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FRIGID ENTHUSIASTS:
LUCIAN ON WRITING HISTORY*

Lucian’s singular role within the socio-cultural context of the period known as the Second
Sophistic has found increasing appreciation amongst scholars, particularly over the last
fifteen years.! Although not a sophist in the true sense,2 Lucian can be regarded as an
outstanding pepaideumenos, meaning this: during an era in which being Greek was less
a matter of political than of cultural definition, and in which membership in the upper
administrative echelons was dependent on academic qualifications, on the mastery, that
is, of a code which consisted of broad general knowledge and rhetorical activity partnered
by thorough conversancy with the literary heritage and language of Attic Greece —during
this age, then, Lucian proved himself not only a worthy representative of such paideia,?
but also contributed with his literary works to its development and adaptation.

This explains why Lucian frequently tenders criticism or good advice in his writings,
directing the like at (more or less qualified) contenders in the paideia discourse, and
thus at the greater part of his intended audience.* While most of his texts deal with the
exponents proper of classical training — the rhetors and philosophers —, Lucian’s How
to Write History is singular in three respects. First, the theoretical treatise is an unusual
choice of genre for this author.5 Secondly, by singling out historians as a special group

* For their consiructive advice and helpful discussions I would like to thank the following friends and
colleagues: Niklas Holzberg, Martin Hose, Sven Lorenz, Ulrich Riitten, and Sabine Vogt. I am also most
grateful to Christine Jackson-Holzberg, who translated the paper into English and contributed with her critical
queries to the final cohesion of my arguments, and to the anonymous reader who improved it by acute remarks.

! Cf. for example Jacques Bompaire, Lucien écrivain, Paris 1958; Simon Swain, Hellenism and Empire.
Language, Classicism, and Power in the Greek World AD 50-250, Oxford 1996, on Lucian 299-329;
R. Bracht Branham, Unruly Eloquence. Lucian and the Comedy of Traditions, Cambridge, Mass. etc.
1989; Anna Beltrametti, ‘Mimesi parodici e parodia della mimesi’, in: D. Lanza, O. Longo (edd.), I/
meraviglioso e il verosimile tra antichita e medioevo, Florence 1989, 211~25. For a detailed study see
Thomas Schmitz, Bildung und Macht. Zur sozialen und politischen Funktion der zweiten Sophistik in
der griechischen Welt der Kaiserzeit, Munich 1997 [= Zetemata 97). Cf. also the summary in Peter v.
Méllendorff, Auf der Suche nach der verlogenen Wahrheit. Lukians Wahre Geschichten, Tiibingen 2000,
1—11, (further lit. there), and Albrecht Dihle, ‘Literaturkanon und Schriftsprache’, in: J. Dummer, M.
Vielberg (edd.), Leitbilder der Spétantike, Stuttgart 1999, 9-30.

2 Cf. Swain (n. 1) 3111, 314.

3 This seems to be the case even if we know nearly nothing about his life and his career, apart from
occasional remarks in Eunapius, Lactantius and Galen; also the polemic Vita inthe Sudas. v. Aovniovoc.
His own remarks to be found in his texts should not easily, and surely not completely, be trusted, as has
been shown by B. Baldwin, Studies in Lucian, Toronto 1973, 7-20.

+ Cf. for example Michael Weissenberger, Literaturtheorie bei Lukian. Untersuchungen um Dialog
Lexiphanes, Stuttgart/Leipzig 1996, esp. 85-150.

5 On the form see Margarete Riemenschneider, ‘Die Abhandlung Lukians “Wie man Geschichte schreiben
soll”", in: Acta Conventus XI, ‘Eirene’, Warsaw 1971, 399-404, That this is a treatise is made clear in
(6), immediately after the introductory anecdote, when the arrangement of the text to follow is presented:
6-32 will show what the historian must avoid, 33—63 what he must achieve.
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amongst the pepaideumenoi he departs from the usual frame of reference. And, thirdly,
although Lucian’s text is, in keeping with the demands of paideia, decked out with
allusions to older (historiographical) literature,5 his attacks against the inferior
historians of his own age can scarcely convince his modern readers that the targets of
such ridicule ever actually existed: none of the accusations he makes or of the (few)
names he specifically mentions are borne out by other sources.” It cannot, of course,
be ruled out that Lucian is referring here to ephemeral works of such inferior quality
that none of them saw the ancient light of day for very long, and that the names he cites
represent witty allusions to authors who, for his well-versed contemporaries, were
perhaps not the no-name writers they are for us today.3 Even so, one might still wonder
whether such historians would have been at all suitable as objects of Lucian’s ridicule
and addressees for his ‘rules and regulations’: he tells us himself in (5) that neither these
inferior pepaideumenoi nor their followers will take his suggestions to heart.

Why Lucian chose this particular subject is a question that can perhaps be
approached by considering the opening and concluding sections of the treatise, which
have to date been read simply as an amusing framework for the actual contents. A closer
look could, however, shed new light on Lucian’s intentions.
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& Cf. Gert Avenarius, Lukians Schrift zur Geschichtsschreibung, Meisenheim 1956; Helene Homeyer (ed.),
Lukian. Wie man Geschichte schreiben soll, Munich 1965; Aristoula Georgiadou, David H. §. Larmour,
;I:‘:cian and Historiography: “De historia conscribenda” and “Verae historiae™’, in: ANRW 11.34.2 1994,

8-1509.

7 Cf. the list based entirely on Lucian in FGrHist 203-10.

% Sic Riemenschneider (n. 5); for Crepereius Calpurnianus of Pompeiopolis (HC 15) see Christopher P.
Jones, Culture and Society in Lucian, Cambridge, Mass. etc. 1986, 1615 (with further lit.), who argues
that this author is genuine. Homeyer (n. 6) 21-3 believes that the general target of Lucian’s criticism,
i.e. historiography on the Parthian War, is genuine, but that he invented the authors he mentions
specifically (and probably also the quotations he uses).
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Lucian, HC 1-2

They say, my dear Philo, that in the reign of King Lysimachus the people of
Abdera were smitten by an epidemic. These were its symptoms: at first every one
of them fell ill of a fever, violent and obstinate right from the start; about the
seventh day it was broken, in some cases by a copious flow of blood from the
nostrils, in others by heavy sweating; but their minds were left in a ridiculous
state; they all went mad with tragedy, shouting iambics and creating a din; and
they mostly sang solos from Euripides’ Andromeda, rendering Perseus’ speech
in song; the city was full of these seventh-day tragedians, all pale and thin,
roaring, ‘Love, you tyrant of gods and men’ and the rest in a loud voice, hour
after hour, day after day, until winter and a severe cold spell stopped their noise.
Archelaiis the actor seems to me to be to blame for such goings on. He was popular
then, and in the middle of summer in the blazing heat had played the Andromeda
for them, so that most of them brought their fever away from the theatre with
them, and later when they left their beds relapsed into tragedy; the Andromeda
kept haunting their memory, and his Perseus with Medusa’s head still flitted
round everyone’s brain. To make as they say a comparison, that Abderite
complaint has now taken hold of most of the literary world. They don’t act tragedy
—they would be less out of their wits if they were in the grip of other men’s verses,
not shoddy ones at that. No, ever since the present situation arose — the war against
the barbarians, the disaster in Armenia and the run of victories — every single
person is writing history; nay more, they are all Thucydideses, Herodotuses and
Xenophons to us, and very true, it seems, is the saying that ‘War is the father of

all things’ since at one stroke it has begotten so many historians.
(Loeb translation)

Let us first ask ourselves whether Lucian invented his Abderite anecdote himself, or
whether he took (and perhaps modified) it from a source. In order to answer this
question we must consider whether the events in Abdera display any parallels to the
historiographical status quo targeted by Lucian. As it happens, there is ample material
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for comparison. Let us begin with the Abderites’ td8og which can be divided into two
phases. First, widespread fever, which leads after seven days to varying crises: some
suffer heavy nosebleeds, others profuse sweating. The illness then enters its second
stage, and here too the symptoms differ. The Abderites start reciting tragic verse, mainly
passages from Euripides’ Andromeda. The wording — pdhoto 8¢ Tv Edguridov
*Avdpouédav (1) — suggests that this was not the only tragedy to be declaimed, but
that verses from other plays could be heard too; it possibly even indicates that the
Abderites could henceforth only converse in the style of tragedies. This is significant,
because the cause of the epidemic was, in conjunction with the excessive summer
temperatures, a performance of only that one single tragedy, Euripides’ Andromeda.
Whereas a somatic crisis ends the fever after seven days, the second stage, which could
be diagnosed as a form of mania, is only cured with the arrival of winter and the accom-
panying cold weather (x@U0g). On the other side of the analogy the Abderites find their
counterparts in, of course, the pepaideumenoi. Lucian likens their pathos, i.e. their
history-writing habit, to the Abderites” recitation of tragic verse. The behaviour of the
latter — prancing about pale as their shirts and bawling verse — is, given their normal
circumstances, neither befitting for them nor for tragedy and its cultural status, and this
is the very point being made in the satirical aspersions cast by Lucian on historians: the
offerings of these supposedly educated men rise neither to the occasion (the Parthian
War), nor to their classical models. It is noticeable, however, that the attention to detail
displayed by Lucian in his account of the Abderites’ sufferings is not quite as
pronounced when it comes to the pepaideumenoi. There are two possible explanations
for this. It is, of course, entirely conceivable that Lucian supplemented his anecdote
with details which were meant to make events seem more realistic, which —rhetorically
speaking — served the purpose of enargeia; in this case no parallels would have to be
sought for such items in an application of the tale to the situation of historiography.
Comparable to this would be, for instance, Lucian’s account of the Gallic Hercules
(Hercules) or of Dionysus’ Indian expedition (Bacchus). In these examples too Lucian
does leave it to the discerning reader to draw the more specific parallels (cf. e.g. Bacch.
8), or provide foundering interpreters with a hermeneutic helper (Herc. 4), showing
that he expects the reader to put some personal effort into solving the riddle. However,
there still remain certain features there which can certainly be taken as extra colouring
for the picture presented, as details that have no allegorical function. Another
explanation — and which of the two is applicable cannot be determined a priori, but
only on the basis of detailed analysis of each item — could, on the other hand, be that

9 In Herc. 3, for instance, the chain linking Hercules’ tongue to his followers™ ears is described as being
made of gold and amber, whilst the Celt’s exegesis merely talks of the binding power of the logos (5f.)
Gold and amber, however, are not extra-thernatic details which slot nice and neatly into the overall piciure
— they are conspicuous and require explanation. The text offers none, readers must therefore think for
themselves. Is this an allusion to the famous poetological dichotomy between truth (clear, transparent
amber) and lies (shining, bedazzling gold), or more widely to the beguiling powers of language in general,
a theme which also crops up later in the interpretation of the image? Lucian occasionally makes explicit
calls upon the readers™ hermeneutic capabilities, as in Ver. hist. 1.2.
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Lucian was using a particular source. If the greater detail on the former side of the
equation were perhaps not enough to upset the balance, but nevertheless found to be
unduly ample, one might conclude that Lucian followed this source more or less
faithfully and then functionalised only items suitable for his purposes. As Lucian does
not expressly define other quantities in the equation, we must, in order to decide
between the two explanations proposed above, delve further and see whether any
present themselves logically and without discrepancy to the ‘forward-thinking’ reader,
or whether there are indeed remainders for which no equivalents can be found.

First of all, the locating of the anecdote in Abdera clearly represents a satirical thrust
at the alleged educated elite of his day. The Abderites were looked upon in antiquity
as ‘Gothamites’, that is to say, the exceptionally foolish citizens of a chaotically
governed polis, 10 so that, by comparing them to the pepaideumenoi, Lucian is virtually
saying that their paideia, their knowledge of classical literature, is in fact dmoudgvotia, !
meaning — as we can see in his Adversus indoctum — that they may indeed outwardly
display a reverence of classical authors (e.g. by collecting books), but that they have
not truly inwardly digested these writings. This tallies with later passages in HC where
Lucian criticises the would-be historians for simply borrowing specific expressions and
copying prominent characteristic features from their models (especially Thucydides),
rather than attempting a more profound form of imitation.!2 Continuing our
comparison, we see that Lucian offers a twofold explanation for the epidemic in Abdera:
a combination of extreme heat and the recitation of Andromeda. For the corresponding
phenomenon amongst the pepaideumenoi, by contrast, he seemingly names only one
cause: 6 5tOAepog 6 OGS Tovg Paofdoovg ®al TO £v *Aguevig Toapa (2). But it
is quite evident that there is another ‘craze’ behind this too: the kind of paideia gained
from frequent and sustained study of the classics, over and above the one-off prescribed
reading as rhetoric students — in this case, then, close acquaintance with the cited
historians Herodotus, Thucydides, and Xenophon. This constitutes the foundation on
which the obsession with historiography triggered by the war rests: @ovxvdidon xai
‘Hoddotol xoi Eevogdvieg Hutv swavies (2). The analogy ‘extreme heat/recitation’
and paideia/polemos is in its corresponding terms not immediately obvious, but
parallels could be drawn between the one-time-only recitation and the one occasion of
the stoAepog 6 mEOS Tolg PapPdoous, and between the extreme heat — a climatic
factor underlying actual events in Abdera — and the form of literacy underlying current

9 To our certain knowledge for the first time in the Xgeiou of the comedian Machon (3rd century BC), in
Ath. 8.349b-¢; = XI (Stratonikos), 119-33 Gow (A. S. F. Gow, Machon. The fragments, Cambridge
1965); before this possibly in Herondas: cf. Rainer Klimek-Winter, Andromedatragédien, Stuttgart 1993,
102f., who also discusses the whole tradition of Abderite foolishness, listing further examples and Iit.
See also K. Kraft, Die Abderitenfabel, (ms. thesis) Giessen 1924, and the very informative survey of the
motif’s history in Hans Jiirgen Tschiedel, ‘Hic Abdera. Gedanken zur Narrheit eines Gemeinwesens im
Altertum — oder: Wie dumm waren die Abderiten?’, in: P. Krafft, H. J. Tschiedel {edd.), Concentus hexa-
chordus. Beitriige zum 0. Symposion der bayerischen Hochschullehrer fiir Klassische Philologie in
Eichstdtt (24.-25. Februar 1984), Regensburg 1986, 169-95.

" Cf. HC 32, and Tschiedel (n. 10) 184, 186.

2 Cf. HC 16, 18, 19, 23, 26.
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historiographical activities. Such a parallel would only have been possible if the image
of great heat was at least possible as a metaphor used to refer to an emphatic or even
passionate notion of paideia and literature. With the help of various examples from
early Greek poetry, René Niinlist has been able to show that this was indeed the case.!3

As regards the illness itself, Lucian differentiates, as we have seen, between two
phases, but as far as the corresponding ‘affliction’ of the pepaideumenoi is concerned
there seems again at first glance to be only one effect, i.e. the production of historio-
graphical texts. We must therefore first establish whether or not the would-be historians
display a symptom that could be seen as equivalent to the Abderites’ fever and ensuing
nosebleeds/profuse sweating. Lucian does seem at least to hint at some such sign in (2)
and again in (5). In (2) he talks of of cuveyeig viral, which to my mind suggests that
the learned contemporaries appear to him intoxicated, as it were, with victory. This
impression is corroborated in (5), where Lucian expresses the hope that his treatise will
be in some measure effective, if only for historians who may one day have to write
about a war between the Celts and the Getae or the Indians and the Bactrians: ol yaQ
7100C TRAS Ye TOMOELEY Gv TIg, AmdvTov 7o neyerpouévov.4 Lucian will later
be stressing the need for historians to leave emotions out of their writing, thus the
heatedness which drives the pepaideumenoi to their desks could equate at least to the
Abderites’ fever.15 The latters’ nosebleeds and sweating, however — both common
enough in medical literature as signs of fever-abating crises!6 — remain, as far as I can
see, without parallels on the other side of the analogy.

What about the outbursts of tragic verse? It is striking that Lucian does not have the
Abderites bringing forth their own tragedies, but instead giving a poor and inadequate
rendering of others’ verses or making a mockery of the tragic mode: in abstract terms,
then, an unsuccessful imitation. A closer look at the wording in (2) suggests that the
pepaideumenoi are being charged with the same ‘crime’. Here Lucian’s phrasing in (1)
reappears as a sort of stretto. There he wrote: draviec yoQ &c Toaywdiav
ogenivouy xai lapPeia Epbéyyovio nai péya Efowv, waMoto 8¢ tiyv Edounidov
*Avdgopédav &povpdouv ...; and here he says: oddeic Bomg oy lotogiov
ovyyodgel, udidov 8¢ ©Oouvxuvdidan xoi, “Hoodotor %ol Zevopidvies Tuiv
dravreg (2). The correspondence between the genres mentioned (tragedy/histori-
ography) is sustained in the more specific reference to particular exponents
{Andromeda and the three classic historians). And indeed one of the most serious accu-

3 R. Niinlist, Poetologische Bildersprache in der friihgriechischen Dichtung, Stuttgart/Leipzig 1998,
162-77, esp. Pindar, OL 9.21f., Fr. 52b, 66f., Fr. 52s.4f., Bacch. Fr. 4.80.

14 Swain (n. 1) 313 detects no irony here, but a sincere personal identification with Rome on the part of
Lucian, but this cannot account for the apparent exaggeration.

15 rugetdg can refer to something which causes one to become hot with excitement, as for example in
Arist. Vesp. 1038.

16 See Volker Langholf, ‘Lukian und die Medizin. Zu einer tragischen Katharsis bei den Abderiten (De

historia conscribenda §1Y, ANRW 11.37.3 1996 2793841, here: 2815f. On the association of these

symptoms specifically with Abdera see Tschiedel (n. 10) 185f. and Hipp. Ep. 3.6-10, 13. The entire

pathology described by Lucian can be found in the Hippocratic case-histories 3.7 and 3.9.
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sations Lucian will later variously bring forward against contemporary historians is, as
mentioned above, that they consider themselves in the same league as their great models
on the strength alone of their crude imitations, or even just by virtue of quoting them.!7
The different reactions amongst the Abderites could be a parallel to the different models
imitated —primarily just the classic triad, but occasionally or for more specialised areas
other historians t00;!8 alternatively they could function as equivalent to Lucian’s
contention that the pseudo-historians generally speaking produce travesties of good
historical prose. It remains unclear, however, why Lucian is so keen to stress the two
phases of the disease that he underlines the distinction again at the end of the Abdera
anecdote (1): (¢ mueéEaL 1e dmd ToT OedTEov Tolg TOAOUS xal GvaoTdvTag
totegov &g v Teayediav magohiobaiverv. There is no immediate parallel to this
differentiation on the pepaideumenoi side of the equation.

A version of the Abdera anecdote in Eunapius: a parody of enthusiasm

Whilst most elements of the Abdera anecdote can be seen without too many contortions

to correspond to the distressed state of historiographical affairs targeted by Lucian,

there remain, nevertheless, a few conspicuous quantities that cannot be explained as
art of the analogy.!® We have seen that the motif ‘extreme heat’ can be interpreted

p 2y p

with a certain amount of effort, but that both the critical nosebleeds and sweating, and

the two-phase course, the ‘development’, of the illness have no parallels on the would-

be historians’ side. Similarly there is nothing that equates to the secondary motif of a

seven-day period between the outbreak of the disease and the crisis,?0 or to tragic actor’s

presentation specifically of Andromeda and the direct quotation from this tragedy.?!

Some, although not all, of these points could be explained if we assume that Lucian

did not make this anecdote up himself, but took it from an existing text. No such source

actually survives, but we do have another version of the story, one that is —in my opinion

— not directly related to Lucian’s text. This can be found amongst the fragments of the

Historika hypomnemata compiled by the historian, Platonist and orator Eunapius of

Sardis (345-about 420 AD):22

7 See above p. 120.

1 See, for example, Gabriele Marasco, ‘Lo storico e il suo publico: Luciano e gli storici della guerra partica
di Lucio Vero’, ltaca 9-11, 1993-95, 137-49, who supposes an affinity between contemporary histori-
ography and tragic-mimetic literature to have been the background here. See also Delfino Ambaglio,
‘Luciano e la storiografia greca tradita per citazioni’, in: Mélunges Gasco, Turin 1996, 129-36.

¥ For the significance of the kruos motif see below pp. 138-140.

% The seventh day as turning-point is, however, a commonplace in case-histories such as those described
in the Corpus Hippocraticum; see Langholf (n. 16) 2815.

' Andromeda F 136 Klimek-Winter (n. 10); see below pp. 1281,

2 R. C. Blockley, The Fragmentary Classicising Historians of the Later Roman Empire. Eunapius.
Olvmpiodorus, Priscus and Malchus, 11, Liverpool {983 = Hist. Gr. Min. 1.246-8 Dindorf = Exc. Sent.
Const. Porph. Fr. 52 (IV.87.21 Boissevain) = Test. IV b.2 Klimek-Winter (n. 10). For reasons of space

only a translation is offered here, but with the Greek wording at crucial points. The translation is
essentially that of Blockley, but various changes have been made.
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It is said that something similar happened in Nero’s reign, but in one whole city.
For they say that a certain tragic actor, having been exiled from Rome on account
of Nero’s own ambitions in this area, decided to go off <to ...> and to exhibit his
outstanding voice to men who were half-barbarian; and he came to this great and
populous city?3 and invited them to the theatre. When they gathered on the first
day the performance was a failure, since the audience could not endure the sight,
which they then saw for the first time, but fled, crushing and trampling each other
in the process. But when the actor had taken the leading men aside and showed
them the nature of the mask and the boots which increased his height
impressively, he persuaded them in this way to endure the sight and he came on
stage again. Since the people could still hardly bear the spectacle, he at first very
properly gave them a mild taste of his voice and its repertoire (he was performing
Euripides’ Andromeda) and as he proceeded he increased his volume, then
lowered it, then introduced a severe harmony, and concluded with a sweet one.
Tt was one of the hottest days of the summer [6pa 8¢ Tjv 8800oug], and the theatre
was fully exposed to the sun [t0 Béatpov nateiyero].2* [The actor offers to
interrupt his performance, but the audience is utterly spell-bound and will not
hear of an interval. The actor holds back the full blast of his artistry in front of
these &vOpwmol dovvetoL after this, but even still they worship him as if he were
agod and shower him with gifts.] After the seventh day of this performance [peta
&¢ v EBdOuNY T Emideiems Nuépav] disease fell upon the city, and, since
it brought with it an uncontrollable diarrhoea [dappoiag dxodToug], they all
lay about feebly in the streets, shouting [£xfodvteg] not the actual words but
the tunes, as best they could. Thus they were horribly destroyed by the
Andromeda,?S and the city was denuded of its men and women, so that it had to
be repopulated from the neighbourhood. In their case [i.e. that of the semi-
barbarians] the [sc. actor’s] vocal prowess and the excessive warmth of the air
[G&égoc timeofaiovoay Oegudtrtal were to blame, which caused the singing
to dissolve through the ears and burn into the seat of the vital organs. But amongst
our contemporaries / people in our part of the world [£mi 8¢ TdV %06’ APAG
AvOpwmwv], the causes of the ailment were easy to see in that they were all
centred upon the intestines and the parts below the belly; although the fact that
some people who are by no means fools [Tivag T@v otx dvonjtwv] fall into this

2* Bernays (based on Philostr. VA 5.9; see below n. 58) “lomwawy [Seville], Niebuhr Tapodv, Meineke
Tanv; Blockley (n. 22) 142, on the other hand, thinks it possible that Abdera could be meant here, but
that the name was not mentioned at this particular point; it appeared, he thinks, earlier, in the lost section
preceding this fragment. But see below n. 58.

* Tt is not clear exactly what the meaning of »atéyetv is here; the context (summer heat) would suggest
that we translate ‘the theatre was exposed to the sun with no cover’, whilst the phrase to 0¢atgov
xutéyetv could also mean “to hold the audience under its spell’. Perhaps the reader is supposed to think
of both possible meanings.

The phrase naxdg 0m6 Tiic "Avdgouédag Emtofdpevor suggests an obscene double entendre here,

which would be in keeping with the satirical tenor of the text as a whole.
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[dMoOnxévor] would reasonably be ascribed not to natural causes but to a more
divine motion [@g10tépay ... nivnouv]: quite evidently mankind is being pursued
by the Furies [moivnAoteioBon oapids o dvOpmmivov].

(Eunapius, Hist. hypomn. Fr. 48 Blockley)

The anecdote in Eunapius, the original context of which would seem to have been a
condemnation of the theatre,26 displays prima facie so many similarities to Lucian’s
version that it has quite rightly long been regarded as a twin of sorts (for the first time
by Miiller FHG IV. 54 (p. 38)). The whole course of events — a tragedy performed at
the height of summer before a semi-barbarian audience, the play in question being
Euripides’ Andromeda, the outbreak of a disease with somatic (diarrhoea) and mental
(pseudo-reciting) symptoms, polemic use of the anecdote to criticise some current
phenomenon — tallies to such a degree that it makes little sense to read the two versions
as otherwise unconnected examples of an itinerant narrative.2’ In Eunapius, however,
there is no direct quotation from Andromeda — instead there is a lengthy description of
the tragic actor’s art, with nothing corresponding to this in Lucian; instead of fever,
nosebleeds and sweating it is uncontrollable bowels; the illness knows only one stage,
no crisis and a fatal outcome, while in Lucian there are two phases, a crisis and in the
end recovery; finally, in the place of the seven days that pass in Lucian between the
outbreak of fever and the critical turning-point we find in Eunapius a seven-day duration
of the performance, which directly precedes the outbreak of disease.

Exactly how these two versions are related, then, is a question that cannot be properly
considered until we have established what the author of the version in Eunapius is
actually trying to say.28 The inhabitants of his unnamed city are semi-barbarians. They
are therefore especially receptive as regards the emotional and mental effects produced
by stage tragedy, because they absorb all that is presented to them directly, without
filtering it through a mind schooled in the criticism of art (a mind, then, like the one
mirrored here in the anonymous source author’s observations). Being bombarded for
seven days with extreme summer heat and emotion-laden tragedy results for them in
an illness which manifests itself in diarrhoea and the bellowing of snatches from the
play. This is the death-knell for the entire polis. The explanation for this particular
outbreak of the disease is strictly physical, and it is not until the final sentence that the
mystery of other such cases is solved. For a more intelligent audience similarly affected
by a play a physical cause could not be assumed, but rather a Oel0tépa ®ivnolg: after
all, the whole human race is known to be pursued by the Furies.

This somewhat surprising parting shot can best be understood if we assume that
the author of this version intended the whole story as a parody of the &vBovo1aopog
theory. His use of the term xivnolg, in ancient teachings the common term for

% Blockley (n. 22) 142 notes the parallel in Zosimus 4.33.3—4 (disapproval of the theatre’s renewed

popularity under Theodosius).
7 But sic Langholf (n. 16) 2832f., n. 174.
# See also the fuller discussion at n. 58.
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‘ecstasy’,29 would already seem to suggest this. That the motions of the afflicted are
‘divine’ in origin also suggests an allusion to enthusiasm. The concept iiself can be
taken to cover a broad spectrum of emotional states:3 in the anecdote related by
Eunapius it is not so much a religious phenomenon that is the subject, but — and this
still quite in keeping with ancient perceptions — an intense emotion which exceeds all
norms and which could be brought on by sudden and (in a negative or positive sense)
shocking occurrences,3! but which could also be the result of lisiening to a speech or
a lecture.32 Such enthusiasm can manifest itself in mental and physical signs. The latter
include bellowing and shouting3? (which we find in the polis in Eunapius and in
Lucian’s Abdera). Clearly, then, a fit of enthusiasm always borders on the pathological,
and its violent physical reactions in particular can be diagnosed as symptoms of a
medical disorder.34 In Plato’s Jon 533d-536d the évBovolaopog theory is applied in
detail to the production and consumption of literature. The common term for such
‘possession’ is, as we are told ibid. 536a8, noeyecon3S — a word we find used in
connection with the 8¢atpov of the anecdote in Eunapius. The audience arrested by
the rhapsodist’s recitation is the last link in a chain which joins the poeiry-inspiring
Muses to the poets, the poets to the poetry-reciting rhapsodists and, finally, the rhap-
sodists to their listeners. This is Plato’s explanation for the tears that fill not only the
rhapsodist’s eyes when he comes to a particularly moving part, but also those of his
audience. This last effect is portrayed quite clearly, in fact all but expressly both by
Lucian in his Abdera anecdote, and in Eunapius.

The anonymous author of the anecdote in Eunapius is evidently critical in his view
of the theatre,36 and aims with his composition a double satirical blow, targeting two
types of theatre-goers.37 On the one hand there are the uneducated Beatai, who merely

% Cf. RACs.v. ‘Ekstase’ (F. Pfister) 951. Similar use of (ma.goyxuvelv (cf. HC 1): Plato, Phdr. 245b4, Plut.
Solon 8.2, Quaest. Rom. 112 (291B).

®  “The meaning of “enthusiasm” thus ranges — in ancient and in modern usage — from feelings of joy, fear,
and sadness to pathological madness and divine possession in the religious sense’ (RAC (n. 29) 945. It
also covers Plato’s Oglon pavia.

3 RAC (n. 29) 964.

2 RAC (n. 29) 964f. and, for example, Od. 11.334 = 13.1; Plaio, Mx. 235a7-b1, Phdr. 228b6-7, 234d4-6,
Smp. 215e1-216a2.

3 RAC(n.29)971.

M Sweating as a sign of deep emotion brought on by some divine power perhaps in Eur. Bacchae 620f.:
there Pentheus is breathing heavily and sweating, fooled by Dionysius’ optical illusions.

3 xai & piv TV mouyTdY 85 GAAng Movong, 6 8% £ dhhng EnetnTan — dvoudopev 8¢ alTd
noTxetan, 1O Of oL magamMioiov: Exetal Yao — ... (Plato, Jon 536a7-b1). For the Platonic concept
of enthusiasm cf. Stefan Biitiner, Die Literaturtheorie bei Platon und ihre anthropologische Begriindung,
Tiibingen, 2000, 255-365.

% See above n. 26.

¥ Or even, if obx GvonTog is to be understood in a broader sense (cf. Lucian who compares theatre-goers
and pepaideumenoi), generally educated peopie. But the narrator of the anecdote does not seem to me to
leave the thematic field of the theatre. And why should he? Enthusiastic reactions to theatre-like
performances (not only chariot-races but also citharodes) were common enough at this time, even with
a more sophisticated audience; cf. D. Chr. Or. 32.41, 50, 55f.. 69. and 30.30, 42, 59f. and Christopher P.
Jones, The Roman World of Dio Chrysostom. Cambridge, Mass. 1978, 41f.
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sense the beauty and art in the performance, but cannot understand it; they are
nonetheless enthused — at cothurnus point, one might say, after a seven-day tragedy
marathon in the hot sun. The author’s explanation for this is purely medical: the only
presence behind their raptures is not that of divinity but of sickness. The caricaturing
effect is achieved by grossly exaggerating the reactions: not tears, but diarrhoea, not
quiet entrancement at hearing the words, but inarticulate bellowing of the same. For
his account of the physical consequences the author even consulted a description like
that of the Morbus sacer —now in the Corpus Hippocraticum — which also lists uncon-
trollable diarrhoea38 and Joud shouting3? as symptoms; the cause of such fits is named
there as a sudden warming of the brain due to an increase in the flow of blood, as
induced, for example, by a shock.4¢ In Eunapius the initial audience reaction is shock,
a motif described at some length, and only gradually giving way to the equally intense
raptures. For the other targets of satire here, the 00% &vonTol, matters are not quite the
same. The author acknowledges that a more intelligent, but similarly afflicted*! theatre-
audience must have more control over their bodies than the not-too-bright rabble. One
must therefore ‘naturally’ (eixOTwg) assume that a xivnotg of a different kind is at
work in them: this is ecstasy of divine origin. But the humorous element in the closer
definition of this kinesis actually lies not so much in the choice of ‘divine’ as attribute,
as in the notion that comparable physical symptoms should have such diverse causes.
The author of the anecdote takes, then, a sarcastic view of the concept of enthusiasm
right from the start, and his sarcasm is intensified by the fact that it is not Apollo and
the Muses who take hold of the ovx dvontoL: instead the divinities behind a form of
enthusiasm which has such extreme consequences are clearly harassing humanity,
pursuing it like the Furies (rowvnhoteloOou).

Enthusiasm in Lucian: traces of parody

In Lucian’s Abdera episode we also have, I believe, traces of an £vBovolaopog
parody, something which, after all, he does considerably more explicitly in
other places.42 All aspects of the Abdera case that have parallels in the version
found in Bunapius can therefore be seen to have a bearing on the theme of

*  Hp. Morb. sacr. 6.

¥ Hp. Morb. sacr. 1.7, 15.5.

0 Hp. Morb. sacr. 15.5-6.

41 Le. with pathological enthusiasm, as is clear from the first sentence of the fragment; this possibly refers
to a previously reported fatal case of enthusiasm in a theatre-goer.

2 Ady. Ind, 15: Myetaw yitp xoi Aloviolov teorywdioy sTotelv pathug ndvy xod yeholwg, Mote TOV
DAGEEvOV TToMGMIC O abTiy §g Tdc Aatopiag Eurectiv o duvdpevov noTEREW TOV YEAwTa,
obroc Toivev muBdpevog Gg eyyehdtar, 10 Aloythov muiov eic 8 gxeivog Byoage, o0V TOAAR
onovdi} xInodpevos xol adtdg (Heto EvBeog Eoeobion kol xdToxos &x Tol muEiou, GAL Spwe év
attd Exelvp poxe® yehowdtepa Eygupey ..., and in the critical discussion of enthusiastic poetic
licence in Hes. 4f., 9. Enthusiastic fascination provoked by philosophical teaching is — perhaps also paro-
dically — described in Nigr. See also below p. 136f.
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enthusiasm.43 Furthermore, Lucian uses the terminology of ecstasy: he talks in (1) of
nogenivovy, in (2) he takes nateoymuévol for the Abderites’ obsession with tragic
verse.# He illustrates their behaviour with the image of Perseus and Medusa fluttering
around in their heads, and this is possibly a direct allusion to Plato, who in lon 534b1-3
has the divinely possessed poets fluitering (7etopevol). Just as the poet-bees fly from
the gardens of the Muses to bring their poetry—honey to their listeners, so the picture
of Perseus and Medusa evoked by the recitation hovers around the protractedly
enthused Abderites. Also, the motif of great external heat, doubled by the motif of
(internal) fever, could be a kind of index to the concept of enthusiasm, as used by Ps.-
Longinus, De subl. 9.11.4

Finally, there are two more indications that Lucian did mean his Abdera anecdote
to betray overtones of an évBovowroudg parody. One is the direct quotation from
Andromeda, and, as luck would have it, we know a little more of the original text here:46

ov & @ Bedv THpavve xdvOomwv "EQug,
1} u1) Sidaone Td nahd goivesBar xoAd,

1} TOlg £0MOLV EDTUYDE CUVEUTOVEL
poxBodol udyfolg v o Muoveyds €.

The speaker has fallen victim to the god Eros, who is, in his eyes, responsible for him
seeing beauty in what appears to him as beautiful. In other words, finding something
s0 beautiful that one cannot free oneself of it is interpreted as being possessed by the
gods, as, then, a sort of mania.4” When the Abderites rend the air in the streets with this
particular verse, then they do so not simply because it is good, stirring stuff 48 Seen in

4 We noted above that the fluuBdoBaot in Eunapius were predestined to suffer an extreme reaction to
literary recitation on account of their naivety. We can see a correspondence to this in Lucian, where the
Abderites’ proverbial Gothamite nature (see above n. 10) and the (in reality deficient) paideia of the
pepaideumenoi make both groups similarly susceptible.

# Eunapius’ source and Lucian use similar terms for the audience’s captivation and from spellbound to
‘enthused’ reaction to the tragedy: dMoOnxévon (Eunapius’ source) and roapohloBaivery (Lucian).

5 AN yée “Opngog ngv 2vBade odglog ouvepsvel toig dydov, xoi ot dhAho T altog mémoviey
1| ‘naiverar O ... Shodv xlg / ovpeot paivitar ... (1. 15.605f.).

# F. 136 Klimek-Winter (n. 10); cf. the other version in Ath. 13.561BC, which offers seven verses and in
which the word-order is slightly different from the one cited by Lucian.

4 Eros is for Plato one of the theiai maniai, albeit as the philosophers’ Eros of the forms; cf. for example
Phdr. 249d4-e4. In early Greek poetry we frequently find the Eros of pederasty or of heterosexual love
rendering victims “possessed’: cf. Anacr. 31, 53, 68, Theogn. 1231. That Longus (Proem 4) prays to Eros
to let him write his story in a mood of owggooivn shows this to be exactly ot the state of mind Eros
usually provokes.

* Iniense emotional reactions to performances of Euripides’ plays in general are mentioned in Plut. Mor.
33c (Aeolus), Mor. 756¢ and Lucian, JTr. 41 (Melanippe), Sen. Ep. 105.12 (inc. fab.); see Niall W. Slater,
‘Making the Aristophanic Audience’, AJP 120, 1999, 351-68, here: 354 n. 5, and Robert W. Wallace,
‘Poet, Public, and “Theatrocracy”: Audience Performance in Classical Athens’, in: L. Edmunds, R. W.
Wallace (edd.), Poet, Public, and Performance in Ancient Greece, Baltimore/London 1997, 97-111,
here: 102 and n. 20. For the ancient view of the violent effect specifically of the Andromeda myth see
Heliod. Aeth. 4.8, and John Hilton, ‘An Ethjopian Paradox: Heliodorus, Aithiopika 4.8’, in: R. Hunter
(ed.), Studies in Heliodorus, Cambridge 1998, 79-92, esp. 84-9 (further lit. there).
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its proper context, it is rather a sort of coded cry for help: as they are unable to talk in
any other ‘language’ than tragic verse, this is the one way the Abderites can beg to be
cured of their ecstatic ailment (cuvexrmoves ...). Only the reader who knows how
Euripides’ text continues will recognise this shift into the implicit mode, a move char-
acteristic of Lucian’s method of allusion. Similarly implicit, and also sarcastic, is the
parallel — never actually drawn, but perhaps left to the reader to guess — between the
Abderites and the pepaideumenoi: they too should be begging Eros either not to thrust
upon them any longer the ecstatic, but unfulfilled and therefore hopeless, love of
classical models, or at least to give them a hand with their courtship (in this case the
pursuit of historiographical mimesis).

The second, likewise disguised, indication that enthousiasmos is lurking behind all
this is itself hanging over the whole anecdote, since we ought not to suppose that, when
Lucian picked Abdera as his setting, he did not have a perfectly good reason for doing
s0. I believe that a line can be traced from the opening introduction of the Abderites to
the end of the anecdote. Lucian says there that ‘war is the father of all things’, quoting
Heraclitus 22 B 53.4° For the educated reader this reference could now have rung the
other bell associated with Abdera: the city’s famous son, Democritus.30 Heraclitus and
Democritus were paired before Lucian’s day as the ‘weeping’ and the ‘laughing’
philosopher,3! but Lucian too introduces them himself at some length as the ‘odd
couple’ in Vit. auct. 131.52 There both declare the world and all that goes on in it to be
totally pointless, with the one difference that this insight causes Democritus to break
out in uncontrollable laughter, while Heraclitus is reduced by it to unstanchable tears.
Their implicit convergence in HC could therefore be taken to suggest that one may be
unhappy about the sound and fury of the history-writing practised amongst the
pepaideumenoi, or laugh at it, but that it is definitely mere sound and fury. But, over
and above this, Democritus is, of course, Plato’s crucial forerunner for the theory of
enthusiasm;33 we still have faint traces of his thoughts on this in Fragments 68 B 17

% Tt is the continuation of this fragment that provides the satirical twist here: war proves some to be gods,
others mortals, some it turns into slaves, others it sets free — and others, we may surmise, it turns into
historians. The irony in Lucian could also be linked to Heraclitus® well-known aversion to moAvpofin
(22 B 40: the mention of Hecataeus here does indicate that historians too perhaps have more knowledge
than sense).

50 The allusion would perhaps explain the (pseudo-)dating of the anecdote to the reign of one of the
Diadochi, Lysimachus of Thrace and Macedonia; we encounter neither Abdera nor Lysimachus in the
other extant versions of the story, but both could, of course, have appeared in a common source; cf. below
n. 58. When Lucian mentions Abdera elsewhere (Macr. 18, Vit.auct. 13, Philops. 32, Fug. 9), the subject
is always Democritus; of the other ‘great’ Abderites (see Tschiedel (n. 10) 181) Lucian mentions only
Anaxarchus (Par. 35), but without naming his home city. Lysimachus is otherwise mentioned only in
Icar. 15 and Macr.11. Democritus and Lysimachus feature together in Macr., which could mean that the
mention of the former in HC is to be read as an automatic allusion to the latter, for Lucian: the Abderite.

5t Cf. Democritus 68 A 21 [= Sotion Heot dgyiic B! (= Stob. Ecl. 3.20.53)].

52 Cf. Sgcr. 15 and Peregr. 7, also Fug. 9. For this argumentation see also below n. 61. On ‘laughing
Democritus’ cf. below n. 60, on *weeping Heraclitus’ cf. M. Fattal, ‘La Figure d’Héraclite qui pleure
chez Lucien de Samosate (Les sectes 2 ’encan 14)’, in: M. Guglielmo, G. F. Gianotti (edd.). Filosofia,
storia, immaginario mitologico, Alessandria 1997, 175-80.

% Cf. for example Hor. AP 295-301, 309.
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and 68 B 18. The choice of Abdera as setting, together with the quotation from
Heraclitus, is therefore perhaps meant to ensure that the text will be read as it is meant
to be, i.e. that the underlying allusion to the theory of enthusiasm will be properly taken
into account.

The vocabulary, the allusion to Plato, the reference to the enthusing power of Eros,
the particular choice of a Euripidean tragedy with its typical strongly emotive effect,
the double motif of heat and fever reminding us of the ‘fervent” emotion of enthusiasm,
finally the connection (via Abdera and Heraclitus) with Democritus, the philosopher
of enthusiasm — all of these provide, taken separately, cautious indications and, taken
together, ample evidence of the underlying concept of enthusiasm. Lucian is clearly
addressing here — as considered briefly above and now apparently substantiated —
readers like those he assumes in the proem to A True Story will be reading his work:
readers whose knowledge and education will enable them to solve a (not too taxing)
enigma. The intellectual standards set by the Second Sophistic would create active
pepaideumenoi whose ever-present learning meant that they could respond imme-
diately even to allusions which did not take the form of direct, literal quotations, whose
ability to abstract would leave them equipped to decipher classical motifs transposed
into new settings and also to transpose motifs themselves.>* And such readers would
represent genuine pepaideumenoi, not merely pseudo-scholars like the historiographers
ridiculed in the following who only know how to misuse their classical models, rifling
through the texts for quotable loot. We shall be looking presently at another reason for
Lucian’s masking of this allusion. Let us first, however, apply the pattern of enthusiasm
discovered in the anecdote to the situation of the pepaideumenoi. The picture that
presents itself is as follows. As we have already seen, the extreme summer heat behind
the epidemic corresponds for Lucian to the paideia of contemporary historians, whilst
the recitation of Andromeda, which actually triggered the outbreak, corresponds to the
Roman wars in the East, these having provoked historiographical mania. In terms of
the enthousiasmos pattern, paideia is the equivalent of a certain natural ‘disposition’
without which the ‘possession’ inspired by a specific occurrence could not come about
at all.56 Paideia is, however, an artificially created disposition, a state which is caused
by repeated contact with classical literature, and which is manifested inasort of habitual
tendency towards excitability and ensuing production of one’s own literature. The
notion that a familiarity with authors perceived as classical and ideal can bring on a
sort of latent chronic enthusiasm in their imitators is eloquently corroborated in Ps.-
Longinus, De subl. 13.2-3: ... &nd Tiic iV doyoinv peyaroguiag gig Tag TV
Tnhotvrmy éxeivag Yuydg dg dmwd iepdv otopiny drogootal Teveg pégovran, VY’
&v Emuvedpevor 1ol of pi) Mo golfactinol T ETéguv ouvevBovoLdot HeyEdeL
(13.2). In 13.4 Ps.-Longinus calls such contact &rotdmwolg, differentiating it quite

54 On this active aspect of paideia cf. the concept of askesis in A True Story 1.1 as in Dom. 2f.

% See above p. {211,

s Forthisdistinction see RAC (n. 29) 959f. and esp. Plato, Lg. 7.790e8-79 1b2, Plut. Pyth. orac. 404F-405E,
Quaest. Rom. 112 (291B).
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clearly, then, from xAom?), mere copying: an ‘impression’, broadly speaking the
moulding, adapting, and adjusting of one’s own creative abilities in imitation of the
great ideal. There can therefore be no doubt that he means cuvevOouvoLdv not as a one-
off transport, but as a more permanent state which permits flashes of true greatness.
And, just as the Abderites, already sweltering under the summer sun, fell victim to
sickness and mania on experiencing a stirring recitation, the victories at war inspire in
the pepaideumenoi, who are already ‘psyched up’ from all that reading of the histori-
ographical classics, a rush of enthusiasm and prompt them to write their history books.

Before considering all this within a wider context, we must take a look at one
significant difference between the course of events in Abdera and the pattern of enthou-
siasmos upon which these are based. It is an element which Lucian stresses sufficiently
to make it noticeable, and one in which he also diverges from the version of the anecdote
found in Eunapius — two reasons for thinking that it might lead us to an understanding
of the true purpose behind Lucian’s parodistic colouring of the underlying enthou-
siasmos theme. There can be no doubt, especially when one compares the Abdera
anecdote to the events described in Eunapius, that Lucian watered down the parody of
enthused audiences considerably. The Abderites are not such dullards that going to the
theatre actually kills them in the end. They do not babble unintelligible snatches of
words in which only the melody is at all reminiscent of the tragic iambics these are
meant to be; they manage instead to utter whole verses and have even understood parts
of the contents. Above all, there is for them no seven-day sustained firing with tragic
ammunition such as the city-dwellers in Eunapius have to endure. Theirs is a two-phase
disorder, the first stage of which is much milder than the diarrhoea that prostrates the
victims in Eunapius: Lucian’s Abderites are, physically at any rate, more or less up and
about again after seven days and only suffer nosebleeds and sweating for a limited time.
And the second stage does not end fatally, nor does it seem to prevent the ‘patients’
from going about their usual daily business of staying alive. Also, the very pronounced
differentiation between physical and mental symptoms does make it at the very least
more difficult to interpret events here as an outbreak of enthusiasm. A two-stage strain
of this divinely transmitted ‘illness’ is unlikely to have been a familiar phenomenon.
No, the whole course of events in Lucian reads, as Langholf (n. 16) has demonstrated,
like the account of a curable epidemic, and its author incidentally says as much himself
at the end of HC 5, directly before the beginning of the treatise proper. Lucian notes
that he will be describing a standard to which potential historians can adhere: & 6 pun,
avToL PEV ®ol TOTE TP adTd mixer Horeg xal viv PeTEOVVTOV TO TEdypa: 6
latpog 8¢ o mévy dwvidoetal, fjv mavies "ABONolTaL xovieg "Avogonédav
1ouyd®OL. The pepaideumenoi could, then, be cured by taking to heart the rules about
to be set forth; if they neglect to do so, it will not matter to the physician Lucian: for
him it is enough to know that his patients could be helped, but do not want to be — the
responsibility lies with them.

8 Cf. for example Ps.-Longinus, De subl. 33.5.



132 PETER VON MOLLENDORFF

This representation of the behaviour of the pepaideumenoi as curable is, in my opinion,
the reason why Lucian dilutes the enthousiasmos parody. Itis not his intention to condemn
ardent devotion to the fine arts, as the author of the version in Eunapius does. Lucian’s
criticism is rather that most writers seem to think that history more or less writes itself
(5): ®aitoL 0D6¢ mapawéoens ol Torkol delv olovion ogiowy £l TO TQAYHAL, ov
RAALOV 7} Téxvng TIvOg 2l TO Padilew T PAémerv 7} obietv, GAAAL whvy QGoTov ol
TEOXEQOY Rl BimavTog gival ioTogiav cuyyedipar, fiv Tig Egunvetoat 0O EmeAOOv
dtvion 1O 82 016G 7oL %ol BTG, G ETAIQE, G OV THV EVUETAXEWIOTOV oo
6aBpwg ovviedijvor duvaptvov ToTT Eotiv, GAAG, &l T &v AoYolg xnod GO,
oMM Tiic @oovEidog deduevov, fiv Tig, (g 6 Bourudidng gnotv, & del ®rijpo
ouvnOeir. The notion that one only needs to sit down and write the first thing that comes
into one’s head is, says Lucian, a dangerous fallacy, but one that most believe; what really
is needed, however, is on the one side T&xvn and on the other poovtis. And these are the
two very aspects omitted as a matter of principle from the poetics of enthousiasmos, as
once noted at various points by Plato in his fon. A caricature of such poetological notions
is therefore eminently suitable as backdrop for Lucian’s criticism. However, his goal is
to cure the condition, and so the caricature cannot, like the one in Eunapius, be so cruel
as to make things appear irreversibly catastrophic.5® Lucian has to dilute the individual

% The relationship beiween the two texts remains unclear, even if my choice of wording has already betrayed
my own personal opinion — founded on all the evidence here - that Lucian based HC 1 on a text which
either corresponded to the version in Eunapius, or was very similar to it. Matters are further complicated
by the existence in Philostratus, Vita Apollonii 5.9 of a narrative which is in parts comparable. It is set, like
the version in Eunapius, in the reign of Nero and tells of a wandering tragic actor who gives recitations from
tragedies (possibly Neronian ones) for a barbarian audience in Ipola (Seville?), and whose appearance,
cothurni, and voice prompt his listeners to flee. Klimek-Winter (n. 10) 104f, assumes that Eunapius, who
knew both Lucian and Philostratus’ Life of Apollonius (cf. Eun. VS 2.1.9 and 2.1.4), combined the two
accounts (and thus implies, of course, that Lucian, being the earlier of the two, is the original author of the
story). Although Eunapius could conceivably have used Philostratus, I consider it highly unlikely that he
drew on Lucian’s concealed allusions to the 2vBovalaopds of poetics —concealed in particular by the two-
phase course of the epidemic — to create this almost grotesque satire ona specific interpretation of audience
reactions, i. e. one based entirely on the theory of évBovotaopds. If we assume that he did, then we also
have to assume that Eunapius himself added the reference to 8etotéo: #ivnolg (which Lucian does not
mention at all), that he turned Lucian’s elaborate and subtle comparison of the Abderites and the
pepaideumenoi into the simple sequence fpdoPagorand ovx Gvorrot, and, finally, that he changed the
familiar, even almost commonplace case-history with seven-day fever, crisis, and second stadium, into the
daring construction of a seven-day drama recitation. These modifications seem, by contrast, even quite
logical if one assumes that they were made, as it were, the other way round, i.e. by Lucian (and if one
assumes that his intentions really were the ones I have postulated for him): the ‘typical” case-history in
particular would actually have been necessary in order for Lucian to introduce himself metaphorically as
physician (see Tschiedel (n. 10) 185f., who rightly rejects Homeyer’s interpretation). Klimek-Winter does
not mention, for example, the aetiology of the disease given in Eunapius, which, in this form, could be
derived neither from Philostratus nor Lucian. The city’s inhabitants in Eunapius do not fall ill of fever
{although Klimek-Winter seems to think otherwise), as they do in Lucian, but of diarrhoea (which Lucian’s
Abderites are spared entirely). The differences between Philostratus’ restrained description of the tragic
actor’s performance and Eunapius’ very detailed account are striking. The actor’s attempt to win his
audience over by letting their leaders in on his theatrical secrets is only found in Eunapius, not in Lucian
or Philostratus. This all leaves me convinced that the three versions are based on one source (second half
of the 1st century) to which the account in Eunapius is probably most similar, whilst Philostratus reduced
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components of the caricature: he changes the entire outbreak of enthusiasm into a
controllable epidemic and inserts the seven-day period between the primary and
secondary reactions, thus allowing the initial symptoms gradually to let up and pass. The
onset of mania, which in the case of the Abderites is perhaps excusable, is, then, for the
pepaideumenoi really and truly, as it says in (1), a yeholov T waog;: it could, after all,
be avoided by taking the proper remedy, which Lucian will administer in the form of
his treatise, even if he does foresee that his patients will hardly be inclined to try it.5°

Another odd couple: enthousiasmos parodied and a model for literary rhetoric

In the light of these findings a reconsideration of the instructions given by Lucian in
his treatise would be the next step, but that obviously cannot be executed within the
bounds of this paper. Before ending this study for the moment there remains, however,
one question to be answered. If Lucian’s express purpose is to provide a cure, why then

" itto the simple barb about un-Hellenic barbarism — which fits nicely into his narrative proper: cf. Philostr.
VA 5.8 and 5.10, where this very ‘barbarian ignorance’ motif is introduced and later taken up again. Lucian
changed the setting in the source to the Abdera of Lysimachus (Klimek-Winter’s idea (103) that this has
something to do with later criticism of tragic-mimetic tendencies in contemporary historiography — see
above n. 18 — would make sense here), and modified as described above. Langholf (n. 16) 2834f. n. 174
rejects the possibility of a definite link between Lucian and Eunapius, postulating instead an itinerant
narrative — consistent with his theory (here n. 59, with some arguments to the contrary) that Lucian’s

Abderite anecdote is based on a Hellenistic catharsis parody which Lucian did not actuaily recognise as

such: this could scarcely apply to Eunapius as well.

5 This interpretation makes Langholf’s very lucidly presented argument (n. 16; 2814-22) that the Abdera
anecdote is an early Hellenistic parody of the Aristotelian theory of catharsis hard to accept. True, the
course of the illness as described by Lucian would fit in with this reading: the fever caused by extreme
summer temperatures is, writes Langholf, purged with a dose of tragic recitation (purging too soon can
be harmful and worsen the symptoms, as is noted at various points in the Corpus Hippocraticum), and
after the crisis on the seventh day the body rids itself of undigested cathartic substances, i.e. bits of tragic
verse (at the risk of appearing pedantic, I would like to ask whether these bits should not then have been
from Andromeda alone?). For his argumentation, however, Langholf has to deny any link between the
anecdote in Eunapius and the Abdera version, but, as we saw above (p. 125 and n. 58), an (indirect)
connection must exist; he also has to assume the existence of a lost and, in terms of context, not very
easily imaginable parodistic anecdote which could only have been appreciated by readers with extremely
specialised knowledge; he has to see Lucian’s version as the only ancient response to Aristotle’s theory
of catharsis (2836), but at the same time maintain that Lucian has absolutely no idea what this theory
actuaily means —and this entangles Langholf in the rekindling of some well-nigh anachronistic prejudices
about the standard of the author’s education (2810): here Langholf fails to appreciate that Lucian’s
mimetic aesthetics require the reader to be able to identify his (Lucian’s) models, which would seem
unlikely in the case of Aristotle’s Poetics (as Langholf admits), but likely as far as Democritus and Plato
are concerned, not to mention the fact that enthousiasmos was common poetological currency (cf., for
example, above n. 42 and p. 130f), Langholf does not take into account the wider context of the quotation
from Andromeda or the possibility of an allusion to Democritus. Finally, at one crucial point, he interprets
Lucian in my opinion wrongly: the theatrical performance in Abdera is not, as he suggests, a cathartic
event, but if is instead the combination of inner emotion, and thus inner heat. caused by the recitation,
and the outer body temperatures caused by the hot weather that trigger the outbreak (revgEm dmd Tob
Bedtov in HC 1 is to be read in the temporal and in the causal sense). The arguments which Langholf
bases on the naming of Lysimachos (see above n. 50) and of the (now unknown) actor Archelaus have
little weight here (2813f,; cf. Klimek-Winter (n. 10) 103).
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does he colour his entire undertaking in shades of senselessness? Not only does he —
at least implicitly, as shown above — frame the anecdote and the situation illustrated by
it with allusions to (the laughing) Democritus and (the weeping) Heraclitus, both of
whom voice in Vit. auct. their disdain for the world and its senseless mechanisms:
Lucian also allows himself no illusions about his targets here, most of whom are neither
interested in nor capable of improving their writing skills. And, finally, he puts down
the value of his own contribution by adding, after the allusion to Heraclitus, another
anecdote: when Corinth was facing a siege and its inhabitants were all rushing around
preparing to defend the city, the Cynic Diogenes began rolling his tub up and down the
Craneum; asked why, he answered: xVAi® ... #4yd TOV 7BOV, WG PN HOVOG CLOYELY
doxoinv &v tooovtolg oyatopévors (3). Lucian finishes in (63) with an allusion to
this and to the above-cited physician metaphor in (5): 00T6g GoL ROV %l oTABUN
iotooiag duxaiag. nol &l pév orabunoovral Tiveg avTi], £d &v Eyxou xai el déov
AU yéyoaustou, € O¢ pr}, xexthoton 6 mibog v Koaveig. Telling people how to
write history is, then, pointless and superfluous. Furthermore, he knows —as he explains
in (4) — how flimsy his own advice is.

For an answer to this question we must take another look at Lucian’s implicit allusion
to Democritus. The Abderites may be the immediate cause of the philosophers’
eternally echoing laughter, but it is then directed at the human race in general. The
reasons for his mirth are described in detail in an epistolary novel written before or
during Augustus’ reign and purporting to be the correspondence of Hippocrates,% and
especially in Letter 17. Hippocrates is asked by the Abderites to cure Democritus, who
has apparently gone mad. However, in his consultation with the patient Hippocrates is
forced to acknowledge that it is not Democritus who is insane, but his fellow humans.
Their actions and behaviour are all riddled with contradictions, they strive for things
which are of no importance and cannot recognise what is really important. Sometimes
they act one way, the next minute they are doing the very opposite. They never allow
in their schemes for what experience and history prove to be the very real possibility
of failure. Democritus’ reaction is to laugh and twiddle his thumbs, and Hippocrates
agrees with his assessment of the situation. Thus on the one side it is very much in
keeping with this tradition for Lucian to have the Abderites (!) suffer from a genuine
form of insanity, the result of which is that they do not know what they are doing and
imitate in their actions and behaviour useless models and notions.®! On the other hand,

®  See N. Holzberg, ‘Der griechische Briefroman. Versuch einer Gattungstypologie’. in: N. Holzberg (ed.),
Der griechische Briefroman. Gattungstypologie und Textanalyse, Tibingen 1994, 1-52, on the
Hippocrates novel 22-8. On Democritus as laughing philosopher see Th. Riitten., Demokrit — lachender
Philosoph und sanguinischer Melancholiker. Eine pseudohippokratische Geschichte, Leiden etc. 1992,
and Reimar Miiller, ‘Demokrit — der “lachende Philosoph™, in: S. Jikel (ed.), Laughter down the
Centuries I, Turku 1994, 39-51.

5 The tenth epistle of the novel — the tirst letter from the council and people of Abdera to Hippocrates with
their urgent request for him to help Democritus —also contains some details which match Lucian’s Abdera
anecdote, but this observation does not, as far as T can see, seem to lead to any further conclusions. The
Abderites identify themselves fully with Democritus. His illness is an illness of the polis: Todg VOROUG
Huéwy doxoDpey voosiv, “lrmongates, Tobg VOROVS TUQUAOMTELY ... WOMY. olx dvdea
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Lucian’s demonstrative reserve as far as his chances of curing the pepaideumenoi are
concerned reflects both Democritus’ and Hippocrates® final inaction. The foolishness
of man cannot be cured, only laughed at, as — and again the puzzle of allusions fits
together perfectly — the Diogenes anecdote also illustrates. And when Lucian suddenly
calls himself a physician at the end of his preliminaries (5), then this too can perhaps
be accounted for by the Hippocrates novel and its protagonist who, in the end, is on
Democritus’ side, but does not — so it seems in 17.10 — really enlighten the Abderites,
preferring simply to rub their noses in their mistake: "Avdeg, Egnyv, Tijg mEOG Epe
moeoPeing ydolg DUV wWOAM. Anudxgurov ydg eldov, dvdgo cogphtaTtov,
owgpeovitely dvOgmmoug potvov duvatwtoToy.

On the face of it, then, and especially ifiseen only in the context of historiography,
the advice Lucian is giving in his treatise may appear unimportant, and he himself seems
to underline this, refusing to write historiography himself (HC 4), which, of course,
would be the best way to prove the validity of his suggestions. Instead he admits that
his treatise merely scratches at the surface of history-writers’ olxodopio, meriting no
mention of his name in the &miyoan (HC 4). Og ®owvwvrioouy avtolg Tiig
oixodopiog, & nol ph Tiig &miyoagiic, dxee ye T® daxTUAp TOD mMAOT
oo duevog. But on a more profound level Lucian does assign greater significance
to his work, as becomes clear at the end of the text. There, in (62), he brings up the
Pharos lighthouse, the architect of which had the king’s name put on the finished
structure as &mryogp1}, but his own carved directly in the stone under the plaster; this
layer crumbled away with the years, bringing the architect’s name to light, thus he
attained belated, but more lasting fame. The anecdote is embedded in the suggestion
that historians should think of future generations and stick to the truth for their sake;
but the thematic linking with (4)62 and the prominent positioning of the Pharos anecdote
at the very end of the treatise, show that Lucian is thinking here — over and above its

Begamenoeic, Bovhy 8¢ vooolioav xal xwdvvedouvouv dorhersBiivan pédhes dvoryvivor
(10.2). However, the Abderites see themselves as representatives of paideia, which they value more than
money and which they endeavour to express in their thinking and style. And, in fact, their behaviour
towards Hippocrates is more fitting than, for example, that of the Persian king who. as shown in earlier
“letters, thought he could bribe and threaten the physician into becoming his obedient servant. At the same
time, the Abderites fail to appreciate the reality of the situation: their paideia is inferior to that of
Democritus, he is sane, they are the true madmen. This matches in my opinion the portrayal intended by
Lucian, in which the Abderites, with their love of theatre, are not wholly barbarian, but merely of limited
paideia, like his pepaideumenoi, who — as their historiographical writing shows — are not truly educated.
When the Abderites of the Hippocrates novel decide that Democritus is suffering from an excess of
wisdom (10.1: dmd mog THg nazexovong albtdv coging vevoomiev), then it is really their own
inadequate paideia that prevents them from seeing the truth. Comparable to this in Lucian is., perhaps,
the fact that the anecdote is used to illustrate the discrepancy between true and false paideia. The search
for such parallels produces no further results in terms of content, but there are no contradictions to be
found either: proof that Lucian was extremely careful when combining his sources. Just for the record,
Horace, Ep. 2.1.194-200 links Democritus’ laughter with the subject of “theatre performances’ for his
own polemic: theatre now only serves to satisfy a craving for showy pageantry, it no longer listens to the
words of the poet; for Democritus, then, as for Lucian, the audience represents a public display of human
foolishness (Miiller (n. 60} 43), itself stupid and deaf to the meaning of the words.
& Marked by the echo of olxodopiag (4) in oixodourioag (62).
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immediate and explicit function — of the fate of his own text, the special quality of
which goes far beyond its superficial content.

What I think Lucian tries to do in HC is not to present a pattern for historiographical
composition but to assign to historiography a place within the frame of the rhetorics of
prose-writing under the Empire. Prose-writing has, in Lucian’s opinion, in the first place
to be aesthetically acceptable, that is: it must be formed according to the terms of an
aesthetic of harmony, which are not spelled out in HC but in other places as Prom. es
2-5 or Dom. 2-9: eboupov, eduoggov, Evapuoviov and oUPUETQOV.S3 It seems
understandable that Lucian should be interested in allotting to #vBovolaouog a well-
defined role within the actual production of such an aesthetically acceptable writing.
Even if Lucian does so in HC itself — I shall turn to this passage presently —, it first
might be illustrative to adduce here the explanation he gives in Prom. es 3: Ol TO PEV
Bhov GoyrTéntwy abog fiv, ovvelgydteto 8¢ T xai 1) "ABnvd Eumviovoa TOV
TAOY xad Eupuya owoboa elvon td mhdopoto. Like Prometheus, Lucian has
divine help with his pottery, and it is this help that makes his figures appear so life-
like, although they are not actually taken from real life, as are the subjects chosen by
forensic orators whom Lucian presents at the beginning of his work as antithesis (Prom.
es 1): naiToL TOOE SuradTEQOV BpElg dv eindColoBe 1@ Tlooundel, bmdoo Ev
dinauc eddonwpeite Ebv GAnbeiq mowodpevol Tovg dydvag; Lovio yobv dg
&AnOdc rai Fupuya dpiv To Eoya, %ol v Ala kol TO Oeguov avT@OY gomL
didmvoov- xai ToTTo &2 10U TToopunOéwg &v e, iy el pi) drorrdrorte, T pi)
&x Ao mAdTTETE, GAAG XQUOE DTy TOig TOANOIG T& MAdopaTa. Animation (TO
gupuyov elvon) is, then, in the case of literary production the result of divine help, of
the ‘inspired-ness’ of the work. The poetological model of inspiration thus takes its
proper place within Lucian’s literary theory. It no longer stands at the beginning of
literary creation as prime mover, but is an aid, a ouvegyla: it is not the trigger that
renders the activities, the Téyxv of the doyLténtwvet possible, it is not a substitute
for his own (govTig, it is the crowning touch, providing the true effect.55 The
ability to endow a literary figure with animation, to make it guyuyoc, is attributed by
Lucian to something like inspiration, but to sit down and write with, so to speak, divine
fire blazing merrily away inside as the would-be historians do (cf. HC 5) is pure
madness.

Lucian also allots to #vOovooopog a well-defined role within the actual production
of aesthetically acceptable writing (HC 45): »ai 1 pév yvaun xowmveito xoi
TEOCATTECH® TLRAL TTOUTLXA|S, TTOLQ’ SO0V peyahnyd0og rai dinouévn 1ol Exetvn,
%0l PGALOD’ SEETOY TOQATAEESL Mo Pay g ¥ad vapayiong oupmhéxmron denoel

& More on this in James S. Romm, *Wax, Stone, and Promethean Clay: Lucian as Plastic Artist’, CA 9,
1990, 74-98; v. Mollendorff (n. 1) 17-23.

It might perhaps be significant that in the Pharos anecdote Lucian seems to compare himself with the
doyrréxtwy of the lighthouse. It is not by chance that in the four other instances where Lucian uses the
term architekton he is always describing the planning and working of an artist: cf. HC 12 (= Pr. im. 9),
Herm. 20 and esp. Char. 4, where it is Homer himself who is called architekton.

5 Cf. the discussion of enthusiasm in oratory in the early chapters of (Ps.-)Lucian, Dem. enc. (5-8).
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YOQ TOTE TOMTXOD TIVOG GVEROV EmouoLAcavTos T¢ drdTia nai guvdoioovTog
DYNATY 1ol &1 Angmv TV ®Updtoy Ty vabv. 1) AéEig 8¢ Suwg &ni yiig Pefrnétw,
... Eevitovoa 8¢ pnd’ vmég TOV naugdv EvBouoimon: xivéuvog Yoo avTi ToTe
uéVIoTOg mogontvijoal nal xatevexdfivor &g OV Tiig momtindis ®opUfavia, dote
UOAMOTO TTELOTEOV TNVIRATTO TR XOAive %ol cwgeovnTéov, eidotag B¢ immotupio
TI5 nol &v Moyols mdbog ol wrgdy yiyvetor. This passage is interesting because in
it Lucian not only explicitly focuses on évBouoiaopdg as a theme, but also represents
it as a completely controllable emotion (Und” UmeéQ TOV ®ALEOV EvOOUOLDOQ).56
Controllability here means that, when the yvopy) inspired in certain situations — e.g.
where a naval battle is to be described — by the woinTindg dvepogt’ is converted into
the written word, language and style are not to exceed the appropriate bounds with
high-flown affectation. A lively imagination, which is fired by such inspiration and can
quite feasibly enthuse the reader too, hardly interferes with the actual prose.68 If allowed
to do so, then it runs the risk of breaking elementary rules (just as the Abderites’ yelling
of verse is in every respect inappropriate and unsuitable) and thus laying itself open to
ridicule: yehoidv m mdBog (HC 1), or, as Ps.-Longinus puts it in De subl. 3.2,
oo 0T Y& &vBovoldv Eoutols Soxotvies ob Baxyetouoly, GALA mailovoy.
Lucian uses a comparison with irestotugia, where an unbridled style can easily become
unsaddled.®® This refers to a general rhetorical virium: exaggeration, stylistic inflation,
bombastic pomposity that exceed the harmonious measure (particularly in the choice
of diction) and offends 10 woémov. Enthusiasm is thus moved by Lucian to a new poet-
ological location entirely within the realm of style. This is a quite logical step on the
path already (as we saw above) signposted ironice by Plato, later taken by Aristotle
and followed into the Imperial Age by post-Aristotelian theorists: by associating
enthusiasm ever closer with poetic fechne, i.e. with what is (largely) an acquired skill,
it could be watered down on the one hand to a special ability of the talented disposition,
on the other to a rhetorical officium, i.e. the appropriate deployment of stdo¢ (impas-
sionedness).”0 Lucian may not actually have taken this any further than, for example,
Ps.-Longinus did, but to set forth this poetological notion within the discussion of a
field where one would least expect to find it — historiography — is, in my opinion, an
unusual and original idea.

Lucian’s reference here to this conception of enthusiasm is very much in line with
the general character of the treatise, which offers little in the way of historiographical
theory, but assigns to history-writing a well-defined place within the rhetorical

%  See Homeyer (n. 6) 259f.; on Lucian’s disapproval of Corybantic style Lex. 16, 20, 24 —cf, Weissenberger
(n.4) ad loc. —and Bacch. 5. For the treatment of the £vOovolaopog theory in Pythagorean and Peripatetic
thought see Hermann Koller, Die Mimesis in der Antike, Bern 1954, 219-21. Rejection of ‘inspired’
poetry-writing that neglects its Téyvn also in Horace, AP 295-301, 309; for other parallels between
Lucian’s and Horace’s thinking here cf. Homeyer (n. 6) 63-81.

o7 Cf. v. Mdllendorff (n. ) 73-6.

% Cf. e.g. Cic. De orat. 2.194-97.

% Cf. Homeyer (n. 6) 260.

" CF here B. Kositzke, ‘Art. “Enthusiasmus™’, in: HWRh 2 (Tiibingen 1994) 1185-97. esp. 1185-9.
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system.”! The biggest problem for historians (then as now), i.e. finding the truth, is not
neglected by Lucian, but he has a simple solution for it: the historian only needs to be
unbiased and fond of the truth, the material is there or can at least be easily found (HC
51), and when in doubt, the historian may apply the principle of mbavotg (HC 11,
20, 25, 47).72 The real difficulty in composing a historical work lies not in the question
of ethics, it is a matter of rhetoric:73 0¥ Yy GomeQ TOlg 01TOQOL YRAQOLOLY, GAAG
T pgv AeyBnodpeva Eonu xal elooETaL TETQORTAL yao 11 det d¢ TdEon nal
elnely o Td ... TOLOTTO 81) TL XAl TO TOT oVYYRapEws EQYOV, £lg RaAOV Sraféoba
10 mempoyuéva %ol glg dvapy évagyéotata EmdelEal oabtd (51). What is
required is a style that corresponds to the ethical ideal of mapenoia and AnOeia, a
style characterised above all by cagrvelo. and the genus medium.7 Historiography
being in rhetorical terms purely narratio/dujynows (HC 55), it must keep to the rules
of style for this pars orationis.” Such observance — generally speaking — of what is
moémov includes a harmonious arrangement, in which each part has its properly
measured portion of space.”6 Historiography is thus allotted a specific place within a
thetorical system that covers all genera dicendi.

Frigid enthusiasts

Now, infringements of these rules, particularly those with regard to diction and style,
can be listed under the heading Yvuydv. And indeed Lucian singles out this particular
vitium strikingly often in HC — three times in all:"8

a) A certain physician, Kallimorphos, who is supposed to have written about the
Parthian War, is criticised by Lucian for, amongst other things, the following: »ol v1)

71 See E. Mattioli, ‘Retorica e storia nel Quomodo Historia Sit Conscribenda di Luciano’, in: A. Pennacini
(ed.), Retorica e storia nella cultura classica, Bologna 1985, 89-105; F. Montanari, ‘Ekphrasis e verita
storica nella critica di Luciano’, Ricerche di filologia classica 2, Pisa 1984, 111-23; F. Montanari,
“Virtutes elocutionis e narrationis nella storiografia secondo Luciano’, Ricerche di filologia classica 3,
Pisa 1987, 53-65. On parallels between Lucian’s notions of the ideal orator and the ideal historian see
Homeyer (n. 6) 251f.

72 On the latter see Montanari ((n. 71) 1987) 59f.

7 See Mattioli (n. 71) 100fF.

7 See Mattioli (n. 71) 94; cf. also Lucian, Pr.im. 20f. and Gerlinde Bretzigheimer, ‘Lukians Dialoge
Eixdvee — “Ynép 1@V eindvav. Ein Beitrag zur Literaturtheorie und Homerkritik’, RAM 135, 1992,
161-87.

75 See Mattioli (n. 71) 98f.

% See Mattioli (n. 71) 96f. and Montanari ((n. 71) 1984) 116f. On all problems regarding the conflict
reality/fiction in historiography, the selection of historical facts and their organic arrangement, and
thetoric and ethics see M. J. Wheeldon’s carefully considered ““True Stories”": The Reception of
Historiography in Antiquity’, in: A. Cameron (ed.), History As Text: The Writing of Ancient
Historiography, London 1989, 36-63, who allots to Lucian’s treatise its proper place within this debate.

77 Montanari ((n. 71) 1987) 62, Mattioli (n. 71) 100.

8 On yoydv see L. van Hook’s informative “Yuypdtng 1} T YuyEov', CPA 12, 1917, 68-76; on the
metaphorical use of the frigus ‘motif’ see Kirk Freudenburg, The Walking Muse. Horace on the Theory
of Satire, Princeton, N.J. 1993, 19H{. and, for example, Hor. Sar. 1.1.80-3, 2.5.39041.
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Ala xal O pooiwov Hrégyuxeov Emoinoey ofitwg ouvayaydv: olxelov elvar
loTod loTopiay ovyydpeLy, el ve 6 Aoxinmiog uév Amorhwvog vidg, AmoAlwov
8¢ Movonyétng xai mdong madelag doywv: ot dn do&duevog év T Tadl
yodpety otx 01d0. 8 T SOEaY adtixa pdha &l TV xowny petiiidev, intoeinv pév
Aéyov wai selony xod 6xéoa xal votiool, Ta & diha dpodiarta Tolg mohholg xai
16 mAgloTa oto &% TEdov (16). What is condemned here as ‘cold” is the argument
that, because Apollo is the god of the Muses, a follower of the god’s son Asclepius
should be particularly good at writing history — reasoning that is more than far-fetched
and wholly inappropriate. Regarding the style of the writing, Lucian notes as inap-
propriate that Kallimorphos seems to consider a few scraps of lonic sufficient to make
him a second Herodotus, even if he lapses into the common koine for the rest.

b) In (19) Lucian mentions another historian, this time one who thought himself
comparable to Thucydides because he was lavish in his use of ecphrasis: 10 8¢ &g
gxPodv nepaddg 6 GheEinanog Toéyele TooaUTN YuXEOTNG EViy DmEQ TV
Koomioy yova nal tov rovotaihov 1ov Kehtindv; samples follow. The connection
between such excursus and the actual historical facts, which ought to stand in the
foreground, is, according to Lucian, completely lost in this author: hence his “frigidity’.

¢) A third case: &y6 yoUv finovod Tvog THv pév &t Ebpmme pdynv évotd’ dholg
Entd EneoL moQadQAPOVTOG, elnoot 8¢ pétoa f) Fr mheln Bdarog dvahwndtog £¢
Puyedv %ol ovdEv Tuilv moootrovoav dupynoty, ®g Mabeog T immevg
Mavodauag totvopa Bd diyoug mhavdpevog dva o en xatardfol Tbooug
TVAg TV &ygoirnwy ... (28). An inserted narrative, nothing to do with the main line of
events, and far too protracted for something so trivial — a classic example of inventio
missing the aptum mark and of incongruous imbalance between res and verba.”

Even in passages where the terms 00V or Yuxedtng do not occur, Lucian still
very often complains that the selection of material and its expression in words are not
appropriate to the genre chosen, i.e. historiography. ‘Frigidity” in quite a broad sense80
is, then, one general target of his criticism.

In declaring YvyOTNg in its diverse forms a widespread vitium, Lucian, it seems
to me, returns to our as yet unexplained motif from the Abderite anecdote: péya %©oV0G.
The *big chill” had put an end to the Abderites Toary@odopavia; a direct analogy to this
cure ~ a spectacular one, even if it is reported in a no-nonsense, matter-of-fact (cool!)
manner — is, however, nowhere to be found in HC 2 with its account of the
pepaideumenoi situation, and neither the version in Eunapius nor Philostratus offer any
parallels. But, just because of the motif being spectacular and, as it seems to me,
enigmatic, the reader should and will feel engaged in trying to provide the analogy
himself.8! And, I think, it must be the treatise proper — the discussion that names the

™ Cf. here for the basic aspects of Yuypov in the sense of exaggerated amplificatio H. Lausberg, Hundbuch
der literarischen Rhetorik, ed. 3, Stuttgart 1990, sec. 1076,

8 The terms can also be applied to shallow, fatuous and insipid literary products or their authors: see LSJ
s.v. Yuyeodv IL4: s.v. Yyuyeode 11

8 Cf. aboven. 9.
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historians’ vifia by name (in the first place by the name of yuyotrg) and will thus
silence the perpetrators — that is analogous to the péya xQUog in Abdera: there is hope
that the historians’ yuyeotrg will be cured by being named — or that they will be
silenced forever.82

The opening sections of HC prove, then, to be no mere ‘teaser’: they are instead
closely interwoven with the main body of the treatise by way of two thematic threads
— the parody of &vBovoiaopdg and the ®pVOG/PUYEOV strands. Lucian not only
presents a plea for literature based on his aesthetic of harmony, he also practises what
he preaches — and this even, or perhaps with a vengeance, in a theoretical treatise.

INSTITUT FUR KLASSISCHE PHILOLOGIE  PETER VON MOLLENDORFF
DER UNIVERSITAT MUNCHEN

% Given that Lucian warns readers right from the start that his expectations for the success of his treatise
are low, the Yuypdv motif is perhaps also supposed to suggest that the ‘frigidity” of the historians’ vapid
products will in the long run be the end of them, because they will attract no (educated) readers.
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