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CHAPTER 1

INTERPRETATION OF HOMERIC ALLUSION

The Problem

Homeric allusion in Sappho, as in all early lyric,
is a well catalogued phenomenon. If she uses a phrase even
vaguely reminiscent of one which occurs in earlier dactylic
hexametric poetry, the correspondence is dutifully reported
by almost every commentator; but often the nature of the
allusion is not explored. Investigation of these allusions,
however, is essential: when Sappho employs a Homerisml in
order to recall a specific passage or theme in the Iliad or
Odvssey, her poem should be considered ‘'n light of these
Homeric models.

Successful detection of specifically allusive refer-
ences is complicated by the fact that the occurrence of a
Homerism in a lyric poem can be accounted for in one of
three ways. (1) All the lyric poets of the Archaic Age
were deeply affected by the epic language which formed the
basis of their poetic vocabulary. Xenophanes of Colophon
observed that everybody's education was foundeé on Homer.2
As a result, a lyric poet, particularly one composing in a

meter akin to dactylic hexameter, often used Homeric lan-

guage without intending to allude to any specific passage



or theme. His word choice was almost unconsciously con-
ditioned by his close familiarity with the epic poems. (2)
Lyric poets could also employ an epicism consciously,

while intending to evoke no particular passage in the Iliad
or Odyssey. This type of unspecific allusion was most
often made by a poet who wanted to imbue his poem with an
epic, heroic grandeur befitting his theme. (3) Finally, a
poet could intentionally summon a passage in Homer, the
recollection of which somehow colored, modified or maéni-
fied the surface meaning of the poem.

The essential difference between the unspecific re-
ference of types (1) and (2) and the specific allusion of
type (3) is that unspecific epicisms derive only from the
language of Homer, while specific allusions concern the
content as well as the language. It is, however, almost
impossible to distinguish between allusions of the first
two types. The first type, as I stated above, can be ex-
pected to occur in a poem, the meter of which is similar
to dactylic hexameter; the second, in a poem, the author
of which wants to create an epic atmosphere. In many
cases, a poet's selection of a meter can be related to his
desire to create epic tone. This means that determining
whether an allusion is unconscious or conscious (but un-
specific) often involves guessing whether the poet's wo+d
choice was influenced by metrical or narrative concerns.

Such guesswork is bootless. 1In the Lille Stesichoros--a



poem I presently shall treat in some detail-~ the poet uses
the Homeric formula éudepvoc ‘AndAAwv to ené a line (209).
Since Homer characteristically places the expression at

3. . - s .
it is reasonable to assume that nis choice of

line-end,
phrase was triggered by metrical convenience or familiarity
with Eomer and was, hence, unconsciously made. On the other
hand, the expression is of a fairly distinct epic, heroic
cast, and it is not at all unlikely that Stesichoros could
have employed it expressly in order to raise the tone of

the speech in which it occurs. Both explanations are
plausible, and it would be vointless to make a case for one
at the expense of the other. But it is important to note
that the expression constitutes an unspecific allusion--
that is, that it does not belong to the third category. It
cannot belong to this category simply because none of the
eleven instances of éudepyog ‘AnéiAlwv in Homer pertains to
the subject of the Stesichorean passage.4 Since the dis-
tinction between the first two classes of allusion is ~f:en
difficult and pointless to make, for the purposes of this
study they will be discussed under the single heading "un-
specific epicism."”

The nature of these unspecific epicisms renders them
of limited value to the interpretation of poetry such as
Sappho's; for they often tell more about Homer tha&n about
lyric. Since, however, the existence of a universally

known model-~Homer-~compelled and then allowed Sappho to



define her own poetic stance with respect to epic, a study
of allusions belonging to the third category is essential
to an understanding not only of individual poems, but also
of Sappho's role as a poet in Lesbian society.5 Unfortun-
ately, there is no purely objective way to determine whether
an allusion is specific or unspecific. It is possible only
to compare lyric and Homeric passages and then attempt a
determination regarding the relationship of the cne to the
other, as I did in the case of Stesichoros' éudepyoc ‘AndAi-
Awv.

In crder to facilitate investigation of Homerism in
Sappho and to illustrate the difference between unspecific
and specific reference, I shall discuss the allusions of
two poems which stand in markedly different relationships
to Homer. The first, the Lille Stesichoros, abounds in
unspecific epicism. In this poem, which recounts the dis-
position of the Theban crown between Eteokles and Poly-
neikes and the ensuing quarrel, Stesichoros has mined the
language of Homer much more extensively than the content.
Because he.-is composing in a meter--an early form of dac-
tylo-epitrite--that easily accommodates dactylic hexametric
phrases and since epic tones suit his regal theme, he ap-
propriates many phrases from Homer, often without concern
for the context in which they occur.6 The second poen is
Sappho's prayer to Aphrodite (fr. 1). Here the poet uses

epicism in order to recall specific passages from the Iliad.



By taking advantage of a universally recognized model (Ho-
meric Aphrodite) she is able both to deepen her tribute to
the power of love and to define mare sharply her own rela-

tionship to the goddess.

The Lille Stesichoros

In his edition, Feter Parsons’ lists thirteen
stock epithets, found in the Lille Stesichoros and taken
directly from Homer or formed from Homeric models: uéya
velnog (188), deol &d&varor (205), Eudepyog ‘Andiiev (209),
Savdtou réAo¢ gtuyepoio (213), @liov [narpdg (222), uddoic
ayavolg (232), xpucdv épiTimov {239), wiutd udra (241),
ctidecoL @iioror (249), Eiwxac Bdac (272), meoixariia
nodpav (276), uéya teixog (295) and &Gutiudvac] Klewvdg
(303). To these epithets can be added several other ex-
pressions paralleled in epic usage--&\A‘ &ye (218),
oAbV xodvov (230), uGdov Eeume, preceding a speech (233).
@d¢ @dto, at the close of a speech (232, 291) and of &°emi-
dovto (234)-—-8 as well as several single words which ap-
pear at the end of the line in Stesichoros' quasi-hexamet-
ric verses,9 as they do in Homeric hexameters--&yeivpev (197)
efow (190), vévoirto (213), é&xovta (239), Bourdv (255) and

10

innoug (272). This high frequency cf epicism combines

with the fact that Stesichoros often follows the "rules"

1 to indicate that the poet was strongly

of Homeric prosody
influenced by the poetic diction of epic and was, in fact,

creating his poetry very much in the tradition of the



12 At the same time, many of the epicisms,

Homeric singers.
such as 9eol &ddvator, otﬁﬁeoou etAowol, &AA* &ye, &g @dro,
and ut9ov €ewne, are so‘cémmon and lackluster that it ié
difficult to believe Stesichoros employed them in order to
recall any specific Homeric scene. Finally, when the con-
texts in which some of the rarer formulae, like xpuodv
Epituuov and uddoig dyavoig, occur are compared with the
contexts of their epic counterparts, it is often clear that
no poetic purpose would have been served by reference to
the Homeric exemplar.

At this point it is instructive to look more close=
ly at some of the unspecific epicisms of the Lille Stesi-
choros. They provide the perfect contrast to the deliber-
ate allusion in Sappho's poem: the same critical proced-

ures which attest Stesichoros' disinclination to evoke the

content of the Iliad and Odyssey in this particular poem

will affirm Sappho's skillful drawing on the Homeric legacy.
Two of the "stock epithets" Parson notices--uidotig
dyavotlg (232) and uAvtd pdia (241) ——-correspond to expres-
sions of which only one example survives in Homer. Hapax
legomena like these offer the poet who desires to recall
the one passage in which they occur an excellent opportun-
ity to do so. Conversely, a poet uninterested in the pro-
spect of evoking a specific section of Homer might be ex-

pected to use Homeric hapax legomena indiscriminately.

In Stesichoros, the words udSoig &vavoig occur in a



quasi-hexamteric line heavily imbued with epicism: &g @dro
6ia yuvd, uddorg &yvavolg évemoloa (231). The verse comes
at the end of the speech in which the queen has proposed the
terms for division of the kingdom. In Homer (o 51), the
phrase u09%oi¢ &yavoilot. is put in the mouth of Peisistratos,
advising Telemachos to wait until morning before quitting
Sparta:

&AAG uév'eic & ue &dpa gépwv Emidligpra 91y

fiowc ‘Atpeldng, SoupLkAettog Mevéiaog, )

xal widoig &yavolgl napauvdficug aronéwlm.

(o 51-3)

Since there is no tangible connection between the two pas-—
cages or contexts, the allusion is best explained as unspe-
cific and as meant to contribute to the tone of a very
Homeric line. In the same verse, &ia yuvd may have been
modeled on 6Ta yuvaludy, a noun~epithei combination used in
Homer to refer to Alkestis, Helen, Penelope and Eurykleia.l3
A comparison of the lyric line with the appropriate epic
verses again reveals no correspondence. If Stesichoros had

desired, with this line, to draw a specific parallel to the

Iliad or Odyssey, he might easily have combined a distinctive

phrase like ud®S9oig &yavoig with another expression from the
target passage in Homer.

The single Homeric instance of wAuta ufila. is found in
the Polyphemos episode:

oL TéTE TOp &véuaie ual HUEAYE uALIA uiila,

ndvta naté potepav, xal o’ EuBpuov fivev eudortn.

(v 308-9)

The Stesichorean parallel, npéog [ . n]Aavta pdlc
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‘véuovto (241), appears to have been part of a description
of the royal Theban treasury.l4 Since there is no dis-
cernible reason why Stesichoros, in reciting a catalogue
of Theban wealth, should want to call to mind a narrative
account of the Kyklops' daily routine, it is sensible to
conclude that he chose xAuvtd udla because, as an epic
phrase, it was appropriate to a description of kingly
treasure. xpuodv épltiunov (239), also part of the The-
ban inventory, corresponds to Homeric épiti{uoro xpvocto,
which survives only in the recounting of the bribe Agamem-~
non will pay to induce Achilles to rejoin battle:
&wdeua tnnoug

nnyolg &drogdpoug, ol &EdAiLa nooolv &povto

o0 uev &rftog eln avhe  tdooa vYévorto,

006€ uev dutiuwv épLtipoLo xpucoto,

droa poL fiveluavro &édAia udvuyee innot.

' (I 123-7=I 265-9)
At first, this might seem a concrete parallel. Yet, it is
difficult to see what a comparison of the wealth of the
Theban royal family either to the gifts for Achilles or to
the prizes Agamemnon won by victories of his horses would
have added to Stesichoros' point. Also, the ccexistence
of uAutd pdra with its exclusive reference to Odyssey 9
and xpuodv éplTLnov with its exclusive reference to Iliad
9 cancels the possibility that Stesichoros intended to
recall either book. As will be clear in our study of Sap-
pho, the lyric poet aiming at a specific allusion does not

heedlessly link expressions with parallel ones from un-

related Homeric passages, but rather juxtaposes epicisms



which will reinforce one another and join to summon a
single, clearly defined scene, theme, or series of scenes.

Two of Parsons' "stock epithets," uéya vetuog (188)
and péya telxog (2¢5) also typify the unspecific epicism
bf thé Lille Stesichoros. Line 295 reads: .';ou;;[ ]‘Y
oteixev uéya tetxlog . Although the line is poorly
preserved, its context is fairly clear. It comes from the
part of the poem which describes Polyneikes' journey from
Thebes to Argos. uéya teiyxog can refer either to the city
of Thebes, as with a reconstruction such as atetlxev unéya
Ttetxloc &uellag, or, as is more likely, to some tcwn between
Thebes and Argos, as, for example, in oteixev ueéya tetxlog
*Epudpdv. > In Homer, uéva Teixog occurs only in the Iliad
(M 12, 257; N 50, 87), and in all four instances of its oc-
currence, it refers to the defensive wall built around the
Argive camp. Stesichoros, however, amploys the expression
as a periphrasis for a city. Therefore, it is unreasonable
to suppose that his uéya telxog alludes specifically to any
of the four passages in the Iliad.

The words uéya vetuoc are all that survive of line
188; but, despite the vagueness of the immediate context,
the subject of the poem makes it likely that the words refer
to the quarrel between Eteckles and Polyneikes.16 Although
in Homer veiuog¢ can.mean "quarrel” (as in B 375), its usual
meaning is "strife" or "battle"; and uéya velwog always

denotes "battle strife" (as in N 122, O 400, p 384, I 98,
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and I 116) . Again, recollection of the Homeric model does
not contribute to an interpretation of the content of the
poem.17

Only in one instance is there a vaguely plausible
relationship between a Stesichorean and Homeric context
linked by a phrase common to both. The one expression
which Stesichoros could have employed with a specific
Homeric model in mind is Savdtou télogc otuyepoto in line
213.. In this section of the poem, the Theban queen hopes
to die before seeing her scns in mortal combat:

adTina por Savdrov télog oruvepolo yévoiTo

nPLV Téua Taldt’ éoLdelv

&lyeogor moAdotova Sanpudevia [

naldag €Vl umuevdporg

davdvrag n ndALv aroloav

(213~7)

This can be compared to I' 305-9, one of ten Homeric pas-
sages containing the formula Savdtoio téiog/Térog Savdroio/
-ou.la In these lines, Priam explains his aversion to

watching the duel. between Paris and Menelaus:

f Ttor éyov elul nmpotl “IAiLov Hveudecoav

&y, énel o0 mw TAfoor’ év deSainotaoiv dpdodai

uapvduevov @llov vidv &pntolie Meveldep:

Zebg uév mouv 16 ve olde ual &ddvator Seol &Alor

onnotépy Savdrtoro telog mnenpwuévov éotiv.
3esides the verbal parallels, JSavdtou Télog versus SavdrtoLo
Télog, and éoLdelv versus 6p&oeau,19 there are situational
similarities between the two passages. Both poets describe
a parent's fear of beholding the violent death of his

child(ren), and in both cases the parent is the ruler of a

city threatened by a siege. These correspondences, nowvever,
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are completely undermined by the highly questionable evoca-
tive force of Savdtou Télog. In Stesichoros the phrase de-
notes the parent'é death, while in the ;;igg it refers to
the death of one of the combatants. It is also disconcert-
ing that the formula occurs ten times20 in epic, and this,
coupled with the fact that Savdrtou rélog is attested in
Thgn. 768 with no apparent reference to Homer and Savé&Tou
Télog is used at least once in Hesiod (Op. 166),2l tends to
suggest that it was a fairly common expression. Therefore
it is unlikely that Stesichoros intended to evoke ' 305-9
through the words Savdrou télog.

I have dealt with the Lille Stesichoros in order to
demonstrate what can happen'when investigation of the con-
text of Homeric allusions prévides practically no insight
into the interpretation of the content of a lyric song.

The poem is extremely Homeric,22 as the deep concentration
of epicisms clearly shows; but its Homericity results from
the influence of epic language, and the poet's desire to add
epic flavor, and does not stem from deliberate allusion to
any specific theme or episode in the Iliad or Odyssey. Be-
cause of this, it is necessary to observe two factors con-
cerning the unspecific epicism of the Lille Stesichoros.
First, the Homericisms, though plentiful, form no patterns:
that is, no two or three allusions, occurring together in

the course of a few lines or concerning the same subject, re-

fer to the same passage or related passages of the Iliad or
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Odyssey. The second noteworthy factor is that Stesichoros

employs Homeric hapax leqomena without intending to recall

the one passage in which they are found. 1In contrast, a
poet who is trying to evoke the cantent of the epic poems
will first indicate clearly that there is a connection be-
tween his subject and Homer, often through the use of un-
specific allusion of the second type. Then, once his aud-
ience is clued to expect a parallel, he will draw it by
clustering his allusions and capitalizing on unusual ex-
pressions. When he does this, a recognition and proper un-
derstanding of his use of allusion become essential to an
interpretation of his work, as our investigation of Sap-

pho's mowktAd9pov’ &Savdr’ ‘AppdSita will show.

Sappho Fr. 1

As we have seen, the all-pervasive and indiscrimin-
ate use of Houmerisms in the Lille Stesichoros is best un-
derstood as the effect of the influence of epic language,
which suited both the heroic subject and dactylo-epitritic
meter of the poem. 1In the case of Sappho Fr. 1, whose Ho-
mericity is indisputable,23 another explanation must be
sought. A close look at some of the words which Sappho
employs in reference to Aphrodite will provide the basis

of this explanation, for it will reveal the poet's intent

to evoke and then reshape the smiling goddess of the Iliad.
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o] LutAddpo (v’ &Gavdt’ ‘AvpdbdLta
nat] AllJog EoAl[dnAoue, Aloooual oc,
ui »°] &oator [und® éviaior Séuva,

4 nétv]ia, 90 [upov,

AAAl& Tuld® EMN[®°, al nota natépwte
td]¢ &uac abléagc &loioa mhAoL
gu]lveg, ndrpolc 6¢ &8uov Alnoioa

8 - x]lpboiov RA9[eg

&plu’ Onacse[VEairoa* wudloL && o° &yov

®dlueeg otpol[foL mepl vac ueialvag

nOluva &lvvevteg ntép’ an’ odpdvwlde-
12 - polg &.& uéoow:

allya &° &Eluolvtor ob &°, & wduarpa,
peLdial [oolo’ &Savdtwl mpocdnoL
floe’ &ttlL 6ndte nénovda wdTTL
16 &nldte wlddInuue
w]dtte [por wddiota FéAw vYéveoSal
nlarvdiar [8duwe+ Tiva Sndte neldSw
] cédynv [&g cdv @uAdtata; Tig o &
20 Talne’, [&Buxder;
uall vldp al gedver, Taxéwg SidEer,
ol 6& 6@dpa uh Séuet’, &AAL &doel,
al 6t un ¢lier, Taxiwg QLAfoer
24 rodu &€9&AoLoa.
&A9¢ uotr wal viv, xaiénav 6t AlGoov
En ueptpvav, 8ocoa 6¢ upor téAieococar
douog tuépper, tTéAeoov, ob 6° alta
28 obuuaxoe £ooco.
nat Alog (2), nevdbialoairy’ (14), and xpdoirov (8)
establish Sappho's patron as the Aphrodite of epic. They
reflect the three major Homeric epithets for the goddess--
ALde Suvdtnp (which ocours nine times in Homer), @uAouueldig
(six times) and xpuvoén (ten times).24 nal AuLdg not only
suggests Homer because of the frequency of the epic formula
ALdg duvdtne ‘AgpoSitn, but it also excludes reference to
Hesiod, who avoids the expression because he does not view

the goddess as the daughter of Zeus. The same applies to
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rewdraloaro’, which, like Homeric ouionuetddhg, alludes to
a smiling goddess. Hesiod, on the other hand, in Th. 200,
interprets @uioupeldig as oiLiouundie, explaining that
Aphrodite was so called 8t. undéwv égewudv&n.zs Sappho's
substitution of the participle for the adjective completely
eliminates the pun.26
Although the papyrus siiows xplUciov, followed by a
clear middle stop, which would link the adjective with

27

&duov in line 7, the word is probably kest viewed as

placed with intentional ambiguity and as modifying both

8 For the purpose of our present

&éuov and &pu’ in line 9.2
focus, it is necessary only to notice that Sappho, by
positioning xplUoiov between the words Alnoica and fiAdeg,
has marked Aphrodite's goings and comings with one of her
traditional epic characteristics.29
Just as Sappho's use of nat Alog, ueibialoarc’
and xplboiov reveals her intention to recall Homeric
Aphrodite, her coining of nouuLAé8pov® and SoAdnAoue
indicates her desire to remodel the goddess into some-
thing uniquely Sapphic. Both words, although unattested
in the Iliad and Qdyssey, are of an epic flavor; they
can be compared with Homeric formations such as mouxtAo-
uitng, SoAduntng, and Soiowpadh¢c and, hence, can be con-
sidered Sapphic and Homeric at the same time. Sappho also

indicates her departure from a strictly Homeric Aphrodite

by her invocation of the goddess with the word rétvia
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in line 4. In placing the word at the beginning of the
Adonic ndtvia, 90uov, she mirrors epic usage: in the Iliad
and Odyssey, nétvia is only found in the position immediate-
ly following the bucolic diaeresis, as in the line-ending
formulae nétvia “Hpn#, ndtvia uhtne#, ndtvia Kipun#, nédtvia
véumn#.30 However, both the application of the word to
Aphrodite and the address of a goddess with the word ndtvia,
unaccompanied by another noun and in the vocative, are de-
cidedly unHomeric. Sappho's manipulation of ndtvia is typ-
ical of her trcatment of Aphrodite in this poem: it is,
again, the result of the skillful blending of Sapphic and
Homeric elements.3l
Sappho begins fr. 1 by evoking a picture of an al-

mighty Aphrodite, capable of koth inflicting and resolving
the anguish that accompanies love and passion. This picture
is enhanced by allusion to passages in Iliad 3 and 1432
which illustrate her power. In E 198-9, Hera, hoping to

seduce Zeus, must ask Aphrodite for help:

&g vOv uoi oLAdtnta kal tuepov, § te ob ndvrtag
Sauvg@ &favdtoug 1H6¢ Svntole &vdpdrouc.

6auvd, used in the erotic sense here, as in fr. 1. 3-4
(wh 1 doairor und’ Sviaror &&puva/ndtvia Stuov,) occurs
twice elsewhere in the course of Homer's narrative of the

hieros gamos. In E 315-6, which, with the presence of

duudv, most clearly parallels lines 3-4, Zeus confesses to

Hera, now made irresistible by Aphrodite's charm, that he
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has never been more drawn to her:

oG y&p.n@ néte u° O6e edc €poc oH6E yuvaLude
Suuov évi oti8eooL nmepumpoxudele &6&uacoev.

After the consummation of the gamos, the exhausted god is
described as Unvep wxal @uAdtnti Saucig (& 353).33

noLktAd9pov’ in line ) may well constitute another
allusion to Aphrodite's love charm. Although the meaning
of the word is still a hotly debated is 2e, I am convinced
that the -Spov’ component of the word is related to 9pdva
"flowers," rather than to 9pdvog, “throne."34 This reading
necessitates seeing the adjective as a reference to some
aspect of the goddess's flower-studded garb. This is
very plausible, especialiy ia light of Kypria IV (Allen):

etuata pdv xpol &€gvo td ol Xdpoitée Te mal “Qpat

noincav uai EBaldav é&v A&vezgLv eiapiLvoiol,

ota @opolo’ “Qpat, &v Te uPSup &v 3° baulvy

€V te [ darédovtL PdSou T° évl &vIel waAd

NééL veutapéy, &v T’ QuBpoolaiLc xaAdueooL

dvdeoL vapuloocouv uaiiippdouv-

&° ol’ ‘Agpodltn
dpaLg navroitarg teduvwuéva etuata EoT0.

Although Homer never refers to Aphrodite's floral

apparel, at & 214-5 and 219-20 he uses mouuliov to modify
neotdv {uwhvta, the part of Aphrodite's clothing containing
the love-charm which she gives to Hera. It seems to me
very likely that Sappho had these lines in mind when she
coined moLuLAd9pov’. Not only does she elsewhere allude
to Aphrodite's role in the seduction of Zeus,.but she also
is more generally concerned with the power of the goddess

to beguile (&oAdnAone). In this connection, an allusion
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to Aphrodite's magical ludg at the poem's beginning
would be highly effective.

The goddess effects another seduction at ' 441~
8. Here, Paris ig charmed when the Apirodite-inspired
appearance of Helen subjects nim to soul-storming de-
Sire. Altnough no form of &&pvnuL in the erotic sense
occurs here, an expression markedly similar to & 315-
6 does: I' 442 reads, o0 Ydp nd noté u* BEe v* E&puwc
Ppevag dupendAvyev. This is one of several parallels
between the seductions of Paris and Zeus.35

As much as Paris resembles Zeus in his role as
victim of seduction, the only similarity between Hera
and Helen in the two scenes is that Aphrodite is the
source of their seductive powers. Unlike Hera, Helen
is an unwilling lover, suffering a fate similar both
to the one Aphrodite promises for Sappho's recalci-
trant lover (lines 23-4): cai 6& uh e¢lAier, Taxéwc
@LAfoer / uwdn £0éAoiLoa) and to the one which Sappho

36

herself has met. In I' 399-405, Helen angrily ex-

presses ner reluctance to obey Aphrodite and return
to Paris:

écLpovin, T ue tebta Atdalealr Aneponeldelv,
A m) re npotépw moilwv €l vaLopevdwv

&Eeirc W ®puring N Mpoving épaTeLviig,

el tlc ToL mal uelyL oliog uepdnwv &vSpdmwv
olvena &7 viv &tov *ArfSavépov Mevélcoc
vindoce €%€Aer otuyepnv EunE olwcd’ HyecSal.
ToOveua &% vOv Selpo Sorogpovéouvoa mnopéorng.

iielen's speech and behavior in I' reveal her
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intimacy with the goddess. She is Aphrodite's favorite
and must accept both the privileges and inconveniences

37

of this relationship. The same holds true for

Sappho: her conversation with Aphrodite also bears the

marks of informality.38

She portrays herself as a pas-
sionate woman. Her closeness to the goddess of passion
necessitates her prayer in the first place; and it is
this same closeness which guarantees that her plea will
be met with favorable response, as it always has in the
past.

The connection between fr. 1 and the Aphrodite/
Helen/Paris episode of I' is strengthened by the word
SoAdnioke. A compound of 68Aog modifies Aphrodite one
time in Homer; Helen calls her &oloypovéouoa at I' 405,
in the passage cited above. 1In view of Sappho's fond-
ness for tampering with Homeric expressions,39 it is
not unreasonable to sce in &SoAdnioue an allusion to
the S&ologpovéouvoa of I'. Sappho invokes Aphrodite as a
beguiler;40 and it is Aphrodite the beguiler whom
Helen addresses (Ameponetelv, ' 399).

Sorowpovéouvoa occurs twice in the context of

the hieros gamos, where it is applied to Hera. 1In one

of these instances, it is found in connection with
S8&uvnuL used in the erotic sense. Hera, friend of the
Achaians, is approaching Aphrodite, ally of Troy, in

nopes of securing the charm by which she will seduce
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Zeus and thereby further the cause of the Greeks. In
order to obtain the charm, she claims to Aphrodite
that she wants, through its magic, to patch up her
parents' marriage. As she prepares to explain her
false purpose, Homer relates:

v 6t SoAoypovéouoa npocnusa nérvua Hpn-

"6bgc wiv moi ¢LAdtnTa ual tuepov,  TE OL ndvrag

Sauvd adavdToug née Svatolbg &vopdmoug . . .

(2 197-9)

At 2 J00, a remarkably similar line describes Hera about
to tell the same lie to Zeus: <tdv 6t Soloypovéouoa
npoondba ndétvia “Hepn. Hera's story succeeds with Zeus
as it had with aphrodite. Empowered by the love god-
dess's charm, she is irresistible to her husband.

Although Hera's conquest of Zeus in E is the

second great testimony to the power of Aphrodite in

Homer, the hieros gamos also reveals the goddess's

complementary Iliadic weakness--her impotence in war.
By giving Hera the all-powerful charm, Aphrodite un-
wittingly makes 1 bad tactical error, which causes

harm to her beloved Trojans. In the Iliad, Aphrodite's
lack of martial skill is indeed common knowledge to
both mortals and gods. This becomes especially clear
in Book 5, where she joins the battle only to be forced
to flee in disgrace. In this book, Diomedes literally
adds insult to injury when he threatens the goddess,

whom he has just wounded:
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elue, Aivdg ®bvatep, norduou nal ontotfitog*
% oGx &Aig &tTL Yuvaiuag GvdiuLbag fAineponedeLc;
el 68 o0 v° &g néiepov nwifoear, K e o’ SHtw
puyfoewv mdrendv ve xal ef X° &tépwdt nodnae.
(E 348-51)
Again, when the wounded goddess returns to Olympos,
Zeus reminds her to stay within her own sphere:

o0 1oL, Téuvov &udv, 6&8otaL moisunia &pya
GAAL gb Y° Luepdevta uetépxeo Epya y&uoro,

P

Tabta 6° "Apnl 0% ual "Advn ndvta ueAfoer.
(E 428-30)

In these speeches, it seems as if Aphrcdite's in-
volvement with love and marriage precludes the pos-
sibility that she might excel in war. Yet, Sappho,
in the last line of her prayer, calls upon Homeric
Apnrodite to be her ally in battle (oVupcyxoc &ooo).
As we shall see, it is Sappho's purpose to show that
there is a kind of battle in which Aphrodite is as
powerful as the fighting Athene of the Iliad: the
battle of love.

Sappho counterbalances her allusions to Iliad 3
and 14 with references to Book 5. Having established
Aphrodite as all-powerful in love, she proceeds to
remake the faint-hearted goddess of Iliad 5 into Aphro-

dite, love-warrior par excellence. The first step in

this redefinition is to equate Aphrodite with mcro
warlike goddesses, which Sappho does through the de-
scription of the descent of the chariot. The use of a

chariot by Aphrodite, a goddess who is capable of and
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accustormed to merely darting through the air, is
worthy of note. The model for this unusual descent is
E 722ff., Homer's account of Hera and Athene, yoking
their chariot and driving down to earth in order to

41 Parallels cetween the two scenes include

join battle.
Sapphié &pu’ ULmeodeVSailoa . . . Oueeg ortpoldior (9-10)
versus Homeric Ono &¢ CTuydv fivavev “Hpn / tnnoug Gud-
nodac (E 731-2); mnepl Y&g ueialvag / nduva &lvvevteg
ntép’ &n’ dpdvwlde/pogc 65L& uéoow (11-3) versus Th &°
obr &éuovte metéodnv / uecgonyde vaing Te ual odpavod
&otepdbevroc (E 768-9); and xploiov . . . &pu’ versus
the gold-laden chariut of Hera and Athene (E 724, 727,
730, 731).

The major alteration Sappho has made in the re-
working of her model is to have Aphrodite's chariot
drawn by sparrows rather than by horses. This change
is dramatically underscored by the fact that Sappho
substitutes the word otpolSo. for the word immot in
her adaptation of the Homeric formula &ueag tnnoug.42
These erotic birds, so distinctively appropriate to
the goddess of love,43 set Aphrodite's arrival apart
from Athene's and Hera's in the Iliad and mark her
as a different kind of warrior.

Aphrodite's power as a warrior of love is ex-

emplified by Sapphc in an ingenious manner. The simil-

arity of alya &° &El{uovto, which begins line 13, to the



line-beginning of E 367 (alua 6° &nelt®” Txovro dedv
€8og, aindv "OAvunov) clues a connection between
wounded Aphrodite's flight from earth to heaven to be
succored by Dione in the Iliad and Aphrodite's descent
from heaven to earth to succor Sappho in fr. l.44 Be-
- cause Sappho has transformed Aphrodite from a love god-
dess, who can orly be humiliated by true war, into a
love-warrior, all the weakness betraved by lier £flight
in the Iliad is translated into strength in fr. 1. 1In
E, it is the wounded goddess who is described as &x9o-
uévnv O660vriov (E 354). In fr. 1, the poet herself is
afflicted by various woes, which Aphrodite is asked to
relieve (3-4; 25-26). 1In the Iliad, it is the minister-
ing Dione who inguires of her distressed daughter: <t{¢
viv oe toLdd’ €peEe, @lAov Téuog . . . (E 373); but it
is Aphrodite herself who seeks to aid Sappno by asking:
tig ¢, & / ¥&no’, &5uuder; Thus, Sappho's extremely
competent love-warrior Aphrodite is dissociated from
her weak cousin in Iliad 5. Sappho can rest assured
that her Aphrodite will dispel her anguish with the
same skill, effortlessness and efficiency that Dione
used to comfort her cdaughter (E 416-7). 1In this light,
Sappho's call to Aphrodite as oduupcxog, placed so
saliently in the poem's final line, must be taken as

a serious appeal for help, for an elly in the war of

love. The poet does not consider her situation hope-
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less, as is scmetimes held.45

An examination of the contexts in which @tiop-
uet8ig is found in Homer indicates that this word epi-
tomized Aphrodite's Iliadic strength and attendant
weékness. @LAounelbig is often employed in passages
which specifically underscore Aphrodite's rdle as a

46

goddess of sexual love. The four significant occur-

rences?’ of the adjective in the Iliad fall into two
distinct groups: I 424 and £ 211, from the two se-
duction scenes discussed above, offer examples of oLAou-
netdig descriking Aphrodite as she'subjects others to
tuepog, while E 375 and A 10 provide instances of the
epithet applied to a soft, effeminate love goddess,
' contrasted with more warlike characters. In Book 5
Aphrodite is dubbed 9iLAouuneldiic in the context of the
wounding. She answers her mother‘s question: tilg viv
oe TtoLdd’ €pefe;. . . ;

Thv &° AuelBfeT’ &neita QLAOCUUELERC "Agpoditn

"oltd ue Tubdog uldg, UNEpSuunog 4Lioundng

( 375-6)

A. 10 presents something cf a problem in this scheme;
it is part of a speech (A 7-192), in which Zeus faults
Hera and Athene for their uncharacteristic failure to
help Menelaos. He contrasts their behavior to that of
Aphrodite, who has protected Paris:

Goral uEv MeveAddy éGpnydveg elov. Sedwv,

“Hon t° ‘Apyein wal ‘aAiciuounevgic “ASHvn
AAX* § ToL Tal véour wadMueval eicopdwoct
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Tépneocdove  tH &' adte oLioupeLéhg "Appedltn
aiel napuéuflune nal cbtol ufipag &udvet -
(Ao 7-11)

At first glance, it would seem that Zeus alludes for
once to Aphrodite's ability in war. HKowever, her suc-
cess in warding off danger from Paris is not typical
of her war exploits and the fact that the more militar-
istic goddesses have been outdone by an Aphrodite who
is @LAouneldic should be particularly galling. Zeus'
use of the epithet here adds special force to his re-
buke.48

It is likely that Sappho understood the para-
dox of Aphrodite's power, as exemplified bv the oc-
currences of @ulouneldfig in the Iliad. In her desire
to create a truly omnipoteant love-warrior goddess, she
must resolve this paradox. She does so brilliantly
in the fourteenth line of fr. 1, ueidialoairs’ &Savdrwt
npoouwnwe . ueldialoalrs’, as noted above, represents
oLAonuer &g and should, like that epithet, evoke the
unwarlike Aphrodite of sexual love. The phrase as a

49, which is part of a

whole, however, echoes H 212
passage describing Aias' entry into battle with Hektor.
First, he is compared to Ares (207-10). Then the poet
explains:
Totog &p° Alag dDpro meldpLog, &puogc ‘Axaildv,
HeLSLSwv BlooupoioL mpoodnaot . . .
(H 211-2)

This is the only time in Homer that the sequence, parti-
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ciple of ueldidw plus adjective pius form of neoodmnov
in the dative, occurs; and it is probable that Sappho
composed line 14 with this passage in mind. Through a
highly skillful manipulation of Homeric allusion, she
has set up the analogy: Ares/Aias is to war as Aphro-
dite is to love. With this same analogv, she removes
from @uiouuelbig / ueléialoairc’ any connotations of
weakness and, in fact, transforms the image of smiling
Aphrodite into a portrait of a corfident warrior in the
battle of love.>?

It should, at this point, be clear that the
same explanation cannot accocunt for both the epicisms
of fr. 1 and those of the Lille Stesichoros. Whereas
Stesichoros never gave any real indication that he was
concerned with cvcking the content or the Iliad or
Odyssey, Sappho immediately calls attention to the
Homeric nature of her subject. Once she has done this,
she employs epicism to recall Aphrodite's role in Books
3, 5, and 14: her allusions form patterns, as they
failed to do in the Lille Stesichoros. Furthermore,
her adaptation of words, lines, and expressions--such
as 6oldmioke; uf 1° Aoaror und’ dviaior Sduva, /
ndtvia, dluov; and peidraloars’ &Savdtwl mpocdnuL--
typifies her awareness of the allusive power of hapax
legomena and unusual expressions.

While the ubigquity of epicisms in the Stesi-
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choros poem was symptomatic of the almost subliminal
influence of epic language, the concentration of Homer-
isms in the first, third, and fourth stanzas of fr. 1
points to Sappho's conscious and tight control of al-
lusion. Sappho's relative freedom from this influence
is revealed most clearly in the "Adonic lines" which
end each stanza. As noted above, in connection with
ndtvia, SOuov, these Adonics are the metrical equivalent
of the final two feet of a dactylic hexameter and, as
such, are well suited to accomeodate Homeric expressions
which begin after the bucolic diaeresis and end with

51 If the power of epic language were to

the verse.
manifest itself anywhere in fr. 1, it would be in
these "Adonic lines."

Of the seven Adonics, only one (lin=2 12: -pog
6ud péoow) could be understood as influenced by Homeric
language. Although the verse is, strictly speaking,
unparalleled in the Iliad and Qdvssey, forms of uwéooog,
preceded by a dissyllabic preposition, do occasionally
appear at line end in epic.52 However, since the verse
is part of the intentionally Homeric third stanza, it is
highly probable that Sappho used it for the purpose of
contributing to the epic flavor. Line 8 (yploiLov fiAdeg),
like line 4, combines the Homeric with the unlomeric:

dissyllabic forms of ¥aSov and fASov are well attested

at line end in epic, while forms of xploeog never occur
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directly following the bucolic diaeresis.

Two of the lines, &ndte udAnuut (16) and %éno*
&buunet (20), are completely unHomeric. ©&nlte and udAnu-
uL represent forms unattested in epic, while ¥é&no’ and
&SuufieL represent unattested words. Only uwwdx €9¢ioioa
closely parallels epic line-ending expressions. The
phrase ouy €8edolonm appears twice in erotic contexts in

53 In 2 165 (8¢ u° &9%eisv ©LAdTnTL ULyhuevar odu

Homer.
£9eAoloy), it is used by Anteia, falsely accusing Beller-
ophontes of rape; in B 50 (untéo. uoL uvnotfipeg &néxpaov
obu &3eAoloy), Telemachos refers to Penelope, cocurted
against her will. Since forms of SéAw are well attested
in Sappho and Alkaios, while €&3€éAw survives only here,

it is obvious that Sappho's word choice was influenced

o4 It is equally clear, however, that the mo-

by epic.
tivation behind this deliberate Komerism stemmed from
the content, not the language, of the Iliad and Odyssey:
in Homer, when the expression refers to Penelope and
Anteila, it describes women loved against their wishes.
By applying the same words to a woman loving against
her will, Sappho dramatically emphasizes the awesome
power of the goddess she addresses.

obuuaxog, in the poem's final line, is not found
in extant epic, and the imperative £coo is rare. The

expression obuuayxoc €cco, however, could be modeled on

Homeric #&Auiuog €oo' (a 302=y 200);55 but, since this
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is a line-beginning formula, its presence in a Sapphic
Adonic can hardly be thought to stem from the influence
of epic diction. The line, so important to an under-
standing of the poem, is best viewed as Sappho's in-
tentional adaptation of a Homeric expression, just as
Aphrodite obuucxog herself represents the poet's con-
scious reworking of a Homeric goddess. Aphrodite is

her divine comrade in the battle of love.s6
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FOOTNOTES TO CHAPTER 1

lFor the purposes of this study, not only formulae
will be considered Homerisms (=epicisms), but also single
words, grammatical constructions, dialectical forms and
metrical practices which are characteristic of or pre-
dominate in Homer. Words or constructions which do not
occur in the Iliad or Odyssey nevertheless may be counted
as Homerisms, i1f they are formed on epic models. Words
like SoAdnioue (Sappho fr. 1.2), which seem to have been
coined along the lines of Homeric &SoAduntig and &ologpo-
véouvoa, and like ilepduoiro (Sappho fr. 44.16), whose =-oLo
ending betokens epic influence, are typical of this class.

ch. Xenoph. 10D-K. cCcf. D. Page in Archiloque,
Entr. Fond. Hardt. 10 (1963) 1l1l9ff.

3In ten of eleven instances, the formula ends the
line. cCf. A 479; E 439; 0 243,253; II-94,706; P 585;
® 461,478; X 220 and 9 323. At I 564 QolPog precedes
"AndAlwv and éudepyog is displaced: wuAalev & uiLv éxdepyog
aviiprnace ®otBog "AndAiwv.

4In the lyric poem, the mother of Eteokles and
Polyneikes fears the outcome of Teiresias' prophecy and
prays:

navtoolvag 6t tedg, &vaE, &tudepyog ‘Andiliwv

un ndoag teAéooci.

Co . (209-10)
The eleven passages in Homer describe a variety of situa-
tions: Apollo sendsa favorable wind (A 479); he addres-
ses Diomedes (E 4392), Hektor (O 243,253), Poseidon (© 461);
he steals away a halcyoa's child (I 564); he loves the
Trojans (I 94); he likens himself to Phainops (P 585);
he deigns not to respond to Artemis (© 4768); he can do
nothing to help Hektor escape (X 220); he comes to see
Aphrodite and Ares ensnared (9 323).

5For this reason, it is unforitunate that A. Harvey,
CQ 51 (1957) 206-33, only considers allusions of the
first two categories (see especially pp. 206-11).

6For a comprehensive discussion of the meter of
this poem, see M. Haslam, GRBS 19 (1978) 29-57. Cf. .
West, ZPE 29 (1978) 1-4.
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7P Parsons, ZPE 26 (1977) 14. All line references
made to this poem correspond to Parsons's text.

8Many of thesc are catalogued by Haslam, op. cit.
n. 6, 52.

9"‘he quasi-hexameters of the Lille Stesichoros are
the first and third lines of the strophe/antistrophe and
the fourth and sixth lines of the epode. The first line
of the strophe and fourth of the epode are scanned:
—Vv VU = ~ve ~vu-2 | The third line of the strophe
is scanned: ~uve ~oV=¥ LU ~uU=-% : and the
sixth line of the epode is scanned: — & —v< —=UlL —-u o
— v — . As long as the "third foot" in any of these
lines is not a trochee, the verses become, -n effect,
dactylic hexameters.

10 Although the Lille fragment contains 127 "lines,"
only about thirty-five are more than half complete, and
many, about fifty-five, contain less than one complete
word. When these facts are taken into consideration, it
is easier to appreciate the density of Homerism in this
poem.

llSee Parsons, op. cit. n. 7, 12. This is true for
Stesichoros in general; for his treatment of mute and
liquid, see R. Fuhrer, ZPE 28 (1978) 180-6; M. West,
op. cit. n. 6, 2.

121n this context should be mentioned Haslam's
observation (gg. cit. n. 6, 29-30) tnat Stesichoros
played a "medlating role between epic and choral lyric,"
in terms of the language and performance of his poems.
Cf. also W. Kraus in Der Xleine Pauly V 367.

137lkestis: B 714; Helen: T 171, 228, 423; & 305;
o 106; Penelope: a 332; m 414; o 208, 302; v 60;
@© 42, 63; ¢ 302; Eurykleia: v 147.

14

So Parsons, op. cit. n. 7, 25, believes.

S1pia., 34-5.
16

Cf. 232-3:
o¢ edtlo] 6ta yuvd, unidouLg &yl[clvolc évenoloco,
velueog €un ueydporg [ ] ca naléeg,
17

It is, of course, possible that Stesichoros is
here capitalizing on the Homeric connotation of pnéya
veiuog in order to foreshadow the mushrooming of the
gquarrel into full-scale battle. If he is, his use of
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the expression constitutes a specific allusion. However,
the absence of other specific allusion in the poem makes
me reluctant to accept it as such.

180¢ £ 553, I 416, A 451, T 502, I 885=X 361, € 326,
p 476 and w 124.

19The most common form of this formula is téAog
Savdtoiro (seven times). <téloc Savdtouv is attested once,
as is Oavdtoiro uawdv télog. OSavdtoro Télog occurs only
in I' 309; so, if Stesichoros did intend a specific al-
lusion to I' 305~9, his choice of word order could be
significant.

The fact that the words &ddvato. deol are found
both in I' 308 and Lille Stesichoros 205 is probably not
significant. Although 9eol . . . &%&vato. occurs not
many lines before téAog 9avdrou otuvyepoto (213) in the
latter poem, the expressions fall in different triads and
do not share the same context.

onhis figure swells to twelve if we take into
consideration the phrase Savdroro téAoobe (I 411; N 602).

2
25.24.

22For references, from antiquity, to the Homericity

of Stesichorcs, see F. Sisti, QUCC 4 (1967) 62, n. 23.
See also West, op. cit. n. 6, 1.

238ee C. del Grande, Vichiana I, 2 (1964) 75, for a
catalogue of Homerisms in this poem; for a fuller treat-
ment, see O. Loago, AIV 122 (1964) 343-366.

1Also, Tédog BavdtoLo is conjectured in Hes. fr.

24Sappho may have meant to echo Aphrodite's fourth
Homeric epithet, 6Ta (occurring six times), with the word
&Cavdt® (line 1). D. Bcedeker, Aphrodite's Entry into
Greek Epic, Mnemosyne Suppl. no. 32 (Leiden, 1974) 28
recognizes that, in Homer, &ta, applied to goddesses, is
usually considered to have the meaning "divine" (cf.
Eustathius on 1l4: xal v 6togc nal T &Ta & Thg ALdg
Yeviufig yvvdueva) . Therefore, it is possible that Sappho
saw 6Tog and &%Gvatog as somehow synonvmous.

The presence of &Savdt’ in line 1 has puzzled
interpreters of this poem—--see W. Wyatt, CJ (1974) 213-4;
and D. Page, S&A, 5. In Homer, the word rarely modifies
a singular noun--see B. Marzullo, Frammenti della lirici
greca (Florence, 1965) 47--and it is unclear why Sappno
would depart from normal usage to include this adjective
in a list of so many more vivid epithets. If the phrase
&Savét’ ‘AppdSiLta is seen as representing Homeric 6T°
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‘AppoSliTn, these difficulties vanish.

2sFor a discussion of the relationship between
@oLAouperdic and @ulouundig, see A. Heubeck, BN 16 (1965)
204-6. . :

26k. strunk, Glotta 38 (1959) 78-9 contends that
Hesiod soundea €. the same way he pronounced n. See also
M. West, Hesiod: Theogony (Oxford, 1966) 88.

27See E. Turner, The Papyrologist at Work (North
Carolina, 1973) 21, on P.Oxy.21.2288.

288ee D. Gerber, Euterpe (Amsterdam, 1970) 164:
Marzullo, op. cit. n. 24, 48.

29

For this point, see C. Dawson, YCS 19 (1%66) 72.

30For the relationship between Sapphic ané Alkaic
Adonics and the last two feet of epic hexameter, see E.
Risch, MH (1946) 254-6; for the relationship of ndtvia,
90uov to Homeric line-ending formulae, see Longo, op.
cit. n. 23, 348.

3lg. stanley, GRBS 17 (1976) 305-321 (passim), dis-
cusses the interplay of epic and lyric.

32For a full catalogue of allusions to Z, see M.
Putnam, CJ 56 (1960) 79-83.

33ct. Hes., Theog. 120ff. Y‘Epog ... &duvatat...
véov nal énlopova BouAnv; Archil. 196 W un° &...
8duvatatr néSog; Page, op. cit. a. 2, 139.

34For a summary of the debate see Gerber, op. cit.
n. 25, 162; E£. Degani and S. Burzacchini, Lirici Greci
(Florence, 1977), Upholders of the theory relating the
adjective to Spdva are: L. Lawler, PhQ 27 (1948) 80-4;
G. Bolling, AJP 79 (1958) 275-82; Putnam, op. cit.
n. 32; and, most recently, J. Svenbro, MPhL )

(1977) 125-6.

3£, alse I 443ff. and & 317£f.; T 446 and E 32;
and I 441 and = 314. L. Clader, Helen: the Evolution
from Divine to Heroic in Greek Epic, Mnemosyne Suppl. no.
42 (Leiden, 1976) 14, discusses the relationship between
the two licmeric passages.

361he interchange between Aphrodite and Helen ( I
396-417) has long been suspected of being a late addition
tc the Iliad. However, G. Bolling, The Athetized Lines
of the Tliad (Baltimore, 1544) 85-9, views the passage




33

as among the least convincing of all the ancient athetiza-~
tions. The most concrete argqument raised recently to
uphold the lateness of these lines is based on the
scansion of oxetAln in line 414 (uh u° &pede, oxetAln,

uh xwoauévn oe wedelw), which has led W. Leaf and G. Shipp
to pronounce the passage Attic. See Shipp, Studies in the
Lanquage of Homer (Cambridge, 1972) 240. But this is not
the only possible explanation of this scansion. P. Chan-
traine, Grammaire homérique 1 (Paris, 1973) 108-9, lists
many examples of a vowel remaining short before mute +
liquid in words which otherwise could not be used in a
dactylic line. Surely not all of these occur in Attic
interpolations.

37

See K. Reckford, GRBS 5 (1964) 15.

385¢e A. Cameron, HThR 32 (1939) 7.

39A possible explanation of Sappho's motivation for
substituting -nloxe for gpovéouoca is offered by G. Privi-
tera, QUCC 4 (1967) 27-8, who views SoAdnmioue as a mili-
tary metaphor.

40For a discussion of the magical aspects of Sappho
fr. 1, see Cameron, op. cit. n. 38, 8-9.

Hsee Stanley, op. cit. n. 31, 311-2; Page, S&A,
7, n. 8; and Svenbro, op. cit. n. 34, 38-44. Svenbro
sees as an echo of Athene's "arming" scene in Book 5:

abtdp ‘ASnvaln, wolpn Aide alyidyoro,

néndov niEv uatéxevev tavdv ncTpde ém’ odbéel,

nowulAov, &v P’ abtii moudoato ual udue xepolv:e
If he is right, it is very likely that Sappho combined
allusion to Athene in war with allusion to Aphrodite in
love (xeotdv ipdvre nowulAov) in order to establish the
love goddess as a love-warrior.

425ee Stanley, op. cit. n. 31, 312; U. v. Wila-
amowitz- Mollendorff, S.u.S. 45.

43See Page, S&A, 7-8. Cf. Apollo's swan-drawn
chariot in Alc. 307c.

44For this connection, see V. di Benedetto, QUCC
16 (1973) 121-3.

45See Page, S&A, 12-8, and Stanley, op. cit. n. 32,
passim, for this opinion.

4 . .
*®1n this connection, Boedeker, op. c¢it. n. 24,

30-5, cites h. Ven. 16-7, 49, 56, 65, and 155; and & 362.



47mukouuenﬁﬁg is what Milman Parry, MHV, 155, dubs a
particularized epithet: that is, contrary to the norm of
oral compositional economy of language, it is one of two
metrically equivalent epithets employed to precede and
modify the same noun. Since it is theoretically pos-
sbile for it to be used interchangeably with Audc Suydtnp
befors the name ‘Agppo&{tn, its occurrence can never be
explained simply in terms of metrical convenience. As
Boedexer, op. cit. n. 24, 31, notes, this is highly sig-
nificant: the fact that the bard could choose the epi-
thet that best fit the context of whatever episode he
was singing allows us to investigate the text of Homer
in order to learn the particular connotation of each
expression.

48See Boedeker, op. cit. n. 24, 35.

A
*QStanley, op. c¢it. n. 31, 313, notices this paral-
lel.

50It is quite likely that Euripides was aware of
the militaristic overtones of these expressions involving
npocganov. In a choral passage of the Bacchai, the maenads
summon Dionysos, another deity often conceived of as ef-
femininate and weak, to come as an avenging warrior:

2" & Bduxe, Smpaypeurtd Bauyxdv
YEAGVTL Tpoawng neplBaie Bpdxov
SavdoLpov On’ &vélav negdv-

Tt Tdv uarvéddwv.
(1020-3)

By referring to Dionysos' laughter, the chorus demon-
strates that there is another side to the gentle stranger,
who was so easy to capture earlier in the play:

YeEADV 6% ual Selv ué&ndyeiv &glcto
guevé . . .
(439-40)

(See E. Dodds, Euripides: Bacchae [Oxford, 1960], 131).
Like Sappho, Euripides uses allusion to translate a god's
seeming weakness into an undeniable strength.

Aphrodite's smile no doubt also serves to betoken
her ultimate indifference to the plight of a mere mortal.
Sappho, like Helen, may be her favorite and, as such, may
be entitled to assume a certain informality with her;
but the goddess always retains the aloofness her immortal-
ity grants.

51

See above, n. 30.

52Cf., e.g., N 308 | &v& uéooouvg# I 605 =~ov watd
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uéooouc#; and Q 84 ©H &° évi [éoonck.
53
at Q 289.

54See E. Hamm, Grammatik zu Sappho und Alkaios
(Berlin, 1957) 126, n. 297.

-
°°E. Degani and G. Burzacchini, op. cit. n. 34, 132,
call the expression "an obvious Homerism."
For Aphrodite obuuaxog, cf. AP 10.21.1-2:
Kénptr vainvain, otioviupie, Kdmpr Sinalwv
obuuaxe, Konpir NéSwv pfitep &eAiondsSwv,

56The metaphor of the battle of love will be
treated extensively in the next three chapters.

oOn €8eAobom is attested in a non-erotic context




CHAPTER 2
SAPPHO FR. 16

The parallel relationship of love to war, which fig-
ures significantly in the interpretation of fr. 1, is equal-
ly central to an understanding of fr. 16. This poem devel-
ops on three interdependent levels: the general, the mythic
and the contemporary. On the general level, Sappho states
the aeéthetic superiority of "whatever someone loves" to
hosts of footsoldiers, horsemen and ships. On the mytnic
level, the two sides of the comparison are the troovs of
the Trojan War and Paris, beloved of Helen; while on the
contemporary ievel, they avre the Lydian army and Anaktoria,
beloved of Saprho. While the general statement depends
upon the assumption tnat there is a difference between the
two counterbalanced components--that is, essentially, be-
tween love and war--the mythic and contemporary exempla

serve to redefine this distinction, as we shall see below.

(o]l upév tnmiwv otpdtov, ol && nécéuwv,
ol &6t vawv gato’ énli]l Y&v neial [viav
[8]uuevar wdAAiotov, &€yw 6& wfiv’ &t~

4 Tw TLe €patat-”

(m&iyxv &° eduapeg obvetov ndnoal
[nl&vtr Tl0llT’* & de néiv mepoxESoLoa
wdadog [avd]lpdnwy ‘EAéve [tdlv &udpa’

8 Tov [vdpluorovz

36
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ueAA{l{norlc’ €Ra ‘¢ Trotav mAdol [oal
kw06 [t na]ltdog o6t @lAwv Tolxr]fwv
n&(uncv] éuvdodn, &AAd necdyay” aldtav
12 RN loav o
Jauntov Ydpl(
1 nodopwg Tl lon [ 1v
[ Jue VOV *Avantopl lag 6)véuvar- ° ° °

16 [o° ob] napeologac,

[talg ¢uey BoAdoluav &patdv te BEua
uaudpouxua Adunpov {6nv npoocdnw
A Tt AVGwv &puata u&v SmAoLoL

20 [meobounldyxevtag.

The General

In the first stanza of fr. 16, Sappho contrasts
her conception of td wdAA.otov with others'. Setting
the female preoccupation with the amatory against the
male preoccupation with the military,4 she casts her
definition in terms of love (épatau),s while these others
cast theirs in terms of war (inmiwv otpdtov, mnécdwv,
véwv uelaivav) . Comparison of the language of lines 1-2
with Homer, however, reveals that she has couched her
catalog of military operations in the language of the

Trojan War.

The Mythic

Sappho's inndwv otpdtov, oi 6% néobwv is remin-
iscent of Homeric melol 9° innfieg Tte (B 810=0 59=w 70)
and innfieg nefol te (A 528), which are used at different
times to denote the troops of both sides in the war. Al-
though infantry and cavalry would seem to be a natural

enough combination and hence fairly common, in fact the



38

two are closely linked only here in all of extant early
Greek lyric.

In line 2, vdwv ueialvav, recalling the famous
black ships of the Achaians, can be viewed as another
allusion to the Trojan War. Most critics, however, have
opted for another reading of this line: they connect
the adjective signifying "black" not with vdwv but with
Y&v.s

The arguments in favor of the traditional reading,
Y&v ueialvav, are: 1) that "black" is a common epithet
of "earth"; 2) that Sappho used yv&g ueiaivag in fr. 1.10
and possibly 20.6; 3) that, since neither tuniwv or
néobwv is modified by an adjective, symmetry and balance
demand that v4iwv be unadornec as well; and 4) that-the
placement of the adjective is ambiguous unless it is
associated with yvav, the word it follows.7 as refutation
of these arguments will show, the case for "black ships"
is even stronger.

In Homer, "black" is a far more common epithet of
"ships" than of "earth." yata unéiairva occurs only four
times in the Iliad and three times in the Odyssey, while
the formulae for "black ships" (pélaivatr viieg, Heiailvdwv
vidv and vnuol uelalvnoiv) are found twenty-three times
in the Iliad and twice in the Odyssey. But, far more
telling than the epic popularity of "black ships" is the

fact that "black earth" has a generally accepted signifi-
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cance, which éni v&v pélairvav in fr. 16.2 fails to re-
flect. Waen Sappho writes that some say that a naval ex-
pedition is the most beautiful thing on earth, she surely
does not mean "earth" in the concrete sense (="soil").
Yet the formula vata uédlairva is used in precisely this
way by Homer, by Hesiod, by other lyric poets and else-
where by Sappho herself. The primary significance of the
formula in epic and archaic poetrv seems to be "earth,
the giver of life and death" ("the c2il by which we are
nurtured and to which we return"),8 but it is also used
to denote the element earth, as opnosed to water or air.9
Sappho's application of the formula in fr. 1.10
coordinates both these shades of meaning: in this poem,
the black earth is contrasted as an element to the «i{Snp
and as the sphere of the mortal Sappho to the immortal
dwelling place of Aphrodite (&pavog). Sappho's fr. 20
survives only in a highly damaged state. Nevertheless,
it is fairly clear that the poem concerns a storm at
sea, as the words valbrat (8), meydiarg dftarg (8), nAéor
(12) and ¢dpTt” (13) indicate. The word xépow, "éry land,"
occurs twice (10, 21). If then, yv&c ueAalveg is the read-
ing to be supplied in the poem's sixth line ( lag uedalvag),
it is likely that the phrase refers to the land, to dry
land, as opposed to the sea. Such a meaning is consistent
with the other archaic applications of the expression. A

reading of énl yvav uwéiarvav in 16.2, however, jars dras-
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tically with this tradition: naval expeditions belong on
the sea, not on dry land.

In neither of the parallels most often cited for
Sappho's use of é&nl yav="on earth" (P 447; Hes. QOp. 1ll)
is yav modified by an adjective. Also, when Sappho re-
fers to the planet earth (including both land and sea),
she does so with an unadorned noun {(cf. 58.20: £&oxata
Yag) . Thus the evidence points to the superiority of
the reading vdowv upeiaivav and the inappropriateness of
vav péiairvav.

The linking of vdwv with an adjective need not be
considered destructive to the balance or symmetry of the
first two lines. Once {(nmfwv . . . nécdwv is recognized
as an allusion to Homeric nelol ©° inmfiec Te, then vdwv
uedalvav, reflecting common epic expressions, can be
viewed as creating, not destroying, this symmetry: one
Homerism balances the other. Nor should the position of
the adjective be summoned as an argument against its con-
nection with vdwv. In and of itself, the separation of
noun and adjective cannot be a consideration.

Through the words {(nniwv orpdrov, ol 6t néodwv and
véwv ueAalvav, Sappho parallels the military expeditions
of her general opening statements to the troops of the
Trojan War and, thereby, implies a mythic exemplum for
these expeditions. Similarly, in lines 6-12, she uses

the passion of Homeric Helen for Paris to exemplify her
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own predilection for love, as stated cenerally in lines
3-4. The choice of this particular myth is a curious

one: since Helen's departure with Paris caused the Trojan
War, Sappho has picked a famous episode from myth where
love and war represent two sides of the same event. And
the pointedness of her choice is emphasized by the allus-
ions to the Trojan War in lines 1l-2. In effect, she sets
out to prove that wdAAirotov should be measured not in
terms of the Trojan War, but rather in terms of Helen and
Paris. The paradox is that the story of Kelen and Paris

1o but this paradox can be maintained

is the Trojan War,
because love and war, although opposites, are parallel
phenomena.

Sappho emphasizes this paradox by using allusion
in order to draw particular attention to Helen's role in

-

triggering the war, s described by Homer. In lines 7-11,11

she alludes to two passages in the Teichoskopia and one in

the fourth book of the Odyssey. Wnen she first appears on

the wall, the elders recognize Helen as the cause of the

war:

o véueoLg Tpdag wal EO0uviuLbag ‘Axaiole
totfit’ &uol ywvairkl noAdv xpdvov &Avea ndoxelv:
alvidg adavdtnor defljg etg dna foLuev:
&AAd nal ¢ toln nep oo’ év vnuo. veéodw,
und’ nuiv texédeocol t° onloow nfiua AlnouTto.

(I 156~60)

Although Priam blames not his daughter-in-law, but the

gods (164-5), Helen indicates that she herself is respons-
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sible for the war. She tells Priam:

atSotdg Té ol éooL, @lie Enupé, Eeuvéde <Te.

wg 8pedev S&vatde unor &delv naudg dmndre Seldpo

VLET o &ndunv, Sdiauov yvwtolc TE Anoloa

naitda TEe TnAvYéTnv umal dunAwkinv épateLviv.

(r 173-5)

Sappho's tdv &vépa . . . nwaAAlmoiro’ . . . wwhdE naidoc
o086t ¢llwv Toxnwv ndunav éuvdodn seems to have been
modelled upon a combination of line 174 and another refer-
ence to the life which Helen abandoned for Paris. Iris
had inspired her to go to the wall by reawakening in her
a longing for home and hearth:

Q¢ eimoloc 3ed YAurbv Tuepov &uBoie Suvudp

&dvopde te mpotépouv wal doteogc ASE Toufwvue

(r 139-40)

At 6 261-4, Helen has come aroun? to Priam's point
of view. Explaining to her guests the joy she felt at
the Argive victory, she claims to have come to regret the
results of Aphrodite's spell:

&tnv 6& uetéorevov, fiv ‘Agpodlitn

6wx", ote u fyave uetoe @lAng &nd natpldog alng,

natléa t° éuhv voopiagooudvnv Sdicudv Te ndoLv TE

ol tev Seuvbuevov, olT’ &p ¢pévag obte TL eldog.
The story Helen tells here is the story in fr. 16.
Homer's &tnv and fiyaye are summed up in Sapphic napdyay’,

12 Luld well

"led astray," and the superlative in 16.8
have been inspired by Homer's o8 tev 6evduesov, o0t’ &p

opeévag olte TL eléog.

The Contemporary

The story of Homer's Helen and Paris leads Sappho
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to mention Anaktoria. Sappho and her beloved have much
in common with the Argive beauty and her Trojan prince.
Anaktoria is like Helen in that she is beautiful (lines
17-8) and in that she has left home (16: o0 nupeoioag).l3
In this connection, it should be noted that, with u&ud-—
puxua, denoting Anaktoria's sparkle (line 18), Sappho may
pPossibly be using Hesiodic allusion to equate the girl
with Helen; &uapdyuat® occurs in Hes. fr. 196.6 (from
the "Suitors of Helen") in reference to Helen:14

1 ou Avnaphv AL [v ] fvera uolpng

fi ellsoc &xe xpuofic 'Aelpo&i]Tng-
Iv xapttwv auap(dyulat’ Exouvoav
] Tuvéapéou Bao[LAfilog.
(196.4~7)

In addition to the Anaktoria/Helen equation, Sappho
herself is equated with Helen, since Helen's preference of
love illustrates the maxim the poet wants to follow.15
Like Helen, Sappho is obedient to Aphrodite. Moreover,
if Sappho sees herself as Helen, by extension Anaktoria, as
the object of her passion, assumes the role of Paris. 1In
light of the Anaktoria/Paris equation, it may be signifi-
cant that £patov, the adjective Sappho applies to Anaktor-
~ia's walk (line 17), occurs only once in Homer, in what is
perhéps Paris' most famous utterance. At I' 64-66, he
cautions his brother not to fault him because he is hand-
some:

u uot &&p° Epatd npdpepe xpuoéng ‘AgpodiIng.

od toL andBAnT’ &otL Jedv EpLuudéa Sdpa
6ooa uev adtol 6dcLv, &udv 6° odu &v TLg EAoLTo.
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Although Sappho uses épdtoLg in fr. 8lb with no apparent
8llusion to Paris, it seems plausible that she had the
zliad passage in mind when she composed 31.17: her poem
concerns beauty, contains other allusions to I' and
probably makes reference to Aphrodite.

By alluding to the Helen of I' (see above), Sappho
was able to uderscore two important aspects of the Helen
she is describing. First of all, she is the Helen who,
led by Aphrodite, caused the Trojan War--the Helen of
Homer. She is also a Helen completely under the speall
of Paris and Aphrodite. She lacks even that fleeting
sense of remorse which, in Iliad 3, she feels before once
again succumbing to her love for Paris.

While allusion to the first of these aspects con-
tributes to the paradoxical breaking down of the contrast
drawn in the first stanza (as discussed above), recollec-
tion of a Helen blinded by passion serves another purpose.
The same intricate network of comparisons by which Sappho
equates herself with Helen also serves to dissociate her
from Homer's beauty. The force which causes Helen to aban-
don and forget16 her husband, child and parents reminds
Sappho of absent Anaktoria: the lost subject of mnapdyay’
in lin2 11 must be identical to the subject of dvéuvarc’

17

in lines 15-16. Helen and Sappho are gripped by the

same passion; but while Helen's love drives her to the
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ultimate act of faithlessness, Sappho controls her even
greater passion through poetry, the art whose patron
Muses are the daughters of Memory.

The point at which Sappho ceases to tread Helen's
path is dramatize? by the allusive force of the words ob
napeotoag, recalling Homeric ol mapedvrwv. This formula
Occurs twice in Homer, where its position at line end
parallels Sappho's Adonic placement. At O 661-6, Nestor
rouses the fighting spirit of the Achaians:

@ ollov, 4vépeg &ote, wal aiséd 9409° &vl Suup

GAAwv &vdpdnwv, énl &6 uvioaodSe Euaotog

nalbwv A6’ &Adxwv ual uthorog A6 Toufwv,

hutv dtee CTdovolr ual P natarsdHvinaot -

Tdv Onep £€veds° évyd vouvélomuatr ol mapedvtwv

EoTdueval upatepdc, undt TpwndoSe ©dBovse.

This passage offers the following correspondences to fr.
16: pvfioaode paralleling éuvdod9n and dvéuvairo’; mnalbwv,
&A6xwv and toufwv paralleling todv &vdpa, maicg and towtwv;
and o0 napedviwv paralleling Adonic o0 napeolocag. Dead
Elpenor's supplication of Odysseus at A 66-8 also bears
similarities to fr. 16:

viv 8¢ oe t@v Snudev vouvdZopar, ol nacedvrwy,

nedg T° &Adxou ual mnatpdg, B3 o’ Erpepe TLUTSd VY EdvTQ,

TnAeudyxouv €° &v uobvov &vl uevdporolv EleiLmec
In addition to ol napedviwv and the list of aksent rela-
tives, this passage contains E&Aeinec, corresponding to
Sapphic waiAino.o’ .

Both times in Homer, the o0 napdovrteg are the

parents and spouses and children; but in fr. 16, Anakto-

ria is separated from Sappho. Both components of Homer's
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apposition (that is, o0 plus wépeiLut in the rarticiple znd
the list of relatives) are present in the poem, but they
have been realigned to create a new effect. When she
writes that Helen deserted and forgot her family, Sappho
implies, through Homeric allusion, that she was not acting
like the pious epic heroes, who did not forget o¥ napedv-
Twv. In addition, by applying a Homerically inspired ob
napeoloag to Anaktoria, Sappho suggests that she values
the girl not only as her beloved, but as she would her
parents, children and spouse.

Helen's neglect of family is accompanied by a pre-
occupation with Paris, a preoccupation implied by the fact
that the forgetting of one thing is usually linked with

18 Like the proverbially

the remembrance of another.
fickle woman of Theogn. 1367-8, she redirects her attention
from the absent husband to the lover on hand:

nald0g toL xdpLg &otl-  ywvaiul 6¢ miotde ETaipog

oUselc, &AL’ alzl dv nucdovra oLiet.
(Theogn. 1367-~8)

Sappho's passion, however, is not divided. Since Anaktoria
is her all, she can love the girl, present or absent, with
an intensity equal to Helen's one~time love for her family
plus the desire for Paris which supplanted that love.

Helen's lust for Paris resulted in a disastrous
war, an actual war. But Sappho's passion for Anaktoria

will not--because her relationship with the girl is al-

ready a metaphorical struggle, in which her beloved is
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portrayed as an armed soldier. In the poem's final sur-
viving stanza, Sappho states her vreference of Anaktoria's
gait and sparkle to the splendor of Lydian troops. By
using the word Adunpov, however, she invests the girl with
the precise quality that distingquishes warriors in bright
armor.

In Homer, Adunpog is applied only to armor and

19 This practice is followed in Hesiod

heavenly bodies.
and in all extant lyric poetry except Sappho's fr. 16.20
Once in Homer, these two applications converge, when
Achilles, approaching Troy in his divine armor, is com-
pared to the Dog Star:

naugalvovd’ &g t° &otép’ éneocoducvov medloto

3¢ da T° Smdpng elowv, &pllnict &€ ol adyal

PalvovtaL noAlotor uet” &otpdoL VurTdC &HOAYH:

dv te uwdv’ “Qplwvog énlkAinoiv wardouot.

Aaunpdtatog uEv & v° éotil, uandv && te ofipa TéTunTaL,

wal te @épeL MoAAdv nupetdv SerroloL BpotcloLv:

og Tol xoAndg Eraune nepl otfiSecor Séovtog.

(X 26-32)

This is as close as Homer comes to using Aaunpdg to
describe a human being.21 By employing the adjective in
regard to Anaktoria, Sappho implie- that she has achieved
a brightness which a human can traditionally only acquire
by donning gleaming brazen armor. Thus, when, in line 19,
she compares her beloved to armed Lydian soldiers, the
result is twofold. The comparison suggests that Anaktoria
is simultaneously like and superior to the Lydian army;

in much the same way, the war of love is similar, but pre-
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ferable, to actual war. To this point I shéll return.

In addition, the comparison of Anaktoria to the Lydian
army takes up the comparison of Helen to the Greek heroces.
In Sappho's time, Troy was part of the Lydian empire.22
The Lydian army was operating on the very soil upon

which the Greek and Trojans once maneuvered, and the
Lydians were the modern equivalents of Homer's armies.
Thus, the mythical level and the contemgporary level

merge with one another. The last stanza reinterprets

the first. Anaktoria is superior to the Trojan armies of
myth as well as to the armies of her own day. The past

and present combine to form a poetic unity.

Sapphd and Ibykos Fr. 282

According to the preceding interpretation, Sappho
has constructed her poem in three stages. First, by
stating her preference of love to war, she draws a dis-
tinction between the two spheres. Then, she suggests
that this distinction is not always clear-cut. Through
allusion to Helen and the warriors of the Iliad, she
stresses the close connection between a mythical love af-
fair and a mythical war. Finally, by investing her be-
loved with martial qualities, she demonstrates that love
itself can be a sort of war.

Ibykos employs roughly this same process to similar

23

ends in fr. 282. In this poem, he claims to be both
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unable (25ff.) and unwilling (10ff.) to sing the events
of the Trojan War. Instead, he will compose erotic poetry

24 However, although he

in praise of Polykrates' beauty.
professes to reject heroic poetry and warrior values, he
sets his encomium of the boy in epic terms. He tells
Polykrates that mention in this poem assures him ever-
lasting fame:

ual o, NoAbupatreg, urfog &epditov &felcg

o¢ uat’ &ouddv ual &udv urdog’

(47-8)

uiéog &pdLTOV occurs only one time in Homer (I 413), where
it carries its traditional meaning, "the renown granted to

25 In the Iliadic passage, the phrase

heroes by epic song."
refers to the fame (i.e., the Iliad) Achilles will win if
he stays and fights at Troy: ®Aeto uév por véotog, &tdp
uréog Gpditov fotat. By applying this expression to
Polykrates, Ibvkos is in effect saying, "We will be the
Achilles and Homer of erotic poetry."

His renouncement of epic at the pcem's beginning
functions in the same way as the initial rejection of
war in Sappho's fr. 16. He does not wish to divorce
himself completely from heroic poetry; on the contrary,
he wants to sing a new kind of epic--erotic epic with
Polykrates cast as Achilles. In similar fashion, Sappho
turns her back on the wars waged by heroes and armies in
order to sing of other wars, the skirmishes fought by

lovers.26
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FOOTNOTES TO CHAPTER 2

lLobel-Page offer uéiarvav, agreeing with ydv; I
suggest ueial{vav, agreeing with wdwv. The support for
this emendation may be found in the text below.

z[navdplacrov Page, [uey® &pliotov Gallavotti, or
sim.; see E. Degani and G. Burzacchini Lircici 9reci
(Florence, 1977) 135. Cf. Alc. 387= Alav TOV &pLOTOV
ned® ‘AxlAAiea.

3For the epic scansion of SnAoloL, see E. Hamm,
Grammatik 2u Sappho und Alkaios (Berlin, 1957) 42.

4R. Merkelbach, Philologus 101 (1557) 14. Sappho's
opinicn ¢©f what is wdAAirorov differs from that expressed
in the Epigramma Deliacum (=Thgn. 255-6), to which the
first stanza of fr. 16 bears some similarity:

ndAiiotov 10 Sunardtatove Awlotov &7, byralverv:
npdyua 8¢ tepnvdtatov ob Tic €pGL TO TLUXETV.

See E. Bethe, Hermes 72 (1937) 240, on this epigram.

5G. Koniaris, Hermes 95 (1967) 257-61, argues
persuasively that &patat., not 8ttw TLg, is the emphatic
component of Sappho's definition.

6The reading vdwv peiai{veov until now has had only
two public supporters: V. Schubart, Philologus 97 (1948)
314; and G. Wills, AGP 88 (1967) 439-40, n. 13.

7Points 1), 2), 3), and 4) are made by Gerber,
Euterpe, 166; 4) by Page, S&A, 53; 3) by S. Radt,
Mnemosyne 23 (1970) 340.

8For "black earth" as giver of life, cf. A 365,
T 111; Sol. 38.4-5; Alcm. 89.3. The phrase is used in
association with death and Hades at B 699, O 715, P 4156,
Y 494; h.Ap. 369; Theogn. 878=1070b; B. 13.153; cf.
Archil. 130.2, Alc. 38.10, Sem. 1.14. It cannot be
argued that Sappho may have wished to suggest the death
and destruction caused by war, as opposed to the life
and regeneration that result from love: "black earth"
connotes "earth, the life-giver" as well az "earth, the
keeper of the dead."
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Iat Hes. Th. 69, the phrase is used in opposition
to heaven; at A 587, in opposition to water.

loThe third book of the Iliad contains a scene
which serves as a reenactment of the original rape of
Helen, which had occurred ten years earlier . and which was
described in the Kypria (Procl. Chr. 103). This scene,
the Aphrodite-induced mutual seduction of Paris and
Helen, is included in the Iliad in order to re-establish
the cause of the war. See O. Lendle, AsA (1968) 63-71,
esp. 70-1l. On this scene, see also Chapter 1, note 36,
32-3. Since Kunpig is the most plausible candidate for
the subject of napdvay® in line 11, Sappho is probably
following in the tradition of the Iliad and Kypria in por-
traying Helen as the pawn of Aphrodite. See M. Bonaria,
Humanitas 25-6 (1973-4) 166, for various restorations
proposed for 16. 13-4.

llDiscussion of these lines brings up the highly
rroblematic question of the relationship between Sappho
fr. 16 and Alkaios' Helen poem (fr. 283), the seventh
and eighth lines of which (natéa t* év 68uotolr Almoio[ /
n&vépog elotpwtov Aédxogc) bear affinities to 16. 7-11. I
find it impossible even to suspect which version of the
story preceded the other. For the opinions of those who
have ventured guesses, see A. Colonna, Paideia 10 (1955)
311; A. Setti, SFIC 27/28 (1956) 531-5; W. Barner, Neuere
Alkaios~-Papyri aus Oxyrhynchos (Hildesheim, 1967) 221) and
E. Stern, HMnemosvne 23 (1970) 360-1.

Although the Alkaios poem is somewhat fragmentary,
it is clear from what survives that it deals with the
great number of lives lost in a war which was the con-
sequence of Helen's lust for Paris:

&vlvena ufvag, _
oAl Aa &° dpuat’ év uoviaioil
J.ev, nélAJror 8" ériuwne (g
—JoL L Jvovto ¢dvw & T
© T (14-7) :

If this poem is the earlier of the two, then Sappho could
have used allusion to it, along with reference to Homer,
in order to underscore the paradox inherent in citing
Helen's fate as a story drawn from the sphere of love as
opposed to war. If, on the other hand, Alkaios wrote
with Sappho in mind, it can be assumed that he understood,
and enlarged upon, Sappho's paradox.

leee Bonaria, op. cit., n. 11, 164-5, for a sum-
mary of the proposed completions for line 8.
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Dyerkelbach, op. cit., n. 4, 15-16, develops the
Anaktoria/Helen parallel.

14The word also occurs in Hes. frs. 43(a), 4, 70.
38, 73.3 and 185.20 with no apparent connection to Helen.

15The most detailed treatment of the equation of
Sappho with Helen is found in G. Privitera, QUCC 4 (1967)
182-7. See also G. Macleod, 2ZPE 15 (1974) 217-9, who
notices that Sappho likens Anaktoria to both Paris and
Helen. )

16The true significance of ol &uvdoSn may perhaps
be "ceased to love." The possibility that Sappho equated
remembering with loving is suggested by A. Turyn, Studia
Sapphica, Eus Supplementa 6 (1929) 65-9, and is ex-
plored further by T. McEvilley, Hermes 101 (1973) 260.
For the relationship of uvdouat, “"remember," to nvéouat ,
"suit for a bride," see E. Benveniste in Sprachgeschichte
und Wortbedeutung: Festschrift Albert Debrunner (Bern,
1954), 13-8.

l":I?he word at the beginningof line 15 must be either
a conjunction or a relative pronoun. See Degani and
Burzacchini, op. cit. n. 2, 136; and note 1l above.

18As in O 356-7. otf &% vdBoLo/ SuoueAdbouv pvhicavto
AdSovto 6& olpLboc &Aunc.

19Armor: N 132, 265; II 216; T 359. Heavenly
bodies: A 605; A 77; E 6, 120; e 435; X 30; T 234.
On the martial overtones of brightness, see C. Whitman,
Homer and the Heroic Tradition (Karvard, 1958) 123-45,
esp. 129.

20y, the last line of Sappho's fr. 58 (t& Adunpov
€pog theAlw nal & uddov Aéroyxe.), Adunpov, although
modifying the word &pog, is closely associated with
TheAlw. Elsewhere in Lesbian poetry, Alkaios uses the
adjective twice in his famous description of an armory
(357.3, 5) and also applies it to stars (34a.10), a
shield (175.5-6) and some unspecified equipment (383).
Cf. Hes. Th. 19, 137; Op. 155; frs. 58.12 and 362;
Sol. 2.2; amd Tim. 800

21

Cf. E 4-7.

225¢e Page S&A, 228-30.

23For the most recent text of this poem, see D.
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Page, Supplementum Lyricis Graecis (Oxford, 1974), 44-6.

24For this interpretation, see F. Sisti, QUCC 4
(1967) 58-79. This practice is, of course, mirrored
in the Latin love elegists. Cf., for example, Prop. 2.1
and Ov. Am. 1l.1.

25See G. Nagy, Comparative Studies in Greek and
Indic Meter (Harvard, 1974), 248-61. See also the
fourth chapter of this study.

') .
”GFrankel, EGP&P, 186, sees, in Sappho's re-
jection of large scale military cperations, the
triumph of lyric over epic.




CHAPTER 3

SAPPHO FR. 31 AND

THE LOVER/WARRIOR METAPHOR

Qther Early Examples of the Metaphor

When love becomes a war, the successful lover be-
comes a warrior, as we saw in Sappho fr. 1. 1In that poem,
the image of the combative lover is comnveyed by a fairly
straightforward use of battle language. Aphrodite is in~
voked as gbuuaxog; the ardent pursues (8.dEet) while the
hesitant flees (weéveu).l Two of the earliest extant ap-
plications of the metaphor2 are accomplished through sim~
ilarly straightforward language. Archilochos (23.16~20)
succumbs to a woman, who, he claims, has taken him as a
3

besieger takes a city:

mS8lAwy 8¢ taldtnlivl,,.lal glnroTpé(oeal v [

oGl ToL mot’ &vépec éEc[ndpdnloav, ob &[&
vlOv etieg atxuiit nall néy’ €1Efp(w) w[A]éog.
nelvng &vacoe wal tTlupav]vinv &xe-
In another poem (193),4 Archilochos describes a less tri-
umphant lover in language which, except for the word nddwe,
could fit a fatally wounded warrior:
dvotnvog &yueiuatl nddwi,
&puxog, XaremfiLor Sedv d8&dvniLoLv Eunte
nenapuévog 6. ° bdoTtéwv. '
Sometimes, however, poets are more subtle when equating

lovers with warriors. They accomplish the equation by

54
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adapting the language of Iliadic battle descriptions to
erotic confrontations.

The earliest example of this practice survives in
the Odyssey, where the poet's plunging of a war hero into
romantic situations leads to the novel application of the
conventions of battle narrative. The effect of this trans-
position can most clearly be observed in the Nausikaa epi-
sode of Odyssey 6. A certain romantic tension can be felt
in this book. Odysseus must charm Nausikaa in order to
secure clothing, food and directions to the house of the
king. She, on the other hand, is a young woman, ripe for
marriage ({ 27, 34-5, 158-9, 283-4), who considers him an
extremely attractive prospect (L 244-5).

When Odysseus first approaches Nausikaa, he is lik-
ened to a ravening lion:

B 6° fuev &g Te Adwv dpeoiltpopog &Aul menoLdug,

6¢ t° elo’ ULduevog wal &luevog, év 6¢ ol &ooce

Saletars adTdd & Bouol uetrépxetar i dlegolv

ne uet’ &ypotépac &Adpouc: wuddetar && € vaoThp

iAoy nevpioovta xal &¢ muxivdvy Sduov EADelv:

@g ‘O08uoelg xolpnoiLv Elnionducionv Euciie

utEeodaL, yuuvdg mep Edve xpeLd vap uave.

ounepdaréog 6° adTHioL @dvn weuwanwnévog &iun,

Tpéooav &6° &AAudig &AAn én’ ALdvag mpoldxolvoag:

oln &' ‘AAurvédou duydtne uéver Th vdp “Advn

dpoog évi gpeol ke wal éx Séog elirero yYulowv.

(T 130-41)
The situation is romantic,5 but the simile, as well as the
reaction of Nausikaa and her handmaidens, is paralleled in
Iliadic battle narrative.6 Two lion siniiles from Homer's

account of the Trojan war contain language strikingly sim-

ilar to ( 130—41.7 At M 299-301, Sarpedon advances upon
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the Argives:

B & fuev &¢c te Adwv dpegltpopog, 8¢ T' EmLSeule
Enpdv &n upeldv, uéretar & & Supdg aydvap ¢ -

AWV TEL ovia ral £€c muxiLvdv SSuov EASetTve

In the sécond simile (p 6149), which'conéerns Menelaus af-
ter he has slain Euphorbos; the lines which compare the

herdsmen's reaction to the lion with the Trojan's reaction
to Menelaos are of srecial interest. Both react with fear
and flight, just as Nausikaa's handmaidens respond to leo~

nine Odysseus:

og &° dte tic TE Adwv opegltpowog, diul menordic

Bookouévng avéing Bolv dpndon # TLg Gaplotn*

thg 6° &E alxév’ £aEe AaBdv upatepoioLv 68oTot

npdtov, €ncita 8¢ ¥° alua kal &yuata ndvia Aapdooet

Splv:  Guol 5& tév ve udveg t° &vpec TE vouiieg

MoAA&L udd’ t0TouvoLv &ndnpodev oBs® &9¢AcugLv

dvriov &Ad9&uevar: pdia Y&p XAwpdv &éog alpet-

wg TV of TLve Suude &vi othdeocolv &tdiua

avtiov €Ad¢éuevaL Meveldouv uudai{pnoLo.

Furthermore, T 138 (tpéooav &6° &XAubig &AAn) bears a close
similarity to A 486 (Tpdeg 6% 6uétpeogav GAAuvSLg &lAog),
which describes the flight of the Trojans at the approach
of Aias and follows a simile in which Aias is equated with
a lion and the Trojans with jackals (A 474-85).

Although the application of the lion simile to Odys-
seus in this context probably springs from an oral poet's
need to draw upon traditional, heroic language, even for
the depiction of an untraditional, unheroic situation, the
effect of the application is to establish the Ithakan as a
Homeric love-hero. In addition, the setting in martial

terms of Odysseus' part in the romantic encounter leads to
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similar treatment of Nausikaa. Her steadfastness at
Odysseus' approach, described in language appropriate to
battle narrative, marks her as a worthy adversary/partner:
her performance as a love-heroine can be contrasted with
that of the warrior Euphorbos, in a display of cowardice
at IT 813-5. sShe bravely awaits (péve, T 139) the on-
slaught of naked Odysseus (yuvuvdg nep &dv, { 136), while
Euphorbos had fled (o006’ Unéueive, I 814) before unarmed
Patroklos (yuuvédv nep éovt®, O 815).8

The equality in excellence of Odysseus and Nausikaa
is underscored in the exchange which follows the simile.
In the course of their conversation, each likens the cther
to the gods (T 149-52; ( 243).9 Furthermore, just as
Nausikaa overcomes the natural reaction to Odysseus' fear-
ful appearance; so too he masters his awe of her. At C 160
he tells her that wonder seizes him as he beholds her (gé-
Bac u' Exev eloopdwvta) and compares her to a miraculous
plant (polvinog véov &pvoc) he once saw growing by the al-
tar of Apollo at Delphi. The comparison once again places
her in the realm of the gods. After this, he concludes:

bg 6° altwg xal uelvo [sc. Epvogl L6V Eredinea Juup

6fv, ¢nel ob nw Tclov &vhRAudev éx 68pu valng,

wg of, ybvar, &yaual te TédMnd te, Selbia &' aivdg

youvwv &yacdat *

(T 166-9)

Odysseus had carlier decided it the wiser course not to

supplicate the princess by grabbing her knees; but the

skill and glibness with which he simultaneously flatters
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her and magnifies his own worth indicate that her awesome
appearance has not paralyzed his mind (or tongue) with fear.

The importance of the equality of sparr.ng love
warriors may be illustrated by Archilochos fr. 23, wherein
the impressiveness of the woman's martial feat is amplified
by the fact that the poem's ego is himself an able and
worthy opponent. Were he less, her conquest would mean
little. Before he describes her success as a besieger, he
explains that he is no coward and that he knows the heroic
code:

aviip toL SeLAdg Qo' évairvdunv

[00]16° oldg eitn” &vd [o]Dtoc 0M86° otwv ano,

[én] lotauaxl TtoiL TOv @LA[éolvtal uev @lL]Aelv,

v &° £x9pdv éxdalperv Te [rall uanol

(12-5)

Nausikaa is able to stand fast at the advance of
Odysseus because Athene has emboldened her:

oln 6" ‘Alnitvdouv duyvdtnp uéves <TJ vdp "AdMvn

dpooc &vl owoeocl Ofike ual éu Séoc eslAieto yuviwv.

(T 139-40)

With the goddess' aid, she is able to overcome the natural,
mortal reaction to the godlike hero. This natural reac-
tion is fear and flight, as exhibited by the handmaidens,
who, unfortified by Athene, flee as would nameless soldiers
in face of a hero of Aias' stature or as any mortal in
face of a god.

The warrior of love does not always, however, stand

his ground. 1In a cunning adaptation of an Iliadic battle

simile, an aging Ibykos professes fear at the onset of
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passion (Eros):

"Epog alte ue uuqvéoucnv Lo

BAegpdporg TOxEp’ SuuAoL éepuépevog
unAluaol navtodanote &g Gmey-
- pa. 6iutua KinpySog &oB&AAel *

A udv rToopéw VLV Enepxdusvov,

dote mepéCuYog turnog 4edragdpog motl Yvhpal

&énwv odv 6xscmn Yoolg &uirdav £Ba.

(Fr. 287)"

Lines 6-7 allude to X 22-3, wherein Achilles, in the
flower of youth and at the peak of his military prowess,
rushes to meet Hektor at Troy:

oeuduevog oc ®° Umnog ae&lowépogll obv 8xeopLv,
3¢ pa te dela 9énar TiTarvduevoc medloto.

By reversing the simile, Ibykos identifies himself as
hopelessly mortal and unheroic in the war of love. To
the poet's credit, however, it should be noted that Achil-
les® adversary is the mortal Hektor, while his own is the
god Eros. A mortal is bound to be inferior to a god, and
Ibykos fortifies the effect of the allusive simile by
preceding it with fj u&v tpouéw viv énepxduevov. Although
the gods may send fear into the heart of a superic.c war-
rior and force him to withdraw, inability to withstand
the attack of an opponent usually characterizes the be-
havior of the inferior warrior. Thus, in Iliad 22, Hektor
decides that he will no longer ingloriously avoid confron-
tation with Achilles:
ol o étL, lInAéog vié, ovoBrioouar, &g Td ndpog TEP
rpLg nepl &otu uéya Hpuduou 5LOV, o08¢ motT’ EtAnv
uetval énepxduevov-

(X 250—2)
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Similarly, at A 406, Odysseus is aware that 2eus has
filled the other Danaans with fear, but he himself knows
that it is cowardice to flee (408: &ttL wmanol uév &nolyxov-
taL nmoAgnolo). Thus he stands firm, accordiﬁg to the.
code of a hero.

Superior warriors, unlike Ibykos, await the rush of
a foe, as do PoLypoites and Leonteus at M 136 (uliuvov
éneoxduevov uéyav "Aciov o0&’ &@éBovto). This line is
preceded by a simile, iIn which this duo is compared to
two oaks:

£otaoav g &te Te Spviec olpeoiv LYPLudpnvor,

al T° &veunov ulmvouot wal Vetdv fuata ndvra,

plfnowv uevdinor Sunvewéeoo® &papuiat

M 132-4)

Sappho alludes to this simile in fr. 47, where she, like
Ibykos, describes a losing skirmish in the battle of
love:

"Epog &6° é&tlvaEé uor 12
epévag, Gg Gvenog nat’ Spogc SplioLv éundtwv.

Unlike Polypoites and Leonteus, who face a mortal op-

ponent, Sappho, confronted by a god, is affected by the
wind. She uses an Iliadic battle simile exactly as does
Ibykos: she inverts the comparison in order to depict |
herself as the antithesis of a vanquishing Homeric war-

rior.

Sappho Fr. 31

The most fully preserved example of Sappho's ap-
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Plication of Homeric battle simile and terminology to

lovers survives in fr. 31.13

galvetad pov ufivoe l{gog Yooy v
€unev’ Gune, drtig Evdvtide ToL
LoSdver nal nAdoiov &su Pwve (-
4 gag Onawodel »
wat vedaloag {uépoev, té n° A udv
yapﬁgav €v otii®eoLv éntdaLcev,
we Yap <E¢y g° (8w Bpdxe’, &¢ ue pwvaL—
8 o’ o06&v &t° elucet
GAAa na&u uév vYAdooa éave,l4 AénTov
&' abtiua xpd ndp Onade&pdunuev,
odmndteoor 6° o0&EV Spnuu”, EnLppdu-
12 Betov &° &uouvalr,
u&d (8¢ u’' {Spwc naux€etar, tTpouog 6&
naitocav Gype., xAwpotépa 6t nolag
UL, TESVAnV &° BAlYw ‘L Sedng
16 patvou’ &u’ adra.
GAAd mdv téAuatov, émel Thal névnra
As we shall see, the situation described here directly
parallels the Nausikaa/Odysseus encounter. Like the
Princely pair, Sappho's couple converse amicably, seem-
ingly unaffected by their mutual excellence. As was the
case in the Odyssey, their ease with one another does
credit to them both: both are exceptional in their
charms, but both are such capable love-heroes that they
can withstand the onslaught of those charms. Sappho,ls
however, like Nausikaa's handmaidens, is not an equal
match for the pair. Without divine aid, she is stunned
and incapacitated by the woman's beauty.
Like the poet of Odyssey 6, Sappho both uses adap-

tation of 2 heroic simile, represented here by {oog
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8§9Lcuv, to establish the man's identity as a love-hero
and borrows frqm language appiied in Homer to outmatched
and worsted warriors to emphasize her own plight. Because
of the nature of this borrowing, often the allusion here
is not as specific as that analyzed in the two preceding
poems. Although in two instances it is possible to point
to particular Homeric models, successful interpretation
of the fragment depends more generally upon an understand-
ing of battle language common to many passages in epic.
Even without investigation of ﬁomeric allusion in
this poem, it is obvious that a contrast is being drawn.17
The papyrus's18 reading of walvou’ &u’ adta in line 16
proves the existence of verbai play between lines 1-2
and 15-6. The man seems an equal to the gods, while
Sappho seems all too mortal. The couple's organs of
speech and hearing are functioning well19 while Sappho's
clearly are not. These obvious contrasts, however, are
more fully to be appreciated in light of an understanding
of Sappho's manipulation of language taken from Homeric
ba;tle descriptions. To achieve this understanding, it
is perhaps most expedient first to examine Sappho's re-
action to the woman's voice and laughter on the occasion
described in stanza 1 (té p’ N wpav u@p&éav Ev ULIOETLY
entdaLoev), a reaction similar to ones she has-exper-

. . . . 20
ienced on previous occasions (lines 7-16).
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Sappho, Outmatched in Love's War

The meaning of ntoiLéw is still an open question.21
Nevertheless, the significénce of napdlav év otiSecow
énrddLoev can be clearly perceived wheh the expfession
is viewed as an allusion to x 298, the only occurrence
of the word in Homer:

&h T6T° ‘ASmvain @SioluBpotov aiyis” avéoxev

UPd%ev EE dpogiics THV & @pévec émtolndev

ol &6° é¢éBovto watd uéyapov . . .

(x 297-9;

These lines, from the massacre of the suitors, descrike
the reaction of the suitors to Athene's aigis~-that is to
say, the reaction to a divine apparition by those who
cannot withstand it. Sappho accomplishes the allusion
not merely by reproducing mtoiéw, but by empioying the
verb in connection with wap&lav, which recalls Homeric
¢p€veg. Inclusion of this noun is what distinguishes
Sappho's use of uapbSlav . . . éntdairocev here from adtav
éntéaLc’ {6oiroav in f£r. 22.13-4, where no allusion to
X 298 is intended.22

Allusion to x 298 must be considered part of the
fear imagery in this poem; for there are three reasons
for seeing an element of fear in Homeric éntoln9ev.
First of all, the suitors respond to the aigis with fear-
induced flight (é¢éBovto). Secondly, the appearanée of
the aigis usually instills terror/flight, for which pur-

pose it was made:23
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Av [sc. aiyl6a]l dp xaiuede
"Hepaiatog ALl &due @ophuevalr &g @dBov &vSp@v.
(0 309-10) .

Finally, SiantoLéw, used once in Homer, appears in con-
text with rapBocﬁvn. At o 340~2, Melantho and the other
unfaithful servants are terrified when the Eetlvog threat-
ens to have them cut limb from limb: |

"Q¢ einwv énéeocor Sientolinoe yuvatluag.

B&v 6° [uevar 65L& Swua, AG9ev &8° bno yuia txdotng

TapBooidvy.
The fact that Homer uses mtotéw in context with fear while
Sappho seems "0 apply it to an erotic situation in fr. 31
has led some to neglect the possibility of a direct con-
nection between fr. 31.6 and ¥ 298.24 However, this
seeming difference of meaning is precisely what makes
Sappho's implementation of the verb metaphorical.25 The
woman's voice and laughter have the same effect on Sappho
in the war of love as has the aigis on Penelope's suitcrs
in an actual battle situation. The terror of the suitors
anticipates not only their failure in the fight, but also
their failure as suitors. Similarly, Sappho's fear be-
tokens tihe fact that she has lost the girl she loves to a
man. As we shall see, this fear metaphor is continued
and fortified through the words tpduoc and yiwpotrépar
as well as through some of the other symptoms of Sappho's
incapacitation. Therefore, the truest reading of the

poem perhaps may lie somewhere between Cat. 51, where

only the erotic implications are translated, and Luc. 3.



65

152-60, where the poet applies Séppho's symptoms to the

pathology of fear.26

The significance of this fear should be carried
one step further. The fear that the suitors feel at the _
appearance of. the aigis is related to the fear humans in
general feel when they are confronted with the gods or
the divine. Euripides' Bacchae are seized by terror when

27

Dionysos miraculously appears. When Oidipous suddenly

disappears in order to become a hero, the thunder and

divine pronouncement which follow arouse the fear of the

28

bystanders. Thus, in the Homeric Hymn to Demeter, the

appearance of the goddess instills terror; and already
in the Iliad and Qdyssey, aﬁazewent and fear accompany
appearance of the gods.29
Only the heroes who enjoy divine favor are able
to withstand a divine presence. Helen is amazed when,
at I' 398, she recognizes Aphrodite, but she is able to
quarrel freely with the goddess. When Athene descends to
the battlefield like a star in Book 4 of the Iliad (A 75),
Trojans and Greeks alike are seized by 9duBog (79); but
in Book 5, Diomedes is strengthened by the presence of the
goddess and, emboldened by her, is even able to wound

30

Aphrodite and Ares. In the Meropis, Herakles is not a

bit unnerved when aigis-bearing Athene comes down and

31

touches him. When Athene and her aigis reveal them-

selves in the scene in the Qdyssey (discussed above) and
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cause the suitors to panic, precisely then Odysseus and
his party renew their attack with added strength, like
vultures from the hills (x 302-8). Whereas mortal men
react to gods and the divine with fear, the chosen heroes
may be amazed, but, through the very presence of the di-
vine, attain super-human status, as did Diomedes, Odys-
seus and Nausikaa.32

Understanding of the typical and extraordinary re-
action of mortals to gods explains the essential dif-
ference between the man, who, in Sappho's poem, is able
to bear the sight of the woman's divine beauty and to
become {ocog 9¢éoLoLv, and the poet herself, who becomes
unnerved when looking at the same woman. To this, I shall
return below, but first I shall treat at some length lines
7~16, which detail Sappho's usual reaction to the woman—--
that is, .what has happened in the past every time she has
looked at her even for a brief moment. Three of the ef-
fects mentioned in these lines--trembling, pallor, and
swWweating--are described in language reminiscent of ex-
pressions in Homer.

teduog &yper in lines 13-4 parallels Homeric for-
mulae involving tpduoc and forms of not only alpéw (E
862 ; T 14; X 136), but also &xw (2 137; K 25; £ 247),
Unépyxounatr (H 215; Y 44), AauBdve (I’ 34; © 452; E 506;
R 170; o 88) and iludvw (A 117). In six of these fourteen

occurrences of tpduog, the trembling is a reaction to the
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sight of someone or something,33 just as it is in fr. 31.

At T 14-7, a passage which supports my observa-
tions on the effect of an immortal presence, the sight of
the divine shield causes two markedly different emotional
responses in Achilles and the lesser Myrmidons:

Muputddvag &' &pa ndwta¢ gde tpduog, 006¢ TiLc €TAn

Gvtnv eloLdéesLv, &AAL°* &tpecav. adt&p 'AXLAAEVC

wg el8’, &¢ uLv udrdov &6u xdrog, &v && ol Sooce

6eLvov Und BAepdpwv O¢ el gdiag &Ecqpdaviev.
The occurrence here of eiou.8éerv, corresponding to &g o’
C&m (31.7), of EAe tpbuog, corresponding to tTpduoc &ypel
(31.13-4) and of &vrtnv, corresponding to &vavtiLdg (31.2)?4
makes it tempting to view these lines as one of Sappho's
models. By recalling this passage, she likens herself to
the comparatively weak Myrmidons, equates the man with
Achilles and links the woman, bright in her beauty, to

the shield. 3>

When Achilles' xdAog (~ufivig) is viewed
as the wellspring of his forthcoming aristeia, the fol-
lowing analogy can be drawn: the splendor of the woman's
appearance, so debilitating to Sappho, only serves to in-
crease the love-heroism of the man; her divine beauty
augments his own godlike stature, just as the brightness
of the shield is r=flected in Achilles' eyes.

The series of three correspondences suggested by
this allusion parallels those suggested by x 297-9.
When the two sets are combined an interesting scheme
emerges: girl~aigis~shield; Sappho~suitors~Myrmidons;

man~0dysseus (whose heroism, as I argued above, is in-
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creased, not diminished, by the appearance of the aigis)-~
Achilles. Through the allusions, the girl is twice lik-

ened to a divine shield;36

Sappho, twice to typically mor-
tal fighters; and the man, twice to heroes. |
Consideration of other Homeric episodes in which
tpduog is induced by an awesome sight enhances the im-
pression left by recollection of T 14-7. In three in-

37 the trembling takes hold as the result of the

stances,
appearance of a hero likened to Ares. At X 132-7, for
example, an Ares-like Achilles instills terror in Hek-
tor, who, although the best of the Trojans, is still in-
ferior to Achilles.38

loog ‘Evuaile, wopuddiu. mtoAeuioti,

oelwv MMNALdda ueAinv katd ScEivdv duov

ervive  Guol 6& xaiuds EArduneto eluerog adyif

i nupdbg aidopévouv A neilov avidvrog.

“Eutopa 6°, @g é&vénoev, &ie tPduog o0E’ Ep’ €x’ E&tAn

aldL uéverv, onlow &t ndrag Alne, BR &6& popndeic:

(X 132-7) '

This passage confirms the parallels which I drew earlier.
The divinely beautiful, tremor-inducing woman of fr. 31
is equated with fear-inspiring warriors, who often have
been distinguished by comparison to a divinity. Mean-
while, Sappho is again associated with lesser warriors,
destined to be worsted, killed or put to flight. Al-
though both the woman and the heroes are mortal, they
have divine qualities, which cause other mortals, like
Sappho, to react to them as if they were gods. The man,

in a sense, is like the gods because he is the equal of
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the godlike woman.

The greenish pallor, described by the poet with
the words xAwpotépa &¢ nolag &uur, is always a manifesta-
tion of fear in the Iliad and Odyssey, where, used in
context with human beings, forms of the word xAwpdg oc-
cur only in the expressicns xAwpdg or xAwpol bmai &eloug
and xlwpdv &éog. XAwpdv Séog, like tpduog, in Homer af-
flicts both men awed by the divine (H 479, © 77, w 533)
or by supernatural phenomena (A 43, A 633, u 243).and
those faced with a life-threatening encounter in war
(K. 376, 0 4, P 67, x 42, w 450). At © 75-7, the sight of
Zeus' lightning- bolt, the.meteorological equivalent of
the aigis, pales the cheeks of the Achaians:

éairduevov &t

five oélag uetd Aadv ‘Axaldve ol 6¢ (64vreg

dduBnoav, wal ndvragc Lnd xAwpdv S&oc ELAEV.
Thus, the metaphor born with éntdarcev and weaned with
Tpduog matures with xAwpotépa.

Although the problems which plague the text at

line 133?

make it difficult to try to track down a specif-
ic Homeric model, it is possible that Sappho intended,
through an expression along the lines of &6 &6¢ u* {6pwg
wauxéetatl, again to recall the behavior of worsted war-
riors. At E 796, wounded Diomedes perspires; at A 811,
wounded Eurypylos; and at O 241, boulder-struck Hektor.

Sweat also often afflicts warriors in flight (® 51, @ 561,

X 2). In another passage, Aias, at his most vulnerable
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and forced to yield, succumbs to sweat (IT102-111):

Atag 86" oOuéx’ Euiuve: BLdleto Y&p BeAéeoor-

&auva uLv Znvée te véog ual Tpdec dyavol

BdAlovteg: Selvhv &t mepl upoTdpoLoL gacLvd

nAAnE BaAlouévn wauaxhv €xe, B&AAeto 6° alel

wan @drap” ednoli®’ . &°6° &protepdv Suov Euapvev,

cunebov alel €xwv oduog atdilov: 006° £6Ovavrto

aup’ adtd nereulEar épelbovreg BeAdeoouv.

alel &6° &pyarée &xet’ &cduate, udd &6¢& ol L&pdc

ndvtodev €xu uedéwv moAdg &ppeev, ovSE ny elxev

aunvetoar* ndvin && wandv waud éothpuuto.
This passage is especially interesting in relation to
fr. 31 because, in it, Aias, in actual battle, is as-
sailed on almost as many fronts as is Sappho in the war
of love. Although i8pdg is the most obvious similarity
in their two sets of afflictions, the ringing of the hel-
met around Aias' temples is the closest Homeric equivalent
to Sapphic énippduBeror &° &uovatr (31.12) and Aias'
inability to catch his breath parallels Sappho's death
sensation (31.15—6).40

Speechlessness, another of Sappho's afflictions
(lines 7-9) figures largely in Apollonios Rhodios' de-
scription of Medea in her infatuation with Jason. When
Eros first wounds her and causes her to fall in love, she
temporarily loses the pcwer of speech (3.283~4):

(90¢ 5° Gupotépnol Siaoxduevog maAdupoiv

T {Se. 'Epoél éntl Mnéeln- Thv &° &uopaoin

AdBe Suudv.

As love's arrow inflames her heart, she pales (297-8):

anaddg 6& UETETPWNATO TAPELAC
€g XAdov, Ariot’ E€peudog, dundelnor vdoro.

Speechlessness and pallor elsewhere in the Argonautika,
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as in Homer, are more usually symptomatic of,fear.41
There is reascn to believe that Apollonios drew
heavily upon fr. 31 in his treatment of love-struck Medea.
Both the passage discussed in the previous paragraph and
the scene wherein Medea talks to Jason for the first time
(3.947££.) bear many affinities to Sappho. Although there

42

are verbal parallels, a certain structural similarity of

the later passage to fr. 31 is especially striking.
Apollonios' description of Medea's reaction to the ap-
pearance of Jason at their second meeting is strongly
reminiscent of Sappho's treatment of her own response to
the sight of the woman of fr. 31l:

adtdp 8y’ [sc. Jason] ol uetd &npdv écidoudévn épadvin
Lo’ &vadpdouwv & TE ZelpLog ‘Queavoto,
&c &1 ToL maidg udtv &pllnide t° EoLbéogdal
Gutéiier, udloiol &° év Gometov duev STTOv.
Oz dpa T waidg uiv émiXudév elocopdacdal
Alogovidne, nduatov &6t Sucluepov dpoe gaavdelg.
gx 6° &pa ol xpadin otndéwv néoev, Supata &° adrwg
fAxAvcav: Sepudv 6 napnidag etiev Epudog.
vobvata &° o0t énlow obte mpondpoLdev &elpat
go9cvev, &AA’ Lnévepde mndyn ndbag.

(3.956-65)

Here, as in Sappho, a woman in love shows symptoms of

fear at the sight of her radiantly beautiful beloved.43

Couple as Heroes
Although lines 5-16 ostensibly describe only
Sappho's reactions, analysis of the use of Homeric al-
lusion and convention in these lines has improved our

understanding of both the poet's status in the war of
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love and the couple's as well. Investigation of lines
1-5 will reveal that the metaphor carried qut in the
later stanzas is launched at the poem's beginning.

In previous treatments of fr. 31, much stormy
debate has centered around the words Eoog Séouduv.
There are essentially two camps in this debate: 1)
those who see in the phrase an allusion to Homeric
heroces, so often equated to gods, and who, hence, trans- .
late it along the lines "equal to the gods in strength";
and 2) those who, translating "equal to the gods in

blessedness" or "happiness," treat foog 9¢oLoLv as a

topos of the makarismos of epithalamial poetry and hence
deny that the words carry any epic associations.44 For
the time being, I shall explore only the phrase's heroic
implications, which I have already discussed at some
length above; 1later on, the possibility of its epi-
thalamial connotations will be entertained.

Although no direct equivalents of (ocog S2ciLoLv sur-
vive in Homer, the existence of Homeric epithets like
SeoeLbiig, Oeoeinerog, tod%eoc, and Saluove loog justi-
fies considering the Sapphic phrase evocative of heroic
language. At very least, then, we may say that, by call-
ing the man {cog %éoioLv, Sappho likens him not only to
the gods. but to the godlike herces of Homer. It may be

possikle, hawever, to go further than this. Of the Ho-

meric epithets similar to f{ooc 9foioLv, the nearest in
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sense and form is &aluove Toog, which combines the
adjective loog with a noun, signifying an unspecified
deity, in the dative.45 Unlike {gd9co¢, which seems to
have been used broadly and indiscriminately of both
major and minor characters in the Iliad and Odzssex,46
this expression is applied to only three major Iliadic
warriors--Diomedes, Patroklos and Achilles.

Twice the formula &aluovt loog occurs in ccntext
with Toa 9¢oiouv, another expression closely resembling
Sapphic foog 9¢oLotv. In Iliad 5, when Athene first
gives Diomedes the ability to recognize the gods, she
grants him permission to attack only Aphrodite (E 127-
32).47 Nevertheless, heedless of this restriction, he
rushes upon Apollo three times, when, later on, he spots
him in the fray. When he attacks for the fourth time,
Apolio dissuades him from the attempt:

&AL &te &n T tétaptov éndooutro Saluovi loog,

Eewvd 8° duoniroac mpooéon eudepyog “AndAiwv-

"epdleo, Tudeidn, mal x&leo, undt ScofaLv

To® &9eAe gpovéeLv, énel o6 mote WGAov duolov

&3avéTwv TE dedv xaual Epxouévev T’ dudpdnwv.”

@¢ ¢4&to, Tudeldng &° &vexdleto TLTOOV dnlocw,

uAviv &Aevduevog Euarnfdiouv ‘Andiiwvoc.

(E 438-44)
Apollo's response lends a very specific meaning to
Saluove loog. Diomedes advances like a god because he is
challenging a god, as only another immortal should do.
He seems to Apollc to be "putting on godlike airs"

(Seotorv Toa gpovéeLv), to be trying to ignore the age~

0ld distinction between gods and men.
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At ¢ 227, Gaiuove loog is used of Achilles in the
context of his battle with Skamandros. Later on in this
episode, Skamandros calls upon his brother to aid him
in routing his mortal attacker:

GAL’ Enduuve Tdxiota, wal EuminAndt péedpa

O06atog éx mnyéwv, ndvtac &' &pdduvov évabdirouc,

totn 6t uéva udua, moAdv &° dpuuayddv &pLve

PLTPAV nal Adwv, Tva mavoousv &ypiov &vépa,

3¢ 6n viv upatéer, uéuovev 6° & ye Loa Scotol.

’ (® 311-5)

Like Apollo, Skamandros interprets the fact that a mortal
has assailed him by assuming that the mortal has aspira-
tions to immortality: in the natural order of things,
only a god attacks a god. Thus, Achilles' battle with
the river ends when Hera sends immortal Hephaistos down
to deal with Skamandros:

8poeco, nullondSiov, Eudv Téuog: dEvra oddev Ydp

Edvdov Sivievta udxn filouounev elvar

(0 331-2)
Of the nine times Saluovi [ooc survives in Homer, it oc-

curs, preceded by the verb é&méooutro, in the context of

theomachia seven times (E 438, 459, 884; I 705, 786;

Y 447; © 227). Twice it is used of Achilles in the con-
text of purely mortal confrontation (with S0ve at Y 493;
and with &o%pe at ¢ 18). It is only applied to her.es
on the attack.

The application of {cog 9éoiovv, reminiscent of
Homeric &aluovti Ecog, to the man in line 1 of fr. 31 at
very leastAidentifies that man as a heroic attacker in a

love~heroic situation. In addition, it possibly carries
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the force to suggest that the man is equal to the gods
because his "opponent," in this case the woman, is divine.
This fits in well with what emerged from examination of
Sappho's reaction in lines 7-16, where the woman was
again and again seen to be eéuated with the divine and
semi-divine, while the man was equated with heroes.

The man's hercism in the war of love is revealed
not only in his willingness to take on a woman of divine
beauty, but in his imperviousness to the effect of that
beauty. 1In the Iliad, Diomedes survives his run-ins with
the gods because Athene has endowed him with special
powers, just as, aided by the same goddess, Nausikaa
retains her composure before naked Odysseus and Odysseus,
iater on, derives strength from the aigis. After his ex-
perience with Apollo, Diomedes is reluctant to confront
Hektor when he sees Ares fighting by his side (E 596-600).
When Athene reckukes him for yielding, he responds by say-
ing that he retreated not on account of fear or ex-
haustion, but in deference to her own command that lLe
attack no god but Aphrodite (E 800-24). Athene counters
by enjoining him to fight Ares without fear:

uldte o Y° “Apna td ve SelbLIL udte TLv® &Adov

&9avdtwv+ Toln ToL £&YbV EmLTdpPpodog ElnL.

&AL &Y° &t "Apnu nmpdTte Exe wdvuxag innoug,

TOPov 8& oxedinv und' &Leo dolpov “Apna,

(E 827-30)
Fortified by these words, Diomedes goes on to wound the

god (E 846-59). He is able to rush upon and wound Ares
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8alpove Toog (E 884) because Athene has again freed him
from the fear (ufte 6el&udL) and awe (uld6’ &Leo), which
usually afflict mortals confronted by deities.

Three lines from the Iliad reveal the nature of the
more traditional reaction of men faced with the prospect
of fighting gods. 1In Book 20, Hera, worried that the
appearance of the Olympians on the battlefield will un-
nerve Achilles, predicts:

el 6' "AxiLAelg ob talra Bedv é&u medoetal Ouepfic,

Seloet’ &nerd’, &te uév Tig Evavtifiov dsd¢ €Adm

é€v moAdup: xaiemol && 9eol @alveoSair &vapyetg.

: (¥ 129-31)

In an episode studded with uses of &aluovi Toog
(t 705, 786), Patroklos, unaided by Athene, succumbs to
just such fear and awe when he disobeys Achilles and
attacks Apollo. Patroklos' assault upon this god is
terminated when Apollo points out the mortal's short-
comings as a warrior:

&AL’ &te &f 1O Tétaptov énfoouto Saluovi loog

SeLvd 6° duoninoac €&nea nrepdevrta mpoonvba

"v&leo, Sroveveg Natpdureegcs o6 vO oL aloa

o Ond Soupl MOALV népdal Tpdwv &YepdXwv,

o008’ U ‘AXLAAfiog, 8¢ nep oéc moAAdv &uelvwv."

Oc @d&to, Ndtponrog &6° &vexdleto noAidv dnicow,

(I 705-10)
However, Patroklos does not retire from battle. When
again he behaves like a god in his attack of  the Tro-
jans, Apollo cuts him down:

&AL’ 8te 84 O TétapTov éndoouto Saluovi Iogg,

&vS’ dpa 1oL, N&tponie, @dvn BLOTOLO TEAELTN®

fivteto Yd&p TOL ®otBogc E&vi upgrepﬁ ﬁouiyn .
SeLvdg: & uEv 1OV todvta natd uidvov odu gvénoev
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héoL Y&p 1nOAARH nenaiupuévog &vteBdAnge:

otfi 6° &nidev, mAfiEev 6t uetdoppevov edpée t° Euw

xeLpl uatanpnvel, otpepedivndev 6t ol Soge

100 &6° &nd untv wpatdc wmuvénv Bdie ®otBac ‘AndAlwv

T Y | ’ . L . T

név 8¢ ol &v xelpeooilv &yn Soiuxdouiov &yxog,

BpL?u uéya otLBapdv neropvLduévov: aldtdp &’ GSuwv

dontg oﬁv‘rexau&vu xapal méoe teputdeooa.

AGoe 6¢ ol Sdpnua &vaE Ardg uvidg ‘Andiiwv.

Tdv &’ &tn gpévag eTAe, AGdev &6° Uno galdiua yuia,

otii 6¢ Tapove ‘ 48

(T 786~-93 . . . 801-6)
Like Diomedes, Patroklos is 6afluovt Tooc in his confronta-
tion with the god, but without the added fortification
of Athene's special protection, he succumbs to the
natural, mortal reaction to Apollo's appearance.

It is possible, then, to see a further purpose
behind Sappho's use of {cog 9¢oiroLv: not only does it
link the man to Diomedes. who faced and triumphed over
Aphrodite and Ares, but it connects Sappho to Patroklos,
a warrior worsted by a divinity.

This notion of divine aid for a mortal meeting a
divine opponent may be related to the mysterious ending
of fr. 31. The verbs toAudw and TAdw frequeutly occur in
the context of fear and bravery in Homer.49 Heroes dare
to face danger; lesser fighters do not. This suggests
that the words &AA& mdv téAuparov énel in line 16 should
be considered part of the poem--a continuation of the
martial metarhor--and that the fourth stanza should not
be regarded as the poem's last. If this is so, something

must have happened in the fifth stanza to increase Sap-

pho's fortitude, to enable her to endure what pre-
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viously she could not bear. This something could well
have been the intervention of Aphrodite. Or Sappho
may simply have yielded to the conventions which caused
the woman she loved to become a man's wife. In her
case, the conventional yielding was synonymous with
writing the present poem. The fact that Sappho could
recite this poem in the woman's presence indicates that
she is already on the way to regaining her composure.50
The martial/heroic implications of f{ogog SfoiLoLv
are intensified by &év&vtidg in line 2. This word, in
connection with {o8dve., can be regarded as simply
descriptive of a scene in which the man sits opposite
the woman. But, in context with the metaphor system
present in the poem, the word may well carry martial
connotations. In Homer, words like évavilog, évavtlBLog,
€vavta, avriog, &vtiBtag, and &vta, coupled with verbs
like ilotdvai, (bro)uevéerv, udxeoSar and noieunlleiv,
often occur in the context of martial confrontation.51

In fact, the ability to stand and meet an intimidating

foe face to face frequently marks heroic behavior, as
52

opposed to cowardice.

At N 101-6, Poseidon contrasts the Trojans' cur-
rent valor to their former pusillanimity, which he
characterizes by their unwillingness to fight face to
face:

Tolag €9’ nuetépagc Lévar véag, ol Td ndpog nep
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gulaniviig EAdgorawv éolueoav, al te wad" OAnv

Odwv napSaiiwv te AGuwv T* fita méiovral

abtwe fhddonouoar &udAu,dag, 006° Eny xd&pun -

&g Tpdeg- td mplv ve . pévog natl - xetpag 'Axai@v

pluverv odu €d€deouov . Evavtiov, obs’ ABaLdu-
Sappho, who falters whenever she looks at the woman even
briefly (31.7: &c o 6w Bpdxe’') is like the Trojans of
old, who could not Qithstand Achaian might even for an
instant (o006’ fHBaiLdv); in contrast the man can calmly
sit opposite the woman long enough to have an involved
conversation.

P 65-9 is particularly relevant to fr. 31. In
this passage, the Trojans, in their helplessness to
prevent Menelaus from stripping the armor from fallen
Euphorbos, are compared to dogs and shepherds facing a
lion:

dupl 8¢ tév ve udveg T° Evbpeg TE voufieg

TMoAAd udd’ {0TouoLv &ndnpoSev o006’ ESEAouaLy

duzlov éAdéuevar- udia vdp XAwpdv &éog alpel

®g TAv 00 TLvL Suvude &vli oTtASEcoLv €TéAua

avtiov €A3€uevalr MeveAdou nuSaiipoLo.

The xAwpdv Séoc here is echoed by Sappho's xAwpotépa;
duudg évi oth9eooLv is paralleled by her xap&lav é&v
otideoLv. Sappho is afflicted in a manner simiiar to
the shepherds and Trojans, while the man possesses a
strength they do not.>3

This simile is one of the martial lion similes
which I cited earlier in connection with Odysseus and

54

Nausikaa, It is possible that Sappho was aware of

the erotic application cf military convention in that
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episode. The poet of the Odyssey, like the Lesbian poet,
used a word with the stem &vt- to indicate Nausikaa's
valor as a love-heroine. After her handmaidens take
flight, Nausikaa remains, emboldened by Athene:

oln &° ‘AAwivéou duyvdtne udver TH vdp “A9%vn

Ydpoog Evl gpeoi Sfine nal &x 6¢og elieto yulwv.

oth &6° &vta oxoudvn.

- (T 139-41)
The courage Nausikaa reveals by standing opposite Odys-
seus is like the strength shown by the man as he sits
facing the woman in fr. 31.

Although the average Homeric warrior does little
sitting during a battle, the ability to remain calmly
seated does figure importantly in a speech from the Iliad,
which Sappho could very well have had in mind when writ-
ing évdvtide toL iobBdvelL. At N 277-286, Idomeneus tells
Meriones how cowards and heroes show their true colors
when under the strain of waiting in ambush:

Ec Adxov, &vda udAiot’ dpeth Siacibetal &vSPHY-~

Evd® & te BeLAdg &vip 8¢ T &Aniuog éEcpadvdn

o0 utv vdp te wauod teénetaL xpde GAALELe dAAn,

OU8E ol &tpéuag fodar EpnTdeT’ év wpeol Suude,

dAAG& uetouddler nal én’ &ugotdpoug nddag tCeL,s

gv 8¢ ¢ ol upadin uevdra otdpvoLor matdooet
ufipag otonévy, ndrtayog && te Ylyver® 66dvTwv

To0 8 ayadol olt’ & tpénetaL xpbe obTe TL Alnv

TapBel, é&neLddv mpdrcv éollntat Aéxov AvSpdv,

dpdralr &8¢ tédxiota uiyduevar &v Sat AvypQ--

The parallels between this passage and fr. 31 are obvious.
Both Sappho and the poet of the Iliad are concerned with
contrasting the behavior of losers and winners. Sappho's

catalog of her own reactions to a woman is similar to the
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Homeric catalog of the coward's responses to the
stresses of ambush: both lists include pallor and
unsteadiness of heart. The major difference between
the two treatments is, of course, that the epic poet is
discussing actual war, while the lyric poet deals with

the war of love.

Marriage

Now that our investigation of Homeric allusion in
fr. 31 is essentially complete, it is necessary to ex-
plore the possibility that comparison to the gods is a
topos of epithalamiél verse and that, hence, the presence
of {oog €éoLolv marks the poem as a marriage song.56 As
stated earlier, previous critics of the poem have often
been led astray by the drawing of false distinctions
with respect to this poem: they assume that if {oog
d¢oLoLv carries Homeric connotations, it cannot be hymen-
eél; and that if fr. 31 is a love poem, it cannot be a
marriage poem.57 It will be my purpcse in the following
discussion to abolish these distinctions.

It is impcrtant to keep in mind that the force of
foog 9¢oLolv and the rest of the metaphorical battle
language of fr. 31 is not so much to equate the man of
line 2 with the immortals as to establish him as a di-

vinely favored love hero of epic stature. A statement

made by Himerios, Or. 1.16 (=9.16 Colonna) in a discus-
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sion of marriage shaws that.this is perfectly in keeping
with Sappho's practice in praising a groom: EIangolg

fiv oo uAAe pEv eindoar THV nophv . . . ToV vuumioQ TE
"AXLAAET naoououﬁoaL ual étg &Ydyetv 1{%] ﬁbwu TOV veaviouov
tatg npdfeol. Just as the man in fr. 31 achieves hero
status by virtue of his fortitude in face of the woman's
beauty, so too a groom in a song now lost was compared to
Achilles by virtue of his deeds. Investigation of other
pPoems, in which Sappho graces men and women with compar=-
ison to gods upholds the essentially hymeneal quality of

such similes.
Fr. 111

{doL &1 td uéiradpov-
duvaov-

&éppete Téutoveg &vspec-
Oudvaov.

YduBpog elo’ [oog "Aper, 58
&vépog uHeYdAWw MAAL uélwv.

In this poem, {ogoc “Ape. is obviously similar to
loog 9¢oiowv, and, in this context, it is clear that the
simile.carries hymeneal as well as heroic connotations.59
Although Sappho's choice of fogoc “Ape. is influenced by
the formulae (Bpotoiolyd) loogc and Toov "Apni, which are

applied to heroes whether or not they are actually wars

60

ring at the moment of: comparison, lines 5-6 constitute

an allusion to a specific Iliadic passage which does not

61

contain that particular formula. At H 208-12, Aias,

likened in his hugeness to Ares, goes out to meet Hektor
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in hand-to-~hand combat:
gedat’ Emeld’ oldg te meAdprog Epxeral "Apng,
8¢ ' elowv ndreudvée uet' &vépag, ofic Te Kpaviwv
- SuuoBdpou EpLSog uével Euvénue udxeoday. T
Ttotog &p' Afag Bpto meAdprog, Eproc ‘Axatov,
neLdLdwv BrlocupoiloL mpoodnact * - :
The fact that this is the only time in Homer when a hero
is compared to Ares in terms of size,62 coupled with the
Occurrence of both £pxerai and elowv indicate that Sappho
had this passage in mind.
These are not the only paraliels, however. Like

Sappho's groom, Homeric Aias is not only big, he is big-

ger than a big man. In the teichoskopia, Priam asks

Helen to identify a Greek (Agamemnon), who, although tall,
is not the largest of the Achaians:

dOg uoL nai V8" Avépa neléouovJégovouﬁvng,

8¢ TLg 36 foTLv ‘Axaldg &vhp nug Te uévag Te.

A tou uiv uepari ual uelfoveg63 GrloL oo,

waidv &' odtw &ydv of nw [Sov éd@dainoitoLy,

o008’ oltw Yeoapdv: BaolAAl yép &vbpl Eouue.
(r 166-70)

When later he inquires about the tallest (£Eoxocg) of the
Argives, Helen informs him that the man is huge Aias:

"tic T &p* 88' &rroc ‘Axaidg &vip Alc te uéyac te

€Eoxog ‘Apvelwv uegariv te ual edpéac duovg; "

Tov 6" 'EAévn tavdnenioc &ueiBeto, Sia YUVALKEV

"odtog 6° Afag éotl meAdpioc, Epnog ‘AxaLdve . . .
(r 226-9)

Since Aias is &Eoxog, he must be not only taller than
Agamernon, but taller than all those other Achaians who
outmeasure their chief. Both Agamemnon and Aias are de-

scribed as avhp Alg, neAdprLogc and uéyag, but Aias is the

bigger of the'two.
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It is clear that Sappho has comhined, in lines 5
and 6, allusions to these two passages (H 208-~12 and T
226-9), concerning Aias' height. The two passages are
linked in Homer by the repetition of the phrase neAdpiocg,
€puog ‘Axatwv, which occurs only twice in epic. When
likening the groom to Ares, Sappho, through Homeric al-
lusion, at the same time equates him with a Homeric hero.
Furthermore, the specific allusion to H 208-12 establishes
the groort as a hero in action. Since this is precisely
the function of f{ogog ¥¢ouoLv in fr. 31, as analyzed above,
and of the comparison to Achilles in the poem which Himer-
ios mentions (fr. 105b), it seems reasonable to argue that
@vnp in fr. 31.2 is in fac% a husband. The similes in
all three poems would reflect Sappho's use of the meta-
phor of lover as war-hero to enhance the status of the

_groom.

Qther Similes

There are five other instances 64 of comparison
of mortals to gods in Sappho. To the extent to which
the fragments in which they are found allow speculation,
all have hymeneal associations. Only one, the provoca-
tive ]{oav SéoLoLv of fr. 68a.3, occurs in a text so
ridden with lacunae as to make interpretation impossible.
Although the context of ]E&vdaiL &° ‘EAévar o’ é;o[ulnv

at fr. 23.5 also is unclear, the presence of mnavlvuxlio-
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65 in line 13 of

[6]lov, a word with hymeneal connotations,
the same fragment indicates that the comparisan might
have figured in a marriage sang.

Two other clearly hymeneal instances of compar-
ison to the gods in Sappho survive in fr. 44, “The Wed-
ding of Hektor and Andromache," where the bride and groom
are dubbed not only {uedoL 9éorc (21), but also Jeoelunelog
(34) . As will become clear in the next chapter of this
study, these expressions are part of a system of Homeric
allusions which, performing the same function as those in
fr. 31, serve to astablish the romantic or domestic hero-
ism of the pair. Thus, the expressions are simultane-
ously herocic and epithalamial.

The two Sapphic similes remaining to be discussed
occur in the same poem, fr. 96. In this poem, Sappho
consoles . a'girl named Atthis after the departure of a
mutual friend, an unnamed woman, who, apparently, has
left Lesbos for Lydia. Although it is never stated that
the woman has departed as a newly married bride, the two

similes suggest that this is the case.66

The text of lines 4-5 of fr. 96 is troublesome.67
Nevertheless, a fairly strong case has been made for a
reading along the lines of -ge 9ed o’ fueiav &pL-/YvOTQ
8¢ pdALot’ Exaipe udAnai. This case is based on the
simiiarity of lines>4-5 (thus restored) to a simile in

which Homer likens Nausikaa, singing with her handmaidens,
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to Artemis, sporting with her ny;nphs:68

. Thou 6& Navouuda Asundrevog EOXETO HOATG .«

oin &' . “Aptenig elou wat’ Supea loxtaipa,

i uatd Tnlvetov mepiuixetov fi ‘Epduaviov,

Tgpnouéyn udnpoLor wal duelng &iapoLar®

Th 6¢ ®° dua viugpar, xolpat Aldg aividxoio,

aypovéuor gaﬂQouou' _Yéynde 6¢& te gpéva Antd.

nagdmv‘ﬁz ungp | ve udpn E€xer A6 uérwna,

peld T &pLyvadTn néietar, waial 68 Te ndoal-

a¢ 1§ v° dupundroror ueténpene napdévoe &SuAc.

- : (C 101-9)

The points of similarity are plentiful: Sappho's 9éq
tuélav (4) and Homer's oin ’Aptsuug (102); A&pLYVOTQ
(4-5) and apryvdtrn (108); and éunpénetar (6) and peté-
npene (109). Moreover, with the aid of this Homeric
parallel, we can identify a contrast central to Sappho's
poem.

When the poet reminds Atthis that once in the
past her now-absent friend held her the equal to a god-
dess and delighted greatly in her song, but now this
same friend is outstanding among the women of Lydia, she
is contrasting the friend's past life as a maiden to her
present life as a married woman. yvuvalxkcooiv in line 7
clearly refers to married women,69 while the equation,
set in the past, of Atthis to Nausikaa, preeminent
maiden amony maidens (6 109), implies that both of
Sappho's friends were unmarried when they sang together.
Nausikaa was not just a maiden, but & maiden on the brink
of marriage,70 and, as I argued earlier in this chapter,

a heroine in the war of love. Therefore, the Homeric

allusion serves not only to identify the poem's past
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time as the time right before the woman's marriage (as-
suming that she and Atthis were contemporaries), but also
to establish Atthis' heroic status. Sometime in the
near future, she too will be. wed.

The heroism of the absent, married woman is ex-
tablished through the simile in which she is likened to
some astronomical phenomenon, probably the moon:71

viv 8¢ AbSaLoLv éumpéretal yuvai~

KegoLwv &g not’ deilow
&bvtoc & Bpodo&dutuioe Tunva

7’

ndvta nep<pr éxoLo’ dotpac odog &° &mi-~

oxel ddAacoav &n’ &iudpov

fowg nal moAuvavdéuoig &povpaig

& 6° <é”époa udia wéyxutar Tedd-

Aalor 8t Bpdda udnar’ &v-

9pvoua ual umeAliwtrog &vOeuddng.

: (fr. 96.6~14)

Although Homeric heroes are never likenad to the moon
(an appropriately feminine astrological phenomenon), com-
parison of warriors to stars are common in Iliadic battle
similes, and the brightness which Sappho attributes to
the woman with this simile traditionally distinguishes
warriors in armor.72

Through these two similes, Sappho raises the two
women to the status of heroes. Both comparisons have
both heroic and nuptial associations. Atthis, herself a
future bride, is identified with the heroic and nubile
" Nausikaa of Odyssey 6. Like Anaktoria of fr. 16, the

other woman, a recent and resplendent bride, shines like



88

the armed fighters of the Iliad.

Implications of Comparison to

the Gods: Fr. 31 Again

The combination of the heroic and the epithalamial
goes back to the Odyssey. I have already discussed the
metaphor of lover as warrior in the Nausikaa and Odysseus
episode, but the metaphor is also at work in Ithaka. Be-
cause his wedding agon is a heroic aristeia of the scope
of an Iliadic battle, Odysseus is the ultimate warrior
groom. Nevertheless, it is only when he must confront
Penelope, who because of her steadfastness in face of the
constant siege of the suitors, has achieved a sort of
domestic heroism, that he is compared to the gods. Only
after Athene has enlarged and beautified him in the bath
does he emerge looking like a god (Y 163: é&u &° &oautvoou
Bfi 6éuac &Savdrtoirolv duolfog) and, like the groom of fr.
31, sit down opposite his wife (¢ 164-5: &Y 6° adtic nat’
Gp* ETet’ &nil 9pdvou Evdev avéotn/ dvtiov Fg &rdxov) .

It should be clear by now that fr. 31 is some
sort of marriage poem, meant to be performed either at
the wedding itself or at a farewell dinner before the
departure of the bride. Some may object that it is a
very strange sort of wedding song, in which another
woman expresses so vividly her love for the bride. How-

ever, Sappho's description of her passion is at the

73

same time an encomium of a couple. As analysis of the
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Homeric allusion in the poem has indicated, when Sappho

praises the man in line 2, she is simultaneously honoring

the woman.74

The man is godlike because the woman is
godlike. His strength and her beauty perfectly complement
each other.

One of Sappho's purely epithalamial songs (fr. 112)
shows that it was a feature of this sort of poetry to
praise the bride and groom in terms of one another:

8ABie vduBpe, col uitv &% vduog dg¢ &pao

éutetéleot’ . Exnig 6& ndpd%evov &v Gpao . . .

ool xdpiev utv elbog, érmata 6° . . .

HEAALX® gpog &' én” ({uéptwiL wéxutar mpoodnwti

. . . Ttetluax’ &Eoxd o’ ‘Appobita
(fr. 112)

. - . -

The first two lines were addressed to the groom; and the
next three, probably to the bride.75 The meaning is the
same as in fr. 31l: the groom is blessed because of the

beauty of the bride.

Bride and Groom as Heroes

In fr. 31 and the other epithalamial fragments of
Sappho can be observed a particularized application of the
lover as warrior motif. Contrary to her practice in frs.
1 and 16, where she equates love with war in the sense
that both are perilcus struggles, Sappho likens brides
and grooms to warriors in order to grant them a larger-
than-life, heroic status. Thus, it is not her purpose to
imply that matrimony can be a struggle of the proportions

of the Trojan War, but rather to elevate the act of mar-
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riage by investing it with heroic grandeur. 1In the next
chapter of this study, I will suggest some reasons why
this application of the metaphor held such a great ap-

peal for Sappho.
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FOOTNOTES TO CHAPTER 3

lFor the martial application of these words, see,

for example, X 157-8 (Achilles chasing Hektor):
S ™ Pa napadpapétnv, @edywv, d &° BnLofe SLdkwy-
, 1tpdode név éodrdg Egeuyve, Slwne S& pLv HéY’ &uelvav
See M. Lefkowitz, GRBS 14 (1973) 121. For erotic uses
of Suduerv and gedyeLv, see Theogn. 1287, 1299-1300 and
Anacr. 359.

ZA. Spies, Militat omnis amans. <Ein Beitrag zur
Bildersprache der antiken Erotik (Diss. Tdbingen, 1930)
30, wrongly considers no occurrence of the metaphor prior
to odupaxog in Sappho fr. 1, which he is even reluctant
to accept as an example.

3For this interpretation, see J. Henderson, Are-
thusa 9 (1976) and L. Koenen, St Pap 15 (1976) 79.

4Fr. 191 is usually associated with fr. 193:
bgth, it is claimed, describe deathlike throes of pas-
sion:

Tolog Yap @LAdtnrog Epwg LM uapdlav Eiuadstic
TOAANV uat’ &XAUV Spudtwv &xecuvev,

uAddag én otndwv anard&c gpévac. (fr. 191)
See, for example, Bowra GLP, p. 189. A close look at the
Homeric language in this fragment, however, suggests
that Archilochos here refers not to love's power to de-
bilitate, but rather to its ability to deceive. D. Page
in Archilogque, Entr. Fond. Hardt 10 (1963) 138, cites
two Homeric formulae as models for line two: watd &°
Sedaiudv u€xut” &xAbc (E 696, I 344); and war’ A@SaAudv
X€ev &xAbv (Y 321). He singles out Y 421 (udp p& oi
6@daiudv uéxvt’ &xAlg), which describes the mist which
fills Hektor's eyes as he watches the death of his
brother, as an instance of the formula applied in an
"emotional context." An analysis of the passage indicates
that, in Homer, there is a difference of sense between
axAdg plus a passive form of xéeuv and an active form of
Xéelv plus &xAdv. Only the former combination denotes
the haziness of vision which accompanies death or a
deathlike swoon (cf. E 696; 1T 344, 421; X 88). The
second combination, which more closely parallels Archi-
lochos' adaptation, refers to the mist by which Poseidon
clouded Achilles' vision long enough to secure the safety
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of Aineas (Y 321). 1In a variation of the expression at

E 127 (&xAbv &° al toy &n’ G@dcAudv #lov, & mplv émiiev),
Athere tells . Diomedes that she has removed from his eyes
the deceptive mist which previously had kept him from
being able to recognize gods on earth. At n 41, Athene
caovers Qdysseus with a mist to shield him from the eyes
of the Phaiakians. In all these cases, the subject of the
active verb is a divinity. This is paralleled by &pwg in
191.1. Thus, it is likely that Archilochos' &xAbv is not
the mist of death, but the mist of deception.

For the third line, Page again lists two models.
The first, A 115 (aGnaAdv Té o0’ fTtop &ndupa), describes
the death of fawns. The second, E 217 (ndpywaoig, #i T°
EurePe vdov ndua nep gpovedvtwv), occurs in the highly
erotic context of the &ndtn and alludes to Aphrodite's
power to charm and deceive. Again, the second model is
the closer to Archilochos' rendering.

We can now appreciate the art of his first lines.
There is only one Homeric precedent for the words Umd
uapdinv éAlvodelg in this line. o+ 433 (7to0 watd vita
AaBdv, Aacinv Und yrotép® €Avodelg), offering only yaotép’
at variance with Archilochean uap&inv, is part of Odys-
seus' narrative of his ram-borne escape from the Kyklops,
whom he has just deceived and blinded. By having €&pwg
behave in a manner similar to that of Odysseus of Book 9,
Archilochos fortifies his picture of love's power to
delude.

A few other Archilochean examples should perhaps
be mentioned here. 1In the case of fr. 125 (udxng && Tiig
ofic, dote SuPéwv miretv,/ dbg épE€w), the limited context
makes it very difficult to verify the nature of the fight
for which Archilochos thirsts. Nevertheless, there is a
strong possibility that the lines are erotic. Cn the
ambiguity of this fragment, see G. Lanata, QUCC 6 (1968)
33-5. -

Fr. 119 evidently describes an erotic battle:

ual meocetv Sprotnv én’ doudv, wani vyaorpi yvaotépa

npoofBaietv unpoldg Te unpotlg
I may also refer to fr. 112/113. The poem beginning at
113.7 seems to mock a military leader who knows how
to wield his javelin, but seems to be excessive in his
love making (cf. Cat. 29 and see M. West, Studies in
Greek Elegy and Iambus [Berlin-New York, 1374] 29-30).
The preceding poem (112-113.6) seems to contrast the un-

fortunate experiences of an army beleaguyering a city to
Aphrodite’s activities within the city (the subject could

in fact be Paris and Helen in the throes of passicn in
besieged Troy).

. Archilochos' ‘allusive manipulation of Homer is
particularly clear in fr. 60, where Lykambes' daughter
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is ironically equated with Nausikaa through reference to
€ 154-9. Cf. line 13 of the Cologne Archilochos and ¥ 96
(see L. Koeneén on Archil. ep. Col. 9ff. in forthcoming

. 1979 ZPE; and also, e.g., fr. 114 —see H. Frinkel, EGP

- & P, 137-8). -

This does not exclude the possibility that, in
other cases, the simiiarity between Archilochos' and
Homer's phrasing is simply the result of vernacular
language. Cf., e.g., fr. 188.1-2 W=S 478b in D. Page,
Supplementum Lyricis Graecis (Oxford, 1974) and v 399;
and, 1n general, D. Page in Archiloque, 117-63.

[ -4

“The Nausikaa episode has been linked with a motif
common in folktale: a penniless stranger, who is actual-
ly a prince, arrives in a foreign land, meets a princess,
falls in love, approaches her parents, defeats other
suitors in a contest set by the parents, and, revealed as
the nobleman he is, marries the princess. See J. van
Leeuwen, Commentationes Homericae (Leyden, 1911) 56-63;
W. Woodhouse, The Composition of Homer's Odysse (Oxford,
1930) 54-65; 3nd G. Germain, Conbsa f5 TTONeEL (Parse.

1954) 214-5.

6R. Lattimore, in Classical Studies presented to
Ben Edwin Perry bx his students and colleaques at the
University of Illinols, 1924-1960, Tllinois Stud. in
Lang. and Lit. 58 (Urbana, 1969) 89-91, discusses the
martial coloring of this scene.

7On the lion similes, see G. Shipp, Studies in the
Language of Homer (Cambridge, 1972) 213-4.

81n Book 1 of Apollonios Rhodios' Argonautika, the
Jason/Hypsipyle episode parallels the Odysseus/Nausikaa
epigode: Jason, like Odysseus, is a wayfaring sailor
whose safety depends upon his winning over the daughter
of the (former) king of a foreign land. In the Apol-
lonian scene, Jason dons a cloak made by Athene. At this
point, Apollonios describes the cloak in an ekphrasis as,
in the Iliad, the weapons are described before the aris-
teia of a hero (cf. H. Frinkel, Noten zu den Argonantika
des Apollonios [Munich-Darmstadt, 1968] 100). Then,
Jason sallies fortb to woo Hypsipyle. As he approaches
the city, he is compared to a star (1. 774-81). 1In Homer,
warriors and armor, ablaze with brazen ferocity in the
heat of battle, are often likened to stars (cf. E 4-6;
T 379-81:; X 26-32 and X 317-9). By adapting the epic
technique of describing a hero's weapons to Jason's cloak
and by comparing him to a star, Apollonios has equated
the hero, in an erotic situation, to other heroes in
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battle situations,

The comparison of Jason to a star has the same
function as the comparison of Odysseus to a lion. It is
possible that Apollonios' portrayal of Jason as an erotic
warrior reflects his understanding of the martial over-
tones of the Odyssean lion simile. For a fuller discus-
sion of A.R. 1.774-81, see C. Beye GRBS 10 (1969) 43-4.

If W. Burkert, CQ 20 (1970) 1-16, is correct in re-
lating the coming of Jason to Lemnos to the restoration of
fire in a Lemnian ritual, the simile comparing Jason to a
fiery star may also be related to the ritual. This, how-
ever, does not invalidate the allusive power of the star
simile which, primarily, relates Jason to the older epic
and establishes him as a love-hero.

9Before Odysseus awakens, Nausikaa is compared to
Artemis, the huntress, whose beauty surpasses the chorus
of her nymphs (L 102-~9). This comparison stresses nubile
Nausikaa's virginity, soon to be lost in marriage (see
Chapter 3, 86-7). Often in Greek myth (as in II 183),
members of Artemis' chorus are predestined to fall in
love and to be deflowered (see W. Burkert, Griechische
Religion [Stuttgart-Berlin-Cologne-Mainz, 19771 234-5).
Nausikaa and her maidens were washing clothes; this
again exposed them to rape (cf., e.g., Auge and see L.
Koenen, 2PE 4 [1269] 74£f.). What Greek maidens could
expect when caught in a deserted place is illustrated by
the new Archilochos fragment.

0ce. ovid am. 1.9.1-4:
Militat omnis amans, et habet sua castra Cupido;
Attice, crede mihi, militat omnis amans.
Quae bello est habilis, Veneris quoque convenit aetas:
turpe senex miles, turpe senilis amor.

llFor another horse simile, cf. Alcm. 1.45-51.

12For the relationship between fr. 47 and M 132-4,
see Frinkel, EGP&P, 182-3.

Apollonios Rhodios seems to have credited a con-
nection between these two comparisons. In the reworking
of the cak simile in his description of the meeting of
Jason and Medea, he draws upon both models:

Td &° &vew nal Gvavdor &épéotacav dArfiololv,

fi-6puolv, fi uaupiigLv éeLdduevoL EAL&TROLY,

alte napdooov Euniai év olpeoiv éppllwvTaL

vnvepin® uetd &° alrig Und dunfic dvenolo

wevonevalr oduddnoav anelpitov: &g &pa TAYE

néAAov &Aig ovéyYEaodar Und nvoifioly "Epwtog.
: ' (3.967-72)
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Spualv, &v olpeorv and dvéuoro recall both precursors;
t¢pdotacav and éppllwvrtaL recall Homer; wuivOuevat and

Und mvoifiolv “Epwtog recall Sappho. For Jason's and
Medeia's silence heralding the onslaught of &pog, cf.
Sappho fr. 31.9 (on this see below). See Frdnkel, op. cit.
n. 8' 409’ re: fr- 47 and AQR! 967-72.

Horace also refers to fr. 47, although maliciously:
importunus [sc. Cupido] enim transvolat aridas
quercus et refugit te (c. 4.13.9-10).

13The bibliography for this poem is immense, and,
in the main, irrelevant to the concerns of this study.
The most recent treatment of the poem, T. McEvilly,
Phoenix 32 (1978) 1-18, contains a fairly complete bib-
Iiography in the notes. See also E. Degani and Bur-
zacchini, Lirici Greci (Florence, 1977) 138; Gerber,
Euterpe 423; and G. Wills, GRBS 8 (1967) 167, n. 1.

The text which follows is that of Degani and Bur-
zacchini, 140-6, except for line 13, where I accept the
reading suggested by H. Ahrens, De_Graecae linguae diaiec- .
tis (G8ttingen, 1839) 242, and supported by M. West, Maia
22 (1970) 311-2, among others. For another opinion and
summary of the problems of line 13, see.G Privitera,
Hermes 97 (1969) 267-72.

41, admitting the reading &aye in this line, I
interpret the "unLesbian" hiatus between yA&ooa and
g€aye as a conscious, although unspecific, epicism,
intended by the poet to contribute to the Homericity and
epic flavor of the poem. For a discussion of the problem
and another solution, see Page, S&A, 24-5.

lSAs a matter of convenience, I shall use "Sappho"
to denote the poem's ego--without any biographical im-
plications however.

165ee Wills, op. cit. n. 12, esp. 174-5.

l—‘,The contrast theory was fathered by F. Welcker in
Kleine Schriften II (Bonn 1845) 99, n. 45. More recently,
it has found champions in Wills, op. cit. n. 12, 167-97;
G. Privitera, QUCC 8 (1969) 37-807 S. Radt, Mnemosyne 23
(1970) 340-4; and M. Marcovich, CQ 22 (1972) 19-32.

18This is the reading of PSI 1470.

19As is clear from the two participles (pwvelcag
and yeialoag) in lines 3-5, the woman is capable of
both speech and hearing; cf. also Umauoder (line 4):
the man "listens and responds." For this meaning of



96

the verb, cf. 6 282-4, where Menelaus tells of Diomedes'
and his impulse to respond to Helen as she called to
them from without the Trojan horse:

v, uEv dupotépw uevivauev dpundévte

i EEeAdducevaol, | &vbodev aly’ Onanoloal*

A&AL° '08uoedg uatépune nal €oxedev Lenpévw mep.
Here translating bmdwoOoal with "listen attentively™
(as per Page, S&A, 21, re: 31.4) would make little
sense. Menelaus and Diomedes would hardly have jeopardized
the Argive cause by listening to Helen. Cf. w 83 and T.
Buttrey, GRBS 18 (1977) 8-9. This does not exclude the
possibility that UrnawxoleiLv in other contexts means simply
"listen;" cf. A. Gow, Theocritus (Cambridge, 1950) 155 on
Undwovoov (7.94).

2oThe question of the antecedent of td is discussed
thoroughly by Marcovich, op. cit. n. 17, 19-24, whose
conclusion I adopt here. I also join with S$. Radt,
Mnemosyne 23 (1970) 341, n. 2, in viewing éntdaLoev as an
aorist of present emotion (see Smyth, paragraph 1937;
and J. Wackernagel, Vorlesungen iiber Syntax I [Basel,
1926] 176).

21ntoném is possibly related to Latin paveo (see
W. Merlingen in MNHMHE XAPIN 2, 56); for a different
opinion, see H. Frisk, Griechisches etymologishes Worter-
buch, vol. 2, 615. The word i1s employed with equal
frequency to denote fear, love, and excitement. For
lists of its occurrences and applications subsequent to
Homer and Sappho, see Privitera, op. cit. n. 17, 59;
C. Dawson, ¥YCS 19 (1966) 56; and G. Koniaris,_Philologus
112 (1968) 183-4. 1In Sappho fr. 22.14, éuntdaroc’ altav,
placed in contradistinction to yxalpw, seems to signify
little more than "disconcert” or "displease." although
the limited context makes the true meaning difficult to
determine.

22The preblem of Alkaios fr. 283 again arises (see
Chapter 2, n.1l). Alkaios' u&iévag év omhdeoiv éntdaio /
9%uov (lines 3-4) must stand in some relation to 31.6.
A. Colonna, Paideia 10 (1950) 31, considers Alkaios' ex-
pression a deliberate Sapphism and, therefore, uses it in
arguing the case of Sappho's priority. But even the pos-
sibility that Sappho imitated Alkaios does not mean that
she could not have alluded to "Odyssey 22 -as well. .

23

Cf. E 738-9; 0 229-30; and P 593-65.

24per example, Dawson, op. cit. n. 21, 56, suggests
that Sappho, in her erotic application of the verb "was
only developing a usage foreshadowed" in Hes. Op. 447
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(roupdtepog Y&o &VAp ued’ duRiinac éntolintaL), where it
seems to signify "distraction." M. West, Hesiod: Works
and Days (Oxford, 1978) 271-2, however, feels that ued”
ouRALnag may already be "suggestive of erotic excitement."
G. Devereux, CQ 20 (1970) 17-31, also fails to consider
the possibility of metaphorical application of Homeric
phrases.

235, setti, SIFC 16 (1940) 213, n. 2, credits
Sappho with being the first to give the verb an. erotic
apslication. Anacreon seems to have used nToLéw meta-
phorically in a manner similar to Sappho's: in his fr.
346, the verb (éntodatar, 346.1.12) is used in context
with goBepdg (346.1.2), Konpig (346.1.8), Expuydv Epwtal
(346.4.4) and °Agpo&lTtn (346.4.6).

26For the relationship of fr. 31 to Lucr. 3.152ff.,
See W. Ferrari, SFIC 14 (1937) 139-50; Wills, op. cit. n.
13, 174, n. 18.

27

E. Ba.604-7; cf. L. Koenen, ZPE 6 (1970) 84.

%85, 0c.1606-9, 1623-6.

29h.Cer.l88-9; cf. N. Richardson, The Homeric Hymn
to Demeter (Oxford, 1974) 210-1. For Homer, see Chapter
3, 75-77.° For fear and trembling in later times, see L.

Koenen and A. Henrichs, ZPE 19 (1975) 82-3, n. 103 and
ZPE 32 (1978) 105, n. 282.

305ee chapter 3, 73-77.

31Merogis, fr. 3; cf. L. Koenen and R. Merkelbach
in Collectanea Papyrologica in Honor of H.C. Youtie, 17ff.

32The love-heroine Nausikaa is emboldened by Athene
in face of godlike Odysseus, in the scene already dis-
cussed .(see above, 55-8).

338ee Turyn, Studia Sapphica. Bus Supplementum 6
(1929) 31-41 for an extensive treatment of the connection
between sight and emotional reactiuns.

34Homer's g elé’, dg uLv udriov &8u xdlogc bears a
superficial resemblance to Sappho's ¢ Y&p é¢ o' [&w
Bpdxe’, &g ue @dvaro” o' obd6Ev &t° elue.. However, Sap-
pho's use of the subjunctive [6w versus Homer's indica-
tive el&6’ represents a significant difference in the two
constructions.

35Wills, op. cit. n. 13, 173, makes this observa-
tion.
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360nis comparison of the woman to armor is espec-
ially interesting in light of Sappho fr. 16, where, as
we saw in the previous chapter, the poet described her
beloved with an adjective traditionally applied to the
trappings of war.

37The two other instances occur at H 208-15 and
Y 44-6. Cf. T 246-8 and I' 30-7, where trembling is ac-
companied by pallor, another Sapphic symptom. For I' 30-~7
and Sappho 31, see Marcovich, op. cit. n. 17, 26.

38Priam, for example, reminds his son of Achilles'
superiority at X 40 (énel # noAd oéptepde éoti).

39See note 13.

40Cf. Archil. 193, cited above p. 54 , where
&Vuxog implies a death-like state.

41For speechlessness, cf. A.R. 2.408-9 and 3.809-
11; and P 695-6 and 704-5. For pallor, cf. A.R. 2.1216
and 4.1278-9 and above, p. 69.

. Y2c¢, Guopdyuata (A.R. 3.288) and &udpuxua (16.18);
XAsc0ov (A.R. 3.298) and xMwpotépa (31.14); and faye (A.R.
3.954 and 31.9).

43The passage discussed is framed by two similes
treated above: the dog-star simile (3.956-9, see above
note 8) and the oak simile (3.967-72, see above, n. 12.

44'I'he original champion of an epithalamial inter-
pretation based on foog 9¢oiLouv is B. Snell, Hermes 66
(1931) 71-90; its most recent proponent is McEvilley,
Op. cit. n. 17, 1-6, who gives a fairly good summary of
the guestion. Merkelbach, Philologus 101 (1957) 7-8,
accepts Snell's premise.

For supporters of the other theory, see above,
note 17. Both Merkelbach and L. Rydbeck, Hermes 27 (1969)
165, correctly suggest that scholars have been led astray
in treating these two interpretations as mutually ex-
clusive, while Page, who reads fr. 31 as a poem of
jealousy (S&A, 26-33), rejects both of these interpreta-
tions.

A problem tied up with determining the meaning of
toog 9¢oLowv is deciding the force of &ttTig in line 2.
I join with Rydbeck (161=6) in contending that ufivog
StTLc means almost the same thing as xfivog 8¢. I would
translate: "He seems to me a godlike hero, that man who
sits facing you . . ."
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458eoeu6ﬁg and deoeluelrog, as well as expressions
involving Tueloc tend to concern the physical appearance
of the hero, while &aluov. lgogc is used of the hero in
action. See Wills, Op. cit. n. 13, 175-6; and Bowra,
GLP, 188.

46The line~ending formula {od%cog odbg is used of
Euryalos (B 565,.% 677), Priam (I 310) , Menelaus (A 212,
¥ 569), Ereuthalion (H 136), Patroklos (I 211, A 644),
Sokos (A 428), aias (A 472), Melanippos (0 559), Meriones
(T 632) and Telemachos (a 324, v 124),

47Athene tells him:

Ul TL ob Y° &lavdtoior Seofc GvtLupl pdxecdal

tolg GAAovg &T&p ef ue AuLdg duydtnpe “AppoSitn

Ao’ &g ndAeuov, TRV Y° o0Tduev SEel xaAud.

(E-130-2)

It is interesting to note the presence here of &vtiupt,
"face-to-face," which is used synonymcusly with é&vavrlog
(Sappho fr. 31.2) in battle descriptions.

48W. Schadewaldt, Hermes 71 (1936) 372, n. 1,
cites NI 805-6 in support of his observation that the
pathos described in sappho fr. 3] is not love's passion,
but the feeling of amazement (called SduBoc or Tdpog in
Homer), which seizes men at the appearance of a divinity.
He compares Sappho's paralysis to the effect of Patroklos'
terror at the appearance of Apollo.

49c£. B 151; M 51; N 395; P 490, 733; T 14;
® 150; X 136, 215; C 270=p 439,

SoFor other explanations of a fifth stanza ending,
see Snell, op. cit. n. 44, 82; and H. Milne, Hermes 71
(1936) 126-8.

For the opposing view, that the galvetal po. of
line 1 and the gai{vou®' &u’ adtq of line 16 form a ring
which marks line 16 as the poem's final verse, see C.
Ronchi March, AHAM 17, 2 (1972) 257-9. It is curious
that critics of Catullus' translation (51) are equally
divided with regard to the unity of his poem. Catullus’
otium stanza reflects, of course, Sappho's téAuatov in
Koman terms.

Slévavrﬁog: I 433; E 12, 497; 2 106; A 67, 129,
214; I 559; M 377; N 106, 448; O 304; P 343; Y 937,
164, 252, 257; © 574; x 65.

evavtiBiog: © 168, 255; X 223; E 270; p 439.

€vavta: Y 67.

&vtiog: A 535; E 30, 256, 569; H 96, 160; A 94,
216, 219, 594; N 149; O 584; p 8, 31, 67? Y 80, 88,
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175, 333, 352, 371, 373, 422, 463; o 144, 150, 481; X
113; x 90,

dvriBLog: A 278; I 20, 435; E 220; H 40, 51;
A 385; ©.226, ' '

dvta: © 424, 428; O 415; I 621; P 29, 167; T
163; Y 69, 73, 75, 76, 89, 355, 365; o 331, 447; X 232.
Lefkowitz, op. cit. n. 1, 119, notes the martial force of
évdvtiog.

SZSee, for example, H 9406, where Menelaus accuses
the Greeks of womanliness because no one will fight Hektor
head-on; ¢ 573-5, where Hektor, resolved to meet Achilles,
is likened to a leopard who goes to face a hunter and does
not give way to fear; P 166-~8, where Glaukos attributes
Hektor's fear of facing Aias to the Trojan prince's in-
feriority as a warrior.

53Marcovich, op- cit. n. 17, 24, suggests that Sap-
pho means to draw a contrast between the man's ability
to stay close to the woman and her own inability to with-
stand her radiance even from afar. If he is correct, it
may be significant that the herdsmen, with whom Sappho
would be equated by recollection of this simile, can
ouiy shout at the lion from a distance (@ndnpodev) .

54Seg above (p. 56).

55At H 215-6, beating of the heart is accompanied by
TPduog, one of Sappho's afflictions in fr. 31:
‘ Tpdag 6& tPduog alvde LnRAude yuta Euaotov,
"Eutopt T° altd Suudg évl oTdd%eoo. ndrtaooev.

56Three points are usually made in support of the
epithalamial theory: 1){ocog¢ 9doiolv is a hymeneal topos;
2) &vnp in line 2 should be translated "the husbangd :
and 3) only in a nuptial situation could man and woman
converse freely together. Although McEvilley, op. cit. n.
13, 6-9, greatly strengthens the case for the validity
of points 2) and 3), the major proof of the theory still
lies .in point 1). Point 3) simply cannot be made until
more is known about the social conventions of Sappho's
Lesbos.

57See above, note 44.

58'I‘he text I provide here is that of Lobel-Page, ex-.
cept for 1line 5, where I give the reading for which
Marcovich (op._cit. n. 17, 30) argues. The mss. offer
either Epxetal. ILoog or eloépxetal’ {coc. Emenders who
propose the adverb ({o" (cf. the apparatus of the Lobel-
Page text) would force the meaning "comes in a manner
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similar to Ares'." TLine 6, however, clearly indicates
that the groom's size is being referred tq. For a dis-
cussion of other emendations, see.G. Perrotta, Maia 1
(1948) 52-61. ‘

59Althoug‘ the words (gog °ApeL clearly mark the
song as another version of the lover/groom as war-
hero metaphor, various other interpretations have been
given to lines 5 and 6. They have been viewed as a
simple reference to the groom's height, as an obscene
allusion to his ithyphallic state, as a play upon the
conventiocns of divine epiphany and as an example of the
makarismos topos of epithalamial poetry.

For groom's height, see, for example, Bowra,
GLP, 216; Page, S&A, 120; Kirkwood, EGM, 140; and
Marcovich, op. cit. n. 17, 29-32. For ithyphallism, see,
for example, G. Kirk, CQ 13 (1963) 51-3; H. Lloyd-Jones,
€Q 17 (1967) 168; and G. Wills, op. cit. n. 12, 180, n.
26, and CQ 20 (1970) 112. For epiphany, see Frinkel,
EGP&P, 173; and Merkelbach, op. cit. n. 44, 8. For
makarismos, Snell, op. cit. n. 44, 73.

6O'I’he formulae were used of warriors in battle at
A 295, M 130, and N 802; and of non—-combative heroes
at A 602 and & 115. ’ :

61Sappho also alludes to this passage in fr. 1
(see Chapter 1).

6255 Marcovich, op. cit. n. 16, 31, points out,
Homer gives us the exact height of this very tall god
(@ 407).

63This is the only time in the Iliad when this
comparative is applied to humans.
641 have excluded fr. 34 from this count:
dotepeg uEv &uol xardv ceiddvvav
&¥ anunpdnroiLalr odevvov eldog,
Snnota nAfdoioa udiLota Adunni
YGv : .
If, however, as McEvilley, Hermes 101 (1973) 271-3,
argues, these lines were once part of a hymeneal sim-
ile, then the purpose of the comparison may have been to
liken the bride, in the splendor of her beauty, to the
Homeric heroes, who, in their bright armor, are often
compared to celestial bodies (see the discussion of
Adunpo in connection with fr. 16 in the second chapter
of this study).

65ce. £r. 30.3.
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66Merkelbach, op. cit. n. 44, 13, interprets the
poem this way independently of the considerations of
Homeric allusion.

67For a discussion of the various readings sug-
gested for lines 4~-5 (with bibliogiaphy), see Burzac-
chini and Degani, op. cit. n. 13, 165-6.

®8sec already B. Marzullo, Maia 5 (1952) 85-92.

59In fr. 44.5, married women (yuvalxeoo.) are dis-
tinguished from maidens (mapSeviwav). C£. T. McEvilley,
op. cit., n. 64, 262.

70See above, n. 9.

71For the various readings suggested for line 8,
See Burzacchini and Degani, op. c¢it. n. 13, 166; and
Page, S&A, 90.

7ZSee below, ns. 8 and 64, and the discussion of
Adunpov, Chapter 2, 47.

73See, for example, Page, S&A, 32-3.

74One may compare the new Archilochos fragment,
where the mockery of the older sister constitutes praise
of the younger one. Alkman's praise of the "bride" in
the "Partheneion" is even more indirect and restrained;
see A. Griffiths, QUCC 14 (1972) 16-7, and Chapter 4 of
this study.

75This is the attribution of lines proposed by
Fridnkel, interpreting Choricios (see EGP&P, 173 and
173, n. 11). :



CHAPTER 4
SAPPHO AND SOCIETY

" Sappho as Teacher

The metaphors of love as war and of brides and
grooms as heroes held great fascination for Sappho. The
significance of these metaphors to her world is perhaps
best explained in terms of the theory by which it is
Stated that Sappho's role in Lesbian society was that
of a teacher who prepared young girls for marriage.

This theory, repugnant to many in its original form as
Presented in 1913 by Wilamowitz, has more recently been
expanded and refined~-~and been made not only acceptable,
but compelling.l In addition, a new papyrus fragment
of a Sappho commentary indicates that in the third/
second century B.C. Sappho was understood to have been
a teacher of aristocratic girls.2

By the new theory, Sappho is established as the
head of a Lesbian girls' organization, similar in
function to organizations well-documented as having
existed in Sparta. These Spartan societies were the
distaff equivalents of the boys' military organizations.
Homosexual love played the same prominent role in the

education of members of both sexes.3

103
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Alkman's "Partheneion"

Alkman's "Partheneion" (1 PMG) indicates a
strong similarity between the Spartan societies for
young women and the corresponding groups postulated
for Lesbos. The poem has long been understood as
composed for a chorus of girls under the direction of a
certain Hagesichora (and/of Agido) in Sparta. Recently,

4

it has been further argued” that the poem is, in fact,

5

a diegertikon,” a type of epithalamion sung at dawn,

after the consummation of the marriage. Once this is
established, Agido can be seen as the bride, whose
merits are praised and whose departure is lamented by
the maiden chorus and their teacher Hagesichora.6
Evidence for homosexual love is contained in
lines 70-7. The chorus lament that they no longer
appeal to the bride, who has by now experienced hetero-
sexual union. All of the ten members of the chorus are
mentioned in this section: "Not even the locks of
Nanno avail nor divinely beautiful Areta nor Thylakis
nor Kleesithera; no longer, when you [sc. Agido] have
come to Ainesimbrota's house will you say, “Would that
Astaphis could be mine, or that Philylla would loock
this way or Damareta or lovely Vianthemis, but Hagesi-
chora wears me out with desire.'"7

The speech the chorus ascribe as characteristic

of Agido's former role in the group of maidens reveals
g
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that she stood in an erotic relationship with the
chorus-leader. Other girls in their circle tempted her,
but her heart belonged to Hagesichora (&AL° “Aynoiuxdpa
ue reipeu).e The reason why Agido will no longer utter
these and similar wordsis, of course, that she has gone
to the marriage for which her liaison with Hagesichora
and her association with the other maidens have pre-
pared her.

The similarities of the "Partheneion" to the poems
of sappho and Cat. 62, a choral epithalamion, and to
situations described in these poems are striking.9
One of the poems that Sappho composes to console the
maidens of her circle at the departure of a beloved

10 also recounts, through direct discourse, the

comrade
pre-marital 1love of the bride for the group leader
(i.e., Sappho). Like the bond between Agido and Hagesi-
chora, this liaison ends when the girl leaves to be

married. Fr. 94 begins:

Tedvdunv &° &8 we StAw-
4 re Yrodbouéva nateAlunavev

ndAAa ual téds6° Feum |
duu’ @g detva nen[dv]Sauev, 11
vano’, f udv o’ &éuxolo’ anuiLunédvo.
Also, an apparent example of epithalamial diegertikon

2

survives in the Sapphic corpus (Fr. 30):l
}v()ur[ou.]o[
ndpdevor &

navvuxLobolL [cla [ .
odv &elbdorev @l[LAdTata xat vou-
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pag londAnw.

GAL" Evépderg, NUd(e

gteixe cgolg OudAik[ag

Anep 8ooov & ALydewlvog

Onvov [[{]8wuev

Purpose of Military Metaphors
Because of the similarities between Alkman 1 and

a group of Sappho's poems, it is reasonable to hypo-
thesize that circles similar to Hagesichora's existed
on Lesbos and that Sappho performed the functions of
both Hagesichora (as group leader) and Alkman -(as poet)
in connection with one such circle. Once this is under-
stood, the function of Military and heroic metaphors
becomes clear. These circles were counterpart to male
groups and perhaps parallel to them in all respects ex-
cept their ultimate goal: the boys' instruction focused
on war and valorous conduct; the girls' on marriage.
Against this background, it is hardly surprising to find
Sappho, the teacher of girls, singing of love and mar-
riage in terms of war and heroism. The metaphors serve
almost to legitimize the concerns of women in a society

where these concerns were considered to be of secondary

importance.

Sappho fr. 44

Sappho's paralleling of the male and female
sphere of existence figures most prominently in fr. 44,

“The Wedding of Hektor and Andromache." This is Sappho's
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most Homeric poem. Not only does it contain many

epicisms, but in both meter and form it approximates

13

epic. Furthermore, all of the suxviving portion of

the work is narrative, as are the songs of Homer.

Kunpq, . [ lag-
UGpuE fAadg Sel ledel...] . 9€eLg
“I8aog TadSeua ol 1 vg TdYULC dYYeA3$

tdg t° &Adag ‘Aclag ,[.16e av kAéog &odLtov*
5 "Extwp ual ouvétarplo]r Avorc’ €ALudmiéa

oniBagc éE lépag Miaulag t° &_[_.l1véo

dBpav ‘Avbpoudyxav &vi valoilv én’ &Auvpov

ndvtov: ndAia 8° [éAl]yvuatra xploia néupata

nopevp [a] watadt[, lva, molyLAr® &dGpuata,

10 &pyGpa T° wée{Lldua [nothfplial u&réoarg
oc eln- Otparéwg &° &védpouvoe ndtinle olrog
odua &' fAAde natd ntdALv edpdxopov @ilorg.
abtina ‘IAladaLr cativailc] On’ edtpdxorg
&yov aluitdvoirg, enl[é]Bairve &¢ nalg SxAog

15  yuvvaluwv t° Gua napdevinalvl Tt [, 1,cedpwv
x&oLe 6° ab Tepduoro Suylalrpegl
{nnloig] 6° &vdpeg OGmayov vm’ &pluat

w( legc Hi8eoL, ueydwlolTL &[
o[ ] avioxor of,.... 1.0

20 | "1Ea,o{
£ scme lines missing >

CIneror ddorlc
] &yvov &oA[Ae-

Wouatary [ Jvov €¢ "IALo (v
@adiog 6 &sulnléang,C ;h’ SvenlyvivTo
25 ual Y[dloolg ulpotdr lwv Jwg &° &éa n&p [Bevol

detbov uérog Gyyjlov tualve 8° &g aldlepa

Gxw deonecla veAd ; [

mévtar &6° fig wat 66y I

mpdtnpeg @laial t° ogl.,  JuesSc[, 1, eaul-]. I
30 wdppa nal wacta ARy avég t° dveuelxvuro

Jyovairueg 8° €réAuvobojv Soal mpoyeveoted (L

névteg 6° Gvbpeg Emynpatov [axov 8pIrLov

Ndov’ dvnaléovteg  EndBoAov edAvpav,

:puvnv 8" “"Eutopa n° A vépoudxav Seoelnérolrg.

At first glance, this poem might seem to contain much
of the same kind of unspecific allusion as we found in
the Lille Stesichoros. According to the principles

set forth in Chapter 1, bland formulae=~like Ttdyxug
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dyveiog (3), mtdALv edplxopov (12) and én’ &Apupov
névtov (7)=--and epic words and forms--like 61p&lémg,
peydiwote and &vdpouor (all from line 11)14--can be ex-
plained in one of two ways: they are either consciously
chosen in order to imbue the poem with epic colorls, or
unconsciously used by a poet, who, like Stesichoros, com=-
poses in a meter closely akin to dactylic hexameter and
hence naturally phrases her thoughts in the traditional
language of dactylic epic. The frequency with which
Sappho in this poem employs epic phrases which violate
the laws of her own Aeolic dialect, vocabulary and pros-
ody,16 however, indicates that she is not unconsciously

17 As was made clear in the

under the sway of Homer.
analysis of the "Adonic lines™ of fr. 1 and of the dac-
tylic hexametric epithalamia, Sappho is in full control
when she crosses the boundary between Aeolic lyric and
epic usage.18
An analysis of the epicisms of fr. 44 will reveal
that Sappho draws heavily upon her Homeric legacy in
order to sing a song of heroism--not of male heroism

19 The

and war, but of female heroism and marriage.
poem's unspecific allusions create an epic feeling,
which is then concretized by specific reference to

Homeric episodes.
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The Paralleling of Male and Female

The fame of Andromache

Near the beginning of fr. 44, Sappho includes
the words uAdog GeSitov in the speech delivered by the
herald Idaos (line 4). The immediate context is somewhat
unclear, but it seems highly probable that Idaos an-
nounces to Priam that imperishable fame has come to Troy
and all the rest of Asia. This fame is then specified:
Hektor and his comrades are bringing home Hektor's
bride. The marriage and Andromache herself are the

20 As I stated in my discussion of Ibykos

uAéog &oditov.
fr. 282 in Chapter 2, this expression is found only once
in Homer, where it denotes the fame Achilles will win,
at the cost of his life, if he remains at Troy and kills
Hektor (I 413).2!

Ibykos employs the formula with the intention of
recalling this Iliadic passage. Although the phrase

22 the poet's preoccupa-

was undoubtedly fairly common,
tion with the Iliad elsewhere in the poem must have led
his audience to think back to its occurrence in Book 9.
Similarly, Sappho's use of the expression in a song so
laden with epic vocabulary and forms indicates that she
too refers back to Achilles' imperishable fame.z3 She

does so for much the same reason as Ibykos. He applies

the words to Polykrates in order to establish the boy as
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the Achilies of his own love poetry; Sappho can sing of
Andromache's uAéoc &pdiLtov because she means to identify
her as a heroine of Achilles' stature.

In line 22, Hektor and his bride are called

Lluedor doulg, as it seems.24

This motif is taken up
by the final word of the poem: Hektor and Andromache

are called Secoeiucrog. This word serves the same purpose
as urédoc dpdiLtov. Brms of 9eoelnclog occur solely as

epithets of male heroes in the Iliad and Odyssey, and in

in the Iliad (the poem more relevant to Hektor and
Andromache) the adjective is applied only to Achilles.25
In fr. 44, the use of the word to modify “Eutopa u° Avépo-
pdxav, the direct object of Guvnv, is striking. The
source of Achilles' undying fame is the Iliad; for

uréoc often signifies the fame granted epic heroes

through song.26

Sappho's Hektor and Andromache, however,
achieve the status of Achilles when they become the sub-
ject of a marriage song: the source of their uAdog is
their deeds, as immortalized in Sappho fr. 44. 1In the
last verse of her poem, Sappho places herself in the
same position with respect to Andromache and the female
world of marriage as that which Homer holds with respect
to Achilles and the male worid of war.

Sapphe indeed believed in song's ability to grant

immortality. 1In fr. 55, she alludes to the close rela-

tionship of Mnemosyne and the Muses when she warns a
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woman, who has no share in the roses of Pieria, that ac
memory of her will survive her death:

uatddvoroa 6t uelon. o06& nora wvauootva oddev

€ooet’ 006t tmow't” Gotepov: ob Y&p medéxnie BpdSwy

Tov én Mieplag: &AL" &odvng xdv “AlbSa &8uwe,

@oLtdonig ned’ Guadpwv vexdwv Eunenorapdva. 27

One of the wellsprings of Andromache's fame is the
wealth of her dowry. Euripides' Andromache names her dow-
ry among the things that, in times gone by, had made her
the subject of envy:

‘AcidtiSog YAg oxfiua, enpala mdAl,

8%ev nmod’ ESvwv agdv moAuxplon XALOM

Dpouduou topavvov totlav &ouudunv

8duap &9%cioa naLSonotde “Entopt,

Tniwtdg €v vYe TP nplv *AvSpoudxn xpdve

(Andr. 1-5)

Euripides here gives his interpretation of Homeric moAd-
Swpog, applied to Andromache at 2 393 and X 88. 1In Homer,
the meaning of the adiective is ambiguous: it can refer
either to the gifts of wooing ("for whom many gifts are
given") or to the dowry ("bringing many gifts"). Whatever
the meaning, however, the effect of the adjective is the
same: one of the sources of Andromache's renown is her
material worth.28

Sappho anticipates Euripides' interpretation of
noAb6wpog: expanding upon the Iliadic epithet, she lists
the contents of Andromache's dowry. Thus, she specifies
the richness of the bride's fame and desirability.
Against the Homeric background she has painted, the enum-

eration of gifts serves to recall similar catalogs in the
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9 Agamemnon's recompensatory peace-offering to

Iliad:?
Achilles (I 122-32 and 264-74) and the ransom paid for
the return of Hektor's corpse (Q 229~37). According to
the male system of values, a warrior's worth might have
been indicated by the quality and size of his share of
the spoils when he was victorious (similar to the case

with Achilles) or by the size of his ransoms, when he

was defeated (as in Hektor's case). Similarly, the size

of a woman's dowry quantified her worth.

Fr. 44 and Iliad 24

It is likely that Sappho meant to capitalize

upon the relationship between ransom and dowry: in her
narration of the Trojan wedding, she makes several al-
lusions tc the A0tpa of the final book of the 11339.30
Her first reference to the ransom occurs in line 3 with
the mention of Idaos/Idaios, who plays a prominent role
in Book 24: for it is he who accomparies Priam to the
Greek camp. He drives the cart which carries the ransom
on the way there (Q 324-5) and rides with Priam in the

31 phe other major character in

chariot on the way back.
the AUtpa is, of course, Priam, whose role Sappho may
mean to recall through the words ndtnp ¢@{Aog (line 11).
This expression and variants are fairly common in Homer.
Nevertheless, they are applied to Priam only in the con-
text of the death and ransom of Hektor. At Q 699-701,

for example, Kassandra is the first to spot her father
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returning with her brother's body:

GAL° Gpa Kaoodvépn, (uéAn xpuvoén 'Agpobith,

gépvauQv eloavaBdoa ¢@liov natrép’ egoevégcev

gotadt’ év 8lopg, wfpund te &dotuBodTny- 32
It is quite possible that ndtnp olAog is intended to
work together with “I&aog to allude to the two major
Trojan actors in the ransom.

Sappho uses two other verbal parallels to evoke
Iliad 24. In Homer, the cart which carries both the
gifts and the corpse is designated by the formulae
Guagav €dtpoxov (150=179, 711), which, in the Iliad,
occur only here. In Sappho, the women of Ilion ride on
carts described similarly: oatvivaig On’ edtpdxorg / &yov
atuuévong(13-4).33 Correspordingly, {nnoi.g &° A&vbpeg
Onayov O’ &puat’ (17) is related to @ 279. Sappho nar-
rates the yoking of the chariot used by the young men of
the wedding procession with words which recall the yoking
of the chariot in which Priam will ride to the Greek
camp (innoug &t Mpiduy Ornayov Tuydv).

Neither of these allusions, taken out of context,
would be particularly convincing. The closest Homeric
parallel to lines 13-4 is actually in T 72-3, wherein
the yoking of Nausikaa's washcart is described:

ol utv ép° éutbg"duagav ¢dtpoxov fHuLovelinv 34
drndeov, nutdvoug 9° Unayov LeSEav 9° UR’ &nhvy.

lirthermore, the similarity between fr. 44.17 and Q 279
could be coincidental: there are a limited number of

ways in which to describe the yoking of a cart or char-
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iot. However, the effect of the lines, taken together
in a context, is powerfully allusive. First of all, it
is telling that Sappho specifies the same two beasts of
burden (mules and horses) and the same two types of
vehicles (wagons and chariots) as were used by Priam and
Idaios in Book 24. 1In addition, Sappho devotes at least
seven lines of her poem to delineating the methods of

35 and

transportation employed by the Trojan celebrants,
Homer shows the same kind of exaggerated concern for
transportation in the AGtpa. Lines Q 149-51, 178-80,
i39-90, 266-81, 322, 324-6, 440-2, 470-1, 576, 690-1,
696-7, 701-2, 711 and 718 are all concerned with various
aspects of cart and chariot.

To summarize, the similarities between Sappho's
description of the coming of newly married Hektor and
Andromache and Homer's account of Priam's return with the
corpse of his son can be summarized as follows: in both
a) lists of gifts figure largely; b) Idaios and Priam
play a role; and c¢) horse-drawn chariots and mule-drawn
wagons are mentioned prominently. It may at first seem
foreboding that Sappho should recall the death of the
~groom while singing about his joyous wedding day.36
This, however, is modern thinking. 1In mythical allusions,
the ancients concerned themselves with only that aspect

of a particular myth which suited their context. Rr

instance, Pindar refers to Aias as the mythical fore-
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father of, and example for, Phylukis, the winner of the
Isthmian games and expected winner of the Olympian

games (I-6). In so doing, he is not troubled by Aias®
tragic end. Similarly, in other poems, Sappho can liken
a groom to Aias or Achilles without introducing a gloomy
note. Thus, she is not disturbed by the ominous aspects
of Hektor'se 3death. She is only interested in estab-
lishing the dowry/ransom parallel, integral to the juxta-
position of male and female values in the poem.

Whatever significance his wedding day held for
Hektor, it was the day of Andromache's supreme triumph;
and, however dire the consequences of Hektor's derniise
were for Andromache,37 his return to Troy as the fallen
defender of home and hearth was his most glorious moment.
Hipponax once wrote that the two sweetest days in a
woman's life were when she was married and when she was
buried:

86° AHuépatl yuvvaiudc eiowv fdiatal,

dtav yauiit TLe ndueépnt Tedvnuuiav

(fr. 68)
Although these lines are facetious, they reflect a senti-
ment which was undoubtedly true for many of the women of
Sappho's time. On no other occasion than her wedding or
her death was a woman more in the center of attention:
at no other time was there a procession solely in her
honor. It is clear that fr. 44 depicts the finest hour

of Andromache's young life: the parade, the gifts, the
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music are all a measure of her worth and esteem as a
woman.
Marriage, however, was not the supreme achievement

38 for whom there was no greater honor than to

for a man,
die valorously, protecting his own. Herodotos' Solon
considered Tellos, the Athenian, to be the most blessed
man who ever lived, because the end of his life was ex-
tremely splendid (Aaunpotdtn): he died defending Athens
and was given a public funeral (Herod. 1.30.4-5). 1In the
same vein, Tyrtaios, expressing the kind of values that
would have been taught the young, male counterparts of
Sappho's maidens, again and égain extols the fate of the
man who is killed in defense of his family and home. His
fr. 10, for example, begins:
tedvduevar v&p nardv évl mpoudxoior meodvro
Gvbp” ayaddv nept fi nateldL wapvducvov.
(fr. 10.1~-2)39
This same ethic held true for only one of the heroes cof
Homer: the prime example of the hero who dies defending
his family is Hektor. Yet he follows the same code as

40 Iamed as the sole protector of

the other heroes.
Troy (Z 402-3), he views the safety of the city as a
matter of personal pride. This results in a paradox:

he fights a final battle which he knows he will lose and
which will bring ruin to both his city and his family.
Nevertheless, accepting death, he fights for ultimate

fame; as does Achilles.41
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In domer, this set of values from the male
world clashes with those from the female world. Andro-
mache attempts to dissuade him from battle (407-39).

42 In his

Her attempt is motivated by domestic concerns.
response, Hektor reveals his deeper commitment to the
heroic code:

fi nal éuol tdde mdvia uéiecr, ydvar® &AA&E udl’ ailvig

aildéouar Tpdag ual Tpeddag tAxeoinénioucg,

al ue wandg &g vdooLv &Avordlw moAéuoLo-

. o0&¢ ue duudg &vwyev, énel uddov &uupevair Eo9Adg
alel nal npdroiol uetd Tpdeoolr uwdxeodal,

&pvouevog na: 8¢ te uévya wuidog H16° Eudv adTod.

el Y&p &Yd 1dde olda natd gpéva wal watd Suudv-

€ooetaL fuap 81t° &v mot’ SAdAR "IALoc iph

ual Oplapog nal Aade éGuueAilo Hprduoio.

(441-9)
He sums up the difference in their respective spheres of
existence at the end of the episode. He tells her:

&AL elg oluov iloloa & o' altfic &pya uduLlce

totév T’ Araudtnv te, unal dupindioiol uéleve

Epyov émolxeodars mndieunog &6° &vbpecor ueAdoer

ndov, wdiAtota &8 €wol, Tol ‘IAlep &éyvevdaouv.

(490~-3)
Hektor sends his wife off to her distaff (RAaudTnv), a
word which, in English, has come to be an adjective
signifying the female sphere. He will attend to war.

In Sappho's fr. 44, male and female principles do
not clash. They represent parallel life courses. The
girls of her circle could amply realize the goal of their
education by a marriage as splendid as Andromache's.
Their brothers, on the other hand, would most gratify
their tutors by exhibiting the valor of Hektor. To

dramatize this, she sings the events of Andromache's
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greatest day in language taken from the most famous ac-
count of her husband's day of triumph.

Her inspiration for doing this may have come from
the Iliad itself; for Homer, too, connects the marriage
of the princely pair to the death of Hektor. At X 466-
84, he describes Andromache's reaction to the sight of
the mutilation of her husband's corpse:

tﬁv &t uat’ Sedaiudv &pefevvly VOE EndAulev,
fipwne 6° é&Eonlow, &nd &6 Yuxhv &uwdnuooe.

Thie &6° &nd upatrdg Bdre Séouata ogryardevra,

&unuka uexpbpardv te L6& mAeuthv &vadéounv

uphdeuvdv 9°, 3 P& ol 6Gre xpuoén °AppodiTn

Auate T 8te uLv uopuvdaloroc HY&Yed’ “Extwp
éu &duou ‘Hetlwvog, énel ndpe uvpia #6va.

auel 6¢ uwv vyarde te wal elvatépegc &g &otav,

al &€ uetd cgplowv elxov &tulouédvnv &noidodatr.

h &8' énel oOv &unvuto ual €y coéva Suudc &yépdn,

QuBAénv vodwoa uetd TpoiolLv &eLnev:

"“Eutop, &yd &dcrtnvogc- if &pa Yryvdred® alom

&dupdtepor, ob uEv év Tpoln Hpiduou watd &SR,

aur&p éYm enlpnoLv Lmd deum UAnéoon.

év 86wy ‘Hetlwvog, & u’ érpems TutIdV &oloav,
Sucuopog auvéuoppov' wc un Opeiie *euéc&au.

vov 8¢ ob utv ‘Aféoo ééuoug und ueddeoL valing
Epxear, adtdp &ut otuvepd vl névdel Aelmerg

xfenv év uevdporar 43

In keeping with his primary interest in the male sphere
of war, Homer alludes to the marriage only by way of
narrating the death. Sappho, on the other hand, guided
by the opposite concern, inverts the process and deals
primarily with the marriage, while alluding to the death
in so far as heroic death and marriage represent the
goals of the two different set of values governing the

lives of men and women.
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Manipulation of Formulae

Sappho fortifies her narration of womanly glory
by borrowing and adapting formulae from the masculine
realm of Homeric war to f£fit her depiction of an essential-
ly female, domestic scene. In line 13, she coins the e.:-
pression catl{vaiLg ebtpdxorg, clearly modelled upon epic
édtpoxov Goua (9 438; M 58) and &uaEav é0tpoxov (@ 150=
179, 189, 266, 711; T 72). oatrl{vaLr were characteristic-
ally a feminine means of conveyance.44 Sappho's substi-
tution of cati{vaiLg for the wagons and chariots of epic
in a way symbolizes her purpose in the poem: she has
taken something from the world of women and expressed
it in male, heroic terms.45 |

In line 27, Sappho chooses the words &xw 9eoneoia
to describe the noise generated by the maidens as they
sing and play musical instruments in the wedding pro-
cession. This expression is inspired by Homeric AX{j
Qeoneoln, a formula which, when applied to humans in
epic, only describes the noise of men, and usually of men
at war.46 By using a martial expression to describe a
marital situation, Sappho again states the female iﬁ
terms of the male.

If udpuvE fA9e Séwv is to be read in line 2, as
seems likely, Sappho must employ it with the Homeric
formula HA%e Séouc(a) / 9¢wv in mind. Although this

47

formula occurs fai:rly often in Homer, only in two
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instances is it used of a messenger, as it is in fr. 44
(A 7).5=% 167). At L 165-70, Hera dispatches Iris to
alert Achilles to the danger of Hektor's dragging off
Patroklos® body:

&yvelog AAde 9fouo’ &n' ‘OAdunov Swedocoeodal,

upUBSa ALdg dAAwv Te Bedv: mpEd vdp Ané uwuv “Hen.

ayxol &' ilotauévn &rnea nrepdevia npoonlida

"Spgeo, NnAeidn, ndvrwv éuravidtat’ &vSpGVY . . .
Tne other instance offers Athene, acting as a messenger
in order to warn the men of Pylos that the Epeians are
Attacking:

&AA* 3te mdv neblov uetewladov, Guur 6° *s9Mvn

dyyvyelog fiAde Sdouo® &mn’ ‘OAdunov Swphocoecdal

€vvuxog, o08' &fuovia MVAov udta Aadv &vevpev,

&AL udA’ Eoouuévoug moieulleuv.

(A 714-7)

In both of these cases, the messenger is sent on
a mission of war with the purpose of rousing someone to
arms (£ 170: &8poco; A 716: A&yewpev). In a completely
analogous situation, Sappho's Idaos runs to Troy on a
mission of peace. Like Athene and Iris, he rouses the
recipient of his message (44.11: Homeric &védpouoe);
but, unlike them, he rouses him not to array himself for
war, but to equip himself for a wedding.

We have observed Sappho's paralleling of the nale
and female in fr. 44. She again and again uses allusion
to Homeric scenes and formulae to frame her narrative in

heroic terms. Her reason for doing this clearly stems

from the position of her circle of girls in Lesbian
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society. The metaphors, active in other poems, are
especially vital here. This is, no doubt, because the
poem is epithalamial. It was probably intended to be
sung for one of Sappho's students, whose education had
been fulfilled by a desirable marriage. Through the
metaphors, the girl's achievement in the female sphere

of domestic concern is equated with that of a young war-
rior, who has realized his training by some valorous deed

in war.

Occasion for the Recital of FE. 44

It has long been held that fr. 44 is hymeneal, and
that it was meant to be sung upon the occasion of the
marriage of one of the girls under Sappho's tutelage.48
The'logic of this interpretation is undeniable, especial-
iy in light of observations made at the beginning of this
chapter. Sappho's song detailing a mythical wedding pro-
cession is sung by the celebrants in an actual wedding
procession on Lesbos.

In Chapter 3, I argqued that it was Sappho's com-
mon practice to egquate actual brides and grooms to Homer-
ic heroes. This precise practice can be observed in fr.
44, when the poem is viewed as hymeneal. The groom, in
effect, is equated with Hektor, while the bride is
likened to Andromache, who in turn is identified with.

the herces of epic. The fact that the actual couple

is not mentioned need not complicate this interpreta-
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49 Their absence can be variously explained. It

tion.
is, of course, possible that they were alluded to in a
lost portion of the pocem. The following explanation,
however, seems more likely: because the mythical world
represents the true reality, the actual bride and groom
would be identified with Hektor and Andromache whether

or not the equation was expressly stated.50

Alkaios 130 and Sappho 44

The question of the occasion upon which fr. 44 was
recited is somewhat complicated by the close relation-

51 The last surviving

ship of the poem to Alkaios 130.
stanza of this fragment describes Alkaios' place of exile
on Lesbos in language similar to that used in Sappho's
poem:

Snnar AleoBl]adeg upiLvvduevar odav

ndAevt® éAneoineniolr, nepl 6t Bpéuetr

&xw Seodeaia yuvainwv

tpag [d1AoAbyag éviavolag.
(32-5)

The significant points of comparison are &yw 9eomecia
(Alk. 130.34 and Sapph. 44.27) and &4loAdyag (Alk. 130.35)
versus éAélucgbSov (Sapph. 44.31). The expression &xw
Seoneola occurs only in these two poems in all of Aeolic
monody; the same is true of forms of 6AoAdLerv. The co-
incidence is all the more signifiéant because of the
identically unHomeric use of &xw Zeomneola to denote

noise made by women.,
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Once the relationship between the two poems is
granted, the question of priority of influence is
easily settled. The key is Alkaios' use of é&Axeoinenio.
to modify AeoBladeg. In Homer, &AuxeolinemnAoc is only at-
tested in the formula TpwdSag tAueounénioug (2 442, H
237, X 103), on which Alkaios' AeoBladeg . . . &Anecl-
nenAoL is obviously consciously modelled. This wilful
act can be interpreted in one of two ways. Either Alkai-
os conceived an original desire to equate Lesbian and
Trojan maidens or he wanted to evoke a poem of Sappho
in which such an equation already existed. Since Alkai-
os, in this stanza, is-trying to paint a characteristic-
ally Lesbian scene, to describe Lesbian girls in terms
traditionaily associated with forcigners would ke counter-
productive. Therefore, his use of é&Axeoinenio., along
with &xw 9econeola .and dAoAdyagc must constitute an allu-
sion to fr. 44 as a song in which an explicit or im-
plied equation of Troy and Lesbos is made in the treat-~
ment of some typically Lesbian event.

Alkaios refers to a yearly festival (éviavolag).,
but determination of the kind of event Sapphe describes
depends entirely upon her own words. Although her nar-
rative account of the royal Trojan wedding procession
bzst suits a wedding on Lesbos, there is an alternative
explanation, which would be closerto Alkaios. Sappho's

poem could have been written for a yearly festival.
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Nevertheless, even in this case, a wedding or ceremonies
reenacting a wedding procession mu. aave been part of
the festival. This would make no difference for inter-

pretation of Sappho's poem.

Whether fr. 44 was sung at a wedding or a festival
during which a wedding was reenacted, the paralleling of
male and female values in the poem would have served to
elevate the concerns of women. If it was performed at
the marriage of one of Sappho's charges, it would have
served to establish the fact that the girl had magnifi-
cently fulfilled the purpose of her education. If she
had been a boy, she would have had to have achieved the
military glory of a Hektor in order so completely to have

met her goal.
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FOOTNOTES TO CHAPTER 4

1See Wilamowitz, S.u.S., esp. 76f£f.; R. Merkel-
bach, Phllolog%s 101 (1957) 1-29; and L. Koenen, St
Pap 15 (1976) 43-4.

2P. Colon. inv. 5860. See M. Gronewald, ZPE 14
(1974) 114-8.

3See H. Diels, Hermes 31 (1896) 352-3.

45. Griffiths, QuCC 14 (1972) 7-30.

5Th:.s is the term given by the scholiast to Theoc.
18 for this type of song (Wendel, p. 33): T&v 6¢ é&mi-
Saroulwv TLvd utv &éetal éonépag, A AEYETAL HATAKOLUN-
TLud, dtiva 2wg péong vuntdg &bouot- TLvh &t Spdpia,
QA ual npooayopedetal SLeveEpTLHr&.

I suggest the following reading for Alcm. 1.60-3:
‘ tal NeAnddec Y&p Quiv

6p&p£au wdeg pepoloaLg

viuta 6u° &uBpoolwv &te ofpLov

&otpov & mpouévar udxovrar.

o&foc West: odpog mss
The Pleiades were dawn stars (see Griffiths, op. cit.
previous note, 17), whose dim light challenges the s glow
of the chorus' torches (@&Fog). The light from these
torches, however, is as bright as the dog-star--that is,
brighter than the Pleiades. The comparison of the
Pleiades and the dog-star is probably made in terms of
incandescence; it is unnecessary to speculate about the
actual astronomical conditions under which the two
constellations were simultaneously visible. Cf. D. Page,
Alcman: the Partheneion (Oxford, 1951) 53-5.
SGriffiths, op. cit. n. 4, 24-7, identifies Hagesi-

chora as deified Helen, represented by an icon. This
cannot be so. Because of the departure of Agido, the
chorus' number is reduced from eleven to ten (lines 89~
90; cf. Grifricns, 11-3). In lines 70-7,. ten names are
mentioned--clearly the remaining chorus members (see
next note). One of the names is Hagesichora. Therefore,
her title of chorus-leader must be taken literally, and
not as a cult title (as Griffiths suggests). If she is
a singing member of the chorus, she can hardly be sta-
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tuary.
7066é Tal Navvdc uduat
&AL* o0 [8] ‘Apéta deudig,
o086t dlaric te wal KienoivdMpa
o06° &g AlvnoruBp(b]ltac évdoitoa gacetlcg
[sc. Agidol]
- "*Actagic Ttlé] uwoL vévoito
nal motTiyAdnmoL OLAvAAQ
Acucplélta t°épatd te Fravieulc-
&AL* ‘*Aynouxdpa ue teiper.”
(Alkm. 1.70-7) ~

8The erotic force of teilpe. here is illustratgd
by Hes. fr. 298: 6&euvdg vdp uLv &terpev &pwg Havonnidog
AlYAng. . or discussion of the erotic sense of this
verb, see M. West, CO 15 (1965) 199.

Isee Griffiths, op. cit. n. 4, passim.

105ee Merkelbach, Philologus 101 (1957) 12-3.

llThe nuptial context of remembrance of girlhood
joys is confirmed by the surviving fragments of Erinna's
"Distaff." In a song clearly influenced by Sappho, the
poet recalls the games that she played with her child-
nood friend Baukis. The beauty of their relationship was
destroyed when Baukis deserted Erinna in order to get
married. See M. West, ZPE 25 (1977) 95-119.

12'I’his poen is cited in ccnnection with Alkm. 1 by
Griffiths, op. cit. n. 4, 18.

13Ibr a list of epicisms and a discussion of the
Homericity of fr. 44 in relation to the rest of the
corpus, see Page, S&A, 65-69. See also B. Marzullo,
Studil di poesia eolica (Florence, 1958) 115-94; and O.
von Weber, Die Beziehungen zwischen Homer und den
dlteren griechischen Lyrikern (Diss. Dresden, 1955)
93-101.

Like epic, the poem--somewhat atypically for Sap-
pho-~-is composed line by line, not stanza by stanza.
The meter of the line is the glyconic, internally ex-
panded by two dactyls: XX —=vu=—vy—vy =V,

See Nagy, Comparative Studies in Greek and Indic Meter
(Harvard, 1974) 120-34.

The atypicality of the poem has led some to chal-
lenge its authenticity, although Sapphic authorship is
by now generally accepted. For a summary of the. Echt-
heitsfrage, see H. Eisenberger, Der Mythos in der
aeolischen Lyrik (Diss. Frankfurt, 1956) 96-105; and
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J. Kakridis, WS 79 (1966) 21-3.

14These three words occur only here in all of Sap-
pho and Alkaios.

15 . .
for this view, see D. Page, CQ 30 (1936) 10-5,
(esp. 15). -

16 _
See Page, S&A, 66-8, for a list of these viola-

tions.

7ce. Kakridis, op. cit. n. 13, 25-¢.

18See also Bowra, GLpP, 231-2.

190f. Lefkowit=, GRBS 14 (1973} 121.

2oAs we shall see shortly, the greatness of Andro-
mache's fame is quantified by the magnificence of her
dowry. Cf. P. Girard, CRAI (1914) 661.

21See above, 48-9.

2 - - .
2Cf. Hes. fr. 70.5: {va ol uAdoc &pd.zicv €ln.

23Nagy's theory of the derivation of dactylic
hexameter from lyric meter is largely based on the
assumption that uAéog &pdLtov in fr. 44 represents an
extremely ancient, Indo-European poetic formula. Even
if this is so, it is still -possible for the expression
to constitute an intentional Homeric allusion, as Nagy
himself recognizes in other connections. See Nagy, op.
cit. n. 13, 139.

24The noun or nouns modified by fkelog 9€org (line
21) is/are lost in the lacuna, but the correspondence
between lines 22 and 34 is clear enough. Although this
expression never occurs in this form in the Iliad or
Odyssey, Sappho's use of an epically inspired 9foig
instead of Aeolic 9¢oLoL suggests that she has modelled
the expression on similar Homeric formulae. These words,
then, function just as does Secoelneclog; they establish
the heroism of the bride and groom.

257 131=T 155 (Achilles); vy 416 (Telemachos); &
276 Deiphobos); and 9 256 (Alkinoos).

26See Chapter 2, n. 25.

27See H. Mahler, Die Auffassung des Dichterberufs
in fritlhen Griechentum bis zur Zeit Pindars (Gottingen,
1965) 59-64.
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®8See M. Finley, RIDA ser. 3, 2 (1955) 186-94, who
argues a direct relationship between dowry size and rich-
ness of gifts of wooing. He suggests that the prospective
groom offered gifts to the father of the bride with the
intention of provoking an equivalent countergift--the
bride and her dowry.

In Homer, Andromache's gifts of suiting are men-
tioned at X 468-72, part of the description of her swoon
at the sight of the mutilation of her husbands' corpse:

ThAe &° &nd upatdg Bdre Séouata oLyardevrta

dunuvua uenpbpaldv te (6& mAeuTHv Gvasdéounv

upibeuvdv 8°, & dh ol S@ue Xpuvodn ‘Aopoditn
fuatt @ 8te uLv uopudaiodog Avdyed' “Extwp
éu 66uouv ‘Hetlwvog, énei mdpe uwvpia E6va

29Also, in Hesiod, lists of gifts of wooing are
fairly common (cf. frs. 43a.21-4; 180.8-9; 198.29~3C;
and 194.39-41); so, strictly speaking, there is nothing
unusual about Sappho's dowry inventory. It is only be-
cause the poet has recalled the AUtpa that the list be-
comes an expression of something female in male terms,
that is, of Andromache's dowry in terms of Hektor's
ransom.

30The system of allusions to the ransoming has
been well treated by previous scholars. It was first
noticed by Diehl, Anthol. Lyr. 1, 351, and more recently
has been interpreted by Kakridis, op. cit. n. 13, 21-6,
and von Weber, op. cit. n. 13, 93-101.

31'I'he assertion of Page, S&A, 70, that the herald
Idaos of line 3 is not meant to be identified with the
"~ "charioteer”of Iliad 24 is insupportable. Priam is in-
structed by Zeus and Iris to go to Achilles accompanied
only by an elderly herald (udpuvE vepaltepoc: 149, 178).
In the narration of the actual trip, Homer refers to
Priam's lone companion alternately as wufipvE (282, 577,
689, 674, 701) and as ‘I&alog (325, 470). Idaios, the
charioteer, and Idaios/Idaos, the herald, are one and the
same.

32c£. X 408-9; 0 592-4. H. Frinkel, Wege and
Formen frilhgriechischen Denkens (Munich, 1968) 41, points
out that no Homeric poet could have used the phrase
"dear father" without having it stand in syntactical con-
nection to another expression signifying one of his
children. Thus, in the passage cited in the text, the
formula is related to Kacodvépn (Q 699). Frinkel feels
that Sappho is able to depart from this practice because
the old king's eagerness to stand implies that he is in
a hurry to celebrate the marriage of his dear son.
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33For more on this correspondence, see below, p. 119.

34For a discussion of this correspondence, see
Marzullo, op. cit. n. 13, 157-8.

35W. R6sler, Hermes 103 (1975) 275-85, argues that
Sappho's preoccupation with vehicles is to be explained
by the theory that the poem was composed to be sung dur-
ing a bridal procession on Lesbos. S8Sitz im Leben and
literary allusion frequently go together.

365ee a. Lesky, Geschichte der griechischen Liter-
atur (Bern-Munich3, 1971) 171; Kakridis, op. cit. n. 13,
22.

37At first glance, it seems that Sapphiwu L.as intro-
duced another ominous note with éAitudmniba (line 5), which
can be seen as meant to identify Andromache with the
captive Chryseis of Iliad 1. Such an identification
could be viewed as a foreshadowing of Andromache's en-
slavement after Hektor's death. The word céAiuonida is a
hapax in Homer. The one time it appears (A 98), it is
used to refer to Chryseis in the expression eALundniéa
woVpnv. The occurrence of the word in Sappho and in
context with Chryseis in A is, however, probably coin-
cidental: although the word survives in only one place
in Homer, it is fairly common in Hesiod, where it occurs
six times. 1In four of these six instances (Th. 998-9;
frs. 43a.19-21, 75.5, 180.13 versus Th. 298, 307), the
context concerns marriage and twice (perhaps three times)
the adjective is linked with a form of the verb &yw, as
it is in fr. 44.5 ("Eutwp nal ouvétarpor GYoLo® EALUG-
nuéz) . A close look at Th. 998~9 will indicate that it
is likely that EAindnida, 4yw, and ships were part of a
conventicoral description of the bringing home of a for-
eign bride.

38For the attitude of men toward women and marriage,
see K. Dover, Greek Popular Morality (Oxford, 1974) 96-8;
V. Ehrenberg, The People of Aristophanes (Oxford, 1951)
192-4; and W. Erdmann, Die Ehe in alten Griechland
(Munich, 1934) 140-1.

3%c£. Tyrt. 12.23-34; Kallin. 1; and Dover, op.
cit. previous note, 161-7.

Tyrtaios' values were not held by all (cf., e.g.,
Archil. 5w). Whatever others thought of this code, now-
ever, we can be reasonably sure that it was a main con-
carn in the instruction of the young boys of Sparta and
Lesbos. Cf. W. Jaeger, Paideia (Oxford<, 1965) 88-94.
The parallel in the female sphere would have been in-
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struction in the wifely virtues.

On Tyrt. 1 and Kallin. 1, see A. Adkins, HSCPh 81
(1977) 59-67.

405ee Jaeger, op. cit. previous note, 100.

41See L. Quaglia, AAT 94 (1959~60) 174-7.

F. Martinazzoli, Euphrosyne 2 (1959) 115-64, sug-
gests that the bard of the Iliad invented the duel to the
death with Achilles in order to enhance the valor of
Hektor. The scholia to X 188 states that Homer alone
tells of a monomachia, while all others say that Hektor
was killed by Achilles in an ambush.

See H. Erbse, Scholia Graeca in Homeri Iliaden
(Berlin, 1977) 5, 306~7 (on X 188-361l): onueLddec BTL
udvogc “Ounpoc ¢nol unovouaxficat. tdOv “Extopa, ot 6& Aoinotl
ndvtee €vebpeudijvar LN “AXLAAEwg.

42

See J. Kakridis, Eranos 54 (1956) 21 7.
43
menon,

44In Sappho, for example, the women ride in cativai,
while the young men ride in chariots (&puata). The dif-
ferent vehicles represent the different, but parallel,
worlds of women and men. See M. Leumann, Hermes 68
(1933) 359-60.

45It must be ~oted here that at T 72 duaEav &5
Tpoxov does occur in a domestic context when it denotes
the wagon Nausikaa uses to bring her laundry to the
river.

46Cf. ® 159=0 590; M 252; N 834. Only at vy 150
is the expression found outside of a martial context.

47

Kakridis, op. cit. n. 13, 26, notices this pheno-

cf. Z 54, 394; A 715=r 167; O 83, 584; P 257.

485¢e H. Jurenka, WS (1914) 200; U. von Wilamowitz-
Moellendorf, NJA 33 (1914) 229-30; B. Snell, Hermes 66
(1931) 198; and esp. Merkelbach, op. cit. n. 9, 16-9
and Rdsler, op. cit. n. 34, 275-85.

49Absence of mention of the actual ccuple troubles
Kirkwood, EGM, 145.

50Another theory is that the poem was meant to be
sung over and over again and that it is, in effect, the
song that the Trojan celebrants sing at the poem's end
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(Gunv & “Extopa u Avépoudxav Secoeiuerog). If this is
true, any reference to the non-mythical couple would
spoil the effect. For this theory, see Frinkel, EGP&P,
174; ard Merkelbach, op. cit. n. 10, 17-9.

Slsee Marzullo, op. c¢it. n. 13, 179, for a dis-
cussion of this relationship.
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