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A citharodic performance typically included a mpooiptov that preceded a vopog. Theoretically,
there are three possible options: a prooimion (1) was an inseparable introduction to a spe-
cific main part; (2) was not performed independently, but could precede various main parts;
(3) was an independent piece. Most evidence points to option 2. Standard circumstances of
performance must have stereotyped the subject matter that appeared in the introduction, so
the proem became an autonomous song that could precede any narrative part, and even be
performed independently (if there were no agonistic connotations and transitional formulas).
Pseudo-Plutarch’s notions of ancient citharody (De mus. 1132B-C; 1132D; 1133B-C) are in-
terpreted as follows: a proem addressed to the gods was a citharode’s own composition (hence
g BovAovtal, despite its formal character and epic metre). It was immediately followed by a
nome, whose epic narration could be either original or taken from Homer and other poets and
set to music according to one of melodic patterns systemized by Terpander. Terpander’s pro-
ems likely offered two proofs of this theory: they ended with a formula of transition to another
song, which itself did not follow. Apparently, the option to use someone else’s poetry in the
main body led to the practice of writing down the proems without the subsequent nomes, so
that they were seen as independent works. It is likely that Pseudo-Plutarch’s source was refer-
ring to minor Homeric hymns, since they correspond perfectly with the information that we
have about citharodic proems.
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This paper examines the correlation between vopog and mpooipov as musical-poet-
ical terms.

The etymology of the word mpooiutov is disputable: since ancient times it has been
derived from either oiun ‘song’! or olpog ‘way’? (Quint. 4. 1. 1-3). Solving this problem

! This is the prevailing view: see e. g. Bohme 1937, 28-30; Koller 1956, esp. 191; Nagy 1990, 353.
2 Maslov 2012, 198-203. Chantraine 1974, 783, admits that oipog and ofun are themselves kindred
words.
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is irrelevant to this present study. In surviving texts, mpooipuov can mean introduction,
prelude, proem and, metaphorically, any beginning.?

Authors from the classical period speak of the prooimion as something typical of
many different genres: rhapsody,* chorus® and solo® melic poetry, rhetoric,” and in gen-
eral, “all kinds of music” (mdong povong) and “anything related to the voice” (6owv gwvn)
KEKOLVVNKeV), as Plato puts it.® It is well known that the Homeric hymn to Apollo (HH 3)
is called mpooipov in Thucydides (3. 104. 4-5).° The very possibility of calling an ex-
tensive epic poem of 546 verses, with a complete narrative subject, a “proem” needs ex-
plaining.'® This designation is not attested for minor, non-narrative Homeric hymns, but
it would seem an apt identification for them, all the more so because some hymns (both
major and minor) end with a promise of “another song’!'! which formally labels them as
proems. Since F. A. Wolf,!? it has been supposed that Homeric hymns literally served as
introductions: while the minor ones preceded longer songs, the major ones could open an
entire festival or one of its program events.! The alternative, and more convincing, expla-
nation is an etymologically unfounded extension of the name npooipov from the minor
to the major hymns due to their technical resemblance.!* In fact, below we shall see that

3 LSJ s. v.: “L. 1) opening, introduction; in Music, prelude, ouverture; in Ep. poems, proem, preamble; in
speeches, exordium; 2) metaph. of any prelude or beginning; 3) of premonitory symptoms of disease”

4 Pind. Nem. 2. 1-3:"00ev mep kol Opnpidat / pant@v énéwv t& TOAN" dowdol / dpxovrat, Awg éx
nipootpiov... Koller 1956, 190, argues that mpooipiog is an adjective here, an epithet of Zeus, but cf. Maslov
2012, 193, n. 6: “there is no evidence that such an epithet of Zeus ever existed”

5 Pind. Pyth. 1. 3-4 (of the phorminx): neiBovtat §’ dotdol oapaoty / &ynodpwv OTOTAY TPoOIHiwy
appordg Tevxng.

6 Plat. Leg. 4. 722d: kai 81 mov kiBapwdikis G@SAG Aeyopévwv vopwy kal maong povong mpooiuta
Bavpaotdg éomovdacpéva mpokettat. Cf. below n. 28.

7 The earliest evidence of using this term with regard to rhetoric is in Critias (ca 420 BC), who wrote
a treatise likely called ITepi Snunyopwdv mpootpiwv (Critias fr. 43, I1.316 D-K: €v 10ig Anpunyoptkoig
npooupiolg): see Costantini, Lallot 1987, 19. Plat. Phdr. 266d: a prooimion is p@Ttov ¢ S¢i ToD Adyov
NéyeoBau &v apxij. Aristot. Rhet. 3. 1414b19-21: To pév odv mpooipdv ¢otv dpxi) Adyov, &mep €v motrjoet
TPOAOYOG Kal £V aDANTEL TPOAVALOV.

8 Plat. Leg. IV, 722d: A6ywv évtwv kal 80wV @wvi) KEKOLVOVIKEY TPOOIfLd TE 0TLV. ..; see above n. 6.

® Thucydides quotes not the beginning of the hymn, but the lines 146-150 and 165-172, which makes
it clear that he applies the word npooipov to the whole poem. Aelius Aristides (Or. 34. 35 Keil) likely follows
Thucydides, as he calls the same hymn npooipiov (Allen, Halliday, Sikes 1963, LXXI, 186-187).

10 Rabinovich 2008 (Pa6unosuy E.T. “3ametkn o HomyuHanym” In: B. A. Ycnenckmit, @. B. Yenenckuii
(pen.). Paxmuvl u 3naxu: uccnedosanus no cemuomuxe. Bemyck 1. M., ICK, 2008, 9-24), 15-16. The rela-
tive brevity of the prooimion follows from its very function as an introduction and is proved by evidence:
Quint. 4. 1. 2 pauca illa; cf. Philostr. Vita Apoll. Tyan. 4. 39 Bpaxbv Sie€eh@av dpvov (without using the term
npooiptov). Power 2010, 201 (on HH 3): “its great length would probably have completely deferred the nar-
rative epos that normally followed the recitation of the prooimion”, cf. Nagy 1990, 354.

1 The closing verse oe? & &yw dpfdpevog petaprioopar EA\ov &¢ Buvov occurs three times (HH 5.
293; 9. 9; 18. 11). In 12 hymns, a more evasive expression is used: avtap £yw kai o€io kai GAANG pvijoop’
do1dfiq (HH 2. 495; 3. 546; 4. 580; 6. 21; 10. 6; 19. 49; 28. 18; 30. 19) / avtap éydv duéwv kai AAng pvijoop’
4oudf¢ (HH 25.7;27.22;29. 14; 33. 19). This may not be an indication of an immediate transition to another
song, but a promise of singing more praises of the same divinity in the future: see Richardson 2002, 324, for
various possible explanations. Yet De Martino 1980, 232-240, adduces numerous parallels demonstrating
that this is rather a transitional formula.

12 Wolf 1795, CVI-CVII with n. 78: “compositos a rhapsodis esse Hymnos, quibus solemni recitationi
Homericorum et aliorum Carminum praeluderent”.

13 See e. g. Crusius 1887, 1384-1385; Schmid, Stihlin 1929, 232; Aloni 1980, 27, 30-31.

14 E.g. Allen, Halliday, Sikes 1936, XCIII-XCV. Rabinovich 2008, 14-18, points at common metrical
(hexameter) and pragmatic (prayer) parameters in major (epic) and minor (non-epic) hymns. Maslov 2012,
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there is more evidence of applying this word to clearly independent compositions.!* In
any case, the corpus of Homeric hymns offers examples of poetical production that might
have been called mpooijua in antiquity.

The idea that the terms mpooiptov and vopog are interchangeable (just like mpooipiov
and Upvog!®) goes back to Th. Bergk!” and was shared by some scholars in the 19 centu-
ry,!8 but it is unfounded. Bergk’s main argument rested on the fact that a quotation from
Terpander (Terp. fr. 2 Gostoli) is sometimes attributed to a prooimion'® and sometimes
to a nome? in scholia and lexica (although never by the same author). However, we can
easily land upon other explanations: e. g. by assuming that prooimion referred to the be-
ginning of a nome (inseparable from its main body), or considering that some of the
grammarians were in error (in that they knew several names of the nomes from classical
literature and tried to ascribe Terpander’s quotation to one of them at random).?!

There is only one passage which seems, on the face of it, to consider the prooimion
and the nome to be the same thing (Suda o 1701): ApglavaktiCewv- &detv tov Tepmdvdpov
VOOV, TOV kahoDpevov §pBlov, & adtd mpooioy TadTny Ty dpxnv eixev-“duei pot adToOV
dvaxt exatnPolov dodétw @pnv”. According to the manuscript reading, vopov is an an-
tecedent of 6 mpooipiov: “to sing Terpander’s nome called Orthian, that proem of his,
which had such a beginning...”. However, this is apparently impossible Greek, and 6 avt®
npooiptov needs emendation, such as proposed by Bergk: o0 10 mpooipov tavtny v
dpxv eixev.?

Thus, using the terms vopog and mpooipov synonymously is never actually attest-
ed. Yet there is a problem as to whether a prooimion was the first part of a nome or else
an isolated (subsidiary or even self-sufficient) piece within a citharode’s repertoire. Both
meanings are attested in respect to other genres. On the one hand, by saying that Athens
is “the best proem” for his ode, Pindar obviously means something to begin a song with.?*

191-192, 194, n. 10, supposes the extension of meaning “an introduction including an address to the gods”
to “a poem that is addressed to the gods™.

15 Cf. LS s. v.: “IL. hymn or short poem, such as those attributed to Homer”.

16 The word duvog is applied to Homeric hymns in Diod. Sic. 1. 15. 7; 3. 66. 3; 4. 2. 4; Paus. 4. 30. 4;
9. 30. 125 10. 37. 5; Athen. 1. 40, 22c. However, Aloni 1980, 28-32, argues that the name of mpooipiov was
substituted for that of Buvog in the course of time.

17 Bergk 1882, 9; Bergk 1883, 213 with n. 32.

18 Liibbert 1885/1886, XXII; Crusius 1887, 1385 (assuming that vopog has a broader meaning:
npooiptov is a vopog that precedes a religious ceremony or a rhapsodic performance, and therefore a minor
one); Dippe 1888, 1051 (claiming that only hexametric vopot were called mpooipta, see below n. 55).

19 Schol. R ad Aristoph. Nub. 595ca (p. 132 Holwerda): duei pot adte: ppeital t@v Sibvpappomoidv
kol kBapwddv T& Tpooiua. cuVeXDS Yap éketvol TavTy xpdvtar i) Aé€er 1O kai ap@avakTtag adTodg
ékdhovv. £o0tL 8¢ oD Tepmdvdpov “aue’ époi dvaxta ékatnPorov”. Ibid. 595cf: duei pot adte: ¢k TOV
ITeptévdpov mpootpiwv. Suda a 1700: Apgravaktifev- 1 mpooyudletv. S 10 obtw mpooyudlesdar.
Iepiavdpog (Tépmavdpog Bergk)- dpei pot adtig dvakta.

20 Hesych. a 3944 Latte: Apgl dvakta- apxf) vopov kibapwdikod. Phot. Lex. a 1304 Theodoridis: Apgl
dvaxtag- apyn Tic £ott vopov kibapwdikod Bowwtiov fj AioAiov, fj Tod Opbiov.

21 The awareness of those who tried to relate the quotation to different nomes referred to in classical
literature deserves no credit: most probably, these are the guesses of grammarians who did not know Ter-
pander’s work. The papyrus P, Flor. I1 112 (CLGP I. 1.4 no. 28), frr. E+D+C, col. I.5-10, shows that the task
of indicating a definite nome was set during the time of Didymus, that is, in the late 1% century BC, and its
solution was not obvious. Earlier evidence is lacking.

22 Bergk %1882, 9. Cf. Wilamowitz 1903, 92, n. 2: 1t adtod Tpooipiov.

23 Pind. Pyth. 7. 1-2: Ké\\otov al peyalomodieg ABavat mpooipiov. ..
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Pausanias refers to the address to the Muses in Hesiod’s Works and Days** as a tpooipiov
(however, his Boeotian informants notably disagreed that this proem was authored by
Hesiod, thus seeing it as something separable from the main poem). Most likely, as Pau-
sanias refers to Mimnermus’ prooimion to the elegy about the battle of the Smyrnaeans
and the Lydians, he similarly means to the first lines of the Smyrnaeis (fr. 13 West).>> On
the other hand, there are several mentions of independent compositions called prooimia
(by accident or not, they are all dedicated to Apollo). According to Plato, Socrates first
experimented with poetry shortly before his execution, setting some of Aesop’s fables into
verse and composing Tov &ig TOv AndAAw mpooiuov. This was clearly an autonomous
piece, and Diogenes Laertius refers to it as a paean.?® The same Diogenes Laertius identi-
fies a “proem” to Apollo among Empedocles’ works.?” Identical wording in Pausanias, &v
npootpin @ &g AtoAwva,?® makes one think that an analogous self-sufficient song in
honour of Apollo was composed by Alcman. Just like the Homeric hymn to Apollo, these
compositions were probably never conceived as preludes or introductions to anything
else. Even accepting thus an extreme view that only hymns dedicated to Apollo could be
called mpooipa, one must admit that addressing this god would be particularly suitable
for a citharode’s performance.?

Therefore, three cases are theoretically possible:

1) a mpooipov was composed as an introduction to a definite main part and could
not be separated from it to become a preface to any other piece (such a unity could be
provided by touching upon the contents of the main part in the proem);

2) mpooipta were not performed independently, but the same npooipov could be
used as a prelude to different main parts (in this case it could reflect the typical circum-
stances of performance and include a formula of transition to another song);

3) a mpooipov was a self-sufficient piece that could be performed independently.

As regards citharody, the picture is complicated by Pollux’” evidence of the structure
of Terpander’s nome:* its initial two parts were called 4pxd and petapyd, and we do not
know how they correlated with a proem. Pollux makes it clear that dpyd is a part (uépog)
of a nome. The impression is that the word apxa (&pxn) was not applied to an isolated
piece, whereas the word mpooiptov can mean both the first lines inseparable from the
whole poem and an independent song. J. H. Hordern points out that fragments are never
said to be from an dpyd of a nome?®! (and in general, no ancient author appears aware of

24 Paus. 9. 31. 4: Bowt@v 8¢ oi mept 1oV EMk@va oikobvteg mapethnupéva 86&n Aéyovoy a¢ Ao
‘HoioSog mowoetev ovdev fj Ta Epya- kai Tovtwv 8¢ 10 €¢ TG Moboag dgatpodaot mpooioy, apxny Tig
nou|oewg elvan 1o £¢ oG Eptdag Méyovte.

%5 Paus. 9. 29. 4: Miuveppog 8¢, ¢leyeia &¢ TV payny mowmoag Ty Zpvpvaiov tpodg Muynv te kal
Avdovg, gnaiv év 1@ mpootpie Buyatépag Ovpavod Tag dpxatotépag Movoag, Tobtwv 8¢ dANag vewTépag
eivat Atdg maidag.

26 Plat. Phaed. 60d: 10 &l 1OV ATOMw Tipooipuov. Diog. La. 2. 42: GAA& kod taudva Katd Tivag €moinoey,
o 1) apxr)- “AnA’ AmoAlov xaipe, kol Ap‘rspl, maide KAeevw”

¥ Diog.La.8.57: ypa\pavroc abtod kai dMa rompata Ty Te Eépgov didPaoty kai mpooipuov eig AmoAAwva.

28 Paus. fixovoa 8¢ kai &ANo T016v3e, 10 BSwp T Kaotahia notapod Sdpov eival tod Kngiood. todto
émnoinoe kal Alkaiog €v mpootpiw T £ AtoAwva.

29 Cf. Power 2010, 189-190.

30 Poll. 4. 66: pépn 8¢ 100 KBapwSikod vopov, TepmdvSpov kataveipavtog, Entd: dpxd, petapxd,
KATATPOTIA, HETAKATATPOTIA, OUPANDG, GPpayig, EmiAoyoq.

31 As regards the attribution of quotations in Aristophanes: TepndvSpov ¢oti(v) [/] &pxni (POxy 2737,
CLGP1.1.4 no. 27, fr. 1, col. 1.22-23) and AAkpdavog 1apxn (ibid., col. II. 18-19), I believe that the “begin-
ning” of Aristophanes’ song (the ode and the antode of the parabasis respectively) is implied.
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Pollux’ scheme).?? Meanwhile, everything has its own beginning, including the proems
themselves, cf. Suda a 1701: npooipiov Tavtny TV dpxnv elxev.>

Only one, and fragmentary, work known to be a citharodic nome has survived to
present day: Timotheus’ Persae (Tim. frr. 788-791 Hordern, late 5% century BC).>* Aside
from that, only some titles are available to us, and most of them give no indication of the
subject matter. Since we have no texts to analyse, there is nothing else left for us to do but
examine what eye-witnesses of citharodic performances say.

From Plato up to Cicero and Quintilian, it goes without saying that citharodes per-
form proems. On the one hand, gen. possessivus and dat. possessivus are grammatical indi-
cations that the prooimion belongs to a nome,* which implies that a tpooiuov was not an
independent piece. On the other hand, Plato specifically separates mpooiutov from (adt0g
0) vopog.>® Moreover, already when speaking of Terpander, the father of citharody, Her-
aclides of Pontus (Ps.-Plut. De mus. 4. 1132D) treats vopot and mpooipua as two different
types of his works:

ol 8¢ tig kiBapwdiag vopoL mPdTEPOV <0v> MOAAD XPOVW TOV adAwdik®dV KateoTabnoav
émit Tepmavdpov- €kelvog yoiv Tovg KiBapwdikodg mpdTepog dvopace, Bowwtiov tiva kai
Aiohov Tpoxaiov te kai O&Lv Knmiwvd te kai Tepmavpetov kah®dv, aANd pnv kai Tetpaoi-
Stov. memointat 8¢ 1@ TepmdvOpw kal mpooipa kKiBapwdikda év Emeay.

The nomes belonging to citharody were established rather earlier, in the time of Terpander,
and it was Terpander who first gave names to the citharodic nomes, calling them Boeoti-
an and Aeloian, Trochaios and Oxys, Kepion and Terpandreios, and finally Tetraoidios. Ter-
pander also composed citharodic preludes in epic metre.?’

Editors collected citharodic mpooipa into separate books. Thus, in the Suda,
2000 verses of “proems” are ascribed to Arion,*® and Timotheus is said to have composed
19 nomes, 36 proems, and 21 hymns.* Mismatching numbers of vopot and mpooipia
make it probable that the proems could either precede various nomes or be performed
independently of them.

32 Hordern 2004, 124.

3 Cf. Pind. Pyth. 1. 4: ipooipiwv duPoldg, of an instrumental prelude before singing.

3% Fr. 788 (khewvdv éhevbepiag Tevxwv péyay EANGSL k6opov) must belong to the beginning of Persae.
Hordern 2002, 127, considers it to be the first line of the prooimion, which to my mind is not evident.

% Plat. Leg. 4. 722d: t& & #unpooBev Av mavTta fiv mpooipia vopwy. 723¢: naotv ye vopolg €0ty
Tpooipua.

3 Plat. Resp. 7. 531d: mévta tadta mpooiptd ¢otv adtod Tod vopov. 532d: é’ avtov 81 TOvV vopov
Topev, kai SiENBwuev obtwg domep O mpooiptov S\Bopev. Tim. 29d: 10 pév odv mpooipov Bavpaciwg
anedetapedd oov, Tov 8¢ Oty vopov Nuiv éelig méparve.

37 Here and below, translations from De musica are by Barker 1984, with minor changes.

38 Suda a 3886 s. v. Apiwv: Eypaye 8¢ dopata- mpooipa gig & ,B.

3 Suda 1 620 s. v. TipoBeog: ypayag U ndv vopovg povotkods 18, tpooipa Ag', Aptepty, Staokevdg
N, eykwpa, ITépoag fj Navmhov, Puveidag, Aaéptny, SiBupapBoug ', Bpvovg ka', kai &AAa tivé. Cf. Steph.
Byz. Ethnica s. v. Midnrog (III, 184 Billerbeck, Lentini, Neumann-Hartmann): kai Tipo0eog kiBapwdog,
86 émoinoe vopwv kilBapwdikdv BiAovg ' eig En@v ,n TOV dptOuoy, kal mpovoa dAAwv ,a. Rohde 1901,
376, plausibly assumed that the source of both lexicographers was Philo of Biblos, Ilepi mérewv xai ol
ékdotn adT@v év86€oug fiveyrev, 2™ cent. AD.In this case, Tpovopia must be the same thing as mpooipua
(Reimann 1882, 17; Hordern 2002, 10).

8 Philologia Classica. 2024. Vol. 19. Fasc. 1



Prooimia themselves could be objects of aesthetic estimation.*’ Plato mentions the
amazing thoroughness of their composition: mpooipua Oavpact®@g éomovdaopéva (Leg. 4.
722d). Satyrus*! reports that Euripides bore up Timotheus, who could not win the favour
of the Athenians, and even composed a proem to his nome Persae, which brought Timo-
theus victory and acknowledgement. We have every reason to doubt the credibility of this
story, but it reflects a notion of a certain autonomy of the prooimion. An anecdote from
the treatise “On friendship” by Clearchus of Soli** produces an analogous impression:
Stratonicus, a citharist of the 4t century BC, famous for his witticisms, once listened to
a citharode in Byzantium, who performed the proem well, but the rest badly. Stratonicus
stood up and declared that he would pay 1000 drachmas to anyone who could reveal the
man who sang the proem.

Plato’s favourite metaphor — an introduction to the philosophical discourse as a
“proem of the nome™** — points to the correlation of their content. However, Cicero (De
or. 2. 80) makes it clear that in his time thematic links between preludes and the main
bodies were notoriously missing in citharodes’ performances:

Connexum autem ita sit principium consequenti orationi, ut non tamquam citharoedi prooe-
mium affictum aliquod, sed cohaerens cum omni corpore membrum esse videatur.

Let the exordium, also, be so connected with the sequel of the speech, that it may not appear,
like a citharode’s prelude, to be something merely attached, but a coherent member of the
whole body.*

For Quintilian as well (4. 1. 1-3), a prooimion means the opposite of addressing the
essence of the matter both in rhetoric and citharody:

Quod principium Latine vel exordium dicitur, maiore quadam ratione Graeci videntur
TIpooipioy nominasse; quia a nostris initium modo significatur, illi satis clare partem hanc esse
ante ingressum rei, de qua dicendum sit, ostendunt. Nam sive propter ea, quod oiun cantus est,
et citharoedi pauca illa, quae antequam legitimum certamen inchoent, emerendi favoris gratia
canunt, prooemium cognominaverunt, oratores quoque ea, quae, priusquam causam exordi-
antur, ad conciliandos sibi iudicium animos praeloquuntur eadem appellatione signarunt, sive,
quod oiuov iidem Graeci viam appellant, id quod ante ingressum rei ponitur, sic vocare est
institutum.

40 Power 2010, 189, n. 13.

41 Satyrus, Vita Euripidis (P. Oxy. 9. 1176) 39. 22 Arrighetti: tod Tipo6¢ov apd t[oi]¢"EAAn[ot]v Si&
[t]nv v Tt pov[ot]kf[t] kouvor[o]piav kai k[a]0” dmepPoliv aBvurnoavtog dote kali] Tag xelpag EavTdt
Steyvwkévat Tpoo@épety, ovog Ebpuridng dvamaly tdv pgv Oeatdv katayeldoat, tov 8¢ Tiuobeov afiol-
Bouevog NAikog ¢otiv v T@L yével tapapvdnoacbai te A\oyovg Stebtwv wg olov te tapak[A]nTikwTdtovg, kal
o) kal 10 T@V [Tepo®@v mpooiptov ovyypayat, Tod te vikij[o]at tavoacdlat] kata<[..]o[....Jevov<[]vu[]...

42 Athen. 8. 42, 350a: év 8¢ Bulavtiw kiBapwdod 1o pév mpooiuov doavtog ed, &v 8¢ Toig Aoumoig
4moTLYXAVOVTOG, AvaoTag éknpuéev “6¢ &v kataunvdon TOv TO Mpooiuov doavta kilBapwdov, Afyetat
XtAiag Spaypag”

4 E.g. Plat. Leg. 4. 722d: 1& & &unpooBev fiv mavTta fipdv npooipua vopwy. Tt 8¢ tadt’ elpnko; 108e
eimelv PovAnBeig, 6TL AOywv TAVTWY Kai E0WY PV KEKOLVWVIKEV TPOOifLd TE 0Tty Kai oxedov oldv Tiveg
avakiviioels, éxovoai Tiva Evtexvov Emixeipnoty xpnotpov mpog to pEAov mepaivesBal. Cf. Tim. 29d; Resp.
7.531d, 532a, d; Leg. 4. 723c-d. Given that Plato was attracted by the pun vopog ‘nome’ / ‘law’, this metaphor
is not the reason to conclude (pace Koller 1956, 183, 188; Power 2010, 189) that a musical prooimion was
mainly associated with a nome.

44 Translated by Watson 1860, 178 with minor alterations.
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The commencement or exordium as we call it in Latin is styled a prooimium by the Greeks.
This seems to me a more appropriate name, because whereas we merely indicate that we
are beginning our speech, they clearly show that this portion is preliminary to the subject
on which the orator has to speak. It may be because oiun means a song, and citharodes have
given the name of prooimion to the few words which they sing in order to win favour before
entering the regular contest, that orators have also called so the few introductory remarks
they make to gain the good will of the judges before beginning to plead. Or it may be because
oipog in Greek means a way, that the practice has arisen of calling the remarks that precede
the main body of speech a prooimion.>

Standard, oft-repeated circumstances of a citharodic performance must have led to a
stereotyping of the issues that should be touched upon in the introduction, thus causing
the disconnectedness of the proem, so that it became an autonomous song that could
precede any narrative part. A typical proem must have contained an invocation to a deity
and captatio benevolentiae. Parallels from Homeric hymns show that a singer could ask the
gods for benevolence towards the listeners and the polis of performance, as well as good
fortune for himself,*® including victory in the contest.*” A proem must have been about
gaining not only the favour of the gods, but also that of men: this is attested for rhetorical
introductions*® and is likely implied by Quintilian (emerendi favoris gratia canunt).*® Still,
if agonistic matters were not explicitly mentioned, this made it theoretically possible to
use the prooimion as a piece in its own right, a self-sufficient independent prayer.

Pseudo-Pluratch, basing his argument on Heraclides of Pontus,*® claims that Ter-
pander used epic®! metre to compose both the nomes (De mus. 3. 1132B-C) and the pro-
oimia (4. 1132D, see above), and that in the days of old, citharodes set not only their own
verse to music, but also that of Homer and other poets.

Ps.-Plut. De mus. 3, 1132B-C: 00 Aelvpévny § elvat TOV TPoepnuévwy TNy TOV TOMUATOVY
AEEWY Kol pétpov ovk Exovoav, AAAG kabdmep <THv> Ztnodpov Te kal OV dpxaiwv
pelomot@v, ol molodvteg €mn TovTolg [EAN TepietiOecav kal yap tOv Tépmavdpov €¢n
KIOapwdik@v oty dvta VOHwY, Katd vopov ékaotov Toig £medt Tolg £avtod kal Toig
Oprpov peAn mepttiBévra ddewy €v toig aAydoLy-

4> Translation based on Butler 1995 (1921), 7, with considerable alterations.

46 HH 2.494: npogpoves avt’ @S¢ Piotov Bupnpe’ dmadetv; 11. 5: Xaipe Bed, 806 8 &pupu Toxny eddau-
povinv te; 13. 3: Xaipe Oed kai Tvde odov moAw; 15. 9: Xaipe dval Atog vié- Sidov § apetriv Te kai SAPov;
20. 9: AXNN" TAn6"Heatote- Sidov §" dpetiiy te kai SAPov; 26. 12-13: 806 & fudag xaipovTag ¢ dpag adTig
ikéoBal, / ¢x & avd’ wpdwv eig Tovg TOANOVG EviawTols.

47 HH 6. 19-20: 80¢ & &v ay@vt viknv 1@8e @épecbay; 10. 5: 80¢ § ipepoecoav doidnv; 13. 3: dpxe &
4017 G; 24. 5: xapwv & Ay’ dmacoov dotdiy; 25. 6: Xaipete Tékva Atdg Kal ¢uny Tiuoat’ dotdnv.

48 Ps.-Plut. De vita et poesi Homeri 163, p. 438 Bernardakis: del toivuv xpwpéveov t@v pntépwy
TévTV Toig Tpootuiolg HTIEP TOD TPOCEKTIKWTEPOV T EDVOVGTEPOV TIOLETV TOV AKPOATNV. ..

4 Power 2010, 191.

50" Cf. evidence of Alexander Polyhistor, most probably taken from Glaucus of Rhegium (Ps.-Plut. De
mus. 5. 1132F): éinhwkévat 8¢ tov Tépmavdpov Oprpov pgv té &, Oppéwg 8¢ té péAn.

> I share the opinion of B. Gentili (Gentili 1977, 34-36) that, judging by the reference to Stesichorus,
€nn must mean not only hexameters, but also other kinds of dactylic and dactyl-epitrite (katenoplion-epi-
trite, to use Gentili’s term) verse. Cf. Wilamowitz 1903, 91: “Die Texte, die man singt, sind episch, wobei wir
diesen Begriff mindestens so weit fassen miissen wie das heroische Mass reicht, aber man wird nicht fehl
gehen, wenn man auch Elegie und Iambus zugelassen denkt”; Bowra 1963, 145: “This shows that £€nn could
be used also for lines of lyric poetry”; Russo 1999, 346: “Lyrical dactyls’ is a more accurate equivalent to &mn
in this context, since it suits the realities of Stesichorus’ metrical form”.
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The diction in the poems of the people I have mentioned [i. e. from Amphion son of Zeus up
to Homer’s Demodocus and Phemius] was not rhythmically indisciplined or lacking in me-
tre, but resembled that of Stesichorus and the ancient composers of songs, who composed
poems in epic metre and set them to music. Heraclides says also that Terpander, a composer
of citharodic nomes, set his own epic verse and those of Homer to music appropriate to each
nome, and sang them in competitions.

Ps.-Plut. De mus. 6. 1133B-C: To & 6Aov 1} pév kata Téprmavdpov kibapwdia kal péxpt Tig
Dpovidog fAkiag TavteAd¢ AT Tig ovoa Stetélet- oL yap &RV TO akatdv oltwg oteioBa
106 KtBapwdiag G Vv 008¢ peTagépety TAG appoviag Kal Tovg puOpovg- v ydap Toig vouolg
ékdotw Stetripovv v oikeiav tdowv. 810 kal TavTNV <THV> €nwvopiav elxov- vopor yap
npoonyopebBnoay, éned) ovk &RV mapafijval <to> kad’ ékaoTtov vevopouévov €idog Tiig
TaoewG. Ta yap mpdg Tovg Beovg wg Bovlovtal dgooiwaduevol, EEéBavov e0BUG £l Te TNV
Oprpov kal T@V GAAwv moinotv. 8iihov 8¢ o0t €otl i T@v TepmavSpov mpootptiwy.

In general, the style of singing to the cithara employed by Terpander continued in a quite
simple form down to the time of Phrynis.> In the old days, cithara songs were not allowed
to be performed as they are now, or to include modulations of harmoniai and rhythm, since
in each nome the pitch which belonged to it was maintained throughout. This is why these
pieces were given their name: they were called ‘nomof’ [i. e. laws] because deviation from the
form of pitching established for each type was not permitted. After dedicating themselves to
the gods in any way they wished, performers proceeded at once to the poetry of Homer and
other authors. This is clear from the preludes of Terpander.

This is one of the key passages reflecting ancient theoretical conception of a nome
as a genre. In confirmation of his words, Pseudo-Plutarch refers to Terpander’s mpooipta.
However, his commentators are puzzled by the question: how can the claims made above
about nomes (in particular, about their pitching and rhythm) become clear from the pro-
oimia?> To Bergk, this passage served as another proof that vépog and npooiutov were
synonyms, and therefore nomes, just like Homeric hymns, were performed as introduc-
tions to Homer’s songs.>* This conclusion contradicts De mus. 4. 1132D, where nomes and
proems are clearly two distinct kinds of compositions. Bergk argued that in ch. 4 the com-
piler arbitrarily added the phrase memointat 8¢ 1@ Tepmavdpw kai mpooipta kiBapwdika
¢év €meotv to the list of nomes, as he erroneously concluded from ch. 6 that Terpander’s
proems were not the same as his nomes.>

52 Le., middle 5 century BC.

53 E.g., Jithner 1892, 5, ascribed such a reasoning to the compiler: é069g should mean “ohne Wechsel
der tdoig”; “Die einheitliche Composition der Nomen wird demnach bewiesen durch den unmittelbaren
Ubergang vom einleitenden Anrufe der Gétter zur Dichtung Homers und der anderen, indem sowohl der
erstere als die letztere in Harmonie und Rhythmus tibereinstimmen mussten; kein Zweifel also, dass hier
unter Nomos die Zusammenfassung dieser beiden Theile zu einem Ganzen verstanden wird”; ibid. 6: “zwar
hatte er [sc. the citharode] beim Anrufe der Gétter ... beziiglich der Harmonie freie Wahl ..., musste aber
die einmal gewdhlte Tonart auch in dem Haupttheile beibehalten”. Cf. Westphal 1865, 79: whereas the same
€ido¢ “in Tonart und Tonlage” was observed, there was a change concerning the text: it was one’s own in the
proem and Homer’s or another poet’s in the main part (alternatively, Westphal assumed a lacuna); Koller
1956, 184: “weil es hexametrische Prooimia gibt, muf} auch die dem Prooimion folgende Partie des Nomos
hexametrisch sein”.

4 Bergk 1883, 213 with n. 32.

55 Dippe 1888, 1051, proposes a still less conclusive understanding of the phrase nenointou 8¢ 1@
TepravSpw kai mpooipta kibapwdika £v Emeotv: he argues that in ch. 4 the epic proems are distinct from the
nomes allegedly in trochaic and orthian iambic metre. Deducing the identity of nomes and prooimia from
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Although this hypothesis helps to give the passage from ch. 6 a sort of logical consist-
ency, it should be refuted. Firstly, the author of De musica does not make any conclusions
of his own and never adds any original claims.”® Secondly, we have already seen abundant
evidence that separates nomes from prooimia.

To my mind, we have here an example of Pseudo-Plutarch’s usual unskillful excerpt-
ing.>” As a matter of fact, despite the particle ydp (t& yap mpog Tovg Beodg wg fodAovtat
dgootwodpevor),®® the argument dealing with the combination of the citharode’s own and
other poets’ verse is not meant to explain directly the discourse over lack of modulations in
ancient citharody.® Probably there was an indirect causal relationship: Heraclides pointed
to the epic (that is, invariable and arranged kata pétpov) metre of the nomes and noted on
that score that poetic texts for them could be taken from Homer. As regards the reference
“This is clear from Terpander’ prooimia’, it only illustrates the last point: citharodes from
Terpander until Phrynis first called upon the gods using their own discretion (this was a
npooiptov), and then came over to the poetry of Homer and others (this was a v6pog).*°
Heraclides could likely find two bits of evidence corroborating this thesis in Terpander’s
proems: firstly, they ended with a formula of transition to another song;®! secondly, the
text of “another song” itself did not follow. One can conceive that the possibility of using
someone else’s poetry in the main part of the performance promoted the practice of writ-
ing down the proems without the following nomes, so that they were seen as independent
works and collected in separate books.

ch. 6, he concludes that Terpander’s nomes were of two different types — hexametric (alias mpooipta) and
not hexametric (which for that reason were given peculiar names).

56 Almazova 2022, 55-59.

57 The same is underlined by Jiithner 1892, 5, although his reconstruction of the train of thought is
different.

58 Cf. other cases of using the explanatory ydp in Pseudo-Plutarch, where either a logical mistake
has been made, or the train of thought has become unclear due to missing links: Almazova 2016, 26-28 (8.
1134A: &v dpyij yap éleyela pepelomompéva oi addwdol fdov); Hiller 1886, 414, n. 9; Almazova 2022,
62-67 (10. 1134D: Thadkog yap pet’ Apxiloxov gdokwv yeyevijoOat @alftav...).

59 Cf. Westphal 1865, 79: “Der Satz dpooiwodpevor ¢£¢pavov ist an den vorausgehenden durch yép
angeschlossen. Aber ein Zusammenhang zwischen beiden Sitzen findet nicht statt”. Weil, Reinach 1900,
19, § 45: “Il manque une transition necessaire entre les §§ 67-68 [¢v yap T0ig vopolg — €idog T Tdoewg]
ot il est question des modes des nomes, et notre § 69 [ta yap mpog ToLG Beods — mpootpiwyv] qui se rapporte
non auz nomes, mais aux proémes, et soccupe de leur texte, non de leur mélopée” (the editors suppose a
lacuna or a misplaced parenthesis). Lasserre 1954, 157, points to the analogous treatment of nomes in De
mus. 6 and Proclus, Chrest. p. 45-52 Séveryns ap. Phot. Bibl. Cod. 239 Bekker 320a33-b30 and notes: “la
notice sur les proemes de Terpandre jointe & ce passage lui est en réalité étrangére: ydp est un artifice du
Ps.-Plutarque qui I'a extraite d’'un autre contexte” (that of the end of ch. 3).

60 The same interpretation of t& npdg ToLG Beovg as corresponding to a prooimion, and Ty Oprpov
Kai T@v Awv moinoty to a nome, has been proposed by Susemihl 1874, 653-654. Otherwise, it has been
argued that the term vopog covers both calling upon the gods (in the proem) and performing epic verse
by Homer and other poets: Reimann 1882, 17-18 (he imagined a nome as consisting of a recitative epic
part surrounded by songs at the beginning and the end); Jiitthner 1892, 5; van Groningen 1955, 182 (nome
= proem + Homeric text + o@payic); Costantini, Lallot 1987, 17. Lasserre 1954, 157, creates confusion by
identifying pieces composed wg PovAovtar with the proems, but at the same time also with those nomes
where Terpander’s own, rather than Homer’s, poetry was used: “Ps.-Plutarque [at the end of ch. 3] divise
dlapres Héraclide les nomes de Terpandre en deux parties: vers personnels (proéme, évoqué ici [ch. 6] par
g PovAovtat) et vers homériques (nome proprement dit)”

61 Westphal 1865, 79; Jiithner 1892, 6.
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An assumption suggests itself that Heraclides had in mind those Homeric hymns that
have come down to us or analogous pieces.®? Justified or not,%® the idea that epic metre
and in particular hexameter was typical of early citharody is well attested for the classical
period. Beside the claims of Heraclides (Ps.-Plut. De mus. 3. 1132B-C; 4. 1132D-E; 6.
1133B-C)% and Glaucus (5. 1132F; 7. 1133F) preserved in De musica, one can recollect
that Sophocles and Euripides composed hexametric songs for the legendary citharodes
Thamyras and Amphion;®® in Aristophanes’ Frogs (1264-1295) Euripides mocks Aeschy-
lus’ dactylic lines that seem to be taken “from the citharodic nomes”;*® Timotheus of Mi-
letus — likely paying tribute to the old tradition — used hexameter at the beginning of
Persae.5’

Alongside the common metre, coinciding formulaic beginnings and endings are at-
tested for citharody and Homeric hymns. The initial formula of naming a deity the sub-
ject of the song and using the preposition duei with accusative occurs in four Homeric
hymns.%® On the other hand, this is how Terpander’s proem began (Terp. fr. 2 Gostoli:
Apei pot adtig &vax® éxatnfolov / detdétw @pnv). This trite exordium was mocked by
comic poets including Aristophanes (see Nub. 595: auei pot avte, ®oif’ dvaf), and the
scholia explain that it was abused in citharody and dithyramb® (and possibly also in trag-
edy’®), which was the reason for calling their authors apgiévaktec.

On the other hand, in Attikd dvépata Aelius Dionysius (27 century AD) quoted
¢£081a that he thought typical of citharody, comedy, rhapsody, and tragedy, identifying

62 Koller 1956, 184: “Denkbar ist, daf} er die Sammlung HH in Auge hat”

6 There is at least reason to doubt that the citharodes of old did not actually use any other metre but
dactylic. Orthian iambus and semantic trochee were ascribed to Terpander (Ps.-Plut. De mus. 28. 1140F).
Pure hexameter justly appears too monotonous for a musical performance, cf. West 1971, 308: “it is more
likely ... that Terpander, clearly an eminent figure in Spartan music of the early seventh century, made his
name by something more creative”; West 1986, 46: “it is unlikely that citharodes simply repeated ancient
tunes for hundreds of years without modifying them or inventing new ones”. Yet on the other hand, only
ever using one metre would make it possible to choose one of the seven given melodies to set the text to (see
below n. 86).

4 Cf. Procl. ap. Phot. Bibl. cod. 239 Bekker 320b5-6: Aokel 8¢ Tépnavdpog ptv mp@dTog Tekel@oat TOV
VOOV, Npww HETpw Xpnodpevog. It is conceivable that this view originated with Heraclides, who may have
been Proclus’ indirect source for the section on vopot (Rutherford 1995, 360-361).

65 Soph. Thamyras fr. 242 Radt TGF = 221 Nauck?® (Thamyras singing): ¢k ué¢v’EpixBoviov motipdotiov
£€oxebe koDpov / AVTOAVKOV, TOAéwV kTedvwy aivy Apyei koilw. Eur. Antiope fr. 182a Kannicht TGF = 225+
1023 Nauck? (Amphion singing): Ai@épa kai Taiav Tdvtwv yevételpay deidw.

6 Aristoph. Ran. 1282: ¢k 1@V k10apwdik®v vopwv. See Almazova 2016, 116-118.

7 Fr. 788 Hordern (see above n. 34). Cf. Ps.-Plut. De mus. 4. 1132D-E: 61t § oi kiBapwdikol
vopot oi dhat €€ En@v ovvioTtavto, Tipobeog EdnAwae: TOLG YOOV TPWOTOVG VOpOUG €V Emedt Staptyvowy
SBvpapPkiv AéEv 8ev, Emwg pn) e0BVS Pavi] Tapavop®dV €ig TNV dpxaioy HOVOIKNV.

88 HH 7. 1-2: Augl Aibvooov Zepéhng épikvdéog viov / pvioopat... HH 19. 1: Apgi pot Epueiao
@ilov yovov évvene Movoa... HH 22. 1: Augi Iooeiddwva Beov péyav dpyop’ deidewv... HH 33. 1: Apgi
A0 kovpovug Eltkwmdeg éomete Moboat... Cf. a description of Hermes singing to the lyre in HH 4. 54-57:
006 & V1O KooV dedev / ... / duet Ala Kpovidny kai Matdda kaAMméSiAov.

8 Schol. Aristoph. Nub. 595¢ a (see above, n. 19). Cf. Suid. a 1700: Apgiavaktag EAeyov kal Todg
SBvpapPomnolods: ouvexds yap Ekeivol TavTn Exp@vTo TH AédeL

70 Phot. Lex. a 1304 Theodoridis names Ion, a lyric and tragic poet, among the augidvakteg. Cf. Eur.
Tro. 511-514: apei pot'Thtov, @ Moboa, kavdv Buvwy doov odv dakpvolg @Sav emkndetov. Cerri 1984
1985, 174, assumed that Euripides was inspired by citharodic TAiov mépaig by Stesichorus. Gostoli 1990,
130, notes that katenoplion-epitrites betray the citharodic nature of this passage. In other words, tragedy
could borrow this beginning from lyric poetry.
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the words AN &va& pdha xaipe as a specifically citharodic conclusion.” The exact same
words (that is, likely, dAAa& pavag péa xaipe) cannot be found in Homeric hymns. How-
ever, other quotations make it clear that Dionysius wrote out not the formulae, but rather
definite examples of respective genres.”> Meanwhile, on the whole the traditional charac-
ter of the clausula combining the imperative xaipe with a god’s name, epithet or invocation
dva& cannot be denied. Such an ending consistently occurs in Homeric hymns, including
Xaipe dva§ / dvacoa six times.”?

Thus, the traditional repertoire of citharodes is being described as pieces in epic me-
tre, with the formula dp¢i dvaxta at the beginning and xaipe dvag at the end. This implies
at least morphological affinity,”* if not identity, of citharody and Homeric hymns. If their
metre was common, the only difference could be the way of performance — either singing
to the lyra accompaniment or recitation without music.” In this case, they could not be
differentiated on the basis of a written text. Perhaps this explains the almost total lack of
such an important archaic genre as citharody in the corpus of texts that have come down
to us.

Yet if indeed Heraclides was speaking of the Homeric hymns, did he consider them
to be nomes or prooimia?

Only two considerations might work in favour of nomes: we know that the hymns
from the corpus we now possess were indeed ascribed to Homer in the classical period
(Thuc. 3. 104. 4, 6), and it clearly follows from Heraclides’ words in De mus. ch. 3 that
Terpander used Homer’s poetry in the nomes (katd vopov ékaotov Toig €meot Toig EavTod

71 Zenob. 5. 99 (Paroem. Gr. 1, p.160, 1 sqq. Leutsch — Schneidewin): ZOv 8¢ Beol pakapeg- todto
gmléyovotv oi paywdoi- d¢ kai oi kitBapwdoi, AAN’ &va§ pala xaipe.Eustath. ad Il p.239,20 (1.
364. 5-9 van der Valk): Totéov 8¢ 811 ¢k ToD “GAN’ dval’, Smep évtadBa mapd 1@ momti keitou [I1. 2. 360],
apxn s ¢§odiov k1Bapwdikod O “4AAd aAN’ &va§”, wg iotopel Aihog Atoviaiog [Ael. Dionys.
a 76, p.102 Erbse = fr. 38 p. 102 Schwabe], domep, noi- kwukod pev fide: “kariotépavos, paywdod
8¢ abtn- “vdv 8¢ Beol pdaxapeg TV 00DV d@Bovoi ¢ote”, Tpayikod 8¢ “moAdal popgal T@V datpoviwy”.
Hesych. a 3113 Latte s.v. & AN’ &va§- ¢£0d0v kiBapwd@dv todto, kabdn<ep pay>wddv kai 0 “viv
<8¢ B¢oi ...>” Phot. a 987 Theodoridis s.v. & AN’ &val- é§odiov kiBapwdkod apxn, domep Kwpkod
ey “fjde kaAAoTépavog’, paywddv 8¢ “viv 8¢ Oeol pudkapeg T@v E0OA@Y dpbovoi éote”. Suda 0 1454: 20 v
8¢ Beoi paxapeg- To0T0 EMENEYOV Of Paywdoi, wg oi kiBapwdoi dAN’ &va§ xaipe- eiol yap
EMQwVRpaTa Tapd Toig malaloig montaic. Based on a contestable conjecture by Bergk, the quotation was
included in Terpander’s fragments (fr. 7 Gostoli).

72 Gostoli 1990, 146. For example, a typical tragic ending is taken from Euripides: Alc. 1159 = Andr.
1284 = [Bacch. 1388] = [Hel. 1688].

73 HH 15. 9: Xaipe dvaf Awg vié- 8idov & dpethiv te kad S\pov. HH 16. 5: Kai ob pév oltw xaipe
dvak: Aitopar 8¢ 0° doidfj. HH 19. 48 = 21. 5: Kai oV pév obtw xdipe dvag, hapat 8¢ o® aowdi). HH 31. 17:
Xaipe dvak, mpogpwv 8¢ Piov Buunpe’ dmale. HH 32. 17: Xaipe Oed AevkwAeve Sia Zehrvn. One should
confess that this kind of formula occurs not only in Homeric hymns, but also in Hesiod (Theog. 104: xaipete
tékva Ao, §6te § inepoeaoav dotdrv; lines 36-115 with an address to the Muses are actually a proem, see
Friedlander 1914, esp. 12; Koller 1956, 181-182; Nagy 1990, 354, 359) and in lyric poetry composed in dif-
ferent metres (Archilochus fr. 324 W.: xaipe dva€ Hpdxheg; IG IV 12131 = Page PMG fr. adesp. 935. 25-26:
Xaip” @ peyda dvacoa Matep ONOprmov).

74 Power 2010, 188: “at least some of the Homeric Hymns could have been derived from or even com-
mon to the repertoire of citharodes. Rhapsodic and citharodic prooimia were more morphologically and
phraseologically alike than different; they shared, after all, the same generic DNA”. Cf. Wilamowitz 1993, 91;
van Groningen 1955, 191; Bowra 1961, 23; Pavese 1972, 237.

75> Ford 1988, 303, n. 25: “Citharody and rhapsody may be seen as alternative treatments of the same
poetic texts”. The possibility of singing Homeric hexameters was defended by van Groningen 1955, 183-184;
Koller 1956, 163-167. West 1971, 308, argued that concerning Terpander this was “simply a projection back
to the mp@Tog evpetric of the practices of citharodes of the classical period”
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Kai Toig Opnpov péAn mepttiBévta ddewv). This passage was considered a reference to the
Homeric hymns by those scholars who regarded it unthinkable that ancient citharodes
sang excerpts from the Iliad and the Odyssey.”® However, this is a weak argument: on the
one hand, Heraclides could imply any epic poetry ascribed to Homer, and on the other
hand, it is possible that he knew some of the Homeric hymns as attributed to Terpander.
Besides, the little that we know about citharodic nomes (some titles of the classical period,
Nero's repertoire,”” parallels with instrumental nomes’®) leads us to postulate narrative
subjects for them. Therefore, if citharodic nomes should be sought for among Homeric
hymns altogether, only the major ones must be considered.” The hymn to Apollo shows
how proems could be incorporated into them.® Possibly, the connection of a prooimion
to a nome might be closer than usual, if the nome itself narrated the myth of a god, rather
than a hero.

As for the minor hymns, they perfectly fit in with the image of a citharodic prooimi-
on emerging from all the evidence considered above.®! Their brevity corresponds to the
words pauca illa in Quintilian. The promise of “another song” illustrates the transition to
“the poetry of Homer and other authors” mentioned by Pseudo-Plutarch. Invocation to
the gods is the subject matter of the proems (t& ... mpog ToLG B0V ... dpooiwadpevot).
That the opening formula dpgt dvaxta belonged specifically to the prooimia and not to
the nomes of the citharodes is attested by the earliest and the most reliable source — the
scholion to Aristophanes (Sch. R Aristoph. Nub. 595¢p, p. 132 Holwerda): augi pot adte-
¢k TV Ieptévdpov mpoorpiwy. The plural mpoorpiwy indicates that the scholiast implied
not the first lines of one of Terpander’s pieces, but rather the corpus of his npooipua that
he likely still possessed — as well as Heraclides (De mus. 1133C dfjAov 8¢ To0T éoTi Sia
T@v Tepnavdpov mpooipiwv). There is no equivalent certainty as to what the citharodic
closing formula belonged to (in fact, xaipe follows the narrative part in the major hymns
to Apollo, HH 3. 544; Hermes, 4. 578; Aphrodite, 5. 292; Dionysus, 7. 58),%? but if the
address to the god was enclosed within the proem, it is easy to imagine it framed by auei
dvakta and xaipe dvag.

The phrase ta yap mpog tovg Beodg wg PovAovTat dgooiwadpevol aims to under-
line the divergence between the nomes (allegedly subject to strict laws) and the proems.
B. Maslov®® draws attention to the verb agooidopat that can mean ‘to acquit oneself of an
obligation” and thus ‘to do a thing for form’s sake, i. e. do it perfunctorily’ (LS] s. v. I.2).

76 E, g., Crusius 1888, 267: “es wire die reine Barberei, aus jenen Epen (sc. Iliad and Odyssee) Stiicke
herauszureifien und — melodisch oder recitativ — zu komponieren”; Susemihl 1874, 653-654.

77" Nauplius: Tim. fr. 785 Page = Campbell = Hordern; Suet. Nero 39. 3; AP 9. 429; 11. 185. Niobe: Suet.
Nero 21. 2. Atttv Tivd 1) Baxyoag: Cass. Dio 61. 20. 2. Troianum excidium: Tac. Ann. 15. 39.

78 The Pythian nome depicted the victory of Apollo over Python (Strab. 9. 3. 10, Poll. 4. 84); the
Many-headed nome, the victory of Perseus over the gorgons (Pind. Pyth. 12).

79 Béhme 1937, 44, equated the Homeric hymns to the nomes. Crusius 1888, 266-268, considered
Homeric hymns, especially HH 3 to Apollo, to be “die Vorstufe, von der Terpander ausgegangen ist”.

80 See HH 3, 14: xaipe paxatp’ & Antol.

81 Weil, Reinach 1900, 19, § 45: “Les prétendus hymnes homériques ne son que des proémes (Thucydide,
III, 104) et doivent appartenir en majeure partie d Terpandre et a son école”; 28, § 69: “Les proémes homéri-
ques, dont nous avons déja signalé lorigine « terpandrienne » (note 45), confirment parfaitement la définition
de Plutarque”.

82 Power 2010, 188, relates this formula to the conclusion of the prooimion; Gostoli 1990, 147, consideres
the conclusion of a nome, equating ¢€6810v in Aelius Dionysius to éniloyog in Poll. 4. 66 (see above n. 30).

83 Maslov 2012, 193-194.
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Thus, in Pseudo-Plutarch’s passage it should mean “addressing the perfunctory things to
the gods” That the proem’s contents were formal seems highly likely,3* and Maslov just-
ly notes that “this notion of prooimion is incompatible with narrative Homeric Hymns”.
However, there is an inner contradiction in his description: “the form of prooimial com-
positions ascribed to Terpander was relatively free (bg fovAovrtar) as well as largely per-
functory”. How can a piece be formal and free at the same time? And on the whole, what
does @¢ Povlovtat mean,® if the issues to touch upon were predefined by tradition and
occasion of performance, and the metre was always epic, according to Heraclides? The
contradiction disappears if one supposes that, in Heraclides’ eyes, the proems were simply
a citharode’s own compositions, whereas for the epic poems in the main part, ready-made
melodies or melodic patterns were used — that is, one or another of the nomes fixed by
Terpander.8¢

Addressing a citharodic performance, it is important to distinguish a prooimion
from a nome proper and not to underestimate the possible degree of its independence.
Of course, it would be odd to assume that in the centuries-old history of citharody, a
mpooipov was never integrated into a nome, forming an inseparable whole with it, and on
the contrary, that it could never be performed independently — say, as a cult hymn. Still,
our evidence shows that conventionally a citharode’s proem was intended for performing
before a nome, but could display considerable autonomy.

References

Allen T.W.,, Halliday W.R,, Sikes E.E. (eds) The Homeric Hymns. Amsterdam, Hakkert, 1963 (1936).

Almazova N. A. Cradias nomos. Philologia Classica 2016, 11 (1), 20-30.

Almazova N. Daktylus und Enhoplios in Damons Rhythmuslehre. Hyperboreus 2016, 22 (1), 94-126.

Almazova N. Alexander Polyhistor and Glaucus of Rhegium as Sources of Pseudo-Plutarch’s Treatise De
musica. III-IV. Hyperboreus 2022, 28 (1), 53-70.

Aloni A. Prooimia, Hymnoi, Elio Aristide e i cugini bastardi. QUCC 1980, 4, 23-40.

Barker A. Greek Musical Writings. 1. The Musician and his Art. Cambridge, Cambridge University Press,
1984.

Bergk Th. Poetae Lyrici Graeci I1L. Lipsiae, Teubner, #1882.

Bergk Th. Griechische Literaturgeschichte II. Berlin, Weidmann, 1883.

Bohme R. Das Prooimion, eine Form sakraler Dichtung der Griechen. Biihl, Konkordia, 1937.

Bowra M. Greek Lyrik Poetry: From Alcman to Simonides. Oxford, Clarendon Press, 1961.

Bowra M. Two Lifes of Eumelus. CQ 1963, 13 (2), 145-153.

Butler H.E. (transl.) Quintilian. Institutio oratoria. Books IV-VI. London — Cambridge, Mass., Harvard
University Press, 1995 (1921).

Cerri G. Dal canto citarodico al coro tragico: La Palinodia di Stesicoro, I'Elena di Euripide e le Sirene. Dioniso
1984-1985, 55, 157-174.

Chantraine P. Dictionnaire étymologique de la langue Grecque I11. Paris [s. n.], 1974.

Costantini M., Lallot J. Le mpooiptov est-il un proeme?”. In: P. Hoffmann, J. Lallot, A.Le Boulluec (eds). Le
texte et ses representations, Etudes de littérature ancienne 3 (Paris: PENS, 1987), 13-27.

Crusius O. Zur Nomosfrage. Wochenschrift fiir klassische Philologie 1887, 45 (4), 1380-1385.

Crusius O. Uber die Nomosfrage. Verhandlungen der 39. Versammlung deutscher Philologen und Schulménner,
Ziirich 1887. Leipzig [s. n.], 1888, 258-276.

De Martino F. AAAH AOIAH (in coda all'inno omerico, 545-546). LAntiquité Classique 1980, 49, 232-240.

84 See Janko 1981 for revealing the formal structure of the Homeric hymns.
8 Note the perplexity of Volkmann 1856, 9, who placed wg fovAovtar after odx ¢Efjv mapapfvad.
86 Cf. Westphal 1865, 79; Jiithner 1892, 8; Gostoli 1990, XXII; Power 2010, 229-230.

16 Philologia Classica. 2024. Vol. 19. Fasc. 1



Dippe A. Uber die Frage der Terpandrischen Komposition. Wochenschrift fiir klassische Philologie 1888,
32/33,1018-1021; 34, 1050-1053; 35, 1082-1086; 36, 1114-1118.

Ford A. The Classical Definition of PAYQIAIA. CPh 1988, 83 (4), 300-307.

Friedlander P. Das Proomium der Theogonie. Hermes 1914, 49 (1), 1-16.

Gentili B. Preistoria e formazione dellesametro, QUCC 1977, 26, 7-37.

Gostoli A. Terpander. Roma, Ed. dellAteneo, 1990.

Hiller E. Die Fragmente des Glaukos von Rhegion. RhM 1886, 41, 398-436.

Hordern J. H. (ed., comm.) The Fragments of Timotheus of Miletus. Oxford, Oxford University Press, 2004.

Janko R. The Structure of the Homeric Hymns: A Study in Genre. Hermes 1981, 109 (1), 9-24.

Jithner J. Terpanders Nomengliederung. Wiener Studien 1892, 14, 1-17.

Koller H. Das kitharodische Prooimion. Philologus 1956, 100, 159-206.

Lasserre Fr. Plutarque. De la Musique. Texte, trad., comm., précédés d'une étude sur [éducation musicale dans
la Gréce antique. Olten — Lausanne, Urs Graf Verlag, 1954.

Liibbert E. Commentatio de poesis Pindaricae in archa et sphragide componendis arte. Bonn, Caroli Georgi
Univ. Typogr., 1885/1886.

Maslov B. The Real Life of the Genre of Prooimion. CPh 2012, 107 (3), 191-205.

Nagy G. Pindars Homer: The Lyric Possession of an Epic Past. Baltimore, Johns Hopkins University Press,
1990.

Pavese C. O. Tradizioni e generi poetici della Grecia arcaica. Roma, Ed. dellAteneo, 1972.

Power T. The Culture of Kitharodia. Cambridge, Mass., — London, Harvard University Press, 2010.

Rabinovich E. G. Notes on Nomination. In: B. A. Uspensky, E. B. Uspensky (eds). Fakty I znaki: Issledovaniia
po semiotike 1. Moscow, [aSK, 2008, 9-24 (in Russian).

Reimann H. Studien zur griechischen Musik-Geschichte. A. Der Nopog. Ratibor, Riedinger, 1882.

Richardson N.]. The Homeric Hymn to Demeter. Oxford, Oxford University Press, 2002 (1974).

Rohde E. Philo von Byblos und Hesychius von Milet (1879). In: Kleine Schriften von Erwin Rohde. Bd. I:
Beitrige zur Chronologie, Quellenkunde und Geschichte der griechischen Litteratur. Tlibingen — Leipzig,
Verlag von J. C. B.Mohr (Paul Siebeck), 1901, 365-379.

Russo J. Stesichorus, Homer, and the Forms of Early Greek Epic. In: J.N.Kazazis, A.Rengakos (eds).
Euphrosyne: Studies in Ancient Epic and its Legacy in Honor of Dimitris N. Maronitis. Stuttgart, Steiner,
1999, 339-348.

Rutherford I. Apollo’s Other Genre: Proclus on vépog and His Source. CQ 1995, 90 (3), 354-361.

Schmid W,, Stahlin O. Geschichte der griechischen Literatur. 1. Teil: Die Klassische Periode der griechischen
Literatur, von W.Schmid. I. Bd.: Die griechische Literatur vor den attischen Hegemonie. Miinchen, Beck,
1929.

Volkmann R. (ed.) Plutarchi De musica. Lipsiae, Teubner, 1856.

Watson J.S. Cicero on Oratory and Orators. New York, Harper & Brothers, 1860.

West M. L. Stesichorus. CQ 1971, 21, 302-314.

West M. L. The Singing of Hexameters: Evidence from Epidaurus. ZPE 1986, 63, 39-46.

Westphal R. (ed.) ITAovtdpxov mept povoikiig. Plutarch iiber die Musik. Breslau, Verlag Leuckart, 1865.

Wilamowitz-Moellendorff U.von. Timotheos, Die Perser. Hildesheim, Olms, 1973 (1903).

Wolf E A.Prolegomena ad Homerum sive de operum Homericorum prisca et genuina forma variisque
mutationibus et probabili ratione emendandi. Halis Saxonum: e libraria orphanotrophei, 1795.
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Humna Anexcandposna Anmasosa
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I purnpoanms: Almazova N.A. Citharodic Nomos and Prooimion. Philologia Classica 2024,
19 (1), 4-18. https://doi.org/10.21638/spbu20.2024.101

Philologia Classica. 2024. Vol. 19. Fasc. 1 17



18

BoicTymienne kudapena 06bIYHO BKIIIOYAIO IIPOIMIIL, KOTOPBIIT IIPEIIECTBOBA HOMY. Te-
OpeTNYecKy BO3MOXKHBL TPY CIIy4ast: 1) IPOSMUil ObUI HEOTHEMMMBIM BCTYIUIEHNEM K KOH-
KPETHOI OCHOBHOIT 4acTu; 2) He MCIIONHSUICS CAMOCTOSITEIBHO, HO MOT IIPeAIleCcTBOBATH
Pa3HBIM OCHOBHBIM 4YacCTsIM; 3) ObII HE3aBICHMBIM IIPOM3BEAeHNeM. BObIIMHCTBO CBUfe-
TE/IbCTB COOTBETCTBYIOT BapyaHTy 2. [To-BUANMOMY, CTaHAPTHBIE OOCTOATENbCTBA MCIION-
HeHs 00YC/IOBIIIY TEMBI, KOTOPBIX I10/Iara/loCh KacaTbCsl BO BBeeHUM (B TOM 4ucie o6pa-
IeHue K 6oraM u captatio benevolentiae), 4To U Cfienano BO3MOXXHBIM 060c06/IeHNe IPOIMMUS
B CAMOCTOSITE/IBHYIO [IECHB, KOTOPAsi MOIJIA IIPEALIeCTBOBATH II000MY HApPATUBY, a IIPU OT-
CYTCTBUM arOHaJIbHBIX KOHHOTALNIT 11 GOPMYJIBI ITePeXOfa K APYToli IIeCHe — I MCIIOTHSATD-
cs1 HesaBucumo. Ilpencrasnenus o fpesHeit Kudapopuu, orpaxeHusle y [IceBgo-Ilnyrapxa
(De mus. 1132B-C; 1132D; 1133B-C), nHTepIpeTUPYIOTCS Tak: 06paleHHbI K 60ram Ipo-
aMuit 6611 COOCTBEHHBIM COUYMHEHNEM Kudapenos (II09TOMy 0 HeM CKasaHo WG PovAovrtal,
HeCMOTPsI Ha (OPMaIbHBIIl XapaKTep COAEP>KaHNsI U 3a/JaHHBII SIMYECKIUIT METP); B HOME,
HEIIOCPEICTBEHHO C/IEJOBABIIEM 33 IIPOIMMUEM, SIIYECKOe IIOBECTBOBAHME MOXKHO OBUIO
CO3JaThb CaMOMY WM B3sTh y [oMepa 1 APYTUX II09TOB, @ B My3bIKe JICIIOIb30BA/ICS OfVH
U3 MAbIOHOB, CHCTEMATH3aIMs KOTOPBIX IIPUINChIBaIach Tepmanapy. JJo/mKHO 6BITh, TIPO-
amun TepraHapa MOATBEPXKAAIN 9TO BO33PEHNME TeM, UTO CofepKasm GpopMyIy Hepexosa
K JIpYroJi IleCHe, TEKCT KOTOPOI1, OBHAKO, He IPUBOANIICS. OYeBUIHO, BO3MO>KHOCTD UCIIONb-
30BaTh B OCHOBHOIT YaCTV 4y)KJe CTUXU CII0COOCTBOBA/IA TOMY, YTO IIPO3MUM 3ANUCHIBA/IUCH
6e3 CIe0BABIINX 32 HUMI HOMOB, BOCIPMHIMA/INCh KaK CAMOCTOSITE/IbHBIE TIPOV3BeIeHIIsI
U COCTaB/LUIM OTAenbHble cOopHMKN. [IpaBromnogo6Ho, 4To 1o mposMusiMu TepaHgpa
ucrounuk IlceBpo-IInyTapxa mogpasymeBan Maible TOMEPOBCKIIE TUMHbI, KOTOPbIE IOTTHO-
CTBIO COOTBETCTBYIOT IOLIEAIINM [0 HAC CBEHEHISAM O KIU(APOANIECKIX TPOIMILIX.

Kniouesvie cnosa: fpeBHerpedeckas MysbIKa, KU(DapOINIecKuit HOM, IIPO3IMMIL, TOMEPOBCKIe
TUIMHBL.
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