3 — Su. w 237 Adler
G5 oUx UTrap XV, AAAA TILPOUHEVOS
Tapotpia. 6 oTixos 8¢ éoTi Xaipripovos ék Oepoitou

Not as an aggressor, but as one seeking revenge
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A proverb. The verse is from Chaeremon’s Thersites

Only one fragment can be securely attributed to Chaeremon’s Achilles Killing Thersites, fr. 2,
given the explicit citation of Stobaeus. A second verse, fr. 3, has also been assigned to
Chaeremon’s play, since the Suda states that it comes from Chaeremon’s Thersites; this is
almost certainly an abbreviated form of Achilles Killing Thersites.®®” The provenance of fr. 3
is, however, less secure as it is also assigned to Aristarchus and Menander.%%® Nonetheless,
the proverbial nature of fr. 3 means that it is possible that Aristarchus and Chaeremon used
this verse independently of one another, with Menander probably “quoting or varying” one of
them.®®9 Hence there is little reason to doubt that fr. 3 comes from Achilles Killing Thersites
and so it too should be assigned to this play;®’® Collard’s® suggestion that frr. 2 and 3 come
from the same scene in Chaeremon’s tragedy cannot be corroborated given the sententious
nature of both fragments.

Three additional fragments are collected under Achilles Killing Thersites in TrGF,
treated as belonging to this play. The first of these, numbered as fr. 1b in TrGF, comprises
two summaries of Thersites’ death at Achilles’ hand, one by Proclus,®’ the other by
Eustathius;®” these are presented by editors as the argument of Chaeremon’s Achilles Killing
Thersites.®’* Although it is plausible that Chaeremon followed a similar plot outline to that
found in Proclus’ and Eustathius’ works, Proclus and Eustathius are summarising the
Aethiopis rather than Chaeremon’s play. This means that their relation, if any, to

Chaeremon’s Achilles Killing Thersites is unclear.

87 Thus Bartsch (1843) 35.

868 Aristarchus fr. 4 TrGF (= Athen. 13.612f), Men. Olynthia fr. 259 PCG (= Phot. Lexicon v 620). Fr. 3 also
features in [Dem.] 59.11, though it is not attributed to any particular author and Kapparis rightly suspects that
Apollodorus quotes fr. 3 as a proverb rather than from any of the poets to whom it is attributed.

8 Thus PCG v12p. 176.

670 Thus Bartsch (1843) 35.

671 (1970) 26.

672 Aethiopis arg. 1 GEF.

6731], 1.317.19-21.

674 Thus TrGF 1 p. 217.
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The second source, numbered as fr. 1c in TrGF, is an Apulian volute krater attributed
to the Varrese Painter, dated to the 340s. On this vase painting, Achilles and a worried
Phoenix are depicted sitting in a tent, with the decapitated corpse of Thersites lying below.
Agamemnon and Phorbas approach the tent from the left-hand side, with Automedon
crouched below them, near the body of Thersites, while Diomedes, being restrained by
Menelaus, rushes to the right of the tent, with a slave standing nearby; above the action are
Pan, Poina in full Fury regalia, Athena, and Hermes. Three aspects of the vase painting
suggest a dramatic origin, the porticoes holding up the roof of the tent, Agamemnon’s dress,
and the presence of Poina.®”® Since the action on the volute krater depicts the death of
Thersites, the vase painting has been attributed to Chaeremon’s Achilles Killing Thersites.5"®
The character labels on the vase painting are, however, in Doric, with, for example, Athena
labelled as A©OANA, Hermes as EPMAZ, and Thersites as ©EPZITAZ. Since vase paintings
deriving from tragic sources always used Attic when labelling their characters, it seems
unlikely that the artist of the volute krater would have contravened this convention,
suggesting that this vase painting does not depict Chaeremon’s Achilles Killing Thersites.%”’

The final source listed in TrGF under Achilles Killing Thersites as fr. 1a is an
inscription dated to the third century Bc, which records that an actor whose name is now
unknown was victorious at Naia at Dodona at some point between 276 and 219 BC with
Euripides’ Archelaus and Chaeremon’s Achilles, assumed to be an abbreviated version of
Achilles Killing Thersites.®”® This is a plausible suggestion, though it must be treated with
caution, given that the popularity of Achilles in tragedy means that Chaeremon could have

written two plays entitled Achilles, using the epithet ©epoitoktdvos to distinguish Achilles

Killing Thersites from the Achilles listed in the inscription. It has also been suggested that

57 Thus Taplin (2007) 234.

676 Thus TrGF 1 p. 217, Morelli (2001).

677 Thus Paton (1908) 415, Taplin (2014) 154-5.
578 |G v 2, 118.11-13; thus TrGF 1 p. 217.
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Chaeremon’s Achilles Killing Thersites inspired Ennius’ Penthesilea.®’® This too is plausible,
though it cannot be corroborated given the scarcity of fragments for both Chaeremon’s and
Ennius’ plays. For Achilles in drama see on Astydamas’ Achilles; Chaeremon’s Achilles
Killing Thersites is the only known tragedy to have presented the death of Thersites and to

bear the epithet -kTévos.

Fragment 2
In addition to Stobaeus, fr. 2 is quoted in Nicostratus Pandrosus fr. 19.4 PCG, Men. Asp.
411, PSI1 1285 col. 11.16, Plut. De Fortuna 97c, and Lib. 25.11 and this verse is paraphrased
in Pl. Leg. 709b and Dem. 2.22. Fr. 2 is also quoted on an ostracon (Gr.Ostr. 1226 = Debut
203) which assigns it to Euripides; the attribution of this verse to Chaeremon in every other
source which quotes it indicates that Euripides did not compose fr. 2. The suggestion that this
verse was used by Achilles to defend his killing of Thersites (thus Collard (1970) 26) cannot
be corroborated.

For fortune governing the affairs of mortals cf. ti & &av poPoiT’ &vbpcomos ot T&
TS TUXNS | KpaTel, Tpdvola & éoTiv oudevds caris; (‘what should man fear, for whom the
decrees of fortune are supreme, and for whom there is no clear foresight of anything?’, Soph.
OT 977-8, transl. based on Jebb), & petaParoloa pupious 1dn BpoTtdov | kai SucTuxijoal
kaUbis aU mpafal kaAds, | Tuxn (‘Fortune, who changed the lives of countless mortals and
who makes them unfortunate and then makes them happy again’, Eur. lon 1512-14), Eur. IA
351, Or. 716, Men. Asp. 97-148, Kyriakou on Eur. IT 89. For contrasts between fortune and
prudence cf. ol tij1 ppovrioel, T TUxM & topdAueba (‘we were overcome not by
prudence, but by fortune’, Agathon fr. 20 TrGF), Pind. Hymn to Persephone fr. 38 Snell-

Maehler, Stevens (1933) 107-9. Chaeremon emphasises the difference between fortune and

67° Thus Capps (1895) 299.
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prudence by placing Tuxn and euBouAia at either end of the trimeter, making both

prominent.

Fragment 3

Avristarchus presents this verse slightly differently to Chaeremon — t&8’ ouyx Umdpxcov,
AAA& Tipwpoupevos (fr. 4 TrGF = Athen. 13.612f). There is, however, no reason to emend
Chaeremon’s cos for Aristarchus’ T&8’, since fr. 3 was a proverb and thus variation is to be
expected (Kapparis (1993) 247). The excuse that one has not started a quarrel and is only

seeking revenge is variously used in legal disputes; cf. Antiph. 1.1-6, Dem. 21.1-7, 22.1-3.

AIONY 20X

Fragment 4a — Arist. Rhet. 1400b 17-25
&AAos aTrd Tol dvdpaTos, olov cos & ZopokAfis (Tyro fr. 658 TrGF)
ocapads o1dnpwl kai popolioa Tovvoua
Kal cos v Tols TV Beddv émaivols eicdbact Aéyew, kai cos Kéveov OpaciBoulov BpacifBoulov
gkdAel, kal Hpddikos Opaocvpaxov
aei Opacipaxos €f,
kai TTéAov
&l oU A0S &,
kal Apdkovta TOV vopoBETny, &Ti ouk [&v] &dvBpcotrou oi vduol &AA& SpdkovTos, xaAeTol y&p:
kai cs 1 Eupimidou ExaBn (Tr. 990) eis triv Appoditnv
kai ToUvop’ 6pBdds appoouvns &pxel Beds
Kal s Xapruewv
TTevBeus écopévns cupPopas ETCOVUIOS
And another topic is that from names, for instance Sophocles

you are clearly made of iron, bearing the name
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and as they are accustomed to use similar techniques in praise of the gods, and as Conon used to call
Thrasyboulus bold in counsel and Herodicus says of Thrasymachus

you are always bold in fighting
and of Polus

you are always a colt
and of Draco the legislator, that his laws were made not by a man, but by a serpent, since they were
harsh; and as Euripides’ Hecuba says against Aphrodite

the name of the goddess rightly begins from thoughtlessness
and Chaeremon

Pentheus, named after the disaster yet to come

Fragment 4b — X Arist. Rhet. 1400b 24-5 Rabe

s 6 <Xaiprjucov> Aéyel, 6 <TTevBeus> ekAriOn TTevbels cos ETCOVULOS TS ETTOUEVNS OUNPOPAS. O
K&Buos yevvan ZepéAnv kai lved: ek s ZepéAns 6 Aidvucos. Toutov 6 Tou Kddpou vids 6
TTevbeUs oUk ékdAel Bedv: Boulduevos 8t deifat 6 Aidvuoos, cos ot Beds, Eoeloe kai eEiiABey 6
TTevbeus eis TO Bpos kai SleoTTdchn UTO TAV Havddov TTPETNS Tiis UNTPOS KaTapEauévns TGV
oTaPAYHGV. 6 <XAIPTIUOV> TTOINTIS fv.

As <Chaeremon> says that <Pentheus> was called Pentheus because he was named after the disaster
that was yet to befall him. Cadmus begat Semele and Ino; Dionysus was born from Semele. Pentheus,
the son of Cadmus, did not recognise [Dionysus] as a god; but Dionysus wishing to prove that he was
a god, caused an earthquake and Pentheus went out to the mountains and was torn limb from limb by

a group of maenads, with Pentheus’ mother initiating the slaughter. <Chaeremon> was a poet.

Fragment 5 — Athen. 13.608e

¢v 8¢ Alovlocl
XOpPGV EPaCTT|S KIooASs, éviauToU St Tafls

And in [Chaeremon’s] Dionysus
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Ivy, lover of choruses and the child of the year

Fragment 6 — Athen. 15.676f

kai €v TG Atovlowl 8¢ 6 auTds Epn ToINTrS
oTepé&vous TepdvTes, dyyéAhous eupnuias

And in Dionysus, the same poet [i.e. Chaeremon] said

Having cut the garlands, the messengers of silence

Fragment 7 — Athen. 15.679f (transl. based on Olson)
kaAoUvTtal 8¢ Tives kai EAkTol oTépavol, chotrep Tapd AAeEavdpelor uéxpt kai viv. punuovevel 8
aUTAV Xaipnuwyv 6 Tpaywidiomolds év Aloviowt St ToUTwy:

KIoOGd1 Te vapkioowl Te TpiAkas KUkAwt

OTEPAVWV EAIKTCOV
1 kUkAcor codd.: kikAous Nauck 2 EAkTGOVY <6puabous> Kaibel
There are some garlands which are called heliktoi, as in Alexandria even today. Chaeremon the tragic
poet mentions them in Dionysus in the following passage:

Triple coils of heliktoi garlands with ivy and

narcissus wound round
Only three fragments are explicitly attributed to Chaeremon’s Dionysus, frr. 5-7; the mention
of revelry or aspects associated with it (such as crowns of ivy) in each of these quotations has
suggested to some that Chaeremon’s Dionysus was a satyr drama.% Fr. 4a, found in
Aristotle’s Rhetoric, has also been assigned to Chaeremon’s Dionysus, given its mention of
Pentheus.%8! If correct, the reference in this verse to disasters yet to befall Pentheus indicates

that Chaeremon’s Dionysus was a tragedy®®? and that it treated the scepticism of Pentheus

880 Thus Constantinides (1969) 53.
81 Thus Welcker (1841) 1090, Bartsch (1843) 10, 36.
882 Thus Sutton (1974) 123.
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over the identity of Dionysus and Pentheus’ subsequent death.®® This hypothesis is further
confirmed by a scholium to this section of Aristotle’s Rhetoric which describes such a plot.
Two issues, however, exist with assigning fr. 4a and the accompanying scholium to
Chaeremon’s Dionysus. First, fr. 4a is not explicitly attributed to Chacremon’s Dionysus.
Although such an attribution is plausible, many episodes from Dionysus’ life other than his
confrontation with Pentheus could have been treated in a play entitled Dionysus, with fr. 4a
instead coming from a different tragedy, perhaps a hypothetical Bacchae play. Secondly, the
details in fr. 4b correspond with the plot of Euripides’ Bacchae, suggesting that the scholiast
incorrectly recounted information about Euripides’ play as if from Chaeremon’s Dionysus.®3
Nonetheless, since the attribution of fr. 4a to Chaeremon’s Dionysus is plausible and as it is
reasonable that Chaeremon and Euripides presented Dionysus’ quarrel with Pentheus in a
similar manner, frr. 4a and b are included under Chaeremon’s Dionysus.

Two further fragments have also been tentatively assigned to Chaeremon’s Dionysus,
the first of which is frr. 16/15, given its praise of the positive effects of consuming wine,5®
the second fr. 41, since the solution to its riddle is the grapevine.®® The attribution of either
fragment to Chaeremon’s Dionysus is, however, doubtful, with the praise of wine and
discussion of the vine equally suited to a satyr drama such as Chaeremon’s Centaur; both
fragments are thus treated under incertarum fabularum fragmenta following TrGF. In the
fourth century, stories about Dionysus were treated in Carcinus’ Semele, Cleophon’s
Bacchae, and Dionysus plays by the comic poets Eubulus and Timocles. In fifth-century
drama, Dionysus appeared in Aeschylus’ Bassarids, Edonians, Sacred Delegation, Lycurgus,
Youths, Pentheus, Wool Carders, and Nurses of Dionysus, Sophocles’ Dionysiskos, and

Euripides’ Bacchae. Dionysus also featured in a number of fifth-century comedies including

83 Thus Nauck.

884 1bid.

85 Thus Welcker (1841) 1093, Bartsch (1843) 37, 45.
886 Thus Walker (1923) 176.
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Aristophanes’ Frogs and Banqueters, Aristomenes’ Dionysus in Training, Crates’ Dionysus,
Cratinus’ Dionysalexander and Dionysuses, Demetrius’ Dionysus, Eupolis’ Officers,

Magnes’ Dionysus, and Polyzelus’ Birth of Dionysus.

Fragment 4a

The fragment indicates that the speaker has foreknowledge of Pentheus’ downfall; perhaps
Dionysus delivered this line (cf. Eur. Bacch. 508). Alternatively, fr. 4a could have been
delivered after Pentheus’ death, with the speaker reflecting on how Pentheus’ name was
indicative of his suffering. For similar puns on TTevBeUs cf. TTevBeus & &Treos un mévbos
elooioel Bdpols | Tois ooiol, Kadue (‘Cadmus, take care that Pentheus does not bring pain
into your house’, Eur. Bacch. 367), Eur. Bacch. 507-8, Theoc. 1d. 26.26. For other
etymologies in tragedy cf. Kouprites eivai, koupipou xapiv Tpixds (‘we are Curetes, because
of our shorn hair’, Agathon Thyestes fr. 3 TrGF, transl. Olson), Soph. Aj. 430-1 with
Finglass, Diggle on Eur. Phaethon fr. 781.12-13 TrGF, Platnauer on Eur. IT 32, for

etymologies where the etymon is not used cf. Eur. lon 8-9, IT 32-3.

Fragment 5

This fragment is also paraphrased in Eustathius’ commentary on the Odyssey (1.381.43-4).
Ivy was an important plant in Dionysiac worship, either worn on the heads of worshippers as
crowns (cf. Eur. Bacch. 323) or wrapped around their thyrsi; cf. Eur. Bacch. 25, 81,
Anacreontea fr. 43.5-6 West. In addition, ivy is closely associated with Dionysus, with
kioods featuring in epithets related to him; cf. kiooeUs (‘wreathed with ivy’, Paus. 1.31.6),
Klooopdpos (‘ivy-bearing’, Ar. Thesm. 987). The description of ivy as xopdov épaotrs may
allude to the violent movement of the bacchants during their rituals; since the ivy was either

affixed to their heads as crowns or to their thyrsi, the ivy would move as the bacchants did.
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¢viauTou 8¢ mais may allude to the evergreen nature of ivy (thus Dodds on Eur. Bacch. 81),
allowing for its ready availability for use in bacchic worship throughout the year. The
description of ivy as a child also corresponds with Chaeremon’s personification of other

plants; cf. lo fr. 9, Centaur fr. 10, Odysseus fr. 11.

Fragment 6

Plural tepdvtes indicates that a group of individuals, at least some male, were cutting down
crowns, probably made of ivy. Perhaps this group was cutting plants to make crowns and thus
supporting Dionysus or cutting down the crowns belonging to other people, showing their
opposition to the god. Silence is incongruous with bacchic worship, which was generally a
noisy affair (cf. Eur. Bacch. 151-69); perhaps the silence preceded a sacrifice (cf. Eur. IA
1563-4, Roux on Eur. Bacch. 1084-5). The description of the garlands as messengers of
silence perhaps indicates that they are a visual representation that one should avoid

blasphemy.

Fragment 7

The text of fr. 7 has been judged defective by some (e.g. Nauck, Kaibel), who believe that the
lines do not adequately convey the sense that the crowns comprise a triple helix of ivy and
narcissus; Nauck emended kUkAcot to kUkAous and Kaibel added opuabovs to the end of line
2. Neither emendation is, however, necessary, since tpiéAikas indicates the triple helix nature
of the crowns. Heliktoi garlands were made from three coils of narcissus and ivy woven
together. For the association of ivy and Dionysiac worship cf. Soph. Tr. 218-20, Eur. Antiope
fr. 203.2 TrGF. vapxkiooos is rarely found in Greek drama, with the only other occurrence of
this word at Soph. OC 683; see Jebb on the various associations of narcissus. kicoéor and

vapkioocol are alliterative. TpiéAig is a hapax.
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©OYEZTHXZ

Fragment 8 — Athen. 13.608f (transl. Xanthakis-Karamanos (1980) 92)
kad év OuéoTnt

P&’ dEueyyTi kpiveowv &pyevvois OpoU
And in [Chaeremon’s] Thyestes

Bright-beaming roses together with white lilies
Suggestions for the plot of Chaeremon’s Thyestes include Thyestes’ unwitting consumption
of his sons and Thyestes’ inadvertent incest with his daughter in Sicyon;®®’ the fragment does
not indicate which hypothesis is correct. For other plays about Thyestes see on Carcinus’

Thyestes.

Fragment 8

Eustathius paraphrases fr. 8 in his commentary on the Odyssey (1.381.44-5). For other
metaphors involving nature in Thyestes plays cf. Eur. Thyestes fr. 397b TrGF, Accius Atreus
frr. 183-5 Warmington, Sen. Thyestes 789-875. For other juxtapositions of white lilies and
red roses cf. Hdt. 1.195.2, Cratinus Malthakoi fr. 105.2 PCG. éEugeyyris is a hapax. For
oEUs used of colour cf. Ar. Pax 1173, Plut. Cat. Min. 6; 4Eus may also allude to the sharp
thorns of roses. apyevvois is Aeolic and found on only one other occasion in tragedy (Eur. 1A
574); it is, however, used more frequently as an epithet in epic (cf. Hom. Il. 3.141, 198,
6.424, Od. 17.472). Chaeremon perhaps uses the well-established epithet apyevvds near his
own creation o6Eugeyyris to lend oEugeyyris the same epic authority as apyevvds or to
emphasise that 6§upeyyris is Chaeremon’s own creation of a standard equal to other epic

epithets (thus Xanthakis-Karamanos (1980) 92).

887 Hyg. Fab. 87, 253; thus Collard (1970) 26.
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Fragment 9 — Athen. 13.608d
v 8¢ T ol éapos Tékva TTpoonydpeve T &Gvon
avlnpot Tékva

gapos mépI§ oTpcooavTes
And in lo, [Chaeremon] called flowers “children of spring”

After scattering all around

the children of flowery spring
The aorist plural participle otpcooavTes in fr. 9 indicates that the subject of these verses is a
group of individuals and that their actions are being recounted. Chaeremon’s 10 probably
presented part of Hera’s revenge on o, such as the goddess’ dispatch of Argos to watch over
lo or of a gadfly to irritate her.%®® Collard’s suggestion that Chaeremon’s lo was set in a
meadow is plausible if Chaeremon’s play dealt with Argos watching over lo, but cannot be
corroborated.®® The designation of 1o as a satyr drama is similarly without basis.5%

A hydria by the Darius painter has also been connected with Chaeremon’s lo. This
vase presents Argos who has fallen asleep on a panther’s skin while Zeus and lo watch on.
The hydria has been associated with Chaeremon’s play on the grounds that the relaxed nature
of the scene reflects Chaeremon’s style in several of his fragments.®! Nonetheless, the hydria
is unlikely to depict Chaeremon’s l0, since there is little reason to associate a vase painting
with a play on grounds of style and given that little is known about Chaeremon’s 10 to allow
for a secure connection between the hydria and Chaeremon’s play. Chaeremon’s lo is also

conjectured to have inspired Accius’ 10 since Chaeremon’s play is the only known tragedy

688 [Hes.] Aegimius fr. 294.1-2 M-W, Apollod. Bibl. 2.1.3.
689 (1970) 26.

6% pace Sutton (1974) 118.

891 Thus Schmidt (1986) 256.
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focused on 10;5% this suggestion, though plausible, must similarly be treated with caution
given the lack of evidence for the plot of either play. Chaeremon’s lo is the only known
fourth-century tragedy with this title, but Anaxandrides and Anaxilas produced comedies
entitled lo. In the fifth century, Io featured in Aeschylus’ Suppliants, the pseudo-Aeschylean

Prometheus Bound, Sophocles’ Inachus, and lo plays by Plato Comicus and Sannyrion.

Fragment 9

This fragment is paraphrased in Eustathius’ commentary on the Odyssey (1.381.43-4). The
association between spring and flowers is well attested; cf. Hom. Il. 2.89, H.Dem. 401, H.Pan
17, [Aesch] PV 455, Eur. Cyc. 508. mépi€ is a strengthened form of mép1 and an adverb most

often used in tragedy (LSJ®s. v. mépi€); cf. Aesch. Pers. 368, Eur. Her. 243,

KENTAYPOZX

Fragment 9a — Arist. Poet. 1447b 20-3

Opoics Bt kav €l TIs GTaVTa Ta PETPA UL VUV TToloiTo Thv pipno kabdmep Xaiprjpwy émoinoe
Kévtaupov {ukTnv paywidiav} € amdvTwy TV HETPwY, Kal TTOINTNV TTPOCX Y OPEUTEOV.
{kTnY paywidiav} del. Else

Similarly, if one were to create his mimesis by mixing all of the metres, just as Chaeremon composed

his Centaur {a mixed rhapsody} from all of the metres, he must also be called a poet.

Fragment 9b — Arist. Poet. 1459b 31-1460a 2 (transl. based on Halliwell)
TS 8¢ péTpov TO NpwikdY AT Tijs Telpas fpuokev. g yd&p Tis év ANt Tl pétpoot SinynuaTikhv
HiMNOW TTOIOTTO 1) €V TTOAAOTS, ATIPETIES &V PaAivoITO® TO YAP TPWIKOV CTACIHCTATOV Kal

OYKWBECTATOV TGV HETPV £0TIV (810 kal YADTTAs Kal HeTapopas SExeTal pAAIOTA" TEEPITTT)

892 Thus Capps (1895) 299.
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Y&p kai 1) iy nuaTikn piunots Tév &AAwv), 16 8¢ iauPeiov kal TETPEUETPOV KIVNTIKE Kai TO pév
OPXNOTIKOV TO 8¢ TPAKTIKOV. £T1 B¢ ATOTOTEPOV €l LIy VYol TIS aUTA, COOTIEP XAIPTIHGOV.

And as for metre, the dactylic hexameter is seen to be suitable from experience. For if one were to
compose a narrative mimesis in some other metre or many other metres, it would be shown to be
inappropriate; for the dactylic hexameter is the most stable and dignified of metres (hence why it
especially allows rare words and metaphors; since narrative poetry is more out-of-the-ordinary than
other kinds), but the iambic trimeter and trochaic tetrameter are suited to motion, the former fit for
dancing, the latter suitable for action. Yet it is even more unnatural if one mixes them together, as

Chaeremon does.

Fragment 10 — Athen. 13.608e
gv 8¢ Kevtaupaol, 8trep Spapa ToAUHETPOV EOTIV, AelnddVos Tékva
€v0’ ai putv auTdv eis amelpova oTpaTov
&vBécov &Aoyxov toTpdTevoav, 1i8ovais
fnpcoueval B&AAovTa Asiucoveov Tékva
And in the Centaur, which is a polymetric drama, [Chaeremon calls flowers] “children of the
meadow””:
There some of them waged war on the endless, unarmed army
of flowers, joyfully hunting the

flourishing children of the meadows

Fragment 11 — Athen. 15.676e

ol yap maides, katd Tav Xaiprjpovos Kévtaupov
oTepavous Etolualouotv, ous eupnuias
kfipukas eixais TpouPdAovTo Saipdveov

For slaves, according to Chaeremon’s Centaur
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are preparing the garlands, which they set out

as heralds of silence for prayers to the gods
Although cited by Aristotle as a mixed rhapsody, Athenaeus is most likely correct in
describing Chaeremon’s Centaur as a polymetric drama.%®® Among the reasons for
categorising Chaeremon’s Centaur as such are that Chaeremon is not known to have written
any verse works other than plays and that wiktrv paycidiav may be a later interpolation to
the text of Aristotle’s treatise.%®* Since Centaur is found as a title only in comedy, it is likely
that Chaeremon’s Centaur was a satyr drama.®® On the basis of the singular centaur
mentioned in the title, it has been conjectured that Chaeremon’s Centaur presented Chiron’s
education of Achilles;%® alternatively this play could have presented Heracles’ visit to the
centaur Pholus,%®" the subject of Epicharmus’ Heracles at Pholus’ House, Dinolochus’
Pholus, and Aristophanes’ Centaur. Neither hypothesis can be corroborated by the surviving
fragments.

Fr. 14b and 43 have also been attributed to Chaeremon’s Centaur.5% In the case of fr.
14D, its dactylic metre is believed to correspond with Aristotle’s comments about the metrical
nature of Chaeremon’s Centaur in fr. 90 and its presentation of gnomic sentiments
reflective of Chiron’s supposed presence in the play.’® Given, however, that Chiron’s
involvement in Chaeremon’s Centaur is far from certain, that there is no evidence for
acrostics featuring as part of Chaeremon’s innovation in this play, and since the presence of
dactylic hexameters in fr. 14b is in itself little reason to assign this fragment to Chaeremon’s

Centaur, fr. 14b should be considered an incertae fabulae fragmentum.’* Similarly, since

893 Thus Collard (1970) 26.

894 Thus Else (1957) 58-9.

89 Thus Capps (1895) 301, Else (1957) 59, Collard (1970) 27; cf. e.g. Lynceus’ and Nicochares’ Centaur.
69 Snell (1971) 167-8.

897 Collard (1970) 27.

8% Thus Turner (1955b) 149, Snell (1971) 167, Morelli (2003) 23.

5% Nagy (2001) 143.

700 Turner (1955b) 149, Snell (1971) 167.

01 Thus TrGF 1 p. 222.
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Aristotle’s comments on Chaeremon’s innovative use of metre do not mention the creation of
new metres, merely the mixing together of the iambic trimeter, trochaic tetrameter, and
dactylic hexameter, the chaeremonion metre (and thus fr. 43) cannot be securely attributed to
Chaeremon’s Centaur and hence this fragment is also treated as part of the incertarum
fabularum fragmenta in this commentary.

Two further sources have also been attributed to Chaeremon’s Centaur, the first is a
papyrus fragment dated to the second century BC and comprising an alphabetic acrostic which
possibly describes Helen’s travels to Troy.”% This acrostic has been designated a dramatic
fragment, since its first two lines have been seen as corresponding with the opening lines of
messenger speeches in tragedies.’®® The fragment has also been assigned to satyr drama,
given its high diction in line 22 alongside reference to kottabos in line 23.7% This papyrus has
been attributed to Chaeremon’s Centaur since its use of trochaic tetrameters corresponds with
the presence of such a metre in Chaeremon’s play and as its acrostic format is in keeping with
fr. 14b. As, however, fr. 14b cannot be securely assigned to Chaeremon’s Centaur, the use of
trochaic tetrameters remains the only grounds for assignment to Chaeremon’s play and thus
this papyrus cannot be attributed to Chaeremon’s Centaur;’® lack of evidence for
Chaeremon’s authorship of this fragment further supports its assignment away from
Chaeremon’s Centaur and so it is not included in this commentary. The second text
tentatively connected with Chaeremon’s Centaur is Dio Chrysostom Oration 58,7 a
classroom exchange between Chiron and Achilles believed by some to be indicative of the

plot of Chaeremon’s play given Chiron’s supposed involvement in Chaeremon’s Centaur.”®’

702 p KolIn. 431 with Collard (2009) 10.

8 dmrayyeAédv mépe[iut | Bou]Aop[an 8’1 Ypiv &m’ &pxiis (‘I am present announcing | I wish [to tell] you from
the beginning’, thus Collard (2009) 10); cf. 85 ¢€ dpous TépeoTiv &yyeAddv Ti ool (‘who has come from the
mountain to announce something to you’, Eur. Bacch. 658), Eur. 1A 1541, IT 1306.

%4 Thus Gronewald (2007) 22.

705 Thus Collard (2009) 11, 14.

706 Dio Chrys. Or. 58.1-2.

07 E.g. Glnther (1999) 589-90, Cipolla (2003) 307.
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Such an assignment is, however, insecure, based on the unsubstantiated assumption that
Chaeremon’s play presented Chiron’s education of Achilles; so Dio Chrysostom Oration 58
is not included in this commentary.

In the fourth century, comedies entitled Centaur were written by Nicochares and
Ophelio. In addition to the previously mentioned fifth-century comedies, Apollophanes wrote
Centaurs, Epicharmus and Pherecrates produced Chiron comedies, and Cratinus a Chirons.
No Centaur or Chiron tragedies are known to have been written, with Chaeremon’s Centaur

the only known example of a play with this title by a tragic poet.

Fragment 10

ai indicates that the subject of these lines was a group of women, perhaps maidens or Nereids
(thus Gilnther (1999) 584) given the satyric provenance of this fragment. éotp&Ttevocav
shows that the women’s actions are being recounted. For a similar scene to this fragment cf.
Eur. Hypsipyle fr. 754 TrGF. The martial vocabulary in these lines may have an erotic
connotation, metaphorically describing the behaviour of the women towards the flowers; cf.
Sappho fr. 16, 47 Voigt, Anacreontea fr. 26 West. For similar descriptions of flowers to
Aetucoveov Tékva cf. &vbn Te TAekTE, Taupdpou yaias Tékva (‘garlands of flowers,
children of the all-bearing earth’, Aesch. Pers. 618). Asipcoveov Tékva echoes Chaeremon’s
description of flowers in other fragments; cf. avnpou tékva | €apos (lo fr. 9.1-2) and
Tibrvnu’ éapos (Odysseus fr. 13.2). &Aoyxos is a hapax; it sharply contrasts with
éoTpaTtevoav, showing that the women are mounting a “military” campaign against unarmed
opponents. ameipcov is an epithet found as early as Homer, used mainly to describe the
natural world; cf. ameipova yaiav (‘boundless earth’, Il. 7.446, 24.342, Od. 1.98, 5.46),

TévTov ameipova (‘endless sea’, 1. 1.350, Od. 4.510). The use of &Aoyxos in close
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proximity to ameipcov lends Chaeremon’s creation &Aoyxos an epic authority (thus

Xanthakis-Karamanos (1980) 93), echoing Thyestes fr. 8.

Fragment 11

etownaCouaow indicates that the garlands are currently being prepared whereas the aorist
mpouP&AovTo shows that they have already been set out. If the garlands referred to in the
main clause are the same as those in the relative clause, they must have been ready when they
were set out. So the relative clause is about garlands in general, and rpoUB&Aovto must
have a different subject to étoiu&Couov. Within drama, garlands can be used for revelry
purposes; cf. Eur. Bacch. 377, 703. In these lines, however, they appropriate a solemn force,
indicating silence for prayers. ebpnuias krjpukas echoes Chaeremon Dionysus fr. 6, in which
almost identical phrasing is used in relation to garlands (&yyéAous eupnuias), perhaps with a

similar ritualistic context; cf. fr. 10.

MINY Al

Fragment 12 — Athen. 13.608f

¢v 8¢ Mivvaig
ToAAfY dTrdpav Kumpidos eicopdv mapfiv,
&kpatol mepkafovoav oivdvlais xpda

2 xpoa Wilamowitz: xpdvou codd.

And in [Chaeremon’s] Minyae

It was possible to look upon much fruit of Aphrodite

their skin darkening with the highest grape bloom
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Fragment 12a — Phld. de pietate 87a S37.7-17 Phillipson

Xai-

PV 8 év Tolis M[i-

vUais ek TIBe(t ...

..Ut a]utou (SC. Aids) [kai

T TTpo]unbel TaA[at-

Topial]s kKaupdTwy

kai Xe]ipucoveo (v kai] Bé-

poov kai] TGV omlap|ay-

MGV KAKK]oA&wew (v

aAynd]évas ouva-

mrech]al.

And] Chae[remon

in th]e M[inyae pr]esen(ts ...

... by h]im (i.e. Zeus) [and

the p]ain from searing heat

and s]torms [and] su[mmers

and [being t]orn asunder [and pe]cking out

were a]ssociated with ha[rd labours for ProJmetheus.

Possibilities for the plot of Chaeremon’s Minyae include Heracles’ war with the Minyans’®

and an episode from the Argonaut myth,”® since the Argonauts are alternatively called
Muwvai. Fr. 12a has been used to support the suggestion that Chaeremon’s Minyae presented
part of the expedition of the Argonauts, since Chaeremon’s play is cited beside discussion of
Prometheus’ suffering, an episode found in Apollonius’ Argonautica; ' this would indicate

that Chaeremon’s Minyae treated either Prometheus’ torture or an episode from after this

%8 Apollod. Bibl. 2.4.11.
0% Thus Bartsch (1843) 38, TrGF 1p. 220.
10 2.1247-59; thus TrGF 1 p. 220.
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point in the voyage. Nonetheless, caution must be exercised in using fr. 12a to determine the
plot of Chaeremon’s play, since much of the information in this fragment is dependent on
conjecture.

In the fourth century, episodes from the Argonaut myth were treated in Aphareus’
Peliades and Cleaenetus’ Hypsipyle and in Nicochares’, Antiphanes’, and Diphilus’ comedies
entitled Lemnian Women; Diphilus also wrote Peliades. In the fifth century, Aeschylus
produced a tetralogy about the Argonauts’ stay at Lemnos (Hypsipyle, Lemnian Women,
Cabeiri, and Argo),”*! Sophocles composed a Women of Colchis, The Rootcutters, The
Scythians, and two plays entitled Lemnian Women, and Euripides wrote a Peliades and
Hypsipyle. Heracles’ war with the Minyans is, however, only found in one tragedy, being

mentioned three times in Euripides’ Heracles.*?

Fragment 12

omwpav Kutrpidos may be a metaphor, describing sexual maturity (thus Collard (1970) 28);
cf. Pind. Isthm. 2.5, Aesch. Supp. 998, 1015. Two fruits are associated with Aphrodite, apples
and pomegranates. Aphrodite was awarded the golden apple of Strife by Paris; cf. Cypria arg.
1 GEF, Apollod. Epit. 3.2. She was also depicted on various statues holding this fruit; cf.
Paus. 2.10.5, Philostr. Imag. 1.6, Aphrodite 526 LIMC, Venus 15. Pomegranates were
associated with Aphrodite, as she was believed to have planted one on Cyprus; cf. Eriphus
Meliboia fr. 2.11-12 PCG. In pre-Imperial Greek, the verb mepx&Cew is used only here,
Homer (Od. 7.126), Theophrastus (e.g. Hist. pl. 3.16.3), and Callimachus (Hymn 5.76).
oivavbais is a compound word formed from ofvos and &vbos and the imagery it evokes of

grapes or vines hanging in clusters from trees is intensified by &xpaiot, an adjective which

"1 Thus Sommerstein (2009) 14.
"2 Eur. Her. 49-50, 220-1, 560.
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describes the farthest reaches of an object (cf. Soph. Ant. 1197, Hom. Il. 13.523, Finglass
(2009) 223-4); for metaphorical &vbos see Borthwick (1976) 1-7. &kpaiot mepkafouocav
olvavBais may further suggest that this fragment should be read as a metaphor related to
sexual maturity; perhaps this phrase describes young bodies covered by hair. For skin being
darkened by hair cf. oUtrw yévuor paiveov Tépevav patép’ oivavbas dmcopav (‘[a boy
who] does not yet show the soft season, the mother of grape bloom to his cheeks’, Pind. Nem.
5.6), West (1983) 80. xpovou is textually suspect since it does not make sense syntactically;
xpoa (Wilamowitz, unpublished manuscript cited in West (1983) 80) is the likeliest

emendation.

OAY22EYZ

Fragment 13 — Athen. 13.608e (transl. based on Olson)
Tepl O& p&deov év OBuooel proiv oUTws

KOHALOY COPGIV OUaT’ evavbii péda

elxov, TIvn’ Eapos EKTTIPETTEOTATOV
1 ocopat’ codd.: Bpéupat’ Nauck: xpcouat Ellis
[Chaeremon] says the following about roses in his Odysseus

In their hair, they wore roses, the well-flowering bodies of the seasons,

the most remarkable nursling of spring
Bartsch’*® suggested that the title Traumatias attributed to Chaeremon elsewhere in the
Deipnosophistae (13.562d—f) should be appended to Odysseus, with the title of Chaeremon’s
play being Odysseus Traumatias and this tragedy treating the death of Odysseus. This
hypothesis is, however, incorrect, since the fragment cited by Athenaeus from Traumatias is

clearly comic and given that there is no other evidence for Chaeremon writing a play with the

713 (1843) 10.
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title Traumatias. Nonetheless, fr. 13 may indicate the plot of Chaeremon’s Odysseus. The
imperfect eixov shows that these verses come from an account and the plural subject of eixov
means that fr. 13 describes a group of individuals braiding their hair with flowers. Since
braiding hair was associated with women,”*4 the subject of fr. 13 is almost certainly a group
of women. It has been suggested that Chaeremon’s Odysseus was reperformed by an
unknown actor at a dramatic festival in Rhodes,”*® given the reperformance of his Achilles
Killing Thersites at the Naia in Dodona; this conjecture cannot be correct since the Odysseus
listed in the inscription is by Sophocles 11.71

In the fourth century, Odysseus featured in a variety of plays, with the tragedian
Apollodorus composing an Odysseus, the comic poets Amphis, Anaxandrides, and Eubulus
producing plays with the same title, and Alexis writing Odysseus being bathed/bathing
himself and Odysseus plotting. In fifth-century drama, Odysseus appeared in Aeschylus’
Circe and Ghost Raisers, Sophocles’ Ajax, Philoctetes, Laconian Women, Nausicaa,
Odysseus Acanthoplex, Teucer, Those who dine together, and Men of Scyros, Euripides’
Cyclops, Hecuba, Palamedes, Scyrians, Telephus, and Philoctetes. Odysseus is also found in
Epicharmus’ Odysseus, Cratinus’ Odysseus and company, Philyllius” Washer Women or

Nausicaa, Polyzelus’ Bath Scene, Theopompus’ Odysseus and Penelope.

Fragment 13

Eustathius paraphrases fr. 13 in his commentary on the Odyssey (1.381.43-4). ccopat’, found
in the manuscripts of Athenaeus’ Deipnosophistae, has been variously viewed as suspect,
with emendations including 6péupat’ (thus Nauck) and xpcouat’ (thus Ellis (1895) 106).

There is, however, no reason to doubt Athenacus’ ocopat’ (thus TrGF 1 p. 220), since

14 Cf. Sappho fr. 98a.6-9 Voigt, Klinck (2008) 66.
15 |GUrbRomae 229.3; thus Hall (2008) 508.
16 Thus Sienkewicz (1976) 111.
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Chaeremon’s metaphorical description of the roses as the bodies of spring and his
juxtaposition of pé8a alongside its metaphor is a technique also found in fr. 17 (U8cop Te
ToTapou odua, ‘water, the body of the river’). For the association between roses and spring
cf. pédov elapos péAnua (‘rose, the darling of spring’, Anacreontea 44.7 West), Cypria fr. 5
GEF. In Greece, roses tend to bloom during the spring, thus explaining this connection. For
the use of roses in braiding hair cf. péda e kduaiot peiyvutatl (‘roses are mingled in their
hair’, Pind. Dith. fr. 75.17 Snell-Maehler). Ti6rjvnua is rarely used, found only in this

fragment and Eur. Hypsipyle fr. 757 col. xv.10 TrGF.

OINEYZ

Fragment 14 — Athen. 13.608a-b (transl. based on Olson)
Kal Uiy 8¢, & étaipot, Aéy 8Tt oUudév EoTiv OpBaAucdV oUTws eUPPAVTIKOV €S YUVAIKOS
K&AAos. 6 yoiv Tou Tpayikol Xaipnuovos Oiveus Trepl TapBévaov Tvédv Sinyouuevos cov ¢0eaTd
PO £V T OHwWVUHWL SpauaTt:

gkerto 8’ 1) putv Aeukdv eis oeEAnvdpeas

paivouoa paoTtodv AeAupévng émcouidos,

Tiis 8’ aU xopeia Aaydva Tiv &piotepav

#\voe yuuvr) 8’ aibépos Beduactv

Cddoav ypagnv épaive, xpidua &’ dupactv 5

Aeukdv pelaivns épyov dvtnuyel okids.

&AAn &’ EyUuvou kaAAixeipas coAévas,

&AAns Tpooautméxouoa BfAuv avxéva.

1 8¢ payévtwov xAavidicov Utrd TTixas

Epanve unpdv, kafemeoppayileto 10

cdpas yeAcons xwpls EATiScov peos.
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utrveopévan 8 Emirrov éAevicov Em,

{cov Te peAavdpuAda ouykAddoan TTepd

Kpokov 6’, 8s HAIGISes eis UpdouaTa

TéAOV oKI&s eldcolov E§oudpyvuTo, 15

gpomt 8¢ BaAepds EkTpageis Au&pakos

Aeipédol paAaxous eEéTeivev auxévas
And | tell you, friends, that there is nothing so pleasing to the eyes as the beauty of a woman. For
example, the Oeneus of the tragic poet Chaeremon, while describing some women he has watched,
says in the play named after him [i.e. Oeneus]:

One girl was lying down with cloak loosened

showing her white breast to the moonlight,

and the dancing of a second girl revealed

her left-hand side; and naked she appeared

as a living picture to the sight of the sky, and her white complexion 5
shone in my eyes contrasted against the effect of the dark shades.

And another laid bare her beautiful hands and forearms,

embracing the tender neck of another woman.

And she with cloak torn asunder beneath the folds

showed her thigh, and love without hope 10
for her smiling beauty impressed itself upon me.

And exhausted they fell down onto caramint,

and crushing the black leafy petals of the violet

and the crocus, which rubbed off the image of shade resembling sunlight

into the folds of their cloaks, 15
and the stout marjoram raised on dew

stretched out its tender stalks in the meadows
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The title of Chaeremon’s Oeneus suggests that it presented Oeneus being deposed from the
throne of Calydon by Agrius, and Diomedes’ attempts to restore Oeneus as king.”*” Fr. 14
may confirm this hypothesis and contribute to our knowledge of the plot of Chaeremon’s
play. These verses form an account, given the past tense verbs found throughout fr. 14.
Oeneus’ reference to several aspects of bacchic revelry, such as dancing (3), split cloaks (9),
and subsequent exhaustion (12), suggests that the women whose actions he is describing are
maenads in the midst of bacchic worship.”* Fr. 14 may thus be an account of the means
through which Diomedes distracted Agrius and liberated Oeneus from imprisonment.’*°
Alternatively, Oeneus could be describing the refuge of his wife Periboia among bacchants,
which Periboia sought when trying to avoid capture by Agrius.’?

A group of papyrus fragments dated to the third century Bc and comprising sixty
verses has also been associated with Chaeremon’s Oeneus.’?! Most of these fragments are too
lacunose for reconstruction, but fr. a of this papyrus group contains discussion of the funeral
rites of Meleager, brother or uncle of the speaker; cf. a8]eAp[cd]t MeAedypeor (fr. a.5). Given
mention of Meleager and description of him as the speaker’s brother or uncle, it has been
suggested that the play from which these fragments come focused on Meleager’s father
Oeneus and was thus an Oeneus tragedy. Initially, attribution to Euripides was suggested,’?
given that these fragments contain many examples of Euripidean diction.”?® In addition, if
adleA(co]uin fr. a is restored as matpadéAgcol, then the speaker of fr. a would be

Diomedes,’?* a character known to have featured in Euripides’ Oeneus. Nonetheless,

"7 Thus Collard (1970) 27.

"8 Thus TrGF 1 p. 221, Bremmer (2004) 564. Fr. 14 cannot describe the orebasia (pace Bremmer (2006) 40), as
this was limited to the mountains (Oranje (1984) 134) and the setting of this fragment is that of a meadow.

"9 Thus Collard (1970) 32, Xanthakis-Karamanos (1980) 73.

720 Cf. Pacuvius Periboia fr. 317 Warmington; thus Xanthakis-Karamanos (1980) 73.

721 P Hib. 1.4, P.Grenf. I1.1, P.Lond.Lit 80; thus Xanthakis-Karamanos (1980) 169-73.

22 Thus P.Hib. p. 21.

23 Cf, &Bédnos (‘scot-free’, fr. b.17, cf. Eur. Bacch. 672, Med. 1300); Tup&v]vois &vdpdow (‘rulers’, fr. a.8, cf.
Eur. Med. 308, 700, Supp. 166); Collard (1970) 23.

724 Thus Page (1942) 159.
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attribution to Euripides is problematic,’?® given the presence of XOPOY MEAQOX in fr. d.”?®
Since XOPOY MEAOZ is widely found in papyri from post-classical tragedy, the papyrus
fragments are unlikely come from Euripides’ Oeneus.’?’

Given the ascription of the papyrus fragments to a post-classical Oeneus and given the
many instances of Euripidean diction in these verses, it has been suggested that the papyrus

728 gspecially since

fragments should instead be assigned to Chaeremon’s Oeneus,
Chaeremon’s verses contain many Euripidean echoes. Nonetheless, attribution of the papyrus
fragments to Chaeremon is similarly doubtful: Euripidean diction does not necessitate
attribution to Chaeremon, since it was found throughout the works of fourth-century
tragedians. So as there is little other reason to assign the papyrus fragments to Chaeremon’s
Oeneus, they should be treated as adespota, numbered accordingly as Tr. adesp. fr. 625
TrGF. Chaeremon is the only known fourth-century dramatist to produce an Oeneus. In the
fifth century, Oeneus featured in eponymous plays by Euripides and Philocles, and Sophocles

composed a satyr drama entitled Oeneus. No comic poet is known to have written about the

Oeneus myth,

Fragment 14

1-2: rj uév indicates that these lines will contain description of several women (cf. Eur.
Bacch. 680-713); the use of uév and &¢ throughout individualises each woman and separates
them from one another, allowing the focus to be on one woman at a time. Aeukév could agree

with paotév (Croiset (1913) 402), emphasising the girl’s youthful beauty; cf. Soph. Ant.

725 Thus Collard (1970) 23.

76 Fr, d.35.

27 The omission of lyric passages from Euripidean papyri is attested on one occasion (P.Sorb. 2252), which
contains a blank space, two lines deep, where the song of a secondary chorus (Eur. Hipp. 58-72) would have
come. As the left side of the column is lost, Barrett ((1964) 438—9) suggested that XOPOY or XOPOY
MEAOZ once stood there.

728 Thus Webster (1954) 302.
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1239, Eur. Med. 923, 1189, LSJ° s. v. Aeuxds. Equally, Aeukév could agree with ceAnvépeos
(thus Collard (1970) 33), a hapax, since the pale moonlight is partly responsible for the breast
being pale. For other examples in literature and art of women who bare only one breast cf.
Penthesilea (Virg. Aen. 1.491-3), Camilla (11.649), Hecuba (Hom. Il. 22.80), Clytemnestra
(Aesch. Choeph. 896-8 with Sommerstein (1980) 71), ARV? 1315 (Athens, 440s BC) and
Amazons (Amazonomachy frieze on the Mausoleum at Halicarnassus, 360-350 Bc, where an
Amazon, fighting a Greek, bares her left breast), Naiden (2006) 80. For paivco of nudity
(partial or otherwise) cf. paive 8¢ unpovs | kaAous Te peydAous Te (‘[Odysseus] showed his
thighs, fine and large’, Hom. Od. 18.67-8), Pind. Nem. 5.17. The émcouis was the section of a
woman’s tunic which was gathered around the shoulder and fastened with a brooch.

3-4: xopeia is rarely used in tragedy (cf. Eur. Phoen. 1265, Pratinas fr. 3.17 TrGF);
for dancing in bacchic rituals cf. Eur. Bacch. 135-6. #Auce conveys full or partial nudity;
€A\voe builds on AeAupévns in line 2 which only hints at undress (Collard (1970) 33).

4-5: aifépos Beauaotv indicates the personification of aibrjp; for similar treatments
of aifnjp cf. oiynoe &’ aibrip (‘the air was silent’, Eur. Bacch. 1084), oUtos aitds éoTiv
aibnp 65 Tad’ fikouoev oBev (‘this is the same air that heard these things from you’, Eur. IA
365). aifépos Beauaotv also shows that Chaeremon is adapting the technique of the pathetic
fallacy, with aifrjp responding positively to human stimuli rather than negatively. Céoav
ypaoerv is a play on Ccoypagos; for artistic similes and metaphors in tragedy cf. Aesch. Ag.
242, 1327-9, Eum. 48-51.

5-6: The contrast between the whiteness of the girl’s skin and the darkness of the
shadows in lines 5-6 is clear (Collard (1970) 33). Confusion over the meaning of these lines,
however, centres primarily on €pyov, a noun which should probably be taken as governing
ueAaivns okias and as in apposition to the rest of the clause (so rightly TrGF 1 p. 221).

Aeukdv in line 6 emphasises the youthfulness and beauty of the girl and its contrast with
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darkness (ueAaivns okiés) may be a reference to skiagraphia (thus Collard (1970) 33), an
artistic technique developed by the fifth-century painter Apollodorus (Plut. De Glor. Ath.
346a) which involved juxtaposing light and dark colours against one another to create depth
and perspective. For this technique in action cf. the Hediste stele (Fowler (1989) 93, fig. 68),
dated to the third or second century Bc, from Demetrias, Thessaly, and depicting a recently
deceased woman lying on a bed with skiagraphia used to accentuate and draw the viewer’s
attention to her breasts and face. Skiagraphia was, however, applied to depictions of women
only from the fourth century (cf. Plin. HN 35.130-1, 133); Chaeremon’s allusion to
skiagraphia in relation to a woman may thus highlight this artistic innovation (thus
Xanthakis-Karamanos (1980) 74). The reference to skiagraphia also continues the use of
artistic techniques and motifs started with the play on Lcoypagos in line 5. dupacwv alludes
to the viewer, in this case Oeneus, and indicates that he only watches the women rather than
participating in their revel, perhaps continuing the art metaphor present in these and the
previous lines by referencing the relationship between artwork and its viewer.

7-8: The use of two different forms of &AAn (polyptoton) in lines 7-8 builds up the
number of women present at the revel, reminding the audience that, although Oeneus is
describing individual women, they nonetheless form part of a larger group. ¢yUuvou may
raise the expectations of the audience that the third woman will be naked, only for these to be
undermined by the objects of this verb kaAAixeipas and coAévas, words which limit the third
woman’s nudity to her arms. kaAAixeip is used only by Chaeremon and once in the
Byzantine period; kaAAi- compounds, however, are quite frequently found in pre-Imperial
verse; cf. kaAAiCuyés (‘beautiful yokes’, Eur. Andr. 278), kaAAidbévaxkos (‘with beautiful
reeds’, Eur. Hel. 493). coAévn is found on several occasions in Euripides, but only once in
Sophocles; cf. Soph. Tr. 926, Eur. Hel. 624, 1095, Phoen. 165, 300. kaAAixeipas coAévas is

pleonastic; for similar pleonasms cf. AeukoTmxeot | xeipcov axuaiow (‘with the fingers of
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white arms’, Eur. Bacch. 1206-7), kaAAimnxuv "EkTopos Bpaxiova (‘beautiful arm of
Hector’, Eur. Tr. 1194). For auméxco meaning ‘embrace’ cf. Eur. Supp. 165 and for 6ijAuv
meaning ‘tender’ cf. [Hes.] Sc. 395, Theoc. 16.49. For examples in art of an individual
embracing another around the neck cf. ABV 152 (Athens, 53020 Bc) and ARV? 987 (=
Achilleus 907 LIMC, Athens, 450s BC).

9-10: The xAavidiov was a cloak worn by women, a shortened version of the xAavis,
a garment worn by both men and women on special occasions, such as weddings, although
men who wore it were sometimes called effeminate; cf. Demosthenes (Aeschin. 1.131).
xAaviBiov is the only diminutive used in tragedy; cf. Eur. Or. 42, Supp. 110. Collard ((1970)
34) is probably correct to attribute the ragged state of the women’s clothing to wild dancing.
For the erotic connotations of £panve see line 4. Baring one’s thigh was a sensual act (Collard
(1970) 33) and figures who reveal their thigh are found on a number of pieces of ancient
artwork; cf. Lawler (1964) figs. 32, 33.

10-11: ¢é€emeoppayileto is a hapax. Its usage is metaphorical, alluding to the
association of émogpayiCw with seals; cf. Pl. Plt. 258c. Love without hope is well-
established by the fourth century, first discussed in lyric poetry in Sappho fr. 31 Voigt.
Sometimes, however, hope was considered a constituent part of love; cf. Philemon fr. 126
PCG. For the attractiveness of smiling, and by extension laughter cf. Alcaeus fr. 384 Voigt,
Sappho fr. 31.4-5 Voigt.

12-15: Violets were flowers associated with two myths in the ancient world, the birth
of lamos, son of Apollo (Pind. Ol. 54-6), and the abduction of Persephone, being one of the
flowers she was picking before her abduction (H.Dem. 6). The latter association is a
particularly interesting parallel, given that in this fragment young women are also gathering
flowers, while a male individual, here Oeneus and Hades in the abduction of Persephone,

looks on lustfully. peAavépuAAa is a compound word used only by Chaeremon. peAav-
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compounds are rare in pre-lImperial Greek, found mainly in the Hippocratic and Aristotelian
corpora; cf. Hippoc. Epid. 1.2.9.26, Arist. Gen. an. 779b 14. The reference to black violets
may continue the skiagraphia motif from lines 5-6, contrasting the dark lustre of this flower
against the bright tones of the crocus. Crocuses were connected with abduction myths, being
among the bouquet of flowers Persephone was gathering before Hades snatched her (H.Dem.
6) and used by Zeus to lure Europa to him ([Hes.] Cat. fr. 140 M-W). Their presence here
refers to the technique of crushing saffron into peploi, cloaks worn primarily by women, to
leave a decorative imprint behind (Collard (1970) 34). As Collard notes, this technique did
not leave a perfectly formed impression, and so Oeneus conveys this using okias eidcoAov, a
combination which emphasises that all that remains of the crocus on the cloak is a pale
imprint; cf. el yap é€emioTapan | SpAias k&totTpov, eidcwAov okids (‘T know well the
mirror of friendship, the shadow of shade’, Aesch. Ag. 838-9), i®n1 oki&s eidwAov
avyaocBeioa (‘[the foal] sees her shadow reflected back’, Soph. Tyro A or B fr. 659.6 TrGF).
nAwcddes is only found here in Classical Greek. Its use in the line preceding okias eidwAov
continues the skiagraphia motif found earlier in this fragment (Collard (1970) 34); cf. lines
5-6.

16-17: Although Collard (1970) 34 believes line 16 to be incorrectly included in
Athenaeus’ quotation from Chaeremon’s Oeneus, the continued focus on plants suggests that
it is probably by Chaeremon and thus part of this fragment (so rightly TrGF 1 p. 221).
Marjoram was used as a perfume (cf. Plin. NH 13.2) and Venus laid Ascanius on a bed of this
herb in the grove of Idaion at Cyprus (Virg. Aen. 1.691-4); see Butler (2010) 95-6, 107-9.
For nourishing dew cf. [Hes.] Sc. 395, Pind. Nem. 8.40. The mention of a meadow creates a
familiar setting, a locus amoenus, which is elsewhere associated with sexual attractiveness
and desirability; cf. Eur. Hipp. 73-81, H.Dem. 4-16 (both with Cairns (1997) 63). This

environment can also be connected with death; cf. Eur. El. 777-858, Phoen. 1570-81, see
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Cairns (1997) 64, Richardson on H.Dem. 4 for further discussion on meadows and what they

represent.

[TPAYMATIAZ]

[Fragment 14a] — Athen. 13.562d—f (transl. based on Olson)
AAe€is & év ATrokomrtopévet (fr. 20 PCG)-

Aéyetai yap Adyos

UTTO TEOV 0OPIoTAV, UT| TETecHa TOV Bedv

TOV "EpcoTa, Tous & épddvTas: aitiav & Exelv

gkelvov &AAws, NyvonkdTas 8¢ Tous

YPOQETs EXovTa TTEPUYas auTov [y papeiv
OedppacTos & év Téd EpcwoTiké (fr. 107 Wimmer) Xaiprjuovd gnot Tov Tpayikov Aéyew, cos ToV
ofvov TGV XpwHévwy Kepdvvuobat, oUTws kai Tov "EpwTtar &5 peTpialeov pév éoTiv elixapls,
EMTEWSUEVOS B¢ Kai BlaTAPATTWY XAAETTOTATOS. S1dTEP O TOINTNS OUTOS OU KAKEIS aUTOU TS
Suvapeis Biaipcov enot (Eur. 1A 548-51)-

Sidupa (yap) <...>

TOEa TauTov evteiveoBalf Xapitwv,

TO Hév ETr elaicovt TUxal,

T6 &’ émi ouyxuoel BloTas.
68" auTods oUTos TToIN TS Kal Tepl TAW EPLOVTOV Ev TAI Emypapopéval TpaupaTion (Alexis
Traumatias fr. 236 PCG) qnoiv oUTtws:

Tis oUuxi pnot Tous épdvTas Lijv pdvous;

<oUgs> Bel ye TPATOV UEV CTPATEUTIKWTATOUS

elvat, TTOVETY Te Suvapévous Tols CLOUACIY

H&AloTa, Tpooedpevelv T  apioTous TEI ToBwWL,

TroINTIKOUS, iTauous, Tpobuuous, eUmrdpous

gv Tols amopols, BAémovTas dBAichTaTov.
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And Alexis, in the Man who was Mutilated says

There is a saying among sophists,

that it is not the god Eros who flies,

but lovers, but Eros is falsely accused of being flighty,

and painters in ignorance depict Eros as winged
And Theophrastus, in his Eroticus, says that Chaeremon the tragic poet said, that the way wine is
mixed for its drinkers is similar to Love; when in moderation he is charming, but when he becomes
intense and causing disarray, he is most difficult. This is why this poet is not incorrect when,
distinguishing among his powers, he says

For the stretchest

the twin bows of the Graces,

one of which leads to happy fortune,

the other of which destroys life
This same poet in his play entitled Traumatias speaks thus about lovers

Who would not say that lovers are the only people who are truly alive?

For first they must be like soldiers, especially capable of hard, physical labour,

and be the best at lying in ambush for their desires,

creative, bold, eager, resourceful

when there is a lack of resources, and looking most wretched.

Athenaeus’ preamble to the quotation from Traumatias states that it is by the same poet as
that which he previously cited. Since the poet previously named by Athenaeus is Chaeremon,
6 8’ autds oltos ToinTrs has been taken as referring to Chaeremon,’?® and thus the
quotation from Traumatias by him. Three problems, however, exist with this conclusion.
First, Traumatias is otherwise unattested as the title of a tragedy, but three comedies entitled

Traumatias are known, those of Alexis, Antiphanes, and Philemon. Secondly, the verses in

22 Thus Bartsch (1843) 19.
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the quotation resemble comedy in metre, with a violation of Porson’s Law in lines 1 and 4-5,
no caesura in lines 2 and 4, and third- and second-foot anapaests in the last two lines. Finally,
the section of Athenaeus’ Deipnosophistae which preserves the quotation from Traumatias
appears confused. The verses cited before those from Traumatias are said by Athenaeus to
belong to the same poet (6 o Tns oUTos) as that previously cited, Chaeremon. Those lines,
however, are a garbled version of Eur. 1A 548-51, showing that Athenaeus’ attribution of
them to Chaeremon is incorrect. Since Alexis is known to have written a Traumatias and as
he is the poet cited before Chaeremon, it is possible that 6 8’ alTos oUTos TToinTiis Was
intended to mean Alexis.” In this case, an earlier version of the Deipnosophistae may have
quoted from Alexis’ Man who was Mutilated followed by the verses from Traumatias, using
6 8’ auTos oUTos ToinTrs to indicate that the fragment from Traumatias also belonged to
Alexis. In a later draft of the Deipnosophistae, Athenaeus inserted the information about
Chaeremon and the incorrect version of Eur. 1A 548-51 between the two quotations from
Alexis, but failed to detect that this would mean that 6 8’ autds oUtos ToinTris no longer
clearly referred back to Alexis.”®! Hence the fragment from Traumatias should be assigned to
Alexis,”®? numbered accordingly as fr. 236 PCG, and, in the absence of any other evidence,

Chaeremon did not write a play entitled Traumatias.

INCERTARUM FABULARUM FRAGMENTA

Fragment 14b — P.Hib. 2.224

Xaipruewv év| ]

Apxr) yap Bvnr[ols 22— x]

730 Thus FCG 1 p. 521.
31 1bid.
782 Thus Collard (1970) 27.
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Tueipou maon[g 22— x|

Paounv Tiucduey p[22—22—22 x|

M) Tav képdog Spar[2— x|

L Iv[.].kiav cauT[Z 22— x|

1 6[eov Turner 2 BunTt[ofis Turner 3 méon(s Turner 7 w]v Collard: o]v West
Chaeremon in his[ ]

One ought to honour g[od ]

The beginning for mort[als ]

Long for everything| ]

Let us honour strength[ ]

To have a pure character| ] 5

Don’t look at every kind of gain| ]

[1I 1 yourself[ ]

P.Hib. 2.224 is dated to between 280 and 250 Bc (thus Turner (1955b) 149) and was
discovered by Bernard Grenfell and Arthur Hunt, who purchased it from Sheikh Hassan as
part of a collection of mummy cartonnage; this papyrus was subsequently sent to the British
Museum and first published in 1955 by Eric Turner. The papyrus may have formed part of a
gnomic anthology, of which P.Grenf. Il 6b and P.Heid.inv. G.434 are also a part (thus Del
Corso (2013) 65-75), and comprises an acrostic, the earliest known example in Greek
literature. Each line of the acrostic presents a new sentiment (Collard (1970) 23) and the
whole piece spells out Chaeremon’s name (Xaiprjncov). The suggestion of Xaipripovos as
the name given by the acrostic is plausible if an omicron is restored as the first letter of line 7
(thus West (1977) 37), but less likely, with West’s reading far from certain and no evidence

to suggest that the genitive form of Chaeremon’s name was required. Given the presence of
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¢v in the first line of this fragment, the compiler of this anthology is probably quoting directly
from one of Chaeremon’s plays rather than combining several lines to form the acrostic (pace
Collard (1970) 23). See on Chaeremon’s Centaur against the attribution of fr. 14b to that
play.

All textual conjectures are owed to Turner (1955b) 149; for a possible reconstruction
of all these lines see West (1977) 37. Since each line is self-contained, presenting a new
sentiment, the dactylic hexameter is the likeliest restoration of the metre of this fragment, the
elegiac couplet, for example, ill-suited on the grounds that it may imply connection between
every pair of lines. The acrostic format of this fragment is part of a growing trend of literacy
within drama from the end of the fifth century onwards and foreshadows playful literary
works such as paignia in the Hellenistic period; cf. Eur. Theseus fr. 382 TrGF, Agathon
Telephus fr. 4 TrGF, Ar. Ran. 52—4, Theodectas fr. 6 TrGF, Aratus Phaen. 783—7, Wright
(2010) 176. See Courtney (1990) 3-13, Klooster (2011) 177 for examples of acrostics in
Hellenistic literature onwards. Although it is possible that these lines were performed,
perhaps with actors holding up a placard or similar bearing the initial letter of each line (thus
Collard (2009) 13; cf. Callias’ Letters Tragedy), this fragment may have been one of the
reasons why Chaeremon’s plays were thought more suited to being read (dvayvwoTikd[s],
Arist. Rhet. 1413b 12-13; thus Snell (1971) 159, Gronewald (2007) 23).

For beliefs that one ought to worship the gods cf. Tiuaiow, @ mai, daudveov
xpfioBat xpecov (‘child, one should honour the gods’, Eur. Hipp. 107); such a sentiment
contrasts with Theodectas fr. 8 TrGF for example which advocates the worship of gods on
grounds of piety rather than necessity. For similar beliefs about not looking only for gain cf.

[Men.] Monosticha. 364.
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Fragment 16/15
TV XPWHEVWV Y&pP TOIs TPOTOLS KEPAVVUTAL
SC. 6 oivos TTapaokeudlwv
YéAwTa, copiav, duabiav, elPouliav
For it [wine] is mixed with the characteristics of those who drink it [to provide]

laughter, wisdom, stupidity, or prudence

Fragment 16 — [Arist.] Pr. 3.16 837a 247 (transl. Mayhew)
Bi&x Ti 6 ofvos kai TeTupwpévous ToLET Kal pavikous; évavTia yap 1) 8idbeois: 6 pév yap udAAov
1101 &v Kwroel, 6 8t fTTOV. 1) CdoTep Xalprjuwv elTrey:

TV XPWHUEVGV Y &P TOIs TPSTOLS KEPAVVUTAL
Why does wine make men stupefied and frenzied? For these conditions are the opposite; the latter
involves more movement, the former less. Is it as Chaeremon says

For it [wine] is mixed with the characteristics of those who drink it

Athen. 13.562e (= Theophr. Erotica fr. 107 Wimmer, transl. Olson)

OedppacTos & év Téd Epcotikéd (fr. 107 Wimmer) Xaiprjpovd gnot Tov Tpayikov Aéyew, cos Tov
olvov TV Xpwivwy <Tols TpOTToIs> Kepdvvuobal, oUTs kai Tov "EpwTar 65 petpialeov pév
EOTIV eUXOPIS, EMTEWOUEVOS Bt KAl SIATAPATTWV XAAETTATOS.

And Theophrastus, in his Eroticus, says that Chaeremon the tragic poet said, that the way wine is
mixed <with the characteristics> of its drinkers, is similar to Love; because when he is moderately
strong, he is charming, whereas when he is intense and disruptive, he is extremely difficult to deal

with.
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Fragment 15 — Athen. 2.35d
Xaipriuwv 8¢t 6 Tpaywidods mapaockeudlev enoi TdV oivov Tols Xpuouévols
YéAwTa, copiav, duabiav, elfouliav
Chaeremon the tragic poet says that wine provides its drinkers with
laughter, wisdom, stupidity, prudence

Fr. 16 is also paraphrased by Plutarch (De Pyth. or. 406b) and Stobaeus (2.33.12). Although
the sentiments of the versions of fr. 16 preserved by pseudo-Aristotle and Theophrastus
seemingly differ, with pseudo-Aristotle focusing on how wine changes one’s character and
Theophrastus comparing the power of wine to Love, the shared vocabulary in both versions
suggests they refer to the same verse. Perhaps pseudo-Aristotle chose to omit any comparison
of wine with Love since he was interested only in how wine alters an individual’s behaviour
whereas Theophrastus was concerned with Love and so required the entirety of fr. 16; this
suggests that Chaeremon may have similarly compared wine to Love in this fragment.
Theophrastus, via Athenaeus, indicates that the subject of fr. 16 is 6 ofvos. Since Tév ofvov
is used in Athenaeus’ introduction to fr. 15 alongside Tois xpwuévors, also found in fr. 16, fr.
15 almost certainly follows on from fr. 16, providing the direct objects of a verb modifying o
ofvos. Although the verb is conjectured to be Tapaokeudlwv given mapaokeudletv in
Athenaeus’ preamble to fr. 15 (TrGF 1 p. 222), this cannot be correct as the present active
forms are unmetrical; perhaps a different tense of mapaokeuaCeo was used or a verb with a
similar meaning. Nonetheless, Tapaokeu&lcov is retained in this commentary to convey the
sense of the verses.

For the role of wine in creating laughter cf. Eur. Cyc. 530, 537, Xanthakis-Karamanos
(1980) 95, for the association between wine, wisdom and prudence cf. &AN’ éEéveyké pot
Taxéws ofvou xod, | Tov voiv v’ &pdw kai Aédyw Ti 8e€16v (‘but bring me a pitcher of

wine quickly so that I can water my mind and say something clever’, Ar. Eq. 95-6), Cratinus
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fr. 203 PCG. For wine causing folly cf. Alexis fr. 304 PCG, Amphis fr. 41 PCG. For other

properties of wine see McKinlay (1953) 102-3.

Fragment 17 — Athen. 2.43c

TS Udwp ToTauol odud enoi mou EURoulos 6 kwuwidiomoids (fr. 128 PCG) eipnkéval
Xaiprjpova TOV Tpayikov

gtrei B¢ onkcdV TepiPoAds Tjueiyauev

Udwp Te ToTapOU oGdua SieTep&oapey
The comic poet Eubulus says that Chaeremon the tragedian called water the body of the river

When we passed the walls of the enclosures

and crossed over the water, the body of the river
The aorist fueiwauev and Sierepdoapev indicate that fr. 17 comes from an account of a
journey from a sanctuary with a nearby river, perhaps in a messenger speech (thus
Stephanopoulos (1988) 12); the first-person subject of both verbs shows that the speaker also

took part in the journey. émei, in conjunction with te, shows that fr. 17 form a subordinate

clause; the main clause would have most likely been found after these verses. 8¢ suggests that

this fragment may not have been the first line of the account from which it comes (thus
Stephanopoulos (1988) 12).

For periphrases in tragedy cf. yfjs dotoiow éyxpiugbeis Té6da (‘having struck a foot
against the bones of the earth [i.e. rocks]’, Choerilus fr. 2 TrGF), Soph. OC 1568-73, Long
(1968) 102-3; for periphrases involving rivers cf. Choerilus fr. 3 TrGF, Empedocles On
Nature fr. 55 D-K. Chaeremon explicitly states the object being described periphrastically,
unlike Choerilus fr. 3, which provides just the metaphor (ytis A¢Res, blood vessels of the

earth).
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Fragment 18 — Stob. 1.4.1-2a (transl. based on Xanthakis-Karamanos (1980) 127)
Mooxiwvos TnAépou (fr. 2 TrGF)
& kai Bedov kpaToUoa kai BunTdov pdvn
Moip’, & Artals &TpuoTe SUoTrvwv BpoTdv,
T&vToAl AvayKn, oTUyvdv fj KaT aUxévaov
NUAV Epeidets Tijode AaTtpeias fuydv
[X]auprinovos
xpela 8’ &vykns oUk ATCOIKIOTAl TTOAU
[X]aiprjnovos Nauck: aiprjuovos F: om. P
From Moschion’s Telephus
Fate, you alone that rule over gods and men,
you that are invulnerable to the prayers of unfortunate mortals,
shameless Necessity, who weighs down our necks
with the hated yoke of this servitude

Chaeremon

Need dwells not far from compulsion
Confusion exists over the attribution of fr. 18 to Chaeremon in the manuscripts of Stobaeus’
Anthologium. In manuscript P, a lemma containing Chaeremon’s name is omitted with fr. 18
treated as part of Moschion Telephus fr. 2. Manuscript F, however, contains the lemma
aiprjuovos (most likely restored as [X]aipripovos, thus Nauck), but places it between the
first and second lines of Moschion Telephus fr. 2, treating Moschion Telephus fr. 2.2—-4 and
fr. 18 as if a single quotation by Chaeremon. The existence of the lemma aiprjuovos indicates
that Stobaeus quoted from Moschion’s Telephus followed by Chaeremon and thus that
manuscript P is incorrect. Manuscript F, however, is similarly defective, since its placement
between lines 1 and 2 of Moschion Telephus fr. 2 interrupts a sense unit. Instead, the lemma

should be placed after Moschion Telephus fr. 2.4 (thus Nauck), since Moschion’s fragment
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directly addresses Avéyxn whereas Chaeremon refers to this deity in the third person in fr.

18 and since fr. 18 and Moschion Telephus fr. 2 contain differing sentiments about Necessity.

Fragment 19 — Stob. 1.6.15
Xaiprjpovos
&mavTa vika Kai HETaoTpépel Tuxn
Xaipnpovos P: aiprjpovos F
Chaeremon

Fortune conquers and turns around everything
In manuscript P of Stobaeus’ Anthologium, fr. 19 is presented as above, whereas in
manuscript F, the lemma is defective, given as aiprjuovos. In addition, manuscript F appends
a second verse to fr. 19 as if part of the same quotation — ou8eis 8¢ vikéu un BeAovons Tijs
TUXNs (‘no-one is victorious when fortune does not wish it so’). A similar arrangement is
found in the Monosticha; at 1.91, only fr. 19 is cited, whereas at 2.22, this fragment is
followed by oUBeis 8¢ vikéu un BeAovons Tiis TUxns. The differing sentiments of the two
verses mean that they are unlikely to have followed one another (thus Nauck). Instead, ou8eis
8¢ vikal ur) BeAovons Tiis TUxns has probably been falsely appended to fr. 19 in the source
which the Monosticha consulted, with manuscript F subsequently transmitting the two verses
as if one quotation. Suggestions that oU8els 8¢ vikai un BeAovons Tijs TUxns IS a comic
variant of fr. 19 are plausible (thus TrGF 1 p. 220), given the breach of Porson’s Law.

For fortune conquering all see on fr. 2. Tuxn was an increasingly prominent divinity

in literature of the late classical and early Hellenistic periods, even appearing on stage in a
number of comedies; cf. Men. Asp. 97-148, Epit. 351, Dover (1974) 140-1. Iconographic
depictions of Tuxn were similarly more common in this period; cf. Tyche 5, 19, 23, 32

LIMC.
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Fragment 20 — Stob. 1.8.30
Xaiprjuovos

oxoAfj Badileov 6 xpdvos ekpavel T<O T>&v
Xaipnu P: aiprjpovos F ekpavel Meineke: agikveital codd. T<6 T>av Grotius: Té&v codd.
Chaeremon

Time going slowly will reveal all
Manuscripts F and P partially preserve the lemma, with F giving aiprjuovos and P
transmitting Xouprjy; enough remains in each manuscript to allow the lemma to be restored
as Xawprjuovos, confirming that fr. 20 belongs to Chaeremon. T<6 m>&v owed to Grotius;
Tév as found in the manuscripts, is unmetrical. Stobaeus’ agikveitai should be emended to
ekpavel (thus Meineke), since the sentiment of the trimeter is otherwise unintelligible. For
other beliefs that time will reveal all in the end cf. 6 xpévos &mavta Toiow Uotepov ppdoel
(‘time will tell future men everything’, Eur. Aeolus fr. 38a TrGF, transl. Collard and Cropp),
XPovos BiépTrwv TavT  dAnbevelv giAel (‘time going past likes to reveal the whole truth’,
Eur. Hippolytus Veiled fr. 441 TrGF), Eur. Bacch. 888-90. Badilcwv is otherwise found only
in Eur. Phoen. 544 and Tr. adesp. 177.1 TrGF in tragedy. BadiCcov is, however, found more
often in comedy, suggesting that it is colloquial (thus Collard (2005) 379); cf. Ar. Ach. 848,

1165, Nub. 128, 162.

Fragment 21 — Stob. 1.8.32 (also 1.8.4)
Xaipripovos
oUK £oTIv oudtv TGV év dvBpcoTrols, & Tl
OUK &v Xpovawi Cntolol y’ é€eupiokeTal
2 Cntovot y’ Nauck: Entotow 1.8.4: ye CntoUow 1.8.32
Chaeremon
There is nothing among mankind that
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is not found out in time by those who search for it
Fr. 21 is quoted twice in Stobacus’ Anthologium (1.8.4 and 1.8.32); in 1.8.4, it is presented
without a lemma and in 1.8.32 it is attributed to Chaeremon, confirming the origin of this
fragment. Both instances of fr. 21 also present slightly different versions of the second verse,
with 1.8.4 giving oUk ¢v xpdvewt {ntotowv éEeupiokeTan and 1.8.32 presenting the verse as
oUK €v xpdvwl Ye {nTouoiv éfeupiokeTal. Nauck’s emendation of 1.8.32 to oUk év xpdveot
Cntouowv y’ eeupiokeTau is almost certainly correct, solving the metrical deficiency of
1.8.32 and with ye omitted in 1.8.4. For similar beliefs that there is nothing among mankind
which cannot be discovered in time cf. Eur. lon 575, Isocr. 4.32, Xenophanes fr. 18 D—K.
Chaeremon’s {ntoUot y’ indicates an important distinction from these previous sentiments,
namely that time does not just reveal things on its own, people need to look as well. The
speaker of fr. 21 is probably talking about secrets, especially guilty ones. For the phrasing of
the first verse cf. ouk €oTiv oUStv TV €v avBpcdoTrors ioov (‘there is nothing among mankind

that is equal’, Eur. Hec. 805).

Fragment 22 — Stob. 1.8.33
ToU auTtolU

xpdvos paldooel mavta k&EepydleTan
The same [i.e. Chaeremon]

Time softens everything and brings it to completion
In manuscript F of Stobaeus’ Anthologium, the lemma toU aUToU separates fr. 22 from fr. 21
indicating fr. 22 is distinct from fr. 21 whereas in manuscript P, fr. 22 is treated as part of fr.
21; cf. fr. 18. Fr. 22 should be treated as a separate quotation from fr. 21, since the sentiment
of fr. 22 is different to that of the final verse of fr. 21. For the softening effect of time cf.

Theodectas fr. 8 TrGF; uaAdoose! is rarely used in drama (cf. Soph. Phil. 1334, Acrisius fr.
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65.2 TrGF, Eur. Alc. 381, 1085, Or. 1201). The sentiment of fr. 22 is expressed in similar
language to craftsmanship; cf. cdomep oidnpov éudAaev kai xprioipov ¢§ axprioTou kai
okAnpoU emoinoev (‘just as one softens iron and makes it useful instead of useless and

brittle’, P1. Resp. 411b—c), Arist. Met. 383a 31-2.

Fragment 23 — Stob. 3.3.17
Xaiprjnuovos

TS Tol Kp&TIoTOV TTAVTAXOU TIUTTéOV

6 y&p ppovédv el mévta ouAAaBcov Exel
Chaeremon

You know that what is strongest always ought to be honoured,;

for one who is sensible has all in his grasp
The first verse is also paraphrased by Tzetzes (lamb. 143). The second line is quoted and
falsely assigned to Sophocles in Mant. prov. 2.36, a collection of Greek proverbs from an
unknown period. This verse is also paraphrased by the thirteenth-century writer Georgius
Pachymeres in his Progymnasmata — Xaiprjucov €pn: mévta t& dyaba év udveol Tédt
PPOVEIV EOTIV ... €3S TTAVTA CUAANTITIKES £v Tijt ppovrioel ¢oTi (‘Chaeremon said that all
good things are in thinking alone ... that everything collectively is contained in wisdom’,
Progymnasmata 3.21 = fr. 40). Since Pachymeres provides a garbled version of line 2 and as
he includes this verse in a discussion about Chaeremon the general, the authenticity of the
line provided by Pachymeres has been doubted (thus Collard (1970) 22). Nonetheless, given
that the sentiments in Pachymeres’ version of line 2 and that provided by Stobaeus are the
same, there is little reason to doubt that Pachymeres paraphrases fr. 23.2. In the Triclinian
version of the manuscript, line 1 is preceded by an additional verse — oUx cos vouiCets, T

ppovelv elTras kakads (‘not as you think, having criticised good sense’). Since manuscripts M
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and A, however, use the lemma Xaiprjuovos to separate this additional line from fr. 23.1, oux
s vouiCels, TO ppovelv elas kakads IS most likely an adespoton, accordingly numbered as
Tr. adesp. fr. 518 TrGF.

The use of the particle Tor with a verbal adjective (in this case TiunTéov) is an
extremely rare combination in Greek literature (Mastronarde (2001) 430), otherwise found

only in the Platonic corpus (Tht. 179d.9, Epin. 983d.5).

Fragment 24 — Stob. 3.4.14
Xaiprjuovos

ov Lo of T1 Wr) CUVIEVTES COPOV
Chaeremon

Those who do not understand anything wise aren’t really alive
In the Triclinian manuscript of Stobaeus’ Anthologium, fr. 24 is followed by fr. 25, Tr. adesp.
fr. 519 TrGF, and fr. 26, treated as if they were a single quotation from Chaeremon. In
manuscripts M and A, however, the lemma ToU avtot is inserted after fr. 24, indicating that
this verse should be considered separate to frr. 25 and 26 and Tr. adesp. fr. 519 TrGF. The
sentiments of frr. 24—6 and Tr. adesp. fr. 519 TrGF differ from one another, with fr. 24
discussing those who do not understand anything wise, fr. 25 talking about the journey to
good thinking, fr. 26 discussing the reaction to failure, and Tr. adesp. fr. 519 TrGF arguing
that one should not behave in a rash manner. Given the different aspects of wisdom treated in
all four fragments, the separation of fr. 24 from frr. 25 and 26 and Tr. adesp. fr. 519 TrGF (as
in manuscripts M and A) and the treatment of fr. 24 as a standalone verse is almost certainly
correct (thus Nauck). Since frr. 24-6 all discuss wisdom, Xanthakis-Karamanos ((1980) 139)
suggested that they may come from the same play. This too should be rejected, given that the

subtitle of this section of Stobaeus’ Anthologium (repi dppooivns, ‘concerning
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thoughtlessness’) means that we should expect sentiments about wisdom to be gathered at
this point in Stobaeus irrespective of original provenance; perhaps the three verses were
quoted together in the source with which Stobaeus consulted, thus explaining their
juxtaposition.

The disparaging comment about those who are not wise suggests that the speaker of
fr. 24 was wise or considered themselves to be; the dismissive nature of this verse suggests
that it was delivered in a sneering manner. For similar sentiments to fr. 24 cf. Ar. Nub. 1201—
3, Cic. Tusc. 5.30. Ccoxow is used in the same way as the modern colloquial usage of the verb
‘to live’; cf. Xen. Mem. 3.3.11, also Mart. 2.90.3 (with Williams) where Martial uses vivere

(‘to live’) with a similar meaning.

Fragment 25 — Stob. 3.4.15
TolU auToU
Trpiv y&p ppoveiv el, KaTappovelv émioTaocal
¢miotaocal codd.: kai ppoveiv emioTaco Tucker
The same [i.e. Chaeremon]

For you know how to despise, before how to think well
In manuscript M of Stobaeus’ Anthologium, fr. 25 is followed by an additional verse — ou
XPT1) TOBOKN TOV TpdTov Alav popeiv (‘one ought not to wear a manner which is too swift-
footed’, Tr. adesp. fr. 519 TrGF); this is treated as part of fr. 25. Following this in manuscript
M is fr. 26, introduced by the lemma toU atToU and then Aesch. fr. 392 TrGF, preceded by
the lemma AioxuAou. In manuscript A, Tr. adesp. fr. 519 TrGF is omitted and fr. 26 is
treated as part of fr. 25; the lemma toU autoU is instead attached to Aesch. fr. 392 TrGF.
There is little reason to doubt the attribution of Aesch. fr. 392 TrGF given the lemma

AioxuAou in manuscript M and so ToU avtou must instead belong to fr. 26 as in manuscript
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M; this indicates that frr. 25 and 26 are two separate quotations from Chaeremon. Tr. adesp.
fr. 519 TrGF found after fr. 25 in manuscript M is unlikely to be part of fr. 25 since they are
both standalone sentiments; the additional verse should instead be considered an adespoton,
numbered accordingly as Tr. adesp. fr. 519 TrGF. The text of fr. 25 has similarly been
doubted, emended to read mpiv y&p ppoveiv €U, kai ppoveiv émiotaco (thus Tucker (1904)
383); there is, however, little reason to alter fr. 25 since it makes sense syntactically and is
metrically sound.

For similar sentiments to fr. 25 cf. Eur. fr. 1032 TrGF. The chiastic arrangement of
ppovelv eV kaTtagppoveiv emphasises the sentiment of this fragment, with the contrasting €U

and katd& in the middle and the infinitive ppoveiv placed either side.

Fragment 26 — Stob. 3.4.17
Tol alTol
opalels y&p oudels el BeBouAeliodan Sokel
The same [i.e. Chaeremon]
Because nobody who has failed is thought to have planned well
Planning well is a skill widely praised in tragedy and antiquity; cf. Soph. Ant. 1050, Eur.
Phoen. 746, [Eur.] Rh. 105, Stevens (1933) 112-13. Some individuals, however, believe that

they have planned well despite their lack of success; cf. Dem. 60.16-22, esp. 21.

Fragment 27 — Stob. 3.12.15
Xaprjuovos

Weudii 8¢ Tols éobAoiow ou mpémel Aéyew
Chaeremon

Good men shouldn’t tell lies

232



For beliefs that good men should not tell lies cf. kakdv T keUbev kou TPds avdpds
eUyevoUs (‘concealment is bad and not the mark of a noble man’, Soph. Aleadae fr. 79 TrGF,
transl. based on Lloyd-Jones), kaAov pgv olv ouk €0t T& weudi] Aéyew (‘lying is not

honourable’, Soph. Creusa fr. 352.1 TrGF), Soph. Phil. 86-111.

Fragment 28 — Stob. 3.20.15
Xaiprjuovos

Nyou &’ év dpyij mavta ylyveoban kaka
Chaeremon

Consider that from anger originates every kind of evil
Second person nyou indicates that the speaker of fr. 28 is speaking to another character
onstage. For similar beliefs about the relationship between evil deeds and anger cf. Arist. EN

1135b 20-2.

Fragment 29 — Stob. 3.20.16
ToU auToU

Spym 8¢ ToAAous Sp&v avaykdlel kakd
ToAAous Stob.: mtoAA& [Men.] Monosticha
The same [i.e. Chaeremon]

Anger forces many men to do evil deeds
Fr. 29 is also preserved in [Men.] Monosticha 578J. Stobaeus’ toAAoUs is preferable to
moAA& given in the Monosticha, since avayk&Cet requires a direct object. If moAA& was the
correct reading, it would most likely agree with kak&, forming the direct object of Spav; this
would deprive avayk&le of a direct object, unlikely since Stobaeus generally preserves

complete sentiments. For similar beliefs that anger forces men to act evilly cf. dpy 8¢
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@avAnt TOAN’ EveoT’ doxnuova (‘petty anger gives rise to many shameful things’, Eur.

Archelaus fr. 259 TrGF, transl. Collard and Cropp).

Fragment 30 — Stob. 3.22.10
Xaiprjuovos

SAwos TO KPETOOOV OUK 8l PPOVETY Héya
Chaeremon

Higher power in general forbids arrogance
For other instances of the gods’ disapproval of arrogance cf. daiucov ... kKouk é&1 ppoveiv
néya (‘god forbids arrogance’, Eur. Andr. 1007-8), piAéet yap 6 Beds T& UTrepéxovTa
TéavTa koAovew (‘god loves to bring down all things which rise above’, Hdt. 7.10e). T
kpetooov is a synonym for 6 8eds. With the exception of this fragment, the singular to
kpetooov is found only in Imperial Greek (cf. Heliod. Aeth. 1.8.4.5, Men. Rhet. 369.5); the
plural oi kpeioooves (vel sim.) is, however, found relatively early (cf. Eur. 1A 596,

Stephanopoulos (1988) 12).

Fragment 31 — Stob. 4.5.4
Xaiprjpovos
coQV Y&p avdpddv Tas auapTtias kakdds
kpivew, T 8’ eikfj Kal HeTd ooUdTis KaKSV
Chaeremon
For it is typical of wise men to judge mistakes fairly,
but to do so randomly and impetuously is bad
For the presentation of other philosophical statements using kaAds/kaxds (vel sim.) cf.

BovAopat &, &vag, kakdds | Spcov eEapapTeiv p&AAov 1j vikav kaxdds (‘I prefer, my lord,
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to fail while doing a task well than to win in a bad manner’, Soph. Phil. 94-5), kakds Cijv

Kpelooov T kaAdds Baveiv (it is better to live badly than die nobly’, Eur. 1A 1252).

Fragment 32 — Stob. 4.22.50
DOiArjuovos

Yuvaika 8&TTev KPeTTTOV ECTIV T) YAUETV
DOiArjuovos Meineke: Xaipripovos codd.
Philemon

It is better to bury a woman than to marry her
This fragment is also cited in the Monosticha (151J). The extreme reaction to marriage
suggests that this fragment has been incorrectly assigned to Chaeremon, instead coming from
comedy (thus Bartsch (1843) 50, Meineke). A quotation from Philemon follows fr. 32 in
Stobaeus’ Anthologium, suggesting to some (e.g. Meineke) that the lemma of fr. 32 should be

altered to ®1Arjuovos.

Fragment 33 — Stob. 4.25.25
Xaprijuovos

Yévorté pot Tés xdpitas amodolval maTpl
Chaeremon

May | have the opportunity to repay my father for his favours
The expectation that a child should treat their parents reverentially and repay the kindness
shown during their upbringing was widespread in antiquity; cf. Eur. fr. 852 TrGF,
Dicaeogenes fr. 4 TrGF, Isocr. 1.14, Reinhold (1970) 347-65 = (1976) 15-54. Children
could, however, be released from this obligation if they were mistreated by their parents; cf.

Antiphon TTepi &AnBeias fr. 44a v.4-8, 14-22 Pendrick, Plut. Solon 22.
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Fragment 34 — Stob. 4.25.31
Xaiprjuovos

<...>
<( com. adesp. fr. 901 PCG )>

BeBatoTépav Exe Thv pihiav pds Tous yovels
Chaeremon

<..>
<.>

Show a firmer love towards your parents
Since the above verse contains three anapaestic feet, inadmissible in tragic iambic trimeters,
it cannot belong to Chaeremon (thus Meineke (1839) 519, Bartsch (1843) 51). Nauck
suggested altering the lemma of fr. 34 to d1Arjuovos, since the quotation in 4.25.30 is by
Philemon. Alternatively, Wachsmuth and Hense inserted a lacuna after Xaiprjuovos
which would have contained a quotation from Chaeremon; this fragment would have been
related to the topic of 4.25 — &11 xpr) ToUs yovels Tfis kaBnkovons Tiuns kataflovchal
Tapa TAV TEKVWY, Kal el év &maoctv auTols meloTéov (‘that it is necessary for parents to be
accorded proper honour among their children, and whether they must be obeyed in all
things’). The lacuna would have also given the author of the above verse, now numbered

com. adesp. fr. 901 PCG.

Fragment 35 — Stob. 4.26.14
Xaipripovos

TPOs UidY SpYT|v OUK EXEl XpN|OTOS TTATHP
Chaeremon

A good father does not remain angry with his son
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This fragment is also quoted in the Monosticha (635J). For similar beliefs that a good father
should not persist in being angry towards his son cf. Eur. Hipp. 9001 opyTis &° éEaveis
Kakfis, &vaf | Onoel, 1o AddioTov coiot PovAevcal déuots (‘quench your terrible anger,
lord Theseus, and consider the best course of action for your house”). The specification of the
father as xpnotds is part of a wider trend which recognised that parents were not always

good towards their children; see on fr. 33.

Fragment 36 — Stob. 4.31.9
Xaiprjpovos
TTAoUTos 8¢ Tpds pév TakdAaoTa TaEs icov
oUK Eoxev &ykov ¢oTe Kai dSENS TUXETY,
&AN’ EoT’ &oeuvos: év 8¢ acappootv PpoTov
11dUs ouvolkelv kai Tv’ eiAnxcas x&piv
1 takéAaoTta Headlam: tas Aas codd. 1 1rés Tucker: Tiuas codd.
3 cwppootv Headlam: 8éoet SA: Scooet M
Chaeremon

But any Wealth going towards licentiousness

does not have the size so that it gets a good reputation,

but is not respected; yet among wise mortals

wealth is sweet to live with and has some pleasure for its lot
The text of fr. 36 as found in the manuscripts of Stobaeus’ Anthologium is incorrect, with line
1 metrically defective and line 3 metrically incomplete by one syllable. uév and &¢ indicate
that fr. 36 was intended as a contrast between the treatment of wealth among two separate
groups. Since lines 1-3 conclude with the statement that wealth is not respected whereas lines
3-4 end with wealth being sweet to live with, the first half of the contrast in fr. 36 must refer

to a negative character trait, the second half to a positive one. The emendation of T&s éAas
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Tinas to TakdAaota més (thus Headlam (1899) 5, Tucker (1904) 383) is thus plausible and
metrically sound, with the kappa in TakéAaota probably incorrect rendered as a lunate
sigma (thus Tucker (1904) 383), the last alpha in TakéAaota mistaken for an iota, and the pi
in ras mistakenly given as the mu in Tiuds. In line 3, 84ce (found in manuscripts S and A)
and 8cboet (found in manuscript M) are similarly corrupt. Headlam ((1899) 5) suggested the
restoration ocoppootv; although this emendation is metrically sound and restores the contrast
present in fr. 36, it remains to explain how ccppoaoiv was corrupted to ddoet.

icov and ouvoikeiv suggest Chaeremon is treating wealth as a deity in these lines in
keeping with his treatment of abstract concepts as divinities; cf. fr. 19. For similar beliefs that
wealth is subject to mismanagement among those of bad character cf. Hes. Op. 320-6, Ar.

Plut. 234-44.

Fragment 37 — Stob. 4.44.3
Xaiprjpovos
oudels &l opukpolol AutreiTal copds
Chaeremon
No wise man gets distressed over trifling matters

For similar sentiments to fr. 37 cf. Tr. adesp. fr. 448 TrGF, [Epicharmus] fr. 264 PCG.

Fragment 38 — Stob. 4.50.60 (transl. Wright (2016) 237)
XaupriLovos

Yépwv yap opyTil Tas UMMPETEIV KAKOS
Chaeremon

For every old man has the vice of being a slave to anger
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For other instances of old men being irascible cf. Soph. Aj. 1017-18 (with Finglass), Eur. Or.
490, Ar. Lys. 1023, Vesp. 2424, 422-4, Knemon in Menander’s Dyskolos (e.g. Dys. 6-34,

81-126, 466-86), Demeas and Nicostratus in Menander’s Samia (e.g. Sam. 360-90, 570-85).

Fragment 39 — Theophr. Hist. Pl. 5.9.4
Buokamva 8¢ T yével pév SAws T Uypda: kai T xAwpa Si& ToUto SUokamva. Aédyw 8¢ T&
Uyp& ta £Aela, olov TAGTavov itéav AeUknv aiyeipov: el kai 1} &umeAos 8Te Uypd SYokamvos.
gk 8¢ Trjs idlas pUoews 6 poivig, dv B kai HAAIOTA Tives UTrelAfjpact dUokaTtvov: 8Bev kai
Xaipnpeov émoinoce

x—u—x TOU TE SUOKATIVLWTATOU

poivikos ek yiis prloportiiTous pAéBas
And generally speaking, woods that are damp give off foul smoke; and for this reason, so too do green
woods. And when | speak of damp woods, | mean the types that grow in marshland, such as the plane
tree, the willow, the white poplar, and the black poplar; for even the vine, when damp, gives off foul
smoke. And by its own nature, so too does the date palm, which some have supposed to give off
smoke that is especially foul, whence Chaeremon wrote

from the ground the root-wandering veins

of the palm with its foulest smoke
The date palm was associated with Apollo, as Leto is said to have rested by this tree on Delos
when giving birth to the god; cf. Hom. Hym. 3.14-18, Ael. VH 5.4. pA¢Res usually describes
blood vessels, but can refer to those of trees; cf. Theophr. Hist. Pl. 1.2.1. pi1logoitnTos is a
hapax. The veins and roots of the date palm were used for magical purposes, binding together
ingredients or body parts (cf. PGM 4.3193-5 and 4.903—4 respectively); perhaps these verses

came from a spell or similar.

Fragment 40: see fragment 23
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Fragment 41 — Cocondrius I7gpi Tpdmeov 789.24-7
aiviyud ... oidv éoTi Xaiprjpuovos:
gapos 1) vUuen, Tekvol Ti HeTh Bépous €5 UoTepov
€V XEIHGOW &’ OlXETaL OUV TGO AVvEUCOL KEKaPUEVT)
&umeAov yap dnAoi dix Toutou
A riddle ... just as in Chaeremon
The bride of spring, she gives birth with summer to a child for the future;
but in the winter she is gone, cut down with the wind

and he indicates a grapevine from these clues

It has been suggested that fr. 41 is textually suspect and thus should not be assigned to
Chaeremon (thus Collard (1970) 22). This is, however, no reason to doubt the authenticity of
these verses. Moreover, the description of the grapevine as the bride of spring and the grapes
as the children of summer corresponds with Chaeremon’s use of familial metaphors in
relation to plant life; cf. Dionysus fr. 5, lo fr. 9. For riddles in drama cf. Eur. Oedipus fr.
540a.7-9 TrGF, Theodectas Oedipus frr. 4, 18 TrGF, Antiphanes Sappho fr. 194.1-5 PCG.

For grapes as children of the vine cf. lon fr. 26.6-16 IEG.

Fragment 42 — Men. Asp. 424-8 (transl. based on Arnott)

AAOZ oUK EoTIv oUBEv delvdv DY’ eitreiv £mmog

oudt abos (Eur. Or. 1-2) 425
2MIKPINHZ aTrokvaiels ov.
AAOZ TaS yap ouppopds

ampoodokiTous Saipoves Sicopioav.
Evpimti®ou toUT’ ¢oTi, TO 8¢ Xa[ipriuovos],
oU TGV TUXOVTWV.

DAQOS There is no tale so terrible to tell
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no suffering 425
SMIKRINES  You’re boring me to death.
DAOS For the gods ordained disasters to be unexpected

The first line is by Euripides, the second by Chaeremon.

They’re no trifling poets!
Initially, fr. 42 was assigned to Euripides as fr. 944a, since both manuscripts of Menander’s
Aspis were defective in their transmission of line 427, which gives the provenance of the
tragic quotations above. In P.Bodmer 25, a lacuna occurred part way through line 427, with
this line presented as Todexal[, whereas in PSI 126, the line was defective, given as to| |
upnuevov. The version found in P.Bodmer 25 is most likely correct and should be restored as
10 8¢ Xa[ipnuovos]| (thus Handley (1969) 104), since Menander does not place two separate
quotations from the same tragedian next to one another in this part of his Aspis (399-428).
Given that ouk €oTiv oUdtv Belwov O’ eitreiv £mmos | oudt Tdbos comes from Euripides’
Orestes (1-2), this means that T&s yap ouppopas ampoodoknTous daipov(es Sijcopioav
cannot have been written by Euripides; instead they must have been the verses attributed to
Chaeremon by Daos. For similar beliefs in the gods causing disasters cf. cuppopai BerjfAaTol
| m&ow BpoTtoiow fj TOT' nABov 1) TéTe (‘god-sent misfortunes come to all mortals at one

time or another’, Eur. Andr. 851-2), Eur. Hippolytus Veiled fr. 444 TrGF.

Fragment 43 — Fragm. Bobiensia, De Versibus 620.7

X—uv— X—u— X—u— —— X—u— u——

pentametrum hypercatalecticum, quod chaeremonion appellatur a Chaeremone tragico

caeli serena qui regat et aureos currus calentibus quadrigis.
The iambic pentameter hypercatalectic, which is called the chaeremonion after Chaeremon the tragic
poet,

he who rules over the serene areas of heaven and the golden chariots with glowing horse teams.
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The above verse is the only example of the chaeremonion metre, the iambic pentameter
hypercatalectic, but its provenance is uncertain. It may be a creation of the author of De
Versibus, an anonymous work on different types of metre, to illustrate the mechanics of the
chaeremonion metre, a Latin translation of a line of Chaeremon’s work, or a line by a Latin
poet who imitates this metre. The iambic base suggests that this line was more likely to have
been spoken than sung and is further evidence of Chaeremon’s metrical experimentation,

with Chaeremon perhaps its creator.
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Theodectas

Introduction

Life and career
OeodékTns, Aptotdvdpou, OaonAitns ék Aukias, pnTwp, Tpamels 8¢ £m Tpaywidias,
nadntns TTA&Twvos kai lookpdTous kai AplotoTélous. oUtos kai 6 'Epubpaios
Naukpdtns kai lookpdTns 6 pritep, 6 AToAAwwidTns, kal Oedmoutos, éml Ths PS”
OAupmddos elmov émTdagov €m MavowAwl, ApTewoias Ths yuvaikds auTou
TpoTpewapévns. kai éviknoe pdAiota evdokipnoas év M <MavowAov> Emé<ypawpe>
Tpaywidial. &AAol 8¢ ool Oedmoutov E€xelv T TpwTeia. dpduaTta St Edi8afe v'.
TeAeuTtdu 8¢ év ABrvais ETY Evds kal W, €Tt ToU TaTpds auToU TepldvTos. Eypawe 8¢ Kai
TEXVTV PIITOPIKNY €V péTPwL, Kal EAAa Tva kaTaAoyddny.
ps” Adler: py” codd. MavowAov Sims emé<ypawe> Sims: elre codd.
Theodectas, son of Aristander, from Phaselis in Lycia, an orator, then he turned to tragedy, a
pupil of Plato, Isocrates, and Aristotle. This man (i.e. Theodectas) and Naucrates from Erythrae
and Isocrates the orator from Apollonia, and Theopompus, in the 106" Olympiad (356/5—
353/2), gave funeral speeches for Mausolus, at the instigation of his widow Artemisia. And
[Theodectas] won, gaining great honour for the tragedy he entitled <Mausolus>. Others,
however, say that Theopompus won first prize. He (i.e. Theodectas) produced 50 plays. He
died in Athens at the age of 41, being survived by his father. He also wrote an Art of Rhetoric
in verse, and some other works in prose.

Su. 6 138 Adler

Theodectas’ home town Phaselis was a Dorian colony in Lycia, situated between modern day

Camyuva and Tekirova in Turkey. His son, Theodectas the younger, was an orator and wrote,
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among other pieces, a seven-book Art of Rhetoric, an encomium for Alexander of Epirus, and
various historical works.”*® The Suda ascribes two other sons to Theodectas: Theopompus
and Carcinus.”** Since Theopompus and Carcinus were, however, respectively rhetorical and
dramatic rivals of Theodectas, it seems unlikely that Theodectas had sons with these names;
perhaps the Suda or its source treated a comic or satirical tradition about Theodectas as

735

biographical fact. In his childhood or early adulthood, Theodectas the elder’> must have left

736 737

Phaselis for Athens where he became a pupil of Isocrates, Plato,”*® and finally Aristotle.
Nothing is known about Theodectas’ time with Isocrates or Plato, though it is likely that
Theodectas fell out with Isocrates before becoming a pupil of Plato, given that Isocrates and
Plato were rivals. In addition, Aristotle is said to have been enamoured of Theodectas for his
beauty.”*®

From Theodectas’ oratorical career, two speeches are known: Apologia and Nomos.
Theodectas’ Apologia was probably an imagined defence speech delivered by Socrates at his
trial in 399, given references to the charge of disregarding the gods in the sole surviving

fragment of this speech.”® Theodectas’ Nomos focused on the Athenians’ treatment of

mercenaries’*® and must have been delivered in or soon after 357, given his mention of

335U, 6 139 Adler.

73480, 6 171, k 394 Adler.

73 Henceforth referred to as Theodectas.

736 Association with Plato has led to the theory that Theodectas wrote the pseudo-Platonic Clitophon, given that
this dialogue corresponds to Theodectas’ views over the function of each section of a speech (thus Geffcken
(1933) 436-8; Slings (1999) 9-10 is rightly sceptical).

37 1t has been suggested that Theodectas the younger was a pupil of Aristotle rather than the elder tragedian
(thus Radermacher (1939) 621, Weissenberger (2002) 311). There is, however, no reason to doubt the statement
in Su. 6 138 Adler, since Aristotle cites Theodectas the elder most frequently of the poetae minores, suggesting
a close relationship (thus Hanink (2014) 199).

8 TokpdTns 8 6 prAdcopos 6 TavTwv kaTappovédv Tod AAkIBL&Sou kdAAous ol ATTwv EoTiv, s kai 6
oepvdTaTtos AplotoTéAns Tol QacnAitou padntol; (‘and is the philosopher Socrates, who holds everything
in contempt, no less enamoured of Alcibiades’ beauty than the most revered Aristotle was of his Phaselian
pupil?’, Athen. 13.566d—e).

39 g5 TroTov iepdv foéPnkev; Tivas Becdv ov TeTiunkev v 1) TOALs vouilel; (‘against what temple has he
behaved impiously? Which of the gods that the state worships, has he not honoured?’, Arist. Rhet. 1399a 8-10);
thus Trevett (1996) 375.

40 811 ToAiTas utv Totelobe ToUs pioBopdpous, olov STpdPaka kai Xapidnuov Siax Thv Emieikeiav:
Puy&das 8 oU TToINoeTE ToUs £€v Tols wioBogdpols avrkeoTa Siamempaypévous; (‘since you make
mercenaries such as Strabax and Charidemus citizens on account of their merits; will you not banish those of
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Charidemus’ Athenian citizenship, an honour granted to the foreign mercenary in this year.’!

742 and

Theodectas’ interest in rhetoric also extended to teaching, writing speeches for a fee,
his composition of an Art of Rhetoric in verse. Although this work no longer survives,
evidence for possible views espoused in it can be found throughout the Aristotelian corpus; it
is summarised by Aristotle in the Theodectea, a treatise discussing Theodectas’ opinions

743 and possibly contributed significantly to Aristotle’s Rhetoric.”** Theodectas’

about oratory,
theories also feature in the works of later rhetoricians. Among Theodectas’ recorded opinions
are his beliefs that verse should not feature in speeches, but that they should nonetheless be
rhythmical and that the orator should focus on eliciting certain emotions and reactions from
his audience in different parts of his speech.’ It is, however, difficult to determine to which
Theodectas each theory on rhetoric should be assigned, since both the elder and younger
Theodectas wrote an Art of Rhetoric, though perhaps there was just one work with this name,
which some attributed to the elder, some to the younger. Nonetheless, those beliefs cited in
the Aristotelian corpus are more like those of the elder Theodectas, given the relationship
between him and Aristotle.

Theodectas was also a tragic poet. Theodectas’ funeral inscription indicates that he
entered dramatic competitions on thirteen occasions and was victorious eight times.”*® The

victor-list for the City Dionysia records that Theodectas gained first prize in this contest on

seven occasions.’” The date of his first victory in this competition was between 372 and 360,

them who have wrought such irreparable misfortunes?’, Arist. Rhet. 1399b 14, transl. Freese); thus Trevett
(1996) 375.

741 Hyp. Dem. 23; thus Parke (1928) 170.

742 Theopompus FGrHist 115 F 25 = Phot. Bibl. 176.120h.35.

43 Kennedy (1958) 287.

74 Solmsen (1932) 144-51.

745 Cic. Or. 172, Arist. Theodectea fr. 133 Gigon.

746 ¢y B¢ xop&v [Tpayikddv] iepais Tpiot kai Béx’ auiAAais | Okt dknpdTous dupedéunv otepdvous (‘and in
thirteen holy contests of [tragic] choruses, I was garlanded with the holy crown on eight occasions’, Steph. Byz.
Ethnica 660.3-4 Billerbeck = FGE 1574-5).

TG 1122325.11.
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with conjectures including 371,78 368,74° and 365;"*° no particular date is preferable. The
eighth victory may have been at the Lenaea or another Athenian dramatic competition.”!
Alternatively, éviknoe udAhiota eudoxiunoas év M eie Tpaywidicn in the Suda should
perhaps be emended to éviknoe udAiota evdokiufioas v i <MavowAov> emé<ypaye>
Tpaywiiat. This would resolve the difficulty in the meaning of the Greek as found in the
manuscripts of the Suda and would mean that Theodectas gained his eighth victory at the
funeral games of Mausolus in 353 with his Mausolus. Theodectas wrote 50 plays, for which
the titles of nine are known: Ajax, Alcmeon, Helen, Lynceus, Mausolus, Oedipus, Orestes,
Tydeus, and Philoctetes. Four additional plays may be conjectured from the lengthier of
Theodectas’ sententious fragments: Theseus,”>? Thyestes,”® Bellerophon,”™* and
Amphiaraus.”™® In addition, pseudo-Aristeas, writing in the second century Bc,”® records that
a tragedian named Theodectas was blinded by God for using content from the Bible in his
own tragedies; "’ the play in question has been conjectured to be Exagoge and the tragedian
Theodectas, the Phaselian poet.”®® There are, however, no grounds to attribute Exagoge to
Theodectas;*® perhaps pseudo-Aristeas found connections between one of Theodectas’ plays

and biblical content and protested that the Word of God ought not to be exploited in the

service of false gods.’®°

748 Wilson (1997) 178, on the basis that each new entry represents a year after the previous last entry. So since
Astydamas |1 was victorious in 372 (IG 112 2325.10), Wilson argues that Theodectas won in 371.

749 Webster (1954) 303, who suggested that each entry records a victory four years after the previous one.

750 Capps (1900) 40, given that, on the basis of each entry representing four years, 365 is the latest possible year
in the period 368-5 for Theodectas’ victory to have occurred.

1 Thus Xanthakis-Karamanos (1980) 20.

52 Cf. fr. 6, Weissenberger (2002) 310.

53 Cf. fr. 9, Ravenna (1903) 801.

54 Cf. fr. 10.

55 Cf. fr. 20.

%6 Thus Hadas (1951) 3-54.

57 Ep. 316.

%8 Thus Graetz (1876) 340.

5 Thus Jacobson (1983) 16.

760 E.g. Theodectas’ Bellerophon may have been connected with Gen. 39.
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Theodectas’ fragments indicate clear rhetorical influence. He uses the fallacy of
division (see on fr. 2.4, fr. 5), rhetoric of a defence speech throughout fr. 3,’% and a
structured argument in fr. 8, where Theodectas sets out the issue which the fragment is to
discuss (1-3). He then justifies why the gods do not punish individuals immediately (4-6)
and explains how the absence of immediate divine punishment allows the true nature of an
individual to be revealed (6-9). Admittedly, the rhetorical nature of Theodectas’ play may
partially be owed to the preservation of many of these fragments in Aristotle’s Rhetoric.’®?
Nonetheless, the quotation of fr. 8 in Stobaeus’ Anthologium shows that the seeming
prevalence of rhetorical features in Theodectas’ verses is not solely due to provenance.

Theodectas’ tragedies also show that he was an innovative poet, adapting established
mythological traditions and even the nature of the tragic genre itself. Theodectas’ Philoctetes,
for example, presents the title character as wounded in his hand rather than in his foot as had
previously been the case. Theodectas’ transferral of Philoctetes’ wound would have
significantly altered the visual effect of the play, with the title character able to walk freely
around the stage rather than hobble as in previous dramatic versions. Theodectas’ Mausolus
was equally innovative. It is one of only a few known plays with a premiere outside
Athens,’®® and, given poor relations between Athens and Mausolus’ regime, Theodectas’ play
may not have had an Athenian reperformance.’® In addition, Theodectas’ Mausolus was
written for a tyrant, with other examples of such commissions including Aeschylus’ Women
of Aetna, Euripides’ Archelaus, and Python’s Agen. Unlike these other plays, however,
Theodectas’ tragedy was part of a competition instituted by a woman, Artemisia; this is the

only known occasion on which a woman was involved in the sponsorship of tragedy.

761 Thus Xanthakis-Karamanos (1979) 75.

762 Thus Wright (2016) 166; e.g. Theodectas’ Alcmeon fr. 2, Helen fr. 3, Orestes fr. 5.
763 Cf. Aeschylus’ Women of Aetna, Euripides’ Archelaus, Python’s Agen (fr. 1 TrGF).
764 Thus Xanthakis-Karamanos (1980) 17; cf. Diod. Sic. 16.7.3.
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The Suda states that Theodectas the elder died in Athens at the age of 41 and was
survived by his father, Aristander. The attribution of this information to the elder Theodectas
is, however, doubtful, given remarks made by Plutarch on the visit of Alexander the Great to

Phaselis:

auTos 8¢ AAéEavdpos v Tals émoToAals oudty ToloUToV TepaTeuoduevos OdoTrolfjoal
pnot v Aeyouévnv KAipaka kai 8ieABeiv dpurjoas ek PaonAidos. 816 kai wAeiovas fuépas
gv T méAel SiéTpiyev év als kai OeodékTou TebunkdTos (v 8¢ PaonAitng) i8cov eikdva
AVaKEIHEVTIV €V AyOopdl, HETA BEITTVOV ETMEKOUAOE HEBUV Kal TAV OTEPAVWV ETMEPPIYE
ToAAoUs, oUk &xapv gv Taudi&l Amodidous Tiufv Tt yevopévnt 3I° AploToTéAny kai

pthocogiav opiAial Tpods TOV &vdpa.

And Alexander himself in his letters makes no such prodigy of [the seas parting for him], but
he says that he marched along the so-called Ladder and that he passed through it, having set
out from Phaselis. This was the reason he spent several days in the city, during which he noticed
that a statue of the deceased Phaselian Theodectas stood in the agora, and after dinner, while
drunk, [Alexander] led a band of revellers to the statue and garlanded it in many of their crowns,
thus in pleasantry returning no ungraceful honour for the association with the man which he
owed to Aristotle and philosophy.

Plut. Alex. 17.8 (transl. based on Perrin)

This passage provides a terminus ante quem for Theodectas’ death: 335. If Theodectas died
close to 335, then taken with the Suda’s statement concerning the length of Theodectas’ life,

this would mean that the elder Theodectas was born ca. 376,”% impossible given that his first

785 Thus Smith s. v. Theodectas.
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victory in the City Dionysia was between 372 and 360. So the Suda’s remark that Theodectas
lived for 41 years and Plutarch’s description of Alexander’s trip to Phaselis should be
assigned to the younger Theodectas; ® the elder Theodectas might have lived ca. 405-330,
his son 376-335.7%" Alternatively, since Plutarch does not indicate when the statue was
erected, Theodectas may have died many years earlier, perhaps shortly after his victory with
Mausolus in 353.7%8 This would place his birth ca. 390,7%° reconciling the information in the
Suda with that provided by Plutarch. Regardless, Theodectas the elder was interred on the
Sacred Way on the route to Eleusis; his tomb was adorned with statues of Homer and other

famous poets.’®

Reaction and reception

Fourth-century reaction to Theodectas and his plays was largely positive. Theodectas’ seven
victories in the City Dionysia make him one of the most successful tragedians to have entered
this competition, after Sophocles, Carcinus 11, and possibly Astydamas Il. Assuming that his
victories were gained with at least a trilogy on seven occasions at the City Dionysia, then
Theodectas would have been victorious with around twenty-one of his plays, representing a
roughly one-in-two victory rate. By this criterion, Theodectas was the most successful fourth-
century tragedian, his victory rate higher than the one-in-five victory rate of Carcinus Il and
the one-in-six victory rate of Astydamas II. Moreover, Theodectas’ eight victories in thirteen
competitions represents a 61.5% victory ratio, comparable to those of Aeschylus (13 victories
in 19 Dionysia entries = 68.4%) and Sophocles (18 Dionysian and 6 Lenaean victories = 84

victorious plays out of 123 = 68.3%), and far surpassing Euripides. Theodectas’ success in

766 Thus Radermacher (1939) 62, Weissenberger (2002) 311.
767 Thus De Strycker and Slings (2005) 94.

768 Thus Capps (1900) 40.

769 Thus Webster (1954) 303.

70 [Plut.] Vit. X Orat. 837c.
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the City Dionysia may have been the reason for his tomb being surrounded by statues of
Homer and other poets, emphasising Theodectas’ poetic prowess.

Theodectas’ careers as a tragedian and an orator were also discussed in fourth-
century literature, with Theopompus describing how he was a contemporary of both Isocrates

71 and with

and Theodectas and how Theodectas taught oratory and wrote speeches for a fee
Antiphanes mentioning the art of Theodectas in his Carians.’’?> Nonetheless, the reaction was
not entirely positive, with the historiographer Onesicritus criticising Theodectas for stating
that the sun was the cause of the Ethiopians’ dark skin and curly hair.””® Theodectas’ works
are, however, used most frequently by Aristotle. In his Poetics, Aristotle cites Theodectas’
Tydeus as an example of recognition from inference and twice discusses the plot of
Lynceus,’’* once without reference to Theodectas;’” this suggests that Lynceus was so well
known that it did not require specific attribution to Theodectas.”’® In his Rhetoric, Aristotle
mentions the arguments deployed by Odysseus and Ajax in Theodectas’ Ajax’’" and cites
Theodectas’ Alcmeon fr. 2 and Orestes fr. 5 to illustrate the fallacy of division;’’® Aristotle
also quotes from Theodectas’ Apologia and Nomoi.””® Finally, Aristotle uses Helen fr. 3 to
illustrate the difference between absolute and relative nobility in his Politics’®® and in his

Nicomachean Ethics, Aristotle shows how Theodectas’ Philoctetes succumbed to the pain of

his wound.”®! The number of quotations and references to Theodectas in the Aristotelian

1 EGrHist 115 F 25.

72 ou8’ aioyUvetal | & TOV HpdkAeitov T&ow EEnyoupevos, | 6 THv OeoBékTou HdVos AVEUPTIKGS TEXUTV,
| & T& kepdAaia ouyypdgev Eupimidm (‘he is not ashamed, that man who expounded Heracleitus to all, who
was the sole discover of the art of Theodectas, who wrote the summaries for Euripides’, Antiphanes Carians fr.
111.2-5 PCQG).

8 FGrHist 134 F 22 = fr. 17.

774 14552 4-10 (= Tydeus fr. 5a); 1452a 11-29; 1455b 24-32 (= Lynceus frr. 3a ll, 1).

775 1452a 11-29.

776 Thus Sommerstein (2002) 61.

771399b 20-30; 1400a 23-9 (= Ajax frr. 1a 1, I1); and possibly 1416b 9-15 (= Ajax fr. 1a I; thus TrGF 1 p. 230).
78 1397b 2-5, 1401a 35-1401b 2.

719 1399a 8-10, 1399b 1-4.

780 1255a 35-8.

781 1150b 6-9 (= Philoctetes fr. 5b I).
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corpus make Theodectas the most cited tragedian of the poetae minores.’®? Admittedly, this
may be as a result of the close relations between Avristotle and Theodectas, 3 but Aristotle’s
frequent use of Theodectas nonetheless shows Theodectas’ prowess as a poet and orator. The
esteem in which Aristotle held Theodectas is also shown by Aristotle’s composition of a
treatise about Theodectas’ rhetorical views, the Theodectea, and by Aristotle introducing
Alexander the Great to Theodectas’ works. "8

In the centuries after his death, Theodectas’ tragedies continued to enjoy a positive
reception. His works were quoted by a variety of authors, with Hermippus recording fr. 18,
Tryphon citing Orestes fr. 5, and Strabo giving fr. 17. In addition, Orestes fr. 19 is included
in a miscellany dated to the second century Bc and fr. 20 is found in a florilegium dated to the
same period. A fragmentary booklist from Rhodes dating to the second century BC has also
survived, listing Theodectas’ Techne, perhaps his Art of Rhetoric, among its inventory.’®® The
transmission of Theodectas’ Techne and the quotation of Theodectas’ verses indicates that
Theodectas’ tragedies and his other works enjoyed a positive response from a wide variety of
authors. Theodectas and his views on oratory also continued to be discussed in this period.
Theodectas was included in Hermippus’ On the Pupils of Isocrates, which describes
Theodectas’ skill in creating and answering riddles,’®® and Valerius Maximus alleges that
Aristotle gave one of his treatises to Theodectas to pass off as his own, but Aristotle became
jealous of Theodectas’ success.’®’ Cicero notes that Theodectas forbade the use of verse in

speeches, but argued that they should be harmonious nonetheless,”® and Dionysius of

Halicarnassus describes how Theodectas divided language into three parts: nouns, verbs, and

782 By comparison, Aristotle mentions Astydamas Il only once, Carcinus Il four times, and Chaeremon five
times.

783 Thus Hanink (2014) 199.

784 Plut. Alex. 17.8; thus Capps (1900) 41.

85 NSER 11.11.

8 Fr. 69 FHG.

87 Val. Max. 8.14(ext).3.

8 QOr. 172.
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connecting words such as conjunctions, prepositions, and particles.’® Dionysius also
recounts how Theodectas imitated Isocrates’ style, criticising Theodectas as not worthy of
comparison with Isocrates.”® In addition, Quintilian shows how Theodectas believed that
speeches should be magnificent (ueyalompetris) and sweet (115Us)"*! and Philodemus cites
Theodectas for his belief that prose and verse works deal with similar content, but can be
distinguished by the use of poetic diction.”®? The focus on Theodectas’ beliefs concerning
oratory shows his importance in rhetorical theorisation among later generations and his
position as a pivotal figure in the development of oratory; this in turn may have led to the
preservation of many biographical details about Theodectas.

From the Second Sophistic onward, Theodectas and his plays continued to be
discussed by a variety of authors, whereas Theodectas’ speeches and his theories concerning
oratory are not found in any source from this period. Plutarch notes that Theodectas was a
pupil of Isocrates and describes Theodectas’ tomb.”® Pausanias gives further details about
Theodectas’ tomb and Athenaeus describes how Aristotle was enamoured with Theodectas
and records comments made about Theodectas in Antiphanes’ Carians.’®* The preservation
of these biographical details indicates that Theodectas was known during this period and that
details concerning his life continued to be transmitted, whereas those of his contemporaries,
such as Chaeremon and Carcinus |1, were increasingly rare. A similar amount of information
is found in later sources, with Photius noting that Theodectas was a tragedian and recording
Theopompus’ comments concerning Theodectas’ career,’®® Stephanus of Byzantium giving

similar details about Theodectas’ life to those found in the Suda entry above and preserving

789 Comp. 2.

790 1sae. 19.

1 Inst. 4.2.63.

92 Tepi TTomuéreov 3 fr. 15 Janko.

%8 [Plut.] Vit. X Orat. 837c, Alex. 17.8.
794 Paus. 1.37.4, Athen. 13.566d, 4.134b.
795 Bjbl. 260.486b.40, 176.120b.35.
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Theodectas’ funeral inscription,’®®

and with the Suda giving a brief biography of Theodectas.
The large amount of details provided by these later writers is unusual for a fourth-century
tragedian and though these authors are reliant on earlier sources for their information, they
nonetheless show that Theodectas continued to be known in Late Antiquity at a time when
many of his contemporary tragedians were not.

Theodectas’ plays were also quoted and discussed during and after the Greek Imperial
period. Among the writers citing Theodectas are Athenaeus,’®’ Porphyry,’®® Clement of
Alexandria,”®® and Stobaeus.®®° Evidence also exists for more detailed engagement with and
the transmission of Theodectas’ plays during the Greek Imperial period. In his Attic Nights,8
Aulus Gellius notes that Theodectas wrote a tragedy entitled Mausolus, which was extant
when Gellius was writing and which Hyginus is said to have regarded as better than
Theodectas’ prose works.8% This shows that Theodectas’ Mausolus continued to be
transmitted as late as the second century AD. The preservation of the entirety of a fourth-
century tragedy is unparalleled during the Greek Imperial period, where only excerpted

scenes from this period of drama were transmitted.2%® Hyginus’ praise of this eulogistic

biographical tragedy for a tyrant is similarly without precedent.

796 Steph. Byz. Ethnica 660.3 Billerbeck = FGE 1574.
97 Oedipus fr. 4, frr. 6, 18.

%8 Alcmeon fr. 1b.

9 Fr, 16.

800 Frr. 7,8,9, 10, 11, 12, 123, 13, 14, 15, 16.

801 10.18.5 (= Mausolus fr. 3b).

802 Exempla fr. 12 Funaioli.

803 See on Carcinus’ Medea.
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Commentary

AlAZ

Fragment 1a | — Arist. Rhet. 1399b 20-30 (transl. based on Freese)
&AAos TO ol Evek’ &v ein 1) yévolTto, TouTou éveka pdval elval 1) yeyevijobal, olov i oin &v Tis
T v’ d@eAduevos Autmoni, 80ev kai ToUT eipnTal,

ToAAoTs 6 Baiuwv ol KaT’ elvolav epépuov

peydAa 8idwoow eUtuxrjuat’, GAN va

Tas ouppopas AdPwotv émeaveoTépas
kai TO €k ToU MeAedypou Tou AvtigpddvTos (fr. 2 TrGF)

oUx s kTdvwol B1ip’, &g 8¢ pdpTupsEs

apeTrs YévwvTtal Mehedypwt pods EAAGSa
Kal TO &k ToU AlavTtos Tol OeodékTou, 8T1 6 Alourdns Tpoeileto Oduocéa oU Tiucdv, aAN’ iva
HTTeov Mt 6 dkoAoubov: évdéxeTal yap ToUTou éveka Trotfjoat.
Another topic consists in maintaining that something is or has arisen thanks to something thanks to
which it could be or arise. For example, if one were to give a gift to another individual so that he
might grieve him by taking it back, from where it is said,

For many people it is not through goodwill that god, bearing much good luck,

bestows i,

but so that they may suffer more striking disasters
And this from Antiphon’s Meleager

Not so that they can Kill the beast, but so that they may become witnesses

to Greece of Meleager’s valour
And there is an example of this in Theodectas’ Ajax, the claim that Diomedes chose Odysseus, not out

of esteem, but so that his companion would be inferior; it is possible that he did it for this reason.
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2 Arist. Rhet. 1399b 28 Rabe

6 OeodékTns Aéyel, 8T 6 Aloundns EAaPe Tov OBucota eEeABcov eis TO EAeiv Tva Tpeoikdv, &te
gkp&Tnoe kai TOov AdAwva, oU TIHGY Kail TTPOTIMGY auTdy Tou Alavtos, &AN’ va it 6
AakoAoubdv aUTdl EAETTWV.

Theodectas says that Diomedes chose Odysseus when going out to capture some Trojan, when he
defeated Dolon among others, not because he honoured and preferred him over Ajax, but rather so

that his companion would be inferior to him.

Arist. Rhet. 1416b 9-15

Koo 8¢ T BlaB&AAovTi kai T dmoAuopéveol, ETEIdT) TO auTo EvdéxeTal TAEIOVLV Eveka
Tpaxdijval, Tédi utv SiaPaAovTi kakonbioTéov Emi TO xeipov ékAauBavovTi, T 8¢
atroAvopéval ¢l 16 PéATIov, olov 811 6 Alouridns Tov ‘'OBuoccéa rpoeiAeTo, T pév 11 dikx T
&protov UtrohauPBdvev Tov 'Oducoéa, Tt 8 811 oU, AAAA Bi&x TO HOVOV [ AVTAYWVIOTETV €5
pavlov.

Another method is common to the accuser and the person defending themselves, since it is possible
that the same thing has been done for many reasons. For the accuser, he must make the matter seem
bad by interpreting it in the worst possible manner, whereas the one defending himself must take it in
a better way, for example regarding the fact that Diomedes chose Odysseus [to accompany him on the
night time raid on Troy], for one side, that it was because Diomedes supposed Odysseus the best,
whereas for the other side, it was not, but Diomedes chose him because Odysseus alone was not a

rival, since he was of little worth.

Fragment 1a Il — Arist. Rhet. 1400a 23-9 (transl. based on Freese)
&AAos tois mpodiaPePAnuévols kai avbpcoTrols kai Tpdypaoty, fj okolUal, TO Aéyew Ty aitiav
ToU TTapaddEou éo0Tv ydp T1 81 & paivetar: oiov, UoBeBAnuévns Tvds TOV auTiis uidy, Sik TO

aotéaleoban £8dkel ouveival T pepakicol, AexBévtos 8¢ ToU aitiou ¢EAUOn 1} BiaBoAr: kai olov év
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T AlavTt TG OeodékTou ‘OBucoeUs Aéyel TTpds TOv Alavta 16TI avdpeldTepos cov ToU
AlavTtos o Sokel.

Another topic when people or deeds are attacked by slander, or seem to be, consists in stating the
reason for the false accusation; for there must be a reason for the apparent guilt. For example, when a
mother has secretly given away her own son, she appeared to associate with the lad with a view to
embraces, but the slander dissipated when the reason was stated; and for example in Theodectas’
Ajax, Odysseus says to Ajax why he was braver than Ajax, though he was thought not to be.

The arguments recorded by these passages relate to Iliad 10, in which Diomedes selects
Odysseus as his companion to spy on the Trojan camp, choosing him because of his
enthusiasm and his support from Pallas Athene.®%* The accusation (presumably by Ajax) that
Odysseus was a poor warrior and Odysseus’ statement that he was braver than Ajax suggests
that the two warriors are at odds and thus that Theodectas’ Ajax treated their dispute over the
arms of Achilles;®% frr. 1a I and 1l may plausibly record arguments found in the agon, but
this cannot be corroborated.®% Prince’s hypothesis that Theodectas’ play was a ‘response’ to
Antisthenes’ Judgement of the Arms,%” a work comprising speeches delivered by Odysseus
and Ajax in which they each justify why they should be awarded the arms of Achilles, is
speculative. It has also been suggested that Theodectas’ Ajax was the inspiration for
Pacuvius’ and Accius’ Award of the Arms plays.8% There is, however, no reason to favour
association between Theodectas’ Ajax and these later tragedies and Aeschylus, Sophocles,
and Euripides are otherwise preferred as the models for Accius’ and Pacuvius’ plays.3%

For Ajax in drama see on Astydamas’ Aias Mainomenos. Odysseus and Diomedes

often feature together in tragedy, appearing in the pseudo-Euripidean Rhesus in the fourth

804 1. 10.218-53, esp. 243-5: méys &v Emert’ 'OBuoiios £y co Beiolo Aaboiuny, | ob mépt pév Tpdppeov kpadin
kal Bupnds &ynveop | év Tavteoot Tévolol, piAel 8¢ € TTaAAas ABrvn (‘how then could I forget about godlike
Odysseus, whose heart and heroic courage surpass in all deeds, and Pallas Athene loves him?”)

805 Thus Capps (1895) 299.

806 Thus Xanthakis-Karamanos (1979) 72.

807 (2015) 199.

808 Thus Jebb (1896) xlviii, Capps (1895) 299.

80% Thus Warmington (1936) 172, 358.
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812

century and in Sophocles’ Laconian Women,8'° Euripides’ Philoctetes,3!* Scyrians,®'? and

possibly Aeschylus’ Palamedes®? in the fifth century.

AAKMEWN

Fragment 1b — Porphyr. Philologus Akroasis fr. 408 Smith in Euseb. Pr. Ev. 10.3.19
OeodékTns év AAkuaicovi pnot

ocar)s v v PpoTtoioty Unveital Adyos,

@5 oUdEv ¢oTiv &BAIOTEPOY PUTOV

Yuvaikos
Theodectas says in his Alcmeon:

A clear maxim is repeated among mortals

that there is no creature more wretched than

awoman

Fragment 2 — Arist. Rhet. 1397b 2-5
Bel oKOTIETV Xopls el &Elos 6 Taboov Tabeiv kai 6 Tojoas Toifjoal, eita xpfiobal OTToTEPLOS
apUOTTEL EvioTe yap SlapuVEel TO TOoUTOV Kai 0UdEV KwAUEL, COOTEP £V T AAKuaicovt TEI
OcodékTou

<B> unTépa 8¢ T orv oUTis éoTUyel PpoTdiv;
@noi 8¢ atmokpIvdUevos

<AAKMEWN> <d&mavTtes>, &AA& SiahaPdvTa xpr) OKOTElv.
gpouévns 8¢ Tijs AApeoiPoias

<AAOD.> meds ... ;

810 Fr, 368 TrGF with Lloyd-Jones (1996) 196-7.

811 Dio Or. 52.14 = test. iib TrGF.

812 Hyp. Eur. Scyrians (= test. iia TrGF) with Luppe (1982) 265-71.
813 Scodel (1980) 43-61, Sommerstein (2000) 123.
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UmoAaBcov prow
<AAK.> TNV uév Bavelv Ekplvav, éug 8¢ ur) kTaveiv
1 Alphesiboeae haec verba tribuit Nauck 1 oUtis F: oUTos A
2 amavtes Nauck: pdAiota y’ Van Herwerden
It is necessary to consider separately if the one who has suffered deserves to have suffered and the one
who has instigated the suffering should have done so, then to use whichever way fits; for sometimes
there is a difference in such a thing and nothing prevents it, just as in Theodectas’ Alcmeon
<B> And is there no mortal who hated your mother?
And he [Alcmeon], replying said
<ALCMEON> ... but it is necessary to make a distinction and look.
And when Alphesiboia asked:
<ALPHESIBOIA> How ... ?
He, in reply, said
<ALCMEON>  They judged that she should die, but that I shouldn’t be the one to

kill her

> Arist. Rhet. 1397b 2-5 Rabe
6 OeodékTns TPayKOs v ... © AAkUaicv vids flv Tol Auplapdou Tod HAVTEWS, O ATTEKTEIVE TNV
aUToU UnTépa. “kai oUdtv KwAUel” Blapvelv youv Tov uév TaBdvta Sikaicos Tabeiv, Tov d¢
TomjoavTta un Sikaicos Totfjoal. eiodyel 8¢ 6 OeodékTns TIvd EpwTaVTA TOV AAKuaicwva

<B> oUBEels TGV AvBpOTToV £0TUYEL TNV UNTEPQ TNV OTV;
“pnoi 8¢ amokpivduevos”

<AAKMEWN> TO vai. Téds EoTUYEL
ToUTO ToU AploToTéAous.

“&AA& SiaAaBévTa”

kol SieAdvTa idial TOV Tabdvta kai iSial TOV TojocavTa

“Xpm) okoTeiv”
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el kal 6 Tabcov &iws Emabe kai 6 Tojoas &icws émoinoe: TouTo yap dnAol T Ti toTi TO
oupBaivov. elta Tapeiodyel 6 OeodékTns TV AApesiBolav épwTddoav
<AAD.> Kal Téds ot kaTékpvav, o AAkuaicwov;
6 8¢ AAkuaicov UroAaBcov pnot
<AAK.> B16TL TNV pev Ekpvav agiav Tol Baveiv cos pavAny, gue 8¢ ouk &Elov
gkpvav ToU KTaVelv TNy unTépa, AN’ Ud &AAou £8el poveubiival auTrv.
1 EpipUAn fv 1) uritnpe ToU AAkpaiwvos.
Theodectas was a tragic poet ... Alcmeon was the son of the seer Amphiaraus and killed his own
mother. “And nothing prevents it”: there being a difference, i.e. that the one who has suffered
deserves to have suffered, but the one who inflicted the suffering is not right to do so. And Theodectas
introduces someone asking Alcmeon:
<B> And is there no mortal who hated your mother?
“And he [Alcmeon], replying said:”
<ALCMEON> Yes. How did anyone hate her?
This is from Aristotle.
“but making a distinction”
and distinguishing between the one who has suffered on one side and the one who has inflicted the
suffering on the other
“it is necessary to look”
to see whether the person who has suffered deserves to have done so and whether the person who has
inflicted the suffering is right to have done so. For this clarifies what the result is. Then Theodectas
introduces Alphesiboia asking:
<ALPHESIBOIA> How did they judge you, Alcmeon?
And Alcmeon said in reply:
<ALCMEON> They judged that she deserved to die because she was bad, but they judged
that I was not right to kill her, but she should have been killed by another’s

hand.
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And Eriphyle was the mother of Alcmeon.
The presence of Alphesiboia in fr. 2 indicates that Theodectas” Alcmeon was set in Psophis
and thus after Alcmeon’s matricide.®'* Alcmeon’s ability in line 4 to recognise that, in the
view of the unspecified group to whom he is referring, while his mother deserved to die, he
should not have been the one to kill her shows that he was rational by this point in the play
and thus probably cured of his madness through purification by King Phegeus.8!® So Alcmeon
can largely be reconstructed as follows. Theodectas’ play must have focused on the title
character’s arrival at Psophis, seeking purification for his crimes and freedom from the
madness which had befallen him, in whose grips he may have been shown in the course of
the play.®1® King Phegeus must have then granted his request and the play may have ended
with the wedding of Alphesiboia and Alcmeon.8!’

Attempts have also been made to place fr. 1b within the plot of Theodectas” Alcmeon.
The generalising statement in fr. 1b, potentially contrasted (cf. uév) with a specific issue
relevant to the plot, mimics the first lines of other tragedies,®'® suggesting that these lines
open Theodectas’ play. Conjectures for the speaker of fr. 1b include Alphesiboia,?

Alcmeon,8%0

and Eriphyle.®? In the case of Eriphyle, fr. 1b would have to be delivered before
her death, meaning that the play would have been initially set in Argos, with the scene later
changing to Psophis.®?? Attribution of fr. 1b to Eriphyle should thus be rejected since there is

no evidence for a scene change in Theodectas’ play. Assignment of these verses to Alcmeon

and Alphesiboia should similarly be treated with caution, given the gnomic nature of fr. 1b.

814 Thus Xanthakis-Karamanos (1979) 71.

815 |bid.

816 Thus Schadewaldt (1952) 56; cf. Soph. Alcmeon fr. 108 TrGF.

817 Thus Xanthakis-Karamanos (1979) 71.

818 Cf. Soph. Tr. 1-5 with Davies, Easterling (1974) 42-3.

819 Thus Welcker (1841) 1075.

820 Thus Ravenna (1903) 794.

821 Thus Xanthakis-Karamanos (1980) 152.

822 Thus Xanthakis-Karamanos (1980) 152; cf. Aesch. Women of Aetna, Eumenides.
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Fr. 10 has also been assigned to Alcmeon,®?® but the mention of enmity between the speaker
of those lines, a man, and his wife does not seem to fit with any part of the Alcmeon myth.
Finally, it has been suggested that Theodectas’ Alcmeon inspired Ennius’ Alcmeo, since both
plays featured madness scenes.?4 As, however, other plays also portrayed Alcmeon in the
grip of madness, Ennius’ Alcmeo cannot be securely associated with Theodectas” Alcmeon.

For Alcmeon in drama see on Astydamas’ Alcmeon.

Fragment 1b

ocagrs wev év BpoTtoio Upveital Adyos echoes Theodectas fr. 16.1-2 TrGF, in which
Theodectas similarly states that a well-established sentiment, that of the fortune of mortals
being insecure, is widely known; as with fr. 16, Theodectas notes how well the maxim is
known (frr. 1b.1, 16.1-2) before presenting it (frr. 1b.2-3, 16.3). ca@r)s pév év BpoTtoicw
Unveital Adyos (vel sim.) is also found more widely as a way of introducing sentiments; cf.
Adyos pév ot dpxaios avbpcdtwv gaveis (‘there is a clear, well-established saying among
men’, Soph. Tr. 1 with Davies), Eur. Hel. 18, Pacelli ad loc. For the wretched lot of women
cf. Eur. Med. 231 yuvaikés éopev abAicoTaTtov putév (‘we women are the most unfortunate
creature’), Hipp. 627, Pacelli ad loc. Eur. Med. 230-1 most likely inspired fr. 1b given that
qpuTov is rarely used of people (cf. Aesch. Supp. 281) and as Porphyry and Eusebius quote

Eur. Med. 2301 alongside fr. 1b.

Fragment 2
1: ¢pcotéovTa found in the preamble to line 1 in the scholium indicates that the speaker is

male (marked as B in this commentary). Given, however, that Alphesiboia is the speaker of

823 Thus TrGF 1 p. 231, 235.
824 Frr. 13a, b Warmington; thus Ribbeck (1875) 197-9, Schadewaldt (1952) 56.
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line 3 and as Aristotle does not indicate the gender of the character delivering line 1, Nauck’s
attribution of line 1 to Alphesiboia is plausible. oUTis found in manuscript F of Aristotle’s
Rhetoric is preferable to oUTtos in manuscript A (thus TrGF 1 p. 231), since oUTis makes
better sense in the context of line 1; oUTis is also found in the scholium to these lines, making
it an earlier reading and thus more likely. The prominence of untépa in line 1 in conjunction
with orjv highlights that it is Alcmeon’s own mother whom he has killed. Enmity towards
Eriphyle arose from her role in persuading Amphiaraus to fight at Thebes despite knowing
that he would die, accepting from Polynices the necklace of Harmonia as a bribe for doing so
(Stat. Theb. 8.104-5).

2: Aristotle does not quote the whole of the second line. The scholiast’s t6 vai is not
proper Greek and would render the line unmetrical, meaning that it cannot have been found in
the lacuna. Nonetheless, it and contrasting conjunction &AA& suggest that the lacuna in line 2
probably featured nothing more than an agreement that Eriphyle was indeed hated (thus
Nauck, TrGF 1p. 231), with the extant portion of the line explaining why this was not reason
enough for Alcmeon to kill Eriphyle. Possible restorations include &mavtes (thus Nauck) and
n&Alotd y’ (thus Van Herwerden (1862) 78); Nauck’s conjecture is preferable since
Alcmeon would then confirm that everyone hated his mother. For the importance of
examining a situation by the sum of its parts, cf. coomep yap év Tois &GAAois TO oUvBeTov
HéXPL TGV douvbéTeov dvdykn Siaipeiv (‘just as, in all other things, it is necessary to
examine the whole of an object down to its constituent parts’, Arist. Pol. 1252a 18-20).
SiaAauPdve is otherwise used on only one other occasion in tragedy (Eur. El. 373) and is
similarly rare in comedy (cf. Ar. Eq. 262, Antiphanes Parasite fr. 182.4 PCG, Athenio
Samothracians fr. 1.30 PCG).

3: Line 3 as preserved in the scholium to Arist. Rhet. 1397b 2-5 is a scholiastic

paraphrase (thus TrGF 1 p. 231).
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4: Aristotle’s version of line 4 is most likely correct (thus Nauck) whereas Alcmeon’s
reply in the scholium is unmetrical, most likely expanded by the scholiast to elucidate
Alcmeon’s defence. For similar arguments to line 4 cf. dikaia pév vuv 118’ Exel, ou 8 oUxi
Spaus (‘this woman has what’s right, but you are not doing what’s right’, Eur. El. 1244),
Buydtnp 8 eun Bavouo’ Empagev Evdika, | AAN oUxi Tpds ToUT  eikds v auTrv Baveiv
(‘my daughter is justly dead, but it was not right for that man to kill her’, Eur. Or. 538-9).
The sentiment of line 4, that Eriphyle should have died, but not at her son’s hands, is
emphasised by the parallel structure used in each clause, with the pronouns referring to each
individual (Trjv and éu€) taking prominence and the infinitives 8aveiv and ktaveiv placed

after their respective particles.

EAENH

Fragment 3 — Arist. Polit. 1255a 21-38
8N & dvTexduUevol Tives, cos ofovTal, dikaiou Twds (O yap vopos Sikaidv Ti) Ty kaTtd TOAeHov
SouAeiav TiBéaot ikaiav, &ua 8’ ol pactv Ty Te yap apxrv evBéxeTal ur| Sikaiav elvat Téov
ToAéucov, kai TOV Avdagiov Soulelelv oudaucds av gain Tis SoUAov elvar e 8¢ urj, oupPrjoeTal
ToUs eUyeVeOTATOUS elval dokouvTas dovAous elval kai ¢k SoUAcov, éav oupPiit pabijvat
Angbévtas. 8i6mep auTous oU BovAovtal Aéyelv ovAous, GAA& Tous BapBdpous. kaitol dTav
ToUTO Aéywolv, oubtv &AAo Cntotow ) TO puoet Boulov Smep €€ apxiis eiTouev: avdykn yap
glval Tvas pdval Tous pév Tavtayol SovAous Tous & oUdapol. ToOv autdv 8¢ TpdTrov Kai Trepl
gUyeveias: aUToUs pgv yap o pdvov TTap’ auTols elyevels AAA& TTavTaxoU vouifouoiv, Tous 8¢
BapBdpous ofkot pévov, cos év Tt TO pEv &TTAGS elyeves kal éAelBepov TO 8 oux &TTAGS, CdoTEP
kai 1) ©eodéxtou EAévun pnoi

Beicov &’ &’ augoiv ékyovov pilwudTwov

Tis &v TpooeTeiv &ELcdoeiey A&TPLY;
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But there are some people who cling, so they think, to some form of justice (for law is a form of
justice) and who assert that enslavement in war is just, and at the same time they deny this; for it is
possible that the origin of wars is not just, and no-one at all would say that the man who does not
deserve to be a slave is a slave; otherwise, it would happen that the men thought to be the noblest
would be slaves and descended from slaves, if they happened to be captured as prisoners of war and
sold. Therefore, they do not wish to assert that they are slaves, but that barbarians are. And yet,
whenever they say this, they are seeking nothing other than natural slavery of which we spoke at the
beginning; for they must say that there are some who are slaves in all respects whereas others are not.
And the same principle can be applied to nobility; for Greeks consider themselves noble not only
among themselves, but everywhere in the world, whereas barbarians are noble only in their own
country, so that there is nobility and freedom which is absolute and that which is relative, just as
Theodectas’ Helen says:

Born from divine roots on both sides,

who would dare to call me a slave?
Aristotle is almost certainly referring to a Helen play by Theodectas in fr. 3, citing it by its
title character.82® Helen’s reference to herself as a slave indicates her low social position in
Theodectas’ Helen, with this play perhaps treating the aftermath of the Trojan War,8%
focusing on Helen’s perspective. The invocation of Helen’s divine lineage alongside mention
of slavery and the framing of her remarks as a rhetorical question suggest that fr. 3 comes
from a defence speech delivered by Helen in which she sought to avoid being enslaved;®’
perhaps Menelaus was onstage at the same time as Helen’s speech, having previously argued

that Helen should become a slave as punishment for her involvement in the Trojan War.8?

829

Pacelli’s® suggestion that Theodectas’ Helen presented Helen’s residence in Egypt, with ft.

825 Cf. Poet. 1453b.33 (= Astydamas Alcmeon fr. 1b 1), 1455a 267 (= Carcinus Amphiaraus fr. 1d).
826 Thus Xanthakis-Karamanos (1979) 75.

827 |bid.

828 Cf. mpooeimeiv, thus Xanthakis-Karamanos (1979) 75.

829 (2016) 90.
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3 similarly being used to ward off Theoclymenus and the tragedy following the plot of
Euripides’ Helen cannot be correct since Theoclymenus wanted Helen as a wife, not a slave.
In the fourth century, Helen featured in eponymous plays by Diogenes of Sinope and
Anaxandrides and in Alexis’ Helen, The Seizure of Helen, and The Suitors of Helen. In fifth-
century drama, Helen appeared in Euripides’ Helen, Trojan Women, and Orestes, Sophocles’
Helen’s Wedding, The Rape of Helen, The Demand for Helen, and Laconian Women,%

Aeschylus’ satyric Proteus, Ion’s Watchmen; she also featured in Philyllius’ Helen, and

Cratinus’ Dionysalexander and Nemesis.

Fragment 3

1: The prominence of Helen’s lineage, featuring in the first line of this fragment and before
mention of her impending enslavement, reinforces Helen’s overall argument by emphasising
her divine ancestry and thus making any suggestion that she should become a slave appear
somewhat ridiculous. Helen’s appeal to her divine parentage to evade punishment also means
that she seemingly avoids declaring her innocence in the Trojan war which may be
contentious, but instead focuses on irrefutable facts for which she cannot be challenged.
Helen’s use of her divine parentage contradicts the sentiment found in fr. 15 that it is one’s
actions that determine whether someone is noble rather than their birth (Xanthakis-
Karamanos (1980) 148). am’ augoiv emphasises that Helen’s divine lineage includes her
father Zeus and her mother Leda, whose grandfather was Ares (Apollod. Bibl. 1.7.7); in other
traditions, Helen’s mother is Nemesis (Cypria fr. 10 GEF). For am’ augoiv in tragedy cf.
Eur. IT 1369, Meleager fr. 520.3 TrGF. piCcopa is rarely found in pre-Imperial Greek

literature; Aeschylus (Sept. 413) and Theodectas are the only tragedians to use this word.

830 Some of these titles are probably alternatives for the same play (thus Lloyd-Jones (1996) 69, 72).
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Although piCcoua usually describes the roots of a plant (cf. Theophr. Caus. PI. 3.4), it can be
used metaphorically to describe one’s family (cf. Aesch. Sept. 413).

2: The delay of A&Tpw to the end of the second trimeter contrasts with 6eicov,
prominent in the first line (thus Pacelli ad loc.). For other instances of Helen being referred to
as a slave cf. S8oUAn kabéotnk’ (‘I have become a slave’, Eur. Hel. 275), un 8oUAeue cols
SovAois, &vag (‘don’t serve your slaves, lord’, Eur. Hel. 1428), both of which are spoken by

Helen.

AYTKEYZ2

Fragment 3a | — Arist. Poet. 1455b 24-32

goT1 8¢ Tdons Tpaywidias TO pév Séois TO 8¢ Avois, Ta pev EEcobev kai Evia TGV €éocobev ToAAGKIs
1 8¢ots, TO 8¢ Aottrdv 1) Avois: Aéyw 8 Séow piv elval v &1’ &pxiis HEXP! TOUToU Tou pépous &
goxaTtdv ot ¢§ oU ueTaPaiver eis euTuxiav fj eis atuxiav, AUow 8¢ Tiv &1d Tiis &pxiis Tiis
peTaPdoews péxpt TéAous: cOoTrep €v TG Auykel T OeodékTou déols utv T& Te
TpomeTpaypéva Kal 1) ToU Taudiou Afjyis kai &AW 1 avtév aitiaots, Avois 8’ 1) &1d Tiis
aiTidoews Tol BavaTtou péxpt Tol TéAous.

And there is complication and resolution in every tragedy, and the complication comprises those
events which happen outside the play and often some of those within it, and the remainder is the
unravelling. And | define the complication to be from the beginning until the last point before which
there is change to good fortune or to bad, and the unravelling to be from the beginning of this change
until the end; just as in Theodectas’ Lynceus the complication is all of the events which have
happened before and the capture of the child and again the accusation against them [i.e. Lynceus and

Hypermnestra], and the unravelling is from the accusation of murder until the end.
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Fragment 3a Il — Arist. Poet. 1452a 11-29

giol 8¢ TGOV pUbeov ol pev &mhol ol 8t memAeyuévor kal yap ai Tpdgets cov wiprioeis oi piboi eiow
Utdpxovuotv eUbUs ovoal Tolabtal. Aéyco 8¢ &mAfv utv Tp&Ewv fs yivouévns cOoTep coploTal
ouvexoUs kai Hids &veu TePITeTElas fj avayvwpiopol 1 HeT&Baocts yiveTal, TemAeypévny 8¢ € s
METO AvayvwplopoU 1} TEPITETEIas T} Guoiv 1) HeT&Paois éoTv. TaUta 8¢ el yiveohan € aUTrs
Tfis oUCTAOCEWS ToU HUBov, COOTE €K TGV TTpoyeyevnUéveov oupBaivew 1 €§ avdykns 1 KaTd TO
eikds yiyveobal Talta: Siagépet yap oAU TO yiyveobar Tade Si&x TEBe 1) uete Téde. €omi B¢
TEEPITTETELX LEV T Ei§ TO EvavTiov TAV TPATTONEVV HeTaRoAT kabdTep eipnTal, kai ToUTo 8¢
cOoTep Aéyopev KaTd TO eikds 1) dvaykaiov, ofov év Tédl Oidimodi éABcov cos eUppavcdv TOV
Oidimouv kai admaAA&Ecov Tol Tpds Ty unTépa edPou, SnAcdoas 8s fv, TouvavTiov émoinoev:
Kal év T AUYKel 6 pév dydpevos cos amobavoupevos, 6 8t Aavads dkoAouBv cos ATTOKTEVGIV,
TOV HEV OUVERN K TAOV TeTpayévewv atmobaveiv, Tov 8¢ cwbijvat.

And of the types of plot, there are simple and complex; since the actions of which the plots are
imitations are already of such a kind. And | define as simple an action which is continuous, as has
been defined, and singular and its change happens without reversal or recognition, whereas by
complex, | mean that where the change occurs with reversal or recognition or both. And these things
should happen from the very structure of the plot, so that they happen from what went before either
from necessity or according to what things are likely to happen; since it greatly differs whether these
things happen because of what went before or after what went before. And a reversal is, as has already
been stated, a change to the opposite of what is happening, and this, as we have said, according to
probability or inevitability, just as in Oedipus when a person comes to make Oedipus happy and
intending to rid him of fear concerning his mother, but makes the opposite happen, by showing
Oedipus who he was; and in Lynceus, when he (i.e. Lynceus) is led off to die, and Danaus
accompanies him to kill him, but the outcome of the action is that [Danaus] died and the other

character is saved.
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The Lynceus play mentioned in fr. 3a II is almost certainly Theodectas’,3! since he is the
only dramatist known to have produced a tragedy with this title. The details provided by frr.
3a I and II allow the plot of Theodectas’ Lynceus to be largely restored. Fr. 3a | indicates that
there was a discussion of previous events (t& te mpomempaypéva), most likely a speech
recounting the Danaids’ plot to kill their husbands and Hypermnestra’s decision to disobey
her father Danaus and thus save Lynceus’ life. These events must have been a year or so in
the past, since when Danaus ruled Argos, Lynceus was in hiding, and Hypermnestra was
either in hiding too or managed to conceal her pregnancy and delivery of Abas (cf. Pamphile
in Menander’s Epitrepontes). A child was then captured (most likely Abas) along with
Hypermnestra and Lynceus.®3? Hypermnestra and Lynceus were then charged with capital
offences, with the trial forming the agon of the play.8® Fr. 3a Il indicates that Lynceus was
convicted and led off for execution by Danaus. While offstage, however, Danaus was killed
and Lynceus was saved. The play probably ended happily,®* with Hypermnestra, Abas, and
Lynceus all reunited as a family onstage, the threat of Danaus eliminated, and Lynceus
probably acceding to the throne of Argos.

Three other sources have also been attributed to Theodectas’ Lynceus, the first of
which is fr. 8.8% The generic discussion about delayed divine retribution in fr. 8 could,
however, be found in many of Theodectas’ plays, meaning that it should not be associated
specifically with Lynceus.®%® The second source is a Lucanian krater dated to the second half
of the fourth century. The vase painting depicts a male character, holding a sword, about to
execute another man, while a woman and boy carry a throne. The woman and child have been

identified with Hypermnestra and Abas securing the throne of Argos, the man holding the

81 Thus Nauck.

832 Thus Xanthakis-Karamanos (1980) 54, Karamanos (2007) 120.
833 Thus Xanthakis-Karamanos (1979) 74.

834 Thus Paton (1901) 275, Baum (1921) 366.

835 Thus Del Grande (1934) 198.

836 Thus TrGF 1 p. 234.
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sword as Lynceus, and the second man as Danaus.?%’ The lack of character labels, however,
means that such a reconstruction is speculative and the actions of the woman and child on the
vase painting do not appear to be reconcilable with the hypothesis that they are securing the
throne; so this krater should not be associated with Theodectas’ Lynceus. The final source is a
scholium to Euripides’ Orestes which tells of the trial of Danaus for orchestrating the deaths
of the sons of Aegyptus.®3 Karamanos suggested that the mention of a trial involving Danaus
and the prominent role of Lynceus in the scholium’s account indicated that its version of the
myth derived from Theodectas’ Lynceus.®% The lack of mention of Lynceus’ son Abas, his
wife Hypermnestra, and the insertion of Inachus into the narrative of the scholium suggest
that it is unlikely to be related to Theodectas’ tragedy.

As previously noted, Theodectas’ Lynceus is the only fourth-century tragedy to
explore the Danaid myth. In the fifth century, Aristophanes produced Danaids and Aeschylus
composed a tetralogy on the Danaid myth, comprising The Suppliants, The Sons of Aegyptus,

and the Danaids, with Amymone as the satyr play.

MAYZWAOZ

Fragment 3b — Gell. NA 10.18.5

Id monumentum Artemisia cum dis manibus sacrum Mausoli dicaret, agona, id est certamen laudibus
eius dicundis, facit ponitque praemia pecuniae aliarumque rerum bonarum amplissima. Ad eas laudes
decertandas venisse dicuntur viri nobiles ingenio atque lingua praestabili, Theopompus, Theodectes,
Naucrates; sunt etiam qui Isocratem ipsum cum his certavisse memoriae mandaverint. Sed eo

certamine vicisse Theopompum iudicatum est. Is fuit Isocratis discipulus. Extat nunc quoque

837 Thus Webster (1954) 304, Xanthakis-Karamanos (1980) 54.
8% 3 Eur. Or. 872 Schwartz.
83% Karamanos (2007) 122-5, also Pacelli (2016) 108-9.
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Theodecti tragoedia, quae inscribitur Mausolus; in qua eum magis quam in prosa placuisse Hyginus
in Exemplis [fr. 12 Funaioli] refert.

When Artemisia dedicated this sacred monument to the soul of Mausolus, she instituted an agon, that
is to say a competition in singing his praises, and she set very generous prizes of money and other
goods. Men distinguished for their genius and excellent eloguence are said to have come to compete
in praising him, Theopompus, Theodectas, and Naucrates; there are even some who attest that
Isocrates himself competed with them. But in this contest, it was judged that Theopompus was
victorious; that man was a pupil of Isocrates. There is still extant today a tragedy by Theodectas,
which is entitled Mausolus, in which Hyginus in his Examples reports that he was more pleasing than
in his prose works.

Conjectures for the plot of the play include a story about Mausolus, son of Helios,®*° the
apotheosis of the deceased king,®** or a historical or biographical tragedy®*? focusing on an
episode from Mausolus’ life,2*3 an ancestor of the same name as the late monarch,? or his
family’s claim to be Greek.?*> All suggestions are, however, speculative given the lack of
testimonia for the plot of Mausolus or fragments from this play; Theodectas’ tragedy,
however, would have almost certainly been in praise of its subject.®*® Theodectas’ Mausolus
is the only known play with this title, though fourth-century plays with a biographical theme
are otherwise attested, with Python writing a satyr drama entitled Agen, which satirised
Alexander’s disgraced former treasurer Harpalus and his lust for courtesans.?*’ In the fifth
century, historical dramas were similarly rare, with Aeschylus’ Persians and Phrynichus’

Sack of Miletus and Phoenissae the only known examples. Interest in biographical plays

840 Thus Ruzicka (1985) 184.

81 Thus Hornblower (1982) 261, 335-6; cf. Euripides’ Archelaus fr. 228a.17-25 TrGF.

842 Thus Snell (1971) 137.

843 Thus Cropp (2005) 291.

844 Thus Webster (1956) 65.

845 Thus Ceccarelli (2013) 301.

846 Thus Ullman (1942) 30.

847 Dionysius | is said to have written tragedies about the death of his wife Doris (frr. 9—10 TrGF) and his
encounter with Plato (fr. 11 TrGF), though the citation of all three fragments in Lucian makes their existence
doubtful.
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continued after the fourth century, including Lycophron’s Menedemus, Moschion’s

Themistocles and Pheraioi, and the ‘Gyges’ fragment.

OIAITIOYZ

Fragment 4 — Athen. 10.451f

kav T Oidimodi 8¢ Tijl Tpaywidial THv vUKTa Kal TN 1uépav eipnKev aiviTTOUEVOS
eiol kaofyvntat Sittal, v 1) pia TikTel
TV £Tépav, aUTr) 8¢ TekoUo’ UTTO TTodE TekvoUTal

And in the tragedy Oedipus, [Theodectas] speaks of night and day in a riddling way as follows:
There are twin sisters, one of which gives birth to

the other, and she who has given birth is herself born from this one

Fragment 18 — Athen. 10.451e (= Hermippus fr. 77 Wehrli)
OceodékTny 8¢ TOV GaonAitnv enoiv "Epuitrmos év Tols mepi TGV lookpdTous pabntdv (fr. 77
Wehrli) ikavcotaTtov yeyovéval dveupeiv Tov TpoPAnbévta ypipov kai autov TpoBaleiv éTépols
emdeEicos, olov TOV Tepl Tiis oKI&s, Epn Yap elval Tva puotv, 1j Trepl TNy Yéveow kai @bioiv éoTi
neyioTn, Tepl 8¢ TNV akunv éAaxiotn. Aéyel 8’ olTcos

Tis pUoIs oUB’ Soa yaia pépel Tpopds olf’ doa mévTos

oUTe BpoToioiv éxel yvicwv aufnow opoiav,

&AN’ £v pév yevéoel TpwTOooTOpw! EOTi ueyioTn,

év B¢ péoails akpals HIKpd, Yripal 8¢ Tpds auTddl

nop@iit kai ueyéfet peiCcov TéAw éoTiv &mavteov; 5
5 peiCeov C: peiCov A
And Hermippus says in his books about the pupils of Isocrates that Theodectas the Phaselian was very

capable at solving any riddle put before him and at skilfully posing riddles for others, for example the
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one about the shadow, for he said that there is something whose nature is greatest at its birth and
death, but smallest in its prime. He says the following

What creature is there that is not among those who the nurturing earth nor the sea

bear,

and whose limbs do not grow like those of mortals,

but when first born, it is at its biggest,

in the middle of its prime, it is small, and as it goes towards its old age

it is again bigger in form and size than all? 5
The riddle in fr. 4 may be the Sphinx’s, with Theodectas’ Oedipus focusing either on Oedipus
solving the Sphinx’s puzzle, with the Sphinx delivering it onstage,3*® or on Oedipus’
downfall, with the riddle quoted as part of an account (possibly in the prologue) of the events
before his kingship of Thebes.?* Fr. 18 has also been attributed to Theodectas’ Oedipus,®*
since it is a riddle and in hexameters like fr. 4. Moreover, the description of shadows at birth,
a high point, and old age in fr. 18 has been compared to the Sphinx’s riddle about man, which
refers to a man at birth, in the middle of his life, and in old age.®! For Oedipus in drama see

on Carcinus’ Oedipus.

Fragment 4

These lines are also quoted in Tryphon 77goi Todmeov 3.193.26-7, AP 14.40 (without
reference to Theodectas), and Georgius Choeroboscus 77epi Tpodmeov 3.253.26; Athenaeus’
citation of these verses is derived from Clearchus who probably had easy access to examples
from Theodectas via Aristotle. AP 14.40 preserves two additional lines — cbote kaoryvriTas

ovoas Gua Kai ouvopaipous, | alTokaotyvhTas Kol kal untépas eivatl (‘so that being

848 Thus Pacelli (2016) 126.

849 Cf. Soph. OT 35-6.

850 Thus Ravenna (1903) 798, Webster (1954) 303.

81 arg. Eur. Phoen., arg. Soph. OT; thus Xanthakis-Karamanos (1980) 99.
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sisters and of one blood, they are their own sisters and mothers alike’). These additional
verses should be rejected (thus TrGF 1 p. 232) since they repeat the content of the first two
lines; the awkward repetition of kaoiyvntati (vel sim.) three times over four lines also
suggests that the additional verses in AP 14.40 are a later creation. The unnatural relationship
between day and night may be allegorical, alluding to the incestuous relationship between
Oedipus and Jocasta (thus Xanthakis-Karamanos (1980) 98); cf. Soph. OT 457-60. For
riddles in drama see on Chaeremon fr. 41 TrGF; for dactylic hexameters used in riddles cf.
Eur. Oedipus fr. 540a.5-10 TrGF, Antiphanes Sappho fr. 194.1-5 PCG, Drury (1985) 897.
For dactylic hexameters in tragedy cf. Soph. Phil. 839-42, Eur. Antiope fr. 182a TrGF, Snell
(1971) 167, for other word games in tragedy cf. Chaeremon frr. 14b, 41 TrGF. The use of
different forms of tiktc encourages the riddling nature of fr. 4 and complicates and
convolutes the expression of these lines. Nonetheless, 1 pia, v éTépav, avtr, and Tijode
serve as useful signposts to clarify whom each part of the riddle refers to and thus to allow
the puzzle to be conveyed without being completely incomprehensible. For other
representations of day and night as sisters, cf. untép’ éunv TikTw kai TikTopal: eipi 8¢
TauTns | &AAoTe pév peiCwov, &AAoTe petoTépn (‘1 give birth to my mother and I am born
from her; sometimes | am bigger than her, sometimes | am smaller’, Anonymous AP 14.41),
which also uses TikTco to describe the relationship between the two. The depiction of day and
night as two sisters, each begetting the other, is a variation on the usual tradition in which
night gave birth to day, but not vice versa; cf. Hes. Th. 124 (with West), Soph. Tr. 94-6 and
cf. Aesch. Ag. 265 (with Fraenkel) for night giving birth to dawn. This fragment does,
however, reflect the perpetually symbiotic relationship between the two entities; cf. Hes. Th.

749-66, Philostr. Imag. 1.11.
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Fragment 18

Xanthakis-Karamanos ((1980) 99-100) suggested that these verses did not come from
tragedy, since Hermippus does not cite it as a tragic fragment and as Athenaeus refers to the
fragment which follows (Oedipus fr. 4) as explicitly coming from a tragedy — ké&v téa
Oidimod: 8¢ Tijl Tpaycwidial (‘and in the tragedy Oedipus’). Nonetheless, there is no reason
to doubt that fr. 18 is tragic, with Athenaeus’ citation of Oedipus fr. 4 as explicitly coming
from a tragedy not necessarily intended to show that Oedipus fr. 4 was tragic in origin
whereas fr. 18 was not.

1-2: For similar representations of shadows to lines 1-2, cf. Plut. de fac. 936a, for
earth as a nurse, cf. Hom. Hymn 30.1, for comparison of abstract concepts with humanity, cf.
Theodectas fr. 12.4-5 TrGF.

3-5: év ptv yevéoel mpeToomdpal, év 8¢ péoats akuais, and yrpai 8¢ mpods auTddl
refer to different stages in the day, most likely describing sunrise, midday, and sunset
respectively. For other uses of the progression of time in riddles cf. arg. Eur. Phoen., arg.
Soph. OT. For similar descriptions of shade throughout the day, cf. Plut. de fac. 935f, [Arist.]
Pr. 15.9 912a 35-912b 4. mpwtoomdpeot is emphatic, given yevéoer; Theodectas is the only
author to use pwToomdpos in pre-Imperial Greek literature. peiCcov found in manuscript C
of Athenaeus’ Deipnosophistae is preferable to ueiCov given in manuscript A, since the

subject of lines 3-5 is feminine (cf. e.g. ueyiotn) whereas peiCov is neuter.

OPEXTHZX

Fragment 5 — Arist. Rhet. 1401a 35-1401b 2

&AAos TO Binipnuévov ouvTiBévTa Aéyev 1) TO ouykeipevov SiaipolvTa. Emel y&p TauToOv Sokel
elvat ok dv TauTd ToAAAKIS, STTOTEPOV XPNOIUTEPOV TOUTO el TrolEly. 0Tt 8¢ ToUTO

EvBudrinou Adyos, ofov 16 eidévar 81 Tpiipns év TTeipael éoTiv, EkacTov yap oidev. kai TOV T&
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OTOIXETQ EMOTAUEVOV OTI TO ETTOS OIdEV, TO Yap Emos TO auTd £0TIv. Kal émel TO Sis ToocoUTov
VoOoddes, UNde TO Ev paval Uylewodv elval, &ToTov yap el T& dYo ayaba Ev kakdv éoTiv. oUTw
HEV OUV EAEYKTIKOV, COBE B¢ BelKTIKOV, OU ydp €TV Ev &y abov Svo kakd. SAos 8¢ 6 TéTos
mapaAoyloTikds. TéAw 16 TToAukpaTous eis Opacufoulov, Ti TpidkovTa TUPEVVOUS
kaTéAuoe, ouvTiBnol ydp. fj TO év Téd1 ‘Opéotni T OeodékTou ék Siaipéoecds Ydap EoTv

dikadv éoTiv, 1jTis &v kTeiv TOOWY,

<Tautnv Bavelv, uidv Te TiInwpPETY TTaTPI>
oukoUv kal TadTa kai TeMpaxbal, ouvTteBévTta yap ows oukéT Sikatov.
2 TavTtn Baveiv, uidv Te Tinwpelv TaTpi Wilamowitz: amrobvrjioke Tavtny, kai Té Tatpi ye
TiHeoPEiv TOV vidv codd.
Another error is derived from joining what is divided or from dividing what is joined together. Since
often what appears to be the same is not the same, it is necessary to adopt whichever solution is more
useful. This is the argument of Euthydemus, for example that one can know that there is a trireme in
the Piraeus, because he knows each, [i.e. the Piraeus and the trireme]. And that when one knows the
letters, one knows the word, since the word is the same thing as the syllables. And saying, since twice
as much is unhealthy, that not even one is healthy, since it would be absurd for two good things to
make one terrible thing. And this argument can be used in that way for refutation and in the following
for demonstration, for two bad things cannot make one good thing. And the whole topic is fallacious.
Again, consider the statement made by Polycrates to Thrasybulus, that he defeated thirty tyrants, for
he combines them. Or there is that example from division in Theodectas’ Orestes

It is just <that a woman>, who has killed her husband,

<should die, and that a son should avenge his father>
Hence also that these things have been done, but perhaps if they are brought together, they are no

longer just.
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Fragment 19 — P.Oxy. 13.1611 fr. 17
Oeodék]|T[n]s 8 &v Opéotn|i
mepl  JaTelas pnow

.bnv Umo
AWS[u]uos B¢
all supplements are by Grenfell and Hunt
And [Theodec]t[a]s in his Oreste[s
[about ... says

I was ... by
[bu]t [D]id[y]mus
The attempt to justify matricide in fr. 5 shows that Theodectas’ Orestes treated the death of
Clytemnestra at the hands of Orestes and the aftermath given Aristotle’s mempax6aui, with the
speaker seeking to defend Orestes’ actions.®°2 Fr. 19 has also been attributed to Theodectas’
Orestes.?53 The surviving lemma shows that the text comes from a work entitled Orestes,
with the letters T and s indicating its author. Since Theodectas is the only known writer
whose name ends with these letters, ©eodéx]t[n]s is the likeliest restoration of the lacuna,®®*
meaning that the Orestes mentioned in the miscellany is an Orestes tragedy by Theodectas;
this fragment, however, adds little to our understanding of Theodectas’ play. For Orestes in

drama see on Carcinus’ Orestes.

Fragment 5
When quoting fr. 5, Aristotle provides an unmetrical version of line 2 — amwobvrjiokev

TauTnv, Kal TAL TaTpl Ye TIMWPETY TOV vidv; perhaps Aristotle was summarising Orestes’

852 Thus Xanthakis-Karamanos (1979) 68; Xanthakis-Karamanos’ suggestion that fr. 5 came from a trial scene is
possible, but must be treated with caution since it is based on the hypothesis that Theodectas’ rhetorical career
influenced his plots.

83 Thus Grenfell and Hunt (1919) 132.

84 |bid. 137.
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argument in the second line or paraphrasing the verse from memory, thus explaining the
garbled rendering of the verse. Wilamowitz (unpublished manuscript cited in TrGF 1 p. 232)
emended the line to the version found in this commentary. For similar arguments to fr. 5 cf.
Eur. Tr. 1031-2, Theodectas Alcmeon fr. 2.4 TrGF. 8ikaiov is pointed, given that Orestes’
matricide is unjust, but the speaker is defending Orestes; cf. Aesch. Eum. 610, Eur. Or. 576—
8. The demonstrative pronouns tjtis and TaUtnv skilfully avoid reference to Clytemnestra,
thereby allowing for omission of the fact that she is Orestes’ mother and reducing her to a
generic woman whose murder of her husband renders her deserving of punishment. The
references to Clytemnestra solely by demonstrative pronouns may highlight the speaker’s
hatred of her by removing her title of mother; this contrasts with the speaker’s description of
Agamemnon as ratpi and wéow and Orestes as vidv. The pronouns jtis and Tadtnv also
allow the speaker to set out the case for Orestes committing matricide without any prejudices
surrounding the morality of the act affecting the listeners’ views on Orestes’ actions, i.e. the
matricide is described in generic terms relating to a hypothetical situation. Finally, by
omitting mention of Clytemnestra as Orestes’ mother and highlighting the relationship
between father and son, the perception of Orestes’ matricide can be altered from that of a
morally indefensible act to one which has been or will be committed out of filial devotion.
The conclusion implied in these lines, that the son was right to kill the woman, may have
been applied after this fragment onto Orestes’ case to argue that his matricide is not

automatically unjust.

Fragment 19
Supplements are owed to Grenfell and Hunt (1919) 137. The possible restoration of
ANW3[u]uos in line 2 may be the name of a grammarian (thus Grenfell and Hunt (1919) 137),

and therefore not part of the quotation from Theodectas’ Orestes (pace TrGF 1 p. 237); this is
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also emphasised by &[¢ which shows that the author of the miscellany may be transitioning

into a quotation from Didymus.

TYAEYZ

Fragment 5a — Arist. Poet. 1455a 4-10

TET&PTN B¢ 1) €k ouAAoyiopol, ofov év Xongdpots, 8T Spotds Tis EAAubey, Spotos 8¢ oubeis GAN’
1) OpéoTtngs, oUtos &pa éAjAubev. kai 1} TToAuidou TolU copioTou mepi Tijs Ipryeveias: eikds yap
€pn 1OV ‘OpéoTtn ouAdoyicacBal T H T &deAgn TN kai aUtdd oupBaivel BUecbal. kai év TG
OeodékTou Tudel, 8T1 éABov cos eUpriowov TOV Uid auTds amdAAvuTail.

And the fourth type [of recognition] is from inference. For example, in [Aeschylus’] Choephoroi, that
someone similar has come, but no-one is similar except Orestes, and so Orestes has come. And there
is the idea of Polyidus the sophist about Iphigenia; for he says that it is likely that Orestes reasoned
that his sister had been sacrificed and that it happens that he was being sacrificed as well. And in
Theodectas’ Tydeus, that having come to find his son, he himself was dying.

Aristotle indicates that Theodectas’ Tydeus presented a father, on the cusp of death, looking
for his son. The reunion was either between the exiled Tydeus and his father Oeneus®® or
between a fatally wounded Tydeus and his son Diomedes.®*® Hence the play may have
focused on an episode from the life of Oeneus or from the expedition of the Seven against
Thebes when Tydeus was wounded by Melanippus and subsequently died due to
Amphiaraus’ scheming.®” A reunion between Oeneus and Tydeus is likeliest, since Aristotle
attests that the father has travelled to find his son, corresponding with traditions in which

Oeneus travelled in old age,®® and as at the time of Tydeus’ death, Diomedes was a child and

thus would not have been at Thebes to allow a recognition scene between father and son.

85 Thus Perrin (1909) 399.

856 Thus Xanthakis-Karamanos (1980) 58.

87 Apollod. Bibl. 1.8.5, = Pind. Nem. 10.12b Drachmann.
8% Apollod. Bibl. 1.8.6.
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Theodectas’ Tydeus is the only known play with this title. Nonetheless, Tydeus may have
appeared in Sophocles’ Hipponous as an infant®° and is mentioned in Aeschylus’ Seven
Against Thebes, Sophocles’ Oedipus at Colonus, and Euripides’ Phoenissae, Suppliant
Women, and Oeneus.®° For Tydeus in Greek literature see further Hutchinson on Aesch.

Sept. 377-421.

OIAOKTHTHZ

Fragment 5b I — Arist. EN 1150b 6-9

oU yap el Tis ioxupcov kai UtrepPaArAlouccov ndovérv NTTaTal ij Aumtédv, BaupaoTtdv, dAA&
OUYYVWHOVIKOV €l AvTITElVCOV, doTep 6 OeodékTou PIAOKTHTNS UTO TOU ExECOs TTETANYHEVOS
For it is not surprising if someone is defeated by strong and excessive pleasures or grief, but it is
excusable if he did so after resisting, just as when Theodectas’ Philoctetes has been struck by the

viper

Aspasius ad Arist. EN 1150b 6-9 = p. 133.5-9 Heylbut

ou yap &l Tig UtrepBaiAoucdv dAyndovewv fTTaTal 1] Auttédv Baupdoiov GAA& ouyyveouns
&Elov, olov €l Tis cdotrep 6 Tapd T OeodékTnt DIAOKTHTNS UTIO THis EXEWS TTETAPUEVOS KPUTITELY
BouAduevos Tous Trepi TOV NeoTrTdAepov péxpt Hév Tivos auTéxel, UoTepov 8¢ oUx UTToUEVwY TO
Héyebos TGOV aAyndoévwv pavepds yivetal.

For it is not surprising if someone is overcome by excessive pain or grief, but it is worthy of pardon,
for example just as Theodectas’ Philoctetes who was bitten by the viper and wished to hide it from the
men accompanying Neoptolemus held out up to a point, but later, unable to endure the magnitude of

his pain, revealed himself.

859 See further Finglass (2018) 66.
860 Aesch. Sept. 375-96, Soph. OC 1315-16, Eur. Phoen. 131-8, 419, 1119-22, 1141-52, 1165-7, Supp. 136,
144, 148, 901-8, Oeneus fr. 558 TrGF.
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Fragment 5b 11 — = Arist. EN 1150b 6-9 = p. 436.33-5 Heylbut

6 OeodékTns Tpaykds Ny, kal Tapdyel T xeipa dednypévov Tov Aok TNy UTd Spews, kai

MEXPL MEV TTOAAOU GuTéTeve TTpds Tas AUTTas kai Tous Trévous, UoTepov 8¢ NTTHoN kal ¢Rda
KOWATE TNV EUNv XElpa

Theodectas was a tragic poet and led Philoctetes wounded on his hand by a snake on to the stage, and

although for a long time he resisted his pain and grief, later he was defeated and shouted

Cut off my hand

Heliodorus ad Arist. EN 1150b 6-9 = p. 149.18-22 Heylbut

eiol yap ndovai kai AUmat oYt peydAal kai opodpai, CYOTE TOV 1 TTCOUEVOV QUTEIV OUYYVEOUNS
Tvos aflovobar 1O yap TolouTwv NTTacbal oudev Bavpaotdy: chomep & GiAokTrTns, Sv
giofyayev £v Tols Toirjuact OeodékTns 6 oI TS TEMANYHEVOY UTTO SPECIS, Kai HEXPL TIVOS
kpaTtoUvTa Tijs AUTms, elTa avaBorjcavTa.

For there are pleasures and griefs so great and excessive, that an individual who is overcome by them
should be thought deserving of a pardon; since it is not at all surprising that he has been overwhelmed
by such things, just like Philoctetes, whom the poet Theodectas brought onto the stage in his play
wounded by a snake, and mastering his pain up to a point, but then shouting out.

Aristotle is almost certainly referring to a Philoctetes play by Theodectas in fr. 5b |1, citing
this play by its title character.®®? Aristotle’s description of a wounded Philoctetes suggests
that Theodectas’ Philoctetes had a similar plot to Aeschylus’, Sophocles’, and Euripides’
Philoctetes plays.8%? Specifically, Theodectas’ tragedy would have been set on Lemnos and
treated the attempts of Neoptolemus (and possibly Odysseus) to retrieve Philoctetes and his

bow:;%3 perhaps the men accompanying Neoptolemus formed the chorus. Aspasius also

indicates that Philoctetes initially chose to hide his wound from Neoptolemus and his men

81 See footnote 825.
862 Thus Brillante (2009) 64.
863 Thus Xanthakis-Karamanos (1980) 37.
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until, forced by the unendurable agony of his wound, he begged them to cut off his hand (cf.
fr. 5b II). Theodectas’ decision to place Philoctetes’ wound on his hand departs from previous
tragic versions of this myth in which Philoctetes’ wound was on his foot and has a significant
impact on several aspects of Theodectas’ Philoctetes. First, since Philoctetes was unable to
use his hand, there would have been little use in retrieving him unless both Philoctetes and
the bow were required to sack Troy, i.e. if Philoctetes was not required, Neoptolemus could
have stolen the bow. Alternatively, this could have allowed for a presentation of a morally-
conflicted Neoptolemus, who was keen to retrieve the bow, but unwilling to do so without
taking Philoctetes as well. Secondly, Philoctetes’ wound would have meant that he was
unable to use the bow and thus to hunt for his survival. So it was likely that Lemnos was
inhabited in Theodectas’ Philoctetes, with Philoctetes receiving sustenance from the
Lemnians.®%* Finally, Theodectas’ transferral of the wound from Philoctetes’ foot to his hand
would have meant that Philoctetes was able to walk freely rather than hobble as necessitated
in fifth-century dramatic treatments. Such a change in the manner in which Philoctetes moves
would have visually emphasised Theodectas’ divergence from his fifth-century predecessors,
with Philoctetes more easily able to conceal his wound, as Aristotle notes. It would, however,
have meant that Philoctetes was unable to use his hands, such as when shaking Neoptolemus’
hand as a greeting or in supplication (depending on the hand on which the wound was
located). This would have made Philoctetes an interesting part for the protagonist to play,
requiring him to restrict his hand movements in his acting.

Pacelli suggested that fr. 15 should be assigned to Philoctetes given its sentiment
about nobility having unworthy leaders, with the fragment delivered by Philoctetes after

discovering Neoptolemus’ duplicity; the sententious nature of fr. 15 means that such an

84 pace Pacelli (2016) 168 who argues that Theodectas’ Philoctetes resembled Sophocles’ play of the same
name, with Lemnos thus uninhabited; cf. Aeschylus’ and Euripides’ Philoctetes.
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attribution should be treated with caution. A twenty-six line papyrus fragment has also been
attributed to Theodectas’ Philoctetes.®% In this papyrus, one character, conjectured by
West®® to be the chorus, asks another to choose between various scenarios causing happiness
or grief (4-9). Another character, suggested to be Philoctetes,®’ then discusses the sack of
Troy and Helenus’ prophecy that Philoctetes and his bow are required to defeat Troy (10-17),
and the papyrus ends with a character telling Philoctetes that Troy cannot be taken without
his help (18-25).8%8 West suggested that the style of the papyrus is suitable to a minor
tragedian such as Theodectas on the basis of the ‘simplicity and the shallowness of [the]
fragment’.8%° Since this is little reason to assign the papyrus to Theodectas, it is not included
in this commentary and should be considered an adespoton, numbered accordingly as Tr.
adesp. fr. 654 TrGF.

In the fourth century, Antiphon also wrote a Philoctetes tragedy, though, since only
one fragment survives, it is possible that Antiphon is a mistake for Antiphanes who wrote a
comedy with this title.8° In fifth-century drama, Achaeus and Philocles wrote Philoctetes
tragedies in addition to those by Aeschylus, Sophocles, and Euripides; Strattis also produced

a comedy entitled Philoctetes.

Fragment 5b 11

Nauck believed this fragment to be spurious; there is, however, no reason to doubt that
Theodectas wrote fr. 5b 11. The metre of this line is uncertain, with TrGF 1 p. 233 suggesting
that it is in dochmiacs; this metre is associated with anguish, emphasising Philoctetes’ pain

when asking for his hand to be cut off (cf. Eur. Hec. 684—720, Her. 1178-1213, Dale (1968)

85 P Oxy. 3216; thus West (1977) 42.
866 (1977) 40.

87 Thus West (1977) 41.

888 hid.

89 1hid. 42.

870 Thus TrGF 1 p. 196.
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104-19, West (1982) 108-14, see Webster on Soph. Phil. 740ff for further examples of
metrical peculiarities in presentations of Philoctetes’ pain). Philoctetes’ use of the plural
kéwate shows that he is addressing Neoptolemus and his men. For another instance of
Philoctetes seeking to have his poisoned body part removed cf. pos Bedov, Tpdxeipov &l Ti
ool, Tékvov, Tapa | Eipos xepoiv, TaTafov eis Gkpov mddaA, | ATEUNOOV s TAXIOTA, UT)
geioni Biov. 18, & mai (‘by the gods, if you have a sword to hand, child, strike at my ankle,
cut it off as quickly as possible, don’t spare my life’, Soph. Phil. 747-9 with Finglass (2009)

223-4), Aesch. Philoctetes fr. 254 TrGF.

INCERTARUM FABULARUM FRAGMENTA

Fragment 6 — Athen. 10.454b—f (transl. based on Olson)
Evpimidng 8¢ v év téd Onoel (fr. 382 TrGF) v ¢yypduuaTov £oike Toifjoal priov. Botnp &
EOTIV AYpPAUUaTOS auTd01 SnAcd Tolvoua Tol Onoéws émyeypaupuévov oUtws:
£y €O TEPUKA YPAUUATLOV HEV OUK 1DpIS,
pop@as 8¢ Aé€wo kal car] Tekunpia.
KUKAOS TIS Co§ TOPVOLOIV EKUETPOUUEVOS,
oUTos & Exel onuUEeTov €v péowl oapes:
TO BeUTEPOV BE TP TA UEV Ypauual duo, 5
TavuTtas Sieipye & év péoais &AAN pia
Tpitov 8¢ BooTpuxds Tis Cos eiliypévos:
TO 8 a¥ TéTapTov 1) UiV eis dpBov uia,
Aoal & ¢’ aUTiis Tpels kKaTeoTNPIYHéVaL
glow: T méumTov & oUk év elpapel ppdoat 10
Ypauual ydp eiow €k SieoTedTwov dvo,
aUTal 8¢ cuvTtpéxouotv eis piav Baow:

T AoioBiov 8¢ T TpiTw!t TpooeuPepés.
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T6 8 auTo memoinke kai Aydbwv 6 TpaywiBiomolds év tédt TnAépeot (fr. 4 TrGF): aypdaupaTos
Yé&p Tis kKGvtaiba SnAol Trv Tol Onoéws emypagnv oUTws:

YPaiis 6 TPETOS MV LECOUPAAOS KUKAOS*

opbol Te kavdves ECuywpévol duo,

SKUBIKAL Te TOE L <TO> TPiTOV NV TTpoceUPepEs:

gmerta TpLddous TAGY10§ fv TIPOOKEINEVOS®

£’ Evds Te Kavdvos fioav <. . . > dvo- 5

Smep Bt TO TpiTov, Nv TeAeutaiov TAAW.
kal @eodéktns & 6 aonAitns &ypoikdv Tva &dypduuaTtov Tapdyel kal ToUTov TO Tol Onoéws
dvoua Siaonuaivovta

Ypa@iis & TpcdTos fiv kaAdpbaAuos kikAos.

EmeiTa Sioool Kavoves igOueTpol TTAVY*

TouTous 8¢ TA&Yy105 Sia uéTpou cuvdel kavaov:

TpiTov 8 EAIKTEN BooTpuxwol TTPOCEUPEPES.

Emeta Tp1ddous TAGY105 €S EpaiveTo, 5

méutTal 8 &veobev iodpeTpol p&Pdol duo,

auTtal 8¢ ouvTeivouow eis B&ow piav.

gktov &’ 8mep kai mpdobev elrov BdoTpuxos
kal Zo@okAfis 8¢ TouTwl TapatAnolov émoinoev év Auglapdcot (fr. 121 TrGF) catupikéa t&
YPAUUOTA TTAPAY OV OPXOUUEVOV.
1 kaAépBaApos Scaliger: palakdpbaiuos codd.
Euripides as well seems to have used this (i.e. Maeandrius FGrHist 491 F6) as the basis for his speech
describing individual letters in his Theseus. There, an illiterate shepherd tries to describe the name of
Theseus on an inscription as follows:

I am not skilled in reading or writing,

so | shall describe the forms of the letters and give you a clear account.

There is a circle measured out precisely as if by compasses,
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and there is a clear point in the middle.
And the second letter first of all has two lines, 5
and another one in the middle keeps them apart;
the third letter is like a curling lock of hair;
in fourth place, one line stands up straight,
and three slanting lines are propped up against it;
the fifth letter isn’t easy to describe, 10
there are two lines from separate points,
and they join together into one base;
the remaining letter is like the third.
And the tragic poet Agathon has done the same thing in his Telephus; for there as well, an illiterate
person describes an inscription bearing Theseus’ name as follows:
The first letter is a circle with a dot in the centre;
the second letter comprises two upright bars joined together,
and the third letter was like a Scythian bow;
and then there is a trident lying on its side;
after which there were two ... on a single line; 5
and the third letter was the last as well.
Also Theodectas the Phaselian put an illiterate rustic on stage and he too describes Theseus’ name:
The first letter was a circle with a fine pupil.
Then two rods exactly equal in length,
and a horizontal rod joins them through the middle,
and the third resembled a lock of curled hair.
Then there was a trident on its side, so it seemed, 5
and the fifth was two rods of equal length on top,

and these converged into one base.

And the sixth was what | described before, a lock of hair
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Sophocles too does something similar to this in his satyr drama Amphiaraus, bringing onstage a man
who dances the letters.

Fr. 6 has been attributed to satyr drama, given that its speaker is described as an &ypoixos, a
comic word (cf. Ar. Eq. 41, 808, Nub. 47) and thus possibly an indication by Athenaeus of
the fragment’s genre, and given that the illiteracy of the &ypoikos may have created humour
(Kraus (2000) 324). Other features which have been used to support a satyric attribution
include the speaker’s uncertainty over the identity of the letters of Theseus’ name and his use
of real-world objects in their comprehension (Ceccarelli (2013) 237; cf. Aesch. Dictyulci fr.
46a.8-9, Sisyphus fr. 227 TrGF, Soph. Ichneutae fr. 314.301-12 TrGF). In addition,
Athenaeus cites fr. 6 alongside Sophocles” Amphiaraus (Ceccarelli (2013) 238), a known
satyr drama; there is also a high rate of resolution (seven times in eight lines) in comparison
with Theodectas’ other fragments and a breach of Porson’s law in line 8 (Sutton (1978) 53).
Finally, Theodectas perhaps included fr. 6 in the play from which it comes to create an
intertextual connection with Eur. Theseus fr. 382 TrGF and Agathon Telephus fr. 4 TrGF; cf.
Python Agen fr. 1.2-3 TrGF (appropriating Soph. El. 7-8, fr. 748 TrGF), fr. 1.11 TrGF
(alluding to Soph. Tr. 302) for other examples of intertextuality in satyr drama. Since all of
these aspects barring metre and intertextuality, however, equally apply to Euripides’ Theseus,
a tragic provenance for fr. 6 should not be discounted. The description of Theseus’ name has
suggested that fr. 6 came from a play entitled Theseus (thus Weissenberger (2002) 310), with
the dramatic context of this fragment similar to Eur. Theseus fr. 382 TrGF, i.e. that the
speaker read Theseus’ name (cos épaiveTo, thus Xanthakis-Karamanos (1980) 102).
Nonetheless, the description of Theseus’ name in Agathon’s Telephus means that the play
from which fr. 6 came need not have been related to the myth of Theseus (thus Xanthakis-
Karamanos (1980) 102), with the speaker of fr. 6 perhaps reading the name from an

inscription which was part of the scenery. Moreover, Theodectas’ adoption of Agathon’s
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compressed style, at times coming close to copying Agathon, indicates Theodectas’
engagement with both Euripides and Agathon.

For other letter-by-letter descriptions of names cf. Achaeus Omphale fr. 33 TrGF,
[Callias] The Grammatical Play 31A, B, C, D PCG, Sedgwick (1931) 156-7. For other
examples of literacy in drama cf. Eur. Hipp. 856-65, Ar. Ran. 52-3, Harris (1989) 107-11,
Novokhatko (2015) 9. Theodectas’ description of Theseus’ name fits into a wider tradition in
the fourth century of an increasingly literate society in which individuals had access to books
(PI. Phd. 98b), some writers were said to be more suited to reading (Arist. Rhet. 1413b 12—
14), and manuscripts of Aeschylus, Sophocles, and Euripides were being collected (Plut. Vit.
X Orat. 841f); the ability of audiences to read is also evidenced by the inclusion of literary
games in fourth-century tragedy (cf. Chaeremon fr. 14b). To counter any illiteracy among his
audience, however, Theodectas may have chosen to spell out Theseus’ name because it was
widely found on Attic inscriptions (cf. IG 11230.11, 1672.10) and thus a name likely to be
recognised by Theodectas’ audience regardless of reading ability (Ceccarelli (2013) 238); for
the use of inscriptions as an indicator of literacy see Harvey (1966) 598-601. Moreover, since
Euripides and Agathon had previously described Theseus’ name in similar terms, Theodectas
could have expected his audience to be familiar with the trope and thus the image of Theseus’
name, allowing even the illiterate members of his audience to laugh at the attempts of the
shepherd to describe the letters in Theseus’ name. This would also allow Theodectas to show
that he could find a way of describing Theseus’ name different to those of Euripides and
Agathon.

1: paAkakdgbBaApos, attested in the manuscripts of Athenaeus’ Deipnosophistae, is
unmetrical and makes little sense; kaAé@BaAuos is the likeliest emendation (thus Scaliger
ap. Casaubon). kaAdé@BaAuos is a hapax and picks up on Agathon’s pecdupados and by

extension Euripides’ onueiov év péowi cagés.
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2-3: In describing eta, Theodectas is similarly reliant on both Euripides and Agathon.
kavdves were straight poles which had a variety of functions in the ancient world from being
staves in shields to maintain their shape (Hom. Il. 13.407) to weaving (ibid., 23.761).
ioduetpos is rarely used in Greek drama, found only here and in Ephippus Shipwrecked fr.
14.9 PCG. 1révu is colloquial (thus Collard (2005) 366), found more often in comedy than
tragedy or satyr drama; cf. Aesch. Ag. 1456, Choeph. 861, Pers. 926, Eur. Cyc. 646, Soph.
OC 144, Phil. 650, Dover (1985) 332.

4: Theodectas’ comparison of sigma to a lock of hair shows clear reliance on his
Euripidean model, whereas Agathon compares sigma to a Scythian bow.

5: The comparison of an epsilon to a trident lying sideways (tpi68ous TA&y105) is
derived from Agathon. Both Theodectas’ and Agathon’s descriptions of epsilons have been
evidence for this letter not being lunate in the late fifth and early fourth centuries (thus
Schneider (1996) 233); cf. IG 1°68 (426/5), 107 (408/7). Lunate epsilon is, however, found on
fourth-century inscriptions; cf. 1G 11 2679 (early fourth century), Woodhead (1959) 64-5.
Nonetheless, Theodectas may have chosen to describe epsilon as not being lunate because
this might well have seemed a suitably ‘archaic’ form for a story set in the mythic past;
moreover, it would still be reasonable to imagine the audience were familiar with the older
form from inscriptions.

6—7: The description of upsilon from the top down suggests that Theodectas follows
Euripides in lines 6-7.

8: Theodectas, like Euripides and Agathon, refers back to his previous description of
sigma for the final letter of Theseus’ name; unlike his predecessors, however, Theodectas

repeats part of the description of the sigma (BdéoTpuxos) in reference to the final letter.
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Fragment 7 — Stob. 1.1.1

OeodékToUu

€K TCOV Becdv &pxrv B¢ Toleioban TTpérov
¢k Nauck: ao codd.
Theodectas

It is fitting to begin from the gods
Nauck emended Stobaeus’ amd to éx, citing as a parallel Eur. Hel. 1024 — éx téov 6ecov &
&pxeobe (begin from the gods); cf. frr. 6, 10 for other examples of Theodectas’ engagement
with and appropriation of Euripidean phrasing. &pxeofau éx in relation to the gods is found in
invocations and proems; cf. Mouodcwv EAlkcoviddwv dpxcoued’ aeidev (‘let us begin to
sing from Heliconian Muses’, Hes. Th. 1), AfjunTtp’ fukopov, oepvnv 0edv, &pxon’ aeidev
(‘I begin to sing of lovely-haired Demeter, the holy goddess’, H.Dem. 1), a¢’ ‘EoTiag
apxouevos (‘beginning from Hestia’, i.e. to make a good start, Ar. Vesp. 846 with Biles and
Olson), éx Aids dpxcoueoBa (‘let us begin from Zeus’, Aratus Phaen. 1, with scholium),
Pind. Nem. 2.1-3, Xanthakis-Karamanos (1980) 130. For similar substitutions of &pxnv
moteioBan for &pxeoban cf. Thuc. 1.128.4, Isoc. 5.86, Pacelli ad loc. For gods as the
beginning cf. Cleanthes fr. 1 CA, Soph. Aj. 824 (with Finglass), Arist. [Mund.] 401a 27 with
Payne (1986) 125. A similar sentiment is found in Latin literature; cf. ab love principium
(‘the beginning is from Jupiter’, Verg. Ecl. 3.60 with Coleman), Ov. Fast. 5.111. 8¢ suggests
that the speaker may have mentioned some alternative subject matter before this line, only to
self-correct and to postpone discussion of this topic until after the invocation of the gods,

allowing the proper arrangement of a speech to be restored.
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Fragment 8 — Stob. 1.3.2
OcodékToU
SoTis B¢ BvnTéov pépgeTan T Oet’, dTL
oUK eUbUs, AAA& TEI XPAVeol HETEPXETAL
Tous un Sikaious, TpdPaciv eicakovo&Teo!
€l utv mapavTik’ fjoav ai Tipwpial,
ToAAol Six pSPov kov B’ evoePii TpdTTOV 5
Beovs &v nUEov: viv B¢ Tiis Tinwplias
&mwbev ovors, Tl pUoEl XpddvTal BpoTol,
Stav 8¢ pwpabddoiv dpbévTes kakol,
Tivouo! Trovas UGTEPOIGIY v XpOVOlS
6 nUEov Meineke: ni€avTo F, P% ni€ato P* 8 opBévTes kakoi codd.: épEavTes kaka Meineke
Theodectas
And whoever among mortals blames the gods because
they do not pursue unjust men
immediately, but later on, let him listen to my explanation;
if punishments were immediate,
many men would magnify the gods on account of fear rather than piety; 5
but now when vengeance is
far away, people behave according to their own nature.
But whenever people, being seen to be bad, are found out
they pay the penalty at a later date
See on Lynceus against the attribution of fr. 8 to that play. The concept of delayed divine

retribution discussed in this fragment is well established; cf. xpdveor Tol kupicor T° €v fuépat

| BeoUs aTiCeov Tis BpoTdv dcooel dikny (‘at the right time and day I assure you that any
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mortal who dishonours the gods will pay the penalty’, Aesch. Supp. 732-3), Solon fr. 13.9—
32 IEG, Thgn. 197-208, Dover (1974) 259-68, Xanthakis-Karamanos (1980) 124. In the
fourth century, however, there was increasing focus on justifying the decision of the gods to
delay punishing wrongdoers (cf. Pl. Leg. 716a-b); presumably this was due to recognition
that non-punishment or delayed punishment of wrongdoers by the gods was problematic in a
world controlled by the gods.

1-3: For similar sentiments to lines 1-3 and 8-9 about the delayed punishment of
wrongdoers, cf. aAA& oiya kai Ppadel Todi | oTeixouoa udpwyel Tous kakoUs, dTav TUxN
(‘but going silently and at a slow pace [Justice] will seize wrongdoers, whenever she chances
upon them’, Eur. fr. 979.3—4 TrGF), Plut. De sera 548c. t& 0eta for oi 6eoi is otherwise
unattested in tragedy except here and Soph. Phil. 452. mpépaociv eicakovodTew iS
reminiscent of the phrasing and sentiments of comic parabases; cf. & 6ecouevol kaTepdd
TPodS Uuds EAeubépaos | TAANBT (“spectators, I will freely tell you the truth’, Ar. Nub. 518—
19). Nonetheless, it is a call out to the world at large (Bain (1975) 13, (1977) 98), since this
fragment is explicitly addressed to any mortal who criticises the gods for being slow to
punish wrongdoers; cf. ei 8’ éoTv doTis Saudveov Uepppovel, | &5 ToUd  abprjoas
BavaTov nyeiocbw Beous (‘if there is anyone who thinks little of the gods, let him look upon
the death of this man and acknowledge them’, Eur. Bacch. 1325-6), Carcinus fr. 5 and cf.
Astydamas Heracles fr. 4 for similar language.

4-6: Line 6 as found in the manuscripts of Stobaeus’ Anthologium is unmetrical, with
nu€avTo given in manuscripts F and P? and ni€ato given in manuscript PY; ni€ov (owed to
Meineke) is the likeliest emendation. The belief that the gods should be worshipped due to
piety rather than fear shows that the gods are concerned not only with whether mortals
behave correctly, but whether they do so for the right reasons. Nonetheless, some believe that

fear has an important role in worship; cf. kai el pndéva dvBpcaTeov RoxUvou, Tous Beous

291



expriv oe ... dediévaun (‘even if you felt no shame before any man, you ought to have feared
the gods’, Lys. 32.13, transl. Lamb)

6-9: obévTes kakoi has also been deemed corrupt (thus Meineke, TrGF 1 p. 234);
Meineke emended the text to épEavTes kakd. There is, however, no reason to doubt op6évTes
kakof, since it is metrically sound and conveys a coherent sentiment; for 6p6évtes kakoi cf.
ouTol diamTuxBévTes copbnoav kevoli (‘when these men are laid bare, they are seen to be
empty’, Soph. Ant. 709). For UoTtépolow év xpdvors (vel sim.) cf. Eur. fr. 1007d.1 TrGF;
plural xpdvos is rare in tragedy (cf. Soph. OT 561, 1137, Ezekiel Exagoge 192 TrGF).
UoTépotow év xpdvois may refer to men being punished during their lifetime. Alternatively,
this phrase may allude to the fifth- and fourth-century doctrines on delayed divine retribution,
in which individuals would be punished for their wrongdoing in the afterlife; cf. Aesch. Eum.
26775, 33940, Supp. 228-31, 413-16, PI. Phdr. 249a. Perhaps uoTtépoiow év xpdvois is
deliberately vague, reflecting both traditions and highlighting that man cannot escape

punishment for his crimes (Xanthakis-Karamanos (1980) 125-6).

Fragment 9 — Stob. 1.8.6
OceodékTou
&AN’, & TdAav OuéoTa, kapTépel Bakvwv
bpYiis xaAwodv: mapakeAevouatl 8¢ col
Tebnyréveor viv: GAN’ 6 nupios xpdvos
T& TAVT &uavpoi XuTd xeipa AapBavel
1 dd&kveov Grotius: Sabavcov F: Siabavcov PY: Bavcov P?
Theodectas
But, wretched Thyestes, be strong, biting on

the bit of anger; and | advise you
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though your anger is whetted at this moment; but endless time

dims all things and takes them into its hands
The direct address of Thyestes in this fragment indicates that Theodectas wrote a play about
this figure (thus Ravenna (1903) 801). The description of Thyestes as T&Aav and references
to Thyestes’ anger and that he has been provoked indicate that Thyestes suffered during
Theodectas’ play, perhaps after discovering that he had unwittingly consumed his sons (thus
Xanthakis-Karamanos (1980) 136); this would mean that fr. 9 came from near the end of
Theodectas’ tragedy. Alternatively, Theodectas’ play could have treated Thyestes’ deposition
from the throne of Mycenae (Eur. El. 699-746). The speaker of these lines, though unknown,
appears to be well disposed to Thyestes given his compassionate and pitying TaAav (Dickey
(1996) 162), his advice to Thyestes to restrain his anger, and his reassurances that his troubles
will lessen in time. For Thyestes in drama see on Carcinus’ Thyestes.

1-2: For other references to Thyestes as TaAav (vel sim.) cf. Aesch. Ag. 1588, for
similar sentiments to lines 1-2 about restraining one’s anger cf. MevéAae, Tatoat Afju’ €xcov
TeBnyuévov (‘Menelaus, calm your whetted anger’, Eur. Or. 1625), Aesch. Eum. 832-3,
PGM IX 12-13 (with Schmidt (1934) 184-5). All three manuscripts of Stobaeus’
Anthologium preserve different versions of the end of line 1, with manuscript F giving
Sabavcov, Pt BiaBavcav, and P? Bavcov. None of these readings can be correct, with
Sabavcov and Siabavcov making line 1 metrically defective and with 6avcov nonsensical,
Sdxveov (owed to Grotius) is the likeliest emendation. For Saxcov (vel sim.) in relation to
one’s emotions cf. ToOv Bupodv Sakcov (‘having restrained his anger’, Ar. Nub. 1369 with
Dover), Tyrtaeus fr. 10 IEG. xaAwév usually describes a horse’s bit or bridle (LSJ® s. v.
xaAwds, cf. Hom. I1. 19.393, Xen. Eq. 3.2), but can be used of a restraint of any kind,
metaphorical or otherwise; cf. Eur. IT 1043 (used to describe an anchor). For other metaphors

involving biting at the bit cf. Sakcov 8¢ oTduiov cos veoluyms | édAos Pr&lnt kail pds
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nvias paxnt (‘having taken the bit in your mouth like a newly-yoked colt, you struggle and
fight against the reins’, [Aesch.] PV 1009-10). In Theodectas’ verses, the xaAwvév is not
made of anger, but curbs it. If fr. 9 came from a Thyestes play dealing with Thyestes’
consumption of his sons, the metaphor involving Saxcov would be especially pointed,
reflecting Thyestes’ feast.

2-3: Tapd& tempers keAevco, allowing the speaker to exhort Thyestes not to seek
revenge, while at the same not being too forceful and thus causing Thyestes to remain
entrenched in his views. The passive tebnyuéveor (owed to Nauck) is similarly persuasive,
showing that the speaker is attempting to empathise with Thyestes, perhaps to strengthen his
appeal to Thyestes to remain calm. 6rjyco is elsewhere used in relation to metaphors
involving using one’s anger to inflict wounds on an enemy and is often found in relation to
boars; cf. Hom. 1l. 11.416, 13.475, Eur. Phoen. 1380. The speaker may choose a more violent
metaphor in lines 2—3 as the argument touches on the current crisis.

3-4: For similar sentiments to lines 34, cf. 6 xpbévos amdéons éoTiv dpyTis
p&puaxov (‘time is the remedy for every kind of anger’, Critias fr. 22 TrGF), Soph. Aj. 646—
7, fr. 954 TrGF; the speaker’s comments are likely to have met with little success, since
Thyestes is hardly likely to have drawn comfort from or been concerned with the perception
of Atreus’ actions in the future, only with seeking revenge for them in the present. 6 pupios
xpdvos (vel sim.) is a rare phrase in pre-Imperial Greek, found on just three other occasions:

Pind. I. 5.28, Soph. OC 397, 617-18.

Fragment 10 — Stob. 3.10.8

OceodékTou
@ kKaAApeyyTi Aaumdd’ eilicowv pAoyds

“HAig, ToBevdv raoiv &vbpcomrols oéAas,

294



eldés Tv’ &AAov TreoTroT ls ot péyav

EABSVT’ &ycova kai SuoékpeukTov Kpiot,

Smrou kaTnyopel pév év Adyoloi pou 5

Yyuvrj, Tpos Sv &’ eipnke, Tuyx&ve oots,

kpaToUol 8’ oftrep kai katnyopolof pou
Theodectas

Helios, whirling your beautifully burning lamps of fire,

a light desired by all mortals,

have you ever seen another man going into such a great struggle

and inescapable judgment,

when a woman denounces me with words, 5

and the person to whom she has spoken happens to be her husband

and they are powerful, those who slander me
Conjectures for the origin of this fragment include Theodectas’ Alcmeon (TrGF 1 p. 235),
Helen (Xanthakis-Karamanos (1979) 75), Orestes (Del Grande (1934) 200), an otherwise
unknown Bellerophon play (Gaisford (1824) 38), and, given the similarities with Eur. Phoen.
3 and Accius Phoenician Women fr. 585-8 Warmington (as noted by Carrara (1994) 49), a
Phoenician Women tragedy. Of these, Bellerophon is most likely, given that the dispute
between the speaker and a woman and her husband best corresponds to Stheneboia’s false
accusation of rape against Bellerophon (here uou, and thus the speaker) to her husband
Proetus; cf. Apollod. Bibl. 2.3.1, Hyg. Fab. 57. Alternatively, fr. 10 could come from a
Hippolytus play, since Phaedra falsely accused Hippolytus of raping her. Both suggestions
are also supported by Stobaeus’ placement of this quotation alongside other passages in
which the speaker is in an unfair position; cf. e.g. Eur. Hcld. 1-4 (= Stob. 3.10.1). The

invocation of the sun in the first two lines suggests that this fragment opens the tragedy from
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which it comes (thus Deufert (1999) 578); cf. Soph. Tereus fr. 582 TrGF with Fitzpatrick and
Sommerstein, Eur. Andromeda fr. 114 TrGF, Carcinus Semele fr. 2 TrGF for the invocation
of celestial bodies at the start of plays and Eur. Phoen. 3-4 (with Haslam (1975) 149-66 on
the spuriousness of lines 1-2 of Euripides’ play), Accius Phoenician Women fr. 585-8
Warmington (with Warmington (1936) 525) for similar opening lines. The reference to a
woman and her husband’s slandering of the speaker shows that this must have thus taken
place before the start of the play, meaning that, if this tragedy presented an episode from the
life of Bellerophon, it probably followed a similar plot to Euripides’ Stheneboia; cf. Eur.
Stheneboia fr. 661 TrGF. If, however, the tragedy dealt with Phaedra’s false accusation of
rape against Hippolytus, then it probably treated Phaedra’s suicide and Hippolytus’ death. In
the fourth century, the Hippolytus myth is otherwise mentioned only in Eubulus Chrysilla fr.
115.12 PCG. In fifth-century drama, Euripides produced a Hippolytus and Hippolytus Veiled,
Sophocles a Phaedra, and Phaedra was mentioned in Ar. Thesm. 153, 497, 547, 550, Ran.
1043, 1052, Polyidus fr. 469.2 PCG. For Bellerophon in drama see on Astydamas’
Bellerophon.

1-2: For similar descriptions of the sun cf. Eur. Phoen. 3 "HAig, 6oafs {mrmoiowv
eilioowv eASdya (‘sun, whirling your flame on swift horses”), Hom. Hymn 31.8-15a, Pacelli
ad loc. As observed by Carrara (1994) 49, in both Eur. Phoen. 3 and this fragment, the phrase
eilioowv pAoyds is used, with its close proximity to “HAwe and the similarities in their sound
possibly creating word play (see Craik on Eur. Phoen. 3). For association of the sun with
lamps, cf. Soph. Ant. 878-80, Eur. lon 1467, [Eur.] Rh. 59-60 and see Liapis on [Eur.] Rh.
59-62 for further examples in both ancient literature and English verse. kaAAipeyyrj is a
compound otherwise used only by Euripides among the tragedians (Hipp. 455, Tro. 860,
Phaethon fr. 781.11 TrGF with Diggle); for kaAAi- compounds see on Chaeremon Oeneus fr.

14 TrGF. For mobewov maowv avbpcotors (vel sim.) cf. & yfpas, cos &maciv avbpcdtoiov
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el | moBevdv (‘old age, how you are desired by all men’, Antiphanes The Heiress fr. 94.1-2
PCG). The description of the sun as desired by all may hint at the speaker’s reason for
invoking the sun, that, as a constant in the lives of all, it can be depended upon and be a
source of relief for him even when he is abandoned by everyone else; this means that the sun
is a source of comfort to the speaker. The sun may also be invoked because it witnesses
everything (thus Fantuzzi (1982) 66 with Habelt (1983) 12).

3-4: For invocation of a celestial body followed by description of a negative situation
(as in lines 3—4 of this fragment), cf. Men. Misoumenos 1-5, Mastronarde on Eur. Phoen. 3—
4, Cropp on Eur. El. 54. péyas aycov (vel sim.) is a phrase otherwise found only in Euripides
among the fifth-century tragedians; cf. Hec. 229, Hipp. 496, Med. 235, Phoen. 860 (with

Mastronarde).

Fragment 11 — Stob. 3.29.35 (transl. based on Wright (2016) 239)
OeodékToU
X—u—x—u—X TTOAA& el
HoxOeiv TOV fiovT’ eis Emaivov eUkAedds:
paibupia 8¢ v TapavuTix’ 1dovrv
AaPoilica Aimras Téd xpdveot TIKTE PIAel
Theodectas
A great deal of toil is needed
for the one striving nobly towards praise;
whereas an easy life, though it gains short-term pleasure,
is wont to bear grief in time
1-2: The first two metra of line 1 are not quoted by Stobaeus. For praise of hard work see on

Carcinus Tyro fr. 4. For toil leading to praise cf. apeta Baivel Sia pdxbeov (‘virtue comes
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through toil’, Eur. Hcld. 625), Eur. Archelaus frr. 233, 240 TrGF. Such a sentiment is
emphasised in this fragment through juxtaposing its positive outcomes (¢mraivov and
eUkAecds) at the end of discussion of working hard, thereby focusing on its benefits.

3-4: For similar sentiments to lines 3—4 cf. Critias fr. 23 TrGF, Babrius 114. Despite
admitting that leisure also provides pleasure, nSovrjv can have a negative connotation (LSJ®
s. V. ndovr, cf. Dem. 18.138, PI. Phlb. 50a) and in any case is short-lived, given Aumas. For

Tiktew @iAel (vel sim.) cf. Aesch. Ag. 763, Supp. 769-70.

Fragment 12 — Stob. 3.32.14 (transl. based on Wright (2016) 239)
OeodékToOU
dmavt’ év avBpcdtolol ynpaokev épu
kal Tpds TeAeuTniv EpxeTal Taktol xpdvou,
TATV, 65 Eolke, TTis Gvaidelas pdvov.
auTn 8’ Socoitrep atetal BunTdov yévos,
Toodde peifwov ylyvetal kab’ rjuépav 5
3 udvov codd.: udvns Meineke
Theodectas
Everything in human life naturally grows old
and comes to the end of its allotted time,
except, so it seems, only shamelessness.
As much as the race of mortals increases,
so she grows bigger by the day 5
1-2: Since line 2 is read inter lineas in manuscript S of Stobaeus’ Anthologium, Nauck
deemed this verse spurious. Given, however, that the sentiment of fr. 12 emphasises how

shamelessness only grows bigger whereas everything else connected with humanity
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eventually perishes, line 2 should be considered part of fr. 12. The lack of a particle in the
first line suggests that these lines may have been the start of a speech, probably a reply to a
speech which the respondent (i.e. the speaker of fr. 12) considers shameless. Humanity being
subject to time is a concept found elsewhere in antiquity (cf. Chaeremon fr. 20 TrGF) and
corresponds more broadly with mankind being subject to the constraints of external forces,
such as fortune.

3: Meineke’s emendation of pévov (in the manuscripts of Stobaeus’ Anthologium) to
udvng is unnecessary; cf. Aesch. Supp. 1012, [Aesch.] PV 211, Eur. Cyc. 219 for adverbial
udvov.

4-5: For the growth of shamelessness cf. Thgn. 291-2, 647-8. Lines 4-5 correspond
to the phrasing of Eur. fr. 1029.4-5 TrGF — &petn & docot Trep paAAov &v xpriobat BAns,
| Toocde peilcov alfeTan TeAoupévn (“virtue, the more you are willing to practise it, the
more it will grow greater and be perfected’, transl. Collard and Cropp). Here, Theodectas
replaces Euripides’ focus on &petr with shamelessness. The authenticity of Eur. fr. 1029
TrGF is, however, doubted and so it is uncertain whether fr. 12 inspired Eur. fr. 1029 TrGF

(Gomperz (1912) 133) or was based upon it (Liapis (2014b) 326).

Fragment 12a — Stob. 4.22.54
OeodékToU
<...>
<...>
TapamAriolov P&y E0Tl yTipas kai yauos,
TUXETV Y&ap auTV AUeoTEépwy oTToudalopuey:
STav 8¢ TUxwueY, UoTepov Autrouueba
Theodectas

<...>
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<...>
Old age and marri-age are closely related matters,
because we are eager to attain both;
yet whenever we do attain them, we suffer later on

The attribution of fr. 12a to Theodectas cannot be correct, since its sentiment is more
appropriate to comedy (thus Wachsmuth and Hense) and given two non-initial anapaestic
feet. Wachsmuth and Hense thus inserted a lacuna between the lemma ©eodéktou and fr. 12a
in their edition of Stobaeus” Anthologium, in which would have been a quotation from
Theodectas related to the topic of 4.22 — é11 ouk &yabdv T6 yaueiv (‘that marrying is not
good’). The lacuna would have also contained the name of the comic poet to whom the above

verse belongs, now numbered as com. adesp. fr. 899 PCG.

Fragment 13 — Stob. 4.22.67
OcodékTou
STav yap &Aoxov eis Sépous &ynt moots,
oUx 65 Sokel yuvaika AauBavel uévov,
Suol 8¢ TS’ émelokouiCeTan AaBcov
kai dafpov’ fiTol xpnoTov 1j TovvavTiov
3 emelokopiCeTal Jacobs: &1’ eiokopileTal codd.
Theodectas

For whenever a husband brings a wife into his house,
he does not, so it seems, receive only a wife,
but along with her he also brings in
a great power, | tell you, either good or the opposite
Meineke assigned these verses to comedy, believing their sentiment more appropriate to this

genre. There is, however, no reason to do so, since this fragment is securely assigned to
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Theodectas in all three manuscripts of Stobaeus’ Anthologium and as tragedy could include
similarly negative sentiments about women; cf. Eur. Hipp. 630-3, Melanippe Captive fr.
493.4-5, Oedipus fr. 546 TrGF. Theodectas’ authorship of fr. 13 is also supported by three
instances of tragic diction in the first line, i.e. &Aoxos (cf. Aesch. Pers. 63, Soph. OT 181),
el Sdpous (cf. Aesch. Pers. 530, Eur. Melanippe Captive fr. 501.3 TrGF), méois (cf. Aesch.
Ag. 1405, Eur. Cresphontes fr. 451.1 TrGF); by contrast, these words are rarely found in
comedy, &Aoxos attested once (Ar. Lys. 1286), eis 8éuous once (Eubulus Nurses fr. 111.1
PCG), and mréois four times (Ar. Thesm. 866, 901, 913, Epicharm. fr. 146.2 PCG).
Attribution to Theodectas is also suggested by cos Sokei and fjtot, both rhetorical flourishes.
g¢metokopiCeTon (owed to Jacobs (1827) 112) is preferable to Stobaeus’ 1’
elokouiCeTau, since the ér- prefix at the start of Jacobs’ emendation emphasises the sense of
the middle voice of the verb and the sentiment of this fragment better than v’ eiokopiCetat
does. For similar distinctions between women and marriage as a blessing and as a curse cf.
Yauol & éoots pev el KaBeoT&o PpoTdv, | pakdplos aicov, ols 8¢ un mimTovow ev, | T&
T évBov elol T& Te BUpale SuoTuxels (‘for those mortals whose marriages have been on a
good footing, there is a blessed life, but those whose marriages do not turn out well, they are
unfortunate in both their household and external affairs’, Eur. Or. 602—4), Siopiéd [8’ ¢]yco
ASyor | Tijs Hév Kakijs Kakiov oudtv yiyveTtal | yuvaikds, £é0bATs & oudtv eis UtrepBoArv
| épuk’ &uewvov: (‘I will draw this distinction, nothing is worse than a bad woman, but by
far nothing is better than a good one’, Eur. Melanippe Captive fr. 494.26-9 TrGF), Hom. Od.
24.192-202, Hes. Op. 702-5, Semonides fr. 6 IEG, Pacelli ad loc. It is unclear whether the

speaker imagines the Saiucov to be embodied in the wife or whether it accompanies the wife.
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Fragment 14 — Stob. 4.26.8

OcodékTou
Yovéwv T& Tékv’ Eowoav ai oupBoulial

Tékv’ Eowoav Mekler: tékva ocalouoiv codd.
Theodectas

The advice of parents keeps children safe
The text of fr. 14 as found in the manuscripts is corrupt, since it is unmetrical; Mekler’s
((1882) 15) emendation of ocorlouactv to the gnomic aorist éococav is most likely correct,
with a copyist altering éccooav to owilouoiv to make the fragment more obviously a
generalisation. For the benefit of good advice cf. ocot kpdTioTOV KTNUATWY UPoulia; (‘by
how much is sound judgment the best of possessions?’, Soph. Ant. 1050), BouArn & eis
ayabov kai véov ¢abAOV &yel (‘planning leads to benefit and good sense’, Thgn. 1054,

transl. Gerber), Stevens (1933) 104-120.

Fragment 15 — Stob. 4.29.5
OceodékTou
€Y GO UEV oUTTOT’ eUYy£velQy TivECT
TMVv TpooT&Talot Xpwuévny avagiols
2 avagios Stob.: avagicos Arsenius
Theodectas

I have never praised nobility

when it has unworthy leaders
See on Philoctetes against the attribution of these verses to that play. This fragment is also
quoted in Arsenius Apothegmata 6.48f.1-2, where it is similarly assigned to Theodectas. Fr.
15 has been deemed corrupt (thus TrGF 1 p. 236); there is, however, little reason to emend the
text, since it is metrically sound and conveys a coherent sentiment. Nonetheless,
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discrepancies have arisen over the transmission of the final word of this fragment, with
Stobaeus giving avagiows and Arsenius avagicos. Stobaeus’ avagiors is most likely correct
(thus TrGF 1 p. 236), since the sentiment of this fragment discusses how ebyéveia IS
automatically afforded to those of high social status rather than lamenting its misuse by this
section of society. Mockery of leaders for their dishonourable behaviour is frequently found
in Old Comedy; cf. Ar. Ach. 5-8 (aimed at Cleon), Cratinus Thracian Women fr. 73 PCG
(where Pericles is sarcastically likened to Zeus). In fr. 15, such criticism may similarly
resonate with the audience, without breaking the dramatic illusion (Bain (1975) 13, (1977)
98), especially given the use of TpooTaTaiot, a word which can be used to describe leaders
of any kind such as those in Athens (LSJ®s. v. mpooTtdaTns); ¢f. Thuc. 3.75.2, Stanford on Ar.
Ran. 569. The prominence of ¢yco pév suggests that the speaker is setting up his or her

opinion as controversial (thus Pacelli ad loc.).

Fragment 16 — Stob. 4.41.25
OceodékTou
ToAvoTEPET Hév, & Yépov, kad’ EAN&Sa
erium TAavaTan kai SiéyvewoTtal maAal,
TS ) BePaious Tas BpoTddv elvan TUxas
Theodectas
Old Man, it travels through Greece via widespread rumour
and has long been known,
that the fortunes of mortals are not secure
Clement of Alexandria (Strom. 6.2) also quotes line 3, attributing it to Theodectas.
1-2: yépov indicates that fr. 16 was addressed to an old man onstage; Pacelli’s

hypothesis that y¢pov is an address to the coryphaeus is equally valid.
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3: For the fortunes of mortals not being secure cf. on Carcinus fr. 5a TrGF. Given the
nature of this sentiment, lines 1-2 may apply not only to the dramatic context of fr. 16, but

resonate with the audience as well.

Fragment 17 — Strab. 15.1.24
‘Ovnoikpiteot (FGrHist 134 F 22) 8¢ Sokel 168t 16 Udwp aiTiov eival Tédv év Tois Ceololg
1BlopdTov, Kal Pépet oTUETOV TO KAl TAS XPOAs TEV TMVOVTWY BOCKNUATWY EEVIKGVY
AAA&TTESHAL TTPOS TO ETTIXCOPIOV. TOUTO UEV OUV eV, OUKETL B¢ Kal TO ToU puéAavas elval kai
oUASTpIXas Tous AibioTras év yikois Tois Udaot Thv aitiav TiBéval, péupecdal 8¢ Tov Oeodéktnv
el auTOV TOV Ao dvagépovta T aitiov, s protv oUTws

fis &y xitépucov fAios SippnAaTtddv

okoTelwdy &vbos EEéxpwoe Arywios

eis ocouaT &vdpdiv, Kai cuvéoTpeyey KOUas

uop@ais avavtrTolol ouvtri§as mupl
1isCDF:.olsE
But Onesicritus thinks that this water [i.e. rainwater] is responsible for the differences among living
beings, and he produces as proof that the colour of foreign animals who drink that water is changed to
the native colour (i.e. according to the locality). In this he is correct, but no longer is he so when he
places the responsibility for the black skin and woolly hair of the Ethiopians on merely the waters,
and when he censures Theodectas for ascribing the cause [of the Ethiopians’ dark skin and woolly
hair] to the sun itself, he [Theodectas] who says thus

The sun driving a chariot near the borders of that place

stained the bodies of men with the dark flower of sooty fire

and it rolled up their hair into stunted curls having melted it together with fire

Manuscript E of Strabo’s Geographica gives the first word of line 1 as ofs whereas

manuscripts C, D, and F present 1js. The version found in manuscripts C, D, and F is
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preferable (pace TrGF 1 p. 236), avoiding ois and avdpdov referring to the same people and
with 15 referring to Ethiopia; ofs may have been found in manuscript E since &y xitépucov
can govern either a genitive or a dative. For other descriptions of Ethiopians as having black
skin cf. Theocr. 17.87 (with Hunter), [Arist.] Phgn. 812a 12 and for other representations of
this people as having short curly hair cf. Hdt. 7.70.1, Arist. Gen. an. 782b 24—-783a 1 (with
the discussion of Geffcken (1933) 437-8 on the similarities between this passage and
Theodectas fr. 17); see Snowden (1947) 266-92, (1970) 1-14, 22-9, 101-11 and Skinner
(2012) 95-8 for further remarks on the portrayal of Ethiopians in Greco-Roman art and
literature. For similar iconographic depictions, cf. Aithiopes 1, 2 LIMC. Theodectas’
description of the Ethiopians’ hair suggests that they are from Africa rather than the far East;
cf. ol pév yap &mod nAiou Aibiotres i0UTpixes eioi, ol & €k Tiis AipUns oUASTaTov Tpixwua
gxouot TavTtwv avBpcdTeov (‘the Ethiopians from the east have straight hair, whereas those
from Africa have the woolliest hair of all men’, Hdt. 7.70.1). Nonetheless, Ethiopians were
also believed to be in what was then thought to be the far east, India, given their proximity to
the sun’s chariot; cf. Mimnermus fr. 12.7-11 IEG, [Aesch.] Prometheus Unbound fr. 192.4-8
TrGF, see Diggle on Eur. Phaethon 1, 4 for other examples of the association of the
Ethiopians of the Near East with the sun and Lesky (1959) 27-38 for further discussion of
Diggle’s references and of the various types of Ethiopians in the ancient world. Proximity to
the sun’s chariot is also used as an aetiology for black skin in Euripides’ Phaethon — 6epur) &°
&vakTos PASE UTrepTéAAouoa yjs | kaiel T& dpow, TAyyUbev 8 elkpat’ éxel (‘the
lord’s extremely hot flame burns the furthest regions of the earth, but keeps those near here
temperate’, fr. 772 TrGF, transl. based on Collard and Cropp). &y xitépucov is rarely used in
pre-Imperial Greek, found only in Soph. Lemnians fr. 384 TrGF, [Eur.] Rh. 426, Xen. Hier.
10.7.1, Lycoph. Alex. 729, 1130. SippnAatdéov is similarly rare, mainly attested in verse,

particularly tragedy; cf. Soph. Aj. 845, Eur. IA 216, Rhesus fr. 660a, fr. 1108.1 TrGF, [Eur.]
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Rh. 781. okoTtevév and fjAios in conjunction with &vbos to describe the Ethiopians’ skin
colour is somewhat of an oxymoron, given that &v6os is usually used to describe bright
colours (LSJ® s. v. &vBos), although contrast Thgn. 452, where this connotation of &vfos is
used with péAas; see Borthwick (1976) 1-7. In tragedy, cuvtrikeo is usually used of physical
or metaphorical withering; cf. Eur. El. 240, Med. 689, Supp. 11056, Liapis (2014b) 341.
ouvtnEis (vel sim.) is otherwise used most often in medical works, associated with being
responsible for illness; cf. Arist. Gen. an. 726a 22, [Arist.] Pr. 5.4 881a 24. avavénTos is

similarly otherwise found only in medical works, though fr. 17 is its earliest attested usage.

Fragment 20 - BKT P9772 col. i.12-14
Oceod]ékT[oU
[ ylnsum ayk&[Aais

[ ]@& &mobdve BaT[cov

Oeod]éxT[ou Schubart and Wilamowitz 1 y]ns Sims
1 ayxdé[Aaus Schubart and Wilamowitz 2 BaT[wv Schubart and Wilamowitz
Theod]ect[as

[ Jbeneath the earth(?) with bent a[rms

[1am I to die, Bat[on]?
Fr. 20 is found in BKT P9772, a florilegium dated to the second century BC (thus BKT v p.
124). The surviving ¢kt in the lemma to fr. 20 should perhaps be restored as ©od]ékT[ou
(ibid.), since Theodectas is the only known writer to have the combination éxt in his name. If
Bar is restored as Bat[cov (ibid.), it could be vocative, with another character telling Baton
that they are going to die; this would presumably be Amphiaraus, with Baton his charioteer.
The suggestion that Bat[cov refers to the third-century comic poet Bato is incorrect, if the

author of fr. 20 is Theodectas. Assuming the speaker of fr. 20 is Amphiaraus, then the play
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from which these lines come would have focused on the events of the expedition of the Seven
against Thebes, perhaps the attempts to persuade Amphiaraus to join the expedition in spite
of his knowledge of his impending death given that fr. 20 indicates that Amphiaraus knows
he is going to die. The presence of Baton suggests that fr. 20 comes from a scene in which
Amphiaraus was departing to join the expedition. For plays about Amphiaraus see on
Carcinus’ Amphiaraus. Baton is not otherwise mentioned in tragedy.

ayka[Aais (owed to BKT v p. 124) is a tragic word, rarely found in comedy; cf,
Aesch. Ag. 723, Supp. 481, Eur. Alc. 351. ayxd&[Aais may govern the word preceding U,
possibly as a partitive genitive, if ns is the feminine, genitive, singular ending; perhaps ns
should be restored as yris, alluding to Amphiaraus’ and Baton’s deaths from being swallowed
up by the earth (Paus. 2.23.2, Apollod. Bibl. 3.6.8). Despite being associated with death in
this line, ayxd&[Aaus is more often used in relation to cradling babies in one’s arms, adding to

the pathos of these lines; cf. Aesch. Ag. 723, Eur. lon 1598.
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Appendix 1: Carcinus Medea fr. 1h (with musical notation)

This section presents the text of Carcinus’ Medea fr. 1h complete with the musical notation
which accompanies Medea’s lines. Since a note is marked above the alpha in TekoUoa in line
3, this section presents the verse as on the papyrus, i.e. TekoUoa émduvupal, rather than
TekoUo’ émduvupat as earlier in the commentary. For reconstructions of the musical sections

of this fragment see Bélis (2004) 1317-23, West (2007) 8-10 = (2013) 347-50.

<IAZWN> €l 8" —v] 6’ wls] er)s Taidas ouk aTékTovas,
pUoai] oeauTriv, Sei§ov ols ouk cdAsoas.
[ 1. XA.ZIZAA Z/

<MHAEIA> [x—v—]va ool TekoToa EmOpvuLal

I ..[ 1 1ZZZKOC/
2kubin...[  ]v cos oUk ddAeoa
C KOCO : K Z./
oUs €texov auTn Tai[das, EEémeupa 5¢] 5
Z 1 1 KIZI®C:KII |§O(§<Dnoco

avaTm[.]T. moTedoaca yfjs £§w TpoPdL.

<KPEWN> 81iAn *oti]v 1j &o[é]Beia Mndeias, kakijs
Te.[...]oelas- cdAeoev Maikny mupf
«.[.].s KoAx(fs: dpoAoyel Téde:
kai ToUTo BT €]8pac]ev- ékTevev Ték[v]a. 10
elev,] Tl péAAeis; Tpds pdvous v BapPapov

&yet]v Exets, la[c]ov: cos BoUAel kTGveE.
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/ O®[l.. Z X X 1Z/

<MHAEIA> [ 1nB[.].[..]rép o’ €[o] xov kSpms
o
| KC. OKIIZ/1Z Z AZI/

“EAAnves a[ Jol...]Jou undeis Zxubcdv,
[] KK
uéToa pgfv Ivl.s
:PCX OX X Z:ZX Kl [
Aéyovt[e]s, ) 8¢ BapPdpou o[mwopds &mo

[ 1IC[ll . .XO/

[ Inl.Jol ]
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Appendix 2: Family trees

Euphorion |
Aeschylus daughter ————— Philopeithes
Euphorion 11 Euaeon Philocles |
Morsimus
Astydamas |
Astydamas 11 Philocles Il

(Astydamas I11)?

Fig. 1 — Family tree of Astydamas 11
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Xenotimus |

Carcinus |

Xenocles | Xenotimus |l Xenarchus

Carcinus 11

Fig. 2 — Family tree of Carcinus Il
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Appendix 3: Comparatio numerorum

My numeration matches that of TrGF except in the following cases:

Sims TrGF
Astydamas 1l - 1
- la
1b | 1b
b1l —
- 1d
— le
- 1f
_ 1g
- 2b
3a —
3b 3
- da
— S5a
— 5C
- 5d
Carcinus 11 lal 1
lall 1
1b la
1c Il 1b1

1c Il 1b 1l
1d 1c
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le 1d
1f 1
19l le |
1g Il le Il
1h -
1i 1f
1j 19
Chaeremon - la
- 1b
- 1c
da 4
4b 4
Theodectas lal 1
lall 1
1b la
3al 3a
3all 3a
19871 19

871 | assign this to Orestes and discuss it between frr. 5 and 5a.
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