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JAN MAARTEN BREMER

ARISTOPHANES: MAKER OF SERIOUS
HYMNIC POETRY?

Summary: For pious hymns one would perhaps not in the first place look in Aristophanes’ comedies.
Actually, almost all of them contain hymns: poems which — even because they are more detached from
the dramatic action than hymns in tragedy — reveal to us precious features of the poetical tradition in
Greek worship. This is shown by a reading of four hymns in Thesmophoriazousai: 103—129 (addressed to
Apollo & Artemis), 312-331 (to all gods), 947-1000 (to Apollo & Artemis, Hera, Hermes & Pan &
Nymphs, Dionysos) and 1136—1159 (to Athena, Demeter & Kore).

Key words: Aristophanes, hymn, Thesmophoriazousai.

My theme of today is in some way related to our deceased friend and colleague.
When he had invited me for the first time (in 1995) to come and teach at the ELTE
for one full week, it was to lecture about Greek hymnic poetry. He was present at these
lectures and showed a strong personal interest in this subject-matter. Since that time
William Furley and I have continued our work on Greek Hymns; today I present to
you some results from this work-in-progress,’ deeply regretting that Istvan is no
longer among us to join in the discussion.

An average classicist, if asked to give the names of some Greek poets who had
composed cult songs to the gods, hymns of real religiosity and poetic power, she or
he might mention Pindar, Aeschylus, Callimachus; perhaps he would also think of

" Paper read at the conference 26-27 November 1999 at the E6tvos Lorand University, Budapest,
to honour the memory of Professor Istvan Kapitanffy.
! Previous papers which show partial results of our research in which prepares Greek Hymns, an
edition of Greek cultic poetry, are the following:
J. M. BREMER, Greek Hymns. In: Faith, Hope and Worship. Ed. by H. VERSNEL. Leiden 1981, 193-215;
W. D. FURLEY, Types of Greek Hymns: Eos 81 (1993), 21-41;
J. M. BREMER, Menander Rhetor on Hymns. In: Greek Literary Theory after Aristotle. Ed. by J. ABBENES,
S. R. SLINGS and 1. SLUITER. Amsterdam 1995, 259-275;
W. D. FURLEY, Praise and Persuasion in Greek Hymns. JHS 115 (1995), 29-46;
J. M. BREMER, The Reciprocity of Giving and Thanksgiving in Greek Worship. In: Reciprocity in An-
cient Greece. Ed. by C. GILL e.a. Oxford 1998, 127-137;
J. M. BREMER, Greek Cultic Poetry, some ideas behind a forthcoming edition. Mnemosyne 51 (1998),
513-524.
A longer version of the paper presented here will appear as chapter 11 of Greek Hymns, Mohr
Siebeck, Tiibingen 2001.
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14 J. M. BREMER

Cleanthes with his impressive Zeus-hymn. Aristophanes would certainly not be his
first choice. Don’t we all know that Aristophanes is a comic poet, famous for his out-
spoken critical and irreverent attitude? In his comedies he pokes fun at powerful poli-
ticians like Perikles or Kleon, and in the same way he seems to show little or no rev-
erence for the gods: does he not present in his Frogs the god Dionysos as a coward,
even to such a degree that when the Doorkeeper of the Underworld appears at the
door and addresses him severely, Aristophanes makes the god actually shit in his
pants, and admit it (éykéyoda 479)? In the Birds, the comic hero Peisetairos tells the
birds that it is in their power to prevent the gods from walking through the country-
side with their divine erections (St T0¢ Ydpog THS VUETEPAG EGTVKOGL Ui} SlopotTay
557) and from seducing mortal women like Alkmene, Alope and Semele. If they
manage to break through the blockade, the birds are advised to arrest them and to
seal their genital organs in order to prevent them from any more indulging in further
intercourse (EmPAarietv cepayid’ avtoig &mi Thv YAy, tva un Pvédec’ €T’ Ekeivog
560). If this is not irreverence towards the gods, what is?

Even so, it is important to realize that the poet Aristophanes shared the tradi-
tional religious feelings of his fellow-Athenians. His eleven comedies contain no less
than sixteen songs which can be qualified as hymns, serious cult songs. They are the
following:

Acharn. 263-279 to Phales
Knights  551-564 to Poseidon
582-594 to Athena
Clouds 563—-574 to Zeus, Poseidon, Aither, Helios
595-606 to Apollo, Artemis, Athena, Dionysos
Peace 974-998 to Eirene
Birds 737-751 & 769-784 to the Muse
Lysistr. 1246-1272 & 1279-1290 to Artemis Agrotera
Thesmo.  103-129 to Apollo, Artemis, Leto
312-331 to Zeus, Apollo & Artemis, Athena & Poseidon, Nereids &
Nymphs
947-1000 to Apollo & Artemis, to Hera, Hermes & Pan & Nymphs,
Dionysos
1136-1159 to Athena, Demeter and Kore
Frogs 323-353 to lakchos
372-382 to Kore (?)
385-393 to Demeter
397-413 to lakchos again.

His two last plays (Eccles., Wealth) do not contain any hymns at all; but then in
these plays choral song has already been reduced to almost nothing.> I shall first

2 Nor is there any hymnic song in the Wasps. 1 venture to suggest that this is because this comedy
has no concern with the polis as a whole, but presents a domestic battle, a generation conflict between an
utterly reactionary father and his much more sensible, ‘progressive’ son (of course within the framework
of the Athenian judiciary). In all other plays the interest or even the survival of the community is at stake,
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ARISTOPHANES: MAKER OF SERIOUS HYMNIC POETRY? 15

point at some general features of Aristophanes’ hymns, then focus on the play with
the greatest concentration of hymns, Thesmophoriazousai, and look in some detail at
two of them.

I. Eduard Fraenkel, one of the great experts on Greek p}oetry, was the first to
give systematic attention to the hymnic songs in Aristophanes.” Concentrating on the
specifically metrical and musical qualities of these songs, he observes that in the
earliest comedies like the Knights and Clouds they are found in the parabaseis, after
the so-called ‘anapaistoi’: a couple of two songs separated by a trochaic epirrhema
and followed by one. Fraenkel suggests that this way may go back to the period
before Aristophanes when Attic comedy started with a parabasis (self-presentation
of the poet and his chorus), followed by official hymns to the gods.* He is convinced
that precisely in their relative simplicity they reveal to us what must have been the
quality of archaic hymns in Athens.” As far as the hymns are concerned, the same
position is taken in a more recent study of the parabasis by Sifakis. He, too,
discusses “the invocation hymns by which the chorus (...) celebrates its own festive
activities and asks the gods to join in with them. They seem to be a relic of genuine
Kultlyrik”.

So there is every reason for scholars who work on Greek hymnic poetry to take
a very close look at Aristophanes, as one has here a means of getting an idea of what
hymnic poetry must have been in the archaic period, a period from which most, if not
all, is lost.” It seems we have a fair chance of finding samples of authentic Greek re-
ligiosity in the hymns contained in his comedies.

Does this necessarily mean that each and every hymnic song we find in Aristo-
phanes is top level poetry? No, it does not. In a recent contribution Michael Silk has
undertaken to discuss the status of Aristophanes as a lyric poet.® On the whole his
conclusions are fairly negative: according to Silk, Aristophanes’ lyrics are often the
worse for “triteness, inflation and pervasive lack of point” (107). With his reproach
of ‘triteness’ Silk means that the writing of these poems is in many cases conven-

one way or another; and therefore the gods are invoked by the chorus whose function it is to represent
that community or a substantial part of it.

* Beobachtungen zu Aristophanes. Roma 1962, 191-215; reprinted in: Aristophanes und die Alte
Komddie. Ed. by H.-J. NEWIGER (= Wege der Forschung cclv), Darmstadt 1975, 30-55.

* Speaking about Eq. 551-564 and 582-494, FRAENKEL observes: “Gebete wie diese machen es
uns leicht, uns in die betrdchtlich vor der Epoche des Aristophanes liegende Zeit zu versetzen, in der
solche Gebetlieder am Anfang des komischen Spiels standen, von wo die Parabase erst verdrangt wurde
als die Komddie von der Tragddie den exponierenden Prolog ibernommen hatte.” (195 = WdF 34).

* Fraenkel refers to an observation made half a century earlier by Otto CRUSIUS (in his book of
1894 about the newly found Delphic hymns): “Die Gebethymnen in den aristophanischen Parabasen — of-
fenbar treue Nachbildungen der uns verlorenen attischen Kultlyrik.” (p. 194 = WdF 33).

8 G. M. SIFAKIS, Parabasis and Animal Choruses. London 1971. He presents arguments for view-
ing the ‘parabasis proper’ (the usuallly anapaestic parts in which the chorus speaks on behalf of the poet)
as a relatively late invention by fifth-century poets, but then he goes on to recognize the archaic tone of
the hymns themselves as quoted in the text above (the quotation is found on p. 69).

"U. VON WILAMOWITZ, Griechische Verskunst: “Die gottesdienstliche Poesie der alten Zeit ist
verloren” (242).

8 Aristophanes as a lyric poet: Yale Classical Studies 26, 1980, 99-151.
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16 J. M. BREMER

tional, repetitive and unimpressive (106), with ‘inflation’ he means that Aristophanes
uses words from a more elevated level of poetry while he does not make them bear-
ers of any specific message, and with ‘lack of point’ that simple themes are distended
to fill up many verses without wit or invention, let alone intellectual point (102).

Silk has taken great care to analyze in details a good number of lyrical passages
in Aristophanes.” He points indeed at quite a few weak spots in them and shows that
earlier scholars have all too easily pronounced generalizing statements like: “Aristo-
phanes is a master of lyric poetry in every vein” (Bowra). For Silk, Aristophanes’
originality is found only there where he combines attention for the particular and
trivial with fantastic extravaganza. Two examples: in Frogs (209-223) the poet
allows ‘shrieking frogs’ to sing a hymn for Dionysos; in Peace 595 the farmers greet
the goddess Peace with rapture: toic dypoikolsty yap noda xidpa kol cwmpio; “to
us, farmers, you were groats and salvation”: groats, perfectly ordinary things, go
hand in hand with ‘salvation’, which is a sublime word in every context.

This critical evaluation is sensitive and sensible, though perhaps slightly se-
vere. Silk measures Aristophanes by the wrong yardstick when he states that Aristo-
phanes’ lyrics do not show ‘universality’ or ‘metaphysical seriousness’. In comedy
one should not look for something equivalent to the profundity — or, if you like, sub-
limity — found in Homer, Pindar, Aeschylus. A poet can be serious without being sub-
lime, and therefore I part company with Silk when he states emphatically: “I can see
every reason to applaud Aristophanes’ mastery of what Dover calls ‘humorous lyric’.
What I do not see is that the claim for Aristophanes as a master of ‘serious lyric’ is in
any way justified”.'’ In my view there are two powerful arguments for taking Aristo-
phanes’ hymns as perfectly ‘serious’ cult songs:

a) As far as content is concerned, they are quite distinct from those parts of his
comedies in which the comic action is presented; the action is interrupted and
forgotten during these choral interludes; nor do we find here boisterous obscenities or
critical jabs at persons in the audience.

b) It is precisely what Silk calls the ‘triteness’ and traditionality of these poems,
their lack of sophistication and metaphysical sublimity, which warrant their authen-
ticity qua cult songs; by ‘authenticity’ I mean that these hymns are traditional, and
therefore can help us to realize and to visualize how Athenians of the 5th century
B. C. addressed their gods on festive occasions.’

IL. It is time to pass from generalities to more specific realities. As I have
observed already, in the Thesmophoriazousai we find no less than four hymns. The
first one is a text sung by Agathon. In this play Euripides — who is scared that the

9 SILK is well placed for such a job: already in his first publication: Interaction in Poetic Im-
agery, with special reference to Early Greek Poetry. Cambridge 1974, he had shown his fine gift for ana-
lyzing Greek poetry, especially Pindar and Aeschylus.

" Art. cit. 100.

" There is a good explanation for the different views taken by Silk and by me. In his paper he
operates as a literary critic, while my first interest is in the field of the history of Greek religion, for
which Aristophanes is such a splendid source. Silk himself agrees that: “the ultimate affiliations of Aristo-
phanic lyric are, for better or for worse, with popular culture.” (125)
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ARISTOPHANES: MAKER OF SERIOUS HYMNIC POETRY? 17

women of Athens congregated in the celebration of the Thesmophoria might con-
demn him to exile or worse — visits Agathon, his junior fellow poet, hoping that he
might smuggle himself into the congregation of females and stand up for his senior
colleague. Agathon is not prepared to do anything of the sort. But even before his
conversation with Euripides he sings a song (101-130) to Apollo, Artemis and Leto.
It is a song in ionics and anacreontics, which adresses the Delian trinity in a tradi-
tional manner: Apollo as god of music-making and bow-shooting, Artemis as the vir-
gin goddess of the mountains, and Leto as the mother of these two; it is she who has
caused a divine light to shine over mortals. There is nothing parodical or comical in
the text itself which is simple and traditional. For the audience there will certainly
have been a comical contrast between the song (of which Agathon himself announces
it is a song to be performed by maidens) and the male singer (who is a man with the
make-up and the outfit of a lady)'* — of course the poet wants his audience to laugh at
Agathon, but this he does in the long preparation (27—100) for the actual hymn. Within
the limits of this paper I shall not deal with any details of the text of this hymn.

As soon as the women are congregated in the precinct of Demeter and Kore and
the priestess has opened the ceremony with a prayer in prose (295-311), the chorus
sings a song which is the second hymn of this play. One would expect the women to
address the Mother and Daughter who are at the centre of the Thesmophoria festival,
but the song is actually of a more general impact. The women implore Zeus, Apollo
and Artemis, Athena and Poseidon, and finally the Nereids and Nymphs to come.
There is only one imperative in the text, directly addressed to Athena, but by exten-
sion it is valid for the entire group of gods; it is: “come here”, £EA0 6eTpo (319). We
have here a so-called pvog kKAnTtukdg, an invitation and urgent appeal that the gods
may come and join this group of worshippers. From the introductory words it is clear
that actually the collective of gods is meant: 6eyoueda, Kol Oedv yévog / Mtdpeba
T0icd’ &’ evyuig / yopévtag Empavijval. “We say amen (i.e. to the preceding prayer
in prose said by the priestess) and we beseech / all the divine race to take plea-
sure / in these our prayers and to manifest themselves” (312-314). The diction of the
hymn is simple and traditional, and the grouping of the gods is easy for everyone to
follow; first Zeus, famous and supreme Father, then Apollo and Artemis, Athena and
Poseidon who are the two traditional protectors of Athens, Poseidon being escorted
by the Nereids, and finally the Nymphs. It is only natural that this congregation of
women has a predilection for these two groups of female deities. As in the case of the
first hymn, I shall not discuss the text of this hymn in detail.

The third hymn is a long one (947-1000). It expresses in a most lively and
lovely way the mood of Athenians who enjoy themselves while celebrating the gods.
I shall present it in my own translation:"

'2 Cp. F. MUECKE, Portrait of the Artist as a Young Woman, Thesmo 101-130. CO 32, 1982, 41—
55. In his recent commentary on Thesmo. (Aris & Phillips, Warminster 1994), A. H. SOMMERSTEIN
points out that Aristophanes exploits the comic effect of gender-inversion throughout this play; see his
introduction, p. 8, and passim.

" This translation is based upon a detailed study of the text in the course of which I have been
greatly helped by personal correspondence with Prof. Colin Austin, by Sommerstein’s commentary (see
previous note), and by O. THOMSEN, Some notes on Thesmo. 947—-1000, published in: Classica et Me-
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18 J. M. BREMER

“Come on, let’s dance as we, women, are accustomed to do here, 947

whenever we keep the holy ritual for the Two Goddesses at the sacred
season...

Get started, get moving, 953

form nimbly with your feet a circle,

join hand with hand.

Let everyone quicken the beat of the dance,
step with swift feet, and, looking left and right,
keep an eye on our choral formation.

And as you do so, sing and celebrate with your voice

the family of the Olympian gods, 960
everyone of you, in ecstatic dance.

If someone expects that I, a woman,

am going to slander men here in this holy precinct,

then he is out of his mind. 965

But now I must get on with a new task
and stay this pretty circular dancing step.

Step forward with your foot,

singing in honour of the master of the Lyre 970
and of her who sports bow and arrows,

the chaste Lady Artemis.

Hail, you who hit the mark from afar,

grant us victory!

Let’s sing in honour of Hera, goddess of marriage,

as is proper for us to do, for she shares the joys of all our dancing 975
and keeps the keys of marriage.

I address my prayers to Hermes, god of flocks,

also to Pan and his beloved Nymphs:

may they laugh, applaud our dances, 980
and take delight in them.

Yes, let’s rouse enthusiastically

the double delight of the dance.

Let’s dance, women, as custom allows us:

we are fasting anyway.

Come on, leap! wheel about, tapping your feet in time, 985
intone your song loud and clear.

Come here and lead our dance,

o Bacchic master, crowned with ivy,

diaevalia Fr. Blatt septuagenario oblata. Ed. by O. S. DUE, H. FRIIS JOHANSEN, B. D. LARSEN. Gylden-
dal 1973. This volume is Supplement Diss. IX to the periodical Classica et Mediaevalia.
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ARISTOPHANES: MAKER OF SERIOUS HYMNIC POETRY? 19

then I shall sing to you
in revels which you love so much.

Lord of ecstasy, son of Zeus you are, 990
Roarer, and Semele’s also.

You take delight in the Nymphs’ dancing

supported by their lovely hymns,

o Lord of ecstasy, hey-ho,

dancing < all night long? > yourself.

Around you reverberates 995
the echo of Mount Kithairon:

a deep roar permeates

the dark mountain forests

and the rocky glens.

Ivy blooms all over you

with its tendrils and fair leaves.” 1000

About this hymn two observations. In the first place that — like the second
hymn of this play (312-331) — it is addressed to all the gods, “the family of the
Olympian gods” (959-961). First come (969-976) Apollo, Artemis and Hera; then
(977-984) Hermes, Pan and the Nymphs, divinities who are closely related to their
present business of dancing; the final part of their hymn (985-1000) is addressed to
Dionysos, leader and lord of their dance (987-988). This sequence of gods has every-
thing to do with what is my second observation: in the entire corpus of hymnic texts
assembled by Furley and me there is no other one with so many explicit observations
about the technique and the pleasures of dancing. TECHNIQUE: the entire stanza
953-958 is an instruction by the chorus-leader: she orders the dancers to take up their
position in a circular formation (953), to link hands and to step nimbly (954); she
wants everyone of them to pick up the rhythm (955-956), to follow the accelerando
while keeping that formation intact (957-958), in 968 they are commanded to stop
the circular dancing and to step forward as it were to face gods; but this does not ex-
clude a kind of swirling choreography (985) when Dionysos becomes the centre of
attention (987-1000). PLEASURES: in the first place, several times (947, 975, 983)
the verb nailw is used for dancing, with a connotation of playfulness and fun. Crucial
is the passage 979-983 which ends on the concept of the reciprocity of the pleasure:
the ‘double delight’ refers to the delight taken in the dance by the gods in whose hon-
our it is performed, even to the point of their coming and joining the dance, but also
to the pleasure experienced by the dancing worshippers themselves.'

" For learned comment on ‘double delight’ cp. BIERL, A.: Doppeltanz oder doppelte Freude:
Drama 7, 1998, 27-47. The atmosphere of religious joy and euphoria expressed by this hymn in Thesmo.
is the object of a fascinating philosophical observation (of Poseidonios?) recorded by Strabo X 467-468:
Kowov dn todto kol Tdv ‘EAMvov kol tdv BapPapov £0ti, TO T0G iepomotiag HeTd GVEGEDG E0PTACTIKNG
moteiohat, T0g peV obv EvBousLacp®, TAG 08 Ypig, KOl TaG MEV HETH HOVOIKTG, TaG 08 i (...) Kol Tode’ 1)
QUGG OUTMG LITOYOpPEVEL 1] TE YUp dveSLg TOV VOUV, GTdyouso. 4o TdV dvOpomiveav doyoANHATOY avTov,
dedvTmg TpémeL TPOg 10 Beiov § e EvBovslacnOg Eminvevsiv Tva Beiav Exev dokel Kol T@ LovTIKG YEVeL
mnctdlew. 1 te povotkh mepi T Fpynotv oveo, kol PLOUOY Kol péAog, idovn Te dua Kol KaAATexvig Tpdg
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20 J. M. BREMER

As time advances quickly, I pass now on to the fourth and last hymn composed
by Aristophanes for performance in the frame of this same comedy. Again I give first
a translation:

“Custom calls me now to call on Pallas 1136
to come and join me in the dance
the virgin, untouched maiden.
She alone controls our city’s life 1140
with obvious power; to her alone
we give the name ‘key-holder’.

Appear, you who hate tyrants, as is right!
We, the people, call upon you, we women 1145
come and bring us
peace, friend to celebration!

You, too, come benevolently, kindly,
mistresses, to this your grove,

where men are not permitted to spy

upon our sacred rituals, where with torches
you grant us to behold an immortal vision.

Come here, we repeat, we beseech you,
high-powered goddesses of Thesmophoria:
if ever before in answer to prayers

you did come — come now, we entreat you,
here, now to us, t0o.”

This text has nothing to do with the uproarious fun of the preceding scene in
which Euripides had entered dressed up as Perseus and had tried in vain to liberate
his relative, an elderly man who had been fettered to a board, acting the part of maiden
Andromeda. In that scene (instead of a dragon which threatened Andromeda’s life!)
an illiterate Scythian policeman had scared Euripides out of his wits. There is not
even a faint echo of all this in this hymn which expresses a deeply religious trust in
Pallas Athena, patron of the liberty of Athens, and an equally religious need that the
Mother and Daughter of the Thesmophoria may come and preside over the sacred
rituals. These women are convinced that the torches carried by these goddesses re-
veal a vision of immortality: Aapundoct eaivetov duppotov Gy (1151). I would like
to end my paper with a few thoughts about these words.

As we all know, the Eleusinian mysteries were not a matter of a doctrine ex-
posed in poetry or preached in a discourse, but a matter of actions performed and
objects shown: dpmpeva, ovopeva. These actions and objects had to do with death

10 Ogiov Mudg cuvémtel kot Towdty citiav: €d pdv yap eipntor kol todto, TOdg GvOpdROLG TOTE
paiota ppeicBot todg Beodg GTav evepyeT®doty, duevov 8 av Aéyot Tig Gtav eVSULOVDGLY. TOODTOV O
Kol TO yoipev kol 10 Eoptdlew Kol povoikiig drteshat. (...) obt 8¢ kal oi Moboot Beal kol "Amorlwv
MovonyTne Kal 1 TomTIKY TG0, HUVNTIKY Kol oboa. See my remarks in Mnemosyne 51, 1998, 521—
524.
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ARISTOPHANES: MAKER OF SERIOUS HYMNIC POETRY? 21

and birth, with life and new life, and with afterlife. Now in his Greek Religion
(p. 289) Walter Burkert observes: “It is remarkable that the concept of immortality
(my italics, JMB) is never mentioned in connection with Eleusis”. But here the hymn-
singers address Demeter and Kore with these very terms: “you grant us an immortal
vision, a vision of immortality”. If it were the case that my preceding observations
about the seriousness of Aristophanes’ hymns and hence their importance for the
study of Greek religion had not yet convinced you, then perhaps these few words of
Aristophanes can: @aivetov duppotov dywv. These words approach as closely as
possible to the heart of Greek religion, and perhaps of any religion. It is also where
I end my paper, having touched upon the theme of immortality."® This conference, and
the publication of the papers in a book, will confer upon our common friend Istvan
Kapitanffy at least the sort of fame and immortality scholars can hope for.

Thesmo. 947-1000

dye vov Nueig maiocwpev drep vopog £vBade taiot yovai&iv,

Otav Spyla oepva Beaiv iepaig dpaic avéympuey (...) 948
Opua xdpet,

Kobo ooy dy’ gig KOKAOV,

Yl cvvamte yeipa, PLvo- 955

LoV yopeiog Emaye maoa.

Baive kopmaiipoy wodoiv.

EMOKOTETV 08 TOVTOYTL

KuKAODGOV SpLa XPpT YOPOd KATAGTAGLV.

dpo 8¢ Kol

vévog *Olvumiov Oe®dv 960
UEATE KOl YEPALPE POVIL TAGO YOPOUAVET TPOTOL.

el 0é T1g antistr. = 95961
TPOCOOKAL KAKDG EPETV
€v 1ep®d1 yovaika P ovoav dvdpag, ook OpBdS epovel.

GAAG PRy <p’> 966
MG TPOG EPYOV 0L TL KAIVOV
TPMTOV EVKVKAOL Yopelag evELA oThHoo Bdoty.

npoPaive moot tov EvAvpav str.
LEATOVGO. KOl THV TOE0POPOV 970
“Aptepuy, dvacoay Gyviy.

yoip’, @ ‘Exdepye,

omale 8¢ viknv.

“Hpav te 11v teleiav

'3 Actually, a few years ago I contributed a paper ‘Death and Immortality in some Greek Poems’
to a volume: Hidden Futures. Ed. by J. M. BREMER, TH. VAN DEN HOUT and R. PETERS. Amsterdam
1994, 109-124.
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HEMYOUEV (OTEP E1KOG, 974

1} i1 101G yopoioy Eumailel Te Kol

KAO0G YAUOV QUAATTEL

‘Epuijv e vopov dvtopon antistr. = 969-76

kol [Tava kot Nopeoag eilog

gmyehdoon mpobvumg

TOAG NUETEPAIGL 980
YOPEVTO YOPELONS.

EEape oM TPoHHL®G

SmARV yapv yopelag.

TOIGOLEY, O YUVOIKEC, OLOTEP VOUOG

VNOTEVOUEV 08 TAVTIWG,. 984
GAL gla TOAL GvaoTpe’ evpLOmL TOST:

TOpEVE TACAY MIONV. 986
Yol 8¢ 7 08 awtog oV,

K166000pe Boxkyele

déomoT’ " £y O KMUO1G

o€ PLLOYOPOICL LEAY®.

Efte, ® Ad¢ ob 990 Str.
Bpopue kot Zepéhog mol,

YOPOIG TEPTOUEVOG

kat’ Gpea Nop-

@av €paToic v UUvolg,

o Ebv, Ebv, evol

<— —w— — > davayopedov.

apeil 8¢ ool KTumeiton 995 antistr. = 990-94
KiBapoviog nyod

HEAGLOLAAG T 6pN

ddoKlo TETPO-
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