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ABSTRACT

This thesis examines the Greek wedding song and its function in literature and
culture. The genre, Aymenaios or epithalamium, has received little scholarly attention,
particularly in English (cf. Muth, WS 1954; Tufte, Los Angeles 1970; Contiades-
Tsitsoni, Stuttgart 1990, ZPE 1994; Swift, JHS 2006 & DPhil diss.). Yet an
examination of the poetry of marriage, a crucial aspect in the study of the ancient
world, contributes to our understanding of gender and social relations, as well as
literature.

Using elements of genre theory, gender studies, anthropology and cultural history, I
argue that the epithalamium was part of a ritual of transition; for both the bride and
for the community. R
The archaic epithalamium enacts this transition in lyric; tragic adaptations of the
genre explore the consequences when this transition is unsuccessfully performed. In
contrast, the wedding songs of Attic comedy represent a ‘happy ever after’ ending for
the communities of the protagonists, and portray these unions as a Sacred Marriage of
man and goddess. The Hellenistic epithalamium takes elements of these literary
predecessors, and uses them to articulate a transition in marital relations, and literary
politics, in the oeuvre of Theocritus. Philia relations in this era evolve to depict a
more prominent mutuality between husband and wife, which also underpins the erotic
writings of Plutarch. But more importantly, this author develops epithalamial topoi to
present marriage as an ‘initiation’ for the bridal couple, which brings the thesis full-
circle to the concept of transition while laying the foundation for one of the central

concepts of Menander Rhetor’s prescripts.
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INTRODUCTION

HYMENAIOS: WHAT’S IN A NAME?

Then first they washed and put their tunics around them, and the women made themselves

ready. And the godlike bard (6€10¢ &o1d0¢) took up his hollowed lyre, and stirred in them
the desire for sweet song (LOATNG T& YALKEPTC) and noble dancing (&pbuovog
opxMnbLolo). And the great house echoed all around to the footsteps of the men (&vdpwv),
celebrating, and the fair-girdled women (yvvoikwv). And so someone would say (T1g
ginecke) who heard them (&koOwV) outside the house: ‘surely someone has married (T1G

£ynue) the much-courted queen’.!

This scene from the Odyssey shows that even in the earliest Greek texts, music and
matrimony were closely associated. But what is a wedding song, and what is its function in
Greek literature and culture? Hymenaios appears as a catch-all term for this song from our
earliest examples until well into the fifteenth century AD. It can mean ‘wedding song’, refer
to the god of marriage, or even be used as a synonym for ‘wedding’ or ‘marriage’ itself,” and
can be sung at any stage of the ceremony: at the nuptial bath, gamos feast, the procession to

the groom’s home, or outside the bridal chamber during the wedding night,® as Muth states:

' Hom. Od. 23.142-49.

2 LSJs.v. butvonog.

® Bathing song: Aesch. PV 556-57; processional hymenaioi: Hom. II. 18.491-92, [Hes.] Scut. 270-285, Sappho
fr. 44 V, Eur. Tro. 308-34, possibly Pha. 227-44 (cf. Ch.4, p.145-48), Ar. Pax 1316-59, Av. 1720-65; banquet

song: Eur. 1A 1040-44: 6t &vo. I[MhAov ot kodAwmAdkopor / ITepideg &V ottt Oewvt /
XPVCEOTAVIAAOV 1y VoG / EV Yol kpovovoat / TINAEwg £ ydpov HiABov (though the exact wording “at

the banquet of the gods’ is a conjecture of Diggle, other editors also print some form of dxig); songs at the
thalamos: Sappho fr. 30 V, Aesch. PV (above), Theoc. 18, Ap Arg. 4.1159-60, Men. Rhet. 409.8-14.



Tatséchlich sind auch Hymenaioi bezeugt, die zu anderen Teilen der Feier gehorten

als zur vopparywyilo. Hymenaios war also von Anfang an die Bezeichnung der

Litteraturgattung des Hochzeitslieds schlechthin und einen anderen Terminus gab er
dafur in der &ltesten Zeit noch nicht. Allerdings wurde dieses Lied, um es nochmals

hervorzuheben, mit Vorliebe bei der domum deductio der Braut gesungen.

The term hymenaios has a long literary history, in which the god of marriage is
inextricably connected with the song, but it is uncertain how that association came about.
Muth offers the most plausible explanation: that, like Paean/the paean, the song took its name
from the refrain, and the god became personified from the song® — but the origin of the refrain
itself is lost to us. Jolles collects a number of references to Hymenaios,® under four
categories: as the son of a Muse; as a boy who died in the bloom of youth; as a young man
who rescued virgins from the hands of abductors; and as a son of Dionysus and Aphrodite.

The first category lends itself well to the marriage song. In Pindar (fr. 128c = 139 S-
M), he is the brother of Linus and lalemus, all of whom are mourned by their unnamed
mother. The refrain ‘Hymen!” or ‘Hymenaios!’ is similar to ‘ai, Linus!’ and ‘lalemus!’, and

may have a similar origin in the antiphonal responsion of folk-song. By the time of Pindar,

Hymenaios has met a similar end to his brothers, &v ydpolct ypoilouevorv / [Moipa ]

cvunpwtov AABev (7-8), and having achieved personification, may also have become the

wedding god as well as the name of the song.” The development of the refrain as a lament for

* Muth (1954) 36.

® Muth (1954) 8-9.

® Jolles (1916) 126-30.

" Schol. Eur. Rhes. 895, which quotes this fragment, names the youths’ parents as Apollo and Calliope, and
Orpheus as their brother. Schol. Pind. P. 4.313a debates the divine parentage of Orpheus, but repeats the
genealogy (19-21, cf. Schol Eur. Rhes. 895.1-4, Asclep. Tragil. 8a). The Suda (6 41) gives him as the son of
Calliope and Magnes (cf. Cornelius Balbus in Serv. ad Virg. Aen. 4.127, Anton. Lib. Transform. 23); Catullus



the god who died on his wedding-night (an extreme case of marital ‘separation’ rites) or as an
apotropaic exclamation (to ward off a similar fate) is possible, but is not supported by the
extant evidence.

Servius (ad Virg. Aen. 1.651) rejects Hymenaios as both the god of marriage and as a
youth who died on his wedding day, whose name was invoked expiationis causa. He argues
instead that this figure was a young Athenian, a liberator of virgins during a war. When the
girls were married, they invoked his name quasi liberatoris virginitatis, as Thalassio was
invoked at Rome. Elsewhere, Servius discusses him as a son of Venus and Liber (4.127), or
the inventor of marriage, and relates the tradition preserved by Cornelius Balbus: that
Hymenaios, an expert, beautiful musician, died singing at the wedding of Liber and Althaea,
on account of which honour was attributed to him in marriage. Latin sources, however,
remain attached to Hymenaios, rescuer of virgins: Lactantius Placidus (ad Stat. Theb. 3.283)
tells of a young Athenian in love with a noble maiden; being of lowly parents, he despaired of
marrying her. Following her when she and the other women went to celebrate the rites of
Demeter, he was caught with them when they were abducted by pirates. He Killed the pirates
and restored the girls to Athens, thus winning the maiden. Because such a happy marriage
came out of these events, placuit Atheniensibus nomen Hymenaei nuptiis miscere. The
Vatican Mythographer (1.74) reiterates this story,® but the romantic aetiology is unattested in
the early, Greek sources. Tzetzes (Chil. 596-606) tells the same story (omitting the Eleusinian
Mysteries), but also includes an Argive tale of Hymenaios, the son of Terpsichore, who
disappeared from his marriage chamber (13.593-94).

Photius (Bibl. 293 = p.321 Bekker) discusses the first three categories in combination:

that the song was sung koto méBov kol {ftnow for Hymenaios, the son of Terpsichore,

61.2 and Nonnus Dionys. 24.88, 33.67 as the son of Urania, with no father listed; and Alciphron Ep. 1.16.2 as
the son of Terpsichore (again, with no father named).
& Myth. Vat. 2.263 gives the same account, with Servius’ (1.652) arguments at the beginning and end.



who disappeared on his wedding day, or else in honour of the Attic Hymenaios, who went
after girls stolen by pirates. Eustathius (ad Hom. 1l. 18.493) calls him an Argive, who rescued

Athenian girls from Pelasgian pirates. When they were given in marriage, they sang a song

for him, flv opwvOuwg ExdAovy LuEvolov. Alternatively, a young man called

Hymenaios Tpo dpag Bavdvtal, about whom there is a story in the wedding, which is

called ‘hymenaios’. The tradition of a dying Hymenaios is a strong one: Schol. Pind. P 3.96,
Schol. Eur. Alc. 1.18, and Apollodorus (Bibl. 3.121.4) record that he was resurrected by
Asclepius.

The invocation of a dead or dying god, especially one who is then raised to life, may
associate Hymenaios with Adonis or Persephone. Like Hymenaios, for both gods the
experience of mature sexuality is analogous to death. Both are said to rise again (and their
anodoi are connected with plant fertility): Persephone for one third of the year; Adonis for
the night of his annual marriage to Aphrodite. While Persephone may be associated with the
experience of the bride, Adonis may be a closer parallel to the male Hymenaios. Such gods,
sons and/or consorts of divine mothers, have their origins in Near Eastern cults of the
grieving Great Mother. The renewal of life they represent, in keeping with their connection
with mystery religion, is more spiritual than earthly — the most obvious example being Jesus
Christ, son of the paradigmatic mater dolorosa, Mary. Christian conceptions of marital
symbiosis (expressed also in Plutarch)’ may be responsible for Photius’ alternative

\ ) /

etymology of hymenaios: Olov ULUEVOieEwW Kol OUOVOELY TOUTOUG QL OUOCE

vaitovtag (Bibl. 293),'° but are too late to be responsible for the tradition of the dying god

expressed in Pindar.

° Cf. Ch.7, p.267.
10 Cf. Tzetzes Chil. 591. Both Tzetzes (582-86) and Eustathius (ad Hom. Il. 18.493) reject an etymology
deriving from ‘hymen’, the virgin membrane.



Alternatively, Hymenaios is the son of Venus and Bacchus, because the desire for
love is linked with drinking,** but, as will be discussed in Chapter 4, the sources for this
myth are Roman, and again, too late to explain the earliest association of Hymenaios with the
hymenaios.

Epithalamios is a later term, which does not seem to come into use before the
Alexandrian edition of Sappho, in which it is the title of a book of her poems composed for
weddings. Its literal meaning, ‘at the thalamos’, does not seem to have defined a prescriptive
usage, and the two words are used almost interchangeably from the Hellenistic period
onwards, although hymenaios remains the more popular term. A hymenaios then — or
epithalamium — is a song performed in the celebration of a wedding, or, as some of our

literary examples will show, a song that refers to that celebration.

Genre

How can we identify a wedding song? In many examples, it is a straightforward process to
attribute a song to a marriage. The public of Ithaca in the Odyssey are ironically half-correct
in their assumption that there is music coming from the palace because someone has married

Penelope. Similarly, on the Shield of Achilles in the Iliad, which depicts the bringing of

brides to their bridegrooms, there are not only weddings represented (ydiot, 18.491), but
also wedding feasts (€1Aamivat), as well as the procession at which the hymenaios is raised
(yweov &va. dotv, ToALg & LUEVOLLOG bpwpet, 493). On the Hesiodic Shield, the

occasion can be inferred from the numphagdgia and its processional song: fiyovt &uvdpi

11 Myth. Vat. 3.11.2, cf. Sen. Med. 110 (Lyaei, no mother mentioned), Donat. ad Ter. Ad. 5.7.6.
12 See p.152.



YUVOKQ, TOAVG & DLUEvalog bpwpel.” Sappho narrates in fr. 44 V Hector’s bringing

home of his bride Andromache, before launching into an extended description of the

celebration that follows, returning to the bride and groom at the end of the poem:” Extopo
K Avdpoudyav Beo<e>1kEAOLG (34).

As this song finds an increasingly literary use in other poetic genres — already
foreshadowed in the irony of the Odyssey — the identification becomes more problematic.
Aeschylus uses epithalamial imagery throughout Supplices, yet the songs of the Danaids in
this play are utilised in their avoidance of marriage. They are not hymenaioi in the same way
as those sung by the Oceanids for Prometheus and Hesione in Prometheus Bound, or even
those sung by Helen’s gambroi when she came to Troy, perverting all the norms of marriage,
in Agamemnon.** Yet the hymenaios seems to be an informative principle for the play, and
perhaps the whole trilogy, as Chapter 2 will argue.” The Hymn to Eros in the third stasimon
of Sophocles’ Antigone is another example of this kind of song: not communal celebration,

but the disruption of the community through the power of Eros, is the subject of this ode,

which leads into the lament for Antigone’s departure to her TorykKoltoy O3&Aopov.™

Cassandra’s monody in Euripides’ Troades is an ironic celebration of her marriage to
Agamemnon, which is at the same time a rape that will lead to his death.'” What about
Plutarch’s Coniugalia Praecepta, which takes epithalamial imagery, but mixes it with
Platonic philosophy and presents itself as a letter to a newly-married couple?*®

Even in the oldest extant examples, whether or not a song is a ‘wedding song’ is often
unclear. Aside from the attribution of certain fragments of Sappho to the Book of

Epithalamia, only the imagery of many of these gives clues as to the occasion of their

13 [Hes.] Scut. 273.

4 Aesch. PV 555-60, Ag. 699-703.
1> See pp.81-82.

16 Soph. Ant. 804; Ch.3, pp.112-14.
7°Ch.4, esp. p.161.

18 Ch.7, pp.263-64, 266.



performance. Lardinois has recently discussed frr. 16, 94 and 96 V as laments for friends
departed to marriage, to be performed at wedding ceremonies.'® Wilamowitz argued that fr.
31 should be interpreted in the same context (though this suggestion is now largely
discredited)® — yet none of these even allusively refers to a wedding. Finally, the lack of
precise context for Alcman’s Partheneion has led to interpretations of this song as an
epithalamium.?! | repeat my earlier question: what is a wedding song — and how can we tell?
Cairns argues that, rather than by form (epic, lyric, elegy, or epistle), poetic genres

should be classified by content, in terms of primary and secondary elements:

For example, the primary elements of the propemptikon are in these terms someone
departing, another person bidding him farewell, and a relationship of affection
between the two, plus an appropriate setting. The primary elements of the komos are a
lover, a beloved, and the lover’s attempts to come to the beloved, plus an appropriate
setting. These primary elements will be present in every example of the genre, either
implicitly or explicitly...this is because it is only by recognising these primary
elements that an ancient audience could know to which genre a poem or speech
belonged. As well as containing the primary elements of its genre every generic

example contains some secondary elements (topoi).?

This categorisation in terms of content does not appear to have made much of an impact

among modern genre theorists, who more often see gené and eidé in terms of poetic form,

9 ardinois (2001) 83-88.

20 Wilamowitz (1913) 58, contra Page (1955) 30-33.

1 See e.g. Griffiths (1970) 10-11, in which he argues against Maas (1914) 130-4 and Gow-Page (1965) 366.
Lardinois (1994) 74, (1996) 155-56, 170-72 suggests the choral group of the Partheneion is paralleled in
Sappho’s circle, but does not explicitly connect this song with the epithalamium, and Calame (1997) 74, 88,
dissociates the maiden song from ‘established’ lyric genres such as the nuptial song. See also Peponi (2007)
353-54.

22 Cairns (1972) 6.



and their manipulation, after Kroll, in terms of a Kreuzung der Gattungen, and who debate
the imagery with which we should understand this ‘crossing’ or “fusion’.?®

These models of ‘content’ and form both seem somehow inadequate, for they assume
poetic production to have been a definitive process with unchanging rules applicable across
all periods and milieus.?* Both are also somewhat anachronistic, for they assume distinctions
for earlier poetry which are owed more to the categorisation of genres in Hellenistic
Alexandria — or later. Yet archaic (and classical) poetic composition was inseparably bound
up in its performative context, as recent scholarship has addressed.”> A wedding song is a
wedding song because it is performed at a wedding, or a dramatic/literary representation of
one.

But because literature does evoke themes and images from the wedding song in an
occasionally non-nuptial context, it is necessary to ask what the identifiable features of this
genre are. And, used with caution, other models of genre may contribute to our
understanding. For modern scholars, the moment of performance has passed and therefore the
‘contextual” genre must be recovered from the text itself. Performative context is indicated by
the presence of particular elements. These elements, when they intrude into a different
context, may produce a Kreuzung. One may adopt some of Cairns’ terminology, without
embracing uncritically his assumptions.”® By this reasoning, the performance of a wedding
song is indicated by terms associated with the ceremony of marriage. When wedding songs,
or topoi associated with them, cross over into other generic ‘forms’ (particularly in the pre-
Hellenistic period), it may be that a) the (internal) dramatic context is associated with a

wedding, and a wedding song is a natural corollary — much like the tragic lament; b)

2 E.g. Barchiesi (2001) 144.

2% See especially Cairns (1972) 32.

% Depew & Obbink (2000) 1-2 argue that genre is mostly a modern construct — in an oral culture such as archaic
or classical Greece, a poem only existed for or through its performance: ‘the literary genera in fact reflect
different conditions of performance’ (p.3).

%8 As does Fowler (2000) 205-19.



performative context is inherently fluid and allows cross-fertilisation from other types of oral
poetry (this might, for example, be seen in some of Sappho’s lyric re-workings of ‘epic’
Homeric themes); or ¢) that archaic and classical poets deliberately mixed things up to create
particular effects, acknowledging the specificity of performative context and the results of
such mixis. Or indeed, all three.

By Cairns’ model, elements which indicate a wedding song might be: a person who is
marrying (who is usually the addressee of the song; this may either be the bride, the groom,
or both); the role of singer or speaker (performed by (an)other participant(s) in the wedding
ceremony, usually acquaintances of the couple or their families); the relationship between
these (usually one of affection or companionship,®’ but it may be more formal, as in the case
of the encomia of Phaethon, Birds, and Menander Rhetor’s prescriptions);”® and the
appropriate setting speaks for itself — a wedding, at any stage in its celebration.

A poet may, however, choose to manipulate ‘primary elements’. In two fragments of
Sappho (frr. 107 and 114 V), the bride herself is the speaker and in one of these, the
addressee is her lost virginity and speaks back to her. Cassandra in Troades is both singer and

recipient of the wedding song, though she exhorts the Chorus to sing.”® The Chorus of
Sophocles’ Trachiniae sing of a song raised by the 86pog pealévopdoc,®® which overlaps
with Heracles’ bringing of a second ‘bride’ into his house. For whom, and at what wedding,

is this to be performed? Similarly, in Euripides’ Phaethon, a subsidiary chorus performs a

wedding song for a wedding that will not happen — the bridegroom is dead and no bride is

T E.g. Sappho fr. 30.7 V: buddikac, perhaps also 103.8 V: buokik[, Theoc. 18.22: cuvopdAikec, cf.
Calame (1997) 33-34, who adds the &Aikec...etalipat of Coronis in Pind. Pyth. 3.17-19, the virgins who sang
for the Nymph Aegina in Bacch. 13.88, and Cydippe’s companions in the hymenaios of Call. fr. 75.42-43 Pf.

28 Cf. Eur. Pha. 240, Ch.4, p.150; Ar. Av. 1711-18, 1726-30 (also & Soupbvwv vméptarte, 1765), Ch.5,
p.222-23; Men. Rhet. esp. 399.16-19, Ch.8, pp.303-4, 315.

“ Eur. Tro. 335-37, Ch. 4, p.166.

%0 Soph. Trach. 205; Ch.3, p.129: LSJ suggests (s.v. LeAlovopooc) that this refers to the maidens of the
household. Seaford (1986) 56 argues that this refers instead to the delayed resumption of Heracles and
Deianeira’s marriage, a transition which, I will argue in Chapter 3, has never been completed by their
cohabitation and reintegration into the community.



present.*! Such manipulations, | will argue, inform our knowledge of how the wedding song
is being used in these texts, but they complicate its identification. | find the concept of
primary terms useful in the broader discussion of the use and function of the epithalamium,
but Cairns’ strict model of genre as ‘content’ is inadequate for this project. I suggest a
different but related set of elements, more closely related to ‘context’, by which to identify
generic examples: a bride (most often called numphé), a bridegroom (gambros or cognate
term), both of whom may be either speakers or addressees, and a wedding (gamos).

Wedding songs are songs containing these ‘primary elements’. As the ancients
referred to them interchangeably as hymenaioi or epithalamia, | shall do the same. Poetic
representations of mythical or dramatic wedding songs will also be discussed under this
heading. ‘Epithalamial’ or ‘hymeneal’ songs are songs which cannot be securely related to
a wedding, but which are nonetheless enlightening for our discussion. They contain topoi
belonging to the wedding song, or related language, even when uttered in another context.

As well as its literary significance, the performative context of the song (speaker,
addressee, relationship, and occasion) is also important for its social significance. Who sings
wedding songs, and why? This question involves issues not only of genre but also gender:
Wilson calls Sappho’s epithalamia ‘a genre which is distinctively woman-oriented’,** and
other scholars go even further, specifically identifying the wedding song as a female speech

genre:

In addition to laments, ancient writers attributed other specific types of song or

musical genre to women, such as the katabaukalesis (lullaby), the ioulos (spinning

%1 Eur. Pha. 289ff (heavily lacunose); Ch.4, pp.147-48.
%2 Wilson (1996) 142.

10



song), the Linus song associated with the harvest, and the hymenaios. These songs

accompanied daily and seasonal domestic tasks as well as marked major life events.*

Yet the Odyssean example above shows a communal celebration with dance and song, and
participation by both sexes. Though a hymenaios is not mentioned, the picture of what a
wedding song ‘is’ is nonetheless clear. Other early examples show a similar picture. On the
shield of Achilles, the women do not actively participate in the procession, but watch the

young men dance as the celebration passes by:

&V TN pa YAUOL T ECOV EIAATIVAL TE,
vopdog 0 K BaAduwy daidwy Do AQUTOUEVAWY
fiyweov &va dotv, TOAVG & LUEVALLOG bpdpEL:
KOUpOL & OpYNOTNPEG EXLVEOY, EV & dpal TOLCLY
o LAOL GOpULYYEG TE BONY EXOV Ol O YLVOILKEG

rotdueval Babpolov Emt mpobvpoloy gxdotn.™

The ritual is no less communal for its separation into gendered spheres. The married women
witness the marriage from their doors (so Andromache is encouraged to remain at home
earlier in the text)® while the men enact the public element of the ritual. In the context of the
shield’s peaceful city and wider context of the ordering of the universe, marriage and its

ordering of gendered spheres are shown to be essential to the functioning of the polis and

% McClure (2001) 10, cf. Athen. 14.618-19: the katabaukalesis is a song of T@v T1T0gLOVC®Y (14.618€7), the
ioulos of TV ToAacIoVPY®Y (14.618d5). Linus is a song of TV ‘lotovpy®dy (14.618d3-4) who would
normally be female, also sung &v mévBeowy and Em’ ebTuyx el LOATA (14.619¢1-3). The hymenaios is sung

gV O¢ yduolg (14.619b12-c1), but the gender of its performers is not mentioned.
* Hom. 1I. 18.491-96.
% Hom. Il. 6.490-93.

11



indeed the cosmos. The hymenaios, both as ‘wedding’ and ‘wedding song’, represents the
establishment of the fundamental relationship of human society. Similar processions show
gender divisions that nonetheless build a picture of participation by all elements of society
alike: on the Shield, another group of men bring home a bride on a wagon by torchlight and

the sound of the hymenaios, but these torches are held by slave-women (Spwv, 276) who
precede the vehicle. Choruses follow them: men singing (toi..lecow obdMV, 278), and

women or girls dancing (ofl...&voyov yopov, 280). On the one side youths (v€ot) form a

kdmos with flute-playing, dance, and song, and on the other they keep time with the flute-
player and laugh.®® The mixture of elements is different from the Iliad (as indeed, the
wedding ceremony varied across the Greek world), but the atmosphere is still one of joyful

celebration: TAloaww 8¢ TOAW Badion Te yopot te / dylaiat T €lyov.”

Even in Sappho, where, following Wilson’s designation of a ‘woman-oriented’ genre,

we might expect a more gynocentric representation, the same communality occurs. It is true

that in fr. 44 V maidens sing a ‘holy’ song: WEAOG Ayv[ov (26). Shortly afterwards,

however, other sections of society join in with their own songs, as they had participated in the

procession according to age, sex, and status:*®

yovaikeg & EAEAVGOOV OOl TTPOYEVESTEPA[L
navteg O &vdpeg EMNpatov oy ov opbiov
mdiov’ bvokaréovteg ExdBolov ebAOpay

Duvmy 8" Extopa K’ Avdpopdy o Beo<e>1kéAo[ig.”

% [Hes.] Scut. 281-84.
%7 [Hes.] Scut. 284-85.
% Sappho fr. 44.13-18 V: the sons of llus yoke mules to wagons, women and maidens ride on carts, the

daughters of Priam are somehow y ®ptg from the others, and bachelors (f16got) yoke horses to chariots.
% Sappho fr. 44.31-34 V.
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The ancient Greek wedding, then, involved not simply a couple, but the whole community,
and the wedding song is the commemoration of the establishment of their place within that
community. In other wedding songs, a similar pattern of speaking voices occurs. Many of
Sappho’s epithalamia do not identify the speaker, although frr. 107 and 114 V must refer to
the bride, whose putative longing for her departed maidenhead is expressed in the first

person, topBeviag EmPAALOpat (107), and who is identified by the personal pronoun as
the object of its departure: TolL pe Amols’ d<m>oiymt; (114.1). Interestingly, this last

fragment is identified as a lament, expressing the bride’s regret at her departure from
childhood,*® a point to which I will return below. In a happier scenario, a chorus of parthenoi

urge the bridegroom to fetch his own age-mates so that they might sing all night long:

TdpOevoL Jf

ToLvvVY 1odoL[c Jou[

cav &eldoloi]y P[AdTATL KOl VOU-
OOg TOKOATI.

QAN EYEPDELC TiB[E

oTELXE oolg DUAALK[OG

fitep 6oy & Aryvow[vog

%% Lardinois (2001) 81-82 on fr. 114 V. He compares this poem with laments for the dead, in which the speakers
addresses directly the ‘deceased’ and accuses them of ‘deserting’ them (cf. Hom. Il. 24.725, Eur. Hipp. 848,
Alexiou (1974) 121 on modern Greek bridal laments in which a mother addresses a daughter who is ‘leaving’

her). The structure of this fragment: (VOUdM). TapBevia, mopbevia, TOL pe ALTOIS  A<m>TOLML /
(mapBevia). TobkETL HEw TPog o€, obkéETL HEWT is also structurally parallel to an antiphonal lament for
Adonis (fr. 140 V): KatBvdioket, KvBépn, dppog Adwvig: Tt Ke BEUEY; / KATTONTECHE, KOPAL, KAl
KOTEPELKESOE Y 1TVOLC.
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Omvov [1]10wuev.t

The mixed-sex choral performance in this fragment is limited to the young, but still
anticipates performance by both genders. The tragedians emulate this model. Aeschylus’
Danaids are the primary singers of Supplices, but recent scholarship suggests that a mixed-
sex choral exodos was employed specifically to evoke the wedding song and its social
significance.*” Nymphs perform the hymenaioi in PV, but the bridegroom’s kin in
Agamemnon. Antigone performs an antiphonal lament with the male Chorus in Sophocles.*?
Euripides favours maiden song, but other elements of society are included in the celebrations:
King Merops may join in the wedding song in Phaethon, Cassandra urges her mother and
other captive Trojan women to participate in her celebration, and in the narrative of Peleus

and Thetis’ marriage in Iphigenia in Aulis, the Muses sing the hymenaios, but the Nereids

yapovg £x6pevoay, Cheiron offers a prophecy of the couple’s future offspring, and the

gods themselves pronounce the makarismos.** Attic comedy presents a different picture: in
Aristophanes’ Peace and Birds, the wedding song is sung by citizens of the relevant city,*
with the bridegroom joining in — a far cry from the antiphonal laments of some women’s
songs. Theocritus returns to the image of the maiden chorus in his Hellenistic Epithalamium
for Helen, but in the same era, Apollonius shows Orpheus and the Argonauts singing the
wedding song for Jason and Medea, joined the following morning by the Nymphs of
Phaeacia.®® In my final examples, Plutarch and Menander Rhetor, an exclusively male voice
is presupposed by the conventions of philosophical discourse and epideictic oratory — perhaps

less a usurpation of a female speech genre by the male voice than a development dictated by

“ISappho. fr. 30.2-9 V.

“2 Swift (2006b) 205.

“% Soph. Ant. 806-82.

“ Eur. Pha. 217-18, Tro. 325, 332-40, IA 1040-45, 1057-57, 1062-75, 1076-79; Ch. 4, pp.144-45, 166, 189, 191.
** See Ch. 5, p. 221.

“® Theoc. 18.2, Ap. Arg. 4.1159-60, 1193-99; Ch. 6, pp.240-41.

14



the genre’s new form.*’ The wedding song, then, can be sung by and to either or both sexes.
Moreover, other than Sappho, no matter what sex the internal speaker, the words of our
extant songs are those of a male poet. Any focalisation on ‘female speech’ must take place
through a male lens, and this must be borne in mind when submitting the wedding song to

feminist critique. Can it be said to be ‘gendered’ in any other sense?

Gender

An examination of the topoi of this song shows that some gendered patterns do begin to
emerge. Communal celebration, music, dance and song are common to both genders, as is
ribaldry, sacral imagery, eros, and the use of mythical narrative (and mythical foreshadowing,
the ironic ‘anti-epithalamium’).*® The most obvious difference is in the use of natural
imagery. According to Menander Rhetor, narratives from nature formed a major part of one
of the main kephalai of the epithalamial oration (the thesis on Gamos), and scenes from
seasonal nature set the tone for love in his Peri Kateunastikou.”® The locus amoenus, the
seductive natural setting for love, is an integral image of erotic poetry, but Sappho uses two

striking natural images, that of the fruit unplucked in the highest branches:

olov 1O YAVKOUOAOY EpedBeTal dkpml ET DSdWL,

dxpov EM AKPOTATWDL, AEACOOVTO & LaAOdpOTNES:

*" See Ch.7, p.264; Ch.8 p.292.

8 See Tufte (1970) 37-55: “Instead of expressing joy over a proper union, the anti-epithalamium expresses
lamentation or foreboding over a union which is for some reason improper or unsanctioned, and thus presages
tragedy, death, dissention, revenge, murder, war, or other disruptions of order and nature. Sometimes, but not
always, the misfortune is partially resolved on a note of hope or triumph. In general, the anti-epithalamium is a
poem or excerpt using epithalamic devices in an expression of unhappiness, disorder, and evil omen associated

with an improper union’. This motif will be discussed in greater detail in Chs. 2 and 4.
* Men. Rhet. 401.26-402.10, 408.8-26; Ch.8, p.314.
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ob paw exAerdBovt’, &AL’ obk EdOVOVT EmikecHo.™

And of the flower trampled underfoot:

v,

oy ta LAKWOoV EV dpect moleveg &VOpEG,

OGO KATACTELROLSL, X duat O¢ T TOpdupov dvbog...”

The image of the plucked fruit or flower symbolises the loss of virginity on the wedding
night, and is characteristic of epithalamial imagery spoken by the female voice. The exposure
of the previously protected plant to rough handling is used in tragedy with the image of the
sheltered garden from which a young woman is thrust by her marriage. Deianeira laments her

loss of this state of innocence in Trachiniae:

10 yop vedlov Ev tololcde BOCKETOL

X WPOLSY aLLToV, Kol Vv ob Bdhog Beov.
obd’ duppog, obde TrevUdTWY 0LAEY KAOVEL,
&AL hoovalg dpoyBov eEaipet Blov

EC T0V0’, £EmC TIC AVTL TOPOEVOL YLV
KANOM, AABN T &V vUKTL dpovTidwy puépog,

fitol mpog &vdpdg N TEkVY dpofovuévn.*

%0 sappho fr. 105 V.
*! sappho fr. 105b V.
%2 Soph. Trach. 144-50; Ch.3, p.128.
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This state of being &melpog (143), ‘without trial or experience’, is commonly used by
maidens on the cusp of marriage. Aeschylus’ Danaids term themselves &melpddakpOV in

contrast to the tears they shed at the prospect of forced marriage,®® and the ideal of separation
from the trials of adulthood and sexuality is expounded by Procne in another play by

Sophocles:

ol VEQLL UEV EV TTALTPOG

Hdiotov, oo, {ouey dvBpwnwy Bilov:
TEPTVAOG YOp AEL T80 Avolal TPEDEL.

bt & Eg fiPNY EEkwued’ Eudpovec,
®OoVUED EEW Kol Steumolmuedo

Be®V TOTPHOWY TWV T€ PLOAVTWY ATO,

ot uev EEvoug Tpog dvdpalg, ot O BapRapoug,

ol & €1¢ dyndn dwpoad’, ot & Emippodor.™

According to Seaford, this topos is an expression of bridal reluctance, a lament for the
necessary departure of the bride to womanhood and an uncertain future.®® From a female
perspective, this transition can be seen as traumatic and violent, and the imagery of ‘reaping’
her virginity is prevalent. As the harvested fruit is cut off from the nourishment of its parent
plant, and has no future but consumption, so this image can be associated with death (the

culling of the flower of youth in war, analogous to the linking of bloodshed in consummation

%% Aesch. Supp. 71; Ch.2, p.82.
> Soph. fr. 583.3-10 R.
% Seaford (1985) 51-52.
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and death in Greek thought);*® hence the lamentation for the loss of one’s old life. The bride’s
separation from her mother, the nourishing parent, is also part of this nexus of images. It may

be implied in an epithalamium of Sappho:

"Eomepe navta ¢epnig doo dpaivorlg EckEdas’ ADwG,

dEPMLE OLY, OEPMLE AllyaL, BEPMLG AL HdTepL TodaL.”

It is employed again by Sophocles in his description of Deianeira as a calf that has wandered
from her mother on the day Heracles fought with Achelous for her hand,*® and it is used twice
by the maidens of Theocritus 18: in the accusation that the drunk or sleepy Menelaus should
have left Helen by her mother’s side,*® and again in the image used by the girls to express

their longing for their absent friend:

TOAAQ. Teovg, EAEVQL, LEUVOUEVOL OC YA VAL

dpreg yewduevog d10¢ Laotov mobEotoot.®

% Cf. Aesch. Supp. 663-64: fiBag & &vBog ddpentov / Ectw. The first appearance of this motif is at 1.
8.302-8: unkwv & @¢ eTépwoe kA&pN PdAev, | T EVL kNnw / Kapn® PpBopévn votinot te
gopnow, / &g etépwc’ fluvoe kdpn THANKL BopuvBév; also Stes. fr. S 15.ii.14-17 Davies:
anéxiwe & &p abyéva Tap[vovag / Emkdpoiov, dg dko p[d]kw[v / dte kataioybrols’
&TaAdY [Sépag / oy’ &md dpOAAo Badoloq V[. A paper by Lynn Kozak (University of Nottingham,
September 2005) argued for the fetishisation of the beautiful, dying male body in ancient epic based on Priam’s
words to Hector in Hom. Il. 22.71-76, and this sexualisation of death can be extended further and seen not only
in the death of young male characters, but also of young, beautiful parthenoi (e.g. Iphigenia: Aesch. Ag. 227-43
or Polyxena: Eur. Hec. 544-65) whose deaths are often accompanied by violently, voyeuristically sexual
descriptions. The Greek eroticisation of death is thus part of an interconnected web of imagery in which the
consummation of eros is likened to, or results in, death.

> Sappho fr. 104a V.

%8 Soph. Trach. 527-30, cf. Seaford (1985) 52-55.

> Theoc. 18. 12-15.

® Theoc. 18.41-42.
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The language used by the maidens of Catullus 62 also makes clear the reactions of young

women to this separation and sexual awakening:

Hespere, quis caelo fertur crudelior ignis?
qui natam possis complexu auellere matris,
complexu matris retinentem auellere natam,
et iuueni ardenti castam donare puellam.

quid faciunt hostes capta crudelius urbe?®*

In the case of a tragic bride such as Deianeira, the potential trauma of the transfer of the bride
between oikoi and between modes of existence is made particularly explicit, for it is during
this liminal period that she is assaulted by the centaur Nessus in a perversion of the normally
contained and formalised violence of the wedding ceremony.®> Elements of lament and
protest at this transition, however, are not unique to tragedy and persist in rural societies of
today.®® Separation and liminality are particular features of the modern Greek wedding song —
as the bride steps over the threshold for the last time as a girl, her family take leave of her as

of one dead in a manner strikingly similar to the Sapphic and Catullan odes:

°! Cat. 62.20-24.

%2 Soph. Trach. 562-65; Ch.3, p.126.

8 Alexiou (1974) likens the modern Greek wedding song to the funeral lament. She and others mention the
moirolégia and its associated ethic of protest in this context: not a lament for oneself or a protest to fate ‘sung at
any angry moment’, but a specific ritual lament, ‘sung usually at death and avoided on other occasions as ill-
omened’ (p.116), including laments for the dead, those who have left their country, changed their religion, or
have married. Caraveli (1986) 181 notes that the thematic conventions of lament may cause this protest to
become generalised among the lamenters (hence potentially disruptive) as well as specifically directed towards
the object of their song, for they ‘allow the focus of the song to shift from the plight of the deceased to the plight
of the mourner (see Hom. Il. 19.301-2, in which Briseis and her women mourn for Patroclus and themselves).
Since the performers of these ritual laments are women, the grievances thus voiced often relate to the social role
of omen in the context of the androcentric village and to painful situations...peculiar to women’. At such
intersections between the (largely private) world of ritual and the (largely public) world of village or political
life, the boundaries of gender hierarchy may become blurred and allow what is unspoken in the social contract
between men, but significant to the cycle of ritual observed by women, to be uttered. As Lardinois states
(2001:88), in the wedding this is a ritualised, contained form of protest. Like funeral lamentation, it may to some
degree be a necessary part of the ceremony, but is circumscribed (McClure (1999) 37). In the case of the
wedding lamentation must give way to an essentially positive, if externally imposed, transition.
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Today the sky is black, today the day is black,

today a mother takes leave of her daughter.

The seven skies have opened the twelve gospels

and have taken my child from out of my arms.

You are leaving, daughter, and | shall never laugh again,

Nor wash on Saturdays, nor change for a festival.®*

In India, Maithil women sing samdaun as the bride leaves her home to reside in her
husband’s village: ‘the separation at which these songs are sung marks not only the beginning
of her roles as daughter-in-law and wife, but the end of her role as a daughter, the end of her
life in her natal village, and the beginning of the end of many relationships with village
friends and relatives’.®® Again, these songs remark on the sheltered innocence of childhood

and the sorrow of separation, using the now-familiar imagery of the secluded garden:

In the sandalwood grove in my father’s courtyard

There hangs a swing

In it the graceful Sita is swinging

Ten friends are pushing

Oh that Sita is being taken away by Raghubar as she weeps

Seeing the swing her mother cries

8 Alexiou (1974) 120. Cf. the lament for the dead: ‘Today the sky is black and the day is gloomy, / today the
eagle and the dove take leave, / today children take leave of their father...’. Perhaps more striking is the use of
the ‘sheltered garden’ motif typical of ancient Greek bridal laments: ‘I had a pure white cotton plant growing in
my courtyard; / | weeded it, | watered it, and it was all my own. / But a stranger, yes a stranger came and took it
from me...” (p.121), which is also common to moiroldgia for the dead: ‘Here in this neighbourhood, here in this
house, / there was a fountain with water and a shady tree, / where brothers and cousins would sit in its shade, /
where her husband would sit and with him her children. / Now the fountain is dried up, and the tree is uprooted’
(E.122).

® Henry (1998) 425.
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The courtyard is not pleasing to her
Nowhere does she hear the sweet voice of Sita

Without my daughter I will go crazy...%

In addition, the Nanhui women China have transformed the wedding song into a complex
system of bridal lamentation (kujia), still performed at various stages of the wedding
ceremony, which ‘center around the bride’s grievance at being “sold” in marriage to a family
that will probably mistreat her [here we recall Procne’s complaints], her sadness and anxiety
at leaving her natal home, and her own lowly status and unfortunate destiny’.®” Of these, the
songs for the preparation of the trousseau bear the most resemblance to their Greek

counterparts:

From birth I have borne my father’s name [family name].
As fixed and certain as the nail knocked into the weighing scales,
I am just poor merchandise like the shells purchased during the “moldy season”

Or like wet cigarette butts.?®

Chinese scholars, like those of the Greek lament, have seen an element of social protest in
these songs: as resistance to arranged marriage, or containing a derivative of protest at earlier
forms of marriage by abduction. The song may also be a socially acceptable, expressive
female genre — acceptable because ritually performed in a period of liminality and
constitutive only of individual, and hence non-threatening, grievances. As we will see in
relation to the Greek epithalamium, these songs also represent the transformation of the girl

into a wife and express some of the ambivalent cultural attitudes surrounding marriage. In

% Henry (1998) 426.
¢ McLaren & Chen (2000) 208.
% McLaren & Chen (2000) 220.
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addition to these ritual and social functions, the Chinese songs signify a female-transmitted
oral tradition replete with generic conventions, through which are ritually expressed quasi-
narratives, invocations for good fortune, blessings and curses, and rhetorical persuasion,® in
which the bride moves her audience to sympathy and consolation,”® thus strengthening bonds
with her kin and gaining status and protection for herself.

Similarly in Greece, or at least in classical Athens, the bride’s natal family retained
bonds with, and authority over, her even after she married. Aspects of Greek ‘bridal
reluctance’ are paralleled in Chinese bridal lament. The bride feels spurned by her natal
family, sold away from the familiar in a contract between men which anthropologists have
termed ‘the exchange of women’ (we may note a fragment from a Sapphic epithalamium:

dwoouey, fior mdtnp),”t an exchange in which she has no say, for the production of

legitimate children, undergoing ‘death’ for the sake of the continuance of male (homo)social
relations. She becomes a metaphorical sacrifice performed for social continuation. This
sacrifice is taken to its most extreme conclusion by mythology and tragedy, but may also be
represented as something positive.

For example, when uttered in the male voice, the imagery of nature, associated above

with the lament, is often presented in terms of productive agricultural and animal cultivation.

The most obvious example of this imagery is in the Athenian formula of engué: &AL EYyVL®

moldwy T dpdtwt yvnoiwy / Ty Buyatép’.”> The female body is a fertile field to be

% McLaren & Chen (2000) 209.

% McLaren & Chen (2000) 218.

™ Sappho fr. 109 V, although this may refer to the dowry, rather than the bride. Wohl (1998) xiii, following
Lévi-Strauss; cf. also Rabinowitz (1993), Ormand (1999).

2 Men. Dysc. 842-43. In other contexts, the sexual female is an animal to be tamed, as is evident in the use of
the verb doud{w to mean both ‘tame’ or ‘break in’ an animal and ‘subject’ a woman to a husband; and of
ddipap for “wife’ (LSJT s.v. dopdlw, ddpop. It can also mean ‘subdue’ or “kill’, adding further connotations
of violence to the semantic field of marriage). The dual conceptualisation of the female as both ‘field” and “filly’
reveals an interesting dichotomy. The horse is an animal representative of the aristocracy. It is a status-object
which requires effort to tame — and even then, the most famous horses talk back (Hom. Il. 19.408-17). It is thus
an image appropriate to the context of sexuality in heroic epic (Hom. Il. 18.432 dduocogy), Spartan
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ploughed. Although this image is not used in early lyric or dramatic wedding songs, such
sentiments are crudely voiced by men in other plays: Oedipus sowed his seed in the same
field as his father; Haimon can plough ‘other fields’ than Antigone’s; and Deianeira sums up
Heracles’ attitude to marriage and childrearing in these terms.”® Only in Aristophanes’ Peace

does the topos of agriculture enter the wedding song itself. The Chorus ‘gather’ or ‘reap’ the

divine bride, Opdra (Harvest): tpuynhoopey oty (1342-43). The benefits of the peace

guaranteed by this marriage are presented in terms of cultivation, both of the land and of the
female 1324-27)."

In the Hellenistic epithalamium, the boundaries of gendered imagery become more
blurred. Helen’s compatriots compare her beauty to that of various phenomena from
domesticated nature: a cypress tree in a field or garden (Theoc. 18.29-30), a Thracian steed in
its chariot (30).” Plutarch likens the initial disposition of new brides to the thorns in their
crowns of asparagus or sharp grapes, both images of ‘plucking’, but later in his Coniugalia
Praecepta speaks of the most sacred ‘ploughing’: that between man and wife for the
production of children.”® I will discuss his use of natural imagery at length in the penultimate

chapter, because he develops this agricultural topos in a most startling way. The imagery of

partheneia (Alc. fr. 1.59 itmoc), and early lyric (Anacr. fr. 72.1 w®A£). This is in keeping with mythical and
aristocratic representations of marriage as a contest in which the bride must be won: the race of Meleager and
Atalanta, the chariot-race of Pelops for Hippodameia, the contests of Helen’s suitors (either in skill or in gifts).
A description of a marriage ceremony presided over by Sappho speaks of &ywvag (possibly of suitors, Sappho
fr. 194 V = Him. Or. 9.4), and Herodotus (6.128) narrates the contests held by Cleisthenes for the hand of his
daughter. As field or furrow, the female is the passive recipient of male sexual productivity, as Apollo
infamously states in Aesch. Eum. 658-61. This image of the female is an appropriate foil to the classical
Athenian polités: the citizen/farmer/soldier, although its locus classicus is in Hesiod (above). A diachronic
development of topoi can thus be identified. One notable exception is the description of Phaethon as the
vedluyl mAwt in Eur. Pha. 223-34, but this is also exceptional in that it refers to the bridegroom, not the
bride. Interestingly, Helen’s compatriots identify her both as a cypress in a garden or fertile field and as a horse
in Theoc. 18 (below), and Plutarch returns to the image of ‘woman as horse/status-object’ in his
recommendations that a husband treat a rich wife with respect (Mor. 139B8-10), as well as referring to the
‘sacred ploughing’ (below).

" Soph. OT 1211-13, Ant. 569, (though interestingly, Creon also likens Antigone’s punishment to the
disciplining of a horse: w.477-78), Trach. 31-33; Ch.3, p.129.

™ Ch.5, p.225; cf. also vv.708-9: k4T &V Tolg drypoig / TodTn ELVOLKADY EKTOL00 COT® BOTPUC,
1356: GUKOAOYOUVTEG,.

> Ch.6, p.243-44.

"® Plut. Mor. 138D6-E5, 144A10-B9; Ch.7, p.264-66.
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‘harvest’ is prevalent in both Coniugalia Praecepta and Amatorius, but as we will see, the
‘reaping’ of sexuality is only the most superficial part of this harvest. The real karpon is
areté, virtue, through which true communion may be achieved — not between bodies, but
between souls, and between humanity and the truly divine. Menander Rhetor, by contrast,
uses this imagery to create a more conventional locus amoenus, in which features of the
landscape desire of their own accord to be joined in matrimony.’’

What is for women an image of death and loss is for men one of continued life and the
bounty of harvest. This finds its clearest expression in Catullus 62, in which youths and girls
compete in an amoebaean song that makes use of the contrasting aspects of this image: to the
maidens, the rising of Hesperus is a cruel sight that tears a bride from her mother’s embrace
and is likened to the sack of a city, whereas to the young men, this star is not a breaker of
bonds, but one who strengthens them — at least, the social bonds between men: qui desponsa
tua firmes conubia flamma, / quae pepigere uiri, pepigerunt ante parentes (27-28). The bride
is likened by the girls to a hidden flower in a garden which, once plucked will wither
(defloruit, 43), but to the youths, the untouched virgin is like an unproductive vine, wasting
away ‘uncultivated” (numguam...extolit, numquam...educat, 62.50). Her marriage will make

her not less, but more dear to both her natal and marital family:

at si forte eadem est ulmo coniuncta marito,

multi illam agricolae, multi coluere iuuenci:

sic virgo dum intacta manet, dum inculta senescit;
cum par conubium maturo tempore adepta est,

cara uiro magis et minus est inuisa parenti.”®

" Men. Rhet. 401.29-402.2; Ch.8, p.314.
"8 Cat. 62.54-58.
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Where the female focus is on the separation from one’s youth and companions, the male
concentrates on reintegration into productive adulthood. This can be explained in social
terms: marriage is a telos for women, an initiation into adulthood and accomplishment of
their socially determined role, in a way that it is not for men. As a telos, and a rite of passage,
it is comparable to death, hence the emphasis on departure and lamentation in many wedding
songs and other ‘epithalamial’ poetry in the female voice. Though these rites may be
structurally similar, and in tragedy may often be conflated, their outcomes are fundamentally
different, and Seaford is correct to state that in reality the ‘negative tendency’ inherent in this
transition must be overcome.” In the central section of this thesis I will explore Seaford’s
dichotomy of reality:positive::tragedy:negative and examine the failed transitions of tragic
brides in depth. Why do they fail, what consequences does this have for the community in
which the marriage should be enacted, and how might this be resolved? In the next chapter,
however, 1 will examine how the lyric epithalamiast attempts to negotiate in song the
successful transition of the archaic Greek bride.

‘Female’ wedding songs, especially those directed towards other women, seem to
focus primarily on the personal, individual aspects of this transition (the private sphere), but
as we see from Catullus, the male voice often takes on the role of society and emphasises the
communal benefits of marriage (the public sphere). Wilson notes the prevalence in an

epithalamial simile by Pindar of such concerns:

As usual in Pindar’s poetry, emotion takes second place to more serious male
concerns: glorious objects, the expedient exchange of women in an aura of male

solidarity, the envy of friends and a plenitude of good wine.*

" Seaford (1987) 106.
8 Wilson (1996) 144, on Pind. Ol. 7.1-6: ®dAay Mg €1 T AP VeIl Amd Y epdg EADY / Evdov
aumérov kaxAdlolcay dpbow / dwphoetal / vEaVi YOURP® Tpomivwy / Sikobey oOlkade,
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The inclusion of such a scene within an epinician poem is telling: what for women may be
cast in terms of violence is for men a victory, as Sappho suggests when she addresses a

bridegroom:

"OABLe YAUPPE, COL PEV OT) YAUOG WG &POO

EKTETEAECT, EYXMLC 8¢ TApOevov, &v dpao.”!

The victorious tone of the exodoi of Peace and Birds is a development of this gendering, as is
the presentation of marriage in terms of athletic victory in Menander Rhetor’s
kateunastikos.®? As we have already seen, strict gender divisions are not always observed —
fr. 112 V above shows that a female poet may appropriate this imagery when addressing a
male; Theocritus’ maidens use the image of domestication; while Plutarch makes use of the
‘plucking’ motif — but the exact speaking voice of the former is not identified and the latter
two are later developments. | will suggest in later chapters that as configurations of (elite)
marriage and the family changed in the Hellenistic and Roman periods, and Greek ideologies
interacted with Macedonian, Egyptian, and Roman society and literature, so also the
configuration and function of the wedding song changed to adapt to new aspects of family

and community life.

Ritual

&YX PLOOV, KOPLOAV KTEAVWY, / CUUTOCIOV T XApW KA-/ 30¢ T€ TIUACALG <V>E0V, EV O&
Pl / Ttapedbvtwy Onke vv Lodlmtov opdd povog ebvag.

8 sappho fr. 112.1-2 V.

8 Men Rhet. 406.14-24; cf. Ch.5, p.222, Ch.8, pp.311, 13.
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What is the function of the wedding song? What is its role in the Greek wedding, in Greek
literature, and culture more generally? Several indications in lyric and drama suggest that it
served a particular ritual function. The song of the maidens in Sappho fr. 44 V is described as

‘holy” (&yvov, 26) and an &y w Becmesia (27). In addition, ritual cries such as the ololugé

and paean feature in the final verses of this fragment.®® Cassandra dedicates her wedding

<

torches to Hymenaios and Hecate oft vopog &yet, and refers to 0 xopdg dclo¢ and
nokapiong dowdaic.® Trygaeus opens his wedding song in the Peace with the injunction
ebdnuely xpn (1318), which echoes the command given at other major undertakings.®
Antigone seems to regard this ritual as her right: buevoiwy EykAnpov.® Yet it is difficult

to determine what this function was: no fully extant descriptions of a Greek wedding
ceremony of any age survive, and no extant source preserves evidence of exactly which
processes determine gamos. When Cassandra speaks of nomos, what relation — if any — does
this bear to marriage kata nomon, as expounded by the Athenian legal texts? What comprises
a Greek wedding, and where does the wedding song fit in this schema?

Given the evidence, the best picture that we can compile is a composite one from a
variety of textual and visual sources.®” We should be wary of assuming a single pattern of
marriage — this evidence is not applicable for the entire Greek world at all periods. Based
mainly upon evidence from Classical Athens, elements of this picture could be included or
omitted as befitted the occasion and the participants: the kurios of the bride would betroth her

to the groom in the ceremony known as engué or enguésis, described above.®® She was not

8 Sappho fr. 44.31-33 V.

8 Eur. Tro. 324, 328, 336; Ch.4, pp.166, 178.

% Ar. Pax. 96, 434.

8 Soph. Ant. 813-14; Ch.3, p.118.

8 The dangers of this type of reconstruction are mentioned by Oakley and Sinos (1994) 5. For this reason they,
and Ormand (1999) 9-10, concentrate on the evidence from classical Athens in their descriptions of the wedding
ceremony.

8 E.g. Hdt. 6.130.10-12, Men. Dysc. (above). Oakley & Sinos (1994) 9 argue that the loutrophoros-amphora
Boston 03.802 (fig. 1) depicts such a scene.
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required to be present for this transaction, which could take place without her consent, or
even knowledge — many girls, among them Demosthenes’ sister and Aristotle’s daughter,
were betrothed at a very young age and would be given out (ekdosis) when they reached
physical maturity.®® The engué could be used in court to testify to the legitimacy of the
marriage and resulting children. A dowry was often given with the bride, and at least in
classical Athens, it seems to have been considered rude not to provide one (it seems that this
could be used to prove a marriage’s legitimacy).”

Prior to the wedding itself, both families would make a sacrifice, the proteleia, and
the bride-to-be would dedicate her childhood toys and cut her hair, marking the beginning of
her official passage to adulthood.®® She and the groom would be bathed and adorned,* and
there might be a feast in the house of the father of the bride,® before the couple processed to
their new oikos accompanied by friends and relatives, often with their mothers bearing

torches.®* The processional hymenaioi for this stage of the ceremony comprise the greater

8 Dem. 27.4.3, 29.43.2-4, Diog. Laert. 5.12.5.

% F o Is. 3.8.14. Vernant (1980) 47 notes that ‘marriage is first and foremost a statement of fact, the fact being
CUVOLKELY, lasting cohabitation with the husband’, but states two essential preconditions: engué (p.45), ‘a
necessary element but not its sufficient condition” and proix (p.46), which in the classical period ‘had the force
of a legitimation, testifying that the daughter had been truly settled by her oikos in the family of her spouse’
(i.e., incorporation). Leduc (1992) 236 agrees that a bride must be given away with property. As we see from
Isaeus, the defendant was content with ‘minimum legal requirements’ rather than specific dowry conditions for
his sister’s betrothal: Lo6vov 1O KOTd, TOLE vOUoLE Eyyvnoot dempdéarto (3.39.8-9), indicating that the
dowry was a social, rather than legal, requirement. In addition, the giving of dowry was not obligatory in earlier
times: though Andromache in Sappho fr. 44.8-10 V brings great wealth to Troy, Homeric suitors gave hedna to
the bride’s father (1. 22.472, cf. 16.178, 190; Andromache is TTOADOWPOG 6.395, cf. 22.88). Penelope’s hedna,
however, are to be prepared by those in her father’s house and are described as 6cca Eolke PIANG EML
Tadog Emecot (Od. 1.277-78). It is conceivable that some of the wealth accumulated by the kurios through
bride-gifts was then settled upon the daughter when she left the house.

° E.g. Eur. 1A 434 (proteleia, cf. Aesch Ag. 227; Ch.2. p.105, used subversively); AP 6.133, 6.280
(dedications); Hdt. 4.34.3-35.1, Eur. Hipp. 1423-27 (cutting hair, vv. 26-27, also associated with mourning); on
this aition see Dunn (1996) 93-96; cf. Oakley & Sinos (1994) 14-15 on Oxford GR 1966.714 (figs. 3-5), Mainz
116 (figs. 6-8), and Syracuse 21186 (fig. 9).

%2 Eur. IT 818-19 (bath), IA 1088 (numphokomos); Oakley & Sinos (1994) 15-21: for the groom’s bath, see
Warsaw 142290 (figs. 10-13), for that of the bride, Athens 1453 (figs. 14-15), Karlsruhe 69/78 (figs. 16-19 —
water-fetching processions), New York 1972.118.148 (figs. 20-21 — bath). Adornment scenes are shown on
Athens 17790 (fig .23), 1454 (figs. 28-29), Wirzburg 541 (figs. 24-27), Boston 95.1402 (fig. 30), New York
19.192.86 (fig. 31), and London E 774 (figs. 32-35).

% Euangelos fr. 1, Plut. Mor. 666F3-67A7, Luc. Symp. 41.4-11: "ApLOTOLVETOV EV UEYEPOLOL.

% This is ‘the most widely represented wedding scene on vases’ (Oakley & Sinos (1994) 28), and includes both
mythical representations, e.g. Florence 3790 (figs 62-63 — Peleus and Thetis) and mortal wedding scenes, e.g.
Berlin F 2372 (figs 72-73 — although Eros is present in this scene).
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number of our extant wedding songs. The couple might share food, and be showered with
fruits, nuts and coins, all actions symbolic of fertility.® They would then enter the thalamos
to consummate the marriage, outside which the guests would sing epithalamia. Some, as in
Sappho frr. 30 and possibly 23 V, would stay all night,® but the door would be guarded by
the thurdros, the doorman branded a giant thug in fr. 110 V. The following day was called
epaulia, or anakalyptéria after the symbolic unveiling of the bride, and the gifts given to the
bride on this day shared the same name. Some scholars argue that this unveiling took place
earlier in the proceedings, before the consummation or even before the procession, and
indicated the bride’s symbolic ‘consent’ to the union.”” But although brides are almost always
represented in vase-painting as being half-unveiled, either by their own hand or by that of a
numpheutria or bridesmaid,” the bulk of the literary evidence suggests this took place later in

the marriage, and would thus symbolise its successful completion.®® The real telos, however,

® Theopompos fr. 15, cf. Boston 10.223 (Oakley & Sinos (1994) 34 & figs. 60-61, incorporating the
anakalyptéria). Ormand (1999) 9 states that the shared food was a meal of sesame cakes, but cites no sources for
this.

% sappho frr. 30.3, 23.13 V (aw Jvuy io[dnv).

" E.g. Sourvinou-Inwood (1978) 106, Oakley & Sinos (1994) 25.

% The earliest examples show the bride holding her own veil, as in St. Petersburg b 1403 (Oakley & Sinos fig.
99) and Florence 4209 (the Francois vase, Oakley & Sinos figs. 50-53). The figure of the numpheutria seems to
have been introduced ¢.500 BC: on Warsaw 142319 (Oakley & Sinos figs. 100-4), Aphrodite adjusts Hebe’s
veil as Heracles leads his bride to bed. Both types of scene are used by red-figure painters, and later classical
vases even show Eros flying in to adjust the bride’s veil (Athens 19522 (Oakley & Sinos figs. 124-27)).
Llewellyn-Jones (2003) 109-110 suggests the ‘veil-gesture’ performed by the bride does not indicate her
unveiling, but rather her veiling of herself in a gesture of modesty, and provides many parallels from modern
‘veil-cultures’. This idea has merit, particularly in representations of the public elements of the wedding such as
the procession, in which it may be improper for a respectable woman to appear outside unveiled.
Representations of the bride being unveiled by another (particularly in the presence of the groom, as Oakley
(1982) 113-18 discusses with respect to Boston 10.223), and especially by Eros, seem at odds with this
interpretation of modesty, but Llewellyn-Jones distinguishes the ‘veil-gesture’ from the ritual of anakalyptéria,
in which the bride is passively unveiled. The gesture may, however, be analogous to those of the actors on the
Pronomos Vase (Naples 3240), in which the figures’ identity is indicated by their manipulation of their iconic
attribute.

% The earliest use of the term, by Pherecydes of Syros, refers to the gift of a robe given by Zas to Chthonie on
the third day of their marriage (fr. 2.13-19). Lysias calls these gifts Ta. d00€vTor AVOKAAVTTAPLOL YLVOLKL
yopouvpévn (fr. 14a Carey), but does not specify when in the gamos they were given. Photius and the Suda
both associate it with the epaulia (Photius o 1502, Suda o 1888, £ 1990: kaB6cOV £V 11 TOL VUUPlov
owia 1 voudn tote mprtov ErnbALcTaL, cf. Pausanias € 49: 1| devtépa TV yAUwY huépa ohtw
KaAgLTal, KoBoboov kTA.). Sicily was given to Persephone as an anakalyptéria gift xoto tOV TOV
[MAottwvog kol depoedovng ydpov (fr. 164.14 FGH, also Diod. Sic. 5.3.2.6, cf. Plut. Tim. 8.8.2: &v 1t01g
YOUOLC), again, not specifying an exact moment unless to mean ‘during the gamos (feast)’. Harpocration

specifically associates the anakalyptéria with the epaulia, but states that this happened &tow T TTpMOTOV
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had yet to be completed. The couple must live together, sunoikein, for the purpose of
producing legitimate children. A woman would be called guné rather than parthenos after her
marriage,'® but childbirth might be said to signal ‘true’ integration into the marital oikos:
Euphelitus, for example, states that he began to trust his wife after their son was born.*™*

This lengthy process from betrothal to motherhood is remarked upon by scholars. No
one act was sufficient in itself, but marriage entailed a whole ritual and social process, with
its intention the perpetuation of the oikos — a process which included songs, particularly

processional hymenaioi. According to Oakley and Sinos:

There was no official legal document at Athens to establish official sanction for a
marriage: the legitimacy of a gamos was determined by evidence of the intent of the
bride’s father and the groom, as provided by the engyé...what was important was the
performance of essential rituals — appeasing the gods, feasting, and the ceremonial

transfer of the bride and her incorporation into her new home.**

Of these, they hold the procession to be ‘the central act of the wedding’.*® This would
account for the high number of processional songs that are wholly or mostly extant (recall the
Iliad and Shield, Sappho fr. 44, the exodos of Supplices; Troades as well as possibly

Phaethon; and Peace and Birds) as well as such representations on vase-painting. The

avakaAOnTorol dote bpadnuot tolg dvdpdot (A 115). When was the bride first seen by her
husband? Pollux also states that this term refers both to the gifts and the day on which ExkaAOmTeL T
vOpdov. Hesychius calls the gifts optéria and the anakalyptéria 6te v voudmy EEdyovow <tov
BoAdou> T TPt Mépa (o 4345 o 1888). Only the Etymologicum Symeonis associates this event with an
earlier stage: 6TV TPWTOV AVAKAADTTOVTAL EV TH ECTIACEL TOV YEU®V KOl TOlg Avdpdol Kol
TOlg ECTIWUEVOLG OpwUeVaL (1.3.13, on Lysias).

100 Hdt. 5.39.1, Lys. 1.6, cf. Rehm (1994) 17, Konstan (1995) 149, Ormand (1999) 19.

101 Lys. 1.6: the wife’s production of an heir means TyoOUEVOC TOTNY OLKELOTNTOL LEYIoTNY €lvat. Cf.
Goldhill (1986) 121: ‘As the telos of a man’s life is found in the hoplite rank and war, so for a woman the aim
and final point is marriage and the procreation of children’ (my emphasis); Patterson (1991) 59; Vernant (1991)
202-3, on Loraux (1981) 36-67.

192 Oakley & Sinos (1994) 10.
193 Oakley & Sinos (1994) 26.
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concept of behaviour endorsing the marriage also informs Patterson’s opinion, that ‘no
specific legal ceremony was necessary — or sufficient’ to denote legitimate marriage. She sees

marriage as:

A composite process leading to or having its goal in the establishment of a new
household or oikos, with the eventual production of children, introduction of children
into appropriate civic and religious groups, marriage of children — and eventually the
replacement of parents by children in new oikoi of their own which will continue or

renew the life of the parents’ oikos.'®

This composite process and renewal of parental oikoi also has as its result the continuation of
the polis, situating marriage once more in the public sphere. Marriage is a matter of the
propagation of society, of which sunoikésis must be the central fact, with the intent to
cultivate legitimate children denoted by the engué. In the context of the community, as we
see enacted in our earliest wedding songs, a wedding procession, accompanied by music and
festivity, provides a public — and very loud — announcement of that intent. These songs
involve the whole community, and often suggest, as | have mentioned above, that the
marriage will benefit the community as a whole. This is particularly relevant in democratic
Athens, where the body of citizens is reproduced by the marriage. There is little evidence for
non-citizen marriage, but the problems of taking a bride of non-citizen stock are elucidated in

Euripides’ Andromache.'®

104 patterson (1991) 60.

1% Though Andromache describes herself as married (voudebopat, 403) to Hector’s murderer, and knows that
Neoptolemus would take the death of their son hard (kdta g TP / TEKVOL BavdVTOg PAdi™g
avée€etan, 340-41), the idea that Molossus could rule over Phthia is rejected: fj Tovg Epolg Tig TOidog
gEavétar / dOLlog Tupdvvoug brtag, (201-2).
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The centrality of this ritual to oikos and community life provides fertile ground for its
manipulation in literary epithalamia, particularly in tragedy. If it is omitted or improperly
performed (which, I will argue, applies equally to hymenaios as ‘wedding’ and ‘wedding

song’), the consequences are both disastrous and far-reaching:

When tragic weddings or funerals — rituals constitutive of the family — go awry or fail
to effect their desired transitions, it is not simply the individual oikos that suffers. The
ripples spread with increasing force to shake the polis as well, probing the nature of
its social and political underpinnings and challenging those in the theatre audience to

consider new and often radically different directions for the city.'*

The concept of marriage as transition is one which I would like to explore in greater detail. |
have spoken of ‘departure’ and ‘separation’, topoi which most often find expression,
associated with death, in bridal laments; and of ‘reintegration’, often connected with
‘cultivation’ and ‘victory’, particularly in epithalamia sung by or to men. The addition of a
transitional stage accords with Van Gennep’s tripartite scheme of rites of passage,
‘ceremonies whose essential purpose is to enable the individual to pass from one defined
position to another which is equally well defined’.’®” He argues that ‘postliminal’ rites, those
of incorporation, are the focus of the wedding in traditional societies,'® and it cannot be
denied that a large number of wedding rituals focus on the bride’s integration into her new

oikos: the sharing of food and katachysmata, which is both a fertility rite and one performed

106 Rehm (1994) 9.

197 yan Gennep (1960) 3. He goes on to define this ceremonial schema (p.11) as including ‘preliminal rites (rites
of separation), liminal rites (rites of transition) and postliminal rites (rites of incorporation)’. Avagianou (1991),
Rehm (1994) 5 and Clark (1998) also address the wedding in terms of this framework.

108 \/an Gennep (1960) 11.
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in other contexts of incorporation, such as the entrance of a new slave into the household;*®
the epithalamia, with their focus on the marital love of bride and groom; the
epaulia/anakalyptéria indicating the bride’s establishment in the marital home; and the
beginning of their life together, resulting in childbirth.

| have stated that marriage in ancient Greece was, in addition, the bride’s initiation
into adulthood: according to Van Gennep’s schema, the rites of ‘transition’ or limen should
therefore be emphasised.™° I will return to the wedding procession, arguably the central act
of the ritual, and to its accompanying songs, in order to illustrate this. Although VVan Gennep
states that wedding processions should be seen as preliminal, as ‘the change of residence is
marked in the ceremonies by rites of separation, always primarily focused on the territorial
passage’,*** | argue that this should be seen as a transitional rite. During this passage, the
bride is literally between limina, as yet belonging neither to her father’s house nor that of her
husband. She is neither child nor adult, but suspended between two identities. This is often
symbolised by her literal suspension above the ground in a cart or chariot.

This passage affects not only the identity of the bride (and, to a lesser extent, that of
the bridegroom), but also of the community, and this phenomenon is also remarked upon by

Van Gennep:

Every marriage is a social disturbance involving not just two individuals but several

groups of varying sizes. A marriage modifies a number of elements in their

199 ptolemaeus s.v. kartory oot Ammonius k 256.3-4, Pollux 3.77.1-7, Syrianus 74.9-13, Hesychius «

768c, Photius x 145, Suda k 877, 878, cf. Schol. Ar. Plut. 768.1-18.

119'\/an Gennep (1960) 11. Calame (1997) 10-15, examines the choral activities of young men and women in the
context of ‘group initiation’ into adulthood, a process during which the initiands exist in a liminal period and,
especially at Sparta, ‘enjoy an intermediary status between the conclusion of their initiation and enrolment in the
army or their marriage’ (pp. 14-15). This will be discussed at greater length in Ch. 1, however, we may view the
wedding ceremony as a series of rituals within a larger rite of passage designed to effect the transition of the
?arthenos to womanhood and of the couple to the establishment of their oikos within the community.

1 \/an Gennep (1960) 116.
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relationships to each other, and these changes, step by step, bring about a disturbance

in the equilibrium.**?

Marriage involves a whole community, and that community participates in the transitory
journey between oikoi and between identities. The procession, and the movement of imagery
from separation to reintegration, can thus be seen in terms of a communal ritual whose aim is
to effect the transition of the bride from parthenos to guné, thereby guaranteeing the fertility
of the oikos, and, by extension, the continuity of the community — especially the classical
polis. The hymenaios is part of this ritual, a ‘hymn for the wedding’, as it were.'*® It must be
borne in mind that not only the processional hymenaios, but other wedding songs also, make
use of the imagery of progression (as well as other topoi), and only Catullus 62 among our
extant songs represents anything like a complete and fully enacted transition, from
separation/lament to reintegration/celebration. Caution must be exercised when utilising this
interpretive framework, but it is probably safe to say that the epithalamium is a genre
particular to various aspects of the marital transition.

Our literary examples emphasise a woman’s first transition — from parthenos to guné,
and this may underline the importance of such a transition in Greek thought. For this reason —
and that space does not permit me to address the marriages which, given the average nuptial
age in ancient Greece, would have frequently taken place later in a woman’s life — | have
concentrated on first marriages. Where second marriages do appear in wedding songs, such
as that of Helen in Agamemnon, they may be problematised — or this may be due to the fact
that this song was sung for an adulterous union. Similarly, the importance of this transition to

the community is most relevant in citizen or elite marriage rites: our extant hymenaioi do not

112 \/an Gennep (1960) 139.
113 On the connection between bty and Huvog, see Jolles (1916) 126, Muth (1954) 12-22.
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provide us with songs for metic or non-citizen couples, thus, it is difficult to assess the role of
marriage in strengthening bonds among these communities.

As part of a transitional rite of passage, the wedding song in literature draws attention
to transitions and the problems inherent in them. They are not only fundamental to the
relationships upon which the community is built, but often represent a crisis in these
relationships, between identities, genders, and between oikos and polis. The final ‘gendering’
of the wedding song centres on the representation it gives of male/female relations in its
performative and social context. Different authors manipulate the generic ‘elements’ of the
wedding song in various ways to achieve various effects dependent upon their period of
composition, their own gender and that of their speakers, their literary form and the social
and political circumstances within which they composed. This thesis asks the question: how
is the wedding song being used in these works, and with what picture of gender relations do
our literary weddings present us?

Chapter 1 will distinguish Sappho’s epithalamia from ‘epithalamial’ songs (including
Alcman’s partheneia) to establish an ideal model of transition and gender relations in the
‘real’ wedding. The central section of this thesis will then examine how those relations fail in
tragedy: from the abuse of epithalamial ideals in Aeschylus’ Supplices, Agamemnon and the
disputed Prometheus Bound (Chapter 2), to Sophocles’ focus on the failure of transition in
his use of the term anumenaios (‘without wedding songs’) and its implications in Antigone,
Electra and Trachiniae (Chapter 3). Chapter 4 will examine the perverted hymenaioi which
result from transgressive cycles of sexual relations in Euripides’ Phaethon, Troades and IA.
These songs exist in dialogue with Aristophanes’ celebratory exodoi in Peace, Birds and
Lysistrata, which will be analysed as developments of the Sacred Marriage motif in Chapter

5.
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Chapter 6, on the Hellenistic epithalamium, shows both the genre and its social
context to be in a state of transition, and so forms a crossroads at which the wedding song
both looks back to previous literary models, and forward to a public idealisation of mutual,
married erds. The genre’s transition to prose occupies Chapters 7 and 8, examining Plutarch’s
development of that erds as part of an eschatological, as well as social, transition; and finally,
the more secular presentation it receives in the prescriptions for epithalamial orations —
which, like the Greek novel, present marriage as an initiatory telos for both partners. Further
analysis of the novel, as well as New Comedy, is unfortunately absent from this thesis:
constraints of time and space prevented chapters on these genres, but there is certainly scope

for further research.
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CHAPTER ONE

THE ARCHAIC WEDDING SONG

The scarcity of evidence for the archaic epithalamium poses interesting challenges for the
critic of the Greek wedding song. We possess references to the hymenaios in epic, some
fragments of Alcman that may or may not relate to a wedding, and a number of poems by
Sappho, consisting mostly of a small number of heavily mutilated verses. Aside from

commentaries, and analyses of their use as intertexts for later works,™

these epithalamia
receive little scholarly attention. Modern Sapphic studies turn their backs, for the most part,
on her heterosexual, formulaic, socially ‘mainstream’, and communal compositions in favour
of articulating an understanding of her expressions of ‘lesbian’ desire. Female speech, female
consciousness, and a rejection of patriarchal structures characterise this criticism, resulting in

115

a range of images from ‘Sappho Schoolmistress’ to Sappho, female symposiast; > thiasos-

leader or chorégos of Aphrodite;**°

and sexual initiator of young girls whose homoerotic
desire was so internalised she was herself incapable of ‘normal’ heterosexual relations.**” The
passionate identification of feminist scholarship with a love-struck poetess burning her bra in
the agora of Mytilene leaves little room for examination of the songs that commemorate the
establishment of such ‘normal’ heterosexual relationships among her circle. Yet both she and

Alcman were famed in antiquity for their composition of wedding songs, as well as other

lyric poetry.**®

14 E 9. Page (1955), Gow (1950) 348-61, Fordyce (1961) 245-55, Seaford (1986) 51-59.
115 parker (1993) 304-51, contra esp. Wilamowitz (1913) 77.

16 E g. Gentili (1988) 76-89, Lanata (1996) 11-18.

17 Calame (1997) 251.

118 Menander Rhetor 402.16-17 (Sappho), AP 7.19 (Alcman).
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The criticism that does stray into epithalamial territory often encompasses songs with
no obvious connection with a wedding as it strives to contextualise and interpret other
‘lesbian’ songs.’™® This chapter aims to redress that balance. I will separate Sappho’s
‘epithalamia’ from the songs I categorised in the Introduction as ‘epithalamial’: songs which
make use of the diction and images of the wedding song, but which may not relate directly to
the occasion of marriage. | will also analyse the epithalamic fragments and attempt to
construct some meanings for the archaic (predominantly Sapphic) wedding song: how should
we understand this song? How is it being used? What, if anything, does it say about marriage
in late seventh-/early sixth-century Lesbos, and what understanding do we gain of marriage
and gender relations from this representation? | have spoken of marriage (and marriage
songs) as a transition, a journey through initiation into adulthood and through literary history.

This is our point of departure.

Songs of Separation

What is a wedding song? Aside from those songs assigned by the Alexandrian editor to
Sappho’s Book of Epithalamia, I have designated the genre as being signified by the elements
‘bride’, ‘bridegroom’, ‘wedding’ and/or hymenaios.*® Linguistically, this would seem to
exclude those fragments most often discussed as epithalamia (frr. 16, 31, 94 and 96 V, as
well as the Partheneion) without further consideration. The poems, however, are fragmentary,
and the lack of generic signifiers may be due to this, or could represent a poetic innovation:

the poet’s manipulation of ‘primary elements’, relying on the audience’s ability to identify

119 For which Parker (1993) 337-38 criticises Merkelbach on frr. 17, 94 & 96, and Wilamowitz on fr. 31. See
also Hallett (1996) 140-41 on the Partheneion, frr. 82, 16 & 96 and Lardinois (1996) 197-69 on fr. 31 and
(2001) 81-91 on frr. 16, 31, 94 & 96.

120 Introduction, p.10.
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the genre, in order to achieve particular poetic ends. By examining their use of epithalamial
topoi, | aim to establish whether or these songs can be identified as wedding songs.

Fr. 16 V maintains that whatever one loves, kv’ 0ttw T1g Epartat (3-4) is the
fairest thing on the earth, and that the speaker would rather see the face and walk of absent
Anactoria than the Lydian chariots and infantry.*** The poem is ordered in Sapphic strophes,
as are the wedding songs frr. 27 and 30 V — likewise, the other fragments of the first book of

Sappho, which are not epithalamia. Its speaking voice in the first person singular (E&yw, 3,

BoAAowuay, 17) is echoed in other wedding songs but is also a feature of choral lyric which

supposes multiple singers.*?? The types of wedding song to which it corresponds are telling.
Fr. 115 V is an eikasmos and frr. 107 and 114 V are laments for virginity; fr. 16 V contains
features of both of these — indeed, the two are connected. Helen of Troy, who left her home

and family to follow Paris, reminds the speaker of Anactoria:

.. Jue vov "Avaxtopiag b]vEUvaL-

o’ ob] mapeoicac.?

Lardinois notes that as well as being associated with marriage (another woman is compared
to Helen in the possibly epithalamic fr. 23.5 V), Helen was also associated with death: her

abduction by Paris can be construed as a descent into the Underworld, as in Euripides’

Helen.* Here Helen appears as the agent of abandonment, koAA[itot]s’ EBa (9), not a

passive abductee — although, as in the case of bridal lament, the happy life left behind is

12! sappho fr. 16.17-20 V. The absence of the ‘bride’ might rule out a nuptial context, but cf. Ch. 4, p.147.

122 sappho fr. 107 V emiBaAopa, 114.1 ue Amols’, 2 hEw mpodg o, 115.1, 2 Etkdodw, cf. Alc. fr. 1.77
“ Aynouxopo e TEIPEL.

123 sappho fr. 16.15-16 V.

124 Lardinois (2001) 84.
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stressed and the future remains uncertain: [T0]v &vdpa. ToV> [ aplictov (7-8), Plhwv
to[k]hwv (10). Her agency is qualified by the fact that she was led astray: mopdyqy’

abrtov (11), and a verb stemming from agein could well recall the numphagbgia that

brought a bride to her new home. That Anactoria seems not to be present, and that Helen’s
departure has reminded the speaker of this fact, suggests that like Helen, Anactoria too has
left. She may have escaped Sappho’s affections; ‘flecing’ like the beloved of fr. 1.21 V. She
may have died, and become aligned with the chthonic aspect of Helen. Or she may have left
her circle of friends to marry: an action which, in the aristocratic poleis of the archaic period,
is likely to have been exogamic and to have taken her away from her own philai in a manner
similar to Helen’s elopement. The language of departure (koAA[imor]c’), as Lardinois

remarks, is similar to that of the departed virginity in fr. 114 V (AMmois’).}#

Helen is surpassingly beautiful: mepokéfoica kdAAOg [dvB]pwnwy (6-7), a
quality common to brides and bridal figures. If this song is an epithalamium, it is then an

encomium for the beauty of the bride. Aligned with Helen, Anactoria is surpassing, but has

left her old life behind. Perhaps Anactoria also follows 0ttw T1¢ Epartat (although she is

unlikely to have known her bridegroom before the marriage). Perhaps, as we will see from
other epithalamia, the song idealises the love between husband and wife in these terms, in

126

order to encourage harmony to develop.” What is most obvious is that the subject of the

song is 0TTw TIg Eparta to the speaker — she would rather see Anactoria’s beauty than the
Lydian military might. Whether or not this is deliberately presenting a positive image of the

bride — she is valued by her old philai, so as to guarantee her value to her new family — is

unclear.

125 |bid.
126 See pp.73-76.
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Elsewhere Sappho also turns the epic into the erotic. In a nuptial context, this is most
obvious in fr. 44 V, to which I shall turn later: the description of Hector and Andromache’s
wedding procession which, as Schrenk has argued, alludes to certain episodes in the Iliad.**’
Winkler also addresses this reconceptualisation of Homer in the context of frr. 1, 16 and 71.
To him, this erotic, feminised reworking signifies Sappho’s ‘double-consciousness’, the
ability to understand both public, masculine culture and private, feminine subculture and to
expose the limitations of the former by reading it through the latter. Her heroic poems ‘are
not just from another tradition, they embody the consciousness both of her ‘private’ woman-
centred world and the other ‘public’ world’.*?® Is it appropriate, however, to compose a
wedding song comparing the bride to the adulterous Helen — even in terms of this double-
consciousness?

Helen is certainly attested in the epithalamium: Theocritus 18 is a wedding song for
her and Menelaus, and the epithalamiast in Lucian also compares a bride to her.*?® She
functions as a paradigm bride despite, or perhaps because of, her nuptial adventures.**® Yet
the idealised, legitimate union in Theocritus is a far cry from depictions of her illegitimate
elopement with Paris. Or is it? Their relationship appears on a number of vases with nuptial
associations, particularly lebetes gamikoi and loutrophoroi. Helen’s compelling beauty and
its consequences would have powerful associations in the context of the bridal bath that was
part of the numphokomos. A number of aryballoi, ceramic containers for cosmetics, may also
be associated with this kind of bridal adornment or with the pherné given by the bride’s
parents after the wedding.*** Helen is also depicted as a bride at the moment of her abduction:

an Attic red-figure skyphos shows Paris taking Helen in the cheir’ epi karpéi gesture during

127 Schrenk (1994) 144-50.

128 Winkler (1981) 66.

129 | uc. Symp. 41.7, cf. also Sappho fr. 23 V.

130 | ardinois (2001) 84.

131 LIMC s.v. ‘Helene’ on Ruvo 1619 (RF lebes gamikos), Berlin V.1.4906 & Athens 1162 (RF aryballoi),
Naples 82265 (RF loutrophoros), Bale HC 227 (RF lebes gamikos), Athens 1282, 17315 & Boston 95.1403 (RF
aryballoi), and Leningrad 1929 (polychrome aryballos).
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their wedding procession, attended by Aphrodite, Peitho, and Eros.*** An epithalamium

containing a narrative of Paris and Helen’s love might therefore be feasible, although the

question remains: with which aspect of the myth could the audience be expected to identify?
If this is the case, fr. 16 V could, as Lardinois suggests, commemorate the departure

of Anactoria to marriage — either anticipated,'*®

or accomplished (hence the speaker’s
‘memory’ of the departed). It deals with the separation between friends on this occasion and

their relationships with one another. Paris, the new bridegroom, may be Tig £portat to

Helen, but to the speaker, it is the departing ‘bride’. Most importantly, it addresses the power
of love, specifically as a breaker of bonds between former philai, whether or not this love is
idealised in the context of a wedding as that which leads a bride to her new life. The language
is epithalamial, but the song itself cannot be securely identified as a wedding song.

Fr. 31 V is again in Sapphic strophes, and again in the first person singular — neither
of which, we saw above, directly indicate a wedding song. Here, a verse akin to makarismos

opens the song:

doiveTal Lol KNYog 1c0g ooy

134

Euper” dvnp,

This, it has been argued, is equivalent to the blessings pronounced upon Hector and

Andromache: Beo<e>1xéAo1c. M Page refuted this interpretation:

132 Oakley & Sinos (1994) 32-33 on Boston 13.186. The reverse of the vase shows Menelaus reclaiming Helen
after the war.

133 |_ardinois (2001) 83: frr. 16, 94 and 96 ‘are in fact laments that Sappho herself or the young friends of the
bride performed at weddings’.

134 sappho fr. 31.1-2 V. Winkler (1981) 73-77 suggests that this makarismos points to a re-creation of Odyssey
6, in which a blessing is followed by a statement of deep personal dread.

135 Sappho fr. 44.34 V.
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Since such terms are commonly used on occasions other than weddings, it should be
obvious that their use in the present poem cannot be used as an argument that this

occasion is a wedding.*®

Indeed, ‘equal to the gods’ is a common epithet of heroes, as is ‘like the gods’.*¥’ In fact, the
use of theoeikelos in fr. 44 V is its only use in wedding poetry*® — olbios or cognates of
makar- are far more common for makarismos.’*® In a similar way to fr. 16, the poet is
separated from a beloved girl in a context that may or may not indicate marriage:
OTT1G..1004VEL refers to an unspecific person, not an identifiable ‘groom’.

In fr. 31 V the separation is emotional, rather than spatial. Unlike Anactoria, the girl is

envisioned as present and Sappho does not have to rely on memory in order to see her:

MG yop <€c> o 10w Bpodxe’, DS Ue Gwvn-

o obdev £T gikel,

The woman sits, however, next to the godlike man, who listens to her &dv ¢pwveicag and

veraioog epoey.t* This fires the sexual jealousy of the speaker, who describes herself

as suffering the physical effects of love.'*? How can this be construed as a wedding song?

The positioning of the man and woman would seem to be telling. In what contexts

other than a wedding feast could a man respectably sit Evdvtidg (2) to a woman in ancient

136 page (1955) 31.

B37660e0¢ is used regularly in Homer: 1I. 2.565, 3.310, 4.212, Od. 1.324 inter al., and is used outside of heroic
poetry for any ‘godlike’ individual. ©@eoe1k€A0C is rarer: 1l. 1.131, 19.155, Od. 4.216, 276, 8.256.

138 Although cf. fr. 96.4 V.

139 sappho fr. 112.1, Eur. Pha. 240, Tro. 311-12, Ar Av. 1721-25, Theoc. 18.16.

140 sappho fr. 31.7-8 V.

14! sappho fr. 31.3-4,5 V.

142 sappho fr. 31.5-6, 9-16 V.
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Greece? We may be unable to say, lacking sufficient evidence for sexual segregation on
archaic Lesbos. Our assumption that men and women did not interact is based on classical
Athenian ideology, in which citizenship depended on the chastity of the women of the oikos,
who were therefore encouraged to remain indoors. In this milieu, men and women did not sit
together even at weddings: Euangelus’ fragmentary comedy Anakaluptomené shows slaves
setting up separate tables for men and women for a gamos.**® Our song does not have to
relate to a wedding — indeed, if such segregation also operated on Lesbos, it could not. Other
archaic texts, particularly Homer, present a different picture: Helen in the lliad converses
with the Trojan elders on the wall, and in her home with Hector.*** In the Odyssey, she sits
with her husband to receive his guests, as does Arete on Phaeacia.** Penelope also receives
the disguised Odysseus in her hall, and sits and converses with him.**® These, though, are
married women — the latter two trusted queens, the former the daughter of Zeus whose sexual
conduct might well be called into question. Different rules apply for Nausicaa, an unmarried
maiden who would attract censure by being seen with Odysseus.**” The subject of the song
might well be a new wife, but could equally be a mature guné, secure enough in her status to
talk and laugh with a man even if he were not her husband. She may be neither — Sappho fr.
30 V suggests that girls and youths participated in mixed-sex activities, in that poem, the
choral performance of epithalamia. A Lesbian girl or woman could therefore potentially
come into more contact with males than her Athenian counterpart.

Rather than a wedding, the fragment could relate to a symposium, in which a woman

— specifically a hetaira — could converse with men or speak on the subject of erds. Sappho’s

%3 Evangelus fr. 1.

144 Hom. 1. 3.161-244, 6.342-68.

145 Hom. Od. 4.120-295, 6.303-9, 1.139-66.
146 Hom. Od. 19.53-360.

%" Hom. Od. 6.273-89.
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ancient biography preserves a tradition of her in this context,"*® but Lidov argues that this
motif, arising from Attic comedy,'* actually brought together ‘incidents based on a travesty
of various types of wedding songs, such as are found in Sappho, with stories about Rhodopis
[the hetaira reputedly responsible for the downfall of Charaxus, Sappho’s brother] and her
fellow slave Aesop’.™ It cannot be denied that Sappho’s love poetry is equally applicable to
the emotions of the symposium,*** and this applicability may have accounted for the survival
of her poems — transmission invariably takes place in the male voice, and so must be equally
appropriate to masculine concerns. Fr. 31 V lends itself well to such generality: it shows no
evidence of a banquet, nuptial, sympotic or otherwise. We cannot identify the subject as
parthenos, hetaira or numphé, as no age is indicated. Her interlocutor is seemingly a mature

man, @vnp, rather than the gambros of the wedding songs. Even the identity of the speaker is

ambiguous: we cannot assume that Sappho herself is driven mad by desire in this fragment.'*?

The suggestion that the poet was a hetaira poses problems for songs which are identifiably
wedding songs: would the elite of Mytilene have commissioned a courtesan to compose
poetry for their unions? Here, however, there is only a man, a woman, and a conversation —
possibly a scene of courtship, in whatever context — and a suffering onlooker.

Questions must also be asked about this erotic suffering: is the narration of such
internalised erds on the part of the speaker appropriate to a wedding song? It is true that in fr.
112 V makarismos for the groom is immediately followed by effusive praise of the seductive

beauty of the bride:

148 Hdt. 2.134.4-35.29, Strabo 17.1.33.18-22, P. Oxy 1800 fr. 1, Ov. Her. 15.63-70, 117-20, Sen. Epist. 88.37,
Ael. V.H. 12.19, Athen. 13.596¢-d, Phot. s.v. p 490 (= Suda p 211), see Lidov (2002) esp. 222.

149 sappho is mentioned in an erotic context in Epicrates Ant. fr. 3.2, and was the eponymous heroine of plays by
Amipsias, Amphis, Antiphanes, Ephippus, Timocles, and Diphilus; her love for Phaon was the subject of
Menander’s Leukadia. Rhodopis was also a comic figure (Comica Adespota fr. 579).

50| idov (2002) 234.

151 Cf. Parker (1993) 337, contra Lardinois (194) 78.

152 ghe is, however, female: Tolloaw, xWAOTEPQL (v.14). A possible quotation of this fragment in Plutarch’s
Amatorius (763A1-6) presents the same sentiments in the mouth of a male speaker, indicating the universal
power of such love; see also Plut. Dem. 38.4, Ch.7, p.287.
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ool ydplev uev €1do0g, bnmota <0 . .. >
LEAALY', EpOG & ETU IUEPTMOL KEX VT TTPOCMITWL

S S, >tetTipok’ EEoxd o’ 'Adpodita.

This praise, however, describes the bride’s physical appearance. It is purely external beauty —
although we may suppose that it might inspire er6s in those who view her. In fr. 31 V, no
mention is made of the subject’s physical appearance, only the speaker’s reaction at her
interaction with a man. The speaker’s desire is internal — indeed, it is so acute that it is
envisioned as preventing her from utterance, never mind encomium (v.9).

When love is the subject of a formal wedding song in Sappho, it is the love between
the bride and groom, as in fr. 30.4 V, not between the bride and her companions. Homoerotic
desire between females can be an appropriate subject of song in lyric poetry, as in
partheneia,™* but these reflect the bonds between girls in a ritual choir and may offer a
comparison for the expressions of desire between women in Sappho, rather than suggesting
that both are wedding songs. A socially-sanctioned eroticism could well be the subject of the
song in this case. As in fr. 16 V, the poem does not necessarily need to praise the erotic

capacity of a bride, but takes as its subject the power of the love between the speaker and a

female addressee. Once again, the woman is 0Tt T1g £patact to the speaker — who is not a

bridegroom — which probably rules out the performance of this song at a marriage.

153 Sappho fr. 112.3-5 V.
154 The girls’ beauty and its effect on chorus members is elaborated in Alem. frr. 1.70-77, 3.61-64.
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Fr. 94 V is another song discussed by Parker and Lardinois as a sympotic ode and

bridal lament respectively.'*®

Again, there is a first-person address to a departing female like
Anactoria, and like virginity in fr. 141 V; and Voigt identifies a glyconic metre, elsewhere
associated with wedding songs.'*® Here the focus is on the moment of separation between

Sappho (identified in v.5) and the girl: kocteAumavey (2), dArvAyundvo (5). These verbs,

with their connotations of ‘leaving behind’ and ‘abandonment’ suggest the emotional effect
of the departure on both the departed and those who remain. The companion leaves Sappho

against her will: &&xols’ (5), a common term for bridal reluctance which is often used in

contexts suggesting forcible abduction or rape.™” The use of this term in connection with

Thetis (whom Zeus dod.coev, which, as we saw in the Introduction, also connotes violent

death), and Persephone, goddess of the Underworld, may support a reading of the wish for

158

death by a reluctant bride in the opening line, TeBvdkny & &O6AWG OEA®.™ Aeschylus’

Danaids also wish for death rather than forced matrimony with the Aegyptids.*

Sommerstein is, however, quite right to point out that the suppliants would prefer neither
option,'®® and if the departing girl in this fragment is in fact a bride, perhaps the same is true
of her. The symbolic death involved in the transition to marriage is conflated by bridal
lamentation with the ‘real thing’.

This statement needs qualification on two counts: firstly, we cannot be certain

whether the wish for death is that of the companion, or of Sappho herself. The statement does

155 parker (1993) 346: “if we compare Xenophanes 1, his description of the perfect symposium, with Sappho 2,
94, and others, we find all the same elements: cups, wine, wreaths and perfume. Even the incense, altars, and
hymns are as much a feature of the symposium as of the sacrifice’. Contra Lardinois (1994) 74 and (2001) 85.
158 \oigt (1971) 102, cf. Eur. Tro. 314, 22-23, 31, 38-39.

7 Also Hom. 11. 1.348 (Briseis); similarly, Zeus subdued Thetis to Peleus obk EB&lovoo (18.434). Cf.
H.H.Dem. 19, 72, 412, 432 (Persephone). King Pelasgus in Aesch. Supp. 940-41 tells the herald that he may
only remove the Danaids to marriage with their cousins if they are £xovcag and eboePrg mibot Abyog.

158 Sappho fr. 94.1 V; cf. p.22 n.72.

159 Aesch. Supp. 787-91; Ch.2, pp.82-83. Deianeira makes the same wish when Achelous contends for her hand:
Soph. Trach. 15-17; Ch.3, p.125.

18017 am grateful for Prof. Sommerstein’s comments on the significance of bridal reluctance, particularly with
reference to the Danaids, given during the annual review of this thesis in June 2007.
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not contain any indication of speaker, and it is also common for the bereaved to wish for
death in laments.*®* Secondly, even if it is made by a bride, can we take the statement at face
value? An expression of reluctance or unhappiness is a common topos for new brides,
especially in connection with leaving their old homes and lives.'®® It reflects the Greek
polarisation of the female as the passive sexual partner — the expression of unwillingness
demonstrates her valuation of virginity and suggests that she will possess similar sophrosuné
once married. Persephone’s self-presentation is of rape, but she is taken from the meadow, a
locus typical of burgeoning sexuality and resultant rape.'®® To display public eagerness for
sexual contact, even in marriage, is not only immodest in a female, but can also suggest a
perversion of the marriage rite, as in Cassandra’s enthusiastic hymenaios in Euripides.*®* The
male is the active partner, the seducer, the persuader, the initiator (often expressed in poetic
or iconographic terms as the abductor). The bride’s kallos may inspire the erds that facilitates
this process, but she is not expected to take the initiative.

Here it is not a bridegroom who strives to overcome this reluctance, but Sappho

herself. She answers the girl:

xolpols’, Epyeo kduebey

LEUVOLG’, OloBa YO D¢ <o>€ TEdNTOUED. '

181 Alexiou (1974) 178. This wish conforms to strict conventions: either ‘that the mourner had died instead of
the dead, or that they had died together, or that neither had ever been born’.

162 £ g. Sappho frr. 107, 114 V, Aesch. Supp., Soph Trach., fr. 583 R. Unusually, it is Phaethon the bridegroom
who evidences this reluctance in Eur. Pha; Hippolytus exhibits a similar unwillingness to make the transition to
adulthood. The bride is shown weeping in her modesty in Cat. 61.79-81, and encouraged not to struggle against
her fate in Cat. 62.59.

163 H.H.Dem. 5-6, cf. Eur. Hel. 180, lon 888-90 (Creusa raped while picking flowers), Mosch. 2.62 (Europa);
compare Eur. Hipp. 73-74.

164 See Ch.4, p.170-71.

165 Sappho fr. 96.7-8 V.
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The injunction chairein can be used in any context of greeting or leave-taking, but is also
specifically related to two epithalamia of Sappho: frr. 116 xaipe, VOUOQ, XAIPE, TIULE
YAUBPE, and 117 V fyoipoigt & vopoda, xopetw & o yauppog. More literally, it
means ‘to rejoice’, suggesting that the occasion is less unhappy than Sappho’s interlocutor
makes out. The exhortation to memory, however, is a feature of the propemptikon (leave-

taking poem or speech) and does not appear in any other extant wedding song.*®® The

epithalamium encourages and celebrates the transition to a new life; where it looks back on

the old, this tends to be in the first person through the voice of the bride.*®’

The intimate relationship of speaker and girl in the previous two fragments is
expanded in this song. The interlocutor addresses her complaints directly to Sappho: 168’
gelme pot (3), who replies in the first person singular: tov & &yw 18" &uelpoéuov (6).
Immediately, however, the poet locates herself within a group of companions who shared the

girl’s life, and cared for her. Sappho is the prominent figure of this group. It is she who

reminds the girl of their past activities, Eyw 0&Aw Ouvaicot (9-10), which the addressee

undertook at her side: Tap guoul (14). These activities seem both erotic and ritualised: the

women garland themselves (12-14, 15-17); anoint themselves with perfume (18-20); seem to
undertake an erotic activity in a bedroom (21-23); and are present at the ipov and dAcog
(24-27).

This list of activities, particularly ‘you put away desire/longing’ has provoked
extensive scholarly comment. Stigers focuses on the unity between the speaker and the

addressee created by the narrative, in which ‘Sappho dramatizes her absorption with the other

186 E 9. Hom. Od. 8.461-62: "Xo(ipe, EEV, ol kol TToT £V Ev Tartpidl yoin / uvnorn euel..", cf. Men.
Rhet. 398.26-29: €1tar £l T0UTOLG &Aooy dElwoelg abtov Lepvnobot Tng TAAoL GUVNPELG... An
exhortation to memory is included in the Peri Kateunastikou, but this is an exhortation to intercourse based on
the couple’s courtship, 410.26-30.

167 See examples of bridal reluctance: Introduction, pp.15-22; Theoc. 18.22-25 presents the only ancient
example of recollection of the ‘old life’ by voices other than the bride’s.
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woman, the lapse of her separate self-consciousness as she is caught up in the other’s
sensuousness...the tension in Sappho’s poem, then, is between the friends and the outside
forces that are requiring them to separate. The aim of the dialogue is to obliterate the tension;
it becomes a monologue in order to insist on the unity of the two participants’.*®® Whatever
the circumstance of the separation, the poet directs attention away from these into a ‘private
world’ of eroticised memory that excludes these external pressures — is this appropriate to a
wedding song? Winkler goes even further and reads the stanza following the ‘satisfaction’ of
desire as representing a somatic rather than geographical sacred landscape, taking

obd'..kmAet On[oBey dp]ueg AMESKOUEY (25-26) to mean ‘we explored every sacred

place of the body’.169

Again, this reading is inappropriate to a nuptial context: no participant in a marriage
would be pleased to hear the epithalamiast drowning out the sorrow of separation in a
homoerotic internal space with no place in it for the bridegroom, or that the women of Lesbos
had had carnal knowledge of the virgin bride. Is the context at fault, or the reading? While
there is no generic signifier of marriage, the initial language suggests bridal departure.
Comparable expressions of homoerotic desire in partheneia suggest that such poetry was
appropriate to a pre-marital state, within the ritual setting of choral activity (perhaps indicated
here in v.27).1° What is certain is that this period is now coming to an end, and the subject is
leaving.

What is intriguing about the m600[v of this poem is that it demonstrates a desiring

female subject. There is an acceptance of desire and the contexts of its expression

(ctpwuv[ay) in these verses. This is unusual in nuptial poetry but recalls the locus amoenus

168 Stigers (1981) 53.

169 Winkler (1981) 82.

170 Alem frr. 1.77, 3.61-63, 79-81 (see pp.53, 65), cf. Lardinois (1994) 70: ‘the activities [of fr. 94] are
compatible with those of a chorus and one can even read a linear progression into them, starting with the
preparations and leading up to musical performances in temples and in other places’.
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in which an idealised — particularly mythological — marriage takes place. Indeed, an almost
nuptial progression seems to be enacted in this poem: from fatal protestation, through female
beautification, to sexual acculturation and the fulfilment of desire. In this progression, the

qualities of the bride praised in fr. 112 V attach themselves to the departing girl: charis

(xoipors’), gentleness (&rddonl d€pait, 16), love and desire (téBo[v, 23), and connection
with the divine (ipov, &Acoc). This fragment cannot be said to be an epithalamium, but it

employs the language of this genre, perhaps to evoke the period of preparation for marriage,
or even to suggest a homoerotic marriage-substitute.*’

A final fragment dealing with relationships between women makes use of similar
topoi. Fr. 96 V is in a slightly different metre,*’? and slightly different structure: here the poet

addresses Atthis, but the central relationship is between Atthis and a woman in Lydia, who is

spoken of in the third person. Not just one, but both women receive the now-familiar

comparison to the divine. The absent friend held Atthis to be T0eacikelaV dipryvwrot,t’

and she herself is compared to a heavenly body:

VOV 08 AVSULOY EUTPETETOL YUVOLL-
KECOLY AOG TOT AEAIW
d0vtog & BPododaKTLVAOE <CEACVVOL>

TavTo. TEp<p>Exolc” dotpa-

71 T am grateful to Professor Chris Pelling for this suggestion. This is paralleled in Gentili’s interpretation of the
Partheneion, but might suggest a more formal, institutional bond between women than is necessarily supported
by the extant evidence.

172 \/oigt (1971) 106: cr 3gl ba ||.

173 Sappho fr. 96.4-5 V. Page (1955) 87 prints 8¢l ¢’ tkédaw &pryvartan, and is followed by Campbell
(1982) 120.

174 Sappho fr. 96.6-8 V.
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This image of the ‘surpassing’ or ‘outstanding’ woman, often in comparison to a divine
being, is used regularly in nuptial and quasi-nuptial contexts: Helen in fr. 16 V, the bride in
fr. 112 V, Nausicaa in the Odyssey, Helen in Theocritus 18, and Europa in Moschus’

Europa.'” It may also be used of a bridegroom in fr. 106 V when the poet addresses a man as
TEPPOY.OC. Moreover, the woman, like Anactoria, is now no longer present. She stands out
among the Lydian gunaikes (mature women or wives). A departure to marriage is plausible.
The function of memory is again important in this song. The woman in Lydia retains
her bond with Atthis by remembering her: Emuvdctels™ AtOidog uépmt (15-16). The
seductive setting for the memory of love is created not by the eroticism of shared ritual
activity, but by the simile of the woman’s beauty (9-14). The gods of seduction, Aphrodite

and Peitho, enter this nexus of images (possibly in comparison with the subjects of the song

from v.21) in the highly fragmentary final section.'’® What is their function here? Aphrodite
appears to pour nectar from a golden vessel, véxtap Exev &mL / ypvoiag (27-28) in a
manner reminiscent of her epiphany in fr. 2.13-16 V, a scene which owes more to the
theoxenia of a religious festival than to a wedding. They might function to seduce a bride

away from post-transitional lamentation, but the intertextuality here suggests otherwise.

Parallels with the Louvre Partheneion have been noted: the plurality of the speaking voice:
].douey (3), aup. (18), o.ut (Gppr? 21), ko (k- &u[ur? 27); the playful self-
denigration, perhaps of a chorus, while comparing its leaders to goddesses (21-23); and an
agonistic quality, between the chorus and Atthis and the Lydian Woman, and between the

dances of ‘then’ (LOATOL, 4) and ‘now’ (EUTPETETOL is thought to relate to dancing).'”” A

175 sappho frr. 16.6, 112.5 V, Hom. Od. 6.109, Theoc. 18.25, Mosch. 2.71.
176 sappho fr. 16.26, 29 V.
Y7 _ardinois (1996) 162-63, cf. Burnett (1983) 312, Hallett (1996) 140, Calame (1977:1) 91, also (1997) 42-43.
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pre-marital context might then be envisioned, from which one woman has departed to Lydia,
although a chorus of mature Leshian gunaikes is not out of the question.'™

This song again focuses on the relationship between women, kept alive by memory,
and the fact of their separation. As the circumstances of this — indeed of all the separations
examined thus far — are unknown, an interpretation of the fragment as a wedding, or even
‘epithalamial’ song, depends on the assumption that the Lydian woman’s departure is a
departure to marriage. As in the other ‘epithalamial’ songs, this is suggested by the use of
epithalamial language and topoi: the comparison to gods, the outstanding beauty of the guné,
the locus amoenus, the presence of Aphrodite and Peitho; but the fragment also contains
features appropriate to other transitionary genres such as the partheneion. The attention given
to the relationship between women within the larger framework of a (possibly choral) group

is akin to that in Theocritus 18 (the wedding chorus are dwdeko TopBevikal within a

cohort of tetpdikig eENkovta. k6pat, who remember and long for their newly-married

companion),*’

which is undoubtedly beholden to Sappho, but there are significant
differences: Helen, though outstanding, was only one girl among the chorus — there is no
particular or individual relationship in Theocritus’ poem. As a result, the pothos expressed by
the maidens is less strongly homoerotic. It hints at close bonds within the group, but these are
expressed in the image of the young animal — as we have seen, a common image of both
lamentation and eventual domestication. Finally, the bridegroom Menelaus features
significantly in the Idyll. In Sappho fr. 96 V, no men are mentioned at all.

This leads me to conclude that there are three possibilities: a) this is not a wedding

song; b) Leshian wedding songs might not feature a bridegroom;*® or c) there existed songs

178 Mature women are represented in frr. 44.31 (ybvoukeg nmpoyevéctepalt) and 58.13-27 V; if Cleis in fr.
132 V is Sappho’s daughter rather than the ‘love’ suggested by Bennett (1994) 346, the poet was herself a
mature guné.

79 Theoc. 18.2-4, 24, 41-42; cf. Ch.6, pp.240-41.

180 But contrast frr. 44, 106, 111, 112, 113, 115, 116, 117 & 141 V.
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that concerned the transition to marriage and its effect on both the bride and her companions,
but which were not directly related to a wedding.*® The use of epithalamial language in a
poetic context where no marriage can be safely assumed leads me to suggest that frr. 16, 31,
94 and 96 V relate to (c), this ‘transitional’ period. Women’s separations and their strategies
for dealing with these are probably the key to our interpretation of these songs, rather than
epithalamia proper, for they deal wholly with the relationships between women and only fr.
31 V even suggests the presence of a putative bridegroom and thus a marital relationship.

Even the relationship in this poem leaves questions to be answered. In fragments of
wedding songs in which Sappho includes a bride and a groom, both participants are
addressed more or less equally — although the bride tends to receive the greater portion of
ekphrasis. These fragments are one-sided: they focus on the departed girl or woman to the
exclusion of the circumstances for that departure. They might pertain to some rite of
separation prior to marriage or commemorate the departure afterwards, but without the
generic signifiers of a marital relationship it is impossible to identify them securely as
wedding songs through their use of topoi. They do, however, unquestionably use epithalamic
devices and language and, by doing so, contribute to our understanding of marriage and
marriage songs.

The notion that these songs deal with the departure of a girl to marriage shows that
this departure had a significant effect on both the bride and her former philai. For the
companions of the bride, poetic reactions could range from representations of sexual jealousy
in fr. 31 V to fond memory in frr. 16 and 94 V. The bride’s own feelings might range from a
wish for death, as in 94, to sorrow for the loss of companionship even while performing the
activities of her new life, as in fr. 96 V. We must remember that the formal, occasional

conventions of lyric poetry dictated that these expressions themselves be formalised, poetic

181 These might include songs which, as suggested by Prof. Pelling’s reading of fr. 94 V (cf. p.51 n.171), use
epithalamial imagery to contrast the departure to marriage with a homoerotic separation — which may also be
true of fr. 96 V.
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utterances in accord with their performance context: lyric poetry performed in a public and
socially regulated setting. They constitute a poetic representation of the emotions surrounding
departure and thus should be seen as conventional rather than truly personal. They also
suggest that the period before this separation was a happy and sheltered time, as our tragic

and ethnographic bridal laments confirm. To her friends, the young woman is desirable and

desires in return: Eportoal, £patov, AGUTPOV, AV, TUEPOEY, ATAAAL, TOOO[V, EXALPE,
épwt, Enhpart]ov.™ Thus the maidens in Catullus can claim that a uirgo is cara as long

as she remains intacta, but when ‘plucked’ will be dear to neither pueris nor puellis.®®

These songs also give the impression that a girl’s life during this period might not
have been as secluded as is commonly assumed. The activities of the women in fr. 94 V are
described as kala, in deliberate contrast to the deina which they are now forced to suffer (4,
11). Their public appearance in shrines, groves and dances is mentioned (25, 27, 96.5).
Parthenoi performed songs at weddings, and stayed out all night doing it (30.2-3).2%* What is
more, although their activities are likely to have been segregated according to gender, girls
did address and interact with men who may not have been related to them.'®® Thus they seem
to have participated in a range of enjoyable, ritually-oriented, and conceivably mixed-sex
activities — although if the progression posited for fr. 94 V above is correct, these were
enacted with a view towards the young woman’s eventual acculturation or integration into
adult society through marriage. Calame posits for Sparta an intermediary period between the
end of ‘tribal initiation’ (best described as a ‘season’ when girls are acknowledged as

marriageable parthenoi) and marriage,'®® and it may be useful to apply the same theory to

182 sappho frr. 16.4, 17, 18; 31.3-4, 5; 94.16, 23; 96.5, 16, 21-22 V.

193 Cat. 62.45-47.

184 Also at Athens: Men. Epitr. 452.

185 sappho fr. 30.4-9 (address to a groom), 7 (assumed interaction with his age-mates), 31.1-6 (woman and man
converse) V. It is possible that the badinage about a doorkeeper and bridegroom in frr. 110 & 111 V and the
addresses to a groom in frr. 112, 113, 115, 116 & 117 V were sung by girls, but we cannot be certain.

186 Calame (1997) 14-15.
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Lesbos, and to suggest that these songs deal with the events of this intermediary period and
its conclusion.

Frr. 94 and 96 V suggest that there was a ritual significance to this period. The
garlands worn by the subject of 94 are suggestive of those worn in ritual contexts, as well as
the picking of flowers that indicates ripeness for marriage. Moreover, Sappho gives the

impression of their extensive participation in religious activities: xwbTe...&u]peg

2 /

QTECKOUEY (94.24-26). The dances performed by Atthis in fr. 96 V may also indicate

choral performance in a ritual context. A cultic aspect to the performance of Sappho’s poetry
has certainly been suggested, although the thiasos previously favoured by scholars is perhaps
too institutionalised a framework within which to understand this.*®” It may be more useful to
see the ritual activities of her circle in terms of those undertaken by marriageable parthenoi
elsewhere: the kanephoroi at Athens,*® partheneia at Sparta, the races at the Heraia in Elis,**°
or choroi performed for other religious festivals. The ancient Greek ritual calendar provided
numerous opportunities for the ritual participation of young women in religious rites and for
songs relating to these occasions.

The focus of such rituals seems to have been beauty and feminine grace, which
Calame argues signified ‘adult’ or ‘marriageable’ status.®® The semiotic nexus therefore
created is one in which girls undertake a variety of rituals which acculturate them to the status
of desirable brides. The beauty of girls leaving this context to be married is represented as

superior, and warrants comparison with Helen, as in fr. 16 V, or other goddesses (as in 96).

187 parker (1993) 318 dismisses Gentili’s (1988) 80 claim of a thiasos, rightly stating that fr. 1 provides us with
insufficient evidence for such a group. See however Bennett (1994) 346 ‘goddess worship’, Lanata (1996) 11-25
hetairai (companions, rather than courtesans) in the service of Aphrodite, Hallett (1996) 136-37.

188 Ar. Lys. 646: k&kownoodpovy mot oboar mallg Ko,

189 paus. 5.16.2.3-7: 0 8¢ &y EoTw &uiAla dpbuov mapbivolg: obTL mov TAcol hAtkiog THe
oTNG, AAAC TPMTAL UEV Ol VEMTATAL, LETA TODTAG 08 ol TN NALKi de0TeEpaLl, TEAEVTALOL 8
Btovow doal mpecBitatal TV mopbEvwy €iot, cf. Calame (1997) 28, 115-16, 187 (‘adolescent

initiation into adult life and marriage”), 236.
190 Calame (1997) 232.
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This creates an image of powerful female erds which must then undergo the next stage of
female transition: subjection to the male and initiation to full adulthood in marriage and
childbirth. The separation from this milieu at the height of its pleasures is traumatic for all
participants, and leads to the lament for departure and recreation of this period in memory
that we see in these poems. Fr. 94 V, however, suggests that an understanding of the
inevitability — and desirability — of this transition was inherent to the poetry of this
intermediate period. Despite her protests, the beloved girl is still leaving: she is commanded
chairein, and told to go, taking pleasant memories with her. The participation in lamentation
of both women allows them to articulate their reconciliation to the ‘bereavement’.*
Lamentation is turned, through the medium of song and the memory invoked of the activities
of this period, into sexualised and ritualised acculturation and possibly acceptance, which
might be realised in a more specifically epithalamic context by topoi of celebration. The

narrative movement of this fragment suggests that songs connected with marriage, even if

they are not epithalamia, might have had some role in this process of acculturation.

Acculturation: the Partheneion

The idea of ‘female acculturation’ also seems to be the key to understanding Alcman’s
partheneia, albeit an earlier stage of acculturation. The Louvre Partheneion has, however,
been previously interpreted as an epithalamium, and | agree with Contiades-Tsitsoni that it
should not be seen as such'®* — nor should fr. 3. Griffiths argued, on the basis of similarities

with Theocritus 18, that fr. 1 is an epithalamium on which the Epithalamium for Helen was

dependent. Arguing from the loss of one girl from their group (&vt[i & &vdexo. / TA1OWY

dex, 98-99), two possibly meta-epithalamic myths of marital malpractice (the Hippocoontids

191 Alexiou (1974) 125.
192 Contiades-Tsitsoni (1990) 59.
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and the Giants), and the concern of the chorus immediately after this with Agido (&&ldw /
"Ay1ddg 10 dwg, 39-40; light being an all-pervading motif of epithalamia), he suggests

that: ‘the Partheneion is actually a diegertikon sung by ten girls to the newly-wed Agido at
the break of day’.'®® Gentili goes even further — he argued for a parallel to a Sapphic thiasos
that could involve genuinely matrimonial homoerotic relationships (based on the use of

cvrdLYo(g) in fr. 213.3 V), and that the Partheneion constituted a homoerotic epithalamium

for Agido and Hagesichora:

It moves from agonistic language to reference to precious objects as a means of
defeating a rival for the affection of a beloved, to resigned withdrawal from combat,
and — finally — to the attainment of “peace” when one of their number accedes to the
amorous desires of another at the moment of ritual marriage. First comes the amorous
struggle, a part of the girls’ final attempt to separate Agido from Hagesichora, then
the idea that they are now beyond being helped by any precious object, or even by

their own beauty.*®*

Since Calame, however, it has been generally agreed that partheneia are part of a pre-marital
initiation rite signifying the end of childhood and the entrance to marriageable virginity.'*®
Debates continue, though, as to exactly what rite is signified, and under the auspices of which

goddess. As with our ‘epithalamial’ fragments of Sappho, there are no generic signifiers of

193 Griffiths (1970) 29; see Ch.6, p.241-42.

194 Gentili (1988) 76.

1951 ., being a young woman eligible for marriage. Calame (1997) 258-63; compare Bowra (1934) who argued
that the occasion of the Partheneion was a pannuchis ritual for Helen and Dionysus; Hamilton (1989) who
compared the activities represented in this fragment with those on Attic ‘Brauronian’ krateriskoi to conclude
that both were female group rituals, although he does not specify an exact context apart from a private, female
rite; Robbins (1991) who again does not specify an exact occasion, but reads the song as a competition between
the chorus, and Agido and Hagesichora, to greet the Dawn-goddess; Hallett (1996), agreeing with Griffiths; and
Cyrino (2004) who argues for a premarital initiation rite presided over by Aphrodite.
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marriage: no numphé, no gambros, and no gamos/hymenaios. The focus is on the relationship
between the girls and, in this case, we cannot even securely identify a departure. Alcman fr.
4A does, however, refer to a marriage and has been analysed by Contiades-Tsitsoni as an
epithalamium.*®® This poem is similar in tone and in its concentration on female activity to
frr. 1 and 3. In the following section, | aim to place the partheneion in relation to the
epithalamium within a schema of female initiation.

Fr. 1 begins with a lacunose rendering of a myth relating a struggle between the sons
of Tyndareus and their cousins, the sons of Hippocoon. Mythical narratives form part of a

number of epithalamia, and these ‘meta-epithalamia’ often reflect or comment on the action

of the wedding being performed.™®” A moralising gnomé suggests that the opening myth has
erotic overtones, and therefore may be seen in a nuptial context: [uf . . . &vB]pwTWY &C
WpavdY TOoTNoOw / [UNde Tn]pHT® youny tav "Adpoditav..[ In mada

ITopKkw (16-19). Page identified two possible erotic references: Clement of Alexandria’s

reference to this poem is followed by the statement that Euphorion, in his Thrax, referred to

the sons of Hippocoon as &vtiuvnotnpeg of the sons of Tyndareus, and Plutarch preserves

a version of the myth in which Enarsphorus (v.3) attempted to rape Helen in her youth.**® No
details of the exact nature of the offence are given in the extant poem, but it is possible that a
sexual transgression against the divine was involved, and was punished by the Tyndarids
(Polydeuces is mentioned in v.1). The rape of Helen would be an appropriate mythical
subject given her divine aspect in Sparta, often related to marriage.*® Finally, if Helen is

identifiable with one of the goddesses mentioned in the song (or even with Hagesichora, as

19 Contiades-Tsitsoni (1990) 50-54. | am not convinced by her analysis — the image of women praying to
achieve marriage (teAéco yapov, 15) suggests that a wedding may happen in the future, but is not
necessarily the occasion of the present song.

Y7 Cf. esp. Ar. Av. 1731-42 (Ev o8 buevaiw), Eur. IA 1036-98 (Tiv’ &ip’ YUEVOog ECTOCEV
o AV...;).

198 page (1951) 32, cf. Clem. Alex. Schol. Protr. 27.11, Plut. Thes. 31.

199 pausanias speaks of a sanctuary of Helen at the Plane-Trees in Sparta (3.15.3.1, cf. Theoc. 18.43-48), and she
is said to be buried at a temple of Menelaus in Therapnae (3.19.9.2-4).
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Griffiths suggests),*®

then the Partheneion takes on the aspect of a cult hymn to her, in which
a transgression, its punishment, and resolution are narrated, and the chorus state their

intention to follow the pious course:

EoTL TIC OOV TioLC.
0 & 6ABLog, boTig LPpwWY
AUEPOY [OL]OLTAEKEL

dxAovtog-

Is such a myth appropriate to an epithalamium, however? In the preceding section, I
discussed the problems of narrating one rape of Helen in the context of a wedding song. Here
another rape may be represented, which, though not adulterous, seems nevertheless to be
transgressive. If the contest between Tyndareus’ sons and their rival suitors is the subject of
the myth, its presentation is no less problematic — the death-count listed at the beginning of
the fragment is hardly propitious for a wedding,’®* whose aim is the re-creation of life. The
epithalamium does not shy away from problematic narratives: we have myths of Hector and
Andromache, Zeus and Hera, Peleus and Thetis, Helen and Menelaus, and Menander Rhetor
recommends more, especially unions of the hyper-sexual Heracles,?®® but these are idealised,
and represent the joyous celebration of the marriages themselves and the blessings conferred
upon the couples as a result. The foreshadowing is a subtle undertone, contributing irony or

uncomfortable discordance to the meaning of the wedding song. We do not have extant meta-

20 Griffiths (1970) 22-26.

201 Alem. fr. 1.36-39. dABlog here should not necessarily be taken as nuptial makarismos, as it is also
appropriate to gnomai in the context of hymns to the gods, cf. H.H.Dem. 486.

202 Alem. fr. 1.1-12.

203 gappho fr. 44 V, Ar. Av. 1730-40, possibly Sappho fr. 141 V, Eur. IA. 1036-79, Theoc. 18, Men. Rhet.
402.10-20, 406.24-28, 409.2-8; Ch.8, pp.309-10.
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epithalamia depicting outright rape. Those that do survive present images of social cohesion,
even if this means that they present versions of myths which contradict well-known traditions
of force.*

As in our Sapphic songs and many extant epithalamia, praise is given to female
figures. But the Partheneion is more akin to fr. 96 V, in which two women are singled out for

encomia. Agido, as described above, is represented with ‘light’ imagery, and compared to the

sun: F© ®dT d&Awov (41), Immediately, however, the chorus notes that their leader

Hagesichora forbids them either to praise or to blame Agido (43-45), and they proceed to

describe her pre-eminence:

dokel yap fuey abta

EKTIPETING TWEC WTEP AL TLE

EV BOTOLG CTACELEY IMTMOY
ToLyov &eBAOPOpOV Kavay AToda,

TV LroneTpLdiwy dvelpwY.*®

Hagesichora is exmpennc. By the same logic that identifies Helen (in both fr. 16 V and

Theocritus 18), the Lydian woman, Nausicaa, and Europa as bride-figures, this outstanding

beauty should mean that if a wedding is intended, Hagesichora, not Agido, is its bride.?%

Like a bride, she is compared to a horse: © pev kéAng / 'Evnrikédg (50-51). But so is

Agido, who offers competition (perhaps literally racing her) for this pre-eminence:

20% See esp. Ch. 4, pp.192-93 on the third stasimon of IA.
205 Alem. fr. 1.43-49.
206 Cf, p.52; Ch.6, p.255-56.
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& Og devtepa med "Ay1dw 1O FE1dog

innog Ipnvmt Kola&alog dpaptya- >’

Neither girl, however, seems to be getting married. What the fragment does show them doing
is performing a religious observance:* Aynoiy[6]p[a]... 'Aywdol . . . .opuéver /
Bwotnp[id T'] &’ Emavel (79-81). Hesychius’ gloss of Eopti) for Bwothplo suggests a
religious, rather than marital, ritual.?®® Prayers to the gods are mentioned in a nuptial context
in Alcman fr. 4A,*® and could indicate a pre-nuptial sacrifice, the proteleia. But unless
Agido and Hagesichora are undergoing a double (or homosexual, as Gentili suggests)
marriage, this does not adequately explain the prominence of both in the ‘festival’, the role of
the chorus as a whole in making a dedication,?? or its desire, rather than the ‘bride’s’, to
please the goddess Aotis.?* Fr. 4A offers a scenario of multiple female participants

performing prayers for the accomplishment of marriage, described as yvvaiél kol
avdpdfot / piht]oto (16-17); perhaps a similar scenario, and similar telos, is envisioned
for the maidens who, through the agency of Hagesichora, [1p]fijvag Epat[al]g ETERY

(1.91). Though not yet married, their participation in the rite looks forward to that occasion.
Griffiths’ problem of &vt[l & &vdeka / maildwv dek still remains, although I do
not believe it can be answered as simply as he suggests: ‘earlier in the season there had been

eleven in the choir, now with the bride’s departure there are only ten left’.?2 Of those ten, he

imagines Agido to be the bride and Hagesichora to be a benevolent daimon, which raises

207 Alem. fr. 1.58-59.

208 Hesych. s.v. BwoThHPLA.

209 Alem. fr. 4A.14-15: tol & 6Te 81 TOTAUDL KOAALPPOWL / APACOVT EpatdY TeEAESL YAUOV, Cf.
Ar. Pax. 1328.

210 Alem. fr. 1.61: opBplot dApog dpepoloaug.

2 Alem. fr. 1.88-89: EY®[v] 88 Tl pugv "Awtt pddiota / Favddvmy Epd.

212 Griffiths (1970) 12.
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more problems. Eleven names appear in the fragment: Agido, Hagesichora, Nanno, Areta,
Thalycis, Cleésithéra, Aenesimbrota, Astaphis, Philylla, Damareta and Vianthemis. If
Aenesimbrota is, as Page suggested, some kind of choral mistress and not to be included

within this group,?*®

that leaves the names of eight choreutai, a bride and a goddess. Why
then leave two girls unnamed? Our Sapphic fragments refer to the bride only as numphé, and
to the names of the epithalamial chorus not at all.

Two other interpretations are possible: that the eleven names refer to the £vdexa,

from which Aenesimbrota is to be excluded. Perhaps she was once part of the chorus, or

involved with its production, but no longer. The dex would then refer to the other girls,

including Agido and Hagesichora, some of whose attention you would go to Aenesimbrota’s

to attract.?**

Alternatively, Aenesimbrota is herself a chorus member, and simply a friend of
Astaphis, Philylla, Damareta and Vianthemis at whose house these girls could be found. She

is part of the dek, and the eleventh girl is Hagesichora, the chorégos, who is outstanding in

every other way, is constantly singled out for attention, and cannot be included among the
paides of the chorus. She may be a bride, but most likely her pre-eminence indicates her
status as a marriageable parthenos, in the context of a ritual that prepares for marriage and
childbirth but does not necessarily signify it.

Whether a girl has departed for marriage or is about to do so is impossible to tell from
the contents which, like three of Sappho’s ‘epithalamial’ songs, do not indicate the presence
of a bridegroom that would make a wedding ceremony a more plausible interpretation. The
girls speak of themselves as neanides, parthenoi and paides — the same designation is given
to Astymeloisa, the subject of Alcman’s third partheneion.”*® Both chorus and subject are

unmarried maidens, yet are highly sexualised: the girls are represented as horses, given

213 page (1951) 65-66.
214 Alem. fr. 1.73: 008’ £¢ AwnowuPp[6]tag EvBoloa, GACELC...
215 Alem. fr. 1.68, 86, 90, 99, 3.72 (n]opcevikac), 82 (maida), 83 (maidt.), 84 (TALC).

63



216

purple clothing and luxurious ornaments,“™ and are described in erotic terms like those of the

young women in Sappho’s ‘epithalamial’ songs: T0 O®C, EKTPENNG, Y AlTA YPLOOC,
apyvplov pdécwmov, 10 Feldog, Oieldng, £patd, emuépmt.”’” If Sourvinou-Inwood

was correct in stating that the ‘bears’ of the Athenian arkteia shed the krokotos, another
luxurious garment denoting femininity, at the Brauronia on completion of their initiation,*®
then a parallel may be drawn between partheneia and the arkteia, whose climax she imagined
as taking place at the five-yearly Brauronia.?*®

In both rites, a religious festival provides the occasion for the reintegration ritual of a
tribal initiation, during which a representative group of the cohort of about-to-be-
marriageable-parthenoi (pre-pubescent to menarche) have taken part in a series of ritual
activities aimed at their socialisation and acculturation to their adult roles. By demonstrating
controlled sexualisation, if not sexuality, during their reintegration rites, they indicate that
they have internalised sexual and gender norms and their mythological aitia, and thus are
ready to assume those roles. In a ritual under the auspices of the civic religion which aims at
male control of their sexuality, they are presented to society as parthenoi, desirable brides (in
this respect the rite could be termed one of ‘social puberty’ along the lines defined by Van
Gennep).””® There will then follow a period of maturation (menarche to marriage) during
which the parthenos will take place in other ‘civilising’ rituals and activities, such as those
described in the section on Sappho above, before she is fully initiated by marriage.

This period, and the ages at which it takes place, varies according to social context:

Hesiod says f| 8& yvvr) tétop’ hBwol, méumtw 8¢ youoito,”* and a marital age of

fifteen (supposing the completion of the arkteia at ten at the latest) is certainly usual for

218 Alem. fr. 1.64-69.

217 Alem. fr. 1.40, 46, 51-54, 55, 58, 71, 76, 101.

218 Sourvinou-Inwood (1988) 127-34.

219 goyrvinou-Inwood (1988) 21.

220 goyrvinou-Inwood (1988) 112, cf. Van Gennep (1960) 65-70.
22! Hes. Op. 698.
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Athens. In Sparta, Plutarch attests that girls married when they were duolotoag kol
nenelpovg,??? and therefore perhaps were initiated later — a greater seniority for the girls of

the Partheneion might account for Griffiths’ interpretation of the poem as an epithalamium.
We cannot be certain of the ‘initiatory’ and marital ages of the girls on Lesbos — Sappho’s
‘epithalamial’ songs display a similar degree of sexual self-awareness to the Partheneion, but
we must remember that these were composed by Sappho and Alcman, who were probably not
the same age as their choreutai, and thus might give a distorted poetic representation of this
acculturation.

We may thus note a series of transformations undergone by Greek women in the
passage to adulthood: from asexual childhood to marriageability, designated by the arkteia at
Athens and partheneia at Sparta; an intermediate period between physical maturation and
marriage in which other ritual activities (such as being a kanephoros, or a racing parthenos at
Elis),?® including perhaps other maiden choruses, were performed and the female homoerotic
sentiments expressed in the partheneion found expression; and the final transition to
adulthood represented by heterosexual marriage and the wedding song. Just as marriage itself
was a composite and often extended process, so too was the progression to womanhood
culminating in marriage and childbirth. Taken together, they constitute the process of
initiation for a Greek woman.

Maturation rites signify separation from childhood, intermediary rituals are part of the
liminal period of partheneia (virginity), and marriage rites begin the process of reintegration
into a fully adult role. Van Gennep first noted that transitions may be expanded into tripartite

sub-structures,?** and this seems to be the case for female initiation. Sourvinou-Inwood saw

222 p|yt, Lyc. 15.3.2-3.

223 See p.56, N.189.

224 \an Gennep (1960) 11. He gives the example of betrothal, a liminal period between adolescence and
marriage, but notes that ‘the passage from adolescence to betrothal itself involves a special series of rites of
separation, a transition, and an incorporation into the betrothed condition; and the passage from the transitional
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the rites at the beginning and end of this process (maturation and marriage) as enclosing and
symbolically regulating the potentially dangerous female sexuality that developed in the

intermediary period.?®

As we have seen, participation in ritual during this period could also
facilitate female acculturation, and offer a socially-sanctioned vehicle for the expression of
sexuality in the poetry of this period. The partheneion and the epithalamium stand at opposite
ends of this liminal period, and should not be conflated.?”® Their shared language and topoi,
however, suggest a shared ideology to these rites: both were part of an ongoing transition
within which young girls were transformed into women, productive members of the adult

community.?’

From separation to incorporation: the epithalamium

The epithalamium is a separate category of song from both the partheneion, which deals with
the entry into partheneia and looks forward to marriage, and from ‘epithalamial’ songs,
which probably deal with this intermediary period and its termination upon marriage (Sappho
fr. 16 etc). Here we come to deal with the epithalamia proper, of which only Sappho’s
fragments survive. Leaving aside the songs rejected as epithalamia above, we are left with a
number of fragments that fall under three broad categories — although they include other,
secondary topoi. They are composed in a variety of metres, and it is almost impossible to
determine the form of most of them: only a few lines — or even less — are extant. There are
songs which indicate lamentation, which often include images of ‘plucking’ and departure:

frr. 104a, 105a, 105b, 107, perhaps 109 (the father will ‘give’ something — the bride?), and

period, which is betrothal, to marriage itself, is made through a series of rites of separation from the former,
followed by rites consisting of transition, and rites of incorporation into marriage’.

225 goyrvinou-Inwood (1988) 29.

226 Cf, Parker (1993) 332, on Calame (1997:1) 167.

221 Cf. Swift (2006b) 169.
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114 V. These images, however, are polysemic: both Hague and Griffith saw the ‘plant’
eikasmos, particularly in 105a, as a positive encomium on the bride’s beauty.??® The question

in fr. 107 V: fip’ £t mopBeviag EmPBAALOUaL; moreover, may be rhetorical®®® — the

answer may have been negative. There are more straightforward encomia, which also include
eikasmos and makarismos: possibly fr. 23, and frr. 104b, 106, 108, 111, 112, 113, 115 and
194A V. The image of the larger-than-life bridegroom is developed to pronounce a reverse
encomium on the outsized doorkeeper in fr. 110 V. Celebration is represented in frr. 27, 30,
44, elements of 103, and 141, including the celebratory farewell to the bride and groom in frr.
116 and 117 V. These celebrations can be human, heroic or divine, and often show mixed-sex
dance and song that is nonetheless structured according to gender and age.

Under a simple tripartite ‘rite of passage’ scheme, we might expect a progression of
these songs from lamentation to celebration, perhaps via encomia. A similar structure occurs
in Theocritus 18: the maidens complain that Menelaus should have left the bride with her
mother and friends, pronounce encomia, speak of their former lives, pronounce eikasmos,
express their longing and intention to establish a cult for Helen (reconciliation through
memory), bid them farewell and wish for marital blessings, and invoke Hymenaios.?* In
Catullus 62, the protests of the girls against the cruelty of Hesperus and the loss of virginity
are interspersed with the youths’ praise of that star and the necessity of the bride’s

domestication, and invocations of Hymenaios.?*! In Catullus, the youths have the last word

(59-62) — did celebration triumph? In Nanhui Chinese bridal song, the bride ceased her

228 Odysseus’ comparison of Nausicaa to a palm-tree (Hom. Od. 6.162-69) is one of our oldest extant examples
of this type of praise; Hague (1983) 135, Griffiths (1989) 58-61 saw a positive point-by-point correspondence in
this image, symbolising fertility, sweetness, passivity and modesty: the ‘delayed marriage’ behind the image of
the near-forgotten or unreachable apple is held to be an index of the bride’s desirability. Cf. Theoc. 18.26-31;
Ch.6, pp.243-44.

229 Cf, Johnson (2007) 118.

%% Theoc. 18.9-15, 16-24, 26-37, 38-48, 49-57, 58.

%L Cat. 62.20-24, 25, 26-30, 31, 32, 33-37, 38, 39-47, 48, 49-58, 58b.
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lament as the bridegroom’s house came in sight.?** Continued protest goes against the
culturally positive objective of the transition (and is thus most often expressed in tragedy).
From those poems that make use of epithalamial imagery, we might posit the following

schema, although this is a cautious and speculative suggestion:

28 McLaren & Chen (2000) 216; cf. Introduction, pp.21-22; Ch.4, p.175.
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Fragment Aspect Stage Intertext
109 Giving: of bride? Engué?
27 Celebration: Preparation?
UEATECE', C]TELXOUEY YO
XAPLoCOL EC YOAUOV.
104a Lament: Procession Cat. 62
Hesperus/young (separation)?
animal Epithalamium? Theoc. 18
104b Celebration: Procession Cat. 62
Hesperus (reintegration)
105a Lament: plucked fruit | Procession Cat. 62
(separation)
105b Lament: trampled Procession Cat. 62
flower (separation)
111 Badinage: groom Procession (end):
YAUBPOgG
T(Elo)épyetat... T
108 Encomium: of bride | Epithalamium Theoc. 18
[23] Encomium of bride Epithalamium?
(eikasmos) oy Jyoxic[dInv
30 Celebration/love: Epithalamium:
aeidolo[t]v movvvy1cdol[clot
o[AOTaTOL
110 Badinage: Epithalamium
doorkeeper
112 Encomia Epithalamium: Theoc. 18
(makarismos) EXTETELECT
113 Encomium: of bride | Epithalamium Theoc. 18
116 Celebration/rejoicing: | Epithalamium Theoc. 18
XO1pE
117 Celebration/rejoicing: | Epithalamium Theoc. 18
Txopolst,
XOLPETW
107 Lament: long for Accomplishment:
virginity ETL EMIBAAAOMONL
114 Lament: long for Accomplishment:
virginity Mmoo’
A<T>OLYNL,
fobkéT My w...T
106 Encomium: of man Unknown
115 Encomium: of groom | Unknown

(eikasmos)

Figure 1: reconstruction of epithalamial process
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Our fragments do not offer a simple structure — a warning of the dangers of using Hellenistic
and Roman poetry to reconstruct their archaic models. Indeed, a number of fragments

actually go against the schema defined above. Fr. 27 V shows a scene of celebration as the

participants are going to a wedding: c]Telyoney yap &g yduov (8). It seems to be
addressed to the bride: kol yop 01 ob mdig ®ot[ (4), and shows a number of festive
activities: uEATecO’, JCare€on, &1dpa xdpicocat (5-7). There is no bridal lamentation

in this scene. The bride herself does not speak, and the maidens who might protest on her

behalf are to be sent away.”® It ends with a moralising gnomé separating gods from mortals,

234

like that in the Partheneion.”™" As in Alcman, the transition to adulthood (mocig mot[) seems

to a subject of celebration, and an essential part of mortal lot.
In fr. 44 V, rather than Andromache’s departure to Troy, her arrival there is presented

as a cause of celebration for its people. Music is again a feature of the procession to lIlion,
with a heavy emphasis on sacral elements: ablog & &dV[K]éANG, Ww[b6]do[g
K]potdA[wy, wEAog d&yvvov, dyw Becmecia, kpdnpeg dladol T, poppo Kol
Kool APovOC T OVERELYVLTO, YOVOLKEG O EAEAVLCOOV, A0V OVKAAEOVTEG,
Duvny (23-34). Here we see a later stage in the procession. The departure has been
accomplished in Thebe, and the major part of the journey to the bride’s new home has
already been made by ship: &vi vovow &m dAuvpov / mwovtov (7-8). The Trojan
procession forms part of Andromache’s reintegration into the house of Priam. As the groom’s
philoi (TAtadon, 13, ITepdporo Buy[a]tpeg, 16), who will benefit by this marriage (not

least through the extensive dowry described in vv.8-10), they have cause for celebration —

even the women.

238 Sappho fr. 27.9-10 V: &AL btTL 1) 107T0l] / oL ]pBEVOLg Am[Tt]epTE.
2% gappho fr. 27.12-13 V, cf. Alcm. fr. 1.16-21, also noted by Campbell (1982) 77.
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Even those fragments commonly associated with lamentation may have a double
meaning, as previously mentioned.?®® The image of a sheltered fruit or flower ripe for
plucking (or of a protected space) in frr. 105a and b V, is used to lament the loss of the
bride’s virginity in Sophocles (post-transitional lamentation), Catullus, and modern Greek
and Indian folk-song (anticipated loss).”*® It cannot be definitively associated with the exact
moment of separation — or, as in frr. 16 and 96 V, this separation may still be felt after the
accomplishment of the transition. The bridegroom, however, is compared to a slender sapling

(bpmacktl Bpadiv) in fr. 115V, and ‘garden’ imagery is also used to praise Helen’s beauty

during the evening epithalamium (Theoc. 18.29-30).2 Neither context indicates lamentation.
Hague associates such encomia with the wedding feast, although she admits that ‘almost all
the songs for every part of the ceremony compliment the couple by means of this

technique’.?® Intriguingly, she associates naturalistic imagery with the locus amoenus:

The comparison of the bride or groom to a plant removes the couple from their village
to the landscape of a garden or meadow, to a simple life, of the type men led before
they developed such niceties as beds, the way of life of the city of hogs described by
Plato (Republic 372 a-d) in which men recline on beds of leaves strewn with yew and
myrtle. This was a time when a young girl alone might expect to be ravished by a god,
for a meadow or garden is often the setting for such surprises, as well as for the love-

making of the gods.?*

Lamentation for the loss of virginity goes hand-in-hand with the representation of burgeoning

sexuality implicated in the ‘plucking’ motif. On the one hand, the transition may be a cause

% See p.67.

2% Cf. Introduction, pp.15-22.
237 Ch.6, pp.244.

2% Hague (1983) 132-33.

2% Hague (1983) 135.
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of apprehension; on the other, it is a natural progression and may be eagerly anticipated, as it
is for the women of Alcman fr. 4A and for Nausicaa in the Odyssey.?*° The image contributes
to the poetic representation of a seductive setting for love, facilitating the erds between the
bride and groom. It may even be used as an erotic pun, as in Aristophanes’ Peace.?** The
meaning may vary depending on the gender, age, and marital status of the singer, and perhaps
also the stage of the ceremony at which it is sung. Likewise, a lament for the loss of virginity
may be articulated after marriage, as in frr. 107 and 114 V, suggesting that marriage
produced mixed feelings often at odds with the tripartite progression imagined by Van
Gennep. The reintegration of Sappho’s brides may not have been as traumatic as that of
Deianeira and Procne, but it was nonetheless a potentially troubled period of acclimatisation
to a new environment.

It is therefore worth considering a cautious construction of the sequence of wedding
songs as defined above. It is for the most part consistent with the idea of transition, and the
exceptions do not necessarily disprove this hypothesis. Attitudes to marriage are
characterised by some degree of ambivalence in both ancient and modern Greek wedding
song,”** and the same topoi could be used to express a number of different perspectives.
There is no single, holistic viewpoint (masculine or feminine) on marriage, and this schema is
not absolute: what it shows is a general cultural ideal of a progression from modest protest to
eventual acceptance and acculturation. It also indicates that just as the designation of song is
not absolute, neither were the events of the wedding ritual. Separation might begin at engué,
but if the bride was betrothed as a child, marriage rites would properly begin with the

preparations for marriage: the proteleia and numphokomos. Transition was physically

249 Hom. Od. 6.66 (Badepdy ydiov), also 163-69.

21 Ar. Pax. 1340-43, cf. also Winkler (1981) 79-81, suggesting that the reddening ud&Aov is a clitoral image.
Henderson (1975) 134-36 identifies several comparable terms in comedy for the female genital region, but none
referring specifically to this organ. See Ch.5, esp. p.215.

22 Alexiou (1974) 42 records a Pontic funeral custom of laughing and saying ‘there’s never a funeral without
joy, nor a wedding without a tear’.
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expressed by the wedding procession, but in reality a woman occupied a liminal space from
maturation until first lochia, when she had fulfilled her ultimate function as ‘wife’ by bearing
a child to her new oikos. Finally, reintegration, despite the symbology implied in the
wedding, was not an immediate process, and acceptance of the new life in place of the old
might take some time, as fr. 96 V and our Sophoclean laments demonstrate. This was
recognised by the ancients, and Plutarch counsels the husband’s patience in a treatise that
owes much to the epithalamium (Mor. 138D6-E5).>** The sequence of epithalamia could
reflect the transition from separation to reintegration, in which the couple, especially the
bride, are praised for their accomplishment of the marriage. Yet it is overly simplistic to think
that this whole passage took place within the course either of one song, or a sequence of
songs. How might it actually be achieved?

An examination of the other topoi used by Sappho in the epithalamia is useful at this
point. The fragments discussed at the outset of this chapter are deeply erotic, and though they
are not epithalamia per se, nonetheless depict a socially-sanctioned eroticism to which a
young woman was acculturated in preparation for her marriage: this erotic imagery was
shared with the epithalamium. The eroticism of the epithalamia was remarked upon in
antiquity: Himerius speaks of the ‘rites of Aphrodite’ and Sappho’s creation of the

atmosphere for the accomplishment — consummation — of marriage:

.T00 88 "Adpoditng dpylan <povn> mopnkov 1 AsoBla Tampol {koi}
ey mPOg APV KOl TTOLELY <MANV> TOV BdAcpov: 1) kol €1onABe Heto
TOUg Ayovag €1 OdAopov, TAEKEL TooTdda, TO AExog {Oufpov}
oTPOVYLOL, TYPAPELT ToPBEVOLE <E1C> VVULOELOV, AYEL KOl "Appoditny EQ’

dpuo<t> Xopitwr, kol xopdv Epdtor CULUTXICTOP. KOl TNG WEV

3 Ch.7, p.266.
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LokVO Tag woOuog odiyaco, mANY dool peTtwnw Uepllovtal, TAG
Ao Talg abpolg APNKEV LITOKVLUOIVELWY, €1 TANTIOEY. TOV O¢ 1O
TTEPA KOl TOVE POSTPOXOVE XPLC® KOUNCOUCA PO TOL dOpov CTEVIEL

TOUTEDOVTAG KAl dASa KLVoLvTag LeTdpoion.™

Writers in antiquity (particularly those writing epithalamia, as Himerius here) perceived
Sappho’s poetry as creating an erotic space for the consummation of marriage. This marital
erds might seem to be a feminine construction but it, and manipulations of it, became integral
to male hymeneal discourse, as later chapters will demonstrate. The fear of violence
expressed in tragedy by the Danaids, Deianeira, and Procne is absent from Himerius’
space.’*® So are the anxieties of separation evident in other epithalamia and fr. 94 V. There is
only the wedding song, contests, a garlanded room and a bed, a chorus of girls, and Aphrodite
on the Graces’ chariot, attended by the Erotes.

The setting for reintegration is thus one of seduction. It features the accoutrements of
erotic acculturation familiar from fr. 94 V: music, garlands, bed, and female chorus, as well
as the presence (real or imagined) of the gods of love. In such a way, the fulfilment of
marriage is constructed as a divinely-sanctified occasion, for which the bride would have
been prepared through the activities undertaken both during maturation/‘tribal initiation’ and
during the intermediary period between maturation and marriage. These erotic aspects are
present throughout Sappho’s poetry, and her epithalamia and ‘epithalamial’ songs are no
exception. Fr. 112 V best demonstrates the construction of an erotic space by the poet, within

which the relationship between the bride and groom should develop. The bridegroom’s

marriage has been fulfilled as he prayed: col pev o1 yapog d¢ dpao / Exktetédect (1-

4% Sappho fr. 194 V (= Him. Or. 9.4 p.75s. Col), cf. Ar. Lys. 832, Ach. Tat. 4.1.2, Euseb. Laud. Const. 7.3.3,
7.4.7, Schol. Ap. Rhod. 3.1-5.
25 Cf. Introduction, pp.16-17.
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2). We soon learn why the girl has been prayed for (mdpBevov, &v &pao, 2). She possesses

charis (3), erds and himeros (4). Aphrodite has honoured her — like our other brides and

bride-figures, she stands out beyond others (£€oyd., 5).

Charis is repeated in fr. 108 V (® kKdAo, @ xapiecco kbépa) and in the

celebrations of fr. 27 V discussed above.?*® The Graces themselves, along with the Muses, are

summoned in fr. 103.8 V: &yvart Xdprteg ITiEpide[g te] Mot[ocat (similar verses exist

in frr. 53 and 128). Er0s appears again in fr. 23.1V, as eraton to describe Anactoria’s walk in
fr. 16.17 V, and as philotés in fr. 30.4 V. Himeros is used to describe the girl’s laughter in fr.
31.5 and Atthis in 96.16 V. Aphrodite appears again at fr. 96.26 V, and we should include
pothos in fr. 94.23 and Peitho at 96.29 V.?*” The intermediary period prior to marriage and
the wedding itself both make use of the imagery of love: by the time a girl marries, this space
is familiar to her, but its desire is now expressed in heteroerotic terms. It would not be
unintuitive to suggest that the transition of marriage, particularly the reintegration whose
climax is the consummation, is (at least rhetorically) accomplished through the agency of
eros. Later texts even show the deployment of such topoi in order to effect by logos the
acceptance of the marital transition, if prior acculturation and preparation proves insufficient.
In the exodos of Aeschylus’ Supplices, Aphrodite is honoured next to Hera, and given a

retinue of Pothos, Peitho, Harmonia and the Erotes. These are used to emphasise the

desirability of marriage to the unwilling Danaids (tietal & otoAdunTig / Bedg Epyolg

EML cepvole, 1036-37) and insist on its inevitability (1050-51).2** Menander Rhetor exhorts

his bridegroom to acceptance with reference to the beauty of the bride, the seductive locus of

consummation, and the attendant gods.**°

246 sappho fr. 27.7 V.

247 Cf, Lanata (1996) 20.

8 Ch.2, pp.192-93.

249 Men. Rhet. 407.3-14; cf. Ch.2, pp.91-92; Ch.8, p. 314.
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The desired effect on the addressees of such erotic exhortation must be the
development of erds and charis between the bride and bridegroom, including (but not limited
to) the sexual relationship founded on the wedding night. The encomia for the physical
beauty of both may also function not simply as public praise, but also as inspiration for such
erds. Makarismos lends additional weight to this positive valuation of marriage —
intriguingly, in Sappho this focuses on the blessedness of the groom for his possession of the
bride. He has prayed for her; there is no other like her.?® The epithalamium stresses the value
of a wife to a hushand as much as a husband to a wife. This implies a far more mutual (if still
unequal) relationship than either male-oriented or female-oriented poetry supposes, as one
might expect from a communal genre directed towards the continuation of the community.
This illuminates the celebratory aspects of the genre: lamentation for a drastic change in
circumstances might be expected, but on the whole, that change should be seen as positive.
The parthenos has become a guné, a productive member of society, cara uiro magis et minus
est inuisa parenti.®*

The effect on the speakers of such discourse also bears investigation. We know from
Sappho, and Himerius confirms, that maidens sang these songs, presumably at the weddings
of friends and relations, and presumably in the intermediary period before they too were
married. | suggest that just as girls participating in partheneia or the arkteia might be
expected, as part of a maturation rite, to internalise the social and sexual norms embodied by
their ritual activities; so too would performance of epithalamia for other people during an
acculturation period cause them to internalise the ideologies behind these songs. Marriage
songs were part of the process that, for their performers, might end in marriage. Participation
in these songs demonstrates accord with the community’s view of marital relationships, and

an understanding of the part the performers will play — both in lamentation and celebration.

20 gappho frr. 112.1-2, 113 V.
#1 Cat. 62.58; cf. Introduction, p.24.
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These were not, however, exclusively female songs: men also participated. What
could such sentiments signify when expressed through a male lens? Again, this could
demonstrate the acceptance and internalisation of wider cultural values. If mixed-sex choral
performance is assumed, we can allow no less a didactic function to the male chorus than to
the female. Indeed, as Swift argues, the mixed-sex wedding chorus indicated the
interdependence of gender roles in society at large® — a macrocosm of the mutual
relationship privileged by the wedding song. Men might sing of the ‘taming’ and ‘cultivation’
of the female, but this is no more the whole story than the female bridal lament. Older women
(and indeed men) whose own transitions had been accomplished may join in: the whole of
society joins together to affirm and replicate its own values.

The wedding songs of Sappho (particularly those containing naturalistic imagery) and
‘epithalamial’ fragments might then be used differently by different gender, age and status
groups, and for different rhetorical purposes. But they are not necessarily the product of a
female ‘subculture’, ‘occupied with the vital activities customarily assigned to women by a
cultural division of labour — the tasks of domesticity, including sexuality, reproduction, and
nurturing, and the ceremonies surrounding the human life cycle’.?*® They can be said to be

2% marriage, but a

‘woman-oriented’ in that they focus on the central event of female life,
qualification must be made. Marriage is part of a greater transition that spans a woman’s life
from pre-menarche to childbirth, and must be seen as part of this transition rather than
isolated from it. This transition took place within a communal and civic set of rituals, rather
than a private, feminine space. Marriage does not only involve women. A wedding must have

a bridegroom, which frr. 16. 94 and 96 V do not. The event affects him, and the community,

as well as the bride, and it is regrettable that the parameters of this thesis do not allow for

22 gwift (2006a) 133-35, (2006b) 173; see Introduction, p.14.
233 gkinner (1996) 179.
2% Wilson (1996) 142.
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greater discussion of the male experience of marriage.?® Plato, in the fourth century BC,
singles out song and dance as the ‘basic medium of transmitting an awareness of cultural
values to the young’,*® and society’s valuation of a successfully accomplished transition,

from separation/lamentation to reintegration/celebration through the internalisation of erotic

and acculturating imagery, should be central to our understanding of the wedding song.

%% gee, however, my discussions on Prometheus in Ch. 2, Phaethon in Ch. 4, the Aristophanic bridegrooms in
Ch. 5, the parity of Hellenistic marital experience in Ch. 6, and the reluctant bridegroom of Menander Rhetor’s
Peri Kateunastikou in Ch. 8.

6 Skinner (1996) 185 cf. Plat. Leg. 2.654a6-7.
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CHAPTER TWO

THE TRAGIC HYMENAIOS: AESCHYLUS

The lyric wedding song articulates, through various combinations of imagery, the integration
of the bride into her husband’s home (and the couple into the community) and the
subordination of her fertility to the oikos, on behalf of the social and cosmic order embodied
by the polis. This ritual is a source of both trauma and celebration to the initiand bride and to
the community.?’ She is separated from her former life in a ritual akin to death. She and her
philoi must adapt to this loss, and her new family must adapt to integrate the new guné. At
the same time, she is honoured as a blessing to the groom and a benefit to her new
community, and the potential violence of the physical transition to adulthood may be elided,
or that transition facilitated, by the seductive and erotic topoi of the epithalamium.?*®

In tragedy, this transition tends to fail spectacularly. Some transitions are abhorred
and avoided, such as that of the Danaids.?*® Some are never accomplished or are disrupted,
such as those of Electra, Antigone, Deianeira and Phaethon.?®® At best, some are politicised to

highlight other social transitions, as with the marriage of Prometheus and Hesione.”®*

Many
are perverted or improperly performed, like the rapes of Helen and Cassandra or the sacrifice
of Iphigenia.?®®> The consequence of this failure is a lack of reintegration. The dangerous
sexual potentiality demarcated by maturation and marriage rites is not contained and causes

increasing disruption of the oikos, polis and cosmos. The following chapters will examine

how the tragedians deal with this crisis, and how the epithalamium is used by them.

2T For “bridal initiation’, see Introduction, p.25, 33- 35; Ch. 1, esp. pp.66-69.
28 Ch.1, pp.73-76.

29 See pp. 89-97.

280 Ch,3; Ch.4, pp.137-60.

26! See pp.97-98.

%2 See pp.102-8; Ch.4, pp.161-208.
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Tufte coins the term ‘anti-epithalamium’ to remark the tragic usage of this genre:

Instead of expressing joy over a proper union, the anti-epithalamium expresses
lamentation or foreboding over a union which for some reason is improper or
unsanctioned, and thus presages tragedy, death, dissension, revenge, murder, war, or
other disruptions or order and nature...In general, the anti-epithalamium is a poem or
excerpt using epithalamic devices in an expression of unhappiness, disorder, and evil

associated with an improper union.?

I will argue that tragedy uses the wedding song not only to express dramatic irony, as above,
but also deliberately to invoke the marital transition and its inherent connotations, in order to
comment on significant issues within the text — and that it does so with an acute awareness of
the way in which that crisis was enacted (or perceived to be enacted) within its own cultural
milieu.

Whether by accident (i.e., due to the number of plays extant) or by design, the motif
of the hymenaios becomes increasingly prevalent in later tragedy: most instances of the term
occur in Euripides, who not only speaks of the occasion of the song’s performance but also
uses whole wedding songs in his plays. Aeschylus and Sophocles linguistically evoke the
hymenaios to articulate different issues surrounding the transition. This chapter will examine
how Aeschylus develops the wedding song and what this may tell us about marriage and

gender relations.

%63 Tufte (1970) 38. She identifies four recurring and overlapping patterns in this usage: to remark on the
absence of the ritual and order customarily associated with marriage; to remark on the presence of epithalamic
trappings that function in reverse; instead of seeking to repel the elements and symbols of evil omen as is
customary in the wedding ritual and epithalamium, it summons them or remarks on their presence; or to place a
conventional epithalamium in a situation already tragic or horrible, or about to become so.
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Suppliant Maidens: arrested transition

Three of Aeschylus’ seven complete plays deal with, or use the motif of, songs of marriage.
Of these, Supplices is the most problematic and at the same time the most fertile ground for
inquiry. While the play does not overtly use the term hymenaios, the concept permeates the
work. The tradition in Hyginus even suggests that the wedding song was founded in Greece
as a result of the action of the plays: ...quinto loco Argis quos fecit Danaus Beli filius filiarum
nuptiis cantu, unde hymenaeus dictus,®* and moreover, one of the surviving fragments (43 R)

seems to suggest that a diegertikon (awakening song) was included in the trilogy:

Kd&merto & £DtE AAUTPOV NAlov dpdiog

Ewg EYELPT TPEVUEVELG TOVG VUULOLOVG

véuolol BEVTWY VY KOPOLG T Kol KOpag.’®

The daughters of Danaus flee to Argos to avoid enforced marriage with their cousins the
Aigyptids (Supp. 8-10). If Seaford is correct and much of Hyginus derives from the

266

tragedy,”” eventually they marry them but (all except Hypermestra) murder the bridegrooms
on their wedding night, and then remarry in Greece. This story forms the tragic aition for the
institution of the wedding song — which would then become a central theme of the trilogy.

That many of the songs of the Danaids evoke or resemble epithalamia supports this

hypothesis, as does the tragedian’s use of similar aitia to form the conclusions of his

6% Hyg. Fab. 273.

265 Aesch. fr. 43 R.

%6 geaford (1987) 116. Garvie (1969) 167: Hermann and Croiset agree that Hyginus is probably closer to
Aeschylus, though other scholars have favoured Ps.-Apollonius as more closely reproducing the plots of the
trilogy. Neither of these are entirely unproblematic, however: while Hyginus appears to agree with Aeschylus in
making the proposed marriage the motive, not the sequel, to the Danaids’ flight, Ps.-Apollonius presupposes a
version in which the marriage and murder had already taken place in Egypt. Garvie sees this account as
contaminated and not entirely dependent upon Aeschylus — but states that the same is true of Hyginus.
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Prometheia and Oresteia trilogies.”®” Aeschylus uses imagery familiar from Sappho’s
wedding songs, and an analysis of this may yield clues as to the role of this genre in tragedy.
What motifs are used in the drama, and how and when are they used? How far do the choral
odes of Supplices formally resemble wedding songs, and what role do they play in Supplices
and the trilogy as a whole?

One of the most recurrent epithalamial motifs in Supplices is that of bridal
lamentation. While Tufte argues (above) that the lamenting anti-epithalamium is a tragic
reversal of the norm, the Greek wedding song in its traditional lyric form contains elements
of lamentation by the bride or her friends for the life left behind as in Sappho frr. 107 and 114
V, discussed in the previous chapter (the latter in particular bears structural similarities to the
antiphonal lament for Adonis in fr. 140 V). Similarly, in their first choral ode, the Danaids

lament the loss of carefree maidenhood:

ddmTw Toy Aoy NelAoBepT) TOPELOLY

ATELPOUKPOY TE Kopdio. S

More explicitly, maidens on the cusp of marriage turn what should be a wedding hymn into a
funeral dirge, which they chant while still living: {woa yéoig pe Tiu® (116). This
association of marriage with death is repeated throughout the play (particularly in the

parodos, first episode and second stasimon): they rend their own veils as would mourners

(131-33) before threatening to hang themselves (154-61, 455-65, 787-90) if their supplication

7 1n the Prometheia, it is likely that the Athenian festival of Promethea was established in commemoration of
his binding and release, and subsequent voluntary binding by a ring of stone and iron (Athen. 15.674d8-11, cf.
Griffith (1983) 303); the Oresteia explains the establishment of the Areopagus murder court. All three aitia are,
speculatively, the result of the final victory of peith6 over bia in the trilogies.

28 Aesch. Supp. 70-72; see Introduction, pp.15-22.
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is not heeded, prefer Hades to the Aigyptids (791), and state that they would rather die than

suffer this marriage:

EABETD LOPOC, TPO KO-

TAG YOUNALOL TUY WYY

A girl who died before marriage was often imagined to have instead married death/Hades, as

is demonstrated by a ‘Sapphic’ epigram:

Tiuddog &de KbV, Tav N TPO YAUO10 Bovovooy

de€ato depoehdvag Kudveog BdAopLog >

Other Greek funerary epigrams use the same topos.””* This image is connected with the
perception of marriage as itself as a kind of ‘death’, in which the bride’s blood is shed in the
consummation of the rite and she assumes a new identity as a guné.?’? In tragedy, the two
telé often become conflated and a marriage becomes a funeral — as a result, the ritualised
lament for separation apparent in many epithalamia becomes an actual thrénos, and the
protest against the fate of the bride turns into that for her death.’”® From antiquity to the

present day the wedding song has maintained this interchangeable character, and Greek

269 Aesch. Supp. 804-5.

279 AP 7.489.1-2.

'L AP 7.182, 486, 487, 488, 490 & 491.

272 Sissa (1990) esp. 106-123 discusses this ‘dramatised execution’, particularly in relation of the death of the
wedding god Hymenaios (cf. Introduction, pp.2-5). Though the bride may ‘die’ socially as a parthenos, this does
not seem to be related in Greek thought to the destruction of the hymen (cf. p.4 n.10), nuptial bloodshed being
instead explained by the painful reaction of the vagina to first penetration. It is perhaps significant that
Aphrodite in Aesch. fr. 44.1 R describes penetration as ‘wounding’ (Tp@coil). Compare Deianeira’s death in
Soph. Trach. 912-35; Ch. 3, p.132.

213 E g. Eur. IA 1036-97.
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moirologia are sung for those who have married as well as those who have died, emigrated,
or changed their religion.?’* The role of blood in marital imagery pertains not just to the loss
of virginity, but also the blood of childbirth and the continuance of the bloodline (an
important feature in the citizen-marriages under discussion). As such, it features significantly
in marital travesty, but here the Danaids go one step further, threatening to take the poetic
topos into their own hands and pre-empt marriage by death: a bloodless death by hanging
rather than by the sword with its connotations of sexual penetration and maternity.?”> They

seek to avoid what they view as personal pollution (ydpov..&cepn, 9) by polluting the

altars of the city with death in a sacred space, turning on its head the topos of hanging
traditionally committed inside (especially inside the thalamos) by Greek women.?”® Their
sexuality, and rejection of sexuality, enters the public sphere.

Already the discourse of the wedding song appears to indicate a crisis between the

feminine (personal) and masculine (civic) ideals, which, though it is momentarily averted by

the Argives’ decision to honour the maidens’ supplication, is yet foreboded (TtpodoBovuat,

1044) in the play’s exodos. The strident lamentation for the perceived death in the marriage
bed is muted to a sense of foreboding for death to follow by the end of the play, having
reached its climax in the ode preceding the Herald’s appearance. As the Chorus catch sight of
their suitors putting in to land at Argos and the hated consummation seems inevitable, their
fear is so great that they wish to disappear (779-83) or, failing that, to die.?’” Significantly,

278

the imagery of explicit violence and rape, absent from the lyric epithalamium,“™ also reaches

2% Alexiou (1974) 116, 120; Introduction, pp.19-20; also Holst-Warhaft (1992) 40-43.

2% Cf, King (1983) 119, Loraux (1987) 15. Interestingly, Loraux argues that death by hanging is the result of the
excessive valuation of the status of ‘bride’/’numphé: the very state abhorred by the Danaids. Though they reject
sexuality, the poet, however, stresses their nubile status.

276 5oph, OT 1263-64 (Jocasta), Ant. 1220-21 (Antigone), Eur. Hipp. 777-81 (Phaedra).

21T Cf, Sappho fr. 94.1 V, Soph. Trach. 15-17.

278 See Ch.1, p.60-61.
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its crescendo in this scene, with the threats of the Herald (and the possible appearance, as has

been suggested, of a subsidiary Chorus of Aigyptids):*®

obkovy fobkoLY
TILUOL TIAUOL KOl OTLYMOL,
TOAVAULWY GOV10G

ATOKOTO. KpoLTOHG-**

As the trilogy progresses, it is possible that lamentation was juxtaposed with the traditional
wedding song, in the diegertikon fragment (43 R) that must precede the discovery of the

murdered bridegrooms and subsequent mourning. Seaford notes that:

This is a fine example of an idea to which tragedy constantly returns: the often

horrific contrast between songs opposed in mood.?!

| believe that this juxtaposition represents more than a dramatic trope of antithetical songs. It
is part of a progression from lamentation, which reaches its peak in the mid-point of
Supplices and fades to a sense of unease towards the end of that play; to lamentation amidst
exultation as we discover the telos of death has been substituted for that of marriage; to the
wedding song ‘proper’ of which the trilogy may form the tragic aition. Because of the events
which make up this aition, the wedding song never quite loses its threnodic character, but the

imagery would seem to move towards a resolution throughout the trilogy, and is

% Garvie (1969) 193.

%80 Aesch. Supp. 838-41. The simultaneous climax of fear and lamentation on one hand, and of violence and rape
imagery on the other, may indeed lend weight to Macurdy’s (1944:96) conjecture that the hubris of the
Aigyptids constitutes the reason for the Danaids’ flight.

281 Seaford (1987) 115.
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representative of the movement from rejection to acceptance of marriage and sexuality
embodied in the speech of Aphrodite (fr. 44 R) discussed below.

The Danaids’ asexual preferences are expressed further by the poet’s use of another
hymeneal motif, the mythical ‘meta-epithalamium’. These wedding songs within wedding
songs are used to elevate the participants in the ceremony to the divine or heroic level by
comparison with the mythical protagonists, and are often used in drama to comment upon the

action of the nuptials in which they are performed.?®? In the first two odes, the Chorus tell of

the courtship of Zeus and their patpog &pyatog (51), To. Both songs elide Zeus® usual

sexual aggression towards mortal women (and indeed, his violent courtship of lo in another
possibly Aeschylean play, Prometheus Bound) and narrate the conception of the offspring of

this union, Epaphus, through the caress of Zeus’ hand (Eooyv, 47).
Though in their dialogue with the king the Danaids use the usual verb for sexual

intercourse to describe the union (Lely Mo, 295), in their songs the affair is idealised, and

far from causing the symbolic ‘death’ of a previously untroubled maiden, Zeus instead

soothes (0£AEog, 471-72) the tormented lo. By using the traditional lyric function of the

meta-epithalamium to assimilate themselves with their mythical ancestor, the Danaids use
this topos in its tragic mode to pass comment on their own situation — to insist upon their own

inviolability by intercourse:

OTEPUOL CEUVAG LEYOL LATPOG ELVOLG
Avdpnv, & E,

dyopov addpotov Expuyeiy.®

%82 E 9. Sappho frr. 44, 103, 141 V; Ar. Av. 1719-65; Eur. Pha. 227-44, |A 1036-97; Theoc. 18; Cat. 61, 64.
8 Aesch. Supp. 141-43.
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The meta-epithalamium has a very specific purpose in this context — it is used very narrowly
at the outset to establish a parallel with lo and her conception without penetration. This
insistence upon asexuality is reminiscent of the virgin goddess Athena, who remains an
eternal parthenos at the side of her father Zeus — and certainly there are indications in
Supplices that the maidens (like Sophocles’ Electra and Antigone) are excessively devoted, or
in thrall, to their patriline.?®* Their violent avoidance of marriage might be seen to align them
with the equally un-Greek Amazons, yet their alignment with Danaus and emphasis on
virginity suggests otherwise. Eternal virginity is not, however, an acceptable course for the
mortal maiden, and | suggest that some external factor has disrupted the usual and anticipated
transition from parthenos to guné — suggestions range from the hubris of the Aigyptids,”® to

2
86t

Aeschylus’ expression of the anxiety of the position of the epikléros in Athenian law,”™ to

Danaus’ almost overweening control over his daughters’ sexuality and fertility:

uoévov poAcEaL Tdod EMLOTOMNAG TOTPOG,

0 CWHPOVELY TIUDOO TOU Blrov TAEoy.™

This burgeoning reproductivity, untouchable by man, is more suggestive of the sexually-
charged virginity of Artemis than the asexuality of Athena, and by situating the Danaids
within the sphere of this goddess, the play insists upon their character as prospective brides at

the same time as they themselves refuse that state. This tension is expressed by imagery

28 These maidens, however, regret that their alignment with their paternal family has caused them to remain
unmarried (Soph. EIl. 958-66, Ant. 806-943), and Electra convinces Chrysothemis that an honourable marriage
will be hers, having avenged Agamemnon: EIl. 967-71.

28 Macurdy (1944) 96.

28 Thompson (1973) 290-91 (1941:303-4), refuted in Macurdy (above); Seaford (1987) 117-19.

287 Aesch. Supp. 1012-13, Zeitlin (1996) 143, Sommerstein (1996) 147. An annotation on Supp. 37 suggests that
this may be because of an oracle proclaiming the death of Danaus himself at the hands of his son-in-law
(pp.144-5). Garvie (2006) xviii-xix. refutes this interpretation of the scholion, but as Sommerstein (2008) 284-
85 notes, this does not mean Aeschylus did not use the oracle story in the trilogy — vv.1006-9 indicate that
Danaus wished to preserve his daughters’ virginity not just from their cousins, but absolutely.
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familiar from wedding songs throughout the Greek tradition — that of the young animal or

288

sheltered plant.”™ While they reject the outcome of their sexuality, the maidens describe

themselves in terms that emphasise it: they are like prey in fear of predators, an image

9

common in the modern Greek wedding song;?* in both this image and in their hoped-for

assimilation with lo they compare themselves to the heifer (¢ ddpoAty, 351) an image
which is thought to derive from Sappho: ¢épmig by, dépmig oflya, dEpnig &mv pdtept
no(18a (fr. 104(a) V). *°

Even Danaus acknowledges his daughters’ latent sexuality with a comparison to

tender fruits:

TEPELY’ OMWPL O eLHVAAKTOG OLIUUMC:

Onpec cde knpalvovst kol Ppotot: Tt why;?*

This is a traditional epithalamial image (lov T yAvKOUaAOV..., Sappho fr. 105(a) V).

The positioning of this imagery within Supplices may be significant. Unlike outright
lamentation, which recurs throughout (moderated towards the end), or the meta-
epithalamium, which is placed at the beginning of the text, plant and animal imagery (used in
lyric wedding songs to protest at the bride’s separation from the ‘sheltered garden’ of
childhood, to represent the acculturation of the bride to her new social role, or to create a

locus amoenus within which this acculturation will take place) occurs only in spoken

%88 See Introduction, pp.15-22. This image of undomesticated nature again emphasises the bride’s Artemisian
aspect: ‘It is possible to perceive that the core of her personality is a concern with transitions and transitional
marginal places, such as marshes, junctions of land and water and so on, and marginal situations’ (OCD s.v.
‘Artemis’). The seeming emphasis of the trilogy on dramatic and ritual transition might place the action in the
sphere of this goddess, although (as in ‘real-life’ marriage) it is Aphrodite who triumphs.

289 Aesch. Supp. 223-25, 351-52, 510-11; cf. Seaford (1987) 111.

29 geaford (1986) 52, cf. later uses in Soph. Trach. 529-30 and Eur. 1A 1082-89.

291 Aesch. Supp. 998-99.

292 See esp. Introduction, pp.15-16.

88



episodes — not choral songs. Given the popularity of this motif in nuptial poetry, why does it
not occur in the Danaids’ songs, which so resemble traditional wedding songs?

| suggest that this is expressive of the emotional state of the Chorus expressed in the
lyrics of the play. In reasoned dialogue with other characters, the maidens are willing to
countenance their own sexual maturity, and both they and their father express this in terms of
the imagery appropriate to the numphé (in the same way that they speak of the sexual union
of Zeus and lo in their supplication to the king). When their heightened emotional state
prompts them to lyrics, it is indeed as though their fear betrays a ‘pathological aversion’ to
sexuality, and they deny this sexuality, even in its negative expression of ‘plucking’, both on
their own behalf and that of lo. By doing so, it is possible that they also desexualise the image
of the ‘young animal’ by insisting in song on the asexual reproduction of the heifer.

As they vacillate between acceptance and rejection of their own fertility, the Danaids
praise the bounty of Argos. They wish for the city to be governed well, in awe of the gods

(tw¢ moALg €D vEporto / Znvow uEyoy ceBbévtwv, 670-71) and to be reproduced by

successful childbirth ( Aptepily 8’ eKdTOoY YLUVvaLKWY Aoy ovg EOopeeELY, 676-77). The

works of Ares are rejected (678-83),%*® and the earth encouraged to be bountiful:

KOPTOTEAT OE TOL ZEVE EMLKPALVET®

dEPLOLITL YAV TOwwpwt, 2

The wish for agricultural and civic fertility and stability resembles those of the comic exodoi,

in which the processional hymenaios of which this motif is part signals the ‘happy ending’ for

29 Compare the exodos of Aristophanes’ Peace: 1319, 24, 27. This song is itself thought to replicate the
traditional hymenaios (Maas 1914:131).

29% Aesch. Supp. 688-90, cf. Ar. Pax. 1321-23. Similar civilising” sentiments are expressed about Hymenaios in
Cat. 61 and by the iuuenes of Cat. 62.34-37.
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the protagonists and their communities.”*®

In Aeschylus’ play it may serve a similar (though
not identical), yet ironic function, as, in the second stasimon, the Chorus rejoice that their

struggles seem to be at an end and that they have come to be part of a just society:

dye 0N AeEwuey £ 'Apyelolg

ebyag dyabdg dyobmv mowdg. >

We have, however, already seen how the Danaids’ songs rule out any possibility of their
integration through marriage and childbirth into any society of which they are a part. As they
wish for these blessings upon their new city and praise it for its diké, at the same time their

statement &lovtal yop opoipovg (651) removes them from this equation, as if the

Argives had after all vindicated the maidens’ removal from the normative cycle of civic life.
Even their wish for blessings upon their new home is overshadowed by a negative
perception of fertility, particularly within marriage. For if marriage is the initiation into

297

adulthood for young women as war is for young men,””" the ‘plucking’ of a maiden’s

virginity is likened to death by association with the image of the culling of the flower of

youth in battle:

fBog & &vbog &dpemtov
Eotw, und "Adpoditog

ebvdtwp PpoToAOLYOC A-

2% gee Ch.5, esp. p.225.
2% Aesch. Supp. 625-26.
27 \ernant (1999) 19-20 (= 1968: 15).
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pNn¢g Képoetey dwtoy.*®

That Ares is specifically named as the bed-mate of Aphrodite in this ode suggests the
overwhelming power of the goddess as the Danaids perceive it. They fear subjection by her
(Und br’ dvdykag / yapog EABor- KuBepeio / otuyepdy meAol 168 &OAov,
1031-33), yet this is a subjection which every living being must experience, and one in which

she glories:

EpQ LEV &yvog obpavdg Tpacat x06va,
Epwg O¢ Yol AOUPBAVEL YALOV TUYELY-
OUPBpog & AT eLVOLEVTOC OLPAVOL TTECWY
Exvoe yoiloy: 1| 08 TIKTETOL BPOTOLG
UNA@V T€ BOOKAC KAl Blov Anuntpiov
dEVOPWY T OMWPAV: EK VOTLLOVTOG YALOV

TELELD OC’ EoTL TV & EYW mapaitioc.”

It is in this subjection to Aphrodite that we are supposed to understand the dramatic intent
expressed by the use of epithalamial imagery. Throughout the play, the violence of the erga
Aphrodités is emphasised, as is her cosmic role as demiurge. To the Danaids, and perhaps
also to the Athenian bride, marriage is a rape to which a woman must be subject in order for
society to be reproduced. The locus amoenus of the wedding song offers one solution to this

conceptualisation. In this ideal:

2% Aesch. Supp. 663-66; cf. p.17 n.56.
299 pesch. fr. 44 R, generally believed to have come from the final play in the Danaids trilogy, although Garvie
(1969) 205-6 notes that its context is highly ambiguous.
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[the bride] tolerates the violence perpetuated by men in the grip of Eros, and allows
herself to be seduced by the perfumes of the flowering meadows. She ends up by
submitting to the yoke of marriage, to be united in love on a soft bed, in a relationship

of reproductive reciprocity.®

In Supplices, the Danaids reject that subjection and reproduction for themselves — though not
for the women of Argos. The flowering meadows and soft beds are absent, and peithd is

merely hinted at to the uncomprehending Herald (€irtep eboePng mibor Adyog, 941) and

in the political persuasion that must be undertaken in order to advance the Danaids’ cause.>*

The traditional makarismos, beauty and seduction of the wedding song, designed to honour
the bride and facilitate her sexual transition, is instead expressed politically, in the persuasion
of the assembly and in the blessings bestowed upon Argos. The seductive imagery of

Sappho’s wedding songs — the choruses of Graces and Muses, the beauty of the evening star

and the bride (xdAal, yoplecoo, 108, cf. also 104(a) and (b), 112) and groom (Opmakt
Bpadivwt, 115.2),°° the olbos that befalls the man upon his marriage to such a woman

(112.1, 113), and even the teasing banter towards the thuggish Bvpwpoc, a ritualised protest

against the violence of the occasion (110),%%

is rejected by the poetic strategy of the play in
favour of negative images. We see the plucking of a young flower or breaking of an animal,
the marriage to death or Hades on the nuptial couch. Only in the final insistence on marriage

as woman’s destiny and in Aphrodite’s train of Pothos, Peitho, Harmonia and the Erotes does

the tragic dialogue express anything approximating the idealised wedding chamber described

%90 Calame (1999) 198.
%01 Aesch. Supp. 516-23, 605-24.
%92 geaford (1987) 112 notes how the comparison of the bridegroom to a plant is used disapprovingly in Supp.

104-6 — burgeoning sexual maturity instead becomes the duvomapaBobroict dppeciv of the Aigyptids (108).
%03 Cf. Ch.1, pp.46, 67.
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in Sappho fr. 194 V.** Both the erotic and the tragic are inherent in the lyric wedding song —
it is probably the case that, because of the nature of the tragic text, in its exploration of the
failure to effect the bride’s transition to a new life, ‘one of the negative elements in the
wedding ceremony. .. has triumphed over the positive’.>*

This ‘negative’ perception functions on a more complex level. For the images used by
the play to express the negative aspect of marriage are precisely those used by political and
philosophical discourse from the mid-fifth century to conceptualise marriage as a positive,
civilising institution.*® The flower or fruit may be plucked, yet the plant (as an analogy for
the female) is cultivated to both its own, and man’s, benefit. The animal may be broken and
yoked, but it is tamed and domesticated.®*” The parthenos may ‘die’ on the marriage bed, but
she is ‘reborn’, like Persephone rising from the Underworld, a guné, the wife and mother of
citizens. This image finds its ultimate expression in the image of woman as a fertile field to

be ploughed and cultivated.*®® This discourse is problematised in Supplices, for the Danaids

reject the violence inherent in domestication and determine to remain &dduotov (143),

favouring instead an erotic alignment with the divine and the ideal of Io’s painless
reproduction.®® The male political programme clashes (momentarily — but portentously) with
the female voice, and moreover, the voice of erotic persuasion that would seduce the female
to tolerate that violence becomes employed in the male, political sphere. Here the charis

typical of the wedding song is instead realised by consensual reciprocity between men:

%04 cf. Ch.1, pp.73-74.

%95 Seaford (1987) 106-7.

%% Note particularly the image of domestication used by Xenophon Oec. 7.10.2-3: £mel §i3n pot xe1pondng
fiv kol EteTiBdcevto dhote dadéyechat, and its use in this context to effect the integration of the bride
into the household: ‘Ischomachus is concerned to transform the wife, who was an outsider to his oikos, into an
insider by means of education’ (Pomeroy (1994) 272).

%07 Seaford (1987) 106.

%8 E g. Soph. OT 1211-13, Ant. 569, Men. Dysc. 841-3; see Introduction, p.22. The prominence of agricultural
images is discussed by duBois, (1988) 39-85 (woman as ‘field” and ‘furrow’), and Ormand (1999) 20.

%09 Zeitlin (1996) 152-53.
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EYD O &v ob xpaivoll’ LOCKESLY TAPOC,

AoTo1lg 8¢ MAoL TOVOE KOLMoo.g TeEPL.*?

The Danaids ignore this masculine discourse and insist that the issue of their consent enter
the political arena, demanding that it become a subject for public debate.*** By doing so, they
resist the traditional female passivity of the marital transition. Persuasion is taken out of the
personal space of the thalamos and wedding song and into the civic space of the agora and
male parrhesia — to refuse the very discourse which that order employs in favour of marriage.
The tension between men’s assumption of peithd and women’s potential refusal of it is just
one element that adds to the antithetical character of the songs in this play, a character which
Seaford supposes may, ‘in the context of the successful hymenaial transition at the end of the
trilogy and the foundation of the formal-wedding song, have been adduced to explain the
antithetical character of the formal wedding song’.312

It would make sense for this transition if Supplices were the second play in the Danaid
trilogy (though it is uncertain how much space would be left for the resolution of the action
after this play).**® The conclusion of the trilogy is ultimately life affirming, as demiurgic
Aphrodite expresses marriage in terms of sacred reproduction, possibly in order to encourage
the protagonists’ acceptance of the institution. If Aigyptids was the first play, it might have
represented an opposite polarity, which was bridged by the transitionary lyrics of Supplices.
As the motif of lamentation evolves (or resolves) into the wedding song as the trilogy

progresses, so too the power of Aphrodite plays a greater role in the Chorus’ songs in

Supplices as the story progresses; affirmation of life begins to take the place of preference f

or death. The action moves from total denial of sexuality, to acceptance (cf. PV 865-66: LLioww

310 Aesch. Supp. 368-69.

11 Aesch. Supp. 370-75.

312 geaford (1987) 116.

%13 Sommerstein (1996) 143-46, contra Garvie (1969) 185-86, Friis Johansen & Whittle (1980) vol. 1.24-25.
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d¢ oWV epog BELEEL TO UM / KTELVAL SOVELYOV), to its supremacy (fr. 44 R). The

increasing prominence of this motif, as Hypermestra spares her husband out of love, suggests
that the power of Aphrodite and marital erés became less agonistic in the course of the drama
and more integrated with the preservation and reproduction of the polis.*** The drama thus
suggests that a complex balance of persuasion — both personal and political — was essential to
the continuance and functioning of the polis as a whole.

Tragedy can also juxtapose the joyful occasion of the epithalamium with a situation of
lament to create tragic irony, as in the fragment quoted above — when the kouroi and korai
arrive to perform the diegertikon, they will find the bridegrooms slaughtered, and so Danaus’
wedding song presages a thrénos. Similarly, in another fragment (350 R) Thetis remembers
the makarismos given by Apollo at her wedding to Peleus, a blessing which proves false

when the god kills the son of that union, Achilles:

0 & abtog LUVDOY, abTOg EV Bolvn Tapdv,
aLTOC 1Al 1Y, ALTOC ECTLY O KTAVWY

OV To1da, OV EROY.

The poet specifically uses the motif (if not the actual term) of the hymenaios to depict the
tragic result of that marriage. These are the aspects absent from Sapphic epithalamia, songs

which seem to exist in a kind of sheltered, almost mythical, Hyperborean space.*'® In drama,

%1% One might, for example, contrast the destructive capacity that results from the attempt to effect marriage by
force, &vdpog yuvvoukwy obvey ool medov; (Aesch. Supp. 477) with the productive capacity of
marriage accomplished by persuasion and love: abtn kot "Apyog Baciiikov té€etl yEvog (Aesch. PV
869).

315 Aesch. fr. 350.7-9 R.

316 As Redfield (2003) 113 notes: ‘The Hyperboreans live at ease with nature and with each other, without age
or sickness or struggle or conflict; their lives are given over to music, dance, feasting and ornament. Their
life...is like that of the Golden Age and also like that of the gods, in that they wait for no special occasion, but
sing and dance more or less continuously...This means that maidens are particularly at home in Hyperborea, in
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particularly in comedy, wedding songs can express particular political concerns;*!” in
Aeschylean tragedy, they bring the issue of the subordination through reciprocity assumed by
Calame to the forefront of tragic, and therefore civic, discourse, and remark on its failure. As
Sommerstein states, however, this fragment may not necessarily have pointed to a total
failure of makarismos and reciprocity — for Apollo is the god of prophecy and thus speaks
only the truth (cf. Choe. 559, Eum. 615).%® Given that this play is probably based on the epic
Aethiopis, it may be that in the dramatic future presaged by Apollo, Achilles would be
restored to life and live forever on the ‘White Island’ in the Black Sea, or in the Elysian
Fields.>"

In this case, the use of particular epithalamial topoi gives depth to this discourse and
suggests that its failure is not total — for example, uncontained bridal lamentation becomes
juxtaposed with, and is eventually superseded by, the formal wedding song and
acknowledgement and acceptance of the power of Aphrodite and erds (both social and
sexual), suggesting a movement towards resolution of the crisis of male and female, political
and personal, peithd and bia expressed in Supplices. The motif of the meta-epithalamium is
given a special prominence and specific purpose at the beginning of the text to establish
kinship with lo and a parallel with her asexual conception of Epaphus, and this is connected
with the wish for civic and agricultural fertility — though fertility is used ironically to presage
a ‘happy ending’ where there will be none; at the same time it is also used within the
Danaids’ songs to contrast the social norm with their own ideals. In the final song, the
possible addition of a male subsidiary chorus reinforces this norm, and insists (although more
gently than the Aigyptids) that this wish for removal from the cycle of social and sexual life

cannot be fulfilled:

the Golden Age world, since maidens are typically sheltered, know nothing of war, political conflict, or toil, and
are (or always should be) young, beautiful, healthy, and adorned.’

I Ar. Pax. 1318.

%18 Sommerstein (1996) 375.

319 |pid.
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LETA TIOAAAY &8¢ YAUWY BOE TEAEVTA,

TPOTEPALY TELEL YLVALKDY.

This acknowledgement is expressed throughout the episodes of the play in the use of plant
and animal imagery, which, while it contains traditional elements of bridal reluctance, also
privileges a burgeoning sexuality which cannot be denied. The complex combinations of
imagery expose a moment of crisis, but the development of these motifs throughout the play
— and possibly the trilogy — does point towards an eventual resolution at the end of the

Danaids.

Prometheus Bound: political transition

Prometheus Bound is another tragedy in which the hymenaios comments on the interrelation
of peithd and bia in personal and social life. The effortless marital transition of Prometheus
and Hesione is contrasted with the violent struggle between Prometheus and Zeus that
accompanies the transition to Olympian ascendancy. As Prometheus is held prisoner by
Kratos and Bia at the behest of Zeus, chained to a Scythian rock for having given fire to

mankind, the Oceanid nymphs, eternal parthenoi, lament his fate. In an ode that structurally

20 Aesch. Supp. 1050-51; see Introduction, p.14. Taplin (1977) 230-37 sets out the case for a supplementary
chorus of maids, based on the presence of SLw1deg in v.977, but concludes that it was probably composed of
the Argive bodyguards introduced at 985; see also Friis Johansen & Whittle (1980) 306-9. Sommerstein (1996)
151 argues: ‘it would not be unfitting if at [the trilogy’s] end those same Argive spearmen became the Danaids’
new bridegrooms’.
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resembles a lament for the dead,** they contrast his present misery with the joyous day on

which they performed the hymenaioi for his marriage to their sister:

70 SOUOLOLoV OE Ol LEAOG TTPOCETTA
168’ EKEVO B 6T APl AovTpd Kol
AEXOG COV VUEVATIOVY

10T TL YAUWY, OTE TAV OLOTATPLOY ESVOLG

dyoyeg Howdvaww mbwy ddpopta. KooAeKTpo.

The maidens raise the hymenaios around the nuptial bath and bed, a traditional epithalamial
image.®?

Unlike in Supplices, where the action of the play may function as an aition for the
formal wedding song, here the song is deliberately juxtaposed in opposition to the main
drama, making a more stark contrast. While many of the themes seem familiar from
Aeschylus’ treatment in Supplices, their dramatic application is slightly different — a possible
case for this drama’s inauthenticity.*** The motif of the hymenaios is used to lament
Prometheus as though he were already dead. Though often interchangeable (and indeed, in

this passage one is contained within the other), the two songs are at the same time separated

21 Alexiou (1974) 165-184. This consists in the contrast between past and present (168" Ex€1vd 0..16TarT
YUY, 556-60, cf. Hom. Il. 19.287-90); between the mourner and the dead in the first and second persons in
the dialogue (dppiocw 8¢ oe depropéva, 540); an unfulfilled wish (UN3A&L’ O TAvTo VERWY / BELT EUOL
YVoUol Kpatog AvTimolov Zelg, 526-27: although this does not exactly meet Alexiou’s criteria, it
nonetheless expresses a wish that the situation were different), and provocation by reproach (Znva yop ob
TPOULEWY / TLdlot yvawpat cEBnL Bvatovg dryow, TTpounOev, 542-43, cf. Aesch. Choe. 491-96; Hom. II.
24.725-26, 743-45).

%22 pesch. PV 555-60.

%23 sappho fr. 30.2-5 V; Introduction, pp.13-14.

324 See Griffith (1977), (1983) 32; West (1990) 53, 67-72, who attributes the play to Aeschylus’ son Euphorion;

Podlecki (2005) 195-200, who discusses previous criticism before conceding the (albeit unrevised) drama to
Aeschylus.
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(td draudidiov) both to make the contrast more effective and to show how one can easily
become the other in tragedy. On a superficial level, the wedding song functions as tragic
irony: juxtaposed with the dramatic situation, it likens it to death — but the gods cannot die
(933), which only emphasises the hopelessness of Prometheus’ existence.

There are other issues at work in this passage. Prometheus’ courtship of Hesione

expresses his concern for peithd. She is dcpaptal, the state abhorred by the Danaids, but she

is also the wooed and wedded wife. Her sisters remember how Prometheus courted her with

bride-gifts (E0volg &yaryeg), persuaded her to be his wife (m10wv) and how she holds his
bed in common with him (kowoAektpov). Their relationship is one of commonality and

reciprocity, which contrasts sharply with the other relationships of the play’s protagonists:
Prometheus and Zeus interact with mutual trickery and violence, as a result of which the hero

withholds the secret that could prevent the overthrow of the current regime, and his relations

with man are called ydpig & ydpig (545) by the Chorus. Similarly, Zeus employs violent

lust towards the female sex, threatening Io’s father with the thunderbolt (YtAWOg TPOG

325

Bioww, 672) if he does not give up the girl dkovocav &xwv (671).°~ A prospective marriage

with Thetis adds further anti-epithalamial elements as the subdued Prometheus predicts that

he will have the last laugh — not only will Zeus’ next conquest bear a son mightier than his

father (] mpog ddpaptog EEavictatot Opbvwy; 767), but also Zeus will eventually sire

a son who will release the bound Titan &kovtog A16¢ (771). The father of gods and men

begets nothing but a continuing cycle of violence, which will prove his undoing, and that of
all his plans. Such anti-epithalamia, if Prometheus des not reveal his secret, seem to function

as justice for his mistreatment.

%25 Cf. Aesch. Supp. 227-28.
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The unbalancing of the cosmic or social order due to the mismarriages of the royal
house is a theme that permeates the next play to be discussed, Agamemnon, as well as
recurring throughout the works of Sophocles. That those who enact these destructive

marriages do not recognise that ouaAOg O yapog, / &popog (901-2), is the mark of a

tyrant. As in the Danaid trilogy, Prometheus suggests that a degree of subjection is necessary,
but that a balance must be maintained both publicly and privately in order for the oikos, and
in a wider context the social order of which it is a part, to function. Prometheus employs
peithd in the marital lektron, and refuses to submit to the political regime until he has been
granted reciprocal charis by Zeus (although, admittedly, this could become the catalyst of

cosmic upheaval):

obx Eotwv aikiop’ obde unydvnu’ 6tmt
TPOTPEYETAL UE ZEVG YEYWVTIOOL TASE

TP &V yolacHNL decud Avpavthpio.®

Zeus, meanwhile, employs bia politically and sexually and so is presented as a tyrant whose
desire for dominance will prove his undoing. Prometheus, then, indicates a point of crisis
much like that of Supplices, in which the protagonist (Prometheus/the Chorus), while
recognising the value of persuasion, rejects the concept in their dealings with the antagonist
(Zeus/the Aigyptids), a violent, hypersexual, off-stage presence.

Like the resolution posited for the Danaides, however, (and indeed, that which seems
to accompany the Oresteia), there are indications in the fragments (and in PV) that the

Prometheia also ended with the establishment of relations of persuasion and reciprocity

326 pesch. PV 989-91.
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between both divine and mortal figures. In terms of sexual relations, Sommerstein remarks:

‘The last speeches of Prometheus to Io indicate there may be (now or in the future) another
side to Zeus’.*?” This is the Zeus of the second oracle of Dodona, who will make lo | A1dg
KAEWN OAUOpP (834, a term that recalls Hesione’s status as Prometheus’ wife), and T16NG’
gykopova / Emodpwy AtopPel xewpl kol Orywv poévov (848-49, more akin to the
descriptions of his courtship of lo in the Supplices). A further tragedy, Prometheus

Lyomenos, tells us that the Titan was released from his bonds,*?

perhaps as a result of his
agreement to reveal the secret of Zeus’ potentially disastrous marriage, though Griffith
remarks, ‘how the action was handled in Lyomenos we cannot tell’.**® The Prometheus plays,
however, like the Danaides trilogy and the Oresteia, as mentioned above,** would seem to
give a tragic aetiology of some civilising institution, ritual or cult, in which proper relations —
between male and female, god and man, persuasion and force — must be taken into account if
the household, society and cosmos is to continue. The hymenaios plays an interesting role in
this context. As both ‘wedding’ and ‘wedding song’, it is the cornerstone of human society,
and its discourse is shown to be central to the proper functioning of all these spheres.

It is implied in Supplices, and made explicit in Prometheus, that peith6 played a
significant role in this discourse.®*! This seems out of place in Athens, where the emphasis on
the subordination and seclusion of women might be thought to preclude an idealised
discourse between husband and wife. This is not only not the case in Aeschylus, but it also
seems that persuasion occupied a central role in Athenian ideology. The goddess Peitho was

fundamental to the democracy defended so rigorously by the Athenians against the

encroachment of Persian tyranny during Aeschylus’ lifetime. As one of the foundational

%27 Sommerstein (1996) 307.

%28 Cf. Schol. PV 511.

%29 Griffith (1983) 303.

%30 See pp.81-82.

%! Buxton (1982) esp. 67-68, 90-91.
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elements of the city — Pausanias states that when Theseus had brought the people of Athens
together, he founded the cults of Aphrodite Pandemos and Persuasion®*? — she enjoyed cult as
the goddess whose timai encouraged ‘political and domestic concord’,** and scholars have
often identified references to a contemporary (mis)persuasion of the Athenian Assembly in
Supplices.*** Though it is possible to read topical allusions into these plays, however, what is
significant here is the general importance of persuasion for an Athenian audience — and its

use, for better or worse, underpins our final play for discussion.

Agamemnon: perverted transition

If, in Supplices and Prometheus, it is possible to insist that proper honours be given in
marriage, that the correct forms be observed, and that peithd be employed in the thalamos,

Agamemnon shows such vopdoTinia to be the very cause of a city’s downfall, and an

inappropriate act which reaches beyond the occasion of its performance to blight the entire
family of the men who go to war over it.

As the Herald announces Agamemnon’s victory and incipient return to Argos, the
Chorus of Elders reflect on the wrath which repaid the Trojans for their wedding songs when

Paris brought Helen to the city:

%32 pausanias 1.22.3.1-4, Redfield (2003) 66.

333 Redfield (2003) 80.

3% Sommerstein (1997) 74-77: Cimon’s persuasion of the Athenians to support Pericleidias the Spartan in the
Messenian revolt at Ithome in 462. The Oresteia is far more immediately ‘topical’ (Sommerstein (1996) 396).
Herington (1967) 74-85, (1986) 28-31, however, argues for a West Greek bias: Aeschylus’ biography preserves
a tradition of linguistic influence (Athen. 9.402b1-c2) and local knowledge (Schol. Ar. Pax. 73b.5-6, Macrobius
Sat. 5.19.17.1-18.1) but Herington also observes a sharp break in the representation of the cosmos between, on
the one hand, the Persae and Theban tetralogy, and the Danaid tetralogy, Prometheia and Oresteia, each of
which he sees as betraying awareness of contemporary western Greek thinking. Pelling (1997) 217-18 and
Macleod (1982) 144 hoth argue that these tragedies are more than political plays, and the text may have many
meanings for each audience or reader — just as the audience of a wedding song may identify with the same
image in a number of ways.
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tpamelog &Ti-

LOO1Y VOTEPWL X POVML

Kol EVVESTION AL0G
TPAGCOUEVAL TO VUULPOTL-
LoV UEAOG EKOATWE TLOVTAC,
LULEVOLLOY O¢ TOT EMEP-

PETE YOUPPOLCLY AELDELY.
uetapovddvovca & Huvov
[Ip1dpov TOALE YEPALLDL

TOAVBPNVOY UEYD TTOV OTEVEL, KIKANOKOL-

oo, TTapwv tov altvorextpon.™

Seaford’s observation that Hymenaios ‘has a habit of turning wedding celebrations into

funeral lamentations’>%®

is particularly borne out by this passage — nowhere else in Aeschylus
is such tragic irony manifested by the interchangeable nature of the hymenaios and the
thrénos (additional emphasis is given to these terms by their primary positions in vv.707 and

711) than in this kNdog. It is an ‘anti-epithalamium’ par excellence, ‘the reader or audience

at times being aware of the impending tragedy or evil when the participants are not”.**” This
hymenaios seems to be more integrated into the action of the play than that of Prometheus,
for while it contrasts the joyous nuptial ode with the lament brought on as a result of Paris’

marriage to Helen, it has immediate consequences for both this flashback scene and the wider

35 Aesch. Ag. 702-12.
%% gSeaford (1987) 113.
7 Tufte (1970) 39.

103



dramatic context — for what is birthed from this marriage is not children, but a Fury**® who
destroys those who perform the wedding song before turning her attention to the instruments
of that destruction — the House of Atreus. Nor is this house free from sexual transgression:
Agamemnon attempts to bring his concubine Cassandra into the house in a scene that
resembles a wedding, contributing to his downfall at the hands of Clytemnestra.

Cassandra, having been forcibly removed from her natal home, enters the scene with

Agamemnon on a carriage (&mnvng, 1039) like a bride. Clytemnestra describes her
necessary submission to slavery in terms akin to those of marriage: yoAwov & obx
Emictotal Oépew / mply ofpatnpov EEadpilecOal pévog (1066-67), as do the
Chorus: €ikovc’ avdyknt Tde kaivicov {uyév (1071). Her own words, however,
betray the marital relationship as that between Agamemnon and Clytemnestra (OLLOJELVIOY
oo, 1108). Clytemnestra is herself an archetypal bride, the kalon kakon brought into the

home — the dog that bites the hand that feeds it (1228-30), a lion cub as much as her sister

Helen (1258-60).%*° But for Cassandra, the ‘death’ she will undergo in the house is no mere

metaphor for consummation: ol 01] e deVPo TNV TAAALVAY fryoyeg / oLOEY TTOT €1
un Euvvbovovuévny (1138-39), and it is her prophecy, not she herself, who is veiled as a
bride: kol Uny 0 xpNoUOg oLKET EK KAAVUUATOV / EGTOL dES0PKWG VEOYAUOV
voueng diknv (1178-79).

Like these anti-epithalamial elements, Helen’s wedding song is a hymenaios that
should never have taken place, a wedding song performed for another man’s wife, and so the
bridal timé which may be insisted upon in Aeschylus is out of place here — Helen is not

numphé; she is already a guné, a woman and mother married to Menelaus. The persuasion

%38 Also identified with Helen (voudoxadutod Epivie) at Ag. 737-49.
%39 ¢f. Knox (1979) 33-34.
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and reciprocal honour that should guarantee the continuance of society is instead responsible

for its destruction, as Helen repays her vopdotiuioe with invasion, death, and destruction. In

the context of the Athenian polis, a further aspect of courtship should be taken into account to
explain this inappropriate exchange, for however persuasion may be employed in the
thalamos, the legal relationship of reciprocity was that which existed between the bridegroom
and the kurios of the bride. Marriage was first and foremost an exchange contracted by two
men — the giving out of the bride from one household to provide children for another. 1 would
argue that in Agamemnon, the balance of violence and persuasion is reversed both socially
and sexually. What should be a rape is painted as a marriage for both Helen and Cassandra,
with wedding songs and bridal honours — consequently, what should be the happy occasion of
a girl's marriage becomes her death, in turn painted as a rape. As Iphigenia is led to the

sacrificial altar, EBoAL’ ExacTOV BUTHPWY AT OUUATOC BEAEL OLAOIKTWL (240-41);

her beseeching glances painfully recall the smouldering looks of Helen as she is led to her

new home on her ‘wedding day’: HLOABOKOV OUUATWOY BEAOC (742), and Cassandra’s

bloody prophecies.**°

It is tempting to view the correspondences in the light of a perverted wedding
ceremony, but what must be stressed here is the perversion inherent in these acts and in the
House of Atreus, not the wedding ceremony. Though rape and marriage were related in
Greek thought, and indeed, the Greek wedding ceremony contained elements of ritual
violence, Aeschylus here demonstrates that excessive force (or excessive persuasion) results
only in death and the destruction of society. Iphigenia becomes, rather than makes, the

customary sacrifices for the setting out on a new venture (Tpotéleia, 227):%* she is not

married (even to/in death), but her death becomes a violent, bestial parody of sexual assault

340
See p.101.

1 Cf. Fraenkel (1950) 40-41: ‘The word in itself...suggests cheerful images and ideas. For this very reason here

[v.65] and in 227 Aeschylus inverts it and gives it a sinister meaning’, 129, also Eur. |A 433, 718.
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by her father and his ministers: she is seized (AaBeilv, 234), forcibly gagged (Bioit
XOAWOY T Avobdwt pévet, 238), and finally submits to voyeuristic nudity (kpbkov
Badag O Eg mEdOV yEovoa, 239) before the Chorus can bear to recall no more. Finally,
she receives no vouodTiwovy peELOC, no wedding songs, but the virginal songs she sung

beside her father’s table (243-47) are recalled with grief by the Chorus in contrast to her
abrupt silencing.

This leads to a cycle of violence and sexual corruption, which reaches its point of
crisis in the murder of Agamemnon by Clytemnestra. The result of these unions, moreover, is
not the fertility and social cohesion we expect from marriage, but a Fury who devastates the
families and societies of both of Helen’s husbands.*** The resolution of this crisis comes only
when the Furies which arise from another murder, that by Orestes of Clytemnestra, are
incorporated into the polis as goddesses of marriage and fertility at Athens.

The hymenaios of Agamemnon introduces the idea of recognition of woman’s
destructive potentiality — a potentiality that may be unleashed if the marriage is not performed
properly. Menelaus, Paris and Agamemnon fail to conduct appropriately the exchange of

women and so bring a ‘beautiful evil’ into their houses. This Hesiodic idea of woman, the gift

bte Om kokov €1y’ Evénoey,*

is also an Athenian concern, resulting from the tenuous
situation of ekdosis which meant a bride still belonged to her natal kin even after marriage. A
wife was thus a stranger in the house, of whose loyalties one could never be certain. In
Sophocles’ Antigone, Creon expresses men’s anxieties about the potential character of the

woman brought into the home,*** and this anxiety is also stated by the chorus’ simile of Helen

in Agamemnon as a lion cub reared in the house, which became:

2 Aesch. Ag. 1186-93.
%43 Hes. Op. 89.
%% Soph. Ant. 648-51.
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Ex Beov & 1epeg TIg "A-

Tag dooLg TpoceBPEPON.*

The ‘inherent conflict of interest’>*®

in the institution of exogamous marriage continually
begs the question: if a woman does not truly belong to her husband’s family, why should she
not transfer her allegiance to the house of another man? Tragedy explores these crises of
integration, both those that are completed, as in Agamemnon, and those that remain
incomplete, as in Supplices and many plays of Sophocles. Here the resolution of that crisis
comes about in an unusual fashion. In highlighting the destructive potential of Helen,
Aeschylus creates the female as the locus of violence and barrenness. As the trilogy
progresses towards its conclusion, the male therefore becomes its polar opposite: the locus of
persuasion (in the law courts) and reproduction (in Apollo’s privileging of the father as

genitor)®*’

— although Athena provides an element of ambiguity, as an exponent of ‘good’
female persuasion.3®

When the Furies are persuaded, the transitions which have been problematised in their
previous verses (the transition from old to new gods, Eum. 150; from maternal blood to the
privileging of the marriage bond, 261-62; the Erinyes’ vengeful telos at 393; their fear of
transition to lawlessness, 490-98; and their anti-epithalamic threat of blight against the

fertility of Athens, 775-92, 807-22) move more towards an epithalamial bias, a resolution of

the theme of marriage. The Chorus are given reciprocal honours for their beneficence: toww

EUOY xAptv (939). Mortal girls are encouraged to find partners: veavidwv & Ennpdtwy /

5 Aesch. Ag. 735-36; cf. p.101; Knox (1979) 27-29; Goldhill (1984) 61.

%6 Griffith (2001) 131.

%47 Aesch. Eum. 658-61.

8 Athena is ‘entirely for the male’ (737-38), and as such her persuasion is highly rhetorical: ‘what she does
goes beyond what we would call “persuading”: she uses a veiled threat [esp. 826-30], promises, argument, and
so forth. If we recognise that the main sense of Te1Bw is “I get (someone) to acquiesce”, then the character of
the scene is more adequately conveyed’ (Buxton 1982:49).
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&vdpotuyelg Brotovg d6te (959-60). Athena credits Peitho for such a result (970), and
the Furies celebrate public concord: kowodiAel dtavoiat (985). The verses which

accompany their procession off-stage seem, in this context, to resemble nuptial makarismos

as well as a religious hymn: <yoipete> yoipeT EV A1CIUINICT TAOVTOL (996), and

they are escorted by women and Athena herself under torchlight to their new home (1021-
27). The destructive female, whose ‘rejection of marriage leads to the massacre of the male,
the corollary of which is the threat of extinction to human society as a whole’,** is thus
finally given back a productive role (though for the Eumenides, this is more kourotrophic
than generative) in subordination to the masculine political order.®*°

Aeschylus implies that marital and social relations are always in delicate balance, ever
evolving, and hinge on proper personal and political conduct of which the hymenaios is a
part. In his tragedies, this concept is one of a range of functions of the wedding song:
hymenaioi are used to discuss the potential problems of marriage or the political order; to
mourn or forebode mourning; or to create dramatic irony through the contrast between a
joyful marriage and the tragic situation. None of these categories are exclusive of the others,
and they create a loaded drama based on both the traditional antithetical character of the song
and its interaction with contemporary discourse.

These songs are performed variously by maidens and mixed-sex groups (the
composition of the chorus of gambroi in Agamemnon is unspecified, but the tone of the
passage is one of communal celebration). Regardless of performer, the wedding songs give a
powerful emphasis to the interdependence of gender roles in Aeschylus’ societies. Hymenaioi

are used to evoke the gender crisis by commenting on and insisting upon reciprocity and the

proper balance of relations between the sexes, reflected in the wider framework of the polis

349 Zeitlin (1996) 91.
30 Aesch. Eum. 938-948.
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and the cosmos. As such, they are especially appropriate to tragedies in which marriage and
its role in the integral fabric of the polis or cosmos is an especial concern — wherein its
inherent crises must be resolved in order for life to continue.

On the shield of Achilles, we saw the marriages in the ‘city at peace’ forming an

essential part of social life**!

— a microcosm for the cosmos. Aeschylus’ plays that use the
wedding song develop this idea that the conduct appropriate to a marriage is also appropriate
to the public sphere. This is our first real example of a civic hymeneal ideology: relationships
within the oikos must function properly for those within the polis to work. In tragedy,
however, the transition between oikoi and between regimes usually fails. Aeschylus offers a
model in his trilogies of subordination through reciprocity — charis — with which to remedy
these failures. Indeed, we may speculate that the ‘trilogy’ framework can be understood in
dramatic terms as representing the separation, transition, and reintegration of the protagonists
into normative social life. In these plays, the crises represented by the use of the hymenaios
are resolved in the course of the overall performance. As we will shortly see, with Sophocles
and Euripides, however, the rite of passage schema is rejected even on the meta-dramatic

level. There is no option for reintegration, and so a dangerous potentiality is left

uncomfortably unresolved.

%! See Introduction, p.11.
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CHAPTER THREE

THE TRAGIC HYMENAIOS: SOPHOCLES

This chapter examines how Sophocles uses the topos of the hymenaios, and how this
contributes to our understanding of marriage in democratic Athens. A relatively
straightforward use of the term in Oedipus Tyrannus would seem to suggest that perverted

hymeneals and foreboding are the order of the day. Teiresias predicts disaster with the

revelation of the truth behind Oedipus’ marriage to Jocasta: OTOV KOTOloON TOV
Lugvaov, dv dbuolg / dvopuov €ioEmievcag, ebmAolog Tuxwy;** This is an
intriguing development of the imagery of departure and transition in the wedding song. The
journey undertaken traditionally refers to the female, as it is the bride who is transferred
between oikoi. Here, however, Jocasta is the ‘harbour’ into which Oedipus unknowingly
‘sailed’: the transition was improperly, if unwittingly, performed (indeed, Oedipus made the
journey to Thebes and married Jocasta, 35), and the transgressive sexuality that results can
only be resolved by the utter destruction of the house (425).

A greater complexity is, however, at work elsewhere in Sophocles’ use of the term
hymenaios. In Oedipus at Colonus, a variation of this word is used to describe death:

P /

0 &’ EMIKOVPOG LCOTELECTOC,
" Aidog b1e potlp’ AVLUEVOLLOG

AAVPOG &Y OPOg AVATEDTVE,

%2 goph. OT. 422-23. Here hymenaios is used as ‘marriage’, yet the song can also be inferred from the
implication of lamentation in the passage, and the ironic use of boa in v.420, which can mean a cry or shout as
well as a joyful exclamation made during a wedding song, as in Eur. Tro. 335-37.
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Death holds no wedding hymns, no music, no dancing. Jebb suggests that this is because

death is more properly owed the lament: ‘to death belongs the Opnvog, not the joyous song of

the marriage procession, or the music of the lyre, with dancing’,** but a further analogy may
be drawn. If death is anumenaios, then to be anumenaios is to exist in a state akin to death.
This chapter will explore the meaning of that state for three ‘bride’ figures: Antigone and
Electra, who are referred to by this term, and Deianeira, who is not, but whose transition
seems somehow interrupted, leading to an ambiguous ‘epithalamial’ song. As we shall see,
this term does not merely imply death, but effectively deprives these women of either telos:

they exist in permanent liminality, expressed by erémia.

Antigone: Procession to Death

Scholars have seen the excessive mourning of Antigone and Electra, as a result of which they
are condemned to death and unmarried ‘living death’, in the context of concerns of female
speech and action in the mid-fifth century: women’s voices are associated with their

subjectivity and sexuality;**°

and at the same time, many traditionally female symbolic roles
(for example public mourning) became increasingly allocated to the polis while excluding
women as active participants.®*® The struggle of these heroines to act in the face of the regime

can be seen as a reaction to the policies of democratic Athens, either the Periclean citizenship

law of 451/50BC which foregrounded women’s positions as wives and transmitters of

%3 5oph. OC. 1220-23.

%% Jebb (1900) 193.

%5 McClure (1999) 19-20.

%6 pelling (2000) 190-91, contra Blok (2001) 106, also Tyrrell (1999) 148-55, esp. on the relation of
Polyneices’ burial to the Samian episode (Thuc. 1.115.2-117).
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citizenship, or bound up in the ideology of funerary legislation.®**” A clash of public and
private may be understood, and these women’s lack of marriage rites as one consequence of
their rejection of Athenian female norms. Some see them as heroic, others as deeply
transgressive, but all acknowledge deep ambiguity.**® The Sophoclean use of the hymenaios,
while connected with the ambiguous position of the Athenian wife and with tragic
lamentation, is not confined to this issue. It articulates concern for the necessity of this
transition and the roles that must be played if it is to be successfully enacted. It also betrays
the inadequacy of this ritual — or indeed, any other form of containment — for control of
female sexuality, and a deep-seated anxiety regarding Eros, the god through whose agency
the marital transition, and hence reproduction of society, was supposed to be achieved.3*

The heroine of Antigone defies Creon’s ruling in order to bury and mourn her brother
Polynices, a traitor to the state, and is subsequently sentenced to death.*® Her sentence
ruptures the filial bond between her fiancé Haimon and his father Creon, the author of the
edict. As such, her laments for her unmarried death follow on from a choral ode which both

praises and blames the power of Eros, as an irresistible and cosmic force equal in might to the

laws of the city (T®V peydAwv dpedpog eV dpyalg / Oecuwy, 797-98) — though one
not necessarily conducive to their actuation (vov & fidn Yo xabrtog Bscuwy / EEw

dEpoaL TAO dpwV, 801-2). Seaford suggests that this hymn ‘is appropriate to a hymenaial

> 361

context’,”" and its use of epithalamial imagery and a wedding-like procession suggests a

hymenaios, but this is perverted. Eros is militarised, an image unparalleled in the

%7 Cf. Alexiou (1974) 22, Holst-Warhaft (1992) 3-6, McClure (1999) 45-47.

%8 Jebb (1900) xx. on Antigone; Segal (1981) 168, 177, 192, 200 on Antigone; Sorum (1982) 205 on Antigone,
208-9 on Electra; Seaford (1985) 317 on Electra’s justified but ‘excessive’ mourning; Murnaghan (1986) 193 on
Antigone, (subverted by vv.904-20); Sourvinou-Inwood (1989) 139-40 on Antigone; Kitzinger (1991) 308;
Griffith (1999) esp. 29 on Antigone; Foley (2001) 150-51, 61 on Electra, 197, 180, 182 on Antigone.

%9 Ch.1, pp.73-76.

%0 5oph. Ant. 26-30.

%! Seaford (1987) 108.
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epithalamium.®** He spends the night upon the cheeks of a girl (Ev polokailg Topelaig /

veamdog EvvuyeveLg, 783-84) and gives victory to the bride:

Vikd & Evopyng BAEGCpwY

uepog eLAEKTPOL

VOULDOLG, TOV LEYAAWY TAPESPOG EV APY LG
Becpav: &poy0og Yop EUL-

noilel Oeog 'Appodita.*

This image recalls the erés and himeros characteristic of the face of a bride in Sappho fr. 112

V.3-4 V).** While the wedding song stresses the mutuality between bride and groom,

however (he is OAPB1e to possess her, 112.1; she is blessed with grace by Aphrodite, 112.5),

the hymn to Eros is more agonistic — the bride is the victor in a contest which destroys, rather
than reproduces, families. Gods and men alike are subject to this erds, suggesting a cosmic

and social order held to ransom by the capricious daimon:

Kal o obt &bavdtwy ¢hEog obdelg
oh0’ auepiwy o€ vy &v-

Bpdmwy, 0 & Eyxwv LEUNYEY.*®

%2 Although cf. Aphrodite cOppLoryog in Sappho fr. 1.28 V.

%3 Soph. Ant. 795-800. Contrast the serious &uouxo¢ with Aphrodite’s sportive activity: Eumai{et. This
juxtaposition highlights the gulf between mortal and immortal activity.

%% See Ch.1, p.46.

%% 5oph. Ant. 788-90.
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With the laws of the city set as game-pieces in the sport of Aphrodite and held as nothing
beside divine law by Antigone, social norms and telé become inverted and the anticipated

nuptial chamber instead becomes the Toykottoy B&Aaov (804).

This raw, cosmic power of Eros is very rarely stressed in wedding songs. Its closest
parallel is in the hieros gamos of Aeschylus fr. 44 R — but in this fragment, the universality of
love and marriage is represented positively.®® It is a productive and beneficial erds, inverted
in the Sophoclean ode. The Sapphic language is here used antithetically. This is neither a
communal celebration nor a song by maidens, but performed by a chorus of old men, to stress
the negative power of love over Haimon. As such, the Chorus emphasise the destructive
rather than the creative aspects of love. The ode betrays an unease regarding one of the
principal topoi of the epithalamium, an unease directly connected with the erotic power of the
bride. The language may be epithalamial, but the purpose of this song is the opposite.

Antigone seems to have turned her back on marriage:®*’ while Haimon coaxes and
threatens Creon for her life, and commits suicide in her tomb in a perverse mimésis of

%8 she never once mentions her fiancé,*®® and opts for the noose and a ‘virginal’

marriage,
suicide.>”® To the social order of Thebes, she represents a dangerous potentiality, aligned both

sexually and politically with the previous regime.*”* Physical containment seems the only

%6 Ch.2, p.91.

%7 Yet it is she who laments that she must die unmarried: 813-16, 867, 876-77, 917. This tragic paradox is
discussed further on pp.114-15.

%8 Soph. Ant. 635-765, 1238-41: kol duo1dY OEEIOW EKPAAAEL pory / AgLKT TOPELd GOV
OTAAGYLOTOG. / KELTOL OE VEKPOG TEPL VEKP®, TO VOUPLKA / TEAT AoV deldaiiog £V v Aldov
douotc.

%9 Jebb (repr. 2004) 110 thought that v.572, & $p1At® Aluov, d¢ o ATudlel Tarthp, must be spoken by
Antigone: ‘This solitary reference to her love heightens in a wonderful degree our sense of her unselfish
devotion to a sacred duty’. The problem is that it is a solitary reference: nowhere else in the play are Antigone’s
feelings for Haimon discussed. Most editors now assign this line to Ismene: Brown (1987) 68-69, Lloyd-Jones
& Wilson (1990) 206 with app. crit., Griffith (1999) 92, 217: ‘a third person’s interruption of a two-person
stichomythia would be highly unusual (unparalleled in S.); and in any case much more characteristic of the
warm-hearted Ismene to express such concern, than of Ant., who is already devoted to death and never utters a
word about Haimon or her feelings for him’.

%70 oph. Ant. 1221-22, Loraux (1987) 15; cf. Ch. 2, p.84.

¥ Cf. 73-74: AN peT odtod keioopal, Hilov péta, / oo mavovpynoac’, 524-25: kK4Tw vuv
ELBOVGC’, €1 drAnTéov, diheL / KELVOLG.
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way to enclose the danger she embodies. Dramatically, her protests at this containment are
also enclosed, between a condemnation of the bride’s erotic potentiality in the third stasimon
and myths of imprisonment in the fourth.

This ode draws a parallel between Antigone and other mythical figures imprisoned in
an attempt to enclose their potentiality. Danae’s is also both sexual and political: she is held

gV TUUPNPEL Baddpw (945-46) in an attempt to prevent her bearing a son. Lycurgus is
imprisoned by Dionysus metpwdel v decuw (957-58) for his own attempt to check
(mobecke, 963) the Maenads and the €b1ov VP (964). Cleopatra’s sons are trapped in

blindness by their stepmother Eidothea while Cleopatra is called &dvvoupedTov (980), an

expression which denies her fulfilment even though she had married and borne children.
Their imprisonment is not made explicit, but is implied or foreshadowed in the description of
Cleopatra’s upbringing TnAendpolg & £v &vtpolg (983). The reference to two illicit or
unhappy unions in this song and their correspondences to Antigone’s situation in the context

of the preceding action might recall the narrative ‘meta-epithalamium’. But this, like other

epithalamial topoi in this sequence, is inverted. The closing verses pronounce that harsh fate
afflicts even those of royal birth, such as the princess now imprisoned: k& &xeivo /
Molpal LoKPOLWVEG £y 0oV, d Tol (986-87).

It is implicit in all these stories, however, that such potentiality cannot be artificially
contained: Danae bears the Zmvog yovog ypuvocopitovg (950); Lycurgus is in turn
afflicted with madness (powviag, 959). The Cleopatra story has no clear result, but an

alternative tradition asserts that Phineus, the children’s father, blinded them, and was

punished for this by the Argonauts.®”? Fate is inescapable (007 ..ExdpOyoley, 952-54). The

2 Apollod. 3.15.3, cf. Griffith (1999) 291. Diodorus Siculus (4.43.3.3-44.3.8): imprisonment, not blinding;
Schol. Hom. Od. 12.69.14-21: Phineus punished by Zeus; Serv. ad Aen. 3.209, Myth. Vat. 1.27, 2.142: Phineus
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fact that many of these suppressions end in violent release may highlight the nature of
marriage as being externally imposed and, to an extent, an artificial, ritual containment of a
masculine construct of ‘wild’ sexuality that is itself somewhat artificial. Murnaghan

comments on this artificiality and its tension with natal kinship bonds in the Antigone:

As she articulates a rationale for preferring the tie of kinship she has honoured over
the marriage she has necessarily renounced, Antigone draws an important distinction
between ties of marriage and tie of blood: ties of marriage are seen as artificial human
constructs that can be made and unmade while ties of blood are seen as natural,

unalterable, and incapable of being manufactured through human conventions.*"®

That marriage ties can be ‘made and unmade’ suggests insecurity in the institution; a fallacy
in the model of sexual ‘containment’ it offers. The lyric epithalamium implied the
inevitability and desirability of such containment;*"* Sophocles’ use of epithalamial topoi
exposes its inadequacy. The position of the Athenian bride as movable goods, ‘lent out’ by
her natal oikos to produce children for another, yet still subject to her original kurios,*”®> may
contribute to such a feeling of inadequacy and insecurity. If the separation of a woman from
her birth family is never completed, neither is her reintegration into a new home. Antigone
represents a dramatic extreme of Greek marriage, in which female sexuality might always be

regarded as being in transition. Rejecting marriage, only physical confinement may contain

punished by gods, Argonauts run off Harpies; Schol. Ap. Rhod. Argon. 2.178 (141.1-6): blinding, no retribution;
Hyg. Fab. 19.1-2 (similar); Phylarchus FGH fr. 18: Asclepius restored the sight of the boys for Cleopatra’s
sake, but was killed by Zeus’ thunderbolt for this, s.v. Sextus Empiricus Adv. Math. 1.262.1-2 (cf. 260.8), Schol.
Pind. P. 3.96.9-10, Schol. Eur. Alc. 1.20-21 (see Introduction, p.4).

3 Murnaghan (1986) 198.

$7% Ch.1, pp.68, 76.

375 | SJ s.v. EkS18muL shows the connection of the term ‘to give in marriage’ with ‘letting for hire’, especially
of slaves for work.
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her, yet even this cannot prevent damage to both natal and marital families — which for her,
are the same thing.

The epithalamium does not wholly explain the dramatic sequence articulated above,
but its resonances expose certain perceptions about women’s valuation of the hymenaios. The
two choral odes enclose an antiphonal lament between Antigone and the Chorus. Amoeban
song is a feature of epithalamia; the most obvious examples pitting female resistance to
marriage against male insistence on its necessity.®’® Here again the motif is inverted:
Antigone sorrows for the married life she will not have, while the Chorus counsel her to

tlamosuné and remind her that this is her own will (acbtévouog, 821). Bridal reluctance is

taken to its most reductive conclusion: the valuation of her natal family to the point of denial

377

of marriage.””" Her lament, however, undermines such ‘reluctance’: she protests that her

previous mourning was in accordance with her rights as daughter and sister of the dead,

identifying herself as belonging to the paternal oikos:

EAOOVCOL LEVTOL KAPT EV EATTIOWY TPEDW
HLAN uev HEew mortpl, mTpocdiAng 8¢ cot,

unrep, Pidn 8¢ col, kactyvntov kdpo.-*®

When she is punished by death for her performance of this duty (eboeBovac’, 924), in death

she laments that she will have no share in marriage, thus identifying herself as ‘bride’:

7% E.g. Aesch. Supp. 1018-73 (cf. Swift 2006a:132, 2006b:205), Cat. 62; see Introduction, pp.24-25; Ch.2,
pp.96-97.

" Foley (2001) 175, esp. n.11 on the name Antigone as meaning ‘instead of or opposed to generation’. A
similar etymology can be observed for Electra as deriving from an alpha-privative meaning ‘without lektron’,
hence “‘unmarried’.

%78 Soph. Ant. 897-99.
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oh0’ Luevaiwy
EykAnpov, ot EML VUu-
delolg mw UE Tig LUVOg V-

uvnoey, dAA’ "AxEpovtt vopdebom.””

Previous chapters have shown that bridal lament in the first person is usually a protest against
the transition, or more specifically, against the separation from the ‘sheltered garden’ of
parthenia.*®® Here Antigone laments that this will not happen to her. She undergoes a

departure (Tav vedtoww 000V / ctelyovcay, 807-8), but there will be no makarismos to
accompany it, no erds to facilitate the transition, and no reintegration at the end of it. As the
bride of death, she is &potog &yopog (867), and as &vvuévatog (876-77) is also

dxAovtog and AdLAog (876). She will have a place neither among the living not the dead,

but will be perpetually liminal (uétoikoc, 852).%! This liminality emphasises her

fundamental paradox: her simultaneous privileging of the natal over the marital, and
lamentation for the loss of that marriage.
The notion that women are owed a share in hymenaioi is echoed in Sophocles’ Electra

as an aspect of adulthood of which Electra and Chrysothemis are cheated along with their

father’s inheritance (£c0TePMUEVT) and is repeated of Polyxena in Euripides’ Hecuba:

dvuupog dvupuévaiog v W EXPHY TUXELY (416). The women themselves lament their

lack of wedding songs, suggesting that in spite of their protests, this ritual was regarded by

%79 Soph. Ant. 813-16.

%80 gSee Introduction, pp.15-22.

%81 See also Sorum (1982) 207 for the inversion of the marital telos in this episode: ‘on the verge of marriage
and womanhood she returns to her parents’.
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women as their right or ‘due’.%®? Contemporary medical discourse, with which Sophocles was
probably familiar,®® regarded marriage not merely as a woman’s lot or share, but as essential
to her health.*®* She must reproduce for her own benefit as well as that of society. Antigone’s
erotic fascination with death could be a manifestation of the symptoms of delayed maturation
mentioned in the Hippocratic texts — an ailment which could be cured through marriage and
intercourse, woman’s ‘natural’ transition.*®®> The deprivation of this telos leaves only one

option open: marriage to death. Yet as we see, this is no marriage, and no telos, at all:

Kol VoV dyel pe dia xepdv obtw AoBav
dAexTpov, Avvpevailoy, obte Tov ydpov
Hépog Aaxovoay olte Tadelon TpodTg
AAN DS Epnuog mpog dihwv 1 dOSUopOg
386

Lo’ ¢ Bovdbvtwy EpyoUal KATAUCKAGAC.

Death may be anumenaios for the Chorus of OC, but for Antigone, to be anumenaios is a

living death: {®c’ &g Bavdvtwv. By insisting on her performance of funeral rites, she

denies herself the wedding song, aligning herself with the dead while still alive. As a result,

she goes alive to her tomb without rites of her own.**’

2 goph. Ant. 814, Lloyd-Jones (1994) 79.

%3 Kosak (2004) 8, 11-13, cf. Collinge (1962) 47: Simpson (1969) and Ryzman (1992) on disease themes;
Wilson (1941), Biggs (1966) and Worman (2000) on engagement with contemporary medical issues; Knox
(1957) on OT.

%84 Hipp. De Virg. Morb. 1.10-12: oit 8¢ TopBEvol, dKbSTIoW MPT YEUOVL, TOPAVSpODUEVXL, TOUTO
UOAAOV TACYXOLOW dpo TN KaBddw TV EmUnUiov, mpdTEpor oL UAACL  TAVTOL
KOUKOTIOLBEO VO L.

%% Hipp. De Virg. Morb. 36-43, cf. King (1983) 113-115, Foley (2001) 199.

%6 Soph. Ant. 916-20. Note the perversion of the cheir’ epi karpéi gesture with which a bridegroom would
usually lead a bride to her new home; and that while Antigone has previously stated that she will ‘marry
Acheron’ (816) she in fact envisages her entombment as a denial of her marital meros.

%87 Soph. Ant. 811¢ A1daig {woaw diyet, 920, cf. above.
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Like Electra, and like Cassandra in the following chapter, this perversion forces
Antigone to perform her own lament.*® The kommos between her and the Chorus formally
resembles a thrénos with an antiphonal structure in which, from the end of the third stasimon,
they respond to her laments: ‘Behold me...the bride of Acheron’, ‘With glory and praise...you
descend alive to Hades’; ‘I am like Niobe...”, ‘But she was a goddess...such fate is a credit to
you’; ‘You mock me...’, ‘It is your own fault, and your ancestral curse’; ‘My family have
destroyed me’, ‘You have destroyed yourself’; and she follows with an epode. According to
Alexiou, such an ending is ‘a formal refrain, metrically different from the rest of the
ode...they occur most frequently in odes which are laments or invocations, at the moment
when the dramatic tension within the ode has reached its highest pi‘[ch’.389 As Creon comes to
take Antigone away, she incorporates dactylic and trochaic metres into her verse for the first
time, combining formal alliteration with an emotional register in a series of alpha-privatives:

A xAovtog, AOLA0G, AVULUEVOLOC...A0AKPLTOY (876-81). She laments that she will no

longer look upon the sun (a common threnodic motif, also at 808-10), and complains of her
lack of friends. Most perversely, the antiphony recalls the dialogue between the living and the

dead that is a common feature of Greek funerary lament.*%

Antigone goes alive to her grave,
and is lamented as if dead while still alive. Not only is her ‘marriage’ perverted by its

conversion to her ‘funeral’, but even this is conducted improperly. She is taken (&yel, 811,
dryouat, 876, 939; recall the numphagdgia), not to the telos of marriage or that of death, but

to perpetual liminality, erémia, and invisibility.>** What should have been her bridal (or at
least funeral) procession is instead a road to nowhere, at the end of which the unfulfilled
sexual potentiality of the parthenos is turned back upon the house which rejected her in a

devastating psychological explosion which, as Griffith notes, ‘results in the obliteration of the

%88 Cf. p. 122; Ch.4, pp.168-69.
%89 Alexiou (1974) 134.
390 Alexiou (1974) 139.
%1 5oph. Ant. 887, 919.
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whole extended family’.**? Such a subversive transition means that she vacillates between
defiance in her act and lament over its consequences, life and death, virginal hanging and
‘marriage in death’. Nor is such vacillation unique to this play.

Electra laments the unmarried fate of herself and her sister Chrysothemis in similar

terms to Antigone:

7| TAPESTL UEV CTEVELY
TAOVTOV TATPWOL KTINCLY ECTEPMUEVY,
TAPESTL & AAYELY EG TOCOVOE TOV ) pOYOV

AAEKTPO. YNPACKOLCOV AVVMEVOILS TE. >

This play on the heroine’s name suggests Electra and her sister wasting into old age and
childlessness in their devotion to their paternal family, denied the telos of womanhood by
Aegisthus.®** Their alignment to their patriline threatens the new regime (like Danae, they
might bear sons to overthrow the king), and so a lack of transition is imposed upon them.
Like Antigone, being anumenaios is a living death for Electra, in which she is erotically

aligned with the dead: ikovou® Baddpovg ToTpog.*

Similarly, she regrets her lack of feminine telos. To a Greek woman, marriage may be

a cause of lament, but to live an old maid (ynpdckovcaw) in the house of one’s dead father

was far worse:

92 Griffith (1999) 50.

%93 Soph. El. 959-62, cf. 164-65, Ant. 876-77, Eur. Hec. 416, Or. 206; Finglass (2007) 401-2.

9% Soph. El. 964-66. This is made more explicit in Eur. EI. 22-24, but cf. Seaford (1985) 318: ‘it may indeed be
supposed that Elektra’s enemies fear the threat that might be posed by her offspring, as in Euripides’ version.
This is, however, never indicated in the play. And it is anyway unthinkable that Elektra should want to be
married while absorbed in mourning’. Cf. Hdt. 1.107-8 as well as Ant. 944-50.

%% Soph. El. 190. Here the term has connotations of both ‘marriage chamber’ and ‘tomb’, as in Ant. 804, 947.
See Seaford (1985) 318-19, but contra Finglass (2007) 158.
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)

OV YEYW AKAUATO TTPOCSUEVOLS  GTEKVOC,
TAAALY AVORPEVTOG XLEV OLY VW,
A kpLoL LLAAAEQL, TOV AVHiVLTOY

oltov Exovca, Kakmy.

Electra’s wasting away into anumenaios old age makes plain the pathos implied by
Antigone’s living entombment. Indeed, the same fate is threatened if she will not stop her
excessive lamentation for Agamemnon.3®’

Despite her sorrow at her lack of feminine fulfilment, she will not cease to mourn for

398

her murdered father: ob pev o / ANEw Bpvwy ctuyepdv te 6wV, ™ and so, like

Antigone, vacillates between defiant mourning and sorrow over its cost to her. Electra,

however, goes further and mourns to cause deliberate pain to Clytemnestra and Aegisthus

(Ao 8¢ tovToVE, 355). Her assumption of lamentation as vendetta takes this revenge to

its ultimate conclusion when she thinks that Orestes will no longer return to champion her.*%°

Moreover, to her mind, the act of murder will free her and Chrysothemis to marry (®cTep
eEEDLG, EAEVOEPLL / KOAT] TO AOLmOv Kol YAuwy Ena&lwy / teHOEN)*® — and this is

Where her living death contrasts sharply with Antigone’s.

%% Soph. EI. 164-67, also 188: &¢ dlhog odtig &wvhp brepiototat.

%97 Soph. EI. 379-82, cf. Ant. 774, 887-88, Finglass (2007) 207.

%% Soph. EI. 103-4, cf. 132-33, 223-25, 231-32, 239-44, cf. Kitzinger (1991) 307: ‘it is not that she doesn’t want
to stop mourning Agamemnon; it is that she cannot’.

%99 Soph. El. 954-57: vov & fik' obkET EoTw, B¢ of d1 PAET® / bmwg TOV cTOXEIPA. TOTPWMOL
d6vov / Evv TS’ AdeAOT U1 KaTOoKVACELG KTAVEL / AlyicBov, cf. Alexiou (1974) 22 (especially on
Electra), Holst-Warhaft (1992) 5-6, 33, 118 (on the general connection between women’s laments and
incitement to revenge), Foley (2001) 145-71.

490 5oph. EI. 967-72, Foley (2001) 163.
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Antigone’s insistence on burial and lament of Polynices in defiance of the polis leads
her to rebellion inappropriate for a woman and denial of female transition. In Electra, the
heroine, paradoxically, thinks that transition to marriage will result from her adoption of an
even more masculine position: that of tyrannicide. What would an Athenian audience have
made of these paradoxes? Sourvinou-Inwood suggested that far from arousing sympathy,

Antigone’s actions would have alienated her from her viewers:

Antigone privileged her own interests over those of the polis and subverted the very
articulation of the polis. For the fifth century Athenians her actions were not a
response (let alone a correct and acceptable one) to ‘legitimately’ conflicting duties,

towards the oikos and the polis...her oikos duty was to obey Kreon.**

As with most epithalamia, the key to understanding Antigone’s song and Electra’s use
of anumenaios seems to be in the enactment of correct modes of behaviour for, and between,
men and women. Both dramas are overshadowed by the performance of incorrect sexuality in
the past: Oedipus and Jocasta’s union and Polynices’ use of a marriage alliance to make war

on his own city;*%?

and the rape of Helen, leading to Iphigenia’s sacrifice, Clytemnestra’s
adultery, and Agamemnon’s murder.’”® These transgressive actions lead to death, and to
transgressive acts by the daughters of the houses in response to those deaths. They attempt to

act correctly by the dead as befits their role of female mourners and by their patriline as befits

virgin daughters,*** but the political situation that results from previous transgressions means

0 Sourvinou-Inwood (1989) 139. In this duty both women also fail in their role as epikléroi (or perceived
epikléros, in Electra’s case) to produce children for their father’s oikoi.

%92 Soph. Ant. 863-65: 100 LATPOOL AEKTPWY ETOL KOIUAUATE T abToyEvwnT EU® ToTpl SLCUOPOL
o TpOg; 869-70: SUCTOTUWY YOULWY.

493 Soph. El. 516-609 (Clytemnestra and Electra’s contrasting viewpoints on the sacrifice of Iphigenia and
murder of Agamemnon).

%04 Soph. Ant. 924: eboeBovo’; EL 968: ebotBelaw, but compare Sorum (1982) 206: Antigone’s independent
action leads her to assume a role that is socially defined as masculine. Further, though lamentation is an
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that they themselves are in violation of normative (female) behaviour.*® Balance and
reciprocity — between speech and silence, male and female, private grief and political regime
— are lost in these plays. This ruptures the possibility of transition. Unlike in Aeschylus, only
further death may resolve these crises.

The transgression of female norms means that the normative progression of female
life — daughter, wife, mother — is also disrupted. The maidens seem caught in the midst of
transition: desirous of marriage, yet unable to forsake paternal devotion. But with their

fathers and brothers dead (though in Electra, Orestes’ death is only feigned)*®®

they seem
neither to belong wholly to their patriline nor to a husband. They are anumenaioi, perpetually
liminal — the living dead. Sophocles seems less interested in the wedding song per se than in
inversions of hymenaioi: thus entombment is presented as marriage in a corruption of both
marriage and funeral rites. Aeschylus remarked on the necessity of correct behaviour in
marriage;*”” Sophocles goes further and specifies the nature of that conduct. Women must
obey feminine norms in order to attain the telos that is their destiny and their right — but the
need for adherence to social norms is not limited to women. Creon and Aegisthus attempt to
impose a perverted transition, or the lack of one, and are punished. Haimon, having defied his
father, can only achieve his in death. Men must also enact the telos correctly, else the

containment it represents will be exposed as inadequate. Transitions, both to marriage and to

death, must be performed eusebeds if society is to continue.

Deianeira: Girl, Interrupted

essentially feminine duty, burial would have been performed by male relatives — or not at all, in the case of
traitors to the state.

%% Soph. Ant. 61-68, 484-85, 578-79, 677-80; Chrysothemis presents similar sentiments of yielding to those in
power as Ismene at El. 333-40, 396, and Clytemnestra criticises her appearance outside the house at 516-18.
Electra herself states: povfdve & oBobveka / EEwpa mpdoow KoLK EUol mpocelkodta (618-19). See
also 997-98.

%% goph. El. 673, see Sorum (1982) 207, Foley (2001) 153 “her [Electra’s] status too, depends on a dead father
and brother’.

7 Ch.1, esp. pp.108-9.
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Trachiniae includes not one, but two improperly performed marriages. The first is Heracles’
with Deianeira: though she is not explicitly anumenaios, she exists in a state of liminality that
recalls the use of the term in Antigone and Electra. The second is Heracles’ with lole, which
ensures that Deianeira will never be ‘fulfilled’. On the surface, Deianeira’s union with
Heracles is the archetypal ‘hero rescues maiden from monster’ story. Her prologue describes

her fear of marriage with Achelous, beyond that of the average Geek bride:

fitig TaTpog LeY Ev dopolcty OveEwg
valovs” T eV TTAgvpwvt VOUDELOY dTAOV

dAyioTov Ecyov, €1 T ATTwAlg Yuvh.*®

She is a passive object in this transaction, with the river as pvnotnp (9), and can merely

hope for death before consummation:

TOLOVS’ EYW UYNOTNPA TPOCAEdEYUEYN
dvotnrog del KaTOAVELY EmmuyOUnv,

TPLY TNode Ko1TNg EumeAacOnvot mote.*”

This wish for death, we have seen, is common to ‘epithalamial’ songs, if not to epithalamia

themselves.**° It betrays bridal reluctance that must be overcome by the encouragement to

“%8 Soph. Trach. 6-8.
%99 5oph. Trach. 15-17.
410 E g. Sappho fr. 94.1 V (if this is in the voice of the departing girl), Aesch. Supp. 779-91; see Ch.1, p.47.
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transition to a new life. In Deianeira’s case, she is saved from both virgin death and hated
marriage by the arrival of Heracles (18-21).
Unusually among tragic brides, Deianeira leaves her father’s house under her own

preferred circumstances (douévn d€ pot, 18). Once the transfer to Heracles® oikos gets

underway, however, things start to go wrong. Ormand notes how, following a ‘courtship’ that
is in reality little more than an agén between two hypermasculine figures with herself as the
prize, Deianeira complains about the perversion of the traditional send off from her father’s

house and subsequent attempted rape by the centaur Nessus:***

0¢ 1oV BaBvppovy motapuov Edbnrov Bpotoig
uicBov ‘mopeve Y ePoiy, oDTE TOUTILOLG
KOG EPECCWY 0VTE AALPECLY VEWC.

O¢ KAUE, TOV TATPMOV vikow GTOAOVY

Evv  HpakAel 10 mpwtov ebvig Ecmbunv... *?

He states that:

Deianeira’s choice of words, particularly the adjective “processional” (pompimos) is
significant. She uses the word because she is complaining about the lack of traditional

pompé (procession) after her wedding.**?

“1 Ormand (1999) 41, cf. Armstrong (1986) 101-2. Armstrong further links this passage with Deianeira’s
erémia by noting that eunis can mean both ‘bride’ and ‘deserted’ (‘lacking’ her patros, understood with eunis
from patréion).

2 5oph. Trach. 559-63.

13 Ormand (1999) 41.
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We have seen how marriage is a process of transition for the bride, from engué to childbirth,
which is part of a wider initiation into adulthood. The wedding procession functions as a
ritual compression of this process, inscribed in its songs which may represent a transition
from wildness and reluctance to domestication and acceptance.*** Electra and Antigone
demonstrated the consequences if that process was withheld or perverted; Trachiniae presents
a different consequence of its being improperly performed. Instead of processional oars or a
ship with sails and a hymeneal stolon to effect her transition into the civilised and civilising
institution of marriage,**® Deianeira is carried over the river, a symbol of her liminal state, by
a centaur, a hypersexual beast representative of the very margins of civilisation — who then
attempts, in a perversion of the cheir’ epi karpoi gesture with which a bridegroom would lead
a bride to her new home, to appropriate her sexuality for himself, outside the context of the
oikos.

That oikos is unstable — Heracles’ actions mean that the family are forced into
continual transition and separation from each other. He and Deianeira never complete the
marriage process through sunoikésis, living together as man and wife (though by the time of
the dramatic action, their son, Hyllus, is himself old enough to marry — an extraordinary

deferral of reintegration):

eE oL yop Extol keWog Topitov Blaw,
Nuelg pev &v Tpoyivt Tnd &vdoTotol
E&vw Top” Avdpl VALOUEY, KELVOG & HTTOV

BEPRNKeY oLdeLg O1e.M°

44 Cf. Ch.1, pp.72-73.

1> Compare Sappho fr. 44.5-8 V: ‘Extwp kol cvvétaip[o]t dyols’ Edkamido / OfBog EE 1épag
IMokiag T & [Ai]v<v>dm / &Bpov "AVpSOUdy o EVL VoOo1Y £ dAULPOY / TOVTOV.

18 Soph. Trach. 38-41.
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On Van Gennep’s model of rites of passage, here the rites of limen, the dangerous transitional
phase between separation and reintegration, are corrupted and the transition permanently
arrested. The essential fact of reintegration — cohabitation — is missing from their

relationship.*!’

Deianeira’s visualisation of her wedding procession as unsanctioned
abduction and rape (and one that consequently overshadows the whole of her married life),
followed by abandonment, suggests that its proper performance was regarded as essential for
the successful transition and transfer of the woman between oikoi. To effect its telos ensures a
kind of successful fulfilment in marriage, a reintegration which Deianeira never experiences.

She is described during her wedding contest as a calf wandered from its mother, an image

which may derive from the wedding song:

KO portpdg ddap BERAY,

Mote moOpTIG EpAU.t

Both Deianeira and the Chorus look back to the images of partheneia even after Deianeira is
married. This imagery can be used to indicate bridal anxiety or reluctance, which in the
course of the Greek wedding would ideally be overcome, ‘perhaps by persuasion or perhaps
by rites of incorporation’.*® Deianeira’s marriage, however, was characterised by violence
and due to her arrested transition it is unlikely that her reintegration could ever have been
accomplished. She expresses post-transitional lamentation, identifying with the ‘sheltered

garden’ image (T0 yap vedlov Ev 1010160e BOCKETAL / X WPOLSLY AbTOV, 144-45) at

the same time as the ‘fertile field’:

7 Cf. Wohl (1998) 33, also on Iole’s failure to make the transition from parthenos to guné.
8 Soph. Trach. 529-30; cf. Sappho fr. 104(a) V, Seaford (1986) 52.
19 Seaford (1986) 52-54.
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K&POoAUEY 01 TTo1dOG, OVG KELVOG TOTE,
YHTng Omwg &povpor EKTOTOV APV,

onelpwy Lovov mpocelde KAEaAUWY dmak.

As a result, she remains liminal. Unlike the Greek bride, this calf is never truly domesticated,

always eréma, and never truly a part of a new household. Despite her status as untep (64)

and dodpoptd..HpakA&ovg (406), Deianeira has never undergone the process of
acculturation expressed in the wedding songs that would make her teleia: she, like her house,
is eternally peAAovopdog.

The news of Heracles’ return leads to a choral ode anticipating a marriage, prompted

by Deianeira herself:***

AvoLoAVECT® d6UOC

EQECTIONG AAOLACLYOLG

422

0 LEAALOVLLLHOG

Her joy seems to suggest that the wedding to be celebrated is the long-awaited reunion of
herself and Heracles. His labours are complete; now they may both be reintegrated. This song

follows many epithalamial patterns: as in Sappho fr. 44.33-34 V, the chorus of women call

upon the men to raise a song to Apollo (&pcévwv / 1tw KAoyyo TOv ebdopetpay /

%20 5oph. Trach. 31-33; see Introduction, pp.15-22.
“21 5oph. Trach. 202-4.
%22 5oph. Trach. 205-7.
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"ATOM® TpocTdtay, 207-9). Here maidens also join in: moidval Toldy’ AVAYET, ©
mopBevol (210-11). The overall image is one of communal celebration — until Artemis is

invoked, both in her ‘wild> aspect (EAcLGpoBOAOV, 214) and as torch-bearer (GULOLTLPOY).

The virginal is again juxtaposed with the nuptial. This could refer to the anticipated transition
of marriage, but is slightly jarring in view of Deianeira’s earlier vacillation.

Marriage is an institution which reproduces and strengthens social relations and
reaffirms gender roles. The introduction of Dionysiac imagery to this song suggests the
rupture or dissolution of those boundaries. The aulos (217) is appropriate to the wedding
song,** but not the function of the god as TOpawwve Tdc EUAC dpevde (218), suggesting
madness and frenzy which have no place in the epithalamium. It is the result of madness —
that of uncontrolled passion — which Deianeira is called to look upon when the Chorus say:
168" Avtinpwpa, 81 oot / PAEmEW TApecT EVopyR (223-24).*** The next thing
Deianeira sees will be the ctdhov (227, cf. 562) by which Iole, Heracles’ captive-bride, is

brought into the house.

MeAlovoudog could therefore also refer to the second improperly performed

marriage. Indeed, the Messenger’s words cast this union in the context of transgressive

marriage from the beginning. Heracles destroyed a city to obtain lole (§Aor / Ty

yimvypor Ovyadioww, 353-54); as in Antigone, the destructive power of love is blamed

for this rupture:

"Epwg 0 Vv

423 Hom. Il. 18.495, [Hes.] Scut. 281, Sappho fr. 44.24 V.
424 Cf. 368: EvteBEpuavTal TOBW, 445: YOS, 476: SO YUEPOC,

130



wévog Bewv BEAEELEY alyyudoat TAde. ™

The hero wished to have lole as his kpOdLov A&x0g (360), creating ambiguity as to her role

in the house. Lechos can be used of a wife or a concubine, and Deianeira refers to herself

with the same term at v.27. The captive is not to be a sex-slave: obk &dppovticT®E...00d’
®ote 00VANY (366-67). Lichas swore that he was bringing her (&yew) as the dduopT ...
“HpakA€el (428), the very term by which he addresses Deianeira in v.406. Deianeira draws

the obvious conclusion that the two of them are to occupy the same position:

EY 0& BuuovoBol eV oLK ETLCTOUOL
VOCOVVTL KELV® TOAAA THOE 11 VOO W,

10 8 b Evvorkely 1S’ bUOL Tig dv yuun
dHYaLTO, KOWMYOLOO TMV ATOV YAUWY;
opw Yap HPMY TN UEV Eprovoar TPOCW,

v 8¢ Poivovcav: MV <> ddoprdley prael
0hBALOC BvBog, TVS LIEKTPETEL TTOOAL.
tovT oy popovuat Un woéorg pev - HpokAng

426

ELOC KOATITOUL, TNG VEWTEPALG & &Vp.

Though both are presented as wives, it is desire for lole that rules the husband. He will be

Deianeira’s posis in name only. Though she is to all intents and purposes married, to her

%25 goph. Trach. 354-55.
426 Soph. Trach. 543-51.
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mind, she will never have completed the transition of guné to an anér. This takes further the
theme of ‘artificial containment’ in the previous two plays. Here the ritual and telos of
marriage is insufficient to enclose Deianeira’s sexuality — though married and a mother, she
remains, in a sense, anumenaios, and therefore threatening. When she attempts to reclaim her
marital relationship, she inadvertently kills her husband. In the end, it is only her robe which
will sunoikein with Heracles.**’

Again we are given a sense of the perceived importance of the marriage relationship
to women: not only the social construction of posis/damar, but also the personal relationship
of anér/guné. Deianeira is married and has borne children but is separated from Heracles and
privileges the marital relationship in her suicide. Perhaps post-transitional bridal lamentation
should be seen in this context: the socio-ritual transition has been accomplished, but the bride
has yet to establish a relationship with her husband and stresses her ongoing separation.
Rituals may be inadequate to overcome this: the bride still feels herself to be liminal. In
Deianeira we see an extreme example of this phenomenon. Her pre-marital anxiety and
liminality becomes the central fact of the text, and this unfulfilled potentiality eventually
proves the death of her husband — and herself.

I agree with Ormand’s hypothesis: arguing for the lack of fulfilment of tragic women
in marriage and tragedy’s inability to express this comprehensibly, he notes that Trachiniae
presents Deianeira’s transformation from parthenos (the wandering calf) to guné as
incomplete, and as such, her integration into her new oikos is interrupted.*?® She is suspended
in a liminal phase and arrested in her bridal identity until the moment of her death — a death

figured as a sexual penetration in which she makes up the bed (920), bares her breasts (925-

“2T 3oph. Trach. 1055, see Ormand (1993) 224-26.
428 Ormand (1999) 42.
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26), and stabs herself with a sword in the liver (930-31).** Only through one telos can she
express her achievement of another.

An inappropriately performed procession, as in Trachiniae, or anumenaios wedding,
as in Antigone, disrupts the telos of the ritual — or is used to indicate its disruption and the
consequences to follow. The Sophoclean plays give the impression that women are owed
these rituals — not merely because they are integral to the survival of the household and the
community of which it is a part, but also on a personal level. Epithalamia, with their
progression towards civilising imagery and their encouragement of acceptance, are part of a
wider, communal ritual whose aim is to effect the transition of the bride from parthenos to
guné, thereby guaranteeing the fertility of the oikos and by extension, the continuity of the
polis.*®® By implication, their improper performance will result in a corruption of
interpersonal relations within the household, sterility, and social stasis. At the same time, the
rituals of marriage by themselves are not sufficient to effect this telos. Correct behaviour
between husband and wife contributes to the establishment of a relationship that extends
beyond the epithalamium and which is presented as the cornerstone of feminine ‘fulfilment’.

Sophocles seems at first glance to use the hymenaios in a similar way to Aeschylus’
manipulation of the genre in PV or in Agamemnon, in which the term contrasts the
expectations of joy which would accompany marriage in reality with the tragic situation, and
thus emphasises the current misery of the protagonists (such as Antigone, Electra, and to an
extent Oedipus);*** or, more ironically, looks forward to it. There are further similarities with
the Aeschylean hymenaios: namely, that the motif can be used to underscore a recognition (or
lack of recognition) of illicit or cursed sexuality, and that those who fail to recognise it as

432

such are often classed as tyrants™ — whose downfall is thus imminent. In a similar way to

429 Cf. Foley (2001) 97.

“%0 See Introduction, pp.34-35.

31 Cf. Ch.2, pp.97-99, 103.

32 5oph. El. 661, 64, also Ant. 506.
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Supplices, the Choruses of Antigone and Trachiniae use songs that are like (and yet unlike)
wedding songs in order to foreshadow or comment upon the corruption of the hymeneal
telos.**

In the suggestion of arrested transition, however, Sophocles differs from Aeschylus.
While the Danaids resist marriage and attempt to avoid their own transitions by flight to
Argos and obedience to their father, Antigone’s and Electra’s devotion to their patrilines
causes them to remark on the meaning of their loss of marriage. They are at once defiant over
these actions, and at the same time pitiful and ‘lost’, denied a ‘share’ in marriage and
children. Deianeira, while she attains this lot on a social level, fails to make the transition to
guné in her own self-identity, and can only assert her status as wife/mother in death. The
association of the term anumenaios with death, moreover, suggests both a pitiable sterility
and the potential destructiveness of such a state. Its implications of silence, liminality and
unfulfilled erémia intersect with the political sphere in which it can be applied — forcibly — to
the female in order to reflect on the Athenian ideals of women’s silence, obedience, and
invisibility — ideals more prevalent under the Periclean regime, but not necessarily the result
of it.

When applied to a maiden, anumenaios can suggest the unleashing of a destructive
potentiality as a result of her denial of traditional fulfilment in the role of wife, a denial often
resulting from her fulfilment of her role as daughter. This denial is due both to her tragic
excess and the fear of her reproductive capacity by the authorities, and is bound up in
Athenian anxieties about women’s role in society. The lack of fulfilment in marriage can also
be applied to the tragic wife, who occasionally experiences a lack of integration into the
marital household as a result of the lack of appropriate ritual behaviour (as in Trachiniae).

The tragic hymenaios emphasises the dangers of the liminal position of the parthenos, and to

% Cf. Ch.2, p.81.
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an extent of women as a whole in Athenian society,***

and of the period of transition between
oikoi. It emphasises the importance for personal fulfilment of female rites of passage — and
the importance of their correct performance if society is to continue.

The hymenaios in Sophocles is therefore a more complex topos than in Aeschylus.
Sophocles uses ‘epithalamial’ odes, but these suggest a lack of appropriate ritual and an
inversion of the anticipated telos. He also highlights women’s valuation of marriage through
their status as anumenaios. This is a positive valuation of marriage, implying a social and
personal fulfilment lacked by Antigone, Electra and Deianeira. Positive representations of
marriage in the female voice do exist, but it is rare to find them expressed by the bride in the
first person in the wedding song.**®> As mentioned in Chapter 1, it is inappropriate for a
woman to display eagerness for sexual contact — Sophocles’ plays suggest, however, that
lamentation for the missed opportunity of marriage was acceptable. Similar sentiments are
displayed by Greek funerary epigrams on the death of parthenoi:**® to wish for death is an

acceptable, ritualised expression of pre-marital anxiety, to achieve death was an occasion for

real grief.

3 Anxiety over the transferable position of women and their potential for ill is apparent in the simile of Helen
as a lion cub brought into the house in Aesch. Ag, and is expressed by Creon in Soph. Ant. 647-51: ufy vov
ToT, ® Tol, ToG PpEvag Y VO hdovng / yuvvoukog obvek’ EKBAANG, €18wg OTL [/ Wuypdv
TOPAYKAALCUO TOUTO YiyveTad, / yuvt) kokn Ebvevvog £V SOUOLG.

% Compare Sappho frr. 30, 44.25-27, 31 V and Theoc. 18 with Eur. Tro 308-41; see Introduction, pp.15-22;
Ch.1, pp.47-48.

4% AP 7.182, 486, 487, 488, 489, 490, 491; see p.83, n.271. These, however, are not in the bride’s own voice,
which further highlights the abnormality of Antigone, Electra and Deianeira’s self-laments. A similar situation
occurs in Cassandra’s performance of her own wedding song (see Ch. 4, pp.168-69).
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CHAPTER FOUR

THE TRAGIC HYMENAIOS: EURIPIDES

The tragedians studied thus far have been shown to use the motif of the wedding song in very
different ways; Euripides adds a further difference. He uses whole epithalamia in his plays —
in Phaethon and Troades, these are complete lyric hymenaioi. In IA, the third stasimon is
devoted to a choral reminiscence of the wedding song performed at the marriage of Peleus
and Thetis. I will examine these songs, as hymenaioi in themselves and as part of a wider
dramatic structure, to discover how the youngest and arguably most sophistic playwright uses
the wedding song. Can a coherent overview of its Euripidean development be identified? Is
this development consistent with the analyses of Euripides’ pushing the boundaries of tragic
convention generally posited for his drama?

It can be established at the outset that these songs are performed for perverted or
transgressive unions. Phaethon’s mortal stepfather, Merops, arranges his son’s marriage to a
goddess, not knowing that the boy is the product of the extramarital liaison of Merops’ wife,
Clymene, with Helios (Pha. Hypothesis 6-9). Agamemnon takes Cassandra, virgin priestess
of Apollo, as his spear-bride ‘by force’, ‘abandoning piety to the god’ (Tro. 43-44). Iphigenia
is summoned to Aulis on the pretext of marriage to Achilles — but actually to be sacrificed for
a fair wind to Troy in an ironic inversion of the marriage ceremony (IA 89-105). The
perversion takes place on a generic as well as dramatic level. The elements discussed in the
Introduction of “bride’, ‘bridegroom’ and ‘wedding’ are all present in some form,**’ but there

is a disjunction, or confusion, of these elements, which throws the song into question. The

question asked of Iphigenia’s arrival in IA Yugvondg tig 1| Tt mpdooetat,; (is this a

37 See p.10.
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wedding (song) or what is happening?, 430), is appropriate to all Euripides’ hymenaioi. We

must draw our conclusions about the tragedian’s depiction of marriage against this confusion.

Phaethon: flights of fancy?

The wedding song of Phaethon is unique among our dramatic examples — as a fragment of a
mostly lost play, it is the only tragic epithalamium to receive much scholarly attention. Due
to the fragmentary nature of the tragedy and its obscure mythology, commentators have never
satisfactorily answered the key interpretive issues: who is the bridegroom Phaethon, and who
is his unnamed bride? These questions have a fundamental impact upon how we read the
wedding song at 227-44, yet it is nearly impossible to answer them from the text itself. A
wider dramatic manipulation of the ‘primary elements’ ‘bride’ and ‘groom’, casting the
song’s recipients into doubt, renders the song even more problematic than usual. | argue that
this crisis of identity is an essential framework within which to understand this song, and the
tragedy in general.

Euripides’ manipulation of the genre takes place simultancously with another:
Aristophanes’ use of the wedding song at the end of Peace and Birds to signify happy
endings for the protagonists and their communities, which I shall discuss in the next chapter.
Euripides does the opposite. His hymenaioi take place in the midst of the dramatic action, and
are surrounded by crushing revelations of death and the destruction of family. What is the
438

connection between the two, and could Phaethon (if the date of ¢c.420BC is correct)™" exist in

%8 Diggle (1970) 49: ‘metrical evidence, such as it is, favours the attribution of Phaethon to the later part of
Euripides’ career, to within a few years of 420°. However, Webster (1972) 628, following Zelinski, argues for a
later date of 415-409. cf. Cropp & Fick (1985) 69: 427-14BC. The progressive development of the hymeneal
motif in Euripides seems to support an earlier date for Phaethon, but this is still too uncertain for confidence.
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dialogue with Peace of 421BC? Aristophanes is always thought to react against Euripidean
tragedy, but the reverse may be true here.**

If we date the play at ¢.420, Phaethon is the first of Euripides’ plays known to contain
a full hymenaios, a trend continued in Troades (415) and 1A (405). Does he, in Phaethon,
create a point of departure for his later plays? If so, in what way? This brings us back to one
of the central questions of this thesis: how is the wedding song being used in this play?
Contiades-Tsitsoni argues for an interpretation of tragic irony in all three plays, consonant

with the ‘marriage to death’ motif common in tragedy:

Der Thematik dieser Partien liegen die traditionellen Motive der “tragischen
Hochzeit” zugrunde, der Hochzeit, die durch den Tod verhindert wird, und des

“friihzeitigen Todes”, des Todes PO YA UO10. Beide Motive haben ihren “Sitz im

This is an interpretation shared with Tufte, who applies the designation ‘anti-epithalamium’

to this ode:

As used in the Troades, the anti-epithalamium consists of a conventional
epithalamium interrupted and followed by the “anti” devices. In another play of
Euripides, the fragmentary Phaethon, a somewhat similar technique seems to have

been employed.**

*%9 Such comic reactions exist: Ar. Av. 213-14 may be based on a similar passage (1107-12) in Euripides’ Helen,
produced two years earlier. See Dunbar (1995) 205, ‘though alternatively both may be imitating a common
model unknown to us’; Burian (2007) 258; Allan (2008) 272. The dating of Phaethon, however, is too insecure
to be certain of such an allusion to Peace.
40 Contiades-Tsitsoni (1994) 52.
441

Tufte (1970) 42.
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By this logic, Phaethon seems to set the tone for the further two tragedies: a nubile young
woman or a youth on the cusp of marriage goes instead to their death, and the rejoicing
surrounding the proposed union turns out to be bitterly inappropriate to the situation. Yet I
believe that an examination of the song in its wider textual and dramatic context might raise
specific problems that are also addressed in these later plays. As mentioned above, the first of

these problems concerns the ‘primary elements’ which identify the ode as a wedding song.

Crisis of identity

Our first problem lies in the identification of the bride and bridegroom of this play — in the
case of the former, the extant fragments do not preserve her name, only the fact that she is a

goddess (Beav, 241). This has not prevented extended debate over her identity. As for the

bridegroom, recent scholarship has problematised (perhaps excessively) the parentage, and
thus ‘identity’, of Phaethon. Two semi-divine Phaethons exist in the mythical tradition prior
to Euripides — a beautiful boy, son of Eos and Cephalus, carried off by Aphrodite in
Hesiod,**? and a son of Helios (and possibly the nymph Rhode) in Aeschylus’ Heliades, a
youth whose sisters were transformed into poplars and weep tears of amber for him beside
the Eridanus.*** Schol. Hom. Od. 17.208, which may reflect this version, tells how he drove
the chariot of Helios and was Killed by the thunderbolt of Zeus. In neither version is Phaethon
presented as a bridegroom, but the son of Helios, who crashes the chariot of the Sun, is a far
closer match.

Wilamowitz argued the opposite: ‘Euripides nicht sowohl eine neue Sage erfunden,

als Phaethon den Sohne der Eos mit Phacthon dem Sohne des Helios kontaminiert hat’.*** In

#2 Hes, Th. 984-991.
43 Cf. Eur. Hipp. 735-41.
4% Wilamowitz (1883) 130.
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addition, Euripides was thought to have combined Hesiodic material with other myths,
namely the catasterism of Phaethon as the evening star in Eratosthenes (194-97), and the
myth of the fatal ride of Phaethon, ‘eigentlich die Sonne’, supposedly originating in
Corinth.**

In the light of this interpretation, the bride becomes Aphrodite, and Phaethon, called

the vedluyl...mwAwt (233-34) of that goddess in the wedding song, is her hushand.

Wilamowitz’s theory was an interpretive spectre that Diggle hoped to lay to rest by
distinguishing between the Hesiodic son of Eos and Cephalus and the Euripidean son of

Merops/Helios and Clymene:

The legends which he [Wilamowitz] sought to impose upon Euripides were legends of
his own invention, justified by neither the text of Hesiod nor the text of Euripides nor

the text of any other author.**

Diggle sees the Euripidean Phaethon as being totally separate from the Hesiodic character,*’
and in answer to Wilamowitz’s speculation of a fusion of legends surrounding the youth’s
transformation into a star, maintains that the catasterism of Phosphorus-Hesperus was not
attested before the Hellenistic period — any attempt to bring the legends into line, and into
line with Euripides, must therefore stem from this period.**®

If more than one youth went by the name of Phaethon, an Athenian audience could
well be expected (particularly after Aeschylus’ tragedy) to know the difference between them

and dissociate the tragic and Hesiodic characters. The prologue suggests that the boy’s

descent has already been elucidated: puvnobeic 6 pol mot €1dp’ 6T Mmbvdcon Ogog /

% Wilamowitz (1883) 134, 141-42.
8 Diggle (1970) 12.
“T Diggle (1970) 13.
8 Diggle (1970) 14.
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ortov T xpMilelg Ev (45-46). Underlying similarities, however, remain — these would
have been recognisable to an audience versed in epic poetry.

Though the parentage of the two youths differs, legend situates them both in Ethiopia
as denizens of the solar family. Phaethon’s Hesiodic half-brother, Memnon, is A1816Twv
BaciAna (Th. 985), while Euripides has his Phaethon praised as Ba.ciAn (Pha. 237) and
Boo1leg (240) of that people. Hesiod’s Phaethon is ‘a man like the gods’ (common praise

in the epithalamium and “epithalamial’ songs);**® whereas Euripides’ will become ‘dear to the
starry palace of gold’ through his marriage to a goddess. The youth of both figures is

emphasised: tOv po véov Ttépev dvbog Exovt epikvdéoc TPNG (Th. 988); véog 8. /
fiBng (Pha. 132-33), moig (104), maid’ (107).**° This youthful aspect has a fundamental

bearing on our identification of the boy. For it is at the height of this period, when Phaethon

is occupied by ‘childish thoughts’, w18’ & TatAd. dppovEovtar (Th. 989) that he is snatched

by Aphrodite. Similarly, Euripides’ protagonist seems to have entered the fullness of his
youth, the age at which his marriage can be arranged.** He, like many Greek brides, seems
resistant to the idea of leaving childhood behind, and perhaps, like Hippolytus, prefers such

‘youthful pursuits’ as athletics — or chariot racing — to the responsibilities of adulthood,

marriage and sexuality: ..domep ) KAvuévn Aéyovoa "uic® & gbdykarov tOEoV
KPOWELaG Yupuvdoio & otyorto".**? Finally, Aphrodite places Hesiod’s Phaethon in her
temple, {oBEoLg EVL vMoig (Th. 990) and makes him its keeper: vnomdiov poyov (991).

Euripides’ Phaethon is also placed within, in the treasury where the house’s precious

49 See esp. Ch.1, pp.42-43.

%0 See also Eur. Pha. 103, 117, 135, 161, 172, 176, 276, 312, 322.

! The association between the ‘flower of youth’ and the ‘season of marriage’ is made elsewhere in Euripides,
e.g. Hel. 12-13.

#%2 plyut. Mor. 698E, repr, as fr. inc. sed. 4 in Diggle (1970) 70. Two fragments, de8oik[ (147), and Phaethon’s
remark on the enslavement to dowry at 158-59, have been used alongside this to suggest that he was
temperamentally hostile to the idea of marriage and feared the departure from youth, cf. Collard (1995) 199,
Reckford (1972a) 410 and (1972b) 338-39.
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possessions would be kept: xkpOyw 8¢ vwv / {eoctolol Baddpolg (Pha. 221-22).

Aphrodite in the Phaethontic wedding song also hides her TwAog: £V a1BgpL KpOTTELG
(234).

Other factors identify Phaethon with the ‘newly-yoked colt’. Besides the fact that he
yokes the horses of Helios (Nagy points out the closeness of the stables of Helios and Eos,

one of whose horses was called ®aé8wv),** he is also represented as being ‘yoked’ in
marriage: {ev€al voudng te Aemddvolg (109). This is a common metaphor for the

female experience of marriage, often seen in terms of the domestication of a formerly
unbroken animal.** Newly-yoked here must mean ‘newly-married’. The identification of the
‘colt’ with the offspring of Aphrodite’s marriage, however, cannot support his identification

with her Hesiodic beloved: the TwAwt is also oV yduwy yEvvay and thus must refer to

a son, not a husband (regardless of Nagy’s supposition that Clymene should be seen as a
chthonic Aphrodite, and can therefore be, along Near Eastern lines, a ‘Great Mother’ figure
mourning her son/consort).**® If there is a connection or conflation between these two myths,
it must be sought at a less literal level.

Reckford proposes that the relationship of Aphrodite and Phaethon may operate on
only a symbolic level — in much the same way as in Hippolytus.**® Yet it is difficult to see
how this may have been achieved or why it would have warranted the performance of a
wedding song. Others reject Aphrodite as the bride, often in favour of the identification of her

457

(after Diggle)™" as a daughter of Helios:

%3 Nagy (1973) 164, on Hom. Od. 23.246.

% See p.23, n.72.

“*° Nagy (1973) 171.

6 Reckford (1972a) 406. By associating both Phaethon and Hippolytus with the experience of the bride
(departure, yoking and ‘death”) Euripides represents the loss of innocence that accompanies marriage and the
human condition in general. There are dangers to this interpretation; chiefly, the representation in two plays of a
youth hostile to marriage in a symbolically erotic relationship with Aphrodite.

7 Diggle (1970) 159-60.
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No later poet could add another marriage to [Aphrodite’s] famously cuckolded one
with Hephaestus in Homer, Od. 8.266ff., even in the play’s near-fairy setting...Mortal
Merops could not ‘arrange’ either an actual or even a token marriage of a youth to
her...As a husband himself of a god’s daughter, however, Merops might reasonably

claim marriage for his son to a daughter of his divine neighbour, Helios.**®

This is likely to be the case (and as paternal half-siblings, who were not raised in the same
household, such a marriage would have been acceptable to an Athenian audience), so any use
of the Hesiodic Phaethon myth must therefore function in a different context. It could,
however, be an informative principle for the text, an ‘older myth’ which illuminates our
understanding of the story of Phaethon the charioteer used here.**®

Euripides used contradictory versions of well-known myths, but often, particularly in
later tragedies, these were deliberately juxtaposed with other versions, either epic or tragic
(from an already complex and contradictory tradition), to create a distinctive jarring effect.*°
The contrast between logos, ‘what people say’, and ergon, ‘what is reality’, especially in the
tragedies of 412BC has been explored by Wright, and | believe is also a useful interpretive
tool for Euripides’ hymeneal plays. In Phaethon, as well as Troades and IA, words are
undermined by hidden realities — not least the truth of the hero’s parentage: Clymene’s
assurance that her children are also Merops’,*" versus the extra-marital fathering of her son.
The acts surrounding the wedding also fit this pattern: the joy of Merops and the girl chorus,
versus the audience’s knowledge of Phaethon’s death. In the midst of such a clash of word

and deed, true and false identity, the insertion of an older Phaethon-myth adds to the

confusion and provokes a crisis of understanding among the audience that parallels that

%8 Collard (1995) 198.

%29 Reckford (1972a) 406, 425.

%80 Wright (2005) 82: ‘the plays’ meaning results from the odd manner in which these elements are combined, as
well as the choice of mythical subjects itself’.

81 Hypothesis 3-4: Tavtwv 8¢ [w]at]épar EO[M O]V / Kartd vouovg cu[uptlodvta iva|-]
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occurring inside the drama. In ¢.420, Euripides could be taking the audience, as well as his
charioteer, for a mythological ride far ahead of the 412 trilogy.

The song gives no more clues than the rest of the fragments — if anything, it is even
more oblique. It is a lyric wedding song in two strophes, beginning with the refrain’ Yunv
Yufp.*® There is extensive praise of Aphrodite and her unnamed son in their aspect as gods
of marriage, and makarismos is pronounced upon the man who will marry a goddess: @
udkap, & Paciievg ueilwv £t dABov, / d¢ Beadv kndevoerc.*®® Similar blessings
are spoken for Agamemnon and Cassandra in Troades: LO.KAPLOG O YOUETAG, / LOLKOPLOL
& Eyw (311-12), and at the wedding of Peleus and Thetis in the IA: pokdplov toOTE
doipovec..EBecoy (1076-78). The implication is the same in all three plays. The

anticipated matrimonial blessings will not come to pass — in fact, these unions themselves

directly result in death and tragedy. **

The song is performed by a maiden chorus (topB&votg, 218), an image familiar from

the Sapphic epithalamium (fr. 30.2 V). Clymene hears Merops leading this chorus onstage as

2 Eur. Pha. 227, cf. Sappho fr. 111 V, Eur. Tro. 308-41, Ar. Pax. 1318-67, Av. 1720-55, Theoc. 18.58, Cat. 61,
62.

3 Eur. Pha. 240-41. Collard (1995) 235 argues that only Merops can be the ‘great king’ of these verses,
whether or not he intends to share power with Phaethon after the wedding. Aphrodite then ‘makes the marriage’
for Merops (vulLpeeal) who then becomes ‘marriage-kin’ to a goddess (Bedv kndeboelg). This seems a
slightly strained use of vopLOgDW, commonly used to ‘give in marriage’ to a person, rather than to ‘vouchsafe’
the marriage of one’s child, as Collard would use it — especially since Euripidean parallels exist of basileus
referring to the prince rather than the king: Rh. 379 (of Hector); see Diggle (1970) 152-53.

% In the case of Phaethon, the day of his marriage seems to bring the revelation of the truth of his birth
(uvnobelg, 45) that prompts him to drive the sun god’s chariot. Cassandra will be, as she herself says, a Fury
brought to Argos whose union will bring down the House of Atreus. The wedding of Peleus and Thetis resulted
in the beauty contest of the goddesses, and ultimately the Trojan War, but also functions as an analogue for the
‘marriage’ of Achilles and Iphigenia — in reality a trick which will result in Iphigenia’s sacrifice and Achilles’
death at Troy. In all three plays, there is a fundamental misconduct of a royal marriage — not only the one being
performed in the text, but of marriage throughout the royal house. In Troades and IA, the ‘marriages’ of
Agamemnon and Cassandra and Iphigenia and Achilles are symptomatic of the perverted unions that permeate
the House of Atreus. The House of the Sun has its own cross to bear in that regard — something about the
descendents of Helios predisposes them to transgressive sexuality, as Phaedra complains (Eur. Hipp. 337-41).
As the direct descendant of this god, Phaethon is the brother of Pasiphae, Circe and Aieetes; the uncle of
Phaedra, Ariadne, Medea and Apsyrtus (called ‘Phaethon’ by Apollonius, Arg. 3.245). It is entirely possible that
he, like the couples of Euripides’ later epithalamia, is condemned to repeat the errors of his genos until the stain
is removed from its line.
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she grieves over Phaethon’s body, but it is uncertain whether the king himself is participating

in the ode. He is leading (Tyyobuevog, 218) the girls in their yopunAiovg / poAmog (217-

18), perhaps functioning as a chorégos or master of ceremonies, as Sappho is said to have
done.*®® The use of a mixed-sex subsidiary chorus to indicate epithalamial activity is not new

in tragedy, and has roots in the traditional wedding song:

...the focus is on the combining of both sexes, while each group nevertheless remains
aligned to its own gender role...the mixed chorus itself would have triggered
assumptions of marriage in the minds of an ancient audience. And such a connection
1s appropriate, since we know that both the bride’s and the groom’s friends had a rdle
to play in the wedding festivities, that men and women both attended the wedding
feast, and that marriage ritual itself symbolizes the combination of male and

female.*%®

This is perhaps the first time it is used in tragedy with an actual wedding song and may, like
other tragic references to hymenaioi, point to a disruption of gender or social roles. At first
glance, though, the song appears to be a traditional processional hymenaios, with little
beyond its juxtaposition with the tragic death of the bridegroom (and prevailing problem of
identifying the bride) to cause any interpretive problems.

Its form has caused some confusion among critics. Diggle comments:

This hymenaeus does not correspond to anything in Greek practice, neither with the

hymenaeus sung during the procession which accompanied the bride to her husband’s

“6% sappho fr. 194.1-2 VV = Himer. Or. 9.4; Ch.1, p.76. Also AP. 9.189, and Sappho test. 217 V = Philostr. Imag.
2.1
486 Swift (2006a) 134-35; see Introduction, p.14.
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home, nor with the epithalamion which was sung later outside the marriage-chamber.
Rather it borrows features from both types of hymn. Like the processional hymenaeus
it takes place out of doors; and like the evening epithalamion it is sung by a choir of

girls.*®’

Collard, too, sees an abnormality in its performance:

This rite belongs properly to the house of the bride...This irregularity is dictated by
dramatic need and effect: Merops’ happiness is at once overtaken by discovery of the

groom’s death.*®®

Does the song itself suffer from a crisis of identity? This seems an overly simplistic and
extreme statement. Epithalamia, as we have seen, were a flexible genre, performed at all
stages of the Greek wedding ceremony, by a variety of participants. Until the Hellenistic
period, all merely went by the title of hymenaioi.*®® Our literary record does not allow us to
draw a firm distinction between hymenaios and epithalamion, so a Kreuzung of forms should
not necessarily be assumed here. The designations of Diggle and Collard are then somewhat
artificial: it is the context of this song which renders its performance perverse; a blessing
pronounced upon the man whose corpse lays smouldering within the house; an epithalamium
whose thalamos refers to the royal treasury which has become Phaethon’s tomb (221-23).
Moreover, it is a wedding song without a wedding. Neither partner is imagined as
being present (the maidens do not know, when they address Phaethon, that his body is
nearby). This does seem unusual. We know from ancient evidence that the bridegroom did

not have to be present during the processional transfer of the bride to her new home — his

“®7 Diggle (1970) 149.
“%8 Collard (1995) 201-2.
“%9 Introduction, p.1.
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place might be taken by a parochos or nymphagdgos, who would bring the bride from her
natal home to the marital oikos.*”® Can one, however, have a wedding procession without a
bride? Surely this is another example of premature rejoicing so apparent in this scene.
Euripides not only manipulates the identities of the couple, a ‘primary element’ in the song,
he seems to erase them altogether, in a dramatic foreboding of the revelation to come.

But even a ‘lack of element’ is not entirely unknown. The wedding song can express
anticipation for the appearance of one of the bridal couple. Sappho remarks on the arrival of

the bridegroom and his entry into the thalamos: YauBpog te€lcEpyeTOL 100GT “ Apeut,
(fr. 111.5 V). Menelaus is enjoined to begin the wedding rites (VuéEvalov ebtpemile, 1A

437) although Iphigenia has not yet reached Aulis. Later, Catullus has the bride arriving, like

an epiphany, partway through the wedding song:

Prodeas noua nupta, si
lam uidetur, et audias

Nostra uerba.*"*

Like the bells rung in church before the Christian wedding or the chords of ‘Here Comes the
Bride’,*” this sort of hymn heralds or anticipates the arrival of the bridal pair and the
completion of marriage. It builds a sense of joyful expectation, which in Phaethon is
frustrated — the bride will not arrive, and the marriage will not be consummated. The putative
blessings of the makarismos will never be fulfilled. The song’s apparently traditional

structure is given a darker meaning by its situation in the play. It is, as the ‘anti-

70 Pollux 3.40.4-41.4: .0 & &ywv TNV vOUPNY EK THE TOV TOTPdg OLKIG VOUPAYwYOg, OTOTE Ut O
VOULOLOg LETIOL..., compare Hesychius v 712, where he distinguishes the numphagdgos, who fetched the bride,
from the parochos, who rode on the carriage with the bridal pair. Cf. Ar Av. 1737-41 (Epwg...Znvog

TApoY.0G), also Oakley & Sinos (1994) 28.
% Cat. 61.92-94, cf. also 62.4: iam ueniet uirgo, iam dicetur hymenaeus.
42 R. Wagner (1841) ‘Bridal Chorus’ from Lohengrin.
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epithalamium’ prescribes, an apparently normal hymenaios sung in a situation of
(unrecognised by the singers, at least) abnormality.*”® These contextual abnormalities are

developed further in Troades and IA: Cassandra sings her wedding song amidst destruction
and slaughter, her joy at her union jarring with the grief that surrounds her: Ec¢épete
nedKag OAKPLA T AVTUAAACCETE / TOlg TNode WEAEST, Tpwiddeg, YoUnAiolg
(Tro. 351-52); while Peleus and Thetis’ divinely sanctioned match is contrasted with the

proposed union of their son with Iphigenia, an impious deception which defies nomos and

does violence against the gods.*”*

Traditional topoi?

The context of the song is problematised, but its language seems traditional. Aphrodite is
represented in her heavenly aspect, A10¢ obpaviay (228), and as the purveyor of marriage:
v mapbEvolg / yauhilov (229-30), BactAn voudeveatl (237). She is a universal
force of life and love, a figure familiar from other ‘hymeneal’ contexts.*”> Her principal timai
of erds and beauty are honoured: Epwtmv ToOHTVIOY (229), Be®V KAAAIoTA (232), as they
are when she bestows them upon the bride in Sappho fr. 112 V. In keeping with this central
role, Aphrodite is hymned (&eidopey, 228) in the first position as the goddess of marriage.
This place of honour is later dedicated to the god by the rhetoricians, whose epithalamia set

out to hymn the chambers and alcoves and couples and families, and pd ye mdvTwv

473 Tyfte (1970) 39, also Contiades-Tsitsoni (1994) 55.

% See p.197.

475 E.g. Aesch. Supp. 1035-35, fr. 44 R, Eur. Hipp. 447-50. This is especially pertinent if Reckford’s assumption
of a connection between the role of the goddess in the Phaethon and the Hippolytus is correct.
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aLTOY 1OV BedY TV Ydwv.*’® Her role in the marriage will bring great benefit to the

city:

& TOV pEYQ
TAc0e TOAEWG BACIAT VOULOEVEL
ACTEPWTOLSLY OOUOLCL Y PLCEOLG

&pxov dpihov "Adpodita.

This positive, political view of marriage is unusual — it is far more common for archaic and
classical authors to speak of the detriments of bringing a new bride into the house.*’®
Marriage, though necessary for the normative functioning and continuance of society,
nevertheless possessed the potential to undermine and destabilise it, a fact exploited by many
tragedies. Exceptions are most often found in wedding poetry, which represents the act not
simply as a painful and traumatic transition for the bride, but also as a longed-for and joyful

occasion, in which the groom is considered blessed for his possession of the girl; OV yap
TETEPOL VOVT LG D YOUPpe TeahTa.*™ This positive attitude towards marriage is given
a public bent in the wedding song of Phaethon: Bac1iAedg peilowv €T 6ABov (240), and

in the play at large:

vavy 1ol U &ykvp oby opwg cwilew driel

TOL TPELG AGEVTL. TPOSTATNG 0 ATAOVG TTOAEL

4% Men. Rhet. 399.13-15. The rhetorical gods Gamos and Eros take the place of Aphrodite and Hymen in these
later orations; however, like them, the earlier poetic gods are both demiurges and political benefactors; see Ch.8,
pp-300-1.

" Eur. Pha. 236-39.

8 E g. Hes. Op. 695-705, Soph. Ant. 648-52.

479 sappho fr. 113 V; see Introduction, esp. p.17; Ch.1, p.76.
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charepde, LAY 88 KAALOg ob kokdY TEAEL P

Not only is Phaethon praised for his possession of a goddess as his bride, but the marriage
will result in increased stability for his country and increased status within that country for
himself. The civic-spiritedness of this perception of marriage should not entirely surprise us.
In classical Athens, the purpose of marriage was to reproduce the oikos, providing citizens for

481
d,*®

the polis. Certainly, girls expected to get marrie and marriage could be a companionable,

productive, relationship.*®?

Merops’ attitude, and that of the epithalamium, reflects the fact of
marriage as a societal necessity. Arranged marriage was a cultural expectation — for both
sexes. Tragedy, it has often been said, uses women as the ‘other’ through which to examine

£:*83 marriage is a prime locus in which to do this; any representation

the Athenian male ‘sel
of the institution will consequently be distorted by generic gendering. A more positive picture
is presented by comedy and oratory, genres arguably closer to everyday ‘reality’.484 Married
life is the adult citizen norm.*® It is unusual in Phaethon that girls take this attitude. Maiden
choruses can express joy at a marriage,*® but their mode of expression focuses on the private:

the relationship between the couple (¢p[1tAdTartal, Sappho fr. 30.4 V; £dvolg / &yayeg

487

“Howbvay mibwy dduopto Kowwodlektpov, Aesch. PV 559-60),*" or praise and good

wishes (Theoc. 18).

80 Eyr. Pha. 124-26, cf. Diggle (1970) 38: “Merops...is either urging Phaethon to join him in the responsibilities
of government or is preparing to abdicate in Phaethon’s favour’.

81 See e.g. Aesch. Supp. 1050-51, Soph. Ant. 813-14, El. 918, Eur. Hec. 416 (see Ch. 3, pp.123-24), Men. Dysc.
esp. 38-39 (Pan arranges a girl’s marriage in recompense for worship), Just (1989) 40.

%82 Xen. Oec. 7.11 (koindnon).

“83 Zeitlin (1990) 68.

“8% Pelling (2000) 211.

8 Garland (1990) 199 argues that Sparta was the only polis known to have imposed severe penalties upon
bachelors: ‘no other state is known to have been so authoritarian, and perhaps none needed to be’. He further
suggests that the term heitheos ‘bachelor’ indicated a young man (p.200) — the mature Athenian citizen male
was therefore perceived as the head of an oikos.

“8% 1n Eur. Hipp. 1140-41, they even strive for it.

“87 See Introduction, p.25.
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A parallel does exist for the expression of civic benefits in the wedding song: in the
exodos of Aristophanes’ Peace. There Trygaeus (a vintner, not a prince) also marries a

goddess, Opodra. This union will ensure the repatriation of Peace in Athens (&ml
T00T01G... AdUBave [ yuvaika, 706-7), hence stability for the community. Farmers will be

able to produce crops and children (kplOdig T€ TOELV...yLVOIKAG TIKTEWY N1y, 1324-
27). Political stability will be ensured by the return of Peace’s other handmaiden, Theoria, to
the Boulé (BOVAT, TPLTAVELS...oKEYACH 6C LUV dyabd Tapaddow depwv, 887-
88). The benefits of this union to Athens are explicitly proclaimed.*® Like Phaethon,

Trygaeus is praised and promised lasting fame for his actions (kol TANY ye TV Bewv

bl

&gl o ynoobdueba, mpwtov, 917). Peace’s wedding song, however, is performed by an

all-male chorus — unattested in the extant epithalamium before Peace in 421BC.**° Euripides
seems to have exposed a convention of gendered speech in the epithalamium.

Aristophanes’ hymenaioi will be discussed at greater length in the next chapter, but if
a date of ¢.420 is to be assumed for Phaethon, it is likely that a dialogue with Peace exists. If
the comedy is later, its hymenaios is paratragic. If not, Euripides takes similar concerns and
topoi and locates them in the discourse of the more traditional maiden chorus. As in
Aristophanes, we may assume a pattern of the Sacred Marriage of hero and goddess — but this
is rendered perverse by the deception surrounding Phaethon’s conception and upbringing,
which leads to the events surrounding this song.*® Such a distortion of mythical patterns is
typically Euripidean, and may argue in favour of a later date for Phaethon than Peace. The

expression of masculine Realpolitik by young women, more often the voices of protest or

“®8 The prayer to the gods in the hymenaios (1322-30; Ch.5, p.225) includes a wish for wealth, barley, wine, figs,
offspring and the ‘good things we have lost’, as well as an end to war.

89 Ch.5, p.221.

40 Ch.5, p.223. An Athenian audience may well have associated this model with the Sacred Marriage of the
Basilinna and Dionysus. Demosthenes sees the correct performance of this ritual as integral to social stability —
the deception surrounding the identity of Phano, who performs this duty in Against Neaira 59.72-78, betrays a
contemporary concern for the consequences arising from such deception, similar to that portrayed in Phaethon.
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romanticisation in the epithalamium, adds further dissonance. Euripides calls attention to his
use of the wedding song. Its discourse is traditional (positive) yet not (political). We will see
further examples of such dissonance in Troades and IA.

Thus far, the topoi of the song have been shown to be manipulations of traditional
themes. Aphrodite, goddess of erds and beauty, is the purveyor of marriage who effects this

hieros gamos. The bridegroom will become a ruler dear to her, who will reap the benefits of

marriage. Aphrodite’s son (COV YUY YEVVAY, 235) poses more problems. The offspring

most commonly associated with Aphrodite (particularly in a nuptial context) is Eros, but

nowhere in this god’s mythology is he referred to as:

Tl e vedluyl cwt

TOAML TOV EV o(1Bept kpOMTELS. ™!

Diggle, following Weil, sees this figure as Hymen(aios), ‘whose name was invoked at the
beginning of the hymn’, a view widely accepted by critics.**® This young man, commonly the
son of Apollo and a Muse, but later the child of Venus and Bacchus, vanished — perhaps due
to untimely death — on his wedding night.**®* In the context of Phaethon’s death and
concealment, ‘the significance of the myth of Hymen’s death or disappearance is
transparent’.*** The association of the two youths is an ironic development of the epithalamic

eikasmos, in which the bridal couple, as well as being called ‘godlike’, are often conflated

“1Eur. Pha. 233-34.

92 Diggle (1970) 151, cf. Nagy (1973) 165, Contiades-Tsitsoni (1994) 52, Collard (1995) 235, contra Webster
(1972) 629: ‘there appears to be no Greek evidence for Hymen being the child of Aphrodite and no evidence at
all for his being hidden in heaven by Aphrodite’.

%93 See Introduction, pp.2-5.

%% Diggle (1970) 151.
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with, or compared to, gods and heroes as part of the traditional nuptial encomia: Y uBpog

TE1oEpy T 1o0CT Apeut.*®
This kind of comparison was made programmatic by Sappho;**® as well as offering a

divine sanction through the presence of the gods,**’

it elevates the participants in the wedding
beyond their mortal circumstances. Such encomia were a prominent feature of the wedding
song. In the context of marital reintegration, relationships within the community must be
rearranged to incorporate the new adult (even more so if, like Phaethon, the marriage is
arranged with a gain in status in mind).*® As such, a unique opportunity for more than

merely metaphorical elevation is offered,**

which such encomia promote. Phaethon may not
be the son or lover of Aphrodite, but by identifying him with such a figure, the song suggests
that he is worthy of such a position, and therefore a man to be reckoned with.

The comparison of Phaethon to a son of Aphrodite, the ve6{vE mwAOC, is intriguing
in connecting Phaethon not only with Hymen, but also with the bride. It is usually the female
who is yoked, in order to ‘tame’ her dangerous sexuality to a domestic purpose. Aphrodite is,
after all, To.v mapbevolg younAlov, associated with the accomplishment of marriage for
young women. The yoking need not imply ‘either compulsion on the part of Merops or
subservience to his divine bride on the part of Phaethon’,>® but it nonetheless puts Phaethon

in an odd position. Like a bride, he is ‘given in marriage’, voppeveor (237) by

%% gappho fr. 111.5 V, cf. also fr. 23.3, 4 V, Luc. Symp. 41.4-11.

%% Sappho fr. 44.34 V:"Extopo k' AvSpoudy o Beoetkélo[ie, also perhaps fr. 31.1-2 V: 1c0¢ B¢oto1y,
Himer. Or. 9.186: Zampovg fiv dpo UWAA® HEV €1KACOL THY KOpNV...TOV Vupdlov te "Ax1AAEL
TOLPOLLOLC Ol KA €1¢ ToLTOV AYaYELY T fipwl 1OV veaviokov taig npdéeat; cf. Ch.l, pp.42-43;
this Chapter, p.141.

“7 This is made apparent in the parodos of Phaethon: 8ed¢ £dwke, xpbvog Expove / AEYOg EUOLOLY
apyétag, and a divine sanction is also given to the marriage of Peleus and Thetis in 1A (703): Zelg
fyyotnoe kol 81dwg 0 KOpLog. Compare, however, the union of Agamemnon and Cassandra (Tro. 43): TO
100 B0V Te Mopalmwy 16 T eboeRec.

“%8 Introduction, p.34.

499 Cooper (1996) 34.

%0 Diggle (1970) 117. He compares other instances of the ‘yoking’ of the husband, in which no reversal of the
usual roles is assumed: Soph. OT 825-26, Eur. Pho. 337-38, IA 907. See also Eur. Tro. 670.
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Aphrodite.*™ This is a strangely passive role for the male, the active partner in marriage. The
language of Phaethon’s marriage, his ‘yoking’, the ‘colt’, and Aphrodite’s ‘marrying him
off’, feminises him, and hints at the subversion of normative relationships.

Such language has earlier parallels in Euripides, where it is used in choral odes to
comment upon the transgression of relations in the dramatic action. In Hippolytus, the same

verb is used of Semele’s marriage to Zeus, again under the auspices of Aphrodite: [ K0mtpig]

voudevoopeva, (Kirchhoff: - ugvaw codd., 61). The goddess also acts as kurios in Iole’s

union with Heracles: EE£8wkev (Hipp. 553). These acts are ‘extraordinary’,”*? and somehow

dangerous. Aphrodite is the guarantor of marriage for young virgins — the patroness of the
event, not an active participant. Her ‘giving in marriage’ of these brides ends in destruction,
as does Phaethon’s marriage. In this drama, as in Hippolytus, mortals cross the line that
divides them from gods through transgressive behaviour that results in divine punishment.
Similarly, gods cross that boundary to interfere directly in mortal rituals — a fine balance is
disrupted, which results in death. This reciprocal transgression inverts the reciprocal charis
which should exist between man and god, and this inversion of norms contributes to the more
general failure of social relations in the play. Moreover, it makes a man like a woman — a
further disruption of these relations.>*

Phaethon’s experience is uncannily similar to that of the Greek bride (again, leading
to comparisons with Hippolytus).”® He departs from his natal oikos on his wedding day,

never to return.”® Like a bride, he may be subject to competing claims upon his loyalty from

%! This reading is dependent on Aphrodite’s remaining the subject of vv.236-39: Diggle (1970) 152.

%92 Halleran (1991) 114.

%08 Cf. Eur. Med. 262: Jason Eynuoto Medea.

%% Reckford (1972a) 415.

%% This is a departure from the masculine norm — Swift (2006a) 129: ‘though men also undergo a transition,
there is nothing to parallel the sharp cut-off between parthenos and guné, and the ideas associated with male
transition are more to do with assuming citizen responsibilities than a total change of status. After all, the
ephebeia took place well after puberty’. Somehow, both these aspects — the cut-off between childhood and
adulthood in marriage, and the assumption of civic responsibility, are combined in the Phaethon. This
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two families — those of Merops, who raised him, and if his bride is a Heliad, those of his
marital oikos, which is also that of his natural birth. In addition, he is extremely young, an
unusual state of affairs in a culture where women were generally married early to men far
beyond them in age.*®® Though Phaethon’s bride may not be older than he, she is far beyond

him in (at least perceived) social status, a fact at which he balks:

ELeVOEPOC & MV dOVAOG ECTL TOV AEYOVG,

TEMPAYUEVOV TO COWA THE depvnc Exwv.>”

His father arranges the marriage (and may only inform him of the bride’s identity on the day

of the wedding), in what is a long-awaited telos, a transition to adulthood:

opiletan d¢ 16de OAOC YOUWY TEAEL...
Beog Edwke, X pOVOg EKPAVE
AEYOG ELOLOLY APXETALG.

1T TEAELO YopwY &o1dd.>®

Like many brides, when faced with the departure from the safety of childhood and the

assumption of maturity, he expresses reluctance — and is probably persuaded to acquiesce

509

during the agdn.”™ A variety of reasons have been suggested for his resistance to marriage,

chiefly that he refuses either a specific bride or marriage in general, due to a predisposition

conceptualisation of marriage underpins Menander Rhetor’s later Peri Kateunastikou, as | argue in the final
chapter of this thesis.

%% Hes, Op. 695-98.

*" Eur. Pha. 158-59.

*% Eur. Pha. 95-101.

% Diggle (1970) 39, ‘even if that acquiescence may have been feigned’, Collard (1995) 230; see Introduction,
pp.15-22.
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against sexuality.>*® The latter interpretation, however, risks too close an assimilation with
Hippolytus. Though both (at least initially, in Phaethon’s case) reject marriage and are
punished for transgression against the divine, causing their transition to adulthood to fail, the
transgressions are different even if the transition is the same. Hippolytus’ is his refusal to
honour Aphrodite; Phaethon’s is his attempt to act like a god by taking on the attribute of his
solar father. There is no evidence in the extant text that he refused to marry — his protests
betray more of a sense of unease over the forthcoming nuptials, one that concerns his
standing relative to his bride.

Here the experience of Phaethon differs from that of a parthenos: the bride had no say
in her union, and must submit to it regardless of her feelings. Besides the positive, ‘civilising’
aspects of marriage, the wedding song often reflects this truth in a ritualised protest at the
bride’s fate, and an erotic, persuasive discourse aimed at overcoming this reluctance and
facilitating the transition.”*! This was not physically necessary for its completion, but is an
idealised representation of a continuing reciprocity and persuasive dialogue between husband
and wife. In the case of Phaethon, it is necessary, for although he may be bride-like in his
passivity to greater powers, he is still the active partner in marriage, and the act could not be

accomplished without his assent. Merops seems to recognise the need for careful persuasion

during their agon, €1 yap €D A&yw (120),>*? but somewhere in this scene the relationship

between father and son breaks down and descends into sententious accusations. Persuasion
fails, and with it, familial relations — foreshadowing the failure of social relations in the
arrested marriage.

The manipulation of persuasive and reciprocal discourse in both sexual and social

relations is a theme explored by the later hymeneal tragedies. In Troades, Cassandra’s failure

>10 Reckford (1972a) 409-10.
1 Ch.1, pp.73-76.
%12 Collard (1995) 231.
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to persuade her audience of the truth of her marriage to Agamemnon is symptomatic of a
wider failure of peithd brought about by excessive bia. All charis — between men and
women, between cities, and between men and gods — has been stripped away in the
corruption of social relationships brought about by Helen’s adultery and the protracted war.
In 1A, peithd experiences a staccato series of failures and successes in which persuasion to
assent to sacrifice is mixed in with, and concealed beneath, the more usual persuasive and
idealised discourse of marriage — and since no-one really knows what they are being
persuaded to do, they fail to recognise the relationships in which they stand to one another
and the appropriate behaviour between them.>*

Somewhere in the lost fragments of this scene appears to be the persuasive
breakthrough — at least, to the extent that Merops feels able to sing a wedding song,
anticipating Phaethon’s arrival with the bride. This in itself may be seen as persuasive
rhetoric: the blessings that will befall Phaethon will come as a result of his acceptance and the

establishment of a relationship between him and his wife. The audience, however, knows that

Phaethon has gone to seek his natural father and discover the truth of his birth: ...HA10vL
HOAQV S6povg / ToLe colLe EAEYEW, WItnp, €1 cadelc Adyor (61-62).°** These
blessings will therefore prove false, like the makarismoi of Troades and IA. Ergon contradicts

logos. Instead of the renewal of life — the ultimate aim of marriage and the marriage hymn —

we are faced with death. Merops’ rhetoric comes too late.

The context of crisis

13 E g. IA 819-54: Clytemnestra treats Achilles as her philos, but he responds to her as the wife of his superior.
3% Compare Eur. lon. esp. 69-73.
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As often in the tragic hymenaioi, a widespread disruption of relationships leads to the
misperformance of the wedding rite and the corruption of its songs. This is evident not only
in the performance of the hymenaios, but in the structure of the play as a whole. In our
fragments, the wedding song stands between a celebratory choral ode and a lament for
Phaethon’s death. This reversal of the ideal progress from lamentation to celebration
expressed through the wedding song mirrors the inversion of expected relationships present
in, and exposed throughout, the play. It does not seem to be accidental.®®® The parodos

anticipates the successful telos of marriage, presenting itself almost as a dawn diegertikon®*®

— the attitude of premature rejoicing for bpuevailwy decmocvwy (88) is thus established
long before the epithalamium itself and is unravelled in the course of the action.
The fulfilment of marriage is presupposed: téAgL (95), teielo (101). The aorists

£dwke and Expave (99) further suggest a completed action. God has ordained; it must be

s0. At last (mot’, 96) the Chorus come forward to sing the wedding song — but their masters’

appearance prompts them instead to silence (96-98, 102-5). It will not be they, but a
subsidiary chorus of parthenoi who perform the hymenaios — which will in turn give way to
the Chorus’ lament. Already, their long prayed-for plans begin to go awry. Rather than the
dusk-till-dawn progression from separation to reintegration, lament to celebration, the

celebrations begin at dawn and as the day progresses, move towards lamentation. The

** The linking of choral odes, together with a thematic unity in the episodes of the text, will be further
elaborated in the discussions of Troades and IA.

*® The imagery is certainly hymeneal: "Aw¢ (64), cf. Sappho fr. 103.10 V, Theoc. 18.26, 56-57, Aesch. fr. 43
R; andwv (68), cf. Sappho fr. 30.8 V: Aly0ow[voc. The nightingale, a ‘clear-voiced’ night-singing bird,
should probably be assumed, as at Theoc. 12.6-7: &Nd®V...ALy0OwWVOG. The ‘bridal’ Cassandra in Agamemnon
(1145-46) is also compared (and compares herself) to the nightingale bewailing her own fate. The nightingale’s
characteristic role is as lamenter — Procne mourning for her murdered son — which is made clear in this passage
(Trvv "Ttov oA VBpmvov, 70), cf. Chandler (1934) 78-80, though he admits that the nightingale’s song itself is
‘neutral’ and lends itself to various interpretations: lament, symbolising the poet or his poems, proclaiming
springtime and love, praise of God, and virtuosity; Young (1951) 181, Forbes Irving (1990) 99-107. | suggest
that anti-epithalamic foreboding is at work here: amid the celebrations, the song looks forward to Clymene’s
laments for Phaethon. The image of the country’s dawn activities is one of peaceful productivity, similar to that
in the hymenaios of Peace. It expounds the benefits of marriage as a civilising institution. Not only the marriage,
but also the expression of it in song, is right (dtkoiiov, 89) and desirable (Epwg).
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anticipated transition fails, and the imagery of civilisation is replaced by negative elements of
foreboding.

Because the wedding is fundamental to society, society itself is destabilised by this
failure — what Merops feared in his ‘ship of state” metaphor comes to pass. Phacthon becomes
overshadowed by his mother’s transgression: Clymene has had an unsanctioned relationship,

one that, when the truth is revealed, may threaten her life:

'‘Qeavov k6P,

TTATPOG 101 TPOOTESE YOVL ALTUIG SHAYOLG

odarydg oLkTpag dipkecal cdg depdgt.

The joyous wedding song is replaced by this choral lament, linking the two unions

thematically through their shared result:

...the anti-epithalamium is associated with an illicit union which appear to accompany

and presage disastrous consequences.”*®

Furthermore, Clymene has borne the child of that union and raised him as the son and heir of

*>19 \vithin the marriage are precisely what the hymenaios

her husband. Such ‘cross purposes
seeks to avoid — Clymene’s corrupted hymenaioi, like that of Helen in the later tragedies
which make use of epithalamia, have disrupted the functioning of her oikos and laid an all-

too-unstable foundation for the marriage of her son.>®

" Eur. Pha. 281-83. Diggle (1970) 170 admits uncertainty as to whether the corruption in these lines is
confined to TotpOg 181 TpOGELTE Or whether it is more extensive: ‘there is no alternative but to obelise’.

>18 Tyfte (1970) 43.
*19 Reckford (1972b) 339, Collard (1995) 199.
520 Cf, pp.182, 205-7.

159



Phaethon now doubts himself as Merops’ son and heir, and the responsibility of a
marriage of state and governance of Ethiopia becomes an inappropriate destiny for him. He

also doubts his true parentage.”®* Clymene, seemingly, has persuaded him (wémolfa, 53),

but the question persists: having lied to Merops for so long, is she telling the truth now? His
actions may be caused by self-doubt; he cannot escape this fundamental conflict of identities,
and his attempts to do so cause his downfall. Whereas the rites and songs of marriage were
aimed at mediating the transition between identities of the participants, this marriage
exacerbates that difference, to fatal effect. Anxiety such as Phaethon’s must be overcome in
reality, and illicit sexuality such as Clymene’s destroys the household.

One thing is certain: this epithalamium stands is stark contrast to the ‘happy ever
after’ wedding song of Peace. Why? Euripides is not averse to ending a tragedy happily with
the (re)marriage of its protagonists, as in Helen and Alcestis, but here, as so often in Euripides
, the tragic wedding turns to tears. Phaethon’s attempt at ‘flight’ avails him nothing.522 We
cannot fully explain what is happening, other than that a traditional wedding song is
performed in a tragic context; that the play highlights the problems of peithd; and that family
history overshadows the current hymenaios. Yet these factors contain hints of what is to come

in more ‘familiar’ contexts.

Troades: What’s Love Got to Do with It?

Amidst the destruction of Troy, Hecuba learns the fate of her daughter Cassandra from the

Greek herald Talthybius: the virgin priestess of Apollo will become the Aéktpwv ckoOTIO

voupevtnpla of Agamemnon (252). As the Chorus are instructed to bring her out, torch-

*2L Eur. Pha. 51, 62.
522 Cf. Padel (1974) esp. 234-35 on ‘escapism’ in Euripidean lyric.
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fire interrupts the herald, and Cassandra rushes from the tents of her own accord, brandishing
torches and singing a hymenaios for her marriage to the general. The monody that follows is
difficult to interpret, both for its air of celebration in a situation of disaster, and because of the
difficulties involved in this union.

As in Phaethon, we see a manipulation both of the ‘primary elements’ and the topoi
of the song. Whereas in the previous play, the generic elements of ‘bride’, ‘bridegroom’ and
‘wedding’ were cast into doubt by the nature of the fragments and the possibility of
conflicting or conflated Phaethon-myths, in Troades there is a blatant perversion of these
elements. The ‘bride’ is the prophetess of Apollo, to whom that god promised eternal
virginity (41-42). The spear-bride who warrants a hymenaios recalls Sophocles’ Iole, who
also straddles the boundary between concubine and wife. Like lole, her ‘groom’ is her captor,
who is already married (250).°* The ‘wedding’ is a consummation of enforced concubinage,
a glorified sexual slavery or rape.®** As in Phaethon, Euripides’ manipulation of the

fundaments of the genre cast it and its performative context into confusion: YEvoulog Ti¢ M

T1 Tpdooetat; This is a question we may also ask of Cassandra’s union with Agamemnon:

is a marriage-hymn appropriate to the situation?

Here comes the bride?

%23 See p.168. Cf. Soph. Trach. 360. lole is imagined as the wife of Heracles, a great insult to his existing wife
Deianeira: Ch.3, p.131.

%24 Compare Ch.2, p.104 on the presentation of this union in Aeschylus’ Agamemnon. On the parity of
experience between rape and marriage, see Ch.2, pp.91-92; Ch.3, pp.126-27; but cf. Ch.1, pp.60-61; and Ch.2,
p.92 for the inappropriateness of the language of rape to the epithalamium. See Dué (2006) 143-46 on the
conflation of imagery in Cassandra’s hymenaios.
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Cassandra uses the vocabulary of marriage to describe her union: she is yapovpevo (313),
and nuptials are ydipolg Euoic (319) and EL®V yduwv (339).°% She calls Agamemnon
‘husband’, yopétog (311), and herself ‘bride’, vOudav (337). In her subsequent speech,

she also calls him posis (340), a term repeated of other marriages — Hecuba and Priam (107),
Andromache and Hector (587, 654, 655, 730), Helen and Menelaus (1023), the gods (854,
978), and generically (1014, 1032, 1081), as well as for less regular marriages — Andromache
and Neoptolemus (662), and Helen and Deiphobus (959, 961).

No-one else, however, refers to her union in those terms. Indeed, the transgressive,
abnormal character of Cassandra’s marriage informs our understanding of the whole dramatic
situation in the Troades. Hecuba’s encounters with Cassandra, Helen, and Andromache are
linked by their conceptualisation as extreme examples of the prevailing breakdown in
sociosexual relations, and all three women undergo marriages whose validity is questioned by
the situation in which they are enacted — marriages which undermine both their old and new
homes. Helen is married by both Paris and Deiphobus, but still called the damar of Menelaus,
as he is called her posis (above). For the sake of her marriage, the Greeks destroy Troy, and
though they do not realise, destroy themselves in the process (365-69). Andromache’s famous
wifely virtues win her the attention of Neoptolemus, but her status is equally doubtful. She
states that the son of Achilles wishes to take her as his wife, and calls him her husband, yet
she is called the wife of Hector, and calls upon his shade in these terms (above). Is she a bride

to be married, a widow, wife, or slave?°?®

25 Cf. yv.44, 347: others use the same language of the union.

%% The ambiguity of Andromache’s status will cause problems in her mythological afterlife, as Euripides
explores in Andromache: the heroine presents herself as a slave concubine, in contrast to Neoptolemus” wedded
wife, Hermione, but still a perceived threat to that status of wedded wife (29-35). Hermione, on the other hand,
seems to see Neoptolemus as husband to them both (78): dvolv yvvaukoiv. The use of the dual here suggests
equivalence between the two women, akin to that perceived by Deianeira between herself and lole, but also a
similar dichotomy of posis/anér. Since Andromache has borne a son to the house (24), and Hermione has not,
the status of the latter is further undermined. See also Allan (2000) 269-70, Torrance (2005) 39-66. The
conflation of wife and concubine, bride and slave, is another example of the way in which perverted marital
relations inform the action of Troades — action drawn together by the same experience among the Chorus, who
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As a result of this ambiguity, modern commentators dispute how literally we are to
view Cassandra’s monody: Lee states that although the wedding song seems a mere parody to
the women of Troy, her lyric ‘is an expression of the emotions of a woman who sees her fate
as it truly is...through the eyes of the god whose servant she has become’.®?” Barlow
disagrees, arguing that this very divine possession allows her the refuge of deluded madness
— that Euripides separates the episode into the ‘unhinged frenzy’ of the hymenaios and the
‘clear prophetic perception’ of the subsequent iambics, and that, in contrast to Lee’s analysis,
‘her madness protects her from seeing her fate as it truly is>.>%8
The opinions of others within the play are more ambiguous. Croally suggests that

Hecuba does acknowledge the legitimacy of the marriage: ‘we can only note that acceptance

in the use of the phrase ‘ydpovg yauelcBol Tovcd” (347: ‘this marriage would be

contracted’)’.>*® Hecuba, however, deems the wedding song inappropriate (351-52) — is this
due to its juxtaposition of joy with horror, or because it contradicts what she views as the
‘reality’ of the situation (logos vs. ergon)?

Certainly, the language of Cassandra’s union is used in the context of other, less
regular relationships. The gods describe Agamemnon’s action as YOUEL Ploiwg (44), as

530

does Hermes when narrating Apollo’s rape of Creusa: £{evEev yauoig / Blot,>” though

no marital relationship should be supposed in lon. Whereas Cassandra adopts this vocabulary

in her own self-presentation, Creusa does not use the language of gamos: she refers to her

union as prynva (lon 338), to Apollo as opgvvetog (894), and to her own hymenaios as

oby Lo Aoumddwy obde yopevudTwy / LuEvolog ELog (1474-75) — a far cry from

lament their lawful hushands even as they tell of their own marriages-by-force and are led away to bear children
for Greece (562-67).

527 |_ee (1976) 125.

°28 Barlow (1986) 170, 173.

%29 Croally (1994) 88.

% Eur. lon 10-11.
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Cassandra’s torch-lit dancing. Does Cassandra’s role as prophetess give her access to the
divine opinion expressed in the prologue, and enable her to see her marriage through the eyes
of the gods? Or is Creusa right, and does her example expose Cassandra’s perception as
delusional? I will treat the question of her madness below, but I think we must cautiously
accept Cassandra’s version of events, for she is cursed to prophesy truly even as she is cursed

not to be believed.>*! When she says:

€1 yop Eott Aoglag,
“EAEVNG YOUEL LE QLCY EPECTEPOV YAOV

0 TV "AXaL®OV KAEWOG AYUUEUVOY EVa,>?

we must believe not only that Agamemnon will have a gamos more hateful than Helen, but
also that he will have a gamos.

Such confusion produces a layered set of ironies both within and without the drama
itself. Tufte calls this ode an ‘anti-epithalamium’, of the type which ‘places a conventional
epithalamium in a situation already tragic or horrible, or about to become so. In drama
especially, a conventional epithalamium is used in this way for dramatic irony, the reader or
audience at times being aware of the impending tragedy or evil when the participants are
not”.>*® The irony goes deeper — though the Greeks are initially unaware of their impending
ruin, they are warned, and the warning is ignored. Talthybius states that Cassandra’s words
are as wind, she is not in her right mind, her speech on the folly of the Greek victory and

4

Troy’s triumph in death are worthless,”®* and whatever she thinks of her marriage to

%31 Aesch. Ag. 1203-13, Eur. Alex. fr. 62g = 42b N.2.
32 Eur. Tro. 354-56.

>3 Tyfte (1970) 39.

%3 Eur. Tro. 417-19, also 406-7.
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Agamemnon, his description of her as kxAOV vOuoevuo (420) is rendered ironic by his

disbelief in her outburst. Euripides manipulates the mythological tradition of Cassandra as
well as the hymeneal tradition, so as to force the audience to question the veracity of her
vision.*® Do we believe her? Do the characters? Our only benchmark is that the mythological
tradition confirms the results of her prophecies — yet this tradition is itself questioned. If we
accept her statements about the future, we must also accept her statements about the present.
If she will bring down the House of Atreus through her marriage, she will marry to do it.
Euripides, however, makes that belief challenging.

Nothing is as it seems; to the characters of the plays, to their Athenian audience, to the
modern reader. Least of all is Cassandra’s wedding song as it appears to be on the surface — it
contains a paradox of joy and misery, victory and defeat, marriage and death. It is bitterly
inappropriate to its internal audience, but the divinely-inspired Cassandra sees the presence of

all of these elements in her situation through the eyes of her god.

(In)appropriate expression?

A genre which contains the antitheses above, and aims at the facilitation of the acceptance of,

® is therefore the

and transition to, their positive aspects and a new sphere of existence,
perfect vehicle of expression. At first glance, the form of the ode appears in keeping with the
extant epithalamia. The processional hymenaios, for the bringing of the bride to the groom or

departure to the wedding chamber, appears in Sappho’s narrative epithalamium of Hector and

%% Croally (1994) 126: ‘Everyone knew — the whole mythical tradition authoritatively asserts it — that the
Greeks won the Trojan War, yet Cassandra, speaking the truth, denies this fact. Gilbert Murray [1946:142]
thought that we must believe Cassandra but, if we do, we deny anther part of the mythical tradition. We seem to
have reached an impasse: how can we believe Cassandra? But how can we not, when disbelieving her, as the
Trojans have discovered, normally leads to disaster? Euripides confronts a mythical donnée (Greek victory in
the Trojan War) with a mythical figure who speaks the incredible truth. Whose truth is being questioned? That
of Cassandra? Of myth? Of Euripides? We cannot finally be sure’.

%% Ch.1, pp.66-76.
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Andromache as well as fr. 111 V; Euripides’ Phaethon contains a similar example, as do
Aristophanes’ Peace and Birds, and the tradition is continued in Latin by Catullus (Carm. 61
and 62). Departure, as we have seen, is an important motif in the wedding song. It
corresponds to the ‘separational’ phase of marriage as a rite of passage, and is often
expressed in the female voice as a lament for the loss of one’s old life — though this
convention is dependent upon the identity of the singer and addressee.**’

Cassandra’s monody resembles the processional songs above in a number of ways:
the bride goes by torchlight to her bridegroom: ¢w¢ ¢epe (308), Aaumdot (310),
AvadprEyw mupdg dwg / g abydv, £¢ ollyAay (320-21); and the hymeneal refrain is
sung: & ‘ Yuévar &vo&->® Makarismos for the good fortune of the participants is

pronounced upon the bridal couple:

LOKAPLOG O YOUETOG,
uokapla, & EYw BACIALKOLE AEKTPOLS

Kot " Apyoc & yopovpeva.’®

Cassandra makes reference to music and dancing, such as might accompany a wedding

procession or be performed for an epithalamium: TdAAe O™ A1OEpLOY, <Bvory™> &vaye
xopbv (326), O xopog O6clog (328), yOpeve, UATEP, X OpeLW dvoye (332),
uokoplag &owdaig (336), WEATET EU@V YAu®V (339). The preceding dialogue,
moreover, contains allusions to certain acts which accompanied the wedding ceremony:

Talthybius® duty to oTpoTnAGTNL / EC Y €lpa d00g Vv (295-96) parallels, though not

%37 See Introduction, pp.15-26; Ch.1, esp. pp.38-57.
% Eur. Tro. 310, 314° Yury & Ypévor &va&, 331F Yuny & Yuévor ' Yun.
% Eur. Tro. 311-13.
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exactly, the engué, in which the bride was given ‘into the hand’ of her husband by her kurios;
and his instruction to the captives to ekkomizein Cassandra recalls the opening of the

hymenaios in Aristophanes’ Peace: vOpony EEw tva devpo koulew (Peace 1316).

Yet this term may also be used of a corpse,** and it is possible that the threnody as
well as the hymenaios underpins this song. While in Aristophanes the bride is escorted out
and torches brought as a celebration of peace and renewal of human and agricultural
bounty,>** Euripides reminds us that these are structural elements of both the wedding and the
funeral, part of yet another ghastly crime of war, and the total cessation of Trojan
productivity — indeed, the torches are feared to be a sign of the captive womens’ self-
immolation (301-2), and presage the fires which extend this barren destruction to the whole
city of Troy at the end of the play. Aristophanes’ wedding songs signal a happy ending for
the protagonists and their fellow-citizens, the renewal (if fantastic) of hope and prosperity for
the communities involved. In contrast, we know that Agamemnon’s union with Cassandra
ends in their deaths, and prompts Orestes’ matricide of Clytemnestra and subsequent
haunting by the Furies. Could a further irony be at work here? In the latter two episodes,
Hecuba’s encounters with her kinswomen are characterised by hope sprung from disaster, to
be taken away and leave despair in its wake — that Helen might be justly executed, only for
Menelaus to be beguiled (if not explicitly) by her beauty and take her back to Greece,*** and
that Andromache might blandish Neoptolemus and raise Hector’s son Astyanax to be an

avenger for Troy, only to be told he must be killed to prevent just this.

>0 Ekkomidé may also be performed for a corpse: LSJ s.v. Exkou1dt|, Ekkouilm.

1 Ch.5, p.217.

> |_ike many aspects of the play, the reunion of Helen and Menelaus is inferred from the mythical tradition in
Homer and directly contradicts the statement made by Menelaus (Tro. 1055-57): EABovoa & "Apyog doTEp
&€l Kokmg / Kakm Boveltol Kol yuvatl cwopovely / mdcaict Onoet, cf. Lloyd (1992) 99-112,
(1984) 303-304: he argues that ‘we are not entitled to make use of our knowledge of the story if nothing is made
of it in the play’; contra Gregory (1991) 174, Meridor (1984) 211-213: Euripides ‘seems to hint at this well-
known fact’ in vv.1107-9, when ‘the chorus envisage “the daughter of Zeus” crossing the sea as she “takes up in
her hands her golden mirror”...the incongruity of such a description with her status of condemned captive, as
well as her presentation as Zeus’ daughter, may point to the chorus’ assumption that Helen is not subject to
human justice and will be reinstated in her husband’s favour’.
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Other funereal elements pervade the ode. Cassandra’s mention of her mother’s

weeping for the dead Priam, Eml ddkpuot kol yéoiot (315-16), may recall the goos of the

Trojan women in the lliad — an antiphonal lament with the professional mourners who sing
the thrénos for Hector.>*® Under these circumstances, Cassandra’s reiterated cry to
Hymenaios (which increases in frequency towards the end of the ode), might be seen as a
refrain of lamentation.>** Yet her joy in her circumstances resists — or complicates — such a
reading, as | will go on to discuss. Rather, the combination of the joyful and the ghastly, hope
and despair, suggests with Cassandra as with her sisters-in-law something of what is to come.

If this is not the marriage Hecuba hoped for (345-7), at least her daughter will go to a
kingly bed (312). But Hecuba knows her hope is in vain, that Clytemnestra is the true bride

of Agamemnon (Aakedapoviot vopdot, 250), that her daughter is mad and delusional to
think that she will be Troy’s avenger (0LOE...cecwOpbYNKOC, 349-50), and that there is no
hope for them (EAm1dwv molwv Vmo; 505). Cassandra’s appearance thus establishes a

thematic unity for the episodes of the drama, and her wedding song informs her internal
audience not of a happy ending, but that their troubles have only just begun. The
manipulation of certain formulaic aspects reflects this inversion of purpose.

Though Cassandra sings a joyful wedding hymn, which may, as Barlow suggests,
reflect ‘some of the natural exuberance a girl may feel at her wedding’,>* there is something
inherently wrong in this. Not simply because ‘the elements of normality [which are especially

ironic]...are totally inappropriate to this one person for whom the married state was never

contemplated’,>*® but because these elements are in themselves abnormal. While it is not

>3 Hom. Il. 24.720-23, Alexiou (1974) 12.

> Cf. Alexiou (1974) 135-36.

> Barlow (1986) 173. The transition may be traumatic, but as the feminine telos may also be eagerly
anticipated. Contra Croally (1994) 229-30, who sees her joy as pertaining not to the marriage itself, but to the
destruction it will bring Agamemnon: ‘she does so [i.e., looks forward] with some glee and admiration for her
own responsibility in the matter’. Compare Aesch. Ag. 1071-1330.

>4 Barlow (1986) 173.
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unknown for the bride to sing a wedding song (or the song to be cast in the voice of the
bride), our surviving examples of this depict a lament, as in Sappho frr. 107 and 114 V, the
sentiments of which are echoed in tragedy and in the songs of modern ethnological studies.>*’
The transition, though necessary and generally positive, is a fearful one, a rite of passage
envisioned as death and rebirth, and so a maiden may be perceived as marrying Hades.
Antigone presents an extreme example of this tendency in her lament as she leaves the stage
in Sophocles’ play,>*® but even this image is warped in the Cassandra episode — she does not
imagine marrying Hades himself, but marrying Agamemnon in Hades: £V “ A1dov vopLdimt

549

ynuwuedow (445).

The element of lament in a wedding song, and the ethic of protest inherent to that
genre,>*® may lend the epithalamium the force of social comment — but this protest is ideally
overcome in the course of the transition. Lament as social comment, however, is how Suter
perceives this ode: ‘this speech is an example of an astrophic solo, elsewhere (and I believe
here also) used for self-lament in a situation of extreme alienation’.>>* According to her, the

552

whole play is a lament,”* and Euripides’ use of the genre as a vehicle for social comment

offers ‘a proleptic lament for Athens...a warning and a plea to the public in the theatre’.>*
Though she believes that Cassandra’s madness and her death far from home are responsible
for this emotion, alienation is also a characteristic of bridal lamentation, the erémia of
separation from the familiar, preceding reintegration into her new home.>**

The ethic of the epithalamium is mapped onto the wider dramatic and cultural

contexts of the play. However, this explanation may not be all it seems. Though the ode

**7 See Introduction, pp.15-22; Ch.1, pp.71-72; Ch.2, pp.82-86; Ch.3, pp.117-20, 125.

>8 Soph. Ant. 806-928.

>9 But see Soph. Ant. 1240-41 for a marriage completed in Hades.

%0 Cf. Alexiou (1974) esp. 116: protest in the moirolégia; Holst-Warhaft (1992) 41: protest at departure;
McClure (1999) 37; Lardinois (2001) 88, on Caraveli (1986); cf. p.19, n.63.

1 gyter (2003) 9.

%2 guter (2003) 1.

%33 guter (2003) 21-22.

%% E.g. Soph. Trach. 530; see Ch.3, p.128.
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contains some technical features of lament, it cannot be said to be a moiroldgia for the fate of
the bride, since these lamentations are typically expressions of reluctance on her part: of
anxiety about, and protest against, the transition she must undergo (an experience over which
she has little or no control), acceptance of which the positive, civilising imagery of the
traditional wedding song aims to effect.®® This is not truly the case in Cassandra’s song,
which is wildly joyous and expresses eagerness for the coming union. Indeed, her enthusiasm

is unparalleled in other wedding songs Cassandra hastens of her own accord to the nuptial

bed, as her iambic speech also makes clear: méumne, K&V Un TéUd cot tpdbuua v’ f /
@Bel Praiwg (355-56). Such eagerness is improper for a maiden about to embark on

marriage — though the transition may be secretly longed for at the same time as dreaded,*®

%7 4 well-bred Greek

and many texts show anxiety about the sexually incontinent female,
woman did not publicly admit desire for sexual intercourse.

Nor, it seems, should a Trojan princess. Though Hecuba, Cassandra and Andromache
are geographically barbarians, they operate within the same moral standards as Greek
women. Andromache is silent, secluded, and submissive — the Greek ideal, except that this
continent behaviour has won her destructive reputation (643-60). Hecuba imposes exacting
standards upon her view of the world, and demands that Helen die to provide an object lesson
for would-be adulteresses in the future (1029-32). Ironically, it is Helen, the Greek princess,
who plays the barbarian (991-97, 1021-22). Another boundary is destabilised,® and

Cassandra’s inappropriate eagerness throws the un-barbarian behaviour of her kinswomen

into sharper relief. The immodesty inherent in her actions also underscores the perversions

%% Cf. Seaford (1985) 50-59; Introduction, pp.17-18; Ch.2, p.88.

%% Hom. Od. 6.66: Bohepdv yduov, Alem. fr. 4A.15: Epatdv Tedéoat ydipov, Cat. 62.37: quid tum, si
carpunt, tacita quem mente requirunt?

" This is evident in tragedy (Clytemnestra, Phaedra, Helen), comedy (the loose wives of Thesmophoriazusae),
and oratory (Euphiletus’ wife in Lysias 1).

%8 Tn making the ‘identification of Greek against barbarian’ (Croally 1994:115) more problematic, Euripides
also makes the examination of the Greek/male/free self against the barbarian/female/slave more difficult.
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upon which this marriage is founded. But she is not as eager for the union itself as for its
result: not the birth of children and her new status as ‘wife’ (indeed, though Agamemnon is
called her husband and she his bride, she is never referred to as his guné or damar, as
Andromache is to both her hushbands), but the violence that will result from his taking of her,

which will avenge his destruction of Troy:

KTEV® YOp aLTOV KAVTIOPBNoW dbLOVG

TOWAC ABEAPDY Kol TaTPdE AaBoVS” EHOD.>

The use of her hymenaios (in the sense of wedding, as well as wedding song) as a vehicle for
vendetta justice takes the interchangeability between this genre and lament to its most
extreme conclusion,®® and one wholly in keeping with the character of Troades — it is
difficult to tell whether the ode is one or the other, as neither the joy nor the sorrow inherent
to the nuptial transition is as it seems. Only Apollo’s priestess can see the truth and accept the
paradoxes of her situation, and this identity as priestess and prophet is central to our
understanding of it.

In keeping with this identity, the language of the song is almost hyper-sacral.
According to Barlow, her repetitive vocabulary ‘underlines Cassandra’s obsessive fervour
and single-minded delusion of a sacral occasion misconceived and wrongly applied, but
expressed in terms consistent with her function as priestess’.”®* Though held in a prisoner-of-

war camp, Cassandra seems to imagine that the action is taking place in the temple of Apollo:

CERW OAEYW -

9 Eur. Tro. 359-60.
%80 Cf. Alexiou (1974) 22.
%! Barlow (1986) 174.
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Aopundol 168 1epdv. >

And though the gods have left Troy in its desolation, she incorporates a cletic address to

Apollo into her hymenaios: &ye cv ®oiBe (308). Identifying her current activity as doing
the god’s work (BunmoA®, 310) further underscores the perversion inherent in the marriage

of a virgin priestess of Apollo. She abandons her sacred insignia (a kind of perverted

d 563

anakalyptéria) before Agamemnon takes her, so that they cannot be defile — a sharp

contrast to the behaviour of her conquerors, men willing to drag a priestess from supplication
at Athena’s statue (and, in the later tradition at least, rape her there and then).564
Appropriately, the virgin takes refuge in the shrine of the virgin goddess. Cassandra’s use of

BunmoA® sets up a deliberate and ironic contradiction between logos (divine service) and

ergon (sacrilege).>®

Or does she genuinely believe she is serving the god — is she delusional?
Her divine ecstacy has in addition a darker, more manic element, for it contains
elements of Bacchic, as well as Apolline, worship. Her pine torches can equally be used in

the cult of Dionysus as the wedding procession, and she is called poivog (306) and
described as Bakygbovcav (342). She uses the ritual Dionysiac cry, ebov ebot (326) as

well as the more traditional refrain to Hymenaios. This ‘seems to have been a unique

Euripidean creation’, in which ‘Cassandra is characterised by special language’ throughout

%2 Eyr. Tro. 308-10.

%3 Eur. Tro. 451-52, cf Aesch. Ag. 1039-1272: p.108, n.327. Whereas such bridal imagery functioned
metaphorically in Agamemnon, here Cassandra imagines it literally — another sign of madness, or Euripides’
manipulation of a mythical ‘truth’ that only she can understand (cf. Mossman 2005:359-60).

%% This is generally thought to be a Hellenistic addition to the tradition, although Archaic vase-paintings of the
scene often show Cassandra naked (OCD s.v. ‘Cassandra’). In Euripides, Mason (1959) 89 argues that the
words dg £t oDo” dryvn xpdaL (453) suggest that she escaped physical rape by Ajax, and Poseidon’s words
Alog €1hke Kaoodwdpow Bla (70) refer to her removal from the temple, not a sexual attack.

%% Apollo’s own rapacious nature, however, complicates this dichotomy, as the myths of Daphne (cf. & ¢vanc,
308), Creusa, Cyrene and Cassandra all suggest.
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the trilogy.>®® But does the conflation of the two ritual aspects have a greater significance?
The madness of Dionysus is of a different character to posession by Apollo: it implies violent

567

Maenadism.”" The identification of Apollo’s cult with Bacchism in Cassandra’s language

further increases our difficulty in identifying her prophecy as Apolline truth,*®® but though

%9 the conflation of ritual indicates

Mason finds ‘nothing incongruous’ in this representation,
a dissolution of boundaries (as often with wedding and funerary ritual in tragedy) — here
attributable to the collapse of civilisation, and civilised norms, resulting from protracted
war.”"® This theme may operate both within and without the dramatic frame: while Cassandra
displays characteristics of possession by both gods and treats her marriage in these terms, it is

the victorious Greeks who have abandoned piety, boundaries and nomoi altogether, and the
‘marriage’ is treated as such: T0 TOU 0€0V Te TMOAPAATOY 16 T eboePeg, / YoUEL
Blroiwg oxoTIOV "AYOUEUV®Y AEXOG (43-44). Is the union a warning for the audience of
the transgression and social dissolution which accompanies gratuitous warfare?

If so, it is strained and undermined by its expression in Cassandra’s speech — both by
her madness, and by her questioning of mythical ‘truth’. We know she speaks truthfully, and
most of what she says is straightforwardly factual in the light of inherited tradition: that she
will be the catalyst for the death of Agamemnon (356-60) and the matricide of Clytemnestra
(363-64). The Greeks destroyed thousands for the sake of one woman (368-69), including, in

the case of Agamemnon, his beloved daughter (to ¢p1Atat’, 371). In doing so, they inflicted

damage upon their own oikoi (374-85), while the Trojans fought for and in the presence of

*%6 Scodel (1980) 70.

*7 In contrast to Mason’s (1959:92) assertion, Dionysus also functions as a god of prophecy, as at Eur. Hec.
1267, and is worshipped at Delphi: Aesch. Eum. 24-26, Eur. lon 550-53, with Zeitlin (1993) 167-71, Orph. fr.
35 Kern, Call. fr. 643 Pf.

%8 Croally (1994) 134: “The framing of Cassandra’s arguments also raises questions about the truth value of the
representation performed under the aegis of Dionysus’. Cassandra herself draws an important distinction
between divine possession and raving (366-67): £vBeog HEV, AAN duwg / Tocbvde ¥ EEw oTHoOUAL
Boucy gvpudTmv.

%89 Mason (1959) 92.

370 Cf, Ch.3, p.130 for the use of such imagery in Sophocles’ Trachiniae.
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their families (386-94). She foretells that Hecuba will not be taken back to Greece (428-31),
and describes the trials of Odysseus before shying away from the future and returning to the
task at hand (432-44). The only part of her speech without mythological provenance is her
statement that she will be thrown out unburied,>"* an uncharacteristically gloomy and morbid
image amid her exultation.

What strains belief, however, is her value-judgement of the fate of the Trojans. To
Cassandra, Tpweg 0& mpwTOV UEV, TO KAAALOTOV KAEOC, / LITEP TATPAG EOVMLoKOV
(386-87). Such a judgement would be comprehensible to an Athenian audience. Kleos is the
fame that lives on after death, such as that of Achilles (11. 9.412-13), and is guaranteed by re-
performance after the event. Her association of kA£0¢ with tdtpag is, however, part of the
same set of warrior values that she has criticised the Greeks for adhering to.>’? Hector and
Paris are singled out for praise among the Trojan dead — indeed, she considers them to be the
most fortunate. Because of the war, Hector is 06Eac...dpiotog (395). Had the Greeks
remained at home, he would not have been famous (397). Paris is similarly blessed — if it
were not for his marriage, clrywuevor 10 kndog €1y’ &v Ev douolg (399). The
consolation of fame is Homeric, even if Cassandra’s mode of expression is incongruous.

With it, she realigns her position with that of tradition. Logos and ergon fuse, but with some

dissonance. We accept Cassandra’s factual truth, but may question her presentation of it.

"L Eur. Tro. 448-50. This seems to be a Euripidean invention, as Schol. Eur. Tro. 448.4-7 asserts: L1t 0LdeVOC
d¢ mopadidotan | Kacodvdpa dtadog ExBEBANUEYT - AAAWG OTL 1OKAOC 10TOPEL &TAOOV THY
Koaoodvdpov ExBepAncOdol €1g 6pog. Pausanias states that she was buried: that dcovg oLV
‘Ayapéuvont eravnkovtog £€ TAlov were buried at Mycenae, but that the Amycleans also claim her tomb
(2.16.6). In Aeschylus, she does not speak of her fate after death, saying only: &AL g Oawvobomnt
LopTUPTTE HoL TOBE, / BTV YLVT| YLVALKOG AVT EUOV Bdvmt / &vhp 1€ SVCIAUAPTOE AVT
avdpog meomt (Aesch. Ag. 1317-19). There is something akin to this evasion in Euripides (Tro. 361):
mELEKLY ol VUVNoOUEV... Such hesitancy, like that surrounding Hecuba’s fate, is intriguing. It cannot be
that Cassandra simply wishes to concentrate on her revenge — she refuses to cause pain to her mother (ToO€iv,
431). Perhaps her own future causes her similar pain: the shift from calm iambics to trochaics in v.444, just prior
to her mention of her corpse, suggests a more agitated emotional state, and potentially undermines her triumphal

attitude.
%2 Croally (1994) 126-27.
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Similarly, we must accept her marriage with Agamemnon, but its nature as YoILEL Blaiwg

makes it a similarly uncomfortable truth.

The adverb Biaiwg and its associations with rape colour our perception of the

marriage no matter how joyously Cassandra presents it. Indeed, the hymenaios is as
remarkable for what it lacks as for what it contains, namely, the lack of any legal or religious
sanction. Talthybius’ engué, on closer analysis, seems a mere parody of the act which strips
the marriage contract back to its most basic part, the giving of a woman into the hand of a
man in a sexual transaction in which she has no say. The experience of the Greek bride is an
uncomfortable informative principle for this perversion of marriage imagery. If the girl is
Agamemnon’s geras, his war-prize, she is a slave and chattel to dispose of at will, including
her sexual favours. If she is his bride, then we expect her to be given to him by her guardian
in a legally binding betrothal from which a new family and household will spring — but there
is none.>”™ Cassandra’s father and brothers are dead; she has no male relative to act as her
kurios in the matter of her marriage. One may argue that the rules of Athenian marriage are
not applicable in the context of the Trojan War, or that, as part of the booty, Agamemnon
becomes her kurios and may marry her as he wishes, but this seems facile and contradicts

both the function of tragic Troy as a recognisable ‘other’ space,’’

and other mythical
exempla — as Achilles’ geras, Briseis looks to Patroclus as her guardian who will give her to
Achilles in marriage when they return to Phthia.>” Does any such kurios exist for Cassandra,

or is this another corruption of sociosexual relations, hubris and bia dressed up as gamos?>’®

> Compare Men. Dysc. 842-43.

374 Zeitlin (1986) 117, Croally (1994) 38-41, 188.

% Hom. II. 18.297-99: &AAG W Edookeg 'Ay1AlTiog Bgiolo / kovpdiny droyov Ohoew, &Eew &
EVL ynuow / EK BN, doicey 8¢ yapov Hetd. Mupuidovesot.

7% A similar situation seems to exist in the case of Andromache, who unlike Cassandra is referred to as the wife
of Neoptolemus, but like her was chosen from among the captives by the hero rather than given away in
marriage by her kurios.
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If violence is the chief characteristic of this wedding, it follows that the erotic topoi
traditional to the epithalamium, designed to mitigate the violence inherent in the transition,>”’
are also missing from Cassandra’s wedding song. Though Hymenaios is imagined as present,
Cassandra calls on Hecate rather than Artemis, the usual recipient of virgin dedications.
578 In

Aphrodite, Eros, Peitho and the Graces, the expected nuptial deities, are entirely absent.

their absence, the love extolled by the poets (cav &eldoig[t1]v O[tAdOTOTO KOl VOUDOLG
10kOATW, Sappho fr. 30.4-5 V, c.f. also fr. 112.4 V) has vanished, to be replaced by the
hatred of the bride for her husband: Tovg yap ExBioTOUg ELOL / KOl COL YAUOLOL TOLG
Euolg dopOep® (404-5). Peithd, the gentle persuasion of the bride to overcome her

reluctance and accept the transition to womanhood effected by marriage, not only goes totally
unmentioned in Cassandra’s hymenaios, but is also rejected in the play at large: the Chorus
urge Hecuba to destroy Helen’s persuasive speech (967) which will persuade no wise man
(982). Instead, marriages are contracted by its opposite, bia (although how far we are to
believe Helen that both Paris and Deiphobus took her by force is debatable), and, as
mentioned, Cassandra needs no urging, so eager is she to complete the union and get on with
her revenge. Moreover, there is a failure of charis that is ‘universal in the world of the play’,
not only in erotic relations, but also in a wider social framework.>”® The gods of the
epithalamium have departed, like the gods of the prologue, withdrawing from a world where
their timai are scorned and their sphere of influence transgressed by violence and hatred.>*

A similar case can be made for other traditional epithalamic topoi, many of which are

perverted rather than missing. Alongside praise for the couple, Cassandra seemingly praises

> See Ch.1, pp.73-76.

"8 Cf. e.g. Sappho fr. 197 V = Himerius Or. 9.4; see esp. Ch.1, pp.73-74.

" Scodel (1980) 133-34. She sees this failure in the abandonment of Troy by the gods, who owe the Trojans
erotic charis, and in human relationships with the gods. This can be extended further, to a failure of charis in
everyday life, manifested primarily in the failure of normative relations between men and women.

%80 Cf, Hes. Op. 197-201; a similar situation is represented in Eur. 1A 1090-97.
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her father (¢ ETTL TaUTpOC ELOD paKaplwtdTong / Toxog 327-28),°% but censures her

mother, who is too engrossed in weeping for Priam to perform her appropriate offices:

EMEL oL UaTeP, TEML dAKpPOOL KALT
Y6010l TOV BoVOVTOL TATEPOL TTALTPLONL TE
PLAoY KATOLOTEVOLS EYELC,

AVaOLEY® TLPAE PIDC.>

There are no prayers and good wishes for the future, no naturalistic imagery — either as
lament for ‘plucking’ or celebration of the bride’s ‘harvest’ or ‘cultivation’. The seductive

locus amoenus for the consummation of marriage instead becomes its opposite, the porch of

Hades and the tomb of Agamemnon with its wintry streams (DOQTL Y €lLdppwL, 449),

beside which Cassandra will be thrown to the beasts. Hatred and death lend themselves only
to sterility, the antithesis of the hymeneal objective. The imagery of cultivation, agriculture,
and ‘plucking’ of fruit that may symbolise the bride’s loss of virginity in the epithalamium is
rightly transformed into this barren image.

The perversion of ‘primary elements’ discussed above may give us some clue as to
how we are to understand the manipulation of topoi in this ode. Cassandra, far from being
lost within her delusions, recognises the absence of those positive, civilising aspects of the
wedding song which would acculturate the bride to her new way of life — she knows exactly

what is missing, and how abnormal this is:

..0A0g

%81 perhaps here she simply praises his fate, as she does for Hector and Paris.
%82 Eur. Tro. 315-20.
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TAPOEVWY ETL AEKTPOLG

ol vouog Exer.>®

It is uncertain what nomos Cassandra refers to here, but given the parallels elsewhere in
Euripides, it must refer to Hecuba’s bearing the marriage-torch in the wedding procession, an
image frequently depicted on Athenian vases.”® Hecuba cannot bear the torch as is
customary; Cassandra must do it herself. And call the dance. And sing the wedding song. Her
hymenaios is one long list of elements which violate nomos, and cast a shadow of doubt over
Tufte’s definition of this song as a ‘conventional epithalamium’ used for dramatic irony.
Unlike the hymenaios in Phaethon, there is little conventional about this song, and its
transgression of nomos is symptomatic of the marriage itself. Further, because marriage is the
cornerstone of the community, the oikos the foundation upon which other relationships in the

polis are built, this transgression reflects the state of society at large.

The Bride’s Departure

Far from being removed by the action by her ecstasy, Cassandra’s monody is deeply
embedded in the play’s overall unity, not simply in its accumulation of lamentation, as Suter
suggests, but on an ethical level: ‘the anti-epithalamium thus dramatizes not only Cassandra’s
forced union with Agamemnon, her plans for his destruction, and her prospective union in
death with her father, but symbolizes also the theme of the entire play — the miseries for all

mankind brought on by the illicit and unsanctioned union of Paris and Helen’.”®® The

*%3 Eur. Tro. 323-25.

%84 Eur. Med. 1026-27, Phoen. 344-45 (vouiov [e¢ yduoig]), IA 733-34 (oby o vépog). Or does Hecuba
actively refuse to lift the torches, seeing such celebratory action as inappropriate? She certainly insists that they
be taken away at the end of the ode (351).

%8 Tyfte (1970) 42.
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centrality of the hymenaios to our understanding of Troades suggests that, just like the
lament, the wedding song constitutes an informative principle for the drama. The experience
of the bride is evident in the play’s emphasis on transition — for both the conquered and the
conquerors.”® All the women face separation from the familiar, sheltered life they have

previously known (even if this was a husband’s home rather than a father’s) and express

anxiety about the future: | Aéxtpoilgc mAaBels’ EAAdvoY / Eppol VOE adta Kol
doipuwv (203-4). The natural erémia of the bride at this separation is expressed in the loss
and desolation faced by all the captives (Epnuémoilg udnp &moAgicHot Luwy, 603),
their wedding beds (kopotdpog epnuic, 565), and by the city at large (Epnuioe yop
TOALY, 26).

Furthermore, the notion of the marital transition as a journey, often nautical,

7

expressed in some wedding songs,®® is brought to mind by the repeated vocabulary of

588

sailing,”" the notion of the voyage of Helen and Menelaus as a journey towards remarriage,

and the bitter words of Andromache:

KPOTTET AOALOV OEUAC

A

ol PImTET EG VAUG ETTL KAAOV EPYOUOL

LUEvaov, dmolécaca, TobuavThe TEKvo.*®

As in the modern Greek wedding song, which likens the bride to the girl taken in Charon’s

boat in the funeral lament (and indeed, the ancient tradition which casts the maiden as the

%% Gregory (1991) 156.

%87 particularly evident in the arrival of Andromache at Troy for her wedding in Sappho fr. 44 V, inverted by
Sophocles (OT 420-23); see Ch.3, p.110.

%% Craik (1990) 1, 3-4, 9-11. This is not necessarily, as she argues, entirely sexual, as e.g. 686-95.

%9 Eur. Tro. 777-79.
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bride of Hades),*® to the captives, this journey is a voyage towards death: at first they are
merely afraid that the Greeks will kill them outright (179-80), confusing the movement of the
ships, a metaphor for transition and toil,>** with the decision to end their lives; but, realising
they will be taken to Greece, Hecuba likens her life as a slave to death and laments her fate:

VEKPOL HOpPHdL...o1al altoit. (192-93). Finally, their transition turns out to be not to a new

state of life, but actually a passage to death — most of them will be destroyed by shipwreck en
route to Greece; the experience of the Greek bride taken to a tragic extreme. Hecuba will die
before departure, transformed into a dog.>*

In the absence of so many positive elements of the wedding song, it is unsurprising
that acceptance of this transition — externally imposed, feared, and a parody of the eagerly-
anticipated one which accompanied ‘real-life’ marriages — should be difficult to come by.
But, as we saw in Chapter 1, the wedding song (as well as the lament) aimed at the eventual
acceptance and reintegration of the bride (or mourner) into the community after the period of
separation and change.®®® Scodel interprets Hecuba’s opening anapaests as ‘essentially an

exhortation to TAapocvvn which is a central part of the traditional consolatio...her very

laments constitute acceptance of what has taken place’,”® and Mead sees a gradual

progression towards the positive: ‘her many references to the former glory and present
desolation of Troy are not so much laments as attempts to accustom herself to the situation

and the beginning of questioning as to why such things should be, speculation taking the

%0 The ‘voyage to death’ motif recurs in the modern Greek wedding song — the bride may beg her mother to
hide her as she crosses her natal threshold for the last time, as in the funeral lament for a girl who asks the same
as Charon comes for her. Alexiou (1974) 121 identifies this tendency towards lament as the bride’s resistance,
albeit conventionally expressed, to leaving behind girlhood, a tendency that was expressed literally by the
Nanhui Chinese, among whom the bride would ritually lament, among other stages, as she was taken in an
actual boat to her new husband’s home (McLaren & Chen 2000: 216); see Introduction, pp.21-22.

*L Cf. Eur. Tro. 686-95.

%2 This is not mentioned in Troades, but is prophesied by Cassandra in Alexandros (fr. 62h = 968 N.2), and also
mentioned in Hecuba: 1265-73; Mossman (1995) 194-200.

%% See esp. pp.72-73.

%% Scodel (1980) 68. For the expression of this in a bridal context, we may compare the consolatio of Hades in
H.H.Dem. 360-69.
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place of action for an able and active woman for whom independent action is no longer
possible’.>%

Cassandra has already gleefully accepted her fate and needs no consolation; we
assume that Helen is in perfect control of hers; to the other women who surround her, Hecuba

is practical even in her devastation, counselling submission and philia to Andromache even

as a mother might on the eve of her daughter’s wedding: Tipo &8¢ TOV TopdvTa deCTOTNY
ctBey, / didov didovoa. dEAeap Avdpl oY TpodTWY (699-700).°%° The experience of

the bride — taken from her home, given to a stranger, and eventually acculturated to a new life
at the end of a transition cast as a voyage towards death —is thus central to our understanding
of Troades, and presents us with a startling picture of its dramatic world. Such figures as
Astyanax, relics of the old life, must be left behind.

That the experience of the bride may be used at all as an analogy for the taking of a
slave woman amidst the destruction of a city presents a bleak image of marriage — to the
parthenos, how different was it to be given out in marriage or be apportioned in sexual
slavery, either way a transaction between men in which she had little or no control, upon

2°%" This is not

which she may lament but ultimately must accept her change in circumstances
the whole story, however: Cassandra’s hymenaios, and the ‘marriages’ of the captive women,

illustrate a perversion of normative sociosexual relations. That women expected to be married

is a given — but not like this:

dg O EBpeya mopBEVOLC

£¢ a&lmpo voudiov eEaipetov,

%% Mead (1939) 104.
%% Eyr. Tro. 697-700. In Nanhui bridal lament, the mother counsels the Chinese bride to submit in similar terms:

‘once you change your household, you must learn how to follow their ways; you must not compare your new
home with living here...” (McLaren & Chen (2000) 219); see Introduction, pp.20-21; p.175, n.590.
%97 See Introduction, p.21 on the ‘exchange of women’; also Ch.2, p.102.
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dALOLoL BpEyas’ Ex Y epdY didmipedny- >

We have previously seen that marriage, as well as being traumatic and potentially violent,
could also be eagerly anticipated and a beneficial institution. The model of marriage
presented in Troades inverts the positive expectations of Phaethon, but similar conclusions
may be drawn: correct relations must be performed in order for society to function properly.
Perverted hymenaioi are symptomatic of a failure of these relations, and contribute to further
failures.

In addition, the model presented here is not all it seems on the surface. The women,
like brides, are totally subject to the authority of their captors. But the captors are subject to a
higher authority: while the mortal characters believe that men are the agents of the transition
being enacted, in reality, the gods control the action. It is they who will oversee the journey to
Greece and effect its telos. Furthermore, they do this in punishment at the Greeks’ violation
of sociosexual relations — both those between the sexes (the rape of Cassandra) and those
between mortals and immortals (the rape of Cassandra in the temple).>*® Eventually, the men
will undertake a marriage to death. As with all tragic hymenaioi, this song presents us with a
picture of a world in crisis, of a total breakdown in social and sexual relations. One failure of
philia and nomos — that of Helen and Paris — begets another, until all philia and nomos fails.
What might, in a normal marriage, be gained by persuasion is in war taken by force, and so
the wedding song, which aims at persuasion, fails, like all of Cassandra’s utterances, to
persuade — at least its internal audience.®®

If the capture and rape of a city’s female population is symptomatic of a world gone

wrong and the corrupt relations characteristic of war, what does this say for the play’s

*% Eur. Tro. 484-86.
% Eur. Tro. 65-70.
890 Mason (1959) 88: this failure to persuade makes Cassandra dramatically effective.
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cultural context, in which the women and children of Melos had recently been led back to
Athens following the sack of their island? Thucydides portrays another failure of persuasion
in the Melian dialogue, with the threat of force if the island’s submission is not gained
peacefully, and scholars tend to see Troades in terms of a criticism of events on Melos and a
warning against the further hubris of a campaign on Sicily.®®* For an Athenian audience in
415BC, however, the situation may have been different: the play is unlikely to have been
written before the capture (though topical allusions may have been added before the
performance); the Melian campaign was a success, and imperialist sentiment most likely cast

the voyage to Sicily in a positive light.®%

War was part of civic ideology, and the
enslavement of the defeated a fact of life. Melos was not the only city sacked during the War.
The disruption of the oikos through extended warfare, represented through the experience of
the young bride, is also an Aristophanic topos,®®® and may associate Euripides’ mythical
representation with a more general Peloponnesian War context.

The hubris committed by the Greeks was not the sacking and rape of Troy, but
outrage against the gods. The nemesis that befalls the Achaeans cannot have been expected to

604

find a parallel in Athens.”™ Herodotus’ report of the reaction to Phrynichus’ The Capture of

Miletus demonstrates that the Athenians did not like tragedy to correspond too closely to

801 See esp. Mead (1939) 102, Murray (1946a) 82-83, (1946b) 127-28, Luschnig (1971) 8; Lee (1976) xiv
maintains that the anti-war message, ‘is not the whole play, and we are too easily satisfied if we regard the
Melos incident as the play’s central theme’; Barlow (1986) 34-35: it is more than merely a political play; see
also Pelling (2000) 204.

802 Bosworth (1993) sees the resistance of the Melians, not the force of the Athenians, as the more destructive
activity, and suggests that the arguments made by the Melians against the invasion were inappropriate to the
context: ‘the achievable is what is exacted by the superior and conceded by the weak. That excludes questions of
justice as inappropriate in a debate between participants who are not subject to the same constraints’ (35). The
sack of Troy is not comparable. Macleod (1983) admitted deeper ambiguities in the Athenians’ discourse: ‘with
artful rhetoric, they disguise their defence, which has to admit that they have in some sense done wrong, as a
defiant warning’ (61). The possibility thus exists for varied levels of approval of the Melian action — and varied
levels of association with Troades.

893 peace guarantees childbirth (hence marital relations, Pax. 1327), Dicaeopolis will give a draught of peace to
the bride and not the bridegroom, because ‘she is a woman and not responsible for the war’ (Ach. 1062),
Lysistrata also speaks of the damage done to the oikos by war — a woman gives her sons to be soldiers, then
wastes into old age while her husband fights (Lys. 588-97).

894 The Athenian envoys to Melos thought a reversal of fortune highly unlikely: Thuc. 5.91.1-2.
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reality:*®

self-examination was desirable, but this should take place through the focalisation
of the ‘other’. Euripides, it is true, complicates this other, but in doing so questions the
categories by which the audience constructed its idea of ‘self’. Even so, Troades focuses
more on the general effects of war, particularly on male/female relations, than on the cultural
context of any particular war.

Within that perversion of relations, only Cassandra the prophet can see that her
marriage will be beneficial, and only she can identify the appropriate mode of speech with
which to express this. As with all prophecies, hers is no less true for others’ inability to
understand it, and it is by such ambiguous, oblique means that Euripides lays the foundations

for the transition of Cassandra and her fellow captives. At the same time, he dramatises the

inversion of nomoi, noting the damage to even the victorious society of prolonged warfare:

To O OlKOL TOlcd’ oL EYLYVETO.
Enpat Y’ EBvmiokov, ot & dmoideg Ev ddUOLG

£c0’ boTic abTdY ofluo YL dwproeto.t%

War perverts social institutions, leading to the dissolution and weakening of both victorious
and defeated societies. The centrality of the hymenaios to these institutions allows the ripples
of its subversion to spread out from the song, to the drama as a whole and its cultural context.
Euripides plays with our expectations of the ritual to present a vision of the chaos that results
when philia and nomoi go awry. Cassandra and Agamemnon’s union may show the pattern of
sexual violence taken to tragic extremes, but it remains debatable whether those extremes

offer a lesson to be learned outside the tragedy.

895 Hdt. 6.21.
8% Eyr. Tro. 380-82.
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Iphigenia in Aulis: the cost of transition

In Troades, both Greeks and Trojans were in a state of transition as they awaited a fair wind
to Greece at the end of the Trojan War. The voyage was cast as a ‘marriage to death’ for the
captives, but with the gods as authors of their transition, it also became such a voyage for the
Greeks. Agamemnon would marry his captive bride, Cassandra, in Hades. This transition
forms a doublet with that at the beginning of the War, represented by Euripides nine years
later in IA. Again, the Greeks await a fair wind and a voyage — this transit will cost the
sacrifice of Agamemnon’s daughter, Iphigenia. Playing on the structural and linguistic

similarities between sacrifice, death and marriage,®”’

Agamemnon summons her to Aulis on
the pretext of marriage to Achilles. Achilles, when he learns of this abuse of his name,
promises to defend Iphigenia’s life and marry her; throwing the mythic tradition into doubt.
Between Achilles’ acceptance of Iphigenia and Agamemnon’s insistence that her
sacrifice take place is a choral ode detailing the wedding song of Peleus and Thetis, parents
of the prospective groom. The song bears strong resemblances to Sapphic epithalamia:
naturalistic imagery, music, community feasting and celebration, dancing and singing
maidens, makarismos and good wishes for the future. Coupled with its jarring comparison of
Iphigenia, not to the mythical bride but to a sacrificial animal, it provides an ironic contrast to
the action of the play and a lyric interlude preceding the maiden’s crushing discovery of her
fate. Though not a wedding song per se, this ode should be examined alongside other

Euripidean epithalamia, as it exposes similar problems, which find their most developed

exposition in this play.

897 Cf. Foley (1985) 85, cf. Vernant (180) 138 = (1974) 149, also Michelakis (2006) 71.
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In a play in which sacrifice disguised as marriage is the dominant motif,°® a
hymenaios, with its tacit acknowledgement of the necessity of symbolic sacrifice, is entirely
appropriate to direct the action (compromised by Achilles’ acceptance of the marriage, rather
than sacrifice) back to its traditional course. In IA, like Troades, the world is turned upside
down. The kourotrophic goddess Artemis demands a girl’s life (89-91). A chaste parthenos
must pay for the transgression of an unchaste guné: T&uc & oLK ATOKTEV® Y TEKVAL
koL 10 cov pev €b / mapd dikny Eotal kakiotng ebvidog Tinwpion (396-97, 881,
1236-37). The anax andron is a slave to his army (450). The father will take the mother’s
place, against nomos, in a ‘wedding’ that is really a sacrifice (727-50), and the mother plots
revenge on the father (1455). Achilles threatens to disinherit his own heroic tradition; consent
is given, withheld, given, withheld, given...lies are truth and truth is lies (1115-16) and a girl
who wished she could sail with her father to Troy leads the Greeks to victory and liberation
from the barbarian (1472-3). A final piece of extra-dramatic irony caps this list of inversions:
the text of 1A is so corrupt that we do not know if Iphigenia really was sacrificed at the end of
the play. The finale is a later interpolation.®®

As in Phaethon and Troades, there is a deep and fundamental anxiety in 1A about
‘appearance’ and ‘reality’: nothing is as it seems. The deception arising from the rhetoric of
acceptance, of which the wedding song is part, appears to offer a solution to this social
disruption, but may actually undermine it. Wright suggests a philosophical idea of the theme
of deceptive appearances and the confusing nature of reality at the heart of some of

Euripides’ other late tragedies;®'? if we read IA as an expression of Euripidean anxiety arising

898 Eoley (1985) 67-68.

899 Diggle (1994) 414-19; Kovacs (2003) 98 argues that 1531, the departure of Iphigenia, is the end of the play.
Regarding the third stasimon itself, Kovacs merely states (p.94) that it was part of the first production, while
Diggle suspects the strophe and antistrophe of being developed by Euripides original, and the epode as less
confidently proven (399-401).

810 \Wright (2005) 50; cf. p.150.
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from rhetorical deception, our belief in outward appearances is shattered and the play’s
rhetoric is rendered dubious, especially that contained within the marriage song.

How is the song being used? It is seemingly at odds with the action of the play, and
debate rages as to the function of these lyrics. Most critics note the idealisation of the
marriage of Peleus and Thetis, so different from its lliadic paradigm, and the (ironic) contrast

of this to the dramatic situation:

The third stasimon of the Iphigenia in Aulis stands out in contrast to the dramatic

situation and serves to define it by showing us what it is not.®**

2

Michelakis agrees,®*? and Foley also comments on the Sapphic idealism against the

background of late-fifth century anxiety:

The descriptions of both the marriage and the shield [of Achilles, implied by

dwpnuat’, 1074] have a pictorial, distant quality that contrasts with the troubled

marriages and the mob violence of the action. The tone is more reminiscent of lyrics
such as Sappho’s fragment on the arrival of the bride Andromache at Troy...The
epithalamic themes and the hint at Achilles’ future role in epic again augment and
pressure for a return to an ideal and ordered social life and a Panhellenic poetic

perspective on events.®*®

The hymenaios is thus cast as a Golden Age in contrast to the social meltdown within and

outside of the text. Does this ode really refer to the ‘good old days’ of Panhellenism and

81 Walsh (1974) 241.
812 Michelakis (2006) 17.
813 Foley (1985) 82.
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direct the action (and the audience) from fractured disorder towards mythic idealisation?
Foley identifies Sappho fr. 44 V, the wedding of Hector and Andromache, as the primary
intertext here,®™ but is the romance of that fragment simply juxtaposed with the tragedy, or

does the hymenaios have a more significant function in the text?

Euripides’ Sappho?

To see the third stasimon merely as ironically juxtaposed to the action is to undermine its true
significance. There is a manipulation of generic elements in this ode. The action of IA thus far
points to a marriage of Achilles and Iphigenia; we would expect them comprise the ‘primary
elements’ ‘bride’ and ‘groom’. Instead, the wedding of Peleus and Thetis takes centre stage.
This is ironic, as it is the arrival of Iphigenia like a bride in the first episode which recalls
Andromache in Sappho fr. 44 V.** Instead, the Sapphic wedding narrative forms the model
for that of an appropriate, but unexpected, couple — as in so many instances in IA, the
expectations of the audience are frustrated. The mythical narrative is not entirely unusual: as
well as fr. 44 V, we possess mythical epithalamia in frr. 103 and 141 V and Aristophanes
had, seven years earlier, included a mythical meta-epithalamium in the exodos of Birds.®*®
Our expectations are further frustrated, however, by Euripides’ manipulation of another

element, that of ‘wedding’. This element is clear in Sappho, and is also emphasised in the

third stasimon:” Ypévoiog (1096), yduov (1044, 1077), yapovg (1057), LUEVAIOLG

814 perhaps Hinds’ (1998: 22-23) definition of “allusion’ is more suited to this context: Euripides’ dialogue with
Sappho fr. 44 V is, as Hinds describes, a ‘covert’, ‘implied” or ‘indirect’ reference, as opposed to an explicit
reworking of that text. In a play which deals so specifically with the interrelation of illusion and reality,
Euripidean allusion can be seen as ‘precisely the teasing play which it defines between revelation and
concealment’.

15 Eur. IA 435-38: AL €lo tdnl Totc1d EEdpxov kowd, / otedavovobe kpdto, KAl o,
Mevérewg dvak, / buevanov ebtpemile, Kol kot otéyag / Awtdg Bodcohw Kal modmdy ECTW
KTOmog, cf. also 1036-45 (a similar scenario at the wedding of Peleus and Thetis), and Sappho fr. 44.24-30 V:
oDAOG... K ]pOTEA@Y...uEAOG &yv[ov...tdvtol & fig kAT O30[1g / Kpdtnpeg |dlodat...nbppo Kol
Koolor APovdg Te.

616 See Ch.5, p.224.
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(2079). This will not be the case with Iphigenia. Neither the wedding of Hector and
Andromache nor of Peleus and Thetis will form a paradigm for her experience — she will not
be a bride, but a sacrificial victim (1080-84).

Unlike in Phaethon and Troades, the epithalamial topoi almost beguile us in this ode,
and their ‘pictorial, distant quality’ suggests that this effect is probably intentional. The
narrative in Sappho fr. 44 V focuses heavily on the sensory, particularly auditory, aspects of

the procession, and the description in IA does the same. The audience is drawn in through this

appeal to sensory perception. The hymenaios itself is sung by the Muses: €ctOcEV
1o G..ol KaAMmAokapol / TTiepidec.. uedmdolc...dxfuoct (1039-45).°Y The
échéma recalls the ‘holy song’ of the maidens in Sappho: tdp[Bevol..Ayw Beomecio (fr.
44.25-27 V). The Euripidean song is similarly accompanied by music: Awtov AiBoug
(1036), drAoxopov K18dpag (1037), cuplyywr KAUAXUOESTAY (1038-39).5% As in

619

Sappho, where songs of young and old women are set against the paean of men,”™ the song

sung by the Muses competes with the noise made by the Centaurs, péyo & &vEKAYOV
(1062) and Chiron’s prophecy: EEovOualey (1066). In Sappho’s narrative, sounds, sights

and smells combine to increase the festival atmosphere:

ndvtal & fig kot 63o[1g
Kkpditnpeg| dlodal T of. . .]. .eax[.].[

Woppo Kol Kool AlBovde T bvepely vuto.

817 Cf. Introduction, p.12; Ch.1, p.70.

818 Cf. Sappho fr. 44.24-25 V: adrog & &dv[p]EANG...w[6]do[¢ K ]poTdAwy.
819 sappho fr. 44.31-33 V: EAEAVGE0]V...o0VKAAEOVTEC,

620 Sappho fr. 44.28-30 V.
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This is echoed in Euripides by Ganymede’s mixing of the wine bowl:

[§

0 0¢ Aapdavidac, Aldg
AEKTPOY TPOONUO HLAOVY

XPLCEOLCY ALPLOCE AOL-

Bav EK kpaThp®Y yudiolg.t

Rather than the pais amphithales symbolic of good fortune and fertility, this wedding is
attended by a boy who represents the cessation of transition, and sterility. As Zeus’ bed-
partner, Ganymede is fortunate in his immortality and eternal youth. Like a bride, he has been
separated from his family, never to return. He will, however, never achieve adulthood and
family, but will remain forever under the homosexual dominance of Zeus, forever liminal
between gods and humans. In this, he symbolises the inversion of both gender relations and
of mortal-divine charis — a failure present in the wider context of the drama.®?*

The tragedian recalls epic and lyric wedding celebrations most when narrating the
activities performed by various gender and social groups. This is a particular feature of the
wedding song as a communal celebration, emphasising the separate but interdependent
spheres of the genders.®?® In the lliad, youths dance while women watch from their doors as

%24 In Hesiod’s Shield, slave-women bear torches ahead of

the bride is taken through the city.
the nuptial car, while male participants sing and females dance.®®® In Sappho, the sons of Ilus

yoke mules, and women and girls ride on carriages. The daughters of Priam ride apart and

621 Eur. 1A. 1049-52; Hermes does this in Sappho fr. 141.1-3 V.
622 Cf. also Eur. Tro. 821-58.

623 See Introduction, pp.11-14.

%24 Hom. 1. 18.491-96.

625 [Hes]. Scut. 272-85.
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bachelors yoke horses to chariots (fr. 44.13-18 V).°® In Euripides, the guests are again

represented as performing different activities in cohorts: ITiepideg (1041), o O¢
Aopdovidog...loavoundneg  (1049-53), mevtnkovtor KOpot Nmpewg /[ YAUOULG
Exopevoov (1056-57), Blacog Epoler mmopdtag / Kevtabpwy el doita tav /
Bev kpatnpd te Bdikyov (1059-61), €1dw¢ yevvdoew [/ Xeipwy EEovdualev
(1065-66), pokdprov tote daipovec...£B8ecow (1076-78).

The scene is thus characterised by a dreamlike, idealistic quality, much like those
other narratives. It seems, like them, to represent an ideal of social cohesion in stark contrast

to the dissolution of the play that surrounds it. But all is not as it seems. The opening verse of

the ode, TV’ &p* Yuévarog (1036) recalls not only the wedding song for Peleus and Thetis,
but also the question asked by the army of Iphigenia’s arrival:" YUEvouidg g 1] Tl
npd.coetat; (430). We are invited to ask the question, ‘is this a wedding (song), or what is

happening?’ In repeating the question, Euripides invites his audience to connect the two
unions and to draw parallels — and also to question its assumptions surrounding the marriage
of Peleus and Thetis. At first it seems as though Euripides does for this couple what Sappho
did for Hector and Andromache. There is evidence in Lesbian poetry of the joyful wedding of
Peleus and Thetis,®*" providing multiple reconfigurations of epic for Euripides to use. A
closer examination, however, causes us to question not only the romantic rewriting of the
Peleus and Thetis story against its Homeric model, but also the earlier example in Sappho.

If we argue for an idealised picture of social cohesion, it is notable that this song does
not present any picture of society. Andromache arrives at Troy in Sappho’s song, and the

activities greeting her are indicative of civilisation and civilised behaviour. Likewise on the

626 gee Introduction, p.12.
827 See Sappho fr. 141 and Alc. fr. 42 V.
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shields of Achilles and Heracles, the brides are escorted &va. dctv.”® Marriage is shown in

the context of community, as a ritual that strengthens and reproduces communities. This is
particularly significant in the Iliad, in which marriage and law-courts are represented on
Achilles’ shield as fundamental to the peaceful city. The marriage in IA, however, takes place

in the wild, on Mount Pelion. The Muses travel &va, IIhAtov (1040), and the Centaurs ko0’

VAo (1048). The image is one of untamed nature — the opposite of the ‘taming’ effect that

marriage was hoped to produce. How can domestication take place without a domus?
This is an inversion not only of civilised patterns of marriage, but also of one tradition
of the wedding of Peleus and Thetis. Visual representations most commonly depict either the

rape of Thetis or the gods arriving at the house of Peleus for the ceremony;®*® no house is
shown in Euripides. In Alcaeus, Peleus &yet &x NN[pInog EAwv [peAdbpwv /
napbevor A Ppav / £¢ douov Xéppwvog (fr. 42.7-9 V). With no oikos and no polis, the

contrast to the social upheaval surrounding Iphigenia’s marriage/sacrifice becomes less
defined. We might see the potential for rape in the marginal, wild setting which forms the
locus for other abductions.®*

The breakdown of idealisation becomes more pronounced when we consider the

participants in this marriage. The attendance of the gods at the wedding of Peleus and Thetis

is a long-standing part of the mythical tradition, indicated here by daipoveg. In Sappho fr.
141 V, the actions of the gods are similar to those in Euripides: "Epupaig £owoyénce (3),
mavteg KAAELBOV (4-6), &pdoavto d& MAUTOV ECAo YAUPBpwL (6). Alcaeus also

indicates the presence of the gods at the wedding: mdvtog &¢ yAuov HAK[opag

628 Hom. 11. 18.493, cf. [Hes.] Scut. 284: Tdicaw 8¢ TOALY.

829 | IMC (s.v. ‘Peleus’) lists 139 depictions in which a context of rape is likely, and 16 (4 of which are Roman)
of their wedding ceremony.

830 E 9. H.H.Dem. 4-10, H.H.Aphr. 121-24, Eur. Hel. 179-90, lon. 886-92.
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kaAecoorg (fr. 42.6 V). Indeed, the marriage of Thetis to Peleus guarantees divine

stability, for Zeus arranged the marriage lest she bear him or Poseidon a son mightier than his
father.®®! The cycle of cosmogonic succession was thus arrested. The transition made by the
bride guaranteed the community on a cosmic scale. There are divine representatives in the
third stasimon of 1A, the Muses, and the Nereids. None of the Olympians, however, are
mentioned by name. Though Zeus acts as Thetis’ kurios in the marriage,®* his only mention
in this passage is in connection with Ganymede.®*

Perhaps the most notable guests are the Centaurs. Again, the civilising aspects of the

wedding song are abandoned in favour of wildness — these creatures blur the boundary

between human and beast. Their garlands give them a sympotic appearance (EAdTo1Cl

otedpavwdel te x Ao, 1058), as does their destination, the mixing-bowl of Bacchus. This

description is coloured negatively by tradition: it was at the wedding of Peirithoos and
Hippodamia that the Centaurs got drunk and attempted to rape the female guests, resulting in
the Battle of Lapiths and Centaurs.®®* Their presence at a wedding connotes sexual violence
and warfare — elements prominent in the wider text.

The gods remain largely unmentioned — effacing the divine sanction given to this
marriage by the rhetoric of the text. It is presented as marginal, with undertones of rape,
sterility, and death. Other nuptial motifs serve to dissociate the occasion from the ideal of

Andromache’s wedding. She brings with her a golden catalogue of gifts:

oA & [EAL]yHoTal X OGO KOLLOLTOL

%31 pind. Isth. 8.26-45.

%32 Eur, 1A 703.

633 See p.190.

83 Hom. Od. 21.295-304, Pind. fr. 166 S-M. While Chiron is often represented at this wedding (as in Alc. fr. 42
above, and many wedding scenes in vase-painting), the presence Centaurs themselves appears to be a
Euripidean invention.
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npodp[o] Kotorbre[pe Jval, molkiA’ &O0pULALTAL,

Apytpa T AvdplOpo mothplor KAAEGOLE.

The only gift mentioned in connection with Thetis is the armour she will give her son:
xPLoEWY AWV - Hoolotondvwy...0ed g notpdg dwpnuat (1072-74). In this armour,
he will assault Troy, kill Hector, and die.®® A discordant note is struck, and the fantasy
begins to crumble. The pronouncement by Chiron is part of the traditional bridal makarismos.
Like Andromache, or indeed any bride, Thetis is complimented by the assembled throng

(tdlg ebmdtpidog, 1077; cf. Sappho fr. 44.5-7 V) and her marriage praised (1045, cf.

44.34), but the makarismos pronounced by the gods and by Chiron only points to grief:

[N

o¢ hiet xB6vaL AoyyNpest oY Mupuidbvav

domiotoig Iptduolo KAEWaY

Yoo eExmupdomn.®’

The blessing shatters the illusion of happiness — this heroic future dooms Iphigenia, and

Achilles himself, to death.®*® In representing Chiron’s prophecy of the sack of Troy, the song

835 Sappho fr. 44.8-10 V; cf. p.28, n.90.

836 Eur. IA. 1071-75. It is likely that this prophecy is meant to direct us to lliad 18 on two levels: firstly, Thetis’
gifts include the shield on which a similar wedding is described, and secondly, to her own first-person narrative
of her marriage (Hom. II. 18.429-41), in which she is married by violence and doomed to lose the son praised in
the choral ode above. A similar allusory play exists even in the idealised narrative of Sappho fr. 44 V: Schrenk
(1994) 144-45 suggests that ‘both the use of epic vocabulary and the narrative structure of the poem direct the
reader to particular episodes in the Iliad, namely, Andromache’s discovery of the death of her husband in Book
X and the return of Hector’s corpse in Book €’. See also Griffin (1980) 2-8: Andromache’s reaction to Hector’s
death also recalls the day of her marriage in her casting away of her bridal headdress. As with the prospective
marriage of Achilles and Iphigenia, the agamos gamos of Helen and Paris also condemns the socially-
sanctioned, productive marriage of Hector and Andromache.

7 Eur. 1A 1066-70.
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has redirected the dramatic action to the story known from Homer and Aeschylus. Achilles
will go to Troy — a journey requiring Iphigenia’s sacrifice. If we must accept this epic/tragic
version of events, we must also view the marriage of Peleus and Thetis in the light of her
portrayal as the mater dolorosa of the Iliad, and victim of false makarismos in Aeschylus.®*°
Understanding a second set of allusions, in addition to those to lyric poetry, may
reveal how we are supposed to understand this ode. It does not stand in contrast to the
dramatic action. Rather, it is not merely a foil for that action. The song is not a separate
lyrical interlude, a reference to an epic golden age, or an ironic juxtaposition, but itself an
intrinsic and pathos-laden part of the drama whose unfolding demands Iphigenia’s sacrifice.

In this, it is deeply embedded in the action of the play.®*

The metaphor of sacrifice

Euripides, then, suggests that the action of the play may deviate from its traditional course,
from sacrifice into marriage. He employs a mythical ‘meta-epithalamium’ to recall the idea of
a wedding song for Iphigenia and Achilles, expressed in v.430, and to comment on the action.
Like Iphigenia, Thetis’ fate might deviate from that expressed in prior traditions. The absence
of traditional elements of her marriage, however (the Olympians, the palace), and the
presence of non-traditional figures who represent a negative and violent sexuality
(Ganymede, the Centaurs), suggest that the wedding may not be as ‘ideal’ as at first assumed.
The meta-epithalamium, moreover, suggests a correspondence between the current action and

that represented in the song.®*" If the ode recalls a Homeric/Aeschylean Thetis, it also

638 Walsh (1974) 245: ‘It [this portion of the song] glorifies Achilles without qualification, but at the same time
precludes the possibility that he will keep his promise to Clytemnestra, who had put so much trust in his heroic
abilities’.

839 Cf, Aesch. fr. 350 R; Ch. 2, pp.95-96.

640 See p.186 on its authenticity.

841 Cf. esp. Ch.2, pp.86-87.
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functions in the same way for Iphigenia. The plot ceases to move towards what the audience
know to be an impossible conclusion, and the Chorus return to the expectation of sacrifice in
the epode.

Here meta-epithalamium becomes anti-epithalamium: the traditional language of the
wedding song is used in a subversive way. Iphigenia will be wreathed like a bride — and like a

sacrificial victim (kdpal oTéEWYoLolL KOUAALKOUAY / TAOKAUOY 'Apyelol 1080-81). In
this, she is like a young animal separated from its mother (Locyov &KNpoTov...opd. OE

potepl, 1085-89), a traditional image of the wedding song. This image corresponds to the

‘separational’ stage of marriage, generally used by women as a lament for the loss of the
bride’s formerly sheltered life.*? In this passage, the lament has become a protest for

Iphigenia’s literal loss of life (o(ludccovteg, 1086). Marriage is again an anticipated
transition, for which Iphigenia has been reared: Tvowy1doig ydpov (1089). The blood she
643

sheds, however, will not be that in the marriage bed, but of her Aaiidv (1086).

This rite, moreover, is not perceived in terms of conventional animal sacrifice, an act
which reaffirms the community. Rather, it is seen in terms of the breakdown of societal

norms — perpetrated by the very figures that should promote and safeguard cultural cohesion:

OV TO TA¢ A1doVg f) To TAlG "ApeETAg
cBEvel T1L TPOCWTOV,

OTOTE TO UEV GLOTLETOV EXEL
dvvaoy, & & 'ApeTd, KATOTL-

cOev Bvortolg AUEAELTOL,

842 See Introduction, p.18; Ch.2, p.88; Ch.3, p.128.
843 Cf. Eur. Hec. 565; p.17 n.53; see Fowler (1987) esp. 191-92 on the comparison of virgin sacrifice to
defloration.
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"Avopial 88 VoUWV KPALTEL,
KOl <UT> KOwodg Aywvy Bpotolg

U1 tig Bewv $oodVOC EABMLH

As in Troades, a relationship presented as marriage transgresses the boundaries of nomos.

This forces us to question the legitimacy of the ‘sacrifice’ of her double in this ode, Thetis.

The divine sanction assumed for the marriage of Achilles’ mother may not be all it seems.
Indeed, the experiences of the two women are presented in remarkably similar terms

in 1A. The play as whole diverges from the Homeric paradigm, which saw Thetis subjected to

Peleus by force (8x pév W &AAG@Y Gidwv &vdpl dduocoev, Il. 18.432), and

presents the union as an idealised wedding.®*® The action of the drama diverges similarly
from the tradition of the sacrifice, although notably this tradition is not present in Homer.
Iphigenia may be one of Agamemnon’s daughters, Chrysothemis, Laodice, and Iphianassa,
offered as bride to Achilles to persuade him to rejoin the battle in the Iliad.®* It is uncertain
whether Homer was unaware of the myth of sacrifice, or whether he knew it but chose not to
allude to it. Aeschylus was aware, and his Iphigenia is an unwilling victim, her death cast in

the imagery of rape.®*’ In Euripides, it is presented in terms of legitimate marriage, and an act

to which Iphigenia — finally — acquiesces: TaVTA, YOp UVTUELS LoV / 810, LAKPOL Kl

mo1deg obTol Kol ydpot kol do&’ Eun (1398-99). Moreover, as Thetis was ‘sacrificed’

%4 Eur. IA 1090-97. The introduction of female abstracts in this passage heightens further the distance of the ode
from the Olympian gods, but is not unknown in situations of mortal transgression, e.g. Hes. Op. 197-201.

5 See also 701-3; Foley (1985) 72-73. The words Zebg fyyimoe kol didwg o kpLog, are, however,
expressed by Agamemnon, whose logos is not to be trusted and conflicts with reality (1115-16).

846 Hom. 11. 9.144-48, 286-90. In Sophocles (EI. 157) Iphigenia was sacrificed, but Chrysothemis and Iphianassa
remain alive in the house.

847 Aesch. Ag. 227-38; see Ch.2, p.105 on the sacrifice as proteleia.
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to Peleus to preserve Zeus’ sovereignty, so Iphigenia must be sacrificed to maintain
Agamemnon’s (OCTE UT) OTEPEVTA G APX NG ATOAECOL KOAAOY KAEOG, 357).

The sacrifice implied metaphorically by the meta-epithalamium is made literal in the
play upon which that topos comments. A fundamental difference is notable. Despite the
necessity of her marriage for cosmic stability, Thetis remains unwilling, lamenting its
outcome: ETANY Avépog ebuMY / TOAAG WAL obk EBEAovoo (. 18.433-34). Any
protests Aeschylus’ Iphigenia might make are stopped by force (Blot dvarvdmt). Euripides’

Iphigenia laments initially (1211-52, 1279-1335), even after Agamemnon has offered his

weak rhetoric of necessity: &AA" EAADLG, ML O€l, KAV BEA® KAV U1 0EAw, / BVCOL oF

(1271-72). The appearance of Achilles, bent on defending her, seems to prompt a change of

heart.®*® She is no longer unwilling, but states BoOAouait / ebkhedg TpdEat (1375-76).

She repeats her father’s spurious patriotism almost verbatim:

€1¢ EU’ EALOg 1) peylotn maoco vov ATORAETEL,

KAV EUOL TopOUOE TE VoY Kol Ppuymy KOTUoKOGL
Td¢ T peALoboag yvvaikag, fiv TL dpwot BdpPRapot,
unked’ apmdlew edv ftogt oABlag EC EAAGSOC,

oV EA&VNg telcavtog dOAeBpov, v dvnpracey ITdpig.*”

848 Whether or not Iphigenia’s acquiescence is convincing is itself a problematic issue: Griffin (1990) 148, Foley
(1985) 66, Luschnig (1985) 3, Michelakis (2006) 39.

%9 Eur. 1A 1378-82, cf. 1270-75. Wilkins (199) 179 sees the self-sacrifice of virgins in Euripides as analogous to
the ‘non-literal self-sacrifice’ of the hoplite soldier in battle. The rhetoric of Agamemnon and Iphigenia is thus
deeply embedded in Athenian civic ideology, and should not be spurned as merely facile. Furthermore, if
marriage is to women what war is to men, then the representation of self-sacrifice as the telos of marriage is
integral to fifth-century social structures. The literal sacrifice, as with the metaphorical one of marriage, is
performed on behalf of the community to ensure its integrity and continuance.

198



Our perceived ‘knowledge’ of the tradition had previously been transgressed by Agamemnon,
Menelaus, and Achilles. It is Iphigenia, however — a maiden who, as either bride or sacrifice,
would have had no agency in her transition — who performs the final divergence.®® In
asserting her consent she allows the story as we know it to progress, but divorces herself from
her presentation in that tradition. In her willingness, she also dissociates herself from
allusions to a Homeric/Aeschylean Thetis, and presents herself as an acquiescent bride. It is
as though, in accepting the superficial justification offered by Agamemnon, she becomes one
with the superficial narrative of the choral ode. Deeper allusions and anxieties are dismissed,

%! _ though recent scholarship on the fallacy of the

and she goes willingly under the knife
‘willing victim® in Greek animal sacrifice may cause us to question such a dismissal.®** What
is certain is that the story we know is ‘back on track’, but details have fundamentally
changed.

The wedding song in 1A and the action surrounding it thus raises more questions about

our understanding of the mythical tradition in which Euripides composed his play than it

answers. This is consistent with the rest of the play:

IA plays with the spectators’ familiarity with earlier versions of the story to challenge
their assumptions but also to provide them with an intricate and suspenseful

narrative.®*

80 The passivity of Iphigenia in either of those roles would seem to negate Foley’s (1985:62) statement: ‘Here
the ritual experience of women and children, excluded from political participation, offers an apparent cure for
the political crises produced by men and forges unexpected links between the public and private worlds’. Her
sacrifice may drive a deep wedge between public and private. Though she counsels Clytemnestra to acceptance
(1454), tradition still maintains that her death would be the catalyst for her mother’s future crimes.

%! Wilkins (1990) 183: ‘the principal rhetorical force of the scene is the great desire of the victim to die against
the wishes of A0, relatives and friends’.

852 Naiden (2007) esp. 61-2 argues against the popular viewpoint (esp. Burkert (1983) Ch.1) that the sacrificial
victim ‘nodded’ its assent, and that tragic sacrifice was often perverted because of a lack of this consent,
especially in human victims. Yet such ‘assent’ is exposed in Naiden’s article as fallacy, so we may question the
efficacy of a comparison to between Iphigenia and animal sacrifice. In addition, as | have shown, perversions
exist despite her willingness, not because of its lack.

853 Michelakis (2006) 21.
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First Agamemnon attempts to avert the sacrifice (107-9, 115-23), then Menelaus (473-503),
then Achilles (932-39, 1361, 65). Other contradictions intrude upon our understanding, and
are in turn overshadowed by our knowledge of the tradition: Odysseus, the traditional hero of
the oikos, is a key figure in the sacrifice (424-27, 1362), and presented variously as the son of

Laertes (203-4) and of Sisyphus (424, 1362). Orestes, the soon-to-be-matricide, is presented

654

as a helpless baby.”™" Agamemnon’s own marriage began in violence against the 0ikos:

Eynuog dkovody pe K&AoBeg P,
OV TPdSBey &vdpa TAVTAAOY KATAKTAVAOV:
BpEdog Te TOLUOV TowWl TPOCOVPLOAE TAAWLT

LOOTOV BLOImG TOV EL®OV ATOCTACAG.

The language recalls his marriage Bioiwg to Cassandra in Troades. It is little wonder that
such a man perpetrates violence against his own house. Clytemnestra still claims to have been
dueuntog yuvn (1157) to him; ¢ T "Adpoditny cwdppovovca, (1159) and weAaOpov
ovEovs’ (1160). These verses cause us to recall that Clytemnestra becomes the opposite of

the ‘blameless wife’ in response to the murder of another child, that she goes on to become
‘unchaste’ in matters of Aphrodite and that she too does violence against her house. A

familiar pattern emerges, in which one act of sexual transgression begets another, until all is

consumed by violence. Iphigenia’s self-sacrifice aims to stop this cycle (unkéd’ &prd.lew),

but simply allows it to continue. The rhetoric that surrounds her act is thus undermined.

65 E.g. Eur. 1A 465-66, cf. Michelakis (2006) 100.
5 Eur. 1A 1149-52.
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Idealised visions?

Euripides, then, deliberately plays on variant mythical traditions — including his own®® — to
cause the audience to question their knowledge of mythical ‘truth’. Epic violence is disguised
as political expediency and sexual violence as political alliance-making. From the third
stasimon onwards, the traditional picture begins to converge with the Euripidean one, causing
us to question closely the ‘idealised’ vision presented in this ode as well as the surrounding
action. Ironically, it is Iphigenia’s own deviation from tradition, in her voluntary self-
sacrifice, which allows that tradition to continue. We are left with an uncomfortable paradox,
one made even more uncertain by the state of the play’s final episode.®® Such allusory play
demands closer examination of critics’ supposition of idealisation underlying all the play’s

choral odes:

The odes, like Iphigenia’s lyrics, do not deny the brutality of the events about to
ensue, but their form and beauty translate it to another level...the further the action in
the corrupt political world of the play veers from the predicted sequence of the myth,

the less relevant the ideals of the odes seem to become.®®

This ‘beauty’ is questionable. The parodos, perhaps the most ‘epic’ of these odes, by

situating itself within that epic tradition, points to a focus on war. It thus makes clear the

8% |In IT (356-76), Iphigenia entertains vengeful feelings towards the family who sacrificed her, rather than her
forgiving portrayal in IA. In the sacrifice described in the earlier play, Clytemnestra and Orestes do not travel
with Iphigenia to Aulis, and she regrets her lack of farewells.

%7 Though both the extant (spurious) ending and Eur. fr. 857 (a possible fragment of the original) preserve the
substitution of a deer — rendering Iphigenia’s voluntary self-sacrifice pointless.

858 Foley (1985) 84, see also Michelakis (2006) 28.

201



increasingly prevalent association between heroism and violence.®*® As Iphigenia arrives, the

choral language becomes less epic and more epithalamic. Those to whom Aphrodite comes in

moderation are udkopeg (543). Marriage is described as the Aéktpwv "Appoditag (544),

and the goddess called K0mpt koAlicta (553).°%° Eros appears as the kindler of love, but,

as in anti-epithalamic passages such as the Ode to Eros in Sophocles’ Antigone,®" his
disruptive capacity is also described: T p&v Em ebalwvt mwOHTUWL, / TO & EML
ovyyboel Blotag 550-51).

The ambiguous representation of love in this ode reflects once again its
conceptualisation in Greek thought as both desirable and dangerous. For the young bride,
destructive love is rejected (554-57), and moderate desire held to be part of feminine virtue
(568-70). This is presented in contrast to Helen’s love, as Iphigenia is contrasted with Helen

throughout IA:

EALEDALVTOOETWY TIAPOL-

Bev Bpovwv O¢ otag EAEvag
gV dvtwmolg BAEGApOLE
EpwTd T EdWKOC EPWTL T
aLTOg EMTONONG:

“EALGOO oDV dopl vovot T AYELG

859 This association seems to be undermined by the action of the play. Achilles, the ‘ideal’ hero, is presented as a
man of piety and moderation rather than his traditional hot-headed action (824), and a defender of maidens
rather than killer of men (935). His complaint against Agamemnon’s dishonour of him (961-67) and the
prophecy of his actions at Troy, however, recall his portrayal in the lliad and the Homeric ideal of the warrior-
hero.

880 Cf, Pha. 232: KOmpl Bedv kKaAALSTOL.

86! See Ch.3, pp.112-14.
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1&g Tpolog mepyopLot.®

We know from Aeschylus, however, that the two women were more closely associated: in
Agamemnon, the looks cast by Iphigenia towards her father upon her sacrifice are described

in similar terms to the smouldering gaze of Helen upon her elopement.®®

Any contrast is
ironic and premature, for Euripides’ Iphigenia is herself capable of arousing erds.®®* If love
for Achilles prompts her self-sacrifice,’® and leads to the War, she is no less capable of
destructive love than the wanton Helen.

The reference to Cassandra’s prophecies in the next ode (757-61) recalls her portrayal
in Euripides’ Trojan trilogy. The parity of experience between Helen and the Trojan women
also points back to the motif of violent (re)marriage as a structural unifier in Troades, as well
as forward to the violence which seems inevitable at this point in IA (when Agamemnon has,

for now, successfully deceived Clytemnestra about the nature of Iphigenia’s

marriage/sacrifice): kopog MOAVKAQDTOUG dduaptd  te  IIpidpov..  EAéva
TOAMOKAQLTOG (779-81).°%° Helen’s marriage ruins the successful unions of the Trojan

women, as well as Iphigenia’s own chance at marriage. Again, however, the role of the drama

in the mythical tradition is highlighted and the tradition itself questioned:

€1 O ddTig ETuog (g
TETUXE ANdaT HpYiBL TTOUEV L,

A10¢ 6T AAAGYON dEuag, E1T

52 Eur, IA. 582-89; for the contrast/association between Iphigenia and Helen, see 396-97, 881, 1236-37.
883 Aesch. Ag. 240-41 (Iphigenia), 742 (Helen).

%4 Eur. 1A 1410-15.

88% Smith (1979) 174, 180.

886 Cf. Troy moAOBpMvov in Aesch. Ag. 711.
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gy déAtoLg ITiepiow
polot tad’ Eg &vbpcdmoug

Hreykow mopd Kopov AAAWE.*

By the time we reach the third stasimon, we have been exposed to a layered set of allusions to
epic, tragedy, and epithalamium — it is unsurprising that the ode in question poses problems
as to its dominant paradigm. IA continually questions its own mythology, and its place within
that mythology. The contrast between ‘spoken’ tradition and the ‘tablets’ of the Muses in the
above song draws attention to the distinction between logos and ergon, present in all three
‘hymeneal’ plays of Euripides, but most pronounced in IA. As in the myth of Peleus and
Thetis, the audience (internal and external) must form their own opinions as to the
‘authoritative’ tradition.

That tradition is far from idealised. The final ode reconfigures motifs from the

668

meta/anti-epithalamium of the third stasimon,”” to present Iphigenia not as the victim, but

the instigator of violence:

10e00e tov TAtov

Kol Opuydv EAETTOALY

oTelyovooy.™

57 Eur. 1A 795-800.

%8 Eur. IA 1513-14: Eml kdpot otédn / BakovpuEvow = 1080: EML kdpatl otéyouvot, 1515: povicy
o‘ortopptolg = 1084: ayudooovteg, 1516-17: fOavovcay ebpun 1€ ocdpotog Oépny /
COUYEICAV... T = 1083-84: BpOTELOV... AOLLUOV.

59 Eur. 1A 1511-13. Fraenkel prints EA&évonug, cf. (1950: vol. 2) 331.
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Again, she is aligned with Helen: EAévag Edavdpoc EAEMTOALS, ™ but also with the
chaste, bloody Artemis of the hymn: méta...00pacy Bpotnoiolg / xopeloco (1524-

24). In exchange for this charis will come the journey to Troy (1525-26) and fame for

Agamemnon and the Greeks: KAEWOTOTOV OTEPAVOV...KAEOG Aeluvnotoy (1529-31).

The cost of the journey, of the immortal kleos bestowed by epic, is enumerated: not simply
the security of tradition, but of other nomoi: normative relations among and between families
and cities, and between men and the gods. Charis, that essential characteristic of the wedding
song, is inverted in this world which demands the inversion of the metaphors of marriage:
actual, rather than symbolic death.

The text, in addition, has undergone its own transition: in coming full-circle, it has
taken the audience through an epic ideal to the violence underlying it.°”* The action of IA
should make us mistrustful of ‘idealising’ rhetoric in the play at large: all too often, it
questions the models underlying those ideals, without providing a secure answer. If ideals are
questioned, so might ideology be: Iphigenia’s sacrifice is presented in terms of fifth-century
polis ideology.®”® In problematising the ideals upon which such structures rest, the play
exposes their inadequacy to cope with the situation of crisis depicted. Iphigenia dies to
preserve social cohesion, but her death will only contribute to social dissolution. As with
Troades, the question may be asked: can social structures outside the dramatic frame
withstand the pressure of violence? As with Troades, the answer may be found in the
experience of the bride.

As a bridal sacrifice, Iphigenia represents the separational stage of marriage as a rite

of passage. She will not only lose her old life, she will lose her life. The loss of the sheltered

870 Aesch. Ag. 689-90, also Eur. Tro. 358 of Cassandra: k&vTinopffow.

87! Thus we must question Foley (1985) 102: ‘when politics are irredeemable, ritual and poetry offers a timeless
scenario for a positive and necessary deception and for a politics of love that dissolves even while it consents to
a politics of revenge’.

®72 Eur. 1A 1376, 1394, 1400-1.
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innocence of childhood is made more profound. An Athenian audience at the end of the fifth
century might relate to this sense of loss. The impact of war on society and the family, part of
the discourse of Troades as well as in a number of Aristophanic plays,®” is present in IA. The
play presents a world turned upside down in which there is no escape from war’s effects —
either in idealised yet violent epic visions, or on the tragic stage. At the same time, this
message is polysemic: Iphigenia’s act allows Greek victory against the barbarian, and is to

her an affirmation of Greek identity and social structures.™*

An audience may make the
connection between 1A and Troades, seeing the two plays as a doublet framing the action of
the War, or they may see Iphigenia’s sacrifice as a literal expression in dramatic terms of the
metaphorical marriage/war analogy: a rite of passage in which the young woman or man
subsumes themselves as an individual to the needs of the community; its defence both within
(in the case of marriage) and without (in the case of war).”®> Hope and death, salvation and
condemnation, are both present. The polysemic language of the wedding song expresses these
paradoxes throughout.

The hymenaios is, however, questioned in this play. From Iphigenia’s arrival, there is
confusion over whether the wedding song is an appropriate genre with which to articulate the
action. The wedding song of Peleus and Thetis is cast into doubt by the audience’s
knowledge of the past and future of that marriage. The use of epithalamic themes and images
in the choral odes draw attention to the contradictions underlying the rhetoric of the songs.
Yet IA questions the value of its own peithd and rhetoric themselves, not simply their
expression in any one genre. We are constantly forced to question truth and falsehood, logos
and ergon.

The play highlights the dangers of transgression against the oikos by a sexually

incontinent female (Helen), but also those that exist within it when transgression is

673 Ar. Pax 1327, Ach. 1062, Lys. 588-97; see p.193.
67 Compare e.g. Lysistrata’s brand of feminine Panhellenism: Ar. Lys. 41, etc.
875 Cf. Wilkins (1990) 189-90.
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perpetrated by the male (Agamemnon). Marital love can itself be a cause of social disruption,
as is Achilles’ pothos for Iphigenia. IA demonstrates how even actions in defence of the oikos
can harm it. The gaps in both civil and domestic rhetoric are exposed. The interdependence of
the civil and domestic spheres is also made apparent. In using the analogy of Thetis’
‘marriage-as-Sacrifice’ on Pelion for Iphigenia’s ‘sacrifice-as-marriage’ in Aulis, Euripides
stresses the importance of social context for both marriage and sacrifice — and the importance
of these rituals to society — at the same time as underlining the potential subversion of both
ritual and society.

IA presents a transition perverted by wider failures of social relations. A failure to
recognise and enact correct behaviour between men and women, between father and children,
between the needs of the oikos and the desires of the army, between states and their allies
(and enemies), and between gods and men, results in a profoundly dark vision of a society in
crisis. The human sacrifice demanded by Artemis represents not merely a ritual perversion,

but is symptomatic of a social failure on a wider scale. ‘Greece is sick’ (411), and those who

have no part in that sickness (recall the bride in Ar. Ach. 1062, 0TI} yuVf] 'CTL TOV

ToAELOL T oLk ofttia) attempt to offer a path to salvation. But nothing is as it seems — in

the end, Iphigenia’s acceptance of her fate may simply represent her succumbing to that
sickness, or to its inevitability. Like Polyxena, she opts to die with dignity not as an
alternative to life, but because the alternative is death without it.°”® Tu ne pugna, Catullus will

677

remind his bride,”"" and, like a bride, the sacrificial virgin must realise the futility of struggle.

Her only option is to accept the role offered post-transition — a blessed lot, but a costly one.

878 Eur. Hec. 74: Bowely mpiv ooy pdv un kot &Eloy Tuyelv. Notably, both sacrifices are cast as
‘marriage’ to Achilles. Cf. Luschnig (1985) 92.
®'" Cat. 62.59.

207



Euripides presents us with the most fully developed expression of all the tragedians of the
‘marriage to death’ topos. There is a coherent development in his use of the epithalamium in
his plays. In Phaethon, Troades, and IA, a wedding ceremony literally ends in the death (or,
in the case of Iphigenia, ambiguous fate) of one or both of its protagonists. The metaphorical
sacrifice of bloodshed in the bridal bed becomes increasingly literal across these plays. In all
three, moreover, the failure of transition is caused by a previously perverted hymenaios
(either in the sense of ‘wedding’, or as ‘wedding song’), and continues to cause failures of
both gender and political relations. The tragic hymenaios in these plays, which in reality
demonstrates how the transition should be performed, highlights and comments upon the
ways in which it is not. Euripides pushes the boundaries of its dramatic development, using it
as an informative principle for the action and odes of these dramas. Within this structure, the
contrast between illusion and reality becomes more pronounced towards 405BC, when, in IA,
both the mythical tradition and the current action are questioned, with no secure conclusion
offered. The audience is left doubting the wedding song, its relationship to the tragedy, and
the tragedy itself. In doing so, the use of a hymenaios to effect a happy ending in
Aristophanes’ plays is questioned, an issue which will be addressed in the next chapter. The
failure of ritual and abuse of the oikos by war and politics is potentially reversed in Peace,

Birds, and Lysistrata — a reversal which may function in the service of the bellicose polis.
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CHAPTER FIVE

THE COMIC HYMENAIOS

With the tragedians we witnessed the hymenaios used to illustrate a marital transition that had
in some way failed, or was incomplete or perverted. This chapter examines how the
epithalamium was adapted for comic usage, and what picture of marriage and gender emerges
on the comic stage. Three Aristophanic comedies use plot devices akin to that of Euripides’
Phaethon: unite with a goddess and secure both personal benefits and the future of the
community.®”® In Peace (421 BC), Trygaeus the vinedresser takes the personified Opora
(Harvest) as his wife as part of the bounty of Peace’s return to Athens. In Birds (414), a year
after Euripides staged Cassandra’s wedding song, absconded-debtor-turned-king-of-the-birds

Peisetaerus marries Basileia (Princess) in order to guarantee his new-found sovereignty. This

goddess is the custodian (topievet, 1538) of the thunderbolt of Zeus and all else — receive
her, promises Prometheus, and Peisetaerus will have everything: fijv v fijv cv mop’

EKEIVOL TIOPAAGBNG, TAVT Exelg (1542). The plays close with weddings; the wedding

songs also constitute the exodoi of the cast and chorus.
These finales, according to Sommerstein, had, by the 420s, become part of the
elaborate and formalised structural scheme of Aristophanic comedy, in which the exodos

typically included sexual union (with a young bride or courtesan) and feasting:®"

678 See Ch.4, p.151.
87 Sommerstein (1980) 9-11.
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Both these are likely to go back to a very early stage in the history of comedy, and
both survived in a refined form in the betrothal (naturally to be followed by a feast)

with which the plays of the New Comedy period so often ended. °®°

Lysistrata, performed in 411, is different. Epithalamial resonances begin early in the play, in
the choral competition between the old men and women.®®! This performance may be
intended to evoke the epithalamium, especially in the resultant reunion at the end of the song:
the men and women sing an amoebaean song, each stressing their role in the community
(614-705). They threaten one another sexually (671-76, 694-95), including the women

dousing the men with a Aovtpov voudikov (377-78), before reconciling.®® The exodos

proper is a Spartan hymn,® but it is preceded by praise of Athens and peaceful reaffirmation

of mortal marriage after the women’s sex-strike.?®

The personified ‘bride’ in this play, is
Diallagé (Reconciliation), given not to the comic hero, but to the men of Greece to divide
between them.®®® Embodying the land as well as the new regime, she is the object upon which
both Athenians and Spartans vent their urge for sexual and martial conquest. She becomes a
fetish for their violence, which is displaced onto her person rather than onto Greece itself. But
as a symbol for Greece, she calls into question the efficacy of such displacement, and read
retrospectively against Opora and Basileia, may also call into question their function as

‘beneficial’ symbols. The transition made in Aristophanes’ marriages may thus function as

subversively as those in the tragic hymenaioi.

%80 Sommerstein (1980) 11.

881 Ar, Lys. 254-1042.

882 Swift (2006a) 136: ‘The choruses unite when the women become reconciled to the men, and make overtures
of friendship towards them...The language the chorus uses after they unite also contains sexual overtones,
playing on double-entendres between the language of feasting and the language of sex’, cf. (2006b) 177;
Introduction, esp. p.14; Sommerstein (1990) 209 on 1061-64.

%83 Henderson (1987) 218.

88 Ar. Lys. 1273-90.

885 Ar. Lys. 1159-80.
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The generic elements of these songs also make for an intriguing representation of
(particularly female) sexuality. Apart from Lysistrata, where the Athenian and Spartan
peacemakers both serve as ‘bridegrooms’ for Diallagé, this element is represented by the
comic hero: an aging Athenian farmer magically rejuvenated by the promise of sexuality
embodied by his goddess. These figures are in stark contrast to the mythical heroes and
aristocratic bridegrooms of our previous wedding songs, and their like is not seen again in the
period under study. The brides present us with a greater problem. Opdra and Basileia are
goddesses, but neither exists in the usual pantheon. As one interpretation for Phaethon’s bride

suggested, they are created by the playwright for his dramatic program,®®

in this case, to
personify the benefits of the new regime. Diallagé does the same: she is ‘a physical
embodiment of the pleasures and benefits of peace’.®®” Though not overtly divine in
Lysistrata, she is described in such terms in Acharnians.’® All three females are mute
personifications, and this presents a problem.

Opodra and Diallagé are nude characters, like many others of Aristophanes’ mute

females, and by so appearing in public are cast in the mould of hetairai. Opora at least
receives a bridal bath (A&Aovton, 868) but bridal attire is never mentioned.?®® Basileia
probably does not appear undressed, but certain aspects of her presentation, I will argue,

associate her with these other females. Debate rages as to whether these characters were

played by real hetairai or male actors in ‘nude’ costume;** in either case, the evocation of a

8% Diggle (1970) 160, with reference to Peace and Birds; see p.142.

%" Taaffe (1993) 69.

%88 Ar. Ach. 976: the Chorus address her as EOvtpode of Aphrodite and the Graces.

%89 Oakley & Sinos (1994) 16-19 (figs. 20-35) collect evidence for the adornment of the bride: perfume, an
extravagant gown, stephané, special shoes called nymphides, and the bridal veil.

8% stone (1981) 145-54 with discussion of the evidence for both nudity per se and the debate on male vs. female
actors. She states that ‘these scenes almost always occur right before or during the celebratory exodos
scene...the closing scenes are also the most robust in their humour; it is in this spirit that | find the concept of a
man padded with false breasts and wearing a leotard painted with nipples, navel and pubic hair most appealing
as a solution. Moreover, this assumption prevents an unnecessary rupture of the men-only rule on the Athenian
stage’, but admits that ‘the issue is problematic and the evidence scant, so that a firm conclusion cannot really be
reached’ (p.150). Sommerstein’s discussions on the ‘sexy mute’ type (1983:239 on Vesp. 1373-75, 1985:175-76
on Pax 886-904, 1990:215-26 on Lys. 1162-72) suggests that to allow the characters’ comments and stage
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scantily-clad prostitute was probably intentional (in Birds, this is displaced onto — or
suggested by — the appearance of the flute-girl/wife, Procne).®* More to the point, to cast
such a figure in the role of ‘bride’ raises serious questions about the nature of the exchange of
women in classical Athens. The ambiguity inherent in such a presentation is exacerbated
further by the participation of the hetaira-type in another primary element, that of ‘wedding’
to a citizen. Not only could such an act be construed as illegal in Athens,®®? but when the
‘wedding’ is in each case presented as a variation of the hieros gamos model, the subversive

nature of the comic wedding song is made apparent.

How to sing a comic wedding song

In Peace, the song is sung by a chorus of all-male characters and a male protagonist — the
bride is the unspeaking recipient of verses, but no women participate, and this is striking. The
epithalamium is not an exclusively female genre, yet the wedding is a ritual instance (one of
few) in which the public appearance and utterance of women was acceptable, positive, even
essential. As such, the epithalamium is often associated with women.®®* Compared especially
with the hymenaioi of Euripides, in which women are the main or sole voices,** this lack of
female participation seems significant. It has been noted, however, that women play a very
minor role in Aristophanes’ plays before 411BC,%* and the lack of female participation may

stem from this absence. Aristophanes’ presentation is almost Homeric, in which war and

business implied by them, at least a representation of female anatomy must have been visible. See also Zweig
(1992) 73-89, Finnegan (1995) 12, 17, Foley (2000) 282.

%91 See Barker (2004) 195-99 on Procne.

892 Ap. [Dem.] 59.16. A hetaira was often a non-citizen, so marriage to such a woman might contravene

Athenian marriage legislation: £0tw 8¢ kol Eav 1 EEvn TOL ACTMOL CLVOLKNL KOTA ToDTH, Kol O
CUVOLK®Y TNL EEVNL TNL AAoLoML bHEILETW X 1Alog dpaydg (see Carey (1992) 92 on the authenticity
of this document).

898 McClure (2001) 10; see Introduction, pp.10-11.

%% Eur. Pha. 218: maipbévolg, 217-28: ToG1C...yobuevoe, Tro. 307: devpo Kaoodvdpa, 332: xOpeve,
natep, 338-39: kaAAlmemAOL Ppuydv / KOpal, IA 1041-45: TTiepideg.

%% Finnegan (1995) 3.
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speech are the prerogatives of men.®® In Birds, a number of the avians who make up the
Chorus are linguistically gendered as female, but as Dunbar remarks, there is a complete lack
of reference in the play to the male-female division of the Chorus.®®" It is thus likely that this
aspect of gendered speech and gendered activity is not given particular emphasis.

In Lysistrata, women play a much greater role in the action. The antiphonal,
‘epithalamial’ chorus takes place between the old men and old women — a comic parody of

the mdpBevol and budAtk[og imagined by Sappho.®® Like the old men who respond to

Antigone’s lament in Sophocles, both parties are closer to death than to new life. Once
Diallagé has been presented and the spouses reunited, it is the Athenian and Spartan delegates
who respond to each other’s songs,®® with the now-united Chorus and possibly Lysistrata
interjecting’® — in this way, the mixed-sex amoebaean associated with the epithalamium
comes to represent not only the whole of society, but also the whole of Greece.

Unlike the often ambiguous performative contexts of Euripides’ wedding songs, the
processional exodoi are easily attributable to a stage of the wedding ceremony. The mixed
chorus in Lysistrata is less readily assigned. The agén between male and female perspectives
would seem to associate it with the ‘separational’ stage, often characterised by lament and
protest. This is in keeping with the dramatic action, in which the young wives are separated

from their husbands by the sex-strike.””® The united chorus corresponds to ‘reintegration’,

when husbands and wives are reconciled: &vnp 0& TOPA YLUVOLKO KOl YLV OTHTW

%% Hom. Il. 6.492-93, Od. 1.358-59. Note that in the hymenaios in 1. 18.491-96, it is koUpol who perform,
while the yvvoikeg remain in their doorways (Introduction, p.11). Cf. however Od. 23.142-49 (p.1), in which
both men and women participate in the song and dance to mask Odysseus’ slaughter of the suitors.

%7 Dunbar (1995) 242-43.

%% sappho fr. 30.2, 7 V, cf. however the yOvaikeg mpoyevéstepat and e & &vdpeg of fr. 44.31-32
V.

899 Ar. Lys. 1247-1320/21.

790 Henderson (1987 & 2000) attributes her verses 1273-90 to the Athenian envoy in contravention of the MSS;
Sommerstein (1990) keeps Lysistrata as the speaker.

L Ar, Lys. 194-236.
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nop’ &wdpa. (1275-76)."% This song is ‘epithalamial’ rather than an epithalamium: it evokes

the wedding song for dramatic purposes.”® As in many Euripidean hymenaioi, normative
marital relations have been corrupted by war,”® and this song, like the tragic hymenaios, may
indicate this fact. The women are already married, so the reconciliation of the two choruses
prefigures remarriage — it is thus a more ambiguous song than the earlier exodoi.”® These are
processional hymenaioi, songs which accompanied the transfer of the bride from her natal to
her marital home.

There are interesting variations on the traditional format. While Basileia is indeed
being transferred from the house of her kurios (via Cloudcuckootown) to her new home and

the consummation of her marriage &l ddmedov A1d¢ Kol AEXOC YounAlov (1757),

Opora has already arrived at the house of her bridegroom, been molested verbally by his
slave, and now progresses away from this house to the telos of marriage in the countryside

during the song:

devp’ & yOval €1 dypodv,
XDOTWOG LET EUOV KOAT

KOADG KOTAKEICEL ™

Olson notes the unusual sequence of action here:

92 cf, Introduction, pp.15-25.

793 See Introduction, p.10.

9% See Ch.4, pp.184, 206.

"% There may be a relationship here with the hymenaioi in Eur. Hel. 1435 (staged the previous year in 412BC),
which Theoclymenus orders for himself and Helen, but which prefigure Helen’s reunion with Menelaus.
Another parallel occurs in Alcestis (produced in 438BC) in which Admetus’ antiphonal lament with the Chorus
(esp. vv.903-10035, contrasting the hero’s marriage and marriage-songs to his current grief), prefigures Heracles’
ekdosis of the ‘bride’, the resurrected Alcestis, at 1024.

7% Ar. Pax 1331-33. Trygaeus’ house in the country, however, is evidently envisioned as ‘home’: Olkad’ €1¢

o xopla (562), as well as being the abode prescribed by Peace (707-8).
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The bride was properly introduced to the bridegroom’s house only via an elaborate
ceremony...at the end of the procession that followed the feast...but Harvest has

nowhere else to go.””’

While the displacement of this introduction from the end to the beginning of the wedding
may be due to the necessities of staging, it nonetheless seems significant. Structurally, the
wedding procession is a rite of limen, bridging the gap between the bride’s separation from
her old life and rebirth into her new, as symbolised by her acceptance into her husband’s
home and the consummation therein.””® To hold this procession after the eisagdgia seems
somehow to subvert a fundamental rite of passage. It also removes the sexual aspect of the
wedding from the domestic context of the house and resituates it in the fields, and while the

‘cultivation’ of both Opdra’s sexuality and the countryside are constantly emphasised in the

song (T1 dpdicopey aLTAV...TpLYNoOUeY aLThY, 1340-43), there is nonetheless an

undertone of removal from civilisation into the wilderness.””® Opéra’s entry into the house

"0 and their

lacks the dignity of a wedding: she and Thedria are presumably still nude,
appearance is marked by the slave’s banter: he accuses the gods of pimping their own,
suggests that the bride may find fellatio more to her taste than mortal food, and fondles her

companion.”** Considering the feasting and revelling yet to come, the goddesses appear more

like prostitutes arriving early for a symposium or komos.

7 Olson (1998) 233-34 (my italics), cf. also Oakley and Sinos (1994) 34-37 for depictions of these rituals on
Attic vases.

798 See Introduction, p.33-35.

9 Cf, Ch.4, p.192.

0 See Stone (1991) 148 on vv.887-92: the language in Thedria’s introduction to the Boule suggests, like
Diallagé, that her pubic area was visible.

L Ar. Pax 849, 855, 879-80. Ribald jocularity and euphemism were an established topos of the epithalamium
and may have been used for the bride (yAvxbuaAov gpetBetan, Sappho fr. 105a.1 V; see p.74, n.234),
members of the bridal party (such as the thurdros of fr. 110 V) and bridegroom (ueydAw, fr. 111.7 V). This
becomes more pronounced in the Latin fescennina iocatio (Cat. 61.119-23), but the use of obscenity in this
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Nevertheless, the processions are both conducted with due ceremony. The bride is

712

brought from the house (or, in the case of Basileia, from Heaven),”*? and torches are raised.”**

714

Though not carried by the couple’s mothers, as in other representations, " they nonetheless

seem to sanctify the action, which is surrounded by communal rejoicing (cuyyoipewy, Pax

1319). A possible parody of a Euripidean wedding song exists here, in the opening of the

hymenaios of Birds: &dvorye dieye mapoye mapexe (1720). This is remarkably similar to

the opening of Cassandra’s monody from Troades, and may be a deliberate allusion:

dveye, TAPEYE, DG dEPE: CERW PAEYW —

1800 1800 -

Whether an Aristophanic spoof of the tragedian, a deliberate appropriation of the line for a
different purpose, or a coincidental allusion through the use of an actual ritual call,”*® the
effect on an experienced Athenian ear, which might recently have sampled Troades, must
have been jarring. It momentarily brings the aftermath of war into the picture of nuptial
rejoicing, and in that moment we may question the nature of that joy as we questioned
Cassandra’s. How appropriate is the happiness portrayed on stage, and how blessed is the

king to have taken his bride from the losing side in war? Peisetaerus’ behaviour has become

passage is more explicit than is extant in the Greek epithalamic tradition. Henderson (1975) 183 notes the
prevalence of fellatio as a motif as ‘an erotic and a scurrilous topos throughout classical literature, particularly in
epigram and in iambic poetry’ but not epithalamium. Since some of this obscenity is directed towards Opora,
Taaffe (1993) 39 is wrong to state that ‘Eirene and Opora provide happy procreation; while sex does return,
neither of them receives sexual abuse’.

2 Ar. Pax 1318, Av. 1685-87, 1706-14.

3 Ar. Pax 1319, Av. 1720.

"% Eur. Med. 1024-27, Tro. 316-24, Phoen. 344-46. This is possibly another elision of traditionally female roles
in the wedding ceremony, particularly if a general lack of female presence in these plays cannot be supported in
the light of the bird-chorus. Yet even considering this Chorus, the plays are undeniably male-dominated.

™% Eur. Tro. 308-9, cf. Robert (1921) 306-8, Dunbar (1995) 754: Schol. Ar. Av. 1720.9-10 cites the Euripidean
line as being ridiculed here; cf. Ch.4, p.172. Rau (1967) 12 defines such quotation as being a particular
paratragic device: ‘Eine konkreten Tragikerstelle, trimetrisch oder lyrisch, wird zitiert oder variiert, um einem
komischen Sachverhalt punktuell Prignanz, Pathos oder Feierlichkeit zu verleihen’.

"8 Robert (1921) 308, Rau (1967) 13, Dunbar (1995) 753.
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increasingly hubristic since the founding of Cloudcuckooland. Does he risk becoming another
Agamemnon, one endowed with divine powers and Zeus’ thunderbolt rather than a king’s
sceptre? Does he risk a similar downfall?

Like Peace, the play gives no hint of such apprehension; indeed, the celebratory and
optimistic tone of both has been commented on by critics.”*” Unlike Euripides, whose
hymenaioi raise our expectations only to thwart them with death, the exodic nature of
Aristophanes’ wedding songs gives a note of the finality to the proceedings, a stamp of
‘happy ever after’ (in the same way that many fairytales and modern comedies end with the
marriage of the hero and heroine). The last thing we see is rejoicing, and this rejoicing, not its
intertextual shadows, will most likely shape our overall impression of the drama. Moreover,
these songs effect a complete reversal from the situations at the beginning of the plays:

whereas Trygaeus suffered the effects of war and fed a beetle dung-cakes, he now enjoys the

benefits of peace and shares wedding-cakes with his friends: TAakovvtog £8ecOe (1367).

Peisetaerus began as a fairly low-life character — fleeing Athens to escape jury service and
debts, he and his companion Euelpides long for a place free from cares and the social
obligations of city life.”*® He ends the play as king of the birds, a god, and the master

(through Basileia) of all the pragmata he sought to avoid at home:

..TNY €LPoVALALY,
Y gbvouiaw, TNy cwepocLYINY, TA VEWPLY,

TV Ao1doplay, TOV KOAXKPETNY, TA TPLwRoAN.””

T Sommerstein (1985) xvi. on Peace, (1987) 5 on Birds, also Dunbar (1995) 5 and Olson (1998) xlii.
8 Ar. Av. 109-42.
9 Ar. Pax 1539-41, cf. Sommerstein (1987) 311.
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This irony cannot dampen the representation of triumph in the exodos, and this sense of
triumph gives the epithalamium somewhat of the character of a victory-ode.”® This may
seem odd, as this is not a genre generally associated with the wedding song (more often
compared to the funeral lament), yet it is not incongruous. Both forms are essentially
encomial and their function is to commemorate the event and praise the participants.’?! In
Aristophanes, the triumph is that of a victorious general, but offers a similar elucidation of
marriage as an episode in the ongoing battle of the sexes, in which the man must come out, as

d,” and what power she has (i.e., that of

it were, on top. The female ‘opponent’ is subdue
fertility) is assumed by her victor/husband for himself, his oikos, and his community.

Lysistrata’s gift of Diallagé is presented in similar terms. Lacking definitive victory
over each other, the Athenians and Spartans instead plan to divide and conquer the symbolic
female.”?® Diallagé is cast as the bountiful earth whose agricultural subdual offers a substitute
for victory — the sexuality of peace, presented as the spoils of war.”** The reversal of fortune
allowed by this gesture is pronounced: from the sexual withdrawal and gunaikokratia of the
beginning of the play comes reunion and male control over sexuality and political
institutions. More subtly, the empty beds lamented by the women of Greece at the outset of
their venture are now filled, and normal marital life can resume. In these plays, the benefits of
female sexuality are portrayed as that which the abstractions represent: peace and plenty, and
sovereignty, but the principle of domination is the same.

As discussed in the Introduction, this ‘victorious’ point of view generally appears in

texts featuring a male speaker: Peace, the iuvenes of Catullus 62, and Menander Rhetor. The

lament, by contrast, is only expressed by the female speaking voice, of Sappho’s bride,

2 Dunbar (1995) 769, Calame (2004) 176-81. The victory thus referred to can be either that of Peisetaerus, or
the anticipated victory of the poet in the Dionysiac contest.
2! For the bridegroom praised in similar terms in later literature, see Men. Rhet. 406.14-20; Ch.8, p.311.
722
Cf. p.22n.72.
2 Ar, Lys. 1162-72.
72 Note the victorious interjection at 1291-94.
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especially frr. 107 and 114 V, the Danaids, the Spartan maidens of Theocritus, and the
virgines of Catullus 62, regardless of the gender of the text’s author.’® We have seen that the
epithalamium contains some gendered conventions of speech, representing, at least for
rhetorical purposes, conceptions of the institution vastly differing between the sexes. %

Such difference of opinion is readily apparent in the mixed chorus of Lysistrata. In its
parody of epithalamial agobnes, the traditional ethos of the song is reversed. Rather than
Jjuxtaposing women’s complaints with men’s praise of the current event (i.e., marriage), here
the men protest against the situation — not marriage, but a suspension of it and the political

reversal that ensues — while the women extol its benefits:

X.ye. ..0ewa ydp ol Tdcde Y Hide ToVC TOALTAC VOVOETELY,
Kal AQAELY yovoiikog oboog Aonidog yaAKTg TépL,
Kol SLUAAGTTEWY PO NUAg AVdpdoly AQKWVLKOLG,

oilol MooV 0LAEY €1 Uf mep AVKW KEXNVOTL...

X.yv. ..dpa TpobPeildw TL xpNoTOV T TOLEL TAPALVECAL,
El & £y yuvn méduka, ToUTO UT) GOOVELTE LOL,

flv AUEV® V' EIGEVEYK® TV TOpOVTOV TPAYUAT®V...”

The situation threatens the former way of life of the men as marriage may do to young girls:

Kol PdALoT dohpaivopat The Inmiov Tupowvidog (619):'% but, like Catullus’ chorus

2% There are isolated variations, as for example the wedding song sung by the Trojans for Helen, which became
a lament (Aesch Ag. 699-715). This, however, is an unusual example: the bridegroom’s kin (gambroisi, 708)
sang the song at her marriage, but it is Troy herself who learns to lament this hymenaios (709-11).
726 H

See Introduction, pp.15-25.
2T Ar. Lys. 626-50.
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of iuvenes, the women argue that it will be better for the community in the long term:

KXTAPYOWEY TN TOAEL xpnoinwy (639). Finally, the contest in which each attempts to

outdo, and threatens, the other, is concluded with the men admitting the women’s victory and
the two sides becoming reconciled. Positive and negative elements find a middle ground,
establish a discourse, and go forward into the future with a mutual affection (koit T0 Aowov
obkéTt / obte dpdcw pAavpov obdev ohd’ LG LUWY TelcopaL, 1040-41).

In Peace, a male chorus and male speaker respond to each other’s songs; and in Birds,
a mixed chorus and male protagonist. The male-dominated voice of these plays presents a
unilaterally positive view of marriage, with none of the hesitation that may mark female
speech on the subject. For the bridegroom and his male citizen comrades, the transition to

marriage is far less abrupt than that of the bride,*

and is taken in their stride by the
participants of the wedding song. Even so, the dialogues are vastly different in tone and
content. The text of Peace is problematic between vv. 1331-67, and it is impossible to
reconstruct the exact form of the song.”® Nonetheless, the interaction between the
vinedresser and a now-farmer Chorus surrounding the goddess of harvest gives the song an

731

agrarian quality, >~ made more apparent by the association of human sexuality and fertility

with crop cultivation: kplOdic Te TOEY NUAC TOAAGC..TAEC TE YLVOIKOC TIKTELY

huw (1324-27), tpuyfhoouer abtny (1342, 43), cuykoloyovvteg (1356), ToL UEV

728 See also Ar. Lys. 672-81, where the women’s incursion is presented in terms of (female) barbarian incursion.
29 Cf. however Eur. Pha. 158-59; Ch.4, pp.154-56.

30 Olson (1998) 315.

3! The identity of the Chorus is, to quote Sommerstein (1985) xviii, ‘oddly fluid’. They begin as Panhellenes
but speak as if Athenian (349-57). During the ‘hauling scene’ they are divided into political units (Boeotians,
Argives, Laconians, Megarians, Athenians), yet by 508 only the peasants remain and it is these who reap the
benefits of peace and give the hymenaios the character of rural folksong. This casts a new light on the
Panhellenic nature of the peace to be established: Treu (2007) 259 states that the function of the parodos of
Peace is to ‘deliver a single message: that the help of every single citizen (all of Greece) is required if the war is
to end’. The participation of the whole community in this venture is akin to the participation of all in the
wedding procession, symbolising the couple’s integration into that community. Yet, if all citizens do not
participate, either in the retrieval of Peace (Yewpyol tobpyov EEEAKkovot k&AAog obOELG, 511) or in the
wedding song which arises as a result, what does it say about that community?
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nEyo Kol moux b, / thg & 180 10 cVkov (1359-60)."* It would seem that despite the

extra-domestic context of the marriage, the wedding song still expresses its ‘positive’
elements in terms of the civilisation of the wild female/cultivation of the land.’*® The tone is
folksy, ‘volkstiimlich’,”* and made more so by ribald joking familiar from traditional
epithalamia (Sappho frr. 110, 111 V).

The song concluding Birds, by contrast, is conducted in a much higher register, ‘as
befits the marriage of the new Zeus and the new Hera’.” It is presented not only in terms of

victory, but also as a cultic hymn, with praise of the new god (e.g. Topoang &otnp, 1709-
10), the blessings he confers (Lokaplotov oL Ydpov tnde mOAEL, 1725), and his
attributes (Ex v yuvoukog KAAAOG, 1713, TAAAWY kepaLVOY, 1716), and containing a

narrative (mot, 1731): a ‘meta-epithalamium’ that both parallels and comments on the

wedding currently being performed.”®® 1t is ‘hieratisch’,”’

and its description of the hieros
gamos of Zeus and Hera suggests that this too is a sacred marriage of god-king and goddess
to secure Peisetaerus’ divine sovereignty. These more elevated epithalamia are also
traditional.”®® Comparisons to gods or heroes have an encomial function, similar to

representations of gods at otherwise mortal marriages on Athenian vases — the marriage is

identified as extraordinary and the participants elevated through their connection with the

32 Cf. p.22 n.72.

" Henderson (1975) 8 sees this language as distinct from the obscenity that characterises the ‘cultivation’ of
Diallagé (p.166): such metaphors as are used in the hymenaios of Peace have a long and ‘grand’ literary
pedigree.

3 Maas (1914) 6.

% Sommerstein (1987) 309, cf. Dunbar (1995) 750.

"% The narrative wedding songs of Sappho may function in this way; cf. also the songs of the Danaids about Io’s
union with Zeus in Aesch Supp. (Ch.2, pp.89-91), and Eur. IA 1036-97 (Ch.4, p.206).

37 Maas (1914) 6.

738 Cf. Sappho fr. 44 V, Eur. 1A 1036-79, Dunbar (1995) 757 on Telesilla’s lost epithalamium for Zeus and Hera.
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739

divine.”™ When a hero marries a goddess, the ‘sacred’ aspect of the marriage is even more

pronounced.

A Sacred Marriage?

All three plays contain elements of the hieros gamos motif: the marriage of the highest gods,
or of the hero and the goddess, in order to guarantee sovereignty or the fertility of the land.
Avagianou identifies such a marriage as dependent upon a wedding ceremony, the immortal
nature of both partners, and a permanent marital union.”* If these categories are not
artificially imposed, the marriage of Peisetaerus and Basileia, modelled on the union of Zeus
and Hera, falls within this model and the other two operate on its margins. The Sacred
Marriage is, strictly speaking, an Athenian festival of Zeus and Hera,”*! and Avagianou is
less convinced by unions of gods and heroes, and vegetation, agricultural, and seasonal
interpretations.”** To her, the hieros gamos represents a rite of passage, based on the ritual
patterns of human marriage, and through which Zeus and Hera receive their titles of Teleios
and Teleia.”® She finds no evidence that the Attic Sacred Marriage was a rite of agricultural
fertility,”** but consideration of such models yields some interesting results. The marriage of
goddess and hero looks back to an earlier age, when gods and mortals mixed freely — does
Aristophanes use this motif in his epithalamia to blur the boundary between past and present,

mortal and immortal; and if so, why?

9 Oakley & Sinos (1994) 29, on London B 174 (Attic black-figure amphora) and Oxford 1965.119 (Attic
black-figure hydria in the style of the Lysippides Painter); Ch.2, p.86; Ch.4, p.153.

0 Avagianou (1991) 201.

™! Hesych. 1 322, Photius 7 103, Etym. Mag. 468.56, cf. Alc. (Com.) Hieros Gamos, Men. Meth. fr. 2.2, cf.
Theoc. 17.131.

42 Avagianou (1991) 201.

3 Avagianou (1991) 32.

4% Avagianou (1991) 33.
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The motif is most obvious in Birds. The marriage of Peisetaerus and Basileia is
explicitly modelled on that of Zeus and Hera. This is in keeping with the cosmogonic themes
that run throughout the play,’* and the presentation of Peisetaerus as the new King of the

Gods once he has overcome the Olympians. The parallels are noted in the exodos:

“Hpa mot’ "'OAvUmIQL
0V ARty Bpdvwv
dpyovta Beoig LEYOLV
Molpall GUVEKOULOOY

Ev Toumde Luevaim.

Indeed, the probability that Basileia functions as a substitute for Hera, making her a fitting

747

bride for the new Zeus, has been explored by Holzhausen.”™" Marriage to her, as in Zeus’

marriage to ‘Olympian’ Hera, guarantees Peisetacrus’ sovereignty and universal power, as

Prometheus makes clear:

Ile. Ti¢ Eotw 1 Baciiew;

IIp. kaAAloTn KOPM,
fimep ToUIEDEL TOV KEPALLYOY TOV ALOG
Kol TRAAC ATTOEATAVTAL...

[le. dmovta y dp’ abT® ToULEDEL,

™ Dunbar (1995) 7-8.

™ Ar. Av. 1731-35.

™7 Holzhausen (2002) 42, who notes that the name Basileia is used as an epithet for other goddesses, notably
Hera: Phoronis fr. 4.1, H.H.Hera 1-2, Pind. N. 1.39.
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IIp. oAU EYO.

v ¥’ fiv oL mop’ ExELvov Topaddpng, Tdvt Exelg.

The birds appear to view this marriage as instituting a kind of Golden or Blessed Age,”* in
which the pre-Olympian rule of the Bird Gods, expounded earlier in the play (1322-27), is re-
established. As we will see, the Golden Age becomes a notable motif in the Aristophanic
Sacred Marriage.

The model of Zeus and Hera is also apparent in the wedding song of Peace. The
return of Peace to earth, guaranteed by Opora’s marriage to Trygaeus the vinedresser, will

bring about an abundance of agricultural and human fertility:

KATeLEQUEVOLE TOLOL BEOLoLY
d1d6val TAovtov o1 EAANow
KpLOdig Te TOELY NUAC TTOAACG
TAVTOG OLOLWE OLVOV TE TOALY
OUKA TE TPWOYELY,

TAC TE YLVOIKOG TIKTEW HUw.™

This fertility recalls the result of the gods’ mating on Mount Ida in the lliad.” Other
parallels, rejected by Avagianou’s classification of ‘Sacred Marriage’ but equally applicable

to this union, have been noted. Bowie explored the marriage of the god Dionysus and the

8 Ar. Av. 1536-43.

9 Ar. Av. 1725-28: @ LOKAPLOTOV GV YOOV THOE TOLEL YAUOG. / LEYEAOL UEYAAOL KOTEYOVGCL
TOx oL / Yévog opribwv / 810 TOVde TOV Avdp'.

™0 Ar. Pax 1322-27.

1 Hom. 1. 346-49.
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Basilinna at the Athenian Anthesteria as a possible ritual meaning behind the marriage of

Trygaeus and Opora,”*

although here the human and divine roles are reversed. The Basilinna
may also provide a parallel for Basileia, further linking the two plays.” The agrarian
marriage of Demeter and the hero lasion provides a more striking model. They unite in a
‘thrice-furrowed field’ to produce the god Ploutos (Wealth).”* This deity makes those to
whom he comes rich, and bestows great olbos upon them.”® Olbos, ‘wealth’ or ‘blessing’, is
part of the traditional language of makarismos and so appropriate to any wedding-hymn (e.g.
Sappho fr. 112.1 V). The marriage in Peace is also predicted to bring ploutos and other
agatha to the Greeks, so Aristophanes may also have had this Hesiodic parallel in mind.

Moreover, Peace provides us with the most striking example of a Golden Age ideology: the

determination t&yoBo. mawd’ 66 AmMwAECAUEY / CVAAEEQ GO TAALY EE dpyMg and

AnEo T oibwvor cidnpov may well reflect the desire of the protagonist to turn his back

on Hesiod’s genos sidéreon,”® and achieve a more peaceful and blessed — perhaps more
primitive — state in the country, far away from the sins that render this race damned from
birth.”™’

The model becomes more problematic in Lysistrata, for there is no wedding. Instead,
Diallagé’s body, representing the Greek landscape, is divided up by the Athenians and
Spartans, and the peace this prompts allows the mortal women to end their sex-strike and

return to their husbands. There exist mythical parallels for the ‘marriage’ to the land or earth,

%2 Bowie (1993) 147, on Apollodorus Against Neaira 75.

3 Anderson & Dix (2007) 323-24: ‘from the same stem come Basile and Basilinna, both of which have
religious and cultic associations...with Basile, we have a goddess venerated together with ancestral heroes; with
the Basilinna, we have a mortal woman “married” to a god. These instances provide a point of reference for the
spectators as they contemplate the fictive marriage of the mortal Peisetairos with the goddess Basileia’.

™* Hes. Th. 969-71.

™ Hes. Th. 971.

8 Ar. Pax 1328-30, cf. Hes. Op. 176. Sommerstein (1985) 195 notes that the phrase is Homeric (e.g. 485) — it
may thus refer to the Heroic Age which precedes the Iron Age. Even so, the decision to abandon (16wvo

c1dnpov signifies rejection of ‘Homeric’ martial values in favour of simpler, more peaceable pastimes.
> Hes. Op. 175-186.
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the most notable being that of Earth and Heaven in Aeschylus fr. 44 R.”® The resultant
fertility of this marriage is parallel to that of Zeus and Hera, or Demeter and lasion.
Diallagé’s mate, however, is neither god nor hero, but everyday Greek males in all their
lustful glory. Rather than marriage, the assignment of her bodily parts is presented in baldly

sexual (and occasionally violent) language: tThg cdbng &ye (1119), dnovte (1146),
TPpWKTOC (1148), kOcOov (1158), kiwhoouev (1166), Bivelv (1180). This kind of

violence can form part of a Sacred Marriage, as in the wedding song for Opora and Trygaeus
(1340-43), but that takes place within the context and socially sanctioned tradition of ribald
joking in the epithalamium, and omits the primary obscenities used here.”*®

In Lysistrata, the context is the reaffirmation of human marriage. Diallagé, being in
this play to all intents and purposes human, takes on the publicly sexual role common to the
hetaira, allowing it to be displaced from the wives so that they can become respectable brides

again. The epithalamial elements in the mixed choral ode do not prefigure her union, but that

of the Athenian wives, who are retaken in marriage during this scene: k&meirta THY oLTOL

yovoly LUV AcBwv dnels’ Ekootog (1186-87). She does not merely reconcile

individual wife and husband — she is Reconciliation personified, so all must have a share in
her bounty. Though a return to pre-war peace and prosperity is envisioned (ebmopog, 1262),
it does not seem to be quite a Golden Age. Human endeavour is stressed, for in the future the
Greeks must ‘take care never to make the same mistake again’, implying that the

transgressive nature of the genos sidéreon is ever-present, and must be kept at bay (to
Aowmov aboig pun Eapaptdvely £t 1278).

How are we to read this, particularly against the marriages of the former two

personifications? Does Diallagé provide a stark contrast against which the previous marriages

%8 See Ch.2, p.91.
739 gee Introduction, p.23; p.216.
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appear even more sacred? Or is it part of a progressive degradation that causes us to question
Aristophanes’ ‘sacred’ epithalamia? | suggest that a clue to understanding Diallagé’s role lies
in her ultimate function in the text. She is given by Lysistrata to establish peace, but
ultimately to (re)establish mortal marriage in its normative form. In this she is like Pandora,
to whom Opora and Basileia also bear marked similarities. This association bears further
investigation, for union with a Pandora-figure suggests not a blessed Sacred Marriage, but
man’s degeneration from a former state of blessedness: a false makarismos.

If Diallagé is the personified land, then Pandora is a most appropriate model to apply
to her, for Pandora is also a chthonic goddess often associated with Gaia.” Indeed, one
interpretation of the name Pandora, the ‘giver of all’, is an epithet of Earth used in
Aristophanes.”® This causes us to question seriously the applicability of a Golden Age ideal
in this case, because Pandora in Hesiod’s Works and Days provides an alternative ending to
this age of bliss and ease.”® The invention of woman means that man must work in order to
support a wife and to ward off the evils of Pandora’s jar. Toil and labour are the
characteristics of a post-Golden Age universe, in which men must actively reap the benefits
of natural and human fertility. The union with Diallagé symbolises the subordination of the
land, as she also stands in for the subordination and re-domestication of the Greek wives.

Agricultural husbandry, the work of peace-time, is sexualised with respect to Diallagé:

[Ip.o. 110N YewpYELY YLUVOG ATodVG BOVAOUAL.

[Ip.A. EYWV 8¢ KOMPOYWYNVY YO TIPATAT, VAL T® O1®.’

780 \West (1978) 164, on Hippon. 104.48, Ar. Av. 971 (with sch.) Philoch. F 10, Diod. 3.57.2, Philo de opif.
mundi 133, de aetern. mundi 63, Philostr. VA 6.39, Orph. Arg. 974-75; cf. Hom. epigr. 7.1. She may also be the
same figure as Anésidora, another title of Ge or Demeter.

81 Sy s.v. TTowdwpa, cf. Ar. Av. 971.

762 Hes. Op. 90-92.

83 Ar. Lys. 1173-74.
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The sexualisation of agriculture is also apparent in the presentation of Opora. In the betrothal

scene in of Peace, Trygaeus is Euvolk®y with Opéra and must make Bétpug with her

(708). The wedding chorus enact ‘gathering the vintage’ of the bride (1342-43), and make
jokes on the size and sweetness of the couple’s ‘figs’ (1359-60). In addition, Olson noted the
prevalence in Peace of the motif of the anodos of the earth-goddess,”® a story-pattern
associated with Pandora. In Hesiod she is sent from the gods, but in fifth-century vase
painting she arises from the earth, as does Peace with her attendants Opdra and Theéria here.
Olson speculates that some of these pots may relate to a lost satyr-play by Sophocles,

Pandora or The Hammerers, which may well have influenced Peace, and argues that:

It thus seems a reasonable conclusion that a story-pattern in which a god or goddess
emerged from the earth or underworld (sometimes represented specifically by a cave)
under the escort of Hermes in order to restore fertility to the world was relatively
widespread in Greece in the classical period and would have been recognised by

Aristophanes’ audience when he put it to use in Peace.’®

As in the case of Diallagé, the fertility resulting from Opodra’s marriage is the result of labour

rather than spontaneous bounty. The {eldwpog &povpa. cbtoudtn will not kapmov
[bEpey] TOALOY T Kol &idpBovov,’ as in Hesiod’s Age of Gold, but will be fruitful as a

result of the Greeks’ abandonment of war in favour of agriculture. Yet agriculture is glorified
throughout the play and in no wise seen as a bad thing: farming is positive, and farmers
represented as saviours of Hellenic civilisation (508). This positive valuation is something to

which | will return in the conclusion to this chapter. Taaffe also notes a parallel between

8% Olson (1998) xxxii. In the H.H.Dem. 443-46 Persephone’s anodos prompts a return of natural fertility, but
even these verses presuppose the existence of crop cultivation rather than spontaneous bounty.

8% Olson (1998) xxxVii-xxxviii.

768 Hes Op. 117-18.
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Peace and Pandora in their connection with Hermes, and Trygaeus’ invocation in v.456:

“Epun Xdpiow’ Qpatcwy "Adpoditny I166w, recalls the divinities associated with the
first woman: "A¢poditny.. Epueinv.. Xopiteg...Qpat (Hes. Op. 65-75). Given Hermes’

role in the marriage of Trygaeus and Opodra, this association should be extended to include
Peace’s attendant goddess.

The association between Basileia and Pandora has been most noted by critics.”®’ Like
Pandora, she is associated with Prometheus, and is given to the protagonist as a result of his
intervention (1534-36).”%® Like Pandora in Hesiod, Basileia is represented as a beautiful

bride: kKaAAioTn KOPN, (1722)."°° If Pandora’s bridal kosmos receives more attention in

both Theogony and Works and Days, then Basileia gets instead an extended celebration of her
Wedding.770 Pandora’s name, the ‘giver of all’ or ‘all endowed’, is an accurate description of
Basileia’s function as the ward of both Zeus and Peisetaerus. Previously, Prometheus had
listed the things of which Basileia was the custodian; the gifts (d6ra) that she would bring to
her marriage. This goddess is endowed with everything, and may bestow everything.””*
However, this may not necessarily be a good thing: for along with good counsel, good laws,
and prudence, she also brings the dockyards, abuse, financial officials, and the three-obol
juryman’s pay — all the evils, in short, of a supposedly ‘civilised’, post-Golden Age society.
Her dowry is a Pandora’s Box that condemns those who receive it to the very life they fled

Athens to escape.’"?

Whatever makarismos the birds may imagine for themselves and their
city, one must ask how good things really will be under the new regime? Even if the birds

will live a vopudrwv Brov (161) in Cloudcuckooland, life will not change considerably for

87 Taaffe (1993) 44-45.

788 Cf. Hes. Op. 85-89, Holzhausen (2002) 36.

789 Cf. Hes. Th. 572, Op. 71: TopBEv® al1dotn 1KeAOV.

% The mute nudes Opdra and Diallagé are stripped of the bridal kosmos which in Hesiod, makes Pandora such a
seductive lure — perhaps the lack of description of Basileia’s numphokomos functions in the same way.

™ Cf. Holzhausen (2002) 38.

772 pandora’s box also contains both good and bad: p&yo T (94) as well as 'EATLS (96).
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ordinary men. Agriculture is still the basic fact of mortal man’s existence, and mankind will
undertake economic ventures and trade at sea (590-97) — things lamented by Hesiod as
unfortunate and dangerous necessities of the human condition (Op. 618-34).

The ‘human condition’ is precisely the result of these marriages. These unions
celebrate a change of regime, and it is a regime in which men, and not the gods, figure
prominently. Even in Birds, Peisetaerus becomes a bird and a god, but his behaviour shows
him to be still the same unwholesome Athenian peasant underneath his feathers and
thunderbolt. Returning briefly to Pandora, she is the barbed gift of the gods to man, the first
bride and aition of human marriage. She shares this aspect of ‘gift’ with her personified
compatriots Opdra and Basileia, although this is more problematic in the case of Diallagé,
who is bestowed by Lysistrata (the human, rather than divine, director of the action).
Moreover, the gift of woman is a punishment for the hubris of men (in which category I
include Hesiod’s Prometheus, who was acting on behalf of men by stealing fire from Zeus).
Punishment is necessitated in Peace by mankind’s violence against the goddess Peace (659)
and in Birds by the birds’ violence against the Olympians (e.g. 1189-90). In Lysistrata, the
violence consists of a prolonged internecine war which does further violence against
traditional bonds of marital philia (507-8). Rather than a manifestation of an earlier age of
divine-human interaction, these Pandora-figures represent the separation of man from the
truly divine, especially in Peace and Birds, in which the gods are even more physically

h.773

distanced from the eart Are these personifications then a dolun aipun,”™ a ‘sheer trick’

held out to men who think they are getting a good deal but actually Téprwvtal kota

UL

ooy, 0V Kakov Aumoyommvteg? ™ Rather than the bestowers of all agatha, does the

% Ar. Pax 199: b1’ abtdv dteyvde Tobpovod TV kOTTOpOY (there is no suggestion that the gods will
return even when Peace is established), Av. 1515-17: €€ oUmep LUELG dKIoATE TOV Aépar. / BUEL YO
obLdelg 0LdEY AVBpdTWY ETL / BEOLO.

" Hes. Th. 589.

"% Hes. Op. 57-58.
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wedding song betray these females as a kaAOV kokdV &vt &yaBolo,’’ overshadowing

the happiness of the marriages with anticipation of toils yet to come? The representation of
marriage and gender seems to be one of bountiful, male-dominated sexuality for which
woman, represented by the mute personifications, is a passive and positive cipher. This
representation, however, may be underscored by a Hesiodic misogyny, in which woman is a

destructive punishment.””’

The Triumph of Iron-Age Man

Thus far our ‘Hesiodic’ hieros gamos has yielded polyvalent meanings. The hymenaioi for
Opora and Basileia and the ‘epithalamial’ songs surrounding Diallagé promise great benefits
to come of the union, as is usual not only for the Sacred Marriage motif but for epithalamia
more generally (especially those in the male voice). Yet, by using Pandora as a model for
these personifications, Aristophanes forces us to question the nature of the gifts bestowed,
and thus the future promised in these songs. We are given a Golden Age vision populated by
Iron-Age figures, which may just be comic farce, but may also recall contemporary, negative,
Euripidean hymenaioi, from Phaethon and Troades.””® The intrusion of negative meanings is
not unusual in the wedding song, which might contain both positive and negative elements, or

an utterance of lamentation or protest alongside expressions of joy.’”

In the ‘real’ world,
these extremes would have to be reconciled in the marriage itself, and the song may provide
the beginning of such mediation.” The comic fantasy is closer to this median than the tragic

wedding song, as is appropriate to its more ‘realistic’ setting and triumphal ending.

7% Hes, Th. 585.

""" Hes. Th. 590-93.

778 See Ch.4, pp.137-38; p.217.
" E g. Cat. 62, Theoc. 18.

"8 See esp. Ch.1, p.72.
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And the endings are triumphal. No apprehension about the meaning of these female
gifts is expressed — unless their positive representation is itself a parody.’®* I suggest that, in
this case, we are meant to read the joyous epithalamium at face value. The Pandora-paradigm
IS ever-present, and Aristophanes’ detailed use of Hesiodic themes and language cannot have
failed to resonate with an audience. His development of this model, however, has
fundamental implications for our understanding of his triumphal exodoi. Pandora comes with
certain attributes: beauty like the goddesses, handicrafts, charis and pothos and cares, a
shameless mind and deceitful nature, and rich adornment — most of which are attached in
some way to our personifications. What is missing in Aristophanes is the final gift given to

her by the gods:

Yevded 0° dlitviiovg Te Adyoug Kol EmikAomnov fiBog

1ev€e A10¢ BovAnotl BapukTimov.”

Aristophanes’ personifications are mutes. They possess Pandora’s external gifts, but none of
the ‘lies’ and ‘whispering words’ which deceive men as to the nature of these gifts. They are
as they appear: symbols of female bounty without the dangers women represent. Woman’s
most dangerous attribute, her voice, is removed, preventing the expression of her potentially
deviant nature and thus ensuring a more passive and benevolent sexuality, and the easy
access of comic man to her ‘gifts’.

Hesiod’s kalon kakon has been rehabilitated, and her symbolism envisioned as more
positive. If these personifications then come to represent the perspective of the female

presented by these plays, it is no wonder that the female voice is elided in the comic wedding

81 As e.g. Taaffe (1993) 44 suggests in the case of Birds.
82 Hes. Op. 78-79.
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song. This in turn seems to remove an element of (admittedly romanticised) male-female
reciprocity from the wedding song, stripping the marital transaction down to its most basic
elements. Woman is purely a field to be cultivated, sovereignty to gain and exercise.
Elements of lament and protest contained in the ‘plucking’ motif may arise despite the poet’s
best attempts at joyful triumph,’® but such an interpretation relies on an audience’s ability to
read automatically particular motifs in a particular way.

Feminist scholars suggest that the ‘stripping’ of the bridal voice and ‘stripping back’
of hymeneal imagery (also the physical ‘stripping’ of Opora and Diallagé), casts a shadow
over the respect these figures can command as wives. As mentioned above, both goddesses
784

are subjected to denigration and Opdra at least is treated almost as a prostitute.

Sommerstein, however, explains this as another aspect of the comic fantasy:

Trygaeus is doing what no one could do in real life: he is taking a wife who also has
(and being immortal, will always retain) the qualities one could wish for in a

mistress.

This hazy definition between wife and lover was often drawn by the Greeks, who frequently
blurred the boundaries between wife and mistress/concubine for rhetorical purposes, and we
saw in Troades that the experience of these sexual transactions may be startlingly similar

from a female perspective.”® The modestly mute but (in two cases) immodestly nude

"8 See Introduction, pp.15-17.

8 See p.216.

8 Sommerstein (1985) 174, although she is implicitly presented in the Olympus scene as an Athenian citizen-
daughter to be betrothed with due ceremony, cf. Olson (1998) 212-13.

"8 See Ch.4, p.175. Neaira easily crosses between the categories of wife, mistress, and concubine as outlined by
her prosecutor (Apollodorus Against Neaira 122): to.g eV Yop ETaipog Noovng Evek’ EXOUEV, TO.G OE
TOAAOKOG TNG KOO NuEpaw Bepameiog ToV CHOUATOG, TAG 08 YLVALIKAG TOL TolSOTOLEICHONL
yynolwg kol Ty Evdov pOAako miothy €xewy, and Euphiletus quotes the law that a man may punish
with equal severity a moichos caught with his wife or pallaké (Lys. 1.31). Pelling (2000) 191 comments on the
problems inherent in accepting such distinctions at face value: ‘for most Athenian males a wife rather than a
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presentation of these brides blurs that boundary even further and almost makes mockery of
the ‘sacred’ aspect of the marriages. Basileia is more idealised, but is nonetheless a
speechless, passive object of spectacle, and may be categorised as the same visually-
exploited, objectified ‘type’ as Opodra and others. The resulting representation seems

negative:

Pax and Aves ambiguously portray mute, abstract characters both as hetairai
(available objects for men’s lust) and brides (symbols of legitimate marriage)...the
conflation in imagery and verbal abuse betrays the fundamental notion that women,
despite legal and social distinctions between wives and hetairai, share the basic
capacity qua women to be controlled, used sexually, and possibly be abused by men

at will.”®

Aristophanes’ Golden Age marital fantasy proves therefore to be a highly contemporary,
Athenian, rhetorical/political sexuality. His presentation of Diallagé may debase the hieros
gamos model even further.

The reconciliation effected between Athens and Sparta in Lysistrata, symbolised by
Diallagé, is analogous to, and indeed allows, the reconciliation between men and women after
their conflict. (Re)Marriage, then, becomes symbolic of the re-establishment of correct social
relations in a peaceful world. So far, so good. Yet this reconciliation — specifically the figure

of Reconciliation, or Diallagé — has occasioned criticism which again undermines the utopian

hetaira would have been the main source of sexual pleasure, despite Apollodorus’ categorisation...So perhaps
we should take Apollodorus’ listing as cumulative rather than exclusive: hetairai give only pleasure, concubines
give everyday care too, but only wives add the possibility of legitimate children. That is better, but it still
suggests firmer distinctions than can have operated in practice; the roles of a live-in hetaira and of a concubine
must have been particularly similar (as with Pericles’ renowned hetaira Aspasia, for instance); childbirth as well
as ‘daily care’ could be envisaged as the role of concubines, not merely wives, and it may be (though it is hotly
disputed) that a concubine’s children could even be citizens provided that she was of citizen birth herself. So
even the cumulative approach does not quite work, as it imposes a more rigid scale of divisions than can have
oggerated in reality’.

87 Zweig (1992) 77.

234



vision of the exodos. The mute nude abstraction is given to mankind with oaths and pledges
that may recall an engué, but a highly sexualised and bawdy one. Diallagé is encouraged to

grope the men towards the treaty-table (tng cdbng d&ye, 1119). They, in return, are

presented with a vision of her as the body female/body politic ripe for the taking. As in Peace
and Birds, male community relations are guaranteed by the symbolic ‘rape’ of the female
personification. What is more, even the symbolic ‘marriage’ between man and his country
posited by the former two plays is degraded here as the public licentiousness between

Diallagé and the men firmly places her in the category of prostitute.

Lysistrata’s injunction for her to do this ©g YLVAlKOG €1KOG, ‘like a woman/wife’

(1118; recall the lascivious Procne, womep TopBEVog, Av. 670) again blurs the distinction

between categories of women and suggests that the ‘gifts’ of all females may be so
obtained.”® Stroup offers a positive reading (for the male citizen body, at least) of this

association within the play’s strategy of composition:

No mere bawdy abstraction of a favourable democratic outcome, then, the figure of
Diallagé is rather a politically compelling means of transforming the earlier
hetairizations of citizen wives into an undiluted embodiment of an eroticized, and
newly attainable, democratic impulse...It both reinstates male occupation of Greek
topography and, no less importantly, resolves the gender balance in terms of the
vocal, discriminating, and active male and the silent accessible, and nearly passive

female.”®

"8 Stroup (2004) 41-42 argues that the public trading of wives in their sexuality comically ‘hetairizes’ them
(creates them as pseudo-hetairai): it ‘underlines in its bawdy innocence the shaky discursive antithesis of wife
vs. hetaira...by extension, the representation of Athenian wives as Athenian hetairai morphs the comedy as a
whole into a fantastic, political Hetaren-symposion. It is a topsy-turvy world in which sympotic activity not only
mimes, but in a sense, actually becomes the civic, and a world in which a democratic peace can mean only the
return of the wife to the confines of the private home’.

"8 Stroup (2004) 66.
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Diallagé, in her association with the land and the politics of reconciliation, is a final
manifestation of the Pandora-figure who ‘rehabilitates’ woman’s potentially subversive
sexuality for male purposes and civic relations. Female sexuality had erupted into the public
sphere as a result of the overturning of society symptomatic of protracted war. Here both
woman and the polity she represents are re-established under male control. What is more,
they go willingly, in Lysistrata’s donation of the body female to this cause, and Diallagé’s
complicity. It may seem pornographic from a feminist perspective,*® but Aristophanes has in
fact represented the ultimate Athenian fantasy: the wife with all the charms of a mistress, a
mistress who is in turn like a submissive wife. And this wife/hetaira is the symbol of a new
Age of Man — peaceful yet bellicose, political but carefree, a world separate from the gods
but one which receives their gifts and ensures that Pandora’s whispering mouth is well-
stopped. For all its potentially subversive mythical paradigms, it is a world which would
appeal to the collective ego of an Athenian audience, which demands the resolution of
paradoxes and uses the polysemic wedding song as its vehicle for doing so.

In each of these plays, the union and wedding song symbolises the establishment of a
new social order. We have previously observed the foundational role of the hymenaios (as
both wedding and wedding song) in the oikos/polis structure,’®* and this precedent makes its
function in the exodoi of Aristophanes both logical and meaningful. A largely positive
representation of marriage is given, in which the institution guarantees the appropriate
conditions for the future conduct of social relations. These relations are conducted among
men, for men, and woman’s complicity in Lysistrata may be the final closing of the
dangerous Pandora’s Box opened by the motif in Peace. Neither a utopia nor a tragic

dystopia results, but an Iron Age world of men who toil in the landscape (rural or urban)

0 E g. Zweig (1992) 73.
! Esp. Ch.2, pp.108-9.
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represented by the female, which, though idealised, is startlingly similar to the Athens outside
of the play. As in marriage in the extra-dramatic world, a balance of positive and negative

elements must be achieved if the transition to a new state is to be effected.
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CHAPTER SIX

THE HELLENISTIC EPITHALAMIUM

We have seen that the Sapphic epithalamium may function as a lyric expression of the
transition made by a young woman from parthenos to guné.”®® Tragic wedding songs
highlighted the problems inherent in this transition,’®® and in comedy, fantasy weddings
expressed valorisation of the Iron Age and the ideal role of woman within that Age.”* The
Hellenistic epithalamium constitutes a unique phase in the development of the wedding song:
it looks both back, to earlier poetic models, and forward, to new constructs of marriage,
arising in the Hellenistic period, which will be prominent in later chapters. Due to the
constraints of this project, it is not possible to examine the entire Hellenistic corpus of
wedding poetry, much of which is fragmentary or contained within larger texts.”® I will
restrict my analysis to Theocritus’ Epithalamium for Helen (Idyll 18), the most coherent
epithalamial text. This poem has already received detailed treatment by Hunter, who
discusses it as a Spartan poem, a Ptolemaic poem, and an ironic reading of the Helen myth
aimed at an audience skilled in ‘selective’ cultural memory.”® | aim to examine the ldyll qua
epithalamium, and discuss its role in the development of this genre.

Little is known about the song’s context. The idea that Theocritus, like Callimachus

and Posidippus, may have composed a wedding song for his patrons Ptolemy Il and Arsinoe

%2 Ch.1, p.73.

793 Egp. Ch.2, pp.79-80.

9% Ch.5, pp.232-37.

"% Erinna fr. 1 (Distaff), fr. 4 (= AP 7.712), Theoc. 15.100-43 (hymeneal themes in the Hymn to Adonis), Call.
In Del. 296-99, fr. 392 Pf. (epithalamium for Ptolemy Il and Arsinoe Il), epig. 54 (= AP 7.89), Posid. fr. 114
(epithalamium of Ptolemy Il and Arsinoe II), Ap. Arg. 4.1159-60, 1193-99 (hymenaioi for Jason and Medea),
Bion Epitaph. Adon., [Bion] 2 (Epithalamium of Achilles and Deidameia), Moschus 2 (Europa).

8 Hunter (1996) 152-66. It is usually Theocritus’ bucolic poems which receive scholarly attention, as in Hunter
(1999), cf. Dover (1971) liv.
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97 of which this narrative formed a

Il (the latter was associated with Helen/Aphrodite in cult),
part, is an attractive but unprovable hypothesis.’® Yet it is possible to read Ptolemaic
associations into this poem, so the possibility that it may have been part of an epithalamium
for the royal couple will be discussed where relevant. Like Sappho fr. 44 V, which cannot be
securely associated with a ‘real’ wedding, and IA 1036-97,%° this song tells of the
epithalamium for a mythical couple, Helen and Menelaus. Like those songs, this marriage
also resulted in tragedy which, more than anything else, should render the subject matter
inappropriate for a ‘real” wedding song, especially for a monarch.

The meta-epithalamic song itself is performed by a chorus of twelve Spartan maidens

upon the closing of the thalamos door (kotekAd&ato, 5) on the bridal couple — the

epithalamium ‘proper’. This seems to recall the scene set by Sappho fr. 30.1-3 V, especially

in its allusion to a subsequent ‘awakening song’:

EypEcOan 8¢ mPoOg A® U TAAONGCOE.
vebuebo kAUUES Eg bpBpov, EMEL KO TPATOG Ao1d6C

€ ebvac keaadnon dvacywv ebtpryo detpdy.t®

Sappho’s parthenoi command the bridegroom to awaken and fetch his humalikas to join the

night-long song. Theocritus’ parthenikai envision themselves as the only chorus, who will

7 Theoc. 15.110-11f EA£vq. €ikvia. / 'Apowoa, cf. Basta Donzelli (1984) 306-16. Gow (1950 vol. I) xvii,
(1950 vol. 11) 348 suggests that this poem may be related to Theocritus’ period of patronage under the
Ptolemies.

798 See Kuiper (1921) 223-42. Gow (1940) 116 called this theory ‘a mere guess’.

799 Cf. esp. Ch.4, pp.188-95.

890 Theoc. 18.55-57, cf. Sappho. fr. 30.6: &AL £y£pOeic...The awakening song or diegertikon appears at Aesch
fr. 43 R, with ominous connotations (Ch.2, p.81).
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return at dawn to wake the couple.®** Other maiden choruses in the literary epithalamium (the
Oceanids in PV, the maidens in Phaethon, the women Cassandra exhorts to join her song in
Troades, and the Muses in IA) contrast a situation of ‘happy past’ or ‘ideal present’ with an
(unhappy) ‘actual present’.®% For the Alexandrian reader, sensitive to the canon of both lyric
and tragedy formulated in the Hellenistic period, the form of the song is thereby loaded.
When we look at the community-wide celebration of the marriage of Hector and Andromache
in Sappho fr. 44 V, however, we can see that mixed choruses do not portend so well either.?®
The epithalamium, however ironic, can be sung by either or both genders.®*

The epithalamium appears to be ‘gendered’ not so much in its voice, but in its focus
on feminine social and sexual experience. The specific focus of Idyll 18 has, however, led to
comparisons with another (female) genre, the partheneion. Though few of Alcman’s maiden
songs, and none of his epithalamia, survive, Hunter argues for a considerable Nachleben for
this poet and his interest to the Alexandrians. He notes parallels between Theocritus’ Helen
and Alcman’s Hagesichora who, as AGtis, may have been associated with Helen in her
manifestation as a Spartan goddess: their radiance, their shared function as leader of the

chorus, the comparison of both to horses, and their beauty.**

Griffiths proposes, on the basis
of similarities between the two poems, that Partheneion 1 is itself an epithalamium and that

Theocritus was dependant upon Alcman.®®® As I argued in Chapter 1, it is more likely that the

801 gappho fr. 30.6-9, contra Theoc. 18. Dover (1971) 231: “Theocritus does not indicate whether he envisages
other choruses as filling in the gap between the departure and return of the girls’.

802 See Ch.2, pp.97-98; Ch. 4, pp.144-45, 166, 189.

893 See also Swift (2006) 131-33 on Eur. Hipp. 1102-50.

80% Cf. Erinna frr. 1, 4 (female voice, though West (1977) 118-19 claims, on the basis of the erudition of the
Distaff, that ‘Erinna’ is merely a ‘pretty creation’ of an early Hellenistic male poet. This is refuted by Pomeroy
(1984) 67, Snyder (1989) 96; discussion by Neri (2003) 31-32, Loman (2004) 110), Theoc. 15.97 (Apygiog

Buyditnp), also Bion Epitaph. Adon. (female voice, see Reed 1997:24, but Hymen also sings, w.87-90), Ap.
Arg. 4.1159-60 (Argonauts), 1193-99 (Orpheus and Nymphs), Mosch. 2.122-24 (Tritons), [Bion] 2 (Lycidas).
895 Hunter (1996) 152-53, on Alem. fr. 1.44, 45-49, 51-55; comp. Theoc. 18.22-25, 30, 26-28.

896 Griffiths (1972) 11.
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transition represented by Alcman is one to a state of marriageability: the celebration of
partheneia.®"’

As in all the Idylls — and indeed most Hellenistic poetry — these maidens sing their
song in dactylic hexameter. This is both a development of the period and appropriate to the
epic subject matter. The poem quotes directly and indirectly from non-dactylic Sapphic
epithalamia: OABle yAauPp;™® ola 'Ayouddwy yolov motel obLdept’ dAla;™

810

xolpolg, @ voudo: yoipolg, ebmévfepe Yo PpE,* as well as dactylic: ® kada, @

811

xoplecoo kOpa.® The hexameter verse and situation in the Trojan cycle of myth locate

the song firmly in the heroic past. Yet this poetic form is also a symptom of the literary
present. The emergence of a written ‘book culture” and the loss of many forms of choral lyric
connected with élite polis life led to a ‘separation between metrical and musical rhythm’ from
the end of the fifth century BC.2*> Many old forms of choral lyric ceased to be relevant, as the
performance context for ‘high’ poetry focussed increasingly on recitation. The ‘sung’
hymenaios, however, continues to be mentioned as late as the third century AD,®* so it is
possible that they continued to be performed, if not composed. At a literary level, this
separation increasingly led to composition in hexameter and elegiac couplets, metres which
lend themselves to recitative performance.

The Doric Greek of the poem has already been much analysed, and befits both its

status as an Idyll and its subject of ‘Spartan’ Helen.®** The diction is that of encomium,

807 See pp.57-66.

898 Theoc. 18.16, cf. Sappho. fr. 112 V, Voigt (1971) 123: cho ba (|) cho ba ||.

899 Theoc. 18.20, cf. Sappho fr. 113 V: ob yap / &tépa vov Tdig, & yauppe, teadta, Voigt (1971) 123: 3
i0?.

810 Theoc. 18.49, cf. Sappho fr. 117 V yaipolg & voudat, xoupetw 8 o yduppoc, Voigt (1971) 125: 3
ian?.

81 Theoc. 18.38, cf. Sappho fr. 108 V.

812 Hunter (1996) 3.

813 Men. Rhet. 409.8-13.

814 Gow (1950 vol. I) Ixxii. identifies the dialect as belonging to Theocritus’ ‘genuine’ poems in Doric (along
with Idd. 1-7, 10, 11, 14, 15 & 26). The concern of the poem for ‘Dorian’ verse is apparent in v.48, and Hunter
(1996) 155 suggests that this may draw attention to itself as being mimetically analogous to Alcman.
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despite Helen’s problematic mythology. Praise may additionally connect the two parts of the

Idyll — the wedding song for human Helen, and the plane-tree cult of divine Helen — whose

815

relationship has plagued critics:®™ the encomium is a central feature of both hymn and

hymenaios, and may act as a bridge in a deliberate Hellenistic Kreuzung der Gattungen. As is
appropriate for both goddess and bride, Helen is praised in superlative language, above and

beyond Menelaus: ot Axauiddwv yolow motel obdept’ &Ala,®'® and the standard

against which her peers compare themselves:

TETPAKLG EENKOVTOL KOPALL, BNALEG VEOLXLAL,

817

tav 0bd’ dtig dpwpog enel x * EAEval Taplowon.

As well as in beauty, Helen is peerless in feminine accomplishments:

obd¢ Tig Ex Taldpw ToicdeTal Epyo TOLOUTOL,
o1d’ EVi dodahéEW TUKIVMOTEPOV A TPLOV 10T
KEPKLOL CLUTAEEQCO, LOLKPOV ETAU EK KEAEOVTWY.
ob paw obde AOpav Tig EMLOTATOL BIE KPOTHOOL

"Aptepy &eldoloco kKal ebpivotepvor "ABdva. B

In keeping with its continued allusion to Sapphic epithalamia, the song employs extravagant

eikasmos, praising Helen in similes that compare her to various phenomena of the natural

815 Stern (1978) 34-37, Pantelia (1995) 76.
816 Theoc. 18.20.

817 Theoc 18.24-25.

818 Theoc. 18.32-36; cf. Ch.1, pp.51-52, 61.
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world: dawn (Awg, 26) springtime (Aegvkov Eap, 27), a cultivated cypress
(xumdipLococ), and a steed in its chariot (| &ppatt @eccaddcg inmog, 30).3° According

to Konstan, these encomia introduce:

a subtle vein of humour or irony in the contrast between the divine stature of Helen,
whose praises occupy the middle thirty lines of the chorus (19-48) and the rather

hapless figure which Menelaus cuts as the butt of several sallies.®*°

The badinage familiar from Sappho fr. 110 (where a chorus uses superlative language in

821

order to hurl abuse at the supersized door-keeper)®“~ thus takes on a more ironic function:

Menelaus’ makarismos (OAPB1e yauPp’, 16) depends on his (almost accidental) possession

of such a bride (&yoB0¢ TIg EMETTAPEY...TOL).

The ‘blessing’ of marriage to Helen has further literary significance: because he is the
husband of the daughter of Zeus, Menelaus is destined not to die, but to enjoy eternal
blessings in the Elysian Fields (to which this passage may allude).??* Here, though, he comes
off considerably worse than his wife. Where superlative language is used of him, it is in the

same context of Sappho fr. 110 V: to characterise him as a figure of fun. He is heavy-limbed

(AMov Bapuyovvactog, 10), has drunk too much (11), and, rather than being eager to

consummate his marriage, is accused of being e0de1v puov omevdovta (12). This disparity

between the couple is perhaps unsurprising: it exists already in the depiction of their ‘married

bliss’ in Sparta after the Trojan War (Odyssey 4), is ‘in keeping with Theocritus’ treatment of

819 Theoc. 18.26-31; see Ch.1, p.67, Dover (1971) 234.
820 Konstan (1979) 233.

821 sapph. fr. 110 V.

%22 Hom. Od. 4.561-69.
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love in several other idylls’,%* and also reflects a typically epithalamic focus on the bride —

she is an object of beauty in her own right, whose transfer between oikoi acts to strengthen
social relations, and moreover, one whose loss is a cause of regret for the performers of this
song. The loss of Helen, however, and the pain it causes, points forward to her elopement.

Can we reconcile the Trojan War with the makarismos of this Idyll?

Helen at Court?

Such praise, regardless of its recipients or the outcome of the marriage (compare
Agamemnon and Cassandra, Sappho’s comparisons of the bridegroom to Achilles, or the
marriage of Peleus and Thetis, one of the most represented wedding scenes in the Greek
tradition), is typical of the epithalamium.®?* It is also typical of Helen, who, even in Homer, is
consistently presented as ‘better’ than her husbands. In the Iliad, she receives no censure for
her actions, only sympathy in contrast to widespread contempt for Paris.®® Stesichorus,
Gorgias, and Euripides’ Helen vindicate her of any wrongdoing, and the Homeric Helen
expresses remorse on a number of occasions. %2

It has been argued that such sympathy strips Helen of any agency and lays the blame
for the War squarely on the shoulders of Paris, the active male seducer,®’ yet in Homer, she

maintains a narrative agency of her own that often contradicts the versions of events given by

823 Konstan (1979) 234, esp. Id. 3, and those on Polyphemus and Galatea. Menelaus’ comic inferiority hints at
Helen’s reasons for elopement with Paris: she herself criticises his haplessness in Eur. Tro. 943-94: dv, &
KAKLIOTE, COloW EV dOUOLG AV / Trdptng dnnpog vni Kpnoiow x06vo. The imbalance of an
unprepossessing man and superlative woman later becomes popular in the Greek novel, particularly Chariton.

82% See Ch.1, p.67.

%25 Hom. 11. 3.156-60.

826 £ 9. Hom. Il. 3.172-75.

87 Fulkerson (2008) conference paper.
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her menfolk.2?® She is more intelligent than Menelaus in a number of representations (even
when presenting herself as a victim of force, circumstance, or the gods, as in Troades), able

to manipulate emotions and interpret oracles.®*°

As the daughter of Zeus, she not only seems
possessed of some measure of divine omnipotence, but also some measure of divine licence.
She is a law unto herself, and far superior both to her companions and her spouse. Her divine

aspect is constantly emphasised, and even when she is called Tvvdapida (5), Zeus soon

appears as tev0epoOv of Menelaus (18).

While referring to the history of Helen, the praise of the female and divine
characterisation is also appropriate to the poet’s own time. The much-married and later
divinised Arsinoe Il was a powerful patron at the Ptolemaic court and the prime example for

scholars of an increased political prominence for women in this period.®*

Queens, as well as
kings, became the subject of extensive encomia, in spite of the ‘retrogressive social notions’
of Demetrius of Phalerum, the Peripatetic employed by Ptolemy | Soter to establish a new
administrative apparatus for the Egyptian kingdom — one that looked to classical Athens,
infamous for its ‘repression’ of women, for its model.®*! This classical self-fashioning also

fused with Egyptian Pharaonic and Macedonian customs.®** Female prominence does not

seem to be confined to the court, as Burton argues:

828 |n the lliad, she tells her own story, like Philomela, through her weaving (3.125-28), and in the Odyssey,
presents a version of herself as helper to the besieging army (4.235-64), rather than the harmful temptress of
Menelaus’ narrative (265-89).

%29 Hom. Od. 4.220-26, 15.169-78.

80 E 9. Pomeroy (1984) 40, Burton (1995) 124.

&1 pomeroy (1984) 46, (1997) 64.

82 n the one, sibling marriage granted prominence to the queen as well as the king as transmitter of royal status,
in the other, polygamous monarchy forced a wife to establish a power base in order to ensure the safety and
succession of her own children, Ogden (1999) ix-x.
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Although Hellenistic Greece was still basically a patriarchy, and women’s lives
remained more circumscribed than men’s, normative boundaries between public and

private, male and female, domestic and political were becoming more fluid.®*

Pomeroy offers some explanations for this:

In the new territories acquired by Alexander’s conquests, neither polis nor monarch
exerted pressure on individuals to perpetuate their families. No longer was there a
need to produce sons who as citizens would defend their homeland, for soldiers could
be recruited from foreign territories with the promise of land and cash. No longer did
ethnocentrism, as reflected at its most restrictive in Pericles’ citizenship law, prevail
in the determination of social and civic status...Rather, intermarriage, at least among
Greeks and Macedonians, of different ethnicities began to occur in the new cities. In
the Hellenistic world the exclusively male ‘public’ family begins to suffer a

demise.®*

The generation of Ptolemy Il and Arsinoe Il presents for these critics a crisis of transition
from the ‘old world’ to the new, so it is no wonder that the epithalamium, the genre of
transition, is utilised to explore the limits and possibilities of this change. What results is an
explicitly archaising song celebrating the good fortune of a king for his possession of a divine
royal female. In spite of Menelaus’ portrayal as somewhat foolish, a topos with demonstrated
epithalamial provenance, we might reassess our notion of its inappropriateness for the Theoi

Adelphoi.

83 Burton (1995) 41.
8% Pomeroy (1997) 192, contra Loman (2004) 165-215.

246



In certain respects, an epithalamium for Helen can be seen as relevant to the royal
house: the ambivalence of Helen’s portrayal (mortal/goddess, bride/adulteress, Helen of
Sparta/Troy) is analogous to Arsinoe’s ambiguous position: associated with Helen during her
life and assimilated to Aphrodite after her death, a Greco-Macedonian queen in Egypt, and
the sister and wife of Ptolemy Philadelphus for whom he had already dismissed one bride,
Arsinoe 1. In this she followed in the footsteps of her mother Berenice, who was apotheosised
by Aphrodite after death,®®® and was the cause of Ptolemy I’s divorce from his first wife
Eurydice.

A queen, especially in the marriage pattern of the Macedonian royal house,®* acts as
a physical manifestation of sovereignty (compare Basileia in Birds).®*’ Her body and
sexuality function symbolically for the country itself. As such, she may be a positive force in
society, as is Arete in the Odyssey®*® — in the case of Arsinoe, it seems that her final marriage
functioned as an idealised model for the institution, as in Theocritus 17 — or a negative one.
Penelope’s suitors consume the house of Odysseus as they vie for his wife and kingship,
while she wavers indecisively.®*® Candaules’ wife is responsible for the overthrow of a

dynasty, allowing Gyges to claim leadership through marriage to her.?*°

%% Theoc. 15.106-8.

86 Ogden (1999) xix refers to this pattern as ‘levirate’, although this term, strictly speaking, would refer to the
marriage of the king’s brother to his queen. In this model, the successor to the throne married the widow of his
predecessor in order to assimilate the symbolic sovereignty of the king’s wife and legitimise his claim to the
throne, e.g. Archelaus to Cleopatra, widow of Perdiccas Il, and Ptolemy Alorus to Eurydice, widow of Amyntas
I11. Finkelberg (1991) esp. 306 suggests that such kingship by marriage may have been the norm in Bronze Age
Greece: see especially the example of Penelope here, but also Clytemnestra and Aegisthus (n.839 below), and
Jocasta and Oedipus (although she suggests that marriage to the king’s daughter and being chosen as successor
by the princess’ male relatives was more usual, p.315).

87 See Ch.5, pp.224-25.

88 Alcinous married his niece Arete, thus merging the two royal lines (Hom. Od. 7.67-68). She is represented as
using her influence for good, such as aiding Odysseus’ homecoming.

89 Hom. Od. 1.245-51. By rights Telemachus should inherit the household (1.387) and the suitors should court
Penelope at her father’s house (1.275-78), but since she refuses to quit the palace of Odysseus, each aims to
install himself in the place of the absent king. Penelope, like Arete, was seen in antiquity as the ‘good queen’
whose actions preserved her husband’s house, but the ill effects of her vacillation upon the oikos cast doubt over
that portrayal. A similar situation befalls the oikos of Agamemnon, in which Aegisthus weds Clytemnestra and
rules Argos (with agency varying between texts from his wife).

80 Hdt 1.11.1-12.7: f yop KowdabAny &mokTeivag ELE Te Kol THY BactAniny EXe THy Avddv...
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This is a literary characteristic of barbarian women and is part of the construction of
the barbarian ‘other’ in Greek thought. The strong personality of Queens and Queen Mothers
(such as Olympias) is also a feature of Macedonian royalty. For Arsinoe to follow this
tradition would be problematic for the Hellenising Ptolemies, for it directly contradicts
Hellenic values. Even in Greece, though, the problem of male subordination to a rich wife is
a common topos, revealing widespread insecurity about the position of the wife within the

oikos.®*

The domineering royal females who symbolise the ‘other’ might already have been
latent in the ‘self’,®** but the advent of monarchy allowed strong personality traits public
expression.

A queen might bestow or withhold patronage of court poetry, or persuade her husband
to do so. In politics, the fear exists that the king may be ruled from the thalamos (another

. .. . 4
particular characteristic of ‘barbarian’ queens).8 3

With the apotheosis of Egyptian monarchs,
the picture becomes doubly complicated, for the Greek gods are by nature capricious, and
Aphrodite, the double of the Ptolemaic queens, even more so. A deified female monarch may
be a benevolent or malevolent daimon, taking gender insecurity to a divine extreme.®** The
tensions that emerge from such a reading strengthen the case against an interpretation of Idyll

18 as an epithalamium or encomium for Arsinoe per se, but it nevertheless creates a sphere

for the negotiation of this problematic construction of gender relations.

81 See Diggle (1970) 126 on Eur. Pha. 158-59; cf. Ch. 4, p.155.

82 Though strong personalities and temporal power are characteristic of barbarian queens, similar traits existed
among the Spartan queens for whom Helen may have been a paradigm: e.g. Gorgo (Hdt. 5.48-51, 7.239; Plut.
Lyc. 14) and Chilonis (Plut. Ag. 17-18). Finkelberg (1991) 305 further suggests that royal succession in heroic
Sparta may have run from mother to daughter.

3 |t is particularly noted among the Persians, for whom ‘the king’s wife...as well as the king’s mother, held
very privileged positions at court. They enjoyed immediate access to the king, were able to join the king at
public appearances, such as audiences, and were permitted to dine with the king, an extremely private occasion
which few were allowed to witness’ (Brosius 2006:41). Atossa, wife of Darius | (Aesch. Pers.), and Amestris,
wife of Xerxes (Hdt. 9.109-13) were represented as particularly domineering. The biblical Queen Esther, despite
acting piously to save the Jews from genocide (Esther 8.3-5), nonetheless exacts excessive revenge (9.12-13,
Dalley 2007:196-97). The conflict between Queen and Queen Mother, and its impact on the state, underpins
Plutarch’s Artaxerxes (cf. Ctes. F16-29), in which he criticises the ‘harem politics’ of the succession (1025¢5-8):
..<€1> 10V Hev ASeAPoL S1d ThG yLvolkwTidog EVSLOUEVOL TOLG TPAYUOCL, TOU 8¢ ToTpdg
obtwg Euminktov fifog kol &BERaLOV ExoVTog, Oletal BERLOV ot ThHY dradoy v LIAPXELY.
84 Although it seems that Aphrodite-Arsinoe, as patroness of conjugal love and protectress of sailors, occupied
the former position.
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Scholars have had difficulty reconciling the figure of Helen to the wedding song at
all. Lane favours an ironic reading of the Epithalamium, on the basis of a number of linguistic

puns and allusions he claims to be inscribed in the text.?* Stern also asks:

Can anyone be expected to read an epithalamium for Helen and Menelaus, no matter
how charming and happy its tone, without remembering what the future of that

marriage will be?

He situates the poem in the context of the ‘ironic epithalamium’ first apparent in Sappho fr.
44 V and expounded at length by Euripides.?*® The hymenaios that turns to tears remains a
popular topos in the Hellenistic period.®*’ Pantelia, noting that ‘Helen and Menelaus hardly
qualify as the happy couple of a joyful wedding song’,3* attempts to rehabilitate their
marriage by stressing the epic resonances with Odyssey 4, Homer’s more domesticated
picture of the aftermath of the Trojan War.®*® As I argue above, even this scene is not totally
unproblematic, and may heap further ironies upon an ‘anti-epithalamium’. If the Idyll is, as
Burton argues, part of a ‘hegemonic myth which the poets could explore, reinforce and
test’,%° I would stress the ‘testing’ aspect: lyric makarismos is juxtaposed with epic or tragic
allusions which serve to undermine it. Some have previously been noted, especially the irony
of good wishes for the couple’s future which conclude the song.®*" Others — particularly in

view of their relationship to lyric — also prove illuminating.

The maidens’ first address to Menelaus, @ OLAe YouPpE (9) recalls Sappho’s

eikasmos in fr. 115 V, but the portrayal here is far less flattering. The vewtepog 'ATpéog

85 |_ane (2006) 23-26.

846 Stern (1978) 29, 31.

87 Cf. Erinna fr. 4.7-8, Theoc. 15.132-35, Bion Epitaph. Adon. 87-90.
848 pantelia (1995) 76.

89 pantelia (1995) 76-81.

80 Byrton (1995) 4.

8! Theoc. 18.29-53, cf. Stern (1978) 37.
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Ulwv is lazy — and drunk. This might recall an accusation levelled against the elder son of

Atreus in the lliad: ‘you wine sack’ (1.225). Praise of family is one of the key components of
formal encomia,®? yet here neither bride (daughter of Leda’s adulterous liaison with Zeus)
nor groom (scion of the transgressive House of Atreus) can be said to possess particularly
complimentary hereditary traits. Furthermore, the characterisation of Menelaus as besotted,
boorish, and undeservedly lucky may recall his unpleasant and bumbling persona in
Euripides’ Troades, Andromache, and Helen. He is hardly a flattering paradigm for the
prodigious lover Ptolemy 1.

They will pass on these characteristics to their daughter — Helen’s friends wish 1
HLEYO KA TL TEKOLT, €1 LATEPL TIKTOL OUolov (21), but Euripides’ Andromache shows
Hermione in the worst light of this: vain, adorned, rich; a spiteful wife who elopes with her
husband’s killer.?*® The lovely and accomplished Helen, Td.¢ mdvteg En’ SUUASLY 1EPOL
EVTL (36), is a bride in the Sapphic mode, £pog & ET’ 1uéPTOL KEXLTAL TTPOCHOTML (fr.
112.4 V), but this bride’s eyes already carry dangerous connotations, as in Aesc:hylus,854 and
her effect on the eyes of men, already noted in Agamemnon, is also developed by
Euripides.®® The reference to her destiny as a housewife also quotes from a Sapphic
epithalamium: @ koAd, @ yoplecca kdpo, TV UeV okETic 10n (38, cf. fr. 108 V).
She is well-prepared for this duty — no-one spins, weaves or plays music like Helen (32-37).

Helen the housewife is an ambiguous figure: as a weaver, she creates a picture of sufferings

82 Men. Rhet. 402.21-403.25 (Ch.8, pp.303-4); on this topos in Theoc. 18, see Russell & Wilson (1981) xxxiii-
XXXIV.

83 No evidence exists for this in the fragments of Sophocles’ Hermione, and Sommerstein (2006) 5 posits that
she remains in Neoptolemus’ house until after his death (though she may plot this death in her desperation at
being married against her will, p.18 n.67). In Euripides’ Orestes, Hermione is the unfortunate (TdAay’, 1490)
victim of the machinations of her parents and traditional fiance.

8% Aesch. Ag. 742-43; see Ch.2, p.105.

85 Aesch. Ag. 416-19, Eur. Tro. 892-93: o(1pel yop Avdpdy HUUAT...
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856

undergone for her sake.™> As a spinner, she uses a talaron (32) given to her by an Egyptian

queen — another of whom gave numerous drugs, both good and ill.**" Her Homeric lyre is

rather the voice of epic narrative,®®

and her own voice has the power to deceive and
enthral.®*° In addition, female musicians, though this one sings hymns to goddesses, tend to
be characterised as hetairai (although Loman argues for a move away from such
representation in the Hellenistic period, as performers of both genders became increasingly

professionalised).®®°

861

Finally, the farewell to the couple (49) echoes other Sapphic farewells.”" Menelaus is

called ebmeEVOepe Yo PpE, an address similar to the tipie yduppe of Sappho fr. 116 V,

yet the good wishes that follow on from this are deeply ironic. Leto is invoked for euteknia
(50-51) — but Hermione will prove somewhat of a let-down. That good fortune will pass
along the generations of eupatridai (52-53) is a misplaced wish in the light of the literary
tradition: Menelaus may have a good father-in-law, but his own lineage is shadowed and his

only son is the bastard of a slave concubine in the Odyssey (4.10-14). And for 6ea. KOmpig
to grant loov EpacBot dAAdA®Y (51-52) is a typically epithalamial idealisation, but one

that will not be fulfilled. Aphrodite will become involved with this couple — but it will be to
instil erds for another bridegroom in Helen. Each optimistic epithalamial echo seems to carry
a specific linguistic or thematic foreshadowing of the Trojan cycle. Which (if any) are the
dominant allusions? Should we read this song in the light of lyric or epic/tragedy?

Both strands affect our reading. The Idyll spans notions of genre as well as those of

gender interaction, exploring ideas of transition and poetic as well as personal identity. This

% Hom. II. 3.125-29.

%7 Hom. Od. 4.125, cf. 226-32.

%8 Hom. Od. 4.235-64.

%9 Hom. Od. 4.279.

80 Ar. Vesp. 1345-46, Plut. Mor. 664C, Athen. 13.607e, contra Xen. Symp. 2.1-2; see Loman (2004) 111-18
(esp. 112 on the slave status of many such women).

8! sappho. frr. 116, 177 V.
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may seem to create a literary paradox, but as we have seen in previous wedding songs,
marriage is a fundamentally ambiguous and paradoxical institution, and the poetry of
marriage attempts to articulate and make sense of that ambiguity. It can be both a celebration
and a lament, as is demonstrated in this poem. It can present marriage as a romantic seduction
and ongoing discourse, or, in tragedy, as violent rape and domination of the female.
Hymen/Hymenaios, and the hymenaios, oversees the transition of the bride from parthenos to
guné, mediating between ‘death’ to the previous life and ‘rebirth’ into a new identity, and
similarly the procession from old home to new — from natal to marital family, a
fundamentally problematic departure in Greek (especially Athenian) marriage. A wedding
song thus often problematises, or signals a problem concerning, philia relations — between
genders, families, or cities.®*

In this case, we must ask again whether this song can be connected appropriately to
the royal couple, and perhaps answer in the negative. The Ptolemaic/Egyptian/Macedonian
royal family saw numerous crises of philia in the lifetime of Theocritus and later: Arsinoe 11
married Lysimachus, king of Samothrace, whose daughter Arsinoe | married Ptolemy (I1). On
Lysimachus’ death, Ptolemy Ceraunus, the son of Ptolemy I by his first wife Eurydice,
attempted to seize the throne of Samothrace by marrying the widowed queen and murdering
two of her sons by Lysimachus. Arsinoe fled, and after many trials returned to Egypt where
her brother put aside Arsinoe | and married her — while Ceraunus still lived.®®® If Theocritus’
view of Helen’s marriage seems overly complicated and confused, marital politics during his
period at court hardly provided a stable model. While Helen may seem a likely paradigm, the
literary texture discussed above overlays any connection to the Ptolemies with problematic

negative connotations.

82 gee Introduction, p.35.
83 Ogden (1999) 62-79.
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It may be safer to say that philia relationships are more generally problematic in the
Hellenistic period. Migration to the new monarchic centres meant that many families no
longer lived in close proximity (making burial rites and tomb-cult more difficult to
maintain).®®* Marriage, childbirth and death were no longer state-regulated activities, and
scholars have agued that this occurred as the need to maintain an ethnically homogenous
citizen body and an army of citizen soldiers disappeared — Greeks mixed with non-Greeks
and in some cases married native partners.865 Women, such as Theocritus’ Simaetha, could be
left without a kurios, to fend for themselves and manage (or not) their own sexuality. Male
homosocial relationships retreated from the political sphere as absolute power became
concentrated in one man, perhaps leading to the greater prominence of domestic
relationships. The contents of marriage contracts imply women’s increased mobility and
perhaps also freedom,®®® but this mobility in turn must have contributed to already existing
anxieties about the position of women in the home and society. Traditional philia roles and
relationships changed, and new paths were forged. Helen, one of the most problematic figures
of philia in ancient myth, provides a suitable medium through which to make sense of this.
Thrice-married (possibly four times, if we count Theseus); variously courted, bestowed,
raped, and seduced; victim and willing adulteress; whore yet prime example of mythical
depictions of marriage; praised, slandered, celebrated, and lamented; located in Greece, Troy,
and Egypt, she represents the ambiguous nature of Greek marriage and philia.

There appears to be no such thing as a wholly positive hymeneal mythology —

stemming from the very beginning in the various myths of Hymenaios discussed in the

8% Cf. e.g. Pomeroy (1997) 112.

85 pomeroy (1997) 229, but see Loman (2004) 165-215, who maintains the thesis that Greeks preferred to
marry Greeks, and thus that Greco-Macedonian women must have formed a part of the original colonisation of
the East.

86 pomeroy (1984) 83-98, on esp. P. Elephantine I, P. Tebtunis | 104, P. Geneva | 21; Foucault (1986) 76.
Burton (1995) 41. Restrictive citizenship laws in Alexandria, however, still favoured brides who were astai
(Pomeroy op. cit. 45-47).
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Introduction.®®” Audiences are invited to identify with the aspect of the myth most
appropriate for the occasion: at a ‘real” wedding, the joyful celebration of a marriage, in
tragedy, its disastrous aftermath. In the Hellenistic epithalamium, it is perhaps most difficult
to tell which is the dominant aspect. Dover suggests that a Hellenistic poet could ‘challenge
readers intellectually by recherché allusions’, but at the same time assume the ‘right of
creative variation of the inherited myth’.%%® Hunter argues that the Epithalamium ‘dramatises
the process of “selective memory™’,%* a process which contemporary Greeks in Egypt would
be forced to undergo in order to accept the mythologies promulgated by their rulers as a
means of understanding their world. At the same time, he claims, it ‘challenges us to read “in
Dorian fashion”: to set aside the stories of Helen’s wantonness and celebrate the glorious
goddess’.870 If this is so, the poem’s mythology, operates squarely within the tradition of the
wedding song, engaging, whether on an active or subconscious level, with all aspects of the

story, and allowing the reader to choose to ‘read’ those most applicable to their own

circumstances.

Hellenistic Erds

In the final section of this chapter, 1 will return to a particularly epithalamial aspect of
Theocritus’ ode: its presentation of love. Although the epithalamium is by nature an erotic
genre, and as such the emphasis on the love of the newlyweds stands within a long-
established tradition, in the Hellenistic period a particular representation of married love
gains prominence, which becomes programmatic for later epithalamial writings. This mutual

love (and the difficulties thereof) are emphasised throughout the Theocritean corpus.

87 See pp.2-5.

88 Dover (1971) lii.
89 Hunter (1996) 166.
870 Ipid.
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Yet such love has always played a role in the epithalamium. Sappho’s maidens sang

cov...p[IAoTarTar Kl vopdag 1okOATT® (fr. 30.4-5 V), and other wedding songs, such as

fr. 112 V, stress the longed-for nature of the marriage, the groom’s prayers for his bride, and
her erotic, desirable beauty. The Danaid trilogy, whose choral odes bear such resemblance to
wedding songs, presents ‘the ideal sexual union [as] one between two persons both of whom
are not merely consenting but eagerly desirous parties’,?”* and other Aeschylean hymenaioi,
particularly in Agamemnon, examine the problems that arise from such equal desire,
particularly where Helen is concerned.®”? Equality of desire appears in Theocritus: Helen is

873

ayomotdy / pvoctevoog (4-5), a wooed and wedded wife,*"* and though she is tea

vvo¢ (15) of Menelaus, the mutuality of their relationship is the image with which the

Epithalamium leaves us:

e0OeT’ ¢ AAAAAWY GTEPVOV PLIAOTLTO TTVEOVTEG

Kol TOBoy-¥*

Theocritus’ innovation stems from his focus on love in general throughout the Idylls. Like the
wedding song, they represent often mutual love between unequal individuals, and very few
depict the male homosocial erés of the classical polis, or even the aristocratic love and
hetaireia of the archaic/classical symposium. The locus amoenus, a ‘setting of stylised

875

natural beauty’ away from the city,” > is the setting for this love and had also long

characterised the wedding song with its focus on unspoilt nature and beauty. This

871 Sommerstein (2006) 244.

872 See Ch.1, pp.39-42; Ch.2, p.103.

873 Cf. Aesch. PV 559-60.

874 Theoc. 18.54-55, cf. Sappho fr. 126 V: darboro(’) ATAAOG ETA<I>POG EV CTHOECY.
8% Hunter (1993) 13.
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romanticised setting forms the crucible of married erds in the Epithalamium (veoypdmtw
BaAdpw, 3).

It is only through the Idyll’s representation of this kind of love that any appropriate
Ptolemaic connection may be sought. As mentioned above, the marriage of Ptolemy 1l and

Arsinoe 11, modelled on that of Zeus and Hera was represented as an ideal (or idealised)

876

union.”” Arsinoe’s love of her husband forms part of the Ptolemies’ poetic self-projection:

EK BuIOVL OTEPYOLoO. KO.GTYyVNnToV T€ MOV Te (17.130). Such love was also projected

back onto their parents and seems to legitimise the marriage of Ptolemy | and Berenice:

T oLT® Twa povtl ASEWW TOSOV AVdPL YLVALKDY
bocov mep ITtodepaiiog Ny EPLANCEY &KOLTLY.

N Lo AVTEPLAELTO TOAL TAEOV: DOE KE MALCT
Bopohicag CHETEPOLOLY EMLTPETOL OLKOV & TaVTaL,
&otOpYoL d¢ yuvakog £ AAAOTPLW VOO ClLEd,

[§

pnidiol 8¢ yoval, téxkva & ob moteorkdTa Totpl.r”’

The storgé of spouses and lovers is a concern in the corpus,®’® but what is interesting here is

the presentation of the ideal marriage as a husband who £¢piAncey dxortiv and wife who
AvtedpLAeLto TOAL TAEOV. This focus on the emotional subjectivity of both husband and

wife is symptomatic of a reciprocal relationship expressed by most Hellenistic wedding

876 Theoc. 17.31-34, Posid. fr. 114. (esp. 7-8), cf. Ar. Av. 1720-65; on the hieros gamos of Zeus and Hera, Ch.5,
esp. pp.223-35. Hom. 1. 14.153-353, however, demonstrates how tensions may exist even within this model.

¥"" Theoc. 17.38-66.

878 Theoc. 17.23.63; 23.63, death is astorgos in Epig. 16.4.
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songs, though not by Erinna, who follows the model of Sappho’s ‘epithalamial’ songs in
focusing on the relationship between two girls, and their separation by marriage and death.®’
These poems show a concern for the private relationship between husband and wife,
the day-to-day erotic and discursive negotiation of marriage as well as the extreme emotions
of the wedding ceremony.®®® The increasing importance of the private sphere in Hellenistic
life is almost too clichéd an explanation of focus on private relationships, yet it is appropriate
to the wedding song and for articulation through the wedding song, which marks the
establishment of so fundamental a relationship. One thing that should be emphasised is the
privileging of the relationship between husband and wife. Apollonius’ Alcinous decides: ‘if
[Medea was] sharing a husband’s bed he would no longer seek to cut her off from a love

sanctioned in marriage (xovpiding gradtnroc)’ 8

If Medea is still a maiden, she must go home. If not, she must stay with Jason, though
it may mean war. Her natal family retains no control over her reproductive capacity. She
cannot return home to produce children for her father’s oikos now that she is an epikléros,

even if indeed her part in the murder of the previous heir did not preclude this possibility. She

belongs to her husband, as Helen now belongs to Menelaus £vag kol &g & / khg £tog
g€ Eteog (18.14-15).%% In this age where women as well as men were part of the Greek

diaspora, marriage implies finality, a departure from friends and kin which may only be

879 See Ch.1, pp.38-57; compare Theoc. 15.131: Tdv pev Kompig £xel, tov 8 0 podémoyvg” ASwic.
Bion (Epitaph. Adon. 16-17, 64-66, 71-73) portrays Aphrodite and Adonis’ experience of pain as mutual and
interdependent, and likens this passion to their coitus; Apollonius focuses on the kovp1ding drAoTnTOC (Arg.
4.1120) and yAvkepn oOtAOTNTL (1155-69) of Jason and Medea; Zeus the bull must seduce Europa
(xortéeBedye, Mosch. 2.94) into loving him (xboe, 96); and Achilles must use Aoyov to win over Deidameia
in [Bion] 2.26.

880 See Ch7, p.263-64 for this discursive ethic.

81 Ap. Arg. 4.1118-20, trans. Hunter.

82 Medea’s dependence on Jason was also emphasised in Eur. Med. e.g. 255-56: Eyw & EpnUOg GTOALG
oo’ VBpLlopan / Tpog Gvdpde. Pomeroy (1984) 73 notes the possibility of isolation for a Greek woman in
Egypt.
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figurative or symbolic in depictions of Athenian citizen-marriage.®®® As such, the marital
relationship might carry increased emotional significance for women as well as men, as they
became mutually dependent for philia in a manner previously unrepresented. But the majority
of women would not have been as mobile as the early colonists; thus, the emphasis on mutual
conjugal love should not be taken as merely symptomatic of a widespread social
phenomenon.

It is the poetic emphasis on marital love and its use in Ptolemaic self-fashioning
which marks a significant development in the poetry of this period, into which the
representation of mutual love in the wedding song may be drawn. The discourse of the
hymenaios expounded in previous chapters becomes public discourse, advocating a reciprocal
love between husband and wife as the divine and political ideal and thus establishing it as a
model for private emulation. There is a positive valuation of the heterosexual courtship and
seduction of a ‘good” wife such as Berenice or Arsinoe, which uses Hera and Aphrodite as its
mythical paradigms. Where the wife will prove not to be ‘good’, however, poetic ironies are
created, aimed at a knowledgeable, clite reader (i.e., Helen’s separation from — and then
reconciliation with — Menelaus, and the tensions involved in this series of events).
Problematically or not, this poetry represents marriage as an exchange between men and
women, rather than simply the ‘exchange of women’ common in structuralist analyses of
archaic and classical Greek marriage and notable in the formula of engué.®*

The epithalamium in this period appears to stand at a crossroads. It is a dense
intertextual fabric, woven of lyric optimism and eroticism, tragic irony combined with epic

resonances, and even a few comic aspects of characterisation (positive valuation of marriage

883 Cf. Mosch. 2.111-17. Such finality and the implication of movement might not, however, necessarily have
meant freedom for women. Though some Hellenistic women are shown from inscriptional evidence to have
moved through their own agency, most would still have been tied to their male relatives: ‘women habitually
followed their husbands and/or male relatives abroad, and a few individual women migrated alone or at least
without a formal guardian’ (Loman (2004) 201).

8% E.g. Men. Dysc. 842-44; see Introduction, p.22.
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for the community, hieros gamos, and the benefits of marriage to a goddess). The following
chapters will see it diverge along two separate paths: the formalistic, encomial elements will
be developed by the prose orators, as we will see in Chapter 8, using the past to construct a
vision of the epideictic present at the weddings of society’s great and good. Another more
philosophical branch focuses on the personal aspects of marital discourse and the private
significance of the relationship — not an entirely new phenomenon, but one which is
innovative in its context and articulation — as will be discussed with regard to Plutarch in the
next chapter. It becomes the basis of a philosophical construction of marriage in which logos
is the key component of erds. Especially in the philosophical branch, the mutuality
(especially of desire) between husband and wife remains an emphatic feature, as does the
exchange and reciprocity of the sexual relationship. Moreover, the inclusion of this ideal in
philosophy and epideictic keeps married erds in the public sphere in the Imperial period.

The use of the epithalamial ideals in court poetry also means that the female
experience gained in political prominence. The emphasis on, or valorisation of, the bride,
must not be read exclusively in terms of Arsinoe’s role in this court, since it already has long
hymeneal provenance.®> But gender relationships feature prominently in the exploration and
negotiation of the role of women in public and private life, representing an attempt to
articulate the meaning of the marriage relationship in a time when philia itself was
undergoing a fundamental transition. In addition, developments of a literary nature may have
contributed to this picture. As the corpus of Greek literature began to be canonised and
codified at the Library of Alexandria, scholar-poets must have studied the key features of
various literary genres, and it is these key features which emerge in their reworking and
composition of poetry. In the case of the epithalamium (this period sees the first assignment

of Sappho’s wedding songs to a book of their own as well as the cataloguing of Alcman’s)

85 E g. Ch.1, pp.45-46.

259



the central features are a focus on the beautiful bride, the setting of natural beauty for her
courtship and consummation, the establishment of marital erds, and the tension between
positive and negative aspects of marriage, which are also apparent in the mythology used for
it. It is these topoi that the Hellenistic epithalamiasts recreate for their own age, and re-imbue
with meaning (literary and perhaps political), in an attempt to make sense of that age.

Is the portrayal of ‘empowered’ Hellenistic women and idealised marital love more
striking because it contrasts so strongly with the agendas exposed by the poetry of previous
chapters? The transition would have been more gradual, and less startling to a 3" century BC
audience than to us — less of a ‘gap’ that we see in the survival of our sources, and more of a
‘development, a transition in truth.®® Perhaps the change is generic: in Bucolic poetry, which
is less connected with polis ideology than drama is, such representations can exist without
posing a threat or even an antithesis to the polis. There is certainly a danger in identifying this
form of representation as a specifically Ptolemaic development.

The poem itself looks back to a mythical past, a self-fashioning tool in any period, but
in the Hellenistic, with its court-sponsored poets, most of all. It does so to create, negotiate,
and legitimate the identity and discourse of its poetic patrons and subjects. It is not a
straightforward borrowing of mythical exempla, but an intellectually-engaged creative
process, in which ‘meaning is created by the dismantling and reconstruction of great texts of
the past’.%®” Theocritus, and his contemporaries and successors, were using specific models in
specific ways. The Hellenistic epithalamium does not align itself with the classical Athenian
ideal of ‘repressed” womanhood. Tragic and comic resonances exist and provide an ironic foil
for more traditionally ‘epithalamial’ elements, but they do not provide the whole meaning for
these poems. The nuptial literature also looks back to the world of the partheneion and the

Sapphic epithalamium, to the maiden chorus and a positively valued (especially in ritual) role

886 Cf. Dover (1971) Ixx.
87 Hunter (1993) xiii.
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for aristocratic women. Tensions typical of Attic drama exist in this model, as tension existed
during this time over the queen’s role in politics and cult, but on the whole they represent a
predominantly positive scenario. No longer is the highest praise for a women ‘to be least
spoken of”,%® but to elicit praise in her own right, regardless of whether or not, like Helen,

she deserved it — an unavoidable side-effect of the epithalamium’s inclusion in court-poetry.

888 See however Pelling (2000) 190.
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CHAPTER SEVEN

PLUTARCH’S CONIUGALIA PRAECEPTA: THE PHILOSOPHICAL

EPITHALAMIUM?

While the Hellenistic wedding song alluded to earlier models of poetry in its articulation of
marriage, it nonetheless presented a view of marriage based on the mutual erds of husband
and wife.? Such mutuality is not new to the epithalamium;®®° the innovation lies in its
adoption by the public self-representation of the Ptolemies. It becomes part of the
promulgation of civic discourse, and possibly the functioning of private life — very different
from the model of marriage in Classical Athens as a transaction between members of a
homosocial male group. In the late first/early second century AD, Plutarch of Chaeronea
develops this discourse further: mutuality between husband and wife is again emphasised, but
the Athenian ideals of silence and submission for women are also valorised. A peculiar model
of marriage relations emerges, in keeping with both old values and the emergence of new
institutional structures and philosophies under the early Roman Empire.?*! The rites of
transition inherent in the epithalamium are imagined by Plutarch as an ongoing process,

whose telos is spiritual, as well as social, initiation.

Oluol Kol tOv AOYOV OHOV CUVEGATTTOUEVOV DUMY KOl GCUVULUEVOLOVYTA

(138B2-3), Plutarch muses in the opening chapter of his letter to Pollianus and Eurydice,

Coniugalia Praecepta. For the scholar of the Greek wedding song, the syntactical

combination of Adyov and cuvvuevatovvta is intriguing, for it implies an epithalamial

quality to the discourse: this philosophical treatise contains features of the hymenaios. And no

889 Ch.6, pp.255-58.
890 gee Ch.1, pp.73-76.
81 See pp. 272-74.
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ordinary hymenaios, for this wedding song is performed not by choruses of maidens and
youths, but by logos — ‘reason’, or ‘discourse’ itself. Moreover, this discourse joins in the
bridal hymn at the end of the first century AD, when the lyric wedding song made
paradigmatic by Sappho had ceased to be composed.®*> Does Plutarch offer his treatise as a
replacement? What does it mean for a Greek philosopher in the Roman Empire to claim this
genre as a model for his work?

Critics have previously aligned this work with other contemporary (particularly Stoic)
discourses on duty, or those addressing the question ei gaméteon, ‘should one marry?’®*?
Others have looked to classical philosophy, particularly the education of the wife in
Xenophon’s Oeconomicus, for influences.®®* There is no question that, like Musonius,®*
Plutarch implies that marriage is the right course for the philosophical man, or that, as in
Xenophon, he envisions such a man as the moral and intellectual teacher of his wife. In both
form and content, however, Plutarch goes beyond all these examples to create a highly
unusual text. The insertion of an authorial persona and details of his own life blurs the
boundaries between epistolary, Platonist discourse and epithalamial lyric; and Ischomachus’
instruction in household management in the Oeconomicus is ignored in favour of exhortation
to Pollianus to teach, and to Eurydice to learn, philosophy — a philosophy of erds with
eschatological implications.

The existence of hymeneal motifs in Coniugalia Praecepta leads me to examine

Plutarch’s use and philosophical development of these topoi. Should the treatise be seen as a

892 Philodemus (Mus. 4.119.28-31) writes in the first century BC: Td, Toluat Eotiv, oby 1 povoikt, 1o
TNV EPNUEVTY LT aLTOL TTopeyOUEVOL X peElaLY EV TOlg LUevai[ot]g. However, Plutarch suggests the
possibility of a sung hymenaios in Quaestiones Convivales: 654F6, 666A1; suggesting that it was not totally
extinct.

893 E.g. Ps.-Dion. 2.2.3, Arius Didymus 55.2.20, Plut. Mor. 408C4, Epictetus ab Arr. dig. 3.7.19.2, Dio Or.
22.3.4, Ael. Theon. Prog. 120.15, 121.9, 15, 128.4-5, 12, Clement Protr. 11.113.1.2, Paed. 2.10.94.1.1-3,
Hermog. Prog. 11.7, 33, Alex. in Ar. topic. 52.1, Lib. Prog. 13.1, Apth. Prog. 10.41.17, 42.11, Stob. Anth. esp.
67-68, Nic. Prog. 71.20, 72.20, 74.15. The subject was a common topic for progymnasmata. Foucault (1986)
154, Goessler (1999) 109-10.

8% pomeroy (1999) 33-34, Xen. Oec. 7.11.4, Plut. Mor. 138C7 etc.

895 Musonius 14.
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philosophical epithalamium, and if so, is it a forerunner of the philosophising, rhetorical
epithalamios logos of the later Second Sophistic, as taught by Menander Rhetor and pseudo-

Dionysius?

A philosophical hymenaios?

The introduction of Coniugalia Praecepta resembles traditional epithalamial imagery. The
couple are shut up together in the wedding chamber with the blessing of the priestess of
Demeter (cuvelpyvouévole, 138B2),5° a blessing reminiscent of traditional makarismos.
Plutarch’s mention of music, particularly the hippothoron song, inducing the stallion to cover
the mare (138B5), evokes the music of the hymenaios and similar exhortations to the
bridegroom in the wedding song: &eidoig[i]v ¢[tAdOTOTO. KOl VOUL]POG TOKOATIW;
YAUBPOC T(E10)EpxeTAL 100G “Apeutt...Avdpog UEYEA® TOAL LESDWY; 0DTw oM

npifo katESpadeg d Gihe yauPpe; ludete ut lubet, et brevi liberos date.®”’

The first precepts, referring to the first sexual encounters between the bride and

groom, are based on images of fruit and flowers. Solon ordered that the bride eat a quince

(uhrov kvdwriov, 138D3) in order to be sweet of lip and tongue, and Boeotian brides are
crowned with asparagus (dcTopaywvid, D6), a reminder that the fidioTov KapmOV

comes £K TpaxLTATNG AKAVONC (138D7-8). Such metaphors are attested for the loss of

virginity in our earliest extant epithalamia, which may, as in Plutarch, also imply the

8% Cf. Theoc. 15.77: o T vvov..AmokAdEag, 18.5-6: kotekAdEato tav. ELltvor & vedtepog
"Atptog VL.

87 Sappho frr. 30.4-5, 111.5-6 V, Theoc. 18.8; cf. also the kateunastikos speech of Menander Rhetor (405.15-
412.2) dedicated to the same function, Cat. 61. 204-5; cf. Ch.1, p.73-76.
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reluctance of the bride to make this transition.%%®

A deviation from the tone of the wedding
song is noticeable, however, in the development by Plutarch of the motif of the untouchable

fruit into a philosophical truism, ot 3¢ TAC TPWTUG TOV TAPOEVWY SLAPopag Un
vropewovteg 0LV AMOAEITOVCL TV S0 TOV OUOAKA TNV CTAPLATY ETEPOLG
npoienévor (138D10-E2), counselling patience in the face of this resistance.’® A

comparison with the Amatorius, moreover, reveals that the idea of ‘plucking’ or ‘cultivation’
of the fertile female implicit in these agricultural images refers to the fruit of the union not as
children, as supposed by the formula of engué, but as virtue (the karpoi of the Muses that are
to be Eurydice’s reward for her education and philosophy, 146A23-5): while Protogenes, a

pederast, argues that desire for women is not Love, because Love oLk £0€Ael TapapEVELY
obd¢e Bepamevely P dpa 1O T Avmovry kol dkudlov, €1 kapnov fidovg olkeloV
€1¢ drAloy kol dpetny obk Amodidwoty (750E4-6), Daphnaeus, in his vindication of

love for women as the only true form of Love, insists that it is pederasty which is, in fact,
akarpon (752B5)°® and which is an impediment to virtue.

A further philosophical development may be seen in the use of divine figures. The
traditional gods of the wedding night are present in the introduction of Coniugalia Praecepta:
Aphrodite and the Muses, Hermes, Peitho, and the Graces,*®* but their function has also been
adapted to the discursive epithalamium. Rather than ‘acting most likely to win the bride over

to willing compliance and...to escort her to her new life’,** these figures are employed T

TEPL YAUOV KOl OlKOV EUUEAEIOV TpUOCUEVY TopEXEY O AOYOL Kol

8% Sappho frr. 105a, b V, Ar. Pax 1337-40; also Seaford (1986) 50-59 on the use of this motif in Soph. Trach.
141-49 et al; see Introduction, pp.15-22; Ch.2, pp.88-89; Ch.3, pp.128-29; contra Ch.4, p.169.

89 Compare e.g. Men Rhet 407.9-11; Ch.8, pp.299-300.

%0 The comparison of human with plant is developed later in the Amat.: BAacThOEWE bPUTY EYOVTAL
Stapovovcor dpoy Kol KAAAOG QoL COUATOG Kol yuxng (757E7-9).

%1 gee Ch.1, pp.53, 73-74, 75; Ch.2, pp.92-93; contra Ch.4, pp.144, 176.

%02 patterson (1999) 131.
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dpuoviog kal ¢rthocodlog mpoonkov (138C6-7). The importance of logos and
philosophy to a harmonious marriage, and the role of the gods in facilitating these aims,
appears to supersede their prior erotic function in the wedding song, or to contribute

(sunumenaiounta) to it: lval Te1BovTeg SLAMPATTWVTAL TP AAANAWY & BoLAovTL,

un povyépevol unde dpriovetkovvteg (138C10-D1).

Even the erotic language of the song has been employed in the philosophical cause.
The ribaldry and fescennina iocatio which, as we have seen, is characteristic of the wedding
song,”® gives way to exhortations to perseverance in the sexual aspect of marriage, leading to

the Plutarchian ideal of marital symbiosis:

7] T& vOuoN T Un GLuYoVTL UNdE SV EPAVOVTL THY TTPWINY Y UAETOTITO
Kol amdlaw abtng fuepov kol yAvkelaw mopé€el cuupiooty.’™

The (occasionally ithyphallic) sexuality of the epithalamium is replaced by an emphasis on

aidds, which a woman should wear in place of her clothes,® but more importantly, which a

couple should show to one another as a sign of their love: Tobvovtiov yop | cwdpwv
AVTeEVdVETAL TNV O0®, KoL TOU HUAALOTO OLAELY T® MAALCTO o1de100al

GUUBOAW ypwvTal TPdg AAANAOLG (139C7-9). The conception of aidds as ‘shame’ has

%3 gappho frr. 110, 111.5-7 V, Ar. Pax 1340-43, Cat. 61.120; see Ch.5, esp. p.216.

% plut. Mor. 138D8-10.

%5 prof, Pelling pointed out in his comments on this thesis that Plutarch does not really do justice to the
suggestions of the Herodotean statement that ‘a woman takes off her modesty when she takes off her clothes’
(Hdt. 1.8). The implications of aidds in the story of Candaules wife, from which this quotation comes, are
discussed by Cairns (1996) esp. 82: ‘Gyges’ remark both draws attention to the objective fact that an undressed
woman has cast off the signs of her conformity to society's standards of honour and shame, and implies that,
having done so, she no longer observes those standards. But his observation also constitutes a reason for his
horrified rejection of the breach of decorum which he is being asked to commit. Thus he is not concerned only
with the situation, attitude, or behaviour of the woman; on the contrary, the function of his utterance is to
communicate his own respect for standards of honour and shame”’.
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led some commentators to suggest that Plutarch’s attitude to sex was dominated by

“Victorian’ prudery:

‘Prudery, a repugnance for sexual contact, the denial of female sexual pleasure, cold
functional sexual relations inside the bourgeois marriage, complemented for men by
necessary liaisons with mistresses or prostitutes, comical efforts to mask public
sexuality or nudity’ have been claimed to form part of a perception of Victorian life,
and it is clearly a perception with which one finds abundant echoes in the Moralia and

the Lives.>®

This cannot be said to be the case in Coniugalia Praecepta and Amatorius. Aidds must be
understood as ‘modesty’, and occupies the same semantic field as sdphrosuné, the self-
restraint that is the basis of the philosophical marriage. Indeed, the séphron wife is

encouraged UNte GeVYEWY UNTE SLOYEPALVELY TA, TOLAVTA TOVL AVOPOG APy OUEVOL
uNT abtnr kotdpecbat (140C7-8). Mutual love, as we have seen, was part of the public

discourse of the Ptolemies in Hellenistic Egypt.”®” In Plutarch, far from being ‘cold’ and

‘functional’, conjugal relations are thought to form the locus of the highest form of

friendship,’®® and extra-marital relations are a source of pain (ALTEWY KOl CLVTAPATIELY,

144D2) which a husband is wrong (&dtkov, 144D1) to cause his wife. Most significantly,

the sexual love of the married couple, and the pleasure they take in each other’s bodies, are
revealed in Amatorius as reflections of a truer, intelligible beauty and love with roots in

Platonic philosophy:

%% \Walcot (1998) 177, citing Walvin (1988) 120.
%7 Ch.6, p.257.

%8 p|yt. Mor. 751C11-D3: ..oAD HAAAOV €1KOC ECTL TOV YLVALKOY Kol &vdpdy Epwtal Th ¢dioel
XPOUEVOV €1¢ dLAoY d1a X dipLtog EELkEITOOL.
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oY EVTOLLUO0L TEBOULEYT) TO KOAOY €lval Kol TiUov, &y Ur toxn 6glov
Kol cdodpovog "EpwTog 1aTpov Kol cwtnpog, <O¢ Evtavba pev> dd
COUGTOY APLKOUEVOG AYWYOE EML TNV &ANBelay, £E” Adov & €1g "t0
aAnBeiog medlov", oL 10 MOAL Kol KaBapov kol dyevdeg 1dputan
K&ALOG, diomdoachal kol ocvyyevécBoal S ypdvov  mobovvtag
EEovodEpwY KOl  AVOTEUTOV €LUEVTG OOV £V TEAET TOPECTN
nuotoywyos. Evtavba <de> maAy mepunonévay abtn Lev ob ninoidlel

Yuxh ko EqLTHY, AAAG, S10 cwpatoc.”®

The ‘primary elements’ of Coniugalia Praecepta — the marriage of a bride and groom who
are also students of philosophy — allow Plutarch to negotiate the boundaries of genre and
explore the intersections of Plato’s discourse on love with the ideology of the epithalamium,
extending the applications of philosophy in his creation of a treatise relevant to that marriage.

This Platonic discourse is a composite one, as | and others argue elsewhere,*'® and its
intersections with the epithalamium are intriguing. Plutarch takes particular aspects of Plato’s
theories on love — in particular the didactic role of Eros from the Symposium:*! and the
function of the beloved as ‘mirror’ and eschatological implications of the erotic mysteries
from the Phaedrus; and the philosophical search for ‘true’ Beauty, adapted from the Republic

—and applies them not only to a heterosexual, but also to a marital context. That the lovers, or

%9 plyt, Mor. 764F7-765A6, cf. Plat. Symp. 209A1-212A7, Phdr. 248B, 254B.

%1% Badnall ([forthcoming] 2009), Rist (2001) 558, Martin Jr. (1984) 85 (both on Amatorius rather than
Coniugalia Praecepta. I believe the full implication of Plutarch’s epithalamial philosophy may be gained by
reading the two texts together).

! This motif is present not only in Diotima’s speech (both in Socrates’ ‘instruction’ by Diotima and in the
education of the beloved by the lover, 209a1-c2), but also in those of Phaedrus (love teaches those who wish to

KaA®g BldoeosOo, 178¢4-7), and Pausanias (pederasty teaches excellence and wisdom, 184c2-e7).
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rather the bridal couple, are philosophers is understood, and this philosophic tone colours the
epithalamial elements of Plutarch’s discourse. As discussed above, the image of fruit and
flowers is transmuted from its traditional dichotomy of death/fertility to the image of
metaphorical progeny in virtue. The same is true of the other epithalamial topoi used in
Coniugalia Praecepta. Beauty, grace, and the physical act of love all become part of a
programme for living designed to educate and elevate the soul. The traditional kallos of the

912

couple, particularly the bride, exemplified by Sappho (e.g. fr. 112.3-5 V),” is thus rejected

by Plutarch in favour of a model of inner beauty advocated by Socrates:

KoAOV obv kol Ty olkodécomowaw, OtV £V TAlg YEPCLV EXM TO
Ecomtpov, aLTNY &V Eauth TNV UEV a1oyxpdv "ti obv, v un codpwv
vévouoy" ty 8¢ koAny "1l oby, &v kol cddpwv YEVOUOL" TN YA

Loy pa CEUVOV €1 PrAeltort did O ffog <udArov> 7 1O kdAAog.”"

Yet his use of ‘Socrates’ advice’ is itself a rejection of Platonic thought. Where Diotima
argued that the philosopher desires to give birth in the beautiful and that &vdpuoctov &
ECTL TO Aoy POV TovTl T Belw (Symp. 206d1), for Plutarch, he aischra may possess a

truer beauty in her character. He does not simply amalgamate Platonic discourse, but

develops and ‘corrects’ it for his own heterosexual, philosophical project.

%12 5ee Ch.1, pp.45-46.
%13 p|yt. Mor. 141D2-7. The elder philosopher applied this model to young men and virtue, rather than women
and sdphrosuné (141C10-D2), cf. Diog. Laert. 2.33.
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Similarly, charis, used in hymeneal contexts to denote physical beauty and imply
physical gratification,”* becomes another weapon in the wife’s arsenal of inner virtues, and

is also given a paradigm from philosophy:

‘O IAdtwy Tt Zevokpdtel Boputépw 1O NBog dvTL TEAAAL O& KOA®
KXYoBw TopeKEAEVETO BVEWY Tollg XApLoly. ol O1 Kol T Shopovt

UaAloTo. SEW TPOg TOV Avdpa yopltwv, W wg EAleye Mmntpdbdwpoc,

Ndéwg cvvokn kol "un opytlopévn 6TL cwopovel".’”

The mutual charis in the relationship between the spouses is prominent in Coniugalia
Praecepta, and is associated with the idea of homonoia.
Again Plutarch applies a philosophical reading to a traditional concept. Homonoia

was considered in Greek thought to be the chief blessing of a household: ob P&y yop Tov
YE Kpeloccov kol &pelov, / 1| 66’ olodpovEoVTe VONUOCIY OlKov Exmrtov / dvnp
H8& yovn. 2 It implies consensus between husband and wife: like Odysseus and Penelope, a

meeting of like minds. The harmonious functioning of such relationships provides a model
for wider social relationships outside the oikos, a model which we have seen reversed in the
use of the tragic hymenaios. In Coniugalia Praecepta, the requirements of genre — this is a
treatise for a real marriage, not a dramatic subversion — dictate that the tragic breakdown of
sexual and social relations cannot occur. Homonoia must be established if the transition is to
be completed successfully. Nevertheless, Plutarch notes the interrelation of personal and

political homonoia, and the consequences of their failure:

94 LSI s.v. yapilopat, esp. ‘to grant favours’ erotically; see Ch.1, p.75.

°1% plyt. Mor. 141F2-142.2, cf. 142B1-5: a wife should cultivate her relationship with her husband through inner
charis.

*1® Hom. Od. 6.182-4.
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"CUUPBOVAEVEL TEPL Opovolag, 6¢ aLTOV KOl TNV YLVOIKO KAl TNV
Bepdmoivay 131 TpeElg dYTaG OUOVOELY ob TMEMELKEY;" fiv yop EOLKE TG
Epwg 10V Topylov kal {nAotumia TNg yuvalkog mpog TO Bepaimavidio.

€D tolvuy npuoouévor TOV Olkov €lvonl Ol T UEAAOVTL dpuolecBan

TOALY KOl Ayopav kol dihoug "

The result is an idealised ‘rule by consensus’, an (unequal) partnership which, as we will see,
is expressed in both public and private spheres. For Plutarch, to establish homonoia is to
accept one’s place in a hierarchical relationship, whether within or outside of the o0ikos.
Swain suggests a parallel in first century writings between the method of achieving social
harmony and harmonious relations within the home in this vertical field,**® but this parallel
does not take into account homonoia with a hierarchical master which we see articulated in

Coniugalia Praecepta in another musical simile:

" Qomep, Av $pOOYYoL 800 cOUPWVOL ANPOWST, TOL BOPLTEPOY YIYVETOL TO
uerog, obtw mAco TPAELG EV OKi cwdpovodon TPATIETUL UEV LT
AUOOTEPWY OHOVOOLVTWY, EMLdaivel & MY 1oL AVdPOg fyepoviaw kol

npoaipecy.’”

17 plyt. Mor. 144B12-C5, cf. Lyc. 19.3.5-6.
%18 S\wain (1999) 88.
°19 plyt. Mor. 139C10-D2.
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Russell’s remarks on Plutarch’s advice in Praecepta Gerendae Reipublicae are more telling:
his aim ‘could only be concord’,??® which both bride and groom, but specifically Eurydice,
are encouraged to develop (more than half the precepts are addressed to her alone). ‘Peace is
assured by the ruling power, freedom is conceded up to a point, prosperity and population are
gifts of heaven...He counsels against resistance’.”** So too in Coniugalia Praecepta does
Plutarch address the delicate balance of power and freedom between ruler (husband) and

ruled (wife), and counsel the female to accept her subordinate position:

VITOTATTOVCOL UEV YOP EQAVTAG TOLG AVOPACLY ENALVOVVTAL, KPATELY O

BOLAOUEVOL LAALOY TMVY KPOLTOVUEVWY ALY NUOVOLSL. "

The positions of Eurydice and the would-be Greek statesman are thus not exactly comparable
— he operates in a context of homonoia between peers — though some elements, such as
acceptance of the status quo, are mutually applicable. Moreover, in Praecepta Gerendae
Reipublicae, the uncomfortable reality of Roman domination is ever-present in the Greek
political sphere, but no mention is made in Coniugalia Praecepta of Roman influence on the
position of the wife.®”® Under Roman law, all parties must consent to a marriage — a bride’s

resistance might therefore be more problematic than a mere literary trope.”* Marriage

%20 Russell (1973) 8.
%21 1bid, my emphasis.
%2 plut. Mor. 142D10-E1. Yet Pollianus is advised to treat the subject in his care gently, oby ®d¢ deomodTny

KTAULOTOG AL DG Yoy My cduotog (142E2-3), much in the same way as in the political advice: Plutarch
‘is here preaching modesty to the Greek partners of empire, as he preaches humility to the Roman’ (Russell
1973:9).

%23 Foxhall (1999) 144 suggests that those elites who acquired Roman citizenship were more likely to make use
of Roman family law in order to exploit this status and transmit it to their descendents; Native Greeks, while
generally following Greek laws and polis customs, would nonetheless have been ‘aware of Roman fashion,
custom, and to some extent, law’.

%% Digest 23.2.2: Nuptiae consistere non possunt nisi consentiant omnes, id est qui coeunt quorumgque in
potestate sunt, Saller (1993) 83; though this statement is problematic (87): ‘even though in law a daughter’s
consent to a marriage may have been required, her father could in practice be assumed to take the initiative and
bestow her (collocare) on a husband’. Paoli (1990) 108 adds: ‘Digest 23.1.11-12 says a daughter’s consent is
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contracts, prominent since the Hellenistic period, specified the duties and obligations of

925 \Women

husbands as well as wives, and their mutual agreement to enter into marriage.
could own property and initiate divorce.®® In addition, Roman elite matronae might wield
high levels of influence in both the domestic and political spheres.%?’

In a milieu which had existed as the Roman province of Achaia since 27 BC,
Plutarch’s encouragement of Eurydice to adopt the Classical ideal of wifely submission might
seem anachronistic. Adherence to such Classical models is often construed as a reaction of
the subordinate Greeks to that domination.*?® Plutarch looks back to an age when Greece was
at its most glorious and culturally affluent,”®® but may also reflect a reality in which
provincial Greek elites operated outside of Roman cultural norms. Cultural continuity, not
reaction, may therefore explain aspects of Plutarch’s hymeneal discourse. Homonoia in
Coniugalia Praecepta is also, like charis, inward-looking: a like-mindedness which both lays
the foundation for, and acts as a guarantee of, the marital philotés expounded by the lyric
wedding song (e.g. Sappho fr. 30.3-5 V). Plutarch’s ‘concord’, however, extends beyond the
wedding night represented in the verse examples and is conceptualised, as are all the
precepts, as a philosophical way of life for both partners in the marital relationship.”*° We

may also conclude that the other epithalamial motifs discussed above also refer more to the

state of being married than the wedding itself, the traditional occasion and ‘primary element’

necessary for marriage [Sponsalia sicut nuptiae consensu contrahentium fiunt: et ideo sicut nuptiis, ita
sponsalibus filiam familias consentire oportet], but adds that anything short of positive resistance is taken for
consent, and consent can only be refused if the proposed bridegroom is morally unfit [pr. Sed quae patris
voluntati non repugnat, consentire intellegitur. 1. Tunc autem solum dissentiendi a patre licentia filiae
conceditur, si indignum moribus vel turpem sponsum ei pater eligat]. Little girls of twelve [the minimum age for
marriage at Rome] can have had small practical chance to refuse; but it must be remembered that your children
in potestate might not be little boys or girls’. In the case of second marriages, particularly of mature women, a
different balance of consent between paterfamilias and prospective bride may have to be taken into account.

%25 See Ch.6, p.254.

%28 plyt. Mor. 140F4-5: K& 1 y0Ovn TAE10V0. SUUBAAAT TN, 144A6: ATOLELWLY YPAHOLTAL.

%27 prominent examples include Octavia (Plut. Pub. 17.8, Marc. 30.10-11, Cic. 44.1, Ant. 31.1-87.6) and Fulvia
(Ant. 10.3-30.3, Dio Cass. 47.8.4-48.28-3), wives of Antony; and Livia, wife of Augustus (Dio Cass. 48.15.4-
58.2.7). Blomquvist (1997) 88-89 argues that Pompeia Plotina, wife of Trajan and adoptive mother of Hadrian,
overshadows much of Plutarch’s representation of women.

%28 Alcock (1993) 28.

929 gee also Alcock (1993) 195-96.

%0 Homonoia is also mentioned as a long-term goal in later prose epithalamia; see Ch.8, p.317.
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for lyric epithalamia. That the advice given to a newly-married couple should continue
beyond the wedding night is a relatively limited motif in traditional epithalamia, though it is
contained in some Latin examples (usque dum tremulum mouens / cana tempus anilitas /
omnia omnibus annuit, Cat. 61.154-56). Those that do look to the future speak of blessings
for the community or wish for fine children.?*! The theme of advice, though, can be explored
in a treatise advocating marriage as a philosophical way of life. As Menander Rhetor later
states, the appropriate themes for epithalamia are bridal chambers and alcoves,**? not the
correct ratio of male/female domination in a relationship, the potential licentiousness of one’s
groom, or how to befriend one’s mother-in-law (precepts 6, 35-36, 44). While Coniugalia
Praecepta uses images and ideas taken from the hymeneal tradition, its philosophical

texturing as g Ol {nv excludes it from this category; also from the lines of development

that led from the hymenaios to the prose wedding speech:

The first leads from actual wedding songs and rituals to poetical versions of these,
like those in Sappho or in Euripides’ Phaethon. The second begins with the traditional
custom of praising the returned victor or warrior, and leads through Pindaric epinicia
to the rhetorical formulation of rules and methods of praise which was due to the
fifth-century sophists or their fourth-century successors. These two lines first coalesce
in what we may call rhetoricized wedding-poems: Theocritus 18 is a good example.
Rhetorical prescriptions, like those of Menander, depend on both these lines of
development: they draw both on the poems, ‘rhetoricized’ and not, and on the

sophistic encomium tradition.**®

%1 See Ch.4, pp.149-52, 194-95; Ch.5, pp.221-22; Ch.6, pp.251-52; Ch.8, pp.306-7.
%2 Men. Rhet. 399.12-15, 405.16-19; see Ch.8, p.309.
%% Russell & Wilson (1981) xxxiv.
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Coniugalia Praecepta seems quite to belong to neither of these lines of development, though
it contains some features of each. Moreover, though the text claims to be sunumenaiounta,

can such an epistle, given peta (after) Tov mditprov Becuédv (138B1) truly lay claim to a
tradition that was part of the process of this rite, performed &t (at) T@ OdAopw? It is not

an epithalamios; it appears to be created after the event, and refers to the future life of the
couple. Like Sappho’s ‘epithalamial’ poems, it is an ‘epithalamial’ text, one which uses topoi
and language from the wedding song in order to evoke it.*** It stresses a different aspect of
the transition, though: not the separation of girls leading to marriage, but the long-term
integration of man and wife following that ritual. As we saw in Sophocles, this reintegration
IS an ongoing process, dependent on the actions of both partners to establish an oikos and to
sunoikein. Plutarch’s text sets out a method for that sunoikésis.®®*® As such, the post-
transitional lament which sometimes characterises female conceptions of marriage is absent,
and the institution presented in positive terms.%*

In both form and content, Coniugalia Praecepta pushes the boundaries of the
epithalamium, and constitutes a philosophical discourse in which the wedding song is
adapted to promote a philosophy based on er6s. Like the erotikoi logoi discussed by Goldhill,

it functions as a stimulant for erds,®’

while reflecting on and developing the tradition of
erotikoi logoi. Like the playful, sophistic, erotic discourses of Leucippe and Cleitophon, the
reactions of the protagonists to the text are placed under the aegis of their schooling in
sophrosuné.®*® But unlike the protagonists of the novel, the sophrosuné of Pollianus and

Eurydice is not compromised by this text — rather, Coniugalia Praecepta is expected to

develop and strengthen that séphrosuné. It takes ideas from the wedding which will be

%% See Introduction, p.10.

%% gee Introduction, p.30; Ch.3, p.127.
%% See Ch.1, pp.52, 72; Ch.3, p.128-29.
%7 Goldhill (1995) 68.

%38 Goldhill (1995) 73.
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relevant to the marriage as a whole — reciprocal charis, the nature of beauty, the appropriate
conduct of sexual and community relations — and applies them to an art of leading married
life for the sophos (wise) man and his sdphron (self-controlled) wife. It becomes a kind of
epithalamium for those to whom marriage, rather than being a single act, is a continuing part
of the process by which one examines and educates one’s own soul,” reflects upon and
constructs one’s own identity; particularly Greek identity in the Roman Empire, a
construction of paideia and philosophia. Because of the importance of the marriage bond for

the construction of this identity,*°

we find in later Second Sophistic literature a valorisation
of this bond above all others — it is no surprise then, that Plutarch, in a treatise emphasising
the interconnectivity between marriage, education, and philosophy, should turn to the

imagery and philosophy of the poetic genre that celebrates gamos above all else.

In praise of married eros

The philosophical valorisation of marriage in the first century, then, owes much to the
ideology of the epithalamium. The conjugal love expounded in Coniugalia Praecepta, further
defined and praised in Amatorius, draws particularly heavily on the structure and content of
the encomiastic tradition which constitutes Russell and Wilson’s second ‘line of
development’. Here Eros (interchangeable with Gamos in the later orations) is personified, is
praised for his birth or generation, beauty and accomplishments/virtues in a similar way to

the encomium of Helen in Theocritus 18 (which in turn is indebted to the philosophical praise

%9 Foucault (1986) 50-53.

%0 See esp. Swain (1999) 89-90: ‘Investment in the past had become a very personal matter and individual
descent from named figures from the glorious past functioned as an important part of a general civic classicism.
The perpetuation of this identity depended on reproduction, and it is not unreasonable to suggest that greater
attention to the marriage relation and the marriage’s role as a site for self-reflection should be connected with
the preservation of the male elite at a time when self-consciousness of their own worth had reached new
heights’.
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941

of Eros given by Agathon in Plato’s Symposium).”™ A comparison of these treatises may help

us understand the relationship between Coniugalia Praecepta, Amatorius, the Platonic
dialogue, and the wedding song.

The debt to Agathon’s encomium is significant. While Plutarch utilises many of the
discourses on love from the Symposium,®* his own encomium of love is indebted not to
Socrates’ repetition of Diotima, but to the speech of Agathon which that repetition corrects.

Plutarch does make use of the ascent of the soul from Diotima’s teachings (Symp. 211b6-8),
but his praise of love in Amatorius seems as though it returns to the kaAOV Kol
movtodanov Adyov (198b3) rejected by Socrates. Like Agathon (198el-2), Plutarch

appears to attribute the greatest and most beautiful characteristics to his subject.
When the subject of the encomium has been defined, it is first praised for its noble

birth: Helen is called Zawbg Buyditnp,’ but Plutarch, alluding to Agathon’s encomium,

praises the marriage god rather than the married couple. The divine origins of the god and his

connection with nature are stressed in both Plato and Plutarch: Eros 0€0c¢...£¢v, and his

divinity is insisted upon.*** This divine love is the foundation for the most ‘natural’ kind of

marriage in Coniugalia Praecepta:

oxedov obv kol YAUOG O UEV TV EPOVTWY MVWUEVOG KOl GCUUOLNG

EOTLY...00¢ CLVOLKELY AV Tig AAAHAOLE 0L cLUBLOVY VoUicELe.”™

! Russell & Wilson (1981) xiv.

%42 See p.273.

%3 Theoc. 18.19, cf. also Men. Rhet. 402.21-403.25.

%4 Plyut. Mor. 756-763, cf. Plat. Symp. 197B7, Men. Rhet. 401.2-4, also Ps.-Dion. 2.2.8-15.
%% plyt, Mor. 142E10-14.
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In addition to birth, the subject’s physical appearance receives encomium. Such praise is
traditional of the epithalamium (e.g. Sappho fr. 112.3-5 V), and is also given to Eros in Plato.
His youth and beauty are emphasised: Agathon argues against Hesiod’s assertion of Love’s

primordiality and calls him kdAALGTOV bVTOL KOl GPLOTOV..IPMTOV UEV VEDTOUTOC
Be®v.”*® The god is described in a manner appropriate to the epithalamial couple: delicate,

slender, and blushing or soft-skinned.**’ The systematic encomium of beauty is repeated by
Theocritus: his maidens describe their friend as incomparable (18.20), wonder at the children
of such a mother (21), and praise her with comparisons (26-31).%® Interestingly, Plutarch
deviates from this system: neither the bride, nor Love, receive any physical ekphrasis.
Instead, much like the ideal beauty of the young wife, the beauty sought by Plutarch’s Eros is

inward-looking:

EKEL YOp AVAKAATOL TPOG TO O€lov KOl vontov KAAOV: OpotoL 08
CHOUOTOG EVTUX MOV KAALEL KO XPDOUEVOG OOV OPYAV® TIWL TNG UVNHUNG
domdletol Kal AYOmd, Kol CUV®Y Kol YEYNOWS ETL LAAAOV EKOAEYETAL

v didvorow-*

Love is the mirror held by the housewife in Coniugalia Praecepta, whose reflection directs
contemplation to higher realities than physical form (v katéMTPOLS €100WA0V ADTOV,

Amat. 765F10): to the true form of Beauty itself, that of the soul, the éthos for which the wife

should wish to be loved, which is reflected here in the philosophical contemplation of the

%48 plat. Symp. 195A7-B1, contra Hes. Th. 116-22; cf. Men. Rhet. 401.1-3 (Gamos and Eros as primordial gods);
404.31-405.2 (Gamos as ever-youthful, vEog Eotiv &elBaATC).

7 Plat. Symp. 195D1, 196A2, 5 (also Men. Rhet. 404.32), cf. Sappho fr. 115 V; Symp. 196A7 (also Men. Rhet.
404.32-405.1), cf. Sappho fr. 105a.1 V.

%48 See Ch.6, pp.244-45.

%9 Plut. Mor. 766A7-11.
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husband. This concept of ‘lover-as-mirror’ is a Platonic construction, which, as in Plutarch,
arises from the continued society and intercourse of lover and beloved (domep e Ev
KXTOTTPW EV T EPDOVTL EAVTOV Op®V AEANBEY, Phdr. 255D6-7).

Though the analogies with Agathon’s speech need not necessarily imply either marital

or pederastic love, the ‘mirror’ image and references to the Phaedrus should warn of a

possible homoerotic bias. In Plutarch’s Alcibiades Socrates becomes a kind of reverse-mirror

for Alcibiades: an €10wAov Epwtog (4.4) of whom the protagonist’s love is matched only

by his despite of himself. This in turn calls to mind Alcibiades’ erotic antagonism towards his
mentor at the end of the Symposium, and his frustration at Socrates’ lack of reciprocation of

his physical advances (215-22). Indeed, though in Amatorius Plutarch advocates married

love, the beginning of the soul’s ascent is still presented in terms of pederasty: €V 1€
OXNUACL KOl Y¥pwUACL Kol €10ect vEwY dp oTIAPOVTO SE1KVULCL KOl KLIVEL
Y WHUnY &Ttpéuoa 1o To0Twy dvadleyouévny 10 TpmTov (765B3-5). Even so, it

is this love, which looks inward to a true reflection of the marital partner in one’s own soul,

that Pollianus and Eurydice are encouraged to develop:

ohtw 1oV Amd ocwuaTtog Kol dpog OELY EpwTo TV  VEOYAUWY
dvopreyouevor Sl U1 dtopkt unde BERatov voptlely, dv un TepL 1o

fiBog 10pubeig KAl ToL HpovoLYTOG AWAUEVOG ELLy LYoV AABN didbeoty.”™

Those who love in this way, and live a life of philosophy, find that their soul grows wings

and can progress upwards towards the divine.®" This contemplation of true or divine Beauty,

90 pJyt. Mor. 138F3-7.
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aided by Eros, seems to align the couple more with the philosopher seeking the Form of
Good in Plato’s Republic than with the bride and groom of the marriage hymn,®? yet the
virtues of this god are more in keeping with both the encomiastic and epithalamial traditions.
While the mortal partners (even Helen) may be praised for mundane accomplishments —
crafts, music, and education®? — the gods of love and marriage are given a universal sphere of
influence, which directly benefits these mortals. Like Plato’s philosopher-kings (Rep.
6.504A5-6), they are just and courageous, moderate and wise, and bestow the blessings of
these virtues upon mankind. Plato and Plutarch acknowledge the inspiration of the god in

similar ways:

ot O 0edg codog obhtwg dote kol AAAOV TONCAL TG YOUV

TONTNG Ylyvetat, "kd&v duovoog fi 1o mpiv", ob dv " Epwg dynto.”

The god’s primary sphere of erotic love, however, while acknowledged, and indeed highly
praised, in the philosophical texts, is given the more elevated function of leading men to the

good and bringing harmony.***

%1 plat. Phdr. 256B4-7. Here Plutarch again combines a hymeneal motif with Platonism in search of a
philosophy of marriage, for the mirror is a traditional part of the bride’s numphokomos. Like the hymenaios, the
image is often used in tragedy to signify transgression, particularly of gender roles or the marriage bond, or to
presage disaster: Aesch. Ag. 839; Eur. Hipp. 429, Med. 1161, El. 1071. This mirror, however, is employed
positively, and its association with female kosmos is explicitly rejected in Con. Praec. in favour of an insistence
that the wife provide a true reflection of her husband: 139E8-F1. This exhortation to Eurydice to subsume her
own feelings in order to accurately mirror the moods of her groom has led some scholars to identify an anxiety
in this motif — there is always the danger that the wife may not prove an accurate mirror, thus undermining his
prohairesis and hégemonia (Wohl 1997:177). Even the Platonic mirror, by implication, contains the potential
for the distortion or subversion of accuracy, for its concave surface makes images appear as their opposites: Plat.
Tim. 46A4-C7, cf. Cole (2000) 121-22. However, if we read Con. Praec. in conjunction with the Amatorius,
which develops the philosophy of Eros contained in the wedding precepts, it appears that both partners may
mirror one another, not reflecting to the outside world an image of personal askésis and philosophical teaching,
but refracting (anaklatai, Amat. 766A8) each other’s gaze towards divine and intelligible Beauty itself.

%21 jke the Beauty sought by Plutarch’s lover, the Good is the reality underlying mundane objects and concepts,
cf. Plat. Rep. 6.508E.

%3 Cf, Ch.6, p.243; Ch.8, p.304.

%% plat. Symp. 196E1-3, cf. Plut. Mor. 762B7-10.

%5 plat. Symp. 197D5-E3.
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Plutarch also acknowledges the elevated character of this Eros, which once again
brings the lover to the contemplation of true Beauty.*® This is achieved by fusing a number
of Platonic intertexts with epithalamial tradition in a variety of ways, to create a different and
innovative text. In both Coniugalia Praecepta and Amatorius, Eros is the instrument of the
elevation of one’s being to a higher level of existence — a motif taken from the Phaedrus and
developed for a new, epithalamial context. The ascent of the philosophical soul through the
contemplation and pursuit of true (inner) beauty and enlightenment, in addition, draws in

ideas from the Republic,*’

though again, their application to a context of marital love gives
new depth to the newlyweds’ relationship.

The transition effected by marriage here is presented as a spiritual as well as social
initiation — indeed, an eschatological one, for it encompasses the afterlife. Plutarch is often
thought to have ‘regarded marriage as a sacred institution’,”® but this perception of Eros goes
further, to create a ‘spiritualisation of marriage that can be seen throughout the Advice to the
959

Bride and Groom...something new...not found in this form in any author before Plutarch’.

If, therefore, the marital bond is to be the locus of spirituality and philosophy, the source of

the love which initiates one into 10 &An6eiog mediov, it is imperative that one who would

pursue philosophy should marry in order to undergo this initiation.*®® As such, it cannot truly

be argued, as does Walcot, that Plutarch’s attitude to sex is:

Something essentially ‘dirty’, forced upon man by a combination of biological

necessity and an inability to resist feminine wiles, and something, therefore, to be

%6 See pp.268-69.

%7 Cf. pp. 261, 272, 277.

%8 Blomquist (1997) 87.

%9 Goessler (1999) 110.

%09 | this Plutarch again seems to contest Plato, who never married (Ademantus o0 madiov is mentioned in
Diog. Laert. 3.41, but this may be a nephew rather than Plato’s son).
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experienced rather than enjoyed, not spontaneously but at a set and regular time, in

total privacy and without excessive passion.”**

While Eros is indeed presented as an undeniable force of nature as well as a god (757C10-
14), ‘feminine wiles’ in Coniugalia Praecepta are directed towards the internal charis which
facilitates the marriage relationship (141B11-C3), making sex an act of mutual and

philosophical pleasure as well as the renewal of that relationship (&voveovcBol OV
yduov, 769B1-2). Time, place, and attitude all contribute, not to a polarisation of ‘clean’ or

‘unclean’ relations, but of ‘sacred’ and ‘profane’, of which the conjugal relation is held to be
the most sacred, therefore to be approached with the utmost reverence (144B1-9). No longer
are ‘platonic’ homoerotic relations perceived as the holiest bond — Plutarch maintains a

dialogue with Plato in Coniugalia Praecepta and Amatorius which argues that marriage is

lepwtépa. (750C2), and indeed, that this sacred bond is achieved through physical

consummation between husband and wife (144B1, 769A1-2).

The motif of sexual teaching in the Symposium has also been reconfigured for a
nuptial usage:*®* The thalamos is envisioned as a didaskaleion; a classroom, not simply of
eutaxia or akolasia (145A1-2), but of philosophy, the teaching which will allow the wife, as
well as the husband, to apprehend the intelligible Forms. Russell remarks on the high moral
value attached to sex in marriage and its relation to ‘the common sentiments that we find in

> 963

the unphilosophical morality of Greece from the time of Menander onwards’,” and Swain

offers a more civic explanation, that the moralisation of sexual conduct was related to the

%! \Walcot (1998) 166.
%2 See p.261.
%3 Russell (1973) 91
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investment in civic life made by contemporary elites,®®* but it must also be noted in this text
that one’s relations with the lover — the mirror — are the locus of philosophy itself.

If the other is to be the mirror of the self, which directs the gaze towards the
contemplation of truth, it is imperative that this other (in Coniugalia Praecepta, the wife) be
able to act as such a mirror: that she provides an accurate reflection of one’s self-definition,
identity, and education. Thus Eurydice is encouraged to mirror her husband — in her thoughts
and feelings, tastes and friends — to identify and meld with him as far as possible, creating an
inner koindnia that goes far beyond the common management of household and children.
While she is encouraged to have no feelings of her own, but to mirror his, Plutarch does
acknowledge the need for mutual eunoia, and Pollianus, for his part, is advised to respect his
wife’s feelings and share his education with her (140A3-5, E1-2): the mutual and reciprocal
creation of sympatheia by which they may both practise a philosophical marriage and thus

win for themselves a kind of immortality.

Hymeneal philosophy?

The epithalamic themes and the emphasis on married Eros, developed in the encomium of the
god in Amatorius, are both traditional and continue to be used in the rhetorical wedding
speech. But Plutarch’s vision of the philosophical marriage leading to contemplation of the
divine, the purpose to which he puts these traditions, is unique. Purpose, content, and form all

lift Coniugalia Praecepta from the hymeneal continuum.

%4 Swain (1999) 89-90, on Galen De praen. ad. Post. 14.624.8-10: £V f] Tdvteg tlopey AAANAOVG EK
TWOV Te YEYOVOUEY OMWG TE TOLOEWG EXOUEV KAl KTNOEWG Kol TPOMOL Kol PBlov: ‘The
perpetuation of identity depended on reproduction, and it is not unreasonable to suggest that greater attention to
the marriage relation and the marriage’s role as a site of self-reflection should be connected with the
preservation of the male elite at a time when self-consciousness of their own worth had reached new heights’.
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The lyric wedding song is part of the rites that are both instrument and guarantor of
the transition of the parthenos to womanhood, to an adult role as a productive member of the
household and of society. Plutarch, in applying his ‘hymeneal philosophy’ outside a
specifically ‘epithalamial’ context, goes beyond the form and function of this tradition. He
uses the epithalamium to create a philosophy with relevance beyond its immediate context
which forms a lesson for life. Coniugalia Praecepta interacts with the hymenaios only to
transcend the genre. The Sapphic motif of the ‘roses of Pieria’ in the epilogue provides the
key to understanding this. For the epithalamium is made paradigmatic by Sappho and indeed
forms a crucial part of her corpus of ‘immortal daughters’.”®® Plutarch, however, holds up the
example of Sappho — though not an epithalamium — to Eurydice only to offer her a different

(and to his mind at least, even better) form of immortality:

€L yop N Zomdw O1d TNV EV TOlC WEAECL KOAALYpPAOLOY EPPOVEL
TNALKOVTOV HMOTE YPAWal TPOG TIVA, TAOLGIOY

"kotBdvolca 08 KeIGENL, OLOE TIG LVALOCVVO, CEOEY

gcetal ob yop medeyelg podwv

Tov gk ITieplog",
g oLyl ool LAAAOY EEECTOL LEYOL GPOVELY EO’ EQLLTY KOl AQUTpdY, AV
Un Tv podwY AAAG KOl TOV KOPTOV UETEXNC, DV ol MovoaL dEPOLCL

Kol yopilovtan tolg motdeilar Kol driocodior Bovpdlovoiy;”®

%5 AP 7.407, cf. Williamson (1995) 13.
%6 pIyt. Mor. 145F3-146A9. This is a different usage of the “fruit” and “flower’ topos than the loss of virginity
(Introduction, pp.15-22).
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The ‘flowers of the Muses’ are the immortal fame of poetry, but their ‘fruits’ which, as
argued above, are constituted by areté (cf. Amat. 750E4-6, 752B5) and cultivated by Eros,
offer a superior form of immortality to those who admire education and philosophy: the
immortality of the soul.”®” Plutarch’s Muse is not merely a Muse of song but one of paideia
and philosophia, and, as such, may join with a philosophical Aphrodite to ‘ensure the
tunefulness of marriage and home through discourse (logos), harmony and philosophy’
(138C6-8).7® Melos (song) is superseded by logos; Sappho’s Lesbian Kreis gives way to
Plutarch’s household at Chaeronea as a locus for the education and socialisation of those for
whom the text is intended.

It is tempting to read the elevation of the fruits of the Muses over the roses of Pieria as
a Platonic assertion of the higher truth of philosophy over poetry, in keeping with the
emphasis on education and the search for true Forms which relates to the Republic.”® If
Plutarch were advocating Plato’s utopian rejection of poetry as a mimetic and dangerous art
form, we would expect this attitude to be apparent throughout his work, and indeed, there is
an anxiety as to the value of ‘truth’ in poetry contained in his references to lyric:.970 There is,
however, self-consciousness in this positioning, as there is in Plato’s simultaneous rejection
and utilisation of poetic and rhetorical techniques.?”* Perhaps because of his self-fashioning
as an educator of Greeks, Plutarch appears more reconciled to the use of poetry as an

educative and cultural tool. Other references to poetry in the corpus hold the lyric poets in

high esteem — particularly Sappho, as the prime exponent of all things related to er6s: in

%7 The traditional “fruit’ of marriage is, as pointed out to me recently by Prof. Pelling, children, and a similar
transposition to ‘spiritual’ offspring takes place in Diotima’s speech in Plat. Symp. 212a. Plutarch uses a
traditional agricultural image for procreation (143B1-3) but develops this motif further in the concept of ‘fruit of
virtue’, particularly in Amatorius.

%8 Transl. Pomeroy (1999).

%9 plat. Rep. 603A7-B2. The study of mathematics is praised for the opposite effect (525D4-8). Mathematics
directs the philosopher towards the study of dialectic, by which he may apprehend the intelligible Forms.
Similarly, Plutarch suggests that educating Eurydice in this manner will direct her away from typically
(potentially subversive) female concerns, such as witchcraft and dancing (Plut. Mor. 145C3-5).

10 E g. Plut. Mor. esp. 16A7-B1 (Quomodo adolescens poetas audire debeat).

' Murray (1996) 12-14: “But although the dialogues are poetic they are not poetry, and it is poetry which is
[Plato’s] real target’.
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Amatorius, Daphnaeus is encouraged to recite fr. 31, which is itself an ‘epithalamial’ song
(763A1-6).%"
Clues to his use of love poetry, particularly the epithalamium, are given in the

opening lines (Abyov..cuvvuevoitovvta) the answer lies in the conclusion: mortdeiow
Kol drAocodiav (146A8-9). This is not a discourse about the hymenaios, but a discourse

about discourse (logos), education, and philosophy, and their importance within marriage.
And here the idea of a ‘locus of socialisation” becomes important, because wedding songs,
with their ideals of beauty, charis, persuasion, and love, possessed a similar socialising
function for young women as paideia, with its aim of justice, courage, temperance, and
wisdom, did for young men: both referred to and anticipated the adult roles of each gender. A
bride’s education and socialisation, as we saw in Chapter 1, would normally take place under
the direction of other women and was completed by her initiation by her husband into

marriage and adulthood,””

and music — the hymenaios in particular — would form a crucial
part of this process.

In the first century AD, the idealised period of transition represented by Sappho might
no longer have been the current model: ‘the practicalities of Roman government entailed
significant adjustments to the ways in which marriage and the family had traditionally been
formulated as political entities’.””* At the same time, the preservation of Greek identity and

heritage took on even greater importance for the Greeks living under Rome, for which

preservation of paideia became an essential aspect, even an ideal. And in Plutarch, whose

%72 See Ch.1, pp.42-46.

8 See Ch.1, esp. pp.67-68. Stafford (1999) 167 interprets a scene from an Eretria Painter epinetron as a
‘traditional premarriage instruction session’, wherein the bride-to-be is Harmony, attended by Aphrodite and
Peitho, Kore and Hebe: °...the bride being decked out with sexual knowledge as well as with such trappings as
jewelry and perfume’. The bride of Xenophon’s Oeconomicus is presented as knowing as little as possible
before her marriage, but the essential skills of textile production, literacy and sdphrosuné are present
nonetheless (7.6, 14).

7% Foxhall (1999) 139.
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‘aim was to convey the essence of Hellenic paideia to his pupils, to his powerful
contemporaries, and to posterity’,*’® these two variables meet and must be resolved.

Eurydice has been Plutarch’s pupil as much as Pollianus: 010 GTOUOTOC AEL TOG
dwvag Exew Exewag @V kal mopbévog oboo mop’ MUY dveldpupoveg (145E3-
4), and Plutarch enjoyed an intellectual friendship with Clea, her mother (or perhaps

daughter),’’®

indicating that the women of this circle had a freedom of movement and access
to education far beyond that of their archaic and classical Greek contemporaries. With the
increasing public role of women in this period, their education comes out of the gunaikonitis
and into the public eye, and thus forms a suitable topic for a publishable treatise. Plutarch, if

he is to provide a locus of socialisation for both sexes, must attempt to provide an education

relevant to both. This explains the use of cuvvuevalovyta in the introduction: for while

this is a text replete in traditional paideia, it also adopts the socialising and educative
functions of the hymenaios to induct Eurydice into her adult role.

Recent scholarship has commented upon the difficulty in reconciling the two different
models of gender relations apparently present in Plutarch:*”” on the one hand, he speaks
happily of women’s education, and recommends his wife’s treatise On Adornment for
Eurydice’s reading (145A6-8), but on the other, he advocates a classicising ideal of female
submission, silence, and seclusion.””® The jocular approval of Ismenodora in Amatorius thus
seems almost counter-intuitive,®”® and we wonder what to make of the presence of Eurydice
in Plutarch’s schoolroom. And yet, in this social context, the classicising ideal can hardly be
said to correspond to the reality. Respectable women were seen in appropriate public

situations. Timoxena acts as hostess in Plutarch’s absence, and attends temples, sacrifices,

7% Russell (1973) 17.

%76 See Pomeroy (1999) 34 & 42.

" Eoxhall (ed. Pomeroy 1999) 150.

%78 Cf. also Blomquist (1997) 87.

%79 Walcot (1998) 184. On randy widows and older women, see Hom. Od. 15.20-23, Ar. Eccl. 877-1079, Pelling
(2000) 244.

287



and the theatre, where her manners are the wonder of all who behold her, a source of great
pride to the philosopher (690C8-D7). It is assumed that Eurydice will accompany her new
husband outside the house, though remain at home when he is away (139C3-5). Wives and
daughters are also found in contexts traditionally pertaining to aristocratic education, such as
in Septem Sapientium Convivium, in which the focus on wisdom and love serves to justify the
presence of Cleobulina and Melissa.*®°

All of these women, however, conform (or are expected to conform) to norms of
female behaviour, suggesting that their public visibility may be less untraditional than many
critics think. All are sdphron women, and if they are highly educated, that education is not in
itself untraditional: that a husband should instruct his wife is a principle at least as old as

Hesiod. %!

Women, too, had been trained in philosophy since the schools of the Pythagoreans,
but Plutarch’s resolution of these variables seems somehow different. | suggest that the
cultivation of philosophy within the affective relation of husband and wife, evident in the
insertion of his persona at the end of Coniugalia Praecepta, is the cause of this difference. As
he teaches Timoxena in Consolatio ad Uxorem, the soul is immortal, and the love shared
between philosophers gives it wings with which to ascend towards immortality (611D11-E1).
By teaching philosophy to his wife, the husband can provide her with this immortality. Thus,

Pollianus is encouraged to continue his wife’s development within the context of their home

and marriage:

TN YOVOLKL TOVTOYO00EY TO XPNOIUOV CUVEY®Y MOTEP ol LEALTTAL KAl
dEpwY abtog EV ceaut® UETAdId0L KAl TPocdladEyov, olhovg obth

TOLOY KAl cuvvhfelg Twv Adywvy Tovg APLoTOVE. TP UEV Ydp "Ecol”

%0 Mossman (1997) 125-26.
%! Hes. Op. 699. Lysistrata (Ar. Lys. 1124-27) claims to have learnt wisdom from her father and his friends. Cf.
Pomeroy (1994) 268 on Xen. Oec.
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abtn "kol moHTa pftne hoe kaotyvntog' oby fttov 8¢ ceUVOV

AKOLCOL YOLUETNG AeyoLomng "dvep, ‘dtap o Lol ESol’ KaBNyNnng Kol

drhéocodog Kol O1dACKAAOG TOV KAAAICT®V KAl Belotdtewy" ™™

This expression of the wife’s dependence on the husband is modelled on Andromache’s
dialogue with Hector at Iliad 6.429, a scene that has been associated with a Sapphic wedding
song.” If the bedroom is to be a classroom for these lessons for life, then Coniugalia

Praecepta, with its didactic function, is more epithalamial than it first appears.

Genre-bending

Plutarch’s rhetorical and grammatical training became ‘a powerful instrument of social and
moral education’,”®* and this education explains Plutarch’s use of the epithalamium in
Coniugalia Praecepta His own paideia, the core of his Greek identity, is put to use
establishing the identity of the married couple; presiding, like Eros, over their initiation into
adult life and life together, and their pursuit of philosophy leading to immortality. The text
adopts features of the wedding hymn to make it relevant to the occasion of the marriage of
two friends, a bride and groom only recently shut up in their wedding chamber (regardless of
who might have read the text after its publication), and to a wider audience.

Coniugalia Praecepta also adopts the socialising function of the hymenaios. For

Plutarch to claim this genre as a model for philosophy enables a meaningful transition to be

%2 plyt. Mor. 145B5-C2. The bee is a traditional image for female industry: Xen Oec. 7.32, Semonides fr. 7.83-
9 West — the queen bee remains in the hive and oversees the labour of the worker bees. Here Pollianus is
represented as a bee, suggesting that the seclusion associated with the image is developed in a different direction
by Plutarch.

%3 pomeroy (1999) 5, cf. Schrenk (1994) 145.

%% Russell (1973) 43.
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made by both partners to an adult relationship predicated on philosophical inquiry. While
hierarchical, it posits a parity of experience between male and female erds — an aspect of the
epithalamium which first became part of public discourse in the Hellenistic period, and
continues under the Roman Empire. The insertion of an authorial persona is self-reflexive,
directing the viewer’s gaze from the text to Plutarch’s philosophy of erds, exemplified by his
own life and the lifestyle he recommends for his friends and readers. It is thus a statement of
his ability to educate both sexes in a social, personal, and sexual bond which will both create
and perpetuate a Greek identity through the ‘fruits that the Muses bring’: the virtue and

divine truth attained by the philosophical marriage.
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CHAPTER EIGHT

HOW TO COMPOSE AN EPITHALAMIUM: MENANDER RHETOR

“The third general topic is that of the bridal pair (T@V vopdLlwy). This is most elegantly
(xaprectatog) handled if it proceeds by complex counter-examination (CUULTAOKTV
AVTEEETACTIKOG)...

(Menander Rhetor 403.26-28)

‘It was love at first sight, nice and simple. She was nice, and he...’

(Best Man speech, 2005)

Menander Rhetor’s Peri Epithalamiou and Peri Kateunastikou make an appropriate finale for
this thesis. No Second Sophistic epithalamia survive, but in these prescriptions we see a
reconfiguration of the tradition: looking back to the past to prescribe a method for the future.
Menander’s project is, as the quotations above demonstrate, highly successful: the speeches
made by the Best Man and father of the bride at weddings today hark back (with a few
adjustments to accommodate modern humour) to his programme of structured encomia.

The choruses of youths and maidens who performed our lyric wedding songs have

vanished: %

commemoration and celebration of this rite of passage falls instead to the male
sophist or rhetor. Communality of performance is no longer a feature, but the speaker still
must convey the desirability of reproducing the community through marriage. And while the

rhetor draws upon elements of the lyric wedding song in order to situate his work firmly

%3 See Introduction, pp.11-14.
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within the Greek literary tradition, the everyday philosophy and Platonic er6s of Plutarch is
influential. As in Plutarch, marriage is presented as an initiation for both partners, which has
fundamental implications for the representation of the transition in these sophistic texts.®

Heath has recently demonstrated that Menander wrote within a continuous, if not

thriving, tradition of rhetorical handbooks,’

and that, far from being fanciful schoolbook
exercises with little or no relevance to life, these treatises, like the poetic genres from which
they were crystallised, arose from a real-life need.’® The primary element ‘wedding’ is
distanced from the prescriptive text, but provides important occasions for the application of
those prescriptions. Rhetoric became a vehicle for preserving Greek cultural heritage and the
transmission of values shared by the audience (as did the hymenaios), at a time when that
culture, already balanced between Greek identity and Roman domination, came increasingly

under threat from social instability,

and its values were perceived as questioned and
challenged by Christianity.*®® Not only does the epithalamial genre adapt and survive to the
end of the Second Sophistic and into the Byzantine, Renaissance, and Modern eras,*** but the
very concept of genre also becomes integral to the preservation of the values it transmits. The
strict definition of the occasions for public speech can be seen as a reflection of Greek

identity, of man’s place in the social structures of which he is a part. It is a formulation of

practice,** for life as well as the art that imitates it.

%6 See Ch.7, esp. p.282.

%7 Heath (2004) 52-53.

%8 Also Whitmarsh (2005) 56.

%9 The ‘third century crisis’ of 235 to 285 AD, in which ‘a new problem arose [the combination of Persian
pressure to the east and Germanic invasion to the north] which exacerbated old weaknesses in the imperial
system’ (that the empire was militarily unready to face powerful adversaries, faced ongoing fiscal difficulties,
and was governed by an unstable succession of emperors until Diocletian), Drinkwater (2005) esp. 58-59.

%0 It is uncertain as to how far Christianity actually threatened traditional Greco-Roman values; cf. Clarke
(2005) 589-671. It appears that the challenge Christianity was perceived to pose to traditional structures and
institutions was manifested mainly in their refusal to sacrifice, thus undermining public religion and divine
favour.

%% Wilson (1948) 37, Cameron (1965) 479-80, Viljamaa (1968) 125-31, with review by Musurillo (1969) 326-
27, Tufte (1970), D’Elia (2002).

%92 Russell & Wilson (1981) xi.
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The treatises on wedding speeches are such a departure from our poetic examples that
the best way to make sense of them is to return to the most basic questions of this
dissertation:**® how is the epithalamium being developed by Menander (and Pseudo-
Dionysius) in these prescriptions, and why? With what sort of model for gender relations
does this text provide us? And how does this inform our knowledge of the cultural context of

this work?

The Sophist’s Seduction

The most striking and obvious development in the Second Sophistic epithalamium is its
generic form. A rhetorical element had been present in elite nuptial literature at least since the
Hellenistic period (the encomia of the Epithalamium for Helen),*** but Menander Rhetor and
Pseudo-Dionysius suppose a prose, rather than verse, form, extant in the later works of
Himerius (fourth century) and Choricius (late fifth/early sixth century). This adaptation to
prose, specifically to oratory, is not unique to the epithalamial genre, but rather part of a more
general trend which sees many of the functions of poetry being taken over by prose from the
fourth century BC;**® the spread of literacy (at least among upper-class Greeks) perhaps
contributing to the composition and dissemination of many great rhetorical works of this
period. Alongside the judicial and deliberative works of the Classical period, epideictic
flourished as a means of display and commemoration of power and culture by and for those

with access to the education that gave rise to these orations — the epitaphios in Thucydides

can be seen as one example of the triumph of logos over melos: kol 0LOEV Tpocdebevor

olte Ounpov Enavétov obte boTig EMect pev 10 abTika TEPYEL, TV & Epywv

%93 See Introduction, p.35.

%% Russell & Wilson (1981) xxxiii; see Ch.6, p251; Ch.7, pp.277-78.

% Russell (1979) 111, Russell & Wilson (1981) xiii, Kennedy (1994) 225: ‘by the first century poetry was in
decline and its social functions were being taken over by epideictic prose’.
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Ty Lrovolaw ) dANBetar BAGYeL.*® This oration is a political prose speech expounding

the values of the Athens for which the war-heroes perished, and as part of those values,
encouraging the imitation of men, and the silence and restraint of women, towards the dead;
replacing the almost ecstatic laments familiar from Homer. In its masculine sobriety and
replacement of communal song by the voice of a single speaker, its exhortation to men and
ideals of female behaviour, this literary oration may be seen as programmatic for the much
later epithalamios logos.

The distinction between prose and verse is less polemical than may be assumed: the
sophists and rhetors saw both as logos.*®” Logos covers many different meanings, not simply
‘word’, and its cognates, but also ‘reason’ and its associated ideas; effective forms of
communication.”®® Thus could rhetoric assume the traditional role of poetry, for both

possessed a similar dunamis and similar function:

The essence of the rhetorical attitude to literature is that every form of A0yog, verse

or prose, is a form of persuasion, and is to be judged by its effectiveness for this

purpose.’®®

The persuasiveness with which students of rhetoric in later antiquity were taught to apply

1000

their arguments is, I will argue, just as applicable to epideictic as to more ‘civic’ oratory.

1001

Peith6 had always been inherent to the wedding song; now, it becomes its explicit and

stated purpose, and those who would make these speeches received formal training in the art

% Thuc. 2.41.4, see Loraux (1986) for the rejection of the thrénos by the epitaphios, also 53 for discussion of
this quote.

%7 Russell (1967) 131, on Gorgias Enc. Hel. 9.3-4.

9% S s.v. Aoyoc.

%% Russell (1967) 132.

1000 Heath (2004) xiii.

1001 See Ch.1, p.75; Ch.2, pp.92, 99; Ch.4, p.176; Ch.7, pp.266-67.
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of persuasion. If public speech had previously been seen as seductive, > how much more so
when applied to that most seductive of contexts, the union of man and wife on their wedding
night? This persuasion is unlike the peithd of the traditional epithalamium, for the speech
addresses the wider audience, not the bride or groom, the ‘primary elements’ of the marriage
hymn.*®® If the audience, who share in the cultural and educational system of the rhetor, have
employed him to commemorate the occasion, they show themselves willing to be persuaded —
or, as | will discuss, already so.

Kennedy describes epideictic rhetoric as ‘any discourse that does not aim at specific
action but is intended to influence the values and the beliefs of its audience’.*®® Yet this
‘influence’ and ‘persuasion’ perhaps better describes deliberative and/or forensic oratory than
epideictic. A ‘display’ speech performed by an elite Greek male for an audience of elite
Greek males assumes a shared set of values and assumptions —peithd should perhaps also
already be assumed; the epideictic orator is preaching to the choir. His persuasion may
function more in the context of reaffirmation of those values, at which point it becomes
ritualistic and symbolic rather than strictly functional — in much the same way that the
language of peith6 and er6s functioned within the ritualised, idealised space of the lyric

epithalamium. %%

In examining the rhetor’s exhortations, it is therefore possible to
understand some of the expectations and values of his audience.
In the context of the traditional epithalamium, this rhetorical persuasion would

function to seduce the bride and groom into sexual union, thereby to effect the passage to

adulthood of the girl and continue the household, and hence the society of which it was a

1002 Byxton (1982) 31.
1003 Contrast the kateunastikos (addressed to the bridegroom), Ps.-Dion. Ars Rhet. 4.3.17-17 (to the couple).
1004 Kennedy (1994) 4.

1095 The epitaphios is again illuminating for such reaffirmation: ol P&V ToAAoL TV EVOASe hHdn
E1PNKOTOY ETALVOVCL TOV TPOCOHEVTOL T VOUT TOV AbYOoV TOVSE..EMELdN d¢ Tolg TAAaL obTwg
ESOK1UACOM TavToL KOA®G EXEW (Thuc. 2.35.1-3).
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part, through the production of legitimate children.'® In a prescriptive treatise, this function
iIs more problematic. The speech assumes an elite audience, and if not all-male, at least (in the
Greek east) likely to be sexually segregated.®’ The audience are presented with encomia for

all of the participants in the marriage, as well as some of its accoutrements:

AoYyog & ECTIV LUVOY BAAAUOLE TE KOl TACTASAG KOl VOUOLOUg Kol

YEVOG, KOl TTpd YE TVT®Y abTOY TOV BEOY TOVY YA uwY-'*®

While the prescribed topoi would seem to be merely a collection of commonplaces or

thematic encomia,*°®

the material on the bridal chambers and alcoves, the couple and their
families, and the god of marriage, convey ideals or norms of behaviour. In common with their
later Renaissance manifestations, the public and performative nature of these wedding
orations demonstrates the popularity and acceptance among their elite audiences, not only of
the values espoused by the epithalamium, but also the portrayal of marriage and gender
therein.'®* The sophist enacts the seduction of the audience, both through the persuasiveness
of his speech and the sanctioned eroticism of the genre, into acceptance of and complicity
with his values; in the same way that peithd functioned in the poetic wedding song to win
over the bride to acceptance and complicity with the union, but the participation of the
audience in the occasions already indicates such complicity.***

The address of the author to the putative sophist envisages a male speaker, a man with

access to a formal, rhetorical system of education, and thus one able to appreciate the

divisions of epideictic apparent from the very openings of the texts: €18o¢ ol Uev

1006 o Ch.1, pp.73-76.

1007 Russell (1979) 109.

1098 Men. Rhet. 399.12-15.

1009 Pussell & Wilson (1981) xii; cf. also Kennedy (1994) 226 on such commonplaces in Ps.-Dionysius.
1020 i3> Elja (2002) 381.

1011 See Patterson (1999) 131; Ch.7, p.266-67.
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ocuTOV®WE, Ol O  CUYYPUPLKMOTEPOV...CVUVECTPUTTAL  AOYOC...TPOOLULE  T€
gykateckevaouEva (399.16-12). Ps.-Dionysius imagines a similar scenario: omtmyikao
KOULON VEOG DV map EUOL TNV TPATNY 0OV TWV PNTOPLKOVY HETNHELS...KOL
To0TWY TA €1¢ TOV MePL ALTOV TOV YAUOL AOYOV CUVTEWOVTO. KOl THY
TPOTPOTNV TNV €1¢ avLTOV (Ars Rhet. 2.1.16-2.2.1). The language and educational scenario

envisaged presuppose training beyond the means, not only of the masses, but also of women.
The presence of sophists at elite wedding feasts is attested both in Menander (400.25) and by
Lucian (Symp. 21.7), ‘a display of culture, as well as wealth’.***? The male voice is probably
our greatest indicator of an androcentric audience, for, as with the war-widow of the
Thucydidean epitaphios, the bride (traditionally the central figure of the epithalamium) is

little spoken of by or among men:

Mg opBEVvoL d¢ GLAGEN Ol1d TAG AVTIMIMTOVCAS SLABOAAE KAAAOG

exdpalew,

1014 thus Menander seems to

Himerius is shown to not take this injunction too seriously,
portray a deliberate anachronism; an ‘oriental seclusion’ or classical Athenian ideal of
respectable invisibility for women.

As in the Hellenistic epithalamium, which uses lyric models of female ritual

1015
’

expression and praise of female beauty as its mode the sophistic wedding oration

identifies with a particular cultural paradigm: in this case, the perceived acme of Hellenic

1012 Pussell (1979) 104.

1023 Men. Rhet. 404.11-12, cf. Thuc. 2.45.2.3-5; Russell (1979) 109: ‘this is presumably a realistic touch, a
concession to actual need’.

104 ¢f. Russell (1979) 109.

1015 See Ch.6, pp.261-62.
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civilisation.'®® In the assumption of poetry’s hymeneal function by rhetoric, it is implied that
the epithalamium as a vehicle for public female speech has disappeared. The gender-specific
communality of the ritual is no longer present — at least, not in a form which supposes ritual
interaction and interdependence. In the absence of these voices, the mixed emotions
characteristic of women’s wedding songs are no longer a feature. Not only does this genre
now seem to espouse female silence and seclusion, but the negative aspects of the marriage
rite. which liken the nuptial transition to death are elided. The male-articulated wedding
speech, like the masculine hymenaios of Aristophanes’ Peace, values marriage as a purely
positive and beneficial institution.***’

Gone is the suggestion that the new guné may view the loss of virginity, and with it

’ oy

the loss of her old life, with regret, fip’ Tt mapBeviag EmBaAAomat;'™® Instead, the

address to the elite male audience takes its cue from a standard thesis of the rhetorical

progymnasmata, ‘should one marry?’:

T0 08 UETO, TO. TPOOIUL ECT®W TEPL TOL B0V YAUov Adyog OOTEP

BeTikOg KaBOL oL TV EEETAICY TtEpLEX WV HTL KAAOY O ydipog,™

Any potential protestations are dismissed as coy foreplay later in the kateunastikos:

1028 \Whitmarsh (2005) 5: Philostratus (VS 1.481.22-26) roots the Second Sophistic in the “prestigious tradition’
of Classical Athens — although Aeschines is said to have founded the movement after his exile from that city;
see Ch.7, p.274.

1017 For marriage to death, see esp. Ch.2, pp.82-83; Ch.3, pp.117-18; Ch.4, pp.146-47, 169, 185; contra esp.
Ch.5, p.212 (rejuvenation).

1018 sappho fr. 107 V; see esp. Introduction, pp.15-22.

1029 Men. Rhet. 400.31-401.2, cf. Ps.-Dion. Ars Rhet. 2.1; see Ch.7, p.264.
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EQV O o€ KOl AMATAY ETLYEPNOT OUOAX KOTIAAOLCH, GOAXENL TNV

) «Q

ATATNY: TEPIKELTAL YOPp Kol "APppoditng keotdy, £V @ S AOYWV ECTLV

C

Russell sees the positivity of marriage as ‘conventional’ and notes “how much it depended on
popular philosophical preaching’,'*?! and nowhere is this popular philosophy more apparent
than in Menander’s description of the god of marriage. As discussed in Chapter 7, the
Menandrean Gamos owes much to the Platonic Eros, a theme which is expounded in Plutarch
with a new emphasis on married love and its function as a path to virtue within the
philosophical marriage.'*> One may praise either Gamos or Eros, depending on which god
the rhetor has chosen for personification at the outset.'* The god is praised according to the
same structure recommended for other orations in the treatise (including praise of the bridal

couple): for his origins, nature, accomplishments, and actions, a combination of structure and

subject which is clearly owed to both Plato and Plutarch. Marriage is divine:

&p€n d& dvwbey, HTL LeTa TNV AOCY TV Y Aovg LBV LTO NG GVOEWG
Ednuiovpynon o yauog, €1 8¢ BovAel, ¢ Eumedoking ¢énot, kol <o>

"gpwg-1024

He is both a demiurge and civilizing force:

1920 Men. Rhet. 407.9-12.

1021 Russell (1979) 106.

1022 See Ch.7, pp.277-78.

1923 Men. Rhet. 405.4-6.

1024 Men. Rhet. 401.2-4, cf. Plat. Symp. 197b7, Plut. Mor. 756A2-3; Ch.7, p.278. In Ps.-Dion, marriage comes
from the gods (Ars Rhet.): 2.2.6-16.

299



YeEVOUEVOG Ot O Bedg OVTOG CULVAMTEL UEV OLPAVOV TN Y1), CLUVATTEL O
Kpbvov 1 Péq, cvvepyovvtog oLt mpog TAVTO TOV £PWTOG E1T0

Edelne Epelg OTL N TOV dHAWY dokdboUNCLE dla TOV YOOV YEYOVED,

2./

&épog, Gotépwy, BaAdoomng ToL Yop 6Oeov TolTOL THY  CTACY
T OCAUVTOG KL CUVAWYOVTOG OIOVOLY KOl TEAETT YOUNALW TOV oLpovdv

PO TNY YNV, &mavta dlekpidn Kol oTdoly otkelay EAaBe.

Gamos (or Eros) also owes his physical form to Agathon’s encomium of Love:

6Tl véog EoTiv &elbaAng O T'dpog, Aoumddo Gépwy EV TV Y EPOLY,

padvéde, EpuBNUATL 1O TPOCWTOV KATAAUTOUEVOS, UEPOV ATOCTALWY

EK TOV OUUATOV KOl TOV ddppLwp. 0%

In addition, the accomplishments of the marriage god form the very basis of civilised society:
through him exists sailing, farming, philosophy, astrology, laws and politics (401.22-26).
This philosophical representation seems to suppose an audience of pepaideumenoi, and thus
provide further evidence for a male audience, yet, as Plutarch’s Coniugalia Praecepta and
Amatorius show, it was equally possible for Greco-Roman women to appreciate the nuances
of this portrayal. Though the primary element ‘bride’ does not feature as significantly in the
rhetorical prescriptions as in previous epithalamia, it is possible to understand her as an

indirect recipient of the oration. Plutarch’s ideal wife talks only to or through her husband

1025 Men. Rhet. 401.4-12, cf. Plat. Symp. 197a2-4. The function of the god as the origin of all civilised
accomplishments is echoed in Diotima’s speech: Eros is an intermediary between men and gods, the origin of
manteia and magic (202e3-203a7); the demiurge of sophrosuné and dikaiosuné (209a3-8); and the cause of
elevation to science — particularly the science of beauty (211c5-8).

1026 Men. Rhet. 404.31-405.2, cf. Plat. Symp. 195c1-196b2, contr. Plut. Mor. 766A6-11; Ch.7, pp.279-80.
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(142D3-4); perhaps Menander’s bride is addressed in the same way. Women are not so much
effaced, as they are treated according to the mores of classicising ‘respectability’.

Many traditional marriage hymns contain mythical or divine paradigms, and
Menander’s speeches recommend them as germane to the wedding oration.’®?’ These
narratives are often used as comparison with the bride or groom, elevating the mortal
participants to a higher sphere.'%® Here, Gamos provides an oblique exhortation to practice
that which is praiseworthy. The attribution of these values to the god, and the benefits that
arise from his influence, suggests that married life offers its own, secular, virtue. This is a

a 1029

sophistic adaptation of a Plutarchian marital areté, and directly contradicts ascetic

Christian values. The early Church Fathers ‘generally followed Paul in holding that marriage
was necessary but that celibacy was by far the better state’,*%*° an ideal that existed in tension
with the nature of marriage as a largely civic institution directed towards the ordered
continuation of society.'%%*

The rhetors, as part of the elite class on which that social system relied for its survival,

promoted traditional values and institutions,***?

and the assertion that virtue may be gained
through marriage instead of its denial offers something to both pagan and Christian
audiences. Menander’s prescriptions are relevant to either religion (the Latin epithalamia

demonstrate that mythological figures can also be used in Christian marriage poetry as

personifications of their appropriate aspects, and have been shown to offer a sophisticated

1027 sappho frr. 23.3-4, 111.5-6 V, cf. Himer. Or. 9.16; Ar. Av. 1730-41, Luc. Symp. 41.4-11; Men. Rhet.
400.11-22, 401.28-402.20; the gods are imagined as being present at 404.20-29; comparisons are also used in
the kateunastikos: 405.24-28, 408.33-409.8, with the gods again personified at 406.18-407.9, 411.9-13.

1028 See Ch.2, p.86; Ch.4; p.153; Ch.5, p.224.

1029 See Ch.7, esp. p.286.

1030 iy*Elia (2002) 390.

1031 Cameron (1994) 154, Cooper (1996) 45-46: ‘the narrative strategy of the Acts of Andrew and the other
Apocryphal Acts borrows from and inverts the ideology of eros and the city’s regeneration...in the ancient
novel’.

1032 \Whitmarsh (2005) 15: the sophists strove for a particular form of identity; a fusion of manliness, elitism, and
Greekness.
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1033 and so creates a text that is widely

development of the ‘gods are present’ theme),
applicable during a period of potential instability in the valuation of marriage itself. Clark
notes the tension between the attraction to and support of the Church for the ‘lofty virtue’ of
celibacy and proper deference to the wishes of one’s family. %** Menander holds out marriage
as an alternative route to the virtuous life, an institution already regarded as positive by the

1035

Platonic and Stoic traditions (popular with pagans and Christians alike),”* and one which, as

the erotic works of Plutarch suggest, can itself lead to contemplation of and communion with
the divine. %%

If the rhetor values marriage positively as a path to virtue, one would expect his
encomia of the families to reflect this, but it is Ps.-Dionysius, not Menander, who speaks of

the positive reflection on one’s family of marriage. Marriage is a social transition not just for

the couple, but for their community:

Kol 611 £k To0TOL TPMOTOY UEV CULVOLKIOL EYEVOVTO, E1TA KOl KMUOL,
1T Kol TOAELC. EK O& TV EMLYOU®V KOl 1) YvOolg TAEI®WV Kol T

cvyyévelo brepopioig. i’

Menander, by contrast, speaks of their existing achievements. His injunction is telling:
Onpevétw yop 0 Adyog ta Evdofbrtepor (403.17-18). If neither family has any

distinction, the speaker is to pass quickly over this part of the speech onto praise of the bride

1033 Roberts (1989) 333.

1034 Clark (1993) 52.

1035 See Ch.7, p.264.

1036 See Ch.7, p.269.

1037 ps _Dion. Ars Rhet. 2.5.11-14; see Introduction, pp.33-34. The idea of cross-border networks of marriage-
alliance goes against the classical Athenian ideal, but was a feature of the provincial elite under the Empire (as
well as those of Archaic and early classical Greece): Alcock (1993) 155. One corollary of this, however, could
be ‘a diminishing sense of local identity by indigenous ruling classes and their concomitant alienation from the
rest of the subject population’. Menander Rhetor’s prescriptions praise those who do not succumb to this
alienation and remain involved in the civic life of their poleis.
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and groom. The value-system of this section is apparent in its treatment rather than explicit
content: if ideals are expressed through panegyric, then the encomium of those contracting
the marriage is an exhortation to lamprotés, the acts of outstanding euergetism perceived to
be the civic duty of the upper classes. %%

Indeed, in the same way that their parents are encouraged to perform the traditional

achievements of the notable citizen, the young couple is envisaged to have mastered the

achievements traditionally appropriate to their own roles: he in Todeiq, AVpQL, LOVOOLE
or Aoyo1g, she in cepvdTNTL or 1otovpyiog kol "ABnvag kol Xopitwy Epyotg, and
both possess &petag, cwppocvvny, and Emieikeloy (403.29-404.4). Virtue is treated

equally as regards both sexes, a Platonic idea, but the division of qualities presents a very
traditional model of gender: he is outstanding in education, music, letters; she in dignity and
traditional female tasks. Is this another deliberate classicism? Or does it reflect a particular
reality, in which the everyday roles of the married couple were not much changed in their
basic structure since classical times? Though some women, particularly Roman aristocrats,
are notorious for their assumption of public roles,®*° for the great majority, the household
and family would still have formed the basic fact of their existence.'® Epideictic in praise of
traditional gender roles promotes a positive valuation of these, or of the household as the
central unit of community and society, as something desirable and praiseworthy.

Also desirable and praiseworthy is the beauty of the bridal couple, which should be

treated as regards them both: mop  &udoiv (404.5). This is hardly surprising in an

1038 plytarch (Dem. 2.2.1-3) states: MUELG &8 WIKPOV UEV CLKOVVTEC MOALY, KO 1WoL UM ULKOTEPQL
vévntor draoywpovvteg. Alcock (1993) 102, 114, 154, 210, Whitmarsh (2005) 12: ‘the dominant ideal of
philotimia or ambitio provided a vertical framework within which the ambitious elite competed for the rewards
of Roman recognition’.

1039 See Ch.7, p.274.

1040 This in itself was seen as a hindrance to virtue, male and female, by many Christian writers, whose treatises

in praise of virginity ‘either aim to persuade women that domestic life is drudgery or men that they do not need
women to look after the house’: Clark (1993) 98.
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epithalamium,'®* but it is subtly adapted to rhetoric articulated by the male voice. We have
previously seen how Plutarch, in his marital philosophy, encourages the bride to cultivate an
inner, rather than outer, beauty (141D4-5),'°*? and beauty, particularly seductive female

beauty, is represented as dangerous and potentially disruptive to society (KoAOV KOKOV) in

the earliest Greek texts.043

Menander Rhetor not only envisages female beauty positively, but in his equal
treatment of the topos as regards both ‘bride’ and ‘groom’ (the ‘primary elements’) he creates
parity between the two. The equal treatment of the participants is a traditionally epithalamic
feature (Sappho frr. 112, 116, 117 V), suggesting the distinct but interdependent nature of
male and female.'®** In Imperial literature, this parity is explored more fully in the Greek
novel: the central couple are equally young and equally beautiful. This allows for mutual
desire which culminates in legitimate marriage. This beauty, then, is conducive to the
continuance of society (it is an integral part of his exhortation to intercourse in the
kateunastikos, 407.4-7).

This is a far cry from patristic assertions that physical attractiveness functioned as a
foil, or even an indicator, of immorality.'®* The virtues of femininity, which include chaste
beauty, are represented in a positive, though conservative, light. In an Empire experiencing
social instability, and in the face of the exempla offered by publicly powerful Imperial
women and outspoken Christian martyrs, the rhetor holds out a dolon aipun of his own as a

lure to sanctioned eroticism and the future stability of cities through legitimate reproduction —

1046

the kdAow xopiecoa of the epithalamium,™ a blushing bride endowed no longer with a

1041 £ g. Sappho frr. 23, 106, 108, 112, 113, 115 V, Theoc. 18.20-38; Ch1, pp.73-76 (mutuality).
1042
Ch.7, p.270.
1043 E g. Hes. Th. 585-89; see Ch.5, pp.231-32.
1044 See Ch.1, p.76.
1045 paul, Tertullian, John Chrysostom, Philo, and Jerome write on this subject: Bloch (1987) 11-15, Cameron
(1994) 153,
1046 sappho fr. 108 V.
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‘doglike mind’ and ‘deceitful nature’,’®’ but with philosophic virtue as well as modest

dignity and good looks, a benefit rather than a bane: LeTad1d6VTWY NUWY THIG EQAVTMOV
YOVOLELY TV dLCKEPOY KAl TN KOLWWMVIQ Topnyovporévwy (Ps.-Dion Ars Rhet.

2.5.3-4).

The gods of love and reproduction, imagined as present in the bridal chamber, are a
further rhetorical strategy in this implementation of an idealisation of marriage, lending an
almost sacred aspect to the consummation (further enhanced by the use of telos, implying
‘initiation’, throughout the kateunastikos). This erotic-sacerdotal element was, as we have
seen, present in the hieros gamos motif of the Aristophanic hymenaioi, and to a lesser extent
in Euripides’ Phaethon.'®*® In Menander Rhetor, as well as in Plutarch, it elevates marriage to

1049

the level of mystic initiation,” " whose resultant olbos is a form of immortality: Plutarch’s of

the soul, Menander’s of the human race. In addition, the presence of gods creates a charming

and attractive setting for this initiation:

cuveANALOe pey obv n moOALg, cuveoptdlel e dmoca, TMETNYAoL O
TooTAdeg Olal oby ETEPW TOTE, OAAAUOG O TEMOLKIATAL &VOEST KOl

1050

YPOLOALG TAVTOILG, TOAATY O THY "Adpoditny Exel:

Concluding the speech with a prayer (404.28-29, cf. Theoc. 18.50-53) adds to this sacral

atmosphere. Here the prescription turns again to the couple: T€€ete moldog LUV TE
ouolovg Kol EV Apetn AUTPoVg (404.27-28). The ‘primary elements’ are again the

subjects of the rhetor’s persuasion. His encomia may be directed at the bridal chambers and

1047 Hes. Op. 67.

1048 Cf. Ch.4, p.151; Ch.5, esp. p.223.
1049 5ee Ch.7, p.282.

1050 Men. Rhet. 404.17-20.
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alcoves, the couple, their families, and the god, but his moral thrust is telling: ‘bear children’.
The rhetor holds the audience in his power through the force of his logos, speaking to them
not only with the voice of their own class but also as the voice of their own self-interest.

With this kind of social cohesion in mind, marriage (as in Plutarch) is the seat of
homonoia, the concord by which the universe is ordered (401.9-12).1%°* Russell argues for the
obvious promotion of virtue in Ps.-Dionysius’ treatise, but says that the moral emphasis is
‘much less conspicuous’ in Menander;'? | would argue that the morality of the text is
contained within its very epideictic structure, in the exhortation to virtue through panegyric
thereof, to the civic duty and civic piety appropriate to an educated, distinguished Greek,
evident in the reference to the imagery of civilisation on the shield of Achilles (405.8).
Menander offers a powerful argument for marriage, based on a convincing (if artistic)

treatment of traditional morals and models:

In the ideological contest between Christianity and paganism for the hearts and minds
of the Greeks, the sophists as a group were influential teachers of the old religion and

values.'%%

Marriage was not merely necessary, but beneficial, a worthy subject for epideictic and

therefore indicative of moral and social status. Classical models provide not simply attractive

examples for the present oration, but a value system prescribed for the future.

‘Fight in a Manner Worthy of Your Fathers’

1051 See Ch.7, p.271.
1052 Russell (1970) 106, 108.
1053 Kennedy (1994) 230.
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Ancient literary models also provide the paradigm for the kateunastikos speech, the
‘exhortation to intercourse’.’®* This oration is roughly concordant with Ps.-Dionysius’
Epithalamios, but differs in tone and content (the latter contains much the same material as
his Methodos gamélién, but with an exhortation to concord) and indeed is envisaged to
function for the song at the chamber door. The rhetor is imagined as deploying his persuasive
force towards an individual (albeit with an audience present), to ‘rise to the task’ once the
moment is upon him. The exhortation to intercourse is implicitly an exhortation to continue
the household and community, and so, like the epithalamios logos, the kateunastikos has an
inherent social function, speaking to the young man not only as a bashful bridegroom, but as
an anér (man/hushand) among andres of his class. The genre is traditional,’®®® thus, the
imagery and morality of this oration are largely conservative. Yet they provide clues to the
interpretation of gender relations in the cultural context of this treatise.

The form of the text has changed from the familiar poetic epithalamium. The
bridegroom is addressed directly in a number of wedding songs, either in praise (Sappho frr.
112.1, 115V, Eur. Pha. 240-44, Ar. Pax 1332-33, Av. 1725) or in jest (Theoc. 18.9-11). He
may be addressed either by women/girls (Sappho fr. 30.2-5 V, Eur. Pha. 218, Theoc. 18) or
by men (Ar. Pax 1332-59). In Menander, the groom is addressed en route to the thalamos by
the rhetor, and the variety in modes of address — as a brother or relation, as a fellow married
man, or even a stranger (younger or older) — strongly resembles the divisions of the
propemptic (departure) speech expounded by Menander, lending the oration a symbouleutic
air.’%° As such, the ithyphallic joking and fescennina iocatio, already absent from the

philosophical treatise of Plutarch, disappears even from the bedroom speech:

1054 Men. Rhet. 405.19-23, cf. Sappho frr. 110, 111 V; Theoc. 18.
1055 Men. Rhet. 405.19-21.
1058 Cairns (1972) 236.
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dLAOKTEOY & EV TOVT®, LN TL TOV A1oX POV UNdE TV eLTEADV 1| dorOAWY

AEyew OOEMUEY, KAOEVTEG €1¢ TO A1OXPO KL UIKPK, AEYEW YOp OEl

boa EVdoEd EoTL Kal oo ceuvdTNTA HGEPEL Kol EoTiv ebyopn.'”’

Perhaps, however, ithyphallism is expressed in the suggestion of Heracles as a mythological
model. The use of this hero signals at once a completely androcentric value system. The
erotic exploits of Heracles are supposed to give the appearance of ‘charm’ to the logos
(405.28), but this charm is distinctly masculine, even macho: if Deianeira could not bear to

1
d, 058

watch when he fought for her han what hope had the parthenos when confronted with

such a paradigm? Moreover, the use of Heracles’ love-affairs (Tolg mepl youwv abTw
KOl YUVOLLK®OV KOl VOUGDY TTEmpoylLEvole, 405.27-28) also appears to be problematic,

for they introduce the motif of violence and disruption into a genre aimed at concord and
cohesion, as well as the representation of hypersexuality on a truly ‘epic’ scale.'®® The hero’s
exploits founded any number of dynasties in the ancient world, but his most famous unions
formed the subject of tragedy: the murder of his wife and children in Euripides’ Hercules
Furens, and his erds for lole which results in the death of himself and Deianeira in
Sophocles’ Trachiniae. The literary Heracles could well be used as a model for ‘how not to

conduct a marriage’. He is an indifferent husband and father, %

prepared to destroy societies
in pursuance of his lust.'®" Finally, he is destroyed by eros, as Deianeira, desperate to keep

him, inadvertently poisons him.

1057 Men. Rhet. 406.4-7; see Ch.7, p.267.

1058 See Ch.3, p.125.

1059 5oph. Trach. 459-60, Paus. 9.27.6-7, Herodorus fr. 20 Fowler.

1080 5oph. Trach. 31-33; Ch.3, p.129.

1061 5oph Trach. 359-365; Ch.3, p.130. The idea that Heracles may be an ‘anti-epithalamial’ figure is apparent in
other tragedies, which refer to his failed or destructive hymenaioi with lole (Eur. Hipp. 554): TAGuU®Y

VUEVOLWY.
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Nor is Heracles the only problematic parallel recommended to the rhetor: he may also
speak of the marriages of Dionysus, of Aeacus and Aegina, Peleus and Thetis, Zeus and
Leda, Telemachus and Polycaste, or Anchises and Aphrodite.'®®® They are all divine or
divinely-sanctioned marriages, but they are not without their difficult mythologies: Dionysus
rescued Ariadne on Naxos, but in some traditions she was ‘already married to Dionysus when
she followed Theseus and was killed by Artemis’.'*®® Thetis was subdued to Peleus at the
behest of Zeus and their son, Achilles, died in the sack of Troy.'®* The result of Zeus and
Leda’s coupling was Helen and the Trojan War, and though Aeneas and the foundation of
Rome resulted from that of Anchises and Aphrodite, he boasted of their liaison and was

punished by the gods.’®° Menander makes no distinction between happy marriages

(Polycaste at least piy0eicor S ypvony "Appoditny with Telemachus, Hes. fr. 221.3

M-W) and those which are more ambivalent, nor does he include more ‘idealised’ unions in
the kateunastikos: Zeus and Hera (for all its tensions, still the Sacred Marriage par
excellence) or Hector and Andromache. %

Viewed within the androcentric value system of the kateunastikos, these mythologies
appear to complement, not detract from, the programme of the speech, which presents the
exhortation in agonistic terms, and the imagery is defined by the model of ‘courage in

marriage’ expressed in the opening of the treatise. On this competitive model, the female is

presented as an adversary to be overcome, and marriage the prize:

192 Men. Rhet. 408.31-409.8.

%3 OCD s.v. “Ariadne’: Hom. Od. 11.321-25; contra Hes. Th. 947-49, Cat. 64.50, Ov. Her. 10.

1064 Hom. 11. 18.432-44, Pind. Isth. 8.26-45; contra Alc. fr. 42 V, Eur. 1A 703, 1036-79 (Ch.4, pp.194-95), Cat.
64.19-21, 303-81.

1065 OCD s.v. ‘Anchises’: H.H.Aphr. 286, Soph fr. 373 N, cf. Virg. Aen. 2.648-49, Servius on Aen. 2.35.

1066 Cf, esp. Ch.4, p.188-95; Ch.5, p.224-25. Problematic marriages continue to characterise the Late Antique
epithalamic corpus: Him. Or. 9.5.10-11 (Achilles and Hippodamia/Deidameia), 9.5.12-6.1, Chor. Or. 6.12.2-3
(Dionysus and Ariadne), Him. 9.6.4-6 (Pelops and Hippodamia), 12.10-13.1 (Olympias and Philip!), 14.14-15,
Chor. 6.42 (Peleus and Thetis), Him. 9.17.1-2 (Heracles and Deianeira), 18.9-12 (Boreas and Oreithyia), 19.23-
20.1 (Polyphemus and Galatea), Chor. 6.12.1-2 (Apollo and Daphne). Even Himerius’ narratives of primordial,
cosmogonic marriages are ambiguous: 9.8.1-2 (Oceanus and Tethys). Choricius uses more variety: Theseus’
erds for an Attic girl is mentioned but not elaborated (5.13.2-3), he draws positive exempla from history: Cyrus
and Aspasia (14.1-2); the marriage of Demophon (17.1-10), and mentions Nausicaa’s prospective marriage
(6.41). The union of Zeus and Hera is mentioned — in the context of the Dios Apaté (6.17.1-3).
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ETEL O¢ TEAETN YAUOL 10 Opdpeva, BpaBeving o0& “Epwe, knpv€ o6&
“Yuévaiog, kol otddlov LUV O BdAoog, dEpe U1 T TOV GeEVYOVTWY EV
TOLg TOAENOLG TTAONG dedotkmdg Kal Tpd TNHE CLRBOATG T TPOTAY, dAAC
vouLcoY EVOeY UeV TopesTdvol oot I160ov, EvBey de I'dpov, "Epwta d¢

cvuBpopedely,  Yucvaov O Emipwvely, 101, tov motépav  AElmg

1067

AywVLoOUEVOC.

Like the athletic victor or the triumphant warrior, additional timai are bestowed as a result of
his victory, not simply the immortality of commemoration, but the immortality conveyed by

marriage itself, for which the mythical bridegrooms provide examples in Ps.-Dionysius:

olov 611 Mevédewg &Bdvatog £YEveTo dlo. TOV yduov tng EA&vng kot o

IInAevg o tov B£TLdog, kol 6 “Aduntog da Ty "AAKNCTLY TOV EK TNG

gLopLEYNC Bdvartor dtepuyen. o

Can an argument be made for a genuine eschatological implication here? Plutarch had
already developed a theory for the progression of the soul through marital er6s.**®® Ps.-
Dionysius uses paradigms of heroes made immortal by the agency of their wives, and

Menander Rhetor argues in Peri Epithalamiou that marriage, through reproduction, makes

man oxeddv A&Bdvotov (402.18) and gives us &Bovaciow (21), and in Peri

1067 Men. Rhet. 406.18-24; cf. Ch.5, pp.217-18.
1068 ps _Dion. Ars Rhet. 2.5.17-20.
1069 See Ch.7, p.269.
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Kateunastikou that the couple achieves a telos.’®”® It must be said, however, that the
‘immortality’ envisioned by the rhetors is highly secular. Neither speaks of an afterlife — as
one might expect in the context of a secular wedding oration. In Menander, immortality is
achieved through procreation.’®”* An eschatology might be implied by these particular
mythical examples (Menelaus would not die, but would go to the Elysian Fields, Peleus was
immortalised by Thetis, Alcestis went to Hades and returned, Heracles was divinised after his
death),’®’? but even in Ps.-Dionysius, who uses the greatest number of them, they are far
removed from the marriage immortalised by the logos, and function not as models for that

marriage, but as examples of bomn &motponn Twv dvoyepwy dd YAUov (2.5.16-17).

The initiate of the Mysteries receives olbos: in the blessings bestowed by marriage, these
mythical unions parallel the makarismos bestowed upon the mortal bride and groom.

These narratives thus allow ambiguous mythologies to be incorporated into the genre.
Even the tragic Heracles, who proved so problematic a model in an erotic context, receives
these benefits in his apotheosis and marriage to Hebe, re-habilitating him to a hymeneal

context:

“HPag T epatdv poi-
Cel A&xOC xpuoEay KT oLDAAY.
® Yuévae, dio-

covg maidag Atog hélwoag.

1970 Men. Rhet. e.g. 406.4, 408. 16 (TEAETH KOl YAMOC), 409.9 (TEAOVSL 10 HPYlO TOV YAUOL KOl

TeAoVVTaL), 410.8 (TEAETNG EPWTLKTG).

107 Again, we perceive an echo of Diotima’s speech, in which immortality by procreation (here of spiritual
children) precludes immortality of the soul, Plat. Symp. 208e2-209a3.

1972 Hom. Od. 4.561-69, Eur. Andr. 1254-58 (though Russell & Wilson (1981) 367 state that Peleus’
immortalisation is ‘a variant on the normal legend...his ‘immortality’ does not seem to be mentioned
elsewhere’), Alc. 12-18 etc., cf. also Plat. Symp. 179¢3-7, Eur. Heracl. 910-18 (below), Theoc. 17.20-33.

197 Eur. Heracl. 915-18.
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To the audience at large, marriage is presented as a beneficial and pleasant duty; to the young
groom, an exhilarating contest with fantastic rewards that assimilates him to gods and heroes.
This is not so innovative: Sappho compares the bridegroom to Ares, the war god (fr. 111.5
V), suggesting that the masculine ideology of ‘marriage as struggle’ has always been present
in the genre alongside the feminine conception of ‘struggle against marriage’. The performer
of the epithalamium must mediate between these two extremes, soliciting charis from both
parties and the wider community, but the male voice naturally privileges the former
perspective.

As such, the young man is praised for his prowess (406.11), with the implication in
this persuasive encomium that he may fail to live up to expectations. This militarisation of the
wedding night, the injunction of Hymen to fight, is a variation of a traditional motif, the
‘wounding’ or ‘death’ of the maiden on the marriage bed, and a concomitant of the sexualised
imagery of battle and the coming of age of a youth in that battle.**”* Here it is presented in a
positive light, an act worthy of the man’s forefathers, situating him within a genealogical
sequence which he will, by implication, continue by the act which he is about to perform.
This reminds us that in the mortal marriage, the ‘death’ of the maiden must necessarily be
followed by her ‘rebirth’ as a guné, allowing the transition to culminate in reproduction.

The sexualisation of the agbn is made even more explicit by the subsequent imagery —
the encomium of the girl’s beauty is clearly an incitement to arousal. Not for the
kateunastikos the exposition of philosophic virtue. Menander deems this extraneous to the

argument:

1074 \/ernant (1999) 19-20 (= 1968:15); see p.17, n.56; Ch.2, p.90-1.
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2 \

ob 10 [Eykdulov] amd g cwdpocivng obLdE 1O &AMO NG GPOVNCEMG

\ ] A\ -

obde TV Aoy &PETWV TNG YLYNG, AAAC TO &Td TNE DPOg KAL TOV

KAALOVG — TOVTO YOp OLKELOV Kol TpdShopov wovo. ™

Rather, the erotic purpose of the genre is expounded by every topos, and traditional motifs
are reclaimed for their original purpose: the sexual seduction of a young couple. The scene is
set at the most appropriate moment for love, under the evening star familiar from Sappho and
Catullus: EoTtepog UEV YAp ECTLY DIOBPOG Kol Aauitpog (406.25).107

The chamber is a beautiful setting for erds and the deities of love are on hand to offer
assistance.’®’” The event is pictured with a dreamlike quality, in which the traditional wish for
children is expressed as an epiphany of future good fortune (407.14-17). No matter what the
season of the marriage, its imagery can be employed erotically to tempt the groom into bed: if
it is spring, birdsong and the bloom of plants and mingling of trees are an appropriate
counterpart to the mingling of the blooming couple; if autumn, they are to take their cue from
the marriage of earth and heaven; winter makes the marriage-bed a cosy refuge from the cold;
and summer’s burgeoning is analogous to human fertility (408.9-26).

What is most interesting about this imagery is the vocabulary it employs to describe
the bridegroom’s experience: the consummation of marriage is presented throughout the
kateunastikos as a telos, and the youth imagined rising from the marriage bed ‘initiated’. This
is a striking development in the epithalamium, for while marriage had always been

envisioned as a woman’s initiation into adulthood, a man was presumed to enter majority at

ephebeia (eighteen years old), after which training he was admitted to the adult male citizen

1975 Men. Rhet. 405.29-406.1, cf. 407.6-7, 411.5-6.
1076 Men. Rhet. 406.25-29, cf. Sappho fr. 104(a) V, Cat. 62.1-2; see Introduction, p.24.
1077 Men. Rhet. 407.4-9, 17-20, cf. Sappho fr. 194 V = Himer. Or. 9.4.
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body.**”® The ancient bridegroom is generally thought to be already an adult upon marriage,
and to take a bride much younger than he, as counselled by Hesiod.**”® In the literature of the
Imperial period, however, there is a greater symmetry between the couple, which, as we saw
in the discussion of epithalamioi logoi, is reflected in their ages. The groom of the

1080

kateunastikos is addressed as neaniskos or neania,” - and his bride’s youth is referred to

throughout, as in the novel.'®®! The reciprocity idealised by the ancient wedding song has

found a new expression in the bedroom oration, %%

presenting the idea of mutual initiation or
fulfillment as an incentive to marriage. Both partners make the transition to adulthood,
presented in the novel as a physical journey. With power now held centrally by the Emperor
and enforced by a standing army, the young elite male no longer found his entry into
adulthood in deliberating policy for, and fighting on behalf of, his fatherland, but could best
serve his community by ensuring its propagation — initiation is therefore presented in these

terms. The anér is one who has done his civic duty by marriage (in the event that the

bridegroom is an older man, civic duty forms part of his encomium: tpocbfceilg & g v
Kol 7moidag ¢utedonte TR WOTPLOL AOYOlE EVOKUACOVTOC, OLAOTIMINLG,
Em106cect 408.6-8).

The religious implications of such erotic initiation continue in the fourth century to be
explored in detail in the works of the early Church Fathers: in Jerome, Christ is the
bridegroom, approaching the young Christian virgin (Ep. 22.19).1%% The mystic telos is

erotically charged, and seems to owe much to the language of the epithalamium and from the

1978 Arist. Ath. Pol. 41.1.

1079 Hes. Op. 695-98.

1080 Men. Rhet. 406.1, 10; cf. veowiebpoto (407.3).

1081 The reciprocal erds thought to result has a social dimension: ‘the author could rely on readers to see in the
tale of young lovers an allegory of the condition of the social order and be influenced by his views of how that
order should be perpetuated’, Cooper (1996) 31.

1082 See Ch.1, p.73-76.

1083 Cameron (1994) 157-58.
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Old Testament Song of Songs,'® demonstrating that, though an ideological contest may
indeed take place during this period between pagans and Christians, in which rhetors were at
the forefront, nonetheless a dialogue of mutually applicable concepts and philosophies

existed between the two,'%

enabling Christian writers to adapt traditional images to their
own uses, and lay Christians to live in relative harmony with existing social structures and
ideologies. The idea of telos is therefore a persuasive strategy, in social, religious, and

personal terms, towards marriage and its consummation for members of either faith:

The concern to preserve a religiously positive role for married couples, and a socially
positive role for married women, would have been shared by Christians and pagans

alike, 1086

The kateunastikos situates the use of pleasure firmly within marriage, acknowledging adult
sexuality to be both a duty and a pleasure, and a contributing factor to both personal and
social status.

This public aspect is concordant with the idea of a ‘shame culture’ expressed in the

oration: the bridegroom’s reputation depends on his performance. He is encouraged not to
disgrace his prowess and strength, because TOCO0VT®WV HOPTOPWOV YEVTCOUEVWOV TN
votepaia TN teletng (406.3-4). The crowd is constantly present, as in the stadion;
watching his performance, deliberating, and placing bets (406.30-407.1). In the division of

the speech expounded towards the end of the treatise, Menander notes that the rhetor may call

upon the audience to join the exhortation and bring the groom to the chamber (410.16-18),

and once there, the occasion is envisaged to turn into a loud celebration of his victory: ueig

1084 Cameron (1994) 157.
1085 Cf. Heath (2004) 87.
1086 Cooper (1996) 82.
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pédo1g KAl 101¢ OTEGAVWOAUEVOL KAl AAUTAINE AV WYOvTeG TTEPL TOV OAAALOY
ToAEWUEY KL XOpELaY oTNodUeda, Kol TOV DUEVOLOY EMLBomdIedo (409.9-12).
The epithalamial oration addressed generally a crowd of listeners, seducing them
through reiteration of their shared values and aims; the bedroom oration does the same on an
individual level. The two can stand for the polis/oikos dichotomy, with the latter a microcosm
of the former, but no more ‘private’ than the ‘visible invisibility’ of the oikos in ancient
thought.'®®” What goes on behind closed doors is an object for public speculation and public
comment, as fitness for public life in the ancient world often depended on perception of
private conduct. The concern of the epithalamios with homonoia is thus expanded in this
oration: homonoia is a divine blessing, and part of the couple’s public profile (along with
children, the increase of property, and oikonomia), and part of the kerdos of marriage.’*® The
young bridegroom of the kateunastikos is being judged by his audience as anér (adult male
citizen) on the basis of his performance as anér (husband). The direct address means that the
speaker can offer more personalised incentives and disincentives: a moment of singular
eroticism should he succeed versus one of singular terror — public shame — should he fail. In
presenting his speech in terms of the panegyric of the agbn, he creates the image of the
bridegroom as the classical Greek athlete/citizen-soldier, at a time when the only role open
for him may indeed be ‘husband’. Like the hero of the Greek novel, the youth is imagined as
embodying both these identities, as the logos embodies the values of both the old and the new

world.

Marriage and ldentity

1087 Cf. Cooper (1996) 14.
1088 Men. Rhet. 407.16, 22, 411.15.
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The use of a discourse of marriage and sexual relations as a tool for rhetorical self-fashioning
seems to take a new direction in the Roman Empire. Cooper discusses Veyne’s theory that
the Roman aristocrat invented a rhetoric of conjugal love to compensate for his emasculation
in the public realm, a sociosexual structure that seems also to be pertinent in the literature of
the eastern (Greek) Empire. In keeping with the implications of the oikos:domus/polis:civitas
microcosm/macrocosm, this is explained as an attempt to elicit affection from one’s wife as
from one’s social inferiors, where before the elite male had exacted fearful subservience. This
model must be adapted from the context of its dichotomy between Republic and Empire,
since the idea of ‘fearful subservience’ may be inappropriate in a Greek political context. %%
In a wedding oration performed before an (entirely?) elite male audience, the injunction of
man and wife to homonoia must surely, as in other literature of the period, fashion an identity
of suitability for public concord. We have already seen in Plutarch how both the wife and the
statesman must cultivate this virtue (824D4-7):**° it appears as an ideal not only in the
rhetorical handbooks but also in the speeches which make use of the strategies of those
handbooks, an ‘extension of philia between individuals to the city’.*%*

Moreover, the representation of traditional Greek values in these orations — in the
epithalamios, Platonic virtues, public liturgies, and on the part of the couple, music,
education, housekeeping, areté, and beauty; in the kateunastikos, the military and athletic
vigour of the young man — may well reflect the promotion of Greek identity associated with
the Second Sophistic, an attempt to recreate the splendour of the past in the somewhat

uncomfortable political reality of the present, which can also be seen in the sophists’ use and

definition of the poetic genres of past literary glories as the basis of their speeches.

1089 Cooper (1996) 1-2.

109 gee Ch.7, pp.271-75.

1091 salmeri (2000) 81: this is an Aristotelian definition by which Dio Orr. 38.11, 40.26, 41, 41.13 may be
compared with Arist. EN 1155a24-25, 1167a22-b24. In advising the Emperor, Dio takes a similar line on

marriage to Plutarch (Or. 3.122, cf. Plut. Mor. 142E7-143A5): yuvvaika 8¢ ob koltng pévov M

APPOSIoIWY KOWWVOV VEVOULKEY, BOLATG 08 Kol Epywv kol Tov EOUmavTog Blov cuvepydv.
Whitmarsh (2005) 63, however, notes the ambiguous relationship of Dio’s orations with Menander’s prescripts.
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The social reality had changed, however, and this is evident both in the changed form
of the epithalamium (a male prose oration for an androcentric audience), as well as in its
content. The genres cannot be, as Cairns argues, timeless and unchanging,*°** but are bound
up in their cultural contexts and, as we have seen throughout this thesis, put to work for a
variety of purposes, by many different kinds of literature, within those contexts. Yet the
retention of basic elements — the beautiful young bride and groom, the romantic setting, the
love between the two and their place within the community — enables its basic function both
to be performed and manipulated across contexts.

With what picture of gender and society do the prescriptions present us? If we
consider the didactic function of panegyric, in its praise of particular values as models for

»1098 55 a model to her kind. She is

imitation, we are offered an ‘ideal public image of women
beautiful, dignified, domesticated, and virtuous. She is also totally silent, for the
epithalamium has moved from communal articulation, through male representation, and into
an oration by and for men. The speech tells us much about perceptions of sexuality, but it is
entirely male sexuality, and no attempt is made, as it is by the tragedians and in Hellenistic
poetry, to address its implications for women. For men, marriage and sexual relations are
promoted as positive, a benefit to civilization and to one’s person, a route to virtue, a passage
into adulthood and an indicator of suitability for the responsibilities thereof. Marriage is the
basic fact of society and its continuation.

How does this image relate to reality? I would not go as far to say that ‘in a society
premised on honour and shame, rhetoric was reality’,'*** but it was certainly used to influence
it, if only in the perceptions of its audience. Heath describes the third century AD as ‘a period

1095

of crisis and recovery’ in terms of culture,” > and | would argue that this also took place in

1092 Cairns (1972) 32; see Introduction, pp.7-10.
1098 »)*Elia (2002) 421.

109% Cooper (1996) 4.

109 Heath (2004) 84.
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terms of its value-system, whose ‘recovery’ is presented by the rhetoricians. The theory of
rhetoric expounded by Menander Rhetor and Ps.-Dionysius had a real-life application in this
context, with epideictic eloquence not only a reflection of the honour and identity of the
speaker,'® but a persuasive tool in the dissemination of a culture and its values in crisis. If,
in this recovery, they hearken back to a classicising past, they look to the most powerful
expression of what it meant to be Greek, allowing the ‘expression of traditional values of
Hellenic culture in an age dominated by the realities of Roman rule and later by the threat of

Christianity’. 1oo7

1096 H
Ibid.
1097 Kennedy (1994) 232; see Ch.7, p.274; this chapter; p.298-99.
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CONCLUSION

Marriage is a point of crisis in social relations: between individuals, between families, and
between communities. The songs of marriage provide valuable information as to how that
crisis was negotiated, particularly with respect to the husband/wife relationship. The
epithalamium thus becomes an invaluable tool for the examination of gender relations in the
ancient world, their articulation through wedding ritual, and the representation of this
articulation in literature. Though the majority of our information is focalised through male-
authored material, we can nonetheless draw certain conclusions about the public perception
of marriage through these texts. | have discussed what each text or author tells us about the
Greek wedding song in the conclusion to each chapter; here | will elucidate some general
points about how the epithalamium informs our understanding of the ancient world. | opened
this thesis with the sub-headings genre, gender, and ritual, and it is to those categories that |
will return in this section.

Firstly, ritual. In Chapter 1 we saw how the imagery of the wedding song might form
a progression from separation (lamentation) to reintegration (celebration), consonant with
Van Gennep’s tripartite scheme of rites of passage. The wedding was a communal ritual in
which both genders participated according to their traditional spheres of activity, aimed at
establishing the couple within the community. The ‘initiation’ of the bride into adulthood in
marriage was seen as part of a wider structure of female initiation, enclosed by rites of
maturation and marriage, and containing a liminal period between menarche and marriage
during which the parthenos might undertake ritual activities which would prepare her for her

role as a guné.
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Because wedding songs could be performed at all stages of this process, they can be
used in literature to remark on various aspects of the marital transition. The ‘epithalamial’
songs of the Danaids and Antigone correspond to the separational stage and the dangers of
incomplete transition (Ch. 2.1, 3.1). Deianeira experiences a failure of reintegration (Ch. 3.2).
Helen attempts to go through the process a second time, and offers a salutary lesson on the
tensions inherent in the exchange of women between oikoi — tensions which overshadow her
representation even in Theocritus (Ch. 2.3, 4.3, 6). Though Sappho composed epithalamia
which relate to a number of stages, in literary depictions, we see a diachronic movement
towards focus on reintegration in the period under study: the Aristophanic plays end with
‘happy ever after’ exodoi (Ch. 5); the Hellenistic epithalamium focuses on the affective
relationship between husband and wife which becomes part of civic discourse in the Imperial
period (Ch. 6); Plutarch and Menander Rhetor draw together the strands of ‘transition’ and
‘mutuality’ to present marriage as a dual initiation — the former into the Mysteries of
philosophical Eros, the latter into adulthood for both bride and groom (Ch. 7, 8).

It cannot be said that the epithalamium is a specifically ‘female’ genre. Some aspects
of gendering, however, can be noted. The first is in perspective: the female voice tends
(though this is not true in Phaethon, Ch. 4.1) to focus on the personal aspects of marriage,
particularly the separation of the parthenos from her friends and family. The male voice
expresses the concerns of the community or polis: that though marriage may be an
ambivalent and potentially threatening institution, it is also a positive and civilising force,
which reproduces the community and contributes to human civilisation. Indeed, only when a
female is married is she considered ‘tamed’ or ‘civilised’. This gendering is most often
expressed through the ‘reaping’/‘cultivation’ dichotomy.

Marriage is the feminine telos, and in its focus on the defining moment of feminine

existence, the wedding song might be said to be gendered in a further sense. Though the topoi
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of ‘separation’ and ‘departure’ are often stressed, the songs examined here also point towards
a high valuation of marriage by women. Antigone, Electra and Polyxena feel cheated of their
‘due’ of marriage (Ch. 3.1). Deianeira exists in perpetual erémia because she has never
experienced sunoikésis with Heracles (Ch. 3.2). Hecuba cannot believe Cassandra’s joy in her
union with Agamemnon — she raised her daughters for worthy husbands, as Iphigenia was
raised (Ch. 4.2, 4.3). In their contrasting of that valuation with the male-directed action
around it, these texts also betray an anxiety about the tenuous position of the (particularly
Athenian) woman in the house (the ‘other within’), and the problems of woman as an object
of exchange, whether in the context of aristocratic gift exchange (cf. Ch.1), contractual
ekdosis (Ch. 2-5), or under the liberating but still subordinating marriage contract of the later
periods (Ch. 6-8). Those texts which relate to ‘real” weddings, particularly those of Plutarch
and Menander Rhetor, aim to mitigate that tension by setting out a programme for
incorporation, either directly (as in the precepts of the Con. Praec., Ch. 7) or indirectly
(though panegyric of correct adult roles, as in Menander, Ch. 8).

Finally, genre. It has been useful to adapt Cairns’ theory of genre as ‘content’ rather
than examine the epithalamium in terms of genre as ‘form’ in this project, because the
wedding song cannot be said to exist as a ‘genre’ in the same way as epic, tragedy, comedy,
and bucolic are. This adaptation consists in utilising some of his terminology, without
embracing anachronistic notions of universal and unchanging generic rules — if poetry is
bound up in its performance context, certain elements contained in the text will indicate that
context. The ‘primary elements’ and topoi of the wedding song occur in a variety of ‘forms’:
sometimes with the insertion of entire lyric odes into one of these forms, at others simply as a
reference which draws our attention to the issues raised by the hymenaios in a particular text.
The lyric genre of epithalamium makes a transition of its own in the course of this project:

through a variety of forms, from communal verse to male-authored prose. The epithalamial
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text itself can even serve as a metaphor for transition, as in the Hellenistic epithalamium,
which forms a literary crossroads between the archaic and classical past and the (perhaps
more formalised) literary future — in addition, it looks back to the marital transitions of the
past to articulate problems of philia in the present day, which will remain influential on the
composition of later epithalamia (Ch. 6).

Indeed, the hymenaios can be called a discourse of philia. In all our texts, it highlights
this relationship — either encouraging its formation, or remarking on its problems. It explores
not only the marital relationship, but also those in the wider community and, in some texts,
the cosmos. The cultivation of philia might be said to be the objective of the hymenaios — as

1098 thys we

such, it is the aim of the marital transition. It has at its root the bond of family,
must question the position of the wife as an outsider in the house. She is the other who must
become part of the self: her reintegration must be accomplished for marriage to strengthen
and perpetuate the household. Tragic failures of incorporation draw attention through a
negative paradigm to an ever-present fear and possibility, but are not a ‘realistic’ option in
ancient Greek marriage. The crisis of social relations in marriage discussed at the beginning
of this conclusion in fact results from the blurring of the most fundamental boundary in our

understanding of Greek thought. In this crisis, we learn how truly delicate was the balance

between male and female, self and other, in the ancient world.

1098 | SJs.v. d1hog, ‘beloved’, ‘dear’, also “friend’, ‘kith and kin’.
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