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This thesis is a study of medical metaphors which compare song to medicine and poet
to physician in the poetry of Pindar and Theocritus. The first chapter examines this theme in
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Hesiod’s Theogony. The second chapter focuses on Pindar’s explicit medical comparisons as
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demonstrates that healing songs are a continuous feature which permeates the Greek poetic
tradition, spanning time and genre.
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INTRODUCTION

In ancient Greece, healers and poets alike recognized the close relationship between poetic
song and medical treatment. Thus, in the Greek magical papyri verses of Homer are designated
as incantations which heal physical ailments.! The close connection between song and
medicine might seem completely foreign to the world of the poet. Nevertheless, my thesis
examines the soothing effect Greek poets attribute to their poetry as evidenced by the
language of the poems. Often my analyses will consider diction common to both poets and
medical writers, in particular the authors of the works within the Hippocratic corpus. By
tracing the medical metaphor which likens the poet to a doctor and his listener to a patient in
the Greek poetic tradition, it is possible to see how poets adapt this metaphor to their
respective genres.

The first chapter will explore the analgesic effect of song in Homeric epic and in
Hesiod’s Theogony. In all three works, song primarily elicits a strong emotional response from
its audience by affecting the Buudg, the véog, or the @pnv. By considering passages which
indicate that the verb tépmnewv carries a healing sense and means “to soothe,” I will
demonstrate that song soothes its audiences in the Iliad. Once the medical color of tépnetv has
been established, an analysis of song in the Odyssey will reveal that professional bards sing with

the intent to soothe the minds of their audiences. Finally, the discussion will focus on the song

' Cf. Betz, 260. Quotations from the Iliad and the Odyssey are used in incantations to heal “bloody flux” (Iliad 1.75;
Tliad 1.96), “pain in the breasts and uterus” (Iliad 2.548; Odyssey 8.486; Odyssey 7.332), and “elephantiasis” (Iliad
4,141) and to function as a contraceptive.



of the Muses in Hesiod’s Theogony, in which the narrator clearly tells us his poetry removes the
cares (kfdea) of a troubled man (6 duogpovéwv) by singing.

Chapter two will show that Pindar adopts the traditional notion of analgesic song from
earlier writers and adapts this concept to his genre of epinician. Pindar’s odes reintegrate the
victor into his community and Pindar reflects this function as he appropriates medical
language to describe his own art. The first section of this chapter will analyze the opening of
Pythian 1 in which Pindar invokes the lyre and will demonstrate that Pindar’s song calms and
disarms Zeus and Ares, gods who threaten harmony in the community. A second section will
show that Pindar marks his poetry as soothing by using mythological figures and medical
metaphors in Pythian 1, Nemean 4, and Pythian 3. Taken together, these sections suggest that
Pindar attributes to his victory an ameliorative power over the listener.

Finally, chapter three will establish that the association between song and cure
discussed in the first two chapters is a feature of the Greek poetic tradition which spans time
and genre. This chapter will examine Theocritus’ Idyll 11, written some 200 years after Pindar’s
time, in which the poet preserves a close connection between medicine and poetry but
refashions the medical metaphor by locating the doctor and patient in the same character,
Polyphemus. In this poem, Theocritus uses language of physical recovery to indicate that the
Cyclops eases his lovesickness by singing. Though this chapter will be unable to consider the
entire bucolic genre, the recurrence of the analgesic song in Idyll 11 reveals that the
correspondence between song and healing is pervasive in the Greek poetic tradition and offers

suggestive possibilities for further study.



CHAPTER 1

HOMER, HESIOD, AND THE HEALING EFFECT OF EPIC SONG

In the poetry of Homer and Hesiod epic song, granted by the Muses, strongly affects the minds
of listeners depicted in these works. The effects of song vary from producing delight (tépg)
in the Homeric poems to taking away the cares (kdea) of men by replacing their worries with
more pleasant memories in Hesiod’s Theogony. These poets describe the influence of epic song
on their audiences differently in accordance with the subject matter of their work. For that
reason, the poet narrating the Odyssey, a poem which centers around Odysseus” homecoming
(véotog) attained by cunning, addresses the impact of song more directly than the poet of the
Iliad, which focuses on heroes at war who win glory (kA£o¢) in battle. The soothing power of
song emerges most clearly in Hesiod’s Theogony, a poem which focuses on the birth of the
divinities and a description of their powers and, especially, on the supremacy of Zeus.” The
pain-relieving property of song is more visible in Hesiod’s poem since the bard, as therapon of
the Muses, describes the process through which he removes cares as he delineates the power
of the gods whose origin he narrates. While the analgesic nature of song surfaces more clearly
in the Theogony than in the two Homeric epics, song in the Iliad and the Odyssey also has the

power to delight and to make men weep. This chapter will reveal that song soothes the mind in

* Thalmann points out that the focus of the Theogony is the “ultimate supremacy of Zeus” (14). See also Thalmann
p. 41 for the idea that the structure of the poem emphasizes this theme. M.L. West places Hesiod’s Theogony in a
category of “theogonic literature” which encompasses “the origin of the world and the gods, and the events
which led to the establishment of the present order” (1). West also cites Herodotus 2.53.2 where Herodotus tells
that Homer and Hesiod wrote a theogony for the Greeks describing their honors and crafts and points out their
forms (T1udc te kol téxvag Sieddvreg kail elda abT@V onurvavreg) (3).



the Homeric epics and then will demonstrate that the poet directly articulates the healing

result of song in Hesiod’s Theogony.

1.1 The Healing Sense of the Verb t¢ in the Ili

The narrators of the Iliad and the Odyssey attribute to the storyteller the power to
delight (tépnerv) the mind of his audience as well as the power to turn it toward weeping and
lamentation. Of the many words in early hexameter poetry which may refer to the “heart” or
“mind,” this chapter will focus on three which are regularly associated with the emotional
center:* the @pnv,’ the Ouudg,® and the véog.” Several scholars have examined Homeric terms
for the “mind” or the “heart” in attempts to determine the physical location and the definition

g

of these and other terms for the “mind.” The distinction between these terms is of less
consequence for this chapter than is the fact that song affects, and more specifically delights

or soothes (tépmnewv), all three of these body parts in which an individual’s emotional condition

* See Caswell on the difficulties of translating these terms into English (1-4). She identifies as “functional
synonyms” of Quudg: Puxr, uévos, @pHv, fAtop, and kpadin (2-3). See also Sullivan who identifies the Homeric
words that “indicate psychological activity carried on within a person” as: “noos, phrén, thumos, kradié, étor, kér,
prapis, and psyché” (2).

* For the @pr}v, the Buudc, and the véog as associated with the emotional center, see Redfield, 173-177. Also see
Caswell, 3.

> See Odyssey 8.541 where grief (x0¢) r uns around the “mind” (¢pévag) of Odysseus. Odysseus’ grief is contrasted
with the mental state of the Phaeacians for whom the song is pleasing (xapi{éuevog). Also see Iliad 1.474 where
Apollo delights his “mind” as he listens to the song of the young Achaeans (@péva tépnet’). For the @prjv as the
emotional seat of the individual see Sullivan, 72-74.

¢ See Theogony 98. The newly pained heart (veoknddg Buudg) is the seat of suffering (évBog). See also Iliad 1.192
and 1.429 where Achilles is angry in his Bupdg.

7 See Theogony 37. When the Muses sing to Zeus they delight his mind (tépnovot péyav véov).

¥ See Redfield, 173-177 for the connection of these three body parts as the emotional seat. Also see Sullivan on
@pnv, Caswell on Buudg.



resides. Delight in Homer and Hesiod is expressed variously,’ but the poet regularly describes
the result of song using the verb, tépnw,” “to delight.” The following analysis of passages in
the Iliad in which tépnw appears with the @prv, the Buudc, or the véog will indicate that this
verb means not only “to delight,” but also “to soothe.”

The soothing result of song, including both epic song and other types of song described,
may be observed in both the Iliad and the Odyssey. In the Iliad, song is often followed by a
description of its emotional effect on its hearers, and the regular emotional response to song is
“delight” or “solace” (tépyig). According to Cunliffe, the verb tépneiv may by translated as “to

7«

solace,” “to delight,” “to comfort,” or “to indulge oneself in” [in the context of lamentation]."
The verb in some instances contains overtones of healing. In Iliad 15, for example, Patroclus
“soothes” Eurypylus at the same time as he bandages his wound:
392 to@p’ 8 Y évi kMioin dyanrvopog EbpumdAoto
Notd te kal Tov €Tepme Adyoig, €mi & EAkel Auyp®
Qdpuak’ dkéopat’ Eénacoe peAaVawy dduvdwv.
392  For this long in the hut of courteous Eurypylos
He [Patroklos] sat and soothed him with words, and to his painful
wound
he applied drugs which were remedies of black pains.

In this passage, words soothe the patient mentally and calm him so that the surgeon may

perform his physical treatment of the wound (€Axog).” The physician’s words function as the

’ Delight is often expressed by the verb tépnw or its noun form, tépyng, The verb xapilopar, and its related forms,
also means “to be pleasing to,” though tépnw is much more common for the description of song. xapilopot
describes the song of Demodocus at Odyssey 8.541, on which see note 5.

'°For a more detailed discussion of tépnw and its definition, see below.

" Cunliffe, s.v. tépnw.

"2 Entralgo, 23-25.



mind’s counterpart to the drugs (@dpuaka) which the physician applies to the physical
wound.”

The same verb (tépneiv) which describes the physician’s words in the above passage
also characterizes the singer’s song. In Iliad 1, for example, when the young Achaeans (koGpot)
have finished eating, they appease the god by singing:

472 ol 8¢ mavnuépiot poAni] Oedv iAdokovro,

KaAOV Geldovteg matfova'* kodpot Axat®dv

UéATovTeg Ekdepyov O 0 @PEéva TEPTET’ GKOVWV.

472 All day the younger men of the Achaeans

Propitiated the god with song, singing a lovely hymn

to the farworker; and he deligh in his heart as he listened.
While tépretv may be translated as “to delight” in the above passage, context indicates that
this verb should most accurately be translated as “to solace” when Achilles sings to himself in
Mliad 9. As early as Iliad 1, Achilles’ anger is connected to his Buudc when he realizes that it is
better to obey the goddesses, Athena and Hera, than to yield to his anger (xpf) pév cowitepdv
ve Oei £mog elpvooactat / kal udAa mep Ouud kexoAwuévov, 216-217).” Similarly, the narrator
locates Achilles anger in his Buudc when Agamemnon infuriates him with words to the extent

that Athena must restrain him from attacking the king:

O¢ @drto’ TinAefevi &’ dxoc yéver', v 8¢ oi ftop
oth0eoot Aaoloiot didvdiya uepuripilev,

" For a discussion of the role of the physician in the Iliad also see Martin, especially Chapters 1 and 3. Martin
focuses on aurnyavia, suggesting that in Homeric and Hesiodic poetry “one wards off dunxavia by fighting,
healing, and sacrificing; the poet, Ogpdnwv of the Muses, works against it through his poetry, and this, in turn
may be cast into the language of war, medicine, or religion” (10). He argues that Homeric language reveals a
connection between healing and battle, by demonstrating that ufixog can mean “remedy” and is at times
synonymous with d&ko¢ (27-31) and that sickness represents a “helplessness, for which the solution is healing” (43).
Martin addresses physical illness and sickness. I will suggest that poetry also, and primarily, heals psychological
pain.

“Willcock and Kirk both interpret naifjova as referring to the type of hymn, rather than to the god (Paean)
propitiated (Willcock, 195; Kirk, 103).

' Achilles is also angry in his Buudg at Iliad 1.429.



190 foye (pécoyocvov o0& épvoodpevog Tapa unpod
ToUg uev dvactroele, 0 8 Atpeidnv évapilot,

ne mMmmmwm.
N0g 0 Tad” Dppatve Kmmél@mmm,
E\keto &’ €k KoAgoio péya Eipog, NABe &

ABNvn
195  oUpavobev

Thus he spoke. And grief came upon the son of Peleus, the heart in his
shaggy chest split in two ways was pondering

190  whether having drawn his sharp sword from his thigh
he should break up the assembly and slay the son of Atreus
or he should leave off from his anger and restrain his heart.
As he pondered these things in his mind and in his heart,
and he drew the great sword from its scabbard, Athena came

195  down from heaven.

As this passage demonstrates, Achilles’ anger (x6Aoc) rests in his @ptjv and his uudg.
Similarly, his grief is connected to his @pévec when Thetis inquires about the cause of his woes:
(tékvov ti kAaieig; ti 8¢ oe @pévag Tketo mévOoc¢).” In Iliad 1 we see that anger and suffering
affect Achilles primarily in the @prjv and the Buudc.

By Iliad 9, the Achaeans send an embassy to attempt to convince Achilles to return to
battle. When Odysseus addresses Achilles to plead for the Achaean cause, he asks him not to
forget the advice Peleus gave him before he left Phthia:

TéKVOV spov Kocptoq UEV Aenvoan te Kal “Hpn

255  dwoovd’ af k' €6éAwoat, oL d¢ peyaAnTopa Ouuodv
foxetv év otriPecor @lAo@poalvn yap dueivwv:
Anyéuevar & €p1dog Kakounyavov, 8@pd oe udAAov
tlwo’ ’Apysiwv ﬁpév véor Nde yépovreg.

WG EMETEAN’ O Yépwv, oV 8¢ ARBear GAN €Tt kal vov

260  mave’, Ea O x0Aov OQupadyéar ol & Ayauéuvwy

&€& dwpa didwot petaAn€avtt x6Aoto.

My son, strength Athena and Hera

255  will give to you if they should wish to, but you restrain
the proud heart in your chest; friendliness is better.
Leave off from evil-contriving strife, in order that the young
And the old men of the Argives may honor you more.

18 Jliad 1.362.



So the old man ordered, but you have forgotten. But even still now
260  stop,lay aside heart-paining anger; and Agamemnon
would offer you worthy gifts if you leave off from your anger.
Here again, the @prjv and the Buudg appear together to express Achilles’ emotional state.
Odysseus reminds Achilles that Peleus told him friendship (@iAogpocivn, literally “a @pnv
that is friendly”), was better than strife (€p1g). In addition to instructing Achilles to maintain a
friendly mind, Peleus describes x6Aog as heart-paining (Buuady£a). Peleus reaffirms that
Achilles’ anger and his grief are connected closely to both his ¢@prjv and his uudg.
When Achilles sings to himself on the shore in Iliad 9, his song similarly affects both his
¢@pnv and his Oupdg. At line 185, when the Achaean embassy approaches his hut:
185  Mupuiddvewv &’ émi te kAiolag kai vijag ikeabnv,
Tov &’ €0pOV QPPEVA TEPTOUEVOV POpuLyYL Aryein,
KaAf dodaAén, émi &’ dpyvpeov Cuyov rjev *
v apet’ €€ Evdpwv, oAV "Hetiwvog dAéocag *
™ 6 ye Oupov Etepmev, derde 8 dpa kAEx GvIpHV -
185  They came to the huts and the ships of the Myrmidons,
and they found him solacing his heart with a light-tuned phorminx,
which was beautifully wrought, and had a silver cross piece.
Which he took up from the spoils after sacking the city of Aetinor.
With this he solaced his heart, and sang the glories of men.
In this passage, Achilles solaces (tepnduevov, £tepnev) his own heart (prjv, Buudg) by singing
epic song (kAéa &vdp@Vv)Y to the accompaniment of the lyre. As in other passages which locate
Achilles’ grief and anger in the @prjv and the Buudc, this passage situates relief from that anger
and grief in the same places. Even if tépmw were to be translated as “to delight” in this passage,

the established anger that precedes and follows Achilles’ performance strongly suggests that

Achilles sings to comfort himself.

' ¢f, Nagy, 1979.18ff,



The same verb, tépnw, with which the poet depicts the effect of Achilles’ song on both
his @prv and his Bvpdg also occurs in one of the scenes Hephaistos has crafted on Achilles’
shield in Iliad 18:

toiol &’ émert’ andvevbe d0w okomol elato Aadv
déypevor, ommdte pfAa idoiato kai EAtkag PoTc.
525 ol ¢ taxa mpoyévovto, dw & dY’ EmovTo vourieg
TepmdUeVOL o0pryél - dAov & ol 1 mpovdnoav.
Behind these [soldiers] two men looking out for the people
Were stationed, until the time when they might see the sheep and the
sleek cattle.
525  But they came quickly, and two shepherds followed along with them,
Delighting in the syrinx; and they did not perceive any trick.
These shepherds delight in the syrinx while they herd their sheep, just as Apollo delights in
the song of the koOpot in Iliad 1 and Achilles delights in his own singing in Iliad 9. In the Iliad
songs delight their audience. The narrator of the Iliad describes the result of the singer’s song
as delight (tépyig), whether or not the singer is a professional bard. As Thalmann points out,
performances appear in epic poetry in various settings, ranging from the most ceremonious to
the most informal.”® Scenes depicting the performance of song in the Iliad vary from formal,
such as performance of the koGpot in Iliad 1, to casual scenes, such as Achilles singing to
himself on the shore in Iliad 9. What all of these scenes have in common, regardless of their

degree of formality, is that they depict singers who are not professional bards.” For this

reason, the intention of the singer to soothe his audience is less visible in the Iliad in which the

¥ Thalmann, 117.

" This excludes the invocations of the Muses by the narrator, which are the only places in the Iliad where the
activity of the professional bard is directly addressed. Achilles performs the kAéa &vdp@v, the term that
designates epic song, and he solaces his Ovpudc and his @prjv. Nonetheless, the Greek does not suggest that his
mind urged/incited him to solace (tépmewv) as speaks will say of bards in the Odyssey (cf. Odyssey 1.347, 8.45; also
see Section 2 below).



narrator is the only professional bard presented to the audience than in the Odyssey in which

Phemius and Demodocus are depicted in addition to the narrator of the epic itself.

1.2 The Soothing Effect of Song in the Odyssey

In the Odyssey storytelling and the performance of epic are recurring themes, and two
professional bards, Phemius and Demodocus, are characterized. Speakers attribute to both
professional bards the intent to delight. In Odyssey 1, Telemachus replies as follows after

Penelope asks Phemius to stop singing songs about the homecoming of the Achaeans: pfjtep

gun, Tl T dpa pOovéeig Epinpov Go1dov / tépmerv 8nmp ol vdog Spvutal; (Mother, why do
you begrudge the trusty singer / light in wh r his mind incites him?)

(0d. 1.346-7). Telemachus implies that the singer will delight by singing, and he uses the verb
tépmely, “to delight”, almost as a synonym for deiderv, “to sing.” Telemachus furthermore
suggests that Phemius’ mind (vo¢) incites him to delight (tépnewv), indicating that Phemius
intends to produce tépng.”

Once again t€py1g is the result of song when the next professional bard, Demodocus,
appears in Odyssey 8. Alcinous, the king of the Phaeacians, indicates that the god gives song to
the bard so that he may delight the minds of men:

KoAéoaode &€ Oiov do1ddv,
Anuddokov: Tw y&p pa Bed¢ TEPL dDKeV Go1dNV
45 : 8 . 2 ’ 2 ¢

Summon the holy bard

*Depending on which definition of tépyic is used, tépmeiv applies to Penelope just as well as to the suitors who
enjoy Phemius’ song. Later in the epic, Penelope indulges herself, or perhaps consoles herself, in weeping: 1| §’
¢nel o0V Tdp@On moAvSakputoto yéoto (Then she delighted in the many-teared lament) (0d. 19.213, 19.251).
Similarly, at Odyssey 19.513 Penelope tells Odysseus, who is disguised as a beggar: fjuata pev yap tépmoy’
ddvpouévn, yodwoa (During the days I delight [or console?] myself grieving and mourning). tépretv may also
describe the emotion of the suitors, who regularly delight in song: oi 8" €ig dpxnotov e kal ipepdescav Godnv /
tpedduevor tépnovro (They having turned to dance and pleasing song / took delight) (0d. 1.421-422).

10



Demodocus; for to him the god has given song beyond others

45 To delight, however his heart urges him to sing.

Just as Telemachus says that the mind (v6o¢) of Phemius incites him to sing (§pvutat) so here
Demodocus’ heart (Buudg) urges (Emotpovnorv) him to sing. Alcinous, again, strongly links
tépmewv and Geiderv and the two verbs are nearly synonymous. Alcinous and Telemachus both
indicate that the professional bards, Phemius and Demodocus, sing for the purpose of
delighting their audiences.”

In the Odyssey well-told stories have strong effects on their listeners. Songs not only
have the ability to soothe or disturb their minds, but they should soothe and not disturb. After
Demodocus sings the story of the Trojan Horse, for example, Odysseus weeps, although he
himself requested the song.” In Odyssey 8 Alcinous addresses the bard and reemphasizes that
the bard should delight his audience:

536  KékAute, daikwv nyntopeg nde pédovreg,
Anuddokog & 1i0n oxebétw dputyya Alystav:

bl 7

' Odysseus also essentially discusses epic song in the same way. After Alcinous asks Demodocus to stop singing,
Odysseus describes the effect of the bard’s song on its audience:

‘AAkivoe kpelov, Tdvtwv dpideikete Aa@v,
1] To1 uév t88e kaAdv dkovépev Eotiv do1dod
T01008’, olog 88’ éoti, Beoic’ évaliykiog addAv.

5 00 yap &y yé i pnut téhog XxapléoTepov eivat
1 6T £ @poolvn pev €xn kdta Sfpov dravra,
dartupdveg &’ ava dwpat’ drovdlwvtal Goidod

Lord Alcinous, distinguished among all the people,

Surely indeed it is good to listen to a bard

Such as this one here is, like to the gods with respect to his voice.
5 For I say there is not a result more pleasant

Than when there is joy throughout all of the community,

And guests throughout the halls listen to the bard.

Odysseus does not specifically designate delight (tépync) as the result of the bard’s song. Nonetheless, he indicates
that the bard’s song is pleasant (xapieig) and that it produces joy (¢6¢@pocivn) for its audience.

2 0dysseus asks Demodocus to sing the story of the Trojan horse at Odyssey 8.492-298. He weeps while listening to
this story at Odyssey 8.521-534.

11



¢€ o0 dopméouév te kai Bpope Beiog &o18dc,

540 €k To0d’ o mw Aot c’)'inpoTo yéoto
0 Eswog poc)xoc 00 U1V ocxoq QpEVAG auPLPEPNKev.
AN &y’ O uev 0)(56517(» v opwq L&QIUAL}JEQ(X_EMSQ

Ew1voddkot kai EgTvog, émel mOAD kKGAALOV 0UTWC.
536  Listen, rulers and counselors of the Phaeacians,

And let Demodocus hold back from the light phorminx:
For he does not sing these things delighting all.

From the time when we took dinner and the godlike bard rose up,
540  From that time the guest has not yet left off from sharp

Lament: Grief runs around his heart especially.

But come let him hold back in order that we migh

Guestfriendship-givers and guestfriend, since it is much better this way.
Alcinous’ speech reveals that the expected and sought-after effect of Demodocus’ song is
delight and enjoyment. While singing delights or soothes the other audience members by
singing about deeds of past heroes, the song of the Trojan horse, as part of the unresolved
narrative of Odysseus’ adventures, makes Odysseus weep.” Odysseus’ reaction is unexpected to

the Phaeacians, and it agitates his host to the degree that he brings the singing to an end

altogether when he perceives that it is upsetting his guest. Alcinous’ command to stop the

» Like Penelope in Odyssey 1 and Telemachus at Menelaus’ court in Odyssey 4, Odysseus weeps when he hears
stories about himself. This may be because his fate is as yet undetermined. Although epic song is requisite for
one’s heroic deeds to turn into kAéog, Odysseus’ fate, as well as that of his wife and son whose fates depend on his,
will remain indeterminate until he has accomplished his véotoc. Walsh argues that Odysseus “construes what he
hears in relation to some present trouble, that his present unquiet condition, more than the topic of song,
determines his response as an audience” (17). Referring to reports in general, Nagy similarly argues that “the
factor of personal involvement or noninvolvement decides whether an epic situation calls for pénthos or kléos”
(1979.98). The Phaeacians, who have no emotional connection to the tales sung by Demodocus, simply delight
when Odysseus weeps. Odysseus reacts in the manner of a typical audience member later in Odyssey 8 when
Demodocus sings the lay recounting the affair between Ares and Aphrodite:

367 Tadt Gp’ Go1dog de1de nsle?\utog avTap OSUGGSUQ

Tépmet’ évi @peaiv now dxovwv Nd¢ kai dAAot
®aikeg doAxnpetpot, vavei kAvtol &vipeg.

367 The very famous bard sang these things; and Odysseus

delighted in his heart hearing them as did the other

long-oared Phaeacians, men famous for sailing.
Goldhill points out that Odysseus, Telemachus, and Penelope all grieve when they hear songs about wandering

and that the “tearful reactions to stories relevant to the wandering Odysseus link together the family in a shared
emotional response” (61).
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song when he sees Odysseus weeping implies that song at a feast ideally soothes or delights. By

stopping the activity that causes grief for his guest, all may delight (tepnopefa ndvrec) and

the proper atmosphere may be restored.

Telemachus and Alcinous reveal that the bard’s song should result in delight (tép1g)

for his audiences. The narrator of the Odyssey likewise suggests that song regularly elicits

delight. In Odyssey 8 the narrator again contrasts the response of Odysseus to Demodocus’ song

with the reactions of the Phaeacians:

85

90

85

90

Tadt &p” Go1d0G &e1de meptkALTAG avTAp 'OdVoELg
TOPPUPEOV UEya OApPoG EAWV Xepai oTiPapiiot

KAK KEQAATG elpvooe, KaAve 8¢ kaAd Tpdowna:
aideto yap @ainkag v’ d@pLot ddkpua Asifwv.

1] To1 8te Aféeiev deldwv Bgioc 40184,

ddkpv’ duop&duevoc kepaAfig dmo @apog EAsoke
Kal démag augikimeAlov EAwv omeloaoke Beoiotv:
avTap 6T’ &Y Gpxoito Kal Otpuvelav Geidetv
daijkwv ol dpiotot, €nel Tépmovt’ Eméeaoly,

&Y ’08voeDg KATA KPATA KAALPAUEVOG YOAXOKEV.

And the famous bard sang these things; but Odysseus

Pulling his great purple cloak with his sturdy hands

And he dragged it from his head and covered his beautiful face;

For he reverenced the Phaeacians as he shed tears under his eyebrows.

And yet when the godlike bard left off,

After he wiped his tears, he kept pulling the cloak away from his head

And taking up the double handled cup, he kept pouring a libation to the
gods;

But whenever he began again and the best of the Phaeacians

Urged him to sing, since they were delighted by words,

Again Odysseus, having covered over his head, kept lamenting.

While Odysseus weeps as Demodocus sings the story of the quarrel between Odysseus and

Achilles, the best of the Phaeacians take delight (tépnovt’) in the words of the bard. Odysseus,

who weeps as he listens to an epic song about his own heroic deeds,* is the exception and the

2 See note 23.
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Phaeacians display the normal response to the bard’s song.”

As in the Iliad, the intent to delight by telling stories is not limited to professional bards
in the Odyssey. The stories of non-professional singers may also consciously stir the emotions
of listeners. When Telemachus visits Menelaus to inquire after his father in Odyssey 4,
Menelaus and Helen share stories about Odysseus. These stories are distinct from the songs of
Phemius and Demodocus, but they are nonetheless like song in their effect on the listener.
After Menelaus’ speech brings Telemachus to tears,” Helen puts a drug (¢&puakov) into the
wine:

220  abtiK’ dp’ ¢ oivov PdAe pdpuakov, EvBev Emvov,
s ¢ N . 2
0¢ 10 KataPpdéeiev, enel kpntipt pwryein,
00 Kev EQNUEPLOS Ye PaAot Katd SAKpUL TapeLV,
o0y’ €1 ol kKatateOvain urtnp te Tathp Te,
225  o0d &l ol mpomdpoiBev adeApeov i pilov viov
XOAK®D dnidwev, 0 § dpBaAuoiotv 6p@To.

220  Straightaway she threw a drug into the wine they were drinking,
nishing grief an in nger, bringin
forgetfulness of all evils,
Whoever drank it, when it is mixed in the jar,
Would not pour tears down his cheeks for the entire day
Not even if his mother or father had died,
225  Not even if his brother or his son, right in front of him,
Has been slain with bronze, and he looked upon it with his own eyes.

Helen recognizes that her story will exacerbate the grief of those already in pain, and she
therefore chooses a drug which makes men forget their troubles. In Helen’s case, her words

alone will not banish grief, and she requires the assistance of the drug. Bergren notes that

# Although the Phaeacians differ from other audiences because they live in a near godlike state of prosperity, the
narrator similarly suggests that the suitors delight when they dance and listen to epic song (40187v): oi &’ €ic
dpxnotuv te kal ipepbesoav dowdnv / tpeddpevol tépmovto (Odyssey 1.422-423). The Phaeacians and the suitors
together indicate the expected audience response while Odysseus reacts unusually.

%0d. 4.183-188.
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Helen’s song takes on the property of the drug she adds to the wine: “just as Helen adds a ‘good
drug’ with the power of kleos, so she will now add a speech with the properties of her
pharmakon.”” Regardless of whether Helen’s story subsumes the properties of her @dapuaxov,
or the drug simply dulls the harmful effect of her unaltered, painful words, what is essential to
my argument is that Helen must add her @dpuakov to the wine before she is able to delight
her audience.” After preemptively guarding against sorrow by adding the drug, Helen orders
the group to delight in words when she tells her tale in Odyssey 4:
1] To1 vV daivuoBe kabrjuevor év ueydpotot
Kol poboig TépmecOe éotkdta yap kKataAé€w.
240  mAvTa UEV OUK av £yw pubnoouat ovd’ dvounvw,
6001 ’0dvoctiog tadacigpovig eioty &eBAot.
Now take your dinner as you sit in the hall
And delight in words; I will tell you fitting things.
240  Twould not be able to tell all things nor would I be able to name
As many deeds as there are belonging to stout-hearted Odysseus.
When she tells the story of the Trojan Horse to Telemachus, Helen temporarily steps into the
role of a bard of sorts who turns her own actions into stories in the same way that Odysseus

sings about his own adventures in Odyssey 9-12. Though she is not a bard, Helen behaves like a

bard because she hopes to delight her audience as they listen to her tale.

7 Bergren, 207. She also points out that Plutarch and Macrobius identified Helen’s ut6og with her @dpuakov
(207n13).

By contrast, the Hesiodic Muses delight through song alone, and their song itself makes men forget and replaces
abad memory with a better one. See below pp. 17-23.

# Also see Odyssey 23.300-309 where Odysseus and Penelope delight in lovemaking and in stories (uo6o1):

300 o & énel odv @iddTnTog étapmiTny épateiviic,
tepnécOnv pbloiat, npdg GAAAAOLG EvEmovTeg,
1 pev 60’ €v peydpototv GvEoxeto dia yovaik®v
avdp®V uvnothpwv €cop®da’ GidnAov Suthov,
ol £€0ev elveka TOAAd, Boag kal Tpa piiAa,

305 gopalov, moAAOG 8¢ miBwv RevsseTo oivoc:
avtap droyevng '08voelg, Soa kNde’ EBnkev
GvBpwmols’ Soa T’ avtodg 6ilhoag Eudynoe,
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The Odyssey specifically presents tépyig as the aim of the singer, and, as in the case of
Helen, of the storyteller. Although song rarely is connected to a specifically medical context in
the Odyssey, there are two notable passages which closely link song and healing. In Odyssey 19
the narrator describes the origin of Odysseus’ scar which he received in his youth. While
slaying a wild boar, the boar gored his leg, wounding him. He successfully killed the boar, and
afterwards his kinsmen attended to his wound:
455 OV pev dp’ ADTOAUKOL Taideg piAotL du@imévovTo,
wTelAny 8’ '0duofiog duduovog dvtiBéoto
dficav EmoTauEvws, Eaoldf & aipa kehaivov
goxebov, aipa &’ Tkovto @ilov Tpog ddpata tatpdc.
455  The dear sons of Autolycus attended him,

And they knowingly bound the wound of
Godlike Odysseus, and they held back the black blood

With an incantation, and soon they came back to their father’s
house.

The magical incantation (¢nao1d}) which the men sing over Odysseus’ wound is the treatment

the men expertly (émotapévwg) use to stop the blood. The performance of the énao1dn as part

navt ey 118" Epa Tépmet’ dxovoua’, ovdE ol Unvog

mintev émi PAe@dpoiot Tdpog kataAé€at dravta.

Then when they had taken delight in lovely love-making
They took delight in stories, each one telling a story to the other

She, shining among women, told of as many things as she had suffered in the halls
Looking upon the destructive throng of suitors

Who, on her account, slaughtered many oxen and fat sheep

And drew much wine from the jars.

But god-born Odysseus, as many pains as he had sent

To men and as many as he himself had toiled through, suffering,

He told all of them; And she ligh he listen him, and sleep
Did not fall on her eyelids until he had narrated everything.

Listeners delight in words, or are asked to delight in words, only three times in the Odyssey: when Helen asks her
audience to delight at 4.239; when Telemachus describes his reaction to Helen’s song at 4.597-598 (aiv&c ydp

pooio1v #neool te solowv dkovwv / Tépmopuai); and when Odysseus and Penelope delight in words at 23.301.

For the correspondence between lovemaking and storytelling see Felson, 140-141.
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of a medical treatment demonstrates a fundamental connection between song and physical
healing, although this type of song does not refer specifically to epic poetry.*
The other significant occurrence of song in a medical context appears in Odyssey 17.
After the suitor Antinous criticizes the swineherd, Eumaeus, for bringing the beggar to the
palace of Odysseus, Eumaeus replies to him:
381  'Avtivo’, o0 pev KaAa Kai E60A0G Ewv dyopevelg:
Tig yap O1 Egivov kaAel GAN0Oev adTOg EneABv
&AAov Y, €l ur T®OV ot dnuiogpyol £aot,
UAVTLV 1] INTHpa KAKGOV 1] TEKTOVA S0UpwV
385 1] kal Béomv Go1ddv, 8 kev TépmfjoLy Geldwv;
381  Antinous, although you are noble you do not speak beautifully;
For who coming in from another place calls another stranger

Unless they are from the ones who work for the people,
A seer or a healer of ills or a builder of wood

385  Oraholy bard, who delights by singing?
Eumaeus connects the activity of the seer, the carpenter, the doctor, and the bard, suggesting
that these four activities are useful to the community and performed for the public good.
Perhaps as importantly, the epic persistently makes connections between the construction of a

poem and the construction of buildings, linking these two activities.” In this passage, the

** The noun, énao1d1}, appears infrequently in Greek literature: once in Homer, three times in Pindar (Pythian 3.51,
Pythian 4.217, and Nemean 8.49), once in Aeschylus (Prometheus 173), once in Herodotus (1.132.15), once in
Aristophanes (fragment 29.2), and three times in the Hippocratic corpus (De morbo sacro 1.8, 1.30, 1.93). Van
Leeuwen connects this passage to Pindar’s Pythian 3.51; Sophocles’ Ajax 582; Virgil’s Aeneid 7.757; and Pliny’s
Natural History 28.2. Guido Majno points out that nothing is done to stop the bleeding of the 147 wounds in the
Iliad. When the doctor, Machaon, son of Asklepios, is wounded in Iliad 11, “the first attentions that he received in
the klisia were a seat, lots of storytelling, and a cup of Pramnian wine sprinkled with grated goat cheese and
barley meal, served by a beautiful woman” (underlining added for emphasis) (Majno 142). While nothing is done
medically to help Machaon, this is another case where poetry may be used to aid a physical ailment. Majno notes
the uniqueness within the Homeric corpus of the énao1dn sung over Odsysseus after he has been wounded by the
boar: “the one and only type of hemostasis mentioned in Homer is an epaoide, which means that somebody sang a
song or recited a charm over the wound” (142).

*!' Nagy presents connections between the poet and the carpenter in the Indo-European poetic tradition that
persist from the Rig-Veda up to Homer (1979.298-300). He specifically points to Pindar’s Pythian 3.112-114, where
Pindar again links the poet and carpenter by referring to “famed words / such as skilled carpenters fitted
together” (trans. Nagy). The doctor appears both in the Odyssey passage above and in the mythological figure of
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doctor is grouped with the seer, the bard, and the carpenter, marking his healing activity as
analogous to epic poetry. The other three trades each describe an element of the bard’s
activity. The seer suggests the bard’s link to divine knowledge.”” The carpenter, as Nagy
demonstrates, parallels the compositional technique of the bard.” The connection between the
poet and the doctor, similarly, clarifies the range of the bard’s power by underlining the
healing sphere in which he operates. The likening of the activity of the bard to that of the
doctor in this passage reinforces the soothing effect of the bard’s song on his audience
members (as long as they are not emotionally connected to the subject matter of his song),
which is presented throughout the Odyssey.

The Iliad and the Odyssey show beginnings of the notion that song is a palliative for the
mind by suggesting that song produces tépy1g. As this section has demonstrated, the verb
Tépmw often means “to solace” in passages which describe singing. In the Iliad, tépyn¢ appears
as the result of song and in the Odyssey Telemachus and Alcinous reveal tépy1g as the goal of
the singer’s song. Although tépng may be defined as “soothing,” the Homeric bard does not
directly imply that the song actually removes pain. Song alters the emotional state of the

audience, but it does not definitively have a healing function that is clearly spelled out.

Asclepius in Pythian 3, suggesting a persistent linking of these three artisans (the doctor, the carpenter, and the

bard).

%2 0n the connection between the Homeric bard and divine knowledge, see Detienne, 39-52. He demonstrates that
“the poet’s speech . .. is inseparable from two complementary concepts: the Muse and memory” (39). According
to Detienne, the bard took up “a religious power that gave poetic pronouncements their status of magicoreligious

speech” due to this divine connection (43).

¥ Nagy, 1979.298-300.
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Memory, Forgetfuln nd the Healing Effect of Song in Hesiod’s T
In Hesiod’s Theogony, the narrator directly addresses the power of the Muses’ song and
its effect on the minds of its audience members, clarifying and defining the scope of their
powers in the same way that he does for the other gods whose origins he describes. Whereas
storytelling is a major theme in the Odyssey, the Theogony treats the birth and the sphere of
influence of each god, making it natural to clarify the nature of the Muses’ song, which is the
manifestation of their powers. The narrator first suggests that the Muses themselves delight
the mind of Zeus as they sing:
36 Tvvn, Movcdwv ocpxwpseoc tal Ad noctpl
vpvsvcoa L&pumm_pmy_wom svrog O?\vpnov
elpedoal Td T’ €6vta td T €oodpeva Tpd T’ €6vta,
PWVH ounpedon
36 Come then, let me begin with the Muses, who by singing

To Zeus, their father, delight his great mind in Olympus,

Telling the things that are, the things that will be, and the things that
were before,

Agreeing in voice
The Muses, in this instance, function like professional bards in the Odyssey, who delight their
audiences. The effect of Muses’ song in Hesiod’s Theogony differs from that of the Homeric
bard. The Muses of the Theogony delight Zeus as the bards of the Odyssey do their audiences, but
instead of delighting mortal audiences the Muses’ song, delivered by the bard, removes pain by
inducing forgetfulness. The result of the Hesiodic bard’s Muse-granted song is unambiguous: it
explicitly mitigates pain.

Even in their origin the Muses are associated with the forgetting of ills. When the

narrator recounts the birth of the Muses, he describes their mother, Mnemosyne:

Tag v Mepin Kpovidn téke matpl pryeion

Mvnuooivn, youvvoiotv 'EAevBfipog uedéovoa,
55 ANopocUVNV T KAKOV AUTAUUE TE UEPUNPAWV.
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Mingling with their father, son of Kronus, on Pieria Mnemosyne
bore them, the guardian of Eleutheria, on her knees,
55 a forgetfulness of evils and a rest from cares.
Mnemosyne (Memory) bears her daughters (who have an dkndéa Ouudv, a heart free from
cares, [60]) as “a forgetfulness of evils and a rest from cares.” This passage reveals that in the
Theogony the pain-relieving power of song clearly originates with the Muses themselves.
Pucci notes that the juxtaposition of pvnuootvn and Anopocovnyv “is conscious and
powerful” on the part of the poet.* This juxtaposition also demonstrates the pattern in archaic
Greek thought that “each thing must have its polar opposite in order to be complete, and
sometimes even in order to be understood, because its place and function are thereby
defined.” In the Theogony pvnuoctvn and Anopoocivn exist and are defined in relation to one
another and the Muses are thus able to soothe painful “memory” with “forgetfulness.”
Thalmann points out that this opposition between memory and forgetfulness also appears in

the Odyssey when Odysseus arrives at the court of the Phaeacians.® He laments that a hungry

man’s belly (yaotrip) makes him forget his other woes in Odyssey 7:

e \ \ / 1 v 7 « \ /e b 7\

WG Kal €yw mévBog uév Exw @peoiv, 1y 8¢ pudl’ alel
220 €0Béuevar kEAETAL KAl TIVEUEY, €K OE UE TIAVTWY
Anbavetl 80’ Emabov, kai EViTAnedval AvwyeL.

Even asI have suffering in my heart, it [my belly, yaotnp] still

always
220  Orders me to eat and drink, and removes me from (lit. makes me forget)
all things
As many as I have suffered, and orders me to fill it.

**Pucci, 22.
** Thalmann, 2.

** Thalmann, 88.
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Whereas in the Odyssey one thought is replaced by the more present, painful reminder of an
empty belly, Hesiod assigns to the song of the Muses the power to replace a painful memory
with a pleasant one by inducing forgetfulness (Anopooovn).

The narrator clarifies the process by which he soothes the mind of his audiences: as he
performs his divinely inspired song, the bard, the agent of the Muses, eases the cares and the

minds of men who listen to him:

el yap tig kol mévBog Exwv veokndél Quud
alntat kpadinv dxaxnuevog, aTap dotdog

100  Movodwv Oepdnwv KAEIX TPOTEPWV GVOpWTWV
Ouvroel udkapdg te Beovg ot "OAvumov €xovoty,

5 7

Y10 v 7 7

HEUVNTAL TaxéwG O¢ Ttapétparne d@pa Oedwv.
For if anyone having suffering in his newly pained heart

Dries up his heart in grieving, when the bard,
100  The servant of the Muses, hymns the glories of earlier men
And the blessed gods who live on Olympus,
Quickly he forgets his anxieties and does not remember

Anything at all of his cares; swiftly the gifts of the goddesses
distract his mind.
When the Muses sing to Zeus, they delight his mind, but when a bard performs their song for
human audiences, this song takes away cares from the minds of men.”” Epic song in Hesiod
results in delight only when the Muses sing to Zeus, who never has cares that must be

forgotten. Unlike the bard in the Homeric poems who delights his audiences, the bard in the

Theogony soothes his audiences by helping them to forget their anxieties and cares.*

%7 As Pucci argues, “the text might even suggest that the poet, singing to an audience tormented by griefs, is as
free from cares as are the Muses” (29, 29n48). He further points out that the poet is the Muses’ vehicle for the
divine and that “the divine gift is granted by the gods to the poet to be administered by him as their agent” (29).

* For this view see also Thalmann, who suggests that “song provides mortals with a means of offsetting the woe
that is an inevitable part of their condition” (130).

21



The song that the Muses sing to delight Zeus also differs in its subject matter from the
song that their agent sings to remove cares from his human audiences.” When the Muses sing
to Zeus, they delight his mind by singing of the past, present, and future (eipedoot td v €dvta
Ta T’ ¢oodpeva pd T’ €6vta) (Theogony 38). In contrast, when Hesiod invokes the Muses, he
suggests that he will sing only the past and the future (événvevodv 8¢ ot avdnv / Oéomy, iva
kAglowut Td T €oo6ueva pd T €6vta) (32). For men, then, memories of events in the past and
the anticipation future events which are more remote soothe the ills of the present. For
mortals in the Theogony, memory and forgetfulness work together and they “govern different
objects, the first what is far away, the second, something personal and painful. One effect
requires the other, and song fails if the wrong sort of memory is awakened.”* The Muses
specifically instruct Hesiod to sing about distant events, which do not pain his audience. This
places Hesiod in a separate category from singers like Phemius in the Odyssey who, according
to Telemachus, may delight his audience in whatever way his mind urges him.” In their own
song on Mt. Olympus, however, the Muses may sing about present events because Zeus is

immune to the pain mortals would experience.

** Walsh argues that “the god’s pleasure suggests that his response to song is governed by rules wholly different
from those governing the response of human audiences in both Homer and Hesiod.” Walsh sees Zeus in the
Theogony as like Odysseus in the Odyssey in that both characters have unique access to truth about the events
being narrated, and thus cannot be deceived as can the other members of the audience. Whereas Odysseus weeps
when he hears songs that personally affect him, Zeus delights (Walsh, 25-26).

Thalmann views the subject matter of the Muses’ song and of Hesiod’s as the same (though he
acknowledges that Hesiod is copying the original divine song), not taking into consideration that Hesiod does not
sing about the present: “Thus, as the content of these corresponding groups of lines indicates, the song that the
Muses enable Hesiod to sing is the same as the one with which they delight Zeus (11. 32, 38); and this means that
Hesiod’s performance, which will turn out to be the Theogony itself, is a human copy of the often-repeated divine
archetype” (Thalmann 136). Thalmann fails to consider the import of Hesiod leaving out the present in his own
song, suggesting that events in the present are outside of the range of possible topics for the song of the bard.
West similarly calls line 32 “a shorter equivalent of the full phrase seen in 38” (West s.v. 32). He does, however,
point out the essential fact that Hesiod focuses mainly on the past and occasionally on the future, and thereby
implies that Hesiod does not sing about the present.

““Walsh, 23-24.
' Odyssey 1.347.
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If the definition of tép1¢ includes the notion of soothing or comforting in the Iliad and
the Odyssey, then Homer and Hesiod share the notion that the bard comforts his audiences.
More distinct in Hesiod is the idea that the bard specifically causes his listeners to forget and
replaces cares with more pleasant memories, whereas Homer’s bard merely soothes or delights
his audiences without any description of the means by which he does so. While Homer leaves
the method by which his bard delights listeners as ambiguous, Hesiod articulates the bard’s
replacement of painful memories with pleasant ones. The poetry of Homer and Hesiod, taken
together, suggests both that the archaic poet considers his poetry capable of soothing pain and
that he intends to take away pain from his audience.

Hesiod’s Theogony presents the bard who receives his song from the Muses as easing the
cares and anxieties of his audiences. Hesiod’s bard sings songs about past and future
happenings, and not the things of the present as the Muses do, and his songs make every man,
without qualification or specification, forget his cares. Hesiod’s description of the Muses’ song
praises both the Muses and his own special relationship to them and, thus, emphasizes the
beneficial power of this song for men.

Hesiod’s description of the song of the Muses reflects to the theogonic genre* of the
poem he is writing, one primarily concerned with describing the origin of the gods and their
respective spheres of influence. The effect of song in the Theogony, like that in the Iliad and the
Odyssey, soothes the mind of its listeners. While the Iliad addresses the power of song
tangentially due to its focus on battle, as poems more concerned with theme of song and its
performance the Odyssey and the Theogony highlight different powers of song. The Odyssey, as it

follows the tumultuous homecoming of Odysseus, presents songs that both soothe and disturb

2 West, 1.
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the minds of their audiences. Concerned more with describing and praising the song of the
Muses, the Theogony highlights the analgesic attributes of song, which is the gift, 8601g,” o f the
Muses. In either case, song certainly alters the mental state of its listener, and is able to soothe.
It is this ability to effect relief from mental woes which Pindar and Theocritus adopt and

develop by comparing the poet to mythological figures.

* Theogony 93.
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CHAPTER 2

THE ANALGESIC EFFECT OF PINDAR’S VICTORY ODES

The last chapter demonstrated that the bard’s song in early Greek poetry soothes the minds of
his listeners. This chapter will examine Pindar’s description of song as an analgesic for the
mortal mind (@pnv). Pindar strengthens and articulates the connection between song and cure
already present in earlier poetry by using medical language and medical metaphors to describe
epinician song. Pindar’s identification of the doctor with both the poet and the poet’s song
underscores the integrating function of the epinician genre which reunites the victor with the
community.*

The first part of this chapter examines the hymn to the lyre at the beginning of Pythian
1 in which Pindar reveals the powerful impact of song, in particular epinician poetry, on its
immortal listeners. A close reading of this hymn will reveal how Pindar has specifically
reframed the effect of song on Zeus to meet the demands of his genre. Instead of simply
delighting the mind of Zeus, as the bard’s song delights the minds of the gods in the poetry of
Homer and Hesiod, song in Pindar’s odes places him in a peaceful and disarmed state. After the
influence of song on immortals has been examined, the second section of this chapter explores

medical metaphors which designate song as a supplier of good cheer, or a healthy mental

“ Crotty, 120-1. Crotty demonstrates that “Both epinician song and ritual, therefore, are rooted in the community
and devoted to maintaining it; both are prompted by situations when the ties binding members of a koinénia are
obscured or threatened” (120). See also Kurke, 6-7.
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state® (eb@poovva), for the mortal addressee. The connection between song and good cheer is
evident in several odes, but it becomes particularly apparent in the analysis of Pythian 3, an
ode anomalous because Pindar composes it to console Hieron, whose health is failing, rather
than to celebrate a victorious occasion. In this ode, Pindar likens the process of physical
healing to that of mental healing by connecting the art of Asclepius with his own. By doing so
he presents the poet as a doctor who brings mental health to his patient and underscores the
integrating objective of the epinician poet.

As demonstrated in Chapter One, Homer depicts epic song as able to soothe and to stir
up the emotions of the listener. Epic song, as presented in the Odyssey, has a different effect on
some listeners than on others. Thus, when Phemius sings the homecoming of the Achaeans
(Axai®v vootov) in Odyssey 1, the suitors, who have no personal stake in the outcome of the
song, delight while Penelope weeps.* Likewise, Odysseus and Telemachus weep when they
hear stories about Odysseus because his outcome, his successful vootog, has not yet been
determined.” As Nagy puts it, “the factor of personal involvement or noninvolvement decides
whether an epic situation calls for pénthos or kléos.”* Song disturbs the minds of characters
whose outcomes have not been determined and thus may not yet be immortalized in song,
while it delights the minds of other listeners. In Hesiod’s Theogony, the bard’s song delights the

mind of Zeus and it allows a sorrowful man to forget his cares. As song has a powerful impact

“ For this definition of ebgpociva see below, pp. 33-34. Also see Chapter One, Section 1 for the @priv as the
emotional seat of the individual in Homer.

“ 0dyssey 1.325-371. See also Chapter 1 above.
7 0dyssey 4.113-119 and 8.83-103.

8 Nagy, 1979.98.
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on the mortal mind in the Odyssey, song in the Theogony is able to turn the mind away from
sorrow as it celebrates the holy race of immortals.®

It is not surprising that Pindar, who writes in the same tradition as Homer and Hesiod,
presents the epinician ode as a song that has a profound effect on the mental state of the
listener. As an epinician poet, Pindar describes this effect differently from the epic poets who
are his precursors. In his investigation of kAéog, which comes from kAVw, “to hear,” Nagy has
demonstrated that epic “confers glory” on the hero.* The epic hero ultimately obtains kAéog
when he is celebrated in song by the epic poet.” Similarly, in the early 5% century world in
which Pindar composes, to attain the height of success the athletic victor needs to be
celebrated in song and “to have the victory completed by others’ acknowledgment of it.”* But
this is not the only, or even necessarily the primary, purpose of the epinician ode. As Crotty
points out, victory odes were often commissioned by aristocrats and tyrants who saw the arts
as a channel through which to increase their political influence and they thus focus not only
on the victor, but on the commissioner of the poem and on the community as a whole.” The

victory ode, while celebrating the victor, simultaneously reintegrates him back into “his

* The poet invokes the children of Zeus asking them to celebrate the holy race of immortal gods:
Xaipete, Tékva A10g, §dte & ipepdecoav dordv.
KAelete 8’ dBavdtwy 1epov yévog aiev €GvTwy
(Theogony 104-105)
*Nagy, 1979.16-17.
*! Nagy, 1979.17.

> Crotty, 121.

> Crotty, 120-1.
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house, his class, and his city, and it is the task of Pindar’s poem in performance to accomplish
this reintegration.”*

If the primary function of epic poetry is to generate kA¢éog for the hero, and the object
of the epinician is both to celebrate the individual and to integrate him back into the
community, then it is not surprising that the effects of the two genres on their listeners
differ.” In the Odyssey, the response of the listener is delight when a bard sings to an audience
that is personally remote from the subject matter of the song and the response is weeping
when the bard sings the same song to a listener who has an ongoing personal interest in the
events narrated in song.* In the case of Pindar’s odes, the response of the listener is not
dependant upon distance from the subject matter of an ode, for the victor has by definition
already secured his athletic victory. It is not painful for him, or for those who benefit from his
win, to hear about this triumph.” And yet, the epinician lyre does not evoke the same response
from all listeners described in the odes. The invocation of the lyre at the beginning of Pythian 1
will demonstrate that the peaceful epinican lyre which effects the reintegration of the victor

into his community actually disarms and weakens powerful immortals as they listen to its

> Kurke, 6. See also Nagy, 1990.142 where he emphasizes that the victory is incomplete without the reintegration
of the victor. He asserts that “a formal realization of reintegration at home is the epinician or victory ode itself,
performed at the victory’s home city by a chorus of men or boys who are themselves natives of the city” (142).

*1do not mean to overlook the importance of the véotog for the epic hero. Achilles must make a difficult choice
between kAéo¢ and vdotog, and Odysseus cannot enjoy true kAéog until his véotog has been completed. For the
argument at hand, the essential difference between epic and epinician with respect to the véotog lies in the
purpose of the song. Epic celebrates the hero and generates kA€og, but it does not facilitate the véotog. Epinician,
on the other hand, reaffirms the glory of the victor while also acting as an essential element in welcoming the
victor back into the community. Crotty suggests that “Penelope’s role in the Odyssey seems analogous to that of
the epinician poet, since each one plays a crucial role in securing a happy nostos for the returning victor/hero by
receiving and welcoming him” (110).

*¢ See Chapter One and pp. 24-25 above. Also see Walsh, 17 and Nagy, 1979.98.
*"1In fact, the victor or his family often offer the commission to the epinician poet to celebrate a particular victory,

whereas in the Odyssey the bard sings in whatever way the god incites him and subsequently is rewarded
according to his skill.
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strains. By contrast, the epinician lyre offers to mortals a state of mental health (e0dopovia or

€0QPooLVQX), as opposed to the restraining and disarming effect it has on immortals, a poetic

effect which will be examined in Section 2 of this chapter.

2.1 The Epinician Lyre and the Immortal Phren

Keeping in mind the twofold goal of epinician song, to celebrate a victory and to

reintegrate the victor into his community, we will now be able to examine Pindar’s description

of the effect of his odes. The opening of Pythian 1, an invocation of the lyre, reveals the broad-

ranging effect of the lyre on its listeners:

10

xpuoga @oputyE, AndANwvog kai iotAokdpuwy
oUVOIKOV Mo16&V KTEavov: TAG GKOVEL

uev Pdoig, dyAaiag dpxd,
neiBovrtat & dordol odpaoty,
ynoixdpwv OTOTAV TPOOIHiwY

aupolac tevxng EAeAllopéva.
Kal TOV aiXPaTaV KEPALVOV oPEVVUELG
&evaov Tupdg. eUdet § dva oKd-

Tt A10G aietdg, WKEL-

av Ttépuy’ du@otépwdev xaAdEaig,
&px0G olwv®V, keAavdmy § €nt ol vepéAav
ayKOAw kpati, yAepdpwv adv kAai-

Bpov, Katéxevag: 6 8¢ KVOOoWV
UYpOV VOTOV aiwpel, TEXIg
PLTAIoL KATaoXOUEVOG. Kal yap Pra-

Tag "Apng, Tpaxeiav Gvevbe AMmwv
EyXEwV Gxudv, iaiver kapdiav
KOpatt, KNAa 3¢ kai datudvwv OEA-

YEL QpEvag, duei te Aatoi-

da copia BaBukoATWY TE MOo1odv.
Sooa 8¢ un me@iAnke Zeog, atolovtat fodv
Mepidwv diovta, yav te Kal mov-

TOV KAT GUALUAKETOV,

Golden lyre, rightful possession of Apollo

and the purple-locked Muses, to whom the step
listens, the beginning of the celebration,

and whose signs the singers obey,
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whenever you, vibrating, strike up
beginnings of chorus-leading preludes.
5 You quench even the warring thunderbolt
of eternal fire. And the eagle on the scepter
of Zeus sleeps, having relaxed his swift
wings on both sides,

the ruler of birds, a black-faced cloud you have poured

over his curved head, a sweet seal
for his eyelids; and as he slumbers he makes his

supple back rise and fall, held back
10 by your onslaught [of notes]. For even powerful
Ares, after leaving the sharp point of his spear
far away, delights his heart
in sleep, and your arrows charm the minds
of divinities through the wisdom
of Leto’s son and the deep-girdled Muses.
As many creatures as Zeus does not love, are terrified
When they hear the voice, on the land and
In the unyielding sea.”
From the first line of Pythian 1, Pindar departs from earlier Homeric descriptions of the lyre
when he addresses it directly, endowing it with its own divine properties. He immediately
connects the instrument to the divinities to whom it belongs in earlier poetry—Apollo and the
Muses—and frames his description of its power by mentioning them (lines 1-2, line 12). Pindar
maintains this tension between innovating and following a poetic tradition throughout the
hymn. As in the Hymn to Hermes, where Hermes invents the lyre and gives it to Apollo as a gift,
the lyre in Pindar’s ode is the “rightful possession” of Apollo and the Muses.” The lyre,

similarly, is connected to Apollo, who plays it for the assembled gods while the Muses sing to

his accompaniment at Iliad 1.603-4. Pindar assigns the lyre to Apollo and the Muses, as he

*® All translations of Greek are mine unless otherwise indicated.
> Hermes invents the lyre at 25-38; he plays the lyre to calm Apollo’s anger at 417-433; and he gives the lyre to

Apollo as a gift at 465-495. The tradition of connecting Apollo and the Muses to the lyre appears in Homer and the
Homeric Hymns and in the earliest remaining lyric fragments of Alcman. See Campbell, 153ff.
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consistently does throughout his victory odes, but he continues to address it in the second
person, attributing its power to the instrument itself rather than to the deities who possess it.

Lines 2-4 of the hymn describe the effects of the lyre on the performers of the ode:* the
step (the beginning of the celebration) hears (or possibly “obeys”) the lyre; the singers obey
its signs (i.e. directions); and the lyre strikes up the beginning of the chorus-leading preludes.
These three lines indicate that the beginning (&pxd) of action, the quickening of the pace,* and
the attention of the mortal listeners® are all driven by the command of the lyre.

In contrast to the increase in activity on the part of mortals, the next lines describe its
opposite effect on immortal listeners. In the Hymn to Hermes, Apollo, impressed by Hermes’
new invention, envisions its usefulness at feasts because it is possible to enjoy these three
things at the same time: good mental health,* love, and sweet sleep (&tpekéwg yap dua tpia
navta épeotiv / eb@pooivny kai Epwta kal Hdvuov dnvov éAécbat) (Hymn. Hom. Merc.
448-9). Pindar, in his description of the lyre’s effect on the immortals, describes only the last of
these three benefits listed by Apollo, sleep. Furthermore, he emphasizes the ability of the lyre
to enervate its divine listeners: the lyre devitalizes the thunderbolt by quenching it (line 5) and
relaxes the eagle of Zeus by pouring a sweet seal over its eyelids (line 8). The quenching of the

thunderbolt of Zeus disarms the king of Olympus, and the verb Pindar uses, sfévvupi, strongly

% While some scholars interpret this passage as a reference to the divine dance and song of Apollo and the Muses
(cf. Walsh, 51), these references to song and dance more likely refer to the song and dance performed along with
an epinician ode, perhaps even Pythian 1. Both Burton (94) and Skulsky (9n5) view this line as a contrast between
the mortal and immortal response to the lyre’s song. Nagy also cites the beginning of Pythian 1 as an explicit
reference to singing and dancing, the activity of the chorus performing the victory ode (1990.142n34).

¢! Skulsky, 9.

%2 Skulsky, 9ns5.

% Cf. note 60 above for lines 2-4 as a depiction of the performance of Pythian 1.

% See pp. 34-35 for this definition of ebgppocivn.
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emphasizes the removal of strength. In the Iliad, the metaphor often appears when someone
quenches, or threatens to quench, a warrior’s life-force (uévoc).® While the lyre quenches only
Zeus’ thunderbolt rather than his life-force (uévog), the verb, nevertheless, implies the
removal of force.*

Pindar further demonstrates the restriction that the lyre imposes on Zeus when he
describes the eagle, lulled to sleep, being held back (kataoyduevog, 8). The eagle, a
representative of Zeus’ power because he sits on the end of his scepter (&dvd okdntw), is held by
the blasts (pinaiot) of the lyre. Skulsky argues that the blasts (pinat1) refer to “the force of a
missile” rather than to the rippling of song, as many have translated it.” She points out that
the lyre, a stringed instrument, may be compared to a bow from which an arrow is shot. In
addition to the fact that Pindar uses blasts (pirat) to refer to arrows in other odes and later in
Pythian 1 at line 44, Skulsky cites the shafts (kfjAa) in line 12 as evidence that the lyre is
shooting arrows that restrain its immortal listeners.® The lyre, thus, checks Zeus’ power by
attacking with its song.

Just as it nullifies the thunderbolt of Zeus, the lyre causes the war god, Ares, to put

% Cf. Iliad 16.621 where Meriones tells Aeneas that it would be difficult for him to quench the force of every man
who comes against him:

Alveia, xaAendv oe kal T@O1udv ep €dvta
621 navtwv dvBpwnwv opécoar pévog, 8¢ ké oev dvta

ENOT dpuvduevog Bvntog 8¢ vu kal ob TéTuEat

Here, Meriones addresses Aeneas after Aeneas has attempted to kill him, and “to quench the force” is the
equivalent of “to kill.”

% Skulsky reminds us that “the lyre can work miracles, but only while it is heard: if the music stops, the eternal
fire will be rekindled and the eagle will awaken” (10).

%7 Skulsky, 10-11.

% Skulsky, 11.
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down his sharp spears (tpayeiav dvevbe Minwv éyxéwv dkudv) and delight his heart® in sleep
(laiver kapdiav kwuatt) (lines 10-11). In the case of Zeus, the eagle on his scepter relaxes and
sleeps instead of Zeus himself, but this eagle metonymically represents the god himself whose
power is being, albeit temporarily, weakened by song. The lyre thus disables the weapons of
Zeus and Ares, but its own shafts (kfjAa) are still potent. These shafts charm (0éAye1) the minds
(ppévac) of the divinities (daudvec), clearly demonstrating their ability to overpower them.
Pindar’s depiction of the lyre’s power does not contradict either the powers Apollo ascribes to
it in the Hymn to Hermes or the descriptions in Homer and Hesiod of the power of song, but his
focus is different. He emphasizes that the lyre which is performing an epinician ode overcomes the
martial inclinations of Zeus and Ares by calming hostility and promoting peace.” The lyre thus
works with the epinician poet, who, especially in Pythian 1, an ode commissioned to
commemorate the founding of Aitna by Hieron and the coronation of his son,” prays for peace
for the city.

Although the lyre quenches the thunderbolts of Zeus and deprives Ares of his weapons,
it produces a pleasing effect when Ares delights (iaivel) in sleep. Pindar contrasts the pleasant
effect of the lyre on the thunderbolts and scepter of Zeus with the reaction of the immortal

creatures whom Zeus does not love. As Skulsky observes, they threaten peace by disturbing

% Nisetich translates iaivel as “soothe.” Does this perhaps point to an ameliorative power of song for the gods? He
presents an intriguing possibility which potentially suggests a semantic equivalent for the Homeric téprovat
véov. laiver kapdiav does not appear together elsewhere in Pindar, but when iaiver occurs its subject is often an
immortal (cf. Olympian 2.13, Olympian 7.43). For iaivel, Slater offers “cheer, delight” (s.v. iafvet).

70 Skulsky refers to the lyre itself as a warrior that is “conquering warriors,” i.e. Zeus and Ares. She believes that
this presents a “paradox when translated into the metaphorical language of the poem: peace is a more powerful

warrior than war itself” (10).

"I Burton, 91.
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the divine balance, and by terrifying them the lyre stabilizes and restores the divine order.”
The focus of the victory ode centers on the mortal world which thrives on this stability.
Pindar’s lyre functions as an agent for peace which benefits the polis, whether the lyre is
stripping the gods of their weapons, preventing an upset of the divine order, or, as the next
section of this chapter will demonstrate, sending joy (e0@pociUva) or consolation to mortal

minds.

2.2 Epinician Song and the Mortal Phren

If Pindar reworks the effect of song on the mortal mind found in Homer and Hesiod to
fit the demands of the epinician genre, how, in particular, does he incorporate medical
resonance into his poetry? The following examination of Pythian 1, Nemean 4, and Pythian 3 will
indicate different ways in which he incorporates mythological figures associated with disease
and healing and medical metaphor to designate his odes as palliative for mortal listeners.

In the opening of Pythian 1, as we have seen, Pindar presents the lyre as a force that
disarms and pacifies Zeus and Ares. In this ode, Pindar does not use medical metaphor to
suggest that his song heals Hieron, his addressee. He does, however, compare Hieron’s action
in battle to that of the mythological figure famous for his wound, Philoktetes, and he uses this
comparison to acknowledge Hieron’s physical illness. Moreover his descriptions of epinician
song in Pythian 3 and Nemean 4 reveal that, in contrast to Zeus and Ares who are weakened and
lulled by epinician song, mortals who listen to the victory ode experience ebdaipovia or

g0@pooLva, “joy,”” characterized by Machemer as “the fundamental notion of the @prjv that is

72 skulsky, 12.

7 Cf. especially Pythian 3.98; and Nemean 4.1. For eb@pociva as the result of song in these lines, see pp. 38-39 below
and Machemer, 114f, For the definition edgpociva as “joy” see Slater, s.v. eDppociva.
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doing well.””* In these odes Pindar uses medical metaphors that endow both the epinician poet
and his song with healing power, indicating that the effect of the victory ode on the listener’s
mind and, by extension, on the community made up of these listeners is analogous to a
medical cure for a physical ailment.

As demonstrated in the last section, epinician song pacifies the gods in the opening of
Pythian 1, and later in this same ode Pindar addresses the impact which he hopes his song will
have on Hieron, his patron. In line 45, he hopes to surpass his competitors like an athlete who
casts his javelin far and wins the contest. He then prays for Hieron’s future happiness, which

includes the forgetfulness of troubles:

46 el yap 0 mag xpdvog 6APov pév oltw
Kol KTEAVWV 861V €000-
VoL, Kapdtwv 8’ énidaciy mapdoyot

1 KEV AUVECELEV, OT01G £V TOAEUOLOL UAXALG
TAduovt Puxd mapéuery’

May all time continue to bring in this way

happiness and the gift of possessions
and provide forgetfuln f his troubles.”

Surely [time] would remind him in what sort of battles

He stood fast with his enduring soul
Pindar designates time (xpdvoc) as the force that will help Hieron look back upon past battles
because it induces forgetfulness (éniAaoiv) of troubles and memory (cf. duvdoeiev) of past
victories. As Walsh argues that Pindar’s ode, by soothing his addressee as he presents the

addressee’s accomplishments, provides a way for his addressee to look back upon his personal

" Machemer, 120.

” kaudtwv refers to both Hieron’s physical illness (see below) and to the struggle for material wealth, as it
appears in contrast to SAPov and ktedvwv ddotv. Slater defines 8APog as “prosperity esp. material prosperity” (s.v.
8ABog). L] indicates that kduatoge an mean 1.1, “toil, trouble,” 2. “the effect of toil, weariness,” 3. “illness,” 1. “the
product of toil.” Slater defines kduatog as “effort, trouble esp. in attaining an object,” (s.v. kduatog).
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experience without feeling pain.s In comparing Hieron to Odysseus who weeps when he hears
of his toils sung by Demodocus, and to Eumaeus who remembers his resolved toils with
pleasure, Walsh explores the psychological effect of remembering past troubles and concludes
that Pindar’s poetry allows his addressee to experience pleasure when he hears about his own
toils. Walsh interprets troubles (kaudtwv) as referring to the battles (udxaig) in line 47,
suggesting that, without Pindar’s ode, it would be painful for Hieron to ponder past battles.
However, Walsh does not sufficiently take into consideration lines 50-57, in which Pindar
introduces the mythological figure, Philoktetes, to signal that these “troubles” also refer to
Hieron’s ongoing physical illness.

Once Philoktetes is mentioned, these lines acquire new significance. The wounded
Philoktetes places the entire passage in a medical context, engaging the medical sense of
troubles (kaudtwv, 46).” Just after the passage in which Pindar hopes that time will provide a
forgetfulness of troubles, he likens Hieron to Philoktetes, who was abandoned on Lemnos by
the Achaean soldiers on their way to Troy because of his wounds:

50 VOV YE pav

tav @1AokTATao dikav Epénwy
gotpatevdn’ ovv & Avayka viv @ilov

Kal TIC EWV UEYOAGVWP ECAVEV.
davti 8¢ Aapuvobev EAkel

/4

Telpduevov petafdoovrag eAOeiv

fipoag avtiBéoug Moiavtog viov To€dtav:
o¢ Mprapoto oAy mépoev, TEAEVTA-
/4 /4 ~
0€V T€ TOVOLG Aavxoig,
: 1 e i Bai , GAAX porpidiov nv.
oUtw & Tépwvi Bedg Opbwthp MéEAOL

55

¢ Walsh, 49-50.

77 Machemer similarly argues that the use of iatpdc evokes a medical context at the beginning of Nemean 4
(Machemer, 125). Also see below on Nemean 4.
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TOV TPOGEPTOVTA XPOVOV, WV Epatal Katpov
d1douc.

50 And just now he led his army forth
like a second Philoktetes:
a man proud of heart
felt compelled to beg his friendship.
So legends say
the heroes came, seeking
Poias’ archer son, worn
his f rin r

in Lemnos: Philoktetes, who stretched

Priam’s city in the dust and put an end
to the pains of the Danaans, though he walked
55  with broken strength—

there was fate in it.

So may the god watch over Hieron through coming time

and give him due season for reaping his desires.”
In reference to forgetfulness of troubles (kaudtwv &’ énidaoiv) at line 46, a scholiast mentions
that Hieron may have suffered from kidney stones (AiBovpia) and that he consequently was
carried into battle.” The scholiast clearly refers to a tradition that identifies these troubles
(kaudTwv) with Hieron’s physical illness rather than with past battles.* In addition to this
comment, Pythian 3, composed around the time of Pythian 1, testifies to Hieron’s failing
health.* The comparison between Hieron and Philoktetes in lines 50-57 further indicates that
Pindar here refers to Hieron’s physical illness. Pindar, then, in line 46, hopes that time will

help Hieron forget his illness and his toils in battle. If, as Walsh proposes, “the poet’s art

enhances a natural tendency” of time to dull the pain of past toils, here Pindar may also

8 Trans. Nisetich.
” Drachmann, 89a-b.

¥ kaudtwv @nol T@v cuvexdvtwv Tov Tépwva £k o0 vooruatog thig Abovpiag (He says that of those who suffered
from diseases Hieron [suffered] from the illness of kidney stones) (Drachmann, 89a).

8! Race marks the date of composition of Pythian 3 between 476 when Hieron founded Aitna and 467 when Hieron
died (242). Pythian 1 was composed for a chariot victory in 470 (210).
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suggest that his poetry is able to help Hieron cope with the inevitable outcome of his physical
condition, which may never improve.” The comparison between Hieron and the wounded
Philoktetes makes this interpretation plausible and, as Gantz suggests,* Pindar may even
specifically omit the mention of Philoktetes’ cure, which appears in other versions of the
myth,* to liken him more closely to the ailing king. Hieron, then, may take comfort in Pindar’s
words because, like Philoktetes and Croesus, he has the hope of being remembered favorably
in song, provided that he acts nobly and rules benevolently.*

The comparison between Hieron and the Philoktetes in Pythian 1 emphasizes the
ameliorative effect of Pindar’s poetry on Hieron. This effect is limited to the mind; Pindar does
not suggest that he, or that any mortal, can cure Hieron’s physical illness. He uses Philoktetes
to establish a parallel between the poet and the doctor, but he does not specifically compare
himself or his song to a medical doctor or to a medicinal cure.

In other odes, by contrast, Pindar makes the connection between poet and doctor quite

explicit. For instance, he opens Nemean 4 by linking mental health (e0@pociOva) and medicine:

p10T0¢ E0QPPOGUVA TOVWV KEKPLUEVWV
latpdc: ai d¢ copai
Motodv 00yatpeg Gotdai OEAExy viv antdueval.
00d¢ Bepuov Bdwp Tdoov ye LaABaka TevxeL

5 yuia, téocov ebAoyia @OppLyyl GLVAOPOG.
pripa & Epypdtwy xpoviddtepov Plotevet,
0 T1 Ke oLV Xapitwv TOXQ

8 Walsh, 50.

* Gantz, 146-7.

* Gantz cites Proklos’ summary of the Little Iliad and also writes that Philoktetes’ cure would have been part of the
epic cycles of the Cypria and Iliou Persis. Philoktetes’ cure is also recounted in Aeschylus and Euripides. See also

Dickson, 20.

% Cf. Pythian 1.87-100. Pindar also implies a warning for Hieron that if he does not behave as benevolent ruler he
will end up as Phalaris, whom no lyres welcome in banquet halls (97-98).
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YAGooa @pevog eEéNot Pabdeiac.

Joy is the best healer of pains that have passed the crisis:*
and the wise
daughters of the Muses, songs, charm it with their touch.
Not even does hot water make the limbs soft so much,
5 as praise accompanying the lyre.
A saying lives longer than deeds
which, with the fortune of the Graces,
the tongue draws from the depths of the mind.

Pindar claims that joy, or a healthy mind (s0¢ppociUva) is the best healer, or doctor, of pains
and the daughters of the Muses charm the personified ed@pociva, the “doctor of pains,” with
their touch.” This touching (antéuevar) recalls the healing hands of Asclepius, whose hands

“are his primary curative instruments.”* Here songs influence even the best of healers.

% For this medical definition of kekpiuévwv see Slater, s.v. kpivw, and van Brock, 214,

¥ The meaning of these first lines of the ode has been disputed since antiquity when the scholiasts first
commented on the ode. The main dispute has centered on the antecedent of the pronoun viv in line 3. The
scholiasts, Aristarchus and Didymus, disagree, the former suggesting that viv refers to edgpoctva (line 1), and the
latter believing that viv refers to névot (line 1). Modern scholars have not come to a consensus, and it has also
been proposed that viv could refer to the unexpressed victor in the poet’s mind instead of either of the options
presented Aristarchus and Didymus. Race cites this possibility (Race, Nemean 4.3n1), and Machemer attributes this
opinion to August Boeckh (115n5). Willcock identifies viv with the unexpressed victor (Nemean 4.1-5). Bundy
defines ebppoovva here as “a poetic word for a victory revel,” best in the immediate present in contrast with the
Gotdal in line 2 which refer to songs which are better as time passes. However, he does not take a stance on the
antecedent of viv.

Machemer has presented convincing grammatical and comparative evidence in support of Aristarchus’
interpretation, and this chapter will proceed by taking ebgppocUva as the antecedent of viv, as the above
translation reflects. Her three main arguments which support this argument are: 1) Although not impossible, it is
very rare for Doric viv to take a plural antecedent. Here we have a singular antecedent and it is more logical to
accept this singular antecedent when there is no basis for an exception to the rule and when ebgpociva is the
subject of the poet’s thought (115-116); 2) In pre-Classical and Classical usage, 0éAyerv “regularly takes as its
object either the person or animate being in whom a desired change or deceit is wrought” and nowhere does it
take “as its object the thing or state removed by the act of charming” (117); and 3) Pindar’s theme at the
beginning of Nemean 4 echoes Hesiod’s Theogony in which ed@pocUva is personified (Theogony 909). It seems likely
that Pindar similarly addresses the effect of song on the hearts of his audience (118).

Machemer understands ebgpociOva as a personified goddess, which is convincing to me particularly
because Pindar compares the “goddess” to a doctor in the next line, a word designating a person rather than a
thing. This interpretation also allows for the most plausible explanation of viv because personified ebgpociUva is a
reasonable object of 0éAye1v because it “accommodates the form of each of these three natural objects [of
BéAyewv], the person affected taken as a whole, the ‘psychic’ part of the person directly affected -Supata, Boudg,
véog, etc.— and, finally, the effect wrought by the change in the psyche, as expressed in an abstract noun”
(Machemer, 117).

8 Machemer, 133.
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Machemer argues that Pindar, by calling ebgpoctva a doctor, places the concept of “joy,” or
perhaps “grace,” in a medical context, which then:

suffuses the surrounding discourse and, in so doing, not only

confirms retrospectively the dissolution of ebppooiva into a

healthy state of the phrén, but also sustains the argumentation

which is at the center of Pindar’s thought, namely, the

superiority of the healing power of music over the powers of

other healers.”
In this context, kpivw in the first line is likely to resonate medically as well as poetically.” As
Machemer demonstrates, the introduction of the doctor (iatpdg), or as she terms it, the
“iatrification” of eD@pociva, also places OéAyerv within a medical context in which it means
“to soothe physical pain.” Lines 4-5 address physical healing (the softening of the limbs), and
reiterate the superiority of music over a physical means of healing. Praise (¢0Aoyia), like joy
(e0@poovva), “charms” the mind (@prjv) into health, “and it is by means of this grace—
gv@poovva—that the limbs themselves are restored.”” Taken together, the first five lines of

Nemean 4 reveal that songs (&o1dal), and specifically praise which accompanies the lyre

(e0hoyia @Sputyyt cuvdopog), are the most effective healers, even for physical ailments.

8 Machemer, 125.

% Slater, s.v. kpivw. He cites van Brock’s lexicon to support a medical definition of kpivw in this instance.

°' Machemer, 131-3. She also argues that Plato uses sbAoyia “refer to the contents (logoi) of poems when they are
morally elevating and truthful (Rep. 377 Bff.)” (124). She suggests that some of these ideas were “circulating a
century earlier,” and thus may be noticed in Pindar’s treatment of praise (ebAoyia) as a “phrén-shaping power”

(124).

2 Machemer, 125. As Machemer points out, the unexpressed object of praise (e0Aoyia) leaves this question open;
praise (e0Aoyia) could soften the mind (@prjv), the limbs (yvia), or both.
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After the eight opening lines, Pindar does not use the medical theme that introduced
the poem again until the final lines.” Yet even here, the connection between poetry and
medicine returns. Pindar compares a praiser of Melesias to a wrestler:

olov aivéwv ke MeAnaiav €p18a otpégpot,
pripata TAékwv, AndAaiotog év Adyw EAkely,

95 MOAQKQX HEV PPOVEWV ECAOIG,

TpaxLG 6 maAtykdtolg £@edpog.

How one praising Melesias would struggle,
Weaving words, unbeatable in the pull of speech,

95 Thinking soft thoughts for good men
But a harsh backup for adversaries.
The main comparison in this passage is clearly of a poet who writes a song of praise to a
wrestler who struggles in a contest.” However, Pindar also reintroduces the healer from the
beginning of his ode in these last lines by calling the thoughts of the poet “paAaka.”* Just as
gvAoyia that accompanies song is more effective than even hot water for making limbs (yvia)

soft (uaABaka) at the beginning of the poem (lines 4-5), at its close, the poet sends soft

thoughts (ualaka) to good men (line 95). By using a word that sounds similar, is semantically

% Although Cheiron briefly appears in Nemean 4 when he saves Peleus from the designs of Hippolyta, in this
instance he saves Peleus by supplying him with the sword of Daidalos, rather than by helping him medically (lines
59-61).

* Each of the three main thoughts begins by describing the activity of the poet and end with the activity of the
wrestler:

Poet Wrestler
1) olov aivéwv ke MeAnoiav €p1da oTpégot
“how one praising Melesias” “would twist in strife”
2) pipata TAékwv andAaiotog €v Adyw EAkelv
“weaving words” “unbeatable in the pull (of speech)”
3) padakd pev gpovéwv E6Aoig TpaxLg 8¢ maAykdtolg E@edpog
“thinking soft thoughts for good men” “a harsh backup for adversaries”

* The codices actually have paABaxkd rather than yaAakd. The accepted text is an emendation by Schmid in 1616
(Gerber, 110). Pindar also uses the adjective, ualakdg, to refer to song at Pythian 3.51 where he describes
Asclepius’ incantations as gentle (uaAakai Enaotdaic).
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equivalent, and is possibly etymologically related,” Pindar recalls the limbs made soft by praise
in the opening. He thus reminds the listener of the power of his ode, which, in addition to
being the instrument of praise for good men (€0A0ig) and a “harsh backup for adversaries,” is
able to affect even the “best healer of pains,” joy (€0@pociva).

In Nemean 4, Pindar links music and medicine through a metaphor that likens the result
of song, joy (eb@poovva), to a healer. Pindar does not address his own role in the poem until
line 9, and he departs from the medical metaphor in the middle of the ode. Nonetheless, by
the end his mention of soft thoughts recalls the softening of limbs by praise in the opening and
reiterates the soothing effect that the poet has on his listeners. The opening of the poem,
which is couched in medical language and metaphor, is thus reawakened, reminding the
listener that the epinician poet sings to soothe his audience.

As in Pythian 1, in Pythian 3 Pindar situates his song in a medical context by
incorporating mythological figures associated with healing. However, he adopts a different
strategy: by comparing the mythological healer, Asclepius, to the poet rather than identifying
the mythological wounded figure, Philoktetes, with his patron as he does in Pythian 1 and by
appropriating the diction of Asclepius’ medical treatments for his own art, Pindar likens
himself to the healer.

Pindar most assertively presents himself as a healer who soothes with his poetry in
Pythian 3, which he composed to comfort Hieron whose health was failing. The unique occasion

of this ode, Hieron’s physical illness, easily lends itself to a medical framework, and Pindar

% Chantraine cites yaAakéc under the entry for uaABakdc, and vice versa. He defines both adjectives as “doux,
mou.” He addresses the relation between the two adjectives under the entry for uaABaxdc: “On se demande quels
rapports établir entre padakdg et uaABakdg qui ont pu influer I'un sur l'autre. On rapproche pataxdg de PAGE,
AuaASe” (s.v. paABakdc). Also see Machemer, 128-129. She connects paAdoow and paABakdg and assumes that
they are related to one another.
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exploits this context to suggest that his ode will uplift the troubled mind of his addressee just
as the medical treatments of Asclepius heal the ailing bodies of his patients. While physical and
mental cures alike are accomplished through song in Nemean 4, in Pythian 3 Pindar laments the
inability of a healer to restore Hieron’s body and offers, instead, his ode to soothe Hieron’s
mind with the hope of immortality through verse.
Pindar begins the ode with the wish that he could resurrect the famous healer, Cheiron,
who could restore Hieron’s health:
"HOelov Xelpwvd ke D1AALpIdav,
€l Xpewv To00’ auetépag amod YAwooag
Kowvov eG€acBat €moc,
(WELV TOV GIotXOUEVOY,

Ovpavida ydvov evpuuédovta Kpdvou,
Bdooaiot T &pxerv IaAiov @fip’ &ypdtepo

5 voov €xovt’ avdp®dv @ilov: oiog Ewv OpéPev moTé
/4 Ei 7
14 /4 TA. 2 /4

If only Cheiron, son of Phillyra—

If it is right to pray this common word
from my tongue—

Were living, though he has died,

And (son of) the widely ruling offspring of Kronos, son of Ouranos,
and ruled over the glades of Pelia, a wild beast

5 Having a mind friendly to men; just as he was

hen he rai h ntle craftsman of limb-strengthenin

relief from pain, Asclepius
The hero-protector from all sorts of diseases.

Pindar wishes in a “common” prayer, or one hoped for by all, that he could resurrect Cheiron
to provide a healer who could provide relief from pain for Hieron. As Pelliccia points out,
Pindar’s grammatical structure, the “unattainable” wish, immediately signals to the reader

that this wish will not come to be.”

7 Pelliccia, (following Turner, Sandys, Gildersleeve, Lefkowitz, as cited in Young, 28-31), argues that this is an
“unattainable” wish, while Young believes it is a complete condition (Peliccia, 40ff.). This particular point has no
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By using the unattainable wish, Pindar shields himself from making a wish that is not
proper, namely resurrecting a mortal creature who has died. He illustrates the folly of seeking
things which are improper, or far away, instead of things that are proper and close at hand.
More specifically, by narrating the myth of the healer, Asclepius, he warns against the folly of
wishing to raise a man (or a centaur) from the dead. As an illustration of this warning to his
audience, Pindar presents Koronis who disregarded the anger of Apollo (& & drnogAavpiaiod
viv / dumhakioiot @pev@v, 12-13) by sleeping with another man although she was bearing
Apollo’s son. Pindar tells the myth of Koronis partly because she is the mother of Asclepius,
whose story he narrates next, but also because she represents folly and delusion that Pindar
and his listeners must avoid.

The myth of Koronis also introduces the central metaphor which likens the healer,
Asclepius, to the poet. Asclepius, who survives his mother, Koronis, when she is killed by
Apollo’s wrath, is taught by Cheiron to heal diseases that bring pain for men (roAvnrjuovag
avBpwmototv idobat vdooug, 46). Pindar describes the sorts of illnesses Asclepius treats and the
remedies he uses to cure them:

ToU¢ Pév @V, 86601 ubAov adTOPUTWV
EAkéwV EuVAoVeg, T TOALD XOAK® UEAN TETpwUEVOL
1 xeppadt thAefOAw,
50 1| Oep1v® mopl epBSpevor Sépag f
XEW®OVL, AVoaig AoV dAAoTlwV dxéwv
E€ayev, TOUG UEV palakaiq naotdaic AupEnwy,
ToUG 0¢ pooavéa Ti-

VOVTag, f| YLI01¢ TEPANTWY TAVTODEV

Qappaka, Toug ¢ topaic EoTacev 6pBoic.

impact on the comparison between poet and healer, as discussed in this chapter. If the wish is “unattainable” and
line 2 is an aside, Pindar signals to his audience that the wish will not come to be. If line 1 is the apodosis and line
2 the protasis of a couterfactual condition (if it were right to speak a common word from my tongue, I would
wish...), the wish will, likewise, not come true. In any event, Pindar emphasizes that the wish is improper and that
he, thus, cannot make it. For the “unattainable” wish as purely rhetorical, see Pelliccia, 49.
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As many as came afflicted with
self-generating wounds, their limbs either wounded by gray bronze
or by a far-thrown stone,
50 or bodies ravaged by summer heat
or by the cold of winter, releasing one from one affliction
and another from another he restored them,
attending to some with gentle incantations
while others drank soothing draughts,
or fastening remedies of all sorts to their limbs,

others he stood upright with cuttings.

Pindar divides Asclepius’ patients into different categories based upon type of illness and upon
the treatment required. Some wounds arise of their own accord (abto@UTwVv eEAkéwv, 47),
while the cause of others is given—they were inflicted by gray bronze or a far-thrown stone.
Some wounds, then, may be explained and even anticipated, for instance, when a soldier heads
off to battle. Others that are self-generated have no clear origin.

Asclepius exploits a wide range of treatments to tend to different wounds and diseases,
which Pindar later appropriates and uses to describe his own actions. Pindar fully narrates
Asclepius’ treatments using only two finite verbs: he restored [them] (€€ayev, 51) and he set
them upright (¢otacev 6pBo0c, 53). The verb £€dyw appears only once in Pindar’s corpus. By
contrast, the concept of setting something upright (iotrjut 6p06¢) appears commonly and
usually not in medical contexts. It often actually refers to an upright or correct mental state.”
As the ode proceeds, Pindar reiterates the contrast between ills that one brings upon oneself
and those that have no tangible explanation, and he also repeats the concept of standing a
person upright (iotfut 6p04¢, 96). By using similar language to describe both the medical
practices of Asclepius and his own craft, Pindar tightens the connection between himself and

the mythical healer.

% Cf. Olympian 2.75 (BovAaic €v dpBaiot PadaudvOvoc), Olympian 7.91 (tatépwv opbai @pévec € dyabiv), Olympian
8.24 (6p6Q . . . @pevi), Pythian 3.80 (see below), Pythian 6.19 (6p6dv &yeig Epnuocvvav), Pythian 10.68 (telp@dvti 8¢
Kol Xpuoog év Pacdve mpénel kal véog p0dg).
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Asclepius skillfully treats the wounded, but ultimately he errs by raising a man from
the dead. As he describes Asclepius, Pindar revisits the theme introduced earlier in the ode of
knowing what is proper and what is beyond human limits:

XP1 T £01KOTA TTXP
dapdvwy pactevépev Ovataic gpaciv

60 yvovta to map 1odd¢, olag elUEV aioag.

un, eiAa Yuxd, piov &Bdvatov
ome0dg, Tav 8 EUMpPaKTOV AVTAEL Haxavav.

It is necessary to seek things fitting
For mortal minds from the gods,
60 Perceiving what is at our feet and of what sort of fate we are.

Do not, my soul, hasten after an immortal life,
But make the most of the practical means available.

Mortals must seek what is present rather than things far off. Pindar recapitulates the theme he
has raised earlier in the ode as he begins to transition” from myth to address his relationship
with Hieron, beginning with the address to his soul in line 61.*

When Pindar describes what he wishes he could do to help Hieron, the actions he would
have taken on Hieron’s behalf recall the treatments of Asclepius:

€l 8¢ cWPpwv &vtpov Evar’ €Tt Xeipwv, Kal ti ol
’2 < bl > e ~ 2 ré (74
65 apétepol tibev, iatfipd tol kév viv mibov

Kai vuv éoAoiot Tapacyelv avdpdotv Oepudv voowv
1] TIva AaTotda KeKANUEVOV 1 TTATEPOG.
ré

kol kev €v vavolv podov Toviav tduvwv 8dAacoav

Ap€Botoav £l kpdvav Tap’ Altvaiov Eévov

* Lefkowitz argues that the &AAd in line 54 signals this transition (53).

% For Pindar’s use of the first person, see Lefkowitz. Her main thesis is that “all Pindar’s first personal statements,
choral, epinician, and personal, have the same basic functions, serving both as introductions to new themes and
also as statements about who is speaking” (55). She further distinguishes between a “choral 1,” which is
descriptive, and a “personal I,” which “deals with the poet’s official duties and with the powers of his art” (56). In
Pythian 3, Pindar uses the first person to address his role as a poet and his relationship with Hieron, his patron. On
Pythian 3 in particular, see Lefkowitz, 50-55.
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But if sagacious Cheiron were still living in his cave, and if
65 m -voi ngs h | harm in his heart,
I would have persuaded him to provide a healer
Even now for good men, a healer of hot diseases,
Someone called a son of Apollo or of Zeus.

And I would have gone in a ship, cutting the Ionian Sea

To the Arethusian spring to the house of my Aitnaian host
Pindar would have convinced Cheiron to train another healer by placing a charm in his heart
(piAtpov <év> Buu® ueAtydpueg Buvor / auétepot tibev). The @iltpov recalls the @dpuaka that
Asclepius applies to the limbs of his patients (53).* A @iAtpov appears in only one ode apart
from this line in Pythian 3. In Olympian 13, Pallas calls the bridle that charms the horse of
Bellerophon a @iAtpov tnnetov (horse charm, 68). Pindar refers to the same bridle just a few
lines later as a apuakov npad (soothing charm,* 85)./* The @iAtpov and the @dpuakov are
thus roughly equivalent in Olympian 13. 1t is possible that Pindar’s audience would recognize a
similarity between the two, and Pindar’s wish to use a ¢iAtpov would therefore link Pindar’s
hypothetical effect on Hieron to the effect of Asclepius’ treatments on his patients.

Pindar continues with counterfactuals which express unattainable wishes. Were it

possible he would sail in a ship, cutting (tduvwv) the Sicilian sea. Here Pindar uses the verb

Tauvery to express several meanings. Duchemin suggests that in this passage cutting the sea

' Duchemin does not connect the @iAtpov to Asclepius’ incantations, but she comments that @iAtpov suggests
that “la poésie est une incantation” (50).

192 Slater cross-references these passages in Olympian 13 under both @iAtpov and @dpuakov. He translates both
instances as “charm” (s.v. @iAtpov, @dpuakov). Pythian 3 was composed not before the founding of Aitna (476) and
not after the death of Hieron (467) (Race, 242). Olympian 13 celebrates a victory which took place in 464, and thus
must have been written after that date. Although Pindar composed Olympian 13 after Pythian 3, his
interchangeable use of @iAtpov and @dppakov in the former indicates that pdpuaxov could also carry this
meaning in Pythian 3.

1% A @iAtpov is often a love charm (Winkler, 218). However, it does not seem to have this meaning in either
Olympian 13 or Pythian 3. The word first appears in Pindar (twice, in Pythian 3 and Olympian 13), Aeschylus (once, at
Choephoroe 1029), and Simonides (once, in Epigrammata 16.204.3). The word seems to acquire the meaning of “love
charm” later. When it appears in Theocritus’ Idyll 2.1 and 2.159, it certainly has this sense. LS] defines @iAtpov as
1. love-charm; 2. generally charm, spell (s.v. @iAtpov).
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means to mark out a path.'™ The verb also regularly refers to the action of a ship cutting the
waves as it passes through the water, both in Pindar and in earlier poetry.'® Another of its
common meanings further links Pindar to Asclepius: as early as Homer’s Iliad and continuing
up through the fifth century tduverv often appears in medical contexts to refer to the activity
of a surgeon. Thus tdauveuv is the appropriate word to describe a sea journey but it
simultaneously recalls the medical sense in line 53 where Asclepius stood men upright with
cuttings or surgeries (touaic). In his counterfactual at lines 64-69, Pindar neatly equates the
healing treatment of Asclepius, which is unavailable to Hieron, with his own equally
impossible voyage across the sea that would deliver the healer to the patient. Even though
Pindar cannot actually make this voyage, he compares himself to a healer, suggesting that his
current song may have an analgesic result.

At this point in the ode, Pindar has made only impossible wishes for Hieron’s health as
he has forged a connection between himself and Asclepius. He takes a new direction in line 77,
making a genuine wish and a statement of what he actually hopes to do for Hieron:

77 AN énebxaobat pev eywv 06w

Martpi, Tav koUpat ap’ EUov tpdOupov oLV

TMavi péAmovrat Bapd
oepvav Beov évvoyiat.

1% Duchemin, 50. She compares this passage to Olympian 13.57 (tduvelv téhog) and Isthmian 6.22 (tétpave’
gkatdunedor év oxep®d kéAevBot) where tauverv also has this sense.

195 Cf. Olympian 12.6. LS] cites both Pythian 3.68 and Olympian 12.6 as examples where téuvw means “of ships, cut
through the waves, plough the sea” (s.v. téuvw (A)V1.3). Other examples cited by LS] for this sense include Odyssey
3.175 and Odyssey 13.88.

1% The verb refers to operations that involve cutting and blood-letting (LS], s.v. téuvw(A)1.3). It describes the
activity of the surgeon in Iliad 11.844, in Aeschylus’ Agamemnon 849, in Galen 16.810, and in Xenophon'’s Anabasis
5.8.18, and in several passages in Plato’s Gorgias (LS]). Téuvw appears consistently in a medical context from the
time of Homeric epic through the fifth century. Also see van Brock’s discussion of cutting a cure (téuvewv &xdc) in
Aeschylus’ Oresteia (80-81). She argues that passages that contain this phrase, or related phrases, may have a
medical nuance but they primarily refer to “bonne santé’ de I'esprit” when téuverv dxdg appears (80).
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77 But I wish to pray to

the Mother, to whom the maidens often sing

in front of my door at night together with Pan,

a holy goddess.
Pindar will help Hieron with words by praying to the Mother. He consoles Hieron in his
current misfortune by reminding him that he has a share of prosperity: tiv ¢ yoip’
evdaipoviag Enetat (a share of prosperity follows you, 84). He then compares Hieron to other
kings, demonstrating that even men who experience the utmost happiness (6Apov vnéptatov,
89), like Peleus and Kadmos, also experience hardship in turn.

When Pindar returns to the theme of setting a man upright (iotfjut 6p04¢) to describe
the shifting fortune of Kadmos and Peleus, he echoes language previously used to describe one
of Asclepius’ treatments in line 53. He tells how Peleus and Kadmos heard the song of the
Muses at their wedding celebrations:

Aéyovtatl pav Bpot®v
Ol OXELV, OTTE Kal XPUOHUTUK WV
20 MeEATOUEVAV €V Spet Mo1odV Kal év Entanilolg

drov OnPoig, 6mé0” Apuoviav yauev Bodmiv,
0 8¢ Nnpéog evPpovAov O£ty maida kKAvtdv,

v < /4

They are said to have held
The highest prosperity, for they even heard

h lden-crowned M ingin
On the mountain and in seven gated Thebes, when one married
Cow-eyed Harmonia and the other married Thetis
Famous daughter of the good counselor Nereus.

The privilege of hearing the Muses sing explains why Peleus and Kadmos had the highest

prosperity,"” for these songs are usually transmitted to men through a singer who is inspired

197 Slater defines 6APog as “prosperity” (Slater, s.v. SAPoc). Chantraine specifies that 6Afog is used to describe
material prosperity given to men by the gods. Its adjectival form, 8APiog, describes men to whom the gods accord
prosperity as opposed to the adjective pudxap which describes gods who live a life without worry (Chantraine, s.v.
8\Bog). This opposition appears in Pythian 3 where Pindar uses 8APog to refer to temporary human prosperity
(lines 89, 105) and pdkap to refer to the gods (line 103).
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by the Muses rather than by the Muses themselves who normally sing only for the gods.®®
Pindar, rather than the Muses, celebrates Hieron, a king only slightly less fortunate than
Peleus and Kadmos, who both marry goddesses.

Pindar mentions Peleus and Kadmos as examples of men who experience vast changes
of fortune in their lifetimes. Their marriages to Harmonia and Thetis, respectively, relieve

them from their earlier hardships:

95 A106 8¢ xapiv
€K LPOTEPWV UETAUEIPAUEVOL KAUATWY
v bl e 1 Ei 7 .
95 By the grace of Zeus

Having changed out of earlier hardships
They stood their hearts upright.

Peleus and Kadmos, then, by their marriages to goddesses have done away with hardships'®
(kaudtwv) and replaced them with prosperity (6ABog, 89). The song of the Muses illustrates
that Peleus and Kadmos have overcome their hardships and have attained happiness by
standing their hearts upright. As demonstrated in the discussion of Pythian 1 above, kaudtwv

may refer to Hieron’s illness in that ode. While the trouble of Peleus and Kadmos was exile

Also cf. the passage in Herodotus Book 1.32 where Solon describes the characteristics of a man who is
SAProg:

dtnv pev kal émbopiny ovk Opoiwg duvatodg kelvyw éveikal, Tabta O 1)

evtuyin ol amepvkel, &xnpog 8¢ éoti, &vovoog, dnadric kKakdVv, elnaig,
g0e1d1¢.

He [the 8APiog man] is not able to bear misfortune and desire alike to that man
[the &véAProc man], but good fortune wards these things off from him, and he
isunharm free from sickn n’ ffer from ills, is blessed
with children, and is attractive.

Solon indicates that the meaning of 8Afog may also indicate a lack of suffering and physical illness in addition to
owning material possessions. Herodotus, like Pindar, juxtaposes 8ABoc (prosperity) and the suffering of ills
(kak®V or kapdtwv, respectively).

1% For the Muses singing for the gods, cf. Iliad 1.603-4, Theogony 36-52.

1 Slater defines kquatog as “effort, trouble esp. in attaining an object” (s.v. kdpuatog).
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rather than physical illness, kGuatog implies effort towards attaining an object.”® Pindar thus
indicates that Hieron must accept and work through his illness as Peleus and Kadmos worked
to overcome exile and obtain prosperity (6ABog).

These lines, moreover, recall the surgery of Asclepius. Peleus and Kadmos stood their
hearts upright (¢éotacav 6pBav kapdiav, 96), just as Asclepius stood upright some of his
patients by cuttings (tovg 8¢ touaic £otacev 6p0oUc, 53). The repetition of iotAut with 6pBdc¢ is
striking. The anguish suffered by Peleus and Kadmos was largely emotional or mental. Pindar
nonetheless indicates that because Peleus and Kadmos undergo the same healing process as
the patients of Asclepius, their anguish is healed in the manner of physical disease.

Nevertheless, the prosperity (6ABog) of Peleus and Kadmos is fleeting. Just as Hieron
has his share of good fortune (s0daipovia, 84) which cannot last indefinitely, so Peleus and
Kadmos only have the highest prosperity (6ABov Unéptatov) for a brief time. Pindar describes
Kadmos’ loss of his prosperity (6ABog) as follows:

év ' avte Xpovw

97 TOV pev o€eioiol OVyatpeg EpAuwoay nadaig
k) A /4 ai
TPEIC

But again in time
97 His three daughters ri him of a share of
Joy [euphrosuna] by their sharp sufferings.
Here Pindar contrasts Kadmos’ former joy with the suffering of his daughters which has

stripped him of this joy. As Duchemin suggests in her commentary to Pythian 3, Kadmos’ loss of

a portion of edb@pocvva in line 98 recalls Hieron’s share of evdaipovia which Pindar mentions

"0 Ibid.
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in line 84. In fact, Duchemin translates the two phrases, poip’ e0daipoviag and edgpocvvag
Uépog, identically as “part de bonheur,” or “a share of happiness.”"

The similar meanings of e0daipovia and ed@pocUva invite a comparison between the
happiness of Hieron and the happiness of Kadmos."* Kadmos, significantly, has joy
(e0@poovva), or prosperity (6Afog), when the Muses sing to him at his wedding, and loses it
later as a result of his daughters’ suffering. The significance of this for Hieron is that Kadmos’
joy (ev@poovva), as well as his prosperity (6Afoc), since they accompany one another, is at its
height when he listens to the Muses. As in the opening of Nemean 4, the song of the Muses
generates joy (e0gpoovUva) for the mortal listener.

In the final lines of Pythian 3, Pindar again addresses the shifting nature of prosperity
(8ABog) and introduces fame (kA€oc) as a component of fortune:

S8APog o0k G pakpov avopdv Epxetal
106 040G, ToAUG €0T’ av émPpioalg Emntat.

OUIKPOG €V OULKPOIG, UEYOG £V UEYAAOLG
gooopat, TOV & GueEmovt’ aiel gpaciv
daipov’ dokfiow kat’ €uav Bepanedwy Haxavav.

Great prosperity of men is not safe for a long time
when it follows with its full weight.

I will be small in small times and great in great times,
And I will honor the daimén attending my thoughts
on each occasion serving it according to my means.

! Duchemin, 53-54.

"2 These two terms also recall the two types of healing incantation distinguished by Entralgo, one charming the
daiuwv and the other calming the @prv of the patient so that the surgeon may accurately perform his surgery.
Entralgo categorizes four ways of thinking about and interpreting illness: “the traumatic, the punitive, the
environmental, and the demonic” (4). Punitive or demonic illnesses may be cured by charming the daiuwv who
sent the illness.
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Pindar gives advice to Hieron in these last lines, providing himself as an exemplum.'* The ode
urges Hieron to accept his destiny, but it also offers itself as consolation because Hieron, like
Pindar, has hope of lasting fame: éAntid’ &xw kAéog evpéabat kev LYPNAOV Tpdow (I have hope
that 1 will discover lofty fame in the future, 111). Unlike prosperity, which does not endure,
kA€o0g and the excellence or virtue that inspires it, dpetd, endure for a long time in glorious
songs (114-115). Pindar ultimately offers the hope of enduring fame in song (kA¢og) to Hieron
instead of a physical cure not only because it would be improper to seek out a student of
Cheiron to heal his disease, but also because fame (kAéog) which endures is superior to
prosperity (6APog) which is temporary and fleeting. In Pythian 3, as in Pythian 1, Pindar
reiterates for Hieron that the most he can rely on is the hope of future fame (kA¢og). Hieron
must rule nobly to attain this fame, which nonetheless cannot be guaranteed.

Thus Pindar uses medical diction and mythological figures associated with wounds and
healing to designate himself and his poetry as healers and his listener as a patient. In Pythian 3
Pindar applies the medical diction of Asclepius’ treatments to his own poetry to indicate that
epinician poetry soothes the mind of the listener. As in Pythian 1, where Pindar suggests that
noble kings are remembered in song, at the end of Pythian 3 Pindar indicates that memory in
song (kA€o¢) is lasting compared to material prosperity (6Afog) which is not. Pindar’s odes
relieve the pain of his mortal audience, as he suggests in the opening of Nemean 4 where the
product of song, joy (e0@pociva), is the best healer of ills. In the three odes examined in

Section 2, Pindar depicts his poetry as a medicinal cure for the ills of his mortal listeners.

3 Duchemin, 55.
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2.3 Conclusion

Taken together, Sections 1 and 2 of this chapter reveal that Pindar uses medical
metaphors to describe his epinician poetry as consistently calming the mind of the listener,
whether mortal or immortal. Along with these metaphors, Pindar adopts the Homeric and
Hesiodic notion that song soothes the mind and dispels pain. In the Iliad and the Odyssey
immortal audiences regularly delight when they listen to epic song. As argued in Chapter One,
the healing power of the epic poet is more clearly articulated in Hesiod’s Theogony, a poem
which describes the origin of the gods and their respective spheres of influence, than in
Homeric epic. Hesiod suggests that the bard can help a troubled man to forget his anxieties
and his cares, but he does not go so far as to specifically compare the bard to a healer."*

Pindar departs from the Homeric and Hesiodic descriptions of the effect of song as he
adapts this healing property of poetry to his own genre of epinician. The opening of Pythian 1
presents epinician poetry which sends immortals into a soporific state, disarming and
pacifying them as it promotes harmony in the community and reintegration of the victor
while simultaneously celebrating a recent victory. While the immortals in Homer and Hesiod
who listen to song mirror the mortals who “delight” in epic song, immortals have no parallel
setting in which to listen to epinician poetry. Instead they become peaceful, falling asleep and
relinquishing their weapons.'

The effect of Pindar’s poetry on mortals further extends the soothing potential of song
found in Homer and Hesiod. Where Homer describes epic as “soothing” by using the verb

tépmw to describe the effect of poetry, and Hesiod indicates that his poetry provides a

" Theogony 102-103.

5 Cf. Pythian 1.
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forgetfulness of cares, Pindar explicitly compares himself to a doctor to underscore the
healing power of his poetry. This medicinal effect of poetry, in turn, corresponds to the
epinician genre in which Pindar writes and accentuates the underlying objective of the
epinician poet to integrate the victor back into his community. Chapter Three will argue that
Theocritus similarly appropriates this underlying therapeutic function of song and tailors it to

meet the demands of bucolic poetry.

¢ Theogony 102-103.
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CHAPTER 3

THE HEALING EFFECT OF BUCOLIC SONG IN THEOCRITUS’ IDYLL 11

The last two chapters have examined the soothing function of the poet’s song in the poetry of
Homer, Hesiod, and Pindar. In each case, the poet attributes medicinal elements to his poetry
in accordance with the demands of his genre. In Homeric epic, the bard’s song elicits a strong
emotional response from his audiences and in Hesiod’s Theogony, a poem concerned with
defining the powers of deities, poetry has the power to remove the cares from the troubled
man’s mind. In Pindar’s victory odes, the poet compares himself to a mythical healer and calls
the result of song (e0@pociva) a doctor (iatpdg), thereby underscoring the therapeutic
purpose of his poetry.

The curative effect of song demonstrated in the first two chapters is not unique to
hexameter and epinician genres. Rather, song works as a restorative for the mind across
genres and time periods in the Greek poetic tradition."” This thesis does not attempt to make
an exhaustive study of healing songs across all genres and periods of Greek poetry.:®
Nonetheless, an example removed in both time and genre from the authors already discussed
will reveal that the notion of song as an analgesic for mental anguish endures through time. To

demonstrate the persistence of the comparison, this chapter examines connections between

" Rosenmeyer, 146.

18 Most notably, this thesis must pass over the 5" century tragedians and Aristophanes, all of whom treat medical
themes in their works.
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song and healing in the Idylls of Theocritus, who composed his Idylls about two hundred years
after Pindar began to write his epinician odes.

As in the preceding chapters, a consideration of the restraints and the definition of
genre is essential to an analysis of Theocritus’ poetry. In this case, the matter of classification
is complicated by the fact that Theocritus is generally considered to be the first writer, or even
the founder, of bucolic poetry."* As such Theocritus combines and parodies many types of
poetry that come before him; he works from no single established generic model. According to
Hunter:

the Theocritean corpus is in fact peculiarly resistant to scholastic

and formalist approaches to ‘genre’: no poem is quite like any

other, but the impression is rather of the constant

rearrangement and fresh patterning of elements drawn from a

repertoire which seems familiar, but is in fact being created

before our eyes.'
Whereas it was possible to make general statements about the heroic and theogonic
hexameter of Homer and Hesiod and about epinician poetry of Pindar, it is more difficult to
articulate the effect of Theocritus’ Idylls as a group of poems.’* The protean nature of the Idylls,
while perplexing to the scholar who attempts to categorize them, actually makes them ideal

for demonstrating that the depiction of song as an analgesic endures as a part of the Greek

poetic tradition in Theocritus’ time. This chapter does not undertake a comprehensive analysis

" Gutzwiller, 3. Hunter, 11-12, It is also possible that there were earlier bucolic writers but their works are no
longer extant (Gutzwiller, 5-6).

120 Hunter, 5.

2 This does not mean that scholars do not attempt to identify an underlying purpose of the Idylls. Rosenmeyer
compares Theocritus’ “pastoral” poetry to epinician poetry, and notes that for pastoral, “praise is too pale a thing
to satisfy, not only the beneficiary but also the donor. For this reason the idea that a song may be given as a gift or
prize is absent from Theocritus’ pastoral poetry” (166). He further points out that the herdsman is not a
professional singer hired by a patron. When he sings, “the herdsman is not doing anyone a favor; he is pleasing
himself” (166). Also see Segal for a discussion of the “unified poetic vision” in what he refers to as the genuine
bucolic Idylls (1, 3, 4, 5, 6, 7, 11) (176).
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of the Theocritean corpus. Instead, the discussion centers solely on Idyll 11, a poem in which
Theocritus describes the song of the Muses as restorative. Idyll 11 is further germane to a
discussion of Theocritus’ medical comparisons because the poet both frames the Idyll with an
address to his friend, Nicias, who is both a poet and a doctor, and states that the song of the
Muses is a treatment (@dpuakov) for love,

Before the discussion of Idyll 11, a brief note on the performance of Theocritus’ Idylls is
necessary. As Rosenmeyer suggests, Theocritus’ poems were recited rather than sung to
instrumental accompaniment.'® This spoken performance changes the poet’s relationship to
song considerably because, as Rosenmeyer puts it, Theocritus “suggests the music instead of
putting it on the boards.”** Thus, only the singers described by Theocritus (usually piping
goatherds), and not the poet himself, actually create music.

This changed performance context affects the way in which Theocritus expresses the
therapeutic effects of song. The audiences who listen to the poetry of Homer, Hesiod, and
Pindar are soothed by the poet’s song.’» When these earlier poets describe this soothing effect
of song, they implicitly attribute an ameliorative effect to their own poetry which is performed
to musical accompaniment. Theocritus’ recited (or possibly even read) poetry does not
automatically present the same type of relief. When Theocritus examines the medicinal effect
of songs performed by others, his commentary lacks the self-reflexive quality found in Homer,

Hesiod, Pindar, and other earlier poets whose works are performed to music. Since Theocritus

' Rosenmeyer, 147. Hunter even suggests that the Idylls were meant to be read, though he acknowledges the
possibility that they were recited (11). Either way, Theocritus’ poetry was not performed to musical
accompaniment.

'2 Rosenmeyer, 147.

' Sappho, Euripides, and other earlier Greek poets may also be added to the list of Theocritus’ influences.
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does not sing his poetry, he is able to maintain a distance from his characters who perform, and
his description of their song does not invite a comparison with his own work the way, for
instance, critics compare the poet of the Odyssey and the fictional bard, Demodocus, in Odyssey
8. As my reading of Idyll 11 will reveal, this distance from song leaves Theocritus more space to
comment on the soothing effect of song on its audience.

In Idyll 11 Theocritus uses compositional techniques familiar to the Greek poetic
tradition to liken song to medicine. As we saw in Chapter 2, Pindar uses both medical
metaphor'® and mythological figures associated with wounds'*® and healing'” to connect
himself, and his poetry, to a healer and his listener to a patient. In like fashion, Theocritus
opens his poem with a medical metaphor in which he calls the Muses a “drug” (eapuakov) for
love. Theocritus writes this Idyll about Polyphemus, a mythical character whose eye Odysseus
wounds in the Odyssey, and who is known for his uncivilized behavior, as well as his lack of
musical skill, in Euripides’ Cyclops.’® Where Pindar narrates the myth of Asclepius as an
exemplum in Pythian 3 and that of Philoktetes in Pythian 1 to suggest medical comparisons,
Theocritus makes literal the connection between poetry and medicine by addressing his poem
to a poet/doctor, his friend, Nicias.'” Unlike earlier poets who use mythology to supply a
medical context, Theocritus uses a living example to connect song to medicine.

Theocritus’ comparisons allow him to challenge the traditional association between the

poet’s song and his listener’s cure by portraying the same character as both healer and patient.

125 Cf. the opening of Pindar’s Nemean 4 where he calls the result of song (e0¢@pociva) a doctor (iatpdg).
126 Cf. Philoktetes in Pythian 1.

127 Cf. Cheiron and Asclepius in Pythian 3.

'2 Euripides, Cyclops 426.

1% Goldhill, 258.
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As he combines with the hexameter form a traditional theme of Greek love poetry, poetry of
unrequited love recited by despairing lovers,*® Theocritus places his poetry against a medical
backdrop to reevaluate the traditional healing effect of song' in a case where the singer can
no longer rely on the generosity of his listener or patron but instead sings for his own
benefit.”? Theocritus locates in a single individual the traditional medical comparison in which
the poet is linked to doctor and the listener to a patient to situate the singer and the listener
(and so also the doctor and the patient). He thus questions the dependence implicit in earlier
poetry of the listener on the poet for healing treatment. The following reading of Idyll 11 will
demonstrate that Theocritus uses both medical metaphor and mythology to reveal the new
means of healing available to the bucolic singer. Rather than using the myth of Polyphemus to
supply the medical context, Theocritus portrays Polyphemus, who, in spite of the humorous
overtones, demonstrates the healing effect of bucolic song, as a comic version of the bucolic
singers we find elsewhere in the Theocritean corpus. By inverting the traditional
characterization, Theocritus’ manipulation of the medical metaphor establishes the self-
sufficiency of the bucolic singer, and his use of heroic language to describe Polyphemus
illuminates the therapeutic effect of bucolic poetry, even when sung by a singer who, in the
literary tradition, is “without the Muse” (&uovcog).**

From the first line of the poem Theocritus establishes a medical context for Idyll 11 by

attributing medicinal power to the Pierian Muses:

3% Goldhill, 252.
Bl Rosenmeyer, 146; Also see Chapters 1 and 2.

21 refer to the singer within the song and not to Theocritus, who did sing for patrons as is evidenced by Idyll 16
written in honor of Hieron Il and Idyll 17 composed for Ptolemy II Philadelphus.

% Euripides, Cyclops 426.
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1 00d¢ev TOTTOV €pwTa TEQUKEL QAPUAKOV dAAO,
Nikia, o0T €yxpiotov, éulv dokel, oUT éninaoTov,
M tai Miepideg:
1 There is no other drug for love,
Nicias, neither an unguent, nor a paste,
than the Pierian (Muses)
Theocritus calls the Muses the only drug®* (papuakov) for love. He follows earlier poets,
attributing to the Muses the power to affect the emotions of their audiences. At the moment
that Theocritus introduces the conventional and unexceptional link between the Muses and
relief from mental anguish,”** however, in the very first line of the poem his description of this
treatment together with his focus on medicine and medical terminology also reserves space
for reinterpretation and various shades of meaning because a p&puakov may be helpful or
harmful.”s
The word @dpuakov always has the potential to refer either to a drug that is beneficial
or to one that is damaging’” and the sense must be determined from context. Some scholars

believe that Theocritus extends the equivocal meaning of pdpuaxov in line 2 by suggesting

that the Pierians are more effective than both an &€yxpiotov (unguent) and an éninactov

I have translated @dpuakov as “drug” rather than as “remedy” or “cure” because, as Goldhill argues,
“pharmakon means not merely remedy but also poison; not merely cure but also harmful drug, dangerous spell”
(255). Cf. below note 137.

%% See Chapters 1 and 2 and Rosenmeyer, 146.

¢ Contrast this ambiguity with Pindar’s description of song which produces joy (e0@pociOva) and takes away
pains (mévoug, kaudroug).

7 In Homer, for instance, dpuakov often appears with an adjective modifying it which designates the drug as
healing medicine or as poison. For examples of harmful drugs: at Odyssey 1.261 Odysseus smears a Tdpuakov
avdpopévov (“man-slaying drug”) on the tips of his arrows, and at Iliad 22.94 Hector is compared a snake that
teems with kakd @dpuaka (“bad drugs,” or “poison”). For examples of healing drugs: at Odyssey 10.292 Hermes
gives Odysseus a @dpuakov €60Adv (“good drug”) to protect him from Circe’s harmful drug. Hermes drug is
consistently described as é60A6v (“good”) (see also Odyssey 10.287, 10.302) and Circe’s as kakd (see Odyssey 10.213,
10.236, 10.290, 10.317, 10.326, 10.327, 10.394). Cf. Bergren, 206, where she outlines two “genres” of @dpuakov, the
“good” and the “wretched,” in the Odyssey.
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(paste).” However, both terms and their related verbs refer to healing treatments mentioned
in the Hippocratic Corpus.” It is therefore more likely that Theocritus includes them to
emphasize that the ability of the Muses’ song to treat lovesickness is analogous to the medical
treatment of a wound, following descriptions of the Muses’ song found in earlier poetry.

Theocritus deepens the medical resonance of the poem’s frame by addressing Idyll 11 to
his friend, Nicias. He expects that Nicias will know the power of the Muses because Nicias
himself is a doctor (iatpov £6vta, 5) and at the same time he is loved by these divinities: kai
Taic évvéa On me@iAnuévov €€oxa Moioaig (6). The line bears a secondary set of associations as
well, for they evoke the description of Demodocus in Odyssey 8, who is also loved by the
Muse.* Nicias is authoritative because of his double role as healer and poet, which accords
with their close association in earlier Greek poetry. Theocritus, who is only a poet and not a
physician, playfully jests with his friend by suggesting that poetry, too, is medicine and more
importantly that it is the only type of drug that works for love.

Prior to mentioning the Cyclops, Theocritus situates Polyphemus in a medical context
in lines 1-6:

7 oUtw yoUv pareta d1d&y’ 0 KokAwy O map’ auiv,

wpxaiog MoAv@apog, 8k’ fpato tdg Falatelag,
&PTL YEVELAOOWV TIEPT TO OTOUA TWG KPOTAPWG TE.

® Gow points out that the first, £yxpiotov, carries a harmful overtone because it appears in Homer only as a verb
(xpiewv) which describes the smearing of poison on arrowheads at Odyssey 1.262 (11.210). The second term, on the
other hand, also appears as a verb (ndoocetv) in Homer describes the dusting or sprinkling involved in dressing a
wound at Iliad 4.219, 5.401, 11.515, 830, 15.394 (I1.210). Gow does not take into account changes in medical
terminology from the time of Homer to the time of Theocritus, and the uses of these terms in the Hippocratic
Corpus reveal that by the third century both terms were used to describe healing treatments. Also see Goldhill,
255.

¥ For xpiw used for the application of a healing treatment in the Hippocratic Corpus, see Places in Man 13.3, 13.6,
13.10; Diseases 11.28.5, 11.36.6; Fistulas 7.23.

" Hunter indicates that this line “teasingly exaggerates 0d. 8.63 (Demodokos) tov épt Mobo’ £pilnce” (226).
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7 In this way the Cyclops fared as easily as possible the one

among us

Polyphemus of old, when he was in love with Galatea

Just having sprouted a beard around his mouth and his temples.
I have translated p&iota Siay’ literally as “fared as easily as possible,” but the English
translation misses some of the medical resonance of this phrase. As Gow points out in his
commentary, this phrase applies to invalids recovering from diseases.**' It, similarly, refers to
the recovery of alcoholics in Dio Chrysostom’s discussion of the effects of heavy drinking,*

and Xenophon’s Socrates also uses this phrase twice in the Symposium when he argues that the

guests at the drinking party would fare better with less elaborate entertainment.'* Gow and

" Gow, 11.210. Gow cites Dio Chrysostom 6.31 as an example of this sense of padiwg. Here, Dio discusses the tyrant
who:

would choose localities that were healthful in preference to the unhealthy,

and those that were adapted to the different seasons, and he took care to have

a sufficient supply of food and moderate clothing, but from public affairs,

lawsuits, rivalries, wars, and factions he kept himself clear. He tried especially

to imitate the life of the gods, for they alone, as Homer asserts, live at ease

(¢xeivoug yap udvoug eroiv “Ounpog padiwe Iiiv)

For a more relevant passage in Dio, where the adverb is in the comparative and appears with didyewv (cf. Theoc.,
Idyll 11.81), see note 142,

" The following is the most directly related passage from Dio:

moAMol 8¢ kal é€epololy OO TANopoviG yiyvetat 8¢ uetd omapaypol Te Kal
AUTING Thig £oxdtng TO TV Ndovnv ékPdAAev. Gotig &’ av ioxvon, koveiletat

el . . p
Kai pgov d1dyer o Aowmdv.

Many too vomit from surfeit, and it is accompanied by retching and the
severest pain—this casting out of the pleasure. But whoever persists is relieved

and gets on better in the future.
(Dio Chrys. 30.40, Trans. J.W. Cohoon)

See also Dio 6.55 where pdov didyerv describes Tantalus who “fares better” than the aging tyrant.

3 At Xenophon, Symposium 7.2, Socrates addresses Philip who is about to bring in a dancing-girl who juggles to
entertain his guests:

VOV yodv okon® Snwg av O pév maig 6de 0 60g kal 1) maig fde wg pioTa
Sidyolev, fueic & av pdAiota ed@patvoipeda Bewpevor adTovg

“at any rate, I am now considering how it might be possible for this lad of

yours and this maid xer little effor m ,and at the same
time give us the greatest possible amount of pleasure in watching them.”
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LS] both cite the Hippocratic Treatise, Places in Man 34 as a passage in which pdwv (here with
givai) signifies an improvement in a patient’s condition. Furthermore, the adverb, pdwv,
appears regularly throughout the Hippocratic Corpus with existential verbs (eivon and
yiyvoua) signifying the state of the patient.'* In addition to the medical terms used in line 2 to
suggest that song removes rather than aggravates love, this phrase, pdiota S1&y’, further
reveals that Polyphemus improves his condition by engaging the Pierian Muses.

The medical context is developed further in the lines that follow. Polyphemus suffers
from a “wound” (€Akocg, 15) in his heart, and the audience knows he will also suffer from a

physical wound in his poetic future.” Theocritus presents a mythological character who

(Trans. 0.J. Todd)

A few lines later, Socrates again refers to the girl and boy as pdov didyerv, the same phrase which Theocritus uses
to describe Polyphemus at line 80, which again carries the sense of not being overly tired (Xen. Symp. 7.5). These
passages from the Symposium do not specifically indicate a medical context, but they strongly suggest that the
“drug” is beneficial to Polyphemus.

" pgov and Sidyerv appear together once in the Hippocratic Corpus at Internal Affections 28.37 to describe the
cauterization of a liver to treat a patient with advanced liver disease:

Av yap ToXNG kavoog, byléa mo1foelc, Kal tov Aowdv xpévov pdov didfer
Av 8¢ pr) toxn kavbeic f| U1 TGV EAAwV Aotmov Uytr|g ur yeVOUEVOG, TO Aotmdv
@Oe1pduevog xpOvw AmobviioKeL.

For, if your cautery succeeds, ill m h ien 11, and h
will pass the time from then on more easily. But if he is neither
cauterized successfully nor brought to health by any of the other treatments,
he wastes away after that, and in time dies.

(Trans. Paul Potter)

For the pdov/pdwv with eivar and yiyvouat in the Hippocratic Corpus, see Affections 19.2; Affections of Women 63.41,
125.3, 174.11; Diseases 1.19.25,1.19.30, 11.25.8, 11.47.51, 11.55.8, 11.64.3, 11.66.4, 11.69.3, 11.69.5, 11.71.5, 11.73.7; Internal
Affections 6.15, 6.24, 21.6, 23.19, 28.9; Nature of Women 12.10; Places in Man 24.11, 34.2-3; and Popular Diseases 7.1.29,
7.1.43,7.1.57.

> Theocritus also describes Polyphemus’ sickness in traditional terms when he suggests that he “melted away”
(katetdkero). Cf. Idyll 2 where Simaetha’s beauty melts away due to her lovesickness: t6 8¢ kdAAog éTdkeTo. Also
see Callimachus, Aetion 1.8, where he describes the Telchines as a race who know how to waste away their hearts
(tikerv Amap émiotduevov).

In the Odyssey, the narrator uses this verb (katatfikw) only to describe the melting of snow (19.205,
19.206), but the grieving Penelope uses it to characterize her longing for her absent husband in Book 19:

136 &AL’ ’08vof] mobéovoa pilov kKaTATHKOMAL ATOp.
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suffers physically to liken his addressee to a patient. In this case, Polyphemus also suffers from
lovesickness and Nicias is connected to him in this respect.** Nonetheless, this mythological
exemplum breaks with earlier models immediately because Nicias is a physician. The
doctor/poet, Nicias, has become the patient, and the lovesick Cyclops has become a poet. By
likening Polyphemus to both the doctor and the patient, Theocritus breaks down the
alignment of the poet with the doctor and the listener with the patient that we have seen in
the previous chapters. Nicias thus informs our reading of Polyphemus, likening him to a
doctor, as much as the Cyclops provides a model of the patient for Nicias.

Theocritus’ diction aligns Polyphemus with Nicias as the poet/doctor because he sings
(&eibwv, 13; &e18¢, 18) and by doing so discovers a “drug” (dGAAX TO @dpuakov edpe, 17).
Polyphemus, whom Euripides depicts as duovoog, literally “without the Muses,”*’ discovers
the song of the Muses, which, as Theocritus points out in line 4, is not easy to find (¢0peiv & o0
pad16v £ot1). By portraying Polyphemus as both the physician and the patient, Theocritus

suggests that the lover, and in this case even a singer who is known to be “without the Muses,”

ol 8¢ yduov omeddovoiv: £yw 8¢ §6Aovg ToAvmedw.

136 But longing for Odysseus | waste away in my dear heart.
They are eager for a marriage; but [ carry out cunning plans.

Theocritus links Polyphemus to Penelope, emphasizing the strength of his love for Galatea.
16 Cf. Idyll 13 where Theocritus addresses Nicias again in the context of lovesickness.

7 After Odysseus returns from the Cyclops’ cave, he describes the events that took place in the cave to the chorus
of satyrs :

425 d1de1 8¢ mapd kAatovot suvvaldTalg EHoig
duoud’, nnyel & dvrpov

425 He sings beside my weeping shipmates
without the Muses, and the cave echoes.

I translated duovocog literally as “without the Muses” (LSJ, s.v. duovcog) to emphasize the humor in Theocritus’

suggestion that the character who is traditionally “without the Muses,” or unrefined, inelegant, is able to find the
song of the Muses as a treatment for €pwg.
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can personally access the healing song of the Muses without relying on the poet as an
intermediary. Theocritus attributes medical language to Polyphemus in the frame to liken him
to Nicias and to underscore the salutary effect of his song.

When Polyphemus begins to sing, medical language is less prominent as he attempts to
lure Galatea out of the sea by professing his love and by describing the life he could offer her in
his cave. Nevertheless, it is not altogether absent after the Cyclops has exhausted his list of
reasons why Galatea should leave the sea for him and after he imagines visiting her under the
sea, he uses medical language to describe his anguish. He blames his mother, the sea-nymph,
Thoosa, for Galatea’s indifference:

& udtnp adikel pe udva, kol peupopat adTd:

obdev mnoX’ SAwg moti Tiv ilov einev UmEép pev,

Kal TadT ayap €’ auap Opedod ye Aemtdvovra.
70 PAGH TAV KEQAAXV Kol TWG TOSAG AUPOTEPWS UEV

oPUGdELV, WG GviadTf, el KAYWV dviduat.

my mother alone harms me, and I blame her
for not ever saying a word to you, my beloved, on my behalf

even though day by day she sees me wasting away.
[ will tell her that my head and both my feet

Throb, in order that she might suffer, since I also suffer.
Polyphemus’ mother harms him by not speaking to Galatea, but he quickly makes the leap
from emotional pain to physical pain. His mother looks upon him wasting away (Aentovovta).
AentOvely, and its adjectival form, Aentdg, regularly appears in the Hippocratic Corpus to refer

to a body that has wasted away because of illness."** Polyphemus wishes to make his mother

* Hunter points out that this verb is “at home in medical contexts” and also indicates that the lover is
conventionally thin (240). Cf. Hippoc. Aphorisms 2.7. The author suggests that bodies that have wasted away
(Aemtuvéueva ohpata) slowly should be restored slowly, and those that have wasted away quickly restored
quickly. Polyphemus may also liken himself, here, to the Hellenistic Muse, whom Callimachus at Aetion 1.24 tells
us, should be slender (Aentalénv):

......... 1 4018¢, T6 pev 00o¢ Sttt AXLoTOV
BpéPat, Th]v MoGoav & dyabe Aertalény:

66



suffer by seeing his physical pain because she does not respond to the emotional aguish of his
lovesickness.™*’

At the close of his song, Polyphemus returns to a consideration of his mental state. He
reminds himself that his mind would fare better if he were to attend to his present chores
rather than to chase a love that flees:

@ KoxAwy KOk, 18 Th¢ @pévag éknendtaocat;
of K EvOwV TaAdpwg te TAEKOo1G Kal BaAAOV dudooag
TAIG APVEDTL PEPOLG, TAXA KA TOAD UGAAOV €X015 VA V.

75 TaV mapeoioayv GueAye: T TOV PedyovTa SIWKEIG;

Oh Cyclops, Cyclops, where have you flown in r mind?

If you should plait the baskets here and having gathered in the rushes
Bear them to the lambs, you would have much more sense.

75 Milk the one present; Why pursue the one who flees?

As the Cyclops addresses himself, he suggests that he is not in his right mind.** His description

is not unlike descriptions of love found in earlier lyric poets, for whom Eros has wings.*!

.......... poet, nourish the victim to be as f ibl
but the Muse, good man, to be slender.

" polyphemus also aligns himself with other Theocritean lovers who waste away from their lovesickness. Hunter
cites Idyll 2.89-90 where Simaetha describes the symptoms of her lovesickness:

€ppevv & €k kepaAdg ndoat Tpixeg, avtd 8¢ Aond
ooti’ €T° g kal dépua.

All the hair fell out of my head, and only the bones
Were left and skin.

The image of the lover wasting away may also recall Calypso’s address to Odysseus in Odyssey 5:

160 Kdppope, uf pot €T’ €vBad’ 4d0peo, undé tot aiwv
@01vETw' fdn Ydp oe pdAa mpdppacs’ droméuw.

160 1l fated man, do not more here with me any longer, may your life

not waste away; for I will send you away now very willingly.

% The witch, Simaetha, uses the exact words to ask her servant, Thestylis, if she is in her right mind: deilaioa, n&
T&¢ Qpévag éknendtaocatl; (2.19). Gow translates this line as: “Poor fool, whither have thy wits taken wing?”
(Gow, 1.17).

5! Hunter, 241.
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Polyphemus recognizes that must regain control over his @prv (72) and his véog (74) to
overcome his pain. This recalls line 11 of the opening frame in which Theocritus suggests that
Polyphemus loved Galatea with true mania (6p6ai¢ paviaig), and marks the point in the poem
where Polyphemus’ song offers him potential relief from this pavia.

The medical theme reemerges at the conclusion of the poem, although some of the
details are disputed. Since Gow published his translation and commentary in the 1960s,
scholars have debated the efficacy of Polyphemus’ song based on the last two lines. These

lines, like the first 18 lines, are part of the framing address to Nicias:

30 OUtw ot Ho)xv(pocpoq gumpmm TOV €pwta
povsiodwv, pEov 3¢ didy’ 1 €l Xpuoov EdwKeV.

80 In this way Polyphemus used to shepherd his love
By singing, and he fared more easily than if he had paid gold.

Gow rejects the entire medical frame of the Idyll as a late add-on to the original poem, which
he believes includes only lines 8-16 and 19-79,? arguing that the content of the song “shows
Polyphemus very far from cured.” Cairns believes that Polyphemus was obviously cured and
cites the last two framing lines of the poem as evidence of recovery.* Other scholars reject the
notion that Polyphemus cures himself, and see Polyphemus’ attempt to cure his lovesickness

as a failure.” In contrast, Erbse and Holtsmark argue that Polyphemus cures himself by

12 Gow, 11.211.
153 1bid.

'3 Cairns suggests that “at the end of the song (80-1) we are told again that by singing it Polyphemus cured
himself, Theocritus must therefore show the cure occurring within the song” (147).

%5 Schmiel, 36. Overlooking the possible intertextual reference to the Pindaric notion that it is better to look to
things at one’s feet than to things that are far away (see Gow, 11.220), Schmiel calls Polyphemus an “insensitive
materialist” because he tells himself he would be better off if he milked the one who was present (35). This self-
address, Schmiel argues, marks Polyphemus as “no insightful poet-physician but a rather mundane and comical
disciple of the Muses” (35). Schmiel entirely misses the point of the self-address, which, as Goldhill points out (see
note 159 below), is a hypothetical situation which represents what would be more sensible, but which does not
take place in the poem.

68



achieving a state of self-enlightenment by the end of the poem which allows him to see the
futility of his love for Galatea.”®

More recently Goldhill’s study of these lines argues that Polyphemus may or may not
be cured by the end of the poem. Instead of revealing the Cyclops’ cure to his audience,
Goldhill suggests, Theocritus maintains a level of ambiguity that leaves open the possibility
that Polyphemus actually keeps his unrequited love alive by nourishing it with song.”” Goldhill
convincingly points out that Polyphemus’ self-address does not indicate a cure. The Cyclops’
question, “where have your wits flown?,” is more likely to be a “rhetorical expression of
misery” than a sign that Polyphemus has recovered.”* Furthermore, the Cyclops uses a future-
less-vivid condition to indicate that “he would be more sensible if he were to go and plait cheese-
baskets,” but there is no promise that he will. Polyphemus also qualifies his chances of finding
another Galatea by adding the adverb “perhaps” ({owc).”* Polyphemus’ self-address, therefore,
does not, as Cairns suggests, reveal that he has changed his mind about Galatea and has cured
himself in this way.

Although Goldhill demonstrates that Polyphemus has not definitively cured his love by
singing, this does not mean that his song is not therapeutic. In his discussion of moipaiverv,
Goldhill points out that “Theocritus’ witty final use of poimainein, ‘to shepherd’, scarcely

resolves any uncertainty whether the love poem really demonstrates the shepherd’s cure.”*®

"% Erbse passim. Holtsmark 258-259.

[

7 Goldhill, 254-259. He argues that énofuatvev may take the sense of ““tend’, ‘care for’, ‘nourish’ in this passage,
pointing out that the verb does not imply “the removal, the destruction or even the cure of desire” (254).

158 Ibid.
159 Goldhill, 252.

160 Goldhill, 254.
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Goldhill believes that the doubleness of the last two lines lies in Towpatverv, a verb which

”

elsewhere implies “‘tend’, ‘care for’, ‘nourish,” in metaphorical contexts.’ This meaning could
be operative here, but even if we use this metaphorical definition for moipaiveuv, the phrase
does not imply, as Goldhill later suggests, that Polyphemus is “maintaining, even creating, his
love.”> When a shepherd tends his flock, he guides it in the right direction, and it is most
likely this sort of benevolent control that Polyphemus exerts upon his €pw¢ by singing the
song of the Muses (Lovoicdwv).

To demonstrate that Polyphemus has not definitely been cured by the poem’s end,
Goldhill has underemphasized the last line of the poem. This line reveals that Polyphemus’
song, while not necessarily curing him, eases his lovesickness rather than compounding it.
Theocritus tells us that Polyphemus “fared more easily” (pdov 8¢ d1dy’) by singing than if he
had paid gold, presumably to a doctor.’® This phrase repeats his description of Polyphemus’
song in line 7, where he suggests that the Cyclops “fared most easily” (pdiota diay’) by
discovering the song of the Muses. While other terms may carry possible double meanings, it is
hard to imagine that “faring more easily” could refer to anything but the easing of
Polyphemus’ sickness, especially given the large number of passages in the Hippocratic corpus
which use pdov to indicate an improvement in the patient’s condition.'®

Theocritus’ repetition of the imperfect tense further supports the idea that

Polyphemus directs his love in the proper direction over time. Polyphemus “fared more easily

161 1bid.,
162 Goldhill, 258.
163 Gow, 11.220; Hunter, 243.

1% See note 144 above for instances of pdov in the Hippocratic Corpus.
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(pdrota a1y, 81), not in a single, completed performance, but in the imperfect which allows
the possibility of repeated action. Similarly, Theocritus uses the imperfect tense of the verb
gnolpaivw (80) in conjunction with a present participle (povsicdwv, 81) indicating habitual
behavior rather than an isolated instance of song. Theocritus likewise has used the imperfect
tense and present participles in lines 13 and 18 when he describes Polyphemus singing
(Ge1dwv, de1de). Theocritus, thus, may suggest that Polyphemus fared more easily by repeatedly
singing this song, or one like it, to himself.'*

The language of closing frame of Idyll 11 reveals that Polyphemus improves his
condition by singing even if he does not fully “cure” himself. Theocritus compares the singer
to a doctor, demonstrating that Polyphemus can “shepherd,” or perhaps “direct,” his own
love. Goldhill rejects the conclusion that Polyphemus has “cured” his love, instead arguing for
the doubleness of the song.** However, the diction of the last line makes it unlikely that
Polyphemus worsens his sickeness; the “drug” of the Muses need not cure but it almost
certainly eases lovesickness. As Theocritus creates a humorous image for his audience by
“making a bestial monster the example of the curing power of poetry,”' he affirms the
ameliorative effect of song on the mind (gpévag, 72).

In Idyll 11, Theocritus’ depiction of Polyphemus singing to ease his lovesickness

demonstrates that the beneficial effect of song on the mind of the listener spans the Greek

' Holtsmark and Erbse suggest that Polyphemus eventually cured himself by attaining self-enlightenment over
time (see note 156). Unlike Holtsmark and Erbse I am not arguing that Polyphemus’ question to himself at line 72
demonstrates that Polyphemus’ song “brings the singer to self-awareness” (Holtsmark, 253). Rather, I follow
Goldhill who points out that Polyphemus does not necessarily “change his mind” (Goldhill, 252). Polyphemus
may, nonetheless, improve his condition by directing his love, as a shepherd directs his sheep, in the proper
direction.

1% Goldhill, 258.

197 Goldhill, 258.
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poetic tradition. The Cyclops need not cure himself with song by the end of Idyll 11 to
correspond to a tradition which attributes to song the power to soothe the mind. In fact,
earlier models for Polyphemus such as Achilles do not “cure” their minds, but rather use song
as a temporary relief.'® Theocritus adapts the traditional portrayal of song as therapy to his
developing genre of bucolic. Polyphemus “shepherds”/“soothes” (noipaiverv) his love and
describes his love in terms which reinforce his position as a rustic singer when he tells Galatea
she is “whiter than cream cheese” (19) and “more skittish than a calf” (20). These rustic
comparisons mark the Cyclops as boorish and unrefined, which makes it all the more striking
that his song eases his mind, just as the songs of earlier poets soothe the minds of their
audiences.

Though it does not necessarily represent the entire genre, Idyll 11 reveals that song
serves as a palliative for the mind in bucolic poetry in some instances. Theocritus thus reveals
that song continues to appear as a treatment for the troubled mind throughout the Greek
poetic tradition. While the nature of the pain and the genre of song may vary, poets
consistently use medical metaphor and medical comparisons to elucidate the therapeutic

effect of song.

1% Achilles “soothes” his mind at Iliad 9.186 and 9.189, but after this performance he rage and grief still prevent
him from returning to battle (see Chapter 1). Cf. also Pindar Pythian 3 in which Pindar does not cure Hieron with
song, but offers him consolation and advice (see Chapter 2).
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CHAPTER 4

CONCLUSION

As I began my research, I set out to explore how Pindar and Theocritus use medical metaphors
to support a metaphorical structure within which song is regarded as having the ability to
“cure” emotional anguish. After taking the effects of song in Homer and Hesiod into
consideration, it was necessary to adjust this initial question. As we have seen in the past three
chapters, songs in Greek poetry are imagined to have a therapeutic effect on the mind of an
audience, but to say that they are “curative” implies that there is, in fact, a cure for emotional
distress. Instead it is more useful to think of songs as “soothing” in the sense that they lessen
anxiety, rather than fully and permanently eliminating emotional troubles.

The claims I have made about the Greek poetic tradition are based on only four authors
and three genres of poetry: early hexameter (heroic and theogonic), epinician, and bucolic. We
have seen that Pindar and Theocritus use medical metaphor differently—the one reaffirming
the victor’s place in his community, the other playfully mocking his friend, the physician
Nicias, while simultaneously revealing the persistence of a trope in Greek poetry. This
sampling demonstrates the continuity of the analgesic song through the centuries, but several
genres, most notably tragedy and comedy, have been overlooked due to the scope of this
study. The persistence of the conventional soothing song from epic to bucolic nevertheless
opens many questions for further investigation. For instance, do the tragic and the comic

poets use medical language to describe song and performance? Do soothing songs lessen
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different types of pain or social conflict as political climates change? Considering Pindar’s self-
association with Asclepius, do the tragedians and comedians also portray themselves, or
perhaps their singing characters, as healers of the community, the city, the league of cities, the
Greek people (in the fourth century during the struggle with King Philip for instance)?
Particularly in Chapter Three, but also to an extent in the first two chapters, this thesis
has considered Greek medical practices and medical treatises as comparative sources which
reveal that poets use technical medical language to describe song. While the similarity
between poetic language and medical language suggests borrowing of medical language for use
in poetry, it would also be worth investigating the extent to which medical writings evolve out
of a poetic tradition and thus share their origins with the literary tradition. In other words,
how are Hippocrates and his followers influenced by earlier and by contemporary works of
literature which use the medical metaphor to describe song? This would be particularly
illuminating for further study of Theocritus, a poet who negotiates not only the changing
literary tradition but who also makes use of medical terminology which is itself evolving in the
early third century when Theocritus wrote. At that time the medical center on Cos, where men
like Nicias, at once a poet and a doctor, were educated, was thriving.'® During this period men
studied medicine as well as philosophy and literature at the Lyceum in Athens and the
Museum at Alexandria was an intellectual center for philosophers, mathematicians,
astronomers, artists, poets, and physicians.” The passages from the Hippocratic corpus cited
in Chapter Three evidence medical language that would likely have been standard by the time

Theocritus wrote. Nonetheless, medical techniques were continuously advancing alongside

' Longrigg, 177-180.

7 Longrigg, ibid.
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literary innovations in centers like the Lyceum and the Museum at Alexandria and a
consideration of contemporary medical thought and writings would be revealing for the study
of poetry by later authors.™

The above questions raised by this thesis have emerged from its central argument that
both Pindar and Theocritus, like Homer and Hesiod before them, reveal the ability to alleviate
emotional distress through song. Pindar and Theocritus depart from their predecessors
specifically by comparing song to medicine, poet to doctor, and listener to patient, but they
maintain the basic notion that song soothes rather than cures. Pindar’s epinician odes, thus,
promise no certain cure, but instead calm audiences with the hope of future kAéog. Listeners
may heed the poet’s palliative counsel that each man should live moderately according to his
means, but their future still depends on fate and the will of the gods. Theocritus similarly
marks poetry as a salve rather than an antidote for lovesickness or a final solution to the
problem. Thus, the question debated by scholars for decades—“has Polyphemus been
cured?”—may be misguided. Instead, it may be more fruitful to ask: how does Polyphemus’
song fit into the tradition of healing songs that come before him? As this thesis has attempted
to demonstrate, Theocritus places Polyphemus in a tradition of listeners who never expect to
be fully “cured” by song. Song offers Polyphemus, like Hieron in Pythian 1 and Pythian 3 and
Achilles in the Iliad, no promise of a cure but it provides temporary relief from pain and

lessening of emotional anguish.

! Unfortunately we only have fragments of the two most eminent Alexandrian physicians of the time,
Herophilus of Chalcedon and Erasistratus of Ceos. Nonetheless, much of their work has been preserved by later
authors so a study would be possible (Longrigg, 181-182).
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