ADAMANTIA BILIANI

SATYR DRAMA AT THE LENAEA?
THE INSCRIPTION SEG 26, 203

ABSTRACT: This article attempts to evaluate the possibility that satyr drama
was included in the Lenaean tragic contests of the 4th century BC. This theory
was supported independently by Sutton ZPE 37 (1980) and Luppe APF 55
(2009). Sutton used the inscription SEG 26, 203 (tragic contests of 364 and
363 BC) as evidence that each poet participated with a satyr drama and a tra-
gedy, while Luppe revising the inscription /G I1? 2319 col. II (tragic contests
ca. 420-418 BC) argues that tragic poets presented three tragedies and a satyr
drama, not two tragedies without a satyr drama, as commonly held. This
claim against the communis opinio affects not only the reconstruction of the
tragic contests at the Lenaea but also the discussion on the genre of 7rGF
adesp. fr. 667a (Mndera Zarvgix1}?), a unique fragment, which Sutton identi-
fies with Theodorides’ Medea attested in the inscription SEG 26, 203.

SEG 26, 203 1s one of the inscriptions that provide information of funda-
mental importance about the dramatic productions at the Lenaea. The vast
majority of scholars accept the communis opinio that satyr drama was not in-
cluded in the Lenaean dramatic contests. This consensus was derived from
the reconstruction of the festival based on the inscription /G I1* 2319 col. II,
which lists tragic contests ca. 420-418 BC," and the above-mentioned SEG

*  Tam indebted to Prof. D. Haas for her help. I am also grateful to Prof. Th. K. Stephano-
poulos and Prof. S. Tsitsiridis for their precious advice. I have also profited from the
suggestions and comments of the “anonymous reviewer”, who improved the accuracy of
the paper, though I am solely responsible for any errors that remain.

1. Mette (1977) 144-145; Pickard-Cambridge (1988) 109. For the division of IG 112 2319
into three columns see Millis — Olson (2012) 115-116. Contra, Summa (2015) 110-117.
The text here is the version by Millis - Olson in the most recent and conservative edition
on the basis of supplements, one, however, that is not without misprints; see Aya[uéuvwnt.
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26, 203 (that came to light in 1970 in the excavations of the Athenian Agora
and edited by Camp in 1971),” which preserves tragic contests of 364 and
363 BC.”> A new light in the interpretation of the above-mentioned inscrip-
tions and consequently of the dramatic contests at the Lenaea was shed by
Sutton and Luppe in 1980 and 2009 respectively.*

(420/419) émi Alorvpilov - - -]
Ayauépvawve - - -] [sic]
dme - - -]

Hoa[ - - - ded <]
Onoili- - - ]
omfe - - -]
dmo[ - - - évixa]

(419/418) éni Apyliov - - -]
Tvgot TI[ - - -]

dme : Avowxpdt[ne]
Kaliorparog [ded]
Aupidéywe TEio[vi]
ome : KaAdummi[ong)
[0rt]o : KaAdimmid[nc] évixa
(418/417) [émi Alvrp[d]vroc X[ - - -]
2. SEG 26,203:

[...].[- - -1
dme 1] Hpau[otiowy]
[Ni]xbpayos [tol]
Apopdvmq T[ - - -]
Ome vacat
omo : Hparotio[v)
(364/3) émi Typoxpdrov[s - - -]
Obvomicovt Eng [ - - -]
ome : Aonéig
Oc0dwpidng deb :
Mnéeior Paébove[i]
ome : Avdgoabé[vnc]
Kleaiverog T[pl]
Yyl @[ - - -]
ome : Tnmag [yog]
dmo : Aoné[u]
(363/2) émi Xagux [Aeidov - - -]

3. Camp (1971) 302-307; Mette (1977) 147; Pickard-Cambridge (1988) 73; Makres (1994)
121; Wilson (2000) 28; Millis — Olson (2012) 120; Millis in Csapo - Goette — Green —
Wilson (2014) 436 n. 38.

4. Sutton (1980) 158-160; (1987a) 9-60; Luppe (2009) 36-39.
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SEG 26, 203 was re-interpreted in 1980 by Sutton, who examined the
possibility of an modified tragic contest at the Lenaea in the 4th century
BC including satyr dramas, on the grounds of the titles preserved (4my-
mone, Oenopion, Hypsipyle). This possibility turned into certainty in 1987
and formed the crucial argument for his article which discussed the genre
of the TrGF adesp. fr. 667a (‘Mndeia Zatvpwxn?’: v. 5.2 add. p. 1137 ff.
Kannicht). Sutton uses SEG 26, 203 as evidence that in the 4th century BC
tragic poets competed at the Lenaea not with a pair of tragedies but with
a satyr drama (which is not explicitly mentioned as oatvp)’ and a tragedy
each. He believes that the first play mentioned in the inscription is a sa-
tyr drama on the basis of the themes and titles preserved. In other words,
Amymone, Oenopron and Hypsipyle are suitable titles for satyr dramas, so as
Medea, in his view. This claim led Sutton to support the satyrical genre of
TrGF adesp. fr. 667a (a unique fragment attributed at various times to tra-
gedy, comedy and satyr drama) and 1dentify it with Theodorides’ Medea in
the above-mentioned inscription.

On the other hand, in 2009 Luppe revised IG 11> 2319 col. II and sup-
ported once again the possibility of a satyr play at the Lenaea. He reexa-
mined the structure of the inscription and argued on the possibility that the
tragic poets presented three tragedies and a satyr play as well. He tried to
maintain 11syllable lines in the inscription, as Wilhelm had suggested in
1906, but he claimed that the fragmentary inscription can lead to the hy-
pothesis that the tragic poets participated probably with a tetralogy, just like
at the City Dionysia. He suggested that Eig[---] in /G II* 2319 col.1l 1. 67
should be a variant of the known satyr play To«s (Eiges for “lgug, cf. IG 112
1611 cl. 137) and he proposed a different reconstruction for the beginning
of col. II with two additional lines before 1l. 67-69:

[Ayatdc ded : one tragedy title]
[two (longer) tragedy titles]
Eio[0¢ oat vel. satvoe

ome[: - - - ]

omo[: - - - ]

5. Cf. IGI1* 2320 col.II (Didaskaliai of the City Dionysia) for the years 341-339 BC which
provides the information that a satyr drama, non competitive and always explicitly men-
tioned as oatvp, 1s performed at the start of the competition.

6. Wilhelm (1906) 53.
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Luppe’s thesis 1s merely hypothetical and the suggested changes can
only be considered speculative given that the inscription is too fragmentary.
He adds one more line to the inscription, although Summa has calculated
19 lines in /G I1* 2319.” The name Efpis could be replaced by Ioig, but we
cannot be certain whether we have to do with a title of a satyr drama or not.
However, it must be taken into account that Tpc is a dramatis persona in
Eur. Heracles. If we look closely at the titles in the same position in the in-
scription as the play Eipug, that is to say the titles listed first, we can notice
that none of these are unquestionably satyrical. Nothing in the inscription
proves the accuracy of Luppe’s hypothesis and, as there are questions that
remain open, we should probably await new findings of epigraphy to rein-
force or shake our assumptions.

Consequently, in this discussion we will examine the data at hand
which are interpreted by Sutton in a specific perspective. His conclusion
on the inscription SEG 26, 203 does not seem to be self-evident and by no
means can be accepted without question.

It 1s hard to assume that the consolidation of the program of compe-
tition at the Lenaea also brought this particular codification into its epi-
graphic record which Sutton implies and that any explicit indication in the
inscription that the first play was a satyr drama was therefore thought to be
unnecessary. The contribution of the epigraphic findings is crucial: the in-
scription IG II* 2320 col. II (Didaskaliai of the City Dionysia) for the years
341-339 BC s, so to speak, conclusive.®

[énti Zwovyévovg adrve]  [sic] (342/1)
[ - - - ]
[radac]ar Ne[omrdl |
[Tpuye]veiar Edg|ur]idov
[7won] : AoTvdduag
[Ayi)AAet de : OetTalds

Abduavte dme : Neomrdd

[A]vreydvme dme : Abnpédw

[E]dageros 0[ed :] Tebrgawr

[0m]e : ABnrédwoog

[Ayt] et o[ me] : OerTadis

7.  Summa (2015) 115.
8. Millis - Olson (2012) 65. They twice edit adrvge] . On the contrary, Pickard-Cambridge
(1988) 108-110 prefers the correct catvot] .
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[ ... ]etdn[e: N]eomzoleuog
[ ca. 7 ]voi: Heldow
[ome : Neom]TéAepog
Voot [me : Afny]6[dwgog]
ABymu dme : OetralAdg]
omo : Neo[w|védepog évix

i Nuxcopdyov odrvgr  [sic] (341/0)
Tiporlijg Avxobgyw
maloudt Neommrodepo|s]
Ooéorn Edourido
wor) : AoTvdduag
[T |agOevomaiwt vme : Oe[TTal
[Av]xdove dme: Neomré e[ pog]
[.... ]xAijc et : Dpitwr
[Ome 1] OcTTaids
0id(]modr dre : Neomrod[eu]
[Eddg]eroc Tol
[A%x ) péwwi Sme : OerralAdg]
[-.... It Oree : Neomrd[Ae]
[0m0 : O¢]TTalds dvixa

[ént Oeo]podaTov oaTv[g(] (340/339)
[ ca. 8 ] Pogxiolc]
[radaide : 3-4] doTo[atog]
[7-8 Ed]ouri[dov]
[won: ca. 7 Jo...]

The indication walawdr, “old tragedy” (i.e. revived), leads scholars to
the view that we are dealing with the program of the City Dionysia, at which
already in 387/6 BC (/G I1* 2318.1010-11= col. VIII Millis-Olson) the first
presentation of an old tragedy is attested.’ In the above-mentioned didasca-
lic inscription for the years 341-339 there 1s a satyr drama which however is
at the very beginning of the program and is not in competition.'” An inevi-
table question arises: Is it possible that at the greatest festival of Dionysus,
the City Dionysia itself, the satyr drama would be 1/11th of the program on

9. On “reperformance” from ancient times onwards see Hunter - Uhlig (2017). Especially,
Hanink (2017) 21-41; Webb (2017) 262-279.

10. Maidment (1935) 2 n. 8; Hanink (2014) 215 n. 88; Millis in Csapo - Goette — Green -
Wilson (2014) 435 n. 37.
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the day of tragic competitions,'' and at the Lenaea, if Sutton’s view holds
true, half of the production would be satyrical, when indeed during the 5th
century BC a satyr drama wasn’t even included in the program of the Lenaea,
according to the communis opinio?

In the case of the City Dionysia’s (apparently also established) program
of competition in the didascalic inscription, it 1s always stated explicitly that
the play recorded is a satyr drama.'* The same tendency is noted in the Di-
daskaliai which are embedded in Hypotheses of the plays, where the fourth
play is explicitly stated as a satyr drama."” Eventually, if the final establish-
ment of the Lenaean program led to the omission (in an official record) of the
indication “satyr drama”, one would expect a similar practice in the case of
old tragedies, which, however, are always indicated as walaal.

The interest in satyr dramas seems to have been moved chronologically
to a very early date, whereas it is something which 1s evidenced much later.
In fact, it 1s in 240 BC (for others, later in 237/6 BC) that satyr dramas are
recorded 1n an inscription of the Athenian Agora (Inscr. Agora 12972), al-
though it is not certain that this inscription registers competitions as part
of the City Dionysia’s program.'* Even so, if we take into consideration a
Tegean inscription (Syll.> 1080 = IG V 110) which provides clear evidence
of a competition in old tragedy by the later 3rd/ early 2nd century, as Sum-
ma in 2008 notes,"” the inscription I 2972 is an indication of the equal treat-
ment of satyr dramas in relation to tragedies and comedies at that time, at
least in terms of the competition for old tragedies.'®

11. Easterling (1997) 216 supposes that the third actor (Athenodorus?) had broken his con-
tract, perhaps for a better offer.

12. Satyr dramas in the inscription /G II* 2320 are placed first in the program of the City
Dionysia and are out of competition, having more the status of an exhibition for the years
341-339 BC.

13. Ael. VH 2.8, see Hypoth. Aesch. Sept., Ag.

14. The inscription lists the actors who took the first, second, third place in the production
of old comedies, old satyr dramas and old tragedies. See Meritt (1938) 116-118 = Mette
(1977) 149-152, who dated Alcibiades to 254 BC. Contra, Summa (2010) 126 dated to
ca. 240 and Osborne (2009) 93 to 237/6 (= SEG 59.18).

15. Pickard-Cambridge (1988) 41 n. 11. Contra, Meritt (1938) 117 who believes that the
inscription records victories at the Lenaea. A particularly strong argument that Summa
(2008) 489 advances in favour of the Dionysia is the above-mentioned Tegean inscrip-
tion. The monument dated to 190-170 BC was erected by an unknown actor and athlete
for his 88 victories in Delphi, Samos, Dodona, Athens mostly with Euripidean tragedies
(Orestes, Heracles, Archelaus).

16. The other events seem to have continued as before, with one new satyr drama outside of
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As for the surviving titles of the inscription SEG 26, 203, Sutton specu-
lates that Medea constitutes a satyr drama because it is found in the same
position — that is to say, the first play in the list — as the plays entitled Oe-
nopron (363 BC) and Amymone (364 BC), which, he believes, refer to a sat-
yrical treatment of the respective myth.'” He considers the play Oeropion a
satyr drama because of the hero’s close relationship with wine and Dionysus
since Oenopion is believed to be the first mortal to be taught the art of wine-
making by the god himself.

What other aspects of the myth are known about Oenopion? Parthenius
in Erotica Pathemata 20.1.1-2.6 reports the injustice the hero committed
against Orion.'"® When Orion arrived on the island of Chios, where Oeno-
pion ruled, in order to free him from the wild beasts that plagued the area,
he wished to marry the king’s daughter, Merope. Oenopion did not want to
give her to him, so he got him drunk with a large quantity of wine and, when
Orion fell asleep, he blinded him.

This aspect of the myth does not create direct links with Dionysus and
his cult, although the issue of drunkenness and blindness refers prima facie
to a satyric aspect of the myth (cf. blindness in Euripides’ Cyclops). How-
ever, the myth continues with twists and turns that would be fitting to a tra-
gedy. Orion retrieves his vision with the help of a child from the laboratory
of Hephaestus named Cedalion, in a variant reported by Eratosthenes."
Cedalion helps him and leads him to the rising sun, where Orion gets his vi-
sion back once again. When Orion seeks revenge on Oenopion, the citizens

competition, ten tragedies (one old and not competitive) and six comedies (one old and
not competitive).

17. Sutton (1987a) 29-34.

18. Worner in Roscher (1897-1909) 3: 795-798. On the scholar and poet of the 1st century BC
see Lightfoot (1999) 346. I1epi Aeipotc. Aéyevau 6¢ xai Olvomiwvos xai vougnsc Edixng
Aetpw xbony yevéshar.tadtng 68 Qolwva tov Yoiéws dpacbévra mapd Tod mateds aireiofou
T %00, xai dia TavTY TIY TE vijooy Eénucodoar Téte Onolwy avdmiewy odoay, Aslay
Te oA mepiedadvovta TV oo ydewy Edva diddvar. Tob uévror Ovortivvog éndotote
dmepTibepévov TOY yduov dia 1o dmooTvyely adTde yaufeov totodtov yevéahai,
Dm0 uébng Expoova yevéuevoy Tov Qolwva xatafo tov Bdlauoy, [xai] &vba 1) maic dxowudro,
xal fralduevoy dxxaipvar Tovs dpbatuodc dmo tod Oivomiwvos (emphasis is mine). For
comment on the text see Lightfoot (1999) 493-496.

19. Hes. fr. 148a Merkelbach - West = [Eratosth.] Cat. 1, 32, 8-15: éA06vra d¢ adrov eic
Xiov Megbmy tap Olvomiwvog fidoacOa oivewdévra, yvévta 6¢ tov Olvomicva xai yalemds
dveyxndvra Ty GPow Extvpldoar adtov xal &x Tijc yhpag dxPaletv: EA06vra O¢ eic Afjuvoy
ainredovra Hpalotwr ovpuiéar, b adtov élefoas didwow adrdr Kndaliwva tov adtod
[oixeiov] oixérny, Srws 6y [xal fyijra adtod]- 6v Aafwv dri Tdw duwy &pege onuaivovta
Tag 6000g 0w O &mi Tag dvatodag xal HAiwe ovpuibas doxel tyiacdijppou xai oftwgs &mi Tov
Oivortiova éADely wadw, Tpwoioy adtde Ernilfowy: 6 0 Dmd T@Y moAitdy Omo yijy Sxéxgumto.
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(who in a tragedy might have composed the Chorus) — or, according to
a different version, Poseidon — hide Oenopion in an underground space.?

Although there is a satyr drama of Sophocles named Cedalion®' —
poorly preserved in 6 small fragments — the subject of blindness itself 1s
not exclusively exploited by satyr dramas. Polymestor’s blindness in Euri-
pides’ Hecuba confirms that the subject can be adapted to the tragic stage.
The episode of Polymestor and Polydorus, considered by some scholars to
be Euripides’ invention,* is linked to the legend of Orion and Oenopion
(vv. 1067-8), insofar as Polymestor invokes the Sun to heal his blindness,
as Synodinou has already shown.? Yet, this is not the only example of a
blind hero in tragedy. Emblematic Oedipus, Phineus, the blind seer and
Thamyris or Thamyras, who was blinded by divine punishment, are tragic
heroes well known for their blindness.

In addition, the theme of drunkenness and deceit is mentioned, if only
superficially, in Aeschylus’ Eumenides and shifted to the world of the gods,
since Apollo cheats the Fates through intoxication (v. 727 oivw: magnmdry-
oac™ agyaiag Oedg), v. 12 | Moipas doddeag|...] [, vv. 33-34 | [...|Moipag
dodiwe [opndavte téyvn|...] /). Although Alcestis incorporates comic ele-
ments in order to substantially replace a satyr drama, Euripides chooses not
to emphasize this particular burlesque element of intoxication and deception.

Thus, if we look more closely at the myth of Oenopion, we could reach
the conclusion that the myth per se could be exploited by all three gen-
res of dramatic poetry depending on the perspective through which it is
seen. Sophocles has written a satyr drama (under the title Cedalion),” and

20. [Apollod.] Bibl. 1.4.3-4: adlis 6¢ 20w eic Xiov Meobmny tap Oivomiwvos éuvnotedoato.
uebivoag ¢ Oivomiwy adTov xoyuduevoy 8tdplwoe xai mapa Tois alyiaiois Eopupey. 6 0¢ émi
70 <Hgpaiotov> yalxeiov EAaw xal aondoas maida &va, éni Téw duwy émibépevos éxélev-
o€ TodNYely TPOG TAS AvaTtords. &xel 0¢ magayevouevos awvéflewey Téxracic Vo Tijs HAanijc
Gxtivog, xal Oia Tayéwy &l Tov Ovoriwva Eomevdey. dAAG Tde uév Ilooeddv HpaiostdTevatoy
Bwo yijy nareoxebacey oixoy, Qoiwvog & Haxg dpacbeioa flomace xal dxduicey eic AfjAov.

21. TrGF 4 *328-333 Radt. For the plot see Pearson (1917) 2: 28-13.

22. Kaibel (1895) 84-85. Contra, Stephanopoulos (1980) 78-9 who believes that it is difficult
for Euripides to have innovated such a complex plot linked to local traditional myths of
the Chersonese.

23. Synodinou (2005) 2: 399.

24. Page in Oxford edition (1972) 274 prefers the correction nagnadgnoac (Davies), although
the wagnmdrnoas appears in codices and Schol. A Eur. Alc. 12 oivwr magnrdrnoag doyaiag
fedg. Contra, Sommerstein (1989) 228 = (2004) 335-336 argues for the magyrdryoag.

25. Contra, KeyBner in RE XVII 1 (1937) 2272-75. Especially p. 2274: “[...] man dachte
an das Satyrspiel des Soph. Kedalion, dessen erhaltene Fragmente (Soph. frg. 305-310

FTG?) freilich eine Verbindung mit O. nicht erkennen lassen. Bemerkenswert erscheint
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Philetaerus a comedy (4th century BC) on Oenopion, while Alexis (4th/3rd
century BC) in his comedy Kouris mentions Oenopion as a synonym of
drunkenness. Arnott’s view, however, that the connection of Oenopion’s
name with wine (ofvov mwiv) is rather a popular but incorrect derivation,
and that the name 1s probably etymologically related to the word oivoy
(dark, cf. ofvoy mdvtog),* further reinforces the possibility of the myth be-
ing tragically exploited beyond its apparent connection to wine and intoxi-
cation. Although no other well-known tragedy with the title of Oenopion is
attested, one cannot overlook the possibility that the myth of Oenopion,
despite its connection with Dionysus, provided material suitable for treat-
ment through the tragic prism, a possibility which all scholars, with the
exception of Sutton, ex silentio accept when they are dealing with the in-
scription SEG 26, 203.

If this hypothesis for the case of Oenopion is valid, it isn’t difficult to
imagine a tragic treatment of the Amymone myth. The fact that the only
Amymone drama we know is the satyric Amymone of Aeschylus, attested as
the fourth play in the trilogy Danazides, does not exclude the possibility that
the same theme could be the subject of a tragedy.?” Only about one-quarter
(“4) of the archaeological data illustrating this heroine (LIMC)* includes Sa-
tyrs. The rest depicts Amymone either alone or with Poseidon or even with
Erotes. Moreover, Poseidon does not often appear in satyr dramas (with the
exception of Amymone and Aeschylus’s Theoroi or Isthmiastar).” The de-
piction of Amymone, according to Keuls,” changes during the passage from
the 5th to the 4th century BC, as the issue of rape recedes when Poseidon
and Amymone become an archetype of a lawfully wedded couple (Taranto

124520, Apulian pelike).*!

noch, daB nur in dieser Fassung der Sage das Trunkenheitsmotiv in einer Gestalt ver-
wendet ist, die dem Wesen des O. entspricht”.

26. Arnott (1996) 305.

27. As Slater in Harrison (2005) 85 notes, the majority of the titles ascribed to satyr dramas
are names of a male or a group of chorus. But a female name in the title wouldn’t be odd.
In addition to Aesh. Amymone, Soph. Nausicaa, Ion Omphale, we could accept a satyric
Medea, as well.

28. Simon in LIMC 1 (1981) 742-752 and 597-608.

29. Unlike Theseus and above all Hercules, who is the emblematic hero not only in comedies
but also in satyr dramas.

30. Keuls (1985) 240-241.

31. On the representation of satyrs on vase-painting see Griffith (2015) 45: “[..] by the fifth
century their sexual energies usually end up expending themselves (if at all), not on
nymphs or mainads [sic] (as in the representations of the sixth century), but on animals,
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Besides, the myth of Amymone could constitute a mythological frame-
work for tragedy, just as the legend of Oedipus, a tragic myth par excellence,
was the subject not only of a comedy by Eubulus but also of a satyr drama
by Aeschylus (Sphinx fr. 235-37 Radt). Indeed, Hunter points out that the
Sphinx’s riddle fits the style of Middle Comedy (mythological themes not
seen from the heroic point of view but on the basis of everyday struggle,
with passages that are distinguished for their enigmatic style, just like puz-
zles).” Let us note that in Euripides’ Phoenissae vv. 186-89 Amymone is
linked to the spring. Though this is admittedly a problematic text, the wa-
ter-spring of Amymone, and hence her association with the liquid element,
1s not disputed by any tradition.

However, we should take into consideration the general mythologi-
cal background of Amymone. Specifically, she is one of the fifty Danaids,
who were forced to marry their first cousins but on the advice of their fa-
ther, Danaus, killed their husbands on the very first night of their wedding.
Hypermestra was the only one who rescued her husband, Lynceus, who
became the founder of the new dynasty.”” Worthy of mention is Aavaidwy
00petar Grelels, the leaky hydriae of Danaids, a phrase of [Plato] Axiochus
that recalls their post mortem eternal punishment. The connection to the
element of water 1s obvious, although it is not limited strictly to Amymone.

Lindblom’s thesis is indicative of this: in her study of the identity of
women pursued by satyrs on Attic vase-paintings produced from 530-400
BC, Amymone, although she is approached by satyrs in four paintings, is
not considered to be a heroine solely associated with Dionysus. Conse-
quently, Lindblom does not include Amymone in her research, although
there are vases presenting the heroine with a satyr. Her characteristic fea-
ture is the hydria which refers to the well-known mythological version men-
tioned above.**

each other or solitary masturbation”. On the vase of Poseidon - Amymone see Griffith
(2015) 54-55.

32. See Alexis PCG fr. 242, 1-5 with the description of sleep, Antiphanes PCG fr. 194, 1-5
in the sense of ‘letter’. On the riddles see Konstantakos (2003) 94-113; Konstantakos
(2004) 85-137.

33. Podlecki (2005) 17; Bernhard in Roscher (1884-1890) 1.1: 949-954; Stoll in Roscher
(1884-1890) 1.1: 327-328; [Apollod.] Bibl. 2.1.5 ff.; Z¥® Eur. Hec. 886; XVTAF Eur. Or.
872 Schwartz.

34. Lindblom (2011) 79: “Therefore I will only consider the attributes that are solely or main-
ly represented together with women in company with Dionysos and/or satyrs” and clari-
fies in n. 301: “I write ‘mainly’ since even attributes considered to be specific for a certain
character occasionally can appear together with other figures in Attic vase-paintings.



338 A. BILIANI

If this line of reasoning is correct, then it could be possible to conclude
that Oenopion and Amymone, though associated with Dionysus and with
the satyrs respectively, are myths that lend themselves to both comic and
tragic treatment. The question that arises 1s whether there were other myths
in the broad range available to them utilized by the poets in all three drama-
tic genres. The case of Alcmaeon® and Athamas® is indicative of the free-
dom with which poets handle myth. Heroes, such as Hercules, provided
material for Euripides’ tragedy, for a comedy written by Anaxandrides in
the 4th century BC and for a satyr drama by Sophocles and Astydamas II.
Heroes such as Philoctetes (tragic by Sophocles, comic by Strattis in the
5th/4th century BC and Antiphanes in the 3rd century BC, satyric in a frag-
mentum adespotum), Amphiaraus (probably tragic by Carcinus II in the 4th
century BC, comic by Aristophanes, Philippides in the 4th/3rd century BC
and Apollodorus of Carystus in the 3rd century BC and satyric by Sopho-
cles) or Lycurgus, who is associated with Dionysus (in Aeschylus’ tragic tri-
logy Lycurgeia — Edonians, Bassarids, Neaniskot, Lycurgus satyric — but
also in a comedy by Anaxandrides and a satyr drama by Timocles) were also
treated similarly.

Mythical figures, whose action tends to exaggeration especially of a
sexual nature, have become heroes of tragedy, e.g. Thamyris or Thamyras,
a legendary musician of extraordinary beauty, who was punished with
blindness and deprivation of his musical skill for wanting to have sexual
union with all the Muses successively. Sophocles wrote a tragedy under
this title (Thamyras), TrGF 4 fr. 237-"245 Radt and Antiphanes a comedy,
fr. 104 K.-A.

The suggestion that the theme of Oenopion and Amymone is purely
satyric is therefore not convincing. Mutatis mutandis on the basis of the
above examples, we cannot with certainty rule out the possibility that in the
mscription SEG 26, 203 we have a tragic treatment of the myth of Oeno-
pion and Amymone. Perhaps in a period of searching for unexploited myths
or versions, the tragic poets aimed to bring out the tragic side of the myth of

For the polyvalent use of attributes in ancient Greek art, see Mylonopoulos 2010, 191-
195. A good example is the representation of Amymone on a calyx-krater in New York,
Metropolitan Mus. 52.11.18. In this scene Amymone, identified by the hydria she car-
ries, use [sic] a thyrsus, the most specific Dionysiac attribute, to fend off the satyrs ap-
proaching her. For an image see Beazley Arch.[sic] BAPD no.14714”.

35. Tragedy: Euripides, Astydamas 11, Agathon, Theodectes, Evaretus, Timotheus, Nico-
machus Alexandr.; Satyr Drama: Xenocles, Achaeus I; Comedy: Amphis, Mnesimachus.

36. Tragedy: Astydamas II. Satyr Drama: Xenocles, Comedy: Antiphanes.
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Oenopion and Amymone in their attempt to innovate and impress. Exotic
themes, including Medea, may have attracted their interest. The examples
are not exhausted in these three myths. The myth of Adonis is a topic not
widely exploited by dramatic poets but one which provides “exotic” mate-
rial that could be used in a satyrical framework.

The only play we know to have been written about Adonis is the trage-
dy of Dionysius the Tyrant, who probably innovated in his time in dealing
with it. Few verses are preserved; they are however indicative of the poetic
art of the Tyrant, who is famous for verbal extremities,” which foretell Ly-
cophron’s Hellenistic technique. According to Simon, Dionysius embodies
Socrates’ ideal in the Platonic Symposium 223d 3-5, which states that the
competent poet must be able to compose both tragedies and comedies.”

Another story which is not attested in any tragedy but, according to
Pechstein,” has both tragic and burlesque elements is that of Lamia/
Lamia.* She was pursued erotically by Zeus and provoked jealous Hera,
who exterminated the children she was giving birth to. Lamia ended up in
a cave, was transformed into a monster and, in her despair, swallowed the
newborns of other mothers.*! The story of this young Libyan woman pro-
vides an exotic and 1dyllic environment, love, jealousy, homicide, victims
and perpetrators alternating in their roles, all the elements that can be pre-
sented in a satyr play as much as in a tragedy.

Finally, given that there is no certainty that the Medea — if the play was
in fact called Medea — of TrGF adesp. fr. 667a examined by Sutton is in
fact the Medea of SEG 26, 203, a play of Theodorides for the year 363 BC,
any attempt to link them and attribute the Medea of TrGF adesp. fr. 667a to
Theodorides seems extremely risky, if not arbitrary.

Stefanis registers only one Theodorides from Boeotia, a didaskalos of
the 3rd century BC. Sutton links the Theodorides of the inscription with
the Athenian actor Theodorus, whose demos is not mentioned, (nr.1157
Stefanis) assuming that the son of the actor could excel at the composition

37. Suess (1966) 313.

38. Simon (1982) 482. Starting from the Platonic extract Taplin (1986) 163-174 compares
tragedy to comedy in the 5th century BC.

39. Pechstein & Krumeich in Krumeich - Pechstein - Seidensticker (1999) 475: “Die Figur
Lamia zeigt sowohl tragische als auch burleske Ziige”.

40. The intonation differs depending on the poet: Lamia (Aauia) for Euripides, Lamia (Ad-
wia) for Crates.

41. Stoll in Roscher (1894-1897) 2.2: 1818-1821.
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of dramas.*?> However, no source mentions that the son of the actor Theo-
dorus, was Theodorides.*” Kirchner mentions nine individuals by that
name.** Among them, only Theodorides Theodorou from the Cecropis
phyle lived in the middle of the 4th century BC (II 1007 col. II 4), about
whom unfortunately no further information is known.

In conclusion, given that there are many recordings of the same name
but in a different demos, we cannot dispute Kirchner’s information that the
actor Theodorus of the Cecropis phyle had a son named Theodorides, but
we cannot accept that the son of Theodorus was a poet and indeed par-
ticipated with the play Medea in the Lenaea in 363 BC, as Sutton claims.*’
According to the testimonies it was common for the son of a poet to car-
ry on the family tradition and to pursue a career as a poet (e.g. Aeschylus’
sons Euphorion and Euaion, Sophocles’ son Iophon, Astydamas I the son
of Morsimus the son of Philocles, tragic poets both of them), or less often as
a dancer (Carcinus’ son, Xenotimus), but not vice versa. We don’t assume
that poetic talent was some kind of birthright which goes from father to son
but, as Sutton has already noticed studying the evidence for theatrical fa-
milies, it was the educational influence which created the appropriate con-
ditions for a playwright or an actor to work in and benefit from the family
experience.*

If this interpretation is correct, then the inscription SEG 26, 203 would
confirm the communs opinio that no satyr play was included in the Le-
naean tragic competitions of the 4th century BC and, consequently, would
provide a means of enriching our understanding of TrGF adesp. fr. 667a,
on the basis of its genre.

42. Stefanis (1988) 209 nr. 1150: “@[e0d]wpidne Botdtiog, diddoxaios. IG I1* 3079 = Mette,
I1 2.2 (p. 80): Edidacxe vixnri yopo avdedv Acwvtidos pulijs orny Abiva éri doyovrog
Nixiov (282/1 7.X.).”

43. Diehl in RE VA 2 (1934) 1808-9; Ghiron-Bistagne (1976) 329; Stefanis (1988) 210-
212; Davies (1971) 220, who considers that Theodorides of the Cecropis phyle was
related to Theodorides Athmoneus, and that both were of a wealthy family, without men-
tioning any theatrical activity.

44. Kirchner (1901) 442.

45. In A Lexicon of Greek Personal Names of Fraser - Matthews — Osborne - Byrne (1994)
215 Oeodwpidns Osoddpov Abuovedc in the 4th century BC is mentioned on the basis
of the inscription /G II? 2385, 25. In this specific inscription other persons under the
name @eddwgos are mentioned, with different sons (1. 11 Ziuwy Gcoddov, 1. 105 Ocdti-
uog Oeoddpol ), references which provide an argument calling Sutton’s conclusion into
question.

46. Sutton (1987b) 9: “Once playwrighting, acting, or both, became a ‘family business’, such
skills would be transmitted within families”.
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