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‘The War’—Ilike any other war—will come and go and be
parenthesized by dates in history books. A war is just a noise—the stench
of death—a view, however wide or brief, of rubble—and a cause for
lamentation.

After the lamentation: praise. Over the rubble: shrines. After the
stench of death: the sweetness of flowers. After the noise: the diminishing
echo.

Timothy Findley, Famous Last Words, 176.
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ABSTRACT

This dissertation considers the various treatments of the Persian Wars (490; 480-
479 B.C.) as they appear in different poetic genres in Greece during the Classical period.

Chapter One treats the lyric and elegiac accounts of Simonides and Pindar, who
were among the first to compose poetic praise of the victors and consolation for the
fallen. The narratives of Simonides, written for Spartan and panhellenic audiences, offer
a useful counter-balance to the primarily Athenian accounts in the other authors. For the
most part, the works of Simonides, which were composed shortly after the Wars for
performance at venues intended to commemorate the victories, are concerned with
consoling the survivors, whereas other poets tend to concentrate on the victories
themselves.

Chapter Two looks at the tragedians Aeschylus and Phrynichus and their
dramatizations of the Wars on the Athenian public stage. In Aeschylus, we can see the
origins of the image of the Persian as "Other" and the development of a view of Athenian
superiority that was based on the city's role in the defeat of the Persians.

The next two chapters examine a revival of the theme after the Wars had ceased
to be discussed by contemporaries. The epic poet Choerilus of Samos (Chapter Three)
was the first poet to revisit the theme. His decision to take up this unusual topic seems to
be connected with his desire to find novelty at a time when the genres of the late fifth
century seem to have been played out: in addition to treating a topic that had long been
out of fashion, he composed in the form of epic poetry, a genre that had not been used for
some time. Timotheus of Miletus (Chapter Four) had a similar interest in poetic novelty,

adapting the emergent style of the New Music to the old theme.
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I examine these accounts to determine the effect of the genre on the poet's
approach to the Wars, the debt of the treatments to their poetic predecessors, and the

place of each account within its historical circumstances.
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INTRODUCTION

Poetry had a central role in Greek society in private and public spheres. Voices
and instruments, alone or in combination, accompanied the Greeks almost literally from
cradle to grave and were present at virtually every point in between.' Music soothed
babies in the form of lullabies. It entertained at symposia where the guests could
participate in the drinking songs or else simply enjoy those of the professional
entertainers. Music accompanied the bride at weddings and lamented the dead at funerals.
Hymns celebrated the gods at religious festivals, which also featured musical
competitions. Music was so important that the ability to sing and play the lyre was
considered to be the mark of an educated and cultured man, while the inability to do so
was cause for concern. Furthermore, music extended even beyond the grave where the
better afterlife enjoyed only by the heroes or the blessed Initiates is characterized by the
presence of music and the ability to enjoy it.”

Greek society was what John Herington terms a "song culture,” that is, a "society
whose prime medium for the expression and communication of its most important
feelings and ideas was song." Indeed, poetry was the first literary form to treat

significant events and that it continued to do so for centuries.* The Iliad and Odyssey

"1t is unfortunate that, with few exceptions, all that survives of ancient Greek music is the poetic text. For
transcriptions and discussion of the few surviving scores, see John G. Landels, Music in Ancient Greece
and Rome (New York: Routledge, 1999), 218-63 and M.L. West, Ancient Greek Music (Oxford:
Clarendon, 1992), 277-326. For a general survey of the widespread role of music in Greek society, see the
first chapters of both Landels and West.

2 On the importance of music to education, see Plato, Laws 654a-b, Republic 376e, and Aristophanes
Clouds 961-1023; for the presence of music in the afterlife, see Pindar, fr. 129 Maehler.

3 John Herington, Poetry into Drama: Early Tragedy and the Greek Poetic Tradition (Berkeley: University
of California Press, 1985), 3.

4 Since the musical scores are lost, I will use the term "poetry” rather than "song" to refer to the texts under
discussion.
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commemorated the deeds of the great heroes, the Theogony the nature of the universe and
the ways of the gods, while the Works and Days rationalized and justified the lot of
mortals. Music regulated the soldier's maneuvers while on-duty, entertained them when
off-duty, exhorted them to fight well, and immortalized their achievements when the
battle was done. It is the poetic commemoration of war, in particular the Persian Wars,
that is the focus of my thesis. The Persian Wars were a watershed event for the Greek
mainland and readily lent themselves to poetic commemoration. I will examine the poetic
accounts of the Persian Wars in order to explore the role of poetry in creating and
preserving knowledge of the Persian Wars and the role of poetic genres in shaping the
accounts of the Wars.

The Persian Wars were the two invasions of mainland Greece by the Persian
Empire. In 490 BC, the Persian Empire, with Darius as King, invaded the Greek world
seeking to punish Greek incursions into Persian territory and planning to expand their
own Empire.’ The Persian army landed at the plains of Marathon where they were met by
the Athenian hoplite army and a small number of Plataean soldiers. The Persians were
quickly defeated and retreated. In 480, under the personal leadership of Xerxes, Darius'
son and successor, the Persians again advanced against mainland Greece with the
intention of conquering it. In recognition of the threat, many city-states united against the
common enemy. The newly-formed Greek alliance decided to oppose the Persians on two
fronts: the Spartan army and allies at Thermopylae, and the allied navy, dominated by the
Athenians, at Artemisium. The army held out for three days at Thermopylae before being

outflanked through treachery; having dismissed the majority of their allies in the face of

5 Unless otherwise noted, all dates are BC. Notwithstanding a growing trend towards a more faithful
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imminent and inevitable death, the Spartans remained and were massacred virtually to a
man. Almost simultaneously, the allied fleet engaged in a series of battles against the
Persians at Artemisium and inflicted severe damage on the Persians while suffering
heavy casualties themselves. Hearing news of the disaster at Thermopylae, the Greek
fleet decided to withdraw towards Attica. They then drew up at Salamis where they met
the Persians with great success. They almost completely destroyed the Persian fleet and
forced Xerxes himself to flee to lonia while leaving behind a reduced force. The Persians
then withdrew for the winter. Returning in 479, their land-forces were decisively defeated
at Plataea by the Greek army under Spartan leadership, while their navy was destroyed at
Mycale. The remnants of the Persian army retreated to Persia, their plans for conquest at
an end.

Each society responds to its wars, and its defeats and victories therein, in the way
it thinks those events deserve. For some wars, the official or popular reaction can be
immediate and favourable; for others, it is immediate but distancing as a society, either
officially or popularly, attempts to distance itself from its participation in a war. For still
others, a society's reaction can change over time, reflecting efforts to rehabilitate the
winners or losers of a war. A society can communicate its views of its participation and
deeds in various wars through a variety of media. It can express itself positively, by
commissioning public art, monuments, and poetry, or negatively, by denying its wars any

form of commemoration.®

transliteration from Greek to English I will use the more familiar, Latinized, spelling.

® One dramatic method of preventing commemoration is to forbid public discussion of the events. One such
instance occurred in Athens: ca. 494 the Athenians, who did not want to be reminded of unpleasant events,
banned future productions of Phrynichus' Sack of Miletus (Hdt. 6.21.2).
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In the case of the Persian Wars Athens and, to a lesser degree, Sparta
immortalized the Wars and their role in them in a variety of poetic genres.” Simonides
celebrated the achievements of the Spartans (et al.) in both lyric and elegiac forms. Poetic
accounts of the Wars were more popular in Athens where Pindar treated the Wars in lyric
form, Phrynichus and Aeschylus composed tragedies for the stage, Choerilus of Samos
performed his epic, and Timotheus of Miletus used an emerging musical style to
celebrate the victory. The extant Athenian record suggests that poetic involvement with
the Wars lasted from the immediate aftermath of the Wars until at least the end of the
fifth century; the evidence in praise of Sparta is restricted to the early half of the fifth
century. This provides a rich body of evidence that can be used to consider a number of
interrelated questions concerning the role of poetry in commemorating significant events
and shaping public opinion about those events.

Many of the poems celebrating the Persian Wars were official and community-
oriented documents; therefore, they speak to the Greeks' perception of the Wars and of
their role therein. An examination of poems performed before Spartan and Athenian
audiences can shed light on a number of issues: how the two city-states conceived of their
own participation and that of other city-states in the Wars; whether there were common
elements in the treatment of the Wars that transcended partisan concerns or whether the
treatment differed from city-state to city-state; the relationship of poetry to prose
histories; and how the poetic accounts contributed to the later perception of the Wars

found in the Athenian orators. In addition to questions concerning the popular and official

" By "genre" I mean those "familiar patterns that typically produce certain contexts and effects” (Mary
Depew and Dirk Obbink, "Introduction,” in Matrices of Genre: Authors, Canons, and Society, eds., Mary
Depew and Dirk Obbink [Cambridge, Mass.: Harvard University Press, 2000}, 7). I consider the issue of
genre in more detail at page 22.
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image of the Persian Wars, such an examination can adumbrate key questions concerning
poetry itself: how the genres in which the poets wrote affected their approach to and
treatment of the Wars; and how the temporal distance—that is, the amount of time that
had passed between the events and the poem—and the spatial distance—that is, the
performance venue—of the poets and their audiences from the events narrated affected

the poets' approach to the Wars.

THE PERSIAN WARS IN THE POETS

The Persian Wars had a significant effect on the literature of the Greek world as
the Wars were commemorated, explicitly and at length, in poetry of various genres and
over several decades. It is this poetry that will form the basis for my thesis.

One of the earliest extant poets to treat the Wars was Simonides of Ceos. The
various battles of the Wars formed the subject of several of Simonides' lyric and elegiac
poems; the majority of his poems were likely composed for public celebrations shortly
after the Greek victory. As well, there are many short elegies and epigrams attributed,
with varying degrees of accuracy and confidence, to Simonides. Prior to 1992, there were
extant only a few sparse fragments of Simonides' poems on the Persian Wars and
tantalizing references to others in the ancient sources; now, thanks to the discoveries at
Oxyrhynchus, we also have new substantial, albeit lacunose, elegiac fragments.® This

papyrus, known colloquially as the "New Simonides," includes a narrative of the battle of

8 E. Lobel, "3965. Simonides: Elegies," Oxyrhynchus Papyri 59 (1992): 4-49.
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Plataea.’ It is our best evidence for the existence and nature of elegies treating events of
recent history." Furthermore, since the majority of the poems on the Persian Wars were
written for an Athenian audience and so have an Athenian slant to them, the Plataea
elegy, which narrates a primarily Spartan victory, is a welcome contrast. In particular, the
elegy highlights the Spartan role (as suggested by the references to Sparta and several
prominent Spartans) and Spartan martial ideology.

Following the defeat of the Persians, the Athenian tragedians Phrynichus and
Aeschylus composed tragedies on the Wars, devoted to the Athenian victory at Salamis.
Although Phrynichus' Phoenissae is lost, there is anecdotal evidence suggesting strong
similarities between it and Aeschylus' Persae.'’ Previously, Phrynichus had composed a
play on the fall of Miletus immediately following that disaster. Unfortunately the Sack of
Miletus is also lost. Despite these losses, we are nonetheless able to come to certain
conclusions regarding the content of the plays, their reception, and the Athenian
perception of their role in the Wars.

Choerilus of Samos wrote a lengthy and detailed epic, the Persica (SH 316-23), in

which he treated the Wars possibly ranging from the invasion of Darius to the defeat of

® The "New Simonides” is more formally known as POxy. 2327 and POxy. 3965. It consists of fragments of
an anthology containing elegiac poems by Simonides and including an elegy on the battle of Plataca. The
title "The New Simonides" has been established by its use as the title of the panel devoted to the elegies at
the 1994 meeting of the APA, for the special Arethusa volume (ed. D. Boedeker and D. Sider, v.29; 1996)
in which the papers from the APA were published, and by its presence, in several languages, in titles of
articles on the elegies. The papers from the Arethusa volume have been updated and appear, along with
several new and updated papers, in The New Simonides: Contexts of Praise and Desire, eds., Deborah
Boedeker and David Sider (Oxford: Oxford University Press, 2001).

' For the existence of elegies narrating historical events, see page 26.

" For evidence for the similarities between Phrynichus' Phoenissae and Aeschylus’ Persae, see pages 113-
114. The title of Phrynichus' play with similarities to Aeschylus' Persae has been called into question (see
n.46), I will however retain the traditional name, Phoenissae.
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Xerxes.'”? Only a few lines of Choerilus' poetry are extant. There are nineteen lines of the
Persica, spread out over seven fragments (SH 321 is not a fragment of the Persica but
rather contains a reference to its content), the longest of which are two five-line
fragments; in addition, there are four lines tentatively ascribed to the Persica. Choerilus
has also been claimed as author of several fragmentary papyrus texts containing
hexametric poetry suggestive of the Persian Wars."> What does remain is informative for
Choerilus' approach to the poetic tradition and the tradition of the Persian Wars.

Finally, near the end of the fifth century, Timotheus of Miletus wrote a
citharoedic nomos, conventionally called the Persians (PMG 788-91), celebrating the
Athenian victory at Salamis." The approximately 240 surviving lines consist of a series
of vignettes describing, in colourful detail, the defeat of the Persians largely from the
point of view of the Greek-created Persians. The Persians was performed at Athens prior
to 398 and won for Timotheus a long-awaited victory in a musical competition.” The
poem and Timotheus' success with it attest to the enduring significance of the Persian
Wars in general, and Salamis in particular, to an Athenian audience.

In addition to providing the subject for several extended poetic treatments, the

Persian Wars, and in particular the battles of Marathon and Salamis, provided popular

12 Although there was some inconsistency regarding the title of Choerilus' poem in antiquity, I will refer to
it as the Persica, the most common title currently in use. Unless otherwise noted, I will follow H. Lloyd-
Jones and P. Parsons, Supplementum Hellenisticum (Berlin: Walter de Gruyter, 1983) for the text of and
testimonia about Choerilus.

* The papyrus fragments are POxy. 2524 frr. 1-8 (= frr. 14-21 Colace), PFr. inv. 12 (=fr. 22 Colace),
POxy. 2814 (=fr. 23 Colace) and PMichael. 5 vv.9-28 (= Appendix B Colace).

11 will refer to Timotheus' nomos as Persians to prevent any confusion between it and Aeschylus' Persae.

5 The exact circumstances of the first performance of Timotheus' Persians are unknown; we can infer his
public performance and victory from the later reputation of his poem, and his previous lack of critical
success from the anecdotes concerning his despondency over his frequent musical failures.
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topoi for poets seeking to praise Athens.'® Aristophanes made frequent reference to
Marathon and the Marathonomachoi as indicative of the glory days of Athens; references
to Salamis also occur, but are less frequent.”” Wasps (produced 422) provides a somewhat
muddled history of the Persian Wars, mingling together events from Marathon,
Thermopylae, Salamis, and Mycale (1071-90). Colin Austin asserts that the events of the
later battles are "mere details added to give colour” to a narrative that focuses on
Marathon.”® The very profusion of these details, so intrusive as to detract from the
prominence of Marathon, suggest that they are not simply colourful details but instead
serve to call to the mind of the audiences the other victories in the Persian Wars. The
passage, rather than focusing on Marathon, mixes events of both invasions, placing the
victories in the two invasions on equal footing, and so demonstrates the continuing
popularity of the Wars and the equal importance of Salamis.

The references and allusions to the Persian Wars in Aristophanes, while indicative
of the enduring significance of the Wars to Athens, will not be the major focus of my
thesis. Instead, the main focus will be the extended narrative of Aeschylus and what
survives of the similarly extended narratives of Simonides, Phrynichus, Choerilus, and

Timotheus. Their lengthy discussions and descriptions offer greater avenues for

6 A useful comparandum for the cultural and psychological importance of the Athenian role at Marathon
and Salamis to the Athenians is the significance of the Battle of Vimy Ridge (1917) to Canadians: using
Canadian ingenuity and innovative tactics, the Canadian Corps succeeded in taking the most heavily
defended and strategically most important German bastion and, as a consequence, Canada came of age as a
nation. To the Allies, Vimy was a sidebar to the British Battle of Arras and scarcely merited separate
mention (Pierre Berton, Vimy [Toronto: McClelland & Stewart, 1986}).

7 For references to Marathon and the Marathonomachoi, see Acharnians 178-85 and 692-701, Knights 781
and 1334, Clouds 985-6, and Wasps 711; for Salamis, see Lysistrata 59 and 411, Knights 781-5, and

Eccleziazusae 38.

18 Colin Austin, "The Wasps of Aristophanes” [review of MacDowell's Oxford commentary}, CR n.s. 23
[1973]: 134.
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exploration of the popular perception and treatment of the Persian Wars than do brief

allusions.

THE PERSIAN WARS IN HERODOTUS

Herodotus' Histories was the first prose account of the deeds of contemporary
men and is arguably the most well-known account of the Persian Wars. He examined the
events of the Wars, their underlying causes, and the principal players in great detail,
combining his account of the Wars with an ethnographic and anthropological look at the
cultures involved. His is also the most comprehensive account of the Persian Wars,
treating not simply the individual battles in isolation, as is often the case with the poets,
but rather the entirety of the Wars.

In view of its detail and comprehensiveness, the Histories has, understandably,
taken pride of place in discussions of the Persian Wars. A R. Burn, for whom Herodotus
"far outweighs all the other sources," bases his study of the Wars primarily on the
historian, relegating Simonides and Phrynichus to a few brief mentions and omitting
Choerilus and Timotheus entirely; the more substantial Aeschylus fares somewhat
better.”” J.F. Lazenby shows a similar dependence on Herodotus, stating, "apart from
Herodotos there is not much evidence to consider."” Lazenby's interest in the poets is
restricted to their potential contribution to Herodotus' Histories and, consequently, they
receive little mention. Richmond Lattimore does consider in detail the evidence from

Aeschylus' Persae compared to that of Herodotus, in particular that of the roster of

1 A R. Burn, Persia and the Greeks: the Defence of the West, c. 546-478 B.C. (London: Duckworth, 1984),
quotation p. 3. Admittedly, earlier historians had less of Simonides with which to work.

P J F. Lazenby, The Defence of Greece: 490-479 B.C., (Warminster: Aris & Phillips, 1993), 5.
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Persian combatants, and concludes that Aeschylus' account is somewhat lacking in
historical accuracy.” Nevertheless, the accounts of Aeschylus and, to a lesser extent,
those of Simonides and Phrynichus, can offer insight into the goals of Herodotus'
Histories.”

In his proem, Herodotus clearly states his goals: ¢ unte o yevoueva €€
avOpuTLV TA XPOVE EELTNAN YEVNTOL, UNTE Epyor UEYOAD TE KO OmUXOTd, TO
ugv “EAAnot, 1o 8¢ BopPapoiot dmodexbevia, dxAed yévntaw, "lest the deeds of
men become extinct through time, and lest the great and wondrous deeds displayed by the
Greeks and the Barbarians be unknown."” His goal is reminiscent of poetry and its role
in preserving the kleos aphthiton ("undying fame") of heroes. Herodotus then devotes
great effort to ensuring that outcome. Herodotus adopted the role of poetry for his prose
history; both genres were intended to preserve future memory of past events. Herodotus'
Histories, the value of its detailed accounts of the various battles, and Herodotus' explicit
commemorative aim have naturally tended to overshadow consideration of the largely
incomplete poetic accounts of the same events and their implicit—and occasionally
explicit (e.g., Simonides' elegy on Plataca)—desire to ensure the survival of these same

great deeds.

2 Richmond Lattimore, "Aeschylus on the Defeat of Xerxes," in Classical Studies in Honor of William
Abbott Oldfather (Urbana: University of Illinois Press, 1943), 84-7.

2 Deborah Boedeker argues convincingly that, although there were differences in the function of the two
works, Simonides' Plataea poem exerted a literary influence on Herodotus' Histories ("Heroic
Historiography: Simonides and Herodotus on Plataea,” in Boedeker and Sider 2001, 120-34).

» Unless otherwise indicated, translations are my own.
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THE PERSIAN WARS IN THE ORATORS

The Persian Wars understandably had a great effect on the mindsets of the various
Greek city-states that fought in the Wars; chief among them were Athens and Sparta. Not
only had the Greeks defeated a numerically superior enemy against overwhelming odds,
but also the disparate city-states that make up mainland Greece had put aside their
political differences to unite against the common enemy. Following the Greek victory,
images of Persians and the Persian Wars began to appear in public art, both plastic and
literary. By the fourth century, the Athenian role in the Persian Wars had become a tool
for the Attic orators to justify Athenian superiority. Their presentation of the Wars owes a
debt to the poetic accounts. That the orators were able to use the Wars as they did
suggests that by the fourth century there was a standard history and perception of the
Wars at Athens. The survival of popular knowledge of the Wars is due in part to poetry's
role in preserving the memory of the Wars and to Herodotus' adoption of poetry's
commemorative role.

Two standard themes recur in the orators' accounts of the Persian Wars: Athens
alone saved the Greek world from the Persians and this in turn justified Athenian
supremacy; and the Persians were Barbarians, that is to say, distinctly different from, if
not precisely opposite to, Athenians in particular and Greeks in general. These elements
can be traced back at least to Aeschylus' influential presentation of the battle of Salamis

and the Persians in his Persae; Choerilus and Timotheus display a similar view.
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The political use of the Persian Wars was especially prominent in funeral
orations, a uniquely Athenian institution.* The Athenian war dead were publicly,
officially, and collectively praised by Athens at a communal state-sponsored funeral.
Athens selected its most prominent statesman to deliver a eulogy; the effect of this eulogy
was to praise not only the dead, but also the city for which they died.

John Ziolkowski analyzed the form of the funeral orations, concluding that they
follow a standard pattern: proem, epainos, paramythia, and epilogue.” Of particular
interest are the epainos, in which the dead are praised, and the paramythia, in which the
living are consoled. Within the epainos praise of the dead and praise of their ancestors
would appear. Within the paramythia would appear consolation of the living: the orator
would stress the good fortune of the dead for having died so gloriously; assure the living
that they were fortunate in having such kin; and exhort them to live up to the example set
by the dead.”® As we will see, similar elements of consolation appear in those poems that
were performed either close in time to the Persian Wars or else on occasions dedicated to
the fallen.

The Wars were popular as a topos to indicate the superiority of Athenian culture
and accomplishments. This is apparent in the accounts of the battle of Marathon, where
the orators, often sweeping aside or downplaying the contribution of the Plataeans, claim
that Athens was first to dare to stand against the Persians, and that Athens alone defended

the Greek world (e.g., [Lys.] 2.20-6; Dem. 40.10; Isoc. Paneg. 86). A similar view is

* For a cogent discussion of the Athenian creation of the funeral oration and the reciprocal role of funeral
orations in creating Athens and the Athenian, see Nicole Loraux, Invention of Athens: The Funeral Oration
in the Classical City, trans. Alan Sheridan (Cambridge, Mass.; Harvard University Press, 1986).

¥ John E. Ziolkowski, Thucydides and the Tradition of Funeral Speeches at Athens (New York: Arno
Press, 1981), esp. 174-207.

* Ziolkowski 1981, 178-9.
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taken of the Athenian role during Xerxes' invasion and the subsequent defeat of the
Persians ([Lys.] 2.32-44; Dem. 40.10-11; Isoc. Paneg. 93-6 and Panath. 49-52).

The orators ofteﬁ display a greater emphasis on the victory at Marathon than on
the victory at Salamis. Nicole Loraux has taken this as evidence for a hierarchy of
victories, with Marathon, the victory of the aristocracy and the hoplite army, surpassing
that of Salamis, the victory of the radical democracy and the "oars people."” As
evidence, Loraux cites the emphasis on Marathon in the orators, and in Aristophanes.”

Rosalind Thomas, however, disagrees. Although she too sees a greater emphasis
on Marathon, she sees it moving to the forefront for different reasons. The primacy of
Marathon is not the result of an ideological conflict between aristocratic hoplite army and
the common sailor. Rather, it is the result of Athens' telescoping of the Persian Wars:
Athens plays up their role at Marathon, where they won essentially single-handedly, and
downplays the invasion of Xerxes, which was defeated by a panhellenic force.”

The poetic accounts of the Persian Wars support Thomas' position and call into
question that of Loraux. Aeschylus and, very likely, Phrynichus, enjoyed great success
with their plays narrating the victory at Salamis; similarly, Timotheus won a long-
awaited victory at Athens with his Persians, which included Salamis but excluded
Marathon. As we shall see, the poetic record does not support the "systemic occultation”

of Salamis as seen by Loraux.”

¥ Loraux 1986, 161.
% For Aristophanes' presentation of Marathon and Salamis, see page 8 and n.17.

® Rosalind Thomas, Oral Tradition and Written Record in Classical Athens (Cambridge: Cambridge
University Press, 1989), 221-5.

¥ 1 oraux 1986, 161.
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As we will see, these themes can be traced through the poetic record, from their
earliest appearance in Aeschylus to Timotheus, the last poet for whom we have evidence.
Simonides, who wrote his lengthy elegy on Plataea for a panhellenic if not Spartan
audience, understandably did not share this Athenian bias and consequently his poetry

provides a valuable check on the Athenian presentation of the Wars.

"MYTH" VvS. "HISTORY"

Poetry was instrumental in commemorating events of the far distant past and the
more recent past. A strict division of the past into "myth" and "history" is illusory and the
creation of modern minds. The ancient mind saw a continuum from the far distant past to
the present. Those events from the far distant past which we commonly term "myth,"
such as Paris' abduction of Helen and Jason's quest for the golden fleece, were viewed as
actual events, akin to what we term "history." Herodotus, for example, prefaced his
history of the Persian Wars with a catalogue of minor hostilities between the East and the
West, starting with the abductions of lo, Europa, Medea, and Helen (1.1-5). While he did
not accept the role of the gods or heroes in the abductions—blaming instead mortal men
and the loose character of the women—he clearly accepted as fact the women's existence,
certain elements of their stories, and their role in Greek history: according to Herodotus'
Persian sources, which he seemingly accepted as valid, the Persian Wars were the
culmination of those hostilities between the Greek world and the East that began with the
abduction of Io. Furthermore, that the Trojan War was viewed as a real event is indicated
by Herodotus' account of Helen's stay in Egypt, which he says the Egyptian priests

learned from Menelaus himself (2.113-20).
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Nevertheless, the available evidence suggests that the Greeks did view the far
distant past and the recent past largely as two different worlds. We find evidence for this
in Hesiod's myth of the five ages (WD 106-201): in this version, presented as an alternate
(€tepog AdYOQ) to the preceding story of Prometheus and Pandora, Hesiod recognizes a
continuum from race to race, with each new race being formed only on the destruction of
the preceding one and with members of preceding races often becoming semi-divine
overseers of subsequent races. Hesiod does, however, see each race as separate and
distinct from those which precede and follow it: each race was formed from a different
metal; the second and subsequent ones were formed only after the destruction of the
previous race; and each race differed from the others in lifestyle, morals, types of death,
and fates after death. Hesiod thus sees his own race, the final, iron, race (WD 176), as
distinct from the preceding races, including the race of the heroes, whose lives are the
subject of much of Greek poetry.

Further evidence for a recognized gulf between contemporary events and the
events of the far distant past is the perceived physical difference between contemporary
men and the heroes: Cimon of Athens repatriated the bones of Theseus (Plut. Thes. 36.1-
4), while the Spartans did the same for the bones of Orestes (Hdt. 1.67-8); Cimon and the
Spartans were both able to recognize the unidentified human remains they discovered as
those of the heroes whom they sought by the bones' enormous size in comparison to those
of contemporary men (Plut. Thes. 36.2; Hdt. 1.68.3). These anecdotes suggest that
Herodotus and Plutarch too believed that the worlds of contempqrary men and heroes

were separate and distinct.
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As Edith Hall points out, the distinguishing factor between the two worlds "was
not...a question of historical veracity [Hall's emphasis], but of recentness, concreteness,
autopsy, and, hitherto, appropriateness for artistic representation."” In support of an
ancient distinction between myth and recent history, she notes that Greek epic and most
tragedy confined themselves to the deeds of the gods and heroes.” She argues that they
would not have done so had there not been a line, however faintly drawn, between the
two worlds. For ease of reference, I will use "myth" to signify the events of far distant
past, where the race of heroes dominated, and "history" for the more recent past,
dominated by regular mortals.

Despite the line drawn between the worlds of myth and history, there was no hard
and fast rule against the recording of contemporary deeds in art, either literary or plastic.
The Homeric epics imply an acceptance of the recording of the great deeds of one's
contemporaries. Although Homer sang of men from a different era, he and his audience
did not object to the idea of people recording contemporary deeds: Odysseus interrupts
the song of Demodocus as the bard sings of Odysseus' quarrel with Achilles (Od. 8.75);
Helen weaves a tapestry depicting various scenes from the Trojan War even as she awaits
the outcome of that war (II. 3.126-8). Furthermore, we have evidence for the acceptance
of the narration of current events not only reflected in epic, but also existing concretely in
epinicia—poems composed for the sole purpose of commemorating athletic victories.
Although certainly the bulk of an epinician focused on deeds from the world of myth, the

victor's name and achievement were present in every ode and there could be no question

3 Bdith Hall, Inventing the Barbarian: Greek Self-definition in Tragedy (Oxford: Clarendon, 1989), 66; see
also Desmond Conacher, Aeschylus: The Earlier Plays and Related Studies (Toronto: University of

Toronto Press, 1996), 5 n.4.
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in the minds of the audience that they were hearing a song celebrating the recent deeds of
a friend or family member.” It should not be surprising, therefore, that we find the
historical topic of the Persian Wars not only alluded to briefly in poetry but narrated at
length in such genres as elegy, tragedy, comedy, and epic.

It is possible to argue that the criterion for determining the suitability of events to
poetry was the nature of the audience: poems celebrating the private deeds of one's
contemporaries were restricted to a private audience (e.g., the archaic lyrics of Sappho
and Archilochus, or the epinicia of Pindar and Bacchylides); poems celebrating the deeds
of the mythic past were appropriate for both public and private affairs (e.g., tragedies and
Homeric epic). Epinicia were originally sung in private symposia, before a select
audience of friends and family; similarly Demodocus' song, that of a hired singer at a
banquet hosted by a King for a chosen few, may reflect private rather than public
commemoration, in which the deeds of the great princes, who were admittedly not known
to the King and his companions, provided private entertainment for an elite group rather
than officially-sanctioned entertainment for the city as a whole. Presumably Helen's
tapestry was also for personal use within the palace rather than for public consumption.
Nevertheless, poetry celebrating the group achievements of the Persian Wars was

intended for public performance.* Perhaps the community as a whole did not care to.hear

32 Hall 1989, 66; see also Edith Hall, ed., Aeschylus: Persians (Warminster: Aris & Phillips, 1996), 9-10.

* Qur knowledge of epinicia is drawn primarily from Pindar's odes, in which the illustrative myth
dominated. The less-extensive remains of Bacchylides' epinicia suggest that he devoted more space to the
laudandus and his victory than did Pindar. The anecdote that Simonides was instructed to get part of his fee
from the Dioscuri, to whom he devoted the larger part of an epinician (Cicero, de. orat. 2.86), implies that
Simonides, like Pindar, spent more time on the myth than on the laudandus.

¥ The widespread knowledge of Pindar presupposes that the poems, although originally sung for a private
audience, were re-performed in other, more public, situations.
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publicly of an individual's triumphs, although they were willing to hear of those of their
community.

Despite the recognition of a divide between the immediate past and the far distant
past, and despite the predominance of mythic events in most forms of literature, it was
possible and acceptable to narrate the significant achievements of one's contemporaries in
poetry. During the Persian Wars, in their immediate aftermath, and for decades
afterwards, lengthy poems explicitly narrating and commemorating these events were

composed for public, communal, consumption in a variety of genres.

THE VALUE OF POETRY AS EVIDENCE

Poetry was an important medium in ancient Greek society and provides a wealth
of knowledge about the culture in which it was created. Poetry did not simply entertain,
but also served to confirm, codify, and even challenge a culture's mores. It reached all
segments of society through public performance at celebrations and competitions, and
through more private affairs such as symposia. Popular songs and those performed
publicly would reach the population as a whole.”

Poetry provides significant evidence for the views and the attitudes of the Greeks.
We must not, however, ignore G. Zuntz' warning against "false ingenuity" with its
tendency towards "picking out...isolated words or phrases and relating them to

[historical] facts (often imaginary) outside the poet's creation."*® Nevertheless, we need

% Aristophanes and Pherecrates could quote and parody various poets: Frogs was premised on the
familiarity of the audience with the plays of Aeschylus and Euripides; Pherecrates' Cheiron implies
knowledge of the new brand of poets (see pages 216-219 ). This suggests that a certain segment of their
audience would have been familiar with the more popular poets.

% G. Zuntz, The Political Plays of Euripides (Manchester: University of Manchester, 1955), ix. As A.M.
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not throw the baby out with the bathwater. All literature, whether imaginative or realistic,
is grounded in the culture of the author who creates it and must therefore reflect that
culture and author, as well as the target audience.”” Although an author has great latitude
in composing his work, deciding on issues of character and plot, themes and motifs, he is
nonetheless constrained by what Sourvinou-Inwood terms "perceptual filters."”
Moreover, since much of Greek literature was composed for public performance, and
often for a competitive setting, the author is also constrained by the perceptual filters of
his audience. Among these are the shared language, culture, and general knowledge of
author and audience, as well as their intertextual knowledge (that is "the knowledge and
experience which [the] reading of other texts has deposited in [the] mind").*” These
filters, together with the author's manipulation of them, combine to shape the poetry and
the audience's reaction to it.

As Sourvinou-Inwood notes, it is possible for us to determine an audience's

reception of a particular text by reconstructing the perceptual filters of that audience. This

Bowie has indicated, Zuntz' admonition should not be taken to extremes; there are readily identifiable
political references in tragedies which repay examination ("Tragic Filters for History: Euripides’ Supplices
and Sophocles' Philoctetes," in Greek Tragedy and the Historian, ed., Christopher Pelling [Oxford:
Clarendon, 1997], 39).

37 Aristophanes' Birds and Lucian's True History, two early examples of speculative literature, create new
worlds clearly modeled on the worlds of the respective authors: Cloud-cuckooland, founded midway
between the Earth and the Heavens, has all the trappings of Athens at the time of the Empire; Lucian's
Moonmen and Sunmen battle with equipment and practices clearly modeled on those of his
contemporaries. Realistic literature, such as the histories of Herodotus and Thucydides and the tragedies of
Aeschylus, do not create new worlds, but the descriptions of foreign cities and cultures are nevertheless
coloured by the author's own expectations and preconceptions. Frangois Hartog provides a study of the
effects of such ethnic stereotyping, demonstrating the role of the Other in defining the Self (Mirror of
Herodotus: the Representation of the Other in the Writing of History, trans. Janet Lloyd [Berkeley:
University of California Press, 1988}).

3 "Perceptual filters" are the baggage an author or audience brings to the creation or reception of literature
and which help the author or audience make sense of what is presented (Christiane Sourvinou-Inwood,
Reading Greek Death [Oxford: Clarendon, 1995], 1-9).

% Sourvinou-Inwood 1995, 3. Sourvinou-Inwood's observations are, of course, equally applicable to those
who experience a text aurally.
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can be done through the analysis of the circumstances of production of the poem, its
historical and cultural context, and the actual text.** This analysis allows us to access the
general and intertextual knowledge of the poet and his audience, as well as their "horizon
of expectations" or "the set of cultural, ethical and literary (generic, stylistic, thematic)
expectations of the work's readers in the historical moment of its appearance."" An
examination of the poems celebrating the Persian Wars, and of what the authors included
and excluded, with the expectation of being understood and appreciated by their
audiences, can determine what their audience as a whole knew about the Persian Wars
and how they viewed those events.

One caveat is that the Athenian audience, the target of much of the poetry of the
Persian Wars, was not homogeneous and so its members could not be expected to share
completely what they were thinking about with everyone else.” Just as two individuals
can respond differently to the same lecture, movie, or sporting event, based on their own
personal character, sympathies, and psychological make-up, so too can two members of
an audience have differing reactions to the same performance. Nevertheless, it is possible
to "infer what an author expected to be sayable and performable without alienating an
audience (though even here different occasions and genres can impose different norms

and allow different licenses)."*

0 Sourvinou-Inwood 1995, 4.

# Sourvinou-Inwood 1995, 7 n.27, quoting S. R. Suleiman, "Introduction: Varieties of Audience-Oriented
Criticism," in The Reader in the Text: Essays on Audience and Interpretation, eds., S. R. Suleiman and 1.
Crosman (Princeton: Princeton University Press, 1980), 35. Sourvinou-Inwood neglects to note that
Suleiman is herself quoting Hans-Robert Jauss, "Literary History as a Challenge to Literary Theory,” New
Literary History 2 (1970): 14. Suleiman expands on Jauss' theory, noting that there is no such thing as a
single homogenous reading public and that we must therefore expect multiple horizons of expectations
within any audience.

42 Suleiman 1970, 37-8.
# Christopher Pelling, Literary Texts and the Greek Historian (London: Routledge, 2000), 246.
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Some interesting work has been done on the tragic genre, reading tragedies as
evidence for the culture in which they were created and performed. Tragedy was a very
public and community-oriented genre: the plays were performed at civic festivals;
citizens formed the audience and the chorus; officials chosen by the state selected the
plays to be performed; the state underwrote the cost of the production through the
institution of the choregos; the victor's prize was awarded by judges chosen from the
citizens; and free admission removed any financial barriers that would prevent
attendance. Analysis of tragedies as public texts has shown that tragedy works to
challenge and confirm Athenian customs, institutions, identity, and history. Furthermore,
as public poetry performed before an audience comprised primarily of Athenian
citizens—albeit citizens of varying ages and social classes—tragedy can show us what
issues various sections of Athenian society were thinking about and how they
conceptualized those issues.*

Since the poems of Simonides, Pindar, Choerilus, and Timotheus on the Persian
Wars were also composed for public performance—and often in competitive venues—we
can apply to them the results of the studies of tragedy to infer the popular views of the
Persian Wars. Unlike poets writing private texts for symposia, to be performed by and for
members of the aristocratic class, poets writing public texts, in order to be successful, had
to appeal to most and refrain from offending many. Applying this theory to public texts
on the Persian Wars will tell us how the audience conceived of the Wars: what was and
what was not acceptable; what was and what was not honourable, noteworthy, and

praiseworthy; and whether or not those views changed over time or between

* See in general Christopher Pelling, ed., Greek Tragedy and the Historian (Oxford: Clarendon, 1997), and
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communities. Furthermore, analysis of the same subject matter in poems of different
genres will allow us to determine what was and what was not acceptable in various
genres and how the genres reacted to accommodate the recording of events from recent
history. Since the poets are themselves products of their historical and cultural
environment, what they had to say about the Persian Wars can tell us what they thought
was acceptable to their societies as a whole; the popularity of the poems can perhaps help
us to infer whether the poets were correct in their assessments.

In addition to examining how the poets approached the Persian Wars, I will plot
the differences in the presentation of events made by the constraints of the particular
genres. "Genre" refers to a distinct style of literature, determined by its place and manner
of performance as well as by communally recognized criteria of form and content.”
Although formal discussions of genres were the province of philosophers, grammarians,
and theorists, poets and their public did recognize the existence of genres and responded
accordingly.* There were guidelines for the composition of pieces that were, if not
explicitly stated, tacitly accepted and adhered to by the poets.” We see not only
uniformity among poems, allowing us to identify one as an example of the tragic genre,

another as epinician, but we also see the negative reactions among the critics and

in particular P. E. Easterling, "Constructing the Heroic," 21-38 and Pelling, "Conclusion," 213-35.

 Tan Rutherford, ed., Pindar's Paeans: A Reading of the Fragments with a Survey of the Genre (Oxford:
Oxford University Press, 2001), 4-5.

% E.g., Aristotle discusses discrete and recognizable poetic categories (Poetics 1447a-1448b). That the
Alexandrian grammarians could compile their lists of the best poets in various styles (01 &ykplOEVTEQ) is
clear evidence that there were recognizable and commonly accepted characteristics governing the different
genres.

41 For example, although both Aeschylus' Persae and Aristophanes' Acharnians are dramas with a martial
theme, we can recognize significant differences between the two plays that allow us to regard the Persae as
tragedy and the Acharnians as comedy. Among other criteria, the Persae, like most early tragedies, ends on
a note of pathos, while the Acharnians ends on the positive note typical of comedy. That the Athenians too
recognized a difference between the plays is evinced by their not pitting the two against each other in
competition.
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philosophers when poets disregarded the conventions governing their poetic genres (e.g.,
Plato, Laws 700-701a; [Plut.] de musica). Genre not only helps an author shape his
treatment of a topic, but also helps the audience to shape their understanding of the
material presented to them and the author's approach to the subject.®* An examination of
the theme of the Persian Wars in various genres that traditionally were interested in other

kinds of things becomes essentially an examination of genre development and extension.

THE NATURE OF THE COMMEMORATIVE POEMS

With one notable exception (PMG 531, Simonides' lyric poem for the fallen of
Thermopylae), the poems treating the Persian Wars take victories as their subject. These
victories were, however, won at the expense of the lives of many citizens. Their deaths
can affect the poets' approach to their topic. Those poems performed shortly after the
events they narrate combine commemoration of the victory and encomia of the
combatants with lamentation for those who have died and consolation of their survivors.
Those poems performed at later dates focused less on lamentation and consolation in
favour of commemoration. The passage of time helps to dissipate the sorrow felt by the
bereaved and hence the need for the poets to lament the fallen and console the bereaved,;
commemorative discourse then turns itself to praising the events in question.” Since the

poems on the Persian Wars were written for an audience with a vested interest in the

* For a more detailed discussion of genre and its effects on poets and audiences, see Glenn W. Most,
"Generating Genres: the Idea of the Tragic," in Matrices of Genre: Authors, Canons, and Society, eds.
Mary Depew and Dirk Obbink (Cambridge, Mass.: Harvard University Press, 2000), 17-18.

“ As I finished my dissertation at Southern Illinois University at Carbondale in the wake of the attacks of
September 11, 2001, I experienced first-hand the shift from consolation to praise in both the official and
popular reactions. In the space of a few weeks, the national sorrow felt for the victims of the attacks turned
to praise of those who had helped in the rescue efforts.
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events and their presentation, we can expect the initial poetic histories to have elements
of lamentation and consolation, and ultimately encomia, not only of those who died, but
also of the society that bore them. Less emotionally charged narration of the events
begins to move to the forefront only after time has healed the wounds caused to
individuals and city-states by the deaths of the combatants.

Support for a hierarchy of consolation, lamentation, and encomium can be found
in Menander Rhetor's third century AD treatise on the art of rhetoric which sets out the
rules for composing various types of speeches.™ In his discussion of funeral orations
(418.5-422.4) he notes the varying degrees of consolation, lamentation, and praise to be
found in epitaphioi. He states

viv 8¢ xp(')vog TOADG napsknkuSobg OVKETL Siﬁcocn xo')pocv
ouvte Gpnvmg oUTE nocpocm)ewug ANON TE yocp eyysyove
'c(x) XPOV® TOD noc@ovg, Kol 0\1 nocpocpmencoueeoc OUK
exousv olte yop motépeg Ekeivav  ovTE  TO ysvog
yvopiuov. dtomov 88 OAmG €1 KOl yVOPLUOV TLYYdVOL,
KOl TPOGETL AKOLPOV TO UETO TOALV YXpOVOV EYELpELV €lg
Opfivov £BElely Kekououévng Mdn 1@ xpovy Thg Avmng

The long passage of time no longer provides occasion for lamentations or
consolations; for forgetfulness of sorrow has come with time and we have no
one to comfort; for neither their fathers nor their kin are known. And even if
the family were known, it would be absurd and quite out of place to aim to

rouse them to lamentation at this distance of time, when their grief has long
been assuaged (418.25).

Menander Rhetor is, of course, writing about funeral orations and not about
poems treating historical subjects, still less poems specifically treating the Persian Wars.
Nevertheless, we can perhaps apply his precepts on funeral orations to the poems under
consideration: both funeral orations and the poems on the Persian Wars are public
discourse, designed to be delivered before an audience with a vested interest in the

events; both were reactions to war; and finally, both are intended to commemorate wars,
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honouring those who fought—and died— in them, or the victory which they won, or
both.

Of course, the funeral oration is restricted to Athens. Nevertheless, other city-
states can likely be expected to want to praise their own dead and their deeds according to
their own customs. We can, therefore, apply what Menander Rhetor says about the nature
of Athenian funeral orations to Greek public encomiastic speech, namely, that
lamentation tends to be concentrated in the early days, becoming less prominent as time
passes. We can also expand his observation to take into account the audience: those
poems composed for performance at funerals differ from those poems composed for other
venues. In addition to the temporal distance suggested by Menander Rhetor, we can
perhaps see a spatial distance, determined by the performance venue that affects the
poet's approach to the Wars. As we will see, one sharp distinction between those poems
written shortly after the events they commemorate or composed for official
commemorative occasions and those written several years later or for other occasions, is
the level of consolation and lamentation. Those of Simonides have a greater emphasis on
consolation and lamentation in contrast to the encomia of the Wars found in Aeschylus,
Choerilus, and Timotheus. Many of Simonides' odes were composed for memorial

situations; those of Aeschylus, Choerilus, and Timotheus were not.

REVIEW OF SCHOLARSHIP

Simonides wrote in a variety of poetic forms and inconveniently, although

understandably, the surviving fragments are scattered over a variety of editions, classified

%1 am grateful to my colleague, David Lamari (University of Western Ontario), for bringing this passage
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according to genre. D. L. Page's Epigrammata Graeca contains the epigrams, with
discussion in his Further Greek Epigrams (FGE). Page's Poetae Melici Graeci (PMG)
contains the lyric poems while M. L. West's Iambi et Elegi Graeci (IEG) contains the
elegiac poems; the second edition of IEG also includes the newly-discovered poem on
Plataea.”’

The recent discovery of the New Simonides containing fragments of Simonides'
poem on Plataea (frr. 10-17 IEG?) sparked a renewed interest in Simonides and in elegy
in general. Extensive work has been done on the structure of the poem, and the place and
circumstances of its performance. Prior to the discovery of the New Simonides, E.L.
Bowie had argued convincingly for the existence of lengthy narrative elegies on events of
contemporary and near-contemporary history that were to be performed in a public
setting.® Bowie argues that the length of the poems renders them inappropriate to the
symposium or the komos, the site of much elegiac poetry. At the symposium, each guest
was expected to take a turn in the singing. The excessive length of these elegies prevents
the participation of the other guests by forcing them to wait for quite some time for their
turn to sing. Bowie further argues that the transmitted titles of the elegies and testimonia
about their content point to historical rather than mythological themes. Simonides' elegy

is strong evidence in support of Bowie's theory and suggests the need for a re-

to my attention, and for subsequent discussions on this topic.

3 D, L. Page, Epigrammata Graeca (Oxford: Clarendon, 1975); D. L. Page, Further Greek Epigrams
(Cambridge: Cambridge University Press, 1981); D. L. Page, Poetae Melici Graeci (Oxford: Clarendon,
1962); M. L. West, Iambi et Elegi Graeci, editio altera, vol. 2 (Oxford: Clarendon, 1992).

* E. L. Bowie, "Early Greek Elegy, Symposium and Public Festival,” JHS 106 (1986): 13-35.
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examination of the role of poetry in general and elegy in particular in the recording of
past events.”

Simonides' poems for the Spartans also provide evidence for the Spartan
perception of the Persian Wars and their role therein. As such, they provide a welcome
balance to the predominantly Athenian view of the Wars found in the other sources.
Simonides' poem honouring the fallen of Thermopylae adumbrates key Spartan values
and ideology in the midst of a disastrous defeat, while his poem on Plataea provides a
view of a victory.

Phrynichus stands early in the development of Greek tragedy and so it is
unfortunate that we have very little evidence with which to assess his contribution to the
history of tragedy or his literary merits. The fragmentary preservation of his plays has,
understandably, hampered scholarship.*® Consideration of the Phoenissae is generally
restricted to studies of Aeschylus' Persae and the literary dependence of the two plays.”
Detailed study has been largely restricted to his Sack of Miletus, primarily addressing the
questions of the date of the performance and the reasons for its disastrous reception.
Upon seeing the play the Athenians wept, fined the poet 1000 drachmas, and banned
future performance of the play. The traditional date of the performance, ca. 493 and so

shortly after the fall of Miletus, has been challenged by Ernst Badian and Joseph

53 For discussion of Bowie's theory concerning narrative elegy and its relevance to Simonides, see pages
43-49.

* For the fragments of Phrynichus, see Bruno Snell, ed. Tragicorum Graecorum Fragmenta, vol. 1,
(Gottingen: Vandenhoeck & Ruprecht, 1971).

> One exception to this generalization is Anton E. Raubitschek. He asserts that the Phoenissae was the
source for Herodotus' account of the abduction of Io in the first book of the Histories and that this might
poini to the play's content ("The Phoinissai of Phrynichos," Tyche 8 [1993]: 143-4). Unfortunately,
Raubitschek offers no evidence, just very tenuous assumptions about Herodotus' reliance on poetic
accounts and the interest of the Phoenicians in o.
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Roisman who argue, independently, for a performance date ca. 479.° The evidence does
not, however, support their theory and the traditional date should be upheld: Phrynichus'
play was performed shortly after the events they described; we can, therefore, point to it
as the first play on an explicitly historical topic.”

Aeschylus and his Persae have received their full meed of study and praise, both
as poetry and as evidence for the Wars.™ H. D. Broadhead's commentary on the Persae is
comprehensive and remains the standard English work on the play. It is, however,
somewhat dated and flawed by the phenomenon known as Orientalism.” This term was
coined by Edward Said in his seminal study, Orientalism; in it, he examined the
representation of the East in Western literature as a culturally and politically charged
manifestation created by Western authors and designed to reinforce the West's cultural
superiority and privileged position.” Said shows how the image of the East as found in
Western literature sb far from being an accurate portrayal of the East is rather a reflection

of the West's idea of the East; he further demonstrates how the West created the East as

% Ernst Badian, "Archons and Strategoi,” Antichthon 5 (1971): 1-34 and "Phrynichus and Athens' oixnio.
KoKd," SCI 15 (1990): 55-60; Joseph Roisman, "On Phrynichos' Sack of Miletos and Phoenissai," Eranos
86 (1988): 15-23.

%7 For the date of the Sack of Miletus and reasons for rejecting Badian's and Roisman's attempts at re-dating
it, see pages 105-110.

58 1 will follow West's text of the Persae (ed., Aeschylus: Tragoedia [Stuttgart, Teubner, 1990).

¥ H.D. Broadhead, ed., The Persae of Aeschylus (Cambridge: Cambridge University Press, 1960).

% Helen Sancisi-Weerdenburg provides a useful balance to the Orientalizing trend in Greek literature by
examining Persian inscriptions and iconography which present very different images of Darius and Xerxes
from those found in the Greek sources ("The Persian Kings and History," in Limits of Historiography:
Genre and Narrative in Ancient Historical Texts, ed., Christina Shuttleworth Kraus [Leiden: E. J. Brill,
19991, 91-112). One can, of course, recognize a certain bias on the part of the Persian artists: whereas
Greek artists and authors tend to demonize the Persians, Persian artists and authors present, in the public
sphere, an idealized picture of their rulers.
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its own polar opposite, endowing the East with vices corresponding to the West's
virtues.”!

Said found the first example of Orientalism in Aeschylus' Persae; in it, he sees the
East "transformed from a very far distant and often threatening Otherness into figures that
are relatively familiar (in Aeschylus' case, grieving Asiatic women [sic; the Chorus is
grieving Asiatic men])" which "obscures the fact that the audience is watching a highly
artificial enactment of what a non-Oriental has made into a symbol for the whole
Orient."*” The result of this is that the Athenian playwright presented a largely Athenian
audience with an Athenian conception of the Persians, rather than an accurate and
unbiased portrayal of the Persians.

A lack of critical awareness concerning the phenomenon of Orientalism mars
Broadhead's commentary. He asserts, for example, that "since the scene is set in the heart
of Persia and since the characters are all Persians, the dramatist was bound to present as
faithfully as he could the Persian point of view."® This assumes a detailed knowledge of
Persian customs on the part of Aeschylus and his audience that is somewhat unlikely.
Furthermore, it fails to take into account the fact that Aeschylus may have had artistic and
dramatic reasons for his presentation of the Persians and their customs. Recognition of
this phenomenon and its manifestation in Greek literature allows us to read not only the
Persae but all Greek accounts of the Persian Wars as evidence for the Greek—and, given

the performance venue of the poems, usually Athenian—conception of the Persian Wars,

8 Edward Said, Orientalism (New York: Vintage, 1978); references are to the pagination of the second
edition (1994).

62 Said 1994, 21.
% Broadhead 1960, xx.
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Persian culture, and the Persians, as well as evidence for the Greek conception of
themselves.

Said's work on Orientalism has had an effect on the approach of later generations
of Classicists to their analysis of images of the East as found in ancient Greek cultures. In
Inventing the Barbarian, Edith Hall explores how Orientalism manifested itself in
tragedy, including its effect on Aeschylus' Persae. She follows up on her work on the
Athenian conception of the Barbarian in tragedy with her commentary on the Persae;
shaped by her understanding of Orientalism, it focuses on the primarily social and literary
aspects of the play and complements the work of Broadhead.** Hall is especially useful
on the creation of the Barbarian in the Persae and the significance of Aeschylus' creation
to later presentations of the Persians. Hall argues "Greek writing about barbarians is
usually an exercise in self-definition, for the barbarian is often portrayed as the opposite
of the ideal Greek."® The barbarian, most often represented by a Persian, appears as
slavish, hierarchical, and effeminate as well as both cowardly and cruel; as such he stands
in contrast to the free, brave, democratic, and masculine Greek. By putting the
stereotypical barbarian on-stage, discussing and describing stereotypical Greek
characters, the difference between the two cultures is readily apparent, with the Greek
culture emerging as superior. By seeing the two side-by-side, the Athenian audience
would passively absorb which characteristics were to be praised as Greek and which were
to be despised as "barbarian."

Hall argues that the Barbarian as anti-Greek is not found in literature prior to

tragedy. Although the Iliad was the first literary account of the clash between East and

5 Hall 1996.
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West, the East-West antithesis is absent.®® The non-Greek characters in Homeric epic,
such as Hector, the best of the Trojans, and Priam, their noble King, were viewed as
positive characters, endowed with courage and honour equal to that of the Greeks.
Instead, Hall grounds the emergence of the Barbarian in Aeschylus' Persae, a play
written in the aftermath of successful panhellenic military action against the Persian
Empire, the first time the mainland Greeks were in conflict with the Persians. Aeschylus'
portrayal of the Persians—from the slavish behaviour of Persian councilors who prostrate
themselves before their rulers, to the cruelty of a Queen concerned more with her son's
appearance than the annihilation of the entire Persian force, to Xerxes himself with his
womanish weeping, wailing, and rending of clothes at his defeat—gave shape to the
character of barbarians found in later plays (e.g., the title character in Euripides' Medea or
the cowardly Phrygian slave in Euripides' Orestes).”” In the Persae, Hall sees an
"absolute polarization in Greek thought of Hellene and barbarian" that "emerged at some
point in response to the increasing threat posed to the Greek-speaking world by the
immense Persian empire."® As we will see, the creation of the barbarian in early tragedy
informed not only subsequent tragedies but also the later poetic texts of Timotheus and,
perhaps, Choerilus, as well as the speeches of the Athenian orators. In this way, poetry

helped to shape Athenian reaction to the Wars.

% Hall 1989, 1.

% Herodotus considered the Trojan War to be the first clash between the East and the West. He identifies
the abduction of Helen and the capture of Troy as the cause of the enmity between the East and the West
(1.4.4-5.1); he then makes Xerxes visit Troy prior to his crossing over into the Greek mainland, implicitly
linking the Trojan War with the Persian Wars (7.43.1).

% Although Medea functions as a tragic hero, her barbarian nature is still apparent in her unwomanly
determination and demands for vengeance, her skill with drugs and poisons, and subsequent murder of her
own children.

¢ Hall 1989, 57.
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Against the Athenian hostility implicit in their creation of the Barbarian as a
culture diametrically opposed to and inferior to Athenian culture, we must set Margaret
C. Miller's study of the Athenian reception of Perserie (the acceptance and imitation of
Persian motifs, styles, and artifacts).” Miller examines the archaeological, epigraphical,
iconographical, and literary evidence, concludes that Athens' anti-Persian rhetoric was at
odds with Athens' willingness to adopt Perserie, and argues that the contradiction
between Athenian words and deeds with respect to the Persians was ideological.

Although remaining hostile to the Persians and proud of their own
accomplishments against the Persians in battle, the Athenians were willing to appropriate,
with minor changes, Persian customs in such areas as pottery styles and clothing. One
effect of this appropriation was to turn Perserie into a weapon against the Persians: e.g.,
the Athenians adopted the Persian kandys, a long-sleeved outer garment worn by Persian
men, and transformed it into a women's and children's garment, thus essentially
undercutting the masculinity of Persian men who were now seen to be dressed in
women's clothing.” The adoption of Persian styles and motifs then becomes a means to
further articulate the differences between Athenians and Persians.

The other poetic accounts of the Wars have not been as fortunate as those of
Simonides and Aeschylus. Choerilus has enjoyed some prominence in Callimachean
studies as a possible source of some of the allusions in the proem to the Aetia.” His

Persica, however, has seen little independent research into its literary merits as an

% Margaret C. Miller Athens and Persia in the Fifth Century B.C.: a Study in Cultural Receptivity
(Cambridge: Cambridge University Press, 1997). Miller coins the term Perserie on analogy with
Chinoiserie (1).

" Miller 1997, 165-70; 248-50.

" For the relationship of Callimachus' Aetia and Choerilus' Persica, see pages 185-192.
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account of the Persian Wars or into its contribution to historiography and the
commemoration of the Wars. A. F. Naeke's edition, while informative, does not attempt
to examine Choerilus in light of other poetic accounts of the Wars; P. Radici Colace
restricts his study of the Persica to a few pages in his commentary on the poet and adds
little to Naeke's discussion.” Colace does, however, include the texts and brief discussion
of several papyrus fragments tentatively thought to be from Choerilus' Persica and which
were unknown to Naeke. The Persica is indispensable to a study of the history of the
treatment of the Persian Wars as well as to the history of epic itself and is deserving of
detailed study.

Timotheus and his Persians had also seen little exegesis; this is beginning to
change. In 1904 a substantial portion of the Persians, a previously lost text by the
celebrated yet virtually lost poet, was discovered. The initial interest sparked by this
discovery quickly faded in the face of ringing denunciations of Timotheus' style, diction,
and imagery.” Consequently, most of the work done on Timotheus had centred on the
mechanics of establishing the text and its colometry while Timotheus himself figures

largely as a footnote in general studies of literature.” Timotheus was the most famed

2 A. F. Nacke, Choerili Samii quae supersunt (Leipzig: Teubner, 1817); P. Radici Colace, Choerili Samii
Reliquae (Rome: L'Erma, 1979). The text of Choerilus can also be found in the standard collections of epic
fragments: G. Kinkel, Epicorum Graecorum Fragmenta 1 (Leipzig: Teubner, 1877); A. Bernabé, Poetarum
Epicorum Graecorum Testimonia et Fragmenta 1 (Leipzig: Teubner, 1987), which has superseded Kinkel's
text. M. Davies, Epicorum Graecorum Fragmenta (Gottingen: Vandenhoeck & Ruprecht, 1988) omits the
text of Choerilus, referring readers instead to the editions of Colace and Lloyd-Jones and Parsons (1983).

” F. Kenyon neatly encapsulated the initial scholarly assessment of Timotheus: "So crabbed that even in his
own language he must be rather spelled out than read; so forced, contorted, and exaggerated that he is
simply not translatable into any other language; so devoid of beauty of idea, of phrase, or of thythm that it
is only by remembering that his verses are but the libretto to a musical composition that we can understand
his being tolerated at all" ("Greek Papyri and Classical Literature,” JHS 39 [1919]: 5). His view has largely
prevailed, although Timotheus is now beginning to enjoy serious and favourable study.

™ The text of the Persians was transmitted as prose. In the editio princeps, Wilamowitz established a
preliminary colometry in 253 lines (ed., Timotheus. Die Perser [Leipzig: J. C. Hinrichs'che, 1903a]; D. L.
Page later modified the text and line division to 240 lines [=PMG 791]). I will follow Page's text.
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practitioner of the phenomenon known as the New Music, a style that flourished during
the mid- to late- fifth century.” As such, he fares better, marginally, in studies of music
and the ethical repercussions of the New Music.”

Prior to 2002, the only substantial work on the poetry of Timotheus was T.H.
Janssen's largely unsatisfactory commentary on the Persians.”” Janssen claims to focus on
Timotheus' language and style, but ignores both the effects of the New Music on
Timotheus' presentation of the battle of Salamis and the effects of Orientalism on his
depiction of the Persians.”® Furthermore, with the exception of Aeschylus' Persae,
Janssen overlooks earlier poems on the Persian Wars and their possible influence on
Timotheus. Finally, with the exception of the question of the date and place of first
performance of the poem, his commentary is marred by the absence of any discussion of
the poem's literary merits and predecessors, as well as any discussion of its social and
historical context.

The situation has improved considerably with the recent publication of J.H.
Hordern's commentary.” Hordern conveniently prints all of the fragments of Timotheus'

poetry, including the recently published fragment from Philodemus (1.89 On Poems

” The New Music is characterized by its astrophic and polymetric nature, as well as by its highly visually
and musically mimetic element, and its subordination of the text to the music.

" Warren D. Anderson, Ethos and Education in Greek Music: the Evidence of Poetry and Philosophy
(Cambridge, Mass.: Harvard University Press, 1968) discusses Timotheus' contribution to music and,
ultimately, condemns it on ethical grounds. West offers the fullest discussion of Timotheus and the New
Music (1992, 357-72). Thomas J. Mathiesen's discussion is comprehensive but based on an often uncritical
reading of the sources (Apollo's Lyre: Greek Music and Musical Theory in Antiquity and the Middle Ages
[Lincoln, Nebraska: University of Nebraska Press, 1999}, 58-71). Landels (1999) provides only a passing
mention.

7. H. Janssen, Timotheus, Persae: a Commentary (Amsterdam: Hakkert, 1989). Janssen uses
Wilamowitz' text rather than Page's, but provides a useful chart comparing the line numbers.

8 Janssen 1989, vii.
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[=804a Hordern]), and offers sound philological, textual, and metrical exegesis of the
fragments. He provides a general introduction to Timotheus, as well as to the New Music,
dithyramb, and nomos. His commentary provides an excellent basis for further study of
Timotheus and his poetry. Further work includes an examination of Timotheus in the
context of other poems treating the Persian Wars. Hordern offers good discussion of
Timotheus' debt to Aeschylus, but makes little mention of Timotheus' or Aeschylus'

places within the tradition of the Persian Wars.

SUMMARY

The fairly substantial corpus of poetry devoted to the Persian Wars has been
largely ignored, both for its literary merit and for its contribution to the popular
perception of the Persians and the Wars. Analysis of the poems tended to be done in a
literary vacuum without reference to other poetic texts on the same topic and without
consideration of the poem's place within its genre and within the development of
historical and commemorative poetry.

From Homeric epic to lyric epinicia, poetry was the vehicle for the
commemoration of great deeds. The dominance of myth in poetry has suggested that
poetry was deemed to be unsuitable to the commemoration of recent, historical, events.
As we will see, the notion of a strict division between myth and history and the suitability
of each to poetry or prose is illusory. Poetry was capable of treating historical events and

did so readily, especially in the case of the Persian Wars. The poetic texts provide

" 1.H. Hordern, The Fragments of Timotheus of Miletus (Oxford: Oxford University Press, 2002); Hordern
had published a few preliminary comments in "Some Observations on the Persae of Timotheus (PMG
791)," CQ 49 (1999): 433-8.
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significant insights into how these Wars were viewed by the Greek participants and how
knowledge of the Wars was perpetuated.

I will examine the poetry by genre, essentially chronologically by poet. In each
chapter, I will examine the historical and literary context of the poem, the presentation of
the Wars, and the date and place of the first performance of the poem. In this way, I will
attempt to determine how the various poets presented the Wars and how their
presentation of the Wars contributed to the preservation of the tradition of the Persian
Wars. I will also consider the effect of the genre on the poets' presentation of the wars. In

this way, I can attempt to plot the poetic tradition of the Persian Wars.
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CHAPTER 1: LYRIC AND ELEGY
(SIMONIDES AND PINDAR)

The earliest poetic accounts of the Persian Wars appear in lyric and elegiac
format. Simonides of Ceos (ca. 556-468) is one of the first poets known to have written
on the Persian Wars. He wrote in a variety of styles, composing epitaphs and epigrams as
well as lengthy lyric and elegiac poems. A number of his poems narrating the various
battles of the Wars were performed shortly after those battles. As implied by Menander
Rhetor's analysis of funeral orations, the nearness to the events of Simonides and his
audience affected Simonides' approach to the topic (418.25)." Unlike Aeschylus' Persae
and Timotheus' Persians, which were performed years after the Wars, before audiences
who were not composed of the recently bereaved, and in venues in which lamentation
was neither expected nor accepted, Simonides could not ignore Greek casualties and
concentrate on Greek victories. Although Simonides' poems did contain praise of the
victories, he could not ignore the sacrifice made by those who had won the victories: the
dead needed their full meed of lamentation and their families and city their full meed of
consolation, just as the victories themselves needed their full meed of praise. Several of
his poems were performed before audiences of the recently bereaved—the families and
fellow citizens of the victorious dead. Their presence meant that his poems needed to
display an element of lamentation for the dead and consolation of the living not found in
the later poets.” Simonides' approach to the Persian Wars was often to lament the dead

and console the living as much as to celebrate the victory.

! For Menander Rhetor, see page 24.
% The absence of lamentation for Greek losses and consolation of Greek kin in Aeschylus' Persae is clear.
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Another early poet was Pindar (ca. 518-438), who celebrated the Persian Wars
both with lengthy narrative poetry and through allusions and brief mention in his epinicia.
Pindar wrote a dithyramb for the Athenians, which most likely took the Athenian naval
victories as its subject (frr. 76-7 Maehler). Unfortunately, only two short fragments
survive. Nonetheless, the fragments do offer insights into Pindar's approach to the Persian
Wars and the Athenian perception of them.

Since we have so much more evidence for Simonides' accounts of the Wars, I will
first consider Pindar's dithyramb and then devote the bulk of this chapter to Simonides.
The preserved texts suggest that, unlike the later poets, Simonides made little mention of
the Persians and their role in the Wars; instead he preferred to narrate the Greeks' actions
and their victories rather than the Persians' and their defeats. As we will see, the
preserved fragments of Simonides suggest that he, and quite likely Pindar, made no
contribution to the public view of the Persians as Other. In this chapter, I will examine
Simonides' and Pindar's narrative poems devoted to the battles of the Persian Wars as
they strove to praise the Greeks for their victories and absolve them of their defeats. I will
first set out the evidence for the individual poems and consider the questions of the date
and place of first performance, and issues of interpretation. I will then consider the
questions of Simonides' approach to his material, his treatment of the theme of the

Persian Wars, and his effect on other authors.

From the marked absence of any mention of Greek casualties in the surviving portion of Timotheus'
Persians, we can infer both a similar absence in the lost section and an avoidance of lamentation and
consolation throughout the poem. The late date of Choerilus' Persica (ca. 425-404) suggests that
lamentation and consolation were not prominent in that poem. Despite the loss of Phrynichus' Phoenissae,
the tradition of strong similarities between it and Aeschylus' Persae suggests that it too focused on
narrating the victory to the exclusion of any mention of Greek casualties or setbacks.
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PINDAR FRR. 76-7 SNELL-MAEHLER

"Q Tol Mmopod KoL 100TEGOVOL KoL doldiuot,
“EALGSOG Epel—

ouc, KAEWVOL "ABGVOL, SopoOviov TTOALEBPOV.
O brilliant and violet-crowned and celebrated in song, bulwark of
Greece, famous Athens, divine city (fr. 76).

001 Toidec "ABavalwv EBAAovTo doEvvAY

Kpnmid’ elevdeplog

where the sons of the Athenians laid the shining foundation of freedom

(. 77)

The fragments appear separately in various sources.’ Plutarch quotes them in such

a way as to suggest that they are both from the same poem, by Pindar.* He quotes part of
fr. 76, follows with fr. 77, and states that fr. 77 justifies the sentiments of fr. 76:
ITivBapog Epetopa. tfig ‘EAAGSOg mpooegine 10¢ "ABnvog, ovy Ot Toig
dpuvixov Tpaymdiong Kol O@gomdog dpbovv 1oL “EAANVOC, GAA’ OTL mpditov,
g dnowv avtdc [fr. 77 follows], "Pindar said that Athens was the bulwark of Greece,
not because Athens elevated Greece with the tragedies of Phrynichus and Thespis, but
that, as he himself says, ['the sons of the Athenians laid the shining foundation of
freedom']" (de glor. Ath. 7). That the "foundation of freedom" refers to Artemisium is

confirmed by other sources who quote the fragment and identify the battle of Artemisium

as the topic of the sentence.’

3M.J. van der Weiden, ed., The Dithyrambs of Pindar (Amsterdam: J.C. Gieben, 1991), 206-7.

* L.A. Stella challenged Pindar's authorship, proposing instead that fr. 77 be assigned to Simonides’ poem
on Artemisium. Stella suggests that Plutarch, "con una delle sue non rare sviste," misascribed the fragment
(L.A. Stella, "Studi Simonidei I. Per la cronologia di Simonide," RFIC n.s. 24 [1946], 21). The context in
which Plutarch quotes the fragments, however, argues for accepting Pindar's authorship. Furthermore, other
sources indicate that the Athenians liked the title ‘EAAGSOC  Epeiopa, "bulwark of Greece” and so
rewarded Pindar, variously, with the title npé&svog, "public guest," ten thousand drachmas, and a statue
(Isocr. Or. 15, 166; Paus. 1.8.4; Aeschin. Ep. 4.2). While we cannot accept the truth of the rewards at face
value, they do indicate that antiquity considered Pindar the author. Compare van der Weiden 1991, 209.

>E.g., Plut. de sera num. vind. 6, Vit. Them. 8.2, and de Herod. malign. 34.
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Fr. 76 is an elaborate address to Athens and, although likely from a dithyramb,
comparison of its address with similar addresses in Pindar's other styles of poetry (in
particular, epicinia) suggest that it likely forms part of the opening proem. It can thus be
read as programmatic for the poem as a whole. In the midst of several standard
compliments, such as "famous," "divine," and "celebrated in song," Pindar refers to
Athens as the "bulwark of Greece." It is likely that he would then proceed to explain how
this term was justified. A reference to the battle of Artemisium is appropriate to that
defense: Athens' role during the Persian Wars was primarily naval; Artemisium was the
first naval battle against the Persians; and Athens held that the final victory over the
Persians was achieved at Salamis. By defeating the Persians in the two naval battles,
Athens could be considered the "bulwark of Greece."

The content of the poem from which these two fragments survive is unknown.
Nevertheless, we can infer the subject from both their content and the context in which
they are quoted. I suggest that in this poem, Pindar set about the task of redeeming the
outcome of the battle of Artemisium, converting it from being at best a stalemate to a
glorious and significant victory. Pindar refers to Athens as the "bulwark of Greece" and
proceeds to mention the battle of Artemisium and implies its contribution to Athens'
status.® Since Artemisium alone did not win the Wars, it alone cannot account for the
description of Athens as the "bulwark." This suggests that the subject of the poem is
Athens' role in the Persian Wars. The description of Athens implies that Athens took a
leading role in the defeat of the Persians. Since their role was primarily naval, the poem
likely took an Athenian, pro-navy perspective on the war; the poem did not restrict itself

to Artemisium but instead narrated the Athenian contribution as a whole,

® The name "Artemisium” does not appear in the fragments. Nevertheless, that the other sources (e.g.,
Plutarch de glor. Ath. 7 and Vit. Them. 8.2) that quote the fragment are able to identify it, suggests that it
did appear explicitly in the poem.
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Pindar describes the battle of Artemisium as a kpnmic, "foundation." Since a
foundation left on its own is incomplete and therefore inconsequential, the word
necessarily looks forward to something that is to be built upon it; a foundation is not the
entire process, but instead simply the first step in it.” Pindar identifies the foundation as
that of Greece's freedom. Therefore, the structure implied by the word "foundation" must
be equivalent to the liberation of Greece from the Persian threat. This was accomplished
not simply through Artemisium but Salamis as well. Artemisium can be seen as the
foundation of the ultimate victory since it was there that the Athenians first learned the
importance of courage in the face (Gpy" . . . 6vtwg 10D vikdv 10 Boppelv [Plut. Vit
Them. 8.1-2]). Pindar could have ended the poem with Salamis as the place where the
Athenians put the courage they learned at Artemisium into practice, and as the place
where the ultimate victory was won. Pindar's poem ignores the contribution of the
Spartans and the other allies, ascribing the victory in the war to the Athenians alone: they
were the architects not only of the foundation, but also of the victory itself.*

The date of the poem is unknown, although we can guess as to its relative date.
Since the poem refers to Artemisium as the "shining foundation of freedom," the poem
must have been written after that freedom had been assured. This could not have been
immediately after the battle of Artemisium, since the Persians were still advancing
against the Greek world and safety, still more freedom, were in question. Instead, the
poem must have been written at some point after the Persians had been driven from the

Greek world.

7 Compare Pindar, Pyth. 7.1-3. Pindar refers to his proem as the "foundation of song” (kpnmi§’ ¢odGv) in
honour of the victor. As with the metaphor concerning Artemisium, the foundation here also implies
something to be built upon it; in this case, that something is the ode itself, which conveys the praise due to
the victor.

8 Contra van der Weiden, who sees Artemisium as a defeat and seeks to interpret the poem in that light:
Pindar mentioned it simply because there the Athenians displayed courage and valour, which were lacking
at Salamis (1991, 209). She is mistaken. The courage and valour displayed by the Athenians at Salamis is
widely attested in the sources and it is unlikely that a poem composed for an Athenian audience would have
implied otherwise.
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The lavish characterization of Athens (fr. 76) may imply a celebration of Athens
rather than a memorial of its dead. This is, however, not certain. A celebration of Athens
for its role in driving the Persians from the Greek mainland could include a celebration of
those who died in achieving that goal. Nevertheless, that celebration may not have
included lamentation for the dead or consolation for the survivors. Instead, as Pindar
sought to redeem what was at best a stalemate and at worse a defeat, I think he focused
on Athens and its great achievement, putting the battle into a positive light. He could
certainly have mentioned the fallen, but likely did so in such a way as to enhance their

glory and that of Athens in the defeat of the Persians.’

SIMONIDES' LITERARY AND HISTORICAL CONTEXT

Although both Simonides and Aeschylus stand at the beginning of the poetic
tradition of the Persian Wars, they had markedly different approaches to that tradition.
This difference derives partly from the poetic genres in which they worked and their
target audiences. Unlike Aeschylus and Timotheus, Simonides appears not to have used
Persian characters or to have adopted the fiction of presenting the Persians' point of view.
Instead, he appears to have kept the focus on the Greek forces.

M.L. West, relying upon the text of the elegiac fragments to determine the
circumstances of the poem's performance, defined eight more-or-less distinct
performance venues for elegy, including formal and informal military settings, symposia
and komoi, and public festivals."’ E.L. Bowie convincingly refutes the majority of West's

categories, demonstrating that West took too literal an approach to the text and did not

? We can corapare Pericles' funeral oration (as recorded by Thucydides) and its emphasis on the glories of
Athens.
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consider the effect on the text of artistic and literary license: e.g., martial and marine
imagery need not mean that the elegy was first performed in a military or sea-faring
context.' Instead, Bowie demonstrates convincingly that the majority of elegy was
performed at symposia or during the accompanying komos."

Bowie accepts the final category advanced by West, namely "aulodic
competitions at public festivals," a performance venue confirmed by the ancient
sources."” Bowie argues that these public festivals were the occasion for a different style
of elegy: lengthy, narrative, story-telling poems. Here Bowie again rejects the
conclusions of West's influential study of elegy. West asserted that elegy did not contain
"narrative for its own sake"; rather what appears to be narrative in the extant fragments is
in fact included simply for the purpose of martial or political exhortation, or to convey
some moral for the present.'* Bowie argues that a separate class of elegy, namely
narrative elegy, did exist, differing from sympotic elegy in scale and content: it was
substantially longer; narrated events of both the distant and the recent past; and
celebrated not the aristocratic values found in sympotic elegy but rather "the common
ancestry and achievements of the city."” It is in this category that we can class

Simonides' elegies on the Persian Wars.

Y'M.L. West, Studies in Greek Elegy and Iambus (Berlin: Walter de Gruyter, 1974), 10-13.
" Bowie 1986, 15-21.

2 D.E. Gerber objects to the distinction made between the two venues, noting that the komos was "simply
an extension or aftermath of the symposium" (Douglas E. Gerber, "Elegy," in Gerber, ed., A Companion to
the Greek Lyric Poets [Leiden: E.J. Brill, 1997], 93).

3 Bowie 1986, 27-34; West 1974, 13. Pausanias 10.7.5-6 records an inscription commemorating the poet
Echembrotus' victory at the Pythian games for "songs and elegies”" (WéAeo. kol EAéyous); [Plutarch] de
musica quotes an inscription alluding to elegiac competitions at the Panathenaea (1134a),

¥ West 1974, 14.
5 Bowie 1986, 33.
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Before I turn to Simonides' elegies, I will first examine other historical elegies;
this may help to flesh out our understanding of the form and function of Simonides'
elegies. In support of Bowie's theory of the existence of lengthy elegies performed at
public festivals, Bowie offers the seventh-century poet Mimnermus of Smyrna whose
Smyrneis narrated events from Gyges' invasion of mainland Greece ca. 670-660 (IEG?
13-13a; =frr. 13-14 Allen).'® A scholiast quotes two lines describing a king's army on a
battlefield; Pausanias’ statement that Mimnermus narrated the battle between Smyrna and
Gyges has been taken to pinpoint the topic (9.29.4). The length of the Smyrneis is
suggested by the presence of a title, the existence of a proem mentioning two generations
of Muses (Paus. 9.29.4; =fr. 13 IEG?; fr. 14 Allen),"” and the inclusion of direct speech
(IEG* 13a; =fr. 13 Allen)."®

Archibald Allen attempts to determine the exact length of the Smyrna and
suggests it was approximately 400-500 lines. He asserts that the topic, one single battle,
does not lend itself to lengthier treatment. Allen's claim is groundless. We cannot use
topic to determine length: we have extant 205 lines of Timotheus' certainly lengthier

treatment of the baitle of Salamis,” while the Iliad narrates in twenty-four books only a

15 A. Allen, ed., The Fragments of Mimnermus: Text and Commentary (Stuttgart: Franz Steiner Verlag,
1993). For the debate surrounding Mimnermus' identity as a Smyrnean or Colophonian, see Allen 13-14;
Allen, convincingly, favours Smyrna.

17 Aleman too identifies two distinct generations of Muses (PMG 8.9 [the daughters of Mnemosyne and,
presumably, Zeus] and test. B and C [the daughters of Ouranus and Earth]). Boedeker suggests that the two
generations of Muses may have controlled two different realms: the older generation controlled mythic
time, the younger, historical time (quoted by lan Rutherford, "The New Simonides: Towards a
Commentary," in Boedeker and Sider 2001, 42 n.41). On this reading, Mimnermus would have departed
from the customary role of the Mnemosynean Muses as the overseers of heroic/mythic time.

'® Allen 1993, 9 and 23.

' The extant portion of Timotheus' Persians opens with the battle of Salamis nearly won and the Persians
in flight; the final thirty-four lines of the poem are devoted to Timotheus' literary merits. It is impossible to
determine how much of the battle scene is lost. We do, however, have fragments from the earlier, missing,
sections that suggest both narrative and Themistocles' ruse. From this, we can infer that Timotheus narrated
not simply the battle but the preliminaries to it as well. Since the preserved text is made up of a series of
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few days of the Trojan War. Somewhat more convincing is Allen's argument for the
length of the Smyrneis based on the evidence of Callimachus. Callimachus refutes
criticism that he has not written one continuous song of thousands of lines, on the topic of
kings and heroes (Aetia fr. 1 Pf.). In his defense, he states: Toiv 8¢ ] dvoiv Mipvepuog
Ot YAUKUG, o Kot Aemtdv / . . . ] 1M ueyddn § ok &8i8ake yuvn, "of the two
types of poetry, the small ones and not the Big Woman taught that Mimnermus is sweet"
(Aetia fr. 1.11-12 Pf.).*® Allen argues that Callimachus contrasts Mimnermus' epic-style
Smyrneis, alluded to here as the Big Woman, with his individual, small-scale elegies, both
styles which are collected in the Nanno (essentially, an anthology of Mimnermus'
elegy).”! Callimachus' complaint takes on added force if the smaller-scale elegies are
contrasted with a "big" one of only 400-500 lines.” Ultimately, however, we cannot
accurately determine the length of a lost poem. While we need not accept Allen's length
as concrete, we can nonetheless accept his arguments for an elegy that was longer than
customary and that narrated an episode of near-contemporary history. Unlike Simonides,
Mimnermus was not an eyewitness to the war, but rather learned about it from his
ancestors (Eued mpotépwv mevBouon [IEG® 14; =fr. 15.2 Allen]). Nevertheless,
Mimnermus' Smyrneis is evidence for elegy on events of the recent rather than

mythological past.

detailed and discrete vignettes during the closing scenes of the battle, we can assume that the missing
portion was similarly detailed. This could easily add up to a length of more than 500 lines.

% My translation has been guided by Allen's discussion of this passage (1993, 23-6).

* The Big Woman is identified as the Smyrneis because the Amazon Smyrna was considered to be the
founder of the city of Smyrna. The Smyrneis need not necessarily refer to its foundation for the nickname to
signify; the Hellenistic poets, and Callimachus in particular, were fond of obscure and recondite references.
For a history of the quest to identify the Big Woman, see Allen 1993, 146-56.

22 Allen 1993, 25.
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Bowie also advances as a historical elegist the seventh-century Spartan poet
Tyrtaeus, whose Eunomia (frr. 1-4 IEG®) took as its topic the history of Spartan

2 The Suda attributes five books to Tyrtaeus, one of which is the Eunomia.*

government
That the Eunomia had a title and may have been a self-contained book suggest that it was
a lengthy poem. Attributed to the Eunomia are fragments concerning the divine right of
kings (fr. 2), the Spartans' divine right to their land (fr. 2), and the oracle that established
the Rhetra, Sparta's political system (fr. 4). These fragments suggest that, like
Mimnermus, Tyrtacus used elegy to reflect at length upon contemporary events.

Less secure are two other parallels offered by Bowie: the Foundation of Colophon
and Colonization of Elea by Xenophanes of Colophon (ca. 565-470), and the
Archaeologia of the Samians, attributed to Semonides of Amorgos (early seventh
century).” Diogenes Laertius provides the title of Xenophanes' poem and notes that the
poem was in 2000 €xn} (9.20). The elegiac poets use €71 to refer to their own poetry, and
by the second century AD the term meant simply "lines of writing."*® Xenophanes did,
however, write hexametric poetry as well and we cannot discount the possibility that the
Foundation was hexametric rather than elegiac. The historical-sounding title does not

enable us to decide between the two genres since epic was also used to narrate historical

events.” Although fr. 3 IEG?, describing the luxurious habits of the Colophonians, is

2 For the date and nationality of Tyrtaeus, see Gerber 1997, 102-3 and, for more detail, C. Prato, ed., Tirteo
(Rome: Edizioni dell' Ateneo, 1968), 1-26.

% The Suda provides the title Politeia, with Strabo's Eunomia being generally accepted as an alternate title
for the same poem. I will refer to it as the Eunomia.

3 For the date of Xenophanes, see Gerber 1997, 127; for that of Semonides, see C.G. Brown, "lambos," in
Gerber 1997, 70.

¥ Bowie 1986, 32 n.100; C.M. Bowra, "Xenophanes on the Luxury of Colophon,” in On Greek Margins
(Oxford: Clarendon, 1970), 121.

7 Hexametric poems on historical topics include the eight-century Eumelus' Corinthiaca and the sixth-
century Asius' genealogical poem on the history of Samos (see pages 141 - 142},
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elegiac and so might be taken to support the identification of the Foundation as elegiac,
its content is equally appropriate to Xenophanes' more philosophical and moral poetry; it
cannot therefore be securely assigned to the Foundation.

Our evidence for the Archaeologia comes from corrupt entries in the Suda, which
transmits information belonging to Semonides of Amorgos under his own name, and the
names of Simonides of Ceos and Sim(m)ias of Rhodes, the third-century lexicographer.®®
The title of the Archaeologia itself appears not under Semonides’ name but that of Simias
of Rhodes. It is thought to belong to Semonides because of the greater suitability of the
topic to Semonides, a founder of the Samian colony of Amorgos, than to the Rhodian
poet. There are, however, good reasons for distrusting the evidence of the Suda and the
existence of the Archaeologia. As C.G. Brown observes, the historical record preserves
no trace of the Archaeologia, either in references to or citations of the poem, and the level
of corruption in the Suda, our only source for the poem, is difficult to explain away.” It
is, therefore, better to discount Semonides and the Archaeologia as evidence for
historical, narrative, elegy, than to accept, selectively, the somewhat corrupt evidence of
the Suda.

A contemporary of Simonides, Panyassis of Halicarnassis (ca. 500-450), is also
credited with historical elegy, the Ionica.”® The Suda ascribes to Panyassis a 7000-line
pentametric poem on the subject of the early Athenian kings, Codrus and Nelus, and the

Ionian colonies (frr. 24, 25, and 29 Matthews). That this is an elegiac poem rather than

% The sources disagree as to the correct spelling of his name. I will refer to him as "Simias."

» Brown 1997, 71 n.9.

* For the date and nationality of Panyassis, see Victor J. Matthews, Panyassis of Halikarnassos (Leiden:
E.J. Brill, 1979), 6-19; and see page 146.
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pentametric was first suggested by J.P. Tzschirner and is generally accepted.” Tzschirner
cites a scholiast on the second-century AD metrist Hephaestion, who claims elegy as a
synonym for pentameter; this allows us to understand the Suda's notice as a reference to
an elegiac rather than pentametric Ionica. As Matthews notes, a 7000-line pentametric
poem is unparalleled and "unthinkable." Matthews also suggests that the interest in
Ionian colonies by early Athenian kings might have been prompted by the experiences of
Athens with the Ionian colonies before and during the Persian Wars.® If he is correct,
then the loss of Panyassis' poem, which would serve to flesh out our understanding of
Greek, and likely Athenian, interest in the Persian Empire, is lamentable.

Bowie argued that elegy had a strong history of narrating contemporary and near-
contemporary events. Although many of his arguments were based on minimal evidence,
the appearance of new evidence in the form of Simonides' elegy on Plataca, which does
appear to narrate at length an episode of recent history, suggests that Bowie was correct
in his theory. It is in the tradition of lengthy, narrative elegy that we can situate
Simonides and his elegies on the Persian Wars.> Bowie suggests, tentatively and with
due regard for the tenuous nature of the fragmentary evidence, that in such narrative
elegy the poet differed from his epic counterpart: the elegist narrates events from the
recent rather than far distant past; could introduce himself into the poem as a source of

information; could offer personal evaluations of the action; and paid due attention to

3 J.P. Tzschirner, ed., Panyasidis Halicarnassei Heracleadis Fragmenta (Bratislava, 1842); cited by
Matthews 1979, 26.

32 Matthews 1979, 26.
3 Matthews 1979, 28.
3 Bowie 1986, 27-33.
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chronology.” If Bowie is correct, we can perhaps see the foreshadowing of prose history
in elegies on historical topics.

We can therefore conclude that narrative elegies did exist and could take
historical subjects as their topics; these were lengthy poems to be delivered in a public
setting. As is to be expected in a society that believed in deities who took an active
interest in mortal affairs, the gods could, and did, intervene in activities on the human
plane; their interventions would then be included in the accounts of contemporary
matters.

Turning to Simonides, we find that Simonides' nearness to the events of the
Persian Wars is guaranteed by the dates of his life. 'Simonides' 28 FGE and the Parian
Marble provide the traditional dates for Simonides' life: ca. 556-468. 'Simonides' 28 FGE
celebrates the poet's victory at Athens in the dithyrambic contest. It claims to have been
composed by Simonides and states that he was eighty years old in 477/6 (the archonship
of Adeimantus). This date is in agreement with the first of two conflicting dates given by
the Suda for the birth of Simonides, 556-553 (the 56th Olympiad); the Suda also gives the
dates 532-529 (the 62nd Olympiad). The Parian Marble gives 468 as the date of

Simonides' death and mentions that he lived ninety years.”

* Bowie 1986, 29-30.

3 Stella challenged the traditional birth date on several grounds (1946, 1-24). Stella instead advocated
adopting the later birth date given in the Suda, which would lower the start date of Simonides' lifetime by
approximately thirty years, thus effectively canceling the perceived difficulties of the traditional date.
Nevertheless, John Molyneux has convincingly refuted Stella's arguments and upheld the traditional date
(John H. Molyneux, Simonides: A Historical Study [Wauconda, Ti1.: Bolchazy-Carducchi, 1992]).
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THE EVIDENCE FOR SIMONIDES AND ITS LIMITATIONS

It is unfortunate that Simonides' poems on the Persian Wars, like much of his
other poetry, are almost completely lost. We are, however, grateful for the remarkable
discoveries at Oxyrhynchus that have restored fragments of Simonides' poems on the
battles of Artemisium (POxy. 3965 fir. 12, 13 and 20 [=IEG”* 1-4]), Salamis (POxy. 2327
[=IEG* 5-9]), and Plataca (POxy. 3965 frr. 1 and 2 and POxy. 2327 frr. 6 and 27 [=IEG"
10-18]).” In addition to the elegiac poems commemorating the battles, we had already
extant a lyric poem in honour of those who fell at Thermopylae (PMG 89).

In addition to the poetic fragments there is anecdotal evidence for Simonides'
poetry concerning the Persian Wars. The Suda provides a catalogue of genres in which
Simonides wrote as well as a list of titles of individual works. It records (s.v.
Tipuovidng) yéypamton adtd Awpidt doréktg M Koppooov kot Aopeiov
Bootkela ko ZEpEov voopota Kot 1) & "Aptepioimt vovuoyio St Eeyelag,
N § &v Zohopivi pelkdg, "Simonides wrote, in the Doric dialect, the Reign of
Cambyses and Darius, the Sea-battle of Xerxes, and, in elegiacs, the Sea-battle at
Artemisium, and the lyric Sea-battle at Salamis." Without accepting the Suda's evidence
at face value, it nonetheless provides a place from which to start our examination of
Simonides' narrations of the Persian Wars.

Our knowledge of the content of the elegies is hampered by their fragmentary

nature. A readable text, in particular of the Plataean elegy, is the result of supplements

¥ Since West IEG? is the standard text for Simonides' elegies and is more readily available than the
Oxyrhynchus texts, T will use West's numbering, unless referring to matters of the papyrus text itself.
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and restorations proposed largely by Parsons and West.”® West's text of the "New
Simonides" is commendable, presents a remarkably clear and coherent picture of
Simonides' proem and various elements of the battle of Plataea, and is the standard text
used by scholars.® Nevertheless, West's text is heavily supplemented and so we run the
risk of doing literary criticism "from square brackets": basing interpretations of a poem
on a heavily restored and supplemented text. “* This practice results in readings that are
based at least as much on the restored text as they are on what is actually preserved.

This is not to suggest that all restorations or supplements are inherently
untrustworthy. It is, of course, possible to restore such things as proper names, common
words, or formulaic phrases, especially if only a few letters of a word are missing. It
must, however, be recognized that, because of poetry's reliance on often unique imagery
and metaphor, the sense of the whole is not always readily apparent from the fragmentary
remains. Considerations of metre can often help to restore individual words missing in
poetic texts, but it is rather more difficult to restore the content of a lacunose text.

In the case of Simonides' elegy on Plataea, West's restoration was facilitated by
reference to Herodotus' account of the same battle (9.25-89). The mechanics of restoring
incomplete and even missing words and phrases were made easier since the sense of the
whole could be inferred from Herodotus' full and detailed account. Nevertheless, reliance

on the prose of Herodotus to supplement the poetry of Simonides runs the risk of putting

3 p.J. Parsons, "3965. Simonides, Elegies," Oxyrhynchus Papyri 59 (1992): 4-49; West, Simonides 11
IEG".

¥ West's text was used as the basis for the special APA panel, the Arethusa volume that resulted from it,
and by most subsequent authors. Antonio Aloni, who largely accepts West's text, provides additional
supplements in his edition for the lacunae left by West (Lirici Greci: Alcmane, Stesicoro, Simonide [Milan:
Arnoldo Mondadoni, 1994], 132-42),

“ E. Badian coined the phrase in his article "History from Square Brackets,” ZPE 79 (1989): 51-70.
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Herodotus into poetry rather than recovering the text of Simonides.” We are also in
danger of putting the modern editor's vision of the lost text into poetry.

The problems inherent in basing theories and analyses on heavily restored texts
are neatly illustrated by POxy. 2327 (=IEG* 21).* Both Adelmo Barigazzi and M.L. West
examined the papyrus and produced widely divergent yet equally plausible restorations
and interpretations.” Their results are, however, mutually exclusive.

Barigazzi, concluding, "con sufficiente sicurezza," that the ascription of POxy.
2327 fr. 31 to Simonides' poem on Salamis is correct, identifies two other fragments of
that same papyrus as also belonging to the Salamis poem.” He combines fr. 1 with the
first column of fr. 2, restoring words where necessary, and produces a largely readable
block of text which hints at a naval battle. Barigazzi sees in the line xlvolvélp &°
erepovtiveov ko Eutloyeto ¢oflivi€, "red mixed white with blue" (fr. 1.7) "una
discrizione coloristica della battaglia,” in which the blue of the sea and the white of the

foam are mixed with the red of blood. He also advances vipddmv, "snowstorm," of line 8

4 Antonio Aloni, "The Proem of the Simonides Elegy on the battle of Plataea (Sim. Frs. 10-18 W?) and the
Circumstances of its Performance,” in Poet, Public, and Performance in Ancient Greece, eds., Lowell
Edmunds and Robert W. Wallace (Baltimore: Johns Hopkins University Press, 1997), 8 and 11. West
recognizes the limitations of his method, admitting that his supplements are "of course quite uncertain in
detail, but it is my hope that they correctly reflect Simonides' train of thought” (1993, 6). See also Boedeker
2001b on the relationship between the accounts of Simonides and Herodotus.

“ E. Lobel, "2327; Early Elegies," Oxyrhynchus Papyri 22 (1954): 67-76. Lobel identified Simonides as
the author on the basis of other known Simonidean manuscripts that were written by the same hand. Lobel
recognizes that this is not conclusive, but justifies the identification since "where the field is so large and
the prospect of verifying an ascription so small, nothing is to be gained by multiplying guesses" (67).

4 Adelmo Barigazzi, "Nuovi frammenti delle elegie di Simonide (Ox. Pap. 2327)," MH 20 (1963): 61-76;
M.L. West, "Simonides Redivivus," ZPE 98 (1993): 11-12.

“ Barigazzi 1963, 65. On Simonides' Salamis elegy, see pages 70-72.
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as indicative of a battle scene, noting Pindar's metaphorical use of the term for "battle"
(Isth.3.17).%

The text of the fragment contains the speech of a person who laments his inability
to save his men (0]0 SVvopon yoy[dv] medurayuévog efijvon dmnddg, "I am not
able to be a faithful guardian of lives" [3]) and witnesses the consequences of his unjust
actions (Juetépng €idov tépulat’ dvalideing, "I saw the end of my shamelessness"

"4 If, however, we accept

[6]). Barigazzi identifies the speaker as "un incarico ufficiale.
Barigazzi's identification of the subject as the battle of Salamis, it is possible to suggest a
more precise identification of the speaker. That the official is Persian and not Greek is
evident by the sense of defeat in the fragment: the speaker is helpless; holds himself
responsible for the deaths of his men; and characterizes his actions as shameless. These
sentiments are suitable not to a victorious Greek but to a defeated Persian.

A likely candidate for speaker is Xerxes, the Persian king and leader of the
expedition. The image of the Great King witnessing the destruction of his fleet and his
plans for conquest at Salamis was a common fopos in accounts of the battle. Furthermore,
VPpLv, "hubris (arrogance)” at the end of line 9 (surrounded, unfortunately, by lacunae) is
suitable to the Greek view of Xerxes and his campaign at Salamis. The hubris of the
Persians, evident in Xerxes' yoking the Hellespont, was a common motif in accounts of
the Wars with the battle of Salamis and Xerxes' subsequent defeat commonly viewed as

Xerxes reaping the consequences of his hubris. On Barigazzi's reading, we have

indications of how Simonides narrated the battle of Salamis, which included the image of

“ Barigazzi 1963, 68-9. Barigazzi notes a similar colourful element in the descriptions of the battle in
Timotheus' Persians.

¢ Barigazzi 1963, 66.
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Xerxes' lamenting his responsibility for the defeat and the presentation of Salamis as the
end of the Persian Wars. That Salamis is presented as the end of the Wars suggests an
Athenian audience.

It is possible to restore the text in a different way, resulting in a dramatically
altered text and transforming the identification and interpretation of the poem. West reads
it as a contemplative poexﬁ and includes the fragments with the convivalia (=Simonides
21 IEG?). What in Barigazzi's text is Xerxes' regret for the lives (yuy[@Vv]) he destroyed
becomes, in West's text, Simonides' renunciation of "circumspection in ministering to his
soul" (yuy[f]).” Simonides' introspection then leads him to consider the life he has led
since his childhood ended and he became an adult (Barigazzi's tépufot’ dva]ideing,
"end of shamelessness” becomes West's tépufotoe moideing, "end of childhood").
Where Barigazzi sees the red of blood mingling with the blue and white of the sea, West
sees an image of "the burgeoning of sexual vigour” wherein dark hairs sprout on once-
smooth thighs and indicate the end of youth (printing KJud[vleov & &éAedovtivedv [T’
dvepi]oyero O&[yyog, "the white gleam mingled with dark").” The snow (Vioddwv )
that Barigazzi read as a metaphor for battle, West sees as a metaphor for aging: melting

snow reveals patches of colour, representing the newly-grown hairs of adulthood

47 West 1993, 11. In his text, West prints the vocative yuy1 but favours the dative yux{j in his reading.
Dirk Obbink, however, rules out the dative, noting that the scribe consistently uses an iota adscript and that
there is space for only one character ("The Genre of Plataca: Generic Unity in the New Simonides," in
Boedeker and Sider 2001, 84 n.79).

8 West 1993, 11. Eleanor Irwin studied the vocabulary of colour and concluded that, to the epic poets,
Kvaveds signified a dark colour; with Simonides, the term began to signify the specific "blue"” but without
ever losing its more general meaning of "dark" (Colour Terms in Greek Poetry [Toronto: Hakkert, 1974],
79-110, esp. 103-10). We cannot, therefore, use the specified colour, xvovedg , to reject West's or
Barigazzi's reading of this line.
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darkening the previously white thighs of youth (printing moinv] & &k vigpddwv [fv
VEOONAE’ 1]8€lY, "to see grass newly-sprouted from snow").*”

Barigazzi's text and interpretation have not found much favour;* West's, however,
have.” Both Barigazzi and West present plausible texts, offering parallels for their
interpretations and reasons for their supplements but arriving at mutually exclusive texts
and analyses.” Their readings rely too heavily on their supplements of lacunae and
restorations of fragmentary words to inspire confidence that either editor has arrived at
the correct text or even an approximation of it. Their widely divergent texts and readings
demonstrate the necessity of approaching all fragmentary texts, especially those that have

been heavily supplemented, with caution.

# Dirk Obbink accepts West's text and analysis of the fragment, but argues that it forms part of the Plataea
poem, coming from a section in which Simonides addresses himself (2001, 84).

% D.E. Gerber rejects Barigazzi's attribution as "improbable” ("Greek Lyric Poetry since 1920 Part II: from
Alcman to Fragmenta Adespota,” Lustrum 36 [1994]: no. 1704); Molyneux' (1992) omission of these
fragments in his analysis of Simonides' poetry on the Persian Wars implies that he too rejects Barigazzi's
identification of the fragments as forming part of the Salamis poem. A. J. Podlecki also rejects the
fragments and offers explicit reasons: he requires something more substantial to connect the colours of line
7 with a naval battle; points out that Pindar's metaphorical use of vidpog to mean "battle” is made explicit by
Pindar's restrictive use of moA&U010; and argues that "a sea-battle could hardly be called a 'snowstorm'
without further qualification" ("Simonides: 480," Historia 17 [1968]: 269). In partial defense of Barigazzi,
it is possible that the large lacuna after vigd8wv contained the necessary qualifier; this is, of course,
completely unverifiable.

U See, inter alios, Boedeker and Sider who accept the "obviously erotic thighs" of West's text
("Introduction,” in Boedeker and Sider 2001, 5); David Sider, "Fragments 1-22 W?: Text, Apparatus
Criticus, and Translation," in Boedeker and Sider 2001, 25-6; Ian Rutherford, who notes that West "rightly
interprets the fragment as erotic" (2001, 51); and Parsons who distinguishes between the two faces of
Simonides displayed in the New Simonides: the "sympotic elegist" who "dwells on dark hair and ivory skin
(fr. 21)" in contrast to the "historical elegist" of the martial poems (""These Fragments we have Shored
against our Ruin'," in Boedeker and Sider 2001, 64).

2 For Barigazzi's apparatus criticus and the rationale for his emendations, see his pages 66-7; for the
parallels offered by West, see his pages 11-12 and notes 23-6 (1993). West's supplements are guided
largely by petitio principii; he earlier stated "[t}here can be no doubt about the subject matter of the lines
once it is recognized, and probable supplements follow" (1974, 167).
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SIMONIDES: THE POEMS

I: THE BATTLE OF MARATHON

According to the anonymous Life of Aeschylus, Simonides and Aeschylus
competed with elegies on the battle of Marathon. Simonides won and the defeated
Aeschylus retired to Hieron's court (Vita 8). We need not accept the story of the
consequences of Aeschylus' defeat at face value.” Nevertheless, Plutarch suggests that
the anecdote about the composition of the elegy is correct. Plutarch notes that the orator
Glaucias used Aeschylus' elegies to determine the position of the battle wings at
Marathon (Quaest. Conv. 1.10.3 [=Aesch. 1 IEG?]). If Glaucias and Plutarch are correct
that Aeschylus wrote an elegy on Marathon, this could lend weight to the tradition that
Simonides too wrote such an elegy, perhaps in competition with Aeschylus. If Aeschylus
and Simonides did compete with elegies on Marathon, this lends some support to Bowie's
theory regarding the performance of elegies in public competitions. If this is correct, it is
unfortunate that, as is so often the case, neither of their elegies has survived. We can,
however, infer with confidence that Simonides and Aeschylus composed their elegies for

an Athenian audience.

II: THE BATTLE OF ARTEMISIUM

The Suda's references to TV (voopoyiov) &n° "Aptepioio v éleyeiog, "the

elegiac Sea-battle at Artemisium” and Ty (vopoyiav) T &v Zodopivi peilkdc,

3 Mary R. Lefkowitz has convincingly demonstrated the unreliability of the anonymous Lives as evidence
for the actual lives of their subjects. The Lives are the results of the biographical tradition and the tendency
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"the lyric Sea-battle at Salamis" have occasioned some debate, in particular with respect
to the metres of the poems. The question of the correct metre of the poems is necessary to
decide what surviving fragments can be assigned to which poem and hence to determine
the content. Priscian, the Latin grammarian (fifth- to sixth-century AD), preserves two
brief fragments, attributing them to "Simonides in €X' "ApTepioley voouoyiq in dimetro
catalectico," "Simonides in his Sea-battle at Artemisium in catalectic dimeters" (de metr.
Terent. 24 [=533 PMG]). This has been taken as evidence that the Suda was (again)
mistaken in its facts and that Simonides' poem on Artemisium was in lyric rather than
elegiac metre.” This belief persisted until the publication of the "New Simonides,"
containing not only a hitherto lost elegy on Plataea but also fragments of an elegiac poem
on Artemisium.” This discovery, unfortunately, did not resolve the question of the
poem's metre but rather cast it further into doubt.

Ian Rutherford neatly summarized the conflicting possibilities: Simonides wrote
two poems on Artemisium, one elegiac (which includes the fragments from
Oxyrhynchus) and one lyric (which includes the quotations in Priscian); Simonides wrote
an elegiac poem, which Priscian misidentified as a lyric; the Suda misidentified the lyric
Artemisium poem as elegiac and the elegies in POxy. 3965 come from a separate poem
(perhaps the one on Salamis which the Suda misidentified as lyric); or all of the
fragments concerning naval battles come from Simonides' one poem, E&pfov

Voo, "Sea-battle of Xerxes," which included a section on Artemisium in elegiacs

of the ancient critics to use poetry as evidence for the actions of the authors (Lives of the Greek Poets
[London: Duckworth, 1981]).

* E.g., C.M. Bowra, Greek Lyric Poetry from Alcman to Simonides, rev. 2d ed. (Oxford: Clarendon, 1961),
342; D.E. Gerber, Euterpe: An Anthology of Early Greek. Lyric, Elegiac, and lambic Poetry (Amsterdam:
Hakkert, 1970), 309-10; Page 1981, 276; Molyneux 1992, 158.

3 Parsons 1992, 6.
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and one on Salamis in lyrics, with the discrete sections giving rise to separate titles.”
Having summarized the issue, Rutherford concluded "I see no way of resolving this
issue."’ Rutherford's caution is understandable. Each of the conflicting theories deserves
consideration and the issue is unlikely to be settled conclusively in the absence of further
miraculous recoveries from Oxyrhynchus (vel sim.). Nevertheless, I will offer some
observations not to resolve this issue, but to minimize its complications and rule out some
of the possibilities.

The theory that Simonides wrote one poem on the naval campaign against Xerxes,
incorporating lyric and elegiac metres does have some merit. We find a parallel in
Timotheus' Persians, which uses a variety of metres with no discernable metrical scheme
to narrate the battle of Salamis. Nevertheless, certain considerations argue against
accepting this solution to explain the references to Simonides' poems. Timotheus wrote
approximately sixty to seventy years later than Simonides, in a very different musical and
cultural climate. The Persians was the result of the dramatic changes in musical styles
which took place over several decades and which culminated in the New Music.”® The
censure leveled against Timotheus for violating traditional music by mixing metres in his
poems and the absence of similar charges against Simonides argue against Simonides'
having done the same thing decades earlier. For this reason, I think we can reject the
theory that Simonides wrote one poem on the whole naval campaign using both lyric and

elegiac metres.

% Rutherford 2001, 35-6; there is a more detailed discussion in his earlier version of the article (=Arethusa
29 [1996]: 169-71).

37 Rutherford 1996, 171.
* For the New Music, see pages 215 - 221
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If Simonides wrote only one poem on Artemisium, using one metre throughout,
was it elegiac, as the Suda says, or lyric, as Priscian says?59 It is true that the Suda is often
unreliable and it is not impossible that it misidentified the lyric Artemisium poem as
elegiac. Nevertheless, we ought not to reject the Suda's evidence out of hand, if we find
corroboration in other sources, when our main reason for distrusting the Suda on this
matter is the evidence of Priscian. Both the Suda (tenth century AD) and Priscian (fifth to
sixth century AD) are late sources with no first hand knowledge of Simonides or his
poetry. Instead, they relied on copies of his poems or on information found in other
authors and there is no way to determine which of the two had the better source(s). It is
equally likely that Priscian misidentified the elegiac poem as lyric as that the Suda erred.
While the fragments Priscian quotes (PMG 533 A and B) are themselves lyric fragments,
the rather nondescript content of the fragments does not guarantee that they come from
Simonides' poem on Artemisium rather than his poem on Salamis. It is possible that
Priscian or his source confused the two poems, especially since both poems take naval
victories in the Persian Wars as their topic.

On the other hand, the elegiac fragments from Oxyrhynchus, although equally
fragmentary, come from a papyrus which contains only elegiac verse and which are
identifiable as Simonides' verses.” Furthermore, the fragments are informative as to the
subject of the poem. In POxy. 3965 fr. 20.5, the remains JxdAou[ are found. The word is
restorable to the proper name KaAouv, "Calais." Ztnv Kal, "Zetes and," which would

fit the metre of a pentametric line, the traces of letters, and the diacritics, is a possible

% For the quotation from Priscian, see page 57.

% The content of POxy. 3965 overlaps with other, securely identified, fragments of Simonides' poems
(Parsons 1992, 6).
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restoration of the preceding words.”" Zetes and Calais are the sons of the North Wind,
Boreas, who helped the Greeks at Artemisium: prior to the battle, the god severely
damaged the Persian fleet with a storm (Hdt. 7.188-92). Zetes and Calais are at home in a
poem on Artemisium while Boreas himself may be lurking in the traces of fr. 12.8: [
1péel.%2 POxy. 3965 therefore supports the Suda's identification of the poem as elegiac,
allowing us to conclude that Simonides did write an elegy on Artemisium.

While the evidence suggests that Simonides did write an elegy on the battle of
Artemisium, there is no evidence to disprove the suggestion that Simonides wrote at least
two poems, possibly in different metres, on Artemisium. The several city-states who
fought at Artemisium could be expected to want to commemorate their role in that battle
with song and to commission one, or more, from the leading poet of the day. I think that,
notwithstanding any elegies on Artemisium that Simonides may (or may not) have
written for other city-states, the preserved elegiac fragments (1-4 IEG?), with their
possible inclusion of Boreas, Zetes, and Calais, can be assigned to an elegy for the
Athenians.

Boreas' aid to the Athenian fleet at Artemisium earned him great popularity at
Athens; this popularity allows us to assign fragments alluding to his role at Artemisium to

an elegy commissioned by the Athenians.” Boreas' familial relationship with the

¢ Parsons 1992, 41; compare Rutherford 2001, 36. The restoration is not, however, universally accepted.
Obbink distrusts it, stating that it "seems to rest on the flimsiest of evidence” (2001, 81 n.65).

¢ Parsons comments that the doubtful letter after the B may actually be a flourish on the B rather than a
separate letter, making the word B[ }pe[ ], thus strengthening the case for the restoration "Boreas” (1992,
39).

8 The abduction of Oreithyia was the subject of numerous vase paintings as well as tragedies by Aeschylus
(TrGF 3 fr. 281; see pages 135-136) and Sophocles (TrGF 4 fr. 956). For the abduction of Oreithyia in
Choerilus' Persica, see page 172. For the vase paintings, see Sophia Kaempf-Dimitriadou, "Boreas,” in
LIMC (Zurich: Artemis Verlag, 1994) vol. 3.1: 133-42 and vol. 3.2: 108-22. Walter R. Agard suggests that
the interest in the myth of Boreas and Oreithyia resulted not only from Boreas' role in the battle of
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Athenians helps with this assignment. Herodotus records how Athens was advised by an
oracle to pray to their son-in-law for help prior to the battle of Artemisium (7.189).%
According to legend, Boreas abducted Oreithyia, the daughter of Erechtheus, king of
Athens; she then bore him Zetes and Calais. The Athenians transformed the daughter of
their legendary King into the daughter of Athens itself; Athens would then stand as
father-in-law to Boreas. The Athenians identified the son-in-law mentioned by the oracle
and called upon Boreas. The god, in response to the pleas of his kin, obligingly responded
with a storm destroying much of the Persian fleet (Hdt. 7.189-93).® With such a
treatment Simonides could contribute to the glorification of Athens to whom assistance is
granted not only because the gods favour them, but also because of their kinship with
gods.

The story of Boreas would be appropriate to an elegy for the Athenians
celebrating the battle of Artemisium. That Simonides also included the abduction of
Oreithyia in his poem on Artemisium is suggested by the scholiast at Argonautica 1.211-

5 who says that Simonides, in his Sea-battle, located the rape at Brilessus.®® The

Artemisium, but also from Athens’ interest in Thrace (Boreas’ homeland), its reserves of grain, lumber, and
its access to trade routes ("Boreas at Athens,” CJ 61 [1966]: 245-6).

8 Aéyeton 8t Adyog ¢ ‘ABmvoior tOv Bopfiv ék Beompormiov E&mekoAfoovto, EABOVTOG o¢L
dArov xpnotnpiov TV YouPpov érikovpov koréoocBor. Bopfig 8& katd tov EAljvav Adyov
Exer yuvdiko CAtTikny, ‘Qpetbuiav v "Epeydéog, "a story is told that, because of an oracle, the
Athenians called upon Boreas, when another oracle had come to them to call upon their son-in-law as an
ally. Boreas, according to the Greek story, had an Athenian wife, Oreithyia, the daughter of Erechtheus"
(Hdt. 7.189). It is interesting to see that the Athenians assume the superior role in their relationship with the
god, considering themselves to be his father-in-law rather than the god to be their ancestor.

% West suggests that POxy. 3965 fr. 20.12 (8dAlacoay vinol tpluydc, "the sea from its depths") may
refer to the storm roused by the Boreads, which stirred up the sea from the seabed (1993, 3).

v 8t 'Qpetduiav Zwwwvidng dnd Bpilnoood dprayeicav émt v Iopandoviav métpov
g Opdxng veyxdiivon . . . 1y 8 'Qpeibuia EpexBémg Buydwmp, Miv €§ "Attikfic dpndoog 6
Boptog fiyayev €ig Opgxny, Kokegice cuveldwv éteke Zrtny ko KdAdiv, dg Ziuwvidng év i
Nowpoyi, "Simonides says that Oreithyia was abducted from Brilessus and carried to the Sarpedon rock
in Thrace...Oreithyia is the daughter of Erechtheus, whom Boreas abducted from Attica and took to Thrace,
there she bore Zetes and Calais, as Simonides says in his Sea-battle" [=3 IEG"]. Page claims the scholiast's
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particular sea-battle can be determined by the greater suitability of Oreithyia to the battle
of Artemisium, where her sons and husband played a pivotal role, rather than Salamis,
where they were absent.

Oreithyia herself may be lurking in the ode in the phrase NUlkouolo] kdépng,
"the girl with beautiful hair" (POxy. 3965 fr. 20.11).” The circumlocution "girl with
beautiful hair" is a commonplace description for females and there is no guarantee that it
here refers to Oreithyia. Another likely candidate is Artemis, from whom Artemisium
took its name and to whom the Athenians dedicated tokens following the defeat of the
Persians (Plut. Vit. Them. 8.5); such dedications suggest a role for Artemis in the battle,
thus accounting for her appearance in the ode. Nevertheless, the likely presence of
Oreithyia's husband and sons in the ode and the likelihood that Simonides narrated her
abduction there might weigh more heavily in favour of identifying the "girl with the
beautiful hair" as Oreithyia rather than Artemis.

While it is not impossible that Simonides narrated the myth of Oreithyia in a
completely different poem, the likelihood of her presence and that of her family in the
elegiac fragments from Oxyrhynchus, as well as the Athenian interest in her myth,
suggest that the scholiast's reference to Simonides' account of the rape of Oreithyia is to
Simonides' poem on Artemisium. That the scholiast can allude to both Oreithyia's
abduction and the subsequent birth of Zetes and Calais while referring to Simonides'
poem suggests that Simonides narrated both Oreithyia's history and its relevance to

Athens during the battle of Artemisium. This in turn implies that Simonides blended the

comment as evidence for the lyric Artemisium poem (=PMG 534); West claims it for the elegiac (sub
Simonides 3 IEG?).

& Parsons notes that the restoration suits the metre, the traces of the letters, and the vacant space
"admirably” (1992, 41).
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historical battle at Artemisium with the mythical story of Oreithyia, perhaps offering the
story of Oreithyia as an explanation for the storm that saved the Athenians.

Mention of the storm and even the storm's personification as Boreas could
certainly be appropriate in an elegy for any of the other participating city-states. These
elements could be narrated in a historically accurate and politically neutral fashion,
devoid of pro-Athenian overtones, simply by omitting reference to the Athenian
Oreithyia. The inclusion of her abduction has little relevance to the battle itself except to
provide an Athenian tie to Boreas and his sons, Zetes and Calais. Her implied presence, if
not as the "girl with the beautiful hair" then at least as the mother of Zetes and Calais,
therefore suggests that the Artemisium ode was composed for an Athenian audience; the
Athenians' divine kinship ties serve to enhance their status.

Further evidence for the content of the Artemisium elegy may be found in
Himerius, a fourth-century AD rhetorician. Himerius, wishing to address the wind and
pleading the poverty of his own poetic skills, alludes to a poem by Simonides in which
the poet called upon the wind to blow favourably (Or. 12.32 [=PMG 535]). Wilamowitz
used the appropriateness of an address to the wind to the context of the battle of
Artemisium to claim this passage as an allusion to Simonides' poem on Artemisium.*
That the Artemisium poem contained such an address is implied by Himerius' desire to
call upon the wind in the style of Simonides (¢k tfig Kelog povotic®) and by the

subsequent imperative (o%1Cg, "cleave") in what may be a quotation, or paraphrase, from

% Ulrich von Wilamowitz-Moellendorf, Sappho und Simonides: Untersuchungen iiber griechische Lyriker
(Berlin: Weidmann, 1913), 207-8 and 208 n.1.

® Keiag is Gottlieb Wernsdorf's widely accepted emendation of oikelog (Himerii Sophiste, Quae reperiri
potuerunt [Gottingen, 1790]). As Molyneux notes, Himerius' reference to 'my own Muse,' £k 1fig oikelog
povamg, "would contradict his denial of his own poetic ability" (1992, 171 n.57).
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the poem.” The address to Boreas implies that the poem included a narration of the battle
during which the Athenians called upon the Wind for help. The poem would then likely
also include the narration of the help given, namely the destruction of the Persian fleet.
Bowra rejects the evidence of the Himerius passage, objecting to the
characterization of the wind as amoAdG, "gentle," arguing that the word is "inappropriate
to Boreas."” Instead, he assigns it to Simonides' poem on Salamis arguing that the term is
more appropriate to Zephyr and his role in that battle: as the defeated Persians attempted
to withdraw, the West Wind began to blow, causing further damage to their ships (Hdt.
8.96.2). We can, however, reject this theory. That Himerius can refer to the wind's "own
song" suggests that the wind played a significant role for which it received an ode in its
honour. I would suggest that, unlike Boreas at Artemisium, Zephyr at Salamis had only a
modest role and one which took place only after the Athenians had decisively defeated
the Persians. Boreas caused massive destruction to the Persians prior to the battle of
Artemisium and so affected the outcome of the battle by reducing the number of Persians
the Greeks would have to face. Zephyr's actions, however, were confined to causing a
small amount of damage following the Greeks' victory at Salamis.” Although we must
not deny Simonides the opportunity for originality in his treatment of Salamis, there is no
trace found in the other sources that the Greeks, and in particular, the Athenians gave
Zephyr much credit for his role at the battle of Salamis. Salamis was viewed as a victory

won by the Athenian navy; it is unlikely that Simonides would have denied the

™ Bergk, following Schneidewin, suggests that the phrase omaAOg & VmEp Kvpdrov Xeduevog
nopdupd oxilel mept TV mpWpov 1O KVMOTA, "being poured gently upon the waves, cleave the dark
waves about the prow," is a quotation (1882, 397; = his fragment 25 "Hymn to the Wind"). The imperative
oxile, "cleave" is an emendation of the manuscript's oyilel ; that the emendation is necessary is
guaranteed by subsequent content of the passage which uses the second person when speaking of the wind.

' Bowra 1961, 343.
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Athenians, for whom the ode was most likely composed, full honour and glory for that
victory. Finally, "[i]t seems entirely in order to assume that a poem addressed to Boreas
and describing his destruction of the Persian ships might contain a plea to blow gently
whenever the Athenians themselves should need a fair wind."” Such a plea would nicely
juxtapose the wind's treatment of enemy ships with its treatment of its kin, thus
enhancing the status of Athens.

That Simonides narrated the events of the battle of Artemisium in conjunction
with the myth of Oreithyia's abduction and Boreas' assistance is further suggested by a
scholiast on Apollonius of Rhodes' Argonautica. The scholiast glosses a reference to
Sciathus (1.583-4) with the statement that, as Simonides shows, Sciathus is an island
close to Euboea (1] mopabaroooio. viicog yop 1 ZxicBog &yydg EvPoiag, 7ig
Kol Zyovidng péuvnton [Simonides 1 JEG?]). F.W. Schneidewin first assigned this
allusion to the poem on Artemisium, since Sciathus is located off the coast of Magnesia,
opposite Artemisium (Hdt. 7.176).” The coast of Sciathus was the site of a preliminary
engagement between Persian and Greek ships, the results of which were transmitted to
the Greeks by means of fire-signals stationed on Sciathus (Hdt. 7.179-83). A mention of
Sciathus in a poem by Simonides could therefore occur in a poem on Artemisium. If
Sciathus was mentioned, this suggests that the events of the battle on and around the
island, and so presumably the other engagements of that battle, were narrated as well as

elements from the distant past, such as Boreas' abduction of Oreithyia. In such a reading,

2 podiecki 1968, 265; Molyneux 1992, 162.
" Molyneux 1992, 161.

 B.W. Schneidewin, ed., Simonidis Cei Carminum Reliquiae (Brunswick, 1835), =his Simonides fr. 5.
Page rejects Schneidewin's assessment and assigns the fragment to the "incerta” (=PMG 635).
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Athens would not assign all credit for the victory to the god, but rather would allow the
god to share in Athens' credit.

The presence of Boreas in the elegy not only suggests an Athenian audience but
may also provide evidence for the date and place of the first performance. Herodotus
records that the Athenians established a shrine to Boreas (7.189.3) and Wilamowitz traces
the poem's commission and its first performance to the foundation of that shrine.” An
ode narrating not only the god's personal history and familial relationship to the
Athenians but also his assistance in contemporary matters would be appropriate to that
setting. Wilamowitz supports his theory concerning the first performance of the poem
with reference to the ode's narration of the myth of Boreas and Oreithyia, and with the
address to Boreas suggested by the imperative oyilet, "cleave" (Him. Or. 12.32 [=PMG
535]). As further support Wilamowitz cites a second passage in Himerius, in which the
rhetorician describes the launching of a ship in a Panathenaic festival and the song of the
Athenians summoning the wind to attend the launch. The wind, hearing "its own song"

"7 attends and

which Simonides wrote yetd tNv OdAcrtTov, "after the events at sea,
provides a favouring wind (Or. 47.14 [=PMG 535]).” Wilamowitz' theory depends upon

accepting a variant reading: oikelav, "its own," of ms. R rather than xetowv, "Cean," of

5 Wilamowitz 1913, 207; Wilamowitz' theory is accepted by Podlecki (1968, 263) and Molyneux (1992,
163), albeit with some reservations.

 Wilamowitz explains the phrase uetdl th)v 0dAattoy "also nachdem er auf dem Meere seine Gnade
bewiesen hatte" (1913, 208). J.M. Edmonds agrees, emending the phrase to read petd v <Kot
odratTov <pdynv> (Lyra Graeca, vol. 2 [Cambridge, Mass.: Harvard University Press, 1952]); David A.
Campbell concurs (Greek Lyric, vol. 3 [Cambridge, Mass.: Harvard University Press, 1991]). Page,
however, disagrees, rejecting Wilamowitz' suggestion as "frustra” and the sense of the line as "obscurum”
(1962, 278).

™ Bowra assigns this reference to the Salamis poem because "[tlhe wind here has not the same
characteristics as that which scattered and smashed the Persian ships off Artemisium" since "it is following
and favourable" while the wind at Artemisium could not be described as such (1962, 343). Nevertheless, it
is possible that "the ode contained both these graphic references to the action of the wind at sea and a more
general appeal to the wind to blow favourably” (Molyneux 1992, 161).
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ms. A.”® The reading olkeiay has merit. The two words look very much alike and a
similar confusion between the two occurred in Or. 12 32.” The reference to the "Cean
song" immediately before the relative clause with its explicit mention of Simonides'
singing it is superfluous: the reference to Simonides' nationality signifies nothing that the
mention of Simonides does not convey more clearly. Therefore, I accept the reading
oiketowv: the wind's song is Simonides' song in its honour, composed to commemorate
Boreas' role at Artemisium.

The site of the ode's first performance is debated. The scholiast to Apollonius of
Rhodes' Argonautica (1.211-15) tells us that, according to Simonides, Oreithyia was
snatched from Brilissus. The place "Brilissus" is unknown, which prompted Naeke to
emend the text to read "Brilessus,” a mountain in Attica.*® According to Herodotus,
however, the Athenians founded the shrine to Boreas at Ilissus (7.189.3). While the scene
of the abduction did vary in the sources, presumably were the ode composed for
performance at the newly-constructed shrine, Simonides would situate that abduction, the
act that linked the Athenians to the god, at the place where the Athenians established the
shrine to the god.” The reading "Ilissus" would be more suitable for a poem composed
for performance at the shrine, but it is difficult to account for the intrusion of the element
"Br-," especially when the resulting location is unknown. That later accounts tend to
place the abduction at Ilissus suggests that something, such as the dedication of the shrine

that would serve as a physical reminder of the myth, served to fix the location of the

"8 Page prints both variants, favouring Ketoww (PMG 535); Molyneux' translation implies his acceptance of
oiketowv (1992, 159).

" See n.69.
8 Naeke's emendation is cited by Molyneux 1992, 160.
8 Molyneux 1992, 160-1.

67

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



abduction.” The reading "Ilissus" could be the result of the shrine having been
established there, making "Brilissus," the lectio difficilior, preferable; Brilissus could
then be emended to Brilessus.”

Equally debated is the date of the performance of the ode. If we accept the theory
that the ode was commissioned for the foundation of the shrine, the date of the foundation
of the shrine provides a terminus post quem (or quo cum). Herodotus notes only that the
Athenians established the shrine upon their return to Athens (7.189.3). Wilamowitz
proposed a date in 479 shortly after the battle of Salamis.** Nevertheless, as Molyneux
noted, the Athenians had other, more pressing, concerns to deal with immediately upon
their return to Athens following their defeat of the Persians: "confronted by the ruins of
their city, tempted by Mardonius, and abandoned (as they felt) by their allies, [they] are
not likely to have had either the time or the inclination for festivities."® Furthermore,
they would have lacked the financial, material, and human resources necessary to
establish the shrine to Boreas, regardless of their desire. The most likely date for the
performance of the ode would then be sometime after 478, when the Athenians had the
time and resources necessary to establish the shrine. If so, the date and the shrine's
location imply both a temporal and a spatial distance from the events narrated in the ode.
Rather than a lament for the fallen of Artemisium, the ode could perhaps be seen as an
ode of celebration of the victory and thanksgiving to the gods; Simonides would be

unlikely to be so churlish as to mention all those who died at Artemisium in an ode

82 Wilamowitz 1913, 207. Ilissus is the location of the rape in the later accounts of Plato (Phaedrus 229b-
d), Apollonius of Rhodes (Argonautica 1.211-7), and Pausanias (1.19.5). Choerilus, however, locates the
rape at Cephissus (SH 321); see page 172.

8 Molyneux 1992, 160.
8 Wilamowitz 1913, 207.
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performed at Boreas' shrine and likely celebrating Boreas' help in securing the victory;
the intervening year could make lamentation of the dead less necessary.

Another possibility for the first performance of the ode would be the Panathenaic
festival, the location implied by Himerius (Or. 47.14).* The Panathenaic festival would
be a fitting spot for an ode to the Athenians' son-in-law; the context would allow them to
express their thanks to the god, and reaffirm their kinship with him. Bowra argues for the
Panathenaic festival, stating that Athens' revival of the Panathenaea following the end of
their exile and their return to Athens would be an appropriate place for a hymn
celebrating the Athenians' victory.”” Although I reject Bowra's identification of the ode as
Simonides' elegy on Salamis, it is not necessary to reject his theory regarding the place of
performance. The Athenians viewed Artemisium, like Salamis, as a significant Athenian
victory, the celebration of which was an appropriate topic for the civic festival. If the ode
was performed at the Panathenaea, again it is more likely to have focused on the triumph
rather than on the dead: the glory of Athens is not best celebrated by publicly focusing on
their military losses. It is, however, impossible to be certain.

Having determined that Simonides wrote an elegy on the battle of Artemisium for
the Athenians, we are able to sketch, albeit in very broad strokes, Simonides' likely
treatment of the subject. From the fragments, we can infer that Simonides narrated the
actions on both the divine plane, such as the role of Boreas and the reasons for his help,
and the mortal plane, such as the naval battle itself. The poem was likely commissioned

by the Athenians; if performed after 478, we can infer that the poem contained little

% Molyneux 1992, 163.

8% Himerius' oration is entitled "to Basileius, at the Panathenaea" and alfudes to the ship towed in the
Panathenaic festival (Molyneux 1992, 170 n.55).
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lamentation for the dead and consolation of the living. Similarly, if intended for
performance at the shrine or at the Panathenaea, then it is likely that there would be little
lamentation for the dead. We can also conclude that the celebrations of the battle of
Artemisium were of interest to the Athenians. Like Pindar, Simonides may have worked

to cast the outcome of the battle into a more favourable light.

IIl: THE BATTLE OF SALAMIS

Simonides also composed a poem on the battle of Salamis (Suda s.v. Zipuovidng;
Plut., Vit. Them. 15.4). As was the case with the Artemisium poem, the issue of the metre
of the Salamis poem is questionable. Although the Suda was correct in its identification
of the Artemisium ode as elegiac, the publication of elegiac fragments that suggest the
battle of Salamis (POxy. 2327 fr. 31) has called into question the Suda's identification of
the Salamis poem as lyric. While it is, of course, possible that Simonides composed more
than one poem, in different metres, on Salamis, it must, however, be noted that the
fragments in POxy. 2327 are identified as Simonides simply because there are known
Simonidean fragments in the same hand.* We cannot be certain that these fragments are
Simonides. Nevertheless, they do suggest a narrative of the Persian Wars. I will,
therefore, examine them here, without necessarily accepting their attribution to
Simonides.

POxy. 2327 fr. 31 (=7 IEG®) contains nine mostly complete words including
"Phrygians," "Phoenicians," and perhaps "children of the Medes" (mouciv Mndwv)

although the supplement is not certain. The words do appear in what might be a naval

8 Bowra 1961, 344,
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context (suggested by the mention of movroBoou, "naval cries"). On this basis, the topic
is tentatively identified as the Persian Wars. The restoration odA{miyyog in the fourth
line has been used to narrow the identification to the battle of Salamis rather than that of
Artemisium: Aeschylus records that a trumpet (cGATYE) announced the beginning of the
battle of Salamis (Persae 395).% The detail of the battle beginning with a trumpet blast
need not, however, rule out Artemisium as the subject of the poem. The ships at
Artemisium equally needed a signal to know when to commence the attack, since the
naval manouevres they executed required that all squadrons be synchronized. In his
description of the battle of Artemisium, Herodotus records the use of a signal but not its
nature (8. 11.1).” We can, however, infer that the signal to start the manouevres was an
audible one rather than visual. A fire signal would be less effective in daylight since there
would be no immediate and dramatic contrast between light and darkness to grab the
attention of the combatants. A loud noise, however, requires no such contrast and so
would be instantly recognizable and more readily acted upon by all ships in concert, as
required by the coordinated attack; the fact that a trumpet was used at Salamis for just
such a purpose may suggest that it was a regular tool and so also used at Artemisium.

This calls into question the use of cdAmyyog to ascribe POxy. 2327 fr. 31 to Simonides'

Salamis poem.

% Lobel 1954, 67.

8 If the battle is that of Salamis, that both Simonides and Aeschylus recorded the blast of the trumpet does
not necessarily indicate that the tragedian based his account on that of Simonides, as Podlecki suggests
(1968, 268). Aeschylus' age makes it likely that he fought at Salamis, in which case his account could be
based on his own experiences in the battle, While he would have had first-hand knowledge only of his area
of the battlefield rather than of all aspects of the battle, presumably the trumpet blast that signaled the
beginning of the battle would have been audible to all of the combatants.

% Herodotus mentions two separate signals, the first for the ships to get into battle formation and the second
to commence the attack (8.11.1).
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We do, however, have stronger evidence for Simonides' poem on Salamis. In his
account of the battle of Salamis (Vit. Them. 13-15.4), Plutarch records that the two sides
fought until evening before the Greek fleet won and cites Simonides as his source
(domep €lpnke Ziuwvidng). The extent to which Plutarch quoted or paraphrased
Simonides is debated: M. Boas regarded virtually the entire passage as either direct
quotation or at least close paraphrase of Simonides' poem; Podlecki identifies only a few
words and phrases which, because of their suitability to an elegiac metre, may be
quotations or close paraphrase; while West prints the entire text as Plutarch's prose.”
Molyneux too sees the passage as "pure prose” but argues that, since there would have
been no reason to cite Simonides simply to indicate the time of the battle, the passage
must be a close paraphrase of the poet.” While we cannot securely identify any new
fragment of Simonides' poem on Salamis, we can nonetheless conclude that he did write
an ode celebrating that victory, narrating the events of the battle. Such an ode would
most likely have been composed for Athens since Salamis was essentially "their" victory.
We can therefore add Simonides' ode on Salamis to the plays of Aeschylus and
Phrynichus which featured that battle prominently, Timotheus' nomos and, perhaps,
Choerilus' Persica. This allows us to conclude that Salamis enjoyed poetic prominence in

Athens.

" M. Boas, De Epigrammatis Simonideis, Pars Prior: Commentatio Critica de Epigrammatum Traditione
(Groningen, 1905); Podlecki 1968, 267; West, Simonides 5 IEG?.

2 Molyneux 1992, 188-9.
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IV: THE BATTLE OF PLATAEA (FRR. 10-17 [18?] IEG?™

Thanks to a remarkable discovery at Oxyrhynchus, we now have a substantial
piece of one of Simonides' narrative elegies, which provides us with important and
interesting information about his approach to the Persian Wars. It is the longest and the
most complete of the surviving fragments of Simonides' poetry; it is also the only extant
poetic text taking the battle of Plataea as a topic. What is especially interesting about this
fragment is what we can glean of Simonides' purpose in writing. Boedeker argues that the
poem "explicitly seeks to establish the fame of its subjects [emphasis in original]."** This
points to the use of poetry to confer fame and ensure knowledge about a topic. It is
therefore unfortunate that the poem is not complete and that what survives is very
lacunose. Nevertheless the text can tell us, in general terms, what elements of the battle of
Plataea and the Persian Wars were mentioned although not precisely how these elements
were handled.

While it is impossible to know how much of the poem is missing and so what
events were included, there is some evidence to help estimate the extent of the loss. The
fragment begins with remnants of what is likely a proem, which occurs most naturally at
the beginning of a poem. We can therefore infer that we are only missing one section, of
indeterminate length, from the opening of the poem. This is supported by Parsons'
examination of the fragments, which identifies them as coming from a professionally-

made book. This allows him to estimate cautiously that at least one column, or

% 1 here adopt the title Battle of Plataea on analogy with the titles preserved in the Suda.

% D. Boedeker, "Paths to Heroization at Plataea," in Boedeker and Sider 2001, 154. In support, Boedeker
cites fr. 11.21-5 IEG?, where Simonides calls upon the Muse to assist him in ensuring that the fame of those
who fought at Plataea will not be diminished.
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approximately thirty lines, is missing.” We cannot, of course, know the full extent of the
loss.

The content of the preserved fragment, which suggests the préiiminaries to the
battle of Plataea, also suggests that we are missing only a section of the beginning of the
battle narrative as well as the end of the elegy; it also enables us to determine the topic of
the poem. That the topic of the elegy includes Plataea is guaranteed by the reference to
the army marching forth from Sparta under the leadership of Pausanias, the commander
of the Spartan forces at Plataea: xoft Imdptnlc dotv Awmdvieg (fr. 11.29 IEG;
compare Hdt. 9.10). The line has been restored and the name of the city is lost.
Nevertheless, "Sparta” is virtually guaranteed by its metrical suitability, the subsequent
mentivon of Pausanias, the Spartan King, and the Spartan heroes, Menelaus and the
Tyndarids (identified periphrastically as "the horse-subduing sons of Zeus," with their
names possibly appearing in the following lacuna [fr. 11.30-1/EG?]), and by the earlier
mention of Sparta (fr. 11.25 IEG®). The prominence of Sparta in the opening lines
suggests Sparta as the target audience.

It is, however, possible that the preserved proem is an internal proem marking a
transition to a new topic or section, rather than an initial one marking the start of a poem.
If so, then the section narrating the battle of Plataea would occur not at the beginning of a
poem dedicated to that battle but rather as one section in a larger poem narrating the
Spartan contribution to the Persian Wars or else to a narrative of the Persian Wars as a

whole. The content of the proem, however, argues against this.

% Parsons 1992, 33.
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The proem contains an address to an individual and a mention of a death and
burial (fr. 11.1-20 IEG?). The subject has been identified as Achilles, whose name
appears nowhere in the text, but has been inferred from fragmentary words and the
reconstructed context. In line 10, TIpltdwov maot "son of Priam," appears, followed by
"Ahe€dlvdpolo "Alexander" in line 11 and Aovooi, "Danaans" in line 14. These
combine to suggest the Trojan War. A reference to aBdlvotov...kA€oc, "deathless fame"
further supports this identification as does the reference to Homer, the poet who
immortalized the deathless fame of the Heroes (15-18). From these references, we can
infer that the addressee is a hero who died during the Trojan War. Although many heroes
died during the Trojan War, the subsequent mention in lines 19-20 of 8edic, "goddess"
and Nnpéog, "Nereus" serves to narrow the field. The words suggest Nereus' daughter,
the goddess Thetis, which in turn suggests Achilles, her son, the Best of the Achaeans,
and the focal point of the Iliad, as the addressee of Simonides' proem.

The proem and its figure of Achilles are helpful to our understanding of the scope
and intent of Simonides' elegy. Simonides addresses Achilles not as a mortal, but rather
as a semi-divine hero, one who enjoys a special status after death; he indicates this with
his use of the salutation of leave-taking ycilpe as he pivots from his address to Achilles to
begin the poem proper. Sourvinou-Inwood, having studied archaic, Classical, and
Hellenistic epitaphs, concludes that until the fourth century yoipe was reserved for
deities and for those dead "who had achieved heroic or divine status in the afterlife.” In
this way, Achilles is endowed with a dual immortality—immortality through fame and

immortality through cult.
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Carlo Pavese has argued that the elegy also included Thermopylae, seeing a
parallel between Achilles, whose death is avenged by the fall of Troy, and Leonidas,
whose death at Thermopylae is avenged by the victory at Plataea and the final rout of the
Persians.” Although the summoning of the Muse suggests we have the start of the
narrative, and so no place for Thermopylae, this is not certain. It is possible to invoke the
Muse again during the course of a poem (e.g., Il. 2.484-93, 14.595-7, 16.135-7). Later
invocations generally mark "the transition to a different type of poetry/discourse."”® This
would allow Simonides to narrate the battle of Thermopylae in the missing section of the
poem, call upon the Muse, and then turn to narrate a new section, namely the battle of
Plataca. Nevertheless, certain considerations argue against this.

Pavese's support for the inclusion of Thermopylae rests on the suitability of
Achilles as a parallel for Leonidas. As we shall see, however, Achilles is better read not
as a parallel for the hypothetical Leonidas but for Pausanias and all those who fought at
Plataea. Simonides mentions the death of Achilles and the fame the hemitheoi Danaoi
earned through the poetry of Homer; he then summons the Muse and so allies himself
with Homer.” This suggests that Simonides sees himself as belonging to the Homeric
tradition: conferring fame on the valourous through poetry.'® This further suggests that

Achilles should be read not as a parallel for what might have gone before (i.e.,

% Sourvinou-Inwood 1995, 199; for her analysis of the evidence, see pages 180-210. For this reading of
xoipe, see Boedeker 2001a, 157, and Obbink 2001, 69 (who notes its use as a form of transition in hymns).

7 C.0. Pavese, "Elegia di Simonide agli Spartiati per Platea,” ZPE 107 (1995): 22.
% Obbink 2001, 71 (=Obbink 1996, 199).
» See also Stehle 2001 on this issue.

1% Deborah Boedeker, "Heroizing History: Simonides' Elegy on Plataea,” ms (=J. Papademetriou,
Proceedings of the First Annual Conference [May 1994] of the Hellenic Society for Humanistic Studies
[Athens, 1995)); compare Boedeker, "The New Simonides and Heroization at Plataia," in Archaic Greece:
New Approaches and New Evidence, eds. Nick Fisher and Hans van Wees (London: Duckworth, 1998),
231-49. This article has now been superseded by Boedeker 2001b.
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Thermopylae), but for what comes after (i.e., Plataea). The emphasis is not on his death,
but rather on his subsequent fame: just as Homer ensured the undying fame of Achilles,
Simonides will ensure that of the Spartans.'”"

From his address to Achilles, Simonides pivots (oOtap €y, "But I') to the
narrative proper.'” There, he summons the Muse to assist him in commemorating the
deeds of the Spartans, who deserve fame because of their activities at Plataea. The victory
at Plataea will not simply avenge the death of those who fought at Thermopylae, as
Pavese argues, but rather, through subsequent song, ensure that those who fought at
Plataea are remembered for their deeds. Simonides then puts that into practice through
the course of his song.

The prominence given in the proem to Achilles' death and his semi-divine status,
indicated by the salutation y0ipe, and the seeming transition from a hymn to the
narrative proper, may indicate the date and place of the ode's first performance. The
presence of Achilles in particular has been used to pinpoint the location, with scholars
seeking locations where a hymn to a semi-divine Achilles would be appropriate. As
Antonio Aloni and Deborah Boedeker convincingly demonstrate, such a location can be
found in a funeral for those who fell at Plataea.'”

The elegy does contain an element of mourning which would be suitable for the
context of a funeral for the dead. It is, however, mourning which offers comfort to the
family and city of the dead and a solution to their grief. The element of mourning is

contained within the figure of Achilles, who is addressed not simply as one of the dead

101 Rutherford 2001, 38.
192 Obbink 2001, 67-73.
103 Aloni 2001, 95-104; Boedeker 2001a, 148-63.
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but rather as one of the heroized dead. Just as Achilles achieved great fame through
poetry because of his death at Troy, so too will those who fell at Plataea receive great
fame through poetry for their own deaths at Plataca. The knowledge that the dead are not

truly dead, but can enjoy a symbolic immortality through kleos, diminishes their loss.

V: FOR THE DEAD OF THERMOPYLAE

OV €V Bepuoniong Bovovioy

eVKAENG UEV & TUXO, KOAOG & O mOTUOC, _

Bouog & 6 tapog, mpd Yomv & uvaoTic, 6 & olktog Enaivog:
gvtaglov 8¢ To100ToV 00T €DPAG

000’ O movdaudImp AUOVPOoEL YPOVOC.

avdpdv Gyoddv 68e oNnkog olkétaw gvdotiav

‘EAMGOOG EIAETO" HOPTUPEL 8E KOl Asmvidog,

Irdptog BaotAels, GPETag uéyov AEAOLTOG

KOouov GEvody 1€ KAEOG

The fortune of those who died at Thermopylae is famous, their fate is fair, their
tomb is an altar, in place of lamentation there is remembrance, pity is their praise;'™
neither decay nor ali-subduing time will diminish this funeral shroud. This precinct
of excellent men has the good report of Greece as its servant; Leonidas, the king of
Sparta, who left behind a great ornament of valour and undying fame, bears witness
(PMG 531).

It remains to consider Simonides' poem dealing not with a victory, but rather a
defeat. The preserved text does not mention the battle of Thermopylae, but rather
celebrates those who died fighting it and ensures their future glory and fame. In the ode,
Simonides transforms the military defeat of the Spartans into a moral victory for Spartan
values and ideology: the dead are praised for their courage and virtue, while the cause of
their death is downplayed. In honour of their valour, they, like Leonidas, receive fame.

Diodorus preserves the text, having embedded the fragment within his discussion

of the battle of Thermopylae (11.6.3-12.1); he identifies the poem from which it came as

104 1 translate 01KTOG as "pity" rather than "lamentation" since, in the preceding clause, Simonides denied
that there was lamentation for the dead. M.J. Cropp has suggested to me that a preferable translation of the
phrase is "instead of a lament (i.e., a formal threnos), they receive an epainos (praise poem). This is an
interesting and likely possibility, which I will explore in the future.
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an encomium by Simonides justified by the valour of the fallen (Ziuwvidng o
peromolog Gélov thig Gpetig avtdv notioog Eykduiov). The communis opinio is
that the poem is a fragment of a larger poem, specifically commissioned by the Spartans,
and intended as a memorial for those who died at Thermopylae. Although the poem is not
mentioned in the Suda's catalogue of titles of Simonides' poems, this ought not to be
taken as evidence against Simonidean authorship. There is no reason to believe that the
Suda's catalogue is exhaustive, making its absence unimportant; on the other hand, the
poem may be subsumed under the list of genres in which Simonides wrote.

Diodorus' identification of the poem as an encomium has caused some debate as
to the genre of the poem. H.W. Smyth leans towards identifying it as a threnody and with
this A.E. Harvey concurs; Smyth does, however, express some reservations about this
identification since "the poet's intention [is] to praise their heroism rather than bewail
their death."'® Nevertheless, later scholarly definitions of the threnos include "a lament
for the dead which contains praise, sung before or after burial or on the various occasions
for mourning at the tomb."'” We ought therefore to accept the explicit text of Diodorus
and its identification of the text as a fragment of an encomium, in honour of those who
died at Thermopylae.

D.L. Steiner, stating that an encomium is "something 'properly' delivered in praise
of living men" argues, "Simonides’ words may have been embedded within a composition

as much designed for the purpose of praising, exhorting and inspiring the living as for

15 W.H. Smyth, Greek Melic Poets (London: MacMillan 1906), 1xxix; A.E. Harvey, "The Classification of
Greek Lyric Poetry," CQ n.s. 5 (1955): 163 n.6.

% Margaret Alexiou, The Ritual Lament in Greek Tradition (Cambridge: Cambridge University Press,
1974), 226 n.7.
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memorializing the dead."'” This is unnecessary, however. Smyth defines the encomium
as "a laudatory poem of a dignified character in honour of men." Although he notes that,
in its restricted sense, the encomium is in honour of living men, he points out that the
term had a wider sense that encompassed not only songs in honour of living men, but also
"the threnos or panegyric of the dead."'®

Furthermore, the context in Diodorus argues against Steiner's theory that the
poem included the Thermopylae dead simply as an exemplum for the different group
whom the poem honoured. At 11.6.3, Diodorus began to discuss the events of
Thermopylae and the dead at length, offering his own encomium of the dead at 11.11.1-5.
He notes that the Thermopylae dead and their valour were the topic not only for
historians but also for poets (00) TGV 1GTOPLHV...u0VOL GAAL TOAACL KOU TAV
nownt®V). He follows this with the statement that Simonides wrote an encomium worthy
of their valour (G&lov 1fic dpethic adTdV motoag Eykmduiov), and then quotes the
fragment. This implies that Diodorus conceived of Simonides’ poem as having been
composed in honour of the Thermopylean dead. Finally, Diodorus ends at 11.12.1 with
the statement MUELS && dpkovVTIOG mePL TG TOVTWV TAV CVEPAY GPeThg
glpnkdteg Emaviyey Eml oL ovveyh Toig eipnuévols, "having spoken about the
valour of these men sufficiently, we will return to the course of our discussion,” and
resumes his history of the Persian Wars. Diodorus' lengthy discussion of the Persian
Wars in general and Thermopylae in particular implies that the lines quoted were in
honour of the Thermopylae dead, rather than that the Thermopylae dead served as an

exemplum for some other group in whose honour the poem was written. There is no hint

197 Steiner 1999, 383.
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in Diodorus of any other group who could have been honoured by reference to the dead
of Thermopylae.'®

Turning to the text of the fragment, we can now consider how Simonides
approached his task of praising the massacred Spartans. The reading of the text has been
called into question. M. L. West rejects the phrase T@®v &v Ogppomorong Boviéviwv,
"those who died at Thermopylae,” as forming part of the quotation from Simonides,
because "stylistically the articled participle with the sandwiched prepositional phrase is
abhorrent in a fifth-century lyric poem" and because "Simonides would not have needed
to specify so bluntly whom he was talking about."'"* Instead, West asserts that the phrase
is Diodorus' identification of the subject, or else an intrusive gloss on the part of a later
scribe and so is to be excised from the Simonidean text. West returns to this issue in a
later article and adds that the mention of Leonidas in line 7 as a witness to what the poem
has asserted in the preceding lines means that lines 2-7 are "general statements, not
referring to particular men, or at any rate not to men connected with Leonidas."""" West's
statements are assertions, lack supporting evidence, and are convincingly refuted by D.L.
Page. Page offers parallels for the "articled participle with the sandwiched prepositional
phrase" and argues that our ignorance of the circumstances in which the poem was
performed and of the entire text of the poem means that we cannot summarily decide

what Simonides would and would not have needed to specify. We ought not, therefore, so

18 Smyth 1906, Ixxvi-lxxvii.

1% Ror these same reasons, we can reject Kegel's suggestion that the poem was in honour of Leonidas
specifically, since "Diodorus does not say that it is an encomium on the soldiers of Thermopylae, but an
encomium which does justice to their courage" (Kegel 1962, 34-7 [paraphrase and quotation in Gerber
1970, 315; emphasis in original]).

110 M L. West, "Prose in Simonides," CQ 17 (1967): 133.
ML, West, "Melica,” CQ 20 (1970): 210.
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readily reject the mention of the Thermopylean dead. Page also notes that the line scans

"2 Furthermore, Hugh Lloyd-Jones points out

and fits metrically with the remaining text.
that were the line prose, dmoBavoviwv would be expected in place of Bavoviwv since
"considerations of verbal aspect require the insertion of the preverb."'"” I th