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L.

CCORDING to the Neoplatonist Olympiodorus in his Life of Plato

(prefixed to his commentary on Alcibiades, Test. 53a PCG), Plato
reputedly had a very high regard for the comic poet Aristophanes, as
well as for Sophron.? The characterization of the participants in his dia-
logues is supposed to have owed much to their work. There is even a
tradition that appears to illustrate Plato’s esteem for these two authors,
namely the story that an edition of Aristophanes’ and Sophron’ come-
dies was found beside the philosopher’s death bed. He is also said to have
composed an epigram on Aristophanes: “The Graces were searching for
an eternal grove, one that would never perish, and they found the soul
of Aristophanes” (Test. 130 PCG).* At the same time, Plato supposedly
also ridiculed (kwpwdeiv) Aristophanes in the Symposium through the
use of comic techniques: a sudden fit of hiccoughs prevented the comic
poet from delivering his speech in praise of Eros.

Even if the story of texts found on Platos death bed were untrue,
although appealingly invented, and even if the charming epigram on
Aristophanes is actually not by Plato, the tradition referred to by Olym-
piodorus can be seen as a reflection of the issues facing ancient literary
criticism vis-a-vis the genre of Zwkpatikoi Adyol, as Aristotle (Poet. 1,
1447b11) termed the Socratics’ new form of representation that flour-

-

Translated by Benjamin Millis.

Aristophanes, Test. 53a PCG (Olympiod. Vit. Plat. (commentario in Alcib. pr. prae-
missa) p. 3,65 West): €xatpev 8¢ mdvvu kol AploTOQAVEL TH KWUKD Kol ZOPPOVL,
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ished after the death of Socrates in 399.* On the one hand, an origin was
sought and found in the prose mimes of Sophron;® on the other hand,
ancient scholars appear not to have missed the obvious connections
between Plato’s dialogues and the comedies of Aristophanes and Attic
comedy of the late 5th and early 4th century Bc as a whole.

New literary genres as the Zwkpatikoi Adyot do not appear out of
nowhere—this was recognized in ancient literary criticism just as much
as in modern literary studies—but rather develop from other, earlier
or contemporaneous forms, which they build on, which they open up
in form, structure and content, and which they combine with elements
from different genres. The prime example of this kind of genre history is,
without doubt, Aristotle’s reconstruction of the development of tragedy
(Poetics 4, 1448b3-1449a31) or—to use an example outside the scope of
ancient poetics—the origin of the novel as a typical literary mixed form.
In general, new genres show a number of dominant and subdominant
factors borrowed from other literary forms; these borrowings do not
obscure their origins even within the new organism into which they are
incorporated and which gains its genre characteristics from their inter-
play. Implicitly or explicitly (e.g. by use of quotations), authors make
the different origins of these building blocks reverberate in the literary
memory of their recipients, thereby referring to their ‘Sitz im Leben,
or ‘original position, and thus creating a specific mood that emanates
from the text, while at the same time using these reception signals to
suggest a certain stance that the recipient is meant to take toward the
text. The poets render their work ‘transparent’ by making various ‘sub-
texts’ constantly shine through the actual text, that is, the ‘main text. As
illustrated by his brief history of lyric forms in Laws (700a-701b3), Plato
was well aware that new genres could arise from the interaction between
author and audience and could originate in the urge of poetic talent not
to contend with tradition but instead to create something new.

But the proximity to comedy, and specifically to Aristophanes,
shown repeatedly in the Platonic dialogues posed a problem for ancient
Platonists. How can the accusation that Socrates levels at Aristophanes
in the Apology (18a7-d7)*—albeit without mentioning him by name—

* Cf. Lucas 1968, 60; ERLER, 2007, 68.

5 Cf. HoRDERN 2004, 26f., 197.

¢ Plato, Apology 18a7-d7: Ilp@tov pév odv Sikatdg eipt amoloynoacbat, & &vdpeg
ABnvaiot, TpOG T TPOTA HOL YeLdf KaTnyopnuéva Kal ToLG TPWTOVG KATYOPOUG,
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be reconciled with the respect Plato is supposed to have had for the
comic poet?” Olympiodorus solved the dilemma by viewing the Sympo-
sium as Plato mocking Aristophanes in the style of dvopaoTi kwuwdeiv.
Plato beats Aristophanes at his own game and at the same time takes
revenge—even if harmlessly—for the portrayal of Socrates in Aristo-
phanes’ Clouds. More on this later; first, some considerations on what
starting points Plato may have found in the comedy of his day that would
have appealed to him, and aided him, when producing his dialogues.

II.

Plato shares with the comic poets of the late 5th and early 4th centu-
ries BC an interest in appropriate education and, like comedy, analyses
traditional means and ways of matdeia. This analysis focuses especially
on whether and how nauwdeia improves human beings themselves and
makes them able, and even more so willing, to use their qualities for the
benefit of society. Comic poets, like seismographs as it were, frequently
pick up on societal changes and crises and critically interrogate these
supposedly dangerous new trends that threaten to implant themselves
in the polis by grotesquely distorting, obscenely pillorying or fantasti-
cally exaggerating them or by juxtaposing desolate reality with a utopia.
For this purpose, they developed a special type of play, the ‘intellectual
comedy, which focuses on the effects of the sophists on life in Athens.

émerta 8¢ mPOG T VOTEPOV Katl TOVG DOTEPOVG. EUOD Yip TOAAOL KATHYOPOL YEYOVATL
TPOG VpAG Kkat mdAat oA fidn €tn kai ovdev dAnbeg Aéyovteg, odg éyw paAlov
@oPodpat i Tovg duei Avutov, kaimep Svtag kai ToVTOVG devovg: AAN ékeivol
Sewvotepol, @ &vSpeg, ol LudV ToLG TOANOVG ék maidwv TapalapBavovteg émeldov
TE Kal KaTnyopovv €uod udAlov ovdev aAnbés, wg 0Tty TIg Zwkpdtng 0oPog avip,
TA Te PHETEWPA PPOVTIOTAG Kol T& DO YAG mavta avelnTnkwg Kai tov fittw Adyov
KPELTTow ToL®V. 00ToL, & &vdpeg ABnvaiot, <oi> TavTNV THY PrUNY KATAoKESATAVTES,
oi dewvol eioiv pov karriyopor oi yap dxovovteg fyodvtal Tovg tadta {nrodvrtag
0vd¢ Beodg vopilewy. Emettd eiowy odToL ol Katfyopot moAlot kai moAdV xpdvov {idn
KATNYopnKoTeG, £t 68 kai év tavtn Tf NAtkia Aéyovteg mpodg OUAG év i dv paAota
¢miotevoate, maideg OVTeG EViOL DUDY Kal HELPAKLA, ATEXVDG EPNUNY KATNYOPODVTEG
anoloyovpévov ovdevog. 6 8¢ mavtwv dloywtatov, 8Tt 008¢ Td dvopata oldv Te
avtdv eidévat kai eimely, MANV &l TIG KWPWSOTOLOG TVYXAVEL BV. doot 8¢ PBOVW Kal
StaPoli] xpopevot Opag dvémeilBov—oti 8¢ kai avtol memelopévot GAAovg meilbovtec—
obTOL TTAVTEG Amop@TaToi eioty- 008E yap avaBipacacdat oiov T éotiv adt@v évtavBol
008’ éNéyEaL 008éva, GAN &vaykn ATeXVDG MOTEP OKIOUAXETV ATTOAOYOVEVOV TE Kal
ENéyxelv Indevog AmokpLvopévou.
7 Cf. HErTscH 2002, 62, 64.
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The 420s in particular feature a high concentration of sophist comedies:
in 427, Aristophanes made his debut with Banqueters (Daitales), in 423
his Clouds took third place behind Cratinus’ Wineflask (ITvtivr) and
Ameipsias’ Konnos, which revolves around Socrates’ music teacher, fol-
lowed by Eupolis’ Flatterers (Kolakes) in 421 and Autolykos in 420.

The common thrust of Aristophanes’ and Eupolis’ plays was proba-
bly that sophistic rhetoric shakes the foundations of the family and leads
to the dissolution of the order of the polis, the kaBeot@Teg vopoL. A
strong indicator of this breakdown is seen in the fact that young people
who had visited the school of the sophists were no longer guided by the
classics—Simonides, Alcaeus or Aeschylus, who would be recited at the
symposium—but rather by the modern, decadent verses of Euripides. In
order to render this criticism dramatically, comic poets choose the path
of ‘personalization’ that is closely linked to a typical technique of Old
Comedy, namely ‘mocking individuals by name’—évopaoTti kwuwdeiv.
Individuals who are well known throughout the polis are put on stage
as representatives of a particular lifestyle and attitude, of a particular
‘profession’” or téxvn), while few, if any, of the details attributed to them
by the comic poets tally with the real-life individual. The best known
example is of course Aristophanes’ Socrates in the Clouds, onto whom
Aristophanes projected everything associated with idle intellectuals, in
addition to everything popularly considered as philosophy. Protagoras
in Eupolis’ Kolakes probably received a similar treatment. Philosophers
concern themselves with pointless theories, they are ‘out of touch; are
dubious characters and actual freeloaders. In addition, there is Meton,
who represents mathematicians and astronomers in the Birds (992-
1000), Euripides in almost all the comedies from Acharnians to Frogs
and Agathon in the Thesmophoriazusae as representatives of new trage-
dy, and Cinesias again in Birds (1372-1409) as a typically modern cho-
ral poet. The common denominator linking all these individuals is the
sophistic influence that guides them as literary artists, as is documented
in the ‘catalogue of intellectuals’ in Clouds (331-334):*

oV yap p& A{’ olob’ 6T mAeioTous altal Béokouot coploTds,
OoUPIOUAVTELS, IATPOTEXVAS, CPPAYIBOVUXAPY OKOUNTAS

KUKAICOV Te XOPGIV AOUATOKAUTITAS, EVdpas HETECPOPEVOKAS,
oudev dpdvTas Bdokous’ apyous, STI TAUTAS HOUGOTIOIOUGLY.

8 Cf. ZIMMERMANN 1993.
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In the same way that the comic poets develop their respective ‘comic
theme’ that determines the concept of the play on the basis of the ‘criti-
cal ideq, i.e. a critique of the sophists, Plato develops his ‘philosophical’
topic from a comparable critical approach and connects particular atti-
tudes with particular individuals who were regarded as experts in their
tield. The difference from comedy is that, on the one hand, in contrast
to comedy, Plato uses the respective manners of speech of the characters
in his dialogues to bring forth actual, life-like, realistic characters rather
than place-holders for particular trends who may bear a well-known
name but could just as well bear a different one. On the other hand,
he does not subject his characters to exclusionary laughter and verbal
violence, borne by spitefulness and an aversion to everything beyond
one’s comprehension and against all those with abilities in any way out
of the ordinary. Ultimately, many of Plato’s dialogues expose the claims
confidently stated by experts as pretensions and d\aloveia.’ At the same
time, the Platonic &\a{6veg are not unmasked ungraciously, but instead
humour is used to show their limitations, their pseudo-knowledge
and pseudo-competency. This is expressed particularly well in Laches’
speech, in the dialogue of the same name (183c8-184a7), that recounts
the disastrous performance of ability in battle once displayed on a war
ship by a teacher of the martial arts. This man could pass as the quintes-
sential caricature of a sophist: in the face of the comical epideixis, friend
and foe alike forget both war and battle and break out in applause and
liberating laughter."

° Cf. RIBBECK 1882.

'°Plato, Laches 183c8-184a7: dedvotvxikacty. émel kai todTOV TOV Ztnoilewv, v
Opeig pet’ éuod év To000Tw SyAw é0edoacbe émdecviopevoy kai T& peydla mepi
abvtod Aéyovta & EAeyev, £TépwOi £y® kdANoV éBeacapny €v Tij dAndeiq wg dAnODG
¢mdetcvopevov ovy €kovTa. mpooPalodong yap Tiig vewg ¢’ 1) émefdtevev mpog
OAkada Tvd, éuaxeto €xwv dopudpénavoy, Stagépov 81 dmhov drte kal avTdG TOV
A wv Stapépwv. T& pev odv dAa ovk o Méyewv mept Tavdpog, TO 8¢ ooPLopUa TO
ToD Spemdvov Tod mpog T AdyXn olov AméPn. paxopévov yap adtod évEoxeTod OV
év 101g TAG vewg okeleoy Kai avtehdPeto- elhkev odv O Ztnoilews PovAdpevog
amoldoat, kol 00y 0idg T Ny, 1} 8¢ vadg Tiv vady mapriet. Téwg uév odv mapéet v Ti
vii &vtexopevog tod dopatog: émel 8¢ 8 mapnueiBeto 1 vadg Ty vady kal Eméoma
avTov ToD 80patog £XOHEVOY, E@iel TO dOpu Sid TAHG XeLpOG, Ewg dkpov TOD GTUPAKOG
avtehdPeto. fiv 8¢ yéAwg kai kpdTtog H1d TOV €k TG OAKAS0G émi Te T® oAttt adTOD,
Kai ¢netdi) Bardovtog Tvog Aibw mapd Tovg mddag avtod €Ml TO KaTdoTpwa dieTal
ToD 8Opatog, TOT 10N Kkal of £k TAG TPUPoVG OVKETL ol T fioav TOV YEAWTA KATEXELY,
Op@VTEG alwpodpevov ék TG OAKAd0g TO Sopudpémavov ékeivo. {owg uév odv i &v
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It is not without reason that Plato, in two passages where he addresses
comedy and the delight in comic topics, refers to ‘envy’ (¢66vog) as the
driving force behind the laughter set off by comedy (Apology 18d1; Phile-
bus 48b11, 49a8)." This analysis of comic mockery in terms of recep-
tion agrees completely with the description of the technique of évopaoTi
Kwpwdetv given by the so-called Old Oligarch (pseudo-Xenophon, Con-
stitution of the Athenians 2, 18): the Athenians will not allow the demos
as a whole to be mocked in comedy; at the same time, they enjoy watch-
ing individuals who are out of the ordinary in wealth, lineage, or abilities
be subjected to ridicule.'? Plato’s statements regarding mockery in com-
edy and comedic laughter may thus be read metapoetically: although he
shares certain points of criticism with comic poets, he rejects their route
of personalizing matters via 6vopaoti kwpwdeilv, which he terms defa-
mation (StaPoAr}) (Apology 18d1); instead, he employs ironic winks like
the hiccoughs that assail Aristophanes when he is preparing to give his
speech in praise of Eros. Unexpectedly, the comic poet is overcome by an
attack perpetrated by his body—but which is harmless in comparison to
those often incurred by characters in his comedies.

Aristophanes’ praise of Eros, whose dUvapig he seeks to illustrate
via the myth of the double-gender round people (189¢2-193d6), may
indeed represent an allusion by Plato to the frequent use of popular,
fantastical stories by the comic poets in their plays. The myth that Plato
has Aristophanes recount shows clearly the close familiarity of the phi-
losopher with the techniques used by Aristophanes to illustrate abstract
issues or introduce his audience to theories: besides ‘personalization,
there is also ‘metaphorical dramatization. This comic technique, argu-
ably the most important for Aristophanes, consists of representing ab-
stract issues as characters on stage or inserting them in the action. Thus
the chorus in Clouds, to stay with this play, represents everything an
average Athenian associates with philosophy and rhetoric or, more gen-

Tl tadta, domep Nikiag Aéyet oig & o éyw évteTOxNKa, TOladT dtTa é0Tiv. § 0OV Kai
&€ apyic elnov, eite obtw opkpag.

"1 Cf. n. 6. - Plato, Philebus 48b11: ZQ. ANA& pijv 6 ¢Bov@Vv ye &mi kakoig Toig TOV TéEAAG
106pevog dvagpavioeTa.

2 kwpdeiv § ad kai kak®g Aéyety 1OV pev Sijpov ovk E@ouy, tva pi| adtol dkodwat
Kak®G, idiq 8¢ keAevovowy, &l Tig Tva fodAetal, €0 €idoTeg §TL ovXL TOD Srjpov éotiv
o0& tod TMABoVG 6 KWUWSOLPEVOG WG Mt TO TOAY, AN #| TAoVOLOG 1 yevvaiog §
Suvapevog, Ohiyot ¢ Tiveg T@V TEVATWY Kal TV SNUOTIKOY KwpwdodvTal, Kai 008’
ovToL ¢av pn St ToAvTpaypoovvny kai Sl o (elv mAéov T Exery Tod Srjpov: dote
008¢ ToG ToLoVTOVG AxXBoVTal KWHOSOVHEVOG.
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erally speaking, with intellectuals. The audience is supposed to activate
all the personal associations with ‘clouds’ in their memory and transfer
them to the object of criticism, sophistic rhetoric and rhetorical phi-
losophy. In this way, sophism and philosophy are accorded the epithets
‘dubious, out of touch, unfathomable and dark, constantly changing
shape, deceptive, much like Cinesias” dithyrambs.'? Plato uses his myths
and similes in a similar manner—in so doing, he comes very close to
Aristophanes’ ‘metaphorical dramatization’ Issues that are, or could be,
clarified via dialectical argument, are presented as an image in a myth,
thus becoming immediately intelligible.

III1.

Closely linked to the quest for the best manner of education is inspection
of the literary forms that play a significant role in traditional moudeia.
“Young children have a teacher who guides them, adults have poets”—
thus Aeschylus in Aristophanes’ Frogs (1054f.) in his plea in defence of
his style of tragedy that culminates with the following demand: “So it’s
vitally necessary for us to tell them things that are good”!* Like Plato,
Aristophanes imagines poetry as having an immediate, didactic effect
on the audience, especially when it is mimetic and performative. The
analysis of Homeric verses at the beginning of Book 3 of the Republic,
like Aeschylus’ criticism of the content and style of Euripides’ tragedies
in Frogs (1060-1088), shows that the young people hearing or watching
such things are corrupted since they imitate the behaviours presented in
literature, and this in turn has lasting, negative effects on the polis as a
whole. This is especially apparent in the Clouds (1352-1451): sophistic
influence leads young Pheidippides to ignore the classics, such as Simon-
ides (1356) and Aeschylus (1365), and to prefer Euripides instead—with
the result that the young man threatens to beat his mother and father.
Literature can cause these formative effects because it—entirely in
line with the logos-theory developed by Gorgias in his Helen—has the
ability to trigger a multitude of emotions and to do so in the context of
purely fictional circumstances that do not personally affect the audience.
Plato’s Ion shows the development of quasi-mass hysteria, driven by the

3 Cf. NEWIGER 1957, 50-74.

AL Ma AD GAN 8vTs GAN dmokpOTTElY Xpr) TO TTOVNPOV TOV Ye ToNThY, / Kol Ui
napdyewv pnde Siddokey. Toig pev yap nadapiotov / ¢oti Siddokalog 6otig epadlel,
toloty & fiB@ot montat. / ITavv &7 8l xpnotd Aéyetv uas.
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rhapsode’s impressive singing and powerful acting; in his Thesmopho-
riazousae, Aristophanes demonstrates—in an obscene manner appro-
priate to comedy—the erotic effect of Agathon’s effeminate song on his
listeners (130-133).

Both Plato and Aristophanes perceive a particular danger in the mi-
metic excesses demonstrated by tragedy (and probably also dithyramb)
in the late 5th century. Plato provides a list of such depraved imitations
of natural sounds of all kinds in his Republic (3, 397a), while Aristo-
phanes repeatedly parodies these tendencies in his comedies—e.g. in
the hoopoe’s song in Birds (227-282), the singing contest between Dio-
nysus and the frogs in Frogs (209-268), or the vocal imitation of the
cithara’s sound in Frogs (1285-1295) and Plutus (290).

If a mimetic all-rounder of this sort were to arrive in the polis as de-
signed by Plato, and if he were to offer to perform his poetry, he would
be shown out in a firm but friendly manner and with all honour, as
there is no place in the polis for this type of poetry (Republic 3, 398al1-
b4)."> Cinesias suffers the same fate in Birds (1372-1409) when, via his
dithyrambs, he attempts to enter cloud-cuckoo-land but is brusquely
turned away,'® whereas the traditional, anonymous lyric poet writing in

15 Plato, Republic 398a1-398b4: Avdpa 81}, wg £oike, Suvdpevov OTIO copiag mavtodandov
yiyveoOoau kai pupeioBoun mévra xpripata, el v dgikotto eig ThHv MO adTOG T Kol T&
notjpata Povddpevog emdeifacbat, mpookvvoipey &v adTOV WG iepdv kai Bavpactov
Kai N80V, eimotpev § &v 6t 00k £0TLY TOLOVTOG AVilp €V Tf) TOAEL TTap’ MUV oVTe OEIG
¢yyevéoBat, ATOTEUTOIHEY Te €ig AAANY TIOALY LOPOV KATA TG KEPAATG KATAXEAVTEG
Kai éplw oTéyavTeg, adTol § &v T® avoTnpoTépw Kai dndeotépw ot xpdpeda kai
puBoldyw dgeliag Eveka, 6g HUiv THy TOD Emietkodg AMEEY pipoito kol T Aeyopeva
Aéyol &v ékeivolg Toig TOTOLG 0lG Kat’ dpxdg évopobetnadpeda, dte TovG oTpaTIdTAG
énexelpodpev maudevety. Kai pdh; Egn, oltwg &v motoipiev, el ¢’ fiiv ein. Nov on, eimov
2y, @ @ile, Ktvduvevel NUIV TG HOLOLKAG TO Tept Adyovg Te kal PoBovg mavTehdg
SamemepdvOat & te yap Aektéov kai wg Aextéov eipnral.

16 Aristophanes, Birds 1372-1409: KI. Avanétopat 8 mpog Olvpmnov ntephyeoot Kovgaig:
/ métopat § 680v EANOT € dANav pekéwv — / III. Toutl TO mpdypa goptiov Seitan
ntep@v. / KI. apoPw @pevi cvpati te véav épénwv. / IIL. Aonalopecda ghdpivov
Kwnoiav. / Ti dedpo moda ab kvANOV ava kOkhov kukAeic / KI. "Opvig yevéoBat
BovAopat AtyveBoyyog dndwv. / ITI. Tladoat pehwddv, AN’ 6 Tt Aéyeig einé pot. / KI.
Yo cod nrepwdelg Bovlopat PHeTAPOLOG / AVATTOUEVOG EK TOV VEQEADV KavaG AaPeiv
/ depodoviitovg kai vigoBorovg dvaBoldg. / TILEk T@v ve@eAdv yap &v Tig dvaporag
A&Boy; / KI. Kpépatat pév ovv évtedBev fjudv i téxvn. / Tov Sibvpappwv yop té
Aapmpd yiyvetan / dépla kai okoTetva kol kvavavyéa / kai ntepodovnta- 6O 8& kKAbwv
eloel Taya. ... ITI. OV yap od xaipeig ntepodovntog yevopevog; / KL Tavti menodnkag
1oV kuKkAlodiSaokaloy, / 8¢ Taiot uAaig mepluaxnTog eip’ dei; / IIL Bovlel Siddokery
Kal ap’ fUiv 00V pévwv / Aewtpo@idn xopov netopévwy opvéwv / Kekpomida guiv;
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the style of Pindar is received more graciously and returns home with
the gift of a coat (904-955), even if he too does not gain entrance to Pei-
setairus’ bird-state."” Aristophanes’ ‘processing’ of the two poets shows
similarities with the passage in Republic Book 3 that are too great to be
attributed to chance and thus suggest a direct reference to Aristophanes’
Birds by Plato.

Aristophanes, on the one hand, makes clear in his parodies that the
mimetic mannerisms of Euripides or Agathon violate the decorum of
the sublime genre of tragedy—whereas they are permissible in comedy
with its adherence to different norms—and that they pervert the edu-
cational mission of the genre, while Aeschylus’ ‘old” tragedy occupies an
important place in the education of citizens. Plato, on the other hand,
banishes ‘Homer and the tragic poets® from his state altogether be-
cause of their deleterious effects on the soul of the audience (Republic
10, 606e1-607a7), especially if this poetry is considered a serious matter,
and performed accordingly, rather than a mere game (602b matdid Tig).
But the institutional framework within which plays are performed—the

/ KI. Katayeldg pov, Sijdog el. / AAX’ odv &ywy’ 0 madcopat, 00T 100’ 611, / piv &v
nrepweig Stadpapw TOV dépa.

17 Aristophanes, Birds 904-955: I1O. Negehokokkuyiav tav eddaipova / kAfjoov, @ Mod-
oa, Teaig év Bvwy dotdais. / ITI. Tovti 10 mpdypa modandv; Einé poy, tic f; / IIO. Eyw;
pedyddoowv éméwv ielg doday / Movodwy Bepdnwy otpnpds, / katd tov ‘Ounpov. /
II."Enerta 8fita SodAog dv kounv €xei; / ITO. Ok, AAAA avTeG €opev oi Siddaokalot
/ Movcdwv Bepdmovteg 6Tpnpoi, /katd Tov ‘Ounpov. / III. Ovk €106 dTPNPOV Kai TO
Andaprov éxels. / Atap, & montd, katd ti Sedp’ dvegBapng; / TIO. Méhn nenonk’ eig
Tag Negelokokkvyiag / Tag Dpetépag kKA Te TOANA Kol kakd / kai mapBévela kai
Katd T Zipwvidov. / I Tavtt o moT €ndnoag; Amod moécov xpovov; / I10. Iahal,
néhau Of) VS €y kANCw moAwv. / TII. Ovk &pTt Bvw Thv Sekatnv TadTng éyd, / Kai
Tobvop’ domep matdiw vovdi) Béuny; / TI0. AANG Tig wkela Movodwy @atig / oldmep
innov apapvoyd. / Xd 8¢ matep, ktiotop Altvag, / {aBéwv iep@v opwvupe, / 506 Epiv &
T mtep / Ted ke@ald Béhelg / mpo@pwv Sopev Epiv tedv. / III. Tovtt mapé€et 10 kakov
UiV tpdypata, / €l pi Tt TodTe §6vteg dnogeviodpeda. / Odtog, ob pévrol omohada
Kol XIT@V’ £xelg, / amodudi kai §0¢ @ monTii T® co@®. / "Exe Tiv omolada- mavtwg 8¢
pot pry@v dokeic. / I10. Tode pev odk dékovoa @ita / Movoa dwpov déxetat / TV 8¢
Ted @pevi pade IIivddpelov €mog — / TIL AvBpwmog Nudv ovk drnaAlaxdnoetar. / ITO.
Nopadeoot yap €v Zkvbaig dAdtat otpat@v / G beavtoddvntov €66o¢ o mématat. /
Axheng & €Ba omolag dvev xrt@vog. / Ebveg 6 tot Aéyw. / TIL Evviny’ 61t fodAet TOV
xttwviokov Aapeiv. / Anodubi- St yap tov montiv w@eleiv. / AnehOe Tovtovi Aafwv.
/ TIO. Anépxopat, / kag v oA aneAOwv mofow totadi- / «KAfjoov, @ xpvodBpove,
TAV TpopePAy, Kpuepdv- / vigoBola media molvmopd T fiAvBov. Aaiai.» / ITL. Ni) tov
AP GAN 101 mé@evyag TavTayl / Td kpuepd ToVSL TOV XITwViokov Aapwv.

'8 Cf. MURRAY 1996, 188.
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Greater Dionysia, the polis’ most important festival—and the didactic
claim made by the two sibling genres preclude this sort of interpreta-
tion of polis literature, the Dionysian genres and the Homeric epics, as a
game. The consequence is that Plato’s state has no place for this kind of
literature, but only for edifying hymns and encomia.

IV.

But this does not mean that Plato strictly rejects literary genres, since
he is in fact able to appreciate the aesthetic attraction of the févopévog
A6yog and to evaluate very competently the literary techniques of these
genres, as is illustrated by his criticism of the dramatic genres and epic.
He instead exploits these forms and techniques to communicate his
genuinely philosophical concern in a quasi-purified manner—free from
the deleterious effects of polis literature—and on this basis creates a
new literary form. This new form is not written for a mass audience like
that present at the Dionysia, Lenaea or Panathenaia, and it is not em-
bellished with the optical and acoustic effects that accompany dramatic
texts for the sake of appealing to the public; it is instead addressed to the
small circle of people who wish to engage seriously with the topics of
Socratic-Platonic philosophy and who above all are aware of the means
employed by performative literature and the effects they can evoke, and
who thus possess antidotes (395b6 @dppaxa) against the damaging ef-
fects such poetry inflicts on the human soul (395b7).

This new form of literature, which incorporates the old genres of the
polis, purifies them and leads them towards a philosophical goal, can be
best observed in the Symposium.” All theatrical forms of the 5th cen-
tury are present in the Symposium as clearly recognizable subtexts. The
occasion for the narrative is Agathon’s first tragic victory in 416, the host
is the tragic poet himself, the comic poet Aristophanes is a guest, and
Socrates terms Alcibiades’ encomium that concludes the symposion—
eminently comparable to the schedule of the Dionysia—a catvpikov
Spapa TodTo Kai oAnvikdy, i.e. a ‘satyr and Silenus play’ (222d2f.).

This Dionysian framework, visible in the Symposium via the dra-
matic genres that are constantly evoked, is present right from the start
in the guise of the institution of the symposium to which Agathon has
invited his guests and is continuously recalled in the terminology from

¥ Cf. ZIMMERMANN 2014.
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the mysteries that pervades the Symposium. Alcibiades, an uninvited
guest (d4xAntoc), is likewise part of the Dionysian ambiance, as are the
komasts who accompany him and cause the orderly symposium to end
in Dionysian chaos (223b): the wine is now to be enjoyed without order.
One thinks of Dikaiopolis’ hymn to Phales in Aristophanes’ Acharnians
(263-280), which describes similar Dionysian orgies. On a side note,
right at the beginning Apollodorus’ pavia® lifts the Dionysian, orgiastic
curtain, contributing a dithyrambic colouring.

Within its microstructure, the text itself also shows numerous links
with dramatic genres on a number of levels. The introductory section is
arranged in accord with techniques from comic prologues: it begins me-
diis in rebus. It is unclear who is speaking, and whom the speaker is ad-
dressing. The hetairoi who are mentioned remain anonymous through-
out the work, much like a chorus, and in the introduction they are rep-
resented by the leader of the chorus in two brief throwaway remarks.
Apollodorus’ identity as the narrator is revealed in line 5, although the
fact that he comes from Phaleron had already provided a hint. Consid-
er the prologues to Aristophanes’ Knights, Wasps, or Birds, where the
dramatis personae are assigned names only late; in general, naming a
character late in the action appears to have been a comic technique.

Aristodemus, who is Apollodorus’ informant, and the narrator Apol-
lodorus himself are types who appear to have stepped from the pages of
an intellectuals comedy. They bear epithets that would have served to
mock them in 5th century comedy—Aristodemos is short and ‘unshod’
(173b2 opkpdg, dvumodnrtog)—while Apollodorus, who has a reputa-
tion of being weak and sentimental (173d7f. pakaxdg), seems to be a
Socratic reincarnation of Euripides’ servant in Aristophanes’ Acharni-
ans, of Socrates’ student in Clouds, or of Agathon’s slave in Thesmopho-
riazousae: all these servants make excessive use of their masters’ diction
and mannerisms.

The encomium of Alcibiades turns Socrates into an epic-tragic-com-
ic hero. It opens by comparing Socrates to Ajax, a tragic hero (219¢2),
followed by comparisons with Achilles, Nestor, Antenor and Pericles
(221c). Within this group, Socrates surpasses all in stamina, which is
underlined by a quote from Homer (220c2), but he is also invincible in
the consumption of wine: no one has ever seen him drunk (220a). He
thus combines the properties of both epic-tragic and comic heroes.

2 For pavia cf. Dopps 21960, XI-XX; ZIMMERMANN “2008, 44-50.
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Alcibiades, addressing Aristophanes directly, uses his encomi-
um to correct the latter’s image of Socrates by quoting line 362 from
Clouds “swaggering and casting his eyes sideways” (BpevOvopevog kai
TOPOalpw mapafdrlwyv) and reinterpreting it positively as a reference
to Socrates’ behaviour in battle. He similarly corrects Aristophanes’
caricature of an intellectual by portraying Socrates thinking while on
campaign (220c1-d5). Throughout the night, Ionian soldiers watch him
thinking, and they do this without bursting into laughter; they instead
display a simple man’s admiration for the mental dedication of a philos-
opher. What may appear comical and has been portrayed in a comically
distorted manner in Aristophanes’ Clouds (133-219)—particularly in
the report of Socrates’ student regarding his master’s absurd and point-
less experiments—is revealed as the profession and confession of an in-
tellectual and it is accepted and perceived with admiration by the crowd.

The poetological conclusion that Plato has Socrates deliver at the
end of the Symposium is well prepared for: both tragedy and comedy
should be written by the same poet, who would then be able to cre-
ate a comic-tragic hero like Socrates, but not for the purpose of enter-
tainment and for mocking, exclusionary laughter, as was the custom in
comedies of the time, or to trigger “shivering full of fear and tearful
pity and a painful longing” (¢pikn mepigpofog kai Eleog moAVSaKkpLG
kai 60og thomevOng), as Gorgias describes the effects of poetry in his
Helen (8). Rather, the purpose is to provide a benefit to the audience.
But this benefit cannot be conveyed in the theatre of Dionysus, in front
of an audience of thousands of people, but only within a small circle
of like-minded people, as may be the case at a symposium like the one
described by Plato. In this new literature as created by Plato, there is also
room for a new type of myth in which there are not old-wives tales or
gruesome stories (Republic 3, 337c-381e), but rather narratives animat-
ing fantasy and flights of thought, and which is capable of abridging the
long dialectical path to the truth. This Platonic, elitist theatre lacks the
dimensions that Aristotle terms &texvot, ‘not part of the art; in his Poet-
ics—the dy1g and pehomotia, the staging and setting to music, which are
particularly able to rouse the emotions. Plato’s texts address the intellect
alone. In the best sense of the word, they are pure theatre of the mind.

Bernhard Zimmermann
Albert-Ludwigs-Universitét Freiburg
bernhard.zimmermann@altphil. uni-freiburg.de
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Otatpo tov Nov: O ITAatwvag kat To ATTiko Apdpa

Bernhard ZIMMERMANN

Hepinyn

ITAPOYZA pehétn Siepevva TIG OXECELS AVAUETA OTNV ATTIKN

Kwpwdia Tov 50V kat Tov TPwipov 4ov at. .X. Kat Tovg Stalo-
youg tov ITAdtwva. Baotkod ototxeio ovoxeTiopov Twv dvo eivat To ye-
YOVOG OTL TO0O oL Kwpkoi TonTtég 600 Kat o ITAdtwvag mpooédwoav
Otaitepn PapvTnTa 6TOV SISAKTIKO-TAUSAYWYIKO PONO TWV SPAUATIKWY
eldwv oto mhaiolo tng abnvaikng dnpokpartiag. QoT600, AvTiBeTa TPOg
™mv kKwpwdia kat Ty Tpaywdia, ot MAatwvikoi dtdhoyot dev amevdv-
vovtal ota ovvatodnpata Tov kowvod. MdAlov “amokaBaipovv” Tig
Tapadootakés SPAPATIKEG TEXVIKEG KAl TIG EVOWHATWVOVV OF pia Véa
Spapatikn-Staloyikn pop@ry, n omoia anevBvvetat otn Aoykr.
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