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A PINDARIC CHARIOTEER: AELIUS ARISTIDES
AND HIS DIVINE LITERARY EDITOR
(ORATION 50.45)

In his fourth Hieros Logos (Or. 50), Aelius Aristides reports that Asclepius instructed
him in a dream to dedicate a victory tripod commemorating his recent choral perfor-
mances. Aristides composes an epigram to be inscribed on the monument, detailing
his efforts as poet, president of the contests, and chorégos: Ilowmrns aéflwv e
BpafBeds aivrds Te xopmyds, | oot 768’ é0nkev, dvaé, pviupa yopootacsins (Or.
50.45).! But the god rejects this poetic attempt, dictating to his patient instead verses
that celebrate Aristides as an ‘illustrious charioteer of ever-flowing tales: Odvk
apavis “EAnow Apioreldns avélnker | pidbwv devdwv kbdiyuos rvioxos (Or.
50.45). Although no archaeological trace of the memorial has come to light at the
Asclepieum in Pergamum, the story has attracted some interest as indirect evidence
for dedicatory practices of the sanctuary’s elite visitors, and scholars have added the
revised epigram to the repertoire of inscriptions that illustrate how orators of the
imperial era publicized their status.” Little attention has been paid, however, to the
nature of Aristides’ self-commemoration in its narrative context.’ The first dedicatory
epigram is Aristides’ own composition; the revised version, on the other hand, is the
result of divine intervention, and it incorporates a striking metaphor of the poet as
charioteer. I shall argue that Aristides borrows this epinician motif from one of the
classical authors he most admired — Pindar — in order to make a statement about his
own relationship to his patron god, Asclepius.*

! Citations from B. Keil (ed.), Aelii Aristidis Smyrnaei Quae Supersunt Omnia, Vol. 2 (Berlin,
1898, repr. 1958).

2 Aristides says he dedicated a tripod adorned with representations of Asclepius, Hygieia and
Telesphorus in the Roman-era Temple of Zeus Asclepius (Or. 50.46), which appears to have
housed offerings made primarily by elite visitors, C. Habicht, Die Inschriften des Asklepieions
(Berlin, 1969), 13-14. Excavations of the Asclepieum have not, however, yielded any epigraphic
material related to Aristides, B. Puech, Orateurs et sophistes grecs dans les inscriptions d’époque
impériale (Paris, 2002) at 144; dedicatory inscriptions left by other orators of this period have
been recovered, Habicht, loc. cit. at 16 and 71-80. There are parallels for the offering reported at
50.45-6. The dedication in Athens (/G 2> 4531) of an altar to the same three divinities (a common
grouping) has been attributed to Aristides; see C.P. Jones, ‘Three foreigners in Attica’, Phoenix 32
(1978), 222-34. For an example of a tripod dedicated to Asclepius commemorating artistic
performances, see /G 2% no. 3120b (Athens, C.E. 190-200): dpywv diwovvoddwpos Edrdpmov
Téxvns | mdons pe k0dos kwuikis Tpaywkis xopwv | Tov SelbvpauPorv Tpimoda Ohk’
AorAymid. L. Robert, Etudes anatoliennes (Paris, 1937), 216-17 and Puech, loc. cit., 138-45
consider Aristides’ epigram in relation to contemporary orators’ self-commemorative inscrip-
tions.

3 Aside from brief remarks on epigraphic parallels or dedicatory practices, the passage receives
little comment in the annotated translations published by C.A. Behr, P Aelius Aristides: The
Complete Works, 2 vols (Leiden, 1981), A.-J. Festugi¢re and H.-D. Saffrey, Discours sacrés: Réve,
religion, médecine au Ile siécle ap. J.-C. (Paris, 1986), S. Nicosia, Discorsi Sacri (Milan, 1984),
O. Schroder, Heilige Berichte (Heidelberg, 1986).

4 Aristides’ relatively high rate of Pindaric quotation is noted by C.A. Behr, Aelius Aristides
and the Sacred Tales (Amsterdam, 1968), 11 and n. 28, and by A. Boulanger, Aelius Aristide et la
sophistique dans la province d’ Asie au Ile siécle de notre ére (Paris, 1923), 441. T.K. Gkourogiannis,
Pindaric Quotations in Aelius Aristides (Diss., University of London, 1999) provides a compre-
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In the fourth Logos, Aristides describes the resumption of his literary training and
rhetorical performances after a year of illness.’ In spite of continuing physical
weakness, Aristides is required not just to practise a little vocal exercise, light conver-
sation, or recitation from memory, but in fact to take up declamation in the full sense:
in the stoa near the theatre he is to perform an improvised and ‘agonistic’ speech (Or.
50.15). This, he says, was the first of many such performances, for ‘this new strength
was as if the god was providing it, and the year seemed to be one not of silence but of
training’.® In this story of professional revival, poetic composition constitutes a
distinct narrative sub-section (Or. 50.31-47) in which Aristides taps the traditional
springs of literary inspiration.” From his first tentative lines, written after falling ill
on the journey to Rome (Or. 50.31), to the public (8nyuooiq, Or. 50.43) choral
performances he presents in Pergamum, Aristides enjoys continual divine guidance,
and he begins and ends with Pindar as his model. In his initial paean to Apollo,
inspired in a dream by the god of poetry himself, the opening line — @Populyywv
dvaxta Iladva kApicw (Or. 50.31) — echoes the beginning of Pindar’s second
Olympian: Avaéwpdpuryyes Suvor.® His account closes on a similarly Pindaric note:
the narrative sequence culminates in dream-instructions to set up a choregic
monument, ‘partly as a mark of gratitude to the god, and partly as a memorial to the
choral performances I had given’.? The inscription for this memorial tripod crowns
the excursus on his poetic career (Or. 50.45):

Kal éuol wev mapeckebaoTo e’)\eyeiov ToLovdi
Homrns GéOAwv Te Bpafeds avTds Te Xopvryos,
ool 76’ e(?nxev, ava§ ;wn,ua Xopoo-raomg
émeira 3uo Twa éml TodToLs eTep nw E‘IT'I'], &v 76 ,u,ev TOUVO/.LO. ELXE Tov,uov 70 8’ 671
mpooracie 700 Beod TavTa éylyvero. éviknaev 8¢ 6 Oeds. 1) yap Muépa édel
ylyveobar Ty dvdleow, TaiTy pot Sokeiv 1) pikpdy TL mpo adThs mEpL TRV €w 1) Kal
ére Qarrov agukveiTar Oeiov émlypaupo éxov odrwaol:

Odk dpavi)s “EANnow Apioteldns dvéOnrev

hensive study of the citations in context. Pindar is by no means an exclusively epinician poet,
particularly for Aristides who, as Gkourogiannis shows, was thoroughly familiar with the entire
Pindaric corpus, much of which is lost to modern readers. Themes of crucial interest to Aristides
—including Pindar’s self-definition as a poet and his relationship to the divine — appear across the
corpus.

5 Or. 50.14. Behr (n. 4), 26, n. 19 dates the beginning of Aristides’ sojourn at the Pergamene
Asclepieum — and hence his return to rhetorical practice — to the summer of CE. 145, approxi-
mately a year after his return from Rome in poor health (cf. Or. 48.7, 46-49, 70); cf. C.A. Behr,
‘Studies on the biography of Aelius Aristides’, ANRW 2.34.2 (1994), 1140-1233, at 1155, n. 58.

® kal 76 7€ On THs dAAns Suvduews Wy ola Oeod mapaockevdlovros, kal édofev 6 ToU
éviavTod xpéros o cwwmis, dAN’ dokrfoews elvar (Or. 50.18). Asclepius imposes a regimen of
literary training, alongside prescriptions for physical health, and rhetorical feats themselves may
bring about cures: e.g. Or. 50.14-18, 22, 29-30. On contemporary notions about how vocal
exercise could affect health, see M. Gleason, Making Men (Princeton, 1995), Ch. 4, and
A. Rousselle, ‘Parole et inspiration: le travail de la voix dans le monde romain’, History and
Philosophy of the Life Sciences 5 (1983), 129-57.

7 The account of Aristides’ poetic training is part of the overarching narrative of his return to
professional practice (see also n. 25, below). For accounts of the place of poetry in oratorical
education of this period see Boulanger (n. 4), 42-7 and E. Bowie, ‘Greek sophists and Greek
poetry in the Second Sophistic’, ANRW 2.33.1 (1989), 209-58.

8 0. 2.1. Cf. Bowie (n. 7), 214-15.

* mepavBévTwy 8¢ TovTwy é86kel xpivar dvaleivar Tpimoda dpyvpoiv, dua wev 7@ Oed
xapioTipiov, dua 8¢ uvmueiov T@v xopwv ols éorroauer. (Or. 50.45) On the kind of perfor-
mances that might have led up to the dedication of the tripod, see Bowie (n. 7) at 216.
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And the following elegy had been prepared by me:

‘The poet, president of the contests, and chorégos himself,

has dedicated to you, lord, this memorial of choral performance’.
Then there were two other verses in addition to these, one of which contained my name,
and the other the fact that all this took place with the god’s guidance. But the god carried
off the victory. For on the day when the dedication was supposed to take place, on this day,
so it seemed, or a little before then, around dawn or even earlier, a divine epigram came to
me that went like this:

‘Not unknown among the Greeks, Aristides dedicated [this],

Illustrious charioteer of ever-flowing tales (muthoi)’.
I dreamed that I was inscribing this and also that I was going to dedicate it as a votive
offering precisely as if to Zeus.!?

Scholars have drawn attention to the fact that Aristides’ name is highlighted in the
god’s revised dedication.!! The inscription can then be adduced as another example of
the sense of self-importance that led certain rhetoricians of this period to identify
themselves by personal name only, without demotic or patronymic.'> However,
Aristides tells us that his name would have appeared in the first dedication as well, in
lines he does not quote here. There is no way of knowing what form this signature
would have taken, but if Aristides’ aim was to highlight the appearance of his name in
the god’s version of the inscription, he need not have mentioned that it was included
in the original dedication as well. More striking is the shift from a simple delineation
of his responsibilities in mounting choral productions, to an impressive metaphorical
evocation of his excellence. The first epigram follows the commemorative conventions
of choregic monuments, which enumerate the names and roles of the individuals
responsible for various aspects of the choral production.!® In the second, inspired
version, the claim to official functions is replaced by a bold statement of Aristides’
exceptional brilliance and fame (ovx dgavys “EAdnow) reinforced by Homeric
language (kU6tpos) and a description of his compositions as everlasting (devawy). All
this is animated by the metaphor — emphatically late in the second line — of Aristides
as a charioteer, fvioyos.

Chariot racing as shorthand for excellence was current in epigraphic monuments to
literary and artistic accomplishment. From among a number of examples ranging
considerably in both date and subject matter,'* a choregic epigram of the Hadrianic
period from Athens provides perhaps the closest parallel:

10 In order to be sure that he has completely fulfilled this part of the dream-prescription (... 70
dvalyua dvabrijoew s 81 Au) Aristides eventually makes a second dedication to ‘Olympian
Zeus’ (Or. 50.46), probably at a temple of Olympian Zeus on his ancestral lands in Mysia. For
this temple, see Or. 49.41, 50.48, 50.1, 51.10; Robert (n. 2), 207-22 locates it at the modern day
town of Alibey, north of Omerkdy. In the narrative context of a victory memorial, the reference
also recalls the games held in Zeus” honour at Olympia, whose athletic victors Pindar celebrated.

1" Puech (n. 2), 144-5 and 399-400; Robert (n. 2), 216-17; Habicht (n. 2) at 75.

12° A choice example is cited and interpreted by Puech (n. 2) at 399: dedicating a statue of
Demosthenes in the Pergamene Asclepieum (after dream-instructions from the god), the orator
Polemon identifies himself by personal name only, but specifies the patronymic and deme name
of the (presumably more famous) fourth-century dedicatee.

13 In this case, Aristides fulfills all the roles: poet, chorégos and agonothete (Bpafeds).

4 G. Kaibel, Epigrammata Graeca (Berlin, 1878), no. 39. 3 (Athens, Dipylon, fourth century
B.C.E.): fwloxos Téxvns Tpayukijs; no. 498. 2 (Boeotian Thebes, ¢. third century B.C.E.): jvioyos
mavroins aperis. T. Preger, Inscriptiones Graecae Metricae (Leipzig, 1891; Chicago, 1977), no.
10 (Athens, fourth century B.C.E.): 7jvloxos kifdpas.
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[Ka)ov pev yap Ipaéaylépys (?) yopov jridyevely] ...

[For Praxagloras charioteered (1vi6xeve[v]) an [excellent] chorus. (/G 22 3117)13

Aristides’ revised dedication fits well within this metaphorical and commemorative
tradition; Asclepius’ eloquent ‘charioteer of ever-flowing muthoi’ gives poetic éclat to
the responsibilities for composition and performance that Aristides had already
enumerated in more pedestrian fashion.!® The god’s victory — éviknoev 8é 6 Oeds (Or-
50.45) — is partly a stylistic one that illustrates the practical aid Aristides says was
bestowed upon him so abundantly in dreams.!” But as this climax of poetic commem-
oration and choral performance brings us full circle from Aristides’ beginnings as a
Pindaric poet at Rome (Or. 50.31), we should also consider the charioteering
metaphor from a Pindaric perspective, asking what it tells us about Aristides’
relationship with his divine literary editor.'s

Chariot imagery is prominent in the epinician odes, particularly in places where
Pindar reflects upon his own craft.'” He uses it to evoke two broad themes: (1) an
association with gods and the divine realm; (2) craftsmanship or technical skill. In
Olympian 1, written to celebrate the victory of Hieron of Syracuse in the single horse
race of 476 B.CE., the emphasis is on divine favour. When Pindar forecasts the
possibility of racing victories in Hieron’s future he also anticipates his own role in
celebrating them — by alluding to his poetry in terms of a chariot metaphor:

Oeos émiTpomos éwv Teaiol punderat
éxwv TolT0 Kados, Tépwv,
, 5o o 1y
pepiuvaiow: €l 8¢ un Taxd Aimou,
€t ylvkvrépav kev éAmopal
N . ; s, © \eqn v
ovv dpuatt Bod klelfew émikovpov ebpwv 68ov Adywy ...

A tutelary god keeps watch over your endeavours, Hieron, making this his concern. And as long
as he does not suddenly desert you I hope to celebrate an even sweeter victory with the swift
chariot, having found a helpful road of words ... (O. 1:109-110).

The ‘swift chariot’ is both the literal vehicle of Hieron as victor, and the metaphoric
vehicle of Pindar’s poetic excellence. In both cases, divine favour opens the path of
victory clear and unobstructed. Human craft also contributes to excellence, however.

5 Text from SEG 51.209; cf. S. Follet and D. Peppas-Delmouzou, The Greek East in the
Roman Context (Helsinki, 2001), 95-117. The individual named here is probably the c/orégos.

16 Cf. Bowie (n. 7) at 217.

17 See Or. 50.25-6.

18 Because the narrative context of the chariot image in the fourth Logos points towards
Pindar, I set aside another obvious precedent: the charioteer of the soul in Plato’s Phaedrus. In
his Or. 2 Aristides turns Plato’s discussion of madness and inspiration in the Phaedrus towards a
defence of oratory as a divinely inspired art, and in Or. 28 he evokes the image of a winged
chariot to describe his own performances (Or. 28.114—15); cf. 28.143 for direct reference to the
Phaedrus. On the centrality of the Phaedrus in contemporary literary culture, see M.B. Trapp,
‘Plato’s Phaedrus in the Second Century’, in D.A. Russell (ed.), Antonine Literature (Oxford,
1990), 141-73, at 141, 152-3 and 166-7 for details on Aristides. Platonic chariot imagery speaks
to the theme of divine influence, but it does not engage questions of the close relationship
between inspiration and technical skill, in the way that the Pindaric chariot does. Furthermore, as
epinician poet par excellence and one of Aristides’ preferred literary models (see n. 4 above),
Pindar’s example is directly relevant to the contexts of choral performance, competition and
poetic commemoration that are at issue in the passage under consideration here.

19 D. Steiner, The Crown of Song (London, 1986). M. Simpson, ‘The chariot and the bow as
metaphors for poetry in Pindar’s Odes’, TAPA 100 (1969), 438-49.
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So at Olympian 9.80-1 Pindar hopes that his own skill makes him worthy of the
chariot of the Muses: elqv edpnowems avayeioclai | mpdapopos év Mowodv Sippw
(‘Skilful with words may I be fit to be carried up in the chariot of the Muses’).?’ The
potential of the chariot metaphor as an expression of craftsmanship comes most
insistently to the fore in cases where Pindar shifts attention away from the vehicle and
towards the charioteer who drives it. In a context quite separate from poetry, a boxing
trainer responsible for moulding the innate strength and gifts of a young competitor is
presented in these terms:

Sedpive kal Tdyos 6" dAuas

5 9 ” ’
{oov <k’> elmowut Melnolav
xepwv Te kal Loxvos avioyov.

... and I would call Melesias equal in swiftness to a dolphin through the sea, charioteer of hands
and strength. (N. 6:64—-6)

Described as a charioteer, and likened to a dolphin in speed, the trainer Melesias
embodies the conjunction of learned skill and natural physical strength that he
nurtured in the victorious young Alcimidas.?! This potent combination of innate gift
and acquired skill returns in a remarkable image — of poetic excellence — from
Isthmian 7:

. \ ,
... Guvdpoves 8¢ Bpotol,
e/ \ 2y "
6 7L ) codlas dwTov drpov

A Y1 ,
kAvrals éméwy poaiow é€lknTar {uyér:

... and mortals forget what does not reach the glorious pinnacle of wisdom, yoked to renowned
streams of verses. (1. 7.17-19)

In the economy of the metaphor, attaining wisdom through poetry requires bringing
together the discipline of the yoked chariot and the spontaneous, natural inspiration
of flowing waters.

Inspiration and craft are the twin requirements of excellent performance in
Pindar’s world — whether athletic or poetic — and the image of the chariot can, as we
have seen, illuminate both. However, in the two places where he names his sub-
ordinates in the process of poetic production, Pindar uses the analogy of the
hierarchical relationship between the victor and his charioteer to figure his own
superior position as poet with respect to the chorus leader who presents his works.??
In Olympian 6, Pindar describes himself as drawing inspiration for his song from the
spring of the nymph Metope (O. 6.82-4) but then urges the chorus-leader Aeneas to
‘spur on’ (87puvvov) his companions in performance (O. 6.87-8). Aeneas is thus given
the enabling role of Phintis, Hegesias’ charioteer, who was in fact conscripted
(metaphorically) into poetic service earlier in the poem, when Pindar exhorted him:

20 For the chariot of the Muses, cf. I. 8.61 and Paean 7 (fr. 52h) 13-14, which Aristides quotes
when he produces an example of poetic locution at Or. 45.13: dpua povoaiov. I thank Professor
Ewen Bowie for this reference.

2l The same two metaphors (dolphin and charioteer) appear in fr. 140 B, where they seem to
describe Pindar’s poetry and the poetry of one of his predecessors respectively. W.J. Henderson,
‘Pindar Fr. 140B Snell-Maehler: the chariot and the dolphin’, Hermes 120 (1992), 148-58 reads
the metaphors here in terms of an opposition between inspiration and craft.

22 For discussion of the parallel Pindar constructs between his own chorus leader and the
charioteer who drove for the victor see N.J. Nicholson, Aristocracy and Athletics in Archaic and
Classical Greece (Cambridge, 2005), Chs 3 and 4.
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& Plvris, aAa Lebéov 18n pot obévos fHuidvwr,
& Tdyos, éppa keAevbw T’ év kabapd
Bdoouer Sxyov, ikwual Te mpos dvdpdv kal yévos:

‘O Phintis, yoke at once the strong mules for me, as quickly as possible, so that we may drive our
chariot on a clear path and I may come to his family’s very lineage’ (0. 6.22--5).

Likewise in Isthmian 2, when Pindar instructs his chorus-leader Nicasippus to ‘impart
these words’ (dmévetpor) to his guest-friend Thrasybulus (1. 2.47-8),% he echoes the
language (vewu- “dispense; direct’) he used earlier in the poem to describe the role of
Xenocrates’ driver, Nicomachus, in the racing victory (1. 2.20-2).%* In these examples,
then, the metaphor of the charioteer creates distance — if not precisely opposition —
between inspiration and craft.

When Aristides borrows the metaphor of the Pindaric charioteer for the
culminating episode of his poetic itinerary in the Hieroi Logoi, he invokes a complex
web of associations: divine inspiration, skilled craft, and also a suggestion of hierar-
chical distance between the two. In the epigraphic tradition, as we have seen, the
image of the charioteer is a motif of honour and status. Indeed, Aristides is not
carried up passively by the Muses’ chariot to a divine realm; rather he is himself the
glorious charioteer (kd8tuos 7vioyos). At the same time, the motif of divine
sponsorship is as closely entwined in his self-representation as a poet as it is in his
Pindaric model. For whose words are these that Aristides composes, publishes and
performs? The gift of the revised epigram recapitulates the crucial role of Asclepius
and other divinities in Aristides’ poetic development — a reminder that the
‘ever-flowing tales’ (udfwv devdwv) that Aristides ‘charioteers’ come from the god.
When Aristides declares that the god ‘carried off the victory’ — éviknoev 8¢ 6 Oeds —
the statement applies not to this particular interaction only; it sums up the story of his
progress as a poet (Or. 50.31-47) and, by extension, his whole professional revival.?®
Without relinquishing the claims to personal literary glory that the chariot image
suggests, Aristides points at the same time to his own subordination to the god.?® This
refinement need not ultimately detract from Aristides’ prestige: here, as so often in the
Hieroi Logoi, we see Aristides astutely negotiating the boundary between self-aggran-
dizement and glorification of Asclepius. The Pindaric image of the charioteer allows
him to achieve both purposes.

In his Hymn to Asclepius (Or. 42) Aristides is explicit about his pointed interest in
Pindar as a model for the relationship between writer and god.”” Here Aristides

23 Son of the now-deceased Xenocrates.

2% ovk éuéudln | puvaldippov xeipa mlaéimmoro pwTds, | Tav Nikbuayos kara kaipov
veiu’ dmdoars avios.

25 At the end of the excursus of Or. 50.31-47, Aristides makes a transition back to the subject
of oratory proper by rephrasing the compliment the god paid to him as a poet — udfwv devdwr
k¥8uos nrioyos (Or. 50.45) — in more general terms: é86ker mavrl Tpémw ypivar avréyeclal
TOV Aywy ... émeldr ye devdovs Tovs Ayous 6 Oeos éruyev mpocepnkds. ©... it seemed in
every way necessary to cling to oratory (logoi) ... since the god had called my words (logoi)
“everlasting”’ (Or. 50.47).

26 Compare the metaphor at Or. 43.26, ‘To Zeus’, where Zeus in his role as the universal
directing power is compared to the wapafdrys, while other beings (humans and other gods)
assume the enabling role of the "vioyos: kal mdvra 3¢ mavrayxos Awds peota ral maow éd’
éxdoTns mpdfews mapidpuTal, domep ol diddokalol Tois marol kal <oi> mapafdrar Tois
nridyocs, ‘And everything everywhere is full of Zeus, and for all he presides over every deed, as
teachers do with pupils and parabateis with charioteers’.

27 Or. 42 postdates the Hieroi Logoi, to which it contains a reference at Or. 42.10.
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describes his speeches as divine gifts, and he contrasts his understanding of his own
oratorical accomplishments with a story told about Pindar — that the god Pan himself
performed one of Pindar’s paeans. The reverse is true in Aristides’ case, he says:

- - , , > v Ay,
TO ’yap TOUL HLVS(IPOU IU.GTGB(I/\€S" EKELVOV [UEV ’yap o H(IV TOV TTALAVA (UPX"')(TG,TO,
e 7 E) \ 8 7 > ’ > ~ 2 \ ,8 /8 ’ 3 / 7 28
ws Adyos, éyw 8¢, el Béuis elmeiv, dv <ov édidafas Adywv, REoduny TovTwr>
LCJWOKPLT"‘]S‘ elvar ﬂpOﬁTP€¢d§ TE 'ydp OLL’!TO\S 6,77’ (I'L;TO?:’S‘ Kal} Tﬁg (iO-KﬁO'EQ)S‘
KaTéoTNs Nyeuwy.

In fact you [Asclepius] reversed Pindar’s situation. For in his case, Pan danced his paean, so the
story goes. Whereas I, if I may say so, <thought it right> to be the interpreter (bmoxpirs) of the
<speeches you taught>. Since you yourself [Asclepius] directed me towards them [i.e. rhetorical
studies, Adyous] and established yourself as the commander of my training. (Or. 42.12)2

Although the syntax is disturbed,® Aristides seems to describe himself as the
‘interpreter’, the ‘actor’ (vmoxpurys) of Asclepius, who directs his training and
performance in public speaking.’! In both images — one from the theatre and one from
the race-track — the god is the power behind Aristides’ accomplishments and thus the
true victor.

In conclusion, I have tried to show that the story of the revised commemorative
epigram in the fourth Hieros Logos is a more finely calibrated piece of self-promotion
than scholars have previously recognized. When the description of Aristides is
changed from ‘poet, judge and chorégos’ to ‘charioteer’, what is highlighted if we read
through a Pindaric lens, is Aristides’ relationship with Asclepius. Figuring both divine
inspiration and skilled craftsmanship, the Pindaric language of chariot racing
illuminates the dynamic connection between god and human that defines Aristides’
self-presentation as a writer of poetry, as it does his conception of his wider rhetorical
vocation.?

Princeton University JANET DOWNIE
jdownie@princeton.edu

28 Keil (n. 1), 338 follows previous editors in positing a lacuna and offers this conjecture in his
apparatus. For other conjectures, see Keil ad loc. and G. Dindorf, Aristides, 3 vols (Leipzig, 1829)
1.68,n. 3 (Or. 6 = Or. 12 K). Behr (n. 3) at 249 and 463 translates Reiske’s emendation: dv <ov
émoinoas, ¢yui> vmokpiri)s elvar, ‘I say that I am the actor of your compositions’.

2 The Vita Ambrosiana of Pindar records the tradition that Pan was seen between Cithaeron
and Helicon singing (48wv) one of Pindar’s paeans, A.B. Drachman, Scholia Vetera in Pindari
Carmina, 3 vols (Leipzig, 1903), 1.2.2. For Pindar’s song of gratitude cf. fr. 95 and Gkourogiannis
(n. 4), 110. Aristides refers again to this incident in his oration ‘In Defence of the Four’,
F.W. Lenz and C.A. Behr (edd.), P Aelii Aristidis Opera Quae Exstant Omnia Volumen Primum
(Leiden, 1976), at Or. 3.191, where it contributes to an argument about philotimia, a topic of
ongoing concern to Aristides; cf. Or. 28.55, where Aristides refers to O. 2.86-8 and invokes
Pindar as a model for poetic pride. On this oration, see I. Rutherford, ‘“The poetics of the
paraphthegma: Aelius Aristides and the decorum of self-praise’, in D. Innes, H. Hine and
C. Pelling (edd.), Ethics and Rhetoric: Classical Essays for Donald Russell on his Seventy-fifth
Birthday (Oxford, 1995). On Aristides’ use of the Pindaric biographical tradition see Gkouro-
giannis (n. 4), 114-16 and 119-25.
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31 Cf. Or. 50.18, Or. 50.26.
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