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Oral Tradition and Sappho

R. Scott Garner

Over the last several decades there has developed among scholars an increasing
willingness to examine the many possibilities that existed for the oral performance of non-epic
poetry in the song culture of the early Greek world.! However, perhaps because archaic lyric and
elegiac poets are often considered to have been individual artisans displaying unique brands of
creativity, philosophy, and emotion,? there has been an unfortunate reluctance by scholars to
delve beyond the ancient performance arena itself and consider how other aspects of the poetic
process are themselves indebted to oral traditional practices. In a recent monograph, I attempted
to redress part of this scholarly imbalance by demonstrating that much of archaic Greek elegy
should be viewed in light of the oral-formulaic techniques that lay at its compositional core
(Garner 2011). In this essay I would like to build on those earlier arguments in order to raise the
possibility that Sappho’s stanzaic poetry also might be understood as oral, traditional, and even
formulaic.

Of course, the idea that Sappho’s poems are to one degree or another related to oral
traditional compositional techniques is not novel. Milman Parry himself raised the idea as early
as 1932 (29-30):

The same forces which created the poetic epic language of Homer created the poetic lyric
language of Sappho and Alcaeus. The scant remains of these two poets do not allow us to show, as
we can do for Homer, that their diction is formulaic, and so oral and traditional. We do know,
however, that Solon and Theognis were still following an oral tradition of iambic poetry, and that
they lived at that time, always so precious for our own knowledge of oral poetries of the past and
present, when verse-making was oral but writing known and used as a means of recording and
keeping. All that we know of the use of writing in Greece at the beginning of the sixth century

I See, for example, Nagy 1990a, 1990b; Gentili 1988; for Sappho in particular and her awareness of
positioning herself within this performance-based society, see Lardinois 2008 and the bibliography therein. On the
dominant early Greek cultural mindset being steeped in orality more generally, see Havelock 1963, 1982; Thomas
1989.

2 Sappho in particular is especially often put forward as the epitome of this Greek poetic individuality.
Thus, for instance, Bowra once stated that “Sappho seems to have been sure of herself and her art” (1961:246) and
Svenbro claimed that Sappho 1 more specifically “is the poem of an individual” (1975:49). Such issues are also at
the heart of more recent debates concerning Sappho’s position within or against masculine norms of behavior; see,

for example, Skinner 1993, 2002; Greene 2002; Winkler 2002.
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points to the same thing for Sappho and Alcaeus. Yet while we may feel some doubt as to the way
in which they made their verses, there is not the least doubt that their poetic language was drawn
from an oral tradition: only in an oral poetry does one ever find such a variety of forms that have
each one its own metrical value.

For Parry it was this last distinctive characteristic of coexisting metrical by-forms and the
corresponding thrift with which they were employed that constituted firm evidence that a given
poet was working within a formulaic oral tradition.? But since the output of poets such as Sappho
and Alcaeus was not preserved in large enough quantities for such analysis to be conclusive in
the same way that it was for Homer, Parry made no further effort to detail any possible
relationship between the Lesbian poets and oral-formulaic compositional techniques, and in fact
only a handful of other scholars since Parry’s time have pursued the issue in any depth, either in
relation to Sappho specifically or with respect to early Greek lyric more broadly.* Instead, the
few recent attempts to analyze the relationship between lyric and oral traditional poetic
techniques have tended either to proceed in the quite problematic direction of exploring
intertextual parallels between lyric and epic® or to limit their analysis to diachronic issues of
metrical development. The result, then, has been that some scholars have dismissed altogether
the oral traditional nature of such poetry while others have accepted the idea of a predominantly
oral context for performance and transmission of the poems but have done so without taking the
additional step of considering the specific expressive means by which these poems achieved their
desired effects within such traditional arenas.’

3 See especially Parry 1930 and 1932.

4 Though “lyric” originally designated only poetry sung to the lyre or another stringed instrument, here and
throughout this essay I use the term synonymously with “non-epic” to include iambic and elegiac poetry as well.
(Cf. Gentili 1988:32.) My choice in this matter is not meant to diminish the role that instrumental accompaniment or
lack of it helped determine issues of genre in the ancient world, but is instead aimed at underlining the variability
with which such accompaniment actually seems to have occurred in the early Greek poetic landscape and the
interdependence that such genres had on each other. See further Gentili 1988:32-49, Garner 2011:4-6.

5> As a small representative sample of works exemplifying this approach in conjunction with Sappho in
particular, see Page 1955, Harvey 1957, Svenbro 1975, Hooker 1977, Rissman 1983, and Schrenk 1994. More
recently, Winkler (2002) has similarly suggested that “Sappho’s use of Homeric passages is a way of allowing us,
even encouraging us, to approach her consciousness as a woman and poet reading Homer” (46), though elsewhere
he argues that archaic lyric “was not composed for private reading but for performance to an audience” (41).

6 See, for example, West 1973, Nagy 1974 (with further theoretical refinements found in Nagy 1979,
1990b:439-64, 1996, and 1998), Haslam 1976, Berg 1978, and Bowie 1981.

7 For a fuller account of these methodologies being applied to early non-epic Greek poetry, see Garner
2003:389-91. The few notable exceptions to this pattern of scholarly inattention toward oral traditional practices
being present in lyric have been found in discussions of elegy, most notably in the work of Giannini (1973:61) and
Barnes (1984:ch. 3; 1995). Even in these perceptive studies, however, only isolated aspects of meter and
enjambement are considered without further discussion of the larger processes involved.
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Sappho and Oral Performance

Before we look into the specifics of traditional compositional techniques used by Sappho,
what can we first say with certainty concerning the original performance arena for her poems?
We know from both internal and external testimonia, for instance, that the usual means for
presenting lyric poetry to an audience in archaic Greece involved active performance, with
performance modes varying from monodic to choral and with instrumental accompaniment (or
the lack thereof) further helping to define the performance arena.® For Sappho in particular this
connection between music and poetic production is made even stronger by the depictions of the
poet within archaic and classical vase painting, where musical instruments and singing play
prominent roles, even when Sappho is pictured as reading the poetry from a book while sitting.”
Positioning Sappho’s works within a more specific performance frame, though, is a much more
difficult task. On one end of the spectrum, it has been argued that the majority of Sappho’s
poems must have been private monodic poems for limited audiences within an intimate thiasos
and that much of the significance of the poems is thus hidden from anyone outside that original
religious group; however, it has also been put forward that Sappho’s poems, however intimate
they may seem, were actually the remains of great choral activity on the island of Lesbos and
that their content should be viewed primarily with this larger audience in mind.'® Unfortunately
scant evidence remains as a basis for such speculation, and in all likelihood many of Sappho’s
songs were probably performed and re-performed in a variety of different contexts such as
weddings and funerals where the line between private and public would have already been
blurred for the audiences involved. However, even if we imagine these poems as being
performed for the most intimate of audiences, it is quite clear—as André Lardinois (2008) has
observed—that Sappho herself imagined her own fame and that of her subjects as carrying on
through the memory of her poetry’s actual performances rather than through its textualized
transmission. !!

Nevertheless, at least in the cases of the poems that have survived to us today,
textualization did indeed enter into the picture at some point. When and how this process
occurred is, however, unknown, though at least three possible scenarios exist:

8 See further Bowra 1961:3-4, Campbell 1964, Herrington 1985:192-200, Gentili 1988:24-49, Nagy 1990b:
19-20, Gerber 1997 (espec. pp. 96-97), Garner 2011:4-6.

? Yatromanolakis (2001) provides a catalogue of vases from 610-540 BCE on which Sappho is positively
labeled or more tentatively identified. For a fuller discussion of these vase depictions alongside the relevant literary
evidence, see also Yatromanolakis 2007.

10 This lively debate concerning issues of Sappho’s audience and the circumstances of performance has
now extended over several decades, and the above possibilities are only the most disparate of the many contexts that
have been envisioned for Sappho’s performances. A few of the more important forays into this discussion are
represented by Merkelbach 1957; Calame 1977:367-72, 1996; Hallett 1979; Gentili 1988; Parker 1993; Lardinois
1994; and Stehle 1997:262-318. Cf. more recently Ferrari 2010:31-38.

11 See especially fragments 16 and 94.
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(1) Sappho’s poems were originally performed and transmitted orally (whether or
not previous written composition was involved) before being fixed in
written form at a much later point.

(2) Sappho’s poems were originally performed orally and were written down
quickly afterward by Sappho herself or another individual present as either
a performer or an audience member.

(3) Sappho’s poems were originally composed as written works and were always
transmitted as such.

Scenario 1 is closest to the view held by scholars such as Nagy (1990b) and Gentili (1988:19)
who view the fossilizing of lyric poetry in written form as a product of cultural change that
occurred only later in the Greek world, with few readers of poetry existing in large numbers
before the fifth century.!> Under such circumstances, the transition of works into written form
would be rather separate from the original processes of poetic composition and performance;
accordingly, poets such as Sappho would rarely have been composing with the idea of written
dissemination of their works as a primary goal. Instead, the impetus for such textualization
would have been likely to arrive from an external source, perhaps in Sappho’s case as the result
of prominent families on Lesbos wishing to create poetic texts as possessions that heightened
their status by strengthening their connections to the poet.!3

On the other hand, Scenarios 2 and 3 imagine Sappho herself as the motivating force
behind our texts, with the qualitative difference between the two scenarios being only whether
the written words were initially the scripts or the revisions of the original performances.'* The
pre-existence of written texts might seem especially likely if we view Sappho’s output as
primarily choral, since textualized versions might act as aids for teaching complex pieces to a
company for singing and dancing in a group performance, but comparative evidence has shown
that even choral output regularly occurs without reliance on writing.!> One might also point to
the lack of internal and external references linking written composition with Sapphic poetry as
evidence that standardized written texts came only later, but such evidence is regularly lacking
for the entirety of the early Greek poetic corpus and could simply be coincidental or the
byproduct of lyric poems being primarily situated in the oral performance arena. In any case, it is

12Cf. Ford 2003.
13 The suggestion is that of Davison (1968:101).

14 These two scenarios would then fall much more in line with the view held by Gerber concerning early
Greek lyric more generally (1997:3-4): “In spite of the prodigious capability of the early Greeks to preserve poetry
orally, it seems difficult to believe that contemporary copies of lyric poetry did not exist, especially for longer
poems.” Gerber does, however, admit that the evidence is slender for such written transmission without prior oral
circulation.

15 Cf.,, for example, Gentili’s discussion (1988:20-21) of a non-written choral tradition in the Gilbert
Islands. Similarly, many of the traditional songs underlying the Finnish Kalevala circulated orally through group
performance long before (and also after) they were collected and standardized by Lonnrot in the nineteenth century.
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now impossible to determine at exactly what point writing entered into the composition or
transmission of Sappho’s poetry, and the very fact that her output has survived to us through such
a variety of sources—including literary quotations, inscriptions, and scattered papyri—indicates
that the circumstances of textualization may have varied quite a lot from one poem to the next.

But although we cannot now locate the specific role of writing in the history of our
surviving texts, wherever and whenever the written word came into the poetic process it did so—
as we have seen—within an environment where the oral performance of poetry must still have
been common and probably even the norm, and it is ultimately the societal expectations of these
original audiences (rather than the written or oral nature of the compositional process itself) that
would have been more likely to determine the particular mode of expression that Sappho
employed to communicate meaningfully among her contemporaries. Even if those closest to the
poet could appreciate her art through written texts, many of Sappho’s poems seem to have gained
fame quickly throughout the Greek world in locations far removed from their original
production, and the dominant aesthetic that would have unified these widely diverse audiences
would have been one steeped in oral performance along with the interpretive frame that it
provided. For any given tradition, it is always possible for the boundaries themselves between
oral and written to become blurred, or even for oral composition to give way entirely to the
written mode. However, as long as the context of oral performance remains intact, the process of
creating meaningful art will continue to make use of many enabling devices from the traditional
compositional register. As Foley has maintained (1999:17), “since these forms constitute a real
and singularly expressive language, rather than a standard kit of handy compositional tools, there
is no reason why they should immediately cede place to an entirely new, unrelated mode of
expression.” Indeed, the persistence of these traditional forms of oral communication must have
been especially important in ancient Greece, where the general acquisition of literacy was a
particularly slow and uneven process, and it becomes even more likely that whatever success
Sappho attained in her poetry was arrived at only by the meshing of her own individual genius
with what must have been a thriving and pervasive oral tradition on the island of Lesbos around
the beginning of the sixth century.!

Traditional Structuring Techniques in Lesbian Stanzaic Poetry

Our driving question thus moves away from whether or not Sappho used writing to
compose her poetry and focuses instead on what techniques of oral traditional composition she
might have employed and to what degree she might have relied on them to infuse her poems with
meaning accessible to a wide range of audiences. As a starting point for investigating such
issues, we might note that in both early Greece and traditions from around the world, one of the
most common characteristics of oral and oral-derived poetry is the regularity with which it

16 Foley has previously explained that tradition and individual talent act as complementary and not
oppositional forces (1999:xii): “tradition provides the language, but it is the speaker who breaks the silence, whether
eloquently or otherwise. Remove the language and all connection to the traditional context is lost, but remove the
performing poet and the silence resumes. As with any medium, while an artistic heritage is always theoretically in
the public domain, artistic brilliance is the achievement of relatively few. The tradition and the poet both matter.”
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partitions its phraseology into formulaic semantic units. That such semantic partitioning was
used as a structuring principle in traditional Greek epic poetry has been demonstrated by
numerous scholars, going back at least as far as Friankel, who in his 1926 work showed that
Homeric hexameters normally comprise four semantic units (or cola) that stand as the basic
constituents of the line. Although the caesurae that set the boundaries for these colonic units have
been somewhat debated, Frinkel’s original schema for breaking down the hexameter remains the
most commonly accepted arrangement by scholars today, though many (including myself) prefer
to consider at least some of the A breaks as secondary rather than primary juncture points in the
line: 17

—|U|U|—|]uU—|U|U—|UU|—UU—U
1 23 4 12 1 2
A B C

Within such a system, the first phraseological element starts at the beginning of the line and
continues on to one of four possible stopping points (A 1-4), after which the next unit continues
on until one of the two possible mid-line juncture points (B 1-2); the third element then starts
from one of these two positions and fills out the line up to either the hepthemimeral caesura or
bucolic diaeresis (C 1-2), with a final phrase then completing the rest of the hexameter. Similarly,
early Greek elegy also displays four-part structuring tendencies in both the hexameter and so-
called “pentameter” portions of each couplet:'®

—|U|U|—|]uU—|U|U—|UU|—UU—U
1 23 4 12 1 2
A B C

—UJU|—= |V U—|— U|u|—|u[u—
12 3 12 34
D E F

Both early Greek epic and elegy thus had built-in structuring principles for their traditional
phraseology that necessitated and at the same time enabled semantic and metrical coordination.'®

17 For a fuller discussion of the scholarship involved in determining such breaks, see Foley 1990:73-80. Cf.
also the arguments made for varying divisions as proposed by Porter (1951), Peabody (1975), Foley (1990), Russo
(1997), Clark (2004), Garner (2011:6-9). See Kirk 1966 and 1985:18-24 for possible doubts concerning the true
applicability of such a four-part structuring system for Homer.

18 For the evidence of such structuring, see Garner 2011:9-17.

19 Tt should be mentioned, however, that this colonic structuring of the hexameter is not absolutely rigid in
its employment within all Homeric lines. For instance, semantic unit endings do not occur universally in all lines at
one of the B caesurae; a small but significant 1% of hexameters have these breaks “blocked,” with the semantic unit
continuing on until at least the C caesura. Blockages for the A and C caesurae occur in fully 10% of all lines. (See
further Foley 1990:79-82.) Archaic elegy contains a similar number of digressions from these structural norms,
though in the hexameter portion there does seem to be a slightly less rigid standard of employment. (Cf. Garner
2011:9-11, 16.)
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As it turns out, Lesbian stanzaic poetry also exhibits regularized structuring principles for
its phraseology, though the organizational patterns differ somewhat from those found in early
Greek epic and elegy.?’ On the island of Lesbos, rather than lines comprising four separate
phraseological parts, it is tripartite structures that dominate the various poetic forms. There are of
course some Aeolic meters that do not seem to be organized in three parts,?! and in some cases
the evidence is too fragmentary to determine any underlying structural tendencies, but in general
the three-part division is the one that dominates the poetic landscape. For instance, if Plutarch’s
quotation of the “Miller’s Song” from Eresus is considered authentic (Septem sapientium
convivium 14),2?

dhet, poha, diel-
xnai yoQ IMiztanog dhet
ueydhog Mutihdvag Bacthetmv.

(Grind, mill, grind / for even Pittakos grinds / ruling over great Mytilene.)

we have at least one example of what may be considered a Lesbian folksong to be sung in
conjunction with the grinding of corn.??> Although the poem is simple and does not employ any
recognizable meter, the tripartite organization is obvious—even if nearly all of the units consist
of a single word.?* Of the three lines, the only place where the three-part division might be

20 The following discussion draws heavily from and builds upon my remarks concerning Alcaic and
Sapphic stanzas found in Garner 2003:51-57.

2l At least some counter-examples to such Lesbian tripartite structuring still show regularized
phraseological organization. For instance, the possible Lesbian folksong quoted by Hephaestion (Campbell
1982:171-72 [Sappho fr. 168B]) does not adhere to the three-part structuring tradition and instead seems to consist
of only two phraseological elements that balance each other out on each side of the line:

0£dvne puev a oeddvvo

1O Hknfaéag- uéoat o
vorteg, moQd &’ £QyeT’ oo
&ym 0¢ uova xafetow.

Such structuring, however, seems to have been the exception rather than the rule, and it had very little influence on
Lesbian poetry as a whole.

22 See Campbell 1967 (Carm. pop. 869).

23 This specific type of song is mentioned by Athenaeus (xiv.618¢c). Cf. the discussion of this poem by
Bowra (1961:143-44).

24 As will become clear in the analyses that follow, I do not avoid considering the possibility that single
words can act as integers of traditional phraseology, though I often omit them as evidence for actual formula
employment since less controversial examples can be used instead. Such worries, though, are mitigated when such
isolated words appear to fill out entire cola on a recurring basis in one or more types of early Greek verse.
Additionally, as Foley has shown (1990:44-50), comparative evidence suggests that traditional oral poets most often
do not themselves recognize the distinction between individual lexemes and longer phraseological units that work
together as a single traditional “word,” and thus there seems to be little reason to deny their importance in relation to
the verse-structuring techniques used on Lesbos.
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criticized is the distinction of nal yaQ as a self-contained unit. However, such employment is
quite common in Homer where the phrase appears 28 times as the introductory colon in the
hexameter. Thus, even in a most basic form, Lesbian poetry has the ability to arrange itself in
what our evidence is displaying as a quite pervasive traditional structure for early Greek non-epic
poetry in general.

More important for our purposes here, though, are the structures of the most influential
verse forms of Lesbian poetry—the Alcaic and Sapphic stanzas. Unfortunately there is not
enough extant poetry of these forms to produce exact colometry schemes such as those given for
the hexameter and elegiac couplet, but the overall structuring methods in these stanzaic forms are
still quite apparent. First, in the Alcaic stanza we have a regularized tripartite scheme. Though
these divisions are easy enough to make in each surviving fragment that we have, I here provide
only a few of the more straightforward examples taken from the work of Alcaeus:>

Alcaeus 72.7-10: N vog 8¢ Tovtwv ovxr éneldbeto

DOVNO £mel 61 oD TOV OVETQOTE,

TolooLg YaQ OVVAOQLVE VORTAC,

T 0¢ mbw motdyeor’ 6 TOOuNy.

(But that man did not forget these things when he first created a
disturbance, for he kept whole nights awake, and the bottom of the jar

went on ringing.)

Alcaeus 129.1-12: ... 168¢ Aéaflot

]. .. eddeihov Téuevog péya
Edvov rb[telooav év 8¢ Bhuolg

afavétwv pondowv E0nrav

RATOVOLAOOOV AVTicov Ato

o¢ 8’ Aiohay [#]uvdahipay B£ov

vty yevéBhav, TOv 8¢ TéoTov

T6VOE reunMov ovouaoco]v

Z6vvvooov ophotav. Gyt ehvoov

Ovpov oxébovteg dupetégalc] doag
dxrotoot’, £x 6¢ TV [d]e uoyHwv
ayaréag te dpiyag. . . .

(The Lesbians established this great conspicuous precinct to be held in
common, and put in it altars of the blessed immortals, and they entitled
Zeus God of Suppliants and you, the Aeolian, Glorious Goddess,
Mother of all, and this third they named Kemelios, Dionysus, eater of

25 Except where indicated, citations and quotations from Alcaeus and Sappho refer to Lobel and Page 1955.
Translations—also except where noted—are taken from Campbell 1982.
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raw flesh. Come, with gracious spirit hear our prayer, and rescue us

from these hardships and from grievous exile. . . .)

Alcaeus 6.1-3: 168’ av]te xdua to) nfolotéolw Fvéumt
oteiyeL,] moéEel &’ A[uw mévov mdlvv
dvtiny émlet ve va[og EuPat . . . .

(This wave in turn comes [like?] the previous one, and it will give us
much trouble to bale out when it enters the ship’s. . . .)

The above divisions are based first on major syntactic divisions and a practice of keeping
together inseparable prepositive and postpositive elements, and in those cases where juncture
points are still uncertain, my methodology has been whenever possible to compare the Alcaic
phraseology with similar recurring elements that fill out entire cola in other archaic Greek meters
or to make divisions on the basis of syntactic parallels if the phrase (or sometimes the individual
word) is not found elsewhere as a unit.?® Though the results may seem a bit subjective, it is worth
noting that every Alcaic stanza that has survived to us from archaic Lesbos can be divided in this
tripartite fashion.

Finally, the structuring of the Sapphic stanza is slightly more complex. The first two lines
of each stanza consistently divide into three portions just as do their Alcaic counterparts, but the
third and fourth lines—in actuality a single line as far as metrical analysis is concerned?’—
together comprise four semantic units. Again, the following examples (which I present with the
third and fourth lines combined but with their conventional line numbering) are representative:

Sappho 1.9-16: dow’ vaodevEaoa- ndhot 8¢ o dyov
neeg 0teotBol mel yag uehaivag
moxva divvevteg mréQ’ A’ MEAvw iBegog i uéoow-28

aipa &’ £Einovro- ov &, & udraiga,

uewdraioas’ afavatml TEOom L

Noe” dtTL dSnite MEmovOa xdTTL dNiTe ndAnu

26 Importantly, in those cases where I have separated words from their modifiers, it is nearly always the
case that these items fill out cola individually somewhere else in the corpus. Also, as is the case for Homeric phrase
structuring, strings of more than one enclitic are allowed to be separated from each other. On specific points of
phraseological parallels, see further the discussion below. For a similar methodology being used to establish the
structuring tendencies of archaic Greek elegy and further details on the guiding principles being used, see Garner
2011:6-17.

27 Cf. West 1982:32.

28 Though Lobel and Page print dodévwiBegog as a single word, T have inserted the space between the
lexemes to present more clearly the phraseological juncture that occurs at that point.
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(with chariot yoked: beautiful swift sparrows whirring fast-beating
wings brought you above the dark earth down from heaven through the
mid-air, and soon they arrived; and you, blessed one, with a smile on
your immortal face asked what was the matter with me this time and

why I was calling this time. . . .)

Sappho 1.21-28: 2ol yao ol ¢pevyel, tayéwg ke,
ai 0¢ ddpa un déxet’, G dWOoEL,
oi 8¢ un dilet, Tayéwe dlnoel xwin €0€holoa.

€M0e pot xal vov, yalémov O¢ AMdoov

éx pegiuvav, dooa 6¢ poi téheoool
00pog ipéopet, Téheocov, ov &’ aitta oluuayog €000.

(‘If she runs away, soon she shall pursue; if she does not accept gifts,
why, she shall give them instead; and if she does not love, soon she
shall love even against her will.” Come to me now again and deliver me
from oppressive anxieties; fulfil all that my heart longs to fulfil, and

you yourself be my fellow-fighter.)

Sappho 16.1-4: oli p&v immwv 010610V 0i 8¢ TEGdWV
0i 8¢ véwv daio’ enfi] yav uéhau[vlov
gluuevol xahhotov, Eym 8¢ vy’ dtrm g Eoatal

(Some say a host of cavalry, others of infantry, and others of ships, is
the most beautiful thing on the black earth, but I say it is whatsoever a

person loves.)

Sappho 31.1-4: dalvetai pol xfjvog iooc BéoloLy
Euuev’ dvne, OTTig EVAVTIOZ TOL
108aveL xol MooV du dwvelooc VraroveL

(He seems as fortunate as the gods to me, the man who sits opposite

you and listens nearby to your sweet voice. . . .)

Sapphic stanzas, however, provide one final feature that needs explaining. Though the majority
of the stanzas have final lines whose component parts are arranged in the customary paratactic
fashion, a few stanzas actually demonstrate a type of expansion in which one semantic unit is
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split into two parts that surround a different internal phraseological element. This phenomenon
appears three times, for instance, within Sappho 1:%°

Sappho 1.1-8: mowihdBoov’ abavdit’ Adeddita,

mal Alog dohdmhone, Mooouad oe,
un p doouot und’ oviowot dduva, mdétvia, Bopov,

AMAG TUIO” MO’ ai mota xdatéQwTal

Tag pag abdag aiolga Aol

gnhueg, mdtoog 8¢ d6pov Mmowoa yotowov NABeg
1

(Ornate-throned immortal Aphrodite, wile-weaving daughter of Zeus, I
entreat you: do not overpower my heart, mistress, with ache and
anguish, but come here, if ever in the past you heard my voice from
afar and acquiesced and came, leaving your father’s golden house. . . .)

Sappho 1.17-20: n@®TTL ol pahota BEAw yéveobau
uouwvolan OOpwt: Tiva dnite meldw

J.odynv £c oav dhdtata; Tic 0°, @ Pand’, ddwnet;
1 1

(. . . and what in my maddened heart I most wished to happen for
myself: “Whom am I to persuade this time to lead you back to her
love?3% Who wrongs you, Sappho?”)

Such overriding of paratactic structuring tendencies should not surprise us greatly, though, since
even in Homer we find internal expansion as a method by which the poet added flexibility to his
verse form.3! The phraseological expansion in Sappho is made even more interesting since it
occurs in that portion of the verse that is most similar to the epic hexameter in general, both in
terms of length (and its attendant four-part divisions) and with respect to rhythm (with the
possibility of a concluding adonean in both poetries). Further, even though the partitioning
systems in Lesbian lyric may seem less rigid than those that can be defined for other early Greek
meters, we should also remember that the Sapphic and Alcaic stanzas allowed much less

29 That the expanded units should be viewed as integral and not as two separate units is assured in at least
two of these cases by similar phrases occurring elsewhere in early Greek poetry, with ddpva . . . Odpov paralleled
by Ouuov £84uvo (a Homeric line-ending at Iliad 14.439) and Ahimowoa. . . . M\Oeg being similar (though with a
reversal of lexemes) to AOg Mmayv (Scutum 81).

30 Campbell’s translation is based on the emendation Gy 6” &ynv ég Fav. . . .

31 Cf. Hainsworth 1968:74-109 where Ch. 6 is devoted to the expansion of Homeric formulas in general
and Ch. 7 discusses particular formulas with elements separated by variable units.
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flexibility metrically than did the hexameter or elegiac couplet, where alternations between
dactyls and spondees are commonplace. In fact, because of the few metrical variations allowed
within the Sapphic stanza, the number of different possible metrical types for its colon-length
phrases (34) is quite comparable to that found in the Homeric hexameter (26), and the number
actually employed within the Sapphic corpus is limited even further with only 24 attested
variations. The structuring of phraseology within Lesbian stanzaic poetry, then, seems to be
leading us further down the path of viewing Sappho’s work as being even more steeped in
traditional processes than it might first appear.

Traditional Phraseology in Sappho

But even if the stanzaic verse forms employed by Sappho had the capacity to make use of
traditional phraseology, do we have any evidence that she indeed used such phrases in oral
traditional—or even formulaic—ways? As we have already seen, even though Lesbian stanzaic
poetry does exhibit several metrical by-forms, not enough poetry of this type remains to
demonstrate any possible thrift that would be in line with the oral-formulaic practices apparent in
other early Greek poetic genres. Additionally, we might look for similarities between the stanza-
ending internal expansion techniques in Sappho and the traditional practice of tmesis in the
Homeric hexameter,3? but this approach also ultimately leaves our main question unanswered.
We might, however, attempt to locate any formulaic usage in Sappho through the regularity with
which traditional colon-length phrases are placed within her stanzas. As O’Neill (1942) showed
long ago for the early Greek hexameter, poets using oral-formulaic techniques tend to employ
systematic—though not completely universal—placement of phraseology at specific positions
within the verse.’> Again, not enough Lesbian poetry remains for us to determine whether
Sappho was regularly consistent herself in the localization of formulas. But we can, on the other
hand, check to see whether there are similarities between the metrical placements of formulas
shared by Sappho and early Greek epic, with any correspondences between the two poetries not
only adding to our evidence that Sappho was employing oral-formulaic verse-making techniques
but also indicating that she was doing so through a lyric tradition that was interacting with—and
not just parallel to—its epic counterpart.

But what do we mean by “formula” when we are talking about phraseology shared
between two different meters? Traditional definitions of formula for Greek poetry are all meant

32 On tmesis as an inherited technique from Indo-European poetry, see Horrocks 1980, 1981. Aeolic poetry
seems to retain many such characteristics of Indo-European metrical practice, as it is conservative with respect to
resolution and contraction, often maintains a single line-initial double anceps, and matches the oldest Indian poetic
forms in the metrical shape of many of its cola. Cf. West 1982:29-30.

3 The origin of such localization practices in Homer is a murky matter at best and is wrapped up in
complex questions of metrical and linguistic development from Indo-European practice onward. (See the references
provided in note 6 as well as in Russo 1997:espec. note 8.) Specifically, default Greek (and possibly Indo-European)
syntactic patterns themselves may have acted as a possible systematizing influence on Greek verse so that its
localization tendencies are more apparent than a random distribution might suggest (cf. Peabody 1975:30-167 on
Hesiod), but rather than separate poetic processes from everyday linguistic realities, we would instead do well to
recall Foley’s formulation that “oral tradition works like language, only more so0” (1999:6).
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to analyze phraseology occurring within a given verse form and are therefore difficult to apply
beyond that single meter.3* For that reason, I have previously proposed a different type of
formula—the lexical formula—that allows for comparison among various metrical forms. As I
defined it in a previous study aimed at comparing Greek epic and elegiac forms (2011:21), a
lexical formula is “a group of two or more lexemes that appear together regularly in order to fill
out completely a traditionally defined colon or cola either by themselves or in conjunction with
prepositive or postpositive words.”?> Any set of phraseology found to meet this definition will
consist of only the most systematic and mechanical elements that could be determined to be
shared by different poetries, but even though it will be inadequate for demonstrating the full
flexibility of a traditional system at work, it can at least provide a glimpse of just how
regularized Sappho’s traditional diction is.

I have listed in the appendix the lexical formulas shared by early Greek epic and
Sappho’s stanzas.’® Though only 15 assured examples of shared lexical formulas can be gleaned
from the small amount of surviving poetry, the patterned usage is almost startling in its
regularity:

1) For single-colon-length phrases in epic, their positioning in the hexameter is
nearly always mirrored directly in the Sapphic stanza.

A) If a lexical formula is primarily localized at the first, second, or third
position within the hexameter, it tends to appear as the first, second, or
third element respectively within an individual line in the Sapphic stanza
as well.’’

B) If a formula is primarily localized at the end of a hexameter, it will tend
to appear as the final element in a Sapphic stanza line as well.3® (Such

34 See further Garner 2011:19-21.

35 Within this definition, metrically nonequivalent forms, dialectal by-forms, and differently prefixed verb
forms are all able to be considered part of the same formula family. Such allowances are especially important for
comparison of Lesbian and Homeric poetry, as the study of formula families variously employing isometrical or
metrically non-equivalent Aeolic and Ionic forms could have further ramifications for investigations into the
diachronic development of the respective verse forms. For the application of this system to early Greek elegy, see
Garner 2011:21-38.

36 In the appendix and the discussion that follows, the following editions of hexameter works have been
used: Monro and Allen 1920 (Zliad), Allen 1917 (Odyssey), Allen et al. 1936 (Homeric Hymns), West 1966
(Theogony), Solmsen 1970 (Works and Days, Scutum).

37 Such is the case for three of the four lexical formulas primarily localized in the hexameter at a non-final
position. The one formula not fitting into this pattern appears at Sappho 1.13, where & pdxarpo acts as the final
element in the line but its closest parallel, ® pdxap, appears in a line-initial position at Iliad 3.182. However, even

in this case, it is possible that Sappho is mirroring hexameter usage, as the plural udnageg often appears by itself as
the third unit in a Homeric line.

38 The only exceptions are aio. &’ £E{xovto (Sappho 1.13) and d@pa ury déxet’ (Sappho 1.22), but both
of these cases involve internal expansion of one type or another from their Homeric parallels.
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localization occurs consistently at the end of both tripartite®® and four-part
lines,** and it may even be a final element of a stanza that then undergoes
internal expansion.*!)

2) Phrases filling out two cola together in the hexameter appear in line-initial
position within the Sapphic stanza.*?

Of these patterned employments, perhaps the most interesting is the localizing of hexameter line-
ending units within the various possible line-final environments of the Sapphic stanza, as such
usage shows the Sapphic tendency to prioritize line position over metrical environment. Also, it
should be stressed that even though the patterns given above show how hexameter formulas
adapt to their Sapphic environment, we could also express the relationship in the opposite
direction to demonstrate how Sapphic formulas localize into the hexameter. If the two types of
poetry were actively sharing formulaic phraseology—as indeed seems to be the case—the
likelihood would not be that one genre provided the diction for another in a hierarchical fashion
but instead that there was a common poetic language that continually evolved and situated itself
within the specific needs of any individual performance context or poetic form; the degree to
which two different poetries had similar diction would be directly related to the amount of
contact the practitioners and audience members of one genre had with the other. Consequently, I
would suggest that the high correspondence rates for Sappho and epic were caused much more
by Sappho’s contemporaries being fluent in two different but related poetic idioms rather than
through any wish by the poet to emulate Homer or other hexameter poets in particular.

Sappho 1

If, then, we have evidence that Sappho’s poetry was composed in accordance with oral
traditional verse-structuring techniques and the patterned usage of oral-formulaic phraseology,
and we know that poetry of Sappho’s period was much more commonly transmitted through
performance than via textualization, it would seem that we ourselves should default to
interpreting her poetry not as works of a literate composer creating texts to be read privately but
as pieces of art that were meant to be interpreted primarily through the traditional context of oral
performance with all of its attendant strategies for aesthetic expression. And as an example of
just how stark the interpretive difference can be if we drop our literate presuppositions and move
closer toward this more realistic poetic scenario, I would like to close with a renewed

39 For instance, megi yag pehaivag (Sappho 1.10) / émi yav péhowvayv (Sappho 16.2) and (oog Héolotv
(Sappho 31.1).

40 Examples are nwvxn £¢0éhotoa (Sappho 1.24) and ovx £d0vavto (Sappho 17.8).
41 Sappho 1.3-4: dGuva . . . Odpov.

42 Appearing at Sappho 1.9 (6o’ va.odetEaroa) and Sappho 2.5 (¢v & 10w Pdyov).
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examination of the first (as well as longest and most complete) poem in the Sapphic corpus.
Much of the poem has already appeared as evidence throughout this essay, but I provide it here
in the full form which has come down to us (with the third and fourth lines again split apart):

mouh60ov’ abavat’ Adpeddita,
mal Afog dohomhone, Mooopal og,
un W doowol pnd’ dviouot dapva,

ToTVLOL, BD OV,

AalAa Tuid’ €MD’ ai mota nATéQwTal 5
Tog Epag addag dioloo mnlot

Exhveg, mdtoog 8¢ douov Aimoloa

xovoLov NADeg

Gop’ VaodevEaoa- ndhot 8¢ ¢’ dyov
reeg oTeovOoL mEQL Yag peraivag 10
oV divvevteg TTtéQ’ AT MQAvVWiDe-

00G OLdL PEGOW:

aipa &’ £Elnovror ob &, ® udrauoa,

pedLoioos’ AfavATmL TEOoMITML

foe” &L dOMUTE METOVOQ HHTTL 15
dite xAAuwL

©OTTL potL pahota B€hw yéveobou

uovorar O0pme: tivo dite meldw

J.odyny éc oo prhotoTa; Tic 07,

Wand’, adwnnel; 20

%ol Yo ai dpelyel, tayéwg dLmEet,
oi 8¢ ddoa ur déxet’, aGAAa dMOEL,
ai 0¢ un) dilet, Taxéws GLAhoet
nwin €0éholoa.

€\Oe pou nal vov, yarémav 8¢ Aboov 25
éx peglpvav, dooa 6¢ pot téheooon
00pog ipéooet, téhecov, ov O’ adta

oy 0g £€000.

(Ornate-throned immortal Aphrodite, wile-weaving daughter of Zeus, I entreat you: do not
overpower my heart, mistress, with ache and anguish, but come here, if ever in the past you heard
my voice from afar and acquiesced and came, leaving your father’s golden house, with chariot
yoked: beautiful swift sparrows whirring fast-beating wings brought you above the dark earth
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down from heaven through the mid-air, and soon they arrived; and you, blessed one, with a smile
on your immortal face asked what was the matter with me this time and why I was calling this
time and what in my maddened heart I most wished to happen for myself: ‘Whom am I to
persuade this time to lead you back to her love? Who wrongs you, Sappho? If she runs away, soon
she shall pursue; if she does not accept gifts, why, she shall give them instead; and if she does not
love, soon she shall love even against her will.” Come to me now again and deliver me from

oppressive anxieties; fulfil all that my heart longs to fulfil, and you yourself be my fellow-fighter.)

Whether this poem was conceived as a personal prayer or as a hymnic effort has been
debated in the same manner as the general performance contexts for Sappho’s poetry,® but
ultimately the uncertainty here lies in the fact that both forms draw on the same traditional type-
scene structure that is common not only in early Greek epic but also in lyric, with over twenty
examples able to be drawn from archaic non-epic poetry.** That such structuring pervades lyric
as well as epic provides yet another indication of traditional interaction between the different art
forms, but it also allows us to observe important differences in the ways that varying genres were
able to make use of the same traditional material and techniques. The first of these differences
becomes apparent immediately: in a Homeric prayer, the type-scene is always introduced by the
praying individual first making a prayer-related gesture—usually involving the raising of hands
—and the poet also using specific verbs (for example, edyouor or dpdopat) to indicate that a
prayer is about to occur; in many cases there is also an indication as to which deity is about to be
addressed.*® In Sappho 1, the audience has none of this context to assist in interpreting the
prayer. Instead, the original audiences would have been forced to draw upon the immediate
performance context, their previous experiences with Sappho’s poetic tradition, and possibly
their own acquaintance with Sappho’s particular compositions in order to interpret each new
piece of information as it came forth in the poem. Whereas Greek epic tends to be determinative
and direct the audience members’ interpretation through previous and subsequent narrative
context, Greek lyric was by necessity a more privately participatory experience with poets
having less ability or desire to steer audience members’ individualistic interpretations—
interpretations that were not limited by traditional compositional techniques but enabled by them
in the first place.

Nevertheless, Sappho’s audience did not have to wait long for the patterned prayer type-
scene to make itself clear, as the poem opens immediately in the traditional manner of a request
for divine assistance by invoking the goddess Aphrodite in a string of epithets (lines 1-2). Of
these epithets, moAOBoVOGg is the most interesting, not only because the introductory word

43 In addition to the works provided in note 10 of this article for the possible performance environments of
Sappho’s poems more generally, see also Cameron 1939 and Segal 1974 for discussions of this poem in particular.

4 Alcaeus 129; Alcman 81; Anacreon 348, 357; Ananius 1; Archilochus 26, 106, 108; Callinus 2; Hipponax
3a, 32, 40; Sappho 1, 2, 5, 15, 17, 33; Solon 13; Theognis 11-14. Anacreon 348 is included, even though the actual
request is now missing from our remaining fragment. I do not here include simple invocations, since these briefer
appeals to the divine follow a differing though related type-scene structure.

45 For a full discussion of the traditional template for Homeric prayers, see Morrison 1991 (who draws
heavily on the analysis of Arend 1933). For scholarship on Homeric prayer type-scenes more generally, see Edwards
1992:315.
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helps set the tone for the entire poem but also since it is the one word from this poem that is most
disputed in meaning. The traditional interpretation of the word has been “elaborate-throned,” a
meaning supported by similar descriptions in Homer:46

Od. 1.130-32: vty &’ ¢ 0dvov eloev Gymv, Vo Mta netdooag,
20OV dauddheov: 1O 8¢ Opfvug ooV TEV.
700 O i TOg ®AOUOV O€TO mowihov. . . .

(And leading her, he seated her upon a beautiful, elaborate chair,
spreading out a cloth underneath, and under her feet was a footstool.
For himself he set an elaborate couch beside her. . . .)

11. 18.389-90: Vv uev €merta vobetoev €m Bpdvov dQyveonlou
nahod daudaiéov. . . .

(He then seated her on a beautiful and elaborate silver-studded

chair. . . .)

However, even though these two examples and others throughout the Homeric corpus describe
situations in which goddesses are shown proper respect by being seated upon intricate chairs,*’
the phrases themselves are not exact parallels, and some scholars, such as Lawler (1948) and
Burnett (1983:250-51), have posited a different meaning for mowih6Bpovog, deriving the
compound not from the noun 0po6vog but from the word Opdva (“flowers embroidered on
cloth,” “herbs used as drugs and charms” [LSJ: s.v. 0p6vov]) and thereby defining
mowihOBovog as something like “elaborately clad with love-charms.”™® As with the other
interpretation of “elaborate-throned,” this derived meaning would also be well-suited to
Aphrodite’s character and is supported by a passage from the Iliad (22.440-41):%

AA 1y’ lotov Ddoawve puyd dépov v ynhoio
dlmhana moepveényv, €v O¢ Bodva mowriA’ ETa.00oE.

46 Supporters of this meaning include Page (1955:5), Cameron (1939:2), and Greene (2002:86).

47 Od. 1.130-32 involves Athena being given her proper seat by Telemachos, and in 7/. 18.389-90 Thetis is
seated by Charis (a wife of Hephaistos and therefore parallel to Aphrodite herself).

48 Skinner (2002:67) also entertains this possibility in her discussion of the poem.

49 Burnett draws from narrative context to support this reading (1983:250-51): “An Aphrodite addressed as
‘elaborate-throned’ would have to divest herself of her epithet almost as soon as it had been bestowed, since it is not
a description that could follow her into the scene of epiphany. Flowers, on the other hand, are almost required by
that central scene, since they are the chief ingredients in the sort of amorous magic that Aphrodite there promises to
work.”
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(But she was weaving a web in the inner recess of the high house, a bright double robe, and on it

she sprinkled elaborately embroidered flowers.>?)

So scholarship on this poem has, in general, focused on one of these two possible
interpretations for mowA0O0oovog, accepting it either as a term related to the respectful seating
of the goddess in an arrival scene or as a particularized epithet illustrative of Aphrodite’s magical
powers.>! Either of these interpretations is, of course, possible—especially if we were to accept a
primarily text-based context for poetic composition and transmission—however, neither
suggested meaning harmonizes completely with traditional practices. In neither case do we have
cited phraseological parallels occurring in traditionally appropriate colon-length positions. The
usage at Iliad 22.441 of Bodva mowrid’ requires a verb to fill out the remainder of the line-
ending colon, while the parallel phrases for “elaborate-throned” do not even fall within a single
line. Additionally, if one wishes to see the reception of a guest as being referred to—or perhaps
predicted by—mowih6Ogovog, there is the additional difficulty of the placement of this detail so
much earlier than the arrival scene in the poem, since the seating of a guest usually takes place
only after the actual greeting by the host.>> However, in an oral traditional poetic environment
there is a third interpretative possibility for epithets, since they are not always specific, context-
aware modifiers but are often metonymic pathways that index the entire set of traits and actions
that have been traditionally encoded for a given individual’s character.>® It is true that
mowth00povog does not occur elsewhere in Greek poetry, thus perhaps calling its “traditional”
nature into question; nevertheless, we should at least allow for the possibility that this opening
word of the poem is not meant to do anything but refer metonymically to the totality of
Aphrodite’s character by means of a specific trait, whatever that characteristic might actually be.
A reference to seating or flowers may or may not have been completely irrelevant to the poet and
audience; however, the important fact is that Aphrodite is named immediately by means of an
epithet that Sappho’s audience would recognize—regardless of the specific interpretation by the
individual audience members—and that this word together with its further elaboration by other
descriptive epithets thus allows Sappho to complete the first element involved in the traditional
prayer type-scene—that of identifying the divinity to be asked for a favor.

30 For Homer, however, 0p6va. is more likely to denote an embroidered pattern more generally.

31 A third possibility of accepting a textual variant of wowihdpoov’ (“full of various wiles”) also exists; cf.
Winkler 2002:42-44.

52 See Reece 1993:6-7. If, however, we wish to view this epithet as a collapsing of the greeting and seating
of the guest, an interesting situation develops, since seating is normally followed by a feast in the hospitality type-
scene. There, of course, is no actual feast present in Sappho 1, but the descriptions of love and the fulfillment that it
can bring might be seen as a sort of metaphorical feast. Such a transfer of literal feasting to the realm of love is not
unparalleled in early Greek poetry, as the reunion and lovemaking between Penelope and Odysseus in the Odyssey
also occur after traditional markers that indicate a feast is to follow. See Foley 1999:185-86.

33 Foley has well illustrated this type of “traditional referentiality” related to Homeric epithets in his
discussion (1999:209-11) of Achilles being called “swift-footed” even in narrative contexts where the epithet is
irrelevant or even contradictory to the ongoing action.
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After further establishing a traditional prayer context through her employment of the
conventional verb Alocopon (“entreat”), Sappho completes her first stanza by narrowing the
focus even further by establishing that this particular prayer will concern the mitigation of love’s
anguish. At this point, the poet then provides in rapid succession three separate markers that a
tradition-aware audience would immediately have interpreted as indicators of this prayer’s
eventual success. The first of these markers occurs on a more general level, as Sappho now
embarks upon the depiction of a previous epiphany provided by Aphrodite, the mentioning of
which helps to forge a link between petitioner and divinity. In Homeric prayers, there are thirteen
similar narrations of previous interactions between petitioner and divinity, and in each case there
is a successful outcome for the prayer.’* In addition, within the transition from her general
request for help to this former appearance of Aphrodite, Sappho includes two further forecasters
of success by employing ai wota (line 5) and €xAveg (line 7). The phrase ai mota is a dialectal
variant of &€{ mote, a phrase that I have elsewhere shown to have strong connections with
successful prayer and supplication within the Homeric epics and Hymns.>> Forms of ®xA0w also
forecast success in Homeric prayers, as all 12 uses of the verb in prayers—similarly always
occurring in a line-initial position—result in divine favors being granted.>°

So here Sappho seems to be using at least three conventional signals to imply a favorable
response to her prayer, with these signals only being effective because of their repeated usage
within recognizable poetic environments in either the epic or lyric traditions. We do not need to
assume along with Rissman (1983) that such elements are meant to remind the audience of
specific, fixed scenes from within the /liad or Odyssey, or that their usage is even meant to bring
to mind epic contexts more generally. Given that such standardized prayers appear outside of the
epic tradition in lyric—and perhaps even in undocumented prayers from daily life in Greece—
the much greater possibility is that these markers of successful prayers were just as at home in
non-epic environments as they were in Homeric poetry. The specific indication of a successful
prayer may have been more likely to come from epic environments with its ability to direct
interpretation through ensuing narrative, but the overall extralexical meaning for the signals
necessarily drew from repeated employment within each of the different poetic traditions that
were not always parallel but instead interacting with each other through the shared experiences
of poets and audience members.

On the other hand, even though these traditional signals within Sappho’s prayer may be
similar to those of epic, their employment and implied meaning again work in a fashion quite

4 See Lang 1975 for an extended treatment of the different relationships that can be called upon within
Homeric prayers and their effects upon the prayers’ results. This direct tradition-enabled link between concrete
services offered in the past and a successful prayer thus seems to offset the individual importance that Burnett
(1983:253) imparts to Sappho’s description of personal epiphany with her remark that “ordinarily, when a petitioner
makes reference to past benefactions, he does so in terms as vague as possible, which is only common sense, since
he does not want to offer any point that might be challenged or denied.” The question of specificity in Homeric
prayer is not one of what the petitioner wants to avoid saying but rather what the individual has the ability to say
truthfully.

35 See Garner 1996. See also the related usage of &i note at Callinus 2.

6 The occurrences are at Iliad 1.37, 1.451, 5.115, 10.278, 16.514, 23.770; Odyssey 2.262, 3.55, 4.762,
5.445, 6.324, and 9.528.
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different from the corresponding elements in Homer. Such predictive elements in lyric rely much
more heavily than do their epic counterparts on the audience’s awareness of traditional meaning
in order to fill narrative gaps of indeterminacy,>’ since those gaps of interpretation must be filled
not only within the poem itself but also beyond it. Therefore, when Sappho’s poem reaches its
end without Aphrodite’s reaction being provided, audience members who draw from their
knowledge of similar usages of these markers in previous traditional contexts will likely reach
the conclusion that Sappho’s prayer was successful. If, on the other hand, there is an individual
who is unaware of such associations, the gap of indeterminacy widens and the task of
interpretation becomes even greater.

In the scene of Aphrodite’s arrival (lines 6-14) that these successful prayer markers help
to introduce, several similarities have been observed—most notably by Svenbro (1975),
Rissman (1983:9-10), and Winkler (2002:44-53)—with an episode at Iliad 5.720-72 where
Athena arms for battle, has her chariot and horses readied, and travels down from Olympus to
earth. In addition to the thematic context shared by both poems of a goddess coming to the aid of
a mortal, there are two phraseological parallels that occur:®® dduvnour (746) ~ dduva (3), and
oA pixov ovpavod (749) ~ mdtog d¢ do0uov Amoiwoa (7). However, rather than seeing
these phraseological similarities as direct evidence for Sappho’s adaptation of a preexisting
Homeric episode for a specific personal purpose,®® it seems preferable—especially in light of our
findings that formulaic phraseology can indeed be shared traditionally among different meters
and genres—to view these expressions as traditional elements employed similarly for two full-
blown scenes of a divinity’s arrival. This reading is bolstered by the fact that Sappho’s arrival
scene also shares phraseological similarities with other Homeric scenes having nothing to do
with Iliad 5.720-72 in particular. whxva divvevteg mrép’ (11) is comparable with Odyssey 2.151
(v ¢mduvn0évie TivaEGoOny mrepd munvd) and aiya & éEixovro (13) resembles lliad
5.367 (aipo & £meld’ ixovro . . . ). Also important is the usage of mepi yag pehaivag (10),
since, as Harvey has shown (1957:216-17), yf| pélouwva was undoubtedly a fixed element of
traditional poetic diction within the sphere of lyric poetry.6!

37 The term is Iser’s (1971) and was used in its original form with respect to implied readers of texts, but
Foley has well applied the concept to oral traditional texts also (1991:espec. 38-95).

38 Svenbro 1975:39. Svenbro also mentions three parallels from outside the epiphany, though none are
exact: EmAov . . . wowrihov (734-35) ~ owhoBgov’ (1); ABnvain xoven Awog (733) ~ *Adeddita, mai Alog
(1-2); éc mOhepov (737) ~ oOppayog (28).

3 For instance, Winkler (2002:46) states: “Sappho’s use of Homeric passages is a way of allowing us, even
encouraging us, to approach her consciousness as a woman and poet reading Homer. The Homeric hero is not just a
starting point for Sappho’s discourse about her own love, rather Diomedes as he exists in the /liad is central to what
Sappho is saying about the distance between Homer’s world and her own.”

60 Cf. Rissman 1983:10.

61 Also, as has often been observed, the placement of yoUoLov in line 8 is quite ambiguous since it could

plausibly be a modifier of either d6pov or dopo. However, the observation that yoUotov is in the first place likely
an element purposely used by Sappho to expand a traditional phrase makes it more probable that any ambiguity was
actually intended by Sappho, thereby creating a much more fluid transition in her removal of Aphrodite from
Olympos to earth.
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After yet another traditional referencing of Aphrodite in line 14 with pediaioono’
afavatmt mpoowrwt (cf. h. Hymn 10.2-3: ¢’ iuegt® 0¢ mpoommw / aiel pewdidet), Sappho
goes on to report Aphrodite’s earlier speech to her, moving quickly through indirect to direct
speech. Here, the traditional nature of the actual vocabulary within the goddess’s words is less
readily apparent, as fewer parallels to phraseology in early Greek poetry can be found. However,
not only does the phraseological structuring of the passage stay within traditional expectations,
but here we also have several rhetorical features that are most easily explained as byproducts of
an oral performance context for either this poem in particular or this type of poetry more
generally. For instance, in recognizing the similarity between Aphrodite’s words and incantation,
Segal (1974:148) has made note of the triple recurrence of dnUte with its ritualistic effect of
repetition, as well as several other traditional features of incantation located specifically in the
direct speech of the goddess (149):

Aphrodite, appropriately, speaks in a language which itself imitates the incantatory, hypnotic effect
of love’s thelxis. That effect depends on the repetition of the simple sentence structure (“if she
flees, soon she will pursue; if she doesn’t receive gifts, she will give them; if she doesn’t love,
soon will she love . . .”). The rhythmical echo between the first and third lines, Tayéwg dudEet . . .
Tayémg pLinoel, almost seems to assure the success of this spell-like promise.

Other repetitions and alliterations contribute to this effect of incantation: the three-fold
repetition of ai, the double repetition of 8¢ . . . 8¢ and of ¢diker . . . pLAfjoeL; the analogous
repetition (with an etymological play) of d®ga . . . dwoel (22); the alliteration and rhyme of
OLmEeL . . . dwoel (at the end of two successive lines); the strong d- alliteration in SumEeL . . .
0¢ ... 0Mmoa ... d0&xeT ... 0mosL. .. &¢; the triple rhyme of -ceL in the first three lines and the
brilliant variation upon that in the assonance -Anoet / -howoa (Gpinoel . . . €0éholoa) between the
last two lines (23-24).

Additionally, Cameron (1939:8-9) has observed that the antithetical form of expression found
here is paralleled by magical papyri that, although greatly separated from Sappho in time,
“preserve old formulae and in this matter tradition was strong.” Finally, Aphrodite’s words end
with xwOxr €0éhowoa, referring to a female who does not wish to be pursued. This phrase
resonates traditionally alongside usages of oUx €0¢eh- such as those found in Homeric epic where
an individual is placed in an unhappy situation against his or her will®? and is quite striking as a
traditional phrase because of its conventionally enhanced use of the verb €é0éLw rather than the
usual Lesbian form 0éA.%3

After Aphrodite’s speech, Sappho then concludes her prayer with a restatement of her
wish for divine assistance and does so in traditional manner. First, we have a verbal echo of the
wish that led into the scene of epiphany—ahAa Tvid” A0’ (5)—in €AOe poL nai viv, a phrase
that effects a sort of ring composition framing the appearance of Aphrodite. Next, there is the
exhortation dooa ¢ poL Téheooat / ODpOG ipeQeL, téheoov (26-27), which is quite similar to a
formulaic statement found three times within the Homeric corpus (Odyssey 5.89-90; Iliad

62 Cf. Rissman 1983:17, Dawson 1966:48. See also the appearances of this phrase in the appendix to this
essay.

03 See Page 1955:10-11.
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14.195-96, 18.426-27): tehéoar 0¢ pe Ouuog dvoyev, / el dUvopor Tehéoor ye %ol €l
teteheopévov €otiv. Finally, we should observe that the placement of these two commands as
well as that which ends the poem—oU &’ adta ovppayos €0co (27-28)—follow the traditional
structuring of prayers both in Homer and in early Greek poetry in general, where the ultimate
wish from the petitioner comes only after the reference (if one occurs) to past interaction
between mortal and divinity.

From beginning to end, then, Sappho 1 is a work wholly indebted to oral traditional
poetic techniques in terms of its phraseological thematic structuring, its rhetoric, and even its
extralexical encoding of formulaic phraseology, and it was the combination of Sappho’s
individual poetic talents with these traditional possibilities that imparted such a powerful impact
to her verses. Of course, some traditional aspects of the poem are now more easily observable
than others—and many specialized meanings will remain hidden altogether—since the further
we are removed chronologically and culturally from the poem’s original performance contexts
and their ambient, dynamic tradition, the more obscured some traditional elements become.
Nevertheless, recognizing these traditional characteristics and meanings for what they were can
still help us approach that much closer to appreciating Sappho’s poetry on the same terms that it
must originally have been understood within its original sixth-century Lesbian context.

Rhodes College
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Appendix: Instances of lexical formulas shared by both
the Sapphic stanza and the epic hexameter

(line positions for the hexameter according to Frankel 1926)

Sappho 1.5: dhha Tuid’ €MO’, ai mota ndtéowTa

1. 1.39: ZuvOed et moté tol yoievt’ ém vnov €gea, [A3-Bl]

11. 1.340: x0l 10g T0d faoihijog dmmvéog el mote §” avte [C2-X]

1. 1.394: ¢é\BoDo” OVAvumovdE Ala Moaw, el wote M 11 [C2-X]

Il. 1.503: Zed mdteQ €l mote O oe pet’ abavdtolowv dvnoa [A3-B2]

11.15.372: Zed e el moté Tic tolL év Agyet meo mohvmdep [A3-B2]

11. 22 83: a0Thv, £l moté€ ToL habixndéa palov éméayov- [A3-Bl]

0Od. 398 (= Od. 4.328): Mocopou, el woté Toi T ot Euds, £60M0g Odvooeic, [A3-B2]
h. Demeter 64: HéW aideooal pe Oedv 00 mep, el mote 61 oev [C2-X]

Sappho 1.13: aipa &’ £Eixovto- ob &, ® pdxouga,

11.18.532: Bdvreg deoutddwv petexiadov, aipa 8’ txovro. [C2-X]

0d. 19.458: Eoyebov, alypa §” {xovto dpihov meog dhpata mateds. [A3-B2]
0d. 24.13: fjioav- aipa &’ (xovio xat’ dopoderhov Aewudva, [A3-B2]

h. Apollo 520: dxpmrol 8¢ AModov mootPav moaolv, alypa & (xovro [C2-X]




ORAL TRADITION AND SAPPHO 441

Sappho 1.11-12: whnva divvevteg mtéQ’ A’ dedvaibegog did péoow:
Theogony 414: 1) 8¢ nol A0TEQOEVTOS A’ 0VQAVOD EpoQE TLufg, [B2-C2]
Theogony 689: poive Binv- Guudis 8’ do’ A’ ovavod 718’ dr’ Ohdpumov [B2-C2]

Sappho 1.9: dou’ vmacdedEaioa: xdhot 8¢ 0° dyov
I1.24.14: A\ O v’ émel CevEelev Vg’ dopaowy mxréag tmovg, [A2-C2]
0d. 3 478: nagmohipws 8 ECevEav 0@’ douaoty dxéag inmovg. [A4-C2]

Sappho 1.10: dxreeg otooDOoL meQl Yac uehaivag
Sappho 16.2: oi 8¢ véwv poilo’ £m yav péhawvay

11.2.699: Twog émv- 1oTe 8 1101 €xev ndta yaia péhawva. [C1-X]

I1. 15.715: avdQ®V poagvapévov- oée & atpatt yaia péhava. [C2-X]
11. 17 416: vijog €m yhoduedg, dAL” avtod yata péhowvo [C2-X]

1. 20.494: ntervopévoug edpémmv- 9ée 0 aipatt yata péhouva. [C2-X]
Od. 11.365: foonel yata péhorvo. molvomepéag avommovg [A3-B2]
Od. 19.111: evduniog avéyxnot, éonot 8¢ yaio péhawva [C2-X]

h. Apollo 369: mhoer yala uéhawva xoi NAéxtme Yregiov. [A3-B2]
Theogony 69: apfieoaoin polmi- et &’ taye yaia uéhawva [C2-X]

Sappho 1.3-4: ui W’ doawor und’ dviawor dauva, ToTvIa, BBuov,
1. 14 439: vUE éndhvype péhowva- Béhog & €Tt Bupov £dduva. [C2-X]

Sappho 1.22: ai 0¢ ddoa uy) déxet’, AALA dWOEL,
h. Hermes 549: dpfju’ Ghinv 680V glowy, £yd 8¢ xe ddoa dexotuny. [C2-X]

Sappho 31.1: paiverai pot xijvog loog BéoloLy

0d. 11.304: teOvaowv- Ty 8¢ Aehoyyaowv ioa Ogoiot. [C2-X]
Od. 11.484: moiv pgv ydo oe Lwov étiouev ioa Oeoiowy [C2-X]
0d. 15.520: Tov vOv loa 0ed T0axf ool eilcogdwot- [A3-B1]

h. Hymn 5.214: o¢ £o1 a0dvatog zai dynowg toa Oeotowy. [C2-X]

Sappho 1.7-8: #xhvec, métpog 8¢ ddpov AMmowoa. yototov NADeg

Scutum 81: Y\0e Mmwv TiguvBov, fuxtipevov mrohicgov, [0-Ad]

Sappho 17.8: o0z €80 vavto

11.3.236: doum &’ o dVvauon idéely xoountoee Aadv [A3-B1]
11.8.299: todtov 8’ 00 dvaual Baréewy xOva hvoontijoa. [A3-B1]
11.9.551: 1odoa 8¢ Kovptteool noxdg v, o0d £d0vavto [C2-X]
11.11.116: 7 8’ &l méQ e TOYNOL pdha oxedOV, oU divatal odu [C2-X]
1. 13.552: o¥talov odnog e0Qu mavaiolov, ovde divavto [C2-X]
11.13.634: Towolv, Tév pévog aiev drdobarov, ovde dvvavial [C2-X]
11.13.687: omovdf) émaiocovta vedv €xov, 00de dhvavto [C2-X]
11.15.22: Moo &’ ovx £00vavto moQaoTadov- Ov 08 Adfoiu [A3-B2]
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1. 15.406: Todag éneQyopévoug pévov Eumedov, ovd’ £divavto [C2-X]
I1. 15.416: T 0¢ Wig meQL vnog €xov mdvov, ovde dvavio [C2-X]
1. 15.651: ntetv’- ol &’ ovx £dUvavto kol dyvipevol e étaipov [A1-B2]

11. 16.107: €umedov aiev €xwv oanog aidhov- 01d edivavio [C2-X]

11. 16.520: &yyog 8’ 0 dUvaua oyelv €umedov, 000e uayeobol [A3-B1]

I1. 18.163: (g g TOV ovx £€dUvavio dVw Afovie xoQuotd [A3-B2]

11.22 47: 00 dUvapar idéewy Todwv gig dotv arévimv, [0-A4]

11.22.201: (g O TOV 0V dVVATO UAYAL TTOOLV, 0V’ Og ANDEL. [A3-B1]

11. 23 465: g Tov Nvioyov puyov fvia, 00de duvéodn [C2-X]

11. 24403 (=0d. 17.144): doyaldwaol Yo oide xadnuevol, ovde duvavral [C2-X]
0d.4.558 (=0d. 5.15): {oyer 0 &’ 00 divatan v moteida yolov inéobar- [A2-B1]
0d. 5.319: 1ov 0’ GQ° VOPEUYa Ofjne TOAVY XOVOV, 0V0E duvaoOn [C2-X]

Od. 13.331: 1® og nol o0 dUvapol tpolmety dhotnvov €ovta, [A2-B1]

0d. 18.230: dAAG TOL 0V dVVauoL TETVUUEVA TTAvVTa voTfjool- [A3-B1]

0Od. 21.184: 1® ga véoL BGAmovTeg Emelpdvt’, 00d’ £d0vavto [C2-X]

h. Apollo 192: Tmovo’ ddoadéeg nal auryavol, ovde duvavral [C2-X]

h. Hymn 5.7: t1o1000g 0’ 00 divazal membelv poévag ovd’ dmatijoor [A3-B1]

h. Hymn 5.33: tdowv ov d0vator membelv poévag ovd’ dmatijoar [A3-B1]

Works and Days 134: adoading: Vpowv yop atdobarov ox £60vavto [C2-X]

Sappho 1.24: xwix £6¢lowoa.

1. 1.112: ol €0ehov §¢EaoBau, £mel oML PovAopan avThv [0-A4]
11.3.241: vdv adt’ 00z £08hovot pdymv xotadipevar avdgdv [A3-B2]
11.3.289: tivery o0 £68hwowy AleEGvdolo meodvtog, [A3-B2]
11.4.300: 6poa nal o E0EAwV TIg Avoryrnaln molepiCot. [A2-B1]
I1.5.233: un) T pev deioavte pathoetov, ovd’ €6éhntov [C2-X]

1. 6.165: 6g W’ £€0ehev GLAOTNTL Iynuevor ovx £0ehoton. [C2-X]
11.9.356: viv & émel o £08hw moleulépev "Extogu dip [A1-B1]

11. 9.444: ig v Emert’ amo oglo, plhov Téxrog, ox €0éhoyu [C2-X]

11. 9.678: neivog v’ oux €6€heL oféooan yOhov, AAL’ €Tt padlov [A3-B1]
11.10.311 (= 11. 10.398): ¢pOEW fovlebovot petd odiotv, ovd’ €0éhovol [C2-X]
I1.12.171: g of y’ o €0€hovoL Tuhdwv xai 00’ édvte [A3-B2]

11. 13.106: pipvewy o €0éheonov évaviiov, ovd’ NPatdv: [A3-B2]

1. 13.109: ot xeiv €ptoavteg dpuvéuev ovn €8éhovat [C2-X]

11. 13.572: iM\éowv ovxn £0€hovta Bin dnoavteg dyovotv: [A3-B2]
11.15.215: "Thiov aimewvijg mepronoeta, ovd’ £0efoel [C2-X]

1. 17.66: mohha ndid” itbTovoty amdmeobev ovd’ é0éhovoty [C2-X]

11. 18.262: oiog xeivov Bupodg véeProg, ovx £0eMoet [C2-X]

11. 18.434: mohha néih.” on €0€hovaa. 6 pev d1 yNnoeoi Auyod [A3-B2]
11.21.36: 1y hafarv &x matedg dAmilc ovx £0éhovta [C2-X]
11.21.366: 00d” £€0ehe mpopéeLv, AL’ {oyeto- Telpe O dvTur [0-A4]
11.21.580: o0 £€0ghev pevyery, moiv mepnoowt’ Aythiog. [0-A4]

11. 23.88: viymog, oUx £0éhwv, aud’ dotoaydholol xohwbelc: [A3-B1]




ORAL TRADITION AND SAPPHO

11.24.289: d1QUVeL €Ml vijog éueto pev ovn é0ehovong. [C2-X]

Od. 2.50: untéL pot pvnotieg enéyoaov ovx éBghovon, [C2-X]
0d.5.99: Zevg ¢ué vy’ varyel ded’ EMOEpev o é0éhovta- [C2-X]
0d.7.305: dM\ vy ovx €0elov deloog aioyvvouevog te, [A3-Bl]

Od. 8.223: dvdpao O¢ mpotégoloty éQLiépev ok é0einow, [C2-X]

0d. 10.573: geta mogeEehBoboa- tig dv Beov ol £0éhovia [C2-X]

0d. 13.277: w6\’ denalopévoug, o0d’ f1fehov éEamatijoat. [B1-C2]
0d. 13.341: dAAG ToL 00 €0€An0oa [Tooelddmve pdyeobon [A3-B2]

Od. 14.125: edovt’ 00’ €0éhovoy alnbéa pubnoacdal. [A3-B2]
Od. 17.226: &AL’ émel ovv 1) oy xax’ Eppadev, ovx £0ehioet [C2-X]
Od. 18.328: 000’ £0éhelg eV0eLy yoAxiiov €c dopov LBV [0-A4]

Od. 18.362: &AL’ el oUv O) Eoya xdxn’ Eppadeg, ovx 0eioeig [C2-X]
0Od. 20.141: oUx £0ed’ &v AéxtQoLol nai &v Oryeool xabevdeLy, [0-A3]
0d. 22 31: {onev énaotog Aviio, émel 1) paoov ovx 0éhovta [C2-X]
0d. 24 .307: mMAYE’ amo Zwaving 0evo’ €éL0éuev oux €0élovta- [C2-X]
h. Demeter 124: fAvuBov ovx £B¢hovoa, Bin O déxovoayv avayun [A3-B2]
h. Apollo 473: dAhé TG aBavaTov O’ fiyoyev ot £0éhovtag. [C2-X]
h. Hymn 5.25: 1 8¢ pdh’ oux £€0ehev dAAGL 0TEQEMS ATéeLmev, [A3-B1]

Sappho 1.2: mai Atog dorhdmhoxe, Mooopal o€,

11. 13.825: €i yap éymv obtw ye Aog dlic aiyioyoto [B2-C2]

Od. 8.488: 1) 0¢ ye MoD0’ £didaEe, Awog midiic, 1) o€ v’ AmOAwv- [B2-C2]
Od. 11.604: maida Awdg peydholo xai "Hong xovoomedihov. [0-A4]
Theogony 952: maido. Awdg peyahoto xol “Hong yovoomedilov, [0-A4]
Scutum 371: maig te Awog peydhou xai Evvahiowo dvoxtog: [0-A4]

Sappho 2.5: ¢v 8’ 10w Wdyov xerddel O’ HodwV

0d. 9.392: giv BoaTL Yuyod Pdsn peydia idxovra [0-B1]

Sappho 1.13: aipa 8’ £Einovro- ov &, @ udraga,
11.3.182: @ udrog Ateidn polnyeveg OABLOSoupov, [0-A3]
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