KYRIAKOS T'SANTSANOGLOU

TPATQIAIA - KQMQIATA
FROM PRIVATE FEAST TO PUBLIC FESTIVAL®

ABSTRACT: The author attempts a combined investigation of the first compo-
nents of the fellow terms xwu-@dds and tpay-@dds. The ancient testimonies con-
cerning the origins of drama come generally from the context of private deimvov,
in whose second half the guests used to combine wine-drinking with singing in
unison (-@ddg, the common second component of both terms). When the drink-
ing grew heavier, the young intoxicated diners used to sing cheerful songs, rise
from their tables, and dance outdoors. This stage is called x@uog, forming, as
we know, the first component of xwuwdéc. However, as long as the drinking was
restrained, the mature diners remained seated and sang serious songs. This stage
of the deimvoy 1s named, after the items served, tpayijuara (verb todyw — toayeiv),
and may well form the first component of Tpaywdéc. The distinction corresponds
to the modern dichotomy between table-songs and dance-songs in the folklife of
most peoples (e.g., Mod. Greek tpayoddia t7jc tdfilac — Toayoddia Tob yopod). The
terms toaywdol and tpaywxol yopoi were subsequently used for choruses of sol-
emn songs about gods or heroes in local festivals, mainly in the northeast part of
the Doric Peloponnese. The festivities passed from there to Dionysiac festivals in
Attic Icaria together with the 7pay- term, which in the meantime had been folk-ety-
mologized from tpdyog, a derivation that prevailed throughout antiquity and is still
predominant among scholars. The he-goat was established as prize in the contests
of Thespis’ invention, i.e., dithyrambic choruses with chorus-leader solo interven-
tions. - In parallel, the author explores some new readings in the Marmor Parium
Susarion and Thespis entries and criticizes M. L. West’s theory about the early
chronology of Attic tragedy.

THE ETYMOLOGY

r I VHE ORIGIN OF TRAGEDY has been one of the essential problems that occu-
pied since antiquity most branches of Altertumswissenschatft, philolo-

* T am grateful to my colleagues G. M. Sifakis and {D. Jakob for their deft criticism and
friendly encouragement already since the conception of the present article. I am also
greatly indebted to Professors S. Tsitsiridis and I. M. Konstantakos who, serving as
readers of Logeton, not only saved me from numerous blunders but also offered fruitful
advice for a deeper insight into the problem. I acknowledge that I often differed from
them, this disagreement being perhaps the reason for any faults and imperfections that
remained in this study, and for which I am solely responsible.
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gy, history, literary history, cultural history, archaeology, philosophy, history
of religion, sociology, ethnology, anthropology, and even more disciplines.'
A less tormenting problem, which usually keeps company with the first, is
the origin of the word tpaywdia. I do not propose, for the time being, to
discuss meticulously the numerous proposals, some of them made by most
respected figures of the classical scholarship. Only in order to show the age-
old interest in the problem, I cite the relevant article of the Etymologicum
Magnum (whose second part is devoted to xwudia), an article that assem-
bles material from numerous older sources, and remind that most of the pro-
posals contained therein are still today more or less discussed by scholars:

EM 764.1 toaywdia: &t flaw Te xai Abywy Howindy uiunois. xéxinra
0¢ Toaywdia, 8t Tpdyog T @OF] abAov érileto- GO yag 1) Toaywdia. 7 dt
Tevya a0Aoy EAddufBavoy of vixdvreg: Tedya yap dxdlovy of malaiol TOV véoy
olvov. 1) 81 TeTpdywvoy elyov oi yopol oyfjua- 7 67t Ta woAdd oi yogol éx ca-
Thowy owiotavto: obg éxdlovy Todyovs axdmTovtes 1) Oia THY Tod odua-
106 dactTnTa i) dua Ty mepl Ta dpoodicia crovdny * ToloBTOY VP TO [dov. )
871 oi yopevtal TAS x0uas avémienoy, oyfjpa Todywy puoduevor. 1 Gmo Tijs
TVYOG TEUY@dia. v 0& TO dvoua ToBTO %0V xal TPOS THY KW UEiay- el
ofmw dienéxpiro Ta Tijc moujoews Exatépas AL eig adtiw &v 7y To dbAov, 1)
100&+ BoTEpoy ¢ TO uév xowov Svoua Eoyev 1) Toaywdia. 1 6¢ xwuwdia dvé-
uaota, émeidn mpdTepoy xatd xduag Eleyoy adta v Tais éopraic Tod Aio-
vooov xal Tijc ANunTos: 1) maga To xwudlew: <ij> 1) dni T xdOpaTL GO
me1dn) &l 1OV 2a1p0v ToD Trvov TH dp 1y Epevedln: 1) 1) TV xwunTDY OO
x@ua yag Aéyovra of peiloveg aypol. flamrduevor ydp Tves yewpyol mapa
1@y & A0pynot molt@dv, xatieoay meol TOV xaupdy ToD Gmvov xal TEQUOVTES
Tag dyviag Eeyov dvwvvul Tag fAdpag ds Enacyov O’ adtdv: olov, évtadla
UéVEL Tig TA xal TG, oLy xal 8% ToGTOV oy TdY Gduudy &yiveTo.

To start with, I believe that it would misdirect our reasoning, if we dis-
joined the etymologies of the two terms that constitute the basic pair of
the dramatic genre: Tpaywddc and xwuwdéc. No matter when each term
was officially established or when each genre was first performed, in At-
tica or elsewhere, the naming of tragedy and comedy, whether directly or
transferred from other social and linguistic areas, cannot have been made
separately. Whoever decided to name the members of the comic chorus

1. For saving space, I do not name the authors of many of the generally accepted views
on the development of the dramatic genres. I also consciously avoided referring to the
ample archaeological research, primarily on early vase-paintings depicting Dionysiac
celebration themes, as I feel unqualified for such an investigation. I only hope that it
will not fully demolish my views.
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xwuwdol, should have taken account of the fact that the brother chorus
was named tpaywdoi — or the other way around. Admittedly, in the ar-
ea of folklife and, particularly, of popular religion, things are not always so
rational. Yet, in scholarly investigation, it would be more prudent to use
up every rational possibility before proceeding to options that postulate ir-
rationality a priori. At any rate, the second component of the two words,
-06¢ or -dia, is common and self-evident, leading us unquestionably to
singers and singing.

As regards xwuq@dog, where things are much clearer, the first compo-
nent is most likely x@poc, ‘revel, carousal, merry-making’ or ‘band of revel-
lers’ or ‘the ode sung at one of these festive processions’, according to LS].?
But the comedy and the comic chorus known to us have different traits. No
doubt the amusing and playful character is retained, being placed, howev-
er, 1n a structured poetic and dramatic framework, with a plot, characters,
roles, and naturally a chorus, in which the riotous and boisterous festivi-
ty implied by x@uog is mostly preserved, sometimes in a contrived man-
ner without being required by the comedy’s story, as if for justifying the
etymology of the genre’s name. When later, in the fourth century BCE, the
importance attached to the comedy fully shifted to the story’s course, the
xduog, together with the chorus, was isolated from the rest of the come-
dy and was transferred to separate entr’actes. Further, whereas the x@uoc
might accompany just any private drinking-party regardless of the date in a
year, the comedy is strictly positioned in the programme of Dionysiac fes-
tivals. Thus, although the translation of xwu@doi as ‘singers on occasion of
the x@pog’ s absolutely correct,’ the occasion of the x@uoc differs signifi-
cantly from the occasion of the comedy.

Unlike xwuq@dds, the first component of Tpay@dds (todyog) does not de-
fine any social event or activity, in the frame of which a song was to be sung.
We cannot claim that tedyog is used synecdochically for ‘sacrifice of a he-
goat’ and that rpay@doi are ‘singers on occasion of the sacrifice of a he-goat’
or ‘singers on occasion of the awarding of a he-goat to be sacrificed’, because
whatever singing occurred, it was made precisely for winning the award of
the he-goat, naturally before the awarding and the sacrifice. To prevent the

2. The accurate meaning of %@uoc as a term in the City Dionysia festival is contested: the
whole festival, chorus, dithyrambic chorus, men’s dithyrambic chorus. The question
will be discussed below.

3.  The wording employed in W. Burkert’s pivotal paper, ‘Greek Tragedy and Sacrificial
Ritual’, GRBS 7 (1966) 87-121 = W. Burkert, Kleine Schriften VII: Tragica et histo-
rica, Gottingen 2007, 1-36.
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blame of over-rationalizing, I hasten to explain that, in my view, the only def-
inition that might be argued in this direction is the one proposed by the an-
cients: ‘singers on occasion of the competition for a he-goat igpeior’. Thus,
however, we have a derivation entirely different from that of xwu@ddc. And,
in spite of Burkert’s strenuous disagreement, I would persist with the view
of Wilamowitz that the inquiry into fabricated aitia with the use of ancient et-
ymological constructions must be faced reluctantly.* It is another story that
Wilamowitz himself restored an old, extremely dubious assumption made
by Welcker, which, as he believed, confirmed the validity of the Aristote-
lian concept of the genesis of tragedy.” It was based on Et. M. 764.5 4 8.
70 OAAQ 0l Yool éx catdwy gvvicTavto: 0ds éxdiovy TPAYOVS CXRWOTTOVTES
1) Owa Ty 10D cwpatog dacdTyTa 7 dua THY TEQL TA dpoodicia oToVdHY* ToL-
odtoy yap 16 {@ov.’ Be that as it may, Aristotle (Po. 1449a 20) speaking of
the origin of tragedy refers to a satyric form (éx carvguxod) with brief stories
and laughable diction (éx uixedy udbwy xai Aésews yeloiag) but says noth-
ing about he-goats. There 1s nothing to suggest the idea that Aristotle iden-
tified satyrs and he-goats.

On the other hand, the resemblance of the term Tpaywdia with Tpdyoc 1s
so conspicuous, that it would be absolutely expected to have sundry ancient
etymologies that not only associate the he-goat with the tragedy, but also con-
nect the animal with the myths around the Dionysus ritual. It is wholly in-
significant whether these contrivances are Alexandrian, Peripatetic, or much
older, since their historical evidence is by no means proven. We are certainly
destined to depend on doubtful speculations. Let these speculations, at least,
not be oblivious of the fact that what we are investigating goes back to the pri-
mary origins of a genre, which obtained its definitive oixeia gdoic much later.
Since this type of investigation was followed in the case of comedy, it might
prove helpful to continue on the same track. Parallelism within the twin dra-
matic genre 1s, in my view, indispensable. It 1s a misfortune that Aristotle,
though explicitly declaring that comedy’s early history, unlike that of trage-
dy, has been forgotten, yet discusses the etymological origins of comedy in
reply to the Doric claims on the genre’s origin, but not of tragedy.’

4. Ewleitung in die griechische Tragidie, Berlin 1895, 63.

5. F. G. Welcker, Nachtrag zu der Schrift iiber die Aeschylische Trilogie nebst einer Ab-
handlung iiber das Satyrspiel, Frankfurt 1826, 240.

6. A comprehensive survey of the relevant literature till 1966, solely on the two derivations,
the satyrs = goats theory and the he-goat prize one, is to be found in Burkert (note 3) n. 2.

7. The claim that the derivation from Tpdyog was so obvious that Aristotle did not bother
elaborating on it seems out of character with the philosopher’s practice.
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Of the several meanings of x@uo¢ mentioned above (‘revel, carousal,
merry-making’ or ‘band of revellers’ or ‘the ode sung at one of these festive
processions’), the basic one is, of course, the first, while the others project
from it. This revel or merry-making is part of human life’s social functions.
More precisely, it reflects one of the two basic sides of leisure activities in
human life: the cheerful one. Usually, the x@uoc follows a symposion, af-
ter which the inebriated young revellers enjoy themselves, mostly out in the
streets, singing, dancing, and, occasionally, with more violent manifestations
of drunken behaviour. Pratinas, PMG 708.8 f. (= TrGF 4 F 3.7 f.), refers pe-
joratively to the aulos with the verses xduwe udvoy Ovpaudyois te moyuayi-
atot véawy Lot mapoivay | Euuevar atpatnldras — though an alternative, no
doubt invented, name of the poet’s father is transmitted as Eyxwouioc. We
shall return to Pratinas later on in this paper. At any rate, the necessary com-
ponents of x@poc are the company of young friends, the intoxication, the
group singing of joyful songs in joyful music, and the dancing of lively danc-
es, all mainly performed outdoors. The element of dancing 1s less highlight-
ed in the descriptions of the x@uog, but Hesychius » 4840 defines x@uog as
eldog bpynoews i) pélovs Twég, Photius » 1313 as eldog doynoews, Synagoge
(Ba 286.20, Photius x 1312, Suda » 2272, al.) gives xdpot- @dai- 7} Soynois
peta uébing, Etymologicon Magnum 550.50 (and other Etymologica) xwud-
Cew: 10 mowdyg dpyeiolar- 86 0D xal xduoc eldog 6pynoews: ot O¢ pédovs. The
same element 1s conspicuous in derived words, e.g. Hsch. 7 626 terpdxw-
pog+ uélog tv oV dpynoet memomuévoy eic Hoaxdéa érmwixnion.

Corresponding manifestations are met with in the folklife of most socie-
ties, regardless of region or era, unless other factors, religious or political,
enforce their restriction. It seems then that this popular unorganized social
activity was modulated into a structured poetic and dramatic genre, the com-
edy, which maintained in its structure almost every element of its source ex-
cept actual drinking. Naturally, this modulation did not affect the original
folklife activity, which continued its social function, with some cultural or re-
ligious adjustments, till our days.

What sort of social event is reflected in the second basic side of leisure
activities in folklife, the serious one? An event that might be modulated from
popular unorganized social activity into the corresponding structured dra-
matic genre, the tragedy? In modern folklife, the traditional events are also
roughly divided between these two sides. For istance, Modern Greek folk
songs are broadly sorted out into these two categories: joyful and serious. The
particular social activities, where folk songs are sung, are no doubt numer-
ous, but, in the main, the songs are distinguished into two large categories:
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dance songs and table songs (rpayoddia Tot yopod — Tpayoddia tijc Taflag).
The first are usually cheerful, the second usually serious, and, as their names
imply, the first are habitually danced, the second sung by singers seated at
table and only exceptionally danced. If, as we did above with the x@uog, we
were to define the necessary components of the modern table songs, we shall
find here the company of grown-up friends, the moderate drinking, the sing-
ing of serious songs in serious music, and, in a few cases, the solemn dance.
Naturally, this type of folk songs is not limited to the Greek popular tradition
(Troayodda s Tdfrag, Toaydd’ teamelité at Mariupolis, al.). Comparable
‘table songs’ are the Russian zastol’nye pesni, the Georgian sipra songs, the
Jewish z’mirot in contrast to the klezmer dance songs, and many more, speak-
ing about which I feel entirely unqualified. This category, at least in Modern
Greek folklore, usually comprises narrative, historical, heroic, and gno-
mic songs, exceptionally even dirges (magaloyés, axpitind, xAéptixa, uot-
00Adyia), unlike the dance songs which have usually cheerful love themes.
Understandably, it is not always easy to define strict boundaries when clas-
sifying folk songs depending on thematic considerations. As regards musical
aspects, table songs present, generally speaking, a slow, stately melody, with
free, unsteady rhythm, in contrast to the dance songs, which usually present
lively, varied melody and strict rhythm.®

Is there anything comparable to these song categories in ancient Greek
folklife that might evolve into tragedy, both socially and generically? The
necessary elements described above lead us to the ancient dégmov or daig, or,
in the words prevailing later, deimvoy and cvumdoior. An interesting piece of
information about the prehistory of tragedy, before its official establishment,
comes from Plutarch, Sol. 29.6:

3 / \ ~ \ / 4 \ / ~ \ \ \ /
Goyouévaw 68 T mepl Oéomw 7o Tip Teaydiay xwel, xal da Ty xawd-
T ToVc ToAA0VS AyovTog Tob medyuatos, obmw 8 eic duidlay évaydvioy
3 / / / N\ \ \ c / L4 ~ 3 /
gEnypévov, pioer pilijnooc dv xal piloualing 6 ZoAwv, &t pdllov év yhoa
oy 0Af] wal woudd xal vi) Ala wotowg xal povowf] noagaméumwy avtoy, E0edro
70w Oéomy adrov dmoxowduevoy (TrGF? 1 [Thespis] T 17), domeg Eog 7w
10l madawolg. peta 0¢ Ty Béay mpooayopeboas adtov HpdTnoey, & T000V-
T dvavtiov 0dx aloybveTar THAxadTa pevddpevos. pricavtog dé Tod Oéomi-
dog um) dewov elvar To ueTd maudids Aéyew Ta TolabTa xal mpdooew, opédpa

8. G. M. Sifakis’ valuable comments, by specifying particular songs and dances of several
regions in Greece where my remarks were not or were occasionally applicable, helped
me to tone down some of my initial over-confident assertions. I would also like to thank
my colleague Chrysoula Hatzitaki-Kapsomenou for her decisive advice in the area of

Modern Greek folk songs.
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~ 7 \ ~ < 74 7 [ \ / \ 2 5N < /
Tj] Paxtnolo T yijy 6 26wy matdEag “Tayd uévror Ty mawddy’ Epn TadTyy
dmawotvres oltw xal TLudvTeS ebpNoouey &v Tois omovdaiow’.

No doubt, the account 1s purely anecdotal. But the important thing 1s not
the truthfulness or the accuracy of what Solon and Thespis are reported to
have said or done in the specific occasion, but what the anecdote incidental-
ly bears witness to. Namely, where and in what circumstances tpaywdol were
expected to perform, before tragic performances were nitiated. The circum-
stances were 007 xal wawdid xal [...] woTois xai wovouxjj. This is obvious-
ly the context of deimvoy.

Another piece of information is offered by Pollux 4.123 (7rGF?* 1 [ The-
spis] T 16), a statement widely discussed in the debate on the origins of
tragedy: édeoc & 7y tpamela apyaia, &’ iy mpo Oéomidogs elc i avafag Tols
yooevtais dnexpivero (Charitonides; dnexpivaro Poll. codd.). éleds is well
defined by LS]J as ‘kitchen table, dresser’, but better described in 1. 9.215,
where, in the meal prepared for the Achaean kings who beseeched Achil-
les to abandon his wrath, the hero shares out the barbecued pieces of meat
that were scattered v éAeoiow; and similarly in Od. 14.432 the swineherds
put the barbecued joints eiv éAeoiow, before Eumaeus carved them. In Ar.
Eq. 152 and possibly elsewhere too (Poll. 6.90 waga tois mdAar), the neuter
éAeéy means ‘chopping-block’. But both in Pollux 4.123, where the transla-
tion is merely todneCa, and in the Homeric passages, where the plural makes
the literal meaning ‘chopping-blocks’ difficult (one is enough even in mod-
ern large butcher shops), the question seems to be about ordinary tables. A
similar statement occurs in Orion 6 72.8 St. (cf. Et. Gen., EM 458.30) Ovué-
- maga 10 én” adtijc tieolar Ta Ovdueva ispeia. Todmela 0¢ v mo TovTOV,
8@’ T EaTdreg &v Tolg dyeols fidov, uhnw tdéw lafodons Tijc Teaywdiag (cf.
TrGF* 3 [Phrynichus] F 23). The etymologist is interested in the origin of
Hvuén and in the way it came to be used in the theatre, but incidentally offers
useful information about the origin of tragedy before it was regularly estab-
lished. Combining the accounts given by Pollux and Orion we conclude that
in the course of'a meal, after the portions shared out had been consumed and
the tables cleaned, the participants used to sing in unison (we need not im-
agine a formal chorus), while one of them standing on a table, apparently the
free table on which the meat had been carved, sang in response to the oth-
er singers. The occasion might be just any unofhicial feast or a private sacri-
fice, the usual opportunity for common people to entertain themselves. The
events must have taken place mostly out of doors, as both Homeric passag-
es indicate, while the Gvuédn was placed év toic aygoic. The two statements,
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apart from adding valuable details to our knowledge about the prehistory of
tragedy, may also help in detecting the etymology of rpay@dia. For the time
being, we may observe that no he-goats are expressly involved, whether as
sacrificial victims or as prizes or as ritual masquerade, but only a group of
singing companions at table, during or rather after the meal.

More specifically, it was not the first part of the dinner, the main course,
that was fit for such presentations, but the second course, when fruits, des-
sert, and wine were served, and the diners were in such a state of mind that
facilitated and encouraged more spiritual activities, such as debate, repartee,
singing. The famous descriptions of dinners, e.g. Plato’s and Xenophon’s
2vuméoiov, Plutarch’s Zvumooiaxa [lpofAjuata and Lvuméooy tdw énta
oopdw, Lucian’s Zvuméowov #) Aaniar, Athenaeus’ Aeimvocogiotal, may
possibly misdirect us, as they refer to memorable dinners, real or fictional,
occasionally combined with Oeduara xai axpodpata, buffoonery, acrobat-
ics, juggling, dancing, flute and lyre playing, singing, although mainly with
debates on highly sophisticated subjects. We are not so much interested in
such advanced shows as in their rudiments. How did simple, unpretentious
Greeks use to entertain themselves in the second course of their dinners,
during the early sixth century BCE or still earlier, when apparently the term
Toay@doc was established? Plutarch’s anecdote about Solon suggests mu-
sic and acting. Numerous references already since Homer indicate song and
dance: E.g., Od. 1.152

polmn T bpynotic te: Ta yao v avabiuata (‘delights’) daurée.

As regards the themes of the songs sung by the gotddg, in the same passage
and in the context of the same dinner, it 1s said: Od. 1.337-8

Drjue, moAra yap dAia footdv Oelxtiioia oidag,
doy’ avdpdw te Oedv Te, Td Te wAclovaw dowdol,

sacred, that1s, and heroic themes. Lastly, regarding how traditional or novel
these songs were, it is also said in the same passage: Od. 1.351-2

T Y Gowdly udrlov émixdelovs” dvbpwmot,
7] T16 Gxovdvtecol vewTdTy dupuméinTal.

Anyhow, there 1s no question for the time being whether the songs men-
tioned are epic or melic, whether they are composed, that is, in dactylic hex-
ameters or in lyric metres, a distinction that would have differentiated the
mode of performance. What we are investigating for the time being is the
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origin of the term tpay@ddg, not the origins of tragedy. In the epic, the sing-
er at the dinner, is named simply dotddg, not Tpaywddg; neither is there any
xwp@dds mentioned. Obviously, the naming of both 1s later.

It is not clearly perceptible why Plato repeatedly names Homer ‘trage-
dian’ and his poetry ‘tragedy’: Theaet. 152¢ tw mouTdw of dxpot Tijc mou)-
oewg éxatépag, xwuwdiag uév Eniyaguog, tpaywdias 6¢ Ounoog; Rep. 595¢
Boune uév yap TV xaAdv andyTy To0TWY TOY TRAYIRDY TEDTOS 1ddoHalbS
e nal yepaw yevéahau (sc. Oungpog); Rep. 598d uera tovro émoxentéor tiy
Te Taywdiaw xal Tov Nysudva adtijc Ounoov; Rep. 605¢ dxpoduevor Ourj-
00V 7] &AAov Twog T@Y TPaydomoidy; Rep. 607a Ounpov momrindtatov elvau
xal mpdToy TdY Teaywdomoidy. In all these passages, Plato seems to speak
literally, never figuratively. He does not even speak of an earlier form of the
tragic art, but explicitly of Homer as ‘the first tragedian’. He certainly does
not refer to style similarities between the two genres, whether ‘epic’ narra-
tive in tragedy or ‘dramatic’ scenes 1n the epic, a question he discusses in
Rep. 394c ff. In any case, it 1s clear that he takes tpaywdia for ‘serious poet-
ry’, Tpaywdomoids for ‘poet of serious poetry’, and, accordingly, Tpaywddc
for ‘singer of serious songs’. Does then Plato observe some older, perhaps
unknown to us, teachings on the generic classification of poetry, that divide
simply into the fundamental categories of amusing and serious poetry? Ar-
istotle, who leads the discussion into greater depth, explores in chapters 3
and 4 of the Poetics the element of mimesis, and, investigating the remote or-
1igins of comedy and tragedy, ends up (Po. 1449a 2) in iambic and epic poet-
ry: mapapavelons 0¢ Tij¢ Toaywdias xal xwuwdiag oi &y’ éxatégay Ty moinow
OQUAYTES %aTA TN oixelay pOoW ol uév avti TV idufwy xwupdomotol &yévoy-
70, 0 08 ATl TAY €NV TEaywdodiddoxalot, dua 10 ueillw xal évtiudtega Ta.
oyuata elvar Tadta éxeivar. Before that, however, he follows a distinction
between ‘serious, ta omwovdaia’ and ‘amusing, 0 yedoior’, naming Homer as
the precursor of both, in /liad and Odyssey of tragedy, in Margztes of comedy:
1448b 34 donep 0¢ xai Ta omovdaia pdiota mowmys Ounoog 7y (udvos yap
00y 6Tt €0 GALA xal punoeis dpauatinag énoinoey), odtws xai T Tijs xwuWdi-
ag oyfjpa mpdtog vmédeiéey, 0d woyov GAAa To yeoiov dpauatomoroag.

The ancestors of the tragedians and the comedians Aristotle speaks about
are easily recognizable, but if we try to trace such ancestors whether previous
to Homer and Archilochus or rather in the domain of folk production, things
are not as easy, not only for lack of palpable evidence but also because the
distinction of genres and subgenres is unclear. For instance, Xenocritus, the
seventh century poet from Epizephyrian Locri, according to Pseudo-Plutar-
ch, De musica, 1134e, aupiopnreirar i moudvwv moumtis yéyovey: Nowixdy
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yag vmobéoewy modyuata Eyovady monThy yeyovévar pacty adTov: 010 xai Ti-
vag dbvpdufovs xalely adtod tas vmobéoerg. What 1s most interesting in the
account is that the themes of Xenocritus’ genre ‘involved action’ (this is al-
so the meaning in Aristotle of Homer’s wiurjoeis dpapatixas émoinoey and
dpauaromojoag), and that a heroic — and sacred, I presume — song involv-
ing action was called ‘dithyramb’. As we have already seen, it is not easy
to classify songs in a strict way, traditional and folk songs especially. Such
1s, for instance, the case with religious or hymnic songs, which undoubt-
edly formed an important portion of what we called ‘serious’ songs (¥oy’
avdpdw te Bedy te). Could it be that Plato 1s referring to Homer as mod@roy
@Y TPaywdomoidv, less as the first narrator of feats of men, but more as the
first and foremost poet of hymns? Yet, the full passage of Rep. 607a we quot-
ed above seems to disprove this, since it dissociates the Homeric work from
the hymns and encomia to be admitted in the state: xai cvyywoety ‘Ounooy
TOMTIXADTATOY EIVaL XAl TTEDTOY TAY TEAYPOOTTOLHY, Eidévar 0¢ 6Tt Gooy pévoy
Bpvovs Oeois xai dyxdpia Tolg dyaboic mowjoews magadextéoy eig méAw.

At any rate, the general impression is that, with the exception of rpdyoc,
no other Greek word can function as first component of rpaywdéc. Tovywdia,
though widely discussed, is obviously a comic coinage for xwuwdia (Ar. Ach.
499 t.) playing on tpay@dia, and cannot serve as etymology of any one of
the dramatic genres, on the one hand because the Dionysiac contests do not
seem to be associated with vintage (tpdyn) or new wine (706é), and on the
other because the phonetic change (v > @) is unaccountable. Still more fanci-
ful, from every point of view, is the derivation from terpdywvor, because of
the supposedly square formation of the choruses.’

9. The Scholia to Dionysius Thrax, GG I 3.18, add tpaywdia, 1 Teayeia @o1- Toay?-
TEQOY Y0P xal pevxTéoy xal dbofatoy TO TG Hoiywy eidog Tob yelwtomorely. From the
numerous modern derivations, I single out J. E. Harrison’s etymology (Prolegomena
to the Study of Greek Religion, 1903, 421-6) from todyoc = ‘spelt’, because a beer-like
drink was produced from the fermentation of spelt, Toay@doi then meaning something
like ‘beer singers’ or, as Harrison renders it, ‘beanfeast-singers’; V. Pisani’s (Paideia
8, 1953, 197-8) from the Illyrian root *#rgo = ‘market, marketplace’, Tpay@dol then
meaning ‘chorus of the market, i.e. of the city’ in contrast to xwuwdol from xdun =
‘chorus of the village, i.e. of peasantry’; H. Kronasser’s (Kratylos 7, 1962, 162) from
L.-E. *trg- = ‘stave, baton’, compared with 8dpooc, Tpaywidol then meaning the bear-
ers of staves, like the rhapsodes; O. Szemerényi’s (‘The Origins of Roman Drama
and Greek Tragedy’, Hermes 103, 1975, 300-332) from Hitt. tarkuwant-, participle
of tarkuwa(?) = ‘dance’, Toaywidol then meaning ‘dancers’ and the folk-etymology
including both 7pdyoc and -widdc; J. J. Winkler’s (“The Ephebes’ Song: Tragdidia
and Polis’, Representations 11, 1985, 26-62) from tpdyog = ‘the age when change of
voice and other signs of puberty appear’ and toayilw, Tpaydw = ‘(of boys’ voices)
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The only other Greek word that I know to have a root with similar pho-
netic features is the verb rpcdyw, with weak grade stem tpéy- (aor. 2 &rpdyov).
But toddyw means ‘gnaw, crunch, munch, nibble’, is used especially of her-
bivorous animals (zpdyoc also derives from the same root), and it would be
odd if Teaywddc designated the singer who gnaws, crunches, munches or
nibbles with his song. And none of these notions seems, at first sight, to be
parallel, complementary, or opposite to x@uog as first component of the twin
term xwu@odg.

However, only at first sight. Because tpwyw is the verb typically used
of diners and their snacks in the second part of the dinner, which is exactly
what we concern ourselves with in the present discussion. During the first
and main part of the dinner, the guests £joy or Att. 7jofiov, but, when they
finished eating and wiped their hands, they passed to the second course,
in which they used mivew and todyerw. What was served to accompany the
drinking, is extensively discussed in Athenaeus, especially at 14.640 ff.: dried
figs, walnuts, chestnuts, almonds, chickpeas, Egyptian beans, i7oia (cakes
made of sesame seeds and honey), uedinnxra (honey-cakes). Pl. Rep. 372¢
adds myrtle berries and acorns. They were collectively named rpayijuara.'
Aristotle, fr. 675 Gigon (104 Rose; cf. also frr. 674, 1017 Gigon), from the
lost treatise I1epi uébng, elucidates the matter better (Athen. 14.641d):

Agiototélng 6¢ &v ¢ Ilegi uébne mopaminoins fuv devrépag toamélag
700 ay0pedel 1o TOVTWY * “TO 1év 0ty Slov duapdpew Todynua foduaros vo-
wiotéov 8oov Edeopa Towyaltiov. TodTo yag mdTowov Totvoua Tois "EAlnow,
émel émi Poduact Ta Toayfuata magatilevtar. d1dmep 00 xaxdg Eoixey elmety
6 mpdrog devtépay mpooayogedaas Tedmelay « Svtwes yap dmidogmiouds Tig
0 ToaynuatTiousds 80, xai Ocimvoy Erepoy magaribeTau <ta> Toayruata’.

mgocayogebet Kaibel : dmayogeter codd. || ooy édéouatos rowydiiov Schweighaeuser | éni foch-
uaot 7o tpayfuata Gigon : év tpayiuact ta foduara codd.; ra foduara del. Kaibel (tum fort.

nagariferar) || dmidopmiouds Tis 6 roaynuarionds éotu : 6 dmd. roaynuaTioués T. & A; 6 Toaynua-
T10p06 émid. 7. 8. C; 6 Toayiouds dmid. 7. & E || <ra>add. Kaibel

The etymological relation of Tpwydiov to Tpdyew is more transparent
than that of the much commoner rpdynua, and this is why Aristotle accounts
for its use by calling it a traditional word among the Greeks. Totto yap

break, grow rough and hoarse’ (LS]), Toaywdoi then meaning ‘chorus of adolescents’.

10. On the late history of the word see J. Kramer, APF 54 (2008) 113-131 (= Von der
Papyrologie zur Romanistik, Berlin/New York 2011, 319-339). It is interesting that
the corresponding Latin words are bellaria and pulchralia. The Mod. Gr. equivalent
1s xadovdia and the Engl. ‘goodies’.
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ndtoiov Totvoua tois "EAAnow is obviously parenthetic, elucidating the pre-
vious word Tpwyaiiov.'! Write: doov deoua Towyaliov (tobro yap mdroioy
totvoua toic "EAAnow), énel xt. The text transmitted next (drei év Tpayrjua-
ot ta foopata magatibevrad) is not clear. ra foduara cannot be used in the
broad sense ‘whatever is consumed’, since in the previous sentence it is used
as the term opposed to tpaynuatra. Kaibel bracketing out the clearly cor-
rupt 7a foduara does not help. The drastic emendation published by Gigon
gives a smoothing out sense (ézel éni foduact ta tpayrpata nagatibevrad),
but the causal clause does not explain the statements preceding. I propose
émel &y Ttpayfuact Ta tpwydiio mapatifevrar, ‘because in the course of rpay)-
pata Greeks use to serve the rpwydlia’. TPRTAAIA might easily be corrupt-
ed into BPRQMATA, the term mentioned right before, in Aristotle’s argument.
So, the entire first course 1s named fpwpata, the second course Tpayfua-
Ta (& Tpaynpact — xai Ocimvoy Eregoy magatibetar Toayfuara: Kaibel’s <va>
Toayfuata, adopted by Gigon, ruins the meaning). The items served in the
first course of a deimvow, 1.e. in the foduara, are called édéouara — the reg-
ular verb 1s éofliety —, those served in the second, i.e. in the Tpayfuata,
are called TowydAia — the regular verb is rpcyyew. The second course is al-
so called devtépa Tpdmela or debdrepar Todmelar. As for Toaynuatiouds, just
like émdopmiouds, it is Aristotle’s attempt to form an abstract term from émi-
dopmiouata; cf. Poll. 6.79 7a ¢ émidopmiouara Agiotopavns (PCG fr. 819)
uéy dmupogfuata xalel, dote ein dv xal 10 dmdognileabou émupogeioba, 7y
0¢ Tpwydhia, xdpva, uvetides, uéomida, 4 xai éa xaleirar; Hsch. € 5390 émi-
poorjpata- Toaynuata ueta to dsinvov. I doubt that the reading of Athenae-
us’ Epitome (rpaytouds), though tempting, might be adopted. I would then
publish the whole Aristotle fragment as follows:

70 ey oty Glov dwapépew Todynua Podpatog voutotéov Gooy Edeoua Tow-
yaliov (tobto yag mdtowov totvoua tois "EAinow), énel dv toayfuact ta
Towyddio magatifevtar. dibmep 0d xaxds owxey sinely 6 mpdTog devrépaw
mpocayopebaas todmelay: SvTws Yoo Emdomiouls Tis 6 TEAYNUATIOUAS
o1, nai Oeimvoy Evepov mapatifeTal Toayjuata.

Toayfuara are also connected with wine-drinking, obviously the most
Dionysiac of the deimvoy activities. Apart from the numerous fragments of

11. The word survived, through the intermediate of Toaydiiov (Theognost. Can. 125),
only with narrowed sense, in Mod. Gr. otgaydiwa, ‘roasted chickpeas’, folk-etymo-
logically modified from dotpdyalos. 6rpaydiia are, even today in Greek traditional
communities, a usual titbit served in cafés and tavernas for accompanying drinking,
especially of distilled beverages (ouzo, tsipouro).
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comedy quoted in Athenaeus, we should notice not only that Aristotle’s
fragment comes from Ilegi puébng, but also Arist. Probl. 930b 12, dia i ta
Toayfuata 0eatéov; 1) Evexa 1o mEly ixavdv; 00 yag uévoy motéov Tijs diyns
ydow Tij¢ &ni Tolc outiowg, GALd xai ueta to owtiov; and Gal. 6.550, dvoudlw
0¢ dnlovdti Toayuata Ta mapa To deimvoy 60idpeva Tijg émi TH Tivew 1dovijc
&vexa. Other terms used for ‘second course’ is émpopruara or émirgamelw-
pata or émbopmiouara or émdeinvia or dialectally éndixla | énaixleia or
verbal forms like émdopmiCecfai, émideimvelv, and émpogeiofau. It 1s inter-
esting, however, that Athenaeus mentions the &mwi- compounds as synonyms
of a basic headword, supposedly not needing any clarification: 14.640f xai
émdopmicactaon & Eleyov 10 dvrpayely xail émidewmvijoar, which must be trans-
lated with mild hyperbaton ‘they used to employ for évtpayeiv the verbs
émdopmicacbor and émidewvijoar’. Now, as pointed out in LS], évroayeiv,
though properly the aorist 2 of évrpdyw, 1s regularly used as aorist 2 of Tpw-
yw, In the sense ‘to eat dessert’.

Let us then return to our etymology. A typical deizvow (first and second
course) could end up in two different ways. If the band consisted of young
men heavily drunk, the sequel might be boisterous, involving merry sing-
ing and brisk dancing often out in the streets. The event is called x@uog,
and the singer singing éni v xoue 1s called xwuwddc. If the group, usually
consisting of grown-ups, stayed at the table after the second course (the ga-
yfuata) was served, and continued restrainedly drinking and eating finger-
food and dessert, solemnly singing and, occasionally, slowly dancing, there
was no distinct event to need a special name other than the second course
itself. Thus, the singer singing éni 1@ (év)rpayev or éni T Toaynpate/Tols
toayfuact might well be called rpay@ddc. The two correspond to the basic
modern distinction of folk songs referred to above: dance songs (Mod. Gr.
Toayovdia Tod yopod) and table songs (Mod. Gr. tpayoddia tijc Tdfag)."*
‘Table songs’ remind also of the terms rpdnela and devtépa Tpdmela for
‘meal’ and ‘dessert’, but the similarity proves nothing, since singing during
or after the meal was never doubted, in antiquity or today.

A similar etymology was proposed in an endnote of a book on tragedy,
remaining there enshrouded for more than half a century. I mean the book
of Carlo Del Grande, TPATI'QIAIA, which was first published in 1952, and

12. Itisanironic turn of literary history that the Medieval and Modern Greek tpayovdd, de-
rived from Tpay@d®, ‘act a tragedy, tell or sing in tragic tone’, means simply ‘sing’, thus
returning to its original semantic roots. From tpayovdd derives toayoddu(»), ‘song’. I do
not dare attempt, depending on the investigation made in the present article, to overturn
the accepted derivation and propound tpay@déw in the sense ‘sing’ as original.
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appeared in second edition (Milan and Naples) in 1962. The note 1s found
on pages 356-8 of the second edition and consists of three paragraphs in-
cluded in a long addendum placed within brackets.”” To be sure, the on-
ly common element in Del Grande’s etymology and the one proposed here
1s the lexical root of the proposed etymon (rpayeiv), but the social and lit-
erary interpretation of the proposals is entirely different. Del Grande does
not refer to x@pog or to comedy, neither to the procedure of the deimvon.
He assumes that the origins of tragedy are found in Dionysiac ceremonies,
in which the worshippers sang in choir the god’s passions, while munch-
ing and crunching dried fruit, nuts, and sweets, which they bought from
itinerant vendors, much like what happens nowadays in village religious
fairs. Evidently, this is not a plausible reason for naming the choristers of
a religious ceremony tpay@doi, something the Italian scholar realized, and
therefore opened the discussion by stating about the etymology ‘non la pro-
pongo, ma dubitosamente la espongo qui’, and closed his argumentation by
declaring that all this was said ‘a titolo di curiosita’.

Yet, there seems to exist a parallel to Teaywdéc, which possibly invali-
dates the proposals made above. It is the term dgpv@ddg, which denotes the
singer who competes for the prize of alamb. The only reference to the term
to be found in Greek literature comes from Schol. Pind. V. 2.1 (all other
references stem either directly from the Scholia or from the same source:
Eust. 6.25, EM 146.55, Hsch. a 7355, Phot. s.v. gaypwdoi): [Obey mep xai
Oumoidar] oi 6¢ (paociv) 8vv xata péon medtepov Tijs mothoews dradidouévycg,
TV AyovioT@y Exactog 6 T fobloito udpog fjde: Tod 0¢ dhlov Tols vixdow
apvog amodederyuévov, mpoaayogevlijvar Téte pév dpvwdovs, adbic 0¢ éxaté-
pag tijc momoewg elaeveyleions, Tovs dywvioTag 0iov axovuévovs meog dAAY-
Ao ta pdom xal Ty odumacay moinow Embvtas paywdods mposayopevlipyar.
Tabtd gnot Avovbaiog 6 Agyetos (FGrHuist 308 F 2). I do not know what his-
torical validity may be assigned to the account of the otherwise unknown
Dionysius of Argos. Jacoby dates him entirely speculatively in the fourth or
third century BCE, and is not even certain that he is a local historian and not
a grammarian. The only other fragment of his (F 1) dates the fall of Troy
on the twelfth of Thargelion, in the eighteenth year of Agamemnon’s reign
or the first year of Demophon’s reign in Athens. Welcker'* attempted an
emendation of dpveddg, but Burkert (note 3) 93 n. 13, vindicated the truth

13. Inhis first edition (non vidi) he claimed that 7odyoc must be a mournful ritual song like
Atvog, only homophonous with tgdyog, ‘goat’.
14. (Note 5 above) 241 n. 179; and later, Der epische Cyclus, vol. I,71865, 338, 379.
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of the account by referring to the Lex sacra of Coresos in Ceos (/G xii. 5,
647; early third century BCE) where it is stated (35-36) that the rhapsode
1s assigned xpedv uepida. The Lex sacra mentions, however, a public sac-
rifice followed by an also public éotiacic, where a portion of meat from the
sacrifice 1s offered to all tax-paying citizens, metics, and freedmen. It also
mentions athletic games on the same occasion, in which the boys winning
in archery and javelin throw were assigned a prize of xpedv pepic. Finally, a
x0edv pegic was offered to the rhapsode, who apparently was not needed to
be a citizen of Coresos. The rhapsode participates in the feast, but not in the
games, and the xpe@v pepic is offered not as prize but as payment, possibly
a bonus, for his participation. I very much doubt that the account of the dis-
tribution of a piece of meat to all the citizens of a town and some more might
be taken as parallel for the naming of a single winner in a contest.

A similar custom 1s, however, described by Philochorus (FGrHist 328
F 216). At their meals, the Spartans used to sing pieces of Tyrtaeus by turns
(Athen. 14.630e-f): Piddyogpos 6é gnow xpathoavtas Aaxedaiuoviovs Meo-
onpiowy dwa iy Tvptaiov oteatnyiov év taic otpateiawg Eloc moumjoacbau, dv
dewwvomouiowytaw xal mawwvicwaw, Gdew xab’ &va <ta> Tvptaiov: xpivew 0¢
700 WoAéuagyov xai 4oy didévar T vixdvte xpéag. The Spartan &log is no
doubt closer to the custom mentioned by Dionysius, since it mentions a win-
ner and a prize, but even this is placed in the frame of a communal meal, and
not a rhapsodic contest.

As for dpvpddg, it is, in all likelihood, a term coined secondarily as paral-
lel to Tpay@ddg. If, for some reason or other, it was easier for the community
officials to be provided with sheep rather than goats in the rhapsodic con-
tests, the contestants would naturally (and somehow playfully) be named
apvedoi. Needless to say, such a coinage or joke must have taken place af-
ter the prevalent in antiquity etymology of rpay@ddc from the he-goat prize
had been established. The satyr = he-goat etymology cannot be applied, un-
less we posit a satyr = sheep etymology too. On the other hand, it is pos-
sible that the term might have or be thought to have as its first component
dovvuar = ‘win, gain, esp. of honour or reward, [...] often with additional
idea of striving’ (LSJ), so that the compound might refer to the competing
singers, as mentioned twice in Dionysius’ fragment (1@ aywviordv &xa-
0706 — TOVG Gywviatas olov axovuévovs). In other words, dovewdol would be
the singers who competed for a prize. Cf. Il. 22.160 énei 0y, iconiov 00dé fo-
ey | agvdolny (imperfect, third person dual), d te moooiv 4é0Awa yiyverau
avdpdy, | GAda mepl yuyijc Oéov "Extogos immodduoro. Schol. rec. ad loc.:
<0u”> dydwog éamovdalov Lafetv. Also, Hsch. a 7350 Fagvvlev- ywviCovro,
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évijoyovy, where, most probably, the lemma was originally the Homeric
verse’s agviolny, but was altered, under the influence of the plural inter-
pretation, into third person plural passive of a non-attested aorist form, by
a grammarian who did not recognize the dual imperfect form. The fact that
the nasal consonant of the -vv- suffix 1s retained in the derivative attests to
the late date of its formation, as is the case with the late compounds utofap-
véw and uicBagvoc.

I tried above to reject pragmatically some of the variations of the he-goat
prize etymology (roaywdoi = ‘singers on occasion of the sacrifice of a he-goat’
or ‘singers on occasion of the awarding of a he-goat to be sacrificed’). Linguisti-
cally, the verdict was harsher. O. Szemerényi noted that ‘there are insurmount-
able obstacles in the way of interpreting rpaywdoi as “those who sing for a goat
as a prize” or “those who sing at the sacrifice of a goat”. In neither case would
the linguistic pattern, here the case-relationship of the two members, be able to
suggest the sort of connection demanded by the drama expert.””

The second etymology, depending on the satyr = he-goat theory, former-
ly widely followed, seems to yield nowadays to the he-goat prize theory. Giv-
en that the image of the satyr 1s illustrated in a countless number of artworks, it
cannot be accidental that the follower of Dionysus practically always appears,
at least before the Hellenistic period, with horse tail and ears, unlike Pan (or
the Roman Faunus), who is really depicted as he-goat.'® Further, linguistical-
ly, it is anomalous to have a determinative compound where the second part
modifies or determines the first (todyoc ddwv); the opposite would be normal.
A copulative compound (rpdyo¢ and doidés, like iatoduartic) would be cu-
rious and formed not only unlike xwuwdéc, but unlike all -@ddg compounds.
A comparative compound (d¢ tedyos ¢#dwv) would hardly describe the im-
age required.

The indirect association of satyrs with he-goats that appears two or
three times in satyr-plays has been widely exploited as evidence of this et-
ymology. Basis for the argument has been the verse todyoc yéveiov dga mey-
Onoeiwc ob ye, plausibly ascribed to Aeschylus’ Ilpounfeds mvgxasis (TrGF
III Aesch. fr. ¥*207). The words, spoken by Prometheus, are addressed to
a Satyr, who 1s ready to embrace and kiss the fire, the new gift of the Titan
to mankind. Tpdyo¢ was interpreted as a nominative for vocative, already by
Epiphanius (4th cent. CE) and Eustathius. It has been, however, cogent-
ly shown that it is no more than a comparative remark, typically made with

15. Above note 9, p. 323.
16. Burkert’s account (note 3) 89-91 is clear, logical, and convincing.
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reference to animals, often with an allusion to an animal myth or proverb:
P. Shorey'” and R. Kassel,'® who provided numerous parallels from animal
fables. Here, no animal fable has survived, and the poet may simply trade
on the proverbial natural curiosity of goats. I copy from Wikipedia (art.
Goat): ‘Goats have an intensely inquisitive and intelligent nature: they will
explore anything new or unfamiliar in their surroundings. They do so pri-
marily with their prehensile upper lip and tongue. This 1s why they investi-
gate items such as buttons, camera cases or clothing (and many other things
besides) by nibbling at them, occasionally even eating them.” The Satyr be-
haves similarly at the sight of fire, an item new and unfamiliar to him, and by
embracing and kissing the flame, runs the risk of burning himself ‘just like a
goat’ or ‘just like the goat in the story, who burnt its beard”.!” The he-goat
appears also in Soph. Ichn. (TrGF 1V, fr. 314) 366-7 a[A1’] aiéy &l 0V naic-
véog yag v avi | w[dry]wve 0aAdwv d¢ Tedyos xvixwe yAddis. The sense is
not fully clear, but ¢ rpdyoc is obviously used comparatively, and one who
prides himself like a Tpdyo¢ is not a Tedyog. Also, Eur. Cycl. 78-80 éyw 6’ 6
00¢ mpomolog | Koxdwmi Onredw | Tde wovodépxtar dovlog dlaivwy | odw tade
Todyov yAaivar peAéar, must refer complainingly to the shepherds’ goat-skin
the Satyrs were forced to wear instead of the proper fawn or leopard skin of
Bacchus’ companions: Seaford ad loc. Be that as it may, these references,
though not equating satyrs with he-goats, given that the etymology existed
in antiquity, may perhaps latently allude to it.

In any case, though it is claimed that both etymologies are wrong, it can-
not be denied that they existed already in antiquity. The only way out is, of
course, resorting to folk-etymology, which, in my view, was effectuated quite
early. And, as 1s usual with numerous religious aitia, the he-goat passed into
various manifestations of the Dionysus ritual, when the serious singing activity
was included in the Dionysiac festivals. Thus, I fully agree with the proposals
regarding both the relation of tragedy with sacrificial ritual and the relation of
the goat with Dionysus. I only believe that this relation is temporally second-
ary and that the primary formation of the twin terms xwu@dds and rpaywdéc
must be located in the singing and dancing manifestations of folklife.

17. ‘Aeschylus fr. 207 and the Satyr Chorus’, CPh 4 (1909) 433-436.

18. ‘Kritische und exegetische Kleinigkeiten IV’, RAM 116 (1973) 97-112, esp. 109-112.

19. The motif of Stith Thompson, Motif-Index of Folk-Literature, 4, Copenhagen 1957,
60 (J 834), to which Radt refers in the apparatus of fr. 207, is an edifying commonplace
that has nothing to do with goats. Much closer seems to be the English proverb ‘Curi-
osity killed the cat’.

20. Lateris also, I believe, the extension of the etymology to tiTvgog, the satyr’s equivalent.
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THE EVIDENCE - THE MARMOR PARIUM - EARLY DATES

The first reference to the practice is mentioned in Eusebius’ Chronicle:
in the Latin translation of Jerome (Ol. 47.2, 100b ¢ Helm): Ais temporibus
certantibus in agone tragus id est hircus in praemiis dabatur, unde arunt
tragoedos nuncupatos; and in Georgius Syncellus’ Greek (286.11 Moss-
hammer): 7ois aywvilouévois map’ "EAlno todyog édidoto, dp’ 0d xal Toayi-
xol éxnbinoay. I do not know which noun is implied in rgayuxoi, whether
dywyviatal or yogoi, or whether Jerome’s tragoedos is more authentic than
Syncellus’ Tpayuxoi. The date (591 BCE) need not be rejected. If we limit
ourselves to Athenian events, we see that the date falls within Solon’s career.
It may then well refer to Arion’s activity in Corinth (thus, e.g., Snell in
TrGFvol. 1,DID D 3), which was mentioned in Solon’s elegies (IEG Solon
fr. 30a). In accordance with the distinction we made above, the contestants
mentioned by Eusebius must be singers of serious choral songs (rpay@doi),
possibly dithyrambs, paeans, prosodia, and other odes with sacred or hero-
ic themes. The involvement of Solon in Thespis’ activities (Plut. Sol. 29.6-
7, the anecdote mentioned above; Diog. Laert. 1.59), if true, must have
taken place at a later date.

591 BCE falls, however, also within the rule of Cleisthenes, the tyrant
of Sicyon. And Eusebius, significantly, speaks of Greeks, not specifically of
Athenians. Hdt. 5.67 is elucidative: td te 07) dAa oi Zixvawvior Evipwy Tov
Adonorov xai 61) meds ta mdbea adTod Teayixoiol yogoial Eyégatpov, TOV uéy
Awbyvaor 00 Tiudvreg, Tov 0¢ Adpnotov. Klewohévns 0¢ yopovs pév 1o Awovioq
anédwxe, Ty 0¢ dAdny Ovoiny Melavinmp. It 1s evident that Toayixol yogpoi
(which possibly reinforces Syncellus’ tpayxoi) have nothing to do with trag-
edy, but only with choral songs sung in honour of gods and/or heroes. Thus,
the reference to Epigenes of Sicyon in the Thespis article of Suda as Thespis’
predecessor, mentioning him either as first tpaydiomoids or as first Tpayxdc,
butalso Themist. or. 27.337b xai tpaywdias evoetai pév Licvdwior, tedeaiovg-
yoi 0¢ Attixol mowmrai and the article 090év mpog tov Awévvooy of Photius and
Suda that mentions Epigenes as having composed a tragedy about Dionysus
yet irrelevant to the god (i.e., without the customary revelry) must have mis-
taken a poet who competed with ‘tragic’ choral songs eic fgods for a tragedian.

Schol. vet. Theocr. 3.2¢ [xai 6 Tirvpog]| Todg Tedyovs TiThovs Aéyovar: viw 0¢ dvoud
dotw ainbélov xara Supépeiar Tob yagaxtijpoc. Phot. Lex., s.v. Titvgides xal tiTvoow:
Tpdyov eldog. Contrariwise, Serv. in Verg. Buc. 1.1 Laconum lingua tityrus dicitur a-
ries maior (1.e., #9tdg).
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We may then surmise that, whereas the ‘tragic’ choruses to Adrastus were se-
rious (ndfea), the ones to Dionysus prior to Epigenes were cheerful and phal-
lic/satyric, as witnessed by the Photius and Suda article: 7o mpdabey eic tov
Awbyveov yedpovreg TovTowg fywviCovro, dmep xal catvgixa éAéyeto. So, we
might well distinguish between ‘tragic’ choruses and komoi. The choruses to
Dionysus are not qualified as ‘tragic’ by Herodotus, while ‘the rest of the fes-
tival” (viy 0¢ @AAny Bvainy) was pertinent to Cleisthenes’ anti-Argive policy,
since it was dedicated to the Theban hero Melanippus, whose feats against
the Argive warlords in the Seven against Thebes war, were famous.
However, Ovoin implies naturally sacrifices. Can this be where the he-
goat prize enters into the question? Cleisthenes’ reforms were, of course, not
applicable in Periander’s Corinth, but some features could have been com-
mon in the neighbouring cities. The piece of information mcluded in Euse-
bius” Chronicle may well refer to the first occurrence of the term rpayixés
(x000¢) in contests, while the mention of the he-goat may be no more than a
purely hypothetical interpretation of the chronicler, who was familiar with
the later etymology. Because the oldest source, Pindar Ol. 13.18 {., from the
464 BCE epinician ode for Xenophon of Corinth, does not mention he-goats:

tal Avwvdoov wébey Eépavey
ody fonlatg ydpites dfvoduf;

This 1s interpreted in the Scholia vetera in the following way: ovv fonlddra:
BonAdrny Tov dlbdoaufor mpooayopeder, fitow dia o fody elvar TH virijoavte
Enabldov- igpog yap Tod Awvdoov: i) dia T Eladvesbar adtov dwa foijc xai
AéyecOai. Also, in the next item, Xdgires diflvodufo: obtws axovatéor: ai
700 Awovioov dbvpdufwv év Kopivbw épdvnoay ydoites, tovtéot T0 omov-
dawdtator Tdv Awovdsov dibvedufwy év Kopivbw modtov épdvny: éxel yap
@pdln 6 yopoc dpyoduevos: Eotnoe 0¢ avtov mpdtos Agiwv 6 Mnbvuvaiog,
egira Aacog 6 Eouwoveds. The alternative derivation of fonddra from o7
is surely wrong. Burkert, (note 3) 98, discusses the Pindaric verses as a
general reference to the Greek custom of awarding a bull as a prize, but
does not focus on the context of the origination of dithyrambs in Corinth
by Arion. Can Pindar’s verses witness also a dyad of Dionysiac events simi-
lar to the ones in Sicyon? Pindar seems to distinguish rai Awwvioov ydoireg,
‘the delights of Dionysus’, from ovv fonddte dibvodufe, ‘in addition to the
bull driving dithyramb’. The delights of Dionysus may well refer to komos
events like the well known ones of the padded dancers that are illustrated
on sixth century Corinthian vases or to those mentioned in Suda a 3886,
L. Agiwv, (Aéyetar) xai Zatdpovs eioeveynely upetoa Aéyovtas. The ‘bull
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driving dithyramb’, however, may denote a parallel event: formal choruses
singing serious songs of individual poetry (dt6dpaufov ... moujoarra) with
themes from the Dionysus mythology ([0:0.] évoudoavra) and participating
in a contest ([6¢0.] deddéarra), to remind the terms used by Herodotus 1.23.

We may then conclude that what Arion instituted in Corinth were
Toayixol yogoi (Suda loc. cit.: Aéyevaw xai Toayixot Tebmov ebpetnc yevéohou
xal TpTOC Y000y oTijoar) who sang his own entitled dithyrambs (d:6d0aufoy
dgoaw xal dvopdoar To Goduevoy vmo Tod yopod) and danced the circular danc-
es (whence his father’s invented name Kvx/ed), yet not with a he-goat prize
but a bull one. Where does then 7payxéc derive from in this case, if not
from a root implying serious singing, as proposed above? The folk-etymolo-
gy must not have been conceived yet.

Naturally, dithyrambs must have been originally folk songs addressed to
Dionysus sung by inebriated revellers, members of a komos. This must have

been the case with Archilochus fr. IEG 120:%!

¢ Awwvioov dvaxtog xalov éEdp&ar uélog
0ida dulibpapfoy oivwr cvyxepavvwleic poévag.

No doubt the reference is not to Archilochus’ poetic products, but to his
involvement in religious social events. I have elsewhere located this frag-
ment together with 121 in the context of the war described in frr. 93a and
94 as Archilochus’ proud answers to a Parian/Thasian archon’s (most like-
ly Amphitimus’) insulting mockeries against Archilochus’ poetic and musi-
cal engagement.” The uélog that Archilochus prides himself he knows how
to lead when his wits are thunder-stricken with wine must be no more than
a panhellenic folk song to Dionysus sung by a carousing party.* Then, the
weight attached to the references to Arion’s invention may have to shift

21. Similar must have been the case with paeans addressed to Apollon, only sung by sober
singers ‘in thanksgiving for deliverance from evil’ (LS]). Paean is witnessed already in
the epic (1. 1.472-3 wolnjj Oeov iddoxovto | xalov deidovres marjova xotpor Ayaiiv)
and in Archilochus (fr. IEG 121 adrog 8édoywv mpog adioy Aéofov marjova).

22. ‘Archilochus Fighting in Thasos’, in O Agyiloyos xai 7 énoyij tov — Archilochos and
his Age, Proceedings of the Second International Conference on the Archaeology of
Paros and the Cyclades, Paroikia, Paros, 7-9 October 2005, edd. D. Katsonopoulou,
L. Petropoulos and St. Katsarou, Athens 2008, pp. 163-180.

23. In addition to the Archilochus quotation, we may mention the Lesbian origin of Ari-
on, who may have imported the rudimentary dithyramb from his homeland, and the
dithyramb’s alternative places of origin mentioned by Pindar: Schol. Pind. Ol. 13.18
(Thebes, fr. 71, Naxos, fr. 115).
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somehow: Herodotus’ mpdtoy avlodmawy tdv fueic iduey may imply the first
eponymous individual poet; Schol. Pind. Ol. 13.26b 10 omwovdarérazor T
Avovboov dibvgdupwy é&v Kopivhw modtov épdyy may imply not the dithyramb
as a whole but the most important of its sort.

If, to this choral activity in Corinth and Sicyon, we add the references
to Megarian comedy,*” in combination with the contested origin of Susari-
on from Megara, we can easily imagine an early sixth century choral activity,
with songs both serious and amusing, in the north-east edge of the Doric re-
gion (Sicyon, Corinth, Megara) that borders Attica, being therefore likely to
influence its religious institutions and customs.

If we recall Aristotle’s assertion that tragedy was formed dmo 7w ééap-
1OovTwy Tov dfpaufoy having been adapted éx oatvpixod, not éx catvpixod
dpduatog but from an indefinite satyric form (‘satyr-ish performing style’), it
1s natural to add to these early stages the hyporcheme of Pratinas (PMG 708
= TrGF 4 F 3; from Ath. 14.617) no doubt a quite later sample of the genre.
It is unclear what genre this hyporcheme belongs to, but, given that Aristox-
enus (1rGF 4 T 4; fr. 76 Wehrli; from [Plut.] De mus. 31.1142b) mentions
Pratinas among the oldest lyric poets and that the satyr chorus addresses
Dionysus as (15) Optaufodifibpaufe, it is natural to consider it a dithyramb.
Add the dbvgaupfwdeic compound words in verses 11-12 6docialomdia-
yov® Aadofagidoma mapauelopvbuofdray and, of course, Opiaufodilidoau-
pe.?® Not only does Pratinas mention 7av udy Adgwor yogeiav, but his origin
from Doric Phlious, a Peloponnesian town close to Sicyon and Corinth, is

24. 1. M. Konstantakos, *“ My kids for sale”: The Megarian’s Scene in Aristophanes’ Ach-
arnians (729-835) and Megarian Comedy’, Logeion 4 (2014), 121-166. Admittedly,
no choral activity is witnessed among the scarce information provided with regard to
Megarian comedy, but I cannot imagine a subgenre named xwu@dia already in the
early 5™ century (Ecphantides com. fr. 3) but lacking a #@uog and an (d7.

25. oAocratoxdAauoy Athenael AC, éAeowa xdAauov E; editores alii alia; emendavi e Hsch. o
558 cradomdAiayos - 6 magdAneos xai avénros. Wind instruments played outdoors are
usually filled with liquefied steam from the players’ blowing. The liquid produced is
usually called catachrestically “saliva’, and the aulos thus wholly sprinkled may well be
8Aoc oudAg memalayuévos or 6locialordlayog. As for the Hesychius interpretation, it
1s also a universal concept that connects salivation with nonsense; cf., e.g., Engl. ‘drivel
- dribble’, ‘driveller’.

26. On Pratinas as dvgaufomoids see Wilamowitz, Sappho und Simonides, Berlin 1913,
132-134; T.B.L. Webster in Pickard-Cambridge, Dithyramb, Tragedy, Comedy, Ox-
ford 1962, 20; B. Zimmermann, Dithyrambos. Geschichte erner Gattung, Gottingen
1992, 125; M. Napolitano, ‘Note all’iporchema di Pratina (PMG 708 = TrGF1 4 F 3Y’,
in Synaulia: Cultura Musicale in Grecia e Contatti Mediterraner, edd. A.C. Cassio, D.

Musti, L.E. Rossi, Napoli 2000, 111-155.
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well known. Most likely he performed such dithyrambs there before mov-
ing to Athens, and it must be from them that he formulated the dramatic
subgenre of the satyr-play, which he introduced into the Attic Dionysia. Ap-
parently, he followed Lasus of Hermione, another Doric town in Argolis of
Northeast Peloponnese, who mtroduced the dithyramb into the programme
of the Attic Dionysia during the rule of the Peisistratids. As a matter of fact,
being an inventor of satyr-play means no more than adapting Thespis’ in-
vention to the dithyrambic satyr chorus. In the frame of the present inves-
tigation, the fully formulated satyr-play concerns us less than its prehistory
and the unknown ancestors of Pratinas in this province of Peloponnese. As
regards the etymology of xwu@dia versus rpay@dia proposed here, it is im-
portant to clarify that, in Pratinas’ hyporcheme, the opposition conveyed is
not with the official %@uot, which might well be equated with Pratinas’ dithy-
rambic/satyric projects, but with the employment of aulos in the ceremonial
dithyrambic performances, which should be distinguished from the every-
day revels of drunken youths (8-9 xwuwe uévoy Gvgaudyois e moyuayiows
véawy Aot mapoivwy | Euuevar atpatnidrac), where the aulos would be suit-
able. His personal relation with x@pog choruses is possibly responsible for
Eynduiog, the alternative name of his father. As for his attempt to banish the
aulos, I do not know how successful it has been.

Criticizing Del Grande’s suggestion that Tpay@ddc has nothing to do with
Tpdyos, Burkert (note 3), 92 n. 12, remarks: ‘If, however, a goat was sacri-
ficed at the Dionysia in the time of Thespis, it 1s difficult to believe that the
Athenians would keep rpay@doi and todyos apart.” This would be surely so,
but only if we were to accept as correctly published the entry about Thespis
in the Marmor Parium, which is dated to epoch 43 of the Chronicle (rough-
ly between 538-528), and also if the event in question, 1.e. Thespis’ first per-
formance and the establishment of the he-goat award, took place at the City
Dionysia (év dotet). However, the Marmor Parium inscription in the Ash-
molean Museum was already since the 17th century, in very bad condition,
and it is in still worse today, so that no certain text can be easily established.”
This is how the Marmor Parium text of the Thespis entry runs in one of the

27. On the desperate condition of the fragment of the Marmor Parium at the Ashmolean
Museum see W. R. Connor, ‘City Dionysia and Athenian Democracy’, Classica & Me-
diaevalia 40 (1989) 7-32, esp. 26-27 with n. 6. I recently found out in the Web that
The Institute for Digital Archaeology, Oxford and Cambridge, MA, has applied reflect-
ance transformation imaging (RTT) on the Marmor Parium, ‘revealing significant, pre-
viously illegible text’. I am eagerly looking forward to the publication of their findings.
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commonest versions, the edition of Hiller von Gaertringen (1903) at /G xii.

5,444 (ep. 43.58b):

G’ 06 Oéamig 6 mowmg [dmengivalto medrog, dg 8didate [dplalua &v &]-
ot[et, xal &]Té0n 6 [t]odyos [a0Aov], &rny HHP - -, doyovrog Af[7vn]|[o
. . . Jvaiov 0D mooTégov.

Another common version, the text published by F. Jacoby, Das Marmor
Parvum, Berlin 1904, p. 14 (and FGrHist 239), only transposes GfAov in the
gap before &]7é0n (xai aBAov &]té0n) and specifies the date as HHF[AA. .
The same text was published by Snell in 7rGF* (1971, 21986[ +Kannicht])
1, DID D 1 [Marmor Parium] (p. 49), who only dotted some elsewhere in-
visible letters: doau[a év &]aver. A few pages later (p. 61), in the Thespis Te-
stimonia 2, dpdua v doter appears unbracketed as a certain reading. These
versions depend, however, in the main on the text restored by Boeckh (1843)

in CIG 1. 2374:

ap’ 0d Oéomic 6 moumTis [dpdvn], modtog b¢ ddidate [dplalua év &lot[et,
xal &|Téln 6 [t]odyoc [a0Aov], &y HHP[AA)——, doyovroc AO[hwvnod] | ....]
vaiov Tod mPoTégov.

Several editors have stressed the uncertainty of the reading (e.g. Hiller and
Jacoby themselves), though they too end up with Boeckh’s text.

Lately, W. R. Connor reexamined the old editions and provided a more
reliable text:**

G’ 0d Obomic 6 momTi)c [Omexnpiva]to mpdtog, bg é0idaeNAA - ZTIN [xal
a0hov &]Té0n 6 Todyoc Exn HH A - doyovroc 407 [vnot - |vaiov Tod meotépov.

Even this text was challenged by Scott Scullion, who gave ‘a clearer and
2,29

slightly more cautious one’:
a’ 06 Oéomic 6 oG — ¢. 5-8 — mpdTog [0cP] 8didaéeNAA - c. 3 - XTIN
[#ai &OAov 8]Té0% 6 Todyoc & HHP-3- doyovroc A07[vnot —c. 3-]vaiov
700 7POTéQOU.

28. Note 27 above, p. 32. His Appendix II, “The evidence of the Marmor Parium’, 26-32,
offers a most illuminating history of the stone’s fortunes and a comprehensive descrip-
tion of the successive after 1628 attempts to restore the Thespis entry of the Marmor
Parvum (ep. 43). My presentation selects in the main from this description venturing
to build on it.

29. ‘Tragic Dates’, CQ 52 (2002) 81-101, esp. 81 n. 4.
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The capitalized letters were supplemented by the first editor (Ioannes
Selden, Marmora Arundelliana, London 1628) as AAxnorw.”® Significantly,
the lacuna between A4 and XTIN is noted with three dots in Selden’s ma-
juscule text, but with two in his minuscule one, where however he publishes
with capital initial 44..07w, anticipating his final proposal that appears in the
Latin translation Alcestin. In 1699, the supplement was censured by Rich-
ard Bentley,’" first because, according to the testimony of the Rev. Dr. John
Mill who examined the stone for Bentley, AA...XTIN could not be seen and
the first letter seemed to be O rather than A; second because the Marmor
Parium does not mention titles of tragedies in the entries about first victo-
ries of the other tragedians; third because, as Suda states, it was Phrynichus
who first introduced female characters in tragedy (7rGF? 3 [Phrynichus] T
1); and finally because one should not expect the chronicler to know of any
title of a Thespis tragedy, since all titles transmitted belong to late forgeries
(TrGF* 1 [Thespis] T 24).

I do not propose to discuss Bentley’s mostly sound arguments. Based,
however, on Selden’s note printed in his Errata, that no gap exists between
tpdyog and &y, I tested, upon the /G drawing made by M. Luebke for Hiller
to a great extent hypothetically on the basis of Selden’s text, in order to as-
sess whether @010 could be accommodated or not. Luebke, not taking
account of the Errata, reproduced Selden’s erroneous text in his draw-
ing (PAI'0Z.... X...ETH). By shifting the whole phrase xai £]7é0n ¢ Tod-
yo¢ to the right, so that Tpdyo¢ and &7 might meet together, we really gain
enough space to accommodate xat @010y &]. There is however a second op-
tion, namely to shift the end of the line from &7 on to the left. This option
1s the reasonable thing to do, because, whenever we discover that a scribe
or an engraver has inserted by error a gap in a text, we do not move the text
preceding to the right, thus filling the gap but, at the same time, creating a
new one or enlarging a previous gap; on the contrary, we shift the text fol-
lowing to the left in order to fill the erroneous gap. In this way, the end of
the line (& HHP... dpyovrog AbO[/ynou(v)]), which Luebke was forced to
squeeze in a short area, might now be written in regular size and space.” In

30. Selden’s majuscule text: 58 - - - AQOYOEXIIIXOIIOIHTHY...... AXI...OXE-
AINAZENAA.. . XTIN..... TEOHO..PAIOX.....X...ETHHHP... APXON-
TOXA6..... [59....NAIOYTOYIIPOTEPOY

31. Dissertation on the Epistles of Phalaris, London, 239 ff.

32. Luebke’s 24 or 25 characters following the gap in line 58 (from ETH to the end of the
line) have the same length as 14, 19, 18, 16, and 15 characters respectively printed in
the same space of lines 63-67 (the first five legible lines after line 58). If one believes
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this test, it became clear that the space available between 2TIN and TEOH
cannot accommodate [xai @040y €], but only [xai .. &] or [.. xai &]. The use
of 7inue in the sense ‘set up, of the prizes in games’, without the predica-
tive 0o, 1s recorded with numerous examples in LS]. The fact that in ep.
39.54b, concerning Susarion, we find xai G6Aoy é7é0 is not compelling for
the present case, and what prompted the addition of the explanatory afioy
there may well be the oddity of the prize ({oyddwy dooryos xai oivov ueton-
775). Since J. A. R. Munro®, examining the stone itself, asserts that Boeckh’s
[8pdvn] ‘would only fit half the space between mowriis and mpdrog™* and
since he also claims that ‘the vestiges give a slight preference to a word end-
ing -7o or perhaps -ato’ (irrespective if, according to Hiller von Gaertringen,
‘M[unro] ...zo nunc [1903] addubitavit’), Keil’s [omexpiva]ro seemed per-
fect. vmexpivato mpdroc would mean ‘was the first to perform as dmwoxpir7c’s
cf. TrGF? 1 [Thespis]| T 7 dotegov 6¢ Obomig Eva dmongpurny 8€eboey dmép 10D
dravamadeatar Tov yopdv, combined with T 17 tov Oéomwy adtov dmoxgwdue-
vov, domep Eog Ty Tolc malawols.

If, however, Thespis was the ‘inventor’ of tragic acting and the specific
year marked the first acting of the first actor, what purpose would setting up
the he-goat prize serve? Did Thespis compete with himself to claim a preset
prize? In any case, the Marmor Parium entry does not say that Thespis won
the prize for acting or, what 1s more, that he won the first-ever prize for acting.
Even in the well regulated fifth-century Dionysia contest, no prize for actors
seems to have existed before the middle of the century. With [dmexpiva]-
70 p@7og the situation would be completely different from the establishment
of the comic chorus (ep. 39.54b), which must have been a contest from the
start (see below). After Keil’s proposal ([0mexpiva]ro) prevailed, the syntax of
the chronicle’s entry changed. The relative clause ¢ édidaéey »tA., which in
Boeckh’s text was attached to modroc (mpdtog b¢ édidaser), was now attached

Selden, even lines 65 and 66 had no more than 14 characters each in the same space.
So, in order to save space for accommodating these 24 or 25 letters, Luebke was forced
not only to squeeze the letters, but also to print ETHIHP for ETHHH, and to repre-
sent the gap of AO[HNHZXI(N) at the close of the line with five dots, in an area where
three characters could hardly be accommodated, so that several editors published
A0[7vy| or, which is impossible.

33. ‘Notes on the Text of the Parian Marble, II’, CR 15 (1901), 355-361, esp. 357.

34. Boeckh was apparently misled by Bentley (246) who asserted that the text visible ran:
A’ 06 Obomig 6 momTig ... .. WoDTOG B R0l 80idaley ....TéON 6 .. pdyog. It seems that,
depending on Dr. Mill’s information, Bentley not only disregarded the exact size of the
gaps but also added a superfluous xai. On the other hand, Dr. Mill’s reading mo@7og 6¢
instead of Selden’s AXT... O 2 was confirmed by Munro 357.



26 K. TSANTSANOGLOU

to the subject (Béomig 6 momTis ..., dc 80idatev). The reason for the change
was no doubt the verb: Boeckh’s épdyy would require modrov, as adverb,
while Keil’s [omexpiva]ro would match the syntax of the following readable
words: mpdtog o¢ 0idae. Then, I would rather propose a different verb and a
different occasion for the Thespis entry: ag’ 06 Oéomig 6 mouyTis [1ywriclato
mpdTog, b 80idaey xtA.*® The verb is still roughly double in size than épd-
1, as Munro suggested, and slightly larger than Scott Scullion’s ‘c. 5-8’. No
longer 1s there reference to the first acting or the first acting prize.

I believe that what the entry of ep. 43 deals with is the first contest of
‘serious’ dithyrambic choruses, the occasion parallel to the comic chorus-
es of ep. 39. The winner, who was awarded the first-ever he-goat prize, was
Thespis, poet of the victorious dithyramb and leader of the victorious cho-
rus, acting also as intervening exarchon. None of these assertions 1s explicit-
ly mentioned, but they are only natural. If the he-goat prize was intended for
the victorious chorus, it 1s very likely that the first official Thespis perform-
ance was not in a separate tragic play but in a choral ode, and so it would
claim the prize for choruses. After all, it is a common truth that the older the
tragedy, the stronger the choral element is. So, whether we speak of trage-
dy with the choral song in the lead or of choral song with the chorus-lead-
er (é6dapywv) intervening occasionally, it is one and the same thing. What
Thespis initially ‘taught’ must have been choral singing, almost certainly
dithyrambs to be performed in the Dionysus festival at Icaria, naturally on
Dionysiac themes. These choral odes should have possessed not simply a
narrative line but principally an action or a plot perhaps after the old exam-
ple of Xenocritus, the seventh century poet who came from Epizephyrian
Locri but was active in Sparta, and whose paeans or dithyrambs ‘involved
action’, according to Pseudo-Plutarch De musica, as we have already seen. It
was this action that accounted for the chorus-leader’s interventions. We have
also seen that Dionysiac and other choral odes were performed in the early
sixth century in the Doric provinces bordering Attica. And, as it seems, the
choruses contesting in these festivals were named tpaywxoi. Possibly, what
Ioannes Diaconus (Rabe, Rh. Mus. 63, 1908, 150) means by t7jc 0¢ toay@di-
ac mpdtov dpdua Agiwy 6 Mybvuvaios elofyayey, ascribing the information
to Solon’s elegies (IEG Solon fr. 30a), is such choral odes or dithyrambs en-
riched with an elementary plot. We do not know Solon’s wording, but if

35. Whether dmexpiv]ato or fywvic]ato, the alpha seems to be certain, because, apart from
Munro’s suspicion, it appears also in Selden’s reading ...... AXI...OXEAIAAEEN,
where the number of dots preceding alpha fits exactly fywvio-. It is difficult to guess
where XTI has arisen from.
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Tpaywdia or an adjectival form stood for sacred or heroic choral ode, dpdua
adds the element of action or plot.’® The chorus prize was set up in Icar-
1a sometime after the establishment of the comic chorus prize, verifying lo-
annes Diaconus’ piece of information: t7j¢c 09y xwu@diog odtwe edgebeionc,
a i wdvy dudyvois yévnrar, Ty TRaydia ebpnxadt, TO cVYLEPELWUEVOY
xal XOTHPES 8x TAVTNS ElopéPovTeg.

It is obvious that setting up a prize presupposes many contestants. And
since the object of the contest was new and unfamiliar, it should be taught to
the contestants ahead of the contest. However, singing a choral ode cannot be
described as a new and unfamiliar event. What was novel in the occasion and
needed separate training was no doubt the intervening or responding (dzo-
xowépevos) exarchon. It must have been this sort of training that Thespis un-
dertook. This surmise revives Bergk’s proposal, 6¢ édida&ev dA[Aov]c Tww[agc
nal 8]té0n 6 Todyos.”” If we add to Bergk’s proposal the objection of the Rev.
Dr. Mill, that he read not 4 but O, one might think of: 6¢ édidae moA[Aod]c
Tw|ag xai 8|tébn 6 Tedyog. II might easily be confused with N in the heavily
worn away stone. I would much prefer d¢ édidaée yo[0o?]s tw[ag xai &]Tébn 6
T0dy0g, especially if compared with ep. 46 (see below), but epigraphically it
seems less likely. If we disregard Eusebius’ testimony, as we did above, this
must be the first mention of the he-goat prize — and the first actual applica-
tion of the folk-etymology of tpaywdia. The anecdote about Solon and The-
spis, if true, shows that Thespis had started his activity in Solon’s old age,
before the year of this first official performance, but in the stage of ‘teaching
others’ or ‘teaching many ones’ or, simply, ‘teaching some choruses’. Ob-
viously, édidaée should not be taken in the well-known technical theatrical
sense ‘produced a play’, but in the usual sense ‘taught, trained’ or partic-
ularly ‘served as yopo-diddoxaloc’. Perhaps this is what Plutarch, Sol. 29.6
(TrGF? 1 [Thespis] T 17) implies by dua mp xawdtyra Tods mollods dyor-
106 T0D TPdypavog, “the activity enticing the public, because of its novelty”.
Ath. 1.22a, ultimately from Aristoxenus, explains the nature of this private
‘training’, that was unconnected with the contests: paci 0¢ xai é7e oi aoyaio
momrai, Oéomig, Ilparivag, {Koativog,} Podviyog, boynotai éxalotvro dud 1o
ui p6voy Ta Eavtdy dpduata avapépew eig Boynow Tot yood, dAla xal Ew
7@ 10lwy momudTwy diddoxew Tovs fovlouévovs doyeiobar. In other words,

36. modrog dietsey Aglaw may be a clipping of Solon’s hexameter, but yogixov (or Toay o)
dpapa (or in different cases, -1x0®, -1x@1, -0l | -patog, -paty, -uact) can be accommo-
dated only in the pentameter.

37. Griechische Literaturgeschichte 111, Berlin 1884, 256 n. 15. Bergk’s other supplements
cannot stand either epigraphically or philologically.
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Thespis did not restrict himself to displaying his personal skill but was in-
terested in creating an artistic tradition, eventually establishing himself as the
mventor of tragedy.

I would then suggest for ep. 43:

ag’ 0b Oéamic 6 momtis [ywvic)ato medrog, dg édidatey dA[Aov]c Tw[ag
(or 8¢ d0idate moA[Aod]c Tw[ac or b¢ édidae yo[pod]c Tw[ag) xal &|Téln 6
Todyog, &y HHP [+ * x],*® doyovroc AO[1fpymou(v) | ... Jvaiov Tob mgotégov.”

The relative clause 6¢ édidae(v) xtA. seems to be unparalleled in the Mar-
mor Parium, but ep. 46 is an interesting analogue both in phrasing and in
subject: 46.61 ag’ 0d yopol medTov Nywvicavto avdedv, ov ddatas Ymo[d]-
x0¢ 0 Xadwidev[c] évix|a], rn HHAAAAL, dpyovros Abpvmow Avoaydgov.
Regardless of the syntactical incongruity (obviously, d@’ 09 yopov modToy
nywvicayto avdedv, where yopog avdodw is the objective of the competition),
the relative clause is comparable with the one of the Thespis entry. The dithy-
rambic choruses in question are usually placed in the introductory year of the
City Dionysia, though the date of the chronicle (510/09 or 509/08) does not
seem to correspond with the reconstructed first column of the Fast:.

The reliability of the Marmor Parium as regards the date of the Thespis
event has been questioned.*” West noticed that the entries in the Suda for the
three tragedians who antedate the contest of Pratinas, Aeschylus, and Choer-
ilus in the 70th Olympiad (499/6) are positioned at intervals of three Olym-
piads: Phrynichus Ol. 67 (511/08), Choerilus Ol. 64 (523/0), Thespis Ol
61 (535/2). The observation was really impressive, and led West to consid-
er the dating (p. 251) ‘very much like a schematic construction designed to
place the three known seniors of Aeschylus and Pratinas in their right order
at suitable intervals’. Scott Scullion fully accepted West’s conclusion call-
ing it ‘irresistible’. The most likely culprit was suggested to be Eratosthenes,
who, as Scullion puts it (p. 81), ‘simply manufactured a chronological sche-
ma for the known early tragedians’. And he continues: “The Suda’s date for

38. The asterisks denote letter-spaces, not necessarily number of letters, since an I is nec-
essarily narrower than, say, 4 or . Cf. M. L. West, “The Early Chronology of Attic
Tragedy’, CQ 39 (1989) 251-254, esp. 253 n. 13. In any case, Selden notes three dots
not only in his majuscule text, but also in the lowercase text and the Latin translation.

39. Dgv]vaiov has been proposed, and has even been established in some Athenian archon
lists. By shifting the text of the end of the line to the left, there is even room for writing
A0[1pynow, which would allow 40%]vaiov in the next line. Still, neither @gvvaiog nor
Abnyaiog or any other -vatog 6 $oTeg0¢ 1s recorded.

40. West (note 38); Scullion (note 29).
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Thespis, 535-532, 1s roughly comparable with that of the Marmor Parium,
sometime between 538 and 528, but West concludes that both are guess-
work. Thus vanish — or ought to vanish — what have always been regard-
ed as our only firm dates for early Athenian tragedy, and utter chronological
darkness falls over the history of tragedy before c. 500°.

Be that as it may, isn’t it too hasty to promote an argument from reason-
able suspicion to firm certitude? Things are not so clear. For instance, one
wonders why the fabricator of the chronological schema should also invent
different occasions to correspond to each fake date: Thespis and Choerilus
‘produced a play’, but Phrynichus ‘won a victory’. The 33-year generation
period presumed by West as employed by Eratosthenes in ‘the conversion-
formula “33 years before = the ninth Olympiad before”” may really lead us
by a blind reckoning from Ol. 70 back to Ol. 61. However, as West notes
(in his n. 15), if the reckoning started from Ol. 70.2 (498), which is the in-
dependently known exact date of the Pratinas-Aeschylus-Choerilus contest,
it would only have reached back to Ol. 62.1 (531). Still, even without taking
OLl. 70.2 as the starting date, the back reckoning would be valid only for the
period from Ol. 70.1 (499) to Ol. 61.4 (532), and, as the latter date is exclud-
ed (see below), so 1s also the whole Ol. 61 (535/2), 1.e. the date mentioned
in the Suda. Finally, the 33-year generation unit that is usually employed for
father-son or teacher-pupil successions, is not used, to the best of my knowl-
edge, for the span of three or four successive poets. Even accepting the false-
hood, the most practicable way to place four unknown points in a regular
order would not be to multiply an arbitrary unit by three and reach blindly a
random starting point, but to start from two firm ends and divide the inter-
vening period by three. The firm ends here should be Ol. 70 and OL. 61, the
first falling within the period recorded in the Fasti, the second a prominent
date marking not only Thespis’ premeére but mainly what was considered
the official commencement of dramatic performances in Greece and there-
fore likely to have been recorded in any conceivable source. The end result
would be the same as the one produced by the Suda dates, but at least we
would be trustful of two dates, not merely one. Whether the dates for Choer-
ilus and Phrynichus are then arbitrary or not, I do not know, but the fact that
a different occasion 1s attached to each date rather speaks for their authentic-
ity. Most surprising is, however, the attribution of these highly imprecise cal-
culations and fabricated reckonings to Eratosthenes, a scholar not only given
to attaining accuracy in resolving much more difficult problems, such as the
measurement of the Earth’s circumference and of its axial tilt, but also en-
deavouring to achieve time precision, for instance, by inventing the leap day.
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Furthermore, why should the supposedly fabricated Olympiadic date
of the Suda for Thespis affect the Marmor Parium date? The comparable
dates (Suda 535-532 ~ Marmor Parium 514/3 + ***, but between entries
0f541/0 and 520/19 or, as scholars calculate, between 538 and 528) record-
ed in two completely independent sources should normally validate each
other’s authenticity. And since the Suda date fully survives, I do not see why
we should exceed the limits of this date by exploiting the various possibili-
ties the worn down area of the stone offers. In any case, Ol. 61.4 (= 533/2) is
excluded, because the archon name is different (@noxAijc, not -vaiog 6 mé-
tegog: D.H. 4.41.2; cf. D.S. 10.3.1). Besides, if the three letter-spaces in the
Marmor gap are certain, Ol. 61.4 should be anyway excluded, since the fig-
ures needed to supplement the surviving HH® would be either two, 44,
or six, AMIIII. In strict reckoning, the figures needed to fill the three letter-
spaces should be either AAI or AAIL i.e. either 535/4 or 534/3.

The entry about Thespis (ep. 43) is to some extent coupled with the one
about comic chorus and Susarion (ep. 39.54b):

ag’ od &v A0[7p]ais xwpw[wddy yolo[og ét]éln, [otn]odv|[twy med]Twy
Tragiéawr, edodvrog Zovoagimwvog, xai dhAov été0n modTov ioyddw|v] doot-
yo[s] xai olvov pe[T|ontis, [ETn HH %%, doyovt|og [A0ymow | — - .1

Initially, the formulation d¢’ 09 ... yopog évé0n, ..., xai G0Aov étébn 1s, to
say the least, worrying. I also observe in Luebke’s drawing, which here fol-
lows Selden’s majuscule text, that the lacuna between yo]o[o¢ and 70y is
shorter than what is required for the supplement accepted, whereas the la-
cuna between ér]é0n and [otn]ody|[Twy] 1s distinctly longer than the sup-
plement. Keeping to J. A. R. Munro’s warning in CR 19 (1905) 268, against
counting Selden’s dots, ‘at all events [not] beyond three or four’, I venture a
different proposal, in which Selden’s dots are almost steadily one dot more
than what the size of the gaps allows:

G’ ob v A0[7y]aug xdpw(v xolo[ov] &0n[xav di]odv|[Twy mod|Twy Txag:-

éaw, ebpovtog Xovaagiwvog, xai adov étéln modTov ioyddw|v] doouyolg]
xal oivov ue[t)ontis, [¥ry HH %% dgyovt]oc [A0ymow | - —.*2

41. AO0[fp]ac Selden, quamquam idem [...]; xwpw[Wbddv yolo[oc Boeckh, quamquam
Selden [....]; [o¢ é7]€0n Palmer, quamquam Selden [...]; [o75]ody| Munro, quamquam
Selden [.....J; |[[twy mpd]|Twy Munro.

42. Selden’s text: (54) ADOYENAO.. . AIXKQMQ....P...EOH..... XANI|(55)... TQ-
NIKAPIEQNHYPONTOXXOYXAPIQNOXKAIAOAON.. TEOG. . IITIQTONIX-
XAA...... APXIXO..... NOINOY....EP....0X...|(56).. Some portions of the
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Here, év 40[7v]aws should not mislead us into believing that the City
Dionysia are meant. We are still at the Athenian deme of Icaria. The entry,
dated between 581/0 and 562/1, does not refer to the establishment of Athe-
nian comedy but only of contests of komos choruses who sang and danced
without actor, an event introduced by Susarion and first tested in Icaria, a
well-known centre of Dionysiac ritual, where Thespis will also be the first to
perform as acting exarchon of the dithyrambic chorus. That Susarion’s ko-
mot1 were cheerful and amusing is inferred from the unanimous testimony of
later sources. We can add that the komo1 must not differ much from what we
saw 1n Corinth and Sicyon.

So far as the prize is considered to be the derivation root of the genre
name — as 1s the case with the he-goat prize —, wine and figs, the Susari-
on prizes, are, as we have seen, the principal constituents of the komos and
the tpaynuara, in other words of the second course of a deipnon, irrespec-
tive of how boisterous or restrained it 1s. Komos presupposes young people
drunk, whereas, in the words of Arist. Probl. and Galen quoted above, the
Tayfuara are the pretext for drinking wine, and we have seen that dried figs
are one of the main items of the tpaynjuara. However, whereas figs and wine
are the prize for komos chorus contests, Toayfjuara are the derivation root for
Toayuxol yogoi. There is no contradiction whatsoever if we stop considering
591 BCE the date fixed in Eusebius’ Chronicle for the introduction of the he-
goat prize and designate it as the date of establishment of the ‘tragic’ chorus-
es contests. xal £té0n 6 todyoc in the Thespis entry of the Marmor Parium
marks, as proposed above, the first actual application of the folk-etymology,
but the folk-etymology itself might predate its application by Thespis.

The events in Icaria being related to Dionysus, therefore initially satyr-
ic and cheerful, were named x@uot. Thus, x@poc was established as the tra-
ditional term for the choruses (naturally of men, since choruses of boys were
mstituted later), but also for the entire Dionysiac festival, which at the time
comprised these choruses and nothing more — hence, the common x@uoc
and tpaynfuara prizes. This is why even the non-satyric Dionysiac dithy-
rambs seem to have been included in the x@uoc. The mutilated heading of
the Fasti (IG 1ii>. 2318) may probably refer to this naming: [ ]tov xdpou
noav [ & Awovde]|we toaywidol 0[. So is also the law of Euegorus: Dem. 21
(Mid.).10 Ednyopog gimey- dtaw 1) woumn 1) 1 Awovio ... xal Tois év dotel Au-
ovvaiowg 1) TouTn) xal of WaTdes xal 6 xHuog xai of xwuwdol xal oi Teaywiol,

text are visible with difficulty in the photograph of the stone. Filling the gaps in the last
portion of the entry, after ioyddw[, is still somewhat problematic.
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.. w1 E&etvau une dveyvodoan pijte Aaufavew Etegov Etégov xTl. Possibly, the

metaphorical use of x@poc for the triumph procession and song in Pindar
(Ol. 4.9, Pyth. 5.100, al.), which has been compared, is transferred from
the Dionysiac x@uog. I suppose that Aristotle, when speaking of the origin
of tragedy from a satyric form with brief stories and laughable diction (Po.
1449a 20), refers to this pre-Thespian phase of x@pog, principally in Icaria.

I do not know whether the supplements in the Parian chronicle pro-
posed here and the speculations made in accordance with these supplements
add to the confusion assumed by J. Rusten® or not, but they fully agree with
his conclusion that ‘[o]ur only independent source for Susarion is the Parian
marble, which [...] deserves to be considered independently because of its
age, its use of fifth- and fourth-century sources, and the character of its oth-
er entries on literary history’. Acordingly, we should expect that the Parian
marble makes use of the original terms found in its sources, so that xouwy
2006¢ need not contradict xwuwidia, which 1s found n almost every subse-
quent source (Susario test. 2-10).

As for the name of Zovaégl’wv, also widely discussed, I believe thatitis a
generic name for a type of performer, as was, of course, also the name of his
tragic peer, @éomic — a well-known practice of professional nicknaming re-
sulting into naming both in the mythical and the historic world; e.g. Aaida-
Aog, Durog, Téomavdgos, Zrnoiyopos, Ocdpoaotoc; also Kvxdeds, Mwipac,
and Eyxduiog, supposed father names of Arion, Phrynichus, and Pratinas.
Zovoapiwy must be a jocular formation after the manner of diminutives, but
not itself a diminutive. The name (or nickname) is formed much like Xay-
vvpiwy, name of a fifth century comic poet, or Bovtadiwy, proverbial name
of an idiot. The first must derive from the contracted form of oevopat, cov-
or govo-, ‘run, rush’. No original form Zodoagog has to be looked for nor
has Agtwv anything to do with the name.** The second name must derive
from odwvag, ‘idiot, buffoon’. The third derives from fodtyg, ‘herdsman,
boorish, dygowxog’: Aypoixos 9 Bovtaliww, title of a Middle comedy play
by Antiphanes.” All refer to stereotypical funny features, later typified in-
to comic stock characters: (servus) currens, (servus) stultus, sannio, parasi-
tus. Naturally, the pre-comedy Xovoagiwy is only a lively comast/dancer, but
the fifth and fourth century Zavyvgiwy and Bovtadiwy are comic characters. I

43. ‘Who “invented” comedy? The ancient candidates for the origins of comedy and the
visual evidence’, A7Ph 127 (2006), 37-66, esp. 60.

44. ]. Rusten (note 43) 42 f.

45. 1. M. Konstantakos, ‘Antiphanes’ Agroikos-Plays: An Examination of the Ancient Evi-
dence and Fragments’, RCCM 46 (2004), esp. 17-19.
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believe Zayyvpiwy to have been a comic poet and actor, whose principal role
name, apparently a character camvvpilwy, ‘stupidly flattering’, 1.e. parasite,
prevailed over his real name, a tradition practiced even today: e.g., Bébé (Fr.
‘sexually attractive girl’) for Brigitte Bardot, Toto (It. baby-word for ‘blow,
smack’, 1.e, a figurative ‘punching bag’) for Antonio de Curtis, etc.*

Be that as it may, the Marmor Parium mentions an opinion widely ac-
cepted in antiquity, and it would be of little importance to date precisely the
he-goat prize or the derivation from a he-goat prize. Popular customs and
religious dromena deriving from folk-etymologies and concomitant mythi-
cal aitia cannot be limited temporally or locally, much more cannot be ar-
ranged 1n a neat historical order. An already established term rpaywiddc for
the singer of table songs might at any time be folk-etymologized from todyog,
the he-goat prize might at any time derive from the folk-etymology, and the
he-goat might at any time after the folk-etymology make its way into the Di-
onysus mythology.

Eratosthenes’ verse, Goll. Alex. fr. 22,

Traguol, 1601 mpdTa wepl Todyov doyHoavTo,

from Hygin. 4str. 2.4.2.1, transmits the long established in the 3rd century
BCE piece of information, though the aition expounded by Hyginus asso-
ciates the etymology with the custom of doxwAiaouds. Herod. 8 (Evimvior)
also of the 3rd century describes an imaginary aoxwAiaoués associating it
with a Dionysiac poetic event, though not a traditional dramatic contest but
rather one in choliambic mime.

Dioscorides’ mock epitaph on Thespis (4P 7.410), also of the 3rd cen-
tury BCE, seems to follow an evolution approach not much dissimilar from
the Parian chronicle.

Oéamig 60e, Toayww d¢ avémlaca medTos Gowdny
XOUTTALS VEAPAS XAUVOTOUDY YdLTAG,
T Bdacyog 8te toithdv matdyor yopov o todyos diwy
ADTTIOG Ty oVxwy dpgiyos Glog Ere. T
5 &l 0¢ peramddooovat véor Tdde, uvpiog aidw
7oAda mpooevgnoel ydtepa: Taua 0 dud.
1 dvémlaca Salmasius, -0e P 3 7our0bw (alt. 7 supra ¢ corrector) P 4 @bog P, -o» Heinsius

5 &l 0¢ Desrousseaux, 0l 06 P 6 mpooevprjoet Reiske, moo oeb grjoet P | taua Meineke, 7dl-
Aa P (vdAAa corr.)

46. Cf. W. Croenert, Kolotes und Menedemos, 1906, 25 f.
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Dioscorides considers both the rpdyoc and the ovxwy dgotyoc as pre-Thes-
pian (éte — &7t) prizes for an unclear Bacchic chorus. The incomprehen-
sible d7e TouThDY xardyor yoeov di Tpdyos dhAwy is still puzzling scholars.
If T010%y or toirdy was corrupted from pgifdv (Tucker), ‘weighty, grave,
severe’, it would exclude amusing songs, for which the basket of figs should
have been intended; if from toirvdv/T01006v (Bentley), referring to the tri-
ple Dionysus festival, i.e. City, Rural, Lenaea, it would antedate the whole
festival structure before Thespis; if from rgiéry (Wil.), it would move the
question to a different Dionysiac cult context than the one expected in the
Thespis milieu. Tovywdy (Jacobs) would be acceptable, given that an iden-
tical expression occurs in Ar. Ach. 628 and that the particular etymology
(Ath. 2.40b) was established among several in the 3rd century BCE, had
it not been so remote from the transmitted rpir66v. Confidently enough, I
propose

Badxyog 8ve Toittdv xavdyol 70008 di todyos TaOAwy
4 2DTTIX0G Ty cOxwv douyos GOAog &t

“when Bacchus used to engage in contest a triad of chorus, for which the
prize was still a wretched*” he-goat and the Attic basket of figs”.*® The tri-
ad of dithyrambic, comic, and tragic chorus obviously follows the later pro-

47. What is required is a pejorative description of the he-goat. Cf. Hor. AP 220 carmine qui
tragico vilem certavit ob hircum. Is &0Awv (-wvog) an unrecorded adjective from G02og
in the sense ‘toil, ordeal’ = &0, velis, ‘wretched’, here playing on next verse’s G01oc?
Words in -wv, ‘referring to qualities that meet with disapproval” (Buck-Petersen, 4 Re-
verse Index of Greek Nouns and Adjectives, 247), often comic coinages, are numerous:
e.g., ydotpwy, ‘pot-bellied’, yriémwr, ‘feeble, faint-hearted’, dodiwr, “former slave’, eipaww,
‘dissembler’, xévroww, ‘tortured rogue’, xotéAwy, ‘drunkard’, édww, ‘slave in fetters’, wd-
ofow, ‘one with a large wdabn’, orodfwr, ‘squinter’, Toifwr, ‘rogue’, pdywr, ‘glutton’.

48. ywtTIN0s ... obxwy dgouyos: the article is involved in the hypallage: xai 6 Arrixoc ...
dpouyoc ovrwy = xal doptyos TV arTindy odxwy. What the poet intends by the definite
article (by no means out of place, as claimed in Gow-Page) is to stress the autoch-
thonous nature of the prize and, hence, of the contest and the genre contesting. Apart
from the significance of fig-trees and figs for the Athenians (RE art. ‘Feige’, vol. 6.2,
1909, col. 2100-2151, passim) and the fact that a variety of figs was named Artixd
(now named Pacidixa otxa Attixi), fig-trees are believed to originate from the iepa
ovxi] that Demeter donated to Phytalos and was planted close to Eleusis (Paus. 1.37.2,
Plut. 703c), a tree that signalled the start of civilized life (Ath. 3.74d). On the other
hand, Peloponnesians had discovered a closer relationship, since the Lacedaemoni-
ans attributed the finding of the fig-tree to Dionysus and worhipped Zvxitne Awévvoog
(Ath. 3.78c, Sosib. FGrHist 595 F 10). Paus. 4.20.2 mentions that Messenians named
the fig-tree (éowedg, 6A0v0n) Todyog.
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gramme of the City Dionysia, after comedy and tragedy had obtained their
autonomy, often alien to the Dionysiac concept of the festival, and so the
clearly Dionysiac dithyrambic chorus had to sustain the whole burden for
the consistency with the festival. However, the disagreement of the triad of
choruses with the dyad of prizes must be a reminiscence of the original struc-
ture. In the schema followed by Dioscorides the triad was prior to Thespis’
first performance. Sometime 1n the past, the three choruses led by Bacchus
entered the contest, in other words, were introduced in connection with
Bacchic activities, the last two, however, not in the sense of dramatic per-
formances, but of cheerful and serious choral singing of Dionysiac odes.

Line 4 &t shows that the award of the he-goat and the basket of figs was
discontinued, we do not know when. Plut. 527d (De cupiditate dvvitiarum)
includes m the Dionysia procession the prizes for tragedy and comedy to-
gether with other Dionysus attributes, but though he mentions % zdzowoc Tdy
Avovvaiww oot T0 malawdy, he does not specify how old the procession de-
scribed was: 7) wdToiog T@v Awovvaiwy éoptr) 1O madawoy Emnéumeto dnuoTinds
xal (Aapdc: Gupogeds oivov xal xAnpatic, elva Tedyoy Tic eidney, dAdog ioyd-
dawv dgouyov frolodbet xouilwv, ént maot 6’ 6 paldéc. aAda viv TadTa magem-
paTaL xal NPAVIOTOL YOVCWUATWY TLAQAPEQOUEYWY Al [UATIWY TOIVTEADY xal
Cevydw éavvouévwy xat mpoowmeiwy. The Marmor Parium entry about Susa-
rion locates the officialization of the komos/cheerful choruses, and I propose
that the same development took place sometime later for the tragic/serious
choruses. In any case, it is this vulgar entertamnment with low-grade prizes, a
wretched he-goat and a basket of dried figs, that, according to Dioscorides,
Thespis found and upgraded by his remodelling of Tpayuxn doidn. Even he,
however, did not manage to promote his avandaocis to a civic activity. What
Aeschylus inherited from Thespis, according to Dioscorides’ next epigram
(AP 7.411), were aygoidtw av’ SAay malyva xai xopovs, which Aeschylus
elevated to a lofty dramatic genre at the city festivals of Dionysus. The same
tone is found in Horace, 4. P. 275: ignotum tragicae genus invenisse Camenae
| dicitur ... Thespis, 1 guess with ignotum in the sense ‘lowborn’ and ‘vulgar’
rather than ‘unknown’, as in the accepted interpretation.

In any case, though our sources on the dramatic festivals in Athens are
numerous, thorough, and extensive, no historical piece of evidence whatso-
ever has reached us about a he-goat prize in the tragic contests of the Diony-
sia. Not that any argument regarding the etymology would need to change,
if such a piece of evidence happened to be discovered, but the fact 1s that
it is not. The supposedly detailed evidence of the Latin grammarians (Di-
omedes, Gramm. Lat. 1 487 = Suetonius p. 16 ff. Reifferscheid; Evanthius
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in Donatus, Commentum Terent: 1 13 Wessner), regardless of their possi-
ble sources,* being no more than somewhat graphic accounts of the he-goat
prize etymology, are by no means historical evidence.

To sum up with a rough outline, I believe that the terms xwu@dds and
Tpaywddc were originally coined, possibly in the second half of the seventh
century, in the context of deizwvow, for the Goidoc éni T xwudy and éni T (év)-
Toayely respectively. Not much later, in the turn of the century, originally per-
haps outside Attica (Corinth, Sicyon), rpaywddc must have been employed for
the participant in contests of choruses (rpayixol yogoi) singing odes for gods
and local heroes, usually paeans and/or dithyrambs involving action, the prize
being a bull to be sacrificed. In Attic Icaria, during festivals of Dionysus, phal-
lic satyr choruses are instituted singing vulgar songs with brief stories and lu-
dicrous diction. Sometime in the 70s or 60s of the sixth century in the same
place, Susarion organized a contest of such choruses, setting up a prize of wine
and figs. In 535-533, also in Icaria during festivals of Dionysus, Thespis, a
poet of dithyrambs, instituted non-satyr choral contests, himself serving as an
intervening solo &&dpywv of the chorus, thus initiating drama performance in
Greece. Following the folk-etymology of rpaywxdc from zedyos, the he-goat
was introduced into the Dionysus ritual in Attic Icaria as prize of chorus per-
formances and sacrificial victim, as well as into the Dionysus mythology.

Be that as it may, it would verge on hubris to claim that the mist cover-
ing the early history of drama has now cleared. On the contrary, things may
have become more obscured because of the fluid character of the terminolo-
gy, at the time when private choral song, public choral song, choral song with
elementary plot, choral song with elementary plot and chorus-leader solo in-
terventions, and tragedy proper, were still in constant and unstable develop-
ment. It is also uncertain which stages of the drama development took place
in Icaria and which in Athens. To assume that archives existed at so old ages
i1s certainly insecure, and the seeming paradox that the genres of both comedy
and tragedy were born in the same insignificant village gives rise to reasonable
doubts.”® However, before yielding to these doubts, it would be better to see
whether this insignificant village was already in the sixth century a centre of
the Dionysus worship in Attica and whether the festivals connected with this
worship might account for the production of a religious literature, which lat-
er developed into the established genres of comedy and tragedy, although not

49. Burkert (note 3) p. 93 n. 14; p. 97 n. 21.
50. West, Studies in Greek Elegy and lambus, 183-184.
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all stages of this development were necessarily carried out at the same place.
For mstance, two more Attic demes, also religious centres, Eleusis in West-
ern Attica and Phlya in Eastern Attica, the first being centre of the mystery
cult of the two goddesses, the second of more deities, were also centres of reli-
gious literature, the so-called Orphic poetry. As for the archives question, we
know that seventh- or sixth-century historically important events were dat-
ed by synchronization with other dated events, but we also know that several
Panhellenic hiera were archived, especially when, in parallel to the cult, they
held contests. Was the Icaria cult and contest of Panhellenic character? The
question 1s unanswerable, though Hipponax, sometime in the second half of
the sixth century BCE, satirizes an Ephesian itinerant unroayvdetys and fwuo-
A6yo¢ (Cicon?), who, among his visits to other hiera, sails to Kantharos, the
harbour of the not yet founded port of Piraeus, in the month when the Diony-
sus feast was celebrated (Hipp. IEG fr. 78.12)—but in Icaria or in Athens?*!

ARISTOTLE UNIVERSITY OF THESSALONIKI
kyrtsan@gmail.com

51. K. Tsantsanoglou, ‘Hipponactea’, Eikasmos 21 (2010) 15-28. The month was prob-
ably Ion. Ayoudv = Att. Edagnforidy, when the Dionysiac festival Aygidwia vel sim.
were celebrated in several places, and Awvdoia a pueydda in Athens.
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MARMOR PARIUM

Epoch 39: Sousarion, xouwpdol

FR. HILLER VON GAERTRINGEN, /G xii. 5, 444 (1903):
54b a@’ ob & Ab[1y|ous xwuw[av yolo[o[s é7]é0n, [otn]ody|[rwy mod]rwy
Tragiéaww, edgdvrog Xovoagiwvog, xal aBlov é1éln modtov ioyddw[v] deouyo[g] xai
oivov ue[t)ontig, [Ern HH *%x* doyovrog Abivmow] | [--].

K. TSANTSANOGLOU, Logeion 5 (2015):
54b dg’ ob &y A0[ny]aug xdpuw(v yolo[ov] &n[xav d]oay|® [twy mod]|Twy Txagiéwy,
ebodvrog Zovoagimvog, xai abdov éréln modrov ioyddw|v] doouyo[s] xai oivov et ]on-
g, [#tn HH *%%*, doyovt]og [ Abjvmow] | [- -].

Epoch 43: Thespis and goats

J. SELDEN, Marmora Arundelliana (1628):

58b ADPOYOEXIIIXOIIOIHTHY...... AXI...OYEAINAEENAA...
2ZTIN....TEOHO..PATOZX.... X...ETHHHP... APXONTOXA0.....|"....
NAIOYTOYIIPOTEPOY

(Typorum Errata, p. 207): PAI'OX ETH.

H. PRIDEAUX, Marmora Oxoniensia (1676):
58b a¢’ 06 Oéomig 6 mowtac 8§ dudéns modrog édidatey Alunotw, xai étéln 6 Toa-
yog &0Aov veviunxdte, &ty HHPAALL doyovros A0iymow Alxaiov tod mpotépov.

R. CHANDLER, Marmora Oxoniensia (1763):
58b 4’ 06 Oéamig 6 mouptis [épdvn, modTog b¢ xai] édidake [Toaywdiav, fig dOAov &]-
7é0n 6 [t)odyos, Frn HHP[AALLL) doyovroc A0[fynow | Alx]aiov Tob mpotégov.

A. BOECKH, CIG1i. 2374 (1843):
58b ag’ 06 Oéomig 6 moumTis [épdan), modTog b d0idale [dpla[ua v &]oT|er, xai &]-
7é0n 6 [t]odyos [G0Aov], & HHP [AA]--, doyovros A0[fwnoi] | .. . . |vaiov Tod
TPOTEQOV.

FR. HILLER VON GAERTRINGEN, /G xii. 5, 444 (1903):
58b 4’ 06 Oéomig 6 moms [dmexpiva]to modrog, b ddidate [dgla[ua v &)ot[et,
xal 8]téln 6 [t]edyos [aBAov], & HHP - -, doyovroc A0[hwvy] | [ot . . . Jvaiov Tod
7POTEQOV.

F. JACOBY, Das Marmor Parium, (1904), p. 14, and FGrHust 239:
58b g’ 0d Oéomis 6 momri)s [dmexpivalto moditog, dc ddidate [dplafua & d]ot[er,
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xal G0Aov &|Té0n 6 [t]odyos, &y HHF[AA.], doxovros AO[vwn] | [ov . . . Jvaiov Tob
70TéQO0V.

B. SNELL, TrGF2 ('1971,21986 [+Kannicht]) 1, DID D 1 [Marmor Parium]:
58b g’ 0d Oéomig 6 mouTiis [dmexgiva]To modrog, bs &didake doaula év d]oter, [xai dblo
8|téon 6 [t)odyos, &y HHP[AA.), doyovrog AO[1ppmot. . . . vaiov Tob mpotégov.

W. R. CONNOR, ‘City Dionysia and Athenian Democracy’, Classica et Mediacva-
lia 40 (1989), 7-32:
58b 4@’ 0d Oéomic 6 mowmtic [dmexpivalto modroc, dg 80idakeNAA - ZTIN [xai
abov 8]té0n 6 Todyos ny HHP - dpyovroc A04[vnot - |vaiov Tod meotégov.

S. SCULLION, “Tragic Dates’, CQ 52 (2002) 81 n. 4:
58D ap’ 06 Oéomis 6 mouyTg — ¢. 5-8 — mpditog [65P] idaeNAA - ¢. 3 - XTIN [xai
@02ov &]té0n 6 Todyog Ty HHE -3 dgyovros A0 [vnoi—c. 3—|vaiov T0d mgotépov.

K. TSANTSANOGLOU, Logeion 5 (2015):
G’ 06 Obomic 6 momtig [fywrviclato medTog, dc édidatey dA[Aov]c Tw[ag (vel ¢
80idake moA[Aod]c Tw|ag vel bg &didae yo[pobls Tw[ag) xai &]téln 6 Tedyos, &n
HHP[***], doyovros A0[fjvnou(v) | ... |vaiov Tod mpotégov.
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M. Luebke’s 1903 drawing of the middle section of the Marmor Parium kept in the Ash-
molean Museum, Oxford, (the upper part has been destroyed, the lower part is kept in
Paros), published in /G xii. 5, 444. The designer was based on the existing stone, but
depended on J. Selden’s 1628 text wherever the words on the stone were illegible. The
entry on Susarion (epocha 39) can be seen in lines 54b-56, the one on Thespis (ep. 43) in
lines 58b-59. The present desperate condition of the stone is visible in the next photograph.




