THE AUTOCRATIC THEATRE OF HIERON 11

Hieron Il of Syracuse reigned for fifty-four years, from 269 to 215 BC - longer than any other
Hellenistic monarch. His kingdom was relatively small and always required the support of external
powers: first the Ptolemies and then the Romans. It survived his death in 215 BC by a mere eleven
months, indicating how crucial Hieron himself had been to its preservation. The literary tradition on
him is unequivocally positive. His success lay in defining his position in Syracuse and Sicily as
traditional, benevolent, popular, divinely-favoured, and unshakeable. This definition took place in a
vast range of media, but here | argue that the theatre that Hieron built in Syracuse was fundamental to

the construction of his autocracy.!

DESCRIPTION OF THE THEATRE

The theatre is cut into the south face of the Temenites Hill, which forms the south edge of the Epipolai
plateau. The hill had been inhabited before the arrival of the Greeks in Sicily and became an extramural
sanctuary shortly after Syracuse's foundation.? The eastern part of the hill was a major quarry. To the
north there was a large necropolis. Under Hieron, the area became part of the urban conglomeration,

the centre of his new sub-city: Neapolis.?

Hieron's theatre is only briefly mentioned in the literary sources. Most information must come
from the physical remains of the theatre.* Unfortunately, the archaeology of the site is difficult. The
structure was repeatedly modified over a long period of time, starting in the classical period and

continuing until late antiquity. Whereas normally ancient builders constructed new buildings atop the

! Thanks to Peter Wilson and Eric Csapo for inviting me to contribute, to Juliane Zachhuber, Harry Morgan,
Panagiotis Christoforou, Elodie Paillard, Lorenzo Campagna, Peter Wilson, and Dick Green, as well as
audiences in Sydney, Leicester, and Messina for helpful comments, and to the British Academy for the funding
that enabled this research.

On Hieron generally, see De Sensi Sestito 1977; Eckstein 1980; Hoyos 1985; Bell 1999 and 2011; Portale 2004;
Lehmler 2005. Coinage: Caccamo Caltabiano, Carroccio and Oteri 1997; Wolf and Lorber 2011. Epigraphy:
Dimartino 2006 with further bibliography; Walthall 2011.

2 Polacco, Trojani and Scolari 1989, p. 118-9.

3 Portale 2015, p. 699-705; pace Voza 1993/4, p. 1287-1291.

4 Diod. 16.83; Cic. Verr. 2.4.119. Main archaeological discussions: Rizzo 1923; Bernabo Brea 1967; Polacco
and Anti 1981; Polacco 1990a; Polacco, Trojani and Scolari 1989; Wilson 1990, p. 68-72; Campagna 2004, p.
171-83. Full bibliography in Todisco 2002, p. 223 n. 17. Hellenistic theatres generally: Von Hesberg 2009.



foundations of the old, with a rock-cut structure like this, each new phase removed the previous one, so
there is no stratigraphy. Moreover, the structure has been poorly treated since antiquity. In the Middle
Ages and the Renaissance, it was repeatedly spoliated. From 1576 until 1921, it was the site of a number
of water mills. The cuttings for the foundations of these structures and for the drainage channels
connected to them run all over the site and are often difficult to distinguish from ancient cuttings and
the water from them, which was constantly flowing over the whole site, has heavily damaged the soft
Sicilian stone. As a result of these archaeological difficulties, it is difficult to reconstruct the history of
the site and its setting. Whether there was a theatre on this site before Hieron is a topic of great
controversy. | am of the opinion that there were theatrical performances on the site from the fifth century
BC, but very few of the arguments in this chapter depend upon this.®> What is necessary is to describe
what Hieron's theatre looked like, starting from the bottom and working upwards, with a particular
stress on the evidence that places various components of the theatre in the time of Hieron, rather than

earlier or later. The complex as a whole is depicted in fig. 1, a detailed plan of the theatre in fig. 2.

The theatre had a stone skene (A on fig. 1 and 2), probably two stories high, known to us only
from foundations and a couple of architectural fragments which were reused as building material in the
Roman period. These indicate that it had a raised stage—possibly connected to the orchestra by steps.
Behind this, was a lower story with lonic columns and architraves, into which pinakes were inserted to
form a backdrop, and an upper story in the Doric order.® The architectural fragments can be dated to
Hieron’s reign on stylistic grounds. Three sculptural elements have been recovered from the skene of
Hieron’s theatre: an ornamental lionhead waterspout, and two telamones: a satyr and a mainad (fig. 6-

7).7 On either side of the skene there were narrow parodoi running in a north-south direction, and

5 That there was a theatre in Syracuse in the classical period is not in doubt: there are many literary references to
it from the fifth century onwards: e.g. Eustathios, Schol. in Hom. Od. 3.68; Plut. Timol. 38; Hermipp. FGrH
1026 F84. Peter Wilson points out that depictions of theatrical scenes on late fourth-century phylax vases
consistently depict a substantial stage building (pers. comm.). The dispute is whether that theatre was located on
the same site as Hieron’s theatre. Against: Bernabo Brea 1967; Mertens 1984; Campagna 2004, p. 171. For:
Polacco and Anti 1981, p. 157-90; Péhlmann 2015, 153-5. Others identify the earlier theatre with the so-called
teatro rettilineare (P on fig. 1), slightly west of Hieron’s theatre; see n. 18.

5 Rizzo 1923, p. 87-101; Bernabo Brea 1967, p. 115-32; Polacco and Anti 1981, p. 69-103, 193-7; Von Sydow
1984, p. 287, 322.

" Rizzo 1923, p. 101-5.



Fig. 1, Neapolis Theatre complex:
A: Skene.

B: Piloni.

C: Orchestra.

D: Lower Koilon.

E: Upper Koilon

F: L-shaped stoa.

G: Grotto della Nymphe.

H: Mouseion.

J: Via dei sepulchri.

K: Archaic temple.

L: Temples of Demeter and Kore (?).
M: Podium A.

O: Sanctuary of Pyrphoros (?).

P: "Teatro rettilineare'.

Q: Great Altar

R: Latomiai

Created by the author from aerial photography, with reference to the plans published in Polacco and Anti 1981 and 1989, Gentile 1952,
Voza 2006, and Wolf 2016.
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Fig. 3: Modern view of the theatre, courtesy of Laura Léser.



beyond them were two large rectangular blocks of living rock, referred to as piloni (B), which had been
carved into the shape of squat rectangular towers. Both of them are separated from the koilon by deep
ditches 25.5 m long and 3.5 m wide, which served as skenothekai — sheds which contained a wooden
stage that was rolled into the orchestra when required. The tracks for the stage can still be seen in places
at the base of the ditches. It is unclear whether these were in use in Hieron's time or belonged to an

earlier period of the theatre.®

The orchestra (C) was horseshoe-shaped. It is now a mess of different drainage systems, from
different stages in the life of the theatre, whose relative chronology is very contentious and fortunately
it is not necessary to go into it here. The prohedriai are no longer visible because of Roman period
modifications, but their size and location are shown by the euripoi (drainage ditches) that used to run

in front of them.®

Behind the orchestra rises the koilon, which had a diameter of 130 metres and a capacity of
around 15,800 people (assuming 0.5 m? per person). It has nine wedges of seating and is split into a
lower (D) and an upper (E) part by a passageway, commonly known in modern scholarship as a
‘diazoma’, which is clearly dated to Hieron by a monumental inscription discussed below in more detail.
This means that the whole koilon as we see it now is substantially that of Hieron's theatre. However,

the colonnade directly behind the koilon, depicted in fig. 1 and 2, is likely to be a Roman addition.°

Above the theatre was an L-shaped stoa (F), with two rows of columns. Architectural fragments
preserve traces of blue and red paint and are securely dated to the Hieronian period — they are of the
same style as the skene fragments.!! In the centre, at the back, is a grotto now known as the Grotto delle
Nymphe (G), an artificial expansion of a natural hollow in the cliff-face. A torrent of water flows into it

through a 1.3 km long subterranean aqueduct — part of a system of underground aqueducts built under

8 Bernabo Brea 1967, p. 105-11; Polacco and Anti 1981, p. 55-68, 182-3.

% Rizzo 1923, p. 53-62; Bernabo Brea 1967, p. 111-5; Polacco and Anti 1981, p. 105-24, 191-3.

10 Rizzo 1923, p. 29-52; Bernabo Brea 1967, p. 101-5; Polacco and Anti 1981, p. 125-52; Wilson 1990, p. 68.
This use of the term ‘diazoma’ is anachronistic: Moretti 2018, p. 195-202 has shown that the term did not mean
this in ancient Greek (the actual term was dihodos).

11 Rizzo 1923, p. 119-23; Von Sydow 1984, p. 307-8; Polacco 1990b, p. 34-41.



Hieron.'? This area was heavily modified in order to feed the early modern watermills on the site, so it
is not clear how the water left the grotto in Hieron's time, but it probably flowed along a drain at the
back of the koilon and on towards the Great Altar. A votive plaque depicting Pan was recovered from

this grotto.

At the northwest corner of the stoa, there was a rock-cut chamber (H), now largely open to the
air, with benches carved into the walls. This is probably the Mouseion, which is mentioned as a meeting
place in second century BC honorific inscriptions of the Dionysiac and Aphrodisiac artists found
nearby. Three statues of female figures found here may be Muses and a large number of votive bowls
and Rhodian and Syracusan amphora handles dating to the third/second century BC suggest that this

chamber was in active use for ritual feasting in Hieron's time.*3

From this corner of the stoa, a rock-cut road with ruts for wagon traffic, now known as the Via
dei Sepulchri (J), leads up to the flat area above and behind the theatre. There, Hieron built a square
courtyard, measuring 110 x 90 metres surrounded by a stoa on three sides. In the centre, perfectly
aligned with the axis of the theatre below, there was or had been an archaic temple, usually identified
as the temple of Apollo Temenites (K). This was modified in the fifth century BC to incorporate two
tombs. At some point it was demolished.'* At the southeast corner of this stoa there seem to have been
two temples (L), perhaps the temples of Demeter and Kore mentioned by Cicero, looming over the

theatre below. Architectural fragments of these have been found in the Latomiai (R), buried in the silt

12 Rizzo 1923, p. 114-9; Polacco 1990b, p. 41-6; Wilson 2000; Guzzardi 2001,

13 Orsi 1909; Rizzo 1923, p. 123-34; Polacco 1990b, p. 46-9; Inscriptions: | Sic. 832-3, 1579; Gentili 1961,
Moretti 1963; Fountoulakis 2000; Le Guen 2001, p. 1.319-26, 2.77, 2.86; Aneziri 2001/2. Dionysios | is
reported to have dedicated various relicts of Euripides in a Mouseion (Anon. Vit. Eur. 80-5 = Hermipp. FGrH
F84; Wilson 2017, p. 14-5), but the structure here discussed must post-date him. In P Oxy. LXXIX 3202,11. 32-
6, a papyrus copy of a first century AD inscription, the Syracusan demos grants a victorious poet oikesis (right to
reside) in the space.

14 No archaeological evidence for the date of demolition has been published. VVoza 1993/4, proposes that the
tombs belonged to Gelon I and his wife Demarete. There is no positive evidence for this and it cannot be
reconciled with the description of Gelon's tomb in Diod. 11.38.3-5, which places it in a field (&dypdov) with nine
towers, owned by Demarete, 200 stades (about 40 km) outside the city of Syracuse. Gelon's tomb is reported to
have been demolished by Carthaginian besiegers, but the Temenites hill was inside the walls from 415 BC
(Thuc. 6.75) and so can never have been accessible to a Carthaginian force.



at the base of the cliff, where they fell sometime in the Middle Ages. These are of the same style as the

other Hieronian architectural fragments discussed so far.*®

West of the stoa was another structure, known as ‘Podium A’ (M), which seems to be a temple,
in an enclosure entered through a large propylon to the north. An artificially flattened courtyard to the
west of Podium A, contains forty-five regularly spaced square pits cut into the stone. These may be
offering pits related to the thesmophoria or planters for trees.!® There are three ditches for offerings to
the north of Podium A and another ditch (or tomb?) inside it. The complex probably continued to the
north — part of a 'theatroid' structure is visible at the very northern edge of the archaeological park, but

is mostly covered by modern building.

There are yet further structures at the bottom of the hill, at the level of the orchestra. To the
west of the orchestra there is another temenos (O) with an area of 21.75 x 20 metres. This contains a
sacred hearth, and a large table which might be an altar or a base for a pair of large seated statues.
Votive deposits go back to the seventh century but a fragmentary inscription on the table is of Hellenistic
date; it may identify the area as a sanctuary of Demeter Pyrphoros.t” Slightly further to the southwest
is the set of steps known as the teatro rettilineare (P), sometimes presented as a predecessor to the
theatre of Hieron, although there is no firm evidence for its dating.'® To the southeast of the theatre is
the Great Altar of Hieron (Q), the largest Greek altar ever built. Fragments of the altar's entablature are
identical to those from the skene of the theatre, indicating that they were built in a single moment.

Topography and votive deposits show that it too had been an active religious site before Hieron.®

Thus, Hieron's theatre was part of a large religious complex, whose individual components
were interlinked. Processions up to the sanctuaries at the top of the hill had to pass by the theatre. The

water for rituals conducted at the Great Altar probably reached it after flowing through the Grotto delle

15Voza 1984/5, p. 673-7; Voza 1993/4, p. 1288-91; Voza 2006; Wolf 2016, p. 83. For the association of
Demeter and Kore with the theatre in Sicily, see note 54.

16 Megara for the Thesmophoria: Polacco, Trojani and Scolari 1989, p. 111-5. Planters: Voza 2006. There are
more of these 'pozzetti' to the northeast of (L).

17 Stucchi 1952; Manganaro 1977, p. 158; Polacco 1990c, p. 144-9.

18 Gentili 1952; Ginouves 1972; P6hlmann 2015, p. 148. A Hieronian date might be indicated by the fact that
the structure shares its axis with a tomb of that date.

19 Von Sydow 1984, p. 285-7; Karlsson 1996; Bell 1999; Parisi Presicce 2004; VVonderstein 2006, p. 137-41;
Wolf 2016, p. 33-56.



Nymphe and down along the eastern side of the theatre. The clamour and stench of sacrifices at the
Great Altar would be impossible for people in the theatre to ignore. Although this complex is
imperfectly known to us, the individual sanctuaries in this space all seem to have been active for

centuries by Hieron's time and almost all of them were completely remodelled during his reign.

AUTOCRATIC BUILDING

Any kind of large-scale construction had an autocratic tinge in Greek discourse — as shown by Athenian
experiences of and responses to large-scale construction.?’ In Greek Sicily, this connection was

particularly strong and had several strands.

Firstly, the individual in charge of construction held an immense amount of power. The
archetypal Sicilian tyrant, Phalaris of Akragas, is said by Polyainos to have been appointed chief of
works for a temple on the Akragantine acropolis in the sixth century BC. Polyainos emphasises how
the position gave him control over money, men loyal to himself rather than the demos, and a fortified
centre — all of which made him independent of those who had appointed him and enabled him to seize

control of Akragas.?!

Secondly, construction allowed rulers to demonstrate their efficacy. One of the defining stories
of Dionysios I's rise to power was his construction of the massive fortification system encircling
Epipolai. Diodoros describes the construction process, which saw the massive five-and-a-half kilometre
wall built in thirty days, by pulling in vast numbers of citizens (reportedly 60,000) and organising them
intelligently.?? The message of large-scale construction was thus not just, 'look how much the ruler can

accomplish’ but 'look how much we can accomplish under the ruler's direction.'

A third aspect is illuminated by the explanation of a reference in the fifth-century BC Syracusan

comic playwright, Sophron, by the twelfth-century AD commentator on Homer, Eustathios:

20 peisistratos: Shapiro 1989, p. 1-17, 125-6, 133-41; Perikles: Crat. F73, F258 K.A; Herodes Atticus: Tobin
1997.

2 polyaen. 5.1.1.

2 Diod. 14.18.



[EvSaipmv] iotopdv kai &1L 10D Zupakovsiov ToHTov KOpov, ANUOKOTOC [V GPYITEKTMY. STel 88

TeElecIoVpYNoag TO BEaTpov LHpov Toig £avtod ToAitalg diévepe, MOpthAda mexinon.

[Eudaimon] records also that the bearer of this Syracusan name, Demokopos was a chief of works.

Since he distributed perfume (myron) to his own citizens after he completed work on the theatre, he

was called Myrilla.?®
The story is fictionalised: Demokopos is not a real name, but a synonym for ‘demagogue’ and Sophron's
reference is part of a discourse against individual power in the second Syracusan democracy (467-404
BC). The idea is that construction was one of the best venues for assertive individuals to weaponise
euergetism, using building projects to place the populus in their debt, both through the benefits arising
from the construction process itself and through the spectacle that followed its completion. The
permanence of the structure helped turn that moment of euergetism into a concrete and enduring

relationship of debt.?*

Construction is a temporary process that results in a permanent structure; it embodies the
routinisation of a ruler's charismatic authority. All of this is relevant to Hieron's decision to build his
theatre on such a scale: it demonstrated forever his power apart from and over the Syracusans and

immortalised the unequal relationship of benefaction and debt between them.

A BUILDING PROGRAMME

Hieron's theatre was not a lone structure, but the centrepiece of a building programme. Parts of this
complex, such as the Great Altar, the large network of aqueducts, and the new sub-city of Neapolis,
have already been mentioned. Other construction under Hieron included a new Temple of Olympian
Zeus in the agora, a new palace on Ortygia, and expansion of the Euryalos fortress. That building

programme as a whole had an autocratic tinge.?®

23 Eustathios, Schol. in Hom. Od. 3.68.

24 Demokopos: Pohlmann 2015, p. 153-4; Wilson 2017, p. 6-8; cf. Greenhalgh 1981, p. 54-60 (Theatre of
Pompey). Euergetism: Veyne 1990 [1976], esp. p. 147-9; Gauthier 1985; Ma 1999, p. 182-94.

%5 On this building programme, see especially Von Sydow 1984, p. 340-6; Campagna 2004; Lehmler 2005;
Portale 2015; Wolf 2016, p. 101-2.



The fact that there is a unified style that dates
architectural fragments to Hieron’s time has already
been mentioned. This style, which combines features
of the Hellenistic mainstream with features that
referred back to earlier Sicilian models, is
characterised by distinctive forms of the Doric and
lonic orders (fig. 4-5). Often both orders are
combined in a single structure. Some features of the
decoration of the Dorian order are diagnostic: the
foliage on the kymation, lion-head waterspouts
(ornamental, not functional), and rosettes. There
appear to be late fourth century precursors for the
style, but it became common throughout eastern
Sicily during Hieron’s reign, before spreading

through western Sicily in the second century BC.%

Fig. 4-5: Doric cornice, from the theatre skene (top); lonic
cornice, from Museo Paolo Orsi 40098, a Syracusan tomb

(bottom), Von Sydow 1984, abb. 37 and 51.

It is tempting to associate buildings with elements in this style, in other cities within Hieron’s

kingdom with Hieron himself—notably at Akrai, Heloros, Morgantina, and Tauromenion. Wilhelm von

Sydow identified some technical features of the style in Hieron’s time, such as the shape and location

of the brackets for metal clamps, which suggest that it was the product of a single architect or group of

architects, but Lorenzo Campagna has emphasised that we cannot know and should not assume that all

structures in the style, especially outside Syracuse, were initiated by Hieron, rather than local notables.?’

Nevertheless, the consistent use of this style in Hieron’s buildings in Syracuse (and perhaps elsewhere)

would have encouraged viewers to see all Hieron’s buildings as part of a unified whole, encompassing

the whole city of Syracuse (and possibly the whole kingdom).

26 \/on Sydow 1984, pp. 255-324, 335-9. Much of Von Sydow’s material is reviewed in Wolf 2016.

27\Von Sydow 1984, pp. 342-3; Campagna 2004, pp. 152-7. The influence of this style and of the theatre in
particular is also visible in the theatres at Monte lato, Solunto, Segesta, and Tyndaris. Direct involvement of
Hieron can be ruled out in these cases, owing to their late date and/or their location outside Hieron’s realm.



One motif that does seem to be associated with Hieron himself is the use of telamones (also called
atlantes). These were corbels or engaged columns carved as figures bending forward to support blocks
on their shoulders and forearms (to be distinguished from ‘caryatids’ which take the form of columns
and bear the weight on their heads). Their first appearance was as the gigantic figures on the Temple of
Olympian Zeus, built by the tyrant Theron at Akragas in the early fifth century. In the theatre, the motif
takes the form of the satyr and mainad on the skene, which were mentioned above. The pose of the
mainad and satyr of the theatre is directly modelled on that of Theron’s telamones, suggesting the motif
was intended to hearken back to the ‘good tyrants’ of the early Classical period, whom Hieron sought

to co-opt as models for his own rule. The importance of these telamones and the link created by them



is shown by their recurrence on other Hieronian structures: the Altar of Hieron, where only the feet now

survive, and even on the deck of the Syrakosia, Hieron's luxury yacht.?

It is striking that this element was drawn from temple architecture in particular and generalised
to all Hieron’s structures, including the theatre. A parallel is offered by Susan Walker who has argued
that Augustus’ extensive use of the Corinthian order on all buildings, which had previously been

reserved for the most sacred part of the temple, was a conscious effort to emphasise the exceptional

status of his Rome; we might see Hieron’s generalisation of elements of temple architecture in a similar

Fig. 6-7: Satyr telamon, Museo Paolo Orsi 916, from Rizzo 1923, fig. 43; Mainad telamon, from Rizzo 1923, fig. 42.

28 On telamones generally, see Vitr. 6.7.9, Schmidt 1982, p. 112-23 and King 1998, p. 275 and 289-301. For
Hieron’s telamones: Athen. Deip. 5.208b = Moschion FGrH 575 F1; Campagna 2004, p. 164-71; Lehmler 2005,
p. 139, 228; Wolf 2016, p. 53-6. Telamones become common in Italy and Sicily in the Hellenistic period,
especially on theatres (King 1998 provides a thorough list). The only example that might predate Hieron is that
of the laitas (Monte lato) theatre, which Isler, the excavator dated to the late fourth century BC. | follow the
arguments of Wilson 1990, p. 69-71 for dating these around 200 BC. See also Csapo and Wilson 2020, pp. 283-
4 (non vidi).



way.? The unified style of Hieron’s buildings calls to mind the Augustan building programme in Rome
more generally, too — it made Hieron an omnipresent feature of the urban landscape, a new founder,

and allowed him to emphasise links between his new regime and an idealised past.

This sort of totalising project required Hieron to leave his mark on all the major buildings in the
city. It especially required him to leave his mark on the theatre, since in the poleis of Hellenistic Sicily
theatres were viewed as crucially important structures. When the historian Diodoros Siculus indulges
his civic pride by eulogising his tiny hometown of Agyrhion in north-eastern Sicily, he starts with the
theatre, and only then moves on to temples and political structures.®® The theatre's central role in the
community's entertainment, education, worship, deliberation, and local history meant that in Hellenistic
Sicily, as Marconi puts it,

... theatres took on the role that temples once held [...] as symbols of the political independence,

wealth, and power of the communities — even small ones — that built them.

Thus Hieron's all-encompassing remodelling of Syracuse had to include — had to focus on — the theatre.!

OLYMPIAN ZEUS AND THE DIAZOMA

Hieron also took advantage of specific features of the theatre's structure to communicate specific themes
of his ideology of power. This is most apparent with the set of monumental inscriptions running along
the wall of the diazoma (IG X1V 3), which have been mentioned already for their value for dating the
koilon.®? There were originally nine of these inscriptions, one in front of each wedge of theatre seating,

from west to east:

[Bacidéog I'Edwvoc] [Of King Gelon]
Bacidicoag Nnpnidog Of Queen Nereis
Baoikicoag dumoTidog Of Queen Philistis

[Blac\[€og Tépm]vog Of King Hieron
Ao Ohvpmiov Of Zeus Olympios

29 Walker 2000, p. 64.

% Diod. 16.83.3.

31 Marconi 2012. Todisco 2002, p. 167-92 provides a full list of Sicilian theatres known in 2002, to which must
now be added the theatre at Akragas: Calio et al. 2017; and the unpublished theatre at Halaisa.

321G XIV 3 = I. Sic. 824; Rizzo 1923, p. 50-1; Polacco and Anti 1981, p. 45-6; Dimartino 2006.
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[HpJaxiéo[c k]pate[pd]opovolc] Of Herakles Kraterophron
-~ -1 [~ -1
-~ -1 [~ -1

These would have been used by visitors to the theatre in order to navigate to the part of the theatre
where they were sitting. The centre is inscribed with the name of Zeus Olympios. On the wedges to the
east, there seem to have been the names of further deities, but unfortunately, the inscriptions have been
heavily damaged by the elements and only the name of Herakles Kraterophron is recoverable. To the
west of the centre are the names of King Hieron, his wife Queen Philistis, his daughter-in-law Queen

Nereis, and (nearly certainly) his son and co-regent, King Gelon II.

The first feature to note is the prominence given to Zeus Olympios. This god had always been
important to Syracusan civic identity — the priest of Zeus Olympios was the eponymous official of
Syracuse, and the list of Syracusan citizens was kept in the temple of Zeus Olympios. He was also
important for the Syracusans' understanding of their connection to the wider Greek world. It was said
that the river Alpheios flowed from Olympia, under the Adriatic Sea, and bubbled up in Syracuse as the
spring of Arethousa, the emblem and sacred heart of the city, thereby linking Syracuse to Olympia.
Thus, Zeus Olympios was a feature of the Syracusan urban world, and a key part of the Syracusan
conception of themselves as part of the Greek world.** He was also the monarchical god par excellence,
linked with kings by Hesiod, Attic Old Comedy, and Hellenistic poetry, honoured with massive temples
by autocrats like Theron of Akragas and Peisistratos of Athens.®* In periods of democracy at Syracuse,
Zeus Olympios usually lost some of his prominence in favour of Zeus Eleutherios.® Hieron's building
programme included the replacement of the extramural temple of Zeus Olympios at Syracuse, one of
the oldest temples in the city, with a new temple in the agora, so there is a definite sense in which Hieron

was reasserting Olympian Zeus' central place in the city.® The diazoma inscription insured that in the

33 Diod. 16.70.6; Cic. Verr. 2.4.137; Strab. 6.2.4; Plut. Nic. 14.5; Vonderstein 2006, p. 119-43.

34 e.g. Hes. WD 242-51, Call. Hymn. 1, Theoc. Id. 17. Theron: Diod. 13.82; Polyb. 9.27.2; Broucke 1996;
Peisistratos: Shapiro 1989, p. 112-7.

% Diod. 11.72; Vonderstein 2006, p. 143-5

% Diod. 16.83.2; Cic.Verr.2.4.119; Liv. 24.21.9; Campagna 2004, p. 157-61; Lehmler 2005, p. 135-50;
Vonderstein 2006, p. 132-40.



theatre, too, Zeus Olympios' position was literally central — with Hieron at his right hand. Syracusan

civic identity and Hieron's monarchy were presented as totally in sync.%’

The second aspect of the inscription is the presentation of a royal family or dynasty. Dynasties
are not objective facts: they have to be publicised, which is what this inscription does, making a clear
statement about the centrality of the royal family to Syracusan life. It also constructed a particular image
of that dynasty as connected to the past, in line with international norms of the present, and with a future
beyond Hieron himself. We see the construction of a dynastic past in a number of other contexts. Hieron
had a set of paintings set up in the Temple of Athena depicting a range of earlier Sicilian rulers, as if
they were a series culminating with Hieron, for example.®® The diazoma inscription's contribution to
this construction of a dynastic past is that, between them, the four royals presented here had (putative)
genealogical links to all the previous monarchs of Syracuse.*® In terms of the international norms of the
present, the emphasis on the husband-wife pair obviously recalls those of Hieron's closest allies among
the Hellenistic monarchies: the Ptolemies. We see this idea in coinage too, where Hieron's wife Philistis
appears (more often than Hieron himself, in fact), in a guise closely modelled on the Ptolemaic coinage
depicting Arsinoe Il and Berenike Il — the wives of Ptolemies Il and Il respectively.®® As for the
dynastic future, by presenting two royal pairs in succession, the inscription emphasises the idea that the
regime was a dynasty which would continue beyond Hieron himself. This schema was not the only way
that Hieron's family could have been presented — Hieron had daughters, sons-in-law, and grandchildren,

but they would have complicated the message about the dynasty's future, so they are left out.*

The fact these inscriptions had a practical purpose means that, unlike most inscriptions, which
most passers-by probably ignored most of the time, visitors to Hieron's theatre were forced to engage

with the diazoma inscriptions. Thus, we see Hieron (or his architects) taking advantage of specific

371 leave aside the question of a ruler cult for Hieron; I intend to argue for its non-existence in a forthcoming
publication. In favour: Consolo Langher 2004, p. 86-9; Serrati 2008; against: Lehmler 2005, p. 148-50.

3 Cic. Verr. 2.4.122-3; Lehmler 2005; Portale 2004.

39 De Sensi Sestito 1977, p. 183-4; Cf. OGIS 54; Satyr. FGrH 631 F2; P. Oxy. 25.2465 (Ptolemaic claims of
Argead descent); Hekster 2015, esp. p. 111-233 (Roman emperors).

40 Caccamo Caltabiano, Carroccio and Oteri 1997, p. 53-60, 65-76. Hieron and the Ptolemies: Caccamo
Caltabiano 1995; Wolf and Lorber 2011.

41 Cf. Péré-Nogueés 2013 on Dionysios I's use of his wives and daughters; Rose 1997, esp. p. 11-45 on Julio-
Claudian statue groups; Severy 2003, p. 68-77, 161-5 on Augustus.



features of the structure of the theatre and the way in which people would use it to propagate central

themes of Hieron's dynastic and religious ideology.

THEATRICAL TEMPLATES

The idea of the dynastic past was also emphasised by construction on sites where earlier Syracusan
monarchs had already been active. Hieron thereby built himself into key loci of power within the city
and was able to place himself in relation to his predecessors.*> For example, as we saw earlier,
Dionysios' fortification works had been a key demonstration of his power; Hieron therefore invested
enormous amounts of energy in rebuilding the centrepiece of those fortifications, the Hexapyla fortress.
This phenomenon is at work with the theatre, which had been an important place for almost all earlier
Syracusan monarchs. There were two key exemplars in this sphere: Hieron | and Dionysios I. Hieron Il
sought to tap into the positive aspects of the former's engagement with the theatre while avoiding aspects

of the latter's engagement with the theatre which were more negative or (perhaps worse) laughable.

Hieron I's association with the theatre is well-known, because it is connected with Aischylos,
who was brought in to give two theatrical performances: Women of Aitna and The Persians.*® A
summary of the Women of Aitna survives on papyrus and it reports that the play's action moved through
a number of places of contemporary political relevance, very probably ending at the Hill of Temenites,
which may indicate that it was the site of the play's performance.* By building on the same site, Hieron

Il associated himself with the earlier Hieron, as a patron of literary culture.

By contrast, the negative aspect of Dionysios' relationship to the theatre focussed on his
excessive involvement in the process of theatrical production — the decision to write and possibly even
star in dramas.*® Our sources' disapproval of Dionysios' conduct is part of their general criticism of his

relationship to society: his control of all aspects of civic life, engaging in (rigged) competitions for

42 Cf. Augustus' building programme in Rome: Zanker 1988, p. 101-238; Walker 2000; Severy 2003, p. 165-84.
3 Vita Aeschyli 9-10, 18; = Ar. Ran. 1028; Paus. 1.2.3; Kowalzig 2008; Bonanno 2010, p. 139-47; Bosher 2012;
Morgan 2015, p. 96-109; Smith 2018, 11-8.

4 P, Oxy. 2257. An improved text appears in Arata, Bastianini and Montanari 2004; they note that it is more
likely a commentary than a hypothesis. The papyrus draws a parallel between Women of Aitna and the transfer
of action from Delphi to the Areopagos in Eumenides. For other potential fragments: Smith 2018, 19-30.

45 Diod. 15.6, 15.74; Plut. Mor. 833c; Duncan 2012; Wilson 2017, p. 10-7; Coppola 2019.



status in the polis sphere rather than competing with other rulers on behalf of the polis on the global
stage.*® Hieron Il avoided this. By focusing his attention on the structure of the theatre, rather than
productions in it, Hieron 11 firmly presented himself as one who enabled productions, like Hieron I; not

an orchestrator like Dionysios I.

THEATRE OF THE KINGDOM

Hieron's rule was not restricted to the city of Syracuse itself — he ruled over most of southeastern Sicily.
The cities of this kingdom were ostensibly symmachoi, probably organised as a Koinon ton Sikeliotan,
known from coinage and Cicero's Verrines.*’” By Cicero’s time its central institution was the Lex
Hieronica, which governed all agriculture in the realm, extracting a tithe of grain from every city, to be
auctioned off at Syracuse. Whether this system operated in the same way—or at all—in Hieron’s
lifetime is disputed, but it is likely that the basic institution does go back to Hieron, since the law was
named after him, the system seems similar to the grain tax system of third-century Ptolemaic Egypt,
and because a number of standardised grain measures, inscribed with Hieron’s name, have been found

in different parts of his realm.*

According to Cicero, the grain tithes from the cities were customarily auctioned off annually in a grand
assembly (maximo conventu) in Syracuse, attended by representatives from throughout the province of
Sicilia.* This grand assembly must have taken place in the theatre, since it is the only venue that could
accommodate them. Karlsson has proposed that this grand assembly went back to Hieron’s time and
that the nearby Great Altar — built at the same time as the theatre, for sacrifices of hundreds of cattle at
a time — was the site of sacrifices associated with these meetings. If Karlsson is right, then the theatre

was the site where Hieron’s power over the kingdom (viz. his ability to levy tax) was annually affirmed.

The moment was an important one because the ability to ensure agricultural prosperity and to dispose

of the profits had been a central aspect of Sicilian autocracy since the time of the Deinomenid tyrants

46 Xen. Hier. 11 with Sordi 1980; Bonanno 2010, p. 231-8; Hieron Il is seen engaging in 'correct' competition on
Rhodes: Polyb. 5.88.

47 Polyb. 1.62.8; Cic. Verr. 2.2.114, 154. Manganaro, 1965; De Sensi Sestitio, 1977, p. 117-23; Karlsson, 1996;
Bell, 2011, p. 197-8.

8 Pinzone 1979; Bell, 2007 and 2011; Walthall, 2011.

49 Cic. Verr. 2.3.14, 149.



and was a key component of kingship throughout the Hellenistic world.* It was emphasised by Hieron,
both domestically and internationally: he wrote a book on agriculture, built royal granaries next to his
palace, and his massive pleasure cruiser the Syrakosia was ostensibly a grain transport, while

Theokritos' encomium of him stresses agricultural prosperity.>

Regardless of whether Cicero’s conventus took place in the theatre in Hieron’s time, the theatre was
important to this aspect of Hieron’s self-representation because it was a key site where city and
countryside met. Architecturally, a key example of this is the Grotto delle Nymphe, where water from
the Syracusan countryside erupts into the civic environment, which was carved in a rough style so as to
look like a natural cave. A votive relief of Pan found in the grotto supports this rupestral dimension.>?
On the skene, the satyr and mainad telamones played a similar role, as Dionysiac figures of the
wilderness incorporated into this civic building, to watch over theatrical performances and civic
deliberations alike. The theatre also functioned as a meeting place of city and country, as the site of
theatrical festivals, when people of the countryside came into the city—as audiences and as characters
in comic performances. At Syracuse, the link between comic performance and the countryside is
clearest with the festivals of Artemis Lyaia, in which men of the countryside (agroikoi) came to the city
in stereotypical rustic dress and sung satirical songs.* The theatre, then, had an important symbolic role

in tying together the rural and urban aspects of Hieron's kingship.

These themes meet in Demeter and Kore, who were the patron goddesses of agricultural production and
of Sicily, as well as being closely associated with drama in Sicily—apparently more so than Dionysos.>*

As the patrons of Sicily, they were frequently invoked by Syracusan autocrats as supporters of their

%0 Deinomenids: Kowalzig, 2008, p. 134-7. Hellenistic kings: Bringmann, 2001.

51 Book: Varr. Rust. 1.8.1; Col. 1.1.8; Plin. NH 18.4.22. Granaries: Livy 24.21.11-2; Lehmler, 2005, p. 176-7.
Syrakosia: Moschion FGrH 575 F1 = Athen. Deip. 5.206d-209e. Encomium: Theoc. 1d. 16.85-99; Bell, 2011, p.
198-206.

52 Polacco and Anti, 1981, p. 217.

%3 Lyaia: Diom. GL | p. 486 and Theoc. Prolegom. B; Favi 2017 argues that the establishment of this festival
dates to Hieron Il. Cf. Aristot. Pol. 1448a; Jones, 2004, p. 192-207.

5 Hinz, 1998. Demeter-Kore and theatre: Diod. 5.4.7 (aischrologia); Maclachlan, 2012 (terracotta votives);
Polacco, 1990b, 155-8; Kowalzig, 2008.



efforts to unify the island and as defenders of the Siceliotes from barbarian threats.> As remarked above,
Hieron’s theatre seems to have hosted an abundance of cult sites connected with these goddesses in the
Syracusan polis religion: the temples on the upper terrace, the pozzetti on the upper terrace which may
have been used for the thesmophoria, and the possible sanctuary of Demeter Pyrphoros west of the
orchestra.®® Thus, the theatre was also a key location in which the ideas discussed in this section, about
Hieronian Syracuse’s connection to broader units—the countryside, the kingdom, Sicily—were tied

firmly into the polis’ religion and topography of power.

THEATRICAL ASSEMBLIES

Cross-culturally, a ruler's approach to theatre is often a metaphor for the ruler's approach to social and
political life. But in Syracuse it was a particularly natural metaphor because the theatre was also the
central venue of political life, as the site of the assembly. Every Syracusan assembly that our sources
localise takes place in the theatre.> It was the main place where the whole demos gathered as a body

and exercised agency.

As a result, demonstrating supremacy in the theatre was a key part of establishing political
supremacy generally. This is why it is so significant that the theatre's style, inscription, and location in
the centre of the Neapolis made it such a Hieronian space, as discussed above. But supremacy was also
demonstrated through performances in the theatre. The idea that the Athenian theatre was used to stage
the domination of the demos over powerful individuals and of the polis over its empire is a familiar
one.”® This also meant that the theatre was a key venue for the interface between the polis and the

autocrat — most famously in the case of Demetrios Poliorketes’ rule over Athens.®® There is a clear

55 Demeter-Kore and Sicily: Pind. N. 1.13-14; Schol. in Theoc. 1.65 = Simonid. F200b Bergk; Diod. 5.2-4;
Strabo 6.1.5. Demeter-Kore defeating foreigners: Timaios FGrH F 102b (413 BC), Diod. 14.63.1-2, 14.77.4-5
(397 BC), Plut. Tim. 8 (344 BC), Diod. 20.7 (317 BC).

%6 See n. 15, 16, and 17 above.

5" Diod. 13.94 in 406 BC; Plut. Dion 38.2 and 43.1 in 355 BC; Plut. Timol. 34.4 in 343 BC; Corn. Nep. Tim. 4.2
and Plut. Timol. 38.6 after 338 BC; Just. 22.2.10 in 317 BC; Chariton Kallirhoe 1.1.12, set c. 400 BC. Parallels
are often drawn between theatre and assembly audiences in ancient sources: Thuc. 3.37-8; Demosth. 19.337;
Roselli 2011, p. 44-62.

%8 Individuals: [Xen.] Ath.Pol. 2.18; Dover 1972, p. 30-8; Goldhill 2000, p. 44-7. Empire: Isoc. 8.82 (display of
tribute at the Dionysia, perhaps a parallel for the meetings of the koinon ton Sikeliotan discussed in the previous
section).

%9 Chaniotis 1997, p. 234-48; Bell 2004; Plut. Demetr. 34; Thonemann 2005.



tradition of this in Syracuse. We have accounts of election for almost all of Syracuse's rulers.*
Particularly telling for the practical importance of this is the account of the succession of Dionysios Il
to power after his father's death in 368 BC:

‘O 8¢ Awviolog 0 vedtepog dladeEdpevog v tupavvida, TpdTov T0 TANON cuvayay®dv &ig

EkKAnciov mapekdiece Tl 0ikeiolg AOYOIG TNPEIV TV TATPOTUPASOTOV TPOG ADTOV £bvolay, EmEiTa

TOV TOTEPH. PEYOAOTPEN®DS BAWag Kot TNV AKpOTOAY TpoO¢ Tailg PaciAict Kahovpévolg TOAALG,

NoPaAlGaTO TG KATA TNV APYAV.

When Dionysios the Younger had inherited the tyranny, first he gathered the masses in an assembly
and called on them with appropriate words to maintain the good will towards him which had been
handed down by his father, then he buried his father magnificently on the Acropolis near the 'Royal’
Gates, and his regime was secured.®
The smoothness of the succession is remarkable since Dionysios IlI's rule would prove very unstable as
a result of latent conflicts with members of his family and the wider Syracusan elite who wanted more
power in the regime. It was because he had secured such a visible display of popular support for his

claim to exclusive possession of his father's legacy that he was able to take power in the first place.5?

Sicilian historiography is dotted with examples of people ruining this kind of political scene by
speaking out of turn or going off script.%® The best example of this comes from P. Oxy. XXIV 2399, an
unknown historian's account of an assembly in 310 BC:

Ao]yvtog 6 Dodaiviog émkodovpevog deebapuévog v’ Apilkov kol TtV Quyadmv Kol

TOPECKEVAGUEVOG GV dVVNTOL LETACTHONL TV TOAWY. EKKANGLaLOVI®V TV ZupaKocimv Vasp Tod

TOAELOV TOD TAPESTATOG EENIPVNG AVACGTAG KO TPOOVAKPOLGALEVOG €Ml TOD PrLOTOG. . .

Diognetos 'the Whale' was corrupted by Hamilcar and the exiles and made preparations however
he could to betray the polis. When the Syracusans were holding an Assembly about the ongoing war,

he suddenly stood up and thrust forward up onto the speaker’s platform...

80 Dionysios I: Diod. 13.94-96, 14.45, 14.64-70. Dion: Diod. 16.10.3, 16.20.6; Plut. Dion 33, 42.8-43.
Agathokles: Diod. 19.9, Just. 22.2. Pyrrhos: Diod. 22.8.4.

%1 Diod. 15.74.5.

%2 Frisone 2015, p. 183-4.

83 Cf. Diod. 13.91.3-4, 14.64.5; Plut. Dion 34; Plut. Timol. 37.3.



This sort of event was shocking when it occurred, because of its power — Diognetos' intervention caused
the whole meeting to collapse into chaos — and because of its rarity. Social conventions shared by
theatrical performance and political oratory built a particular relationship between performer and
audience. On the one hand, the performer had a privileged right to the audience's attention. On the other,
the audience as a collective had the right to judge the success of the performance — by their interventions
(applause, hissing, heckling) during the performance and by their votes after it was over. The audience
as individuals had much less power — intervening out of sync with the audience, much less breaking the
fourth wall by invading the stage, was described by Theophrastos as ‘abhorrent behaviour' (Béeivpica).
There was powerful pressure to conform to the majority will, as it was discovered.®* Successful
autocrats took advantage of these social conventions to stage displays that emphasised the audience's

unanimous support for them.

How exactly were these displays to be staged? There were two iconic scenes of Syracusan history,
which provided models for autocratic display. The first is the Apology of Gelon, set in 479 BC:
510 Kol Thg Opuiig Emoydv, TV Tpobupicy TV oTPATIOTAV AmodeEdpevos, cuviyoyev ekkAnoiav,
mpoothEag Amavtag Amavtdy HETO TV OTA®V' avTog 08¢ 00 pdvov TV OdmAwv Yyuouvog &ig v
gxkdnoiov NA0ev, dALL kol dyitmv &v iportio Tpoceldmv dneloyicato pév mepi Tavtog Tod Blov kai
TOV TEXPAYUEVOV 0DTH TPOG TOVG ZVPAKOGIONS” £Q' EKAOTM 08 TAV AEYOUEVAOV EMICTLOVOUEVOY
OV OxAov, kol Bovpaloviov paloto 6Tt yopvov £0vtov Topededdkel Toig fovlopévolg adtov
avelelv, T0000TOV GMElXe TOD TLXEV TIUOPIOG G TOPAVVOS, DOTE E POV TAVTOC GITOKOAELY

€0ePYETNV Kol ooTiipa Kol factiéa.

So, when [Gelon] was ending the campaign [against the Carthaginians], he perceived the
enthusiasm of the soldiers, and gathered an assembly, ordering everyone to meet armed. But he
himself came into the assembly not just stripped of his arms, but he came forward in a himation
without even a chiton, and gave a defence of his whole life and of the things he had done for the
Syracusans. At each of the things he said, the mob indicated its approval and was especially

astonished that he had offered himself, naked, to those who might want to kill him — he was so far

8 Thuc. 3.37-8; Plat. Leg. 659b; Theophr. Char. 11.3; Revermann 2006, p. 160-2; Roselli 2011, p. 19-62;
Wilson 2017, p. 4-5.



from receiving punishment as a tyrant that all in one voice they all declared him benefactor, saviour,

and king.%®
The episode has an anachronistic Hellenistic flavour; it illustrates how Diodoros — a Hellenistic Sicilian
—expected a ruler to be acclaimed. The whole episode is thoroughly 'theatrical': the autocrat determines
the form which the scene will take, with a particular focus on the use of creative costuming and staging
to construct the right relationship between himself and the audience. In the meeting between the autocrat
and the people, it is the latter who determine (apparently for good) what kind of ruler he is, but he has

organised the encounter so that they can only reach one conclusion.®

The other iconic scene is an honour granted to Timoleon during his retirement after liberating
Syracuse in 338 BC. We have versions of this from Plutarch and Cornelius Nepos, clearly derived from
a single source. Plutarch's version goes like this:

KoV 8¢ kai to mepl T EkkAnoiog ywouevov Sy gig tyunv avtod [Tiworéovtoc] mopeiye: to yop

dAlo St avTdV Kpivovteg, Eml Tag peilovag Stackéyelg EKElvov EKAAoLY. O 6& Kopulopevog dt' yopac

émi (edyovg mpdg 1O Bfatpov £mopeveto, Koi TR Amivng <ée™> Momep ETOyyove KoBMpEvoC

eloayopévng, 6 pev dfjrog nomdletro i eovi] Tpocayopedv adtdv, 6 &' AvIaoTachuevos, Kol

ypOVoV TIveL Sodg Taig edenuiong kol Tolg émaivolc, &ito dlaxovcag T {nroduevov Amepaiveto
yvounv. éntyelpotovndeiong 8¢ TavTNg, ol pEV vaNpPETat TAA dijyov o1d Tod Bedtpov T (edyoc,

ol 6¢ moAital Pofi kol kpOT® TPomEUYAVTEG EKEIVOV, TION TA Aotd T@V dnpoociov kab' avtovg

Expnuatilov.

And what was done in the assembly provided a beautiful sight in [Timoleon's] honour. Although
[the Syracusans] decided most things among themselves, for the more important issues they would
call him. And he would come through the agora in a wagon to the theatre, and when the vehicle in
which he happened to be sat was brought in, the demos greeted him by name all in one voice, and
he greeted them in return, gave some time for the plaudits and praise, then heard the matter of

moment and declared his opinion. After they had voted for this, the servants took the wagon back

% Diod. 11.26.5-6. Cf. Diod. 19.9 (Agathokles); Plut. Caes. 61 (Caesar); Suet. Aug. 52 (Augustus).
% Chaniotis 1997; Bell 2004, p. 52-150; Von Hesberg 2009, p. 294-5. Anachronism: Rutter 1993.



through the theatre, and the citizens sent him off with shouting and applause, then dealt with the
rest of the public business on their own.®”

The key aspects of this passage are the way that theatre is again the venue in which the people affirm
their respect for the ruler, the fact that they do so in unison, and the fact that Timoleon is represented as
letting the Syracusans run their own show until and except when they need him. This last point links
back to the distinction between Hieron | and Dionysios | emphasised above, contrasting with accounts
of Dionysios | attending the assembly with an armed bodyguard.®® Both of these iconic scenes represent

the importance of creating a space in which the consent of the governed can (appear to) be freely given.

We see the same ideas in Hieron's relation with the people. Hieron's rise to power is described to
us very briefly by Polybios, who tells us that Hieron was spontaneously appointed archon by the
Syracusan army while it was on campaign and then broke into the city and seized control. But, he says,
Hieron proved so compassionate and generous to his opponents that the Syracusans:

... ®OTE TOVG ZVPOKOGIOVG, KOITEP OVIAUMDG EDSOKOVUEVOLGS ETL TAIG TAV GTPATIOTMV ApYopesialg,

101€ MAVTOG OpoBuadOV EDS0KT|GOL GTPATNYOV AVT®V VIdpyew Tépmva.

... although not approving of the soldiers' decision to appoint archons at all, nevertheless were all

of one mind in approving of Hieron being their commander.®°
We do not get the same details of costuming and props that we receive for Gelon and Timoleon, but we
are presented with the same idea of the importance of the masses in determining the character of the
ruler and with the same emphasis on the masses' unanimity. 1G XIV 7, a badly mutilated inscription
from Hieron's reign takes us a bit further. Most of what survives seem to be an oath by Hieron (and

possibly his heir and co-regent Gelon I1 as well) and the start of a reciprocal oath of the Syracusans:”

57 Plut. Timol. 38; Corn. Nep. Tim. 4.2. Cf. Suet. Aug. 58.

% Diod. 20.63.3.

% Polyh. 1.8.3-4

01G XIV 7 = | Sic. 827; Manganaro 1965, 2005; De Sensi Sestito 1977, p. 125-35; Dimartino 2006. Syracusan
oaths: Wareh 2007.
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- - We - -

In general, this inscription seems to confirm earlier points. The importance of tradition is seen in the
reference to 'earlier leaders' and the importance of popular support in the reference to eunoia. But these
oaths also provide the script for a ceremony, in which those ideals were redeclared. For logistical
reasons, this probably took place in the theatre. The representatives of the polis (the bouleutai, the
strategoi (probably), and the other politai or perhaps the other archontes) would then demonstrate their
overwhelming support for Hieron — literally all in one voice. This encounter was important enough to
be inscribed on stone. Since new magistrates took office each year, this ceremony was probably
intended to be repeated annually. This was not the only such mass-proclamation of loyalty to the king;
three honorific dedications of the Syracusans to Hieron and Gelon survive (as well as one from the
demos of Tauromenion), and further dedications attested in literary sources. The legend XYPAKOZXZIOI
IF'EAQNOZ, ‘the Syracusans (order this coin?) of Gelon’ on a set of didrachms may also be the result

of a decree of the Syracusans. All these dedications must have been the product of votes at assembly



meetings in the theatre. In the theatre, the will of the people was (ostensibly) in flux — to be tested,

determined, and demonstrated. Once the crowd had dispersed, it was set in stone.”

SHAPING THE CROWD

The 'people’ and the 'demos' don't actually exist — they are an ideological construct. In modern politics
we think we see 'the people’ and their ‘will" in elections and protests. In the Greek polis, one of the major
places that the demos and its will was seen in this way was the theatre. Creating the space in which the

people gathered thus gave Hieron the power to determine how the demos would see itself.

This idea is attested in Athens from the fifth century BC and in Hellenistic poleis generally,
where front seat rights (prohedria) were awarded to benefactors, priests, officials, and ambassadors,
there were assigned seats for bouleutai and ephebes, and citizens may have sat in their tribal groups. In
a slightly different form, the Lex Roscia theatralis and Lex lulia theatralis, it also occurs in Republican
and Imperial Rome. The result of this practice was that the seated audience was a manifestation of the
community in its ideal form, arranged according to merit — where merit is (ostensibly) defined not by
wealth, or birth, or virtue, but solely in terms of service to the community. Those seated at the front
were very much on show. Their prominence was a glorious honour, but they were on show and the
weight of the eyes upon them was simultaneously a heavy burden. Challenges to individuals' right to
prohedria, which are ubiquitous in ancient texts, are implicitly a challenge to the individuals' social and

political prominence generally.’

The design of Hieron's theatre compounded this phenomenon. The diazoma splits the koilon in
half. Today, there are steps leading both up and down from this point. But originally, there was a
continuous wall between the diazoma and the upper koilon. The steps leading up from the diazoma were
cut subsequently, as can be seen from the continuity of the base moulding of the diazoma across their

cuttings, the greater steepness of the first eight steps, and the way that the steps have to double-back on

L Syracusan dedications: | Sic. 823, 1 Sic. 3009, | Sic. 3331; Paus. 6.15.6; Tauromenion: SEG 19.332; Levi
1970. Coins: Caccamo Caltabiano, Carroccio and Oteri 1997, p. 77-82. Cf. Wilson 2009 on IG I® 102 in Athens;
Bielfield 2012 on Priene.

2 Athens: Pickard-Cambridge 1988, p. 268-70; Maass 1972; Goldhill 1987, p. 61; Roselli 2011, p. 63-86.
Hellenistic poleis: Von Hesburg 2009; Moretti 2014, p. 123. Leges theatrales: Rawson 1991. Challenges:
Aristoph. Eq. 702-4 (Kleon); Malnati 1988 (Juvenal and Martial).



themselves to reach the front seats of the upper koilon.” Until these steps leading up from the diazoma
were cut, probably in Roman times, the upper koilon could only be accessed from above, by walking
all the way up the east side of the theatre to the stoa and then descending. The very fact that steps were
subsequently cut in the diazoma shows that this was very impractical — which implies that its original
purpose was not practical, but ideological. Although the theatre as a whole could hold around 15,800,
only about 3,500 of them could fit below the diazoma. This is significantly more than the possessors of
prohedria in the community, but it is still a sub-set of the whole. By having the people who sat in the
front, honoured seats, enter by a completely different entrance from hoi polloi, the distinction between

those groups was further stressed.

Did prohedria in Hieron's theatre signify value to the demos or value to Hieron? One point of
making the theatre such a Hieronian space, as discussed above, was to elide this distinction —to present
the idea that value to Hieron and value to the demos were the same thing. To the people who used the
monumental diazoma inscription to find their seats, the role of Hieron in placing them at the forefront
of the community would have been particularly apparent, but it would also have appeared that in doing
this he enjoyed the unanimous and unassailable support of the demos. The same factors that have led
scholars to talk about the theatre in Athens as a democratic (or civic) space—its role as a place where
the community saw an approximation of itself, discovered its will, was simultaneously carefully
regulated and at its most powerful—are exactly those that made it crucial to Hieron and his fellow

autocrats.

BIBLIOGRAPHY

ALoIsI, A. et al. (ed.s) 2006: Teatri antichi nell’ area del Mediterraneo, Palermo.

ANEZIRI, S. 2001/2: ‘A Different Guild of Artists: t@v kowdv 1@v mepl v iAapav Aepoditnv
Teyvitdv.” Apyaroyvwoia 11, p. 47-56.

ARATA, L. BASTIANINI, G., MONTANARI, F. 2004: ‘Aeschylus 1’ in Bastianini, G. et al. (eds.) 2011, p.
19-30.

ARCHIBALD, Zosia et al., 2001. Hellenistic Economies. London.

BASTIANINI, G. et al. (eds.) 2011: Commentaria et lexica in auctores (CLGP 1.1.1). Munich and
Leipzig.

BELL, Andrew 2004: Spectacular Power in the Greek and Roman City, Oxford.

8 Polacco and Anti 1981, p. 141-2, 211. Cf. the late third century BC theatre at Delos: Moretti 2014, p. 122.



BELL, Malcolm 1999: ‘Centro e periferia nel regno Siracusano di Ierone II.” In Lévéque et al. (ed.s)

1999, p. 257-77.

2007: “‘An Archaeologist’s Perspective on the Lex Hieronica’. In Doubouloz and Pittia (ed.s)

2007, p. 187-204.

2011: ‘Agrarian Policy, Bucolic Poetry, and Figurative Art in Early Hellenistic Sicily.” In

Neudecker (ed.) 2011, p. 193-211.

BERNABO BREA, Luigi 1967: “Studi sul teatro greco di Siracusa.’ Palladio 17, p. 97-154.

BIELFIELD, Ruth 2012: ‘Polis Made Manifest: The Physiognomy of the Public in the Hellenistic City
with a Case Study on the Agora in Priene.” In Kuhn (ed.) 2012, p. 87-122.

BOEHRINGER, Sandra and Violaine Sebillotte CUCHET (ed.s) 2013: Des femmes en action: !'individu et
la fonction en Gréce antique, Paris.

BONANNO, Daniela 2010: lerone 1l Dinomenide. Storia e Rappresentazione. Pisa.

BosHER, Kathryn (ed.) 2012: Theater Outside Athens: Drama in Greek Sicily and South Italy,

Cambridge; New York.

2013: “Infinite Variety: Ancient Greek Drama in Sicily.” In Lyons, Bennett, and Marconi (ed.s)

2013, p. 110-21.

BRINGMANN, Klaus 2001: Grain, Timber and Money: Hellenistic Kings, Finance, Buildings &
Foundations in Greek Cities,” In Archibald et al., 2001, p. 205-14.

BROUCKE, P. B. F. J. 1996: The Temple of Olympian Zeus at Agrigento. PhD thesis, Yale University.

CAccAMO CALTABIANO, Maria (ed.) 1995: La Sicilia tra I’Egitto e Roma, Messina.

CAccAaMO CALTABIANO, Maria, Lorenzo CAMPAGNA, and A. PINZONE (ed.s) 2004: Nuove prospettive
della ricerca sulla Sicilia del 111 sec. a.C.: Archeologia, numismatica, storia, Messina.
CAccAMO CALTABIANO, Maria, Benedetto CARROCCIO, and Emilia OTERI 1997: Siracusa ellenistica:

le monete ‘regali’ di lerone I1, della sua famiglia e dei siracusani, Messina.

CALIO, Luigi Maria, et al. (ed.s) 2017: Agrigento: nuove ricerche sull ‘area pubblica centrale, Roma.

CAMPAGNA, Lorenzo 2004: ‘Architettura e ideologia della basileia a Siracusa nell' eta di lerone I1.” In
M. Caccamo Caltabiano, L. Campagna, and A. Pinzone (ed.s) 2004, p. 151-90.

CHANIOTIS, Angelos 1997: ‘Theatricality beyond the Theatre: Staging Public Life in the Hellenistic
World.” Pallas 47 (1997): 219-59.

CONSOLO LANGHER, Sebastiana Nerina 2004. ‘Condivisione di poteri e culto del sovrano: Aspetti
istituzionali e religiosi nella linea monarchica da Agatocle a Geronimo (307-214 a.C.)’. In M.
Caccamo Caltabiano, L. Campagna, and A. Pinzone (ed.s) 2004, p. 79-90.

CoPPOLA, A. 2019. ‘Dionisio | di Siracusa, poeta tragico.” Hesperia 35, p. 67-80

CouLSsTON, J. C. and Hazel DoDGE (ed.s) 2000: Ancient Rome: The Archaeology of the Eternal City,
Oxford.

CsAPO, Eric et al. (ed.s) 2014: Greek Theatre in the Fourth Century B.C., Berlin.

CsAPO, Eric and Peter WiILSON 2020: A Social and Economic History of the Theatre to 300 BC: Volume
I1. Theatre Beyond Athens. Cambridge

DE SENSI SESTITO, Giovanna 1977: Gerone I1: un monarca ellenistico in Sicilia, Palermo.

DIMARTINO, A. 2006: ‘Per una revisione dei documenti epigrafici Siracusani pertinenti al Regno di
lerone 11.” In Michelini (ed.) 2006, p. 2:703-17.

DouBouL0oz, Julien and Sylvie PITTIA (ed.s) 2007: La Sicile de Cicéron : Lecture des Verrines,
Besancgon.

DOVER, Kenneth James: 1972. Aristophanic Comedy, Berkeley.

DUNCAN, Anne 2012: ‘A Theseus Outside Athens: Dionysius | of Syracuse and Tragic Self-
Presentation.” In Bosher (ed.) 2012, p. 137-55.

ECKSTEIN, Arthur M. 1980: ‘Unicum subsidium populi Romani: Hiero Il and Rome, 263 BC-215 BC’
Chiron 10, p. 180-203.

FAvI, F. 2017. ‘La piu antica testimonianza sul teatro a Siracusa? Nota a Diom. GL | p. 486, 27-31 Keil
e [prob.] Comm. in Verg. Buc. et Georg. p. 324, 23-325, 3 Hagen’, RFIC 145, p. 106-25.

FOUNTOULAKIS, A. 2000: ‘The Artists of Aphrodite.” AC 69, p. 133-47.




FRISONE, Flavia 2015: ‘Experimenting Basileia: Princely Models and the Tyrants of Sicily.” Ktema 40,
p. 175-88.

GAUTHIER, Philippe 1985: Les cités grecques et leurs bienfaiteurs. Athens; Paris.

GENTILI, G.V. 1952: ‘Nuovo esempio di ‘theatron’ con gradinata rettilinea a Siracusa.” Dioniso 15, p.

122-30.

1961: ‘Nuovi elementi di epigrafia Siracusana.” Archivio Storico Siracusano 7, p. 5-25.

GOLDHILL, Simon. 1987: ‘The Great Dionysia and Civic Ideology.” JHS 107, p. 58-76.

2000: “Civic Ideology and the Problem of Difference: The Politics of Aeschylean Tragedy,

Once Again.” JHS 120, p. 34-56.

GREENHALGH, P.A.L. 1981: Pompey: The Republican Prince, London.

GuzzARDI, L. 2011: ‘La struttura urbanistica di Siracusa in eta ellenistica.” Archivio Storico Siracusano
46, p. 349-87.

HEKSTER, Olivier 2015: Emperors and Ancestors: Roman Rulers and the Constraints of Tradition,
Oxford.

HEKSTER, Olivier and Richard FOWLER (ed.s) 2005: Imaginary Kings: Royal Images in the Ancient
Near East, Greece and Rome, Stuttgart.

HENIG, Martin (ed.), 1990: Architecture and Architectural Sculpture in the Roman Empire, Oxford.

JANSEN, Gemma C.M. 2000: Cura Aquarum in Sicilia, Leiden.

JONES, Nicholas F 2004. Rural Athens under the Democracy, Philadelphia, PA.

KARLSSON, Lars 1996: ‘The Altar of Hieron at Syracuse: a discussion of its function.” ORom 21, p. 83—
7.

KING, Dorothy L.V. 1998: ‘Figured Supports: Vitruvius’ Caryatids and Atlantes.” NAC 27, p. 275-305.

KORRES, M. et al. (ed.), 2018: HPQX KTIEXTHX. Mviun XapaAdumrov Mrovpa, ii, Athens.

KOWALZIG, Barbara, 2008: ‘Nothing to do with Demeter? Something to do with Sicily! Theatre and
Society in the Early Fifth-Century West’ In Revermann and Wilson (ed.s) 2008, p. 128-57.

KUHN, Christina (ed.) 2012: Politische Kommunikation und 6ffentliche Meinung in der Antiken Welt,
Stuttgart.

LE GUEN, Brigitte 2001: Les associations de technites dionysiaques a [’époque hellénistique, Nancy.

LEHMLER, Caroline 2005: Syrakus unter Agathokles und Hieron I1.: die Verbindung von Kultur und
Macht in einer hellenistischen Metropole, Berlin.

LEVEQUE, Pierre et al. (ed.s) 1999: La colonisation grecque en Mediterranee occidentale: actes de la
rencontre scientifique en hommage a Georges Vallet, Rome.

Lyons, C.L., M. BENNETT, and C. MARCONI (ed.s) 2013: Sicily: Art and Invention between Greece
and Rome, Los Angeles.

MaA, John T. 1999: Antiochos I11 and the Cities of Western Asia Minor, Oxford.

MAAss, Michael 1972: Die Prohedrie des Dionysostheaters in Athen, Miinchen.

MACLACHLAN, Bonnie 2012: ‘The Grave’s a Fine and Funny Place: Chthonic Rituals and Comic
Theatre in the Greek West’. In Bosher (ed.) 2012, p. 343-66.

MALNATI, T.P. 1988: ‘Juvenal and Martial on Social Mobility.” CJ 83, p. 133-41.

MANGANARO, Giacomo 1965: ‘Una epistola di Gerone Il di Siracusa (IG XIV 7).” Athenaeum 43, p.

312-20.

1977: ‘Per la storia dei culti nella Sicilia greca.” Cronache di Archeologia 16, p. 148-165.

2005: ‘La stele in pietra scura (IG XIV 7) con ’epistola di Gerone Il ai Siracusani.” ZPE 152,

p. 141-51.

MATTHAEI, Albrecht and Martin ZIMMERMANN (ed.s) 2009: Stadtbilder im Hellenismus, Berlin.

MERTENS, Dieter 1984: ‘Review of Polacco & Anti 1981.” Gymnasion 91, p. 263-64.

MICHELINI, Chiara (ed.) 2006: Guerra e Pace in Sicilia e nel Mediterraneo Antico (VIII-I1I Sec. a.C.).
Arte, Prassi e Teoria della Pace e della Guerra, Pisa.

MORETTI, Jean-Charles 2018: “Vocabulaire antique et nomenclature moderne: le sens de AtdCmpo au
théatre”, in: M. Korres et al., 2018, p. 195-202.




2014: ‘The Evolution of Theatre Architecture Outside Athens in the Fourth Century.’ In Csapo

et al. (ed.s) 2014, p. 107-137.

MORETTI, L. ‘I technitai di Siracusa.” RFIC 91, p. 38-45.

MORGAN, Kathryn A. 2015: Pindar and the Construction of Syracusan Monarchy in the Fifth Century
BC, New York.

NEUDECKER, Richard (ed.) 2012: Krise und Wandel: Suditalien im 4. und 3. Jahrhundert v. Chr.,
Wiesbaden.

ORsl, Paolo 1909: “Scavi al Teatro Greco.” NSA, p. 340-43.

PARISI PRESICCE, Claudio 2004: ‘Ecatombi nell’area dell’altare di lerone Il a Siracusa.’ In M. Caccamo
Caltabiano, L. Campagna and A. Pinzone (ed.s), p. 213-28.

PERE-NOGUES, Sandra 2013: ‘Aristomaché et Aréte, deux femmes dans la tourmente des guerres civiles
a Syracuse.” In Boehringer and Cuchet (ed.s) 2013, p. 117-32.

PICKARD-CAMBRIDGE, Arthur Wallace 1988 [1967]: The Dramatic Festivals of Athens. 2nd ed, revised
by John Gould and D.M. Lewis, Oxford.

PINZONE A. 1979: ‘Maiorum sapientia e lex Hieronica: Roma e I'organizzazione della provincia Sicilia
da Gaio Flaminio a Cicerone’ AAPel 55, p. 165-94.

POHLMANN, Egert 2015: ‘Epicharmus and Aeschylus on Stage in Syracuse in the 5™ Century.” Greek
and Roman Musical Studies 3: 137-66

PoLAcco, L. (ed.) 1990a: Il Teatro antico di Siracusa: Pars Altera, Rimini.

1990b: ‘I monumenti della Terrazza Superiore.” In Polacco (ed.) 1990a, p. 29-58.

1990c: ‘“Temenos e teatro.” In Polacco (ed.) 1990a, p. 117-62.

PoLAcco, L., and C. ANTI1981: Il Teatro antico di Siracusa, Rimini.

PoLAccO, L., M. TROJANI, and A.C. SCOLARI 1989: Il Santuario di Cerere e Libera ad summam
Neapolin di Siracusa, Venezia.

PORTALE, Elisa Chiara 2004: ‘Euergetikotatos... kai philodoxotatos eis tous Hellenas. Riflessioni sui

rapporti tra lerone Il e il mondo greco.” In M. Caccamo Caltabiano, L. Campagna, and A.

Pinzone (ed.s) 2004, p. 229-64.

2015: ‘Un confronto: la Sicilia nel 11l secolo.” Convegno di Studi sulla Magna Grecia 52, p.

2.697-736.

RAWSON, E. 1987: ‘Discrimina Ordinum: The lex Julia theatralis’, PBSR 55, p. 83-114.

REID, Heather L., Davide TENASI, and Susi KIMBELL (ed.s) 2017: Politics and Performance in Western
Greece, Des Moines.

REVERMANN, Martin 2006: Comic Business: Theatricality, Dramatic Technique, and Performance
Contexts of Aristophanic Comedy, Oxford.

REVERMANN, Martin and Peter WILSON (ed.s) 2008: Performance, lconography, Reception : Studies
in Honour of Oliver Taplin, Oxford.

Rizzo, G.E. 1923: Il Teatro greco di Siracusa, Milano.

Rose, C.B. 1997: Dynastic Commemoration and Imperial Portraiture in the Julio-Claudian Period,
Cambridge.

RoseLLI, David Kawalko 2011: Theater of the People: Spectators and Society in Ancient Athens,
Austin.

RUTTER, Keith 1993: ‘The Myth of the ‘Damareteion.”” Chiron 23, p. 171-88.

SCHMIDT, Evamaria 1982: Geschichte der Karyatide: Funktion und Bedeutung der menschlichen
Tréger- und Sthtzfigur in der Baukunst, Wirzburg.

SERRATI, J. 2008. ‘A Syracusan Private Altar and the Development of Ruler-Cult in Hellenistic Sicily.’
Historia 57, p. 80-91

SEVERY, Beth 2003: Augustus and the Family at the Birth of the Roman Empire, New York.

SHAPIRO, H. A. 1989: Art and Cult under the Tyrants in Athens, Mainz.

SMITH, D. 2018. “The Reception of Aeschylus in Sicily.” In R. Kennedy, ed., Brill’s Companion to the
Reception of Aeschylus, 9-53. Leiden and Boston.

SOMMERSTEIN, Alan H. and Judith FLETCHER (ed.s) 2007: Horkos : The Oath in Greek Society, Exeter.




SORDI, Marta 1980: ‘Lo Hierone di Senofonte, Dionigi e Filisto.” Athenaeum 58, p. 3-13.

STUCCHI, S. 1952. ‘Scavo di un santuario presso il teatro greco.’ Fasti Archeologici 7, p. 136-37.

THONEMANN, Peter 2005: “The Tragic King: Demetrios Poliorketes and the City of Athens.” In Hekster
and Fowler (ed.) 2005, p. 63-86.

ToBIN, Jennifer 1997: Herodes Attikos and the City of Athens: Patronage and Conflict under the
Antonines, Amsterdam.

Tobisco, Luigi 2002: Teatro e spettacolo in Magna Grecia e in Sicilia: testi, immagini, architettura,
Milano.

VEYNE, Paul 1990 [1976]: Bread and Circuses: Historical Sociology and Political Pluralism, London.

VON HESBERG, Henner 2009: ‘Hellenistische Theater: Zur Funktionalitdt der Raume und ihrer
Bedeutung fiir die Polis.” In Matthaei and Zimmermann (ed.s) 2009, p. 276-306.

VON Sypow, Wilhelm 1984: ‘Die Hellenistischen Gebélke in Sizilien.” MDAI(R) 91, p. 240-358.

VONDERSTEIN, M. 2006: Der Zeuskult bei den Westgriechen, Wiesbaden.

VozA, Giuseppe 1984/5: “Attivita nel territorio della Soprintendenza alle Antichita di Siracusa nel

Quadriennio 1980-1984.” Kokalos 30-31, p. 657-78.

. 1993/4. “Attivita archeologica della Soprintendenza di Siracusa e Ragusa.” Kokalos 3940, p.

1281-94.

. 2006: ‘Teatro greco di Siracusa: Stato delle conoscenze.’ In Aloisi et al. (ed.s) 2006, p. 72-80.

WALKER, S. ‘The Moral Museum: Augustus and the City of Rome.” In Coulston and Dodge (ed.s) 2000,
p. 61-75.

WALTHALL, D. 2011: ‘Magistrate Stamps on Grain Measures in Early Hellenistic Sicily.” ZPE 179, p.
159-609.

WAREH, Tarik 2007: ‘Hierophantic Performances: The Syracusans’ Great Oath and Other Examples.’
In Sommerstein and Fletcher (ed.s) 2007, p. 161-76.

WILSON, Peter. ‘A Potted Political History of the Sicilian Theater.” In Reid, Tenasi, and Kimbell (ed.s)
2017, p. 1-32.

WILSON, R.J.A. 1990: ‘Roman architecture in a Greek world : the example of Sicily.” In Henig (ed.)

1990, p. 67-90.

. 2000: ‘Aqueducts and Water Supply in Greek and Roman Sicily: The Present Status

Quaestionis.” In Jansen (ed.) 2000, p. 5-36.

WOoLF, Daniel, and Catharine LORBER 2011: ‘The ‘Galatian Shield without X’ Series of Ptolemaic
Bronze Coins.” NC 171, p. 7-53.

WoLF, Markus 2016: Hellenistische Heiligtlimer in Sizilien: Studien zur Sakralarchitektur innerhalb
und auBerhalb des Reiches Kdnig Hierons 11, Wiesbaden.

ZANKER, Paul 1988: The Power of Images in the Age of Augustus, Ann Arbor.




