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topakdys hvTa Té kel TpdyuaTta
Tpaywdlav dvta kal okrvoypagplav

1. Life as a stage in Hellenistic thought

The story goes that moments before his death Augustus turned to his friends, asked
them if he had played his part in the drama of life (mimum vitae) well, and — quoting a
comic epilogue — invited them to greet his exit with applause!. This comparison of a
dying person to an actor who leaves the stage is one of the many similies ancient theater
has bequeathed to the post-classical world2. On a philosophical level, this simile indicates
that life is a stage3 on which humans act out the parts in a play composed by powers
beyond their control. For modern sociology and anthropology the playwrights of the
drama of life are societies; they generate symbolic actions and roles which each member

* T would like to express my thanks to Oliver Hoover, MA, for improving the English text and
to William J. Slater for many useful suggestions.

1 Suet., Oct. 99 ed. Ailloud: capillum sibi comi ac malas labantes corrigi praecepit et admissos
amicos percontatus, ecquid, iis vidererur mimum vitae commode transegisse adiecis et clausulam €t
8¢ 11 / Exot kakdds, TG maryviep 8dte kpdTov / kal wavTes Nuds peTd Xapds
wpomépuyaTe; cf. Cass. Dio 56,30,4. On Augustus’ last words see most recently Voutiras
1995: 69 (with bibliography).

2 On this motif see Voutiras 1995: 68-70; cf. Kokolakis 1976: 182f. See also below § 10 on the
perception of a funeral as a theatrical exodus.

3 A useful collection of ancient references to this idea: Kokolakis 1960. Cf., .., Burns 1972: 8-
10; Pollitt 1986: 6; Voutiras 1995: 69.
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learns to perform or recognizet. Hellenistic thought, on the other hand, recognized the
directors of the 'play of life' in superhuman forces, the gods or Tyche. Already as early as
the 3rd century the Cynic Teles (quoting Bion) described Tyche as a tragic poet who
designs different (social) roles for humans ~ the poor man and the king, the exile and the
beggar, etc.; the good man has to play the part assigned to him by Tyche (B&l édomrep
TOV ayalfdv Umokpriiv & 11 &v & momths wepdi] mpdowwov TolTo
&ycovileoBai kaAdas)5. This idea was anything but confined to the Cynics. The Stoics
(e.g., Epiktetos) regarded the divinity as poet and director of the play of lifes. The
dramatic simile of life was applied by Hellenistic historians as well. Polybios presented the
conflict between the two sons of king Philip V in the last years of his life as a drama staged
by Tyche7; and Diodoros — quoting what Demades purportedly had said to Philip II -
declared Tyche a play-producer who had assigned Philip to play the part of Agamemnon
in the drama of his lifes.

The perception of life as a drama and the diffusion of other dramatic similes in
Greek thought are directly related to the increasing popularity of theatrical performances,
first in classical Athens, later in the Hellenistic world. Public performances inevitably had
a strong impact on the mentality of contemporary people. Plato had already realized this?,
and recent research has, indeed, made clear that the important position theater had
acquired in Achens by the end of the 5th century BC increased the expectation of the
Athenians that they would experience performances and spectacles outside the context of
theatrical productions, in the assembly or in the court!0. It did not escape Thucydides’
notice that in the city which had given birth to theater public life increasingly resembled a
spectacleil,

4 See, e.g., Turner 1974, esp. 23-59 {on the notion of 'social drama’); cf. Burns 1972, esp. 11,
36-39, 121-143; Ober-Strauss 1990: 245-250 (classical Athens).

5 Teles, IMepl atrapkelas : 5, 2-7 Hense; cf. ITepl meptoTdaecov: 52, 2-6 Hense.

6 Enchir. 17: 464,10-11 ed. Schenkl: pépvnoo &mi dmroxpit|s el BpduaTos, ofou av BéAg
6 Biddokalos; Diatr. frgm. 11: TO mepiTebiv ik ToU daipoviou mpdacTov; see
Kokolakis 1976: 179f.

7 Polyb. 23,10,12 and 16: TpiTtov &' 1) TUxn Spdua katd TOV auTdv Kaipdv
émreigriyayev 1O xaTd ToUs viovs... kal TS katTd Tous vioUs veikos Gupa Toig
rpoeipnuévols Eexavbn, Tiis TUxns aep emitndes dvaBiBalovons énl oxnviy
tv &Vl kaup@d tég ToUTwv oupgpopds. Walbank (1938: 59-68) has made plausible that
Polybios presented Philip, in the last years of his life, as a tragic hero. For Tyche as play-
producer in Polybios see also 11,5,8; 29,19,2; cf. Walbank 1979: 233. On the role of Tyche
in Polybios' work, in general: Walbank 1957: 16-26; Sacks 1981: 136-140.

8  Diod. 16,87,2: Tils TUxns ool mepiBelong mpdocomov Ayauéuvovos altds ouk
aixivy TpdTTwy Epya OepaiTou.

9 Plato, Res p. 1I-11I 377 a-402 a, X 603 a-608 b; cf. Green 1994: 2. Cf. below § 3 on similar
thoughts expressed by Plutarch.

10 Ober 1989, esp. 158, 174-177, 221-226, 306-311; Ober-Strauss 1990: 238, 256-258; Rehm
1992: 3-5; Slater 1995: 143-146, 153f.

11 Thuc. 3,38,4; cf. Ober 1989: 154 with note 123; Slater 1995: 145.
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A century later, the ubiquitous experience of theatrical performances not only had
made the application of more sophisticated theatrical elements in public life possible, but
it had also made the Greeks more sensitive to their effects. It has long been observed that
a 'theatrical mentality'12 characterizes many aspects of Hellenistic life. Besides the
perception of life as a spectacle in contemporary philosophy, Hellenistic literature often
adopted a theatrical vocabulary to describe the most different situations of life!3. A sense
for dramatic changes is predominent in historiography, not only in the "tragic history' of a
Douris or a Phylarchos!4; even the greatest critic of "tragic history’, Polybios, could not
remain indifferent to the peripeteias in the life of individuals and in the life of states. In a
speech, which he put into the mouth of Philip V, he even mentions drama along with
mythology and history as a source of moral instruction!5. Hellenistic art is also theatrical,
with the architect's "fondness for dramatic settings and for surprising mysterious inner
spaces” and, in the words of J. J. Pollitt, the "exaggeratedly massive, tension-filled bodily
forms and pathetic facial expressions that seem to echo the masks of tragic drama”16,

The impact of theatrical performances in Hellenistic times clearly went far beyond
the momentary thrill and joy they offered to audiences. This paper is dedicated to one
aspect of this phenomenon, to the theatricality of public life.

12 This is the term used by Pollitt 1986: 4. Cf. Hesberg 1989: 61 with further bibliography (on
art).

13 [ single our only a few words related to the theater which are used by Polybios to describe
different situations: éx8eatpiled (3,91,10; 5,15,2; 11,8,7; fr. 141), txtpaycpbée (6,15.7;
6,56,8), Urdkpiots (35.2,13); of. mepiméTax (1,13,11; 3,85,9; 3,97.8; 5,75,5; 6,2,5; 9,12,6;
16,6,9; 20,5,6; 32,8,4; 38,9,2) and UndBeois (see below note 50). On peripereia in Polybios

“see below note 15. On the theatrical similes in Polybios see Wunderer 1909: 52-55; cf.
Foucault 1972: 31, 231, 233. On the theatrical vocabulary used by Plutarch see Di Gregorio
1976: 168-173.

14 On 'tragic history' sece Walbank 1955 and 1960; Strasburger 1966: 78-85; Meister 1975: 94-
108 (on Phylarchos), 109-126 (short history of research and bibliography); Sacks 1981: 144-
170. Walbank (1960) has shown, however, that this term is inappropriate, since the link
between tragedy and history is a fundamental affinity going back to the beginnings of both
genres.

15 Polyb. 23,11,1: B&l iy pdvov avayivddokew Tas Tpayblas kal Tols uibous kal
T&g loToplas, GAA& kol ywaokew kal ouvepiotdvew éml Tolto TO pépos; cf.
Walbank 1979: 234 (with an interesting parallel in Herodian. 3,13,3). See also above note 7.
On the instructive value of the peripeseias of others (al TGV aAhoTplcov mepiméteia) cf,
e.g., Polyb. 1,1,2; 1,35,7; cf. Walbank 1938: 64. On peripeseia in Polybios see also Sacks 1981:
132-144. On Polybios' criticism to Douris and Phylarchos see Walbank 1938: 56f.; Meister
1975: 109-126; Sacks 1981: 144-170.

16 Pollitt 1986: 7; cf. Hesberg 1994: 33, 54-64 (private architecture); Zanker 1995a: 91-189
(particularly on the tension-filled representations of thinkers).
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2. Defining "theatricality’

The term 'theatricality’ is used here in the relatively narrow sense which underlines
the strictly heatrical elements of theatricality!?, as they emerge from ancient perceptions
of theater, actors, and acting. Ancient authors usually regard as integral parts of theatrical
acting delivery, masks, costumes, and body-language, and as its effect illusion and
deception!8, As theatricality I understand the effort of individuals or groups to construct
an image of themselves which is at least in part deceiving, because it either is in contrast to
reality or because it exaggerates or partly distorts reality. As theatricality I understand,
furthermore, the effort to gain control over the emotions and the thoughts of others, to
provoke specific reactions, such as, sorrow, pity, anger, fear, admiration, or respect!?. To
achieve these two aims, that is, to construct an illusion and to control the emotions and
thoughts of others, a variety of means of verbal and non-verbal communication may be
applied: a carefully composed text, a particular costume, images and mechanical devices,
the selection of the space where the 'performance’ takes place, the control of the voice —
its volume, tone, stability, and flexibility — body-language — pose, gestures, movement of
the feet —, facial expressions, the choice of the timing20,

Theatricality in a more general sense is calculated, pretentious, or exaggerated
behavior, as opposed to natural behavior and spontaneity21. In this sense theatricality need
not be related to the theater. '"Theatrical behavior’ underlies many ceremonies and rituals
of ordinary life in any society, whether it knows organized theatrical productions or not.22

17 For this reason it differs substantially from, e.g., Bartsch’s (1994: 10-12) understanding of
theatricality, which places in the foreground "an unequal distribution of power between
participants in any human interaction” which "invariably introduces an element of acting into
the behavior of at least one of the participants” (p. 10).

18 See, e.g., Poseid., Hist. fr. 221 Theiler = Diod. 37,12,2; Epict., Dimsr. 1,24,18; 1,29.41;
2.9.19; Plut., Demetr. 18 and 44; Lucian., Gallus (22) 26; Iearomen. (24) 29; Apolog. (65) 5;
Navigium (73) 46.

19 Cf. Burns 1972: 33: " 'Theatricality’ in ordinary life consists in the resort to this special
grammar of composed bahaviour; it is when we suspect that behaviour is being composed
according to this grammar of rhetorical and authenticating conventions that we regard it as
theatrical. We feel that we are in the presence of some action which has been devised to
transmit beliefs attitudes and feelings of a kind that the ‘composer’ wishes us to have"; cf. ibid
13: "Theatricality is not therefore a mode of behaviour or expression, but attaches to any kind
of behaviour perceived and interpreted by others and described (mentally or explicitly) in
theatrical terms. These others are more aware of the symbolic than of the instrumental aspect
of any behaviour which they feel that they can describe as theatrical”. Already Quintilian (/nsz.
orat. 11,3,2) observed that the rhetorical performance aimed at controling not the thoughts,
but the emotions of the audience.

20 For a discussion of conventions of performance, both in theatrical production and in the
rituals of social life, see Burns 1972, esp. 28-97.

21 Cf Burns 1972: 4, 12.

22 See, e.g., the examples of theatrical behavior ("scenes of unreality in the midst of reality”) given
by Burns 1972: 20: demonstrations, exchanges of gifts, the ritual transformations of identity
for entry into hospital, prison, the armed forces, or a new job, rituals of political process and
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And if we associate with theatricality, in this more general sense, any staged, ritualized
behavior which produces signals aiming at releasing the appropriate response from their
addressees, humans are not the only animals who apply a ‘theatrical' behavior, as
ethological research has demonstrated 23,

In Greek social life theatricality, in the more general sense, certainly predates classical
theater. We may recognize it in the Geometric representations of funerals; it is obvious in
Homeric passages which show the interdependence of conventional posture and social
standing24. Long before the establishment of dramatic festivals in Athens Solon had
persuaded the Athenians to renew the war against Megara for the possession of Salamis by
engineering a dramatic scene in Athens: Wearing a cap on his head and pretending to be
mad, he recited elegiac verses in which he declared himself a herald from lovely Salamis?5.
The story goes that some time later Peisistratos, regained power through a 'theatrical
device', by dressing a tall woman in Athena's armour (okeudoavtes TavomAin),
putting her on a chariot, getting her to pose in the appropriate manner (TpooB€§avTes
oxiiua oldv Ti éuerhe elpeméoTaTov aiveabat), and creating the illusion that he
was being brought to Athens by the city's goddess26. The historicity of this device, often
disputed in the past, has been convincingly established by W. R. Connor, who has
demonstrated that this event is rooted within Greek culture??. Naturally, the introduction
of theatrical production in 6th century Athens changed things substantially. The more
common and more elaborate theatrical performances became, the more studied and skilful
was the performative dimension of Athenian political life. Dramatic fictions and staged
behavior were integral parts of the Athenians, political culture as W. R. Connor, J. Ober,
and B.S. Strauss have recently pointed out28,

If theatricality, or aspects of theatricality, were present in Greek public life before the
beginning of the Hellenistic Age, what changes did the Hellenistic Age bring? Did it
simply bring a quantitative change, making theatrical elements more common, or can we
detect deeper changes? In this paper I will try to identify theatricality, as I defined it
above, in two areas: (a) in the rising importance of delivery (Urékpi01s) in political
rhetoric and (b) in the perception of the statesman as an actor, of his public appearance as

sexual behavior. For further discussion see Turner 1969; Eibl-Eibesfeldt 1979 (on the
ethological perspective); Schechner 1985, esp. 3-33; Herzfeld 1985, passim.

23 See, ¢.g., Eibl-Eibesfeldt 1979; cf. Turner 1969; Fehhing 1974: 7-38; Schechner 1977.

24 Por funerary rituals as performance see esp. Alexiou 1974; Danforth 1982 (modern Greece);
cf. Rehm 1992: 7f; for Geometric Greece see, e.g., Morris 1987, esp. 29-54; for staged
funerals in late classical and Hellenistic Greece see below notes 130-131; for the
interdependence of conventional posture and social standing in ancient Greece see Bremmer
1991.

25 Plut., Solon 8-10; see Else 1957: 35f., who aptly calls this episode "the beginning of what we
might almost call the histrionic period of Athenian history”.

26 Herod. 1,60,4-5.

27 Connor 1987: 42-47; cf. Else 1957: 35-37.

28 Connor 1987 (archaic Athens); Strauss 1985 (ritual elements in the return of the democrats in
Athens in 404 BC and in the meetings of the popular assembly); Ober 1989, esp. 152-155,
174-177, 221-226 ('dramatic fiction' in the court and in the assembly); f. also above note 10.
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a staged performance, and of his life as a drama. It will be argued that Hellenistic
theatricality is not a literary invention of contemporary authors, but a distinctive feature
of life in the Hellenistic urban centers, closely connected with the popularity of theatrical
performances in the Hellenistic world; it will also be suggested that thearricality in public
life is part of the tranformation of the Hellenistic city into a society of 'onlookers’.

3. The theater as the stage of public life

Theaters increasingly dominate the architectural outfit of cities already from the
middle of the 4th century BC. In many cities the theater, built primarily for theacrical
performances, was one of the few public constructions which could accomodate large
numbers of people, and consequently it soon became the multifunctional locus of various
public activities. The theaters did not only host dramatic festivals, but also lectures,
concerts, performances of various entertainers, other cultural activities, and festivals.2?
And since most cities lacked a separate ekklesiasterion, regular and irregular meetings of the
assembly were also held in theaters30. The literary sources in particular clearly indicate
that the theater was the meeting place of the people par excellence. When Plutarch praises
the Spartiates for having neither halls nor any other kind of building for their assembly
and explains that "when those who have come together gaze during the assembly upon
statues and paintings, or proscaenia of theaters, or extravagantly decorated roofs of
council halls, they become foolish, vain, and empty-headed", he takes for granted that the
common environment of an assembly is precisely the theater3!. In his exhortation to the
Athenians in 88 BC, as narrated by Poscidonios, the statesman Athenion identified
theater and ekklesia.32 The theater was the place where the demos assembled
spontaneously whenever an important event might occur: after the liberation of Sikyon
(251/50 BC) and Korinth (243 BC) by Aratos or after the return of the Athenian
statesman Athenion from Asia Minor at the outset of the First Mithridatic War (88 BC)
the theaters were thronged with people who were in suspense because of uncertain
rumours or because of the expectation of important announcements33. The theater was

29 Lectures/recitations: e.g., [.Délos 1506 = Chaniotis 1988a: 340 E 58; perfomances of
entertainers: Bliimner 1918: 9, 23; celebrations of royal weddings: Dicd. 16,93,1 (Kleopatra,
336 BC); Plut., Arar. 17 (Nikaia and Demetrios in Korinth); festivals: see below note 149,

30 Kolb 1981: 88-99; Hansen - Fischer-Hansen 1995: 48-53; cf. ibid. 53-76 on the resemblance
between theaters and ekklesiasteria (cf. below note 160).

31 Plut., Ly 6: &v péocp 8t TouTwov Tés ékkAnoias Ryov, olrre tacTéBoov olodsy olte
GAAng Tivds kaTaokeutis. oUbtv yép HeTo Talta Tpds eufouliav evai, péhhov
Bt BAdamTaw, pAuapBdeis &mepyalduevai kal Xauvous PPovijHaTt Keved TaS
Biavolag Tév oupTropevoptveov dtav eis dydAuaTta kal ypaghs fi Tpookfvia

GeaTpeov § oTéyas PBouleutnplocov foknuévas mepiTTAS ékkAnoi&lovTes
amoPAémeoi.

32 Poseid., Hist. fr. 247 Theiler = Athen. V 213 d: uf) mepilSoousv... & 5t BéaTpov
dvexkAnolaorov.

33 Liberation of Sikyon: Plut., Aras. 8: kal ouvBpaudvteov TavTaxéBev, fuépa piv
UméAaumev 1idn kal T Béatpov fiv dxhou peotdv, It mpds THY &BnAov
aleopoupévav @huny kal cagts oudiv ei8éTwv Untp TGV TpaTToptvey, Tplv ye
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the place where the citizens listened to the announcement of honors of kings, local
benefactors, or foreign friends34, participated in political trials, or even watched
executions33,

Since public life took place, to a great extent, in the theater it is not so surprising that
the expectations of the assembled demos approached the expectations of the audience of a
theatrical performance (see above notes 10 and 28). Already Plutarch (see above note 31)
was conscious of the effect that a particular place where the assembly met might (and did)
have on the participants. As William J. Slater (1995, 145) has put it, "politics were
increasingly dramatized by being held in a venue which was associated primarily with
entertainment”. Interestingly enough, when Hellenistic and later authors point to
theatrical elements in the appearance of a public figure (a statesman or a king), we notice
that in most cases they place this event in a theater: the deceptive speech delivered by
Philip V to the Macedonian army, the dramatic escape of Nikias in Engyon, the entrance
of a false messenger into an assembly of the Achacan league at Sikyon, the appearance of
Demetrios Poliorketes in Athens, and the application of a mechanical device to honour
Mithridates in Pergamon (see below notes 60, 82, 83, 96, 119). Even if the historicity of
some of these incidents is uncertain, the explicit references to theatrical elements in the
works of contemporary authors, particularly Douris (a probable source for Plutarch's
biography of Demetrios)36, Polybios, Poseidonios, and Diodoros, clearly shows that
Hellenistic public life was perceived as a show, for which the appropriate place was the
theater, and, conversely, that the setting of public life in the theater tranformed it into a
show. »

This interedependence between the theatrical setting and the theatrical character of
public life becomes clear in three anecdotes narrated in Plutarch's biography of Timoleon.
The events described here take place in Sicilian theaters just a few years before Alexander's
reign (ca. 344-337 BC). Hippon, the tyrant of Messene, was captured by his people (ca.
344 BC) and brought to the theater { Tim. 34), where his punishment was staged as a
spectacle. The Messenians did not neglect to bring their children from the schools to
watch (xkal ToUs maiBas éx Té&V didaokaAelwv o ¢l Béapa k&AAioToV THYV

Toll Tupdvvou Tipwplav &yaydvtes els BéaTpov). A similar spectacle took place in
Syracuse, to whose theater the tyrant of Katane Mamerkos was brought (i4id)). When he
came before the people he attempted to give a performance, by reciting a speech

By mpoeXbcov & kiiput elmev s "ApaTos 6 KAevlou Tapakadel Tols oAiTag émt
1w ¢AeuBepiav. Liberation of Korinth: Plut., Arez. 23: &mel 8 dopahdds £8ket vt
Exew. kaTéBawev (sc. "ApaTos) els 1o BéaTpov amd Tils &rpas, wAHBous ameipou
oupptovTos tmbuplg Tiis Te dyews alTol kal TéY Adywv ofs ueAke xpijobal
Tpds Tous Kopwhious. Election of Athenion: Poseid., Hist. f. 247 Theiler = Athen. V 213
e: kal ouvBpaudvtes els T Béatpov elhovro Tov "Abnvicova oTpatnydv émt Tév
SmAcov.

34 Eg, I Ephesos 1405, 1408, 1410, 1440, 1452, 1453; Llasos 43, 73; LKalchedon 1, 2; I.Priene
63; 1.Smyrna 578.

35 Trials: Plut., Phoc. 34. Executions: Plut., Timol, 34; Polyb. 15, 30-33. For the performance of
executions as spectacles in imperial times see Potter 1993; cf. Slater 1995: 146-148.

36 Sweet 1951; cf. Di Gregorio 1976: 167 note 75.
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composed by him a long time before. He was received, however, with noise and clamour
by the audience and immediately changed the role. Casting off his mantle in a theatrical
gesture (plyas 1o ipdTiov) he ran across the theater (Bi&k uéoou Tolr Bedtpou) and
dashed his head against one of the stone steps, hoping to kill himself; his theatrical
attempt failed, however, and he was executed later. These narratives culminate in the
passage where Plutarch describes the staging of the assemblies in the theater of Syracuse
(Tim. 38): “Moreover, the proceedings in their assemblies afforded a noble spectacle
(xaAfv... v eis TV alTol TApEIXE), since, while they decided other matters by
themselves, for the more important deliberations they summoned him [Timoleon]. Then
he would proceed to the theatre carried through the market place on a mule-car; and
when the vehicle in which he sat was brought in, the people would greet him with one
voice and call him by name, and he, after returning their greetings and allowing some
time for their felicitations and praises (dvTaocwaoc&yevos kal xpévov Twvd Soug
Tais elpnuiais kat Tois malvols; cf. below note 53), would then listen carefully to
the matter under debate and pronounce opinion. And when his opinion had been
adopted, his retainers would conduct his car back again through the theatre, and the
citizens, after sending him on his way with shouts of applause (Bofj kal xpdTe
mpomépyavTes), would proceed at once to transact the rest of the public business by
themselves (translated by B. Perrin)”. Timoleon's appearance is a carefully staged
performance, with a parodos and an exodbos, interaction between the performer and the
audience, acclamations, and calculated pauses.

4. The significance of delivery in Hellenistic public oratory

In this setting, the protagonists of Hellenistic public life, naturally, resembled actors
on a stage37. The statesman had to win the favor of a loud and demanding audience like
an actor; and in order to achieve this, he depended on the same elaborate skills as the
actor: a good script, veice control, and application of the appropriate gestures. Already
Demosthenes is said to have attempted to develop these skills. After an unsuccessful
performance in the assembly, he was told by the actor Andronikos “that his words were
excellent but that his delivery (Té& Tijs Utrokploecs) was deficient”. When Andronikos
delivered the same speech Demosthenes immediately recognized the difference and put
himself in the actor's hands. "Therefore when someone asked him what was of prime
importance in oratory, he replied 'Delivery’ {Umdkpiois), and what was second,
'‘Delivery’, and third, 'Delivery’"38. Demosthenes is also said to have paid the actor
Neoptolemos 10,000 drachmas to teach him to speak whole paragraphs without taking

37 Cf. Ober 1989: 154f. (4th century Athens).

38 [Plut.], Mor. 845 a-b; on Andronikos see Stephanis 1988: n° 179. On these anecdotes about
Demosthenes, which possibly go back to the late 4th century, cf. Graf 1991: 48 with note 36.
On the importance of delivery in rhetorical theory, from Aristotle to Quintilian, see
Sonkowsky 1959 (who has made plausible that techniques of delivery were vitally involved in
the process of composition of orations, anticipating their public presentation); Graf 1991
(particularly on gestures, on Quintilian's account on actio, and on the differences between
theatrical and rhetorical delivery).
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breath39. The occasional references to statesmen who refused to use the actors skills, as
Hypereides, who used to speak &veu Umokpioecs40, confirm this picture; and the
repeated exhortation of the authors of rhetorical treatises to public orators to avoid the
gestures of actors makes sense only if the influence of the art of acting in political oratory
was significant and some demarcation between the two disciplines had to be made. This
was necessary in order to protect the public figure from the actors’ bad reputationt!.
Quintilian still recommended training by profesional actors and sport instructors to
future orators, so that they would be able to make full use of body, voice, and facial
expressions42.

Unfortunatelly the script of Theophrastos ITep! umokpioecss does not survive, but
the treatise Rhetorica ad Herennium, and the works of Cicero and Quintilian give us an
impression of the common practices in delivery (UTTOKPIOIS, actio, pronuntiatio), mainly
in late Republican and early Imperial Rome; the repeated references to Greek orators (e.g.,
Demosthens and Kleon) and the use of Greek terms shows that the rhetorical habits they
discuss apply, at least in part, to Greece as well. The instructors of oratory treat among
other things the control of voice and body suitable to the subject matter (sermo corporis,
eloguentia corporis)®3, recommending the proper use of the garment#4, the use of pauses
which keep the voice strong and give the audience the chance to reflect on the speech4s,
and the use of postures and gestures appropriate for various occasions®6: e.g., leaning

39 [Plut.], Mor. 844 £ on Neoptolemos see Stephanis 1988: n® 1797. According to Plut,,
Demosth. 7 Demosthenes was instructed by the actor Satyros; cf. Ober 1989: 114. On Satyros
see Stephanis 1988: n° 2241. On the training of orators through acting instructors (phonaskos,
doctores scaenici) see Rosa 1989: 263; Graf 1991: 40, S0 with note 44; see also below note 42.
On dramatic elements in classical oratory see Ober-Srauss 1990: 255-258 (Andokides’ oration
on the mysteries). On actors with political or diplomatic activities in 4th century Athens
(Aischines, Aristodemos, Neoptolemos) see Ober 1989: 154f.

40 [Plut.], Mor. 850 ab; cf. Demosthenes’ view that statesmen should be judged by their opinions
and not by their voices, as actors: [Plut.], Mor. 848 b.

41 " Eg, Rhes. ad Her. 3,15,26 (ne aus histriones); Quint., Inst. or. 1,11,3. Further sources and
discussion of the difference between rhetorical and theatrical delivery in Graf 1991: 39, 43,
48-51. On the importance of gestures in acting see Taplin 1988: 15, 58-76; cf. also the recent
iconographical studies of Neiiendam (1992, esp. 57-62) and Green (1994, passim). Cf. Plaut.,
Mil. gl. 200-215, where the movement and the gestures of Palaestrio are described in detail (cf,
Graf 1991: 49).

42 Quint., Inst. orar. 1,11,4-14; cf. Cic., De oratore 1,128: in oratore... vox tragoedorum, gestus
paene summorum actorum est requirendus, cf. Graf 1991: 37, 40.

43 Graf 1991: 37. On the use of the voice see Krumbacher 1920 (good collection of sources); see
also Lienard-Lukinovich 1979 (on Aristotle); Rosa 1989 (on Quintilian). On body language
and gestures in Roman oratory see Graf 1991.

44 Quint., Inst. oras. 11,3,138-149; cf. Graf 1991: 44. On the use of the garment in acting see,
e.g. Green 1994: 36 fig. 2.14. Cf. below note 57.

45 Rbet. ad Her. 3,12,22: intervalla vocem confirman... auditor spatium cogitandi religuunt. On
the importance of pauses cf. below note 53.

46 See Maier-Eichhorn 1989; Graf 1991 (with bibliography); cf., e.g., Lienard-Lukinovich 1979
(on Aristotle).
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towards the audience when giving advice, slapping the thighs or beating the head in more
emphatic moments, putting the right foot slightly forward, or pressing the clenched fist to
the breast to express regret or anger4”. It is exactly the same use of voice and body which
makes an actor successful. Poseidonios mentions similar elements, the pause (kat& Tipw
o) and movement of the body (xa8’ dmolav oduaTtos EmoTpopriv) among
the skills of the buffoon Saunio8. Of course, delivery developed to more elaborate forms
in imperial times, when orators in their perorations, just like actors, raised the pitch of
their voice and approached song#.

In Hellenistic times political oratory was often perceived as a carefully staged
dramatic performance, as we may infer from Hellenistic historiography, especially from
Poseidonios, for whom theatricality in public life excersized an unparalleled fascination
(see notes 48, 51, 75, 76, 81, 82, 93, and 104), and also from Polybios. The latter
describes the great success of the Achaean politician Kritolaos (147 BC) in the assembly of
the Achaeans in theatrical terms as the success of an actor who has received the subject
(U1éBeais) he has been hoping for and gains the favour of the audience (Bedrpou
ouveVBouaIGVTOS)50, In one of the few lengthier fragments of Poseidonios’ history we
find a characteristic description of a political oration as an acting performance5!: Itis a
speech delivered by Athenion, an Athenian statesman and supporter of Mithridates (88
BC). Athenion ascends the tribune, stands there in silence, and turns his head all around
in order to view his audience (mepIPAdwas kukAn8ov to WARO0s). Then, before

47 See, c.g., Rhet. ad Her. 3,15,26 (paululum corpus a cervicibus demittemus) and 27 (pedis dexseri
rara supplausione... feminis plangore et capitis ictw); Quint., Inss. or. 11,3,104 (compressam esiam
manum in paenitentia vel ira pectori admovemus). On the gestures suggested by Quintilian see
the bibliography in notes 41 and 43.

48 Poseid., Hist fr. 221 Theiler = Diod. 37,12,2: oU y&ip udvov év Tois Adyors éxiver
yéhwTas, &AM kal kaTd THY ey kal kal’ omolav ocpaTtos EmoTpopiv
&rmavTtas étrolel ToUs Becopévous peibiav.

49 Plut., Mor. 623 b. Cf. the bibliography in notes 38, 41, 43, and 46.

50 Polyb. 38,12,7: & Bt KpitdAaos. dromep xat euxiw Umobéoecos Emaidnupévos kal
BeTpou auvevBouoidvTos kal TrapecTnkéTos Tas Biavolas... Slightly different
Walbank's (1979, 706) translation: "having obtained the theme for ranting that he prayed
for". The theatrical context makes, however, clear, that here the word Ud8eais alludes to the
actor's role. On theatrical similes in Polybios see above note 15.

51 Poseid., Hist. fr. 247 Theiler = FrGrHiss87 F 36 § 50-51 = Athen. V 212 £-213 : avaPas
ouv éml 16 Bijua... oTés &t TouTou kal TepiBAéyas kukAndov To TARbos, frart’
avaPréypas ‘Gvbpes 'ABnvaio #pr ‘Té Tpdypata pév pe Bidletan kal TO Tis
TaTpidos ouugépov amayyéAhew & ofda, 1O Bt péyebos TV HeAASVTV
AéyeoBat Bidx 1O mapdBofov Tiis meplothoews tumodllel we'. &Bpduos &'
tmPBonodvtwy auTé TV TMepieaTcdTwY Bappeiv kal Aéyew, Aéyw Tolvuv’ Epn
‘t& pndémoTe EAmofévTa... pikpdy &' Emoxcv tm TouTols Kal ¢&oas Tolg
ToAoUs ouAhaAfioar Tepl TGOV mapaddfeos mponyyeAubvaav Tplyas Te TS
pércomrov “tf olv’ elre ‘ovpPBouledea:.’..” Cf. Reinhardt 1953: 636-638 on Poseidonios’
irony in the description of this event. *



THEATRICALITY BEYOND THE THEATER 229

starting with his oration, he looks up (EmeiT’ &vaPAépas)s2. At the beginning of his
speech he shows reluctance to speak freely, since the unexpected and astonishing situation
(t6 Tap&bofov) prohibits him. He continues his speech only after the audience urges
him to do so (¢BmBonocdvTwv ... Bappeiv). He starts again, focusing always on the
surprising nature of the news he brings (T& undémoTe EAmioBévTa). After a few
sentences he pauses (HikpOV EOXOV), on purpuse, in order to give the audience the
opportunity to cheer him for the sursprising news (mepl TGV TWapaddfeos
POy YeAUEvcv)53. Before Athenion proceeds, he scratches his forehead (Tpiyas Te
TO HéTeoTOV), a rather vulgar indication of thoughtfulness54. It should be noted here
that the tenor of Athenion's speech, particularly his concentration on dramatic, i.e.,
unexpected and astonishing, elements recalls the tenor of some contemporary decrees,
which are a still unexploited source of information for Hellenistic political oratory55.

A further example is taken from PolybiosS6. It is his narrative of how Agathokles
announced the death of Ptolemy IV to the army (204 BC): He summoned a meeting of

52 On the importance of the eyes in rhetorical delivery cf. Cic., De oratore 3,222; Quint., Inst.
rhet. 11,3,75-79.

53 Cf. Plut.,, Timol. 38: Timoleon pauses in order to give the assembled Syracusans the
opportunity to applause him. To court applause by silence was a common practice,
disapproved, however, by Quintilian (Zns. orar. 11,3,121). On the.effect of pauses cf. Rbet. ad
Her. 3,12,22: intervalla vocem confirmant... auditori spatium cogitandi reliquunt; see also above
note 48 on the use of pauses (G1c0T)) by the actor Saunio.

54 Cf. Rbet. ad Her. 3,15,27 (capitis ictu). On conventions in the representation of the thinker in
Hellenistic art see Zanker 1995a: 91-189; for gestures see esp. 91-93 fig. 51-52, 99 fig. 54b,
102-107 fig. 57-59, 138 fig. 77, 183-186 fig. 101-103.

55 This subject will be dicussed in more detail in my projected book Speciacle and Performance in
the Hellenistic City. Three characteristic examples are the honorific decree of Chersonesos for
Diophantos (JOSPE12 353, late 2nd cent. BC) with a suspenseful description of the enemy
attacks and Diphantos’ heroic achievements (for some preliminary remarks see Chaniotis

"1987), the Ephesian decree concerning the 1st Mithridatic War (Z Ephesos 86/85 BC), which
underlines the dramatic situation (e.g., lIl. 7ff: pokaTaAaBduevos Tés Tpokedvas
Nudv wélAes &/ TéTly, dkpdTroey kal Ths fueTépas ToOAewss kaTamAngduevos /
[Téd] Te APt TAOY Buvdpecov kal TAI dmpoodokfiTal Tiis ¢mBoAiis kTA.), and
the decree of Stratonikeia (/. Stratonikeia 10, ca. 43 BC), which narrates with sensational
details Labienus’ attack on the sanctuary of Zeus Panamaros and the miraculous rescue of the
besieged Stratonikeis (see Roussel 1931). For the importance of suspense cf. also Plut., Demesr.
17: The envoy sent by Demetrios Poliorketes to announce his victory over Prolemy in Salamis
first kept Antigonos and the assembled crowd in suspense about the outcome of the batte:
atokpivopdvou 5t pndiv avrol undevi, B&dnv &t kal cuvesTOTI TH TPOTd TG
peTd WOAARs owwTiis Tpoo1dvTos, ekmAayels koud{ kal unNkéTI kapTepdV &
‘Avtiyovos &ml T&s Blpas &mfvTnoe, ToAhol TrapaméumovTos |8y ToHV
*AplotéBnpov SxAou kal cuvTpéxovTos Emt T BaolAeiov. s obdv Eyyls fAbev,
txtelvas tH Beidv dveBdnoe pey &Ar Tij @oovij kTA. On this story cf. Hesberg 1996:
94.

56 Polyb. 15,26,1-3: kal Tés ptv dpxds Umekplveto TOV ol Buvduevov eimelv &
BotAstal Bix 1& mAijfos TV Emgepoudveov Bakplcv Emel B wheovdkig
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the Macedonians and appeared there together with his sister Agathokleia, a dancer and
mistress of the deccased king, and the young Ptolemy V. "At first he pretended
(UrrexpiveTo) that he could not say what he wished owing to the abundance of the tears
that choked him, but after wiping his eyes many times with his chlamys [use of the
garment]57 and subduing the outburst, he took the child in his arms [a gesture] and
exclaimed, “Take the child whom his father on his death-bed placed in the arms of this
woman”, pointing to his sister [another gesture]..." (translated by W. R. Paton).
Agathokles’ appearance resembles a dramatic performance, engaging careful use of voice,
dress, facial expressions, gestures, and movements.

On several other occasions Polybios uses a theatrical vocabulary when he refers to
speechess8. The speech delivered by the Aitolian Alexandros during the negotiations
between Flamininus and Philip (198 BC) is characterized as ‘theatrical’s9; Philip
disembles (UTrokp1Beis) before an assembly of the Macedonians — incidentally in a
theater60; after all, the first quality of a commander, according to the historian, is his
ability to conceal his thoughtsS!. Polybios points to the bold oratory of Apelles, a member

amopdTTeov T xAauubt kaTekpdTnoe Tiis Emeopds. faordoas T Trendiov
"A&BeTe” Epr) "TolTov, dv & mathp amobviiokwv eig utv Tés dyxdAas Edwke
Tatty" Seffas THy aBeAghv "mapakatéfeTo 8 els Thv upeTépav, @ &vdpeg
Makebdveg, TrioTv..."

57 Cf. the weeping slave in the New York Group of terracotta fugurines of actors (Green 1994:
35 fig. 2.13). For the theatrical use of the garment see also Theophr., Char. 2,3: the flatterer
stuffs the corner of his cloak in his mouth as if he could not hold his merriment (cog 5%} oU
Suvdpevos TOV YEAWTA KATAOXEV).

58 Cf. above note 13. Cf. Polybios' interest in the facial expressions and the movements of Philip
V, when he describes a dialogue between the Macedonian king, Flamininus, and
representatives of Aitolia (Polyb. 18,4,4-7,6): (4,4) émoTpagels... Epnoev- ... (4,5) aubig 5t
1pds TOV "AAéEavBpov imoTpéyas... pnoly (7,6) Umropedidoag capddviov
&mecidmoe. Cf. Polyb. 18,23,2 on Flamininus' address to his army before the battle at
Kynos Kephalai: tvapyés yap Umd Thv &yiv évBevipevos ENeye. For Polybios’
interest in rhetoric see Wiedemann 1990.

59 Polyb. 18,4,1: AiTcohikdv Egn kol Beatpikdv Siatedeiobar TOV *ANEavBpov Adyov.
Cf. Walbank 1967: 556: "This may be a faithful version of Philip's words, and not mere
Polybian abuse.”

60 Polyb. 5,25,4-5: & ®ikimrmos fike ueTd omoudiis &x Toll Aexalou Bécov lg THV TOAW.
xal ouvayaydv els T6 BéaTpov Tols MakeBévas, T& piv TrapexdAet, & &
¢rémAnTTe Tr&ow £l Tois TEmpaypévols. BopiPou &' dvtog kal ToAAfis dkpiaiag.
xal TEW piv oloptveov Seiv dyew kal katalle tols aitlous, Tév 5t SiaAvecBan
kol LNSevt pvnoikaketv, TéTe piv rmokpifels g memeiopévos kal TrapakaAéoas
TrévTas EmavijABe, oapdds ptv eidcos Tous dpXmyols Tiis Kvijoews yeyovéras, ou
mpoaTromBels B Bidx TOV Katpdv.

61 Polyb. 9,13,2: "The first and foremost requisite is to keep silence, and never either from joy if.
some unexpected hope shall present itself, or from fear, or from familiarity with or affection
for certain persons, to reveal one's design to anyone unconcerned in it, but to communicate it
only to those without whom it cannot be put in execution, and even to these not earlier than
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of the Macedonian nobility and one of the guardians of Philip62; he describes Apelles’
coming to Korinth as a dramatic entry63, and points to the performative qualities in the
appearance of the envoys of the Aravacae in the senate (151 BC), who assumed a humble
and submissive attitude in their speech (kaxT& THY UMdkp1oW), without, however,
concealing their true feelings64.

The evidence concerning the performative qualities of public speeches in the
Hellenistic age is mainly of an anecdotal nature. Anecdotes are, however, a reflection -
admittedly a distorted reflection — of reality. They show that public speeches were
perceived by contemporary authors, especially Polybios and Poseidonios, as closely
associated with theatrical performances. This impression is confirmed not only by the -
slightly later — rhetorical treatises, but also by other evidence on the theatricality of public
life (§ 11). The assumption that the theatrical behavior described by contemporary
authors is not their invention but the reality can be corroborated further by the fact that
both Polybios and Poseidonios criticize it. Poseidonios' description of Athenion is the
caricature of a vulgar demagogue: Athenion applies the vulgar gesture of scratching the
head; he is not wearing properly, but dragging his luxurious cloak (xAauida Aapmwpdy
¢movpcv, cf. § 8); he courts applause with his pauses, exactly as the demagogues
castigated by Quintilian (note 53). Polybios invests always a negative meaning in words
such as Tpayikds, BeaTpikds, and ekBeaTpileo, and his description of Agathokles'
burst into tears bears a strong resemblence to the performance of a comic actor®5, What
Polybios and Poscidonios are mocking are not fictitious characters, but typical statesmen.

This does not mean, of course, that all statesmen adopted the theatrical behavior of
an Athenion, an Apelles, or an Agatholles. The contrast of these literary accounts with the
visual evidence on Hellenistic public figures is quite revealing about the different types of
studied behavior applied by different representatives of public life in order to construct
the desirable image. The 'Mantelstatuen’ offer a characteristic example$é: The orderly
draped cloaks, the avoidance of luxury, and the unmoved arms, usually covered by the
cloak — quite different from Athenion's dress and gesticulation -, evoke self-control and
reservationS7; even when the arms are freed from the cloaks' drapery and are projected

when the need of their services renders it imperative. And we must keep not only our tongue
tied but even more so our minds” {translated by W.R. Paton).

62 Polyb. 4,85,2: Eheye TS Trpoeipruéva TOAUNPEDS Kal KATATTATKTIKES.

63  Polyb. 5,26,9: yevoudvns Bt Tijs elodBou Tpaywiis Bk TS wAfifos TV
ATAVTNOAVTLOV Myepdvv kal OTPaTIL TGV,

64 Polyb: 35,2,13: kaTd ptv THY UTrékpiow EXpddvTo Tois Adyols UTOTENTWKATLS Kal
Tamewess, Tij ye uv mpoaipéoel [cs] Biépaivov olk eikolon Tols Bholg oud’
NTTeopévy.

65 On Polybios' vocabulary see notes 13, 59, 63; cf. Plutarch's use of these words (notes 116 and
130). On Agathokles' tears see above note 57. For the criticism of other authors on theatrical
behavior see notes 40, 41, 72. Cf. above note 31 (inappropriateness of theaters as meeting
places of the assembly).

66  On this material sce Lewerentz 1993; on the ideas transmitted by these images see Zanker
1995b: 254-258.

67 Zanker 1995b; 254f., 267f. fig. 5-9.
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forward, to indicate energy and strain, they avoid the passionate gesticulation of the
demagogues and underline self-control68. Contemporary portraits encapsulate in their
facial expressions the vigour and the strenuousness with which the good citizen carried
out toilsome civic duties®?. These representations of virtuous citizens in proper dress and
with facial expressions indicating exhaustion after their demanding efforts for public
welfare bring to mind the advice given by Quintilian to orators: they should demonstrate
their exhaustion, by letting their dress fall in careless disorder and their soga slip loose, by
streaming with sweat, and showing signs of fatigue, thus signaling that they had spared no
strength for the interest of their clients?0. The images of the self-controled and committed
citizens may differ from Athenion's appearance, but nevertheless they embody artificial
and staged behavior.

5. The statesman as performer: different costumes for different roles

A very important element of theatricality in the public appearances of Hellenistic
statesmen was the choice of clothes, not simply as a symbol of authority (such as, e.g., the
diadem)7! or as means of self-representation, but as means of provoking specific reactions
and gaining control of the feelings of the spectators. Since the 'costume’ was perceived as a
fundamental feature of the actor, we should not be surprised if Plutarch's description of
Demetrios Poliorketes' wardrobe is introduced with the words Tpaywdia peydin:
"And there was in truth much of the tragic / dramatic (Tpaydia pey&An) about
Demetrios, who not only had an extravagant array of cloaks and head-gear — double-
mitred kausiai and purple robes shot with gold, but also equipped his feet with gold-
embroidered shoes of the richest purple felt. And there was one cloak which was long in
the weaving for him, a magnificent work, a representation of the world and of the
heavenly bodies™72.

The careful choice and change of clothes (EoBr}s, Siaokeur}) is an essential part of
the preparation not only of an actor, but also of a statesman eager to control his public

68  Zanker 1995b: 255, 268 fig. 10-12.

69 Zanker 1995b: 258-260, 270 fig. 16-21; these ideas are expressed in contemporary honorific
decrees as well: see Wortle 1995.

70 Quint., Inst. or. 11,3,147; Graf 1991: 44. I can not help but quote an account of how Harry
Treleaven assisted George Bush in his congressional campaign in Houston (quoted by Bush
1972: 34): "Over and over again, on every television screen in Houston George Bush was seen
with his coat slung over his shoulders; his sleeves rolled up; walking the streets of his district;
grinning, gripping, letting the voter know he cared. About what was never made clear”.

71 On the diadem see Ritter 1965.

72 Plut., Demetr. 41: fv & cog &Anbids Tpayeadla peydhn mepl Tov Anujtpiov, ol
uévov aumexdpevov kal diadovugvov mepittdds xavoiats dipltpols kal
Xpuoomrapugols dhoupyiow. &AA& xal mepl Toig moolv ék ToppUpas axkpdTou
ocvumemAnuévns xpuooBageis metmoinuévov EuPadas. v 8¢ Tis Upaivoudvn
XAaus airéy oAy xpdvov, Epyov Utreprigpavov, elkaopa Toll kéopov Kal Téwv
KaT oUpavdv paivouéveov. Cf. Wallace-Hadrill 1982: 33f.; Pollitt. 1986: 6. This remark
may go back to Douris, who was particularly interested in Demetrios' wardrobe and described
his cloak (FrGrHist 76 F 14): see Sweet 1951: 180.
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image. Hellenistic authors never ger tired of pointing to the outfit of public figures, the
effect their garments had on spectators, or the close interconnection between the change
of the costume and the change of the image of a statesman. Already in the outset of the
Hellenistic age, Douris, a characteristic representative of 'tragic history’, paid a lot of
attention in his Makedonika to the outfit of statesmen and its intended effect?3. Besides
his description of Demetrios Poliorketes’ wardrobe (note 72), he called attention to the
make-up used by Demetrios of Phaleron so that he would seem merry and pleasant (F 10:
nBouAeTo yap v Sy iAapds kal Tols amavtédow 118Us gaiveobai). Douris'
teacher, Theophrastos, had already observed the calculated use of costume and hairstyle in
the theatricality of everyday life, when he describes the behavior of the man of petty
ambitions and the supporter of oligarchy?4. Poseidonios points to the extravagant clothes
of Battakes, priest of Kybele at Pessinous, which left a strong impression on the Romans
(102 BC)75. He also describes in detail the garments Athenion wore when he returned to
Athens and the implements used in the procession which brought him into the city7s.
Polybios criticizes the generals of the Achacans for their care for their retinues and their
dress and their exhibition of dandyism?7, contrasting their behavior with the
unpretentious appearance of Philopoemen (11,10,3: kaT& Te yap Tiv éobfjTa kal
THv ofmow &@elrs kai Aitds fv...). The numerous anecdotes about the way
Hellenistic kings changed their clothes in order to construct the fiction of the moderate
and affable ruler will be discussed later (§ 8).

Readers of Attic forensic speeches know that the defendants often appeared in court
in a particular costume in order to provoke the pity of the jurors?8. Hellenistic statesmen

73 For the interest of Douris in costumes see Sweet 1951: 179 with note 32: FrGrHist 76 F 10,
12, 14, 50, 60. Ostentation is, of course, not unknown in classical Athens: see, e.g., Ober
1989: 206-208. For its importance in archaic societies see Ampolo 1984. On the significantly
increased interest in garments in the Hellenistic age see Schneider 1969: 23-42; cf. Alfsldi
1934: 16.

74 Theophr., Char. 21,8 kal Topmeboas 8t uetd AV imméoov... avapaiouevos bt
BolpdTiov Ev Tois picoywt kaTd THY dyop&v TMEPITTATEV); 21,11 (TTAPECKEVACUEVOS
Aaupdv ipdTiov); 21,12 (TAeoTdks 8t dtroxelpacbal kal Tolrs G8évTas Aeukois
Exerv kal T lpdTia 3t xprotd peTaPdAecba); 26,4 (kal TO péoov Bt Tijs fiépas
2616ov T lpdmiov pepeAnudveos dvaBePAnuévos kal péonv kouphw kexapuévos kal
axpiféos amovuyxiouévos).

75 Poseid., Hist. ff. 200 Theiler = Diod. 36,13,1: épdpe1 8t tobfiTa kal Tijv wepl T oddua
&AMy kaTaokeulv EEnAhaypévny kal Umd TV ‘Powupalov é8dv ouk
¢mixcopoupdvny xpuoollv Te Yap oTépavov elxev Urepuey€tn kal oToAlw avbiviy
Bidixpuoov, Baaihxi agfav Emeaivoucav.

76 Poseid., Hist. fi- 247 Theiler = FrGrHist 87 F 36 § 49 = Athen. V 212 ¢: ...d Trapéyypagos
*Abnvicov el "ABfvas ¢’ dpyupdrrodos kaTakoplleTal popelov kal Tropeupdv
oTpwidTwy... (212 Be) el xAauida Aapmplv émovpwv kal Tmepikeluevos
BaxtiAiov xpuoiou éyyeyAuppévny Exovrta Tiv MibpiBdTou eikdva.

77 Polyb. 11,8,5-6: tomouBalov y&p T&s drohoublas kal Tés éobifjTas BiagpepdvTeds,
kal Tis fiv mepl ToUs mAeloTous kaAhwmiouds, Umepéxwv THY ék Tol Blou
xopnylav dmAwv 8 oSt Tdv EAdxioTov Etrololivto Adyov,

78 Cf. Slater 1995: 144.
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did not hesitate at all to adopt similar costumes for the same purpose. Prusias I, king of
Bithynia, dressed himself as a libertus when he visited Rome in 167/6. He shaved his
head, took the costume (Siaoxeut)) of the liberti, and performed the appropriate gestures
for his role?9. The tyrant of Kibyra Moagetes staged his appearance to Gnaeus Manlius
Vulso (192 BC) in a similar way in order to prevent the devastation of his land80: "the
tyrant came out with his friends dressed and escorted in the simplest and most
unassuming manner, and in a submissive speech, bewailing his own powerlessness and the
weakness of the towns subject to him, begged Manlius to accept the 15 talents”
(translated by W. R. Paton). Moagetes was quite successful and finally paid 100 talents,
instead of the 500 demanded by Vulso. Poseidonios narrates similar stories about
Romans8!,

6. Staging political schemes

A story narrated by Poseidonios, one of our best sources for Hellenistic theatricality,
shows another aspect of the acting and staging abilities of contemporary statesmen. The
story goes that Nikias, one of the leading men at Engyon in Sicily, was urging his fellow
citizens to go over to the Romans during the Second Punic War {ca. 212 BC). Knowing
that his enemies were planning to arrest him and deliver him to the Carthaginians, he
gave the following performance during the assembly — which, of course, met in the city's
theater: "But just as they were ready to arrest him, an assembly of the citizens was held,

79 Polyb. 30,18: kat& TOV avTdv kaipdv fAbe kal Tipouaias & Baoikeus eig Ty
Pouny... &s ye TpdTov pév, TpeoPeuTdy TapayeyovéTwv ‘Pouatkédv rpds
avUTdv, Eupnuévos THY kegaAly kal mihlov Excov (Aeuxdv) kal THBevwav kal
xahikious dmijvra TouTols. kal kabdlou TorauTy Biaokeud} kexpruévos olav
Exouatv of TpoapdTes HAeuBepcapévol Trapd ‘Pawpaios, olis kaholol MépTous...
1éTe B¢ kaTd TH claoBov (yevduevos) THv els THY olykAnTov, oTds katd T
BupeTpov avtios Toll ouveBpiou kal kalels Tas xeipas aupoTépas TPooEKUVNOE
TV oUddv kai Tous kabnuévous, émebeyEhuevos "xalpete, Beol owTiipes”,
UTrepBoAly katahimcay avavdpias kTA..; cf. Diod. 31,15,2: 76 Te BidBnua kal Thy
Toppupav amébeTo KTA..; Liv. 45,44,4-20. Cf. Hesberg 1996: 94.

80  Polyb. 21,34,10: eis 8t THY ématpov EERABEY peTd TGV PfAcov & TUpavvos kaTé Te
Thv tabiita kal THV &AAnv mwpootaciav Aitds kal Tameawvds, Ev Bt Tols
amoloyioucis katohopupduevos Tiv dduvapiav THY alTol kol THY dobéveiav
G Emipxe WOAeov, kal (rpds TouTols) niflou Tpoodifaabal T& TevTekalbeka
T&Aavta tov Fvdiov.

81 Poseid., Hist. fr. 208 Theiler = Diod. 36,15,2 (Saturninus): xaTépuyev Eml TOV kowdv
Tév dxAnpouvtcav EAeov, kal THY tobiiTa THV TohuTeAf} kaTéBeTo, mvapav Bt
UETAUQIOTAHEVOS Kal KSUNY Kal Tiddywva Tpépwv Tepiiet gl ToUs katd Thy
woAv SxAous, xai Tols piv Tpds Ta ydvata mirrwv, Tois BE Tals xepotv
¢moudusvos £5eito kal peT Saxpucov kabikéteve Bonbijoal Tois dxAnprjuact
Poseid., Hist. fr. 209 Theiler = Diod. 36,16,1 (the son of Q. Caecilius Metellus Numidicus):
kdunY UToTpépov kal Tdywva kol mvapdv Exwv tobfiiTa Tepiiel KaTd THY
&yoplv, Beduevos TGV TOMTEW, kal perd Bakplcv TpooTTTwY Tols EkGoTou
yévaow GTEiTo THY Tol maTpds k&BoBov. Cf. Slater 1995: 144 with two other cases:
App., Bell. civ. 2,15 (Cicero) and 2,24 (Pompey).
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and here Nikias, right in the midst of some advice that he was giving to the people,
suddenly threw himself upon the ground, and after a little while, amid the silence and
consternation which naturally prevailed, lifted his head, turned it about, and spoke in a
low and trembling voice, little by little raising and sharpening its tones. And when he saw
the whole audience (Td 8¢aTpov) struck dumb with horror, he tore off his mantle, rent
his tunic, and leaping up half naked, ran towards the exit from the theater, crying out that
he was pursued by the Mothers [the local goddesses of Engyon]. No man venturing to lay
hands upon him or even to come in his way, out of superstitious fear, but all avoiding
him, he ran out to the gate of the city, frecly using all the cries and gestures that would
become a man possessed and crazed” (translated by B. Perrin)82,

A performance saved also the cause of the party of the Achaean politicians
Andronidas and Kallikrates, who were supporting a reconciliation between Ptolemy VIII
and Antiochos IV (169/68 BC). When they noticed that their arguments had no impact
upon the assembly — which again was meeting in a theater, in Sikyon —, they applied a
theatrical contrivance (Eweiofiyaryov pnxavijv). A false messenger appeared suddenly
in the theater claiming to bear a letter from Quintus Marcius Philippus, in which the
Roman consul begged the Achaeans to follow the Roman policy in attempting to make
peace between the kings. Polybios, who was an eye-witness to this event, did not fail to
notice the sudden ~ we would say 'dramatic’ — turn the case took, when the unexpected
message arrived, almost like a dews ex maching33. In these narratives public life appears the
subject of careful staging84.

7. Staging the reception of the king

Since the affability of the king belonged to the ideals of Hellenistic monarchy, the
public appearances of kings, in audiences, in the theater, in festivals, or in cruises on their
extravagant ships, became the matter of careful consideration, in the search for a balance
between affability and remoteness85. For this reason theatricality is more obvious in the

82 . Poscid., Hist. f. 93 a Theiler = Plut., Marcell. 20: ...tEEaipuns &giikev eis THY yijv o
adspa, kal pikpdy Bialimddv, olov eikds fjouxlas ouv EkmAfEel yevoudvns, ThHy
KeQOANV Erapas Kal TTEPIEVEYKWV UTTOTPOUG Pavi) kal Bapelg, kaTd wikpdy
ouvTelvaov kal Tapofiveov TV fxov, s édbpa Pplky kal ol KaTexduevov TO
Béatpov, amopplyas T indTiov kal mepppnEduevos ToOV XiTeoviokov, fulyupvos
avatmdrioas #0ee mpds TV £Lodov Tol BedTpou, Bodv Umd TV MaTépwv
tAavveaBanl... EEE5papew, olTe Peviis TIVOS OUTE KIVIOECIS TTPETTOUOTS SaiovddvT
kal Tapa@pPovolivTt PEITGHEVCS.

83 Polyb. 29,25; cf. Slater 1995: 145: "We note immediately how the theatrical messenger speech
of Euripidean drama has become a historical messenger speech. I imagine in fact that they
must have hired an actor for the part, and the audience enjoyed the real life drama".

84 It should be noted here, that not only the success, but also the failure of a political scheme
could be expressed in theatrical terms: see, e.g., Plut., Lys. 26 {on the failure of Lysandros'
attempts to change the Spartan constitution): é§émeoe Toll Bp&patos & Avoavspos
atoAply TGV UTokprTedY Kal ouvepy v tvds.

85 Wallace-Hadrill 1982: 33-35; Schmitt 1991, esp. 85f.; Weber 1993: 70-72; Hesberg 1996,
passim; Funck 1996, esp. 47 (near Eastern prototypes for distance and ceremonial appearance
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calculated public appearances of rulers (see also below § 8), and, as a matter of fact, it is
recommended by the author of a treatise ITepl BaaiAelas quoted by Stobaios and
attributed to Diotogenes. Diotogenes characterizes ideal kingship as "an imitation of the
gods" (Bebuipdv Evri mp&ypa Baothela)86 and recommends that the monarch set
himself apart from human failings and astonish the onlookers (¢doTe TS
TOTaUYGoHéves aUTOV KaTakoopunbijuey katamemAaypéves) by his staged
appearances and studied pose (KaTT&V Syrw.... kaTTd kivaow kal kaTTa Béow 6
0COUaTOS)87. According to an anecdote narrated by Plutarch, Antigonos Gonatas tried to
alienate Aratos from Ptolemy III by reminding him that all the impressive power of the
Ptolemaic king was the result of careful play-acting and painted scenery (WévTa T& éxel
Tmpédyuata Tpaypdiav dvTa kat oknvoypagiav)ss. There can be little doubr thar
the Hellenistic kings were following in this respect the example of Alexander, a great
master in the dramatic staging of his private and public life, — a subject that cannot be
discussed here.

The most significant and best documented staged public event is the royal adventus,
the entrance of kings into cities, their greeting by the population, the celebration of their
presence as a religious event. The civic magistrates were responsible for the staging of
these events, the arrangement of processions8?, the escorting of the honored person, the
array of the magistrates on both sides of the city gate, the participation of the people in
their best dress, as well as the participation of actors. These arrangements occasionally
became the object of decrees. The content of the Athenian decree concerning the

of the king). The ceremonies in Imperial Rome may be rooted, in part, in Hellenistic
practices: see Alfoldi 1934, passim, esp. 33, 46f., 51, 88f. For the presence of the king at
festivals see Hesberg 1987: 66-71; Hesberg 1989: 62-66, 80-82; Weber 1993: 165-183, 329f;
Hesberg 1996: 87, 93f. On audiences in the palace: Hesberg 1996: 94. On appearances in the
theater: Hesberg 1996: 93 (Philip II, Alexander, Demetrios Poliorketes). On the role of royal
ships for the communication between king and people: Hesberg 1996: 88£; cf. Pfrommer
1996.

8  Sob. 4,7,62 (p. 42,17-43,9 Delarte).

87  Stob. 4,7,62 (p. 45,10-11 Delatte): ouveyylilovra Bt Tois 8eois, oU Bi' Umepagpaviav,
&A\& Bt peyahoppooivay kal péyedos apeTds avutépBAaTov, TolauTav aiTe
¢mrpémmav kal wpootaciav dugiPalidpevov kal kaTTd Sy kal KATTOS
Aoyioucys kal kaTTé évBuppaTa kal xaTTd fos Tas wuxds kal kaTTds
mwpéEias kal kaTTd kivaow kal kaTTd 8éow TOU OMMATOS. COOTE TS
Totauyaopéveds avtdv kaTakooundijpey kaTameTAayuévaas aidol kal
owepootvg Biabéoel Te Td Tepl Tév tmTpémnav. The date of this treatise is not
certain (Hellenistic, 2nd, or 3rd cent. AD): see Wallace-Hadrill 1982: 34 with note 13 (with
further bibliography). The ideas expressed have, however, Hellenistic parallels: Delatte 1942:
266-270.

88  Plur., Arat. 15: TpdTepov y&p Wilds Umepechpa Tals wiow £ BAémoov kal Tov
AlyUmrriov é8atpale whoiitov, EAépavTas kal oTdAous kal avhds dxovcwv. vuvl
Bt Umd oxknviv twapakdas TavTa Ta kel TpdyuoaTa Tpaywdlav dvta kal
oxnvay paglav 8hos \uiv Tpookexwpnkev; cf. Hesberg 1996: 95.

89 Habicht 1970: 147, 152f; cf. Alfoldi 1934: 88f. (Hellenistic prototypes in the adventus of the

Roman emperor).
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reception of Attalos I in Athens (April 200 BC) can be inferred from Polybios' report?0:
"The demos of the Athenians, as it was informed about his approaching arrival, issued a
most generous decree concerning the reception and the entertainment of the king... Next
day he went up to Athens in great state accompanied by the Romans and the magistrates
of the Athenians. For not only all persons holding office with the horsemen, but all the
citizens with their children and wives went out to meet them. And when they joined them
there was such a demonstration on the part of the people of their affection for the
Romans and still more for Attalos that nothing could have exceeded it in heartiness. As he
entered the Dipylon they drew up the priests and priestesses on either side of the road;
after this they opened all the temples and brought victims up to all the altars asking him
to offer sacrifices...". The staging of this event by the Athenians (participation of
magistrates and cavalrymen, arrangement of the procession, attendence by all the citizens
and their families, opening of the temples) finds close parallels in Hellenistic decrees
concerning the staging of civic festivals?!, particularly in the decree of Pergamon
concerning the welcome of Attalos III, returning from a victorious campaign92: "When he
[the king] arrives in our city, each one of the stephanephoroi of the twelve gods and of king
Eumenes shall wear a wreath; the priests and the priestesses shall open the temples of the
gods and, burning incense, they shall speak the following prayer: "May king Attalos
Philometor and Euergetes be given rescue, victory, power, both [in peace?] and in war,
both in offensive and in defensive wars, and may his kingship be maintained for ever
unharmed, with all security'. The aforementioned priests and priestesses, the generals, the
magistrates, the hieronikai, having [---], the gymnasiarchos with the ephebes and the young

9 Polyb. 16,25,3-7: 6 8¢ TéV 'Abnvalwy Sfjuos yvols Thv Tapouciav avTol
peyadopepdds dyneploato mepl Tis amavtioews kal Tiis Ans dwoBoxiis Tol
BaaiMées... (5) Tij & Emavpiov &ua Tols ‘Powpaiols kal Tois tév 'Abnvalcy
&pxoucw avéBaivev els &oTu petd peydAns mpootacias o yap pdvov ol Tas
apyits ExovTes HeTdt TGV immécov, dAAd kal évTes of TOAITaL HeT TEY Tékvoy
kal yuvaikév &mivTeov aiTois. os 5t ouvéEav, TolalTn Tapd TV ToAAdY

“gydveto katd THY dmdvnow gihavlpwTria mpds Te ‘Peonalous kal ETi pEAAov
Tpds TOV "ATTadov, ¢ob UmepBolly ul) katakimeiv. el & eloel katd TO
Aludov, £€ éxatépou Tol pépous Trapéotnoav Tag iepelas kal Tous iepeis. weT
5t tabra T&vTas piv ToUs vaols &vécafav, ¢m 8 wéor Bpata Tois Beopoils

TapaoThoavTes fificoav autov Bloat...

91 On the participation of the magistrates, in a particular order, see Chaniotis 1995: 157 with
note 77. On the participation of horsemen see, e.g, LSCG 93 . 6-7 (Asklepicia, Eretria,
4th/31d cent.); SEG XXXII 456 1. 10 (Ptoa, Akraiphia, late 3rd cent.); cf. Chaniotis 1995: 157
note 85. For the participation of all the citizens, with their wives and chlidren (w&vTes ol
TToNiTal PeTd TGV Tékvv xal yuvaikédv) see Chaniotis 1995: 157 note 79. For the
opening of the temples (ToUs vaols avégdEav) see, e.g., LSAM 15 1l. 42-44 (celebration for
the treaty between Elaia and Rome, Elaia, 129 BC); . Magnesia 80 1. 14 (announcement of the
festival of Artemis Leukophryene, Antiocheia in Persis, 208/7); cf. Robert 1933: 519-522;
Sokolowski 1955: 21; Chaniotis 1995: 156 note 68.

92 [ Pergamon 246 (SEG XXXIV 1251); on this text see Nock 1930: 22f; Robert 1987: 460-489,
522-535. M. Frinkel (I Pergamon, pp. 157-159) has observed the similarity between this
inscription and the report of Polybios on the reception of Attalos L.
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men, and the paidonomos with the boys, and the citizens [and their wives and their
children?}, and all the residents shall meet him wearing bright garments and garlands,
etc.”

These royal events were occasionally imitated by civic statesmen, as we may infer
from Poseidonios' report on Athenion's reception in Athens, when he returned from a
mission to Mithridates in 88 BC93. The entrance of the Athenian statesman was a
spectacle (ouvéTpexov 5t ToAhol kai &Ahot BeaTal, ouvéTpexov olv Tpds THv
0éav Tadmv). Athenion was carried on a silver sedan-chair covered with purple sheets.
He dragged a heavy bright cloak (xAapiBa Aaumpéy émoUpcov) and wore a golden
ring, engraved with a portait of the king of Pontos. Men, women, and children attended
the procession. The Technitai grected him, as a messanger of New Dionysos
(Mithridates), and invited him to their precinct?.

8. The staging of royal appearances

Kings and members of royal families oftentimes staged their appearances themselves.
A characteristic example is the carefully staged appearance of Demetrios Poliorketes in
Athens%. In 294 BC he captured Athens and ordered the Athenians to assemble in the
theatre. He fenced the stage-building round with armed men, and encompassed the stage
itself with his body-guards. After these arrangements, and while the Athenians were
puzzled about these developments, Demetrios finally appeared through one of the upper

93 Poseid., Hist. fr. 247 Theiler = FrGrHis: 87 F 36 §§ 49-51 = Athen. V 212 b-e: Emepyav éml
T avaxopdiy altol vails pakpés kal gopeiov apyupdtouv. &AX elofiew Adn.
kol oxebov TO WAgioTov pépos Tiis Téhews éml Ty txBoxhv autol EEexéxuTo
ouvétpexov 5t ToAhol kal Aot Beatal To TrapdBofov TS TUxns BaupdlovTes,
el & maptyypagos ‘Abnvicov eis "ABfvas ¢’ apyupdmoBos kaTakoulleTal
popelou kal TopupPcV oTpwudTwY... oUvETpEXoV olv Tipds Thy Béav ToUTVv
&vBpes. yuvaikes, Taides T& k&AMoTa TpoabokdvTes wapd MiBpiBaTou...
ouvivtioav 8 adiTé kal of epl TdV Abvucov TexviTal, Tov dyyehov Tol véou
Aloviioou kaholvTes ém Ty kowiy éoTiav kal Tés Tepl tadtny eixds Te kal
omovBés.. @' fis (sc. olxias) el xAauiBa Aaumpav émovpeov kal Trepikeluevos
SaxtUhiov Xxpuolou tyyeyAuppévny Exovra Thv MiBpiBdTou eikdva.
TpoeTropTTEVoY 8’ alrrol kal épetrovTo BepdimovTes ToAof. &v Bk TG Tepever TGV
TexviTédV Buolan Te EmeTedolivto éml T} 'Abnvicovos Tapouolg kal peTd kijpukos
Tpoavapwviioews aovdal.

94 Cf. Polyb. 15,31,9: Aristomenes, a follower of the regent Agathokles in the Prolemaic court
(204/3 BC), wore a ring with an engraved portrait of Agathokles.

95 On the Athenian synodos of Technitai sce the contribution of Eric Perrin in this volume; on
their precinct in Athens see Aneziri 1997: Appendix L.

9%  Plut., Demetr. 34: eioehBcov & AnprTpios kal kehevoas els T BéaTpov abpoiobijvan
méavTas, 8mhots ptv ouvéppafe THY oknviy kal dopugdpois T Aoyeiov
mepiAaBev., atrrds 5t kataBds. comep of Tpaydol. Sk TéV dve Tapddov. It
udAhov tkmemAnypéveov TV 'Abnvalov. Thy &pxiiv Tol Adyou mépag
tmomoato Tob Séous avrév. kal ydp TSvou gvils kal pnudTwv mkplag
peio&yevos, EAagpdds St kal PIAIES penyduevos alrds BimAhdooeTo. Cf. Pollite
1986: 6; Slater 1995: 150. On Douris as a possible source of Plutarch see Sweet 1951: 180.
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side-entrances like a tragic actor (aUTds B¢ kaTaPds, domep ol Tpaypdol, Bix
TV &ved Tapddwv). The Athenians were now frightened more than ever and
Demetrios was in full control of their emotions. Soon their fears proved unjustfied. With
the choice of the right tone of voice and with the selection of the proper words (kal yap
Tévou Quviis kal prudTwv mkpias @eioduevos...) Demetrios won over the
Athenians.

When two of the sons of Attalos I (the later Arralos II and either Philetairos or
Athenaios) visited Kyzikos {ca. 185/4 BC), the native city of their mother Apollonis, they
staged their visit as a reminiscence of the most famous 'virtuous sons' of Greek history,
Kleobis and Biton. Placing their mother between them and holding both her hands
(&yovTes yop tE &upoiv xepoiv péony auTédv T unTépa) they walked all
around the sanctuaries of the city followed by their servants. "The spectators (ol
Becopevor) approved of the young men and held them worthy; remembering the deeds of
Kleobis and Biton, they compared their conduct to this..."?.

Numerous anecdotes about Hellenistic rulers demonstrate how they constructed a
desirable public image by selecting their escorts (sometimes actors or other entertainers),
changing their dress, and playing a role. Antiochos IV is said to have joined common
people in their revel playing musical instruments?8. According to Polybios, the same king
played different roles in different costumes: "Often he would lay aside his royal robes, and
putting on a toga he would walk up and down the market-place as though he were
canvassing for votes; with some he shook hands, while others he embraced and invited to
cast their vote for him, sometimes for the office of agoranomos, sometimes for that of
demarchos"®. At the end of the great festival he had organized in Daphne (166 BC)100,
the king was brought in by the mimes entirely wrapped up (kekaAuppévos), and
deposited on the ground as though he were one of the performers. There he danced naked
and acted with the clowns (UTrekpiveTo peTd TEOV yeAoTOTOIEV)!0L. Similar stories

97 " Polyb. 22,20,5-7: &yovTtes y&p &§ &u@oiv xepdiv péony auTédv THY untépa
mepifiecay T& 6 tep& kal THY TOAW petd Tijs Bepamelas. g’ ofs of Becouevol
uey&heos Tols veaviokous amedéxovto kal kaTnEiouv kGl HUTHOVEUOVTES TV
Trept Tdv KAéoBiv kal Bltwva auvékpvov Tég aipéoels airrédv KTA. On this event
see Walbank 1979: 211f.

98 Polyb. 26,1,4 (= Athen. 10, 439 a); cf. Diod. 29,32.

99 Polyb. 26,1,5 (cf. Athen. 10, 439 a): TOAAGKIS 5t xal Thv Baocihikhv &mobéuevos
tobifTa THPevvav dvakaBcv mepijel kaTd THY dyophv &pxaipecidlwv Kal
Tous ptv SeElovpevos, Tous 8t kal mepiTTUcaY TrapexdAer pépelv alUT THY
yiipov, ToTE ukv o5 dyopavdpos yévnTal, ToTd Bt kal o35 Brjpapxos; cf. Diod.
29,32; Hesberg 1996: 94f.

100 On the historical context and the message this celebration sent see Bunge 1976 {celebration
of the undefeatable troops, prelude of the planned expedition to the East, and celebration of
the ninth jubilee of Antiochos’ rule).

101 Athen. V 195 ef: TrepifieL... &ua 8t kal Tols dxpodpact poomaifcav. mpototong &'
¢m 1oAY Tis ouvoualas kal TOAAGV i8N kexwplouévw, UTd TGV pipwv &
Baoikelss elospépeTo Shos kekaAuppévos kal eis Ty yiiv ¢Tifeto s €ls v BijTa
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are told abour Agathokles, the Sicilian ruler of the late 4th century, and Philip V. In his
drinking parties Agathokles used to put off the pomp of his tyranny and to show himself
more humble than the ordinary citizens; "being by nature also a buffoon and a mimic, not
even in the meetings of the assembly did he abstain from jeering at those who were
present and from portraying certain of them, so that the common people would often
break out into laughter as if they were watching one of the impersonators or
conjurors”102, When Philip V visited Argos during the First Macedonian War (209 BC)
"he laid aside his diadem and purple robe, wishing to produce the impression that he was
on a level with others and a lenient and popular prince”193, Philip used his dress as a
costume in which he could play a role and provoke a deceiving image. Two other
Hellenistic kings were also notorious for their performing skills, the marionette-player
Antiochos IX104, who was fond of all kinds of mechanical devices, and Prolemy XII,
auleses and magodosi%s. Of course all these cases are extreme, and were understood as such
by contemporaries!%,

Tédv uipcov: kal Tiis ouppovias TpokaAoupévns avarmBhicas yuuvds cpxEiTo
kol UTrekplveTo peTd TEV yeAwToToIdY, OoTE TTGVTas aloxuvouévous elyeLv.

102 Diod. 20,63,1-2: &meTiBeto 8’ &v Tois woTOIS TS Tijs TUpawwiBos aficopa kat Tdv
TuxévTeV iBlTdv Tameavdtepov tautdy &medelkvue... (2) Umapxwyv Bt kal
Uoel yehwToTrowds kal pipos o’ év tals ékkAnolals amelxeto Tol okcomTEw
Tous kafnuévous kal Tvas adtdv eikdlew. dote TO TWATBos ToAAakis €ig
véAwTo éxTpémeobal, kab&mep Twé TV MloAdywv §} BaupaTtoroiddv
BecopoiivTas.

103 Polyb. 10,26,1-2: OfAirrmmos & Baoihets MakeSdveov petd T éxTeAdéoan TOV TAV
Nepteov ayéva albis els "Apyos éravijAfe kal o piv 8iddnua kal Ty
ToppUpa &mébeTo, Boulduevos aitdv Toov Tois ToAAois kal Tp&dv Twa kal
SnuoTikdv Umoypéeev. doc Bt THY éobijta BnuoTikwTépav mepieTibero,
ToooUTe Thv Efovclav éAduBave pelle xal povapxikwTépav. Cf below
Plutarch's description of Demetrios Poliorketes (note 128).

104 Poseid., Hisr. fr. 181 Theiler = Diod. 34/35,34,1: &xaupe y&p pipors kal mpodelkraig
kal kabBdAou mdor Tois BavpaTomotols, kal T& ToUTwv émTndelpaTa
uavBavew EpihoTieiTo. émeThiBevoe Bt kal veupoowaoTeiv kal &' auToll kiveiv
{éa mevtamxea kaTépyupa kal kataxpuoa kal étepa wAslova TtoialTta
unxavipata. Cf. Stephanis 1988: n° 213.

105 Serab. 17,1,11 C 796: &mavres piv olv oi petd tédv tpitov TTTohepaiov Umd
Tpueiis BiepBappévor xsipov émoMiTevocavto, xelpiota &' 6 TérapTtos kal
#Pdopos kal Uoratos & AUAnTYs. &5 Xwpls Tijs &AAns doelyelas xopauheiv
fioknoe, kal ¢ alTd ye E0epvUVETO ToooUTOV, CXOT OUK COKVEL OUVTEAEIV
aydvas tv tois Paoihelows. el olis mwapher SaunAhioduevos Toig
AvTaywvioTais; cf. Athen. V 206 d: ok avdpds yevouévou AN alAnTtol kal
uayou [or Hay<cpBoi]. Cf. Stephanis 1988: n® 2162.

106 Cf, eg., (on Antiochos 1V) Diod. 29,32: éveotiioaTto Blov rapdhoyov kal &ouviibn
Tois &AAorg Baoihelor. Tves 8t paviav aitol kateylvewokov; Athen. V 195 £
&dote mavTas aloxuvopévous eeltryew. Cf. above note 105 on Prolemy XI1.
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From the early Hellenistic period on rulers were occasionally celebrated as New
Dionysoi!07. Their assimilation with the god of theater, naturally, introduced theatrical
elements into their public appearances, such as the employement of actors and the use of
costumes!08. Demetrios Poliorketes imitated (JupoUpevos) Dionysos, exchanging ~ as
Herodian puts it — the symbols of royal power with the Dionysiac costume, ivy-wreath
and #hyrsos, and employing actors to play the part of his ithyphallic followers!0%, Marc
Antony was greeted in Ephesos (41 BC) as Neos Dionysos, by (professional?) dancers and
singers, impersonating maenads, satyrs, and Pans, dressed in the appropriate costumes
(Bieokevacpévor). 110 In Athens (38 BC?) he had a Bacchic grotro constructed above the
theater where he reclined dressed as Dionysos; his friends impersonated, in the
appropriate costumes, the god's mythological followers (cf. TUpTTava kal veBpidag kal
Tavrtodand &AA' dbuppata Alovuoiakd tfapTricavta HeETd TGV QiAwy),
while artists invited from Italy provided the entertainment (AeiToupyolvTov aitd
TGV ¢ "Itallas petamepebévrwv axpoandTwv)ill. Only a few years earlier (41
BC) Kleopatra had impressed Marc Antony in Tarsos, appearing as Aphrodite, on an
extravagantly decorated ship, followed by attendants impersonating Erotes, Nereids, and
Graces!12, The crowds on the banks of the river Kaunos watched the spectacle (émi v

107 See, e.g., Delatte 1942: 137f. Demetrios Poliorketes: Habicht 1970: 50-55; Connor 1989:
19£; Green 1994: 95. Prolemy IV: Pfrommer 1996: 97. Mithridates VI: see above, note 93.
Marc Antony: Kienast 1993: 194f. '

108 Kohler 1996: 128 (with reference to Demetrios, Antony, and Kleopatra). For men dressed as
gods in archaic and classical Greece see Connor 1987: 45.

109  Herodian. 1,3,3: "AvTiyovos 8t Aibvuoov mévTa pipodpevos kol Kioodv uiv
wep1iBels TH kepaAij dvTl kavoias kal Biadrjuatos Maxkedovikol, BUpoov Bt
avTl oxtjrrpou pépwov; Herodian refers to Antigonos, but he means Demetrios; cf. Plut.,
Demetr. 2,3; Diod. 20,92,4; Kohler 1996: 128.

110 Plut., Anten. 24: tis yoUv "Egecov elodvtos altoll, yuvdikes ptv els Barxas,
&vdpes 5t xal maides els Zatdpous kal TTavas #yolvto Sieokeuaopévol. KITTol

- 8% xal Bupocov kal wakthpiwov kal oupfyywv kal aUAdv 1 TéAWw Ay TAéa,
Advuoov autdv avakadoupdveov Xapiddtnv kal Mekixiov; of. Vell. Paterc.
2,82,4; Pelling 1988: 179f.; Kohler 1996: 128.

111 Sokrates FrGrHist 192 F 2 = Athen. IV 148 bc: loTopel (sc. Sokrates) 5t xal atrdv TOV
AvTcvioy &v "ABfvals ueTd Tadta Siatplyavta meplomtov Uttp T BéaTpov
xaTaokeudoavta oxedlav xAwpd menukaopévrv UAn, dowep Eml TV
Bakxikéav dvtpcov yivetal, Tadtns TUumava kal veBpiBas kal mavtodamd
&AN' &BUpuaTta Alovuciokd EEapThicavta netd TOV plhwv £§ fcbvolr
xaTtakAwduevov pebiokecbal, AsitoupyouvTtwv autd TOV & ‘ltaliag
peTaTeu@févTov axpoaudTwv ouvndpolopévev il Tiv Bav TV
TTaveAAfveov. Kienast 1993: 194f. dates the event described by Sokrates in 38 and
associates it, convincingly, with the festival Antonieia Panathenaia.

U2 Pplut., Anton. 26: ¢hoTe TAeiv &véd TOHv KiBvov motapdv év mopbueice
XPUooTrpULYE, TEW HEv ioTicv dloupyddv éxmemeTaopéveov, Tiis Bt eipeoiag
&pyupais kdTais dvagepopévns Tpds avAdv dua ouplybl xal kiBdpais
ouvnppoopévov. alTh Bt xaTékeTo by UTrd okidBI XpUooTdoTe, KEKOOUMHEVT]
ypagikéds chomep 'Apoditn. Taides Bt Tois ypagikois “Epwotv eikaopévor
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Béav). Even the rowers contributed to the performance, making their silver oars follow —
as a kind of chorus — the tunes of the musical instruments {Tfjs 3¢ eipeoias &pyupais
koTals avagepouévng mpds avAdv dua oupiyfr kal kiBé&paig
ouvripuoouévov) 3. On other occasions Kleopatra appeared dressed as Isis!!4. Both
Antony and Kleopatra appeared as Neos Dionysos and Nea Isis respectively in the
triumphal parade through Alexandria in 34 BC.115 A few days later Antony bestowed
royal titles upon Kleopatra's children, in a spectacle which Plutarch explicitly characterizes
as 'theatrical’ (Tpayikjv}!16 and in which costumes played an important role: Kleopatra
appeared robed again as Isis, Alexandros Helios was dressed like an Achaemenid monarch,
Ptolemy Philadelphos as a Macedonian king.

In these royal events the same elements recurr: costumes, musical accompaniment,
careful preparation of the setting, employment of actors. Actors were also employed in
festivals organized by Hellenistic kings, the most famous example being the procession
organized by Prolemy II in Alexandria (275/4 BC?) with obvious Dionysiac elements!17.
Actors, dressed in colourful and luxurious costumes, impersonated Satyrs and Silenos, as
well as abstract ideas, such as the Year, the Penteteris, and the Four Seasons; the poet
Philiskos, priest of Dionysos and head of the local Technitin synodos, and all the Dionysiac
Technitai were followed by impersonators of the Mimallones, the Bassarai, the Lydian
women, Satyrs trading on grapes and singing a vintage song, and other Satyrs and Silenos;
women impersonated captives from India and the Ionian cities freed from Persian rule;
even the persons responsible for order were dressed as Silenos.

wap' ExaTepov EoTdTEs Epplmilov. Spolws bt xal Bepamawides ai
xaAAiotevovoat Nnpnfbeov Exovoar kal Xapltwv atolds, ai ptv tpds olabwv,
ai 8¢ mpds kdAois Noav. Odual Bt BavpaoTal Tas dxbas amwd BupiaudTeov
TOAAGDV KaTEIxov. TV 8 avlpcdbmeov of piv eibls &md Tol woTapol
Tapwpdptouv tkaTépuwbev, of Bt amd Tiis mdAews kaTéBawov &l THv Béav.
Cf. Pelling 1988: 186-189 (also on the problem of historicity); Kshler 1996: 128; Pfrommer
1996: 96-99 (similarity with the ship of Ptolemy IV).

113 This recalls the description of Demetrios' funeral, in which the oars resemble a dramatic
chorus: see below note 130; f. Pelling 1988: 188.

114 Plut., Anton. 54: Kheowrdtpa ptv yép kal 161e kal 1OV dAAov xpdvov eis Afifos
tEoloa orolv [ETépav] iepdv “loiBos EAduBave kal véa “lois exprnétile. Cf.
Dio Cass. 50,5,3.

115 Vell. Pat. 2,82,4; Cass. Dio 50,5.3.

16 Plut., Anton. 54: £no1iBn Bt (sc. Marc Antony) kal 8i& Thv Siavéumow fjv érorjoato
Tois Tékvols év "AAeLavBpelq. Tpayiv kal Umepipavov kal ocoppapaiov
@aveicav...

17 Kallixeinos FrGrHist: 627 = Athen. V, particularly 197 e-198 b, 198 ¢, 199 ab, 200 e, 201 a,
201 e; on the procession see the discussions by Dunand 1981; Rice 1983, esp. 45-110;
Hesberg 1987: 50-52; Hesberg 1989: 63-65; Coarelli 1990; Weber: 174f., 343f; Green
1994: 94f.; Kohler 1996: 35-45. On the (still controversial) date: Foertmeyer 1988; Kohler
1996: 36. On the prominent role of Dionysos for the dynastic ideology of the Prolemies see
most recently Weber 1993: 343-346 (with bibliography).
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9. Use of mechanical devices

Closely related to the world of the theater are also references to mechanical devices
used on these occasions!18, The Pergamenes applied a spectacular device to honor
Mithridates (88 BC)!119. In the theater, where they had assembled, they set up a
machinery of some kind (8k Twvwv 6pyd&veov) which could lower a statue of Nike,
holding a crown in her hand which could then be placed on the king's head. However,
when the statue was being lowered towards Mithridates, it broke to pieces just as Nike
was about to touch his head, and the crown went tumbling from her hand to the ground
in the midst of the theater (kaTé ToU BedTpou) and was shattered. A similar device was
used (this time successfully), a few years later (ca. 75 BC), during a symposion in honor of
Caecilius Metellus120.

The use of such devices is also attested in Rome. The most interesting case, closely
related to stage-machines used in ancient theater, is the presentation of an image of
Caesar, after his assassination121: "Somebody raised above the bier an image of Caesar
himself made of wax. The body itself, as it lay on its back on the couch, could not be
seen, The image was turned round and round by a mechanical device, showing the
twenty-three wounds that had been dealt to him so brutally on all parts of the body and
on the face".

Already in the early Hellenistic period Demetrios of Phaleron had a mechanical snail
constructed in Athens, which was moved by machinery; it went before his procession —
again in the theater — during the Great Dionysia of the year 309/8, spitting out salival?2,
The interest of Hellenistic rulers in machinery is demonstrared also by an apocryphal

118 The following examples are taken from the studies of. Hesberg (1987) and Kohler (1996: 97-
99) on aUrTdpaTa; cf. Austin 1959, 17f. On stage-machines see most recently Mastronarde
1990; Newiger 1990; cf. Schneider 1969: 241; Hesberg 1987: 61.

119 Plut,, Swlla 11: Ayetat.. Niknv otepavnpdpov kabisgévny UTd TOV
Tlepyaunvédw &’ adrdv & Tivwv dpydvey dveoley Soov ol Tig KeQOATis
yavouoav cuvTpiBiival, kal Tov oTépavov tkmeodvTa kaTd Tol BedTpou
ptpeobar xauale SiabBputrtdpevov, doTe pplkny ptv TG Sfuep, &Buplav 8¢
oMM MiBpi8&Tn mapaoxgiv. Cf. Holscher 1967: 39 note 202, 62, 143 note 898;
Hesberg 1987: 61; Kshler 1996: 98. Balsdon 1951: 2 with note 18 assumes that Sulla's
Commentarii Rerum Gestarum were Plutarch's source.

120 Pplur, Sert. 22: kal Nikan memompévan 3i opydvev EmSpducwv xpuoea TpdTaia
kal oTepdvous Biagépoucal kaTiyovto. Cf. Holscher 1967: 143 note 898; Hesberg
1987: 61; Kshler 1996: 98.

12t App., Bell. civ. 2,147: ... Gvéoxe Tis Umitp TO AéXos avBpelkedov avrot Kaloapos ik
Kknpol TeToinpévoy TO piv y&p oddpa, s Urriov éml Aéxous. otlry twpdTo. TO
5t &vBpelkehov &k pnxavils EMecTPEPETO TAVTY, KAl opayal TpEis Kal elkoov
Opbnoav avé Te TO odUa Tav Kal avd TO TpdowToY Onp1oddds &5 auTov
yevépevar Cf. Hesberg 1987: 67; Kohler 1996: 98f.

122 Polyb. 12,13,11: koxAlas alToudTeds Padifeov TPONYEITO Tifs TMOUTHIS QUTO,
clahov avatrTicoy. oy 5t Tolrrols dvol Siemwéumrovto Sk Tol fedrtpou. On this
event see Walbank 1967: 358; cf. Hesberg 1987: 52; Kohler 1996: 98; for parallels see
Austin 1959: 17£; for a reconstruction of this device see Rehm 1937; for the use of similar
devices during the great procession in Alexandria see Kohler 1996: 97t.
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story about the 'Iron Maiden' of the Spartan king Nabis!23. Nabis had a machine
constructed, the image of a woman richly dressed, looking exactly like Nabis’ wife. Both
her arms and hands as well as her breasts were covered with iron nails concealed under her
dress. When someone refused to offer him money Nabis brought the image in. When the
man offered her his hand, Nabis made the woman rise from her chair and embrace his
victim; operating the device by means of certain strings, Nabis made the man, thus
embraced and peirced by the nails, promise him anything and everything,

10. The Hellenistic ruler as actor: the case of Demetrios Poliorketes

Considering all this evidence it is not surprising that the assimilation of the ruler
with the actor is a central element in Plutarch's biography of a most characteristic
Hellenistic king, Demetrios Poliorketes!24. It should be noted, here, that Plutarch’s
portaiture of Demetrios and his theatricality relied heavily on Hellenistic sources, most
probably Douris (sec above note 36). When Demetrios (as the other diadochs as well)
changed his behavior as soon as he received the diadem, he is compared with the tragic
actors who “adapt to their costumes their gait, voice, posture at table, and manner of
addressing others™125, Plutarch comments further that the diadochs assumed
(UmokpivoTo) Alexander's majesty and pomp like actors on a stage (cos &ml
oknijs)126. Demetrios' change of fortune is described as a movement from the comic to
the tragic stagel?7. When Demetrios realizes that his case is lost “he went to his tent, and,
as if he had been an actor and not a real king, put on a dark cloak in place of his stage-
robes of royalty, and stole away unnoticed”128, Plutarch describes Demetrios' situation
after his defeat quoting passages from Sophokles' Menelaos and Euripides’ Bacchaa?. His

123 Polyb. 13,7,2-11. Cf. Walbank 1967: 420f.; Hesberg 1987: 58 (literary topos about wicked
tyrant). Further examples of mechanical devices: Hesberg 1987; Kohler 1996: 98. For the
interest of Antiochos IX in mechanical devices see above note 104.

124 Cf. Wallace-Hadrill 1982: 33f; Pollitt 1986: 6f.; Hesberg 1989: 77.

125 Plut.,, Demerr. 18: Toirro 5t o mpoobiknv dvdpaTos kal oxfuatos Egariayiy
eixe uédvov, &AA& kal T& @poviuaTta TGV Gudpdv éklvnoe kal Tas yvouas
Emriipe kal Tois Blots kal Tals Sl atTév Sdykov tvemolnoe kal BapiTnTa.
kaB&Trep TpayKGY UNOKPITEV dpa T} okeulj ouppeTaBaiidvtov kal B&diopa
kal peoviy kal katdkAio kal TpocayOpeucIv.

126 Plut., Demetr. 41: ¢35 v péved ToUTe (sc. Pyrrhos) Tév Baadidéov elBwlov
tvopédTo Tis 'AAEE&VBpou TéAuns, of 8t &Ahol, kal pdAiota AnpTpios, cs ém
oknviis & P&pos Uokpivovto kal Tov Sykov Tol avBpds.

127 Plut., Demesr. 28: ThHv 5t Sufynow. ddamrep x keopikiis oknviis T&Aw &ls Tpaykiyv
peT&youotv ai Tuxal kal ai wpdes Tol avbpds.

122 Plut., Demerr. 44: kol TapeAdcov éml oknurv, domep ou Baotkevs, GAN’ UrokprTis,

peTapgévvutal xhapida goidv avTl Tis Tpayikiis ékelvns. kal Siahabiov

UTTEXOPNOEY.

Plut., Demesr. 45: fiv oUv & Zogokhéous Mevéhaos eikdva Tais auTol Tuxals

mapatibnow... kal Tis attdv iv OiPais TolouTov Beacdusvos ExpricaTto Tois

EvpimiBou otixots otk anbads... Schneider (1967: 19-21) has pointed to the fact that

Euripidean drama served as a model of interpretation of humnan suffering in the Hellenistic

age. Cf. Sweet 1951: 180 (on Douris’ interest in Euripides).

129
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funeral is staged by his son Antigonos Doson as a theatrical performance (Eoxe...
Tpaykiv Tva kal Beatpikiiv 51&Beciv)130. The urn, covered with symbols of royalty
(purple cloak and diadem), was placed on the greatest ship; armed men were arayed
arround the urn, other men in funerary dress accompanied the procession of ships, which
approached different harbours. The most celebrated auletes of the time was playing a
solemn melody; and "to this melody the oars kept perfect time, and their splashing, like
funeral beatings of the breast, answered to the cadences of the flute-tones”. The oars of
the ships assumed here, in a way, the role of a tragic chorus!3!l. Finally, his vis is closed
with the words "and now that the Macedonian drama has been performed, let us
introduce the Roman!32",

11. Civic festivals as staged spectacles

The evidence presented so far is almost exclusively literary, and this raises, naturally,
the question of historicity. Were these staged appearances of public figures an invention of
historians, sensitive to issues of theatricality or interested in adding a dramatic dimension
to their works? This may, indeed, have been the case with Douris, who is charged by
Plutarch with inventing such theatrical details, as the engagement of musicians and actors
or the fastidious decoration of the warships, in his account of Alkibiades’ return to Athens
in 408 BC!33. But even if Douris' report on Alkibiades is anachronistic, does this permit
us to assume that he dramatized his accounts of conzemporary theatricality too? Or were
the theatrical appearances of statesmen a common phenomenon in the Hellenistic world?

130 Plut., Demetr. 53: Eoxe pévrol kal T& Trepl THY Taghy alrol Tpayikijv Tva kal
BeaTpikiyy Sidbeciv. 6 yap vids "AvTiyovos, s flofeto Té Aelyava kouldpeva,
Tdoais avaxBels Tals vavolv ¢ml vijowv amdvnoe kal SeGauevos el THY
peylotnv Tév vavapxBawv #eto Thv udplav xpuohaTtov olicav. ai & wohels
afs Tpoatixov. TolTo utv aTepdvous Emépepov Ti UBpla. Totrro Bt dvdpag év

 oxfhiraT mevblpe ouvBdyovTtas kal cupmapamépyovtas améoteAhov. eis Bt
KdpiwBov Toll oTdAou katamhéovtos ff Te kAATIS €k TPUUYNS TrEPIPavTS
tcopaTo TopeUpa PaciAikij kal SadiiaT kekoounpévn, kal TapeloTrikeloav &v
8mAots veaviokol SopupopolvTes. & 8t TGOV TOTE alAnTdV Aoy G TATOS
Zevdpavtos Eyyls kabBelduevos Tpootiulel TGV HEAGY TO iepddTaTow Kal Tpds
TolTo Tiis eipeolas avagepopdvns petd Ppubuol Tvos, &TivTa wogos, domep
v KOTETE, Tals TAV alAnudaTwY TepdBols. On Xenophantos see Stephanis 1988:
n® 1911,

131 Cf, above note 113 the similar description of Kleopatras's procession in the river Kydnos.
Strong theatricality characterized already the funerals staged by Dionysios II of Syracuse for
his father (Philistos FrGrHist 556 F 40; cf. below note 177) and by Alexander for
Hephaistion (Diod. 17,115,4; cf. Hesberg 1987: 64f); cf. Plut., Pelop. 34 (Pelopidas);
Timol. 39 (Timoleon). The archaeological evidence confirms the literary ekphraseis see
Hesberg 1989: 67-69 (Nikokreon's tumulus in Salamis). For staged public funerals in
imperial times see, £.g., Reynolds-Rouecher 1992.

132 Plut., Demetr. 53: Sinycoviopévou Bt Tol MakeBovikol Spauatos dpa 1o
‘Peopaikdv ¢aicayayEiv.

133 Douris FrGrHist 76 F 70 = Plut., Alkib. 32; cf. Sweet 1951: 179.
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Corroborative evidence for the latter assumption comes from the epigraphic evidence
which concerns Hellenistic festivals. The relevant inscriptions reveal the same tendency
towards a careful staging of civic festivals, as I have attempted to show in a previous
article!34. That every procession, every festival, every ritual requires orchestration is a
truism, and several pre-Hellenistic festivals, such as, the Great Panathenaia in Athens or
the procession of the molpoi from Miletos to Didymal35 were carefully arranged in their
details. What is new in the Hellenistic period is, however, the greater attention given by
the contemporary leges sacrae to stage directions. While the classical leges sacrae are
eloquent only on questions of rituals (selection, number, gender, kind, colour, and price
of sacrificial animals, persons responsible for the rituals, funding, etc.), the Hellenistic
sacred laws, particularly those concerning new or reorganized festivals, place the
orchestration, especially the arrangement of the procession, into the foreground!3¢: the
cleaning of processional roads, the purchase of implements (especialy objects carried
during the procession), the timing and the setting of the procession, the dress of the
magistrates and the population, the timing of the various rituals, the sequence of the
sacrifical animals, the participation of horsemen, the musical accompaniment, the
arrangement of the participants into groups according to tribes, age-classes, hierarchy,
prestige, or duties, and the supervision of this strict order. Almost nothing is left to the
spontaneity of the participants.

This picture is confirmed by the narratio of the relevant decrees, i.e., that part in
which the purpose of the decree is explained, and by the honorific decrees for persons
responsible for the successful organization of festivals. These decrees place the beauty of
the processions (k&AAos, eutafia, ebkoopia, ém@dvela, xd&pis) into the
foreground!37. Everything aims at pleasing the senses of an awdience, from the colourful
procession, the decoration of the statues, the selected sacrificial animals, to the musical
accompaniment, the burning of incense, the sacrifice, and the banquet. The responsible
magistrates are honoured because they offered a beutiful spectaciei3s.

Spectacles require spectators. However, the Hellenistic decrees which concern
festivals urge everyone, young and old, citizens and foreigners, men and women, to
participate actively, that is, to dress appropriately, to follow the procession, and to attend
the sacrifice!39. This is not necessarily a contradiction, since the spectators are often an

134 Chaniotis 1995; cf. now Kohler 1996, esp. 31f,, 74-87, 97-104, 117-153.

135 LSAM50.

136 Chaniotis 1995: 154-160. Characteristic examples are the Jex sacra concerning the festivals
Eisiteria (on the birthday of Artemis) in Magnesia on the Maeander (LSAM 33 A), the
Homonoiafestival in Antiocheia on the Pyramos (LSAM 81), the reception of Attalos III in
Pergamon (1. Pergamon 246), or the celebration of the mysteries of the Great Gods at
Andania (LSCG 65).

137 Chaniotis 1995: 158f. with notes 98-101; cf. Kshler 1996: 117-121.

138 Chaniotis 1995: 159 with notes 102-106. For the fact that people talked about what was
shown to them in festivals see, e.g., Theophr., Char. 3,4 (about the size of a torch set up at
the mysteries by Damippos).

139 Chaniotis 1995: 157 with note 79.
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integral part of the spectacle!40, We have, further, to assume that ancient festivals had
passive spectators as well, because not everyone followed the invitation of the decrees and,
more importantly, because the festivals attracted many visitors from neighbouring
communities, who came, quite naturally, as spectators and not as active participants.14!
But in addition to these two factors, at least some of the Hellenistic festivals, particularly
those organized by kings, imply a stronger dichotomy between 'performers’ and spectators
than before, as Jens Kohler has recently demonstrated!42: barricades were used to separate
spectators from active participants in the procession!43, professional actors and musicians
were employed, and mercenary troops replaced the parades of citizens!44,

The assembled spectators could also be engaged in the event, but as passive receptors
of the spectacle!4s. They were sprinkled with scented oil by women in Daphne;146 at the
procession of the Ptolemaieia they caught the pigeons, ring-doves, and turtle-doves which
flew forth from a cart and were equiped with nooses tied to their feet so that they could be
easily caught by the spectators!47. In Alexandria the population was invited into the palace
on the occasion of the Adonis-festival; in Theocritus' Adoniazousai one woman says to her
friend: "I want you to come with me to call on our high and mighty king Ptolemy to see
(Baocbpevat) the Adonis. I hear the Queen’s getting up something quite splendid this
year148”, These women went there not as participants, but as spectators of a show staged
by the queen.

These events, extravagantly staged by Hellenistic kings, inevitably influenced festivals
organized by local benefactors. Civic festivals already included in archaic times
performances by groups of the citizen-body, such as, choruses, which had prepared
themselves in order to offer entertainment to the rest of the citizens. Therefore, we should
not be surprised if (the local historian?) Polykrates explicitly calls the Spartan Hyakinthia
a spectacle (Béa oikfAn) and reports that some of the festivities, including a procession

140 Burns 1972: 26; Schechner 1985: 14-16; Green 1994: 8-10; Kshler 1996: 147. For classical
drama see, c.g., Longo 1990; Rehm 1992: 20-30; cf. Bain 1977: 185-207 (on audience
address in New Comedy).

141 Kohler 1996: 151.

142 Kohler 1996: 147-153; f. Dunand 1981: 27.

143 Kghler 1996: 147. On the troops responsible for order cf. Dunand 1981: 27; Chaniotis
1995: 157 with note 83.

144 Kahler 1996: 148-150.

145 Kohler 1996: 150-153.

146 Athen. V195Db.

147 Athen. V 200 ¢ Kéhler 1996: 150.

148 Theoct. 15, 21-24: &AN’ 181, T uTéXOVOVY KAl TaY TepovaTpida Adlev. / Bdues
16 BaaiAfios &5 agueadd TTtolepaleo / Bacdueval Tov *Abcoviv: drodieo xpiipa
xaAév T1 / kooueiv T&v Baoihisoav; 78-79° ...té& moiha wp&Tov &Bpnoov, /
AeTrTéx kal s XaplevTar Bed>v TEpovduaTa QaoEis; 84-86" alTdg 8 s BanTos
in &pyupée kaTtdkaTor / KAoU®. wpdTov lovhov amwd kpoThgov
xataB&Ahwv. / & TpwplAnTos *AScovis, & kv "AxépovTi piAnBels. Cf. Hesberg
1987: 70; Hesberg 1989: 62£,; Hesberg 1996: 93f.; Kohler 1996: 150. On the Adonis
festival in Alexandria see most recently Weber 1993: 170f,, 284.
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of boys riding horses, took place in the theater!49, infront of an audience. The situation is
quite different, however, in a decree of the Macedonian city Kalindoia (1 AD) honoring a
local benefactor for the organisation of a procession. The procession is called "artful /
colourful” (TroikiAn) and "worth seing” (&E108éaTo5)150, which dearly shows that the
citizens were primarily spectators of their own festival. This impression is confirmed by
the vocabulary used in the same decree, which places spectacle (8éa), entertainment
(&métn), and pleasure (Sidyuots Tiis Yuxiis) in the foreground!st,

The transformation of festivals into staged spectacles was not only influenced by the
interest of royalty and local aristocracy in self-representation. Another important factor is
the influence of mystery cults, in which the element of ritual drama always played an
important part. R. Merkelbach has paid great attention to this element!52 and has shown
it likely that the initiation ceremonies included ritual dramas in which the priests
impersonated gods!53. Of course, the impersonation of gods by priests, an essential
theatrical element of worship, is well attested in earlier Greek religion as well134; but from
Hellenistic times on several references in literary sources and papyri indicate that stage-
devices, similar to those used in the theater, were applied in mystery cults, to present
flying gods, lightning, and thunder, or give the astounded audience the impression that an
earthquake was taking placel55,

12. Hellenistic theatricality: public life in cities of onlookers

The examples 1 have presented here, without claiming to have collected even a
representative part of the evidence, suffice to show that Hellenistic authors, or later
authors drawing from Hellenistic sources, often perceived and presented public events as
spectacles. The ‘theatrical mentality’ which J. J. Pollict has recognized in the Hellenistic
age, in general, applies to public life, in particular: "The theater in all ages has always

149 Polykrates FrGrHist 588 F 1 = Achen. IV 139 de: Tij 8¢ uéon TV TPIOOY HUEPDV
ylveral 8éa owiAn kal Taviyupts &§iéAoyos kal ey &An... &AAot (sc. Traides) 8
@’ frmcav kekoounuéveoy TO BéaTtpov BieEépxovTar. On this part of the Hyakinthia
see Petterson 1992: 10£,, 26. A theater existed in Sparta already in the 5th cent.: Kolb 1981:
79-81, who assumes (ibid. 80) that this procession of the Hyakinthia actually took place in
the agora. The festivities for the wedding of Kleopatra (338 BC) included a procession in the
theater: Diod. 16,92,5.

150 SEG 35, 744 Il 20-22: kol thiv] / éml Tiis TavnyUpews ol moik{Anv kal
aEob[¢aTov] / okeudaoas. '

151 SEG 35, 744 1. 25: [-] Thv 8fav kal i dwdlmlv [kal Thv Sidixuow Tis yuxiis.
On the meaning of &Té&Tn (enjoyment) see Roberc 1960. ”

152 Merkelbach 1995: 55, 114, 153-155, 159£,, 172f., 175f., 178-181, 348f,, 373, 390, 406.
For "cult-theater’ in imperial times see, e.g., MacMullen 1981: 18-27.

1535 CFf Plut.,, De Iside 27 [Mor. 361 d): Tais &yrwTédTais dvapelfaca Tehetdis elkdvag
Kkal Utrovolas kal ppfpaTa Tév Téte TabnuéTeov. eloePelas opol Sibayua kal
TapapiBiov &vdpdot kal yuvailv Umd cuppop@v Exopévols Suolwv
kaboolwoev. :

154 Deubner 1960: 107-109.

155 Merkelbach 1995: 149, 159f., 178-181, 195; cf. Hesberg 1987: 66.
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served to provide a reflection of, or analogue of life, but in the Hellenistic period one gets
the impression that life was sometimes seen as a reflection of the theater!56". The question
arises, of course, if public life was only seen as theatrical or if it was theatrical.

We have seen that the largest part of the sources which attest theatrical elements in
political oratory and in public appearances of statesmen is of an anecdotal nature. It is
quite probable that Hellenistic authors, especially Douris and Poseidonios (§ 3-4), were
keen to underline dramatic elements in their narratives. But even if the accounts in
literary sources cannot always be taken at face value, their conformity with what we may
infer (a) from rhetorical treatises on the increasing importance of delivery in political
oratory (§ 4), (b) from the documentary evidence on the staging of Hellenistic festivals ($
11), (c) from contemporary art (§$ 1 and 5), and (d) from the criticism exercized by
Hellenistic authors on theatrical behavior in public life, particularly in connection with
the manipulation of the masses (§ 4), leads to the assumption that theatricality in
Hellenistic public life is not an invention or a stylistic feature of contemporary literature.
It is safe to assume thar political oratory increasingly resembled dramatic performance,
that not only historians but also statesmen paid greater artention to costumes, gestures,
facial expressions, and voice control, that actors and stage-devices were employed in
festivities organized by statesmen and kings, and that the public appearances of kings and
orators were as carefully studied and staged as the appearances of actors.

Naturally, the question arises whether theatricality is a distincrive feature of
Hellenistic public life, an #nnovation which distinguishes it from the public life, say, of the
archaic or the classical period. An answer to this question is aggravated by the fact that we
see the public life of earlier periods primarily through the eyes of texts written either by
Attic authors or authors who lived in Athens. Herodotos, Thucydides, Xenophon, the
orators, the comic poets, Plato, and Aristotle composed their works, at least in part, in a
city where theatrical performances had a long tradition. Their works are written for an
audience which had been exposed to the art of theater for generations. The public life
they describe is, basically, the public life of citizens whose response to statesmen was
inevitably influenced by their experiences as members of theatrical audiences!3’.
Consequently, the indisputable presence of 'theatricality” in our classical Attic sources may
reflect the situation only in Athens and thus distort the general picture. We cannot
assume that nothing changed in the Hellenistic world in this respect, only because
theatricality prevailed, in the court and the assembly, already in classical Athens (or a few
other large urban centers, such as Syracuse).

Even if we make allowance for the fact that theatricality is, in one or another form,
an inherent feature of social life in general (§ 2), the Hellenistic source material presents
us with references to theatrical elements in a quantity and diversity which is unknown in
carlier periods — even in Athens. Theatricality in the perception, in the representation,
and — as I believe — in the reality of public life can, indeed, be seen as a distinctive feature
of the Hellenistic age, at least in the great urban centers.

156 Pollitt 1986: 4.
157 Ober 1989, esp. 152-155, 174-177, 221-226 (particularly on the role of 'dramatic fiction' in

the court and in the assembly). See also above notes 10 and 28.
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This calls for an explanation. The increasing popularity and the ubiquity of theatrical
perfomances account at least in part for the elaboration of theatricality in public life.
Theatricality and theatrical production share a lot of things, such as the use of a script, an
elaborate setting, advanced acting skills, the use of costumes, and the smart application of
stage-machinery. As professional specialization advanced!58 and the refinement of
theatrical skills reached an unprecedented level, ambitious statesmen and kings could
draw on this 'know-how' for their staged appearances.” And they were probably expected
to do so. Theatrical inventiveness could only nourish the desire of audiences, — audiences
in the broadest sense of the word, i.e., in the assembly, in the court, in the market place,
in the festival — for novel and unexpected effects!59. Since public life took place to a great
extent in theaters (cf, § 3) — or for that matter in constructions with very similar spatial
organization!60 —, the intrusion of theatrical elements in public life was inevitable.

Although Hellenistic theater undoubtedly contributed to Hellenistic theatricality, it
would be misleading to see it as its cause. Both the popularity of theatrical performances
and the theatricality of public life seem to be expressions of the same development, of an
unprecedented (in these dimensions) desire for spectacles. This is not the impression ofa
modern scholar; it is the observation of a certain alert traveller in Hellenistic Greece,
known as Herakleides of Crete: in his description of Athens he gives an account of what
must have impressed any visitor of the city in the 3rd century BC: "festivals of all sorts;
intellectual enjoyment and recreation through all sorts of philosophers; many
opportunities for leisure; spectacles withous interruption'6l". Already at the beginning of
the century another keen observer of Athenian life, Theophrastos, had made the theater
the setting which permited him to study typical characters. His continual references to
theatrical performances and other forms of public entertainment!62 show that the regular
attendance of spectacles had become as much a part of Athenian everyday life as the visit
to the barber's shop, the market, the assembly, and the court, — or as the visit to movies,
concerts, museums, and tourist sights, ot the watching of TV in the modern world. This
applies to some extent to other Hellenistic urban centers as well. Never before in Greek
history were so many new festivals established as in the three centuries which follow the
death of Alexander; never before did so many and different public celebrations take place,
— old and new religious festivals, commemorative anniversaries, inaugurations of public

buldings, weddings, receptions of kings, thanks-giving sacrifices, birthdays of kings and

158 On criteria which permit us to recognize professional specialization in Hellenistic theater see
some preliminary remarks in Chaniotis 1990.

159 This has been pointed out by Slater (1995: 143-148, 153f) in connection with the
theatricality of justice; cf. Hesberg 1996: 94 on the influence of the theater on appearances
and audiences of kings.

160  See Hansen - Fischer-Hansen 1995: 53-76 (classical and Hellenistic ekklesiasteria); cf. Ober
1989: 152 {for classical Athens).

161 Herakleides 1,1 ed. Pfister: fopTal avtoSamal pihoodpwv Tavtodamév yuxiis
amdral ko dvdmavois: oxohal ToAhal: Bécn ouvexeis. On this passage see Robert
1960: 8 (notion of &réTn); Fittschen 1995: 57 with note 17, 59, 63-69.

162 Theophr., Charact. 2,11; 6,3-4; 7,9; 9,5; 11,3; 14,4; 21,13; 21,16; 22,2; 30,6; 30,14.
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benefactors, gymnasium competitions, etc.163, Public lectures given by intellectuals
(EmBeifers, akpodoels) are another form of spectacle — again, unknown in this
frequency and variety in earlier periods!64. And if one could not be satisfied with these
public shows, he could find redress in theatrical performances and other forms of
entertainment at private dinner parties. 165

When reading contemporary texts one gets the impression that festivals and
sancturies had almost been transformed from spaces of religious experience into objects of
aesthetic delight. The women in Theokritos' Adoniazousai visit the palace in Alexandria
primarily to watchwhat the queen had prepared for the festival (Baoduevai: § 11) and to
admire the palace’s luxurious decoration. In Herodas' 4th mime ('AoxAnmiéd
avaTifeioan kal Bucidfouaat) Kynno's and Kokkale's visit to the temple of Asklepios
to offer a sacrifice (Il. 1-20, 79-95) develops into sightseing and enjoyment of the
sculptural decoration (il. 20-40, 55-78)166, In the same way religious processions become
the object not only of visual gratification (&E108éaTtos: § 11), but also of literary
description — again, for the first time in Greek literary history167. The delight and wonder
we observe in the descriptions of works of art in Kallixeinos of Rhodes or Herodas must
have been shared by the lost representatives of a flourishing literary genre, the descriptions
of dedications in cities and sanctuaries!68,

If the Hellenistic world offered an abundance of things to be seen and to be
wondered at, such as spectacular public monuments, impressive dedications in
sanctuaries, richly decorated facades of private houses, extravagant royal ships, mobile
works of art, a luxurious public architecture, public processions and funerals!®?, it is not
only because they served the self-representation of kings, cities, and elites, but also because
the Hellenistic people "liked to watch” (to use Mr. Gardiner's expression in Jerzy
Kosinski's Being There). What a 'performer’ — in the most general sense of the word —
offers and what his receptors demand are connected in a dynamic interplay: an innovative

163 Chaniotis 1995: 148-150, 164-168.

164 - Eg, Guarducci 1927/29 (poets); Chaniotis 1988a: 365-382 (historians); Jouanna 1992:
109-124 (physicians). Lectures and other performances during diplomatic missions:
Chaniotis 1988b.

165 For the latter see Jones 1991,

166 See, e.g,1 23, 35, 56: olr Opijs: L. 27: Spn; L 39f.; Emreu, fAn, pot kal KaAdv i oot
BelEco / Tpiiy’ olov ol cdpnras €€ Steu Cadels.

167 . Kallixeinos of Rhodes, FrGrHist 627 F 2; Athen. V 194 ¢-195 c. Cf. the similar interest in
the description of funerals (notes 130-131).

168 Eg., Heliodoros of Athens FrGrHist 373: TTepl Tév "Abfivnot dvabnuéreov, TTepl
16w "ABdvnot TpiméBeov; Alketas, FrGrHiss 405 F 1: Tlepl Tév Ev AsAgois
&vabnuéTeov; cf. the ‘Lindian Anagraphe' (FrGrHist = Chaniotis 1988a: 52-57 T 13) and
the description of dedications in the Heraion of Samos in the histories of Leon of Samos
(FrGrHist 540 T 1 = Chaniotis 1988a: 308£. E 16).

169 On royal ships (Ptolemy IV, Kleopatra) see Hesberg 1996: 88f.,; Pfrommer 1996. On the
theatrical quality ("Inszenierung”) of private architecture, esp. from the 2nd century on, see
Hesberg 1994: 33; cf. ibid. 54-64 ("Architektur der Fassaden"), 97-100 (figurative
architectural ornaments). On mobile works of art and mechanical devices sec Hesberg 1987.
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performance may create new tastes, which in their turn generate the desire and the
continual demand for more elaborate and complex performances. Hellenistic spectacles
may very well have been the medium by which kings legitimized their rule, benefactors
increased their popularity, and cities demonstrated a sense of civic pride!70. Likewise they
may even have been a device of the elites to distract attention away from pressing social
problems. As Herakleides of Crete bluntly put it: "Because of the spectacles and
entertainments in the city [Athens], the common people have no experience of hunger, as
they are made to forget about food" (translated by M. M. Austin)!7!. But whatever factors
may have contributed to the wide diffusion of shows, from the moment spectacles and
visual wonders conquered the minds and the taste of Hellenistic urban populations, life
could not be the same again. The Hellenistic cities had become cities of onlookers.

This rise of a 'culture of onlookers' manifests itself in various manners, in religion, in
art, in intellectual life, and in politics. Lost in the masses of the great urban centers the
individual was an onlooker of rituals, sacrifices, and processions, which sometimes did not
take place in the streets with his participation, but in the theater or the stadium. From an
integral part of civic life, they had gradually developed into spectacles, for which
oftentimes professional actors, dancers, and musicians had to be engaged. The individual
was an onlooker of cultural activities, in the theater, in the agora, in the gymnasium. In a
period of high specialization in the performing arts he went to the theater not to admire
his own son as member of a chorus or his neigbour as an actor, but to applaud the foreign
professional. And in the assembly, or in other public events (e.g., reception of kings or
benefactors, trials, etc.) he was an onlooker as well, even when he was actively engaged in
the spectacle. He had become accustomed to perceive public life as a performance and a
spectacle; consequently, he expected the protagonists of public life to respond to this
perception.

It goes without saying that this development is particularly clear in public life, with
the increasingly prominent position of 'protagonists': kings, 'professional’ generals,
specialized orators, wealthy benefactors, and other representatives of urban elites!72, It is
true that the prominent role of a few statesmen is already attested in pre-Hellenistic
times!73 and that the demos was anything but passive in the Hellenistic age, during which
in every city the assembly met more often than before and discussed the issues at least
with the same intensity and pathos as in the classical period174. Given the established

170 Royal propaganda: e.g., Hesberg 1987: 63, 66-70. Civic pride: Chaniotis 1995: 160-163.

171 Herakleides 1,2 ed. Pfister: #oT1 8¢ Tais utv Béais 1} woMis kal oxolais Toig
SnuoTikois dvenraiobnTos Aipoi, AMBny épmrololica Tiis TEW ofTewv mpoopopds.

172 This socio-political development has often been characterized as a "regime of the notables’ in
recent research. See esp. Veyne 1976: 110-118, 201-209 ("régime des notables"); cf. Gehrke
1990: 68f., 181f. ("Aristokratisierung”, "Heraustreten der Honoratiorenschichten"); Quass
1993 ("Honoratiorenschichten"). But see now the cautious remarks of Habicht 1995 against
the idea of a monopolization of power by a "Honoratiorenschicht”. On the importance of
the benefactors see Veyne 1976: 228-271; Quass 1993: 196-210; cf. the modifications and
the chronological differentiation by Gauthier 1985.

173 See most recently Ober 1989, esp. 11-17, 53-103, 112-118 (classical Athens).

174 On the function of the assembly in the Hellenistic age see Quass 1993: 353-373.
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constitutional status of the assembly in the cities — as opposed to the actual, but not legal,
preponderance of the elites —, the Hellenistic statesmen had to rely on delicate skills of
perfomance in order to manipulate the masses in the assembly and to preserve the fiction
of the rule of the people. The kings' role in the fragile balance of power between the
monarchic aspirations and the pretensions of urban populations (in Greek poleis and in
capitals) was quite similar. The kings had to construct an image of supremacy which
would legitimate their rule and at the same time respect the fiction of civic autonomy!75.
The complex problems posed by the relations between masses and elites were not
new in the Hellenistic age, but they had become more intense: the gap between the
protagonists of public life and the common people in the great urban centers was
continually widening. This dichotomy in public life — between elite and masses — could
now be perceived and expressed with terms borrowed from the world of the theater, as the
interaction of performers and receptors. Ancient thought could describe the part played in
public life by a prominent individual in a variety of ways, for example, by comparing the
political leader with the captain of a ship, the charioteer, the shepherd, the physician,!76
or the actor. If the perception of the statesman as an actor and of public life as a stage,
attested sporadically in the 4th century!77, had become a widespread #opos in the
Hellenistic agel78, it is because public life was theatrical and subject to careful staging and
skillful performance. An anecdote about Demosthenes’ death epitomizes this
development!79: Demosthenes is said to have had a dream the night before his suicide. He

175 On the fragile balance of power between king and polis see Orth 1977. On the role of the
population of the capital see Fraser 1972: vol. I, 93-132, esp. 106-132. On the importance
of theatricality for the legitimacy of royal power see Hesberg 1989 and 1996.

176 See, e.g., Plat., Res p. I, 342 d-343 b; Polyb. 12,27,9; Stob. 4,7,61 (p. 264,8-11 Hense).

177 An early direct artestation is Philistos’ description of Dionysios' funeral in 367/6 BC
(FrGrHist 556 F 40 b), if Plutarch's words (Pelop. 34: olov Tpaywdlag peydAng Tiis
TupaviBos EES6BIoV BeaTpikdy yevduevov) reflect the original wording of Philistos.

178 See above § 10 and notes 7, 8, 50, 84, and 96. Sce also Diod. 32,15,4 (on Andriskos’
revolt): épiomiibn T Toll SpdpaTos ouvTékeiav Tpds TO TéAos Gyayeiy; Plut,
Lysand. 23 (on the relation between Lysandros and king Agesilaos): érel 8 eis Thv 'Aotav
Tapayevopéveov Tipds Ekeivov ptv ok ExovTes ol dvBpaomrol ouviiBaas Bpaxéa
kol omravicos SiehéyovTo, Tov B¢ AtcavSpov tx ToAAiis Tils Tmpdobev ouiAlas of
e iAol Bepameviovtes of Te Umomrtor SeSoikdtes Eolteov ém Bipas kal
TraprkohotBouv, olov #v Tails Tayedials tmekds oupfalver wepl Tols
UmrokpiTés, TOV piv ayythou Twds fi Bepdirovtos émekelpevov mpdowatrov
et okiueiy kal TP TaywVIoTEY, TOV 8t Biddnua kal okfirrpov gopolivra undt
axoveabar @Beyyduevoy; ibid. 25: dhomep &v Tpaydig pnxaviy alpcov émt Tols
ToAlTas, Adya muBdypnota kol Xpnouols ouvetlfel kol kateokedalev; Plut.,
Mor. 337 de (Meleagros puts Arhidaios on the Macedonian throne): dycovioTij y&p
fiyepovias UoxpiTHY émaicriyaye (sc. Meleagros), n&Aiov &' cas &mt oxnviis o
BiaBrpa keedv BieEijAbe Tijs olkouptvns. On the theatrical vocabulary and similes in
Plutarch see Di Gregorio 1976: 168-173.

179 Plut., Demosth. 29: & 5t Anpoobévng Eriryxavev Sy wpakdas katd Tolg mvoug
éxelvns Tiis vukTds &AASkoTOv. E8dket Yap avtaywvileoboa 1@ Apxlg
Tpaycdiav UirokpvéuEvos, eUnUEpGY Bt Kal KaTEXWVY 1O Béatpov évbeig
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saw himself as a tragic actor contending with his prosecutor Archias for the prize.
Demosthenes won the favour of the audience, but what cost him the victory was his lack
of costumes and stage decoration.

Bibliography

ALEXIOU, Margaret B. 1974, The Ritual Lament in Greek Tradition, Cambridge

ALFOLDI, Andreas 1934, «Die Ausgestaltung des monarchischen Zeremoniells am
romischen Kaiserhofe», MDAI (R) 49: 1-118.

AMPOLO, C. 1984, «Il lusso nelle societa arcaiche», Opus 3: 469-476

ANEZIRI, Sophia 1997, Die Vereine der dionysischen Techniten in der hellenistischen Zeit,
Heidelberg (PhD dissertation)

AUSTIN, R. G. 1959, «Virgil and the Wooden Horse», /RS49: 16-25

BAIN, David 1977, Actors and Audience: A Study of Asides and Related Conventions in
Greek Drama, Oxford

BALSDON, J. P. V. D. 1951, «Sulla Felix», JRS41: 1-10

BARTSCH, Shadi 1994, Actors in the Audience: Theairicality and Doublespeak from Nero to
Hadrian, Cambridge, MA

BLUMNER, Hugo 1918, Fahrendes Volk im Altertum (SB Akademie Miinchen 1918, 6),
Munich

BREMMER, Jan 1991, «Walking, Standing, and Sitting in Ancient Greek Culture», inJan
Bremmer-Herman Roodenburg (eds), A Cultural History of Gesture from Antiquity to
the Present Day, Cambridge: 15-35

BUNGE, J. G. 1976, «Die Feiern Antiochos' IV. Epiphanes in Daphne 166 v. Chr. Zu
einem umstrittenen Kapitel syrischer und jiidischer Geschichten, Chiron 6: 53-71

BURNS, Elizabeth 1972, Thearricality: A Study of Convention in the Theatre and in Social
Life, London

CHANIOTIS, Angelos 1987, «Das Ehrendekret fitr Diophantos (JOSPE? 352) und die
Geschichtsschreibung», in Alexander Fol-Vladimir Zhivkov-Nikolai Nedjalkov (eds),
Acta Centri Historiae "Terra Antigua Balcanica' 11, Sofia: 233-235.

CHANIOTIS, Angelos 1988a, Historie und Historiker in den griechischen Inschrifien,
Stutegare

CHANIOTIS, Angelos 1988b, «Als die Diplomaten noch tanzten und sangens, ZPE 71:
154-156.

CHANIOTIS, Angelos 1990, [1994] «Zur Frage der Spezialisierung im griechischen
Theater des Hellenismus und der Kaiserzeit auf der Grundlage der neuen
Prosopographie der dionysischen Techniten», Ktéma 15: 89-108

Tapaokeuiis kal xopnylas kpateigBai. Cf. above, notes 84 (the failure of a polirical
scheme is expressed with theatrical terms), 130, 132, and 177 (the funeral of a king is the
last act of a drama).



THEATRICALITY BEYOND THE THEATER 255

CHANIOTIS, Angelos 1995, «Sich selbst feiern? Die stiidtischen Feste des Hellenismus im
Spannungsfeld zwischen Religion und Politiks, in Michael Worrle-Paul Zanker (eds),
Stadsbild und Biirgerbild im Hellenismus, Munich: 147-172

COARELLI, Filippo 1990, [1994] «La pompe di Tolemeo Filadelfo e il mosaico nilotico
di Palestrina», Ktéma 15: 225-251

CONNOR, W.R. 1987, «Tribes, Festivals and Processions: Civic Ceremonial and Political
Manipulation in Archaic Greece», JHS 107: 40-50

CONNOR, W. R. 1989, «City Dionysia and Athenian Democracy», C-M 40: 7-32

DANFORTH, Loring M. 1982, The Deash Rituals of Rural Greece, Princeton

DELATTE, Louis 1942, Les traités de la royauté d'Ecphante, Diotogéne et Sthénidas, Paris

DEUBNER, Ludwig 1960, Attische Feste, Betlin (2nd edition)

DI GREGORIO, Lamberto 1976, «Plutarco ¢ la tragedia grecan, Prometheus 2: 151-174

DUNAND, F. 1981, «Féte et propagande 3 Alexandrie sous les Lagides», in La f2te,
pratiques et discours. D Alexandrie hellénistique & la mission de Besangon (Annales
Littéraires de 'Université de Besancon, 262), Paris: 13-40

EIBL-EIBESFELDT, Irendus 1979, «Ritual and Ritualization from a Biological
Pesspective», in M. von Cranach et al. (eds), Human Ethology. Claims and Limits of a
New Discipline, Cambridge-Paris: 3-55

ELSE, Gerald F. 1957, «The Origin of TpaywiSiax», Hermes 85: 17-46

FEHLING, Detlev 1974, Ethologische Uberlegungen auf dem Gebier der Altertumskunde,
Munich. .

FITTSCHEN, Klaus 1995, «Eine Stadt fiir Schaulustige und Miifligginger: Athen im 3.
und 2. Jh. v. Chr.», in Michael Wortle-Paul Zanker (eds.), Stadtbild und Biirgerbild
im Hellenismus, Munich: 55-77

FOERTMEYER, V. 1988, «The Dating of the Pompe of Prolemy II Philadelphus»,
Historia 37: 90-104

FOUCAULT, Jules-Albert de 1972, Recherches sur la langue et le style de Polybe, Paris

FRASER, P. M. 1972, Prolemaic Alexandria, Oxford

FUNCK, Bernd 1996, «Beobachtungen zum Begriff des Herrscherpalastes und seiner
machtpolitischen Funktion im hellenistischen Raum. Prolegomena zur Typologie der
hellenistischen Herrschaftssprache», in Wolfram Hoepfner-Gunnar Brands (eds),
Basileia. Die Paliiste der hellenistischen Kinige. Internationales Symposion in Berlin,
16.12.-20.12.1992, Mainz: 44-55

GAUTHIER, Philippe 1985, Les cités grecques et leurs bienfaiteurs (IVS-I sidcle av. J.-C.).
Contribution 4 I'histoire des institutions, Paris

GEHRKE, Hans-Joachim 1990, Geschichte des Hellenismus, Munich

GRAF, Fritz 1991, «Gestures and Conventions: The Gestures of Roman Actors and
Orators, in Jan Bremmer-Herman Roodenburg (eds), A Cultural History of Gesture
from Antiquity to the Present Day, Cambridge: 36-58

GREEN, ].R. 1994, Theatre in Ancient Greek Society, London-New York

GUARDUCCI, Marguerita 1927/29, «Poeti vaganti e conferenzieri dell'etd ellenistica,

MAL 6.2: 627-665 _
HABICHT, Christian 1970, Gostmenschentum und, griechische Stidse, Munich (2nd

edition)



256 Angelos CHANIOTIS

HABICHT, Christian 1995, «Ist ein "Honoratiorenregime" das Kennzeichen der Stadt im
spiteren Hellenismus?», in Michael Worrle-Paul Zanker (eds.), Stadibild und
Biirgerbild im Hellenismus, Munich: 87-92

HANSEN, Mogens Herman-FISCHER-HANSEN, Tobias 1995, «Monumental Political
Architecture in Archaic and Classical Greek Poleis. Evidence and Historical
Significance», in David Whitehead (ed.), From Political Architecsure to Stephanus of
Byzantium, Stuttgart: 48-53. '

HERZFELD, Michael 1985, The Poetics of Manhood: Contest and Identity in a Cretan
Mountain Village, Princeton

HESBERG, Henner von 1987, «Mechanische Kunstwerke und ihre Bedeutung fiir die
héfische Kunst des frithen Hellenismus», MarbWPr: 47-72

HESBERG, Henner von 1989, «Temporire Bilder oder die Grenze der Kunst. Zur
Legitimation friihhellenistischer Kénigsherrschaft im Fest», JdI 104: 61-82

HESBERG, Henner von 1994, Formen privater Repriisentation in der Baukunst. des 2. und
1. Jabrbunderts v. Chr., Koln-Weimar-Wien

HESBERG, Henner von 1996, «Privatheit und Offentlichkeit der friihhellenistischen
Hofarchitektur», in Wolfram Hoepfner-Gunnar Brands (eds), Basileia. Die Paliste der
hellenistischen Kinige. Internationales Symposion in Berlin, 16.12.-20.12.1992,
Mainz: 84-96

HOLSCHER, Tonio 1967, Victoria Romana. Archiologische Untersuchungen zur Geschichte
und Wesensart. der rimischen Siegesgiittin von den Anfingen bis zum Ende des 3. Jb. n.
Chr., Mainz

JONES, Christopher P. 1991, «Dinner Theater», in William J. Slater {ed.), Dinning in a
Classical Context, Ann Arbor: 185-198

JOUANNA, J. 1992, Hippocrate, Paris

KIENAST, Dietmar 1993, «Antonius, Augustus, die Kaiser und Athen», in Karlheinz
Dietz — Dieter Hennig-Hans Kaletsch (eds), Klassisches Altertum und [riihes
Christentum. Adolf Lippold zum 65. Geburtstag gewidmet, Wiirzburg: 191-222

KOHLER, Jens 1996, Pompai. Untersuchungen zur hellenistischen Festkultur, Frankfurt

KOKOLAKIS, Minos 1960, The Dramatic Simile of Life, Athens 1960

KOKOLAKIS, Minos 1976, «Td "Sp&ua Tol Biou” eis Tdv 'EmiktnTows, in
GihoAoyixd MeAetriuara, Athens: 177-185

KOLB, Frank 1981, Agora und Theater, Volks- und Festversammiung, Berlin

KRUMBACHER, A. 1920, Die Stimmbildung der Redner im Altersum bis auf die Zeit
Quintilians, Schénigh 1920 :

LIENARD-LUKINOVICH, A. 1979, «La voce e il gesto nella retorica di Aristotele. Note
sull'ypokrisis», in Retorica e scienze del. linguaggio. Atti del X Congresso internazionale
di studi, Roma: 75-92.

LONGO, Oddone 1990, «The Theater of the Polis», in John J. Winkler-Froma I. Zeitlin
(eds), Nothing to Do with Dionysos? Athenian Drama in its Social. Context, Princeton:
12-19

MACMULLEN, Ramsay 1981, Paganism in the Roman Empire, New Haven-London

MAIER-EICHHORN, U. 1989, Die Gestikulation in Quintilians Rhetorik, Frankfurt-Bern



THEATRICALITY BEYOND THE THEATER 257

MASTRONARDE, D. J. 1990, «Actors on High: The Skene Roof, the Crane, and the
Gods in Attic Drama», ClAnz9: 247-294.

MEISTER, Klaus 1975, Historische Kritik bei Polybios, Wiesbaden

MERKELBACH, Reinhold 1995, Isis regina-Zeus Sarapis. Die griechisch-dgyptische Religion
nach den Quellen dargestellt, Stuttgart-Leipzig

MORRIS, lan 1987, Burial and Ancient Society: The Rise of the Greek City-State,
Cambridge

NEIIENDAM, Klaus 1992, The Art of Acting in Antiquity. Iconographical Studies in
Classical, Hellenistic, and Byzantine Theasre, Copenhagen

NEWIGER, Hans-Joachim 1990, «Ekkyklema und Mechané in der Inszenierung des
griechischen Dramas», Wiirz/abrb 16: 33-42

NOCK, A.D. 1930, «ZUvvaos ©eds», HSCP 41: 1-62

OBER, Josiah 1989, Mass and Elite in Democratic Athens. Rhetoric, Ideology, and the Power
of the People, Princeron :

OBER, Josiah-STRAUSS, Barry 1990, «Drama, Political Rhetoric, and the Discourse of
Athenian Democracy», in John J. Winkler-Froma 1. Zeitlin (eds), Nothing to Do with
Dionysos? Athenian Drama in its Social Consext, Princeton: 237-270 ,

ORTH, Wolfgang 1977, Kéniglicher Machtanspruch und stidtische Freiheit, Munich

PELLING, C. B. R. 1988, Plutarch, Life of Antony, Cambridge

PETTERSON, Michael 1992, Cults of Apollo at Sparta. The Hyakinthia, the Gymnopaidiai,
and the Karneia, Stockholm ‘

PFROMMER, Michael 1996, «Fassade und Heiligtum. Betrachtungen zur
architektonischen Reprisentation des vierten Prolemierss, in Wolfram Hoepfner-
Gunnar Brands (eds), Basileta. Die Paliste der. hellenistischen Konige. Internationales
Symposion in Berlin, 16.12.-20.12.1992, Mainz: 97-108

POLLITT, J.J. 1986, Art in the Hellenistic Age, Cambridge

POTTER, David 1993, «Martyrdom as Spectacle», in Ruth Scodel (ed.), Theater and
Society in the Classical World, Ann Arbor: 53-88

QUASS, Friedemann 1993, Die Honoratiorenschicht in den Stidten des griechischen Ostens.
Untersuchungen zur. politischen und sozialen Entwicklung in hellenistischer und
rimischer Zeit, Stuttgart

REHM, Albert 1937, «Antike "Automobile", Philologus 92: 317-330

REHM, Rush 1992, Greek Tragic Theatre, London-New York

REINHARDT; Karl 1953, «Poseidonios», RE22.1, col. 558-826

REYNOLDS, ]oycc-ROUECHE, Charlotte 1992, [1996] «The Funeral of Tatia Attalis at
Aphrodisias», Ktéma 17: 153-160

RICE, E.E. 1983, The Grand Procession of Ptolemy Philadelphus, Oxford

RITTER, H.-W. 1965, Diadem und Konigsherrschaft. Untersuchungen zu Zeremonien und
Rechisgrundlagen des Herrschafisantrists bei den Persern, bei Alexander dem Grofien und
im Hellenismus, Munich-Berlin

ROBERT, Louis 1933, «Sur des inscriptions de Chios», BCH 57: 505-543 (= Opera

Minora Selecta 1, Amsterdam 1969: 473-511)
ROBERT, Louis 1960, «Sur un papyrus de Paris. Glossaire latin-grecs, Hellenica 11/12: 5-

15



258 Angelos CHANIOTIS

ROBERT, Louis 1987, Documents d'Asie Mineure, Paris

ROSA, Fabio 1989, «Le voci dell'oratore. Oratoria e spettacolo nell'excursus Quintilianeo
de Pronuntiatione», in Lia de Finis (ed.), Scena e spettacolo nell'antichits, Atti del
Convegno Internazionale di Studio, Trento, 28-30 marzo 1988, Florence: 253-267.

ROUSSEL, Pierre 1931, «Le miracle de Zeus Panamaros», BCH 55: 99-103.

SACKS, Kenneth 1981, Polybius on the Writing of History, Berkeley-Los Angeles-London

SCHECHNER, Richard 1977, «Ethology and Theatres, in Essays on Perdormance Theory
1970-1976, New York: 157-201

SCHECHNER, Richard 1985, Between Theater and Anthropology, Philadelphia

SCHMITT, Hatto H. 1991, «Zur Inszenierung des Privatlebens des hellenistischen
Herrschers», in Jacob Seibert (ed.), Hellenistische Studien. Gedenkschrift fiir Hermann
Bengtson, Munich: 75-86

SCHNEIDER, Carl 1967, Kulturgeschichte des Hellenismus. Erster Band, Munich

SCHNEIDER, Carl 1969, Kulturgeschichte des Hellenismus. Zweiter Band, Munich

SLATER, William J. 1995, «The Theatricality of Justice», CB71: 143-157

SOKOLOWSKI, Franciszek 1955, Lois sacrées de I'Asie Mineure, Paris.

SONKOWSKY, Robert P. 1959, «An Aspect of Delivery in Ancient Rhetorical Theory»,
TAPhA 90: 256-274

STEPHANIS, LE. 1988, Aovuaiakol Texvitan. ZupBoAés oThy Trpocw oy pagia
Tol Be&Tpou kal Tiis pouoikis TV dpxaicwv ‘EANGvev, Herakleion.

STRASBURGER, Hermann 1966, Die Wesensbestimmung der Geschichte durch die antike
Geschichisschreibung, Wiesbaden

STRAUSS, Barry S. 1985, «Ritual, Social Drama and Politics in Classical Athens, AJAH.
10: 67-83

SWEET, Waldo E. 1951, «Sources of Plutarch’s Demetrius», CW44: 177-181

TAPLIN, Oliver 1985, Greek Tragedy in Action, London (revised edition)

TURNER, Victor 1969, «Forms of Symbolic Action: Introduction», in Robert F. Spencer
(ed.), Forms of Symbolic Action. Proceedings of the 1969 Annual Spring Meeting of
the American Ethnological Society, Seartle-London: 3-25

TURNER, Victor 1974, Dramas, Fields, and Metaphors. Symbolic Action in Human Society,
Ithaca-London

VEYNE, Paul 1976, Le pain et le cirque. Sociologie historique d'un pluralisme politique, Paris

VOUTIRAS, Emmanuel 1995, «TéAos Exel 6 Traiyviov: Der Tod eines Mimus»,
Epigraphica Anatolica 24: 61-72

WALBANK, F. W. 1938, «DiArmrmros Tpaywidolpevos A Polybian Experiment», JHS
58: 55-68

WALBANK, F. W. 1955, «Tragic History: A Reconsideration», BICS 2: 4-14

WALBANK, F. W. 1957, A Historical Commentary on Polybius. 1. Commentary on Books
I-V1, Oxford

WALBANK, F. W. 1960, «History and Tragedy», Historia 9: 216-234

WALBANK, F. W. 1967, A Historical Commentary on Polybius. 11. Commentary on Books
VII-XV1II, Oxford

WALBANK, F. W. 1979, A Historical Commentary on Polybius. 11I. Commentary on
Books XIX-XL, Oxford



THEATRICALITY BEYOND THE THEATER 259

WALLACE-HADRILL, Andrew 1982, «Civilis Princeps: Between Citizen and Kingy, /RS
72:32-48

WEBER, Gregor 1993, Dichtung und hifische Gesellschafi. Die Rezeption von Zeitgeschichte
am Hof der ersten drei Prolemder, Stuttgart

WIEDEMANN, Th. 1990, «Rhetoric in Polybius», in H. Verdin-G. Schepens-E. de
Keyser (eds), Purposes of History. Studies in Greek Historiography from the 4th to the
2nd centuries B.C. Proceedings of the International Colloquium, Leuven, 24-26 May
1988 (Studia Hellenisica, 30), Leuven: 289-300

WORRLE, Michael 1995, «Vom tugensamen Jiingling zum 'gestreften Euergeten.
Uberlegungen zum Biirgerbild hellenistischer Ehrendekrete», in Michael Worrle-Paul
Zanker (eds.), Stadtbild und Biirgerbild im Hellenismus, Munich: 241-250.

WUNDERER, Carl 1909, Polybios-Forschungen. 111. Teil. Gleichnisse und Metaphern bei
Polybios nach ihrer sprachlichen, sachlichen und kulturhistorischen Bedeutung bearbeitet,
Leipzi

ZANKE[:{, gf’aul 1995a, Die Maske des Sokrates. Das Bild des Intellektuellen in der antiken
Kunst, Munich

ZANKER, Paul 1995b, «Briiche im Biirgerbild? Zur biirgerlichen Selbstdarstellung in den
hellenistischen Stidten», in Michael Worrle-Paul Zanker (eds.), Stadtbild und
Herrscherbild im Hellenismus, Munich: 251-273.



