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Natalia Brykova

ON THE VALIDITY OF SOME ARGUMENTS
FOR CHORAL PERFORMANCE OF
STESICHORUS’ POEMS

One of the most controversial issues regarding Stesichorus is the per-
formance of his poems. Due to the lack of sufficient sources, it cannot be
resolved definitively whether his works were written for choral or solo
performance.! Stesichorus had been traditionally classified as a choral
lyric poet, until M. West provided a well-argued defense of the thesis
that he was a soloist accompanying himself on the cithara.? The point
of view that prevails in recent works and seems the most probable is the
intermediate interpretation: the poet could compose both for a singing
and dancing chorus (perhaps accompanied by a cithara) and for a solo
singer (perhaps accompanied by a silent dancing chorus).? Arguments
which are hard to refute can be adduced in defense of both hypotheses.
However, not all the reasons repeatedly quoted in the Stesichorean com-
pendia are equally compelling. In 1993 Ettore Cingano argued for choral
performance in an article,* which since then has often been referred to
in overviews as an authoritative contribution in support of the choral
theory.® The aim of this paper is to reexamine the three arguments pro-
posed by the Italian scholar.

! For a summary of the debate and a discussion, see Burnett 1988, 129—135; Willi
2008, 76-82; Curtis 2011, 23-36; Ercoles 2013, 494-499; 561-572.

2 West 1971 (an extension of the suggestion precedingly made by Kleine 1828, 53
and Wilamowitz 1913, 238-239).

3 E.g., Russo 1999, 339; Ercoles 2013, 499; 566; Davies—Finglass 2014, 30-32.

4 Cingano 1993, 347-361.

5 E.g., Russo 1999, 339 n. 1; Power 2010, 235 n. 116; Ercoles 2012, 10 n. 41;
Carruesco 2012, 141 n. 2; Ercoles 2013, 562 n. 989; 990; Cipolla 2014, 79 n. 105;
Finglass—Kelly 2015, 12 (“works by <...> and particularly Ettore Cingano readvocated
the case for choral performance, in our view persuasively”); Coward 2018, 54 n. 83
(“persuasive arguments for choral performance”).

16



On Some Arguments for Choral Performance of Stesichorus’ Poems 17

I. Lexical Meaning of Words with the Root pein-/poAn-

Cingano argues that poinn and cognate words used in Stesichorus’
poetry prove that his poems were performed by a chorus. The poet
applies such words in three extant fragments, each time referring to the
gods — the patrons of his own art.¢

Fr. 90 F. = 193 PMGF (POxy 2506 fr. 26 col. i. 9-10):

Aedp’ adte O GIAOUOATE
Fr. 271 F. = 232 PMGF (Plut. De E apud Delphos 394 b):
<yopeL>LaTd TOl LAMOTO

TOLYHOGUVOG <T€> PIAETL HOATAG T ATTOAL GV,
Kaoen 8¢ otovaydg T’ Aidag Eloye.

1 <yopev>patd Wilamowitz : fpaidt codd. : dAAd& Crusius 2 <te> @uiel
Blomfield : @ukel codd. : guléer Schneidewin 3 kadea Welcker : kndea
codd. | 6¢ Blomfield : ¢ codd.

Fr. 278 F. (Athen. 5. 180 e):
KaAel 0& Xtnoiyopog pev v Modoav dpyecipoimov

Cingano uses the analysis of the lexical meaning of the words with
the root péin-/poin- as an argument for his point. He maintains that these
terms are associated with the activity of choruses.” Hence, the use of the
words with this stem by Stesichorus demonstrates the participation of the
chorus in the performance of his poems.?

It is quite undeniable that words with the root péin-/poAn- often refer
to a choral song accompanied by a dance. In many obvious cases péinw/
péimopon and poAnn| are applied to the description of a collective singing
with a dance (such as in examples adduced by Cingano: Hom. //. 1. 474;

¢ Hereinafter Stesichorus’ fragments are quoted from Finglass’ edition: Davies—
Finglass 2014.

7 Cingano 1993, 349: “Nei diversi passi omerici ed esiodei péinw/poAny ricor-
rono nel contest di performances corali fondate sull’associazione di canto, musica e
danza, ¢ indicano ora un canto connesso con la danza, ora solo la danza, ora un canto
corale differenziato dal canto solista dell’aedo”.

8 Cingano 1993, 349-353; Cingano 2003, 26-29; cited with consent in Russo
1999, 339 n. 1; Ercoles 2012, 12 n. 53; Ercoles 2013, 562 with n. 990; Davies—Finglass
2014, 31 with n. 174.
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16. 182; 18. 572; Hom. h. Ap. 197, etc.). However, Cingano’s argument
contains a logical fallacy. It is insufficient to demonstrate that the words
with the root peAn-/poAn- can refer to a chorus in order to consider them
indisputable proof of choral performance. It should be shown that these
words are inapplicable to solo singing that is not accompanied by dance.
Meanwhile, a thorough examination shows that this is not the case.

The etymology of the words under consideration is not clear.” Voca-
bularies do record the meanings indicated by Cingano, but not as the only
possible ones. Thus, LSJ gives the following meanings: péinw — (1) poet.
verb celebrate with song and dance: ®oifov, Xnaptnyv, (2) sing intr.,
+ acc.: Poav, let sound: tag kBdpag Evomdv, play on: avAd; péAmopon
(med.) — (1) sing to the lyre or harp; dance and sing, as a chorus; let sound:
otevaydg; (2) sing of, celebrate: vopovg; poinn — (1) dance or rhythmic
movement with song; (2) (more freq.) song.!?

I have analyzed 58 passages by Archaic authors (beginning from the
Homeric epos and including Pindar and Aeschylus who are inclined to
archaizing) that contain words with the root peAn-/poin- based on the 7LG
data. Thirteen!! of these are names (MeAmopévn, Ebpoinog) and epithets
(GpyeoipoAmog, EILOUOATOC, PIANGIULOATOG, E€VUOATOC, £PUGILOATOC),
which provide no information about the way of performance. The phrase
Kuoiv/kov@dv puéAnnBpa, which occurs three times in the /liad (13. 233;
17.255; 18. 179), has no relation to music. In four cases'? the meaning is
unclear, as the text has been only partially preserved. In seven passages!3
the mode of the performance cannot be identified with confidence from
the context.

9 Frisk 1970, 204 s.v. péAno, -opat.

10°Cf. Rocci 1943 s. vv.: péknw — “canto; canto danzando, assol.; canto; celebro,
festeggio con canti e danze, acc.”; WOATY — “canto e danza; freq. canto”. Chantraine
1968 s.vv.: pédno/pédmopon — “ ‘chanter et danser’ notamment dans un choeur ... mais
peut signifier ‘chanter’ en général, notamment avec 1’accompagnement de la cithare”;
poAmn — “chant mélé de danse”; “chant”. However, LfgrE is in accordance with
Cingano: péino — ‘to perform song for choral dance (or rhythmical movements)’:
(1) sing and dance; (2) of singers supplying music and song for choral dance (Beck
1993a, 115-116); poinn — ‘song for accompaniment by choral dance (or rhythmical
movement), dancing song’: (1) with mention of dancing, dancers, (2) otherwise (Beck
1993b, 253-254).

Il Beside 3 cases in Stesichorus, these are: Hom. h. Cer. 154, 475; Hes. Th. 77,
fr. 227. 1 Merkelbach—-West (= Herodianus, m. pov. A¢E. 10, ii. 915. 22 Lentz),
Alcm. fr. S1 Davies; Pind. OI. 14. 14; 16; Nem. 7. 9; Hecatacus FGrHist 1 F 119. 8
(= Strab. 7. 7. 1); Aesch. fr. 168. 19 TGF.

12 Sappho fr. 27. 5; 96. 5 V.; Aesch. fr. 451 u 5; 451 d 1 TGF.

13 Hom. Od. 21. 430; Hom. h. Merc. 452; Lasus fr. 1. 1 Privitera (= Athen. 14. 19.
624 e—f); Pind. OI. 1. 102; 6. 97; 10. 84; Nem. 1. 20.
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In nineteen cases the chorus clearly takes part in the performance,
and in three of them it echoes the singing soloist or dances to his
accompaniment (Hom. //. 18. 572; 18. 606; Hom. h. Ap. 197). Only three
passages (containing six words with the stem pekn-/poAn-) have obvious
indications that the chorus is both singing and dancing (Hom. h. Pan. 19;
21; 24; Hes. Th. 66; 69; Pind. Paian fr. 52 £ 17 S.—M.). In three cases,
the chorus is definitely not dancing (Aesch. Pers. 389; Sept. 870; 1023),!4
and in ten (containing twelve such words), there is no mention of a dance
(Hom. II. 1. 472; 474; 16. 182; Ps.-Hes. Sc. 206; Xenophan. fr. B 1.
12 D.-K.; Pind. Pyth. 3. 78; 3. 90; Paian fr. 52 b 96 S.-M.; Dith. fr. 75,
11 S.—M.; Aesch. Ag. 107; Eum. 1043=1047).

Besides, in three cases (Hom. /I. 13. 637 = Od. 23. 145; Od. 1. 152)
the performer is irrelevant, since the passages deal with a desire for
musical entertainment in general, but there is a clear contrast between
the word polnn and the words denoting dance (dpynOudc, opyNoTiC).
Thus, the author recognizes song and dance as different things, and poimn
indicates a song. It should be noted that in Stesichorus fr. 271 F. the
reading <yopeb>patd also implies two different words for song (pnoAmai)
and dance.

The opposite cases in which the root peAn-/poAn- could indicate
rhythmical movement without singing are dubious. In //. 7. 241 the verb
uéimesbon may be interpreted as applied to solo dancing as a metaphor
of battle, but the point of comparison is not certain (oida &’ évi otadin
delw péimecOar Apni).'S Twice the word polmr is somehow associated
with gymnastic activities: in Od. 4. 19 (uoArfig €Eapyoviec) the two
acrobats are performing at a feast (at the same time with a singer), and in
Od. 6. 101 (Gpyeto pohmiic) Nausicaa is playing ball with her girl servants
(and perhaps singing).

The predominance of cases associated with choral singing and dancing
can be simply explained by the fact that ancient Greek music tended
to syncretism — a combination of poetry, dance and song. Since such
performances were customary, no wonder they were frequently mentioned
by ancient authors; nevertheless, it does not mean that the vocabulary used
to represent them was specific. Similarly, the English words ‘song’ and
‘to sing’ are quite applicable to both a chorus and a soloist.

I have defined solo singing in seven passages (containing eight words
with the stem peAn-/poAn-). There are two cases in Homer’s (Od. 4. 17

14 As already noted by Willi 2008, 79 n. 114: “poinn kann sogar verwendet
werden, ohne dass von Ténzen die Rede ist”.

15 Cf. Rocci 1943, 1204 s.v. uéhnw: “cantare danzando in onore di Ares, i.e.
combattere coraggiosamente”.
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and 13. 27): the bard is performing at a feast (éuéimeto Oelog Go1ddC),
while the banqueters are eating and neither singing nor dancing.!'® In the
Homeric hymn to Hermes Apollo receives the lyre as a gift, and Hermes
proposes him to sing and play it (476 péineo xoi ki0dp1le, 478 gdudAmer).
In the poem about the contest between Homer and Hesiod (Hes. fr. 357 =
Sch. Pind. Nem. 2. 1 [iii. 31 Dr.]) uéinouev refers to the solo singing of
both contestants. In the prologue of Aeschylus’ Agamemnon (17) dmvov
avtipoAmov Gikog ‘song as a remedy for sleep’ denotes the song of a guard
who lies on the roof and tries to stay awake. In the same tragedy (1445),
the expression péhyaco yoov concerns the last words of Cassandra
foreseeing her own death. This phrase cannot relate to dance and choral
singing even in a metaphoric sense. In Simonides’ poem (4P 7. 25. 9),
Anacreon is represented as singing himself and playing the BapPitov, a
stringed musical instrument which is not comfortable to dance with, so
poAimn seems unlikely to be associated with dancing movements.

Such testimonies confirm that péAmopor and poAnn can also refer to
a soloist singing without being accompanied by dance. Hence, Cingano’s
argument that these words must be associated with choral singing and/or
dancing is not convincing.

As regards the usage of the words under consideration in Stesichorus’
poems, neither uAel poimdg (fr. 271. 2 F.) nor Oed pihdporne (fr. 9. 9 F.)
taken alone allow us to characterize the mode of performance. The case
of fr. 278 F. is more complicated and deserves special consideration.
According to Athenaeus (5. 180 e), Stesichorus called the Muse dpyeoi-
poAmog (‘the one who begins the poAnn’). In the poem Eriphyle (fr. 90 F.),
the call Aedp’ adte Oed PUAOpOATE must also refer to the Muse (the goddess
who loves the poAnn).!” Hence, in both cases poinn likely denotes the
same thing. Cingano interprets the epithet dpyecipoinog by correlating
it with the expression dpyecBor poAnfic applied to Nausicaa in Homer’s
(Od. 6. 101: ol 6¢ Navowdo AsvkmdAevog dpyeto poAnic). Relating
Homer’s passage to the lines of Stesichorus, he concludes that the Muse
in this fragment was depicted as “beginning choral singing and dancing”.!8
Indeed, if one ‘started’ a song (é&dpyewv), there must have been those who
‘joined in’ (cuvemmyeiv, avtutalavilew).!® However, this meaning of the
verb is assigned to the singing of mortals (e.g., Plut. Symp. probl. 615 b;

16 Tn the first case (Od. 4. 17) the banqueters are at the same time entertained by
two acrobats (kvPiotipe), but the identity of the formula in both cases proves that
their presence is irrelevant for the meaning of éuéinero.

17" See parallels in Davies—Finglass 2014, 331.

18 Cingano 1993, 350-351; Cingano 2003, 26-28.

19 Rutherford 2001, 43; 52.


http://www.perseus.tufts.edu/hopper/morph?l=e%29me%2Flpeto&la=greek&can=e%29me%2Flpeto0&prior=sfin
http://www.perseus.tufts.edu/hopper/morph?l=qei%3Dos&la=greek&can=qei%3Dos0&prior=e)me/lpeto
http://www.perseus.tufts.edu/hopper/morph?l=a%29oido%2Fs&la=greek&can=a%29oido%2Fs0&prior=qei=os
http://www.perseus.tufts.edu/hopper/morph?l=e%29me%2Flpeto&la=greek&can=e%29me%2Flpeto0&prior=sfin
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Alem. fr. 98 PMG = 129 Calame), whereas Stesichorus invocates the Muse,
therefore it is possible that she ‘begins’ the song of the poet (gives him
inspiration) so that he may continue singing himself. This interpretation
implies that the epithet dpyeoipolmog may also describe a solo performance.

II. A Fragment of Stesichorus’ Oresteia as an Indication
of its Performance Modality

The second piece of evidence in favour of choral performance, according
to Cingano,?° is a passage from Stesichorus’ Oresteia (fr. 173 F. = fr. 212
PMGF = Sch. Aristoph. Pax 797 ¢, p. 125 Holwerda):

To1ddg xpn Xapitov SoUdHTo KOAAKOU®Y
vuvelv @poylov pérog E€eupovta<c> afpds
NPOC EmePYOUEVOU.

2 éEevpovta<c> Kleine : é€gvupovta 6” vel é€gvpdvta p’ Page.

The emendation in the second line is required to avoid hiatus. Kleine’s
conjecture is preferable, since in the version suggested by Page the
personal pronoun appears in an unnatural position.2!

Cingano accepts the emendation €£gvpdvtag and concludes that the
plural form indicates a singing chorus.?? Nevertheless, it is well known
that traditionally both the chorus and the poet could alternately refer to
themselves in singular and plural in poetry. Cingano himself proves it
by numerous examples?® without realizing that this argument can be used
against his thesis rather than in support of it.?*

Furthermore, the meaning of the verb égvpiokm (‘discover, invent’)
indicates the activity of the poet, and not of the chorus.?> Numerous

20 Cingano 1993, 353-356; Cingano 2003, 29-31.

2l Cingano 1993, 355 n. 34; Cingano 2003, 32; Davies—Finglass 2014, 496; but
see Lloyd-Jones 1995, 420 who adduces as a parallel Soph. Trach. 393 (Ti xpn, yovau,
poidvto p’ Hpaxhel Aéyewv;).

22 Accepted by Willi 2008, 81.

23 Cingano 1993, 356 n. 35; Cingano 2003, 31.

24 Cf. Davies 1979, 893 s.: “I wish to register a warning against the drawing
of any conclusions as to the poem’s mode of performance from the appearance of
singular or plural participle in this fragment’s text”; Pucci 2017, 251-252.

25 Lloyd-Jones 1995, 420: “surely the one who ‘finds out’ the melody is the poet”;
Pucci 2017, 251: “I’atto del trovare ¢ riferito sempre in maniera piuttosto chiara al
poeta”; Ercoles 2013, 564-565.
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parallels proving this can be cited: Alcm. fr. 39 PMG; Pind. O!l. 1. 110;
Pyth. 1. 60; fr. 122, 14 S.—M. etc.26

The passage from the Oresteia contains the hapax dopmparto, which
the scholiasts explain as ‘songs meant to be sung in public’.?’ Indeed,
the verb dapwoopedo at the beginning of Pindar’s eighth Isthmian Ode
conveys an intention to compose songs for the public (Pind. Isthm. 8. 8).
Cingano concludes that the Oresteia was intended to be sung at some
festival and therefore was composed for the chorus.?8 It is plausible that
the word doapmparto describes public performance, but this fact does not
determine the character of singing: a soloist citharode as well as a chorus
could sing for people while participating in the feasts and contests. Thus,
dapmpoata does not indicate that the performance is obligatory choral.??

Another proof of choral singing, according to Cingano, is the expres-
sion yp1 ... buveiv. He defines the meaning of the verb duvelv as ‘to sing
in chorus’, since it occurs in this sense in the Homeric hymns (Hom.
h. Ap. 190, Hom. h. Dian. 19) and in Xenophanes (fr. 1. 13 D.-K.). How-
ever, there are cases where the verb is applied to the soloist’s singing, e.g.
Hesiod’s Theogony 33:

¢ Epacav Kodpat pLeydAov Al0¢ ApTIEmELaL,

kai pot okfimtpov £6ov dapvng £pBnAiéog 6Lov 30
dpéyacal, ONNTov: Evémvenveuoay d& pot avdnv

Oéomy, iva Kheloyu té v’ éoodueva mpd T’ EdvTa,

Kol p Ekélovl’ DUVETV HaKAPOVY YEVOG aigv EOVIMV,

oQac 6 avTag TPATOV T€ Kol VoTatov aigv dsidey.

Hesiod’s art has never been associated with choral lyrics, hence it is
incorrect to claim that the verb vuvéw always refers to the chorus.

Thus, an examination of the fragment of Stesichorus’ Oresteia shows
that it does not contain unambiguous indications of choral performance.3?

26 See Ercoles 2013, 565; Davies—Finglass 2014, 496.

27 Sch. Aristoph. Pax 798 (= Suda & 53): dapmdparta: To dnpocig adopeva. Hesych.
4 212: Sopudpate: KOWOUeTo, SNUOCIOLATO.

28 Cingano 1993, 354; Cingano 2003, 29, repeating Smith 1900, 266 (“hymns
composed for public delivery by choruses”); Cingano is quoted with consent by
Morgan 2012, 43; Davies—Finglass 2015, 29 n. 168.

29 Willi 2008, 81 n. 124; Ercoles 2013, 565; Pucci 2017, 252.

30 Cf. Lloyd-Jones 1995, 420: “Cingano makes much of fr. 212”. Cf. Ercoles
2012, 12: “il poeta si presenta insieme come compositore ed esecutore di canti pubblici
per un contesto probabilmente festivo™; at the same time, Ercoles admits, although
with caution, the participance of a chorus due to a mention of the Charites — which
seems quite insufficient as an argument.
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II1. The Testimony of Timaeus

Discussing the genre and the modality of performance of Stesichorus’
poems, Cingano regards a fragment of Timaeus (FHG 1 224 = FGrHist
566 F 32) as a decisive testimony of choral singing.3! Preserved by
Athenaeus and Polyaenus, it deals with the adventures of Damocles, the
flatterer of Dionysius the tyrant.

Stesich. Tb5(a) Ercoles (Ath. 6. 250 b—c):

gneito mpe-
ofevcag mote ped’ Etépav Tmg TOv AtovociovT, Kai
TAVTOV KOULOUEVOVY ETL TPIPOVG KATNYOPOVUEVOS VIO
TOV AoV 6Tt oTactaot Kot TV amodnpioy kol

5 PAdmror tod Alovuciov Tdg Kovag Tpdielc kai ceddpa
10D Atovuciov dpylebévtog Epnoey (sc. ANUOKATG) TV dtapopay ye-
véoBar abTd Tpog ToVG cLUTPESPELS, OTL HeTd TO
deimvov ékeivol pev Ttdv Dpuviyov Kol Xtnoyopov,

&1t 8¢ ITvdapov Todvavt tdv vavt®dv Tvag Gvethe-

10 @btec fdOV, adTOC 88 PeTd TV PovAoUEVmV ToDE VIO
70D AlOVLGI0V TEMOMUEVOLG JIEMEPAIVETO. KOl TOVTOV
caf] Tov Eheyyov mapélev Emnyyeihato: TOLG HEV Yap
abTod KATNYOPOVG 0VOE TOV APLOUOV TOV AoUATOV
Katéyelv, antdg & Etowog elvar mavrag eetfic ddewv.

2 ¢ T0v Alovioiov A : del. Schweighiuser : og tov Aiwva Casaubon 8-9
TOV ... maudva A : t®dv (Dobree) ... madvov Kaibel : tovg ... mowdvog Erco-
les 9 @V vavtdv A : tdv avt@v Schweighduser : 1j t@v avt@dv Casaubon :
{t®dv avtdv} Dalechamps | Tiveg A : Tivag Meineke : Tiva Casaubon

Cf. Stesich. Tb5(b) Ercoles (Polyaen. Strat. 5. 46):

ANPOKATIC TPEGPELCUG KATNYOPOVUEVOG VTTO TOV
<8AA@V> mpeoPevtdv, Ot peydiag Tod Atovuciov TpaEelg
EPAayev, 0pylobévtog Tod Tupdvvou ‘épol Tpog Tov-
To0g’°, E0n, ‘yéyove dtapopd, OTL PLETH TO delmvoV

5 ovtol pév Tovg Ttnoiydpov kai ITivsdapov mardvog
noov, &ye 8& Todg VId cod memompévong’ Kol cuviice
TOVG mandvag antod. Atoviciog 11ebeig ovKéTL NVEGYETO
TOV EyKANUATOV.

2 <gAov> mpecPevtdv Melber : <ocvp>mpeoPevtdv Casaubon 3—4
tovtovg F : tovtoic M 6 fdov edd. : €idov F | cuvijoe vel cuviide Korais :
cuvijye F

31 Quoted with consent in Ercoles 2013, 524.
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Cingano interprets this fragment as compelling evidence of the choral
performance of Stesichorus’ paeans in Sicily, the poet’s homeland, in
the first half of the 4t century BC. In particular, he notes that the ambas-
sadors invited sailors in order to reproduce the authentic way of singing
Stesichorus’ poems in chorus.3? Nevertheless, this interpretation may be
questioned. Let us try to clarify the details of the scene described by
Timaeus.

It is clear that the paeans were intended for a male chorus, and there
were several people involved in singing in the fragment. However, the
text of Athenaeus needs emendation: the words Tov ... Toudva are in the
singular, as if the same paean were attributed to Phrynichus, Stesichorus
and Pindar.33 Furthermore, we have no other evidence that Phrynichus
and Stesichorus composed paeans. Presumably, Timaeus spoke only
of a paean (or paeans) of Pindar,3* who is known to have written
them. Remarkably, Pindar’s name stands apart: it is added to the other
two in a specific way — with &t 8¢ instead of kai. I would suggest an
emendation applying ta instead of tov: Ta ®puviyov kai Ttnoiydpov,
£t 8¢ IIwodpov mandva(g). Consequently, the ambassadors sang some
pieces by Phrynichus and Stesichorus, and besides a paean or paeans
by Pindar. According to this interpretation, Athenaeus’ passage cannot
serve as evidence that Stesichorus was an author of paeans and composed
choral songs. Although I admit the clear mention of “Stesichorus’
and Pindar’s paeans” in Polyaenus’ version, there is no proof that he
possessed Timaeus’ original text.35 It is possible that we are dealing with
an emendation of the same corruption which is notable in Athenaeus.

Moreover, singing after dinner can hardly be considered as an
authentic performance of the poems by Stesichorus,’¢ Phrynichus and
Pindar. It seems that the participants of a symposium could choose any
song to sing in chorus (or to respond with a cry to a soloist), even one
originally associated with monodic lyrics. A scene in Aristophanes’
Clouds (1354-1372) confirms this suggestion: Strepsiades asks his son
to sing something from Simonides, and then from Aeschylus, whereas
Phidippides begins to quote Euripides’ Aeolus. Thus, it is quite possible
that monodic poems could be sung at a symposium in chorus, although

32 Cingano 1993, 358-360; Cingano 2003, 26.

33 Ercoles 2013, 523.

3 Willi 2008, 79 n. 119.

35 At least, his version has been heavily epitomated (Ercoles 2013, 523 with
n. 883).

36 As already noted by Willi 2008, 79 with n. 117.
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they were not originally intended for it, just like choral songs could be
reproduced by a solo singer like Phidippides.

Furthermore, Timaeus’ fragment does not show the contribution
of each member to the singing at table. It does not exclude that the
ambassadors sang one after another and that the sailors were engaged
only in performing Pindar’s paeans.

In spite of the doubts indicated above, it cannot be ruled out that the
whole episode in Timaeus did indeed deal with the singing of paeans
only. Their performance is attested at a feast, both at the beginning
and at the end.?” Moreover, the “fault” of the ambassadors implied by
Damocles would look still greater, if they addressed exactly the lyric
genre Dionysius worked in, but did not choose Dionysius’ poems. At the
end of the passage Athenaeus mentions the same genre again: Damocles
asked the tyrant to let him learn his most recent paean to Asclepius.

However, even if we admit that Stesichorus composed paeans and
Timaeus was aware of it, it does not yet follow that the extant fragments
of Stesichorus’ narrative poems formed part of paeans. This genre is
associated with deliverance from danger (war, pestilence, natural disaster,
etc.). The song is aimed at either averting evil, or celebrating its repulsion,
or prolonging good fortune.’® The main formal feature of the genre is
the exclamation in moudv (or similar).3* Obviously, according to these
criteria, none of the known fragments by Stesichorus can be classified
as paeans: there is neither refrain nor details concerning the purpose and
circumstances of the performance. Moreover, there is evidence (Ps.-Plut.
De mus. 1134 E and POxy 2368 col. 1, 9-20) that a narrative heroic plot
in a song was considered as an indication that it was not a paean. This
excludes all of Stesichorus’ narrative poems from consideration.

Thus, firstly, it is doubtful that the paeans in Timaeus’ were attributed
to Stesichorus. Secondly, amateurish singing after dinner does not reflect
the mode of the performance that was originally implied by the poet.
Thirdly, the impact of the ambassadors and sailors on the performance
is not as clear as Cingano puts it. Finally, even if Stesichorus’ paeans
did exist, it is difficult to identify them with the preserved fragments of
his poems.*0

37 Rutherford 2001, 50.

38 Rutherford 2001, 6-7.

39 Rutherford 2001, 18-23.

40 Lloyd-Jones 1995, 420: “C. tries to extract too much from Timaeus’ vague
statement about the singing of paians in the time of the young Dionysius (in Athe-
naeus 6.250B)”.
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Conclusion

The absence of reliable testimonies of Stesichorus’ poems does not allow
explicating the mode of their performance. There are arguments in favour
of both the choral and solo versions. To compromise, Stesichorus could
work in both genres. However, this assumption does not obviate the need
for a balanced assessment of the data. None of the observations made by
Cingano prove that the preserved fragments of Stesichorus’ songs belong
to the choral lyrics.
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The paper examines three arguments by E. Cingano (Cingano 1993) in favour of
the hypothesis that the works of Stesichorus were intended for choral performance.
First, the words @ilopoAne, poindc and apyeoipoinov are analyzed (Stes. fr. 90;
271; 278 F.). According to Cingano, the words with the root pekn-/poin- refer to
a choral song accompanied by a dance. Hence, the use of words with this stem by
Stesichorus demonstrates the participation of the chorus in the performance of his
poems. However, there are testimonies that confirm that péAmopon and poinn can
also refer to a soloist singing without being accompanied by dance. Second, the
fragment from Stesichorus’ Oresteia (fr. 172 F.) is examined. According to Cin-
gano, it contains indications of a choral performance. However, the participle
€Eevupovta<c>, though the emendation of the singular form into the plural must be
accepted, does not denote a choral performance of the Oresteia. The hapax
doudpato describes the public performance of the poem, but it does not mean that
the chorus was involved in the performance, since a soloist citharode could also
sing for people at feasts and in contests. Neither is the verb vuveiv an unambi-
guous indication of choral singing (cf. Hes. Th. 33). Third, the passage of Timaeus



28 Natalia Brykova

(FGrHist 566 F 32. 6-13) is parsed. It refers to “the paeans of Stesichorus,
Phrynichus and Pindarus” which several people sung after dinner. However, the
text is not sound, and it cannot be excluded that the paeans were attributed only to
the last of the mentioned poets, Pindarus. Furthermore, singing after dinner can
hardly be considered as an authentic performance of the poems by Stesichorus.
Moreover, the participants of a symposium could sing one after another instead of
as a chorus. Finally, even if Stesichorus’ paeans did exist, it is difficult to identify
them with the preserved fragments of his poems. Thus, none of the observations
made by Cingano prove that the extant fragments of Stesichorus’ songs belong to
the choral lyrics.

B cratpe B3BemmBatoTcs Tpu aprymernTta J. Uuarano (Cingano 1993) B moms3y
THIIOTE3Bl O TOM, 4TO Npou3BeaeHus Crecuxopa ObUIM NpeAHa3HAYEHBI JUIS
XOPOBOTO HCIIOJNHEHHs. BO-TIEPBEIX, aHAIN3UPYIOTCS CIOBa QOIAOLOATE, LOATAC
u dpyeoipoinov (Stes. fr. 90; 271; 278 F.). CortacHo Touke 3peHuss YnHTaHO, CI0Ba
C KOpHEM LEAT-/LOATT- O3HAYAIOT XOPOBOE IICHHE C TAHIIEM, TaK YTO UX yHoTpeodIIe-
nue y Crecnxopa ITOKa3bIBaeT, YTO MOAT Mucal st Xopa. OIHAKO €CTh IIPUMEPHI,
TJie TaKas JeKCHKa yKa3blBaeT Ha COJIbHOE MEeHHe, pudeM Oe3 TaHia. Bo-BTopsix,
paccmarpuBaercst ¢pparment nz Opecmeu Crecuxopa (fr. 172 F.), xoropslii, mo
MHEHUI0 UMHTraHO, COACPKUT yKa3aHMs Ha UCTIOIHEHHE XOpoM. OJHaKO mpHuyac-
tHe ££EVPOVTO<C>, XOTS HCIPABICHHE CAWHCTBEHHOI'O YHCJIA HA MHOXECTBCH-
HOE HY)XHO ITPUHHMAaTh, HE CBUJIETEIBCTBYET O XOPOBOM HcHONHEHUU Opecmeu.
lanmakc Sop®OTO TOBOPUT O IyONWYHOM HCIIOMHEHWH TOAMBI, HO OTCIONA HE
CJIe/IyeT y4acTHe B NPEICTaBICHUN XOpa, MOCKOJIbKY M KH(apeabl-COIUCTHI BbI-
CTymaJii MyOJIMYHO Ha Ipa3aHecTBax. HakoHer, riaron vpvelv Takke He sBIIeTCS
OJTHO3HAYHBIM yKa3aHHeM Ha XxopoBoe nenue (cp. Hes. Th. 33). B-tpetsux, pa3ou-
paetcs maccax Tumes (FGrHist 566 F 32, 6-13), rne peusb uzet o “neanax Crecu-
xopa, ®punnxa n [IuHmapa”, KOTOpbIe HECKOJIBKO YENIOBEK IIOIOT Iocie obena.
O}]HaKO TEKCT HCHIOPYCH, W HEJIB3d HUCKIIOYNUTH, YTO II€AHbI NPUITUCBIBAINCH
TOJIBKO MOCIICIHEMY M3 YHOMSHYTHIX 1109T0B — [TuHnmapy. Jlanee, neHue corparnes-
HHUKOB Moclie 00ea HeoOs3aTeNbHO OTpaXkaeT ayTeHTUYHOE HMCIOJHEHHE T103M
Crecuxopa. Kpome Toro, meTb MOriM mo ovepeny, a He XxopoM. HakoHen, maxe
€CIIU JOIyCTUTh, YTO CTeCHXOp JAEUCTBUTEIHHO IHCAII MIEaHbl IS X0pa, OTCI0/a
HE CJIeIYeT, 9TO AOLICNIHNE 10 HAC ()parMeHTHI T09M BOCXOAAT HIMCHHO K ITCaHaM.
TaxuMm 00pa3om, HU 0/THO U3 COOOPAKEHHUH, IPUBOAUMBIX UMHIaHO, HE TOKA3bIBAET,
gro nmupuky CTecuxopa Halo0 CYUTATh XOPOBOH, a HE COIBHOM.
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