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CHAPTER 14

Female Choruses and Gardens of Nymphs:
Visualizing Chorality in Sappho*

Katerina Ladianou

In light of Romanticism, Sappho’s poetry has been read as an expression of the
poet’s inner feelings. According to this model, Sappho is a soloist, performing
her songs and playing her lyre in a private space, a small circle of same-sex
companions.! This idea went unchallenged until fairly recently, but the sim-
ilarity of Sappho’s songs to Alcman’s Partheneia and the rise of performance
studies—especially since the publication of Calame’s groundbreaking book?—
have cleared the way for discussions of Sappho’s public persona and the possi-
bility of choral, public performance. Although it is now acknowledged that at
least some of Sappho’s songs were probably meant to be performed chorally,
nevertheless it is true that the extended fragments of Sappho provide us only
with descriptions of choral activity, not explicit stage directions that would
directly point to their performance.

Adding to this ongoing discussion, this chapter will first focus on the imagery
and visualization of chorality. I will show how the visual blends with other
senses in Sappho’s fragments in an attempt to map out the synaesthetic quality
of Sappho’s poetry. In the second section of this paper, I will use later references
to Sapphic poetry in an attempt to show that synaesthesia was considered

Iwould like to thank R. Martin, A. Lardinois and A.E. Peponi for organizing a stimulating con-
ference, the anonymous readers for their detailed and helpful comments, Zacharoula Petraki
for reading many drafts and enduring long discussions, Heidi Broome-Raines for meticulous
editing. Finally, I am grateful to Anastasia-Erasmia Peponi for my first inspirational look at
Iyric.

1 Gentili (1988). Winkler (1990); Hallett (1979) discuss Sappho’s social context and the coex-
istence of public and private in the Sapphic corpus. Parker (1993) re-examines testimonia
supporting a sympotic performance by older women. Calame (1996), (2001) discusses choral
performance within an initiatory context. For Nagy (2007), Alcaeus and Sappho songs were
performed by choruses of young men and women in ritual contexts. Lardinois (1994), (1996),
(2001) also argues in favor of public choral performance even in the case of so-called ‘solo’
songs such as frr. 94 and 96 v.

2 Calame (2001).
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an inherent characteristic of this poetry. Taking Philostratus Imagines 2.1 as
a starting point, I will further refer to Aulus Gellius and an epigram from the
Palatine Anthology to show that later authors’ reception of Sappho'’s poetry
points both to a plurality of voices and to a blurring of the senses as main
characteristics ofher poetic art. Furthermore, it will be argued that this blurring

of senses is related to these authors’ understanding of Sappho’s poetry as

essentially choral. Finally, I will come back to Sappho’s poems to demonstrate

how the plurality of voices and multiple sensibilia assumed by the later authors

can be found in her poetry. In conclusion, a question will be raised: is it possible

to argue that the visual and the blurring of the senses in Sappho could be an

added argument for the choral dimension of her poetry?
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FEMALE CHORUSES AND GARDENS OF NYMPHS 345

EmAet’ mm[o0ev du]peg dméauouey

o0x GiAgog .| x]6pog
JpSeog
] ... oSt
fr. g4 v.

Honestly, I wish I were dead. She was leaving me, shedding many tears,
and saying this: ‘Alas, what a dreadful thing has happened to us, Sappho,
I am leaving you, honestly, not by my own will’

And I replied to her thus: ‘Go, farewell and remember me, for you know
how we cherished you. And, if you don't, I wish to remind you ... that
beautiful things happened to us. Many garlands of violets and roses and
saffron you put around you, lying close to me, and round your tender neck
you put woven garlands made from flowers, and much perfume ... made
from flowers ... royal ... you anointed yourself, and lying on the soft couch
you used to satisfy the desire ... there was neither ... nor a shrine ... from
which we were absent ... nor grove ... dance ... sound ... songs’3

As the beginning of fr. 94 v. is missing, there is no clear indication either of
the identity of the speaking ‘T’ or of the time of utterance, both of which have
been the object of scholarly debate.* I am inclined to think that this fragment
evokes various moments in time: the beginning of the fragment stages the lyric
self at a present moment of distress (8éAw, ‘T wish I were dead’, 1) and this is
followed by a shift to the past moment of separation (‘she was leaving me,
shedding tears’, xatehipmavey, 2). There follows a dialogue set in the past: she
was saying (&eurté [pol, 3°) ‘Sappho, I am leaving you (&mvAtundve, 5) unwillingly’,
and I said (168" auotBépay, 6) ‘Go, farewell (yaipoia” €pxeo, 7), and remember
me (xduedev/péuvaia’, 8). A second person emerges as an interlocutor who is
addressing by name the lyric T (Wang) 5). Then there is another time shift,
as memory helps both the speaking ‘I and the audience to return again to
the past, even before the separation: ‘remember how we lived together, and
if you don't, I wish to remind you (8éAw / 8uvatoal, 9—10). Although this is a

3 For all Sappho’s fragments, with the exception of the Tithonus poem, I cite Campbell (1982).
Translations, unless otherwise indicated, are mine reflecting the discussion at hand. Words
not fully attested in the Greek text are marked with a question mark.

4 For an overview of past scholarship see Burnett (1983) 292—293 and esp. n. 38; Greene (1996).
In short, scholars attribute the first line to (a) Sappho’s addressee at the time of parting, (b)
the female narrator of the parting scene, (c) speaking Sappho at the time of parting.
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346 LADIANOU

narration of the past, there is a sense of the future.® The lyric T will go on to
recall the previous experience of their common life, trying to preserve, store,
and secure the memory of the past. The self, then, is preserved as past and
future combined. Memory is both “what we were” and “what we will have
been”. What the speaker wants is both to create a memory and to share it to
ensure its preservation in the future. Three different voices are then staged
in a dialogue which takes place across several spatial as well as temporal
positions.®

The opening of the fragment, according to this reading, is the space of the
here and now, only described via the feelings of despair of the speaking per-
son, that swifty changes into the space of separation, the final dialogue. Here
the dialogic ‘space’ is set between the ‘T’ and the ‘you’, with the ‘T’ named by her
interlocutor, a signature Sapphic trick. In at least 19 of its 29 preserved lines,
then, the poem focuses on the memory of the past, in a last desperate attempt
to preserve through memory a eutopia of togetherness. Furthermore, the con-
struction through memory of the eutopic space focuses on its visualization: the
garlands are described in detail, their flowers named (mé[Motg yap ote@dv]otg
Tev [ xal Bp[63wv xpo]xiwv, 12—13) in order to bring to mind a specific, vivid and
multicolored picture. The description of the performative reality is not only
visualized but also described synaesthetically, since all senses are activated and
addressed. It is not only the garland but the act of self- and mutual garlanding
(T Bpot/ xa. . [ ] map Epot mepebixao, 13—14) that emphasizes the sense of touch,
highlighted by the adjectives &]ndAat (16), dwdaiav (22), poABdxav (21) in combi-
nation with the verbs &[Boeg] (17) and é§odelao (20). Smell is also a part of the
description: the adjectives BpévBeiwt (19) and Baat]Aniwt (20) modify the noun
udpwt (18) probably describing a specific smell. Finally the sense of hearing is
also described in the last, regrettably fragmentary, lines. Although the lines are
broken, the word x]épog (27) is highly probable, and the more difficult read-
ing ot (29, songs?) can also be regarded as denoting sound and pointing to
performance.” Finally the term {é¢og (sound) points not only to the sense of
hearing but also to a lyric performance, since it can refer to the sound of musi-
cal instruments (usually the flute or lyre).8

5 O\ duvatoal is not a future per se but a future expression, a wished-for-event situated in the
future.

6 For the polyphonic dimensions of the poem see also Yatromanolakis (2003) 55-56. He also
speaks of ‘dreamlike images deprived of specific time’ (57).

7 As Lardinois (1996) 163-164 points out, ‘the whole poem ... is concerned with choral perfor-
mances.

8 Lsj s.v;; Eur. Ba. 680687 6p® 3¢ Bidaoug Tpels yuvaxeiwv xopdv, [...] / @wwuévag xpatipt xai
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FEMALE CHORUSES AND GARDENS OF NYMPHS 347

It is evident, then, that Sappho stages a female eutopia through the descrip-
tion of female singing, the sound of multiple female voices, smells, and textures.
Almost all the senses come into play and lines 21-23 explicitly describe the inti-
mate space of desire, which is named in line 23 (¢&ivg mé6o[v] . vidwv); this is
an explicit scene of female homoerotic desire as a marker, I suggest, of female
homilia. Sappho’s description emphasizes the body and its movements: the soft
neck on which the garlands are placed, the bodies anointed with perfumes, the
bodies reclining on couches feeling soft to the touch. Female desire is heavily
emphasized, as it is also in Alcman’s Partheneia. Most importantly, in the bro-
ken end of the fragment there is the memory of women singing and probably
dancing.®

I hope to have shown that fr. 94 v. is set in a fluid time and space that
is represented as such through a fusion of voices (by switching grammatical
persons) and senses. In fr. 44 v. we find another case of visualized fusion of song
and dance. I believe that this fragment can be compared with fr. 94, to throw
some light on the ending of the latter. Fragment 44, as we have it today, begins
with a vivid description of the wedding procession of Hector and Andromache
as narrated by the herald Idaeus:

5  "Extwp xal cuvétaip[o]t dyola’ EAucwmida
OYBag €& iépag IMhaxioag T &' dt]v(v)dw
&Bpav AvSpopdyav vl vadaw En’ dAuvpov
TévTov oM &' [EAl]yparta xpdata xdpporta
TopeUp[a] wortadt|peva, wobkd’ dBdpuata,

10 Gpydpa T dvaptOpa ToTYpLol KIAEQALS.
¢ el dtpadéwg & dvdpovae TaT[n]p pitog:
pdpa & HABe xatd TTdA edpbyopov pitolg:
attie TAladot catival[g] On'edtpdyolg
dyov aiptévors, ém[€]Batve 8¢ mais Eyrog

15 ywvaiwy T dpa mapbevixalv] T. .[. .Joggipwy,
x@pts & ad Iepdpoto Bby[a]tpeg|
Inn[oig] & &vdpeg Umaryov O’ dp[pat-

fr. 44.5—17 V.

Awtod Pégwt; Cyc. 442—443 Hdtov Pégov [ xibdpag wAbdouey; cf. too Paus. 2.21.3 (of the sound of
the trumpet).

9 Atleastaccording to Lobel-Page who read y]opds where Voigt prints].pds. See Lardinois (1994)
70 and n. 50.
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348 LADIANOU

... Hector and his companions are bringing the lively-eyed, graceful An-
dromache from holy Thebe and ever-flowing Placia in their ships over
the salt sea. And there are many golden bracelets and perfumed purple
robes, ornate trinkets and countless silver drinking cups.” So he spoke;
and nimbly his dear father leapt up, and the news went to his friends
throughout the spacious city. At once the sons of Ilus yoked the mules to
the smooth running carriages, and the whole crowd of women and tender-
ankled maidens climbed on board. Apart drove the daughters of Priam ...
and unmarried men yoked horses to chariots ...1°

The herald’s words imply an internal audience: the Trojans, to whom the speech
is addressed. Although this is a description spoken out loud by the herald and is
therefore directed at the sense of hearing his words create a vivid visual image.
First, the long journey from Thebes and Placia to Troy across the sea is conjured
up for the audience’s eyes. Then Andromache is described; the lively look in her
eyes travels with her from line 5 to line 7, where it meets the noun it qualifies,
as the journey is structurally placed between the adjective and the proper
name. The emphasis on Andromache’s glance creates the impression that the
journey is seen through her own eyes. Then the catalogue of the wedding gifts
is presented with an emphasis on the costliness of materials. Gold, silver, ivory,
and royal purple (xpdata, mopelp[a], dpydpa, ¥dAépalg, 8—10) objects in large
quantities (méMa, dvapiua, 8, 10) create an atmosphere of luxury and a colorful
and bright visual image. The end of Idaeus’ message is immediately followed by
the reaction of the Trojan royal family, who with the Trojan people comprise the
poem’s internal audience, to the news. The message is first conveyed to Priam,
who leaps up from his throne, then it travels all over the city. The spaciousness
of the city is emphasized both verbally (edptyopov) and through the description
of the crowd as it prepares to meet the royal couple. The reference to the
preparations of the father and friends, then of the children, young women, and
daughters of Priam, and finally of the young and grown men, proceeds gradually
from the confined space of the palace to the open space of the city streets, aptly
showing the engagement of the whole polis both as a space and as a citizen
body.

The action of the rest of the fragment takes place in the civic space, and the
emphasis rests on the description of various lyric performances as visualized
for an external audience:

10  Translation from Campbell (1982).
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adog & adu[p]élns [xibapic] T dvepiyvu[to
25 ol P[6]po[¢ x]poTdA[wv, Aryé]ws & dpa mapd[evol

derdov uéhog dryv[ov, txa]ve & &g alb[epa

diyw Oeomeaio YEA[

mavtan & g wdt’ 83ot[¢

xpatipes @loAal ' of...Juede[. .]. . e .[.].]
30 MUppa xal xaaio Aifovog T dvepelyvuTo®

yovaixes &' EAéAvadov oat TpoyevéaTepaL,

mdvteg & dvdpeg Emmparov Toyov Bpblov

TG0V’ dvxadéovTeg Exaforov DADpaY,

Upvny & "Extopa )’AvSpopidiyay Beoginédo| LS.

fr. 44,23-34

The sweet-sounding pipe mingled with the lyre and the sound of the
castanets, and maidens sang clearly a holy song, and the exquisite echo
reached the sky ... and everywhere in the streets ... bowls and cups ... and
cassia and myrrh and frankincense were mingled. And the older women
cried out and all men raised aloud cry calling on Apollo Paean, the Archer,
the player of the lyre, praising Hector and Andromache, similar to gods.

The citizen body, previously described on the way to meet the royal couple,
is now presented in performance. The choruses are shown in action in the
order employed previously to describe the preparations. There are probably
three different choruses: young girls (nap8[evoy, 25), older women (ydvatxeg Soat
mpoyevéatepa[t, 31), and men (&vdpeg, 32) performing different lyric genres: a
partheneion, an orthios paean (loxov 8pBiov [ Tdov’ dvxaéovteg, 32—33) and a
hymnos (Spvny, 34).1! Moreover, the internal audience becomes the audience
of the festivities, but Hector and Andromache—previously the topic of the
herald’s message—can be seen as part of the internal audience since they now
become the topic of the choral song (Spwnv & "Extopa ) AvSpoudyav Geoeéol g,
34)-

The external audience, for whom the vivid description is intended, is led to
perceive the performances through all senses. The fragment describes choral

11 See Carey (2009) for an overview of past scholarship and an excellent introduction to lyric
genre categories. With most scholars Carey emphasizes the resistance of lyric genres to
rigid categorization, pointing out that ‘literary genres are best seen not as categories but
as tendencies’ (22). Be that as it may, I do not intend here to make any suggestion regarding
the content or categorization of specific lyric genres. What I am pointing out is that the
text refers explicitly to recognizable lyric genres, such as a fymn and orthios paean.
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350 LADIANOU

performances and, just as in fr. 94, in fr. 44 v. the visual element is combined
not only with sound but also with smell. There is the sound of pipes (adog
& ddv[u]éAng, 24), castanets (P[6]¢po[g x]potdA[wv, 25), and songs (dyw Geome-
ala, 27; dedov uéhog, 26; EAéAvadov, 31; Emyparov tayov 8pBiov, 32; GvraAéoVTeS, 33;
Upvny, 34) performed by men and women. Indeed, the senses seem to be min-
gled: the description of sound is brought together with the description of scent
(woppar xal xacio Aifoveg T, 30); the repetition of the verb (ovepiyvuto, dvepei-
XVUTO, 24, 30) emphasizes the fusion, connecting it with choral performance.
Finally, when the crowd mingles, women and men sing together and even the
wine is mixed in the mixing bowls. Apollo is called in their song by many of
his epithets: he is Paean, archer, and lyre-player. Lyric genres are fused. In this
ecstatic description of a wedding ceremony, nothing is static, nothing is sepa-
rate; everything is mobile and fused together literally and metaphorically. The
fragment sets up different audiences, viewers and spectacles, but this catego-
rization is fluid as well: the internal audience of the herald’s message becomes
the audience or the performers of the celebratory choral dances. Andromache,
a viewer in the beginning of the poem, becomes a spectacle, the subject of per-
formance and its audience at the same time.

The fusion of the senses is connected to the description of choral perfor-
mances also in fr. 2 v. Already Hermogenes in his second-century AD treatise
On the Kinds of Style noted that the pleasure derived from this fragment has
to do with the visualization of the locus amoenus. Quoting fr. 2 he argues that
certain things can afford pleasure (30v) not only to the eye when seen but
also to the ear when spoken (tadta yap xal it et TpoaBdAiet NSoviy dpwpeva
wal Tht deoft, Ste EEaryyéNet Tig).12 For Hermogenes, the description of the locus
amoenus targets both the eye and the ear: by visualizing the beautiful place, the
picture is set before the eyes of the audience while listening to the poem. At the
same time the description engages the ear as well, not only because the perfor-
mance of the poem is intended to be heard but also because the description is
not only visual but also acoustic.

1 3ebpd W éx Kpytag €m[i tovd]e vadov
8yvov, [ o Tot] xdplev uév dAgog
noAi[av], Bddpot 3¢ Tebuptdpe-
vot [AL]Bavartwt:

5  &vd Udwp Ppiypov xehdSet 3V Bodwv
noAivay, Bpddotat 8¢ mals 8 x&pog

12 Hermog. Id. 2.4 (p. 331 Rabe).
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goxlaat, aibuogouévewy 3¢ OMwY
AU KATEPPEL"
&v 3¢ Aelpwy inméPotog Tébokey
10 7pivotaw dvleaw, ai & dntat
MEMUya TTvEDLaWw [
[
&vla &) ad ... . Edotoar Kompt
xpuaiala év xudixeaaw dBpwg
15 Oupepeiypevoy Bodiatat véxTap
oivoybatgoy

Hither from Crete to this holy temple (?) where is a delightful grove
of apple trees and altars smoking with incense. There, your cold water
resounds while rushing through the apple branches, and the whole place
is shadowed by roses, and from the shimmering leaves sleep ... down (?)
There is also a meadow, grazed by horses, blossoms with spring flowers,
and the breeze sweetly blows. There you ... taking, Cypris, charmingly
pour in golden cups nectar mingled with our festivities.

The space is carefully constructed by the use of deictic markers: the second
person invocation to Cypris stages a dialogue between the persona loquens
(ue, 1) and a persona audiens (ob) that is set in two different spaces. Cypris
is now in Crete (éx Kpyjtag) but is summoned here (3ebpv), at the speaking
position of the speaking ‘T’ which is first defined by means of deictic markers
en[t T6v3]e vadov, 8mm[at, &vla d1). Then the space is described: it includes a
temple (vadov / &yvov), a grove with apple trees (&§Aagog / podi[av, 2—3), an altar
with incense (Bdpot 3¢ tebupudpe/vot [AL]Bavertwt, 3-4), a stream of water (U8wp
Pdypov, 5), rose bushes (Bpddoiat, 6), thick foliage (aifvagopévwv 3¢ UMWY, 7),
a flowery meadow with horses (Aeipwv inméBotog Té0alev [ pivotaty dvleatv, 9—
10).13

The grove is probably not inhabited since and there is no description of
human presence. The smoking altar, however, denotes human activity and the
end of the poem suggests a gathering (6aAiaial, 15) where Cypris is invited as
a wine bearer (olvoyéatgov, 16). In addition to the goddess, a second internal,
now mortal, audience emerges: the members of the 8aAiot. Although there is
no description or invocation to the mortal audience, the grove is described

13 Mosteditors accept the emendation vadov. Contra Yatromanolakis (2003) 54-55 who reads
gvau(A)ov (‘dwelling’) instead.
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352 LADIANOU

through the totality of human senses creating such a presence. Smell, touch,
and hearing are also employed: the smell of the incense, the cold water, the
sound of water, the sleep all presuppose a human presence. The description is
also mobile: the altar is smoking, the water is running, the breeze is blowing,
sleep is coming down. According to Hermogenes, such a setting gives pleasure
to both the viewer and the listener; hence it can be suggested that the descrip-
tion constructs an internal audience for the performance by describing how
the pleasurable setting impacts their senses.

Although the descriptive context can sometimes be identified with its per-
formative context, I only submit that fragment as good evidence that the fusion
of the senses is connected to the description of choral performances. Moreover,
it is noteworthy that the representation of a choral performance emphasizes
fusion of senses as its indispensable characteristic in the context of Sapphic
poetry. In the following section, I will show that this is the case for later con-
texts as well.

Looking at Sappho’s Songs: Philostratus 2.1

In my discussion of the importance of the element of visualization to Sapphic
poetry, I hope to have shown that the visual is often connected with the other
senses, creating a synaesthetic, pleasurable, vivid image, one that Hermogenes
would call hedonic. It is interesting, then, that such an emphasis on visual-
ization is evident in the later reception of Sappho. In this section, I will first
discuss Philostratus Imagines 2.1 and later bring in Aulus Gellius and an epi-
gram from the Palatine Anthology in an attempt to show that visualization and
the blurring of the senses was considered by them an indispensable character-
istic of Sapphic poetry. Secondly, I will go on to argue that in the mind of later
audiences such a synaesthetic visual effect was closely connected with choral
performance.

Philostratus’ Imagines, a collection of ekphraseis of the paintings that—
according to the narrator—decorated a gallery in Naples, is the obvious
place where literature and representational art meet.!* One of the paintings

14  The bibliography on ekphrasis is vast and exploring it is not within the scope of this paper.
For an introduction and extended bibliography see Leach (1988); Fowler (1991); Goldhill
(1994); Bartsch and Elsner (eds) (2007). On ekphraseis in Philostratus’ Imagines see Shaffer
(1998) and Dubel (2009). Most recently, Whitmarsh (2013) has discussed artwork in erotic
contexts, raising questions on gender politics.

- 978-90-04-31484-9
Downloaded from Brill.com05/10/2021 12:06:02PM
via free access



FEMALE CHORUSES AND GARDENS OF NYMPHS 353

depicts Sappho and a group of young girls in a ritual setting. The passage is
worth quoting in full:'>

Agpoditnv Ehepavtivipy (&v) amadols puppvdaty ddovatv aralal wépat. S1dd-
oxahog avTaS 8yet cogn) xal 008 EEwpog; EpLldvet yap Tig Gpa xal puTidt Tpdyty),
Ypws Hév To drdoeuvoy Edxovoa, Tovtwt 8 ad xepavvioa T6 cwildpevo THg
Qeuig. %ol T uév ayijua Agppodityg Aidods, yupw xal edayypwy, 1) 8¢ UAn auv-
By pepurdTog ENEQovTog. AN 00 BovAetat Yeypdgdat Soxely v) Oedg, Exnxettal
3¢ ol AatBéadaut. BovAet Adyou Tt EmiAeiBwpuey T@L Bwpdt; AiBavwrod yap ixavis
Eyet xal xaaiag xal ouipvys, Soxel O¢ uot xal Xampols Tt dvamvely. Emavetéa Tol-
vuv ¥) gogla TS Ypagtis, TpdTov Mév GTt Tag dyamwpévag Aiboug mepiBaiodoa
00X €x TAV YpwpdTwy adTAS EpiunoaTo, AN éx Tod pwtds, olov dpBatudt
wévtpov Ty dtadyetow adtals évbelon, elta 8t xal tod Spvou mapéyet dod-
ew. didovat yap of malideg, didovat, xal ¥ dddoxados moBAémet Ty andidovoay
xpotoloa tag yelpag xal & 0 uédog ixavds éufiBalovoa. {...) T uév yap tig oto-
Afig dméprrtov xad ) Ot 8xhov avtals, el dBVpotev, 1 o &v xpdt Ths {wwys 1
16 elg Ppoyiova Tod xit@vog 1] g dvumtodyaiot xalpovow épeathoatl dmali
méaur ol vonpuymy Edxovoal Topd TG Spdaou, Aetuav Te 6 TEpL TG Eabiitag
xal T& v adTalS YpwraTa, g GAo GMwL EMITPETEL, datpuoving ExpepipuyTaL
T& yap gupPaivovta ol uy ypdgpovteg odx GAndedovaty v Talg ypagpals. Td 3&
€ldn tév mapbévay el Tt TIdptdt 1 GAAwL Twt XpLTT) EMITPETOUEY, ATTopTjTat &Y
Soxel PneioBacat, Togoltov duINGVTAL fodomyjyers xatl EAtxaymOEs xatl xaAdiat-
pnot xal pedipwvot. Xampods todto 0% 0 §OU mpdopeyua. TapapdAiel O¢ avTalg
"Epwg dvonchivag tod téEou Tév miiyuy, xal ¥) veupd Tovarppdviov E3et xat ¢yt
mdvro Exew oo ) Mopat, Toryels e of dpBakpol oD B0l pubudy Tver ola Stavo-
odvreg, T/ §jtat dtdovar; yéypamtar ydp Tt xai widhs. T A@poditny Exglvat Thg
BarddTng Aéyouatv amoppoijt Tod Odpavod, xal Sov Uév TGV W) awv TPOTETYEY,
olmw Aéyouaty, épodat Séopat TTdgov, T yéveaw 8¢ ixavig didovaty. dvafié-
ToVgaL UEV YA Eppaivouaty, 8Tt éx BaAdTTyg, TO nediapa 3¢ adT@Y YaANVYS
gativ alfvrypo.

An Aphrodite, made of ivory, tender maidens are hymning in tender
myrtle groves. The chorodidaskalos who leads them is skilled in her art,
and not yet past her youth; for a certain beauty rests even on her first
wrinkle, which, though it brings with it the gravity of age, yet tempers
this with what remains of her prime. The type of the goddess is that of

15  Phil. Imag. 2.1. For the text and translation, with minor adjustments, I cite Fairbanks (1931).
For a discussion of the passage see also Calame (1996) 115.
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Aphrodite goddess of Modesty, unclothed and decorous, and the material
is ivory, closely joined. However, the goddess is unwilling to seem painted,
but she stands out as though one could take hold of her. Do you wish
us to pour a libation of discourse on the altar? For of frankincense and
cinnamon and myrrh it has enough already, and it seems to me to give
out also a fragrance as of Sappho. Accordingly the wisdom of the painting
must be praised, first, because the artist, in making the border of precious
stones, has used not colors but light to depict them, putting a radiance
in them like the pupil in an eye, and, secondly, because he even makes
us hear the hymn. For the maidens are singing, are singing, and the
chorodidaskalos frowns at one who is off-key, clapping her hands and
trying earnestly to bring her into tune ... For as to their garments, they are
simple and such as not to impede their movements if they should play—
for instance, the close-fitting girdle, the chiton that leaves the arm free,
and the way they enjoy treading with naked feet on the tender grass and
drawing refreshment from the dew; and the flowered decoration of their
garments, and the colors used on them—the way they harmonize the one
with the other—are represented with wonderful truth; for painters who
fail to make the details consistent with one another do not depict the
truth in their paintings. As to the figures of the maidens, if we were to
leave the decision regarding them to Paris or any other judge, I believe
he would be at a loss how to vote, so close is the rivalry among them
in rosy arms and flashing eyes and fair cheeks and in ‘honeyed voices),
to use the charming expression of Sappho. Eros, tilting up the centre of
his bow, lightly strikes the string for them and the bow-string resounds
with a full harmony and asserts that it possesses all the notes of a lyre;
and swift are the eyes of the god as they recall, I fancy, some particular
measure. What, then, is the song they are singing? For indeed something
of the subject has been expressed in the painting; they are telling how
Aphrodite was born from the sea through an emanation of Uranus. Upon
which one of the islands she came ashore they do not yet tell, though
doubtless they will name Paphos; but they are singing clearly enough of
her birth, for by looking upward they indicate that she is from Heaven
(Uranus), and by slightly moving their upturned hands they show that
she has come from the sea, and their smile is an intimation of the sea’s
calm.

The description begins with a double focus: on the ivory statue of Aphrodite
and the dwWdaoxahog, leading a chorus of young girls. The description of the
statue is an embedded ekphrasis, a description of a work of art within an
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ekphrasis, in this case, the description of a painting. But it is interesting that
the description, although constructing an ekphrasis within an ekphrasis, tends
to overcome its limits and strives for a realistic effect: the goddess is not
only identified with the statue of the goddess as in the opening (Agpoditnv
glepavtivy) but also with the painted image of her statue.

The statue is described as typified (xai t6 pev oyijua Appoditng Aidods, Yopwn
xai edoyuwv) and made of ivory (élepavtivyv). The statue is perfectly made,
almost seamless (¥ 3¢ By cuvBiy nepurdtog EAépavtos). The participle pepv-
udtog, deriving from the verb pdw (shut the eyes), introduces a metaphor: the
pieces are closely joined together like two eyelids. The metaphor not only
emphasizes the closeness and the fact that the two pieces physically belong
together but also introduces the importance of eyesight by focusing on the
eyes. The intention of the sculptor was to fool the eye, the two pieces appear-
ing like one. But the intention of the sculptor coincides with the intention
of the goddess herself whose wish is not to look like a painted image (400
BovAetat yeypdgdat Soxelv 1 Bedg). Thus Aphrodite is a viewer and a critic: she
does not want to look as if she were a painting, she wants to look as real-
istic as possible, as if someone could touch her (&xxerrar 8¢ ola Aapécbar).16
Moreover, the intention of both the goddess and the painter coincides with
the one of the writer of the ekphrasis: bringing the scene before the eyes
of the reader is the desirable effect of the ekphrasis, as progymnasmata pre-
scribe.l’

The description of Sappho is the second focus of the ekphrasis. The chorus
leader, unlike the dancers, is clearly past her prime although not too old (008’
gEwpog), with the first wrinkles mixed with her past beauty. The description is
very precise, visualizing not only the looks but also the overall impression of her
stature and physique. The description of her age is also interesting as Sappho
has features of both young and old age at the same time, creating a blurring-
of-time effect (éptldvet yap Tig tpa xail putidt TPWTY, YNPWS MEV TO VTTOTEUVOV
E\xovoa, Tobtwt § ad xepavvion T cwildpevoy THS dxuns).

16 The locus classicus is a quote from Theon: éxppaatg éati Aéyog TepyNUaTINGG EVapYdS O’
8w dywv T dnroduevoy, ‘ekphrasis is a descriptive speech that brings the thing shown
vividly before the eyes’ (Prog. p. 18 Spengel = 66 Patillon). For detailed bibliography and
discussions on enargeia: Fowler (1991) 26; Goldhill (2007) 3; Bartsch (1989) 9; Webb (2009)
Chapter 4. For a theoretical approach on the question of focalization (who sees) see Fowler
(1991) 29-31.

17  For rhetorical handbooks on ekphrasis see Webb (2009). For shorter discussions see
Bartsch (1989) 7-10; Goldhill (2007) 3-7.

- 978-90-04-31484-9
Downloaded from Brill.com05/10/2021 12:06:02PM
via free access



356 LADIANOU

It is only to be expected that the visual element would be emphasized in
the framework of an ekphrasis of a painting.!® Moreover, Philostratus describes
not only the image but also the act of viewing, the play of light and the effect
of the eye capturing this light.!® The artist made a frame of precious stones
around his painting so that the light reflected in the stones creates a gleaming
effect. Referring to the artistry of the painter, Philostratus breaks the realistic
effect, reminding his audience that this is really a painting. On the other hand,
it highlights its artistry; he is not only a good artist, he is gogdg. I suggested
earlier that the description of Aphrodite was a case of an embedded ekphrasis.
It is my view that Sappho, the second focus of the ekphrasis, is an embedded
ekphrasis as well. This time Philostratus describes not a visual artifact, but
Sapphic poetry.2°

In reading the ekphrasis both an act of interpretation and one of emulation
become apparent: in order for the dnyAoduevov to come before the audience’s
eyes, a prior knowledge of Sapphic poetry is necessary. Philostratus is describ-
ing the grove using Sapphic imagery (fr. 2 and 44 v. in particular) and diction,
and he quotes directly from Sappho when calling the chorus girls honey-voiced,
‘to use the charming expression of Sappho’?! The insistence on touch is again
Sapphic in the use of the term dmaAdg (‘soft to the touch, tender’), already used
by Sappho in fr. 94 v. His description of a work of art is then two-fold, since
he is describing the painting and the poetic work at the same time. It is first
the painter himself who tried to imitate Sappho; Philostratus’ ekphrasis tries to
represent and imitate, or emulate, both. It is noticeable that both Sappho and
the painter are cogoi; of course Philostratus, in an attempt to achieve gogla, is
competing with both of them.?2 Finally, the audience has to be equally wise, a
learned audience well versed in visual arts and poetry.

As Shaffer (1998) rightly observes, ‘Philostratus’ attempt to translate impres-
sions from the pictorial to the literary medium calls attention to the mimetic
quality of both and invites the act of interpretation’? The wisdom of the paint-

18  See e.g. Webb (2009) 127: ‘For what enargeia, and thus ekphrasis, seek to imitate is not so
much an object, or scene, or person in itself, but the effect of seeing that thing.

19  For Goldhill (2007) 2 ekphrasis dramatizes ‘the moment of looking as a practice of inter-
preting, of reading—a way of seeing meaning

20  See Shaffer (1998) 313 who discusses Imag. 1.1 (Scamander) and its dialogue with the
Homeric poem.

21 Sappho fr.185 V.

22 For sophos see Goldhill (2007) 2 according to whom ekphrasis ‘dramatizes not just an
interpretation, but a sophos—an educated wit—interpreting’; and Shaffer (1998) 314.

23 Shaffer (1998) 304.
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ing, according to Philostratus, must be praised for two reasons: first, because
the painter mimics the sense of sight itself (olov d@BoAudt xévrpov Ty Sradyetay
avtals évbeloa) and, secondly, because he even makes us hear the hymn (xai tod
Upvou mapéxet axovew). The importance of the visual is then a feature of gogia,
as is the fusion of all senses, the synaesthetic reception of Sappho. It is evident
that Philostratus understands that the painting attempts to engage not only the
vision but all other senses as well.2* The fact that ekphrasis usually employs
all senses is of course well established, since the descriptions of the work of
art direct the viewer to perceive them with more senses than sight alone.25
As Bartsch rightly observes, interpretation in Philostratus entails seeing and
describing more than is actually visible.26 What I am suggesting, however, is
that Philostratus’ appeal to all the senses is also mimicking Sapphic poetry.
Apart from the visual, already discussed, there is also an insistence on touch
and scent in Philostratus’ description: right from the beginning tender girls
sing in a tender grove, and later again the emphasis is on the sense of touch
when girls feel the soft, moist grass under their bare feet. Scent is again very
important: there is an emphasis on the beautiful smell of incense but there are
also two interesting points. The first is the idea of discourse as an offering; the
ekphrasis is offered to the goddess as incense is:

BovAel Adyou Tt EmAelBwpev TAOL Buudt; APovwtod yap eavi Exel xal xaaiog
xal auvpvYg, Soxel 3¢ pot xal Xamgols Tt dvamvely.

Do you wish us to pour a libation of discourse on the altar? For of frank-
incense and cinnamon and myrrh it has enough already and it seems to
me to give out also a fragrance as of Sappho.

Discourse, usually perceived though hearing, is then fragrant, perceived by
smell. Describing Sapphic discourse in synaesthetic terms, Philostratus consid-
ers the emphasis on the visual and its combination with other senses, that is,

24  As Shaffer (1998) 308 points out, ‘beyond mere visual description, Philostratus attempts
to achieve full sensuous reality in the medium of words and even attributes sensations of
fragrance and sound to his immediate visual perceptions’

25  See Webb (2009) 187 who points out that the pictures are meant to elicit a synaesthetic
response.

26  Bartsch (1989) 16-17 according to whom ‘Philostratus does not restrict himself to a cata-
logue of details: what he tells his imaginary audience (and us) about the pictures is far from
purely descriptive involving both the details actually visible in each picture and those he
has brought in from myth, literature, and historiography’ (16).
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synaesthesia, as an integral characteristic of Sapphic poetry not only in terms
of its perception but also of its reception. Moreover, and most importantly, the
fragrance of the ekphrasis, as it were, is nothing but a mimesis of the fragrance
of Sapphic discourse. There is then, it seems, a certain scent to a Sapphic song,
a scent that the writer of the ekphrasis seems to emulate. Listening to a Sap-
phic song is, to Philostratus, a synaesthetic experience, where all senses are
employed. It is clear, then, I suggest, that Philostratus perceives the fusion of
senses as an common feature of Sapphic poetry, one that his audience would
recognize as characteristically Sapphic. Hence the interplay of the visual, tac-
tile, and olfactory is recalled to the mind of the audience for the ekphrasis to be
closer to its prototype, a more realistic imitation of Sappho’s poetry.

Thope to have shown that Philostratus employs a recognizable characteristic
of Sapphic poetry as a vehicle for a more realistic ekphrasis. At this point, one
more feature of Philostratus’ description is worth discussing at some length. At
the beginning of the ekphrasis, the portrait of Sappho is clearly that of a chorus
teacher leading off a dance of young girls. The network of technical terms refers
unmistakably to choral performance. The chorus teacher (v diddoxaiog) leads
(&yet) the dancers, called ot maides who dance in unison (&iSovat). Mistakes
are not tolerated, and the capable leader sets the off-tune girl straight with a
‘condescending’ look followed by a clap of her hands (OmoAénet Ty andidovaoy
xpotodaa Tag yelpag xal £ T uéNog ixavids epPiBdlovoa). As Calame has remarked
‘It is unnecessary to point out the presence of the typically choral semantic
features of “leading” and “beginning” in this scene described by Philostratus.”?”
The harmony of their choreia is represented by ‘the way they harmonize the one
with the other—are represented with wonderful truth’ In the context of this
performance, both steps and voice should be kept in harmony. The harmony
of the song is part of Philostratus’ visualization, since visual art alone could
not have represented such a sequence of motion. Moreover, it is not only the
performance but also the content of the song that Philostratus describes: ‘what,
then, is the song they are singing? For indeed something of the subject has been
expressed in the painting’ The subject of the song is represented in both its
kinetic and vocal elements. The chorus is singing of the birth of Aphrodite: the
painting then is the painting of the performance of a Sapphic song by a chorus
of girls in the context of a ritual for Aphrodite. I am not going to suggest that
this is a realistic representation of an archaic performance, nor am I using it
as evidence to prove that Sappho’s songs were composed to be performed. But
the testimony of the third-century writer is critical because it indicates that by

27  Calame (1996) u15.
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Philostratus’ time Sappho’s performance is, first, intended to be perceived by
all senses and, second, received as choral, in Philostratus’ world.

Philostratus is not the only writer who perceives Sappho as a choral poet.
In a passage from the Attic Nights, choirs of girls and boys, and lyre players are
brought into the dining room to perform songs of Sappho and (pseudo-)Ana-
creon.?8

Ac posteaquam introducti pueri puellaeque sunt, iucundum in modum
Avaxpedvtela pleraque et Sapphica et poetarum quoque recentium éie-
yelo quaedam erotica dulcia et uenusta cecinerunt.

And when the boys and girls were brought in, they sang in a delightful
way several odes of Anacreon and Sappho, as well as some erotic elegies
of more recent poets that were sweet and graceful.

The performance itself is not described but it is clear that we are not dealing
with a solo performance. I believe that a chorus of girls (puellae) would sing
the Sapphic songs and that of the boys (pueri) would then sing Anacreon.
Moreover, the fact that the song is sweet is emphasized twice (iucundum,
dulcia). Both adjectives can denote taste but are used to describe something
perceived with sight and hearing.2? The song’s perception is, therefore, again
described in synaesthetic terms, with both senses blending in. The passage
is of course not archaic but it points significantly to the later reception of
Anacreontic and Sapphic poetry as choral. The cases of the two poets are very
similar, as Dimitrios Yatromanolakis points out.3° He reads the aforementioned
passage as reflecting ‘the conflation of monodic and choral modes of singing’
in second-century AD dinner parties.3! I have argued elsewhere in favor of
Anacreontic choral performances and I will come back to Anacreon presently,
but let me now turn to alast later reference to choral performance of Sappho.32

In an epigram in the Palatine Anthology of uncertain date and authorship,
Sappho is described as leading a chorus of young girls to the temple of Hera.

28  Aul.Gell. N.4.19.9.4. Text and translation quoted from Rolf (1968-1978).

29 Iucundus refers to all senses: uerba ad audiendum iucunda, Cic. De Or. 1.49, 213; aqua ...
potui iucunda, Plin. Nat. 6.37, 203; iucunde olet, Plin. Nat. 20. 69, 177; conspectus uester est
mihi multo iucundissimus, Cic. De Imp. Pomp. 1.1; cantare et psallere iucunde, Suet. Tit. 3.

30  Yatromanolakis (2007) 213—220.

31 Yatromanolakis (2007) 84-8s.

32 Ladianou (2005). On Anacreontic performance in sympotic/comastic-ritual setting and
its visual representation see Nagy (2007).

- 978-90-04-31484-9
Downloaded from Brill.com05/10/2021 12:06:02PM
via free access



360 LADIANOU

This time their performance is described: the chorus with their soft, whirling
footsteps, their sweet voice, their smiling faces, and Sappho as the leader,
playing the lyre. Sappho is emphatically described as an ¢£dpyovoa and as the
one who sets up the chorus, most probably the leader, the composer, the lyre
player, and the dance teacher:33

"EMBete mpog Téuevog Tavpwmidog dyAadv “Hoyg,
AeaBides, aPpa moddv frual’ EMaadpevar
&vBa xaddv athoaabe Bef) xopdv: Bt 'dmdip&et
Zampw xpuoeiny xepalv Exovaa Abpny.
5 E\Bon 8pxmOpod mohuymOéog: 7] YAuxdv Bpvov
eloatew avthis 38&ete Kaludmg.

Come to the glorious precinct of bull-faced Hera, women of Lesbos, whirl-
ing your delicate footsteps, and set up there the beautiful dance to the
goddess; and Sappho will lead you, bearing her golden lyre. Happy you
women, in the delightful dancing! Indeed, you will seem to perceive a
sweet hymn from Calliope herself.

I am, again, citing the epigram only as an attestation of later Sapphic recep-
tion.3* The epigram is probably Hellenistic or later but its diction is archaizing,
pointing to Sappho and Homeric epic: the performance is therefore presented
as archaic. Be that as it may, the poet does describe Sappho as leading a chorus
of Lesbian women; we do have the description of footsteps in dance, accompa-
niment of lyre, and song. Moreover, we have a plethora of terms connected to
performance: xopés, dpxnOuds, bvos (2, 5, 6).3° Sappho is setting up the dance
(as a female Stesichoros) and leads in playing the lyre (dmdp&et, 3). The synaes-
thetic description of a sweet hymn and emphasis on the tenderness (Bpd, 2)
of the dancers’ footsteps are to be noticed. Moreover, plurality of voices is evi-
dent, since not only are Sappho and the chorus probably singing, but the voice
of Calliope is also metaphorically joining the dance.

So far, I have suggested that later authors not only perceive the emphasis
on the visual and its connection with all other senses as a characteristic of
Sapphic poetry but also associate this feature with chorality. Their perception

33  A.P.9.189. Text and translation quoted from Campbell (1982).

34  For Sappho in Hellenistic epigram see Acosta-Hughes (2010) 82—92. Lardinois (1994) 75
entertains the possibility that the epigram ‘reflects an authentic tradition and Sappho
sometimes sang her songs in public while her chorus danced’.

35  For the performative connotations of the term dpvelv see Peponi (2009) 56.
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of choral song as synaesthetic is not, however, a first. In the Laws, Plato uses
the term choreia to describe the combination of song and dance: xopeia ye piv
Bpxmais Te xal widN T0 ahvordy éatv (654b3). The term has been discussed by
Peponi in the context of the Homeric Hymn to Apollo, with the emphasis on the
fact that ‘one practicing choreia is principally involved in vocal activity, while
kinetic acts visually codify the attitudes and emotions expressed through the
uttered words’36 I have also argued elsewhere that, in the context of choreia,
hearing and vision are completely fused together.3” Moreover, this integration
of music, dance, and singing coexist at the levels not only of composition but
also of reception. The descriptions of choreia always point not only to hearing
and seeing but usually to all senses; the song stages and visualizes its perception
not only by hearing but also sight, smell, and touch.

Going back to the epigram, the whirling footsteps (mod@v fruab’ éMaodpevay,
2) of the chorus members are combined with the sound of the lyre and the
singing of a hymn (yAuvxdv Uuvov).38 It is interesting that the epigram employs
the term eicaiew to describe the reception of the song. The simple form of the
verb is a term that can invariably used to denote both hearing and seeing and
I propose that the term is employed here because it carries both meanings.3°
Using a verb that can reflect both senses, the author exploits a duality already
found in Sapphic poetry.#° I am therefore proposing that both the Philostratus
and the Palatine Anthology passages discussed so far can bear witness to a
Sapphic choreia where the kinetic action of the chorus is complementing the
Sapphic song.

I have so far suggested that later authors recognized in Sappho’s poetry
a plurality of voices and blurring of the senses which they associated with
chorality. T have also shown that choreia was perceived as a fusion of song
and dance already in Plato’s time and that fusion of senses was considered to

36  Peponi (2009) 59. Steiner (2011) 319 also points to the ‘continued emphasis on the several
elements of choreid.

37  Ladianou (2005) 48.

38  Also notice the resemblance with an Euripidean choral ode (gidisoovoar xoXhiyopot- [mou-
dvag & &t goig uelddpog Her. 690—691) as discussed by Peponi (2009) 56. For a further
discussion of choreia in dramatic contexts see Steiner (2o11).

39  See LsJs.v. diw 1. ‘Perceive by ear’, 2. ‘Perceive by the eye’. As a compound eloaiw is again
glossed as 1. ‘hearing’ and 2. ‘feeling the effect of".

40  The term diw is used again in the 4.P. for the work of a choral poet (Pindar): 7.34.3 00
uéros eloaiwy pBEYELS xev, g dmd Mouadv. The verb is used in the same environment with
uéATw, a term used to denote both song and dance: dieg, & Zed xat I xal &g, / by ofow &
Svatavos [ uéimet vopga; (Eur. Med. 184).
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be an integral feature of choreia. In the section which follows I come back to
Sappho’s fragments, reflecting on the possible interrelation between chorality
and synaesthesia.

Looking at the Dance: Sappho and the Chorus

In the previous section, I discussed later authors’ reception of Sappho’s poetry,
arguing that synaesthesia, the blurring of the senses, is such a primary char-
acteristic of her poetic art that it directly evokes its prototype when imitated.
This calls for a final question: if visualization and synaesthesia point to the
choral quality of Sappho’s poetry, as assumed by the later authors, could they—
perhaps—be considered an indication of choral performance? In other words,
it will be discussed whether the plurality of voices and multiple sensibilia can-
not only be found in her poetry but can also point to a performative reality.
Fragment 2 v. has already been read as choral—performed by a chorus of
girls, perhaps in the context of a ritual in honor of a female goddess.*! Again
the only reference to a chorus (8aAiotat) might be found in the problematic end
of the fragment, summoning Aphrodite to the festivities.*? Although no choral
performance is described yet, the emphasis on the fusion of senses points to
the performance.*® The grove itself is not really inhabited by the chorus and

41 For Sappho’s connection to ritual see Nagy (2007). Lardinois (1994), (1996), and (2001)
suggests that at least some of Sappho’s poetry was composed for choral performance
in a ritual setting. See above, n. 19. For fr. 2 v. see especially Lardinois (1994) 78; (1996)
165. Contra Lardinois and others, Yatromanolakis (2003) 53-54 argues that, due to its
fragmentary state, fr. 2 cannot be categorized as a cult song or hymn.
42 L.-p. and Campbell print oivoxdatgov in line 16. Athenaeus (11.9.21) provides a slightly
different ‘Attic version’ reading:
ENOE, Kompy, (...)
xpuolaiow év xvAixeaatv apds
aUppERLYpEVOY Bakiatat véxTap
oivoyodaoa
ToUTolg Tolg ETaipotg Epols Te xal gols.
Lardinois (1996) 165 suggests that if this is a part of the poem it can be seen as an indication
of the presence of the hetairai. Yatromanolakis (2003) 53 connects the ‘Attic version’ with
the Athenian ‘performative transmission of Sappho’s songs’ More explicitly, Nagy (2007)
218—219 discusses the two attested closures of the fragment and argues that the ‘Attic
version’ as quoted by Athenaeus points to a sympotic closure and can, therefore, be an
indication of its performance by boys or men in Athenian symposia.
43 In the sense that the relaxation can be followed by a performance. For example see
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still, described through the totality of human senses, it creates human presence
and evokes choral performance: apples, altar with incense, murmur of cold
water running down the branches, sweet smell of roses, touch, hearing, all
fused together as perceived by the senses of the dancers and our own at the
same time. It is very probable that the fragment was the model for Philostratus’
ekphrasis. Be that as it may, it is safer to point to the fact that Philostratus
reconstructs the performance of the Sapphic song through the description she
provides in her poetry. In other words, he received the song’s reference to the
locus amoenus as a reference to the place of the song’s performance.

The fragment might have also been in the mind of the rhetor Menander
when discussing hymns of invocation (xAntixoi).** Referring to the composi-
tion of such hymns by Sappho, Anacreon, and Alcman, he points to the fact
that the poets used to describe the places where gods are summoned:#>

Tovg TéTOUS adToVg EEETTL Sarypdgety, olov, el dmd moTapdY xokel, Bdwp #
8xBag ol Todg VTTOTEQUIETAS AELUAVAG XAl XOPoLS &7l Tolg ToTaUOlS YEVOuUE-
VOug.

For they can describe the places themselves: in the case of rivers, the water
and banks, the nearby meadows and dances held beside the rivers.

Although there is no positive indication that Menander refers to the fragment
at hand, such a description closely resembles the locus amoenus of fr. 2 v.,
whose beginning points to a cletic hymn. Moreover, the 8aAiatat at the end of
the fragment can possibly refer to choral performance, the ‘dances’ (xopots) to
which Menander refers. Supposing that the rhetorician had the whole poem
at his disposal, it is probable that the final lines of the poem explicitly referred
to the performance of a chorus. If that is correct, the external audience of the
fragment would also be included in the list of potential audiences, becoming
the mirror of the mortal internal audience.

It has already been claimed that both Philostratus and Gellius assume that
Sapphic poetry was meant to be chorally performed. Moreover, it is interesting
that Gellius brings Sappho and Anacreon together in this passage. His choice

Alcman’s second Partheneion (PMGF 3.7-10) where rising from sleep is followed by choral
activity: Svov &]md yAepdipwy oxed[a]oel yAuxdv [ | 8e W dyet med dydv’ tpev / &yt pd Moo
wbpu[ov EJavBav tivdew: []. ox[  dm]odol mbdeg.

44  For Menander and ekphrasis see Bartsch (1989) and Webb (2009). For cletic hymns see
especially Webb (2009) 156-157, 160-161.

45  Men. Rhet. . ¢émi3. 334.32—335.3 Spengel = Sappho test. 47 Campbell (his translation).

- 978-90-04-31484-9
Downloaded from Brill.com05/10/2021 12:06:02PM
via free access



364 LADIANOU

is not accidental, since the two cases are similar: they are both considered
monodic poets, but their poetry emphasizes the fusion of song with dance. It
is also appealing to consider two very similar fragments in which both poets
describe symptoms of their old age followed by a desire to dance. Anacreon
himself describes the symptoms of his old age in quite a pessimistic tone, but
in the Anacreontic tradition the old poet desires to remove the cloak of his old
age and join the choreia of the young dancers.*¢ The Tithonus poem offers a
good case for comparison. The now complete version of fr. 58 v. goes beyond
a catalogue of symptoms of old age, attempting to alleviate the realization of
ageing with poetry in performance.#
{]ox[0]Amwv xdAa Spa, Taideg,
Ta]v prAdotdov Arydpaw yeAbwoav:
] ot [€]ovTa xpda yHpas %O
&y]évovto Tpiyes éx pedaivay:
5  Pdpug O¢ w6 [0]Dpog memdnTa, yYova &’ [0]0 @épotat,
ta &) mota Aaiymp’ Eov Epynaf’ Toa veBplotat.
o (pev) otevoyiodw Bauéwg: dANG TL xev Toginy;
arympaov GvBpwmov Eovt’ od dhvartov yéveabat
xai yap 1t[o]ta Tibwvov Epavto Ppoddmayuv Abwv
10 Epwi¢.. abeoav Bdpey’ elg Eoyarta YAS pepotoalv,
Eovta [x]dhov xal véov, G adtov Buwg Epape
Xpovwt TTOALeY YHpas, Ex[o]vt’ dBavdTay dxottv.

... the violet-rich Muses’ fine gifts, children, ... the clear-voiced song-loving
lyre. ... skin once was soft is withered now, ... hair has turned white which

46 Anacreont. 53.1-8: "OT’ éyw ' véwv Sutdov [ €00p®, dpeaTwv HPa, / Téte O, TOT'ES yopelyy | 6
Yépwv yw mrepodual, | mapapaivopat, xupnpad. [ tapddog BéAw atépeabal: / moldv 3¢ ypag
€xdlg | véog &v véoig yopevow. ‘When I look at the company of young men, youth returns;
at such times in spite of my age I take wing for the dance. I am totally mad, I am frantic, I
want to wear a garland: hand me one! Stripped of my old age, I shall dance, a young among
the youths.’ (trans. Campbell, with minor adjustments).

47  Textand translation of the ‘Tithonus poem’ are quoted from Obbink (2009); the translation
is also Obbink’s. I am sympathetic to the view of those who wish to include ‘continuation
2’ as part of the poem or better as a possible version of the poem which survived in
a longer and a shorter version, as in Lardinois (2009) 42—45 and 48; Boedeker (2009)
79-81; Nagy (2009) 186 proposes that the longer version would be more appropriate for
performance during public events while the shorter for private; Greene (2009) 148, 158-160
aptly demonstrates how the two different endings affect the interpretation of the poem.
That said, I choose not to include the continuation since it does not affect my discussion.
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once was black; my heart has been weighted down, my knees which once
were swift for dance like young fawns fail me. How often I lament these
things. But what can you do? No being that is human can escape old age.
For people used to think that Dawn with rosy arms ... Tithonus fine and
young to the edges of the earth; yet still grey old age in time did seize him,
though he had a deathless wife.

The poetic T addresses a chorus of young girls (naides), asking them to fetch
a lyre under the tunes of which a performance is going to take place. There is
no reference to actual dancing but the reference to the lyre cannot but lead to
a performative context. The reference to a past choreia does occur later in the
poem (ta 8% mota Aaipyp’ €ov 8pynad’ loa veBplotat) in sharp contrast with the
immobile limbs of the old poet. Sappho bemoans the fact that her poetic ability
is reduced both because her thymos is now growing heavier but also because
she cannot anymore be a part of a performing chorus. In this poem, then, the
poet considers dancing to be an integral part of her own poetic performance.*®

Moreover, the way Sappho stages space and time is very interesting.*® In
talking about her aging, she does not merely list the symptoms of old age, as
Anacreon does in PMG 395.5° In Sappho old and young age are described at the
same time, as the poet juxtaposes past and present. The poem is structured on
antithesis: soft skin vs. wrinkles, white hair vs. black, light vs. heavy heart, nim-
ble knees vs. stiff ones. The effect is then different from mere symptomatology,

48  Compare also Alcm. PMGF 26
ol Wétt, mapaevixal HeArydpues lapdgwvol,
yvia @épny Shvarar BdAe 3v) Bdhe xnpldiog iy,
8¢ T'éml wdpartog dvBog dp’ dAxvéveaat mothTaL
VAEES Ttop Exawv, GATOPQUPOS tapds Bpvig.
‘No longer, honey toned, strong-voiced girls, can my limbs carry me. If only I were a
cerylus, who lives along with the halcyons over the flower of the wave with resolute
heart, strong, sea-blue bird’ (trans. Campbell).
For a connection of the two fragments see also Lardinois (1994) 67.

49  Foran excellent discussion of temporal markers see Stehle (2009).

50  Anacr. PMG 395: TOALOl eV Nuiv 131 | xpdtagot xdpn Te Aeuxdy, | xapieooa &’ odxét’ 1By | mdpa,
Ynpodéot 'd86vteg, | YAuxepod 8'oduétt moMds | Bidtov xpdvog AéAettar: | Sid Tad T dvarotaddlw
| Bapa Taptapov Sedotews: | Aidew ydp dott Sewdg | puxos, dpyad) 8'ég adtov | xdtodog: xal ydp
gtoipov | xartadvtt wy) dvafivat. ‘My temples are already grey and my head is white; graceful
youth is no more with me, my teeth are old, and no long span of sweet life remains now.
And so I often weep in fear of Tartarus: for the recess of Hades is grim, and the road down
to it grievous; and it is certain that he who goes down does not come up again’ (trans.
Campbell).
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since her old body and young body are described at the same time, creating a
visual—almost cinematic—effect: she is seen as both the old, wrinkly, white-
haired, immobile woman and the young, soft skinned, black-haired dancer. She
is, in essence, cheating time. As in fr. 94 v., time is then fluid, an effect visualized
in performance. As the chorus of young girls dances, Sappho’s past and present
are both staged: they can still dance as fawns and by saying these words the
‘young’ Sappho can, again, dance. Differently from Tithonus’ case, then, poetic
immortality and eternal youth can be achieved in performance.

Sappho and Anacreon both provide us with poems dealing with old age
and choreia. In both cases, literary tradition and testimonia attest to the fact
that the two poets are considered to be choral;5! I would argue that this has
to do with their reception as choral poets and with their highly visual poetic
art. In the same context, representations of Sappho in vase paintings such as
the red figure hydria from the Archaeological Museum in Athens insist on
representing Sappho with a lyre, garlands, and scrolls of poetry flanked with
female companions.>? It must be noted that no vase painting with a named
Sappho leading a chorus has survived; but if in Sappho and Anacreon the idea
of chorality is already in the poem itself, the poem creating and recreating its
performance, then it is not surprising that artists tried to represent by means of
their art that which Sappho represented in hers: the visualization of chorality.

Ruth Webb has argued that ‘the rhetorical manuals reveal to the modern
reader the rich network of ideas and assumptions that underlay the compo-
sition and reception of ancient texts.5® Hermogenes, then, emphasizing the
pleasure via the senses as an effect of Sapphic poetry and Menander regard-
ing choral dances as the sine qua non of a cletic hymn can shed some light on
the assumptions of the ancient reader and the reception of the Sapphic text.
On that note, I would further suggest that the insistence of later allusions to
choral performances of Sapphic poetry (Gellius, Philostratus) can be taken as
a possible indication of actual Sapphic chorality. This insistence, I submit, in
using the vocabulary and imagery of choral singing and dancing may lead one
to suspect that these were thought as indispensable characteristics of the Sap-
phic poetic identity. But more importantly,  hope I have shown that in Sapphic
poetry imagery and the visualization point to a blurring of boundaries that can
be better understood in a performative reality of choreia. In Sappho’s poetry

51 Yatromanolakis (2007) 64 and 85 points out that Sappho and Anacreon are the two most
popular poets in vase paintings, where they are represented at the time of performance.
52  Onvase paintings and Sapphic performance see Yatromanolakis (2001) and (2007). More
to the point Nagy (2007) 233-235, 226, 230, 243, who brings Sappho and Anacreon together.
53  Webb (2009) 4-5.
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the fixity and stability of a ‘text’ are undone by performance. For every time it
is performed, the time and spatial markers of the poem (here-there, now-then)
change.?* If the poem itself enforces time-, space- and voice-shifts, permit-
ting fluidity and a blurring of boundaries, performance goes one step further.
Space and time become even more fluid since ‘here’ and ‘now’ change with any
given performance and the act of saying the words is not an attempt to fix the
moment, but the acceptance of the impossibility of doing so.
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