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PREFACE

It is always a good time to be reading Greek lyric. Even so, I would like to
think, the case for a volume such as this is particularly evident now.
The past two decades have been an unusually busy period, during which
new approaches and a steady trickle of newfinds have substantively chan-
ged the way we think about the corpus.

I have tried to write a commentary that different kinds of readers will
wish to use. The emphasis is literary. However, I believe that evenfirst-time
readers of Greek lyric should have the opportunity to engage with more
technical issues, such as supplementation, transmission, metre or dialect,
which play a large role in thisfield.

In comparison with the standard volume of this kind in English,
D. A. Campbell's Greek Lyric Poetry (1967, 19827), the notes are full and
the selection is narrow (not just because Campbell includes elegy and
iambus). I hope that both designs have their use. Neither is there any
attempt to compete with G. O. Hutchinsords Greek Lyric Poetry (2001),
which covers some of the same texts but with somewhat different aims.
The selection leans towards the well known, but makes space also for some
less widely read texts, notably Timotheus and some carmina popularia.
Excluded are Pindar and Bacchylides, who have their own volumes in
this series (as will in due course elegy and iambus). There are several
more texts I should have liked to treat if space had permitted, and readers
will have their own wish lists. I nevertheless hope that the poems thatare
included will make an attractive and diverse, as well as manageable,
selection.

Text and apparatus are my own. I rely on the standard critical editions
for reporting the papyri and manuscripts, except that I have used photo-
graphs to check certain details. In the commentary section, the bulk of the
space is given to the discussion of individual poems; introductions to
authors are kept brief. Relatively full (though still in many cases highly
selective) lists of secondary literature are provided for each text. Individual
observations are not usually attributed to their author. My debt to earlier
commentaries and discussions will nevertheless be obvious in every para-
graph. For reasons of space the long reception history of the poems is not
treated.

This book has taken an embarrassingly long time to write. In the
process, I have accumulated many debts of gratitude, and it is a pleasure
to acknowledge some of them here. Fellowships granted by the AHRC and
Harvard’s Center for Hellenic Studies gave me two years of relatively
undisturbed research time. Friends and colleagues answered queries (fre-
quently so, in many cases): Amin Benaissa, Ewen Bowie, Bruno Currie,



viii PREFACE

Giambattista D’Alessio, Katharine Earnshaw, Johannes Haubold, Simon
Hornblower, Gregory Hutchinson, Adrian Kelly, Pauline LeVen, Polly
Low, Al Moreno, Tim Power, Lucia Prauscello, Tobias Reinhardt, Peter
Thonemann, Giuseppe Ucciardello, Hans van Wees, Tim Whitmarsh.
Armand D’Angour and Beppe Pezzini gave unstinting advice on metrical
issues, as did Andreas Willi, Philomen Probert and Stephen Colvin on
questions of dialect, and Evert van Emde Boas on syntax. Henry Spelman
and Peter Ag6cs commented in detail on substantial parts of the draft
typescript, and made this a much better book. Oliver Taplin supplied the
translations on pp. 1-2. Carolin Hahnemann and her students at Kenyon
College test-drove sections of the commentary in class. Mirte Liebregts
helped with checking references. Michael Sharp at CUP provided judi-
cious guidance at all stages. Iveta Adams astute and meticulous copy-

editing improved the typescript in a great many respects. Emma Collison
efficiently oversaw production. The General Editors, Pat Easterling and
Richard Hunter, joined in the latter stages by Neil Hopkinson, read at least
two full sets of drafts. I am immensely grateful for their expert advice,
wisdom, patience and encouragement throughout: I know how much time
they spent on this. Thefinal thank you, however, is to Henrietta, David and
John, who would have every reason to take issue with my opening sentence.

Oxford
June 2017



CONVENTIONS AND ABBREVIATIONS

The following conventions are used in the Greek text:

] left-hand limit of the papyrus

[ right-hand limit of the papyrus

[a] letter supplied by editor (gap in papyrus)

<a> letter inserted by editor (no gap in papyrus or manuscript)
{o} letter deleted by editor

a letter cannot be identfied with certainty

str. strophe

ant. antistrophe

ep. epode

For the sake of concision, generally accepted minor emendations are
adopted in the text without indication in the apparatus, and variant
readings, even in superior manuscripts, are not reported if they are
evidently erroneous. Where a general editorial position on
a recurring question of dialect is set out in the commentary, indivi-
dual interventions in line with that position are made ‘silently’; an
example is the systematic adoption of o8- rather than £ in Alcaeus
and Sappho (stated on p. 88), which is not indicated in the
apparatus.

Sigla for the papyri and manuscripts cited in the apparatus of each
lyric text are set out under ‘Source’ in the relevant section of the
commentary.

Principles of indentation and metrical conventions are set out on
pPp. 2% 4 of the Introduction. Greek phrases printed alongside the
schemata indicate potentially problematic aspects of scansion. For
example, ‘50 1 oUy’, next to thefirst period in the schema for Alcm.1
(p- 64), denotes an instance of synizesis in lineso, which is the first
line of a stanza.

Under ‘Discussions’, asterisks indicate items judged particularly
important or helpful.

The numeration used for the lyric texts is that of the following
editions (details under 10 below): PMG and SLG for Alcman,
Ibycus, Anacreon, Simonides, Timotheus, carmina convivalia and
carmina popularia (SLGnumbers start with S); Voigt for Sappho and
Alcaeus (with indication of major deviations from LP); Finglass for
Stesichorus; Maehler for Pindar and Bacchylides. For elegy and
iambus /EG® is used, unless otherwise noted. With the exception of
Stesichorus, therefore, the numeration of lyric, elegy and iambus is
that of the most recent Loebs.



X LIST OF CONVENTIONS AND ABBREVIATIONS

7. The word ‘fragment’ or ‘fr.’ is omitted where this creates no ambi-
guity. Thus: Anacr.g58 = Anacr. {r.g58 PMG.
8. The works of Homer are cited by title alone:/l. and Od.
9. Abbreviations of journals are those of L’Année philologique.
10. Editions, commentaries and works of reference are abbreviated as

follows:

AB
ARV
BAPD
Barrett
Bekker
BNJ
Bond

Braswell

CA

Cairns
Caizzi
Calame
Campbell
Carey

CEG

CGCG
CLGP
Consbruch

Cousin

Diehl

C. Austin and G. Bastianini, Posidippi Pellaei quae
supersunt omnia, Milan 2002

J. D. Beazley, Attic red-figure vase-painters, 3 vols., 2nd
edn, Oxford 1963

Beazley Archive Pottery Database, www.beazley.ox.ac.uk
W. S. Barrett, Euripides: Hippolytos, Oxford 1964

I. Bekker, Apollonii Sophistae Lexicon Homericum,
Berlin 1833

Brill’s New Jacoby

G. W. Bond, Euripides: Heracles, Oxford 1981

B. K. Braswell, A commentary on the fourth Pythian ode
of Pindar, Berlin 1988

J- U. Powell, Collectanea Alexandrina: reliquiae minores
poetarum Graecorum aetatis Plolemaicae 323-146 a. C.,
Oxford 1925

D. L. Cairns, Bacchylides: five epinician odes,
Cambridge 2010

F. D. Caizzi, Antisthenis fragmenta, Milan 1966

C. Calame, Alcman, Rome 1989

D. A. Campbell, Greek lyric Loeb, 5 vols.,
Cambridge, MA, 1982—93

C. Carey, Lysiae orationes cum fragmentis, Oxford
2007

P. A. Hansen, Carmina epigraphica Graeca, 2 vols.,
Berlin 1983—9g

E. van Emde Boas et al., The Cambridge grammar of
Classical Greek, Cambridge 2018

G. Bastiani et al. (eds.), Commentaria et lexica Graeca
in papyris reperta, Munich 2004—

M. Consbruch, Hephaestionis Enchiridion, Leipzig
1906

V. Cousin, Procli philosophi Platonici opera inedita,
Paris 1864

E. Diehl, Anthologia lyrica Graeca, 3rd edn, g vols.,

Leipzig 1949-52
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INTRODUCTION

Thracian filly, why these scornful glances?
Why so cruelly run from me,
dismissing me as artless?

Trust me, I could slip the curb in deftly,
then with reins in hand could whirl
you round the turn-posts swiftly.

But instead you gambol in the pasture,
since you have no rider who's
a proper mounting-master.

Anacreon 417

Why can’t you see what's obvious?
The racehorse is Enetian,
while cousin Hagesichora
has gleaming hair of purest gold,
and her complexion silvery—
what need to tell you this so plain?
Here’s Hagesichora — her looks
come second after Agido—
she’ll gallop, a Colaxian
against a swift Ibenian;
because the Pleiades are here
advancing through the deathless night,
which clash like Sirius with us
who bring a robe for Orthria.

extract from Alcman 1 (w. 50-63)
io
Dynasty destroyed!
You galleons of the Greeks,
which singe like Sirius,
you massacred so many,
wiped out in their prime, my age.
Those boats shall not ship them back:
the force of black-smoke flame
shall burn them in its brutal body.
And there shall be groans and grief
through all the Persian provinces.



2 INTRODUCTION

io
you weighty fall of fate
that dragged me here to Greece!
extract from Timotheus, Persians
(fr. 791.178-88): Xerxes at Salamis’

1 DEFINITIONS AND PERSPECTIVES

‘Lyric’ in contemporary literary criticism is a term as elusive as it is sugges-
tive. It exists both as an adjective, expressing a poetic quality, and as a noun
denoting a poetic mode, and both are notoriously difficult to define. It is
this protean quality that has allowed ‘lyric’ to become a powerful creative
stimulus for both poets and theorists.

A foundational period for todays sense of ‘lyric’ was the end of the
eighteenth and beginning of the nineteenth century. Romantic thinkers,
especially in Germany, expanded earlier, looser ideas into a systematic
theory of three fundamental forms — lyric, epic and drama — each
characterised by distinctive qualities. Even though the triad of genres
never acquired the same prominence in Anglophone writing, the primary
quality accorded within this system to lyric certainly did: despite strong
counter-currents in twentieth-century criticism, ‘subjectivity’, a form of
poetic self-expression, often couched in thefirst person (the ‘lyric “I”’),
still remains a chief feature of ‘lyric’ for many readers, maintaining
a special place on the long list of lyric qualities, alongside inwardness,
emotionality, concision, truth, poeticity and musicality?

Each of these qualities has a critical history, which exerts ifiluence
when applied to Greek lyric. Each therefore introduces forms of ana-
chronism, and these can be detrimental when unintended or productive
when consciously exploited. This is perhaps especially obvious for subjec-
tivity, but it applies equally to several of the others. The important
exception, at least to a point, is musicality, which poets and theorists across
the ages have traced back to early Greek lyric. Much modern lyric is read
rather than sung, and can be calledmusical’ only metaphorically, because
it pays attention to the sound andflow of the verse (pop ‘lyrics’, lyric-
turned-Lieder and Italian ‘(opera) lirica’ are among the exceptions that
prove the rule). Lyric in early Greece, by contrast, was literallylyric’ in that

! The three translations are by Oliver Taplin.

* For a brief overview of the notion ‘lyric’ in the modern period, see Jackson
2012. For theorists of lyric since about 1920, see Jackson and Prins 2014. Culler
2015 sets out his own theorybutalso analyses Romantic and New Critical notions of
lyric. Johnson 1982 examines the idea of lyric by bringing together ancient and
Modernist poetry.
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it was sung to the lyre (and other instruments) in various social settings.
Unlike the notion of‘subjectivity’ (etc.), music is there right at the begin-
ning of our lyric record.

This has various consequences for the nature of Greek lyric. Most
immediately, it gives the Greek corpus the clear ddinition that modern
lyric lacks: Greek lyric is poetry composed in what we think of as sung
metres (see n. g for a different commonly used definition). It was not the
only Greek poetry that could be sung; epic and elegy were both, at
different times, sung in some way, but lyric was characterised by a greater
variety of rhythmic and melodic expression. Metre thus provides Greek
lyric with a defining criterion that is somewhat vague as an articulation of
the realities of performance (not all poems can be classfied categorically
as either musical or not), but which is unambiguous in so far as we are
concerned with written texts: we categorise a text as lyric on the basis of the
pattern of long and short syllables. This sharp metrical criterion is taken
over by Latin lyric (where it no longer r€lects modalities of performance,
as most Latin lyric was probably primarily for reading), but it is abandoned
in modern lyric, which is not associated with any particular metre.

Despite this tidy definition, however, the corpus has only a loose coher
ence. Arguably, the contours appear sharpest when lyric is marked off
against epic, a contrast that goes beyond the often radical difference in
length. Unlike epic, much lyric is anchored in the present, or even alto
gether focused on the present and present-day concerns, and adopts
a first-person voice, singular or plural. A good number of lyric poems,
moreover, refer to their own performance (I/we sing’, etc.), and/or to
the real or imagined circumstances of their performance, with an elabora-
tion that is alien to early epic.

Individually and collectively, these features capture something impor-
tant about Greek lyric. (They also, it is worth noting, capture something
important about later lyric, which draws variously on Greek models).
However, while they distinguish lyric from epic, they do not amount to
a strict demarcation of the corpus in absolute terms. Brevity, present-tense
and present-day perspectives, a prominent ‘we’ or ‘I’, and references to
performance, were not unique to lyric. They were features also of elegy
and iambus, genres that specifics of metre apart may be set off against
epic in much the same way as lyric (hence the second, broader, ddinition
of Greek lyric current today, though not adopted in this volume, which
includes elegy and iambus, alongside lyric narrowly defined).? What is

3 Narrow (as here): e.g. Campbell ’s Greek LyricLoeb and Hutchinson’s Greek Lyric
Poetry commentary. Broad (incl. elegy and iambus): e.g. Campbell ’s Greek Lyric
Poetry commentary, and the Cambridge Companion to Greek Lyric. The broad defini-
tion is entwined with the Romantic idea of lyric subjectivity and of lyric as one of
only three broad literary kinds.



4 INTRODUCTION

more, any sense of coherence gained from this set of shared characteristics
needs to be balanced against great variation in other respects (see section
2 below).

To understand why Greek lyric constitutes a rather loose group of texts
at the same time as boasting a clear ddinition, one needs to consider the
origins of the corpus. Greek lyric was created retrospectively. The term
‘Iyric’ is first attested in the Hellenistic period, when poets such as Sappho,
Anacreon and Pindar were canonised asiupikoi, and their poems gathered
and edited as a corpus (see sections g and 6 below). Originally, their
compositions were probably thought of simply as uéAn or Ypvo, ‘songs’.*
The metrical criterion employed by the Alexandrian editors expresses
something crucial about these texts (they were sung), and produces
a collection of works that share further characteristics, at least loosely,
but what it does not do, and probably was never intended to do, is create
a tightly coherent or sharply demarcated poetic form. As a (loose) indica-
tion of musicality, lyric metre escapes the pronounced anachronism of
‘subjectivity’, but to a lesser degree it too bequeaths to us a retrospective
view, grouping together firmly, as it does, a set of texts that will not have
been grouped quite so firmly in the period in which the poems were
composed and first performed.

Greek lyric, then, is rich in tensions: precisely ddined, yet enormously
varied; looking back to an original category ((éhos), yet a Hellenistic
invention; predating, and in certain respects standing apart from, the
subsequent tradition of lyric poetry and lyric theory, yet iffluencing it,
and in our perception coloured by it. These tensions have created
a vibrant and diverse field of study. By way of initial orientation, there
follow brief sketches of major scholarly perspectives on Greek lyric:
because of the thinness of the metrical criterion, ‘lyric as ... is
a necessary supplement to ‘lyric is...

Greek lyric as literature. Since antiquity, the Greek lyric poets have been
considered literary classics. They are imitated, alluded to and named in
Hellenistic and Latin poetry, and their afterlives continue in early modern
and modern literature in many languages. Thefilly of Anacreon’s poem

quoted at the beginning of the Introduction, for example, appears in odes
by Horace (Carm. 2.5) and Ronsard (‘Pourquoy comme une jeune pou-

tre’). The popularity of individual poets has always fluctuated, but readers

of all periods have valued Greek lyric as a body of poems that repay close
engagement.

4 The latter is the broader term; péAos is for the most part restricted to what the
Alexandrians called ‘lyric’. For the development of the terminology ( péAos, ‘melic’,
‘lyric’), see Calame 1998.
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In an obvious sense the same is not true for the immediate reception of
the poems: ‘literature’, never an easy concept, is an anachronistic term for
poetry that was originally sung and listened to more than it was read Yet it
is evident that these are poetically ambitious texts irrespective of medium.
The complex image-making of the Alcman passage quoted at the outset, or
the sustained erotic allegorising of Anacreoris filly poem, demonstrate the
kind of qualities that gave Greek lyric its place in the later canor.Much of
the poetry that has come down to us, while operating within a tradition,
puts a premium on distinctive verbal artistry, an artistry that can be
appreciated as such both in performance and on the page. It is very
significant in this respect that the poems arefirmly tied to individual,
named authors from early on.”

Greek lyric as performance. Greek lyric is a corpus of songs as well as poems
(and either term is used in this volume, depending on emphasis). Music-
making, and the performers appearance, are thematised in a number of
texts, and lyric performers are a frequent motif in vase-painting. Timotheus
(author of the third quotation above) was a celebrity, his performances as
a kitharode sought after across the Greek world. Alcmars song was per-
formed by well-rehearsed choruses of young Spartan women in eyecatching
outfits. Many scholars think that the description of the two leaders as
racehorses interacted with a choreography that drew attention to those
two dancers; certainly Alcmans text as a whole is predicated on perfor-
mance, and on the interplay of vision and imagination. Other performances
were more impromptu. Relatively little rehearsal may be required to sing
Anacreon’s short and simple filly song, but even in the most extempore
rendition the embodiment of the poetic voice in a singer added a musical
appeal, an individuality and an interpersonal dimension that are missing on
the page.8

Lyric as performance is compatible with lyric as literature. A performed
text can be judged literary, and a literary text can be performed. Moreover,
the history of lyric is rich in moments of imagined musicality. In their
different ways, poets of all periods use words of singing to make their
written lyric lyrical; Hellenistic readers, too, who created the labelpoets of
the lyre’, imagined music where there was only text.

5 On the anachronism of ‘literature’, see Williams 1983: 183-8, Goldhill 199g.
On Greek lyric as ‘literature’, see Maslov 2015, Budelmann and Phillips 2018a:
9-15.

% The three texts are discussed in further detail on PP- 58-83, 202-5, 232—52.

7 With the exception of the anonymous skolia and carmina popularia , which thus
provide an instructive contrast; see pp. 252-5.

¥ The secondaryliterature on Greek lyric as performance is large; see esp. Stehle
1997, Power 2010, Peponi 2012 (on aesthetic response).
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Greek lyric as performing a (cultural, social, political, religious) function.In the
Archaic period, lyric was part of the fabric of everyday life. Lyric (as well as
epic, elegy and iambus) expressed things that mattered to Greek commu
nities. Much of it was occasional, composed to perform specfic social,
ritual and political functions at specfic types of occasion. At the end of the
Alcman extract, the young women describe themselves as involved in
a ritual act, carrying a robe for a goddess called Aotis. The rest of the
text suggests that the performance serves toflaunt their own, and their
leaders’, looks before the gathered community. Rdlections of Spartan
ideology can be detected throughout. Lyrics of unrequited desire, such
as the Anacreon piece, were part of the glue that bonded groups of male
symposiasts. Even Timotheus’ extravagant star turns exploit ideological
values; Xerxes’ catastrophe, narrated complete with barbarian stereo-
types, will have been heart warming to Greeks of all periods, not least to
Athenians coming to terms with loss, hardship and setbacks during the
Peloponnesian War (the likely first audience). Greek lyric celebrates
athletic victories, communicates with the divine, shapes ideologies,
expresses identities, codifies social memory, enacts beliefs. The recogni-
tion that early Greece was a‘song culture’, in which song was omnipresent
and in countless formal and informal ways contributed to the lives of
communities and individuals, transformed the study of lyric in the latter
part of the twentieth century?

Greek lyric asfiction and statement about self and the world. Greek lyric creates
fictional settings and fictional personas. The Anacreon piece is not per
formed in a meadow, before afilly. A less pronounced form offictionalising
takes place in the Alcman extract, when (among other things) the chorus
cast their leaders as exquisite horses. At the same time, however, Greek lyric
is capable of meaningful self-expression and authoritative proclamation.
Despite the imaginary meadow, the termfiction does not capture the whole
effect of Anacreors poem, which is also (inter alia) a statement about love,
and in performance a form of self-presentation. It is at least possible that
Alcman’s girls are saying something about their feelings for their leaders as
they sing the poem; if not, they nevertheless articulate values appropriate to
themselves and important for their audience. This distinctive mode of
speech, at one remove from reality yet capable of engaging with reality, is
an important part of the appeal and eficacy of Greek lyric, as it is of elegy
and iambus and of later lyric traditions.

Greek lyric as a philological challenge. The Greek lyric that survives is incom-

plete. We have only a fraction of the output of even the best-preserved

9 See esp. Rosler 1980, Herington 1985 (introducing the notion of ‘song cul-
ture’), Gentili 1988 [1984], Kurke 1991, Kowalzig 2007, Morgan 2015.



2 CHARTING THE CORPUS 7

poets, and many of those poems we have are fragmentary. Notoriously,
phraseology, dialect and metre are often complex. As a result, much Greek
lyric scholarship is philological in emphasis, more so than most scholar
ship on epic and drama. Often interpretation and reconstruction are
intertwined.

2 CHARTING THE CORPUS

The varied nature of the lyric corpus may be illustrated, and the corpus
charted, under several headings.

Chronology. The earliest properly historical lyric poet, and thefirst in this

volume, is Alcman in the late seventh centurysc. He is preceded, probably

earlier in the same century, by the shadowy figures Terpander and

Eumelus and the first iambic poets, first among them Archilochus.

The last poet presented here is Timotheus, who was active in the late
fifth and early fourth centuries. The selection thus encompasses much of
the Archaic period and extends well into the Classical age, two full cen-
turies, during which Greek communities experienced substantial social,

political, institutional, economic and military change.®

Geography. The surviving corpus is geographically diverse from the begin-
ning. Alcman was active in Sparta, Sappho and Alcaeus on Lesbos, and
Stesichorus came from Magna Graecia. From early on, some lyric poets
moved around, and they did so at an increasing rate as trade and other
forms of interpolis connectivity increased during the Archaic period.
Alcman’s supposed origin in Lydia is probably a fiction, and Sappho’s
(involuntary?) exile in Sicily might be considered a special case, and may
even be a later invention, but Ibycus certainly, and probably also
Stesichorus, were active both in their native Magna Graecia and elsewhere
in Greece. Anacreon, originating from Teos in Asia Minor, enjoyed succes-
sively the patronage of Polycrates on Samos and of the Pisistratids in Athens
(and he is linked to other cities too). Simonides, Pindar and Bacchylides
were genuinely panhellenic poets who took individual and civic commis-
sions across the Greek world, and Timotheus was a touring star performer."

Length. Most of the poems are relatively short, but many (including those
by Alcman and Timotheus quoted above) ran to a hundred lines or more,

' The lyric production of the Hellenistic and Imperial periods is excluded, as it
is in many treatments of Greek lyric, despite some continuities, and so is dramatic
lyric.

'* Onindividual poets, see the commentary. On the mobility of poets in general,
see Hunter and Rutherford 2009, esp. the articles by Bowie and D ’Alessio. See also
pp. 18-19 below, on poems travelling without their poets.
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and Stesichorean poems exceeded 1,000 lines (pp. 153, 154). Longer
poems usually contained a substantive past-tense mythological (or some-
times historical) narrative; some consisted more or less entirely of narrative.

Performers and instruments. Lyric was sung by men and women, adults and
children, choruses and individuals, impromptu or after extensive rehear-
sal. Much monodic (= solo) performance was by men. This is indicated
both by what we know of thesymposion (see below), and by the usually male
speakers in Alcaeus, Anacreon, Ibycus and others. But Sappho shows (if
demonstration were needed) that women too sang monody, even though
her songs were subsequently performed also by men, and many anony-
mous ‘popular songs’ were clearly sung by women."'* Solo performers of
lyric often accompanied themselves on the (typically seven-string) lyre.
Not least because of the level of instruction required, stringed instruments
were often primarily associated with the elite. The ideological concerns of
some of the surviving poetry also reflect an elite context. On the other
hand, ‘popular song’ and certain skolia show that there were forms of
solosong that were performed by a wide range of social groups
(pp- 253—4, 266). Our evidence does not permit us to judge when, and to
what degree, familiarity with the poetry of elite monodic poets such as
Alcaeus, Sappho, Ibycus or Anacreon spread beyond elite circles.
Different again are the professional touring kitharodes of the high and
late Classical period (such as Timotheus), who performed their lengthy,
innovative and hugely popular solo pieces before mass audiences, accom-
panying themselves on larger instruments of up to twelve strings.?

Choral performances are fundamentally different from monody. Not
only are they the ‘bigger’ show — multiple singers, dance as well as song —
but they also come with a rich set of associations, of divine worship, of
order, of hierarchy, of communal action and communal values. Choral
performances could be accompanied by a lyre or by auloi (pipes, usually
played as a pair). Many choral texts are shaped to suit, or even advertise,
the identity of their intended performers. Alcmars song quoted above
was composed for a chorus of parthenoi (unmarried girls), for example,
and at the end of Bacchylides17 the chorus identify themselves as male
Ceans. Other texts are non-specfic, so that scholars disagree over whether
to assign them to choruses or soloists: this is the case for certain pieces by

'? Female-voiced poems survive from male monodists, but it is unclear whether
they were intended for female performers; e.g. Alcaecus 10 Voigt (10B LP),
Anacr. §85.

'3 On performers, solo and choral, with a focus on gender, see Stehle 1997;
on stringed instruments, West 1992 b: 48—80, Wilson 2004; on class ideology in
sympotic performance, Kurke 1992, Kurke 1997 ~ Kurke 19g9: ch. 5, Hammer
2004.
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Sappho (pp. 114, 148), all of Stesichorus (p.154), some Ibycus (p. 174)
and Simonides (p. 205), and the whole genre of the victory ode!*
Chorally performed pieces need not emphasise their choral associations
textually, and (vice versa) monody may adopt choral tropes for poetic
purposes. Moreover, many originally choral texts subsequently received
solo performances (see p. 19). While any single performance has to be
either monodic or choral, the question whether a text is monodic or
choral does not always have a simple answer, and poets certainly cannot
be categorised as either choral or monodic.® This is not to say that the
choral/solo distinction is artificial. It is notable that what appear to be
originally choral texts are distinguished by their Doric dialect, and many
share an AAB pattern of strophic response (see sections7 and 8).

Occasion. The two most important types of occasion for the performance
of lyric are the symposion and the festival. Both terms encompass a range
of phenomena. The symposion is widely considered the default venue for
many shorter lyric pieces (including the majority of songs in this
volume), as well as much elegy and possibly iambus, and has been the
subject of a large body of scholarship.16 Symposia were closed, indoor
events. Men sat or reclined on couches, jointly enjoying drink, conversa-
tion, banter, politicking, speechifying, games and musical and poetic
performance. At some symposia, male youths would pour wine and be
the object offlirtation (which may well have included lyric serenading).
Most scholars think that any women present were normally not wives but
hetairai and musical entertainers (who offered further targets for playful
serenading).

Like the monodic texts, which vary greatly in tone, aymposion could be
light-hearted or passionate and serious. Either way, institutionalised ineb-
riation will have had its effect. Degrees of formality and intimacy, too,
varied, as did the relationship between any one set of symposiasts and the
polisat large. Asymposion held by a tyrant like Polycrates, hosting Anacreon,
will have differed in character from one of a political faction, such as
Alcaeus’ hetaireia (p. 87), that saw itself in opposition to the current
regime; and the status and nature of song-making when a famous poet
provided the chief attraction was not the same as when ordinary sympo-
siasts took turns to perform. Most lyric performance at thesymposion will
have been solo, and for practical reasons alone elaborate choral dancing is

'+ Victory ode: the majority view (choral) is defended by Carey 198¢. For an
overview of the debate, see Morrison 2007: 43—4.

'> On this last issue, see Davies 1988a.

16 The foundational volume on the symposion is Murray 19go. On poetry at the
symposion, see Stehle 1997: 213-61 and Cazzato ¢ al. 2016. For the bibliography on
the symposion, see Yatromanolakis 2016.
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unlikely, but less elaborate forms of joint singing, for example of paeans
and skolia, will have had their place.'”

Greek poleis had a full festival calendar. Panhellenic sanctuaries, too,
held regular festivals. These were diverse events, some stretching over
several days and many attended by a broad mix of social groups and
sometimes foreigners. They honoured the citys gods, offered a welcome
holiday and an opportunity for social interaction, re-enacted mythical
history, marked the seasons, celebrated the citys achievements. At many
festivals, choruses played a role. Such choruses (and indeed the festival
itself) combined what in todays Western societies would normally be
thought of separately as the religious and the secular domain. Just as
sacrifices constituted gifts for the gods and at the same time provided
meat for the celebrants, so choral performances aimed to give pleasure to
divine and human audiences alike. Festivals could accommodate the
celebration of individuals and individual families, such as (probably) the
named chorusleaders in the Alcman passage above, and it is likely that
some victory odes were performed in the context of established festivals.
At certain festivals, such as the Spartan Karneia, the Delphian Pythia and
the Athenian Panathenaia, musical and poetic performance took the form
of major competitions (uoucika &ydves), which attracted high-prdfile
performers from across the Greek world®

Symposia and festivals are particularly well documented as occasions for
lyric performance, but there were many others. Weddings, funerals, repe-
titive manual labour, military campaigns and ad hoc festivities of different
sorts all provided opportunities for communal and individual song-
making. Song was pervasive.

Scholarly reconstruction of the original occasion for which a particular
song was composed almost invariably involves informed guesswork and
needs to be mindful of the methodological challenges. There is consider-
able risk of circular reasoning when the poetic text is our only evidence, as
is often the case. Moreover, since many lyric texts create some sense of
a setting, the question arises how close the poetic setting is to the actual
setting, and how the two interact.” Repeat performance in a different
context (pp. 18-19) further complicates the picture.

'7 For paeans, see Rutherford 2001b: 51—2; more generally, Cingano 2003.

8 On festivals in general, see Parker 2011: ch. 6. Choruses at festivals, and the
work they do for their communities: Kowalzig 2007. Songs as gifts to gods: Depew
2000. Victory odes in the context of festivals: Krummen 2014 [1990], Currie 2011.
pouaikol &ydves: Shapiro 1992 (concise discussion of the Athenian Panathenaia),
Power 2010: Part 1 (discursive treatment across geographies and periods).

'Y On such questions of pragmatics, see in the first instance D’Alessio 200gb:
115—-20.
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3 GENRE AND GENRES

The notion of genre looms large in the study of Greek lyric and will appear
repeatedly in this book, but it raises difficult questions. Above all, what
makes this a challenging subject is that much of the evidence, and most of
the terminology, have been shaped by the aims and methods of the
Hellenistic editors. For them, genre served as a classficatory tool: faced
with the task of organising a polymorphous corpus, scholars allocated
many of the texts to one or other of a manageable number of distinct
types. To be sure, different poetic kinds existed already in the song culture
of early Greece (as they do in all poetry), and the editors took into account
what evidence they had about them, but in contrast to what was to become
the case in Alexandria these poetic kinds were neither codfied nor sys-
tematised, nor did they serve editorial purposes. This section therefore has
two parts. The first is concerned with the terminology of genres that we
have inherited from the Alexandrian editors (see also sectionp for an
overview of Hellenistic scholarship on lyric), the second with the question
as to what genre may have meant to the poets themselves and their
audiences.*?

The use of genre by the Hellenistic editors is illustrated by the organisa-
tion of the Alexandrian edition of Pindar: the poems were divided into
separate books (one or more each) of hymns, paeans, dithyrambs, prosodia
(procession-songs), partheneia (maiden-songs), hyporchemata (dancesongs),
enkomia (see below), threnoi (dirges), epinikia (victory odes).*" Such divi-
sions by genre are of interest not only as a matter of history of scholar-
ship. All these genre terms are still in use today, and for good reason.
The Alexandrians had a much larger corpus at their disposal, which they
studied carefully. We depend on their work for our own understanding
of the poets and poems in question. It is because of this reliance on
Hellenistic terminology and classfications that it is important to note
their limitations. Three points in particular deserve remark.

First, the Alexandrian editors seem to have systematised and simpliied
what was originally a mass of partially overlapping, Greece-wide as well as
local, terms. A fragment of a Pindaricthrenos (fr. 128c), for example, lists,
among other genres, three different types of lament (Linussong,
Hymenaeus-song and lalemus-song), none of which seems to feature in
the Alexandrian editions. It may be that the canonical poets happen not to
have composed in those genres, but it is in any case clear that Alexandrian
categories such as threnos, paean or dithyramb, while narrower than‘lyric’,
can be subdivided further.

* For an overview of genre and genres in Greek lyric, see Carey 2009.
*! Some of the detail is uncertain because the surviving lists vary slightly.
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Secondly, the Hellenistic scholars did not classify the whole lyric corpus
by genre. While the editions of Simonides, Pindar and Bacchylides were
categorised more or less entirely by genre, those of Sappho and probably
Anacreon were organised predominantly by metre (see the introductions
to individual poets in the commentary section). The reasons are debated,
but it would be hasty to assume that genre is irrelevant to the poems of
Sappho or Anacreon just because the Alexandrians did not classify them
by genre.

Thirdly, and most important, many genre terms changed their mean-
ing over time (and had locally divergent meanings). Alexandrian lyric
terminology goes back a long way, but it acquired its eventual scholarly
meaning only gradually. Hymnos, for example, which designates a specific
genre in Alexandrian editions (including that of Pindar, above), meant
‘song’ in early epic and lyric, with only incipient associations of praise and
celebration. Enkomion, which in Hellenistic classifications is the label for
a small-scale sympotic piece, was in the fifth century used for the victory
ode. Thatfifth-century usage in turn developed out of the characterisation
of the victory ode as¢yxwpia yédnand éyxouiottuvor (‘komos-songs’), which
we find in Pindar.**

Entangled with these specific questions of definition and terminology,
which require assessment genre by genre, is the much discussed general
question as to how lyric genre functioned in the Archaic period, before the
advent of scholarship. A good starting point is a frequently cited formula-
tion by L. E. Rossi: genre conventions were not written down and yet
adhered to in the Archaic period, written down as well as adhered to in
the Classical period, and written down yet not adhered to in the Hellenistic
period.”?

Rossi’s dichotomy written/not written draws attention to the role of
wider cultural developments in shaping the working of genre. One
obvious issue here is codification, and the lack of it. For the Archaic
poets and their audiences, unlike for Hellenistic scholars, readers and
poets, genre will typically have been a matter of explicit or implicit expec-
tations formed by the experience of song in performance. At a very
early stage, some poetic forms may not even have had names (which is,
however, not to say that they would not have been recognised). Even more
important is the issue of performance and text. In a period in which lyric
was composed for performance, genre manifested itself not in textual

#2 On terminological changes over time, see Harvey 1955 (enkomion on
pPp- 163—4). A particularly incisive study of terminology, drawing out the implica-
tions for our understanding of genre, is D’Alessio 2013 on the dithyramb.

#3 Rossi 1971. Further important discussions of the nature of genre in lyric
(taking different views): Kappel 1992, Rutherford 2001b: §—17, Yatromanolakis
2004, Agocs 2012, Maslov 2015: esp. 6277, 246-317.
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properties alone, but in the interplay between text (subject matter, addres-
see, metre, other formal properties) and performance (occasion, perfor-
mers, mode of performance). The genre partheneion is a good example.
On the page, partheneia are characterised by a set of recurring features,
notably extensive passages in which thefirst-person speakers talk about
their identity, status, dress and performance. However, these textual char
acteristics are best seen as an expression of what for audiences will have
been the essence of the genre: performance by choruses ofparthenoi.**

Even when such differences between Archaic and later notions of genre
are taken into account, however, the central thrust of Rosds idea requires
qualification. Archaic poets, he suggests, comply with genre conventions
whereas their successors creatively break them. It is indeed easy to imagine
that in many settings, not least at festivals, lyric performance gained
efficacy from reinforcing generic expectations more than from deviating
from them. One might compare modern religious liturgy, which encodes
essential religious meaning in formulaic phrases that gain emotional
charge from the familiarity created by their regular reuse. The genre-
defining cryie paian that makes a paean a paean, and the three-part prayer
form that underlies many lyric prayers (address, narrative, request; see
p- 115), but also the conventions of praise and celebration that recur in
many epinicians, are resonant with signficance because they are familiar
to their audiences. They express, and in performance enact, something
fundamental. It is because lyric song serves its occasion that it does not
typically exploit genre to create outright clashes between occasion, per-
formers and text, or elements of the text.

However, it would be wrong to conclude that for the lyric poets genre
was a given, imposed by the requirements of the occasion. On the contrary,
genre presented a constant spur to innovation. At the beginning of
Olympian g, for example, Pindar distinguishes his own, highly elaborate,
epinician from the traditional celebratory victory song attributed to
Archilochus. Bacchylides 177 was classified as a dithyramb by the ancient
editors and is dominated by narrative in the way dithyrambs often are, but
it ends with a reference to paeans and an invocation of Apollo, who nor-
mally receives paeans rather than dithyrambs. The interpretation of this mix
of signals is disputed, but it is evident that Bacchylides does something
striking in giving this unusual shape to the genre paean (or dithyramb).
These are two particularly marked examples of a general phenomenon.
While operating within traditional genres, lyric poets sought to put their
own stamp on these genres and to create distinctive compositions.

Pindar and Bacchylides were active in thefirst half of thefifth century.
The question whether genre was similarly manipulated in earlier periods,

** On partheneia, see the headnote to Alcman 1.
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and by poets who were not classified by genre in the Alexandrian editions,
is a difficult one. Sappho may serve as an illustration. The only genre the
Alexandrian editors singled out in her work is the wedding song (see
p- 114). Whether because of the nature of Sapphds poetry, or because
we are limited to the genre categories we have inherited from the
Alexandrians, we find it impossible ourselves to attribute most of the surviv
ing poems to specific genres. What we can nevertheless see clearly is that
genre is a concern in several of the texts. The narrative of the wedding of
Hector and Andromache in fr.44, itself not a wedding song, ends with
a reference to wedding song, and the juxtaposition of heroic epic and
wedding celebrations runs through the whole piece. Fr.2 combines the
tripartite prayer structure, a setting in a grove of Aphrodite, and the sympo-
tic motif of shared conviviality. Different views may be taken on whether
Sappho is mingling individually fluid forms or engaging in a self conscious
combinatory play with well-articulated generic elements.*® Either way, it is
evident that as early as600 B¢, in poems of uncertain genre, lyric authors
could use generic associations for poetic effect. Both individual genres and
notions of genre underwent constant development, throughout and after
the Archaic period, and much of the detail is inaccessible to us, but there is
no good reason to doubt that different kinds of lyric were recognised, and
creatively manipulated, well before our record begins.

4 PERFORMERS, AUTHORS AND THE LYRIC VOICE

Many lyrics, ancient and modern, speak with a voice that can feel direct
and personal, and yet is hard to categorise. We seem to be listening to
another person, but we find it difficult to say who this person is. Is it the
author, expressing his or her thoughts and feelings (the subjectivity of
the Romantics)? Or a textually constructed persona (the response of
New Criticism)? Or is this the wrong question to ask? Attempts to come
to terms with the ‘I’, the ‘subject’, the ‘voice’, the ‘speaker’, have long
been a major strand of lyric criticism (and the choice of terminology
itself is part of the debate). What sets Greek lyric apart is again the
interplay between text and performance, which adds a further dimen-
sion to the voice’

For performers, Greek lyric texts are scripts. The voice the audience

hears is most immediately that of the singers, but the singers perform a text

?5 The former view is developed by Yatromanolakis 2004.

*0 The bibliography on the lyric voice is large. For general accounts of the issues
set out in this section (adopting different approaches), see Slings 1990, Morrison
2007: ch. 2, Kurke 2007, Budelmann 2018. There are important general points
that arise from the debate about the Pindaric first person specifically; on this, see
D’Alessio 1994 and Currie 2015. On authorship, see Bakker 2017.
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and tune that are very often not theirs. Anacreon and Timotheus both
performed their own compositions, but Alcman’s partheneia were per-
formed by choruses, and Anacreon’s songs will have been sung countless
times by symposiasts other than Anacreon. (In fact, even when authors
perform their own songs, they present themselves in a manner very differ-
ent from everyday interaction. They are not straightforwardly‘being
themselves’.) Performers can inhabit the song in different ways. The
song may feel personally meaningful to them, in its words or in its rhythm
and tune. They may use it as a vehicle for all manner of self-presentation: as
a cultured symposiast, as a modest girl, as an accomplished singer and
dancer, etc. They may assume a detached distance, just’ singing a song.
Their own voice may mesh with that of the song or jar with it, may be
inaudible behind it, or may drown it out.

In some poems, or indeed in some passages of some poems, the lyric
voice has an impersonal, indefinite dimension. Choral lyric especially is
capable of abrupt shifts between the individual and the anonymous; it
rarely has a stable voice. Before Alcmans chorus sing about themselves
and their leaders in the section quoted at the outset, they narrate Spartan
myth and make gnomic pronouncements. These passages are not shaped
as the personal views of the girls. They give voice to things that need to
be said, without a strong sense of whose voice this is. In such contexts,
the enunciation can be more important than the question who enunciates.
Lyric performance is never just impersonal — the presence of the
performer(s) makes sure of that — but neither is it always just personal,
especially if it is perceived as discharging a societal function.

The role of the author has waxed and waned in scholarship on Greek
lyric. Nobody any longer regards Greek lyric as unmediated authorial self
expression. Not just the influence of New Criticism, but also proper atten-
tion to performers and occasions, have severely circumscribed the role of
the author, which once was at the centre of thinking about lyric. It is
recognised that the ‘I’ of every poem is shaped by convention and by the
purpose for which the poem is composed.

Nevertheless, authors matter. Several lyric poets name themselves
(including already Alcman and Sappho); express the hope that their
poetry will be remembered (including already Sappho); or dramatise
their own lives in their poems (including already Alcaeus, who sings
about his exile, and Sappho, who composes a set of songs centred on
relationships between the members of her own family).*7 All the surviving

*7 The publication in 2014 of Sappho’s ‘Brothers Poem’ demonstrated the
extent of Sappho’s use of her own family as characters in her poetry. No doubt
their portrayal involves fictionalisation, but it seems unlikely that they are alto-
gether invented; for a range of views, see Bierl and Lardinois 2016.
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lyric poets have a distinctive #8os and poetic style (or a set of distinctivetifn
and poetic styles) that are recognisable across their output.

Lyric autobiography involves fictionalisation. No poem provides unme
diated access to the life of the poet (and the same goes for later biogra-
phical accounts, many of which were based primarily on the poems)” 8
However, the notion of secure biographical knowledge puts the bar too
high. It is more productive to point to theinterest (informed or otherwise)
that lyric poems generate in the person who created them. Such interest is
well documented from the late sixth and earlyfifth centuries onwards, not
just in textual references but also in the appearance of named poets in
vase painting.”® We do not know for certain when authorsfirst became
objects of interest, but it stands to reason that the phenomenon goes back
to the very period, early on, when lyric developed the kind of features
listed in the previous paragraph, which create the sense of an authorial
presence behind the poem.

There is no one lyric voice, then. Each poem and each performance has
its individual shape. What they have in common is a layering that gives
authors and performers considerable flexibility. The layered voice creates
a poetry that is variously, and even simultaneously, capable of self
expression (on the part of both author and performer), make-believe,
inwardness, authoritative pronouncements, provocation, argument and
glittering performance acts.

5 RELATIONSHIP WITH EPIC

Lyric and epic coexisted long before either mode began to leave a textual
record, and they continued to coexist during the period in which the
poems of the lyric corpus were composed: epic too was composed and
performed throughout the Archaic period.

Lyric’s relationship with epic involved both borrowing and competing3®
The language of lyric draws heavily on epic diction, adopting as well as
modifying established phraseology. Instances, noted throughout the com-
mentary, are particularly frequent in dactylic and related metres but by no
means confined to them. However, there is always a difference. Even lyricists

28 On biographical writing about the lyric poets, see Kivilo 2010, Lefkowitz
2012: 30—45.

*9 See esp. BAPD nos. 510, 4979, 204129 (Sappho, Sappho and Alcaeus), and
200207, 200522, 201684 (Anacreon), most of them discussed in Schefold 1997
and Yatromanolakis 2007: 51-164. See also below, p. 227.

3° In keeping with the remit of this volume, the focus is on how lyric relates to
epic. However, traf fic was not all one way. Epic refers to lyric genres, such as threnos
and paean, and it is likely that some phenomena that we think of as epic have an
origin in pre-historical lyric, including perhaps the hexameter; see Nagy 1974:
49-102, Gentili and Giannini1g77.
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closest linguistically to epic, such as Stesichorus, do not fully participate in
the formulaic system of oral-derived hexameter poetry. Very little, if any,
surviving lyric was composed in performance as epic originally was, and lyric
phraseology reflects a much more pronounced pursuit of originality3"

Similarly, myths were often shared with epic (as well as non-epic) traditions,
but were given a distinctively lyric shape. Lyric narrative is typically less
expansive, more allusive and more narrowly focused on discrete scenes

and visual tableaux.

Such preferences should be seen in the context of the broader tenden-
cies noted above (p. g), which distinguish lyric from epic: (relative)
brevity, a prominent first person, a focus on the present, metrical and
musical variation, textually inscribed occasionality. Lyric shares certain
linguistic and mythical building blocks with epic (and see below on dia-
lect), but is a very different kind of poetry?® Often the differences are
unmarked. Lyric poems can adjust material shared with epic to suit their
purposes without thematising either similarities or differences. In other
instances the relationship with epic becomes a poetic focus. Among the
texts in this anthology, this is the case most obviously in Sapphaog4 and
Ibycus S151, poems that mark out their position vis-avis epic. Several
others create poetic effects from their use of particular epic passages,
e.g. Alcaeus 347 and Stesichorus’ Geryoneis.

The interpretation of what may be epic echoes in any particular poem is
complicated by two factors. First, the loss of almost all‘cyclic’ epic skews
interpretation towards Homer and Hesiod33 Secondly, uncertainty over
the genesis of the Homeric and Hesiodic text raises a particular set of
questions for the oldest lyric authors. There is wide agreement that by the
late sixth century the text of Homer and Hesiod was broadly stable and
widely known, but we do not have sufficient evidence to be certain what, if
any, version of thelliad, Odyssey, Works and Days, Theogony or older Homeric
Hymmns the audiences of Alcman, Sappho or Stesichorus knew?* A case in
point is early Lesbos. The poetic dialect of Sappho and Alcaeus suggests
that they drew on both epic and local Aeolic poetic traditions. This
observation is supported by what we know of seventh-century Lesbos.
Later accounts link several poeticfigures, lyric as well as epic, to the island,
notably the kitharodes Terpander and Perikleitos and the epic poet

3" The distinction is less clear for elegy than for lyric; see Aloni and Iannucci
2007: g2—101, Garner 2011.
3% For a succinct exploration of the differences between lyric and epic, see
Graziosi and Haubold 2009.
33 For ‘cyclic’ material in lyric, see, among the poems in this volume, p. 139 (on
Sappho) p-1%73 (on Ibycus).
4 For an overview of the major theories, see Haslam 2011, who inclines towards
early fixation in writing.



18 INTRODUCTION

Lesches. It is disputed whether there was a specifically Aeolic epic tradi-

tion, distinct from those on the Ionian mainland (no such doubts about
specifically Aeolic lyric traditions), but in any case Sappho and Alcaeus

operated in a musical and poetic melting pot3® As a result, any phrase,

character or story in Sappho and Alcaeus that seems to be Homeric or
Hesiodic can in principle be interpreted in four different ways: (a) allusion
to a passage or story in Homer or Hesiod; (b) allusion to a passage or story
in a lost epic or lyric tradition of one kind or other; (c) generic epic
colouring; (d) use of an inherited poetic language without particular
epic resonance.

The choice between these options can sometimes be narrowed down by
considering the specificity and frequency of the apparent echoes. To take
three examples discussed in the commentary, the points of contact
between Alcaeus §47 and Hes. WD 582—9g6 are considerably closer and
more numerous than those between Aphrodite’s chariot ride in Sappho1
and Hera’s and Athena’s chariot ride in /liad 5, and therefore more likely
to constitute an allusion. Linguistic features found in epic but not in
vernacular Lesbian are considerably more numerous in Sappho 44 than
in most poems by Sappho and Alcaeus, and therefore likely to evoke some
form of epic. Considerations such as these can clarify the role of epic
material, but the limits of our knowledge are such that different views can
often be justified, whether on individual phrases or on Sappho’s and
Alcaeus’ poetics more broadly.?’6

6 DISSEMINATION AND TRANSMISSION

During the Archaic period, Greek lyric was disseminated primarily in
performance. Songs were sung more than once, many again and again.
Symposiasts memorised the pieces they heard, and performed them them-
selves at the next symposion. Much repeat performance will have been
informal in this way, and centred on thesymposion. Revivals of larger,
choral, pieces could take different forms. Some compositions created for
a particular festival will have been performed on the same occasion in
consecutive years, and/or revived at a later point, and victory odes may
sometimes have been restaged to celebrate an anniversary of the victory.

35 For linguistic evidence for Aeolic literary traditions, see Hooker 1977: 56-83,
Bowie 1981, Sa. 44.16—20n. (Tlep&poro ). For a summary of the related debate over
the origin of Aeolic elements in Homeric epic, see Willi 2011: 460-1. For kitharo-
dic song in Lesbos, see Power 2010: 258-67 and 378-85. See also Sa. 106 and
Archil. 121, and in general on Lesbos as a musico-poetic centre, Liberman 199g:
Xi-Xiv.

3% West 2002 provides a survey of the evidence. For the methodological issues,
see Fowler 1987: ch. 1 (who is sceptical).
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We should also reckon with the possibility that famous choral songs were
taken up by choruses elsewhere, divorced from their original occasion.
A less resource-intensive and probably more frequent mode of giving
originally choral pieces a new outing was by adapting them, in whole or
in part, for solo rendition atsymposia. Finally, at least from the earlyfifth
century, and perhaps earlier, upper-class boys learned to sing famous
pieces as part of their education?’

We do not have sufficient evidence to trace the performance history of
any one song down to the Classical period (when performance of early
lyric gradually diminished). We need to reckon with a wide range of
trajectories, just as we should allow for a broad variety of reasons why an
old piece would be sung again: its promotion by poet or patron, its status as
a classic, its encoding of a relevant personal, communal or mythical past,
its place in a recurring ritual, its ideology, and very much else, not least
individual taste.®

Our oldest lyric papyrus is that of Timotheus Persians, dating to the
second half of the fourth centurysc, and it is close to certain that the great
majority of our surviving texts were written down no later than the Classical
period.?¥ However, there are good reasons to believe that written trans-
mission of the texts played a role much earlier?” Even though lyric song
must go back a long way, none survives from the period before writing
became available in Greece in the eighth and seventh centuries. Whether
or not writing was used in composition, it is easy to imagine that poets,
communities or patrons and their families would sometimes want to pre-
serve a written copy. As in the case of epic, the extent to which writing
contributed to the early transmission of the poems is uncertain. Some
form of co-presence of written and oral transmission seems likely from
early on, with writing relatively more important for longer and more
complex pieces, and more frequent at the end of the Archaic period
than at the beginning. Writing eventually became the dominant modality,

37 For poetry in schools, see Ford 2003: 24-30.

3% On reperformance in general, see Herington 1985: 48-50, 207-10, and
Hunter and Uhlig 2017. On specific authors/genres, see e.g. Currie 2004 (epi-
nician), Yatromanolakis 2007 (Sappho), Carey 2011 (Alcman, reperformance and
written transmission), Hubbard 2011 (non-epinician choral lyric, reperformance
and writing).

39 Even older are the very fragmentary wooden tablets and papyrus from the
Attic ‘tomb of the musician’ (see Pohlmann and West 2012) and the Derveni
papyrus, which preserves an allegorical commentary on an Orphic theogonical

oem.

1% On the use of writing alongside performance, see Herington 1985: 45-7,
201-6, P6hlmann 19qo: 18-23, Tedeschi 2015, and (for Pindar) Irigoin 1952:
11—20. Levels of literacy in the Archaic period are difficult to gauge. Sixth-century
graffiti by Attic shepherds suggest that writing may have been more widespread
than was once thought; see Langdon 2015.
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but performance may still have shaped some aspects of the texts in the late
Classical era and beyond.*'

Research into the poetry and music of the past began in the Classical
period, with pioneering figures such as Hellanicus of Lesbos and Glaucus of
Rhegium in the latter part of thefifth century;*® and it became an estab-
lished strand of Peripatetic scholarship at the end of the fourth century.
However, it was the Hellenistic scholars, in particular Aristophanes of
Byzantium (c. 265/257-190/180) and Aristarchus (¢c. 215-144), who first
systematically collected, categorised, edited and annotated the lyric texts.
The Alexandrians created editions of each of the nine canonical lyricists
(Alcman, Alcaeus, Sappho, Stesichorus, Ibycus, Anacreon, Simonides,
Bacchylides, Pindar), and the text and the colometry (= layout with line
breaks determined by the metre) of these editions seem to have become the
default point of reference later on3

The canon was not the work of any one person or even any one period.
It is best thought of as the result of a drawn-out process that began as early
as thefifth century (eight of the nine poets are mentioned or cited already
in Athenian Old Comedy), and to which the work of the Hellenistic
scholars made a relatively late contribution?* Its subsequent influence
was substantial. The nine poets dominate the reception of Greek lyric, in
Greece, Rome and beyond. However, uncanonical texts were not eradi-
cated. Timotheus, for example, was still performed in the Imperial period,
and we have several papyri of Corinna from the second centuryap.*?

With the exception of Pindar’s epinicians, the works of the lyric poets
have not come down to us by way of their own medieval manuscript
traditions. (The same is true for early elegy, with the exception of
Theognis, and for iambus.) We therefore rely on two considerably
more haphazard forms of transmission, papyri (‘direct’ transmission)
and ancient quotations (‘indirect’ transmission). Knowledge of Greek
lyric has been transformed by a steady stream of papyrusfinds, starting in
the mid to late nineteenth century. The most recentfind presented here,

4! For arguments for the continuous influence of aliving performance tradition
in the case of the dialect of Alcman, see Hinge 2006: 304—14 and Willizo12: 273-8.

4* Hellanicus wrote a treatise on the victors at the Spartan Karneia festival
(FGrHist 4 F 85-0); Glaucus composed On the Ancient Poets and Musicians (fr. 2
FHG (vol. 11, p. 29)). Hellanicus pupil Damastes of Sigeum is credited with On Poets
and Sophists (FGrHist 5, T1). See further Franklin 2010: 12-34, Barker 2014: 29—-55;
and below, pp. 193, 197 for the Peripatetic scholar Chamaeleon.

43 For a concise summary of Alexandrian scholarly activity on lyric, see
Barbantani 2009: 297-303. Wilamowitz-Moellendorff 1goo remains fundamental
on the transmission and canonisation of the lyric poets.

44 The list of nine is first attested in two epigrams of the third/second century,
AP 9.184 and 571. On Old Comedy, see Carey 2011: 452, 457—60.

45 Timotheus: Hordern 2002: 73—9. Corinna: e.g. PMG 654 and 655.
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Cologne papyrus inv. 21951 + 21476, which gave us much of the text of
Sappho 58b, was first published in 2004.4° The single largest and most
significant cache of papyri, lyric and otherwise, is derived from a rubbish
heap in the Egyptian town of Oxyrhynchus, edited in the series
Oxyrhynchus Papyri (P.Oxy.). Lyric papyri date from the late Classical
period (Timotheus, see above) to Late Antiquity. Many of them derive
from meticulous scholarly editions, with and without annotation (scho-
lia), while at the other end we have what seems to be a pupils school
exercise, written on a sherd and riddled with errors (PS/ X111.1500 =
Sappho 2). Most papyrus texts are damaged and have gaps, some of
them large. The choices made in reconstructing what is lost often make
a difference to the interpretation of the poem as a whole. In order not to
influence readers unduly, this edition prints only supplements that are
judged to have a high degree of likelihood, and relegates less certain
restorations to the apparatus and notes.

The other source of lyric texts is quotations in later ancient authors.
Athenaeus (late 2nd cent. AD) cites a large number of lyric texts in his
fifteen-book Scholars at Dinner, a fictional conversation among twenty-nine
learned diners. Metricians, above all Hephaestion (2nd cent.AD), cite lyric
lines to illustrate metrical phenomena. Stobaeus (5th cent. Ap) includes
lyric in his wideranging Anthology. Lexicographers, such as Hesychius
(c. 5th cent. AD), yield individual words. Such authors deserve proper
consideration as part of the reception history of Greek lyric. Even when
they are, as here, used as sources of lyric texts, it is still necessary to
understand the context and purpose of each quotation in order to assess
whether a text is quoted in its entirety (it very often is not) and what may
have been left out.

All textual transmission introduces error. Where we can compare a
papyrus and a quotation of the same text, the indirect transmission often
turns out to be more error-prone. This is unsurprising, since more stages
are involved and the scribes of the quoting authors do not always under-
stand the metre, dialect and other aspects of the lyric texts. Changes made
by performers, too, will sometimes have entered the textual tradition*?

Finally, the lengthy process of transmission affected not just individual
texts but also the balance of the corpus that has come down to us. Biases
operated at several stages. Throughout antiquity, poems of interest to
broader constituencies had a higher chance of survival. It is likely that
obscurely local poetry was altogether lost at an early stage. This edition
tries to counterbalance the effect of canonisation by giving due space to

46 Tt is not, however, the most recent important find: see above, n. 27.
47 See p. 254 on the remodelling of Alcaeus 249 in the skolion PMG 8g1.Cf. n. 41
above, and p. 25 below.
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Timotheus and the anonymous skolia and carmina popularia. In the indirect
transmission, the particular interests of the source authors come into play.
For example, we owe a large number of texts concerned with drinking to
the convivial setting of Athenaeus; there is no equivalent for e.g. political
texts. Accounts in later texts, as well as papyrusfinds, can help to adjust the
picture. Ancient lexica, for example, sometimes list the genres repre-
sented in the work of a particular lyricist (not always reliably so), and
thanks to papyrus finds Bacchylides, whose work previously was known
only in short quotations, nowfills over a hundred pages of the modern
editions.

7 METRE

Melody and rhythm were central to the appeal of lyric in performance.
The melodies employed by voices and instruments are now lost, but
rhythms were very strongly guided (if not always wholly determined) by
the patterns of short and long syllables, and are therefore more or less
accessible to us from the poetic texts#®

Unlike epic, which is invariably cast in dactylic hexameters, lyric
employs a wide variety of metres. Some of these metres, and groups of
metres, bear geographic labels and thus might appear to correspond to
groups of poets. It is indeed the case that aeolic metres (many of which
feature the versednitial ‘aeolic base’ x x, e.g. the glyconic x v v —v—) are
frequent in Sappho and Alcaeus from Lesbos (in Aeolia), and that ionics
(v v—-) are found repeatedly in the Ionian poet Anacreon. But if regional
metrical traditions were ever properly discrete, they had started cross-
fertilising before the late seventh century. All poets in this volume employ
more than one type of metre.

With a small number of notable exceptions (in this anthology
Timotheus’ Persians), the rhythms of Greek lyric, like those of most
Greek and Latin poetry, are based on manifest repetition. Rhythmical
repetition gives shape to a poem and is an essential component of the
listening and reading experience. The level at which repetition occurs
varies, and it is useful to distinguish between ‘stichic’ and ‘strophic’
compositions. Stichic rhythms (<oTixos ‘line’) are made up of an ever-
repeating single verse. Both the epic hexameter and the iambic trimeter of
drama are stichic. A stichic text in this anthology is Alcaeug47: the poem
is composed entirely of greater asclepiads (- x—v v —-—vov——v v —0v-),
Strophic lyric poems (the majority) are formed from repeating stanzas of

4% The standard Anglophone handbook of Greek metre is West 1982a. For
questions of music (instruments, tunes, developments), see West 19g2b. For an
overview of the metres of Greek lyric, see Battezzato 200q.
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anything between two and over a dozen lines. There may be as few as two
strophes (e.g. Anacreongs8) or a large number, and the pattern of each
strophe may be fairly uniform or richly varied. Longer, more elaborate
poems are often triadic, taking an AAB shape: the strophe ifirst repeated
identically (as the ‘antistrophe’), and then followed by a different stanza
(the ‘epode’). This triad of str—ant.—ep. is then repeated several times.
Triadic compositions are common in the choral songs of tragedy and are
associated with choral performance already in lyric. It is likely that rhyth-
mical repetition (and variation) was accompanied by some form of corre-
sponding patterning in the melody and the choreography. Strophe-end is
indicated by ||| in the schemata printed in the commentary section.

Strophes are composed of smaller metrical units. ‘Cola’ (‘limbs’) are
regularly occurring rhythmical patterns such as the hemiepes £ v v —v v )
or the glyconic (above). They are the building blocks from which any longer
sequence is composed. (The yet smaller units of ‘feet’ or ‘metra’, such as the
dactyl (- v v), are on the whole less significant in lyric.) ‘Periods’ are self-
contained sequences within the strophe, like sentences in language, which
are followed by a pause of indeterminate and no doubt varying length.
A period may consist of one or, more often, several cola (or a run of
successive feet) strung together without pauses.

In stichic metres (such as the greater asclepiads of Alcaeus47 above)
each period inhabits one line of the printed text, but inflowing strophic
forms a period will often be too long to be presented in a single printed
line (and/or will encompass more than one line of the ancient colome-
try, which is reproduced in many modern editions). Such continuation
of a period beyond the line-end on the page is here represented by
indentation. By contrast, period-end is conveyed by absence of indenta-
tion, and in the schemata marked by H The strongest indicators of
period-end are hiatus (a word ending, followed by one beginning, with
a vowel, without elision or change to the quantity of either vowel) and
brevis in longo (a short syllable where the metre requires a long one):
both interrupt the flow of the rhythm. However, performers will have
paused also in other places and, vice versa, may have glided over
instances of hiatus or brevis in longo without pausing, so that a strophe
could have been articulated in varying ways. This edition tentatively
posits some period-ends where, although there is neither hiatus nor
brevis in longo, other indications suggest the possibility of a pause (e.g.
a marked change in the character of the metre, or a strong break in the
rhetorical structure of the text); these period-ends are marked in the
schemata by°||. The key point, however, to remember with any attempt to
indicate the articulation of a particular rhythmical sequence is that the
text alone, which is all we have, will never permit complete and corfident
reconstruction of performance practice.
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As is conventional, labels are appended to most of the schemata, to
indicate the cola or feet into which a particular period may be broken
down, e.g. gl = glyconic, da = dactyl (the symbols and abbreviations are
those set out in West1982a: xi-xii). These help to convey the structure and
nature of the rhythm. But many lines and strophes can legitimately be
broken down into different combinations of cola or feet; what matters
most, therefore, in trying to grasp the rhythm is not the labels but the
development and flow as the strophe unfolds.

8 DIALECT

During the Archaic and Classical periods, the regions of Greece spoke
different dialects (see Map g), and it is unsurprising that the lyric corpus
exhibits considerable linguistic variety. However, for dialect as for metre,
no simple mapping is possible between poetry and geography.
The dialects of lyric are artficial literary languages which combine forms
from different vernacular dialect groups. All lyric dialects have some forms
associated with traditional poetic (above all epic) language rather than
with any particular vernacular dialect. The mix of dialects in any given
poem is driven not only by the place of performance or the origin of the
poet, but also, and often above all, the genre of the poem. This link
between genre and dialect is a feature of most Greek literature!?

The most important distinction is between the dialects of monody and
choral lyric. Of the two, monody is closer to the vernaculars, such as Aeolic
in the case of Sappho and Alcaeus or Ionic in the case of Anacreon. Even
monodists, however, not least the Lesbian poets, admit traditional epic
forms, just as they draw on epic phraseology.

The dialects of choral lyric are more complex. They mix Doric forms
and forms that belong to a traditional poetic language, chifly epic but
including some non epic Aeolic elements. In the case of Alcman, there are
prominent forms specific to the Doric of Sparta (Laconian, a form of
‘severe’ Doric). His language, therefore, like that of monody, has a strong
local flavour. Doric remains a feature of choral lyric in Stesichorus, Ibycus,
Simonides, Pindar and Bacchylides (and in tragedy), even though some of
them were Ionic speaking by origin (and the Boeotian Pindar presumably
Aeolic-speaking), and all of them composed poems for performance

49 For chapter-length introductions to the lyric dialects, see D’Alessio 200gb:
120-8 and Silk2010 (who also covers issues of style). On literary dialects in general,
including lyric, see Cassio2008 and, more briefly, Tribulato 2010. Colvin 2007 and
Miller 2015 provide dialect-focused commentaries on a selection of literary and
non-literary texts, including lyric. Both have general introductions setting out the
distinctive features of the various dialect groups. For treatments of the dialect of
individual poets, see the relevant introductions in the commentary section below.
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outside Doric-speaking areas. However, the Doric veneer becomes thinner
over time. While Doric (though not of course Laconian) forms are still
prominent in Stesichorus, despite his heavily epic diction, the dialect of
Pindar and Bacchylides is far more epic than Doric.

A major caveat to any account of lyric language (and a major problem
in establishing the text) is that dialect is particularly vulnerable to changes
in the process of transmission. (i) The Archaic alphabets had only one
letter for short and longo, and short and longe. It is therefore likely that
the distinction between the metrically equalou and w and between n and e,
which can determine whether a form is (e.g.) Doric or Ionic, ormild’ or
‘severe’ Doric, was not codified when some of the poems were first
recorded. (ii) Reperformance in a different place or period will often
have introduced changes, conscious or unconscious®” (iii) Hellenistic
editors imposed their own notions of the poets original dialects some
of these are hypercorrections that make the texts lookfoo Lesbian or too
Laconian (‘hyper-Lesbian’, ‘hyper-Laconian’).

In any case, many details of the poet§ own linguistic choices are
irrecoverable. The text presented here is therefore on the whole conser-
vative. Problematic dialect forms are often discussed in the notes rather
than emended. As in most of the recent editions of Greek lyric, little
attempt is made to reconstruct the appearance of the text prior to the
Hellenistic editions, even where it is evident that the text established by the
Alexandrian editors cannot be the same as that of the poets (see for
example p. 63 on the choice betweeno and 6 in Alcman).

5¢ See nn. 41 and 47.






GREEK LYRIC

A SELECTION






ALCMAN 1 PMG (3 CALAME)

X — v v ] TTwAudeUkns.
oUk &yw]v AUkoucov év kopolo Ay w
— ’Evalpogdpov Te kal ZéBpov Todwkn
— v —]v e TOV PraTdw
— v —] TeTOV KOpPUOTEY 5
E¥teiy In T Favakta T Aphiov
— v ]& T &oxov fuioiwy

— w

- v —]v TV &ypdTow
x = ] uéyov EdpuTtdv Te
- v —]wopw KAGvov 10
X = ]&Te TS dploTws
-]

TOPTOOUES.

X — v yl&p Aloa TavTdV

kai TTépos] yepoutdTot

X — v -Tr]¢81h05 dAKA. 15
— v &v]BpwTwv és opavdy ToThoBw

— v mmlpATw yoptv & AgpodiTav

- v - flavacoov ) Twv’
- v — ] f) madda Mépkw
— 99— X&]pires 8¢ Ards ooy 20

— 9 — Jow époyAepdpor

- v — X — ]t&T01

X — v v —]71a8alpwv

- < — x ]1¢thois

X = v v Joke ddpa 25
- v — x ] yopeov

X — v v oo fa

— v — X —|povov

X — v v = p.]'orrodozg

Alcm. 1 suppl. et corr. Blass exceptis quae infra memorantur 2 Blass ex = Pind.
Ol g Egger ininit o1 Snell,&AN Bergk 6 Ahrens ex Epim. Hom. 8 &ypétav
Ahrens 12 o0] Ahrens 19 Ten Brink 15 Ahrens : &w]¢didos Blass 16 phTis
&v] Blass 17 und¢me] Blass 20 Egger

29



30 ALCMAN 1

— v — X — |¢éBa. TGOV & &Nos i 30
—v—x—v | popudpwt puAdkpwl
—v —x— ] v Aidag
— v —x%x —v JauTol
— 99 — v v — |rov. dAaoTa B¢
FEPYQ TTACOV KOKX UTOOUEVOL 35

goT1 TIS 01OV Tiowg
6 & &\P1os 60TIS EUPPWV
quépav [d1]orAgker
EKAQUOTOS. €ydov & Geldw
Ay1865 TO péds Opdd 40
£ T &Nov, évtrep &pw
Ay156 papTUpeTan
paivny. éué & oUT éouviiv
oUTe pwuéoBar viv & KAevv& yopayds
oUd" &u&ds éfjl. Sokel yap fjuey alTd 45
EKTIPETITS TS GOTEP ol TIg
¢v PoTols oTdoeley IOV
Tayov &eBhopdpov kavayx&Toda
TV UmoTeTp1dicov dveipaov.

N oUy Opfiis; O uév KEANS 50

EvnTikds & 8¢ yaita

T&S Euds dveyrds

Aynoiyopas éravBel

XPUOOS 0§ AKNPATOS'

TO T &pyUplov TPOCWTIOY 55

d1apadoaw Ti Tol Aéyow;

Aynoiyopa v aUTar

& 8¢ SeuTépa ed” Ay1dd TO peTdOS

{rros IBnvéd KoAagodos Spapeiton.

Tal TMeAerddes yép &uv 60
‘OpBpict p&pos pepoicais

VUKTO O duPpooiov &te Zeipiov
&OTPOV AFEIPOMEVOL YOV TAL

38 Bergk g9 &Mautos Sitzler 40-1 quidam épid|c’, alii 6péd | £ leg. 45 alrta
Fowler 61 *Opfpion : dpbpica (nom. pl.) quidam editores, dpfict ZA, Fopbeica
Davison



ALCMAN 1

oUTe y&p Tl TOPPUPAS
160005 KOPOSWOT duuval,
oUTe ToikiAog Spakwv
TayXpUo1os, ouds piTpa
Audia, veawidwv
Flavoy|AJepdpwv &yatua,
oudt Tad Nawvéds kopaa,
GAN 008" ApéTa 011817,
oude Zulokis Te kai KAenoionpar.
oUd’ &5 Alvnoiupplo]Tos évBoioca gaorels,
“AcTogis T¢ por yevorTo,
kol ToTiyAéror PIAUAAG
Aopapéta T gpotd [T]e FrowBepis™
AN Aynoixopa pe TeipeL

ol yap & kKoAAiopupos
Aynoix[olpla] Tap adTer
Ay1d0l g . apuével
Bwotnpid [T] & &ronvel.
SAN& T&YV ool
dé€aocfe o1V Yop &va
Kad TéAos. [xolpooTaTis,
peirolpi K, €y v pev ot
TOPOEVOS p&-rav &wo Bpdvw Aédoka
YAUE: éycoy 8¢ Té1 pév AwT u&AAIo TS
Favdavny €pdd+ TOVWY yap

Spw i&Twp EyevTo-
€€ Aynorxopag 8 vedvides

iplfvas épatds EméBav.

T Te yop onpagopwt
Lwaeses.
TG KUPepvaTan 3¢ ypn

kv VET e, -

& 88 T&v Znpnyidwv

77 T, 2B : tnpel quidam editores 79 Ten Brink

Blass 97 oud& Von der Mihll, ouydév Page

31

65

70

75

8o

90

95

93 o[v]rés



32 ALCMAN1: ALCMAN 89 : ALCAEUS 42
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34 ALCAEUS 130B: ALCAEUS 140
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West (29 [va), Fihrer (23 é-), reliqua Barrett 8 in fin. wéAo Page, foo-
Barrett 18 ¢[mopepiors Barrett 20 in fin. ¢om1 TaBeiv Page
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— ] &mBUpiov oUTe Taviopuplov
Uplviiv Kaoodvdpav .
TTp1]&potd Te Taidos &AAou(s

Tpolias 8 GyrmUAoio &Adoi[po]v ant.
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Ibyc. 288 1 <Qpav> Page



ANACREON 348: ANACREON 358: ANACREON 388

1) kou viv émi AnBaiou
divniot Bpacukapdiwv
avdpdv éokaTopdis TOAW
xoipouo’, oU y&p dvnuépous
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auépa kal 81 TO @&ds d1x T&s Bupidos ok eicopfiis; 5

CARM. POP. 869 PMG

del, pUAa, el
kol yap TTiTTakos &Ael
uey&Aas MuTiAfvas BactAsuwy.

carm. pop.848 o CE:Tup®dA,Tupdv B 10 wipva Bergk : mupdv & codd., Tupddva
Hermann 11-12 uersus corruptos esse nonnulli censuerunt 12 &miwpes A :-pev
CE 14 ¢épwuesA:-uev CE 17 oépmsA:-pois CE  iamb. trim. latere censuerunt
Hermann, alii

carm. pop.853 g koxov uéyaomons Athen., k. <oe>p. orfjlom Bergk 5 &1 Bergk :
#8n Athen.  eicopfiis Meineke : éxopns Athen.

carm. pop. 869 1 pud’ &\- Wilamowitz 2 Koester : &Ael codd. g Wilamowitz :
Mituddvas uel Afvas codd. plerique
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CARM. CONV. 892 PMG

6 8¢ kapkivos 08 £

XOA&1 TOV 81V AaPov-

“euBuv xp1) TOV ETOApov Eu-
pev Kol un okoM& ppoveiv.”

CARM. CONV. 893 PMG

&V pupTou kAol TO Eipos popnow

dotep Apuoddios kol AploToyeiTwy

OTe TOV TUPOAWVOV KTAVETTV
icovopous T Abfvas émoinodTnv.

CARM. CONV. 894 PMG

PiATa®” ‘Appodi, oU Ti Tou TEBVMKOS'
Vo015 & €V uok&pwy o€ paoty §val,
va mep Todwkng AXIAeUs

TuBeldnv T1¢ oot TOV oBASYT AtoutBea.

CARM. CONV. 895 PMG

év uupTou KAaBL TO §ipos popnow
otep Apuddios kol ApioToyeiTwy
61’ AbBnvains &v Buoioag

&vdpa TUpavvov “ITTropyov EKkaiveTny.

CARM. CONV. 896 PMG

alel opdw KAéos EooeTon kot odaw,

PiATa®” Apuoddie kol ApioTdyelToy,

6Tl TOV TUpOVVOV KTAVETNY
iocovopous T ABfvas éroimoaTny.

carm. conv. 892 1 ipaBentley
carm. conv. 894 1 Apuddl’ o¥ TiTou X Aristoph. Ach. 980 : Appodiou w Athen.



COMMENTARY

ALCMAN

Alcman was active in Sparta. Ancient scholarship offers twdloruits, second
and fourth quarter of the seventh century (see testimoniai, 10 Campbell).
The earlier date is rendered very unlikely by Alcm.5 fr. 2, which seems to
have mentioned not just king Leotychidas I (usually dated to the second
half of the seventh century) but also a daughter and possibly granddaugh-
ter old enough to have a role in the performance; see Westiggza. It is
likely therefore that Alcman was a broad contemporary of Sappho and
Alcaeus, perhaps slightly older.

Seventh-century Sparta was already a polis with considerable military
power and organisation, which had annexed neighbouring Messenia in
a protracted struggle, but it was not the militaristic society that wdind in
Classical sources, and it certainly was not culturally austere. Surviving art,
including work in bronze and ivory, suggests wealth and sophistication; see
the surveys of Fitzhardinge198o and Fortsch 2001. An impressive number
of poet musicians composed and performed in Sparta a generation or two
before Alcman. Best preserved is the elegist Tyrtaeus. The Pseudo-
Plutarchian De musica (ch. g) connects several names with the establish-
ment of Spartan musical institutions: Terpander of Lesbos, Thaletas of
Gortyn, Xenodamos of Cythera, Xenokritos of Locri, Polymnestos of
Colophon, Sacadas of Argos. Despite the dearth of reliable information
for each of thesefigures, it is clear that seventh-century Sparta was a major
musical and poetic centre, attracting talent from across Greece.

Much of Alcman’s poetry seems to have been tied closely and explicitly
to Sparta’s religious and social structures. Several polis festivals, cults and
deities are named in the texts, as are certain tribes and individual members
of aristocratic and indeed royal families (cf.1.59n.). We do not know
whether Alcman was commissioned by the polis or by families, but he
certainly composed for major public occasions. A signficant portion of
these compositions were maiden-songs, for which Alcman was known in
antiquity (e.g. [Plut.] De mus. 177 = test. 15 Campbell), and which seem to
have filled at least two of the six books of the Alexandrian edition; see
Steph. Byz. €197 (quoting Alcm. 16) and probably Alcm. 5 fr. 49 col. ii.
They are represented here by the best-preserved example, the Louvre
Partheneion. Alcman composed also for choruses of male youths: an ancient
scholar calls him an ‘instructor for traditional choruses of the daughters
and ephebes (of the Spartans)’ (fr. 10(a) PMG= test. g Campbell). Fr. g8
speaks of paeans at banquets; and several of the festivals with which
Alcman is associated are known to have featured performances by males.
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In many cases, including fr.8¢9 (presented here), we have too little to be

sure of the genre, performers or occasion. Some of the fragments may be
sympotic; e.g. 58, r9a. However, it is at least possible that testimonia
according to which Alcman was famous for his love poetry Suda «1289 =

Campbell test. 1, Athen. 13.600f) rest on a mistaken interpretation of
erotic elements in the partheneia.

The close ties with Spartan institutions give Alcmains poetry a local
flavour: local names, local festivals and local dialect forms are all promi-
nent. However, just as Sparta itself was not a parochial city, so Alcmais
poetry, too, participates in panhellenic poetic traditions. (An altogether
parochial poet would hardly have survived; cf. p.21.) As far as we can tell,
his myths focus as much on widely known names such as Helen, Paris and
Ajax as on more obscurely Laconianfigures. His language adds Laconian
forms to what fundamentally is the artficial dialect mix characteristic of all
choral poetry (pp. 62—3). He names himself in several texts, and appar-
ently declared that his work was widely known (Aristid.or. 28.54 ~ Alcm.
148). In general on Alcmans status as both local and panhellenic, see
Carey 2011.

Alcman’s poetry, especially its local features, was the subject of consider-
able scholarly activity in antiquity. There was also a lively debate over
whether Alcman (like for example Terpander) arrived in Sparta from
abroad (Sardis, in his case); see frs. 193¢ and d. It is likely that he was
Spartan, and that the notion of his Lydian origin is a misinterpretation of
texts in which he mentions Sardis; see fr.16.

The fullest commentary is Calame 1983. For scholarship on partheneia
and their setting, see on Alcm.1. For a concise overview of early Spartan
history, see Kennell 2010: ch. g. On Spartan religion, see (bridly) Parker
1989 and (in detail) Richer 2012.

Aleman 1 PMG (3 Calame)

This is by far our longest fragment of Alcman, composed for perfor-
mance at a festival by a chorus of unmarried girls. It is referred to
also as Partheneion 1 and (because of the location of the papyrus)
Louvre Partheneion. The chorus narrate local myth, celebrate their two
female leaders and, with due humility, show themselves off to the
audience.

The surviving text falls into two very different parts, linked by a short
gnomic passage (36—9).

Part1 (1—35) consists of two stretches of narrative drawn from the same
myth or possibly two different ones, bridged again by gnomic thought.
Some or all of the mythical material is taken from early Spartan history.
Deaths and violence abound.
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Part 11 (39-101), by contrast, is rich in images of light and beauty.
The chorus sing about the two female leader figures, Agido and
Hagesichora, and their admiration for them. They also sing about them
selves, casting themselves as inferior to and dependent upon their leaders.
They explicitly enact their identity as parthenoi, unmarried girls (86,
cf. go), and express sentiments suitable to their role.

Despite the strong contrasts, the two parts share several themes and thus
invite the audience to create links that are not made explicit in the text. All
these themes have relevance to Spartan girls and Sparta at large (but not
exclusively so):

Hierarchy. Hierarchical relationships run through the whole poem.
The proper order, modelled by the chorus’ humility and submission to
Hagesichora and Agido, and reinforced throughgnomai in all parts of the
text (13 21, 36—-9, 83—, possiblyg2 5), is one of knowing onés place and
paying respect to one€'s leaders and the gods. The significance of order
reaches beyond the text, to the girl§ place in their oiko: and the polis, and
to polis hierarchies more widely (a topic central also to another early
Spartan poem, Tyrtaeus’ elegiac Eunomia). Choral dance serves as
a display of social order in much Greek thought.

Puairs. Both parts set off two outstanding individuals against their many,
individually named, cousins: the two Dioscuri vis-a-vis the Hippokoontidai
(1 12); Agido and Hagesichora vis-a vis the chorus 64 %7), who describe
Hagesichora as their cousin (2). The Spartans cast the Dioscuri as
a divine model of their dual kings (Hdt. 5.75), and it is tempting to
think that the dual kingship is in the background also of this text.
Several pairs of abstract concepts add to the effect {g—14n.). On pairs
in Spartan religion, see Richerzo12: 225—42.

Beauty and desire. At least some erotic colouring is present in Parti
(17-21, see also 1—12n.). In Part 11, the pervasive language of beauty
shades into language of desire in more than one passage (4 7, 88, 91).
It is above all Hagesichora and Agido who are singled out as desirable, but,
with self-effacement and deference to their leaders, the whole chorus put
themselves on display (64-77).

Cosmic imagery and language. Agido is compared to the sun (1), the
Pleiades and Sirius appear in 60 g, and a goddess of dawn seems to be
named in 87 and possibly 61. The various abstract powers, notably Aisa
and Poros (13-14), also have a cosmic dimension. Alcman’s text repeat-
edly opens up a cosmic vista, and thus draws on the connection between
choruses and stars in the Greek imagination, encapsulated in the image of
the chorus of the stars frequent in later texts (see Csapoz2008 and cf.
60-9n.).

Fighting. The youthful heroes’ mortal battling in the mythical section is
echoed by the striking metaphorical language offighting and peace that
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the chorus use of their own situation 63, 65, g1). Without martial over-
tones, the notion of competition appears at;8-9.

Horses do not appear in Part1 (though see 1n.), but are used repeatedly
as images for Hagesichora and Agido as well as the chorus in Partr (46—9,
50-1, 58—9, 92—3). Associations with aristocracy, beauty, erotics and edu-
cation make horses a resonant image in this text; for these associations, see
Griffith 2006. There may also be a particular Spartan dimension.
Aristophanes’ ‘by the Eurotas girls jump likewédnor” (Lys. 107-9), in the
context of an evocation of Spartan song and cult, shows that certainly in
fiftth-century Athens the comparison of groups of girls to young horses
could be considered characteristically Spartan. The priestesses of the
Leukippides, a pair of Spartan figures whose cult involved adolescent
girls, were at some stage calledwénor; see Hesych. 14496, and in general
on the Leukippides (itself a name that evokes horses) Calame 1997
[1977]: 185—91.

Ever since the discovery of the text, scholars have sought to reconstruct
realities beyond the poem (see below for the extensive bibliography).
Those realities are highly uncertain; what follows is a necessarily dogmatic
view, as almost every detail is contentious.

Personnel. The chorus was formed of, probably eight, aristocraticparthe-
noi, plus Hagesichora and Agido (for the number, see64-77,96-101nn.).
Hagesichora is a ‘chorusleader’ (44 yopayds); Agido too has a role of
prominence. The text does not permit us to determine the relationship
between the two.

Performance. The various references to dawn (see above) make perfor-
mance at sunrise an attractive possibility. The A scholia (see‘Source’
below) believe that for part of the song the choral group split into two half-
choruses, which celebrated Agido and Hagesichora respectively; see the
scholia on 36, 43, 48, and for discussion CLGP ad locc. (Romer) and
Schironi 2016. Some modern scholars, notably Rosenmeyer 1966 and
Péron 1987, take up this idea, but it is dificult to divide the lines satisfac-
torily between the two putative half-choruses, and the default assumption
of a single chorus does not pose significant problems. Hagesichora and
Agido performed too, or in any case were in attendance, but did not dance
in the same formation as the chorus; this arrangement provides the back-
drop to the shifting play of presence and absence in the text (see;8-81,
g6-101nn.). Whether the names are the real names of theirst performers
is unclear, but it is certainly possible; see5g, 64—77nn.

A song forparthenoi. The fundamental studies of Calame1g77 and 1997
[1977] have established that the singers identity and status as parthenoi is
central to text, performance and occasion. A group of girls, more or less
close to marriageable age, advertise their looks, express erotic desire
(albeit not for men), and acknowledge their subordinate position in social
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and cosmic hierarchies; cf. the widespread topos that choruses provided
a forum in which girls presented themselves to onlookers, in myths of
abduction from the dancefloor (e.g. h.Dem. 417-34), literary allusions to
ritual (e.g. Eur. IT 1142-51) and later accounts of education (e.g. Plut.
Lyc. 14.2—9, imagining early Sparta). More specfic reconstructions will
remain speculative on our evidence. Calame himself, for example, sug-
gested that the Spartans had instituted female educational groupings in
which close ties were created between the girls and their leaders (here
Hagesichora), and that Agido (and Agido alone) will soon leave the group
in marriage; but the evidence for such institutions is not robust and the
text does not make it clear that either Agido or Hagesichora are older than
the other girls. For a related model, see Goff2zoo4: 85-98, and on the
education of Spartan girls, which prominently included choruses, Ducat
2006: ch. 7. On the importance of visual display in choruses ofparthenoi,
see Swift 2016.

A public song. Despite the focus on the performing parthenoi, this is
clearly a public song. The myth and thegnomai have broad relevance,
and men are an obvious audience for the girls display. A public dimension
is suggested even more clearly by Alcm. g, a very similar poem in many
ways, and therefore important for understanding the genre (see p.62);
there, the leading female figure passes ‘through the crowd, the darling of
the people’ (73—4). See further Stehle 1997: g0—9, 73-88, who explores
how the girls in Alcm. 1 speak both for and to the community, and
Lonsdale 1993: 193—205.

The occasion. The performance took place in the context of a festival
(81). The nature of the festival and the identity of the presiding deity or
deities are uncertain. The chorus carry an offering for Orthria (or possibly
Orthia,61) and invoke Aotis (87). Both names suggest dawn, but both are
otherwise unknown; further on the identity of the goddess(es), seead locc.
It is conceivable that the whole festival centred on the girls of the chorus,
and that those select girls represented the girls of Sparta at large, as did for
example the ‘bears’ (arktoi) or arrhephoroi at Athens. However, a more
diverse festival, to which the girls contributed, is also possible, for example
a seasonal festival, marking harvest time (cf.60-gn.).

There are two separate reasons why the realities behind the poem have
proved so elusive. One is the state of the evidence: the fragmentary survival
of the text itself, together with the dearth offirm knowledge about
Alcman’s Sparta, hamper any inquiry. Another factor, however, of equal
importance, is the poetics of Partir. Throughout that section, the song
does not so much factually describe an external reality as textually recon-
figure that reality and indeed create its own reality. References and
appeals to realities before the audience’s eyes are frequent (see esp. 4on.
(1%), pon.), but most such references are to the chorus itself as well as
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Hagesichora and Agido rather than to the context in which they perform,
and even those references to the performers are not straightforwardly
descriptive. The chorus stage themselves and their own concern, and
stage Hagesichora and Agido whom they cast, variously, as horses, astral
bodies, possibly doves, whereas the ritual acts and the festival are men-
tioned only briefly and intermittently; they are not the central focus.
Better knowledge of the context would clarify the text, but the relationship
of the text with that context was complex already in thdirst performance.
See further Peponi 2004 and Budelmann 201gb: go—3.

We have no evidence for how the text was classfied by the ancient
editors, but most modern scholars refer to it as apartheneion, a genre that
is well attested for Alcman in ancient scholarship; see p57, and on genre
in general pp. 11-14. An emphasis on the singers identity as girls, refer-
ences to their ouffits, and attention to their relationships with named
leader figures, all recur in Pind. Parth. 2 (fr. g4b) and Alcm. g, which
moreover shares the eroticism of Alcm. 1, in an even more pronounced
form. For discussion of the genrepartheneion see Calame 19%7: 147-76 and
Swift 2010: 173-85.

Finally, the numerous points of contact with the better preserved and
therefore better-understood genre of epinician merit emphasis.
The combination of civic and elite, the celebration of both humans and
gods, the alternation of myth, gnoma: and praise sections, the complex
metaphorical language, the often dificult train of thought, the elusive
relationship with the reallife setting: all these are elements that connect
this text with the victory odes of Pindar or Bacchylides. For all the pro-
blems of interpretation, Alcm. 1 is considerably less idiosyncratic than it
might appear (to us) at first sight; its use of recognisable conventions
would no doubt be more obvious if we had more of Alcman’s output and
more partheneia.

Dialect: Like all choral lyric (pp. 24 5), Alcm. 1 combines Doric with
Ionic and Aeolic forms familiar from epic or other lyric traditions. At least
as transmitted, however, Alcman’s language differs from that of
Stesichorus, Pindar or Simonides in the particular choice of Doric: many
of the forms are Laconian, the dialect of Sparta, which belongs to the
family of ‘severe’ Doric dialects.

It is these Laconian features that give Alcmars texts their distinctive
appearance. However, they are not used consistently, and as a result
Alcman’s dialect cannot be reconstructed with corfidence. Unless editors
are willing to intervene heavily despite this considerable uncertainty, their
text is bound to reflect at least some of the inconsistency of the papyri, and
this edition is no exception. The major editorial decisions taken here are
set out in the next paragraph. For treatments of Alcmars dialect, see
Hinge 2006 and Cassio 2007.



COMMENTARY: ALCMAN 1 63

The papyrus of Alcm. 1 presents numerous instances of o for 6 (e.g.
86 wapoévos), which are preserved here. This orthography is found in
later Laconian texts, but Alcman would have writtent. What is less clear
is how he would have pronounced this consonant. Pronunciation of8
as /8/ (like Engl. <th>) rather than /th/ (as in other Greek dialects) is
virtually certain already for fifth century Laconian, and may or may not
go back further. The preservation ofc can therefore be justified in two
ways: as a reflection of Hellenistic editorial practice, or as an approx-
imation of early pronunciation. (Vice versa, instances of 8 are not
amended to o, despite the inconsistency, e.g. 81 6wotfipi) Word-
initial digamma is shown by inscriptions to be a feature of vernacular
Laconian, and is metrically required in several instances across
Alcman’s corpus. In Alcm. 1, it is probably transmitted twice
(6 pavoxTa, 41 f(e)), and it is here restored in all etymologically clear
cases, including some in which it makes no difference to the metre.
In addition, 63 oveipopévar is emended to &pesipopévar in order to avoid
two different ways of rendering digamma ¢/v). The papyrus is incon-
sistent also in the choice ofn/e1 and w/ov; e.g. fuev and Gpavdv (severe
Doric) but Teiper and kapoUow (mild Doric and koine). We do not know
how severe Alcman’s literary Doric was. Nor do we know whether the
scribe used severe Doric vowels to approximate Laconian, or to remind
the non Doric reader that this is notkoine Greek (the latter is argued by
Willi 2012). This edition maintains the transmitted readings faute de
mieux. The alternative would be to write n/w throughout, on the
assumption that Alcman’s dialect was consistently Laconian. Short-
vowel infinitives are metrically guaranteed occasionally in Stesichorus
(93.17 Finglass) and Bacchylides (19.25). This is a literary practice of
disputed origin (Doric or Aeolic). Several instances occur in Alcman,
none of them in unambiguously short positions. One in fact requires
emendation to preserve the metre, 43 ¢aivev > gadvny (x  required),
a change that then strongly suggests parallel emendation oftmouvév at
the end of the same line. The other two instances are left intact
(17 yapév, 44 pwpéobar). As in some other lyric papyri, there are
a number of ‘Doric’ accents (for the most part in line with the rules
formulated by ancient grammarians). These are kept as transmitted,
e.g. 1§ TavT&Y, 14 yepoutdTol 59 dpaueital 65 &uivar. (Elsewhere in this
volume, see e.g. Stes. 19.20 éw[A]&av (supplementation uncertain) and
Ibyc. S151.2 Avépoy (with note); and for general discussion Nothiger
1971: 83-6.)

Source: Louvre papyrus inv. E gg20 (1T), 1st cent. AD, ed. Egger 1865,
with a reproduction in the accompanying volume of plates. Remains of
three columns present the text of eight stanzas (variously complete). For
descriptions of the papyrus, see Page 1951a: 1 g and (with a photograph
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of one column) Turner 1987: 44-5. The text reproduces Hutchinson’s
transcription, except that it follows Ucciardello forthcoming on lineg1
(F’), 8o (8¢ mapucverdoubtful), 84 ([xolpootaTisprobaby possible).

A coronis (an elaborate marginal sign) shows that only four lines are
missing at the end, but we do not know how much preceded thefirst
surviving line; the common suggestion of a total length of ten stanzas 40
lines (viz. loss of one column) assumes a neat division into two roughly
similar halves. Attribution to Alcman is secure because of short quotations
in later authors: see 2, 6, 1gnn., and for a full list Calame1983: 31—2 and
312.

TT also carries a set of scholia £A), and a further set €B) survives in P.
Oxy. xX1v.2380¢, also 1st cent. AD. A and 2B are edited with commentary
as CLGP, Alcman nos. 5 and 1a, ed. Rémer. They are here cited only where
they make a significant contribution to the text or the interpretation.

Metre:

f—v—x = | 2, 50 7 oUx
“x—vv—v——| hag

S_v—x—v—| 2tr,

tx v v | hag

S —_x—v-" otr,

x—vo—v——|| hag 69 povo
Tee o x oo | et 98 ol
"x—vv—v——| hag
Imv—X—u—Xx—u2_ gfy

U ox—v—x—v——]| gtr 87 Aol
M_U_x—u—x 2tr 32 "A18as (two syllables, not three)
T x o 210r

I3 _oco_uu—uvuu—uu 4d6l
14_w_uv_u><—||]4daAoraTd

One of the longest stanzas in early lyric. Théfirst part (1 8) consists of
four mixed trochaic-aeolic pairs (2#, and hag). A properly trochaic sec-
tion follows (9g—12), before double shorts (which were present in the aeolic
cola of 2, 4, 6, 8) return in the dactyls of thefinal two lines. There is some
freedom of responsion throughout, most remarkably so in the variation
between two versions of the last line of the stanza: a dactylic close iy, 21,
35, 91, and a pendant (‘aeolic’) one in 49, 63, 77. Lines are divided by
pauses in much of the stanza, but the last part is moreflowing. Further on
the metre, see Page 1g951a: 23 5. (The schema supplied in the lacunae in
the poetic text marks thefirst syllable of the trochaics as long, even though
line 56 shows that resolution occurs occasionally.)

Discussions: Schironi 2016, Tsantsanoglou 2012, Bowie 2011, Ferrari
2008, Goff2004: 86—9, *Peponi 2004, *Stehle 1997: g0-gand 73-88, Too
1997, Lonsdale 1993: 193 205, Clay 1991, *Robbins 1991, Nagy 19qo:
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345—-52, Hamilton 1989, Péron 1987, Segal 1983, Vetta 1982, Hooker
1979, *Calame 1977, *Calame 1997 [1977], *Puelma 1995 [1977],
Griffiths 1972, Rosenmeyer 1966, West 1965: 194—202, *Page 1951a.

Commentaries: *Hutchinson 2001: 76-102, Pavese 1gg2a, *Calame
1983: 311—49, Garzya 1954: 9—76.

1-35 Part 1 falls into three sections: the myth of the Dioscuri and the
Hippokoontidai (1-?12), a set of gnomai (?13—21), continuation of the

myth or a new myth (22—35). It is clear that the myth began before our line
1, but the content of any earlier section (s) is a matter of speculation. There
may have been an invocation of the Muses as in Alcmg, and references to

the chorus’ situation or the festival need not have been reserved altogether
for Part11. See also ‘Source’ above.

1-12 (or 1—15) The myth of the Dioscuri and the Hippokoontidai (continued).
Much of the passage is taken up with a catalogue of the slain sons of
Hippokoon. Hippokoon and his brother Tyndareus were mythical kings
of Sparta. Polydeuces (named in 1) and Castor (named probably before 1)
were the sons of, variously, Tyndareus and Zeus (hence ‘Dioscuri’).
Surviving versions of the Hippokodn myth focus mostly on the generation
of the fathers: Hippokoon drives Tyndareus out of Sparta but is then
killed, along with his sons, by Heracles, and Tyndareus returns; see e.g.
Diod. Sic.4.35.5—6, [Apollod.] g.10.5, FGrHist40 F 1.18-21 = IG X1v.1293.
56-62. We do not know whether the version narrated here, in which the
Dioscuri and Hippokoon’s sons are the protagonists, is Alcman’s inven-
tion; in any case it creates a counterpart to the youthfufigures in Part1r.
Alcman lists eleven Hippokoontid names (or ten, if Lykaithos was not one;
see 2—12n.); Page 1951a: 26—30 discusses options for supplementation.

It is possible (no more) that Alcman gave the myth an erotic irflection.
The Hellenistic poet Euphorion (CA fr. 29) apparently treated the
Hippokoontidai and the Dioscuri as ‘rival suitors’ — presumably for the
two Leukippides, seized by the Dioscuri in other versions, but in rivalry
with a different set of youths, the Apharetidai (see Theoc.22 and other
texts and visual representations discussed by Gantz 1993: 324-6).
No evidence links Euphorion’s version back to Alcman, but what makes
the idea attractive is that a clash between Hippokoontidai and Dioscuri
over prospective brides would give point to the prominence of the sons
rather than the fathers in what remains, would resonate with the erotic
tone of the gnomai in 17—21, and would be relevant to the chorus qua
parthenoi; see further Calame 1977: 55—9 and Robbins 1991: 12-14, and
on the passage in general Davison1948: 441—4 and Page 1g51a: 50-3.

Whatever the precise version of the myth, the names in this ringing roll
call will have been resonant in Sparta. Castor and Polydeuces were popular
figures in Laconian myth and cult; see Alcm.7, Pind. Nem. 10.55-60, and
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the discussion of Wide 1893: g04—25 and Parker 1989: 147. Several of the

Hippokoontidai acquired at some point cult monuments in central Sparta,

as Paus. 3.14.6-7 and 15.1-2 reports (dates unknown); see further

Caciagli 2009b: 19—32. The fight between Tyndareus and one of the

Hippokoontidai was depicted on the late sixth-century throne of Apollo
at nearby Amyklai (Paus. §.18.11). Sparta’s Heraclid kings used the myth

of the return of Tyndareus to legitimate their rule, certainly in the
Classical period; see Malkin 19g4: 22-6.

1 TMwAudeUkns: the normalTToAu-is metrically lengthened on the model
of epic mouds etc.; cf. Ibyc. S151.47 TTouAUkpates. The resulting (etymolo-
gicallyfictitious) connection withwé&Aos (‘young horse’) may play with the
Dioscuri’s association with horsemanship (for which see e.g. Alcm.2).

2—12 Two reconstructions are possible, the first perhaps more attrac-
tive. (i) A negative connective likeoUt’ in g and no negative in12: ‘I take
no notice of Lykaithos nor (the others); we will pass them over.
The sequence is a recusatio, comparable to Ibyc. S151.10ff. The emphatic
refusal to give the Hippokoontidai attention 6uUx ... &\éyw, Tapnoopes)
prepares for the moralistic stance in13-21 and ultimately for the chorus
announcement of what theyaresinging about, g9 ¢ycv &’ &eidw. It does not
deprive the Hippokoontidai of the glory the list of names bestows on them,
just as Ibycus does not deprive the fighters at Troy of glory. Foroux ...
oUte ... Te ... Te (etc.), cf. Ibycus’ oUte ... oUte ... Te ... Te. See further
p- 173 and Bonanno 1gg1. Lykaithos is one of the Hippokoodntidai
also in the list at [Apollod.] g.10.5. (ii) Alternatively, line § opens with
‘but’ (&A’) and 12 contains a negative:‘I take no notice of Lykaithos but of
(the others); we will not pass them over. Unlike in Pseudo-Apollodorus,
Lykaithos is not a Hippokoontid, and he is singled out as the only hero not
to be given respect. One has to make the somewhat awkward assumption
that either the audiencés knowledge of the myth or the missing parts of
the song would give point to the rhetoric of singling out Lykaithos. This
approach receives some support from XA, which refers to Lykaithos as
a son of Derites, who according to the lineage at Pausz;.18.5 is a remote
uncle of Hippokoon: this would place Lykaithos in Hippokoons genera-
tion. (But disconcertingly, A also says that Alcman names ‘the other
Deritids’, ... o¥ pévov 1ov Adkaio(v) (sic) & kol Tous Aorrous Anpntidas
oUs émr’ dvépaTos Adyer does ZA confuse Hippokoontids and Deritids?)

On both reconstructions, themapficoues sentence may either be a one-
line emphatic summary (“Those we will (not) pass over’), with punctua-
tion at the end of11, or start earlier, e.g. in8 (X, Y and Z, we will (not)
pass over); the difference for the overall meaning is small.

2 ‘I do not include Lykaithos among the dead..” The text is recon-
structed from a quotation inX Pind. Ol. 11.15a. The implication is: ‘I take
no notice of him, unlike of the other dead: déyw will express respect
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(LSJ s.v.11.2), or here disrespect, also when it is construed withév (s.v. 111).
The chorus appear to use thefirst person singular (2, 9, 40, 43, 52, 56,
77,85, 86,87, 88) and plural (12,41, 60,81, 89) without clear distinction.

3 Zéppov: Paus. §.15.1—2 calls him Sebros, [Apollod.] g.10.5 Tebros.

4 Tov Prxtav: the article turns the adjective into an honorary title,
‘X the forceful.

5 xopuotav: cf. the Iliadic killing formulaTpawy &Aev &vdpa kopuoThy
(4-457, etc.).

6 Apniov: Areios (‘the warlike one’) is not otherwise known as a son of
Hippokoon. ZA reports that Pherecydes (5th cent.Bc, FGrHist 3 F 6) knew
a Hippokoontid called Areitos, and conjectures that name here. The name
Euteiches at the beginning is reconstructed frombpimerismi Homerici €154,
where the line is quoted.

7 Efoxov fuiciwv (Attic Hubéwv) recalls epic phrases like €oxov fipdwv
(11. 18.56, 437). The termfjpifeoslooks back to a bygone age, and thus suits
a famous figure of the past or a hero of cult; seell. 12.23, Hes. WD 160,
Sim. fr. eleg. 11.18 JIEG®, and further Clay2001 and Alc. 42.13n. below.

8 &ypoéTav ‘hunter’. Hunting played an important role in Spartan life
and ideology. Later texts know some of the Hippokoontidai as participants
in the hunt for the Calydonian boar; Ov.Met. 8.914, Hyg. fab. 179. Many
editors nevertheless emend to &ypétov ‘leader’. See Fraenkel 1g10-12: 1.
57-8, who objects to &ypéTav because the word is derived from é&ypds
(‘land’) not &ypa (‘hunt’) and hence means ‘rustic’; cf. LS] Supplement
s.v. But (as Fraenkel notes) the related &ypéTepax aquired the meaning
‘hunter’ irrespective of its proper etymology, e.g. Pind. Ol 2.54, Pyth. 9.6,
carm. conv. 886.3; the same conflation should be possible for &ypéTng.

10 is very difficult. An adj. mwpds or wépos is only attested in the lexico-
graphers, glossed as ‘blind’ (Suda w2183) or ‘suffering’ (taAaimwpos,
Hesych. m4515). An established, longer adjective such as toAaimwpe
might therefore be more likely, but no obvious text suggests itself, partly
because the noun kAévos (‘turmoil’) is difficult to fit into a context that
demands an epithet or some other phrase that qualfies one or more heroes.
The frequently printed prepositional phrase Apeos &v] wopw kAdvov (‘in the
turmoil of blind Ares’, Bergk) would stand out in the otherwise syntactically
simple list.

11 &pioTws ~ Attic &picTous

12 Tapnoopes ~ Attic mapfoousv. For the use of the future, see Sim.
542.97n. Future forms with short eo- are common in the literary Doric of
lyric; their relationship with vernacular Doric is uncertain. See Cassio
1999-

13—21 (or 16-21) A gnomic sequence, alternating between divine and human,
and freedom and constraint. It moves from the power of fate (13-14) to
(probably) human powerlessness (15, reconstruction uncertain) and
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a warning to respect the limits of what is possible and right for humans
(16-19), which is thrown into relief by a statement of what is possible for the
Graces (20 1). These are traditional notions, generically phrased. They
offer comment on the myth that precedes and follows, and are in keeping
also with the chorus stance in Partir.

13—14 [Tépos is supplemented on the basis of 2A: ‘because he has called
the same figure Poros that Hesiod has called Chaos in his mythology.
The sentence is probably a gnomic statement (e.g.‘Ancient Aisa and Poros
are...) rather than a summary conclusion to the myth (e.g/Ancient Aisa
and Poros vanquished them all’).

Elsewhere moépos occurs both in a concrete sense (passage’, ‘course’)
and an abstract one (means’, ‘device’), the latter first attested in thefifth
century. The precise meaning in this passage is irrecoverable, and in any
case the point was probably not so much a specfic cosmological proposi
tion as an august expression of the order of things: fate and the course of
life, fate taking its course, fixed fate and human freedom. For more
specific reconstructions, see Tsitsibakou-Vasalos 199: 130—9 and Ferrari
2008: 29-53. Alcman creates comparable pairs in lines 83—4 (&va | xod
Téhos), and in frs. 5(2) (ancient MMépos and Tékuwp) and 102 (narrow path
and ?pitiless necessity).

15 -wléd1hos &Aké: the widely accepted &m]éditos ‘shoeless’ has connota-
tions of haste, e.g. [Aesch.]PV 145 with Griffith 1989 ad loc. Here it would
have to suggest either an ‘overly hasty’ or ‘unprotected’ &Ax& (in
a statement about human shortcoming), or a ‘rapid’ &«& (in
a statement about gods): see the survey of opinions in Tsitsibakou-
Vasalos 1993: 139—51. But both images are odd: shoes are not emblematic
fighting equipment in the way shields or swords are, and one expects the
gods to be capable of putting on their shoes even when time is short.
We may need another supplement. Punctuation is likely at the end of the
line, as there seems to be a change of topic in16.

16—20 Probably: ‘Let (no) mortal fly to heaven, (nor) attempt to marry
Aphrodite or queen ... (or “marry ... Queen Aphrodite”) or some ... or
a daughter of Porkos. See apparatus for supplements. Several myths come
to mind: the celestial travels of Icarus, Bellerophon and Phaethon had dire
consequences; Anchises and Adonis suffered after their affairs with
Aphrodite, and see 1gn. for Peleus and Thetis. But above all, both senti-
ments are generic injunctions against seeking something humans should
not seek: the ability tofly, let alone fly all the way to heaven; and marriage
to a goddess, let alone the most desirable of goddesses; cf. Sa.27.12-13,
Pind. Pyth. 4.87—92. The warning not to attempt inappropriate marriages
takes on a particular irflection in the mouths of a chorus of young nubile
women before a male audience. For the potential relevance to the
Hippokoontidai, see 1 12n.



COMMENTARY: ALCMAN 1 69

17 yapév: infinitive; see p. 63.

19 TMépkw: the reading rests on Hesychius statement that Alcman
used the name Porkos for the sea god Nereus (v516). The Nereid
Thetis, whose reluctant marriage with the mortal Peleus was shortlived
and produced the illfated Achilles, had an ancient cult in Sparta, accord-
ing to Paus. 3.14.4.

20-1 A grd pers. pl. verb (Jow), meaning something like ‘enter’ or
‘frequent’, is lost. The progression of thought is by opposition, as often in
gnomic sequences: as companions of Aphrodite (see Ibyc.288.1n.) and
divinities who live on Olympus (Hes. Th. 62-5), the Graces create
a contrast with the improper human ambition of16-19. As female deities
of good cheer and as choral dancers Od. 18.194, h.Apol. 194), they
foreshadow Part 11.

21 époylAepépor (‘love-eyed’) is a hapax and épo- an unusual prefix.
Alcman seems to condense into an adjective Hes. Th. g10 té&v kai &mwd
PAepdpwv Epos ifeTo Sepropeudwv (of the Graces). Cf.69 fivoy[Alepdpwv and
75 TOTIYAETTOL

22-35 Further mythical narrative, featuring violent deaths, capped by
a moralising conclusion (34-5). The most persuasive attempts to iden-
tify the myth are as follows, in descending order. (i) Continuation of
the earlier myth; see Robbins 1991: 14-15. Robbins further points to
similarities with the Dioscuri’s battle with the Apharetidai at Pind.Nem.
10.64—71 (esp. the hurling of a large stone), and suggests that Alcman
conflated the myths. For possible points of contact with the
Apharetidai myth, see also1 12n.; for the likelihood that Pindar had
this passage in mind, see 34-5n.; and for gnoma: interrupting
a mythical narrative, see Carey 1981 on Pind. Pyth. 2.34. (ii)
The youths Otos and Ephialtes trying to ascend heaven and/or seeking
an inappropriate marriage; see Od. 11.305—20, Callim. Dian. 264-5,
and the discussion of Janni1g65: 68-71. (iii) The gigantomachy; see
Page 1951a: 42-3.

31 pappépwt puldkpwr ‘glittering boulder’. p&ppapos qualifies a stone
already at /. 16.734 5. Etymology and original meaning are disputed; see
LfgrEs.v.

34-5 A comment on the myth and a lead-in for thegnomai that follow.
The word order suggests construing &aocta adjectivally with pépyc, and
Fépya as object of woov (~ mwabov). The phrasing is firmly grounded in
epic language (cf. Il. 18.77, 24.105, Od. 24.199), but the most strikingly
similar passage is Pind. Nem. 10.64—5 péya é¢pyov ¢pfioavt dréws kai wéBov
Sewdy, for which cf.22—g5n.

34 &laota ‘terrible’ (?). Precise meaning and etymology uncertain
(not necessarily from Aavédavew); see Barrett on Eur. Hipp. 877-80 and
Chantraine 1968-80 s.v. Cf. Stes.17.2—-3(n.).
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36—9 Gnomic section. A gnomeabout divine punishment continues the
thought of the previous sentence in generalising form. It rélects on the
related topic of the precariousness of the human condition; but with
the kind of transition by opposition that is common in gnomic passages
(cf. 20—1n.), it emphasises the positive (good fortune) rather than the
negative (divine punishment), and so introduces the more cheerful tone
of Part 11.

36 This is the tone of wisdom poetry: for éoi 115 (‘there is such
a thing as) in admonitory texts, see West 1978 on Hes. WD 11—46, and
cf. Antimachus fr.131 Matthews; and for divine Tioigin moralising state-
ments, see Od. 1.32—4% and Sol. 13.25. Asyndeton, brevity and repeated
sound patterns (s, t, i) add emphasis. o1v ~ Beéov.

37 6 & 6APios dotis: such rhetoric of defining what makes a man for-
tunate is traditional; e.g. Hes. WD 826-8 and Bacch. 5.50-5. The mascu-
line is standard in such contexts, and in keeping with the chorus
authoritative voice throughout the gnomic and mythical sections. For
the equally traditional notion thatdABos is unstable, see e.g. Sim. 521
and Pind. Pyth. §.105-6.

sUppwv ‘cheerful’ rather than ‘sensible’.

38 &uépav [Si]amAikea ‘weaves through a day. Each day has to be got
through without disaster. Cf. Semonides7.9g9—100 o0 y&p koT elgppwv
fuépny SiépxeTon | &macav (relative chronology uncertain). The metapho-
rical use of SiamwAéxev occurs elsewhere, usually with ‘life’ rather than ‘day’;
see Pind. Nem. 7.99 and LS]J s.v.11.

39—-105 Part 11 comprises five stanzas. The first two celebrate first
Agido, then Hagesichora, then (probably) both (39-59, perhaps
39-69). The third turns to the chorus own looks, but again emphasises
Hagesichora’s superiority (64 77). It is followed by a stanza that combines
deference to the gods with deference to Agido and Hagesichora ¢8-g1).
The final stanza opens with further expressions of subordination and then
probably moves on to the chorus only confident statement of the quality
of their performance, perhaps because the chorus and their leaders now
combine. The lost ending included a further statement about Hagesichora
and/or Agido. This outline shows that the almost ceaseless celebration of
Agido and Hagesichora has a simple overall structure, which is reinforced
by the stanza breaks; but it masks multiple shifts, as well as considerable
uncertainty of interpretation throughout.

39-59 Celebration of Agido and Hagesichora. The chorus express admira-
tion for the two leaders,first individually and, at the end of this section, in
conjunction and comparison (probably). The language is visual, extolling
their looks by means of various images, esp. horses. At several points it is
difficult to determine whether the chorus sing about Agido or
Hagesichora; see the schematic overview of different views in Calame
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1977, after p. 176. The notes below set out a preferred interpretation:
39—-51 Agido, 51—7 Hagesichora, 58-g both, with Agido pre-eminent. But
it is important to realise that (a) choreography, and perhaps audience
knowledge, will have been crucial here; (b) the excellence and pre-
eminence of both leaders is more important than the differences.

39—43 A further emphatic first person (cf. 2 12n.) announces Agido
programmatically as the new theme. At the same time it marks a broader
shift from the mythical past to the actors here and now. The statement
connects to the precedinggnome by appealing to the speaker's experience;
Agido on this day is a positive instantiation of the generalisation.

gyov & &eidw: &eidw + acc. declares the subject matter of a work; cfLittle
Iliad fr. 1, h. 12.1, Pind. Isthm. 2.12. ‘I sing’ introduces the language of
performance that was absent in the myth; contrast &\éycw.

40 Ayi8&ds see [3n.

76: the frequency of definite articles in Part11 creates a sense of con-
crete reality, irrespective of whether the people and things pointed to are
real or imaginary; see 44, 50, 51, 52, 55, ?60, ?70; cf. pp. 61-2.

p&ds exploits several connotations: joy and salvation (e.g. formulaic
pows Aavadior yévnar  yévwuay, Il 8.282, etc.), radiance and beauty (cf.
Sa. 96.9, Praxilla 747 PMG), glorious reputation (Pind. Ol 4.10).
The combination of ég with a personal name in the genitive is unusual;
Agido is strikingly exalted atfirst mention. In a dawn or nighttime perfor
mance there could be a literal dimension too, if the performers carry
torches.

6pé: the chorus see Agido looking like the sun, and invite the audience
to see her so, too. They do much the same again atso—g(n.), starting with
the same verb, now in the second person:# oby 6pfiis.

41 ¢ ‘her’: e ~ ¢, the grd pers. acc. pronoun.TT’s reading is uncertain,
with some editors transcribing o (i.e. 6p&d|o’) or e (possibly = fe).
Uncertainty is compounded by the metre; as an enclitic, f’ metrically
does not open the verse but closes the previous one, which should however
end with a pause rather than an elision, and the same holds fosp|o’; see
Pavese 1967: 36 n. 24 and Hutchinson on Sa. g1.9-10 for the closest
parallels.

QT (~ &oTe) &Mov introduces the cosmic imagery that will recur at
60—, while maintaining the associations ofgds.

41-3 &vrrep ... paivnv: probably ‘which indeed Agido calls upon to
shine for us as witness. évmep is the object of poptipetay and goaivry
(~ gaivewy) is best described as an infinitive of purpose; see further
Puelma 1995 [1977]: 66—9. The idea that the allseeing sun is a witness
of human action is common, e.g.1l. .276-80, Sim. fr. eleg.16 IEG". Here
Agido is said to invoke it,figuratively or ritually, for the sake of‘us’ (&u,
construable with both verbs): the sun is to witness the chorus
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performance, and perhaps the celebrating community at large. On the
‘witnessing’ of and by choruses as a motif, see Martinzoo7: 42-8.

43-5 éué ... éfju best taken as a version of the break off formulae
familiar to us from Pindar. Probably, (i) the chorus purport suddenly
to recall or receive their leader’s (= Hagesichora’s) injunction not to
praise or blame Agido. It is not for them (emphaticéu¢) to pronounce
judgement on her, inferior as they are. For Agido stands out without the
chorus’ doing (45 o¥t&, ‘by herself’). The chorus, that is, continue to
celebrate Agido, while presenting themselves as too inferior to her to do
even that. For this reading, see e.g. Bowie2o11: 42—g and, with a change
of autd to alta ‘this woman’ (accompanied by a gesture to Agido),
Fowler 1995. Alternatively, (ii) the leader does not let the chorus praise
Agido because she (the leader, Hagesichora) is herself &ité&) extraor-
dinary. The chorus, that is, shift their attention to Hagesichora; see
further Calame 1977: 46-8. This reading avoids the conceit of
Hagesichora orchestrating the chorus praise and makes oUt& easier,
but the pronouns are problematic: emphatic éu¢ and unemphatic viv
put the focus on the chorus, while we would want it to be on Agido
(‘not her but Hagesichora’). Moreover, there would be an unwanted
hint of jealousy.

43—4 oUT émoawfiv | oUTe pwpéodar a polar statement amounting to
‘not say anything at all about, cf. Il. 10.249. The previous sentence puts
the emphasis firmly on praise, but in a context of potential comparison
between the two girls blame is more than a meaningless balancing com-
plement. For the (uncertain)e in pwuéobal, see p. 63.

44 ®hevva (~ kAewn) xopayos: this must be Hagesichora, in view of her
name (pace Puelma 1995 [1977]: 74 17 and Pavese 1gg2a: 51 2); cf. 53n.
The reference by title underlines the authority of the prohibition.
We know little about what was involved in the role; see Calame 1997
[1977]: 48 73 for the evidence. However, it is clear that the Spartan
xopoayds was more literally a chorus-leader than theyopnyés who financed
performances in Classical Athens. The masculine equivalent of xkAevv&
xopayds occurs at Alcm. 10b ociopids yol[palyt Aynoidape kAeg[vv]i
AapoTiuide the expression may have had a formulaic ring. (The dialect
form xAevvé is problematic and should perhaps be emended; see Hinge
2006: 117.)

45 o0& &uids = oldauds. The rough breathing is in the papyrus.

45—9 Sokei ... dveipewov: Alcman may be reworking /l. 2.480 3, where
Zeus makes Agamemnon stand out among his fellow Greeks gxkmpetrns)
like a bull among a herd of cows. If he is, he has replaced the bull of the
epic simile with a horse and has marked the scene as imaginary (just as if
somebody were to’, ‘dreams’), thus enhacing the contrast between chorus-
leader and chorus to the point of incongruity.
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45 fipev (Laconian) ~eiva

aUTa: see 49—hpN.

47 Potois: cattle or sheep rather than horses, e.g.Jl. 18.521—4, Aesch.
Ag 1415 16.

47-8 immov | waydv &ebhogdpov is epic: Il. 9.129—4, 9.265-6 imrmous |
mnyous &Bogdpous. The meaning of rnyds was debated already in antiquity
(‘strong’, ‘white’, ‘black’); see Matthews on Antimachus fr. 185.
Callimachus plays with this uncertainty atDian. go. A somewhat mysterious
epic word would add grandeur to an already grand simile. &e8Aogépov is the
first of several references to competition in Partir; cf. pp. 59—-60.

48 xavaxdamode: very rare, but perhaps also taken from hexameter
poetry. It occurs, as here of horses in a race, in a hexameter couplet
attributed to Homer at Certamen 8 and to Hesiod at Plut. Mor. 154a.

49 T®V UtrotreTpidicov Sveipwv: lit. ‘(a horse) of those under-the-rock
dreams’, viz. a dream-horse. UmomeTpidiosis obscure. As creatures of dark-
ness, dreams naturally belong to dark places; cf.2A ‘because they live in
a sunless place’. But that is not enough to give point to the adjective (and
indeed the scholiast goes on to produce more farfetched explanations).
Page 1gr1a: 87 and others follow Herodian 2.297-8 Lentz in taking
UmomeTp1diwv as the equivalent of UmomTep1diwy, ‘winged’. This produces
a simpler expression since dreams commonly fly, but the evident deriva-
tion from métpos is difficult to sidestep.

50—9 The visual focus on Agido and Hagesichora intensfies. The
dominant image continues to be extraordinary horses, but after the simile
in 46 g (‘like a horse’), the audience is now prompted to configure the
two leader figures as those horses (‘the horse’); see further Peponi 2004:
299-393-

50 7 oux épfits; ‘Don’tyouseer’ The chorus address in thefirst instance
themselves (in the singular, just as they often use thefirst person singular),
but the question is also a request to the audience to share their way of
seeing. There may be a playful self-consciousness in presenting as obvious
what is far from obvious (there is no racehorse here, just girls). Cf.56
Siap&Sav for the same self consciousness.

50—1 Itis simplest to assume that the horse refers to the same woman as
that in the simile. On the interpretation of43-r above, this would be
Agido, anduév . . . 8¢ would mark the transition from Agido to Hagesichora,
the undisputed topic of 51-7. Alternatively, 1| oUy 6pfiis could make a new
start, directing attention to Hagesichora, which would have the benfit of
giving most of the stanza to Hagesichora, after most of the previous stanza
belonged to Agido; uév ... 8¢ would have to mark the shift from
Hagesichora as horse to Hagesichora as human, cf58 gn.

51 'Evnmixés ‘Enetic’; a reference probably not to Homers Enetoi
from the south coast of the Black Sea {l. 2.852), but to the Enetoi who
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lived at the top of the Adriatic (Lat.Venet:) and who bred famous horses;
see Eur. Hipp. 291 with Barrett and X ad loc.

51—4 & 8. ..&xNpaTtos: a new comparison (unadulterated gold) brings
out the beauty of Hagesichords hair. But since xaitn is used for both
human hair and horses’ manes, the horse imagery is kept alive.

52 &vewids ‘cousin’, either literally (which would be evidence for selec-
tion of the participants from a single family orguAf)) or metaphorically.
Calame 1997 [1977]: 216-18 discusses (late) evidence for kinship termi-
nology in Spartan educational grouping; see esp. Hesych kg71 ké&oior o &
Tiis aThis &yéAns &deAgoi Te kol dvewiol. kal &l BnAe1 &y oUTws EAeyov Adkwves

53 Aynoiwxdpas: like all names in the text, Hagesichords is introduced
without patronym, at least in what survives; the chorus are (purporting to
be) talking to themselves or to an audience to whom these are all familiar
figures. Whatever the identity of the performer on any given occasion, the
name marks her role as a chorus-leader, and it is possible that it would in
fact have been understood as a synonym of 44 xopayds. The name Agido
similarly suggests pre-eminence (&y- ~ fjy-). These are names with
a meaning. However, royal names like Agis and Agesilaos show that it is
nevertheless possible that they were the names of thefirst performers.
Evidently the Spartan elite (like other Greek elites) liked to express their
leadership in their children’s names. Cf. 64—77 and 7gnn., and further
significant names at Alcm. §.79—4, 10b and 5gb, at least some of which
seem to be historical. For discussion, see Calame 1977: 140-2, Nagy 19go:
345—9, Hinge 2009.

54 &xnpaTos: see Ibyc. S151.41-5n.

55—7 The chorus continue their exaltation of Hagesichord appear-
ance. Then, in a pseudo-spontaneous shift parallel to that in4g-5(n.),
they interrupt themselves: ‘Why am I telling you in an obvious way?
Hagesichora’s beauty speaks for itself (as did Agido’s in 49-5), ‘This is
Hagesichora here’

55 &pyuptov Ssilvery’ follows on from ‘gold’. Light skin is a token of
beauty in women from Homer on, e.g. Od. 18.196; for silvery skin, see
h. 6.10 oTnBéow dpyugioo, of Aphrodite.

58—9 Probably, (i) ‘And the second in beauty after Agido (viz.
Hagesichora) will run as a Kolaxaian horse to an Ibenian’. Agido’s beauty
is extraordinary, but Hagesichora too is very beautiful indeed. For similar
comparisons that praise both individuals, see Ibyc. S151.41-5(n.), Il
2.679—4, carm. conv. 899 PMG; further Puelma 1995 [1977]: 79-82, 108.
uév. .. 8¢ presumably indicates the shift between two modes of demonstrat-
ing Hagesichora’s beauty: from the actual evidence of her visible appear-
ance to the putative scenario (see rgn. (Spaueita)) of how she would
look racing against Agido. The alternative is (ii) to translat€¢ Whoever
is second after Agido in beauty .., thus e.g. Hutchinson ad loc. and,

’
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differently, Page 1g951a: 47—9. uév. .. 8¢ would become more straightfor-

ward, but in this otherwise very concrete passage, with its focus on two
particular women, an indefinite meaning of&. . . deutépa (‘whoever . . ") is

arguably harder to understand.

58 med ~ pet.

59 Ipnvéin KoAagdios: both terms are obscure to us, and prompted
discussion already in antiquity; see XA and XB. On the reading of the
sentence advocated here, both must denote breeds that are excellent,
albeit to different degrees. The Ibenians may have been a Lydian people;
see 2B, Steph. Byz. 118. ‘Kolaxaian’ may have amounted to ‘Scythian’,
since Kolaxais was a mythical Scythian king (Hdt.4.5, 4.7); Ivantchik
2002 and Zaikov 2004 speculate about more specific allusions to
Scythian myth.

Spapeitar: the future makes this a statement of assumption rather than
fact, amounting to‘it will prove to be the case that . .’; contrast the present
tense at 39, 42, 45, 50, 53, 506 (but cf. ‘if’ + optative in 46—9). For the future
expressing inference, see CGCG §33.45 Bakker 2002. The race is
a metaphor for relative beauty, but has the potential to interact with the
dancing moves of the chorus and (probably) their leaders. It also brings to
mind the footraces in which Spartan girls engaged; for the evidence,
which goes back to the sixth centurysc, see Calame 1997 [1977]:
186—7, Ducat 2006: 241—4. The unparalleled construction of Tpéyev with
dative is best explained as by analogy with verbs of competition, which
often take the dative; see KG1.492—-9 and Schwyzer 11.161p.

60-3 The IMeAaiédes fight the chorus: an expression of either the extreme super-
iority of Hagesichora and Agido (continued from 58—9) or of the precariousness of
the moment. ‘For theTleAs1&Bes are rising up through the immortal night like
Sirius and are fighting us as we are bringing a robe to Orthrid.This is the
most difficult sentence in the text. Its poetic effect turns on the paradox-
ical notion of thelleAe1&des as fighters, and as comparable to Sirius, but it is
unclear who or what thelleAs1&8es are here, and hence what the sentence
means. Two lines of approach suggest themselves, thefirst perhaps more
persuasive.

Approach (i) assumes that TTeAei&des is an established title of Agido and
Hagesichora, akin to the use ofmweAe1&8es as the appellation of the priest-
esses of Zeus at Dodona (Hdt. 2.57.1). Such a title might be understood as
either ‘Pleiades’ (women of myth, turned into stars) or ‘Doves’ (as at
Dodona); see 6on. On this reading, the comparison with Sirius is yet
another expression of the superiority of the two leaders, andpdyovta,
hyperbolically, couches this superiority in the language of battle: the
chorus’ inferiority is a matter of life and death, they are in a battle against
their radiant leaders. The conceit would continue with6g dpdvar and 77
Teipel, and see also 87—g1n. One benefit of this approach is that it makes
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sense of the y&p: “Two extraordinary horses race against one another, one
even better than the other. I say that because y&p) I am up against the

most baneful star.” The imagery changes from horses to stars, and the
competition from one between the two leaders to one between leaders and
chorus, but the emphasis on their exceptionality continues, with

a climactic statement of their superiority. There is good continuity also
with what follows (64—77n.). Yet the battle imagery is difficult, and one has
to posit Agido and Hagesichords institutional title MeAe1&Ses. Further on

this approach, which goes back toZA and =B, see Puelma 1995 [1977]:

83-5 and Segal 1983.

Approach (ii) interprets TTeAe1&des as the starcluster. The Greeks often
used the Pleiades’ heliacal rising (viz. thefirst day on which they are visible
briefly before dawn) to mark the beginning of summer, e.g. Hes. WD
383—4, 571-81, and this passage might thus indicate the day on which
the song was performed. More specifically, the rising Pleiades would ‘fight
the chorus in the sense that they are signalling the imminent end of the
ceremony at dawn (Burnett 1964); are delaying sunrise and thus imped-
ing the ceremony (Hutchinson ad loc.); are marking the hottest time of
the year (Stehle19g7: 79-85); or, as a chorus in the sky (for which see Eur.
El 467-8, Callim. fr. 693 Pfeiffer), are outdoing the performing chorus
(Clay 1991: 58-63, Dale 2011b: 28-31). The comparison of the (notor-
iously dim) Pleiades to the (notoriously bright) Sirius emphasises the
statement. This approach has the advantage that no titldTeAai&8es needs
to be posited, but the causal connection with the previous sentence {&p)
is problematic, and there are difficulties also for what follows 64—77n.).
As in (i), the metaphorical battle is dificult to understand.

Other approaches appear to throw up yet more problems: Page 1951a:
52—7 and Rosenmeyer 1966: §45-5 interpret theTleAei&des as a rival chorus,
and Bowie 2011 as Sirens. Calame ad loc. unconvincingly takes &uv as
dative of advantage (‘fight for us’). Caciagli 2009b: 32—-41 argues for
‘since they raise Sirius’. Priestley 2007 takes &te Zeipiov with @&pos, ‘a
cloak like Sirius’.

60 TeAaikdes: the Pleiades, usually seven, are among the most impor-
tant constellations in ancient thinking about stars; see Kiddigg7 on
Aratus 254-67. In mythology, they were the daughters of Atlas, turned
into stars when pursued by Orion: see Gantz19g3: 212-19. In this spelling
with TTeA- rather thanTTA- (found also at e.g. [Hes.] frs.288—go MW, Pind.
Nem. 2.11), the word is the same as weAe1&8es ‘doves’. Later authors refer to
a story of metamorphosis into doves among various etymologies of the
Pleaides; see = Aratus 254—5 and cf. Athen.11.490e.

61 "Ofpiai: the word order favours interpretation as a proper name in
the dative (‘to Orthria’) rather than as a nom. pl. adjective (at daybreak’).
No goddess Orthria— a goddess of dawn? —is otherwise known. There is
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a case for amending toFop8eion (‘to Orthid’), a reading already found in A
(6p8ion). Orthia, later associated with Artemis, had a major sanctuary on
the bank of the Eurotas; see Calame1997 [1977]: 156-69, Pomeroy 2002:
106-11. An unknown Othria in a city with a major Orthia sanctuary would
be a remarkable coincidence. The emendation receives some support also
from Pind. Ol g.29-50, where the Pleiad Taygete consecrates a doe to
Orthosia (~ Orthia). The reading’O8pic: is kept here nevertheless, hesi-
tantly, because of two considerations: (i) the strong possibility that Aotis in
87 is a dawn goddess (n.); (ii) Archaic Orthia inscriptions normally have
FopSeicand FopBa(o) iarather than shortOp8ia (for a possible exception see
SEG 28.409); one would therefore have to assume correption Fop8eiot to
produce the metrically required short vowel.

&pos: an interlinear gloss and a marginal note, as well as Herodianz.
941—2 Lentz, give the meaning as ‘plough’, which is otherwise attested
only in the lexica and grammarians (see further Matthews on Antimachus
fr. 154). But ‘cloak’ is the more obvious interpretation, both because it is
the standard meaning and because garments are common gifts for deities.

epoicals ~ gepovoals. One of a handful of non-epic Aeolic forms in
Alcman’s language.

62 vikta &’ &uppociav: an epic line-opening formula. It is uncertain
what made night immortal in epic (see Heubecket al. 1988 on Od. 4.429),
but the phrase suits a sentence that refers to a ritual act.

Zsiprov: the dog-star, known for brightness, heat, destruction and
beauty; see [l. 22.25-32, Hes. WD 582-8, Archil. fr.107; cf. Alc. 347.1n.
As the dog of Orion, Sirius is sometimes involved in pursuing the Pleiades;
e.g. Pind. fr.74.

63 &repopivar deipewvregularly describes stars rising or moving across
the sky; see LS] Supplement s.v.1.1, Kidd 1997 on Aratus g26. It also suits
dancers leaping up; e.g. Soph. Trach. 216, Aristoph. Lys. 539.

64777 The chorus-members’ outfits and looks; Hagesichora's exceptionality
(expressed in erotic language). The rhetoric assumes the form of praeteritio:
a catalogue of eight women (almost certainly chorus-members) culmi-
nates in a further statement of Hagesichora’s exceptionality.
The passage picks up the metaphor of the battle against thelleAsi&es,
reframing it as a contest of attractiveness. If thdleAsi&des are Hagesichora
and Agido, the thought runs:‘Here is proof that Agido and Hagesichora
are superior fighters (y&p). Despite their accoutrements and looks, these
four chorusmembers are not beautiful enough to ward off their two
leaders; nor do those other four chorussmembers have what it takes to
make us fall in love with them. We are in love with Hagesichora; we cannot
ward her off. If the IMTeAei&Bes are stars, the thought is more dificult, as the
climactic sentence about Hagesichora consitutes a move in a new direction
rather than linking back to the opening of the stanza (but seg%n.).
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As may be the case also for the list of realfighters in 2—12(n.), to
which this passage loosely corresponds, the expressions of insuficiency
do not stand in the way of glorfication: the girls are celebrated for their
beauty and their glamorous outfits at the same time as they are subordi-
nated to Hagesichora. The cultural connotations of the ouits and
jewellery are discussed by Krummen 2013: 33-8, who highlights rela-
tions between Sparta and Ionia. There is no way of knowing how closely
the descriptions matched the actual appearance of the original
performers.

The eight names may be the real names of the first) performers. The
evidence to the contrary is even less conclusive than for Hagesichora and
Agido, for which seegn.; contra Hinge2006: 2g1-2. For the size of the
chorus, see g6—101n.

64-5 Probably, ‘For neither is an overabundance of purple at all
enough to protect us...” &ot is prepared for by técoos Subsequently,
(the equivalent of Attic) Toios/Toia is to be supplied with 66 Spdkwv, 67
piTpo, etc.: ‘... nor is a moikidos dp&kwv<such that it can protect us3, etc.

64 Topoupas: a marker of luxury and high status; cf. in this selection
Sa. 44.9, Sim. 548.16-17.

66 Troiwkidos: both the ‘dappled’ skin of the represented snake and the
‘elaborate’ workmanship; this double meaning is a trope, e.g. Od. 19.228
(Tokidosfawn on brooch) and Pind. Pyth. 8.46 (moikidos snake on shield).

Spaxwv: a snake-shaped piece of jewellery such as a bracelet.

67-8 pitpa | Ausia ‘Lydian headband’. This was obviously a prized
luxury article. It appears also at Sa.g8a.10-11; see further Ulf 2014:
422-3.

69 flavoy[Alepapwv (‘dark-eyed’, lit. ‘violeteyed’) ~ ioPAépapos/
ioyAépapos, describing the Graces at Bacch.1g.5 and Aphrodite at Pind.
fr. go7.

&yoAuce (object of) ‘pride’, ‘delight’.

71 &AN oUd’ expresses progression: ‘nor again’. In %7 &W marks
a contrast:‘no, ...’, ‘rather’.

o1e1dns ~ Beoe1dns. Even divine looks will not help.

73—6 The lesser attractiveness of thefinal four women (compared to
Hagesichora) is conveyed vividly through a counterfactual mini-scene.
No chorus-member (fem. évBoioa ~ éA8oloa) would go to their rehearsals
(or whatever happens at Ainesimbrota’'s house) and there express desire
for Astaphis, Philylla, Damareta or Vianthemis.

79 ¢s Aivnowpp[é]ras ‘to Ainesimbrota’s house’: we do not know who
Ainesimbrota is, except that she evidently is not one of the chorus-
members. Since she is named here she is presumably of significance to
the performance or festival more widely, e.g. the chorus-trainer. See
further Page 1gp1a: 65-6, Calame 19%7: g5—%, Hubbard 2011: g57.
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The very difficulty of establishing her role from the text alone suggests
strongly that this is her real name.

75 TmoTiyAémor ~ wpooPAémor: for similar wishes, in different keys, see
Anacr. g58.8 and Theoc. §.39; and for the erotic gaze in general, linee1
and 69 above, Alcm. §.61-3, Ibyc. 287.1-2n.

76 Acpapita T épatd [T]e Fiavfepis: the jingle underscores the final
line of the minispeech.

77 ue teiper ‘wears me down’. The battle imagery is still felt, but in the
context of 74-6 and 78-81 the primary meaning is erotic, and amounts to
‘drives me mad (with desire)’. [Hes.] fr. 298 MW uses Teipeiv of 8eivos . . .
¢pws and Telestes 8op of 6¢Us gpws. If the MeAeiddes are not Agido and
Hagesichora, the palaeographically minimal changetnpg ‘watches over’
may be considered. It improves coherence with the opening of the stanza:
‘we do not have what it takes tofight the Pleiads, but Hagesichora looks
after us’. But it loses the neat connection with the immediately preceding
lines (‘I am in love not with those four, but with Hagesichorad).

78—91 Deference and ritual; the chorus vis-a-vis their human leaders and the
goddess Aotis. Ritual returns (cf.61) in a stanza in which the chorus balance
continued statements of dependence on their leaders, esp. Hagesichora,
with paying respect to the gods, specfically Aotis. The train of thought is
fundamentally one of alternation (see nn. for specfic transitions): 78-81
leaders: Hagesichora is not with us, she is with Agido and commends our
festival at a distance; 82—4 gods: gods, would that you accept their
(Pprayers); 84—7 leaders (Hagesichora): chorusmistress, by ourselves we
cannot sing; 87—-q gods (Aotis): we want to please Aotis, who healed our
troubles; go—1 leaders (Hagesichora): Hagesichora led us to peace.

‘Our festival’, the invocation of the gods, the reference to Agido and
Hagesichora’s prayers, and the wish to please Aotis, create an impression
of the wider festival and of the chorud contribution to it, but the impres-
sion is hazy, and the ritual references are presented as incidental to the
chorus’ concerns; see p.62.

78-81 Hagesichora’s absence (o0 ... w&p" oUTel ~ oU T&peoTL oUTOY)
contrasts with her presence earlier (57), but there is no need to remove
the contrast by punctuating the sentence as a not very punchy- rheto-
rical question (‘Is Hagesichora not here .. ?’); contra Puelma 1995
[1977]: 91—2, Campbell in the Loeb. The chorus refer either to a piece
of choreography that sets Agido and Hagesichora off from the rest of the
dance formation, or to their prayers 82-3), imagined as performed
simultaneously somewhere else. This interpretation is supported by the
similar use of physical distance in Alcm. g, where Astymeloisa excites the
chorus’ desire (61—3) but ‘does not answer’ (64) and is ‘among the
people’ (73); see Peponi 2007 for discussion, and Hamilton 1980:
464-5 and Swift 2010: 1956 for further comparative material.
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80 g  appéiver the most popular restoration is Caninis 8¢ mapuével,
which would produce ‘she remains near Agido’, but it is unclear that it
fits the traces.

81 8wothpix ‘festival’ (neut. pl.); ZA’s gloss éoptn is probably right.
The etymological connection with 8oivn, Bowatfipioy, 8dofor points to
sacrifice and feasting, essential ingredients of Greek festivals.>A’s gloss
continues af, possibly the beginning of the name of the presiding deity in
the genitive: (festival of) Artemis (~ Orthia)?, Aotis?, Aphrodite? Cf87n.
(AcoT).

aw’ ~ fluétepa. The metre shows that this is not&ua ‘together’.

érravel denotes ritual propriety and indicates Hagesichora’s authority;
contrast43 5 and compare 87 8.

82—4 ‘Gods, may you accept their ?prayers. For fufilment and comple-
tion rest with the gods! From Agido and Hagesichora’s approval of the
8woThpre, the chorus move on to prayers performed by them. This is the
only address to the gods in what survives, and it is at one remove: a prayer
that prayers be accepted. The gnome explains why the chorus turn to the
gods, as well as reinforcing with variation thegnomai in 13-14 (another
pair of overlapping abstracts) and g6—g.

82 &AA& often introduces prayers; see Denniston 1954: 15 16.

otoi is reasonably certain in the context. For the space before,
Hutchinson regards the usual supplement ebx&s (Blass) irreconcilable
with the traces and with misgivings contemplateshités. The sense makes
some such word very likely.

83 é&va: rare, but the formévuoisis Homeric.

84—47 A statement of humility which explains why the chorud request to
the gods had to be a request at one remove. It balances due deference to
the gods with due deference to the human leader; the address to theoioi is
succeeded by an address to the [xolpooTéTis The screeching owl on the
beam contrasts in the text with the melodious singing of the Sirensd6)
and the swan (100-1), and in reality with the singing and dancing of the
chorus; cf. Sa.g1.7-8.

84 [xolpooTéams: lit. ‘she who sets up the chorus, viz. Hagesichora.
A respectful appellation: without her the chorus would not exist.
The word is a hapax and may not be an institutional title (like the masc.
xopooT&Tnsin later periods) but coined ad hoc on the basis of expressions
such as yopov iotéavar for such expressions, cf. Aristoph.Birds 219, Clouds
271 and the name Stesichorus (p. 153); and see further Calame 1997
[1977]: 43-8 and Henrichs 1994—5: 95 n. $6. IT’s double accent on po and
otais peculiar; perhaps the scribe confused nominative yopootaTis (used
as vocative) and vocative opooTaTL

85 Feitroui ¥ ‘so to speak’. x(e) ~ &v.
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87 yAau§ provides an emphatic climax to the statement. The
nocturnal noise of owls is a nuisance at AristophLys. 760-1. The reading
&méd Bpdvw (‘from a rafter’) is not fully secure, but an alternative is
difficult to find.

87-91 A balanced expression of twofold indebtedness, t&1 pév ATl . . .
€€ Aynoixopas 8¢. The interpretation is very uncertain. The'struggles’
(mévewv) and ‘peace’ (iplhvas) are probably metaphorical, and the state
ment as a whole perhaps best taken as marking‘peace’ after the the earlier
‘battling’ (69) with the TeAe1&8es, in the sense that the performance, which
is nearing its end, has been successful. If thelTeAei&des are Hagesichora and
Agido, their superiority no longer threatens the chorus. If they are stars,
their challenge has been overcome. Either way, there has been
a development from 77 Aynoixépa ue teipeito Hagesichora as the facilitator
of ‘lovely peace’. This development towards contentment will continue in
96-101(n.). Metaphorical éipfjvn is unusual (unlike e.g. English ‘peace of
mind’), but after daring metaphoricalu&yovrtai (69) and duiven (65), the
audience will be ready for a metaphorical ‘peace’. Metaphorical wévor are
common, e.g. Pind. fr.70c.16 wéyoy xopiv. For different interpretations of
these lines, see Calame 1977: 116-19, Lonsdale 1993: 204-5, Puelma
1995 [1977]: 71 2n. 50, Bowie 2011: 61 2.

87 éydy 8t after 85 éycw pév emphasises the symmetry between the
chorus’ deference to Hagesichora and their eagerness to find favour
with Aotis. ¢y uév/éycy 8¢ thus interlocks with té& uév/Aynoixdpas 8¢, as
the chorus shift between human and divine.

AwTi: unknown, but probably related tofics (‘dawn’), and hence com
patible with Orthria in61 (if that is the right reading). Various suggestions
have been made about possible associations of Aotis with other deities, but
the evidence is insufficient for more than speculation: Artemis, Helen,
Aphrodite, Eileithyia, Hera and one or both of the Leukippides; see Bowie
2011: 60 n. 74 for doxography, and cf.81n. BwoTthpia).

88 favd&vnwv: through their contributions to the ritual, not least their
performance, cf. similar language at Alcmygp, 56; Pind. OL. §.1. But ¢p& is
marked. The chorus now apply the kind of erotic language that they used
already in 64—77 to the goddess they worship. In contrast to Partr (1-12,
16—20nn.), there is no question of transgression: the chorus desire to
please.

9o veawvides: the chorus— and possibly the girls of Sparta in general.

91 iplivas: the size of the gap suggests thadThadipnvasrather than the
form of the word standardly transmitted for Pindar and other early poets,
gipnv- The earliest Laconian attestation is hpdvov at SEG 26.461.2 (5th/
4th cent.). See further Hinge2006: g.

émépav: lit. ‘set foot on’, viz. ‘embarked upon’. The metaphor is often
hardly felt (see LS]J s.v. A1.4), but particularly appropriate for axopooTd&Tis,



82 COMMENTARY: ALCMAN 1

who directs the chorus' steps. See Soph. OC 18q for a similar play of
figurative and literal meaning.

92-5 Two images of subordination to a leader. The precise line of thought is
irrecoverable, but it is clear that both trace-horse/yoke-horses and helms-
man/crew are suitable images for Hagesichord's role of safely guiding the
choral group, and thus follow on easily fromgo 1.

92—3 Perhaps, ‘(Yoke horses follow/should follow) the tracehorse of
their own accord @[U]réxs).’

92 onpagdpwr: trace-horses ran unyoked on the side of four-horse
teams, and had a particularly important role in negotiating turns. Their
various associations are all relevant here: leadership (Eur. HF 446, Eur. Or.
1017, Hesych. 0339), dependability (Aesch. Ag. 842, and see Griffith
2000: §39—4), luxuriousness (Aesch. Ag 1640-1, Aristoph. Clouds
1300 1).

95 cannot be reconstructed. Hutchinson and Ucciardello forthcoming
rule out the often printedxfy v&i p&[AoT’ dxouny (‘and on a boat one pays
the utmost obedience (to the helmsman)’) as irreconcilable with the
traces.

96-101 Even though inferior to the Sirens, the chorus sing as beautifully as
a swan. Perhaps: ‘The (?voice) of the Sirens is more tuneful (¢. than
ours) — for they are goddesses — and (? this group of ten) children
(sings) in place of eleven (Sirens). And yet it gives voice (?like) a swan
on the waters of the Xanthos. But she (i.e. Hagesichora) with her lovely
blond hair...” The supplement in g7 would be e.g. aid& ‘voice’ (ugy is
highly likely on any interpretation); for the supplements ing8—100 see
below. Thus e.g. West 1965: 200-2, Ferrari 2008: g7-100. The chorus
maintain a certain humility, continuing on from the images of subordi
nation in g2-5: their song does not match that of the Sirens, who are
both divine and more numerous. However, in the comparison with the
mellifluous swan the chorus evince an uncustomary self confidence. For
the first time they speak about themselves in an unreservedly positive
tone. The reason, probably, is that the'group of ten’ includes Agido and
Hagesichora; contrast the eight girls 06477 (n.). As the song nears its
end, the closural movement towards contentment that started with the
end of the chorus ‘struggles’ and their ‘embarking on peace’ under
Hagesichora’s leadership (88—-91) continues. They cannot take on the
Sirens, but together with Agido and Hagesichora they sing like a swan.

Other reconstructions are arguably less coherent, but the uncertainty
is considerable and there are numerous options. Most fundamentally
different are approaches according to which the entire passage refers to
Hagesichora: ‘This woman is (not) a better singer than the Sirens (sup-
plementing e.g.oU8¢vin g7), for they are gods. But instead of eleven girls
she sings like ten, and she gives voice like a swan . ” Thus, broadly, Puelma
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1995 [1977] 95—9, Peponi 2012: 85-6. The flow of the stanza is appealing,
with the earlier images of leadership serving as a set of foils leading up to
the praise of Hagesichora (a‘priamel’; cf. p. 127). 101 & 8" might bring
back Agido. However, with Hagesichora as subject it is dificult to recon-
struct the text ofg8—g in such a way that it both makes sense and is in
keeping with A (for which see below).

96 Znpnvidwwv: Sirens are exceptional singers as early as Od. 12.
The chorus of Pind. Parth. 2.13-15 sing osipfiva & xoutov . .. pipfooy
&o18ais ‘I shall enact in my songs the Siren vaunt. The Sirens are also
dangerous seductresses, which invests the comparison to the parthenoi of
the chorus with a sense of frisson; cf. Swift2o10: 180 1, Power 2011:
98-101. The notion of eleven Sirens is obscure. West1g67a: 11—14 argues
for the presence of Pythagorean musical theory; cf. Ferrareoo8: g2—100
with n.78. Bowie 2011: 57 g provides an iconographic parallel (as well as
offering a more wide-ranging interpretation of the role of the Sirens in this
text).

98—9 are reconstructed from 2A: ‘He [Alcman] said eleven (&v8exo) . . .
because the chorus was formed sometimes from eleven and sometimes
from ten girls’ dvti 8 gvdekais therefore highly likely ing8, and 8exd&s. . .
&eiderpossible in gg; see further CLGP ad loc. Depending on the overall run
of the sentence (9Q6-101n.) one would then want either a demonstrative
after 8exds (&9, ‘this group of ten’) or a comparison (s, ‘like a group of
ten’).

100 Z&vBw: known to Homer as a river in Lycia (/. 12.12-19) and as
an alternative name of the Scamander (l. 20.74). Blass’ & &p’ ¢ would
produce the comparison that seems to be needed. .

101 xukvos: the swan is noted for its song, not just at the point of death,
e.g. h. 21.1, Eur. IT 1104-5, lon 161—9, probably Alcm. S2 (= 12B
Campbell). Contrasts suggest themselves with both the Sirens ofg6 (who
have bird bodies in the iconography; see Hofstetter19g7) and the owl of
87.

émuépwr §avld xopiokor returns to the topics of beauty and allure.
There seems to be a pun Z&vbw/ §avba.

Four lines are lost; see ‘Source’. Perhaps Agido made another appear-
ance (if « 8’ is Hagesichora); perhaps there was a divine address.

Aleman 89 PMG (159 Calame)

A short passage, describing the sleep of wild nature. The movement is from
inanimate (1—2) to animate (3—6).

The paratactic list, with one or two elements per line, is appropriately
simple and unhurried, while changing types of noun phrase ensure varia-
tion (noun, noun + relative clause, noun + epithet, noun + genitive).



84 COMMENTARY: ALCMAN 89

The prominence of terms that would normally convey liveliness or move-
ment, such as torrents, bees and wings (seead locc.), increases the sense of
the extraordinary. Even more arresting, for the opposite reason, is the
opening: unlike the sea or winds, mountains do not sleep elsewhere in

Greek literature, exactly because they do not move and hence do not cease
to move. Alcman’s scene is both suggestive and difficult to parallel because

the sleep is so all-encompassing.

The text is almost certainly incomplete, since stand-alone descriptions
of nature are unknown in early Greek literature, but we can only speculate
about the context. Three possibilities deserve consideration. (i) The calm
of the natural environs serves as a foil for the tortured sleepless speaker; cf.
anxious characters in Homer who cannotfind sleep while everybody else
does (e.g. Zeus at Il. 2.1—2, Agamemnon at10.1—4), and fuller instances of
the topos in later texts, such as Eur.JAg 13 and esp. Verg. Aen. 4.522 32;
cf. Sim. 548 below. (ii) The lines set the scene for a night-time ritual in the
mountains; cf. Alcm.56. This might be a scene, moreover, that is pervaded
by a sense of divine presence, since silence often attends epiphanies.
Further on this view, see Calame 1985: 573—4. However, sleep is not the
same as silence, and one might expect alertness in the face of the divine.
(iii) As part of the myth section of a longer composition, Alcman is
describing the dark world of the North, a land that is regularly cast as
wrapped in darkness and as the place where the sun rests at night. Alcman
treats the mythical North elsewhere. See esp. fr.go, ‘Rhipai, mountain
flowering with forest, breast of black nigh', and further on this approach
see Budelmann 2013a.

Uniquely among Alcman’s more substantial fragments, the dialect of
the transmitted text is epic Ionic throughout, containing no characteristi
cally Doric, let alone Laconian, forms. Unless one doubts attribution to
Alcman, one has to assume either that Alcman drew more heavily than
usual on epic forms in a text that is heavily epic in its vocabulary (a feature
of other lyric descriptions of nature, as Harvey1g57: 215—-1% points out),
or that the text was changed in transmission and differs substantially from
both Alcman’s own and that of the Alexandrian edition. The truth may
well be a combination of both explanations. In the absence of reliable
criteria by which to make decisions on individual forms, the text is here
printed as transmitted. The attractive metrical emendationsg éo<o>a and
5 Pévbea<o>1 would both change one Homeric form for another. Further
on the dialect, see Page1gr1a: 158 62 and Morani1ggo, and on Alcman’s
dialect in general pp.62-3 above.

Source: Cited as Alcman’s by Apollonius the Sophist (1st cent.AD), Lex.
s.v. kvwdodov (p. 101 Bekker), to illustrate the distinction between
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Bfipes/Bnpia, épmetd (which he takes to mean ‘snakes’ here, probably
wrongly) and kvédoAa (which he glosses ‘sea-monsters, whales and such
like’). We have only one manuscript.

Metre:
——vev—vv—v—u—"| —2daith(=-D p)  Sptwv
v v v T ith (=2t
t—v—vvfouxv—v—uv——| endswith ith (preceded by 2dawith West's
o —o—o == jg——ith text)
v vv v v | 3ia(with central cho, unless Heyne’s BévBeo<o>1is
——v————vou—vv—"|| ia==D adopted)

The rhythm combines iambo-trochaic and dactylic forms with consider-
able flexibility, but repeated patterns give structure to the stanza. Thdirst
four verses end with ithyphallics, the last three open with— — v — —
The dactylic blunt close of line 6 suggests strongly that the stanza con
tinues. The pendant (- —) cadences otherwise, and the frequent changes
of rhythm, make pause after each line likely, even though only those after
g and 5 are guaranteed by brevis in longg a steady regularity would also suit
the subject matter. See further West1g82a: 52—g, who in particular dis-
cusses the unusual shape — — v ——— (4, 6).

Discussions: Magnelli 2015, Budelmann 2013a, Moraniiggo, Alfageme
1978, Elliger 1975: 185-8, Cuartero 1972: 399—402, Pfeiffer 1959.

1 eUSouor: the metaphorical usage is common. Seell. 5.524—5 8pp’ eUdniot
uévos Bopéao kol ENAwv | {axpndv &véuwy, Sim. 545.22, Aesch. Ag. 565-6 (the
sea sleeping at noon), and LSJ s.v.11. Alcman uses the conceit at unusual
length, as well as in variation with real sleep.

épéwv kopugai: traditional phrasing; e.g. Il. 12.282 UynA&dv dpéwv
Kopupds kol Tpwovas dxpous. In Alcm. 56 a festival takes place év kopugais
dpEwv.

pépayyes: the only word in the text that is not otherwise attested before
the fifth century.

2 xap&dpar are normally fastflowing and loud; e.g. Aristoph. Wasps
1034.

3 TPUA& Teépmretd 61: épmeTdare animals that‘crawl’, i.e. move on their
legs; the word thus combines well with ca Tpéger pérova yda. But ¢iia
(‘tribes’) makes little sense by itself; contrast6 oiwvidv eiAa. The three most
attractive corrections, all of them producing broadly the same meaning,
are: the deletion of piA& Te as an intrusion from6; A& 8’ épmetédyv (‘tribes
of animals’); and ¢iA& 8 ¢pmér’ with (unusual) adjectival épmetd (‘creeping
tribes’). Pfeiffer’s frequently printed UAa 8 épmeta 6 (‘and the wood and
animals’) is less likely; ‘forest’ should come in the previous verse (from
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which it would be divided by hiatus), and one would expect a plural; for
further objections, see Perotti 1988.

Tpéel . . . ydia: Soa Tpégel dpeia xBwv (1. 11.741, etc.) and yaia pédaiva
(Il. 2.699, etc., cf. Sa.16.2(n.)) are hexameter formulae. See also Od. 4.
417-18 800’ &mi yoiow | épmeT& ylyvovtar, the only instance ofépmeTév in
surviving early hexameter.

4 8fipes ... dpeoxidior ‘mountain-dwelling beasts’. Cf. Il. 1.268 ¢npoiv
dpeokwioiot (the Centaurs).

yévos pedicoidv: bees are probably chosen because they are emblems of
activity, e.g. Hes. Th. 596—7. For the phrasing, cf. Il. 2.87 #vex ...
puehicodwy, [Hes.] fr. §3a2.16 MW pehiooéwv dyrad pUia.

5 kvwdal’ ‘creatures’. For the phrasing, cf.Od. 17.416-17 oU pév yé&p 1
puyeoke Babeing PevBeovUAng | kvwdadtoy, the only instance of the word in the
Iliad or Odyssey, and expressions such as Il. 1.358 év BévBecow &nds (of
Thetis).

Topeupiis ‘purple’. It is possible that the word evokes not just the
darkness but also the motion of the sea; cf.wopgupw ‘heave’ and see
Stulz 19go: 176-8, Lfgrkl s.v. That motion would now be put to rest,
along with thekvodaia.

6 &U8ouci: the ring composition may be imaginary as neither the scene
of sleep nor this sentence need have ended here.

olwv@V ... Tavutrtepuywv ‘long winged birds’. Cf. Il 12.237 oilwvoiot
TavurTepUyeool and similar expressions. Those long wings are not now

flapping.

ALCAEUS

Alcaeus of Lesbos is best known for what antiquity called‘poems of strife’

(oTaciwTiKy TorfuaTe, Strabo 14.2.9 = test. 1 Campbell), which, with their
sometimes very specific detail, create autobiographical vignettes (accurate or
otherwise) of a life of ambition, corflict and failure; but he also composed
small-scale hymns (34, 45, 307, 308; for the genre, cf. Anacrg48 below),

drinking songs (represented here by §47), and poems of love and desire

(mostly lost, but see Cic. Tusc. 4.71, Hor. Odes 1.52.9—12 = test. 26 Campbell,

Quint. 10.1.64 = test. 21). Myth, too, was a frequent feature of his poetry (see
on fr.42 below). Poetically, the recurring political topics serve as material for
variation on a theme (cf. variation on the theme of love in Latin elegy).
Examples presented here are the contrasting pair fra2qg and fr. 130b, and
the altogether different fr.140. Alcaeus can be aggressive and abusive as well
as celebratory, he combines strongly individual first-person perspectives with

extended narrative, allegory and ecphrasis, and overtly manipulates earlier
poetic traditions, ranging from Hesiod (seeg47 below), to epic (see 42

below) and Archilochus (esp. 401B Voigt = 428 LP).
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Ancient chronology places Alcaeus career ¢. 610 to 580 BC, and we are
not in a position to offer an alternative estimate. Fr48.10-11 seems to
refer to the fall of the Levantine city of Ashkelon, which can be dated to
604; on this fragment, see Fantalkin and Lytle2o16. For the apparently
conflicting evidence of Hdt. r5.94-5, see Page 1955: 152-61 and
Hornblower 20193 on 5.94.2. Further on Alcaeus date, see Liberman
1999: xv-xvi and Hutchinson 2001: 187-8.

Two types of context are important for understanding Alcaeus, thdirst of
them cultural. As set out in the Introduction, early Lesbos, like Alcmais
Sparta, was a musical and poetic centre (pp.17-18). This environment will
have been instrumental in Alcaeus own formation as a poet, and it is likely
that he was familiar also with the poetry of the roughly contemporary Sappho.

The second relevant context is political. Alcaeus was active during
a period of considerable unrest in his hometown of Mytilene. Several
aristocratic clans were jostling for supremacy, fighting one another in
closed political factions or hetaireiai (the term is only attested later, but
Alcaeus himself speaks of his étaipol, ‘companions’). As is clear from the
fragments themselves, and confirmed by ancient scholarship which drew
on fuller knowledge of the corpus, Alcaeus was a prominent member of
one such hetaireia, which, led perhaps by his brother, was in corflict with
various rulers of the day. Success was at best intermittent, and Alcaeus was
forced to spend repeated periods away from Mytilene. The most signifi-
cant of the rival rulers is Pittacus (on whom see p.g4); other persistent
names are Melanchrus and Myrsilus (see 129.28n. for the latter). All of
them are referred to as‘tyrants’ either by Alcaeus or in the later tradition,
but it should not be assumed that their rule was necessarily either illegiti-
mate or violent. For attempts to piece together a sequence of events, see
Page 1955: 149-243, Liberman 19gg: xiv—xxiii, and specifically for
Alcaeus’ periods of exile, p. g4 below. De Libero 1996, Anderson 2005
and Osborne 2009: 174-85 provide accounts of aristocratic rivalry and the
nature of tyranny in this period.

It is likely that Alcaeus composed with two audiences in mind, his
hetaireia, at whose symposia his songs (among other things) articulated
group-internal attitudes, memories and ambitions, and a wider set of
listeners, in Lesbos and beyond, for whom his songs (among other things)
portrayed the vicissitudes of a political faction. For all their references to
specific events and persons, these are portable poems that make sense also
outside their original settings. Several of them create an elaborate (stable
or shifting) mise en scéene — a ship battered by waves, a lone exile at
a sanctuary, a house full of weapons— which will have helped reperfor-
mance, both within the hetaireia and without.

The Alexandrian editors collected Alcaeus poems in ten books; their
criteria of classification are disputed, but in contrast to Sappho were not
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metrical; see Liberman 199g: xlviii-lx, Acosta-Hughes 2010: 134—4o0.
Alcaeus was much read already in the Classical period. Herodotus, for
example, uses him for his account of the corflict between Athens and
Mytilene over the city of Sigeum in the Troad (see p.87), Aristotle quotes
him as a source for Pittacus (Pol. g.14.1285ab = Alc. 948), and the
Peripatetic scholar Dicaearchus wrote a treatise about him (frs.g4 g
Wehrli). Alcaeus continued to attract attention in Rome, and Horace
selected him as his chief model for his lyric Odes.

The most useful edition, and closest to a commentary on the whole
corpus, is Liberman 199g; Page 1955 is a fuller commentary on the larger
fragments. The most important book-length study is Rosler1980o, which
situates the poems in the context of performance for thehetaireia. See also
Martin 1972 (an introductory monograph) and Burnett1g8g: 107205 (a
literary study).

The dialect of Alcaeus and Sappho. Like all lyric language (pp. 24-5), the
dialect of Alcaeus and Sappho blends inherited poetic, especially epic,
forms and formulae with the local vernacular. The vernacular in question
is Lesbian, a member of the Aeolic group of dialects. The vernacular
colouring is more pronounced than in most other lyric poets, but the
balance of the different elements varies (see p.139 on the tilt towards epic
in Sa. 44). Notable features include: psilosis (no rough breathings), reces-
sive accentuation (accent as close to the beginning of the word as general
Greek rules of accentuation permit), gemination (double consonants
instead of lengthening of the preceding vowel, e.g.&uu ~ fipiv, iuépper ~
iueiper), ‘diphthongisation’ (e.g. 88ois ~ 68ouUs, B¢horoa ~ Béhouoa, TéAxLs ~
T&Aas); ai ‘if” and the modal particle kev. For complete lists, see the hand-
books in p. 24 1. 49. For book-length treatments of Aeolic and Lesbian, see
Blimel 1982 and Hodot 19go. On the language of the Lesbian poets, see
Hamm 1957, Hooker 1977 and Bowie 1981.

A further notable characteristic of the dialect as transmitted in the
papyri is the use of 68 in place of word-internal {, e.g. méodwv. This is not
what the poets wrote: Lesbian inscriptions consistently havel. The spelling
odwas probably introduced to indicate that the Archaic pronunciation of
differed from that current inkoine Greek ([z]). (Whether it was indeed
[sd], as the editors evidently thought, or rather [ds], is disputed.)
The papyri distinguish ‘secondary’ { (e.g. (& ~ Attic 81&), for which they
maintain {. Modern editions usually replicate both conventions, emend-
ing if necessary (but see Sa.58b ‘Source’).

Finally, the transmitted texts present a number of hyper-Lesbian’ forms:
these are Lesbiandooking forms introduced in the transmission even
though they do not in fact exist in Lesbian. Examples in the texts presented
here include peidicicaioa (the second a1 is genuine Lesbian ‘diphthongisa-
tion’, the first is not), divvnvtes and Zévvuooov (no gemination expected
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here). This edition reproduces transmitted hyper-dialectic forms, but since
it is impossible to establish Hellenistic editorial practice with certainty, it
does not introduce them by emendation. For example, éntéacev is not

changed toémwtéaioey, and by the same token su1 in verbs like oiknui is not

changed to (possibly hyper-dialectic) -nup1.

Alcaeus 42 Voigt

Two mythical figures and their myths, set against one another. Helen is
presented as the cause of the suffering of the Trojans, and then thrown
into relief by Thetis, who in her marriage with Peleus exemplfies a female
ideal.

The comparison hinges on the introduction of Thetis aoU TeatTay, ‘not
such a woman’ (as Helen), and is elaborated with ring composition: Helen
and Troy at the beginning and the end (—4, 15-16) frame Thetis, with
&ug’ E[Aévon and moNis altwv echoing ék o¢Bev and “[hov ipav. Even though
the song says little about Helen, it achieves a sense of total difference
between her and Thetis. The proper marriage of Peleus and Thetis evokes
the improper relationship of Paris and Helen. The smooth sequence of
wedding, conjugal love and the birth of a child in the Thetis section
contrasts in theme as well as narrative mode with the bald statements of
death and destruction which characterise Helen. Helen is named (prob-
ably) twice but given (probably) no epithet, while Thetis is referred to by
eulogistic periphrasis.

The neat polarity requires the omission of well-known aspects of the
myths of Helen and especially Thetis. Thetis was not just a‘delicate girl’
but also, and above all, a sea-goddess. In many versions, her marriage to
Peleus was arranged by Zeus for ulterior motives, chief among them the
hope to circumvent a prophecy that Theti$ son would be stronger than his
father (first attestation Pind. Isthm. 8.91—41). Thetis was reluctant to marry
Peleus (e.g. 1l.18.432—4), who in some accounts wins her only by wrestling
with her (first LIMCs.v. ‘Peleus’ 78, mid-/late 7th cent.; in literature Pind.
Nem. §.5—0, 4.62-5). She soon left husband and son to live in the depths
of the sea; this is where thelliad situates her, without Peleus. In fact, her
story and Helen’s are intricately linked. It was at Theti§wedding that Eris
provoked the quarrel among the gods which led to the Judgement of Paris
and, ultimately, to the Trojan War, and it was at the hands of Achilles,
whose birth the poem narrates immediately before returning to Trojan
deaths, that many of those Trojans died. Together, these omissions
are striking. The sense that Alc.42 demands to be interpreted against
the mythological and poetic tradition is compounded by allusions in the
phrasing (7, 13, 14nn.), by the opening &s Adyos, and by the poetic
catchphrase &ug’ 'E[Aévan, which serves to encapsulate the Helen myth.
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Helen provides obvious material for this type of mythological self-
consciousness. Her morality is the subject of debate as early as Homer.
She prompted metapoetic treatment in numerous later works, e.g.
Stesichorus’ Palinode, and foresees already in Homer that she and Paris
‘will be things of song for people in the futuré (/l. 6.358). She had
currency in Lesbian poetry (Alc.28g, Sa. 16), as indeed did Thetis (Alc.
44, probably Sa.141). The Cypria (often dated later than Alcaeus) narrates
both the wedding of Thetis and Peleus and the birth of Helen and
Judgement of Paris near the outset, presumably treating both episodes as
causes of the Trojan War; see Proclus summary and fr. 1, and the discus-
sion of Currie 2015: 285-7.

Alcaeus drew on myth in a number of poems. In the case of some of
them enough survives to indicate that the mythical narrative was not self-
standing but illustrated sentiments or events in the here and now; see frs.
38a, 117b, 298. It is conceivable that in this poem, too, the (surviving)
myth was preceded by a (lost) non-mythical section; see Rosler 198o:
221-38. However, the play with the mytho-poetic tradition gives the text
sufficient point as it stands, and the elaborate ring composition makes the
four stanzas a self-contained unit. There is therefore a good chance that it
is indeed complete; see further ‘Source’ and 1n.

Source: P.Oxy. X.1233 fr. 2 col. ii.1-16 (2nd cent. AD), edited by Hunt,
with exempli gratia supplements by Wilamowitz. A coronis shows that we have
the end of the poem, but the papyrus does not help to decide whether we
have the beginning: the text starts at the top of a column; the previous
column-end is not preserved.

Metre: Four Sapphic strophes; see on Sa. 1.

Discussions: *Caprioli 2012, *Blondell 2010: g51—g, Pallantza 2005:
22-94, Race 1989, Davies 1986a, Maronitis 2004 [1984], Meyerhoff 1984:
91-113, *Burnett 1983: 1go-8, Rosler 1g80: 221-38, *Page 1955: 278-81.
For poetic treatments of Helen, see esp. Blondell 2019 and Austin 1994;
for Thetis, Gantz1993: 228-g1 and March 1987: 1-26.

1—4 Helen and Troy. The person addressed as the cause of the Trojans
bitter suffering (rikpov + lost noun) must be Helen. She was probably
named in line 1 or 2. Her specific role may have been left vague: it is
possible that k&kwv serves to pass moral judgement on her. Page’s supple-
ments (m[up1 & was already suggested by Wilamowitz) convey an exempli
gratia impression of the run of the stanza: &s Adyos kdkwv &[xos €vvek’
Zoyowv] | Teppduwt xa modo[1 wot’, "Qhev’, ANBev] | 2k oéBev Trikpov, mupt &
Seoe Zebs] | "iov Ipaw, ‘As the story has it, because of wretched deeds bitter
grief once came to Priam and his children, Helen, from you, and Zeus
destroyed holy Troy with fire.” Pallantza 200r: 28-34 argues that the
addressee is Paris, with Helen named in a lost first stanza. However, 5
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teaUTav is difficult if Helen has not been mentioned shortly before; and
one expects the connection fromi—4 to 5—14 to be made through Peleus
rather than Thetis, and Paris rather than Helen to reappear imp 16.

1 s Adyos: a common expression, which elsewhere rounds off or
parenthetically interrupts rather than introduces a narrative; e.g.
Certamen 11 (‘Hesiod’), Aesch. Suppl. 230, Eum. 4. If this is the beginning
of the poem, &g Adyos is a suitably striking means of situating the poenis
treatment of myth in a tradition; cf. headnote. Notablypddyos (but not s
Aoyos) appears near the beginning of two other compositions about
Helen, Stesichorus' palinode (‘that Adyos is not true’, fr. g1a, probably
early in the work), and a piece of which we only have thefirst three words,
‘E]Aévny moTe Adyos (Michigan papyrus inv. §2r0c recto col. i, in a list of
lyric and tragic incipits, see Borges and Sampsonzo12: 27).

2 For the formTlepp&pw, see Sa. 44.16n., for the phrasing cf. formulaic
Mpiopos/mov Tprauotd Te Tddes/as (4x in 11.).

3 éx oéfev can denote agency or first origin without attribution of
agency. Apostrophe of mythicalfigures is rare in lyric. It here establishes
Helen as the topic of the song.

4 “ovipav: an epic formula, e.g./l. 6.448. Troy perishes despite being
sacred. On the sacredness of cities, see Scully19go: 16—40, and on the
interest Lesbians took in nearby Troy see pp.139—40 below.

5—14 Thetis, Peleus, Achilles. The section is introduced as a comparison
of Helen with Thetis, but soon develops into a self-standing, rapid account
of the wedding and marriage of Peleus and Thetis, whichflows across two
stanza-breaks and culminates in the birth of Achilles. The detail highlights
propriety; see the headnote for omissions that make this possible.

5 TeXUTAV ~ TOLXUTTV.

Aiakidai[s: the honorific patronymic refers to Peleus rather than
Aiakos’ grandson Achilles occasionally already in thelliad (e.g. 18.433),
and then does so frequently after Homer. At line end perhaps éxoitiv
(Barkhuizen 1989), ‘not such a bride’.

6 The gods’ attendance is standard in the frequent representations of
the wedding of Peleus and Thetis in song and image; e.g./l. 24.62—3 and
the Francois Vase (LIMCs.v. ‘Peleus’ 212). Here they come at Peleus’
invitation. kaAécoaxiswould fit syntax and metre.

7 &yer’ (‘led off’, viz. ‘married’) is standard wedding language; see Sa.
44-5n. Peleus collects Thetis from her father's house, as though she were
an ordinary bride. Only#\wv suggests dissonance, hinting at the force he
had to use; there may also be a pun on Helen's name (cf. the pun at Aesch.
Ag. 689—g0 EAévaus EAavdpos EAé TTTOMS).

9 Xéppwvos: Cheiron is Achilles tutor; first at /l. 11.832, see Robbins
1993. In some versions he hosts Peleus and Thetis’ wedding; see
[Apollod.] g.15.5, cf. Pind. Nem. g.56 7 and Eur. IA 700 10.
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9-10 #AMuoe & 1 {dpa Tapbive (gen.): cf. Od. 11.245 Ajoe 8¢
TapBevinv Lowvny. As the sense is complete it is impossible to guess what is
lost at line-end.

10 The punctuation aftermapféve is in the papyrus. The next sentence
was probably concerned with the love or love-making of Peleus and Thetis.
E.g. g6 [Tas & £6ade (Hunt, Page).

11 Nnpeidwv &pioT[as: appropriately, the mother of the ‘best of the
Achaeans’ is the ‘best of the Nereids’.

12 £g & éviautov ‘and within the year': normally ‘for a year’, and here
too looking at the time that passed as she was pregnant.

13 aipbéwv depends on a lost superlative at line-end, e.g. pépioTov.
As the son of Thetis and Peleus, Achilles is literally‘half divine’, but in
the context the word evokes the destruction of the race of th§uifco1in the
Theban and Trojan Wars (Hes. WD 156—73, cf. fr. 204.96-105 MW):
Achilles is exceptional, but like the Trojans of15-16 he died at Troy.
Further on the term see Alcm.1.7n.

14 6Apwov (‘blessed’) raises questions, since Achilles did not live to
enjoy wealth or many other blessings.

§avBav éAatn[pa TwAwv: Achilles’ horses, one of them called Xanthos,
were a wedding gift to Peleus by the gods (/I. 16.380 1, etc.). In the Iliad,
they reach their greatest prominence in the prophecy of his death (qg.
404—24). ToAwy is near-certain as the only metrically suitable word for
‘horse’.

15—16 Helen and Troy, resumed.

15 oi &’ must be the Trojans, because of méMis afftewov. As no supplement
meaning ‘Trojans’ suggests itself, their identity is probably to be under-
stood. Hunt’s frequently printed ®puyes Teis doubtful because the first
author known to have corflated Phrygians and Trojans is Aeschylus (fr.
449), as Hall 1988 points out. In any case, the text opens out from its focus
on individuals and ends with a bleak reference to the destruction of the
Trojans and their city.

éug’ E[Aéver ‘for the sake of Helen'. This and similar expressions are so
frequent as to condense emblematically the everrecurring question of
Helen’s role: see &ug’ EAévm vel sim. at /1. §.70, 3.91, Od. 22.227, Pind. Pyth.
11.33—4, byr. adesp. 989 PMG;, and related phrases at Alc.289.14, 1l. 3.157,
Hes. WD 165, frs. 196.4, 200.11 MW and elsewhere. After the third person
account of Thetis and Peleus, the earlier second person € o£6ev) is not
resumed.

Alcaeus 129 Voigt

At a pan-Lesbian sanctuary of Hera, Zeus and Dionysus Alcaeus prays for
relief from the hardship of exile and curses his rival Pittacus, the current
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ruler of Mytilene. Interweaving past, present and future, the song combines
raw immediacy with elaborate self-presentation and self-dramatisation.

The text opens with an account of the establishment of the sanctuary in
the past (1—g). There follows an invocation of the three deities with
a request for delivery (9—12), which soon gives way to a curse on Pittacus
(13 14). The curse in turn prompts a solemn recall of the oath of mutual
loyalty sworn by the speaker, his companions and Pittacus @4-20).
Thefinal section seems to be an account of Pittacu$ (perceived) offences,
starting with his perjury 1-?). Asyndeta in g and 21 mark the two major
divisions. Our line 1 may well be the beginning of the poem (1-gn.), and
a coronis guarantees that g2, four lines below the last legible letters
(MUpaoiA]), is the end.

Central to the poem’s poetic and rhetorical strategy is a carefully con-
structed voice. The speaker is an exile but unlike in fr.130b does not
represent himself as cut off. He speaks for the wholehetaireia, using plurals
in what is almost certainly a solo-song. What is more, the oath and the
condemnation of Pittacus actions are expressed with a view to the well-
being of the whole 8&pos and wéhis rather than in overtly partisan terms,
and the pan Lesbian perspective of the opening stanzas would not be out
of place in a civic hymn. Throughout, the poem draws on ritual speech:
prayer, curse, oath (sealed with sacrffices).

While there is, therefore, a consistency to the speakeis voice and his
strategy of self-presentation, the linear experience of the text is nevertheless
one of abrupt changes of tone- a solemn opening followed by a curse and
abuse — and of information delayed and withheld. The speaker's presence is
felt from the beginning (the deicticst T8¢ and 8 Tév8e, the second person 6
o¢), but is initially left undeveloped. He does not use thefirst person until 10
dupetépals], and a fuller sense of who he is emerges only from11-12 é . ..
T6v8e poxBwy | dpyaMas Te eUyas. The history of thehetaireias interactions
with Pittacus that is necessary for understanding the curse is held back until
the second half. And even at the end, when the scene has fully unfolded,
much is missing: we may never be given Hera’s (1, 5—9, 6—7nn.) or Pittacus
names, are never told quite enough about 14and 21 kfvewv, told rather little
about what went wrong with Pittacus, and even less about the exile
(who (else)? why?). The effect is partly one of tense immediacy, as the
song mimics the speaker’s emotions and the turns and twists of his thought.
But there is also a sense that this is a song (that purports to be) directed at
a group of people who share experiences, knowledge and ways of speaking.
It situates itself within the world of Alcaeus$ hetaireia, and for later audiences
and readers evokes that world.

This is one of several poems in which Alcaeus treats his exile in this
particular precinct: see 130b (where the remoteness of the location is
emphasised), as well as probably 130a and 141, all of them grouped with



94 COMMENTARY: ALCAEUS 129

129 in TT". These poems were evidently read together in later periods, and
may well have constituted a recognisable group, and been performed as
such, from early on. The same precinct is at the centre also of Sa17 (there
traced back to the heroic age). Similarities with théStrasbourg epode’, in
which the narrator wishes a catalogue of ills upon a perjurious former
comrade, raise the possibility of wider generic or even intertextual con-
nections (Hippon. 115 IEG* = Archil. 19g Tarditi, cf.22-gn.).

Both the precinct and the exile are real. The sanctuary was probably
located at Messon near Pyrrha, to the west of the island; see Robertig6o
and Caciagli2o10, and for the less likely alternative of Cape Phokas on the
south coast, Quinn1961 and Picard 1962. Any reconstruction of Alcaeus
life is fraught with uncertainty, but there is no reason to doubt that he
suffered one or more spells of exile; apart from the texts above, see esp.
>on fr.114 and fr. g06Ae Voigt (= test.gc Campbell), and the attempts to
reconstruct a sequence of events by Forsdyke 2005: 36-48 and Bowie
2007: 32—42. The processes that led to such periods of displacement
may have been less formal and less institutionally enforced than the
modern term ‘exile’ suggests. The word guyn (12) in the first instance
means ‘flight’; cf. 130b.gn. The interpolis sanctuary would have been
a safe place for Alcaeus while he was unable to live in Mytilene.

The general picture of evershifting constellations in Mytilene that
emerges from both Alcaeus’ fragments and later testimonia suggests that
the one-time alliance with Pittacus, as well as its eventual disintegration,
may also be accepted as historical. By contrast, it is impossible to tell how
far we can trust Alcaeus on the circumstances of its break-up and the rights
and wrongs. His vilification of Pittacus here and elsewhere needs to be
weighed against a later tradition in which Pittacus is a good ruler and
asage (e.g. Sim. 542, PL. Prt. 345a, Aristot. Pol. .1285a33—40, Diod. Sic.q.
11-12), and against his own declaration that Pittacus had, at least at one
point, popular support (see 2on.). On Pittacus, see Holkeskamp 1999:
219—26, Visconti 2004, as well as the general literature above, p.87. See
also carm. pop. 869 below.

It is possible that the song was performed at the precinct; sanctuaries
often had sympotic spaces. However, the repeated use of deictic pronouns
(1, 8,11) and the whole opening section serve to conjure up the sanctuary
setting wherever it was performed.

Metre:
XK= =X = U —\yu— H
XU X =y U — U — H

X—u—X=—yu=—X
Seven Alcaic strophes. The fourth line runs on from the third, forming
a single period, as in the Sapphic strophe (p.116).
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Source: Mostly, P.Oxy. xviir.2165 fr. 1 col. i (=T1"); the smaller P.Oxy.
XxVvII1.2166¢ no. 6 (= IT*) preserves a few letters of most lines down to 15,
and fills in some minor gaps in TT'. The text printed here does not record
the individual contributions made by each papyrus, or any trivial discre-
pancies between the two. Both papyri date from the second centuryap and
were edited by Lobel.

Discussions: Gagné 2014: 218-20, Edmunds 2012, Caciagli 2010,
Bachvarova 2007, Kurke 1994, Meyerhoff 1984: 211-18, *Burnett 1983:
158-63, *Rosler 1980: 191—-204, Page 1955: 161—.

1—9 The precinct. An account of the establishment, almost certainly in the
distant past, of a pan-Lesbian sanctuary and cult of three deities.
The speaker addresses Hera (6; cf. 1n.), but this is not (yet) a prayer; in
fact the deicticstode and Tévde are directed more at a human than a divine
audience. The lines set the scene for the song, and are therefore likely to
be the opening; the papyri offer no evidence either way.

1 The opening words cannot be recovered. Gallavotti suggestsid woTv] 1’
"Hpo, 18<>. An address to Hera is conceivable, but not necessary as pre-
paration for6 o¢ (see 5—gn.).

2 eU8eidov ‘well visible’ (?); a unique variant of eU8eieros, Homeric
epithet of Ithaca and other islands. The meaning is uncertain: see
Braswell on Pind. Pyth. 476 and Garcia-Ramoén 1998-g. The adjective
probably goes with Téuevos, or possibly with a word lost at the beginning
of the line.

g &vov ‘common’, in the first instance to all Lesbians, and therefore
(it will turn out) also to the exiled speaker. The precinct is also common to
the three deities, but those have not been mentioned yet.

k&Teooav: aor. of what in Attic would bexa6ilw. The Téuevos is ‘estab-
lished’ first, then altars are set up.

¢v ‘therein’, adverbial. Bopoisis acc. obj.

4 &favéTwy paxépwy: at 130b.13 the Tépevos similarly belongs to
pakd&powy ... 8wy, but pakap is too frequent in Alcaeus to permit the
conclusion that thetépevos was generally referred to by this term.

5—9 The Lesbians gave three deities their cult titles, viz. established
their worship. A triad of Hera, Zeus and Dionysus appears in Sa.1%7, which
shows that the female deity in 6—7 is Hera. If Hera is not named in1, the
address by titles alone invokes the audience’s familiarity with the sanctuary
and situates the speaker right before her altar. His presence at the sanc-
tuary is then reinforced bytoévae.

Even though the triad can be placed within panhellenic religious
patterns — Zeus is Hera’s husband and Dionysus’ father, and Dionysus
and Hera occasionally receive joint cult, e.g. in Olympia- this particular
triad is not attested elsewhere in Archaic or Classical Greece.
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The numerous individual cult titles too combine the common and the
uncommon (see below). Exiled from Mytilene, Alcaeus asserts his Lesbian
identity by associating himself with this distinctly Lesbian sanctuary. For
discussion of the triad, see Caciaglizo10: 228-38, with earlier references.

5 K&TTWVUMGooav ~ Kol fTwvouacar.

&vricov ‘of suppliants’ (?), probably an equivalent of dvraios (< &vTouat
‘beseech’). TT* carries a glossikéoiov. Sa. 17.9 Ai’ dvtlicov] strongly suggests
that this was indeed Zeus’s cult epithet, but it assumes particular relevance
in this prayer by a helpless exile.

6—7 ot ... yevifAav combines Anatolian and Greek elements, as suits
a Lesbian deity. The title ‘origin/mother of all (humans, gods, thingsy
associates this Hera with Cybele, the Eastern Magna Dea. AioAfiav (‘of
Aeolus’) makes her Greek. Aeolus was an ancestor of the Lesbians; see
h.Apol. g7, Diod. Sic. 5.81.6. The second-person address to (initially) Hera
alone is likely to reflect a pre-eminence within the triad that is appropriate to
a Magna Deafigure and is suggested also by Sa. 17, even though Zeus, the
patriarchal head of the Greek pantheon, is namedfirst. Cf. also‘queen Hera’
(Baoiimw "Hpav) in Sappho’s ‘Brothers Poem’, and see further Pirenne-
Delforge and Pironti 2014, Boedeker 2016 and (more generally) Simon
1997

6 kuSaAipav: in Homer reserved for warriors, but the relatedkudpés is
used of Hera and other deities close to Zeus; see LfgrEs.v. 2.

¥ TépTOV ~ TpiTOV.

8 xkepnAov ‘god of fawns' (?). The most promising explanation of this
unknown epithet is the derivation from kep&s ‘young deer’, an animal
prominent in Dionysiac cult and myth; see originally Deubner 1982b
[1943] 698—700, and for the subsequent discussion Catenacci 2007.
The articulation Tév8e keufhio, rather than tév Sexe, is indicated by the
accents inTT".

9 Zévvuooov ‘Dionysus’; probably the local version of the name. For
the different variants of the name in later Lesbian inscriptions, see Hodot
1990: 43-5; for ‘secondary’ { in the Lesbian papyri, see p. 88 above.

wunoTtav ‘the raw-eater’. This title is best understood in connection
with the eating of rawflesh in Dionysiac myth, and seems to have been
ancient in the north-eastern Aegean. A Dionysusiop&dios is attested for
Chios, and &v8pwmoppaiotns (‘render of men’) for Tenedos; see Euelpis
fr. 1 FHG (vol. 1v, p. 408) and Ael. NA 12.34, and for discussion and
further references Graf198s5: 74—80 and Henrichs 1978: 144, 150-2.
Column ii of P.Oxy. Li1.g711 fr. 1, a difficult fragment of an Alcaeus
commentary, partially preserves ancient explanations of dunoTfs, in
terms of maenad myth and (possibly) Lesbian prehistory; see Haslam’s
editio princepsand Liberman 1ggg on his fr. go6Ea. The bloodthirsty title
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takes on extra resonance in a curse, especially a curse on a man who is
abused for inappropriate eating (21, 29—4).

9-12 Prayer for release from the hardship of exile. The mode shifts from
a loose apostrophe, addressing Hera, to a formal appeal to all three deities.
Both the request to listen and the hope that the gods will be well disposed
are common in prayers.

9 &y[1]7’: adverbial &ye and &yete are only occasionally addressed to
deities (other than the Muse), e.g. Od. 13.386, h.Dem. 490, h.Apol. 165.
They probably convey urgency. Kretschmer19g17: 256 explains &yite/ &yt
(8x in the Lesbian poets) as originating in a crasis oférye and ie.

10 okéfovTes ~ oxdvTES.

&upetépalsl: the Lesbians first called on you here; now we do. Who ‘we’
are is left to be inferred. This is thefirst (emphatic) indication that this is
a joint request; several plurals will follow. By contrast, Pittacus is portrayed
as acting alone.

&pas: wishes both for help (‘prayers’), benefiting the speaker and his
group (11-12), and for harm (‘curses’), hurting Pittacus (13-14). On this
ambivalence in the meaning ofépé&, see Aubriot-Sévin 19g2: 295—401.

12 &pyahéas ... puyas specifies Tvde uoyBowov.

pluecde: the supplement is suggested by 20 puecfou; cf. frs. 34.7 Voigt
(34a.7 LP), 350.4. Traces of what is probably ac above the p may indicate
a correction. Lobel therefore considerso[&wTe. Either way, the meaning
must be ‘rescue’. Supplying the object‘us’ is made easy by the presence of
dupeTépals].

13-14 Curse on Pittacus. The request for benevolence and help turns
into a curse on the enemy.

13 Tov "Yppoov ... waBa ‘the son of Hyrrhas. *Yppoos is an adjective;
adjectives are common in expressions of parentage in Aeolic Greek; see
Hodot 1ggo: 211-29. With some variation in the form of the name,
Hyrrhas recurs as Pittacus father at298.47 and possibly 383, and is frequent
in the later tradition; see the passages collected as fr.469 Voigt. Gagnéz2o13;:
216-17 suggests speculatively that this is not a real name but a term of abuse.

Tred- ~ UeT-.

14 xfvwv is difficult. It is best understood as (i) neuter, ‘for those
things'. The Erinys, traditional protector of oaths {l. 19.258 62, Hes. WD
809—4), should persecute Pittacus for the suffering he has irflicted on
Alcaeus and his group; see Rosler 1980: 198-200, Hutchinson ad loc.
The alternative (ii) is to takex7fvwv as masculine, the Erinys ‘of those
men’. The Erinys represents the curse of the victims (cf.Od. 11.280,
Aesch. Sept. 70), viz. hetairoi of Alcaeus (one is led to assume) who died
or suffered as a result of Pittacus behaviour. (i) is easier than (ii) because
‘those things can loosely refer back to the uéybor and ¢Uya, whereas
Pittacus’ victims have not been mentioned.
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14—20 The past oath of alliance. Many ancient oaths amount to a self
curse that comes into effect if the oath is violated; see Sommerstein and
Torrance 2014: chs.1 (Sommerstein) and 2 (Konstantinidou). Therefore
the implication here is that the preceding curse (g 14) is an inevitable
consequence of the violation of the oath Pittacus had sworn. The lengthy
paraphrase of the oath has two functions: it serves to parade the exemplary
heroic value of Alcaeus and his ketairoi, and it is configured in such a way as
to make Pittacus look maximally perjurious. He evidently is no longer
allied with Alcaeus’ hetairoi (violating the undertaking of 15-16), he
(allegedly) harms the city (23—4, violating 20), and he may have made
common cause with those he undertook to fight (25-8(n.), violating
17 19). Alcaeus probably spoke of Pittacus’ oath in other poems too; see
fr. gobg Voigt (306(g) LP) and perhaps frs. 67 and 167.

14 &g moT’ ‘since once’.

15 Toépovtes must refer to the slaughter and mutilation of animals that
ritually reinforces the swearing of oaths; see LS] s.v.tépvw I1.1 and 2,
Faraone 1993: 65 72, Parker 2011: 156-8. The object may be dug[ev
‘throat(s)’ (~ aUyév-, attested at Theoc. 30.28). At the end of the line one
wants an infinitive such as ‘to betray’, governed by &mwcpvupey, as are 18
keloeo® and 20 pusoban.

17 yd&véméppevor asolemn phrase. For the topos of earth as a garment
of the dead, see e.g. Pind. Nem. 11.16, Aesch. Ag. 872, and further Waern
1951: 19—26.

18 U ‘at the hands of, with 8&vovTes.

¢mx ' nv (two letters missing) has defied supplementation. A third per
son plural is needed. ¢mixpérny (who ‘were in power’) does not appear to fit
the space.

19 fTata ~1f) éweata ‘or else’. Victory is more remote than death in this
fierce oath.

20 8&uov U &y éwv pueobat, reinforced by 29—4, implies that Alcaeus
and his group fight on behalf of the community at large, and through the
reminiscence of 11-12 éx ... udyBwv ... p[uecbe suggests that they share
a predicament with the community at large. By contrast, in frg48 Alcaeus
complains that the citizens installed Pittacus as ruler,‘all of them greatly
praising him’. The chronology is uncertain, but it is clear that the attitude
of the populace towards Pittacus is of substantial importance, rhetorically
and actually. See also frs.130b.6—7 and 70.12. On the uncertain question
as to what parts of the population were included in the Archaicfjuos, see
Donlan 1g7o.

21-732 Pittacus’ offences.

21-2 kfvwv ... 8Upov: another difficult xfvwv, probably ‘Pot Belly
(6 puoywv) did not talk to his heart about those thing}, viz. did not take
the things he swore to heart. The genitive depends on&ied€oto | wpds
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80uov, and is best explained as analogous to genitives with verbs expressing
concern for something/somebody, e.g. ppovTilw, péAer po. For people
conversing with their8duos, see e.g. Il. 17.9o and Archil. 128, and for the
phrasing cf. the formulad\A& tin por TodTa gidos Siedato Bupds (5x in I1.).
Gallavotti 1942: 178 and Deubner 1982b [1943]: 700-1 suggest
(roughly), ‘Pot Belly did not talk to the heart of those peoplé, viz. did
not take an interest in those who suffered because of his behaviour.
The genitive is simpler, but the notion of talking to th&dpos of somebody
else, let alone somebody dead, is strange. For other constructions, see
Gentili and Catenacci 2007: 183—4, who themselves advocate
a (problematic) partitive genitive with gUoywv, ‘Among those people, Pot
Belly did not. .’

21 @Uoywy: over-eating is a stock theme of abuse (e.g. Hippon. 118,
128). Here the invective language condenses the emotional charge of the
accusations and characterises Pittacus’ behaviour as self-debasing.
The theme is developed by 8é&mrer | Tév moAwv; cf. gn. (dphoTav).
An ancient list of abusive terms which Alcaeus directed at Pittacus includes
the foodrelated y&otpwv ‘Belly’ and (ogodopmidas ‘Diner-in-the-Dark’
(Diog. Laert. 1.81 = Alc. 429). Across his output, Alcaeus seems to have
turned Pittacus into a recognisable stock character, as Archilochus did
with Lycambes and Aristophanes with Cleon. Further on Alcaeudinvective
against Pittacus, see Davies 1985, Andrisano 1994, Kurke 1994. The term
may have been in use as a nickname more widely; Edmunds 2012 points to
its appearance on a dedicatory pot of the sixth centurysc (IG 1v.322),
there apparently without opprobrious connotation. There is a case for
amending to puokwv, the spelling found in all other texts, including the list
in Diog. Laert.

22 Ppaidiws ‘recklessly’, ‘without a second thought (~ paidicws); con-
tinuing from &ieAé€oto | Tpds Bpov.

22-g Toéow | [¢]upais &’ dpkiowon: for the metaphor of trampling oaths
underfoot, see Il. 4.157 és o’ Epatov Tpidxs, kaTd &’ dpkia o’ T&Tnoav (of
Pandarus’ wounding of Menelaus during the truce) and ?Hippon.115.15
N&Jg 8 e’ 6pxiois épn; and further Masson19g51: 454—8. Despite the use of
a less aggressive verb here, those parallels support the standard interpreta-
tion against the alternative suggestion that Alcaeus is referring to a (well
attested) type of oath-swearing ceremony in which the oath was reinforced
by the act of stepping on the bloodied victims, a ritual Pittacus is accused of
undertaking without serious intent @paidiws); thus Faraone 1993: 7o,
similarly Caciagli 2009c. Plural épkia, rather thanépxos, is used in parti-
cular for reciprocal agreements; see Cohen1g8o.

23—4 8&mTe | Tav oA ‘mauls the city’. The same expression occurs at
707 BamTéTw TOMY Qs kal wed& Mupoi[Alw, again of Pittacus. It likens
Pittacus to predators who tear apart and devour their prey (e.g. Il
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11.481, 16.159). He is wild and selfseeking. wéAv picks up 20 8&uov, and
d&mrel develops 21 guoywv. Further on the motif, which goes' back to
Achilles’ stigmatising of Agamemnon as dnuopdpos (Il. 1.251), see Fileni
1983. See also PMG 869 below.

24 &uut ~ fuiv. The second half of the line is very dificult to
reconstruct.

25—-8 Only guesswork is possible. o0 k&v (~ kaT&) véuov may accuse
Pittacus of offending against what is rightyAaixas (and the traces that
follow) would suit Athena, but she is hardly expected here.

28 Mupair[o will be Myrsilus, apparently one-time ruler of Mytilene
and another hate figure of Alcaeus’. His pairing with Pittacus at fr.70.7
(quoted 23—4n.) raises the possibility that the reference here accuses
Pittacus of defecting to the enemy camp; cf.14—-20n. The matter is com-
plicated by 18 t67°, which indicates that the enemy then is not the enemy
now; see Hutchinson on21. Perhaps Myrsilus is indeed dead now (as he is
in fr. gg2), but nevertheless mentioned as the then enemy in whose favour
Pittacus had left the sworn alliance. Further on the shadowyfigure
Mpyrsilus, see Liberman 19gg: xviii-xix and Dalezo11a.

Nothing recognisable survives of 29 g2, other than thecoronis below gz2.

Alcaeus 1300 Voigt

Expelled from the polis, Alcaeus lives at or near a countryside precinct.
The way this life is presented changes considerably as the poem unfolds.
We have (parts of) all lines; see 1, 21—4nn.

The shrine, and Alcaeus exile at it, are evidently those of Alc.129: both
precincts are called téuevos (130b.15, 129.2); both are dedicated to multi
ple gods (150b.1g paxdpwv. . . 8wy, 129.4 &Bavdrwy pardpwv); both belong
to the Lesbians together (1gob.17 Agopilades, 129.1 Aé¢opior). On the
shrine and the historical situation, see p.g4 and 129.5—gn. However,
while both poems are born from the same circumstances, the poetic
treatment is different and they invite reading side by side; see further
PP- 93—4-

The poem has a complex temporal structure, articulated by the persis-
tent use of verbs of living. The speaker starts by lamenting in the present
tense a wretched existence away from civilisation,1-2 #yw | {&ow. When he
returns to the present with 16 oiknui, he lives at a pan-Lesbian sanctuary:
the same life and same location, but viewed very differently. In between, he
uses (inceptive) aorists to narrate his arrival in this place. The likeliest
reconstruction of the fragmentary text in that middle section is perhaps
that the arrival too is presented in two stages:10 éoikno(a) in a sentence
about settling down for (possibly) an unwarlike life away from the city is
taken up by 14 éoikro[a] in a sentence about settling at the sanctuary.
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The transition from what was forced upon him to what (within limits) he
chose is helped by a further doublet; g ey ywv is taken up by 11 gedywv, the
first in a statement of expulsion, the second probably performing a shift
towards a proclamation of the speaker's chosen stance: he avoids war and
staszs.

The resulting sequence may be expressed as an ABB’A’C structure.

A (1—9) Ilead a miserable life, driven away from the political institutions
in which my ancestors participated.

B (9—12) I settled in the outmost regions, avoiding war.

B’ (13—214) I settled in a sanctuary.

A’ (?15 20) There Ilive, keeping out of trouble. An annual pan Lesbian
festival takes place at the sanctuary (possibly now).

C (21—4) I hope the gods will release me some day (reconstruction very
uncertain).

The misery of exile and displacement is a frequent theme in early
Greek poetry; see Tyrt. 10.9-12, Sol. g6.10-12, Thgn. gg2a—4,
1211-16; and in general Bowie 2007. Alcaeus’ poem stands out for
the varied and evocative description of the speaker’s life away from the
polis. Pervasive bitterness mingles with an emphasis on innocence and
indeed propriety. The tone is set by the opening word, &yvos (prob-
ably). Bitterness and a sense of propriety combine suggestively in the
festival witnessed by the speaker. On the one hand, the festival is
a desperately inadequate substitute for participation in political life,
all the more so as the rituals described in 17-20 are female; on the
other, it serves as an emblem of the speaker’s ‘pure’ existence.
The prayer for divine help that may have occupied the final stanza
would be well prepared. Further on the sacred setting, see Nagy 1993.
Alcaeus seems to have exploited a similar contrast between his exile
and a Lesbian festival in fr.296b; see Spelman 2014.

Like 129 (p. 94), this song may or may not have been performed at the
sanctuary. Even though Alcaeus hetairoi are the likely first audience, the
theme of displacement as well as the pan-Lesbian shrine give it broader
appeal.

Source: P.Oxy. xvii1.2165 fr. 1 col. ii.g—g2 + fr. 2 col. ii.1 (= TT); 2nd
cent. AD, ed. Lobel. The same papyrus preserves fr. 129. Linesg 11 (&s. ..
méAepov) are also preserved by P.Oxy. Lii1.g711 fr. 1 col. ii.31-3; see ad loc.

Metre:

xx woww v | g

R R

X X=v v == " hipp

X=vum—u oo Ila (= g o Aye

Two glyconics with choriambic expansion (asclepiads’) set the basic
rhythm. They are followed by a hipponactean (same opening, different
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ending) and then a telesillean with choriambic expansion (same ending,
different opening).

Discussions: *Ferrari 2016, Edmunds 2012, De Cristofaro 200g5,
Cavallini 2008, Andrisano 2001, *Burzacchini 1994, Kurke 1994, Nagy
1993, Burzacchini 1985, *Rosler 1980: 272-85, Burzacchini 1976, *Page
1955: 197 2009.

1-9 A muserable life, away from the city.

1 Although preceded by several lines of text in the papyrus, which are
not marked off with acoronis, this must be the beginning of the poem since
the metre of what precedes (= Alc.1g0a) is different.

The text is very uncertain. (i) If the horizontal stroke through the iota in
&yvoisis a cancellation, intended to yield &yvos, Alcaeus describes himself
as ‘pure as regards my modes of life’, an arresting phrase in the context of
wretched exile, and at first almost mysterious. Interpretation becomes
possible gradually: pure as he stays clear of the activities in the malfunc-
tioning polis (%7), of war and of strife @ 12), lives at a shrine (1§ 14),
witnesses a festival (15—20). The reading is supported by Hor. Odes 1.22.1
integer witae scelerisque purus, which would be an allusion. It is difficult to
complete 1 satisfactorily, and a separate stroke, sloping leftwards from
the bottom of the iota, is left unexplained, but this is nevertheless the least
unsatisfactory option; see Burzacchini1g8s. (ii) If &yvois (acc. pl.) is kept,
it is a predicative qualification of BidTos, ‘(I live?) my life as a pure one.’
Horace’s putative appropriation becomes looser, and both strokes are left
unexplained. Completion of 15 remains a challenge. (3) Ferrari 2016:
4735 proposes &yvwoTols Borols TAals (TAals Hutchinson), ‘enduring
unknown modes of life...” He interprets the stroke stretching from the
bottom of the1in &yvois towards the bottom of theo as a correction which
joins the two letters to turn them intow. However, the instance of o1
corrected tow that he compares looks different.

prorois: the plural for one individual’s life is unusual.

6 Téhais fyw ‘this wretched man that is me’. This idiom is less common
and more marked in lyric than in tragedy, but cf. alreadyll. 22.59 Tpds &
¢ue Tov duoTtnvov. The song starts with a strong focus on the lone speaker,
while the location is left vague until1g tép[e]vos. This is in contrast to fr.
129 (T8¢ . . . TéuevOs).

2 Life as a rustic has befallen the speaker as hispoipa; it is not his own
doing. This is a despised sort of life; cf. the scorn for the lack of sophistica-
tion of a country-girl in Sa.57.

3—7 The speaker imagines first a better place (the polis and poli-
tical life) and then a better time (that of his father and grandfather,
who participated in that life). The contrast characterises the here
and now.
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3-5 &yopas ... «kai B[6]JAAas (~ Boulfis) ‘assembly and council’. Those
were probably more confined to the elite and less formalised than infifth-
century Athens; see Stein-Holkeskamp1989: 100-3. Presumably the meet-
ings were held in Mytilene rather than at the sanctuary; Alcaeus does not
even hear the heralds.

4 xapu[lo]uévas ~ knpuocopévns.

& Aytoaise: Agesilaidas is unknown to us. There is a tension between
the presence of an addressee (whether real orfictional) and the loneliness
expressed in the poem. A further contrast is created by the etymology of
the name (fjygiofo, Aads).

5 T&: probably a loose reference (‘these things’) to the assemblies and
councils, viz. to political participation. On this reading the sentence is
complete after 7 woAitav; and 8 TouTwv is another reference back to‘those
things'. The alternative view is to taker&as antecedent of ToUtwv, ‘what my
father. . , from those things. . .” Punctuation at the end of77 would be light,
and the main clause in 8 would start with #yw[y’]. That reconstruction
would account for the lack of punctuation aftermoNitavin the papyrus and
create a tighter construction. However, such pronounced subordination
would be unusual for Alcaeus.

T&TNe Kod TréTEpos TraTnp: the repetition expresses the long tradition,
now deplorably interrupted. The forefathers loom large in Alcaeus songs;
see 6.13-18, 72.13, 439, 371, 394.

6 xayyesyfpac’: the text may not be correct. The perfect stemyéynpais
unparalleled (Homer only has aor. ¢yfpa, later one finds yeyfpaka), and
the papyrus reading itself is uncertain. See Hamm195/7: §232.

Twvdéwv (~ TOVSe). .. wohitav: the deictic ‘these’ either expresses the
vividness with which the hateful citizens appear before the speakers
mental eye, or refers to the citizens presence at the sanctuary because
the annual festival is currently taking place {g—2on.); for the latter
suggestion, see D’Alessio 2018: 44, and cf. 15 TadTais (text uncertain).
For the unique form twv&wv, cf. Homeric toiodeo(o)1.

7 &Maodorikwv ‘inflicting harm on one another’, a hapax.
The implication is that the speaker is not involved in this civil strife;
cf. 11 otdow. The rhetoric of fr.12q is different; see esp. lines 17-20.

8 #yw: the emphatic first person continues.

c’x-rrsf\ﬁkozyau &medavvel is used to refer to exclusion from political life
also in later texts; e.g. Lys.18.5, Isocr. 9.66.

9 PeUywv éoxaTiaws’ ‘as an exile in the outmost region. We do not
know how formal this banishment was; cf. p.g4. Similar terminology
occurs at 129.12, 151.2. For the dative of place, cf. Soph. Phil. 144.
The alternative is to read accusative éoyartioig and translate ‘keeping
clear of the frontiers (viz. of the polis territory)’. But Alc. §28 ém’
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¢oyaTtionow dkers suggests that the éoxatiai are where the speaker lives
rather than what he must avoid.

9-12 Settling in the wilderness, avoiding war and strife.

9-11 &s & ... méAepow: perhaps ‘Like Onomakles the Athenian,
I settled (here) as a spearshunner, avoiding the war.’ The speaker
describes the change from his customary life of warfare to his current
passive existence. The marked hapax dukoaypiais (< dAUokw + aixun; nom.
sg.), and the provocative comparison with an enemy, probably serve to
underline the extraordinary nature of this change. However, both text and
interpretation are very uncertain. Hesych.A1469 has the word Aukaipiag
and many modern editors divide -«knooa Aukcaypioas (‘wolf-fighter’?).
The attraction of putativedduxkaiyuious is that gevywv v TdAepov becomes
a gloss of the difficult coinage that precedes. ¢oiknoa without an object
raises questions; some editors therefore understand (&)Aukoixuiais as acc.
pl. Arguably, though, éoxaTicid makes it easy enough to supply ‘there’/
‘here’; cf. Soph. OC g2. For the establishment of the text, with the help of
a quotation in the scholarly textP.Oxy. Li11.g711 = CLGP Alcaeus no. 16,
see Haslam 1986: 129—4. For the particular word-division and interpreta-
tion adopted here, see Porro 1989 and 1994: 176-81. For different
proposals, see Burzacchini 1994: $2—4, Rodriguez Somolinos 1994,
Bowie 2007: §6—40, Caciagli2009a, Ferrari 2016: 477-8.

9-10 ‘Ovupaxhing | ‘Rb&vaos: unknown, and therefore probably con-
temporary rather than mythological; perhaps a well-known recluse.
Athens features elsewhere in Alcaeus work in so far as he portrays his
participation in the corflict between Mytilene and Athens over Sigeum in
the Troad; see Alc.401ab Voigt =428ab LP (where, tantalisingly, he seems
to have described himself as escaping battle).

11 @sUuywv Tov ToAepov will at first suggest cowardliness (e.g. Od.
14.218 guyoTTodAepos), before the next sentence explains f&p) this beha-
viour as in fact prudent. geUywv repeats the opening of g, but the object
changes the meaning: rather than lamenting exclusion from what he
wants, the speaker now says that he is avoiding what he does not want.
This sets the tone for what follows, esp.16.

11-12 ot&ow ... dvvéAny; ‘for is it not better to do away with strife
against ... ?’ As in 7, the speaker distances himself from civil discord.
The question mark is adopted tentatively; it changesITs punctuation of
the sentence as a statement, which would require either emending to
ovvéxny (~ dvéxew, ‘sustain’, Vogliano) or, irregularly, giving évvédy (=
&veleiv) the meaning ‘take up’; contrast Pind. fr.109.4 otdow . .. dvehwv
‘removing strife’ (from the mind). Again the text is very uncertain: the
metre indicates corruption (which could be addressed e.g. with Pagés ou
k&Mov), and no obvious supplement has been found for the beginning of
the line; mpods kpg[ ooova] s would have to assume an unusually formed e.
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13—20 Arrival and life at the sanctuary; annual festival. It turns out that the
speaker has made his home at a shrine frequented by the women of
Lesbos. The section probably starts with his arrival at the shrine in the
past (13—214); see pp. 100-1. It ends with the description of an annual
festival at the shrine (17-20). The textual difficulties in 15 make it impos-
sible for us to tell whether the festival is said to be taking place at the
moment. In any case, however, the passage evokes an image of the speaker
at (or near) the festival.

14 peAdaivas émifois x86vos ‘stepping onto the black earth suggests
making landfall. The speaker seems to have made the journey from
Mytilene by boat. At Sa.17.6—7 the Atridae arrive at the same sanctuary
by sea, coming from Troy. For‘black earth’, see Sa. 16.2n.

15 ouvédoiotr ‘gatherings’, a suitable word both for a festival (see
Thuc. g.104.9, LS] s.v. 1.2) and for a hetaireia (see Sol. 4.22, LS]J s.v.
I.1). It probably refers to the annual event described in17-20, but
Alcaeus adopts language that brings out the contrast with his former
political life.

TavuTtais: the text is very uncertain. This is the original reading infT.
It would create the strong sense that the festival is taking place now ‘those
gatherings’); cf. 6n. The first T was subsequently changed by a different
hand to u. Many editors therefore printy’” alraus; this is possible but the
position late in the sentence of the encliticue (unusual, though not
unparalleled), together with uncertainty over what atrais would mean
here, raises questions; see Ferrari 2000b: 244. Ferrari 2016: 482—3 argues
for xAiBlous & &]v ouwdboiow abtons ‘luxuriating in the very midst of the
festive gatherings (suppl. Kamerbeek, Koster).

16 xd&kwv EkTos Exwv Todas is an idiom; cf. [Aesch.] PV26g—4 wnuétwy
6w moda  £xer and Braswell on Pind. Pyth. 4.28q.

17—-20 The festival contrasts with the assembly and council the speaker
longed for at the beginning of the poem. The actors are female rather
than male, the sound is that oféAoAuyai rather than heralds. The beauty
contest is referred to in later sources; see Voigts apparatus here, and
Caciagli2016: 428-9, 433—4. The8]xdos | mopbé[vev . . . yluvaikevat Sa. 17.
13—-14, with reference to the same shrine, may or may not evoke the same
festival.

18 mwAevr’ may refer to a procession.

éAxeoireTrAor Sa. 57.9 ‘not knowing how to draw up €ixnv) her rags
over the ankl€ suggests the interpretation ‘drawing up the robe’ rather
than ‘trailing the robé, which is also more in keeping with the dances that
are likely to be part of the festival programme; seeLfgrk s.v.

19 &xw feoreoia ‘wondrous reverberating sound’: a variation on the
Homeric formula fixfji 8eomeoin. The expression appears also at Sa.44.27,
of parthenoi singing in a wedding procession, and at [Hes.] Scut. 2779, of
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wedding music. It may activate the often dormant derivation ofBecéoios
from g6 and gvémew (‘divinely sounding’).

20 ipals 6]AoAUyas depends on &xw, and has in turnyuvaikwv depend
on it. ThedMoAuym is an emotional and often joyful female shout, typically
in ritual settings; see e.g. Sa.44.91, Aesch. Sept. 268 (dhoAuypdv iepdv), and
the discussion in Deubner 1982a [1941], Collins 1995, Karanikazoog.

21—4 There is little to go on. The speaker may be returning to his
predicament, but now, after two stanzas about the sanctuary and the
festival, expressing the wish that one day fréTa) the gods (reading 22
‘OAUpmrion) will release him from it. A coronis in TT indicates that this is the
end of the poem.

Alcaeus 140 Voigt

The surviving text has two parts, and depends for its effect on the discre-
pancy between them: an expansive and intensely visual catalogue of arms
displayed inside a building, and a brief first-person plural statement about
‘this (unspecified) task’. We probably have the end but may not have the
beginning (1, 13—14nn.).

Epic arming scenes regularly describe panoplies, and indeed the lan-
guage of the fragment is more than usually epic; see Hooker1977: 42—3.
Moreover, the weapons are described in terms that are compatible not just
with the hoplite panoply of Alcaeus day but also with Homeric weaponry;
see Del Freo 1993, and in general on the relationship between Homeric
and historical hoplite weaponry, Snodgrass 1964, van Wees 1994,
Schwartz 2009: ch. 2. However, these similarities with epic throw into
relief a difference, which makes this catalogue unusual and arresting.
Whereas arming scenes portray arms at the point of use, here they are
offered for contemplation, ready to use but not in use. The effect is
enhanced if 2 "Apmi xekdéounTanalludes to dedication of arms in a shrine;
cf. ad loc., and see the discussions of Bonanno 1ggo: 125—46 and Cirio
1995 (who, however, go too far when they suggest an actually sacred
setting), and for dedications of arms in temples, Aesch.Ag. 578-9, Sept.
478-9, Eur. Hcld. 6g5—9, each sharing phrasing with fr.140.

The tone changes sharply in thefinal stanza. The users of the arms—
‘we’, Alcaeus and his hetaireia — enter (or re-enter) the poem. Ecphrasis
and display give way to a determined focus on the task in hand, and the
catalogue is retrospectively recast as one of objects that must and will be
used. There is not, however, an immediate call to arms.

In sympotic performance, the ‘great house’ of the song will interact with
the dining room that is the venue, and the warlike ethos of the song will
interact with the peaceful ideology that characterises theymposion. In this
respect the text may be contrasted with more conventional pieces such as
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Xenophanes 1. Arms could have a place in banqueting halls, as in
Odysseus’ palace (Od. 16.284—9o, 19.4-54) and the Lydian ‘men’s halls’
at Hdt. 1.34.3, but here they become the only thing one sees, overwhelm-
ing in their abundance (raioa, kpUmToiow (with 6—7n.), T6A).

Source: Athen. 14.627a-b. The text is quoted in the course of
a discussion of the relationship between bravery and music. Even though
pouoikwTatos Athenaeus character says, Alcaeus was unduly molepixés.
This poem, with its catalogue of arms, is presented as a case in point in
so far as ‘it might in fact have been more appropriate for his house to be
full of musical instruments’.

Our text of Athenaeus for this poem is derived from MS A. The epitome
quotes only the first few words, as does Eustathius (/l. p. 1320.1-2). For
Athenaeus’ MSS, see p. 257. Two slim papyrus snippets, P.Oxy. XXI.229F
fr.1 (TT', 1st cent. AD) and P.Oxy. xx1.2296 fr. 4 (TT%, 1st/2nd cent. AD),
preserve a few letters from a handful of lines and help correct minor errors
in Athenaeus’ text.

Metre:
—_X—- U —u — gl
Xx—wv—v—x—v-|| gia 8 PéAsos, 10 kditan

Seven mini-stanzas, each consisting of a glyconic followed by another
glyconic and an iamb. The layout of the two papyri shows that the
Alexandrian edition broke the stanza after nine rather than eight syllables,
i.e. hi, followed by # ia. The modern analysis brings out better the reg-
ularity of the metre and takes better account of the word-divisions, but
either way there is no marked break within the stanza.

Discussions: Fearn 2018: 102-6, Clay 2016: 204-7, *Spelman 2015,
*Caciagli 2014, Clay 2013, Marzullo 2009, Cirio 199 (similarly Cirio
2001), Colesanti 1995, Del Freo 19934, *Bonanno 1ggo: 125—46 (similarly
Bonanno 1976), Latacz 19qo: 247-54, Rosler 1980: 148-58, Maurach
1968, *Page 1955: 209—23.

1 TT" has illegible remnants of a further line immediately above line 1.
Since both margins are missing, we cannot tell if there was acoronis
(marking the end of a poem). The connecting particled¢ makes it more
likely than not that the preceding text was part of the same poem, but we
cannot be certain sinced¢ occasionally appears at the beginning of poems;
see carm. conv. 892.1n.

pappaiper: in Homer, weapons commonly gleam as warriors advance on
the battlefield. Alcaeus translates the image and its connotations offight-
ing-strength to the stationary and arfiicially lit interior of the ‘great
house’. It will remain active throughout the whole song, reinforced by
adjectives (Aapmpaioy, Aelkol, XGAKIAL AGpUTTpal).
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Méyas 86pos (‘great house’) is non-specific, unless the lost opening or
the performance context provided further information. The phrase
resembles the epic formula péya 8uo, usually a royal palace, occasionally
the residence of a god, i.e. a temple. Cf.‘Source’.

2 Xd&Axwi: bronze is the weapon material par excellencein Homer, and
XxoAkos can by itself signify various weapons; see LS s.v.11.1. In the Archaic
period, when iron was used for offensive weapons such as spears and
swords, bronze continued to be the metal of choice for helmets, the
outer shell of (otherwise wooden) shields and much of the body armour
including greaves. But bronze items are not weapons as a matter of course,
especially within a house; e.g. Critias 2.8 ‘bronze, which decorates the
house (koouel 86pov) for any use’. Alcaeus is playing with expectations.

"Apm1 kekéopnTar ‘has been decorated for Ares. The phrase expresses
both reverence for the god and, metonymically, readiness for war’Apm is
an epicism. The Lesbian form is the metrically unsuitable’Apsui (Alc. 400.2
and probably Sa. 111.5).

otéyo: probably ‘roof, ceiling rather than ‘room’, thus producing
a movement from the ceiling @—6) via the walls (6-8) to the floor (g-12).

3—6 Crested helmets. The horse-hair crest is standard in Homer, codfied
in the formula 8e1vdv 8¢ Adgos kaBUepBev Eveuev. However, the sharp distinc-
tion between Homer’s ‘plumes’ and Archaic fixed crests that Page 1955:
212-19 makes is unwarranted: ‘nodding from above’ also suits some
historical crests documented in the iconographic record, especially
those of a forward-curving type; cf. the shaking of @d¢os at Alc. 488 and
Tyrt. 11.26.

3 Aapmrpaiciv kuviatotr cf. Il. 17.269 Aapmpfiiow kopubeooy and for the
whole sequence /I. 13.152-3 = 16.216-17 (of a tight battle-line) yatov &
irékopol koépubes AapTpoicl @dAolol | veudvTwy, o5 TUkvol E@écTacov
GAAHAoLoY.

3—4 ®&T|TdV ~ Kb V.

4 AeUkor: ‘shining’ as much as ‘white’.

katétrepfev as equivalent of the standard xo8UmepBe(v) has not been
satisfactorily explained, but is the reading of both papyri and is cofiirmed
by fr. 208.15 ¢mepba.

5—6 xepdAaiow ... &ydApata continues the emphasis on splendour
and serves as a reminder that all this equipment is there for wearing.

6-8 Greaves were worn by Homeric as well as historical fighters. They
were important because the hoplite shield left the legs unprotected.

X&Akian . .. kv&pdes: cf. Il 7.41 yoAkokvruiBes.

6—7 Tacodlois (acc.) |kpUtrTolowy Trepikeipevar the greaves are so large,
or so many, that one cannot see the nails on which they are arranged.

8 #pxog...PéAeos ‘defence against. .. missiles’, another apposition that
points to the use of the equipment. The Iliad applies &pxos ... BéAecov
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(5-916) and €pkog dxdvTwv (4.197, 15.646) variously to a bunched up robe,
a belt (?), and a shield.

9 Linen cuirasses. Iconographic evidence suggests that they were used in
Greece from at least the early sixth century as an alternative to the stan-
dard bronze cuirass, and in the guise of the epithethivodopng they appear
in two disputed Iliadic passages (2.529, 2.830). See Aldrete et al. 2013,

10 Shields. Cf. Tyrt. 19.7 and Mimn. 13a.2 koiAms &omiol. ‘Hollow’ is
appropriate for the concave round hoplite shield. Homeric shields are not
called ‘hollow’, but neither are theyflat. The catalogue comes to an end
without ever mentioning the spear, a prominent weapon of both the
Homeric and the Archaic warrior. Spears may not be visually imposing
enough, as well as too normal: until6oo Bc, they are often included in
representations of civilian dress; see van Wees 19g8b: §52-8.

K&T ... PePAnueven indicates a shift from walls to floor, even though
syntactically dombdes is a further subject of 67 macodtois | kpUmToLoIY.
The image seems to be one of careless plenty (tossed down’); contra LS]
S.V. IL.3.

11 Swords from Chalcis. Euboea seems to have been known for its swords.
See Aesch. fr.g56 TrGFand (perhaps) Archil. g, and for Chalcis as an early
centre of steel metallurgy, Bakhuizen1g77. The audience will have under-
stood these swords as made of iron (cf. 2n.), but at the same time XoAxi-
keeps alive the bronze theme.

m&p ~ m&peiot ‘there are’, ‘are ready’.

omr&Bar ‘blades’: pars pro totoreferring to entire swords.

12 Belts (?) and chitons.

{wpaTa: probably belts (for tying either the linen cuirasses or the
kuTéoo1deg); cf. 42.10. But the term, which occurs also in Homer, is rare
and its meaning uncertain. See Page 1955: 220-1, Jarva 1995: 41,
Marzullo 2009: 126—7.

kutraooides: a form of chiton, presumably worn underneath the corse
let. See Gow 1g55. It is not found in Homer.

13-14 Lit. ‘These things cannot be forgotten, as a result of that
moment when we originally took on this task. éwei-clauses that follow
their main clause are normally causal, and some causal force is likely to
be felt despite the temporal mpoTioTes cf. Il. 19.9. In general on the
effect of these lines, see the headnote. The focus on a shared task would
make this a good conclusion to the song. The lack of detail about the
nature of the (evidently military) task would create a (genuine or
imagined) sense of knowledge shared among a closed group. There is
also a metapoetic dimension: this song itself ensures that the arms are
not forgotten.

14 Uk €pyow: the hiatus is often amended, perhaps rightly. It is best
defended as a further epic-looking feature: in Homer the digamma in
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(F)épyov is metrically present in the majority of cases, e.g. formulaicuéya
¢pyov. See further Sa.g1.9n.

éoTapev: either aoristéotauev (~ éotnuev) or perfect éotauey (~ EoTAKApEY);
see Hamm 1957: §292. The perfect would emphasise that the undertaking is
still in place. Um& . . . EéoTapevis an instance of ‘tmesis’. The term (‘cutting’) is
historically inaccurate. Preverb (here dmé) and verb were originally separate,
before they merged into compounds; see Horrocks 1981. However, this
process predates the surviving lyric poets, for whom tmesis therefore was
a feature of traditional poetic style rather than ordinary language.

Alcaeus 347 Voigt

The beginning of a drinking song that recasts for effect Hesiod instruc-
tions for the midsummer heat (WD 582 96), as well as (probably) inter
acting with other traditions.

The Works and Days passage is set out below. The indexed numbers
indicate the lines of Alc.347 that correspond to the underlined phrases.
"Huos 8¢ 4oxdAupds T &vbel kol 3Ayéta TéTTIE

BevBpéoot dpelduevos Ayuphy koTayeUeT &oidhy

TUKVOY UTTO TTTeEpUywY, Bépeos KapachSSngm,

Thuos moéTaTal T aiyes, kai olvos &ploTos, 5385
FBhayAdTaTon & yuvaikes, &paupdTaTor 8¢ Toidvdpes

5—6

gloiy, émel > KegaAy Kal youvaTta Zeipros&lel,

FooAdos B¢ Te yphds UTTO KavpaTos MG TOT 31
(1)

eln meTpain Te okn kal PiPAvos oivog

p&la T duodyain yéda T aiy&dv ofevvupevdwy 590
Kal Pods UAo@&yolo Kpeas Ut Tw TETOKUINS

(1)

TpwToydvwy T gpipwv: i & offotra mivepey cvov,

¢v okl £(Opevoy, KekopTuévoy T Top Edw s,

avTiov &kpaéos ZepUPOU TPEWYAVTA TTPOC LTI

kphvns & &evdou ka &roppUTou ) T’ dBSAWTOS 595
Tpis UdaTog TTpOXEELY, M1y 8t TETPATOV i€V olvou.

Alcaeus’ echoes are sufficiently clear and frequent to evoke the Hesiodic
passage. The connection is developed gradually, delaying the moment of
recognition onfirst hearing. Neither the command to drink in1 nor 2 &pa
are by themselves recognisable as an allusion, 2 Uw& kaUpaTos may be, g
&yet . .. TéTTiE certainly is, and 4 okdAupos (which appears in the first line of
the Hesiodic passage and is rare in poetry) is emphatic in its reference to
Hesiod.

Alcaeus starts where Hesiod ends, with an exhortation to drink, and so
turns the rest of the passage into reasons for drinking and the simple
outdoor scene into a symposion. The entry in a farmer's calendar becomes
a self standing drinking song. In the resolute focus on drink, Hesiod
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references to food disappear, as indeed does the moderate mixing of wine
with water. Sex stays. The relationship with Hesiod is one of playful
reappropriation rather than simple imitation. (For the Works and Days as

a text that invites reuse, see Hunter2o14 and Canevaro 2015; for Alcaeus

as an intertextual poet, cf. in this vol. fr42, and see in general Martin
1972:87 111.)

Alcaeus’ poem (or the beginning of it) was long-lived. When citing the
first line, Plutarch labels it ‘universally familiar’ (mpdxeipov &maoiv, Mor.
697f). The considerable textual variation in the transmission of that line
(the apparatus is very selective), and the further variation demonstrated by
the evidently related fr. 352 (movwpey, 6 y&p &oTpov TepiTéAeTal), may
result from creative reuse in performance as much as misquotation. Poetic
adaptations of the line appear in Philodemus (AP 11.94.7) and in an
anonymous fragment cited in the Suda (1212). Evidently Alcaeus shaped
a tradition, but there is a strong chance that a tradition also preceded him,
and that Hesiod is a privileged intertext in what is in fact a rich web of high
and low song-making traditions, both lyric and hexametric. Such tradi-
tionality is suggested by the recurrence of the themes and language of the
Hesiodic passage not just in this song but also in Sa101A (cf. gn.) and the
Hesiodic Scutum (493—401), and by the nature of the themes themselves:
the cicada as a harbinger of summer, the dog-star as a token of heat and
suffering, and women as seasonally lascivious are all common and prob
ably very old motifs; see Petropoulos 1994. One attraction of the song may
therefore have been tonal richness. The case for traditionality is made by
Hooker 1977: 79-81, who however presents allusion to Hesiod and use of
other traditions as mutually exclusive. More broadly on Alcaeus use of
popular traditions, see Lelli 2006: 23 70 (on proverbs).

We almost certainly have the beginning since all quotations start from
line 1. What and how much is lost at the end is impossible to tell, but see
5 6n.

Source: The fragment has interested different writers for different
reasons. Only Proclus’ commentary on the Works and Days quotes all of
it, on 582—7 (fr. 215 in Marzillo 2010). Numerous authors quote part of
the opening (from three words up to two lines); see the apparatus of Voigt
and Liberman. The ancient tradition of the fragment is discussed by
Ponzio 2001.

Metre:

N

A run of greater asclepiads, viz. glyconics expanded with two choriambs,
a metre used repeatedly by both Alcaeus and Sappho.

Discussions: Cazzato 2016: 200-2, *Hunter 2014: 123-6, Petropoulos
1994: esp. 16—17 and 81-2, Burnett 1983: 132—4, Rosler 1980: 256-64,
Page 1955: 303 6.
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1 Téyyes TAgipove: an exhortation to drink opens also Alc.g8A, 352, $46.
The singular té¢yys may have been taken up by an address to a named
individual in the lacuna. The notion that drink is taken in through the
lungs is persistent in the poetic and medical tradition; see Eur. fr.g8g
TrGF, Eupolis, PCG fr. 158, Pl. Tim. 70c, g1a. It is probably connected to
the idea that the lungs are the seat of emotions, which themselves are often
conceptualised as liquids; see Onians 1g51: 35-8 and Clarke 1999: go—2.
Singular mAeUpova is (hesitantly) adopted as the lectio difficilior: unlike
TAeUpovas, it requires oivw: to behave metrically like poivew1; see further Sa.
31.9n.

T6 ... &oTpov: viz. Sirius, the dogstar, as is made explicit in 5.
The heliacal rising of Sirius marked the period of the greatest heat (Hes.
WD 414-19; Kidd 1997 on Aratus g92). Drink as a response to the heat of
the dog star was a topos; e.g. Thgn.1039—40 and Eupolis, PCG fr. 158.
Further on Sirius, see Alcm. 1.62n.

meprtéAAeTan ‘is revolving’, viz. has become visible and is moving slowly
from east to west, day by day; cf. Arat.6gsg, 709.

2 &8 wpa xaMma (‘the season is arduous’) explains the significance of
T6 y&p &oTtpov meprEMeTan, and will in turn be explained by what follows.

Siyaio’ keeps alive the drinking theme. By contrast, in Hesiod it is the
skin that is parchedimé kauaros. The form is either indic. sg. with hyper-
Aeolic a1, or indic. pl.

3 é&xei...Térm§: the cicada suits the context of conviviality and music-
making during debilitating heat because of its ability to make a sound
while unable or unwilling to do much else: see/l. §.151 (the elders, unable
to fight, still talk like cicadas), the fable of the ant and the cicada (nog73
Perry), Pl. Phdr. 258e 259d and Sa. 58b.g 12n.

The words shown by the metre to be missing at line-end probably
continued the same clause; e.g. Seidler's mwrepUywv Uma, based on Hes.
WD 584. Some scholars postulate a lacuna of several lines, into which they
fit Sa. 101A Voigt = Alc.g347B LP, an anonymous quotation about the song
of the cicada which resembles Hes. WD 582—4. But the extra lines would
break Alcaeus’ fast-moving sequence of short clauses on individual seaso-
nal characteristics; moreover, they need extensive emendation to suit the
metre; see Stark 1956: 175 8 and Liberman 19g2. They are therefore
likely belong to the broader tradition but not to (this version of) this song.

4 oxéAupos ‘golden thistle’ (scolymus hispanicus).

viv 8¢ contrasts with Hesiod’s Auos . . . Tfjuos and t67(g): an exhortation
here and now, rather than an entry in a calendar.

4-5 yuUvaikes ... &vdpes: Alcaeus foregrounds disgust as he changes
Hesiod’s paxAétaTon (‘at their most lascivious') vs &paupdTaTar (‘at their
weakest’), to wapwTaTal (‘at their most repulsive, tainted’) vs Aémror (‘fee-
ble’). Hesiod’s reference to sex still echoes in Alcaeus phrasing, helped by
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the common notion that sex and especially female sexuality are dirty and
carry pollution, on which see Parker 1983: 74—109 and Carson 19qo.
The binary opposition suits Hesiod’s thinking about the sexes; at many
symposia, it will (playfully) jar with a discourse of men pursuing women.

5—6 émei.. . &o8a continues the train of thought &mwei), but also returns
to 1 &oTpov. Possibly the ring composition marked the end of the mid
summer heat section.

5 kepdAav ka yéva (neut. pl.): like the head, the knees can stand for
a person’s vital powers. Cf. the Homeric formulayotvat’ éducev and Thgn.
977-8 ‘as long my knees are nimble, and I carry my head without trem-
bling’. For speculative discussion of the origin of this notion, see Onians
1951: 174-86.

Zeiprog: Sirius scorches also at e.g. [Hes.] Scut. 159 and 397 and Archil.
107.1.

SAPPHO

Antiquity regarded Sappho as a contemporary of Alcaeus. Such synchro-
nisation is common in ancient chronologies, and needs to be treated with
caution, but we have no grounds on which to challenge it in this case,
which is why the ordering of the two poets adopted here is alphabetical.
What is beyond doubt is that Sappho and Alcaeus belong to a common
tradition, sharing the same poetic language (p.88) and many of the same
metres. Sappho’s mention of the exile of members of the clan of Kleanax
(98b, Myrsilus was a Kleanactid), her attack on somebody who‘chose the
friendship of women from the house of Penthilus (71, Pittacus married
into the Penthelid clan), as well as the tradition of her own exile (tests
Campbell, reliability uncertain), suggest that the political fault lines por-
trayed by Alcaeus affected her also. The sanctuary and worship of Hera,
Zeus and Dionysus also feature in both poets (p.94).

However, the world Sappho portrays in her poetry is very different from
that of Alcaeus. It is a world of friendship, love and desire among women,
of family life and relationships, of weddings, of poetry and music and of
communion with the divine, above all Aphrodite. Sappho is best known for
her first person poetry of passionate love for other women, some of it set in
the context of a hazily evoked all-female grouping. The selection here
includes several of the most famous pieces, individually different in tone,
focus and situation. The publication of the ‘Brothers Poem’ in 2014
(which is not included here) drew attention to a different strand in
Sappho’s work, familial and even domestic poetry (Obbink 2014, Bierl
and Lardinois 2016). It is one of a sequence of poems in which the speaker
is concerned with her brothers, and we also have fragments in which she
addresses her mother and her daughter. Different again are the epicising
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narrative poetry that is preserved in fr.44 (presented here), her wedding
songs (frs. 103-117b), and formal cult song (esp. fr. 140, mourning
Adonis). Several poems are mocking or invective (e.g.55, 57).

Since antiquity, the realities behind Sapphds poetry have been the subject
of fascination and debate. Leaving aside the wedding songs, only guesswork
is possible. The once popular notion that Sappho led an educational institu-
tion has now long been considered anachronistic, and scholars have looked
for better-documented paradigms of female sociality in the ancient world.
The model of Alcman’s partheneia with their expressions of femalefemale
desire (pp. 60-1) has suggested to some a scenario in which Sapphds ‘circle’
is a more or less institutional grouping of adolescent girls who are together
until they marry. Comparison with Alcman has given rise also to the theory
that Sappho was a chorodidaskalos figure, composing her songs for public
performance by a female chorus. (Choral performance is likely for wedding
songs and for fr. 140; putative choral features of other fragments are con-
troversial; see frs. 17, 27, 30, 43, and p. 148 on ;8b.) For versions of these
proposals, see Calame 1997 [1977]: 210-14, Lardinois 1996, Nagy 2007.
Other scholars look instead to thesymposion, and argue that Sappho per-
formed her songs in female or male convivial settings; for different versions
of this approach, see Parker199g, Schlesier2o19, Bowie 2016; and cf. below,
p- 123. We have to accept that the ‘Sapphic question’ cannot be settled.
Sappho’s poetry is striking for its suggestive poetic settings, which combine to
form a distinctive world, yet it is equally striking for the dearth of tight
connections between these settings and known performance contexts. See
D’Alessio 2018 for a critique of some of the positions set out above, and for
a discussion of Sappho’s tendency to situate her poems on the margins of,
rather than squarely within, formal ritual occasions.

Sappho had an unusually rich reception history from early on, in which
admiration and imitation of her poetry mingled with curiosity about her
life. See p. 195 on Anacr. 358, and in general on the early reception
Yatromanolakis 2007. The Alexandrian editors arranged the poems in
eight or nine books, thefirst of which ran to1,320 lines. Much of the
edition was organised by metre; the final book probably comprised wed-
ding songs. See further Yatromanolakis 1999, Ferrari 2010 [2007]:
117-19, and esp. Liberman 2007.

The bibliography on Sappho is extensive. Yatromanolakiszo1 2 provides
a guide. The standard edition is that of Voigt; regarding the most impor-
tant subsequent finds, see below for 58b and additions to 16 (‘Source’),
and above for the ‘Brothers Poem’. Page 1955 is a full commentary on the
major fragments then known; Aloni1gg?7 offers brief annotations to most
fragments. There are several booklength introductory treatments; see
esp. Williamson 1995. Greene 1996 contains a number of influential
essays. See also Stehle 1997: 262—418 and Ferrari 2010 [2007].
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Sappho 1 Voigt

A distressed Sappho (named in line 20) prays to Aphrodite, recalling
previous appeals and encounters with her. She does not specify the nature
of her woes, but Aphrodite has understood them as a matter of betrayed or
unrequited affection in the past, and we are invited to make the same
inference now. The text is clearly complete (cf.25-8n.).

The song manipulates the common three-part structure of hymns and
prayers: (i) invocation, (ii) praise, reminder of past interactions, and/or
narrative, (iii) request. It begins with an address and an appeal, and ends,
in ring composition, by developing that appeal (-5, 25-8). The long
central section corresponds to the central part of the hymn structure but,
with its description of a divine chariot ride and an encounter between
goddess and mortal, it is reminiscent of epic narrative more than of cult
song; see further5—24, 7—-1g3nn. On the tripartite structure, see Furley and
Bremer 2001: 1.50-64, and on Sappho’s manipulation of this form in
several of her poems Burzacchini 2005. On the anachronism of the term
‘hymn’, see p. 12 above.

The allusion to epic may be an allusion to typical scenes and narra-
tive sequences more than an allusion to particular Iliadic passages.
Candidates for specific allusion would be Achilles’ prayer to Thetis in
book 1 (thus Krischer 1968: 12-14), the wounded Aphrodite’s retreat
to Olympus and complaint to her mother in book 5, and Hera’s and
Athena’s chariotride from Olympus to earth in the same book (both
suggested by Di Benedetto 1973, the latter by Svenbro 1975).
Arguably, points of contact with all these scenes are generic rather
than unique and specific, but this is a matter of judgement; see Fowler
1987: 48 g and pp. 17 18 above.

The text isfirmly anchored in the here and now ¢ Tui& 8, 25 €ABe uot
koiviv), but the emphasis on repetition in the central section § k&tépwTa,
15,16 and 18 dnUte) makes today’s appeal to Aphrodite just one of several
such occasions. Sappho’s anguish is real, but even as she suffers she also
knows that she is prone to such suffering. Some gentle humour adds to the
effect (see esp. 13—24n.). The poem thus models both the despondency of
unhappy love and a self-aware reflectiveness which, perhaps, tempers this
despondency. The object of Sapphd's love receives little attention in this,
despite Aphrodite’s questions in 18-20, as does the nature of Sapphos
relationship with her: as in many of Sapphds poems, the focus is on her
own involved state of mind.

The poem probably opened the Alexandrian edition (see ‘Source’), and
can indeed be read programmatically. Sappho names herself, and she
portrays herself as somebody who regularly sings of unfulfilled desire for
other women. She is intimate with Aphrodite, whom she can always call on,
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freely converse with and quote. Aphrodite in this poem, as elsewhere, is
not just the all-powerful goddess of love, but also Sapphd's long-standing
audience, Muse and ally. Aphrodite is invoked in several other fragments:
2,15, 39, 86, 101. Aphrodite and Sappho converse also in frs.134, 159 and
possibly 60.

Source: Dion. Hal. Comp. 23. The literary theorist and historian
Dionysius (1st cent. BC) quotes the text as an example of the‘polished’
style, and discusses it for its smooth sound patterns. The two main MSS are
the Parisinus gr. 1741 (P, 10th cent.) and the Laurentianusvuix 15 (F,
10th/11th cent.); the text is also included in an epitome (epit.” in the
apparatus). For another lyric text cited inComp., see Sim. 543; cf. ‘Source’
there.

P.Oxy. xx1.2288 (= ), a slim strip of papyrus of the first or second
century AD, edited by Lobel, preserves a few letters from the left-hand
side of each line down to 21, and helps correct minor errors in
Dionysius’ text. A number of ancient authors quote individual lines or
words. One of them, Hephaestion 14.1 p. 48 Consbruch (‘Heph.’), uses
the opening to illustrate the Sapphic strophe. Since ancient metricians
tend to quote opening lines, and since poems in the Sapphic strophe
were collected in book 1 of the Alexandrian edition of Sappho (see test.
29 Campbell), it is likely that this poem was placed first in the edition.
The choice would be notable, since the rest of the book seems to have
been arranged alphabetically, whereas this poem starts withlToikiAé; see

16.1—4n.
Metre:
exmvmn [
.
—U—X—vuu—u-—X 11 Qpdvw ifle—

————— If 24 KQUK

Seven Sapphic strophes. The Sapphic strophe consists of three identical
eleven-syllable lines, closed off by a shorter pattern, which repeats the- v v —
element that characterises the whole stanza (and which is common in many
aeolic metres). The occurrence of hiatus at the end of lines1 and 2 of the
stanza (in this poem: 6, 14, 718, 21, 22) indicates pause at those points;
while the occasional bridging of linesg and 4 by single words (in this poem:
11-12) entails synapheia (i.e. unbroken continuity of the metrical pattern),
with the option of either a short or long syllable in thefinal position of
line g.

Discussions: Purves 2014: 176—go, Schmitz 2019, Schlesier 2011a,
Ferrari 2010 [2007]: 161-70, *Walker 2000: 242-8, Stehle 1997: 296—q,
Lasserre 1989: 201-14, *Burnett 1983: 243-59, Winkler 19go [1981]:
166—76, Carson 1996 [1980], Svenbro 1975, Di Benedetto 1975, West
1g70a: 308-10, Krischer 1968, Privitera 1967, Page 1955: 9—18.
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1-5 An address with epithets, followed by the initial request As the goddess of
love, Aphrodite is a source both of suffering § ufy. . .8&uva) and of help (5
0noe’).

1 TrowiAéfpov’: a hapax, probably ‘ornate-throned’. Aphrodite is
imagined as majestically enthroned. The alternative is to derive
Bpovos from the rare 6péva (neut. pl., ‘flowers’), and to translate
‘with/of manifold flowers’; cf. the 6péva moikdA(a) that Andromache
weaves in a piece of cloth at Il. 22.441, and see Sa 2.6n. on
Aphrodite’s association with flowers. There is, however, no instance
of a 8povos compound that is evidently derived from 8péva, whereas
formation from 8pévos is manifest in several cases, e.g. 6pd8povos and
Sibpovos. The less well-attested variant wowkiddgpov’ (‘of subtle mind’) is
probably a corruption that occurred under the irffluence of doAémhoke.
See further Jouanna 1999: 101-16.

&favar invokes Aphrodite’s superior power and imperviousness to
suffering, but also highlights the unusualness of the speakefs easy inter-
action with her in the subsequent stanzas. The word recurs att4, and cf. 13
paKalpo

2 SoAémhoke ‘weaver of plots’. Aphrodite’s power to seduce and to
overcome resistance is often expressed as a form of deceit; see h.Aphr. 7,
33, Il. 3.405. She is 8olomAdkos in several later texts, possibly under the
influence of this poem; see Sim. 541.9, Thgn.1486, and cf. already incert.
Lesb. 42.7 Voigt. A guilefully weaving Aphrodite also suits this guilefully
woven poem and its composer.

3 un...8&uve: the force of the present is probably‘stop overpowering
me’.

&oaiot und dviaior (~ &vious) ‘discomfort and distress’. Similar sound
patterns, and overlap in meaning, lend emphasis to the coupling.

4 8Upov: the word recurs in Aphrodite’s speech (18) and the final
stanza (27). The speaker’s 80uos is a central focus of the poem.

5 Tuid #A8: with more or less literal force, requests for deities to come
are common in prayers, and particularly common in Sappho: see frs.2 and
86 (Aphrodite); 59, 127 and 128 (Muses and/or Graces); and in general
Pulleyn 1997: 156—44.

5—24 Sappho’s previous encounters with Aphrodite. It is common for prayers
to remind deities of their close rapport with the worshipper by recalling
favours granted on earlier occasions; seell. 5.116, Pind. Isthm. 6.42, Soph.
OT 165 (all with € wote). Sappho greatly elaborates this motif. Shefirst
describes the journey Aphrodite made when called upon by Sappho pre-
viously (7-13), and then recalls the earlier encounters and especially
Aphrodite’s words to her (13-24).

5 K&TipwTa: Kol TépwTa, ‘also on another occasion'.
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6 Tas fuas aUdas: gen. sg., with Lesbian accentuation. ‘My voice’
amounts to ‘my call for help’, and at a different level to ‘my singing’;
Aphrodite is an audience.

mhAor ‘from afar’. When other singers perform the piece, the notion of
listening to Sappho’s voice from afar becomes an image for the dissemina-
tion of her work.

7 #kAues ‘you lent your ear’, i.e. granted my wish.

7-13 The lengthy description of Aphrodités journey retains the
pictorial quality of 1—4. Prayers often speculate about the deitys possi-
ble whereabouts; e.g. Il. 1.37-8 and, in this anthology, Sa.2.1 and
Anacr. 348.4-7. But the house of Zeus, as well as the chariot, are
reminiscent of epic rather than reallife prayer. The sparrows further
complicate the tone.

8 xpuolow: the stanza-break suggests joining the adjective with8éuov, as
does already T1, which punctuates before AA8es. See further Slings19g1.
Of course, singers can articulate the sentence differently.

AABes picks up 5 €8’

10 oTpoUfor: later sources attest erotic associations of the (randy)
sparrow; see Athen. g.3gi1e—f and the discussion of Page 19r55: 7-8.
Sappho’s flock of whirling sparrows is not inappropriate for Aphrodite;
but it is novel, playful and memorable.

mepi ~ Umeép, ‘over’. The usage is characteristic of Aeolic; cf. Alcg6r and
see Hodot 1990: 149—50.

y&s peddvas: see Sa. 16.2n.

11 TUkva SivvnvTes Trp: probably ‘rapidly whirling their wings rather
than ‘whirling their closefeathered wings. Cf. Od. 2.151 &mdnBéve
Tvagdodny mrepk mukva ‘(the two eagles) wheeled about, shaking their
closefeathered wings’; Sappho is reworking traditional language. There
is a case for emending SivvnyTes to Bivvevtes (cf. Sa. 16.20 mwéodo]pbyxevtas
from -ué&ynwi), but the inscriptional evidence is ambiguous (Bliimel 1982:
218-19), and cf. Sa.44.94 Uuvnv.

11-12 & ...puéocow ‘from the sky through the mid-air: the aiffp is the
level between earth and sky; see e.g.ll. 17.425, 19.351.

13—24 Sappho’s recollection of Aphrodit€s previous epiphanies is
carefully structured and works towards a climax:

13 address;

14 Aphrodite’s facial expression as she appeared before Sappho;

15-18 her open-ended enquiries about what woes it is this time that
prompt Sappho to call on her, reported in indirect speech;

18—20 her specific enquiries about who it is this time that Sappho pines
for, presented in direct speech;

21—4 her reassurances that the situation will change, still in direct
speech.
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Evidently, Sappho did not specify the nature of her concerns on pre-
vious occasions any more than she does now, but Aphrodite knew her well
enough to interpret the matter as one of love. The passage operates at
several interlocking levels. (i) Sappho is comforted in her helplessness by
Aphrodite’s words and presence. (ii) Aphrodite gently mocks Sappho for
falling in love, and calling on her, again and again. (iii) Sappho metapoe
tically characterises herself as a composer with a repertoire of love poetry
addressed to Aphrodite; cf. 15n. (3ndte). (iv) The passage exploits the
close connection between memory and imagination. It reports past
encounters, but since both indirect and direct speech are couched in
the present, memories past gradually merge with imagination now.
As Sappho remembers, Aphrodite seems to become present.

13 péxaipa expresses carefree serenity, and thus mirrors 1 &8avér. For
its use in addressing gods, see e.g. h.Apol. 14 (Leto), h. 8.16 (Ares).

14 padixicais’ evokes Aphrodite’s formulaic epithet gidopeidns. Her
laughter was variously elaborated. It often belonged to her erotic province
(e.g. Hes. Th. 205, h. 10.2—3), but it could also be gleefully superior (.
Aphr. 49). Here the combination withpdxoipoand &BovéTer creates a sense
of effortless divine superiority. But neither Sappho in the text nor the
listener can be sure of her attitude: affectionate, mocking, or simply
inscrutable.

15 fipe’ ‘you asked’, aor. of *#popau

SnUte ‘again’: characteristic of erotic poetry (again I am in love’); see
Anacr. g58.1n. Sappho manipulates that usage by giving &nite to
Aphrodite instead of saying &nute herself, as well as repeating the word
twice in the next three lines.

17-18 keTTt (~ kai 67T1). .. 8Upewr ‘and what in my maddened heart
I wanted above all to happen to me’. Much of the phrasing is broadly
traditional; cf. e.g.0d. 18.11g (may Zeus give you) 8111 pdhioT £8£Aeis kol Tot
pidov #mAsTo Bupédi. What is not traditional in this context ispoivdiau
Sappho’s mind is out of control; cf. g &oaior pnd dvicuot It is left open
whether this is Aphrodit€s accusation or Sappho’s self-assessment.

18 The change fromé&rmiin 15-17 (3x) to Tiva/Tis here, underscored
by asyndeton, marks the shift from indirect to direct speech. Sapphds
relationship with Aphrodite is such that she is able to impersonate her
voice. For the switch from indirect to direct speech, cf. Pind.Isthm. 8.
31—5 and Bacch. 11.98-105.

meifw: for erotic ‘persuasion’, see Ibyc. 288.gn.

19 TT probably had &y ¢ &ynv (~ &yew); see Lobel’s editio princeps and
Maehler apud Burzacchini 2007a: 85. That text cannot be right:‘once
again whom shall I persuade to bring you back to your love? The most
promising emendation is f&v for c&v (. .. to bring you back to her lové).
Compare perhaps the use of &yewv in wedding contexts (Sa.44.5n.), and
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cf. 21 for Sappho’s strikingly passive role in this phrase. But the corruption
may well be more extensive. For overviews of other proposals, see Saake
1971: 54 9, Caciagli2o11:78 8.

piAéTaTa ‘love’, taken up by 29 ¢ider/pinoer.

1920 & | Yé&me: the address portrays Sappho as intimate with
Aphrodite. It also memorialises her name. The closest early parallel is
Hesiod’s encounter with the Muses at Th. 22—-g5. Scott 1gop: g2 argues
that& + voc. in lyric (and epic) ‘denotes impatience, familiarity, or lack of
reserve’. This would suit the context, but the evidence is complicated; see
Dickey 1996: 199—206. Sappho names herself more often than our other
lyric poets (as far as we can tell):65.5, 94.5, 133.2. In all those instances the
spelling is Y&m- (though never metrically guaranteed).

20 &diknear portrays failure to reciprocate Sappho’s love as an injustice;
for the topos, cf. Thgn.128g un u’ &dikey, and see further Gentili1g72 and
Bonanno 1974. Aphrodite may be characterising Sapphds viewpoint
rather than expressing her own. The normal Lesbian form would be
*&3ikel, but the metre requires four syllables; see Forssman 1975: 22-3,
Colvin 2007: 219—20.

21—4 The change of fortunes is expressed in standard erotic vocabulary
but striking syntax. The strict parallelism in all sentences heightens the
sense of inevitability. It may even loosely recall repetition in magical
incantations; cf. e.g. PGM 1v.1510 20, and see the discussions of
Cameron 1939, Petropoulos 1993, Faraone 1999: 143—46.

We learn that the object of Sapphds love was (and presumably is)
female (28éMoica). Less clear, because of the lack of dative and accusative
personal pronouns, is who it is that Aphrodite said the unnamed girl or
woman would come to pursue, give presents to, and love. The most
obvious supplement is ‘you’: Aphrodite promises that she will return to
Sappho. But the unspecific phrasing introduces a generic note and
places the emphasis not on the relationship with Sappho but on the
imminent suffering of the girl or woman; see further Carson1gg6
[1980], who compares Thgn. 1327-34 (though that passage treats
the — eventual — transformation of pursued into pursuer as the conse-
quence of ageing, while here it is the'swift’ result of divine intervention).
In so far as‘you’ is understood, the reciprocal exchange of roles between
lover and beloved contrasts with the standard pattern of sympotic icono-
graphy and male erotic poetry in which the roles of pursuer (adult) and
pursued (youth) appear irreversible; see further Williamson 19gs:
163-5.

21 kai ydp oi ‘<don’t fret>, for even if. peUyeiv and Siokev regularly
appear as a pair in erotic contexts: e.g.Cypriafr. 10.7 West, Thgn. 1299.

22 &A\A& emphasises the contrast between now and then; see Denniston

1954: 11 12.
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24 kwUk (~ xai oUk) é8éAoioce: reluctance overcome is a trope of erotic
poetry and an expression of Aphrodit€s power; cf. Helen in /l. g, Thgn.
1341-2, Sim. 541.8, PGM1v.2994-5; and cf. 2n. and 16.11n.

25-8 The request is resumed and developed. Tight ring composition estab-
lishes correspondence, 25, &éA8e ~ 1, EA8’, 255 AUoov ~ 2 SoAdTAoke, 26 pepiuvay ~
g &oauorand dvico, 247 8Uuos ~ 4 8pov. Sappho is still in dire straits; but in
the course of recollecting Aphrodités assistance in the past, the negative
ur ... 8&uva (g) has turned into a set of equally unspecific but increasingly
positive requests: that Aphrodite release her from her woes, that she fufil
her desires, and (perhaps with programmatic relevance beyond this
poem) that she become her ally. The swift change of tone suggests
Aphrodite’s swift action (1§ aiya; 21 and 28 Taxéws). See also g1.17n.

25 xoAéav ~ xadewdv (gen. pl. fem.).

26—7 pick up Aphrodite’s phrasing in 17-18. This occasion resembles
previous ones very closely. Cf. also Sa.5.3—4 and the epic formulatedéoan B¢
pe Bupds dvayey, | el SUvapon TeEAdéoon ye ka el TeTeAsopévov ZoTiv (34X, once
spoken by Aphrodite: 1. 14.195-06).

27-8 oV ...¢c00 (~ ioB1): gods are evoked as cUupayor elsewhere (e.g.
Archil. 108, Aesch. Cho. 2, 19). Nevertheless, the military language stands
out in a request for support in a matter of love, addressed to a goddess who
often is distinctly unwarlike (e.g.Il. 5.428; cf. above, p. 115). War (and
epic) provides a contrast to love (and lyric) in several lyric poets and
poems; in this selection, see esp. Sa. 16 and Ibyc. S151.

Sappho 2 Voigt

The poem takes the form of (what would later be called) a cletic hymn to
evoke the setting of a grove and countryside shrine of Aphrodite, and
Aphrodite’s presence in it. We probably have the beginning, and quite
possibly the end; see ‘Source’ and the paragraph below 15n.

A brief appeal to ‘come here from Crete’ (1) is followed by an
extended, sensuous description of the setting, a shady, well-watered
and sheltered grove and meadow, which (probably) belong to
a temple (1-12). The final surviving stanza delivers the speaker's
request, as Aphrodite is asked to pour nectar into cups 19-16). For
the tripartite prayer form, and Sapphos adaptations of it, see the
headnote to Sa. 1. The structure is simple and neat. Each stanza is
a grammatical unit and opens with a marker of place:8elpu — &v &¢) —
v O¢ — €vBa.

Much is left to the listeners inference and imagination. Until1g Kupr,
the goddess’ identity is to be inferred from the particulars of the scene,
which are redolent of Aphrodite and what she stands for (see notes).1
apart, humans are present at first only by implication, as the altars are
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scented with sacrifices and sleep descends from the quivering foliage.

The setting of thefirst three stanzas shares several elements with other
loci amoeni, without however specifying what precisely it is a setting for; cf.
Od. 17.208-11 (sanctuary of the nymphs), /l. 14.946-60 (scene of Hera’s

seduction of Zeus), Od. 7.112-31 (Alcinous’ seasonless garden), Pind. fr.

129 (paradisiacal afterlife of the blessed). The result is a scene that
mingles eroticism and purity, human and divine, and despite all the visual

detail is drawn suggestively rather than with precision.

The grove is populated explicitly in the fourth stanza. The image of
a deity pouring nectar into golden cups recalls the divine conviviality of
epic; e.g. Il. 4.2—4 pet 8¢ ogror TOTVIA'HRN | véxTap Ecvvoxdel. Tol 8t xpuotols
Semdecot | Serdéxat &AAfrous. Yet the setting is not Olympus but the grove,
and Aphrodite is asked to make herself manifest among, and even to serve,
what one assumes are human feasters (of unspecified gender, at least in
what survives). Sappho leaves it open whether one is to imagine a festival in
Aphrodite’s precinct, attended by the goddess herself, or a (female?) out-
door banquet in a ritualised setting, or whether Aphrodite and her grove
adumbrate metaphorically what are more informal, erotically charged
interactions between the speaker and her unspecfied companions.
On any interpretation, though, the song transports listeners into the
eroticised atmosphere of a place where extraordinary things are possible,
as it creates a scene of carefree celebration and easy interaction with the
goddess of love.

Aphrodite’s hoped-for arrival resembles her journey to Cyprus at h. Aphr.
58-69 (cf. Od. 8.462-6): &5 KUtrpov & éAoloa BucBea vrpv Eduvey &g TTdgov:
EvBa B¢ of Tépevos Poopds Te Buwdng | #vB(a). .. Sappho and her audience may
have known the Hymn, or the tradition behind it; see Sa58b.g—12n. If they
did, the poem pointedly redirects Aphrodite from Cyprus to where she
and her audience are. She is still called Kypris but is now Sapphds or
Lesbos’ Aphrodite.

The original performance context is irrecoverable; see DAlessio 2018:
36-8 and, in general, p. 114 above. A cultic occasion at a countryside
shrine of Aphrodite is no more likely than a more intimate convivial
occasion (presumably allfemale), or something different altogether.
We cannot assume that the (vague) poetic setting maps onto the perfor-
mance context. For cultic interpretations of the poem, see Ferrarizo1o
[2007]: 153—4 and Caciagli 2011: 145-8. For our sparse, difficult and
mostly later evidence for women’s commensality, ritual and otherwise, see
Burton 1998 and James and Dillon 2012: 1447, 161—3. For the use of an
outdoor setting in (male) sympotic poetry, see esp. Ibyc. 286, which seems
to draw on Sa. 2.

Source: PSI x111.1300, a sherd of probably the late third centurysc,
represented in the apparatus by ‘ostr.” (= ostrakon). The scribe, perhaps




COMMENTARY: SAPPHO 2 123

a school pupil, struggled with the dialect and introduced numerous errors,
some harmless, others defying correction. Moreover, the hand is dificult
to read and the writing in places poorly preserved, which makes the
transcription more than usually uncertain. The first edition is Norsa
1937, the fullest discussion of what the scribe wrote Lanata1g6o. For
more recent attempts to improve on the transcription and on the restora-
tion of the text, see Malnatiiggg, Ferrari 2000a, Tsantsanoglou 2008,
Ferrari 2011 and (with digitally enhanced reproductions of details)
Caciagli 2015. The sparse apparatus presented here is unable to give
a properly representative picture of the assessment of the ostrakon.

Indirect traditions provide support in two places. Hermogenes, Types of
Style2.4 p. 331 Rabe (2nd/grd cent. AD) cites parts of the second stanza,
and Athenaeus 11.463e much of the fourth.

Before what is printed here as thefirst line, the ostrakon hasoupavéev
kaTidi[oa ‘descending from the sky (transcription Pintaudi 2000: 47).
Four considerations suggest that the phrase does not belong to the poem,
despite the thematic connection and even though it is not clear why the
scribe wrote it. (i) Dialect and metre do notfit: substantial emendation
would be needed. (ii) Before the ostrakon lost its top right corner, there
probably was a gap afterxatioi[oa, which seems to be the only such gap in
the text. (iii) Elsewhere Sappho seems to place deUpu and edte in the
opening verse: see frs. 59, 127, 128. (iv) ‘From the sky and (if correct)
‘from Crete’ are difficult to combine in one sentence, especially in this
order. The different positions are rehearsed by Burnett198g: 261—2 n. 86.

Metre: Sapphic strophes. See on Sa.1.

Discussions: Caciagli 2011: 187-48, Ferrari 2011, Ferrari2o1o [2007]:
151-5, Burzacchini2o0p: 18-25, *Yatromanolakis 2004: 64—, Furley and
Bremer 2001: 1.163-5 and 11.113-15, *Burnett 1985: 259-76, Jenkyns
1982: 22-38, McEvilley 1972, West 1g70a: 415-18, Lanata 1996 [1966]:
15—-17, *Page 1955: 34—44. See also ‘Source’ above, for discussions pri-
marily focused on transcription and reconstruction (particularly impor-
tant for this text).

1—4 Request to come; initial description of the setting. More so than in the later
stanzas, a place of worship is suggested: temple (text uncertain), sacred
grove, altars. The speaker is trying to persuade Aphrodite.

1 8Upy W é<k> KpnTas appears to be the only viable way of interpreting
the traces, even if it requires two (minor) corrections; see Ferrarizoooa:
37-8, and for other reconstructions Tzamali1gg96: g5—6. Aphrodite was
prominent in Crete: see Diod. Sic. 5.77.7, Pirenne-Delforge 2001 and
Pugliese Carratelli 19go: 73—, who suggests that the Panormos that is
listed as one of Aphrodite’s haunts in Sa. g5 is in Crete.

p’: i.e. yoi. The speaker appears fleetingly, and then disappears again.
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arp[v v =] v : a verb meaning ‘come (to)!” is most likely, e.g. Turyn’s
mplooikolo. '

vaUov ‘temple’, an emendation of the nonsensicalvauyov, supported by
the occurence of vads &yvés at Alcm. 14b and in the cletic cult songcarm.
pop. 871, and by vnév at h.Aphr. 58 (see headnote). The alternative emen-
dation ¢vaudov ‘haunt’ is just as easy (the previous word would lose one
syllable), but ‘haunt’ clashes with ‘altars’, and while the nymphs have
xopievtasévavdous at Hes. Th. 12, it is not a suitable term for Aphrodite
or her celebrants. For the palacographical considerations involved, see
Lanata 1960: 81 and Caciagli2o11: 139—4o0.

2 &yvov ‘sacred’, in the sense not of demarcation {epds) but of the
majesty of the divine which requires human reverence. See Parker1983:
147-51.

émrr[ar—]: Page’s supplement to1 (~ ocot) may well be right. The grove is
Aphrodite’s.

&M\oos: &lom were sites both of encounters with divinity and of recrea-
tional activity; see Bonnechere2007. They were often joined to a temple;
see Bacch. g.19, Hdt. 2.148.3, and the formulaic vnév Te kd &loea
BevdptevTta (9X in h.Apol.).

3 wMadilav] ‘of apple trees’ (~ unAecdv). The typical pfjdov is the apple,
but the term covers other round fruit like quinces and pomegranates. All
of them are erotic symbols, in myth as well as ritual. See Littlewood1968
and Burnett 1983: 2678, who points out that the association can be both
with virginity and its loss.

#v1 ‘in (it)’, viz. ‘in the grove’. The ostrakon has the nonsensicalepu
An alternative emendation is the perfectteBumdue vor (preceded by &¢),
which requires slightly more substantial intervention.

3—4 Bupidpelvor ‘fuming’, lit. ‘being filled with smoke/scent’.
The altars are being scented with burning frankincense, as in the hexam-
eter formula Téuevos Pwpds Te Buney Bucdns (e.g. Il. 8.48, h.Aphr. 59).

4 [M]paveTwr: incense and other perfumes were regular sacrifical
offerings, not least to Aphrodite (cf. h.Aphr. 61-3, Pind. fr. 122.3—4,
Emped. DK g1 B128), and a staple at weddings, both as offerings and
for their sensual appeal; see Sa. 44.30, Xen. Symp. 2.3, Men. Sam. 679—4,
and further Detienne 1994 [1972] and Mehl 2008.

5—8 Flowing water, roses, sleep.It turns out to be the natural scene that is
being described further, not the human-built temple or altars. The notion
of sleep ?descending from the foliage introduces an unmistakablyfigura-
tive turn of phrase for thefirst time.

5 év & picks up g éwn (if &v1is correct).

5—6 Uodwv (~ 8(wv) | padivew: the apple trees are kept at the heart of
the scene. The adj.uaAivev (viz. ‘apple-branches’) is marginally preferable
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to the noun uaMav because it avoids the double genitive, lit. ‘of the
branches of the apple-trees’, and g paAi[av] explains the error.

6 PBpddoior: roses are associated with Aphrodite; see /1. 28.186, Cypriafr.
5.4 West (among other spring flowers), Bacch. 17.114-16, Irwin 1984:
161-8.

mais (Lesb.) ~ wés.

7 «iffucoopévewy . .. eUuAAwY ‘flickering leaves. The verb expresses both
motion and the play of light; see Stanford1ggg: 142-6. The genitive is
probably governed by kat- (‘down from’), or else absolute, depending on
the reading in the next line.

8 xapa ‘sleep’, often pleasant, often preternatural. In both Homeric
instances of this word, it is induced by deities in an erotic context; seell.
14.359 (Zeus put to sleep after making love to Hera on a bed oftflowers on
Ida), Od. 18.201. Here it is either the hypnotic natural surroundings or
Aphrodite that cause the sleep. See further Wiesmannig;2.

Trataiprovt ostr., katappd Hermogenes (see ‘Source’). A verb is likely,
with xé&ua as subject, but a suitable word is not easy tofind. (i) xaTéppe
‘moves down’ is not otherwise attested, except in the similar but often
emended Erinna fr. g Neri (SH 402) 16 8¢ okéTos dooe katépper The simple
verb &ppev usually means ‘to leave’, but can also be a synonym ofeiu; see
LfgrEs.v. B.2. (ii) xat&pper ‘flows down’ would require no emendation (of
Hermogenes’ reading) and would provide good sense, but the non Aeolic
form (Aeol. xappéer) would stand out in this poem (in contrast to e.g. Sa.
44). For kat&rather than Aeolickér, see Sa. 44.12, 105b.2 Voigt (105c.2
LP); for the ending & < -1, see Sa. 43.5, Alc. 5.11. (iii) kaT&ype ‘seizes,
overpowers’ (~ kafauipei), argued for most fully by Risch 1962, is very
difficult without an object.

9-12 [Flowery meadow, breezes. Meadows are sites of erotic encounters, see
Anacr. 41%7.5n.

9 immoéPoros subtly adds to the eroticism; see p. 60, and cf. Anacr.
346(1).6—9.

10 7wt pwvoist has proved incurable, probably because of scribal
error. An adjective qualifying &véeow is likely, such as fpivoiow (- v — v,
‘spring-’) or &pdvvois’ (v — —, ‘lovely’). But some of the letters at the
beginning of the line must have been written in error since only four
syllables (— v — x) are required before &v8eouv.

&nTtar gentle breezes are a staple of pleasant natural settings, e.g.0d. 4.
567 8 (Elysian fields). Aphrodite blows sweet breezes at Eur. Med. 836—40.

11—-12 If the structure is the same as in the previous stanzas, the omitted
words continued and completed the sentence.

13-16 Address to Aphrodite, and request to pour nectar. See headnote for
the interpretation of this image. Sappho uses related images atg6.26-9
and 141.4. Evidently an imperative is required. There is much to be said
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for (i) conjecturing it at the end (in view of16 wvoxoaioo, hyper-dialectic
olvoxéaioov seems more likely than oivoxénoov): ‘take the. . ., and pour the
nectar!” The main alternative is (ii) to replace the ostrakons évéa with &A8e
and print a participle at the end.&\8e would pick up 1 deUpu. This approach
is based on Athenaeus (see ‘Source’), who cites the sequence from Kdmpt
to the end, prefaced byéag¢, and with the last word asoivoyootoa. However,
arguably ‘come. .. pouring’ is awkward; Aphrodite would be pouring as
she approaches; see Nicosia 1977: 100—4 for further objections. (iii) For
an altogether different approach, see Ferrari2zoooa: 41—4: Aphrodite is
asked for nectar that the speaker herself will pour. But see the criticism of
Di Benedetto 2006: 14 15 n. 14.

13 .= ~. #lowa: if EAdooais correct we have lost the accusative object to
go with it, but a noun thatfits the traces has proved elusive; emendation
may be be required.

14 xvlikeoow: a sympotic rather than cultic type of cup. The gold
makes the cups divine or extravagantly luxurious or both.

&Ppws can be construed with both dupepeixpevov and twvoyoaioof. All
activity here is sensuous and delicate.

15 OSppepeixpevov (~ dvor) Badianot véktap ‘nectar mingled with festiv
ity (or ‘with the festivities’). The metaphor exploits the notion of
sympotic mixing of wine and water as a token of communal good
cheer. Cf. Xenophanes 1.4 kpnmp & EoTnxev peows uppoouvns, Pind.
Pyth. g.71-2.

véiktap is the drink of the gods, as wine is that of humans.
Depending on how literally one conceives the goddess presence,
nectar may be read as a divine drink unusually served to humans or
as a metaphorical expression for ‘wine’. Poured by Aphrodite, more
over, the nectar also invites interpretation as the sweet desire that is
her gift, even though the fixed erotic connotations of nectar are
a later development (e.g. AP 5.3o5, Hor. Odes 1.19.15 16). Alc.
296b.4 has youths ‘scented with ambrosia’, in the context of festiv-
ities presided over by Aphrodite.

It is more likely than not that this is the end of the poem. Both
Athenaeus and the ostrakon stop quoting in the same place, and there is
still space on the ostrakon. If the poem did continue, the continuation may
have included a reference to the companions sharing in the festivities, as
Athenaeus continues the sentence in prose withtodTtois Tds éTaipoiséuois Te
Kal oois, ‘pouring wine for these companions of yours and miné. Some
scholars think he is adapting a phrase that originally had the feminine
¢tadpais (cf. Sa. 160). See further Nicosia 1977: 93—99 and de Kreij 2016:
65-6 (verse 16 is the end), and Di Benedetto 2006: 13-16 (poem
continues).
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Sappho 16 Voigt

The poem falls into three parts, connected by transitional sentences:
a priamel culminating in the claim that the best thing iSswhatever some
body loves’ (1—4); an account of Helen's desertion of her husband and
family under the influence of (almost certainly) Aphrodite (6-13); the
speaker’s wish to see the absent Anactoria (15-20). If 21—4 belong to the
same poem (which is unlikely), there would be a fourth section, a gnomic
reflection; see ‘Source’.

The third (and probablyfinal) section makes the poem an expression of
love and yearning for Anactoria, who is moreover celebrated through
approximation to Helen. The earlier sections are not, however, mere
preparation; this is a text with a broad intellectual and emotional range.
As a whole it meditates on the value, the subjectivity, the transience and
the pain of love, and the voice modulates from the provocative and
argumentative to the personal and intimate. The poem makes good
sense on a linear reading, but some of its meaning becomes apparent
only at the end.

The priamel is ‘a focusing or selecting device in which one or more
terms serve as foil for the point of particular interest (Bundy 1986
[1962]: 5; for general discussion, see Race 1982). This particular
priamel introduces beauty and above all love as themes of the poem.
It also puts forward an arresting claim, the ramfications of which are
worked out as the poem continues. This claim can be read in two ways.
Above all, the speaker argues that judgement is subjective and varies
from person to person: k&AioTov is ‘whatever someone loves’. It is this
idea that the Helen myth picks up in thefirst instance. In this sense,
the final term does not just present a superior alternative to the earlier
terms, as it does in many priamels, but altogether subsumes them by
shifting to a higher level. Secondly, in particular with hindsight, the
choice of the marked paTa1 also creates the notion that thekd\oTov
thing is ‘whatever someone loves. In this sense, the priamel makes the
case for love as something worthwhile, no less so than the cavalries,
infantries and navies. This idea, too, is relevant to Helen, and it comes
to the fore especially in the last stanza when the speaker reshapes the
claim of the first stanza as a personal preference for Anactoria over
chariots and infantries.

The Helen myth illustrates the claim that judgement is subjective. Helen
abandoned everybody who should be dear to her and went to Troy— her
husband, outstanding man though he was, as well as her parents and child.
In so far as she acted out of love the myth also develops the idea that love
matters and drives all judgement. Helen, then, corresponds to the speaker
in the opening and closing stanzas, and the rejected Menelaus and the
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deserted family correspond to the military splendours that the speaker

does not value. Yet nothing is made of Paris, the object of Helerks love, and

itis Helen herself who is of surpassing beauty and not, as one would expect
on this interpretation of the exemplum, Paris. With hindsight, a different
match of myth to present suggests itself. Helen corresponds to Anactoria
(the only other mortal to be named), and with gentle plaintiveness the
poem hints at the loss of those left behind: Helerds husband and family

who have been abandoned by Helen, and the speaker herself who wishes
to see Anactoria again.

Helen is an ambivalent character already in epic, where she is both
criticised and defended and is the cause of much suffering as well as
a sympathetic victim of Aphrodite, plagued by remorse. Sappho uses this
complex figure to create her own complex Helen. At the same time, there
are significant differences. In keeping with the rejection of military mat
ters in the priamel, the Trojan War and Heleris role in it are notably
absent. The poem clearly takes the story of the war for granted but hardly
refers to it. This omission is even more obvious in comparison with
Alcaeus’ two surviving Helen fragments. Both in fr.28g, which probably
stands in an intertextual relation with Sa16 (direction uncertain), and in
fr. 42, Alcaeus dwells less on love and beauty than Sappho, and more on
death and destruction, with Helen as the cause. See further Race1989,
Segal 1998, Calame 2015: 205 7.

Source: P.Oxy. 1231 fr. 1 col. 1 (=T1"), 2nd cent. AD, edited by Hunt in
vol. X, with some additions by Lobel in vol. xx1, p. 122. Green Collection
papyrus inv. 105 fr. 2 col. 1, early grd cent. Ap (= TT), edited by Burris et al.
2014 and then again by Obbink2016a, is a thin strip which preserves the
endings of many of the lines. It adds a few words @ g vénpue, 14 votfiomn, 29
8 & adTan) as well as some letters where TT' has gaps; see also West 2014:
2—3. Both papyri are copies of book 1 of Sappho. Lines §—4 are quoted by
Apollon. Dysc. Synt. 2.419 Schneider Uhlig.

TT* also helps assess where the poem ends. It shows that there are at least
five stanzas after line 20 and before the beginning of poem 17. Since
a length of ten stanzas would be very unusual for what we know of the
poems in book 1, we must be dealing with two poems, frs.16 and 16a, and
the question is where to divide them. There is a very strong case for ending
Sa. 16 at line 20. It rests on the ring composition ofi—4 ~ 17—-20 (n.), the
overall sense that the poem is complete, and the likelihood that21—4 start
a new thought (n.). The extra stanza is nevertheless printed here, in
smaller type, because too little survives to be certain.

Metre: Sapphic strophes (11 éuvdofn &M\&). See on Sa. 1.

Discussions: *Blondell 2010: 877-86, *Pallantza 2005: 61—79, Bierl
2003, Greene 2002: g7—102, Pfeijffer 2000b, *Foley 19g8: 58-62, Segal
1998, Rosenmeyer 19947, Williamson 19gr: 166 %71, Pelliccia 1992, Race
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1989, Calame 2o0opr [1987], Burnett 1983: 277-9o, *Most 1981,
Liebermann 1980, des Bouvrie Thorsen 1978, Koniaris 19g67. See also
‘Source’ above.

1—4 Priamel about what is n&ANiocTov. See the headnote for discussion; and
des Bouvrie Thorsen 1978, Liebermann 1980 and Zellner 2007 for entry
points into the extensive scholarship. The overtly abstract argument
attracted intellectuals in later periods, esp. Gorgias in hisHelen; see Race
1989 and Pelliccia 1992, and for Plato, Foley199g8: 58 62.

This is clearly the beginning of a poem, just as the lines that precede in
" clearly are the end of one (fr.15). Corroboration comes from the fact
that thefirst word starts with o (o]i): the poems of book 1 were probably
arranged alphabetically by first word (see Obbink 2016b: 41-5), and
poem 17 starts with w (mA&oiov); for the intervening poem 16a (first
word &ABiov?), see 21—4n.

1-2 immAwv ... vé&wv: cavalries, infantries and fleets are a pointedly
narrow ideal of beauty. Sappho creates a rhetorical foil for her own broad
claim, as well as perhaps mocking male and/or epic preoccupations.
The tripartite division occursfirst here; later see Pind. Nem. g9.94, Aesch.
Pers. 18 19. Homer pairs only iwmfies and weloi, e.g. Il. 4.297 8, 25.133.
The evidence for the beginnings of Greek naval warfare is very thin; see
Wallinga 1993.

2 péAa[v]av: acc. sg. withy&v, rather than gen. pl. {iAaivav) with vacv,
because of the word order. ‘Black earth’ has a formulaic ring; in Sapphds
corpus see frs. 1.10, 20.6.

3 k&AMwoTov: at first probably understood as ‘best’; the aesthetic mean-
ing (‘most beautiful’) gains prominence as the poem continues. Various
things are called k&Aoo in early Greek poetry, e.g.Od. g.11, Tyrt.12.14
= Thgn.1004; and xaAdv appears in remarkably abstract statements else-
where, e.g. Sa.50, 58b.15-16, Thgn. 255-6. Sappho’s statement thus is of
a recognisable kind.

3—4 xfjv’ ét|Tw ~ Zkelvo dTou.

4 #paTon: the metre indicates that this is subjunctive¢p&ron rather than
indicative ép&ron. The subjunctive expresses a temporal dimension: any
time somebody loves something, that thing is the most beautiful at that
moment; see Probert 2015: go 2 and cf. Sa. 1.1 zn. The sense that love
may be time-bound will be developed much more explicitly with Helen’s
change of heart in the myth section.

5—6 malyxv - Tlo]UT ‘Itis utterly straightforward to make this under-
stood by everyone.” Both the claim itself (lines 1-4 stake out a non-
standard position) and the tone of public demonstration jar with what
precedes. There may be a hint of humour.
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6-13 Helen. After the brisk argumentative style of 1-6, the myth is
couched in one long, flowing sentence. Despite the claim that this is
a straightforward demonstration, the connection with what precedes it
requires interpretation; see headnote.

6—7 Trepokiforoa (~ Tmepioyolon) | k&AAes [&vBlpadmrwy ‘far surpassing
humans in beauty’: the genitive (rather than accusative) aftermepiéyev
may be accounted for by analogy with the genitive common after verbs of
comparison (including e.g. wepieivar), or possibly by explaining Tep- as
Aeolic for ymep-; see Sa. 1.10n.

8 Tov [ . &plioTov: perhaps [uéy &plioTtov. In Homer Menelaus is only
&yabos. The most beautiful woman was married to the best of men— but it
was not to last. The passage as a whole expresses the power of love by
means of a kind of rhetoric that elsewhere expresses Helers eventual
regret. See esp. Od. 4.261—4, ‘I regretted the derangement that Aphrodite
inflicted on me, when she led me there from my dear fatherland, and
I deserted my daughter, my bedchamber, and my husband, who was
wanting in no respect, neither mind nor appearancé; cf. Il. §.173-5, 3.
428-9. Whether Sappho is making an allusion rather than just drawing on
traditional phrasing is unclear. For the repeated article, rare in the
Lesbian poets, cf. Alc.141.3.

9 xoaAA[itroi]o” ~ kaToMmoio(x).

10-11 kwyd[¢] ... éuvéotn ‘and did not even think about. Sappho
often entwines memory and love, e.g. 94.7-11, 96.15-17, 129a, and in
this poem see 15-16 dvéuvaio’. Here she uses this nexus to express the dark
side of single-minded passion.

10 Trajidos: Hermione, mentioned also in Sa. 2g. Like Menelaus (7
[To]v &v8pa) and like the parents she remains unnamed.

Tokfiwv: usually Zeus and Leda, but Leda’s husband Tyndareus is some-
times mentioned in connection with Helen ([Hes.] frs. 199, 204.60-2
MW, Eur. Hel. 17).

11 Tapdyay’: the sense suggests that the lost subject is something like
Kiurpis. Aphrodlte led Helen (attav) astray. The statement would charac-
terise Helen’s act as improper and at the same time probably provide
a degree of exculpation. If the stroke visible inlT" above the second letter
of 12 is correctly identified as a grave accent, Kémpis is impossible in that
line and has to be placed at the opening of13, emphatically, as the final
word in the sentence. Line 12, then, seems to have been occupied by
a qualification of Helen’s state of mind, e.g. ObbinKs kwix (~ xai oUk)
¢8¢dor]oaw ‘even though she did not want tJ; cf. Sa.1.24n. The grave accent
(which in ancient convention often denotes the absence of dreal’ — viz.
acute or circumflex — accent) would serve to remind the reader thatxwix
should be pronounced without accent (also in Lesbian); see Hamm 1957:
§91b1 for other examples.
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13-14 Probably a generalising statement, providing the transition from
Helen (6-19) to the speaker's longing for Anactoria ¢ 5—20), rather than
a continuation of the myth. Lidov2016: 8g-92 suggests (incorporating
earlier proposals): &yvlopmrov y&p [#xel] yonuua | [xod TE[Aer kolpoos T[S ké
moi] vofomr ‘For she (viz. Kypris, at the beginning of the line) has an
unbendable mind and easily accomplishes whatever she intends.” See the
apparatus of Obbink 2016a for this and other proposals.

15—20 Anactoria. As in line 6, the connection with what precedes— the
myth section — requires interpretation; see headnote.

15-16 Perhaps: “That (supplying téd]ue ~ 16 £ué) now made me think of
Anactoria who is not heré; cf. Sa.g1.5.

15 viv marks the shift from myth to the here and now, as repeatedly in
epinician.

AvaxTopia[s]: she probably appeared in further Sappho poems. [Ovid]
Her. 15.17 and Maximus of Tyre 18.9 (= testt. 19 and 20 Campbell)
include her in selective lists of women loved by Sappho. Cavallini 2006
uses further late sources to speculate that Anactoria came from Miletus, to
where she may or may not now have returned (which would give special
point to the comparison with AU8wv &puata).

dvépvai|e’ continues the mental language of 13-14, and contrasts with
10-11 kwyd[¢] ... éuvaobn (n.): love lets Helen forget and Sappho
remember.

16 oU] Tapeoicas: Anactoria’s absence is explained no more than that
of the women who are no longer with the speaker in Sag4 and g6.

17—20 By ring composition, the specific statement about Anactoria
exemplifies the general pronouncement in 1—4. The speaker prefers
Anactoria to chariots (cf.1 immfwv) and to soldiers fighting in armour
(cf. 1 méodwv). 17 EpaTov picks up 4 épatal, and 18 i8nv the aesthetic
dimension of g k&\ioTov.

17-19 ke BoAdoipav...H ‘Iwould rather...than’ (LS] s.v. Bovlouar 1v).
Opt. +«e because the scenario is hypothetical.

17 P&pa (‘step’) makes Anactoria comparable to the soldiers of1g—2o0.

18 xé&uépuxpa ‘and sparkle’. Evidently a token of attraction; cf.
Xapitwy &uaptypat Exouca(v), a formula in the Hesiodic Catalogue of
Women. See further Brown 198q.

19 T& AUdwv &ppata: chariots had largely fallen out of use in Greek
military practice in Sapphds day; they may have remained a reality in
Lydia; see Aesch. Pers. 45-8. Certainly in later periods, Lydian chariots
were proverbially excellent; see e.g. Diogenianusg.19 (vol. 11.48 Leutsch);
and cf. already Pind. fr.206.

19-20 k&v ... [weodo]p&yxevtas ‘armed footsoldiers’.

21—4 See ‘Source’ on the status of this stanza. This is probably the
beginning of a new poem. Sa. g1.17ff. provides an example of a shift
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towards a more reflective mode at the end of what would have appeared to
be a complete poem without the continuation, but it is dificult to connect
21—4 to what precedes; the unfulfilled wish of 17-20 is not a prayer (22

&pacbai). For the opposite view see Lidov 2016: g2—3. Milne’s A\Biov at the

beginning of21 would suit the alphabetical sequence of opening lines (see

1—4n.). Adopting 8ABiov, West 2014: g suggests supplements that amount

to: ‘No one can be completely fortunate, but one may pray to enjoy a share
of joy/happiness. I am conscious of this.

Sappho 31 Voigt

A poem about the unbearable pain of love. Its remarkably mobile train of
thought has prompted numerous interpretations and poetic treatments,
most famously Catullus’ close adaptation in poem 51. Sappho starts with
the scene of a man who sits next to and converses with the female addres-
see; any such man, the (female) speaker says, seems to her equal to the
gods (1-5). The focus then shifts to the speakers response. She describes
in detail the debilitating symptoms that aflict her whenever she looks at
the addressee (7-16). Only one, corrupt, line remains of the rest (77), but
the outlook seems to have become more reflective and less despairing.

The surviving stanzas take the form of a priamel; see Race1983 and
Furley 2000 (and above, p. 127 on priamels in general). The god-like man
makes for an attention-grabbing opening and serves as a contrast which
throws the speaker’s condition into relief, but then recedes from view. He
is god-like in so far as he is capable of conversing with the addressee,
whereas the speaker falls apart when she merely looks at her.
The contrast is highlighted by ring composition,1 ¢aivetad pot ... 16
padvoy’ Eu alTan

However, Sappho uses the priamel structure very lightly, and does not
articulate the contrast sharply. The foil is not introduced as such: the
opening sentence raises the false expectation of a poem about the man,
or about the man and the addressee. In addition, 1 ioos 8¢o101vis purpose-
fully vague (appearance? status? ability?); the strength to withstand the
addressee’s presence suggests itself as the most obvious interpretation only
when the speaker’s own weakness becomes the focus of the poem, and
even thenioog 8¢o1o1vretains a somewhat open-ended quality. Pind. fr.123.
2— both illustrates the type of contrast Sappho creates, and shows that she
places the emphasis differently: ‘He who sees the rays flashing from
Theoxenus’ eyes and is not tossed on the waves of desire has a black
heart forged from adamant or iron with coldflame ... But I melt ..’

Because of Sappho’s more fluid train of thought, the man always
remains a lingering presence. One wants to know what he does in this
otherwise female poem, where and why he is pictured sitting opposite the
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addressee, and whether his position vis-a-vis the addressee contributes to

the speaker’s suffering. All the poem allows one to say is that the two are
engaged in easy and intimate conversation. The more specfic reading,

according to which the man and the addressee are imagined as a bridal or
married couple (present or future), goes beyond the text; for different
versions of this reading, see Snell 1931, Latacz 1985: 74—93 and Rosler

1990.

As in other poems (esp. fr. 1), Sappho combines vividness — the
addressee’s laughter and sweet voice, the speakers crippling physical
symptoms — with reflective distance. The speaker does not just stand
back from her predicament in the (lost)final stanzas; the opening scene
is (probably) couched in generic language too (1—5n.), but then followed
by a (probably) non-generic statement about the effect on the speaker
(6n.). Similarly, the symptoms are framed by a generalising clause (when-
ever I look at you’, 7), but then listed in such detail and with such vividness
that they impress themselves as acutely present (7—-16).

These shifts between generalising rdflection and emotional immediacy
locate the here and now of the poem in the speakefs mind. The sense of
witnessing a mental world is enhanced by the absence of any indication of
an internal or external setting. The address to the beloved ¢, 7) is
evidently imaginary in so far as she is pictured in conversation with some-
body else and in so far as the speaker proclaims herself incapable of
existing in her presence.

Source: The text is quoted by ‘Longinus’ at On the Sublime 10.2 for its
skilful selection and combination of the symptoms of*the madness of love’
(tods épwTikds pavicig. All surviving MSS ultimately depend on the
Parisinus gr. 2036 (= P). A second/thirdcentury AD papyrus, PS/
XV.1470 col. ii, partially preserves a commentary on part of the poem
(= Sa. 218B Voigt, not in LP), which quotes lines14-16. See Voigt's and
Hutchinson’s editions, and 13n. below, for shorter quotations in various
ancient authors.

Metre: Sapphic strophes (1 ioos); see on Sa. 1.

Discussions: D’Alessio 2018: 57-61, Wiater 2010, Ferrari 2010 [2007]:
171—-92, Radke 2005, Aloni 2001, *Furley 2000, Prins 1999: 28—40,
*Stehle 1997: 288-96, *Rosler 19g9o, Svenbro 1993 [1988]: 150-0,
Carson 1986: 12-17, Latacz 1985: 74-94, Race 1983, *Winkler 1996
(1981) 98-101 ~ Winkler 1990 [1981]: 178-9o, Robbins 1980,
*Privitera 1969, Page 1955: 19-33, Snell 1931, Wilamowitz-Moellendorff
1913: 56-61.

1—5 ‘That man to me seems equal to the gods, whoever sits opposite you
(to1 ~ oo1), and listens to you close by as you speak sweetly and laugh
delightfully.” The definite antecedentkfjvos . . . &dvnp (~ & &np), combined
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with the indefinite éttigclause, probably picks out one man from a set of
such men and focuses on him: any man who sits opposite you, that man
seems to me. Further on this construction, as well as other interpretations
of the disputed syntax, see Probert 2015: 111-18, who compares Od. 8.
209—-11. The detailed description makes the scene concrete, despite the
generalising construction. See headnote for what we can and cannot say
about the man and his relationship with the addressee.

1 gqaivetai por the speaker’s perspective is prominent straightaway. Sa.
165 gaivetai o1 wivos (‘that man seems to himself’), quoted as Aeolic by
Apollon. Dysc. Pron. 1.82 Schneider-Uhlig, may be from a different poem
or an altered version of Sapphds opening; see Aloni 2001: §5-6.

icog Biorow: see headnote. Such terminology can be used of grooms and
brides (see Sa. 44.21n.) but is by no means exclusive to them. In epic,
io68eos, daduovt Toos, Beds &g and similar epithets point to various kinds of
extraordinary qualities and behaviour.

2—-3 évavTios ... iod&ver in Homer men and women sit opposite one
another only if they are familiar with one another, so Odysseus and
Penelope (0Od. 23.89, 25.165), Odysseus and Calypso (5.198), Penelope
and Telemachus (17.96); see Neuberger-Donath 1977.

3-5 &u pwvailoas. . .kal yedaicasipépoev: the ‘sweet’ voice and ‘lovely’
laughter describe an intimate scene, as well as hinting at the womars
effect on the speaker. wvai|oas and yeAaicas are fem. ptcpls. gen. sg.
The forms gwvai|oas and 7 ewvac(ot) adopted here assume formation
from a-stem ¢cdovapt (rather than gwvnur); see Forssman 1966: 79-81.

5—6 T6 ...émwréacev: the speaker forcefully shifts the focus to her own
reaction. The imprecise 16 (‘that’; cf. Sa. 16.15-16n.) leaves it open
whether she is affected by the whole scene or just by the womaris laughter
and voice, which immediately precedes the sentence. When the next
sentence narrows attention to the speaker and the addressee, dropping
the man, it is likely that this sentence too will be understood narrowly.

5 M u&v marks an emphatic assertion, common e.g. in oaths, effectively
‘believe me!” The speaker wants to express her plight with the greatest
insistence even though (or because) she does not have the addresse€s
attention.

6 émrréacev ‘has struck, excited, a strong word. In erotic contexts, see
Alc. 283.3—4 #v omblelow [¢lmt[écuoe] | BUpov, Anacr. 346(1).12, Thgn.
1018 (cf. 7—16n.). The aorist probably refers to the very immediate past:
the speaker has just now been (and still is) affected. The shift away from
the indefinite phrasing that precedes (whoever’), as well as the assertive
7 u&v, convey the speaker’'s process of visualisation: the scene presents itself
vividly to her mind; see further p.1g4. Alternatively, one might treat the
aorist as ‘gnomic’ and translate as a present. However, the personal and
emphatic tone would be untypical of the gnomic aorist.
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7 ‘For whenever I as much as glance at you, immediately..’
The sentence explains (y&p) the one that precedes by presenting the
effect on the speaker's heart as a particular instance of a recurring type
of response (if ¢wtéaoev = ‘has struck’), or by elaborating the effect with
more and stronger detail (if émtéoaoev = ‘strikes’). For the lack of modal
particle (e, &v) in a temporal clause in the subjunctive, cf. Sag8.3, and for
epic examples see Chantraine 1942-53:11.256. @s. . . dsis common in epic,
three times with forms of¢idov, /l. 14.294, 19.16, 20.424.

<#s> o’ idw: this restoration of the metre is accepted by most editors.
Most 1995: 29—41 revives Hermann’s <ei>oi8w, which would leave it open
what or who precisely the speaker looks at; buteicop&w normally requires
an object.

Bpéxe ~ Ppaxéx, neut. pl., used adverbially. Even the briefest of glances
has a violent effect.

7-16 A sequence of symptoms describes graphically how the speaker is
affected. She has lost control of her body, above all her speech and her
senses, and is shut off from the world. Individually, several of the aflictions
occur in epic descriptions of heroes who strain and suffer on the battle-
field, but Sappho amasses and lists them in the manner known to us from
much later medical writers, and uses some untraditional, often hyperbolic,
language. This is an arresting passage, and even more arresting as
a description of suffering arising from love. See further Burnett1983:
2909—41, and cf. Sa. 58b for a shorter description of physical aflictions
(caused by old age). The passage seems to be echoed in Thgn.1017-22 (as
well as later texts); alternatively, if Thgnio1%—22 is taken wholesale from
Mimnermus (see fr. 5 in /EG®), then Sappho may be influenced by earlier
poetry.

7—9 Loss of speech.

7-8 @wvad’ (aor. infin.) oU8év contrasts with 3—4 ewvad|oas.

8 #r’ marks the sudden change; cf.10 aUtikee The passage describes
the onset of the symptoms.

giker is dubious. If correct, it must be the equivalent of impersonal
mapeiker ‘it is possible’. No obvious emendation suggests itself, whether
with the infinitive povao’ or the genitive gcovas.

9 K&u...yMdooaiaye ‘mytongue is broken’. The language may evoke
Homer’s hypothetical ‘ten tongues and ‘unbreakable voice’ (Il 2.
489—90), an allusion that would strengthen the paradox of the singer
who says she cannot sing. See Bonanno1ggg for the motif in later texts.
The hiatus before ¢aye could easily be emended, with <u’> £aye or wémaye
(‘is fixed’), but it is probably satisfactorily explained as a poetic phrase that
survived the loss of digamma in original *éraye; cf. Hes. WD 594 véta gaye,
and Alc. 140.14 and g47.1nn., and see Bowie 1981: 84-6.
The Lesbian of Sappho’s time no longer had digamma. For
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a compatible, alternative explanation (enactment of broken speech), see
Nagy 1974: 45 and Ford and Kopff1976. For the socalled ‘tmesis’ (kéy . ..
¢aye), see Alc. 140.14n. (BoTapev).

9-10 Heat. ip refers in thefirst instance to a sensation of heat spread-
ing through the body; cf. the meaningfever’, attested later (LSJ s.v.1.7).
It also evokes the metaphor of desire that burns (e.g. Sa.48, Pind. Pyth.
4.219), parches (e.g. Archil. 193) or warms one (e.g. Alcm.59a).

9 Aérrrov: the kind of ‘thin’ fire that can steal beneath the skin.

11 Loss of vision.

STT&TEcOoL. . . SpNuM ~ Supaot . . . Spde.

11-12 Loss of hearing. ‘My ears ?roar’; a contrast with 4 UmakouUer.
The verb émippoéu Berot is probably a suggestive ad hoc formation, evoking
the vibrating roar produced when the poppos (‘bullroarer’) is whirled.
The only other attestation is in> Pind. Isthm. 4.%7%c. For a full discussion,
see Prauscello 2007, who considers possible medical implications.

13 Sweating. The overall sense is clear: the speaker sweats. But there are
two (related) problems with the text. (i) The line is too long: by three
syllables as preserved in ‘Longinus’ (reproduced in the main text), by one
syllable as quoted in the Epimerismi Homerici 114 (reproduced in the appa
ratus). (ii) The beginning of the line is corruptkade (‘Longinus’) clearly
so; &8¢ (Epim.) almost certainly so, since the article would emphasiseidpaws
at the expense of the other aflictions, and since {8pws is masculine
(according to the Epim. it is fem. in Aeolic Greek, but that claim may
well be based on just this text). The simplest approach is to lose one of the
first two syllables in ‘Longinus” text, e.g. amending tox&d &, and then to
delete two further syllables later in the line. Butyiyxpos (absent from
Epim.) is common as a qualification of sweat, and was almost certainly in
‘Longinus” source, as is shown by yuxetor in his paraphrase (10.3);
kotaxdobon too is singularly appropriate for sweat: several times thus
used in the Hippocratic corpus, and cf./l. 11.811 and 16.109 10. Both
words could be kept by adopting k&8 8 i8pws yixpos xéeTai, but one expects
a first-person pronoun, and 18p- would be unusual in Sappho, though not
impossible; for a defence, see Neri and Citti2oos and Privitera 2013. Less
difficult would be Page’s k&b &¢ w* 18pws yixpos Exel.

i8pws: sweat flows in battle and athletic exertion in epic {fgrEs.v.).

13-14 Trembling. Tpdpos . . . &ypeiresembles a range of epic expressions
with Tpopos, usually expressing fear; e.g./l. §.34 (combined with paleness),
5.862, 22.136.

14 Taiocav~ m&oav, the first indication that the speaker is female.

14-15 Loss of colour. Greenness attends various medical conditions in
the Hippocratic corpus; e.g. Prog. 2.2, Morb. 2.89.1, Loc. Hom. 28.2.
In Homer, it is associated with fear; e.g./l. 7.479, 15.4. The hyperbolic
comparison ‘greener than (the quintessentially green) grass is
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characteristic of Sappho; cf. frs.98a.6—7 (‘yellower than a torch’), 156
(‘more golden than gold’), 167 (‘whiter than an egg), and see the
discussion of Zellner 2006. Since freshness is central to many uses of
¥Awpds (LS] s.v. 111) the translation ‘paler’, viz. parched, is unlikely.

15-16 Tefvéxny ... aran lit. ‘it appears to me that I shall not want
much in order to be dead’ (West 1g70a: §12). (Near )death caps the list of
the speaker’s sufferings.

15 SAiyw ~ dAiyou (neut. gen.).

'mdeUonv is often emended to present’mdeuny or adjectival ‘mdeung, but
may well be correct. Even though activeém&elw is only found late, both
Homer and Alcaeus use 8sUw, and émdéw occurs from Herodotus onwards.
Future infinitive after gaivesfon is rare but attested, e.g. Hdt.7.48. See
further Tzamali 19g6: 187-8.

16 qaivop’ &u’ aUrar picks up 1 gaivetai pot kijvos. The speaker considers
a man who sits opposite the girl equal to the (immortal) gods, and con-
siders herself close to death.

17 The poem continues with what seems to be a general statement:
‘But all may be endured (or “dared”) since...” As elsewhere in Sappho,
notably in fr.1, the tone becomes less despairing as the poem approaches
the end, and the perspective broadens; cf.16.21—4n. and pp. 147-8. One
can only speculate about what is lost, as do (e.g.) West1g70a: g12-15, Di
Benedetto 2010, D’Angour 2013, Livrea 2016. Catullus 51 has one stanza
after the list of aflictions, but is not a reliable guide since that stanza does
not seem to resemble Sappho’s line 17.

Txai TrévnTat is unmetrical. In addition, there is probably a lacuna in
the ‘Longinus’ MSS since the quotation is left dangling without a verb.

Sappho 44 Voigt

The most substantial text in Sapphds surviving corpus, an account of
Hector’s arrival at Troy with his bride Andromache. We have the end;
two or three lines are missing at the beginning. The lost opening aside (on
which see 1n.), the poem falls into four parts: (i) the herald Idaeus
announces to Priam that Hector and his companions have brought
Andromache and many gifts in their boats ¢ 11); (ii) the news spreads
and the Trojans immediately rush off to meet the couple and their entou-
rage (12—20, possibly continuing into the lacuna); (iii) (probably) the two
groups meet and set off towards Troy (lacuna and21 g); (iv) the cele
brants, and presumably the couple, process back (24—34).

Sa. 44 is almost certainly a stand-alone mythological narrative rather
than a wedding song celebrating a non-mythical couple, as sometimes
used to be thought: too little is lost at the beginning to allow one to posit
a major non mythical section; see ‘Source’, 1n. Performance (probably
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solo) may nevertheless have taken place in the context of weddings, but
poetic competitions are equally possible, as are symposia or the kind of all-
female context often assumed for the performance of Sapphds love songs

(on Sappho’s context, see p.114).

Sappho 44 stands in a tradition of representing weddings in texts and
images: see 1l.18.491 6, [Hes.] Scut. 272 80, Eur. IA1036 79, Theoc. 18,
Catull. 61—2 and 64, X.Eph. 1.8-9; and for the iconography Lissarrague
1996. Like many texts in this tradition, some of them looking back to this
poem, Sa. 44 exploits an inherent tension between heroic epic and the
wedding. This is clear above all in respect of narrative technique and tone,
but also in the choice of metre and language. (More generally on Sapphds
relationship with epic, and the methodological questions involved, see
above, pp. 17-18.)

Narrative. As a piece of sequential mythological narrative, unusual in
Sappho’s extant corpus (but see fr. 44a), Sa. 44 clearly looks to epic.
Characteristically epic elements enhance the effect: a messenger speech
(3a—10), a catalogue (8-10), a departure scene (13—20). The account of
wedding celebrations in thefinal part (24—34), with its public focus and its
detailed depiction of the celebrating community at large, has much in
common with the two fullest representations of weddings in early hexam-
eter, those on Achilles shield in the Iliad and in the Hesiodic Shield
(references above). On the other hand, Sa.44 is distinctly unepic in its
(relative) brevity. Moreover, despite a sense of urgency in the lead-up to
the climactic procession (g Té&yus, 11 dTpaiéws, 1§ alTik’), the narrative is
characterised not so much by a drive towards a final outcome in the
manner of Homeric epic as by visual tableaux (the gifts, the Trojans
leaving, the procession) and by a proliferation of speech acts (Idaeus
report, the news spreading through the town (2n.), the songs sung by the
celebrants, including the wedding song that Sappho does not quite sing
herself (33, 34nn.). Fundamentally, weddings offer scope for visual scenes
and for metarepresentation more than for teleological or sequential
narrative impetus. Already in the Iliad, the fullest wedding scene (on the
shield of Achilles) is an ecphrastic set piece that sits outside the plot.

Tone. Heroic epic and the wedding diverge also in mood, one a genre
replete with death and suffering, the other an occasion of harmony and
joy. Along with the rest of Achille’ shield, the wedding scene in /. 18
stands in contrast to the main narrative; see Taplinig8o. Sappho’s choice
of Hector and Andromache adds a further dimension. In thelliad their
marriage is doomed. Their wedding is referred to only once, in the
emblematic vignette of Andromache’s faint after Hector's death: as she
sinks down she throws off‘the headscarf that golden Aphrodite had given
her on the day on which Hector of the gleaming helmet brought her from
the house of Eétion, after bestowing countless gifts (22.470 2).
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Andromache’s home city of Thebe, named by Sappho in line6, is in thelliad
a city sacked and plundered, presaging the fate of Troy itself; see esp.
Andromache’s own account at6.414 28, with Zarker 1965 and Easterling
1995, and on Thebe in the lost epic tradition more widely,Cypriafr. 24 West
with Burgess 2002: 151—2. Behind Sappho’s story of joyful celebration lies
a story of doom. (For uncertain attempts to go further, and detect verbal
references to the /liad, see Rissman 1983: 119—48 and Schrenk 1994.)

Two opposed interpretations of this dark backdrop suggest themselves,
and may have suggested themselves already in antiquity. (i) Sappho is
pointedly turning darkness into light. She extracts what is happy in the
marriage of Hector and Andromache and implicitly declares her power to
select and tell her own story. We are to think of the darkness only to let the
text dispel it. Or (ii) Sappho exploits the contrast between marriage and
death, which appears already in thell. 22 passage, and indeed in the story
of the most famous epic couple, Helen and Paris, and which tragedy later
develops extensively. Wistfully, she sings of Hector's and Andromache’s
pre-lliadic youth, conscious that their happiness will not last and is the
more precious for it. For celebratory readings, see Rosler 1975 and
Pallantza 2005: 79 88 (unnecessarily tying this interpretation to perfor
mance at a wedding procession), for ominous readings, Kakridis1966 and
Schrenk1994. (Alc. 42 raises related questions regarding the marriage of
Peleus and Thetis: pp. 8g—9go.)

The engagement with epic extends tometre and language. For metre see
below. The dialect of Sa.44 is the same artificial composite as elsewhere in
the Lesbian poets (see p. 88), but with a different balance. Along with
a small handful of other fragments, Sa.44 contains a larger than usual
proportion of elements that we associate with epic and which are non
standard in Lesbian Greek, many of them guaranteed by the metre, e.g.
the ending -oio instead of Lesbian - in 16, and koté& wréAw in 12 rather
than standardx&t and wol-. Page 1g955: 66 70 gives a full, annotated list.
Hooker 1977 and Bowie 1981 have challenged several of his instances, but
a degree of difference from most of Sapphds other surviving texts is
certain. The epicising effect is greatly strengthened, moreover, by the
large number of epithets and adaptations of epic formulae (see commen-
tary, and again pp. 17 18 for questions of methodology).

In imagining the significance of Sappho’s narrative to her Lesbian
audiences, geography needs to be borne in mind. Lesbos exerted consid-
erable influence in the Troad in this period (Hdt.5.94 5, Strabo13.1.98).
The Iliadic geography of the Troad is vague, but later texts situate
Andromache’s Thebe near the Gulf of Adramyttium, right across the
straits from Lesbos (Hdt. 7.42.1, Strabo 13.1.61-3, Barrington Atlas
56E2). It has been suggested that Sa.44 reinforced claims of descent
from the Trojan royal house by Lesbian aristocratic families with interests
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in the Troad; see Aloni1986, Coppola 2005. This is merely speculation,
but even without such a hypothesis it is obvious that for Sapphds audi-
ences this story of the distant past was also a story close to home. For
another poem of Sappho's that uses epic myth with local relevance, see fr.
17.

7Source: The text is derived from two partly overlapping paypri, the
third-century Ap P.Oxy. X.1292 (= TT") and the first- or second-century Ap
P.Oxy. xvi1.2076 (= TT*), both first edited by Hunt (IT" with some supple-
ments by Wilamowitz). TT' preserves at least part of most surviving lines:
1—26 in col. ii and 29—g4 in col. iii. TT* gives us the left-hand side of 2334,
filling in gaps inT'. The combination of two observations suggests that
only three lines are lost at the beginning; see Sampson2016: 54-6: (a)
col. i. of TI' carries a different text (fr.43), followed by blank space; fr. 44
therefore starts in col. ii; (b) the continuous text o£g g4 in TT* shows that
only two lines (27-8) are lost at the top of col. iii of'; it follows that
a similar amount is lost at the top of col. ii.

The poem was the last in book 2 of the Alexandrian edition of Sappho,
as is indicated by the subscriptio Zame[oUs uéAwv] B in IT%. It is attributed to
Sappho’s book 2 also by Athen. 11.460d, who cites most of line 10. Book 2
gathered poems in gi* (Hephaestion 7.7, p. 23 Consbruch); the surviving
fragments (43—52) are varied in content.

Metre:

XX—vu—vu—vu—u— | gIZd g TopPUPT, 10 EPYUPT

A period consisting of glyconics expanded with two dactyls is
repeated identically. The dactylic central section of each verse resem-
bles the body of an epic hexameter verse; but unlike the hexameter,
and in common with other aeolic metres, Sapphos line opens with the
two-syllable aeolic base (2 <) and never contracts dactyls into spondees
(it always has fourteen syllables). Despite these differences, Sappho’s
expression in this metre is clearly affected by epic as it accepts
instances of epic (and distinctly un-Lesbian) prosody, esp. ‘epic’ cor-
reption (5 -plo]i &y-) and short vowels before plosive and liquid/nasal
(8 -até xpu-, 14 Sxhos); see again the list of Page 1955 66—7. For
discussion of the metre, including the phraseology in relation to the
metre, see Nagy 1974: 118 g9, Hooker 1977: 56, 76 7, Ferrari 1986.
Prauscello 2006: 188-202 argues that, musically, the poem was articu-
lated in two-verse mini-strophes (cf. Sa. 58b below).

Discussions: Spelman 2017, Sampson 2016, Bowie 2010: 70 4, Power
2010: 258-67, Ferrari 2010 [2007]: 128-33, Coppola 2005, *Pallantza
2005: 79-88, Pernigotti 2001, Schrenk 1994, Meyerhoff 1984: 118-309,
Burnett 198g: 219—29, Rissman 198g: 11948, *Rosler 1975, *Kakridis
1966, *Page 1955: 63—74. See also ‘Metre’ above. On wedding songs, see
Swift 2010: ch. 6 and Contiades Tsitsoni 1ggo.
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1 We can only speculate about the content of this and the preceding three
lines (for the extent of the loss, see‘Source’). They may have formed
a mini prologue; cf. epic proems and Stes. 100. Alternatively, the poem
may have settled straight into the narrative; cf. Alc42 (perhaps), Bacch.
17, Theoc.18. Either way, punctuation at the end of1 (which is inTT") and
the asyndeton at the beginning of2 mark at least a small break. What is
very unlikely in this brief space is an enunciative frame that relates the
narrative to a wedding here and now.

Kumrpo, : ‘Cyprus’ or a compound adjective ‘Cyprus- ..., almost cer-
tainly a reference to Cyprian Aphrodite, who is prominent in weddings.
Cf. Il. 22.4%70 2, quoted on p. 138.

2—11 The herald reports the arrival by boat of Hector and his bride Andromache.

2—g Idaeus is the principal herald of Priam and Troy in thelliad. Epic
phrasing is evident, even though much of the text is irrecoverable: cf/l.
3.248 etc. kfiput 18aios, 18.2 TEBas Taxus &yyelos AAbe, 11.715 etc. &yyelos
n\8e 8éouc’. This last phrase suggests the supplement 8fwv in 2:
‘The herald came running.’ At lineend perhaps &el[ye ot]abers
(Jurenka), and in g 148’ ¢kaoTa (Diehl).

ga A diagonal line to the left and the worddvw (‘above’) to the right of
this line would seem to indicate that some text was accidentally omitted
and subsequently added at the top of the page. If just one line is missing it
will be the opening of Idaeus speech, since 4 begins midsentence.
(We also lack a phrase introducing the speech, but this may have been
placed within 2-3.)

4 Perhaps: ‘The unperishing glory ?extends across (or *reaches”)
?Troy and the rest of Asia’ But reconstruction is difficult. According to
Lobel the most likely letter before av is y, i.e. accusative ydv, which
would govern the genitive Acias. But no suitable verb thatfits [ ]3¢ has
been proposed. Alternatively, if restoration starts with Hunts pléusible-
looking 1[6]3¢, it becomes hard to restore oy, even if letters other thany
are considered. Punctuation at line-end is inTT".

Acias: not a precise term in this period, but the western stretches of
the Anatolian peninsula (and thus both Troy and Thebe) were certainly
considered part of Asia; see Il. 2.461, [Hes.] frs. 165.11, 180.9 MW,
Mimn. g.2, and for the intricate debate, Dryer1g65 and Allen 1993:
80-1.

kAéog: evidently the glory of Andromache and/or her marriage with
Hector. Sappho's usage notably contrasts with that of thelliad, which ties
kA¢os, above all the xkAéos &pitov of Achilles (9.419), to fighting and death.
For such pointedly un-lliadic xA¢os, cf. Od. 24.196 (the kAéos of the faithful
Penelope) and Ibyc. S151.46-8. There is also a self-conscious dimension,
since Sappho’s poem contributes to this kAéos.
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5 &yolo’ ~ &youot wedding language. The middle &ysobou is standard
for the groom leading the bride to his home. The active is rarer, but sed!.
18.493, Od. 11.324, Hes. Th. gg8.

éMkwmda: meaning uncertain, perhaps ‘flashing-eyed’; used in early
hexameter of maidens in the context of marriage or sex, e.g. HesTh. 998,
fr. 48a.19 MW. The hyperbaton throws emphasis on Andromache.

6 ifpas: on cities as sacred, see Alc.42.4n. Thebe is iepnat Il. 1.566.

TMAaxkias ¥ &’ [&1]vvéw: in the Iliad Thebe is situated below the moun-
tain Plakos, oo TTAdkow (6.996, etc.). By contrast, Sappho has‘ever-flowing
Plakia’, evidently a spring or river (which does not dry up in summer). This
suits the indication of origin: thelliad uses the combination of éx + a city
and &mo + a river to express the faraway place from which somebody or
something is brought, e.g.2.659; see Voigt 1961.

7-8 évi...mévTow: thejourneyfrom Thebe to Troy is made by boat also
at/l. 23.829 (by Achilles), but the notion that it takes a sea voyage to travel
from Thebe to the present location gains particular meaning in perfor-
mance on (the nearby island of) Lesbos. év vnéoor is formulaic in early
hexameter; ¢’ &A\pupov | wévTov combines the epic line-end formulae émi
olvotrar wévTov and &uupdy Udwp; for the positioning across line-end, see
Ferrari 1986: 445.

8-10 Along and artfully varied list of gifts demonstrates the value of the
marriage to Hector and the Trojans, as well as the wealth of Thebe and its
royal house. The list is in the nominative, as its last memberxdA¢pais shows,
and requires supplementing ‘there are’. For the switch from accusative
(AvBpopdyxav) to nominative in some lists, see KGI1.45-6 and Friis Johansen
and Whittle 1980 on Aesch. Suppl. 714-15.

The practice of dowries— the flow of wealth from the family of the bride
to the groom was standard in Athens from at least the sixth century.
In Homer it is often, vice versa, the suitor who brings the gifts, notably
Hector at /l. 22.4%72. But Homer also has some notion of gifts accompany-
ing the bride, and Andromachés epithet moAs8wpos (at 6.394 and 22.88)
is suitably vague. Sappho thus differs subtly rather than radically from
Homer, conceivably in line with contemporary Lesbian practice. Further
on weddingrelated gifts in Homer, see Snodgrass1974: 115-18, Morris
1986: 104-10, Ormand 2014: 297—41; and on the changes during the
Archaic period, Vernant1g8o [1973].

8 [éAi]lypaTa: twisted or curved jewellery, such as bracelets (~ epicéng).

KEPpaTA: Fupa ~ glua.

9 mopeup[a]: for the unexpected neut. pl. ending pa here and in 10
dpyupa, see Page 1955: 69 and Hooker 1977: 87-8.

katalr[pelve: unresolved, despite the tantalisingly similar mopgupon
TratauTapevaf at Sa. 101.3. If the word exists as printed here, it must
mean ‘perfumed’; cf. &iTtun = ‘scent’ (LS] s.v. 2) and see Treu 1954:
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198—9. The more obvious articulation is ka1’ &Ut[pe]va, which might just
possibly mean ‘(clothes) that float with the breezes (West 1993: 59), but
the prepositional phrase does not suit theflow of the sentence.

&fuppaTa ‘playthings’, ‘treasures’; of women’s objects also at Od.
15.416. The phrase is in apposition to8 [¢Ai]yuoTa. . . k&upaTe

10 k&Aigais ~ kai éMépas. A bald singular caps the list. Homer has
a range of luxury objects wholly or partially made from ivory: reins,
weapons, furniture, a mirror.

11 mat[n]p @idos: Priam responds to the good news in his role as
Hector’s beloved and loving father, as he does to his death and ddilement
at 1. 22.408, druwsev & Edecvd TaThp iAo,

12—20 The Trojans set out to meet the couple. The Trojans are classiied by
sex and marital status: females on mule-drawn carriages (19-16) vs males
on horse drawn chariots (17 18), the females subdivided into (married)
women and unmarried girls (with Priam’s daughters as a separate sub-
group), and the males described specifically as unmarried youths. This
taxonomy will be repeated in 24-34 (n.) and befits the wedding as a ritual
that formally orchestrates transition into adulthood and the coming
together of the sexes. Cf./l. 18.494 6 and [Hes.] Scut. 278-84.

12 The herald reported to Priam, now the news spreads anonymously;
NABe picks up 2 MA8e. The unperishing and thus translocalkAéos of line 4 is at
this point manifest in the form of Trojangéua. Weddings give rise to
rumour also in Homer: Od. 6.27-30, 25.148-51. For the phrasing cf.Od.
29.462, Little Iliadfr. dub. 32 West.

¢idois (dat.) is inclusive here; family, friends, and polis are not sharply
distinguished in this happy event. The reading has been called into
question because of the repetition after11 ¢idos; see esp. Massimi 1959:
26—9. However, giMiais central to weddings, and the repetition contributes
to the sense that news is disseminating.

13 Tiado1 ‘descendants of Ilus’. The Trojans share a common ances
tor; cf. 12 ¢idois. The term comprises both sexes.

caTival[s]: see Anacr. §488.10n. for the associations of gender and ele-
gance. More practical and comfortable than horse-drawn chariots, wagons
(typically mule-drawn) were standard in wedding processions, e.g. [Hes.]
Scut. 279. By contrast, chariots, the&p[pat(a) of line 17, were reserved for
depictions of heroic and divine weddings. See further Oakley and Sinos
1993: 20—-30 and Griffith 2006: 233—41. Sappho blends myth and con-
temporary practice.

14 «oipiévols ~ fHuidvous.

mais (~ md&s) &xAos is contrasted with the daughters of Priam in16, but
not in a derogatory way; cf. Sa.17.13-14 3]xhos | Tap[vev . .. yluvaikwy.
The scene is crowded as everybody takes an interest.
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15 [_. ]_ o@upwv: attested epic ogupos compounds do not seem to fit
the space and traces. Perhaps Lavagnis v’ &r[aA]oogupwv, which would
involve a transfer of the tenderness from the girls to their ankles.

16—20 Perhaps: ‘Separately, next, ?went the daughters of Priam. ?All
the unmarried young men yoked horses to ... chariots. Greatly... the
charioteers . . . ?conveyed them out [of the city]’

16 a«U reinforces y®dpisby marking the shift to a different group; on this
particle, see Bonifazi 2012: ch. 4. Everybody joins, but royalty and/or
family are treated distinctly.

Mepé&poto is a hybrid form, combining a Lesbian version of the name (cf.
Alc. 42.2 Tleppéy-) with an epic genitive ending (Lesbian ); its signifi
cance for the history of the poetic traditions of Lesbos is discussed by West
2002: 218.

8uy [«]tpeo[ : probably nom. 8Uy[afrpes, governing a verb lost at line-
end, rather than dat.6uy[&]tpeofi. They are of course Hector's sisters and
halfsisters, but the focus remains on Priam, whose lead they follow and
from whose palace they depart.

18 [ les: quite possibly w[&vT]es, cf. 14 and g2.

fifeor ‘(unmarried) youths’, the male equivalent of parthenoi. The term
appears to qualify &vdpes; it is difficult to restore the sentence in such a way
that those are two separate classes, like the women andparthenoi in 15.
In g2, too, there is only one class of&vdpes.

20 ]§x, of: the likeliest restoration is £]¢ayo[v. This would produce
a neat contrast withp &yoio’. One group approaches, the other exits, the
city. '

Lacuna to 23 (Probably:) The two groups meet and jointly set off for the city.

Lacuna A smallish number of lines is lost between 20 and 21, since the
fragments of TT* which, respectively, carry 1 20 and 21 6 are from the
same column. Sampson 2016: 57—g estimates six to seven, but the margin
of error is large.

21 i]kedor 8éo1fs: no doubt Hector and Andromache, probably in the
narrator’s voice; cf. g4n. Hyperbolic comparisons are a topos of wedding
song; see e.g. Sa.105a (like an apple), 111 (like Ares), Eur. fr.781.27 TrGF
(‘greater than a king in happiness, text uncertain). See also Sa.g1.1n.

22—g Something like: ‘all together (the people) set out for Troy.
The reference of &yvov is irrecoverable.

23 SpuaTor raises questions because the historic present is not prop-
erly attested for this early period. If Sappho does indeed use it here, it
probably serves to punctuate the narrative and indicate the beginning of
a new section; for this usage in Classical texts, see Rijksbaronzooz: §7.9
and Willi 2017: 237—41.

2434 Procession and celebration. Sounds are prominent in a multi-
sensory sequence of instrumental music, singing, laughter, drink,
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perfumes, cries and more singing. The movements in space are hazy: what
starts as a procession into the city turns imperceptibly into city-wide
festivities (esp. 28). A pervasive sense of communal festivity and serene
worship is more important than structure and order, but as in12—20(n.)

the crowd is organised into partheno: (25—7), older women (g1) and men

(32—4).

24-5 aUhos ... [k]poTdA[wv: a wind and a percussion instrument.
Presumably a string instrument is lost in the gap, e.gxifapis (Lobel and
Page). Exuberantly mixed instrumentation is frequent in literary wedding
scenes; see /l. 18.495, [Hes.] Scut. 278-80, Eur. IA 1036—9. It probably
symbolises boundless celebration as well as reflecting some form of reality.
On music-making at weddings, see Kauffmann-Samaras19gb.

24 &du[p]léAne unremarkable as an epithet of string instruments (e.g.
Sa. 156), but stfiking for theaulos, known for its piercing sound.

évepiyvu[To ~ &vepiyvuto (impf.).

25 v v]ws: probably an adverb qualifying &eidov, e.g. Myé] ws (Lobel).

&pa probably marks what follows (parthenoisinging) as an elaboration of
what preceded (general music-making). See LfgrE's.v. 11. for this usage.

26 &yv[ov: ‘pure’ (since sung by parthenoiin an appropriate manner)
as well as ‘inviolable, sacred’ (since belonging to the gods).

26—7 ixa]ve ... feomreoicc a variation on epic phrasing, e.g./l. 13.837
Axh 8. . . ke’ aifépa. For &yw Bsomeoia, see Alc. 130b.19n.

27 yeA[: probably a reference to laughter. Laughter suits the convivial
language of the next lines, and more generally the joyous and sometimes
ribald atmosphere of weddings; see Sa. 110, Theoc. 18.9—15, Halliwell
2008: 198.

28 Probably: ‘Everywhere in the streets there was. . .” 50o[is (acc. pl.) is
more likely than &8o[v, which would yield ‘along their route’. fis (Lesb.) ~
7v. See Bacch. fr.4.79 for a similar evocation of all-inclusive sympotic street
celebration, and Bond on Eur. HF 783,

29 kp&Tnpes are mixing bowls; the shallower giaAcn are used both for
drinking and for offering libations, of wine or perfume.

3o Forincense and its place at weddings, see Sa.2.4n. Exotic spices like
myrrh and cassia, associated in later writers especially with Arabia, are
absent from Homer and will not all have been everyday goods in Sapphds
world; see further Hdt. §.107.1 with Asheri et al. 2007 ad loc., and Amigues
2005: 372-F.

31—-3 Either (i) ‘All the elder women performed the ololyge; all men
cried out the lovely soaring paean, calling upon the farshooter with the
fair lyre’; or (ii) ‘. . . cried out a lovely soaring tune, calling upon Paian the
farshooter. . " The sentence may be playing with the ambivalence ofpaian
as both a name of Apollo and a song addressed to Apollo; see Ford2oo6:
291 2. For the enjambment in interpretation (i) ptiov | wéov’), cf. 5 7,
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7-8(n.). Interpretation (ii) requires the usage 6 &pfios = &pbios vépos (for
which see Aristoph. Ach. 16, with Olson 2002 ad loc.) to go back to
Sappho’s period. Later texts attribute this famous nome (roughly =
‘tune’) to the early Lesbian Kkitharode Terpander; see Power 2010:
261-2. Female ololyge and male paean are combined also at Bacch. 17.
124 9 (again near the end of the poem, and leading on to afinal self
referential statement) and Xen. An. 4.3.19. The joyful emotionality of
both ololyge and paean, as well as the suggestion of a joint performance,
create a sense of climax.

31 6AéAucdov: augmentless impf. On the dtoAuyn, see Alc.
130b.20n.

32 &pbov ‘clarion’, ‘soaring’; both loud and high-pitched. The term
often describes ‘shrill’ cries of lament or fear, but suits also the full-
throated paean cry; cf. Soph.Trach. 210 11 Toudva Tol|&v” dvdryet (‘raise
the paean’).

33 Tmé&ov’: for celebratory paeans at weddings, see Aesch. fr.gr0.4
TrGF, Aristoph. Thesm. 1034-5, and further Rutherford 2001b: 56—7.
Audiences familiar with the Iliad may think of the rather different paean
that the Greeks sing as they take Hectols body back to the ships at/l. 22.
391—2; see Nagy 1974: 135-8 and Rutherford 2001b: 129-6. With iaxov
Sappho points to the cryi? wmoudv that constitutes the essence of the paean,
while émwfpaTov suggests beautiful song; for this combination of cry and
song, cf. Thgn.779 Todvwv Te xopds iaxfiol Te On the form w&ov’, see
Page 1955: 67.

34 The description of the procession ends climactically with the
celebration of the couple. The (presumably solo) song ends with
a representation of choral performance, the medium appropriate to
wedding song. See also the headnote. The emphaticfinal 8eosikédofis
picks up 21 i]kedor 8o1fs (n.). Voices merge: both the speaker and the
&vdpes praise the couple as ‘godlike’.

Uuvnv: grd pers. pl. impf. For v (here metrically guaranteed)
rather than ev, as expected in Aeolic, see Sa. 1.11n.

Sappho 58b

The speaker puts her own old age at the centre of a song performed before
a (real or imaginary) group of waides.

The constitution of the text is unusually intriguing. It rests on two
papyri, the early thirdcentury Bc T', published in 2004, and the
late second-century AD TT*, known since 1922 (see ‘Source’ for details).
" preserves (part of) lines 1—12 of the sixteen lines printed here, with
what are evidently different, though thematically linked, texts preceding
and following: it treats1 12 asa complete poem. TT*was probably a copy of
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Sappho’s book 4 (see ‘Metre’). It preserves (part of) all sixteen lines
printed here, within a longer run of lines. Since the left-hand margin is
missing we cannot tell whereTT” indicated divisions between poems. (This
is why the text appears in pre2oo4 editions, including Voigt, as fr.
58.111f.)

There are therefore two possibilities. The first is thatTT*, like TT*, pre
sented lines 1-12 as a complete text, with a new poem, also by Sappho,
starting at 13, and running beyond 16. The sixteen-line version would
then be a phantom created by the loss of the left-hand margin iffT*. This is
the much simpler, and therefore likelier, scenario; see Luppe 2004, West
2005, Bernsdorff 2005. Alternatively, Sappho may have composed a poem
of sixteen lines, which was shortened at a later point, whether or not by the
compiler of TT', to create an alternative version. This and similar scenarios
are argued for by Livrea 2007, Yatromanolakis 2008, Boedeker 2009,
Lardinois 2009. External support for the existence of the sixteen-ine
poem has been sought in possible allusions, arguably none of them over-
whelmingly close, at Eur. Alc. g94-5, Posidippus epigr. 52 AB (see Puelma
and Angio 2005), Cercidas, CA fr. 7. For fuller overviews of the constitu-
tion of the text, see Hammerstaedt2oog and Obbink 2009. This edition
provides lemmatised notes only for 1—-12, but presents the text also of
13-16.

The twelve line versionis one of Sappho’s darker texts. It is dominated by
a catalogue of the symptoms of the speakers old age in -6, and ends
sharply and suggestively after an account of the myth of Eos and the ageing
Tithonus in g—12; see Bernsdorff 2005. But it is not simply an unrelieved
lament of old age. The poem opens with the speaker singing in the
company of mwoides. After describing her symptoms, she attempts in7 8
to console herself by placing her suffering in a universal perspective; and
the Tithonus narrative is suficiently allusive to invite readings beyond the
demonstration that old age is inevitable.

The poem is organised with tight symmetry. Lines§-6, 7-8 and g—12
are all construed around contrasts. 1 k&Ax is picked up by 11 [«]&Aov, 1
Taides by 11 véov, 5 gépoiot by 10 ¢époioc{v, ‘white’ in 4 by ‘grey’ in 12,
mota in g and 6 by another mwoTa in g, and yfipas in g by yfipasin 12,
probably both half personified as the subjects of their respective
sentences.

The (very possibly non-existent) sixteen-line version would be consider-
ably lighter in tone, extending in its last two lines the incipient move
towards contentment and bringing undeveloped aspects of the myth
into view in retrospect. Lines15-16 appear to associate the speaker with
the very beauty that could not coexist with old age ing—6 and 11-12, and
they dwell on love rather than age. As in frs1 and g1, the speaker’s mood
and focus gradually develop as she contemplates her condition, with
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a particularly sharp inflection near the end. Again, there are symmetries.
The overall structure is the more standard ABA, with an emphatic return
to the first person (15 #yw). 16 k&Aov looks back to the previous two
instances of ko, 16 Zpos to 10 #pw1, and the sun in 16 to Eos (‘dawn’) in
the myth.

In both versions, the poem combines themes that are well established
individually but not usually joined: youth/old age, song, love. It also
combines a range of different modes: personal outcry, address to
maides, universal truth, myth. Looked at as a statement about old age,
the most striking thing about the text is the integration of old age into
a greater whole. Sappho treats old age and all the suffering it brings as
integral to human existence, rather than wishing it away or longing for
death.

For old age in early Greek literature, see pp. 200, 201. For points of
contact with Mimnermus, who probably predates Sappho, see Johnson
2009. Sappho treats the theme also in frs.24a and 121, possibly in 63, and
above all in 21, which exhibits some notable similarities with 58b; see
further Ferrariz2o1o [2007]: 201—4.

The poem has been used as evidence for the hypothesis that Sappho
is a choral poet (for which see p.114). On this reading, the maides are
a young chorus led by Sappho, and she sings while they dance. This is
possible, but two points need to be noted. First, choral performance is
only implicit in what survives. The word ‘chorus’ does not appear (but
is sometimes reconstructed in 1-2, and see 5-6n.), and the only men-
tion of dance concerns Sapphds youth (6). The tortoisellyre (2) is
a versatile instrument, used for both solo and choral song; see Maas
and Snyder 1989: §4—9. Secondly, even if the woides are a chorus, the
text is best seen as straddling individual self-expression (the speaker’s
meditation on her old age) and chorality (the internal audience of
maides); on Sappho’s blending of ‘private’ and ‘public’ elsewhere, see
Winkler 1990 [1981] and Snyder 1991, and on the marginal position
vis-a-vis communal festivity adopted by many of her texts, I’Alessio
2018 (fr. 58b on pp. 52-3).

Source: ' (Cologne papyrus inv. 21851 + 21976; two fragments of the
same papyrus) was first edited in Gronewald and Daniel 2004a and
2004b (‘G-D’), and subsequently included as no. 429 in Kdlner Papyri
vol. x1. It predates the Alexandrian edition, which may explain the form
oTevayilw (rather than io8w; cf. p. 88). TM* (P.Oxy. xv.1787 fr. 1) was
edited by Hunt. Much of lines 15-16 is preserved by the Peripatetic
philosopher Clearchus (fr. 41 Wehrli), as quoted by Athenaeus
(15.687a-b). Clearchus is discussing the connection between luxury
and virtue.
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Metre:

X—vv——vv——vuv—v——  hag® = hipp**

Hagesichoreans (= acephalous hipponacteans) with double choriambic
expansion. The metre repeats line by line. In bothIT' and TT* the text is
marked off into two-line stanzas by means of paragraphoi, and there is
indeed a tendency for pairs of verses to form syntactic units.

Poems in hag* were probably collected in book 4 of the Alexandrian
edition; see Liberman 2007: 48-52, Prauscello 2016. For discussion of
Sappho’s handling of hag®® in this poem, see Lidov =200q.

Discussions (in addition to first editions, for which see ‘Source’): Bierl
2016, Boehringer 2019, Calame 2019, Brown 2011, Schlesier 2011b:
11-1%, the articles in *Greene and Skinner2oog and in Aloni 2008,
Yatromanolakis 2008, Austin 2007, Burzacchini 2007a, Ferrari 2010
[2007]: 199—200, Livrea 2007, Di Benedetto 2006, *Rawles 2000,
*Bernsdorff 2005, GeiBler 2005, Hardie 2005, *West 2005, Luppe 2004.

1—2 Both the music-making, in which the speaker participates, and the
Taides whom she addresses form a contrast with her old age in what follows.
One possible train of thought would be as follows. Request that themcides

dance while I play the lyre (1—2). I too was once young but now I am old
(3—4), and no longer dance myself (5-6). The text could be supplemen-

ted, exempli gratia, oi otépyste Moicav flok[6]ATwy kéAa &dpa, moides, |

[xopevoaTe k&T T&Jv. .. xeAUvwaw (Ferrari 2010 [2007]: 194-5, yopeuoaTe

Di Benedetto). For the contrast between singer and dancingmoises, cf.

Anacr. 374, Pind. Isthm. 8.1—5 (véo1). However, it is also possible that the
Taides are just an audience; e.g. pépw TGS Moioav ilok[d]ATwy K&Aa &dpa,

Toides, | [AdPoroa wéAw Ty . . . xeAbvvow (G-D).

1 ilok[6]ATrev ‘violetbosomed’, an adjective unique to Sappho, sug-
gesting fragrance.

8dpa: the gen. pl. Moioav is almost certain earlier in the line. The'gifts
of the Muses’ are a well-established expression for poetry, song and dance,
e.g. Archil. 1 and Alcm. 5gb. Sappho presents herself as a singer and
devotee of the Muses elsewhere, esp. {Ts. 55, 150, and the new text inTT';
see Hardie 2005 and Burzacchini 200%b.

maides: gender-neutral, but since the author is Sappho one assumes
‘girls’. Inc. Lesb. fr.18c Joa ¢Uyoiu, maides, &Ba may be similar; a probably
female speaker addresses maides in a statement involving ‘youth’.

2 xeAUvvav: Sappho plays and addresses her personified ‘divine xéAus’
in fr. 118. Here the two adjectives give the lyre special status; the article
T&]v that features in several proposed reconstructions would contribute to
the effect.

3—6 The symptoms of the speaker’s old age. Such catalogues appear else-
where, see esp. Od. 15.430-3, Archil. 188, Mimn. 1, later Anacr.g95.
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3—4 The subject of the sentence, and the emphatic agent of the change,
is probably yfipas. E.g. ¢pot 8" &madov mpiv] mwot’ [ElovTta ypda yiipas 1181
[k&poer pdda, Aelkal & éylévovto Tpixes ék pedaivav ‘age now completely
withers my skin which once was supple, and my black hair has turned
white’ (suppl. Di Benedetto, Austin). The sequence xpda yfipas 8
appears also in the very fragmentary description of old age in Sa.21;
further on#3n, see Anacr. g95.1n.

4 [Addkai] ... Tpixes: Bacch. fr.20A.12 may be drawing on this passage;
see Danielewicz 2006. However, ‘white hair’ itself is frequent; see Anacr.
395.1—20.

5 PBépus ... meménTar Papubupos is found from the fifth century
onwards, meaning ‘sullen’, but here ‘my spirit has grown heavy probably
still has a strongly metaphorical quality; see further Bernsdorff2o004.
Sappho inserts herself into a discourse about the effect of old age on the
Buuos. See Il. 4.313—-14 and Alc. 442 for the idea that the8uuds is more
resilient in old age than the body, and Mimn. 1.7 (cf. 2.15) for the
opposite notion of old age causing psychological strain.

56 yova ... veppioior ‘My knees don’t carry me, which once were
nimble in the dance (lit. “for dancing’) like little fawns.” The final symp-
tom, climactically, is described most expansively. Alcm. 26.1—-2 similarly
complains that ‘my limbs can no longer carry mé€, apparently contrasting
himself with a chorus of girls. For comparison of young female dancers to
fawns, see Bacch. 13.87—go with Cairns ad loc., and Eur. El. 860-1.

6 #ov (Lesbian) ~ foav; for documentation, see Bettarini2oor: 34-6.

7—8 The speaker shifts to a more rdlective and self-conscious position.
She notes that she laments ‘frequently’; cf. 8ndte in Sa. 1 (1.15n.).
The strong verb otevayilw contributes to the sense of self-consciousness.
The rhetorical question &A\& i kev moeiny, then dismisses the lament as
fruitless, and introduces the gnomic statement of human limitation in the
next line: ‘It is impossible for a human being to be ageless.” Line 7 is
imitated at Anacr.g95.7 (n.).

7 tTat: we need either < x >raor Ta<— > to restore the metre.té& <ugv>
is attractive. Other options are discussed by Lundon 2007.

8 é&vBpwTrov: a genderneutral term. The male example that follows
applies also to women.

9-12 The myth of Eos and the ageing Tithonus. The only substantive early
narrative of the myth to survive ish.Aphr. 218-38. Eos falls in love with the
youthful Tithonus, abducts him and then lives with him. She asks Zeus to
make him immortal but forgets also to ask for eternal youth. As he grows
old she no longer sleeps with him and eventually shuts him away. Only his
voice continues incessantly. This last detail is developed more fully in later
versions, in which Tithonus is turned into a cicada; see Hellanicus FGrHist
4 F 140 (the first attestation, 5th cent.) and Callim. fr.1.29—48 Pfeiffer
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(with reference to poetry). The youthful Tithonus, pursued by Eos, some-
times holds a lyre in fifth-century iconography; see LIMCs.v. ‘Eos’ 111.A.b.

A number of similarities suggest that Sappho may have knownh.Aphr. or
the tradition behind it (the relative dating of Sappho and ourh.Aphr. is
uncertain); see notes below and compare the symptoms in 3—6 with those
at h.Aphr. 228—-9 and 233—4. In general on Sappho and h.Aphr., see
Faulkner 2008: 45-7 and cf. above, p. 122. These correspondences high-
light the sparseness of Sapphds treatment. Her Tithonus too grows old,
but what happens to him is left open, and Eos viewpoint is never devel-
oped. As a result, we are presented with one clear primary, and several
uncertain secondary, linkages between myth and frame.

Primarily, the myth serves as a paradigm for the ineluctability of old age,
presented in terms of the same contrast as ing—6: youth is long lost (roTta
for the third time), old age has grasped its victim. The aged, deathless
Tithonus continues to linger as the myth (and quite possibly the song)
ends with the present participle phraseéy[o]vT &bavaTav &xortiv.

It is left to the audience to make further connections, two in particular.
(i) The persistence of Tithonus voice in old age (present in i.Aphr. but
not here) may bring to mind not just Sappho the frequent lamenter §-8),
but also Sappho the aged singer (cf.1—2n.), especially so if the cicada myth
was already known: youth goes but song remains. There may even be a hint
at the eternal survival of Sapphds song, a motif probably in frs.55, 65, 147,
and in the text that precedes inTT'. (i) Gender and status make Eos
a better match for Sappho than is Tithonus. Eos the female and divine
lover of the young and beautiful Tithonus may thus point to the speakeis
relationship with the waides, and perhaps more generally to Sappho’s
relationship with the women addressed in her love poems. For Sappho's
treatment elsewhere of myths of goddesses who love mortal men, and the
fragility of those constellations, see Stehle1gg6 [19go]. Further on the
Eos and Tithonus myth here, see Geifller 2005 and Rawles 2006. Eos
appears also at Sa. 104.10, 123, 157, 175, but we do not have the contexts.

9 #pavTo is difficult. The past tense is very unusual for introducing
a mythic paradigm; see Edmunds 2006. Perhaps ‘there was a story’; she
heard it before and recalls it as relevant now. For attribution of received
stories to anonymous speakers, see carm. conv. 894.2n.

PpoSétraxuv ‘rosy-armed’, like pododaxTulos ‘Tosy-fingered’, can suggest
both the colour of the morning sky and the beautiful arms of the personi-
fied goddess. In many (later) vase images Eos pursues Tithonus and other
youths with outstretched arms; see LIMCs.v. ‘Eos’ 11LA. On the ancient
orthographic convention of usingfp- to indicate originalpp- in the text of
the Lesbian poets, see Hooker 1973.

10 8¢ Ja siocavPapev: a very difficult crux. The transcription printed
here, éésénﬁally that of Hammerstaedt 2009: 26 who adjusted the join of
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the two papyrus fragments, rules out most proposals to date, and leaves as
the least unlikely the first editors’ épw1 démas eicdvpopey’ ‘(they said that
Eos) went up into the bowl out of desire. The bowl would be that of
Helios, for which see on Stes.8a. Eos (‘dawn’) and Tithonus live tradition-
ally in the far east, and Sappho would be casting their journey there in
terms of the sun’s nightly return east after setting in the west. See further
Watkins 2007. However, (i) since Dawn and Tithonus do not elsewhere
travel in Helios’ bowl, the reference is difficult to understand; (ii) Austin
2007: 117 declares w impossible papyrologically; (iii) the emendation
eloduPauev’ would probably be needed to adjust the dialect. Equally pro-
blematic are attempts to make €icav the ending of a participle in agree-
ment with Abwv; no satisfactory verb suggests itself; see Westz2o05: 5. For
discussion of the aorist infinitive form p&uev(at), certain on any reconstruc-
tion, see Bettarini2o05: 36—.

gig foxaTa y&s: it is natural for Eos to live on the edges of the earth,
where the sun rises; so also ath.Aphr. 227.

11 [k]&Aov kd véov: Tithonus was the epitome of good looks; see Tyrt.
12.5.

Upws ~ Suws ‘all the same’, viz. despite the love of a goddess.

fnapye: similar expressions occur at Od. 24.390 and [Hes.] Scut. 245.
At an earlier stage of the story it is often Eos whoseizes’ Tithonus; e.g.
h.Aphr. 218 fipmacey Heos.

13—16 For the status of these lines, see the headnote. Too little is left of
13—14 to attempt supplementation. One possibility is a poem-opening
priamel, capped with #yw & ¢iAnuu’ &Bpocivav, as an expression of the
speaker’s preference, couched in strong, personal language; see West
2005 7.

Kal ... Aédoyxe (15—16) would continue the thought in more general
form; perhaps: ‘and love obtains/has obtained for me the radiance and
beauty of the sun. Others construe (in line with a paraphrase in
Clearchus/Athenaeus), ‘and love of the sun has obtained/obtains for
me radiance and beauty’. Both word order and phrasing are problematic.

Very scrappy remnants of three lines follow in TT*. The partially pre-
served marginal sign after 16 may have been either a paragraphos
(a horizontal line marking off pairs of lines; see‘Metre’) or a coronis
(a more elaborate sign, indicating end of poem); see Hammerstaedt
2000: 24.

STESICHORUS

Stesichorus (first half of the sixth century; see below) composed a type of
narrative lyric that is not otherwise attested in the surviving corpus.
It resembles epic in its mythical subject matter and unobtrusive narrator,
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and draws extensively on epic vocabulary and formulae. Some fragments

allude in detail to epic passages. The metres have a dactylic component

(dactylo-anapaestic or dactylo-epitrite), but are clearly lyric, and the dia-

lect is a version of the mix that characterises choral lyric: Doric with epic
and other elements (pp. 24-5).

According to the Suda (c1095 = test. 1 Campbell), the Alexandrian
edition contained twenty-six books, which makes Stes. the most prolfic
lyric poet known to us, despite the strong possibility that not all works are
correctly attributed to him. Individual poems were very extensive, and
(unusually for lyric) were given individual titles. The Oresteia took up two
books (or more), see frs. 1752, 176a and b (the numeration used here is
that of Finglass); cf. p.154 for the Geryoneis. The range of myths treated is
wide.

The likeliest primary performance context for such large-scale composi-
tions is festivals (subsequent sympotic performance, presumably of
extracts, is attested for Classical Athens: Eupolis, PCG fr. 395).
The proem of the Oresteia speaks of Xapitwv dapduata‘public songs of
the Graces’ (fr. 173). Performance may or may not have been competitive.
Most scholars now think that the original performers were choruses rather
than soloists. Stes’s name (‘he who sets up the chorus’), even though it
does not appear in the poems themselves, points to choruses. The triadic
str—ant—ep. structure of his metres, though found in monody later on
(e.g. Pind. fr. 129), is characteristic above all of choral song, where it
permits choreographic repetition and variation (cf. p.2g). The word
poAtn (‘dance and song’) appears in three fragments (Qo.g, 271, 278).
The only argument against choral performance is the physical challenge
of simultaneous singing and dancing for what must often have been more
than an hour. One can imagine intervals, less vigorous forms of dance, or
perhaps even variation between choral and monodic song.
On Stesichorean performance, see Cingano 2003: 25-34 and Ercoles
2013: 404—503.

It is evident that Stes. drew extensively on epic, but we know less
than we would like about the way his poetry relates to other lyric
traditions. Those arguing for monodic performance compare him to
the kitharodes, who performed solosongs, often on epic themes, often
in public settings, often in dactylic metres; thus West1g71. On the
choral hypothesis, this widespread and long-standing performance tra-
dition, which we can properly grasp only in the much later nomes of
Timotheus (pp. 290-52), is still relevant poetic context: Stesls poetry
may well have recalled that performed by kitharodes. Even less is
known about putative early narrative poetry for choruses. Further on
Stes.’s interaction with other poetic traditions, see Burkert198+, Power
2010: 234—49%, Carey 2015,
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Stes. is the earliest surviving poet of the Greek west. The testimonia link
him to a variety of cities in Magna Graecia, above all Himera on the
northern coast of Sicily and Metaurus in modern day Calabria. Some of
the myths he treats, and indeed his treatment of them, probably had
particular resonance in the west; see Burnett1988: 147-53, Willi 2008:
82 g, and below, pp. 156 7 on the Geryoneis. However, on the whole Stes. is
remarkably devoid of local reference. This is a further point of contact
with epic, and possibly evidence for early performances or even premieres
outside Magna Graecia; see further Davies and Finglass2zo14: 23—9 and
Carey 2015: 51—5. It is also the reason why Stes. is even harder to date than
some other lyric poets. Ancient accounts vary substantially. The modern
consensus centres on the first half of the sixth century: Stes. may already
have known the Hesiodic Shield (fr. 168), which would prevent a date
before the very late seventh century, and he is a famous poet of the past
for Simonides (Sim. 564), which suggests he did not live to the end of the
sixth century. Stes. had an extensive iffluence on later literature, not least
Attic tragedy.

The standard commentary is Davies and Finglass20o14. The testimonia
are edited, with extensive notes, by Ercoles2o13. Finglass and Kelly2o175 is
a collection of essays, Segal 1985 a general literary account; Willi2008:
51-118 assesses Stes. through the lens of language.

The Geryoneis

Heracles” abduction of the cattle of the three-bodied Geryon was even-
tually canonised as his tenth labour. The outline of the storyfirst survives at
Hes. Th. 287—94, and the myth was popular during the Archaic period,
before and after Stes. A number of pots and textual references survive; see
Pisander fr. 5 West, Ibyc. S176, Hecataeus, I'GrHist 1 F 26, Pind. Isthm.
1.12 13, frs.81 and 16ga.4 8, and for discussion Gantz19gg: 402 8 and
(with a focus on iconography) Brize1980 and 19go, Schefold19gg2: 121—9
and Muth 2008: 65—92

Stes.’s Geryoneis was a long work. One of the papyrus fragments ¢5)
indicates the line number 1500 in the margin. It is in principle possible
that the papyrus contained more than one poem, but none of the frag
ments of P.Oxy. xxx11.2617 looks out of place in the context of a Geryon
narrative. We have no way of telling how far the song went beyond those
1,300 lines, except that we never hear of separate books for theGeryoneis.

Attempts to establish the order of the fragments and thus reconstruct
the narrative are guided by two types of evidence. One is the summary of
the myth in Pseudo-Apollodorus (2.5.10), which provides useful pointers
even though it is never certain that his source for any particular detail is
Stes. The other is metrical and papyrological. The length of each triad of
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strophe, antistrophe and epode is twenty=six lines, while the column
length of the papyrus is probably thirty lines. It follows that it takesig
columns = 15 triads = ggo lines for the same verse of a triad (e.g. thefirst
line of a strophe or the second line of an epode) to reappear in the same
line of a column. This observation helps with estimating the minimum
distance between certain fragments, and with placing fragments from the
top or bottom of columns. See Page 1973: 146-8 in general, and 17
headnote, 18 headnote and 19.18-22n. for examples.

The narrative presented a series of substantial episodes: Heracles sea
journey in Helios’ golden vessel to the island of Erytheia, home of Geryon;
two separate dialogues in which Geryon rejects warnings and pleas from
those who care for him, one of them male, the other his mother Callirhoe;
a divine assembly scene, apparently concerned with Geryon’s impending
death; and Heracles' defeat of Geryon. The longer fragments carrying
parts of these episodes are included in this edition. Shorter fragments
show that Stes. also mentioned @nter alia) the birth of Geryon’s herdsman
Eurytion (g), a journey to the land of the Hesperides (o) and Heracles’
drink from the cup of the Centaur Pholus ¢2a). For a schematic overview,
see Davies and Finglass 2014: 247.

Even from our fragmentary remains we can tell that the narrative was
richly varied. Full accounts of some episodes were mixed with rapid treat-
ment of others, foreshadowing the narrative technique of later poets such
as Pindar. Third-person narrative was interspersed with speeches; the
focus shifted between Heracles and Geryon; the cast of speakers was varied
(men, women, gods and semi-human figures, major and minor charac-
ters). Geographic coordinates, mostly but not exclusively in the west, seem
to have been frequent: Erytheia (fr.g), which Stes. locates opposite
Tartessus on the coast of modern-day Spain, the Hesperides (10), the
island of Sarpedonia out west (6), Pallantium in Arcadia (21).

At several points the text alludes to Homeric epic, recalling not just
broad story patterns but specific passages. Some of these echoes add
further layers of meaning and emotive charge to the charactersactions,
thoughts and suffering. See pp.161-2 and 164 on allusions to Sarpedon
and Hector in the presentation of Geryon, and see in general Kellpo1s.

It is likely that Stes. elicited admiration and sympathy for both Heracles
and Geryon. He explores both protagonists viewpoints, even in our scanty
fragments, presenting both in the process of decision-making, and he
avoids a straightforward admirable-hero-kills-abject-monster narrative.
Geryon is on the one hand a monster with wings and three bodies
(fr. 5), but on the other he is a sympatheticfigure who speaks, acts and
suffers in accordance with heroic values, and who engages in recognisably
human social relations. The death of one of his heads is described in
emotive language (fr. 19); and the allusions to Sarpedon and Hector
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further add to the sense that Geryon is a monster only in appearance.
Heracles, the greatest of Greek heroes, is in later literature also the most
problematic, portrayed variously as inappropriately violent, outlandish
and a buffoon; and questions of ethics are prominent in several Classical
references to the Geryon myth; see esp. Pind. frs.81 and 16qa, Pl. Gorg.
484b—c. Some such questions may be present already in Stes. Without
doubt, Heracles commits a heroic feat, travelling to the end of the world
and overcoming a dangerous opponent. On the other hand, the methods
he uses are unconventional (see on fr.19). It may also be relevant that Stes.
(along with other poets) was subsequently credited with the invention of
Heracles’ iconic bandit outfit of club, lion-skin and bow (fr.281 = Athen.
12.512f). Further on the treatment of Geryon and Heracles, see Willi
2008: 92—9, Franzen 2009: 62—5, Noussia Fantuzzi 2013: 246-52.

Connected to the weakening of the dichotomy of hero and monster is
an interest in another boundary, that between mortality and immortality.
Geryon eventually dies, probably one head at a time; yet sprung from part-
divine ancestry, he appears to be uncertain whether he is mortal or
immortal, and seems to be pondering this question before the fatal battle
(fr. 15). His mortality is a theme probably also in the dialogue with his
mother (fr. 17) and the divine council (fr. 18). For a discussion of the
Geryoneiswithin the context of the'immortals are mortal, mortals immor-
tal’ theme in Greek literature and poetry at large, see Vermeule 1979:
136—44.

It is tempting to locate thefirst performance of the Geryoneisin Stes.s
native Magna Graecia. Heracles was an importantfigure in the west, a hero
who charted unknown territory, who was claimed as ancestor by several
settlements and rulers in Sicily and southern Italy, and who was wor-
shipped in several localities; see Jourdain-Annequin 1989 and Malkin
1994: 209—-18. Most of the evidence is later, but origins in the early days
of the colonisation of Magna Graecia are likely. The setting of thé&eryoneis
is mostly in the west even from a Sicilian perspective, and the west, despite
increasing trade, will have suggested foreignness, adventure and danger.
The westernmost area of Sicily itself was free of Greek settlements, partly
controlled by the Phoenicians, and Tartessus (fr.g) was a famed city far
away, familiar probably only to a very few. In so far as the Greeks of Magna
Graecia saw themselves as adventurers on the western limits of the Greek
world, distant from their ancestral homes on the Greek mainland, the
poem would have had an obvious appeal. At the same time, it is easy to
imagine that the portrayal of Geryon, the sympathetic victim of the raider,
would have resonated in what was a region rich in hybrid ethnicities and
cultures, populated by both colonisers and colonised. For ‘colonial’ read-
ings, see Franzen 2009 and Noussia Fantuzzi 2019, and for the historical
and conceptual questions involved in speaking of ‘colonisation’ in Sicily,
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Hall 2012. For the (very uncertain) evidence for a hero-cult of Geryon in
Sicily, see Diod. Sic. 4.24.5, and Curtis 2011: 40-1.

Despite certain connections with Magna Graecia, theGeryoneis had
a broader reach. Possible echoes in Aeschylus, Pindar and FEuripides
(albeit none of them beyond doubt) suggest that the poem was widely
known by the fifth century; see 8a.2 7, 15.20-4 and 17.2 gnn.
Dissemination may well have been much faster than that. Nothing in
what survives of the text is obscurely local; cf. p.154.

Source: Some fragments are quotations, one of them included here
(8a), but most of the text is preserved in over sixty fragments of different
sizes of P.Oxy. xxx11.2617 (TT), copied in the first century BC or Ap. For
questions of reconstruction, see above, pp. 154—5, and on individual
fragments below.

Metre: Dactylo-anapaestic runs (= ‘lyric dactyls’), a rhythm Stes. uses
also in Boar-hunters and Games for Pelias. The strophe is anapaestic (base
unit v v —), the epode starts with anapaests before changing to dactyls
(base unit — v v) after thefirst period.

str./ant.
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The fundamental alternation of — and - - is shared with the epic
hexameter, but Stes. has an un epic freedom to use both rising (anapaes
tic) and falling (dactylic) openings, and to vary period-length. Periods end
with pendant close (- —) inside stanzas and (a perhaps more dramatic)
blunt close (v —) at the end of stanzas.

The rhythm balances regularity andflexibility. The double shortsv - can
be contracted to . When they are, word-end is avoided after the contracted
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syllable and 