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Introduction

FACTORS HELPING TO DEFINE A DEITY: CULTS AND
MYTHS

There are several ways to experience deity. Among the most important, one
would certainly count the cults and rituals in which gods and goddesses are
venerated and receive sacrifices from their worshippers. Since the Greeks were
not a homogeneous cultural unit, the range of regional (and temporal) varia-
tion has to be borne in mind: different regions have different preferences for
different gods. Men would address them on various occasions, depending on
which specific aspect of a deity’s capacities was required at public festivals and
sacrifices, or they would do so privately, as many preserved dedications in-
dicate. In many cases one would also experience deity through a cult image
which represented or was even considered to be identical with the actual god in
question. Another criterion would have to be the myths which define a divine
personality by illustrating genealogy, province, exploits and possibly also rela-
tionships with other gods. It is these myths which make deities like Aphrodite
the protagonists of their particular stories. Artists seem to have been particu-
larly inspired by such myths when they chose gods as the subject of their art. If
we consult modern dictionaries of Greek mythology, first of all we will find a
portrait based on an account of these stories and their illustrations in ancient or
even modern art. Myth and art exert a particular influence on our conception
of the Greek gods, but a deity was always first and foremost an object of cultic
veneration. Moreover, there are deities who, unlike Aphrodite or Apollo, are
not surrounded by stories as these are, but nonetheless enjoy cultic veneration
as, for example, cult personifications such as Peitho and the Charites, which
occupy a particular place in the Greek pantheon. Finally there is Eros who is
undeniably a god even without cult and specific story. It will be one of the main
objectives of this book to explore the role and relationship of some of these
personified deities with the Olympian deities against the background of myth
and cult.
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APHRODITE AND EROS: TWO DISTINCT DIVINE
CONCEPTS

It seems to be a unique phenomenon in mythology that, for the Greeks, the prov-
ince of love is represented not just by one deity, but by two: Aphrodite and Eros.
Modern mythological dictionaries refer to them as forming a whole, implying
that they have always been related to each other. However, they do not seem to
have featured as equally established figures in a myth before the 3rd century
BC. The popular image of the mother Aphrodite and her little son Eros, which
has inspired artists and poets, particularly in Rome, for centuries, does not oc-
cur before the Hellenistic period, being first presented in Apollonius Rhodius’
version of Medea’s love for Jason in Argonautica book 3. That they were not
related to each other from the very beginning is all the more surprising because
both have their roots in Eastern cult and myth, although here they were never
related to each other. Could this be because Aphrodite was perceived as a god-
dess in cult and also on account of her particular stories, whereas Eros, it seems,
had no cult and was not featured in myths like other Olympian deities? Eros
can be grasped only if one considers his origins in cosmogonic tradition, his
identity as an erotic personification, and his links to a specific phenomenon of
Greek society. These components seem to have prepared the ground for Eros’
mythologisation by the poets.

This book examines the different features of Aphrodite and her entourage
in myth and cult, and analyses the different origins and nature of Aphrodite
and her personified companions, Eros in particular. It will explore why and
how they finally became related to each other as a pair, as mother and son.
The other members in Aphrodite’s train—the Charites and Peitho in particu-
lar—will also be examined. Their role in myth will be considered as to how it
reflects their relationship to Aphrodite as cult-personifications, i.e. personified
deities with a cult. This characteristic is common to the Charites and Peitho,
and distinguishes them from Eros, whose peculiar character seems to emerge
even more sharply by this juxtaposition.

A NEW APPROACH

In classical scholarship no attempts have been made so far to analyse the interac-
tions between Aphrodite and her train, specifically Eros. Normally, scholars have
treated each deity separately under a specific aspect or within a certain discipline.
Aphrodite’s early mythical representations in Hesiod and Homer have been ex-
amined against the background of her origins, for example, by D. Boedeker, who
in Aphrodite’s Entry into Greek Epic (1974) infers the goddess’s Indo-European
origins from the formulaic epic language. P. Friedrich (The Meaning of Aphrodite,
1978) analyses Aphrodite’s literary representation from Homer to Sappho and,
in a structuralistic approach, interprets Aphrodite as a female symbol of love. He
identifies her as an Indo-European sky goddess. V. Pirenne-Delforge’s monograph
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(L Aphrodite Grecque, 1994) consolidates the literary and epigraphical sources re-
lated to Aphrodite’s cults throughout Greece, but does not give a comprehensive
interpretation of cultic, epigraphical and literary evidence. A more universal ap-
proach to personified deities with a cult has recently been undertaken by R.G.A.
Buxton in Persuasion in Greek Tragedy (1982) and B. MacLachlan in The Age of
Grace (1993). The goddesses Peitho and the Charites are examined in their vary-
ing erotic, social and political contexts, but are virtually ignored in their function
as goddesses of cult and in their relationship with Aphrodite. In the monograph
Eros. La Figura e il Culto (1977), S. Fasce combines the examination of Pausanias’
references to cultic evidence with Eros’ literary representation, whereas other
scholars have directed their interest specifically towards Eros’ conception in po-
etry. This is also the case in the first extensive monograph on Eros, E Lasserre’s
dissertation La Figure d’ Eros dans la Poésie Grecque (1946). H.M. Miiller’s mainly
philological study Erotische Motive in der griechischen Dichtung bis auf Euripides
(1981) examines the implications of the pre-personified Eros, without taking
into account mythical and cultic contexts. C. Calame’s monograph L Eros dans la
Greéce Antique (1996) focuses on the literary features of Eros. Some recent publi-
cations, Eros the Bittersweet by A. Carson (1986) and Eros. The Myth of Ancient
Greek Sexuality by B.S. Thornton (1997), are contributions not specifically to the
divinity or mythical figure Eros, but rather to Eros as a concept of Greek love in a
broader and more general context.

This study takes an approach that is new in comparison with the works
of these scholars in two main respects. Firstly, it investigates not only one god,
but the Olympian Aphrodite and her train of erotic personifications, with a
special focus on the love-goddess herself and Eros, who emerges as her most
prominent and individualized companion. Secondly, a more interdisciplinary
approach than has so far been used is called for in order to elucidate the dif-
ferent nature and specific character of these deities and the way they interact
with each other. This approach takes into account the deities’ representation in
their literary and mythological features, their functions as cult deities, and also
their iconographical representation. It will emerge that for Eros the poetry in
which he is represented as well as the social background from which the poetry
emerged has been crucial. While Aphrodite’s identity as a cult goddess mani-
fests itself in many myths depicted in various literary genres and remains fairly
consistent throughout the centuries, Eros is not a cult god, but a myth created
by the poets. His nature and image vary according to different genres and con-
texts, and his complex identity is also reflected in different parentages.

OBJECTIVES

On a more general level this book also examines the relationship between myth
and cult and considers how poets combined these in creating their mythologi-
cal figures. It hopes to contribute to the discussion of whether the representa-
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tion of deities in myth and cult practice are related to each other and if so,
how. While they have been considered as two separate incompatible units, the
discussion of Aphrodite’s different appearances will show that mythical repre-
sentation can never be entirely separated from cultic experience. On the other
hand, cult realities usually find their explanation in mythical features.

A further objective of this book is to illuminate the complex structure of
what we call Greek mythology today by distinguishing between myth and po-
etic invention. It will be shown that Greek mythology is not simply a collection
of stories of the same kind, but a conglomerate of various elements: of myths
in the original sense, i.e. which define the roles and functions of deities (in
Burkert’s terminology “traditional tales”), of cosmic myths, and also of literary
mythical figures and their stories, which subsequent poets created by imitating
the structure of deities and their “traditional tales”. The emergence of the male
love-god will demonstrate that the poets™ artistic innovation as well as their
social and historical background played an important role in creating Greek
mythology.

SCOPE AND SOURCES

Since the evidence relevant to the topic ranges widely, the framework of this
book has to be limited. It will therefore focus on the early, i.e. Archaic period.
Of course, the absence of a satisfactory account of religion in Athenian tragedy
and its implications for the conception of Aphrodite and Eros is particularly
regrettable. But a satisfactory treatment would overreach the compass of this
book. I will, however, include the choral lyric of the poet who wrote on the
threshold to the Classical period and whom most scholars count among the
early poets: Pindar (see e.g. H. Frinkel, Poetry and Philosophy. From Homer
to Pindar). He is the poet considered to have perfected the art of choral lyric
and therefore marks the peak of the genre whose main representatives thrived
in the Archaic period. Although occasions for the performance of choral lyric
did not diminish in the 5th century BC, the genre had certainly lost its former
significance as poetry of praise with the downfall of aristocratic or tyrannic
structures, at least within this particular environment. Pindar is not discussed
here in order to throw light on earlier attitudes, since in some cases he is actu-
ally the earliest preserved source for erotic lyric motifs relevant to our topic (the
role of Peitho, for instance). For this reason he is part of the subject. Although
Pindar sets the final point of the period under discussion, this study cannot dis-
pense altogether with works of Classical and Hellenistic poets. They are cited
only where they show earlier Archaic features and help to illuminate them (as,
for example, the image of the winged Eros appears in Anacreon and then again
in Euripides and Aristophanes—in different contexts which are relevant to our
topic).
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A homogeneous corpus of contemporary literary, iconographical and epi-
graphical documents is not available for the Archaic period. Whereas literary
and iconographical evidence from the Archaic age is comparatively abundant,
epigraphical evidence from this period is not sufficiently dense. Problems par-
ticularly arise in defining Aphrodite as a cult goddess—the role that is highly
relevant for our argument since it marks a distinctive feature in the demarca-
tion from Eros, who had no cults at that time. It would be impossible to pro-
duce an account of Aphrodite’s cultic role in Archaic religion based solely on
contemporaneous documents. Wherever possible, the earliest inscriptions are
adduced. When later sources are cited, they appear for purposes of comparison
only, not as a claim for continuity. Such later evidence has to be handled with
care. Continuity of practice cannot be projected back into the Archaic age, and
there are certainly typical Classical and Hellenistic phenomena which cannot
simply be postulated for the preceding periods. In some particular cases, how-
ever, it seems helpful to refer to and interpret inscriptions of a later date as par-
allels, since sometimes they are apt to illuminate earlier stages. This is especially
the case when inscriptions are related to a cult which is attested to have been
established in the Archaic period. Although new gods were introduced in the
5th century BC and changes in practices occurred, the stability of the cultic and
religious system from the Archaic down to the Classical and Hellenistic periods
seems to have been the norm in several respects. This has been pointed out
recently by modern scholars (see e.g. Price (1999), 7; Mikalson (1998), 4).

The popularity of foundation myths, which is well documented in so
many genres in Greek literature, may indicate a conservative Greek attitude
in matters of religion. So, for example, the cult of Aphrodite ITIavdnpog at
Athens, together with its political implications, is already attested by trac-
es of an Archaic sanctuary and also by myths going back to this period (see
ch. 2). Therefore Classical and Hellenistic inscriptions indicating those func-
tions are considered here as parallels for earlier cult phenomena. Renewed
interest in Aphrodite ITav8npog is documented by an increasing number of
dedicatory inscriptions made by magistrates after Athens’ liberation and the
restoration of democracy in the 3rd century BC. This, however, does not sim-
ply mean that the cult of Aphrodite ITIavonpog at Athens experienced a revival,
but corroborates that a particular function which already existed in an earlier
period gains importance again at a given moment in Greek history. Thus a few
epigraphical documents, even if they represent developments peculiar to a later
period, may provide some insight into earlier stages of the original cult even
though the nature and the degree of importance among existing cults change
over centuries. Later inscriptions from colonies can also sometimes throw light
on the earlier stages of the cults in the mother city. Even though they perhaps
developed their own idiosyncrasies, it was the cults and religious activities
which shaped the basic ties between the new colonies and the cities of main-
land Greece. What supports the idea of a certain conservatism is the fact that,
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for the colonies, an important means of self-definition and confirmation of ori-
gin was to preserve the traditional cults of their homeland. This does not mean
that individual practices relating to cults remained static. Thus we cannot take
for granted that a phrase such as katd ta nétpla (“in the ancestral way”) attests
an ancient tradition, but it shows a positive attitude towards religious conserva-
tism: in religion, ancient ways are best. This formula occurs for example in an
inscription (dated to 287/86 BC) indicating civic practices (i.e. the bathing of a
statue) in the cult of Aphrodite ITav8nuog, which may go back to an earlier pe-
riod. Although we know that the cult did exist at that time, we cannot conclude
that the formula proves the existence of a ceremony of a cultic bath already in
the Archaic period.

Our literary sources include not only poetic texts, but also, where appro-
priate, the geographical writings of Strabo and, in particular, Pausanias’ travel
guide through Greece. In his Description of Greece Pausanias describes the cults
and sanctuaries still in existence in his own day, together with their historical
background, festivals and local stories about the gods worshipped. Although
himself a traveller during the Roman epoch, he depicts the religious culture as
central to Greek cultural identity. We cannot take for granted that a cult is as
ancient as Pausanias claims it is (see, e.g., ch. 7 for the allegedly Archaic cult of
Eros at Thespiae), but in those cases where he adduces a mythological tradition
or where he is corroborated by non-literary evidence, his testimony can cer-
tainly illuminate phenomena of previous epochs. It was much earlier in the 5th
century BC that the investigation and collection of tradition became a literary
genre. Our oldest surviving historical source, however, Herodotus’ Historiae,
has to be handled with caution, since the historicity of Herodotus’ source cita-
tions has been questioned (Fehling (1989)). In his view, they are attached to
Herodotus’ own free literary creations, a product of Greek thought bearing the
spirit of Ionian historiography and geography, and do not represent genuine
local tradition. Therefore passages relevant to our topic will be reconsidered in
the light of other literary, archaeological and epigraphical evidence, and will be
reexamined in view of their possible fictional character role.



Chapter One

Aphrodite: The Historical Background

1.1 INTRODUCTION

Like other deities in the Olympian pantheon, Aphrodite is not of Greek origin,
but was introduced from the Near East, probably during a period of intense
exchange.! Cult-related iconographic manifestations seem to have played a sig-
nificant role in this process of transmission. By this means the Greeks came to
know the Eastern Ishtar-Astarte? as a fully personified goddess who enjoyed
cultic worship. Although the Greek Aphrodite inherited many of the character-
istics of her predecessors in her mythical representations and also in cult as re-
gards her province and attributes, she was given a typical Greek varnish which
distinguishes her from her Eastern forerunners. This chapter will look briefly at
the discussion on Aphrodite’s possible predecessors in general and then explore
how Greek manifestations of the goddess in early cult, iconography, and myth
reflect her Eastern origins, but also modify them so that her Greek character
becomes clear. Aphrodite will be seen to be a “composite figure whose Greek
configurations are different from the originals”’

1.2  THE ORIGINS OF APHRODITE

Over the past hundred years Aphrodite’s origins have been discussed intensely.*
L.R. Farnell was one of the first to claim that she was originally an “oriental
divinity”* Other scholars such as D. Boedeker and P. Friedrich argued in fa-
vor of an originally Indoeuropean predecessor,® some in addition emphasize
a Hellenic or specifically Minoan-Mycenean character.” These views are not
generally accepted, and the more correspondences between Aphrodite and
Ishtar-Astarte are discovered, the less convincing they become. However, since
our evidence of Indoeuropean mythology is from a stage when it had already
been amalgamated with motifs and traditions from the Near East, it cannot
be excluded that the Greek Aphrodite may be a complex combination of both
origins.?
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More recent scholarship has limited Aphrodite’s provenance to Phoenicia.
This view has recently been supported by a possible Semitic etymology in
which her name is interpreted as the Greek rendering of a local title of the
Semitic goddess Astarte (“she of the villages”) and thus related to the phonol-
ogy and morphology of the Cypriot Phoenician language.” W. Burkert empha-
sizes many significant parallels on the basis of cult traditions and iconography.
Ishtar-Astarte is the Queen of Heaven, and this title is reflected in Aphrodite’s
frequent cult epithet Odpavia in Greece.' Aphrodite is the only deity in Greece
worshipped with incense, altars and dove sacrifices, which are also offered
to Ishtar-Astarte.!’ She is a warrior goddess, and Archaic xoana of an armed
Aphrodite are documented in Sparta and Argos as well.”> One of Aphrodite’s
most frequent epithets, xpvoén, together with its compounds (e.g. moAvxpvoog),
has been interpreted by W. Burkert as a reflection of artworks made of gold rep-
resenting the Eastern goddess.”® And, of course, both goddesses are associated
with sexuality and procreation.

However, during the last few years correspondences in another area have at-
tracted the attention of scholars. Striking similarities in the structure of mytho-
logical contexts and in their representation of deities seem to affirm the parallels
in cult and iconography. A recent publication by M.L. West gives the impression
that most of the significant contexts and characteristics of Aphrodite, not only
in Hesiodic and Homeric epic, but also in the Homeric Hymn to Aphrodite, are
inspired by oriental models.'* The parallels of Aphrodite’s complaint in Heaven
with that of Ishtar in the Akkadian epic of Gilgamesh have been discussed ex-
tensively by W. Burkert and more recently by M.L. West."* I will argue later
that, in spite of clear parallels, there are modifications in the Iliad which indi-
cate Aphrodite’s separation from her predecessor and confirm her own Greek
identity.'®

Support for a Phoenician origin gains ground the more one learns the ex-
tent to which many different fields of Greek culture, not only literary structures
and motifs, but also trade and art, magic and medicine have been influenced
by the Near East."”

1.3 CULTIC AND LITERARY EVIDENCE FOR THE
NEAR-EASTERN ORIGINS OF APHRODITE
Ovpavia

There is in fact good evidence that the key role which Cyprus and Cythera

played as mediators between the Near East and Greece in general was vital for

Aphrodite’s entry into Hellas.'® The customary use of Komnpig, Kvmpoyevrg, and

KvBépeta in the preserved Archaic epics suggests that at the time of their com-

position these epithets were so well known that Aphrodite can be identified by

them. Furthermore, they are likely to reflect a historical development during
which these islands became Aphrodite’s earliest cult places in Greece.”
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That it was the Phoenicians who established her cults there is not only
suggested by their traditional role as sea-trading intermediaries between the
Orient and Greece, but endorsed by archaeological findings.” The Phoenicians’
first settlement en masse in Paphos on Cyprus becomes evident at the begin-
ning of the first millennium.* Recent research dates Aphrodite’s famous temple
there back to Mycenean times, around 1200 BC.*> However, this does not dis-
prove the assumption that it could have been founded by the Phoenicians. It is
quite possible that smaller Phoenician communities were present there already
before their actual main settlement. We have evidence from historical times
that the adoption of foreign deities does not require a proper settlement of their
original worshippers.” Furthermore, votive offerings found in another Archaic
sanctuary of Aphrodite in Paphos show distinctly Phoenician traits and can
thus accord with Aphrodite’s Phoenician origin.?* In this context it is impor-
tant to note that later, in 333 BC, Phoenician merchants received permission
to establish a sanctuary of Aphrodite at Athens. They were from Kition on the
island of Cyprus which had become a Phoenician city in the mid-9th century
BC.” However, the foundation of the cult at Athens cannot attest a continuous
worship of the Phoenicians’ ancestral deity in Greece. Early Phoenician traces
have been found on Cythera too. According to G.L. Huxley, the most impor-
tant cult in Cythera was Aphrodite’s, and it was for her worship that the island
was famous. He deduces from the evidence of purple industry there that the
Phoenicians whom he assumes to have founded the cult settled on Cythera by
the beginning of the Middle Bronze Age.*

This evidence finds confirmation in historiographical writings. Although
Herodotus’ testimony, his source citations in particular, have to be considered
with care, as D. Fehling has shown, the historian’s view concerning Aphrodite’s
early cult places and her provenance does not seem to be a product of mere
speculation.” The goddess’s epithets Kompig, Kumpoyevrig and KvBépeta, which
indicate her special relationship with these islands, are attested as early as Hesiod
and Homer. Furthermore, Phoenician influence on Cyprus and Cythera is cor-
roborated by sources other than Herodotus, i.e. archaeological evidence.

Herodotus (1,105,2) mentions the pillaging of the sanctuary of Adppoditn
Ovpavia in Ascalon by the Scythians and says that he learnt (wg éyw
muvBavopevog ebpiokw) that this was the oldest of all shrines of the goddess.?®
He does not clearly say who his informants were—he probably means the peo-
ple in Ascalon. Of course, we should not take this statement literally. Certainly,
Ascalon in Syria was a Phoenician settlement, and that Phoenician merchants
played a role as mediators of the cult of Aphrodite is, as we have seen, otherwise
attested. But whether the sanctuary at Ascalon was the oldest ever cannot be
proven (cf. Pausanias’ statement, see below). It is doubtful whether Herodotus
is referring to a real source here; maybe he is just putting a story into the mouth
of a Phoenician local whom he need not even have met in Ascalon. One of
the numerous Phoenician settlers in Greece could have told him the story as
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well—or some locals in Cyprus or Cythera. One can imagine that if he real-
ly had gone there and asked the Phoenicians, they would very possibly have
claimed their own sanctuary to be the earliest ever, simply out of local patrio-
tism. Considering the maritime expansion and lively exchange with Greece,
one can assume that they were aware of their own cult foundations there.

In the same passage Herodotus mentions the tradition, allegedly narrated
by his Cypriot informants, in which the Greek sanctuary of Cyprus was also
founded from Ascalon, and adds (without indicating a source) that Aphrodite’s
temple in Cythera was established by the Phoenicians from Syria. We have seen
that Aphrodite’s links with Cyprus and Cythera are attested as early as Hesiodic
and Homeric epic, and thus in this respect Herodotus’ statements are certainly
correct. We may, however, wonder whether Herodotus really would have had
to question these informants to be able to tell us what we read in his work. It is
very likely that these things were common knowledge in Greece at the time of
Herodotus.”

Six centuries later Aphrodite’s early settlement in Cythera is reaffirmed
by Pausanias.”® His testimony alone, however, cannot back up Herodotus.
Pausanias is much later and may in certain aspects have been influenced by
Herodotus. Interestingly he diverges from Herodotus’ account on one impor-
tant point. While the latter says that it was the Phoenicians who established
Adpoditn Ovpavia’s oldest sanctuary ever, Pausanias emphasizes their role
as mediators. He says that the Assyrians were the first to venerate Appoditn
Ovpavia. Then, he continues, the Paphians from Cyprus and the Phoenicians
in Ascalon took over the worship of the goddess, and it was from the latter that
the people from Cythera learnt how to venerate Aphrodite.*® Elsewhere he says
that the “oldest and most sacred sanctuary” of A¢poditn Ovpavia in Greece
is the one in Cythera, where she is represented by an armed xoanon.* While
in Herodotus the cult in Cyprus is said to have been founded from Ascalon,
Pausanias claims that it goes back to the Assyrians. This would actually mean
that the cult in Cyprus, since founded by its original worshippers, is earlier than
the one in Cythera which was established by Phoenicians, who then represent
an intermediate stage. Pausanias stresses the function of the Phoenicians as
mediators of the cult rather than as the very first worshippers of this kind of
goddess. This is certainly correct, since other peoples also venerated a love-
goddess or Queen of Heaven (Inanna, the goddess worshipped by the Sumerians
in the 3rd millennium, for instance).>> One can imagine that some traits of the
Phoenician goddess may go back to features of an even earlier predecessor.
Nevertheless, one can still consider it likely that it was the goddess’s specific
Phoenician idiosyncrasy with which the Greeks became acquainted.

Herodotus and Pausanias usually refer to the goddess’s cults as those of
A¢poditn Ovpavia.*® The assumed provenance of the cult title certainly sug-
gests that one should relate it with Ishtar- Astarte’s title “Queen of Heaven” which
is attested for example in the Old Testament.* That Ovpavia is an inheritance
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from Ishtar-Astarte in the sphere of cult is indicated by the fact that Ovpavia is
Aphrodite’s most frequently documented cult title in Greece, but never seems
to have been used as a literary epithet in mythical accounts about Aphrodite.*
We know that Phoenicians, when expressing themselves in Greek, identify their
goddess as Aphrodite Ovpavia in 4th-century BC inscriptions.* In addition, a
dedication is made to Aphrodite Ovpavia at Piraeus by a Phoenician woman,
Aristoklea.”” The cult epiclesis Ovpavia is almost uniquely Aphrodite’s and is
by far her most widespread cult title all over Greece.*® But these later epigraphi-
cal testimonies cannot be taken as a proof that Aphrodite Odpavia has always
been considered as identical with the Phoenician goddess of love. The other
frequent cult title of Aphrodite, ITav8nuog, which signals the goddess’s civic
and political function, seems to be a distinctly Greek phenomenon: it has no
Eastern parallel and is instead related to the Athenian city hero Theseus.”

What are the functions and implications of Aphrodite in cult when she is
Ovpavia? Her cult at Athens demonstrates that she is, like her forerunner, asso-
ciated with procreation, specifically with having children. It emerges there that
she is also a goddess to whom women make offerings before they get married.
If the monumental altar in the Athenian agora has been correctly identified
as part of the sanctuary of Aphrodite Obpavia, whose cult is mentioned by
Pausanias (1,14,7), public veneration for Aphrodite Ovpavia would be attested
around 500 BC in Athens.*® According to the myth attached by Pausanias, the
foundation of the sanctuary is (unlike that of Aphrodite IIavonpog,) not linked
with the civic hero Theseus himself, but with his father Aegeus. Also, here we
see the tendency to relate a cult to Attic mythological tradition: Aegeus is said
to have founded the sanctuary since he feared that he might not have children
and that Procne’s and Philomela’s misery—in particular that Procne killed her
son Itys—was caused by the rage of Ovpavia.*! That Aphrodite was appealed to
in this cult for the purpose of having children is supported by two archaeologi-
cal and iconographical finds. Near the sanctuary, archaeologists have found a
fragmentary relief dating from the end of the 5th century BC. It shows a young
woman with a veil, looking at a vessel. Behind her, one recognizes pieces of a
ladder. The ladder has been noticed on various scenes related to marriage, and
C.M. Edwards has interpreted the ladder as the means by which the young
bride receives access to the bedroom in the house of her groom.* If this in-
terpretation is correct, it would be justified to see in this relief a dedication
made to Aphrodite Ovpavia by a young woman on the occasion of her wed-
ding, probably for the sake of having children. That this is the goddess’s main
function in the cult is also indicated by a more recent discovery in this area: a
box with premarital offerings dedicated to Aphrodite Ovpavia dating from the
4th century BC.** We do not, however, have any information about forms of
worship in this cult.*

Considering these two pieces of evidence, together with the Attic myth
that Aegeus founded the cult for fear of not having children, it seems justified
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to interpret the function and province of Aphrodite Ovpavia here as similar to
that of Ishtar-Astarte: sexuality and procreation. In the case of the Greek god-
dess this includes marriage, the €pya yédpoto which Zeus attributes to her in the
Iliad (5,429). Yet this is a role which she, the notorious seductress and adulter-
ess, cannot fulfil in her myths, only in cult. Also, in Sparta the epithet Ovpavia
has a connection with Ishtar-Astarte: it is one of the few cults in Greece in
which Aphrodite’s worship is linked with warfare.*

1.4 THE MYTH OF APHRODITE Ovpavia

Although Ovpavia does not seem to be a current epithet in literature, it has cer-
tainly provided the basis for a Greek myth.* Hesiod mythologizes Aphrodite’s
epithet in her birth story in a famous passage of the Theogony, where she is
born from the genitals of her father, Uranus. It is interesting that Hesiod, un-
like what we find in some of the Homeric Hymns, does not simply recount the
famous cult places and parentage of the deity. He seems to presuppose that
his audience is acquainted with what was presumably her most famous cult
epithet, around which, without specifically mentioning it, he mythologizes her
birth and creation from Uranus’ genitals. The myth, as featured in the Theogony
(190-200), does not seem to have a direct parallel in any Eastern culture, but
its Eastern connection has never been denied.”” We can expect Hesiod, who
probably invented this myth, to have been familiar with the different elements
necessary to create the story: Aphrodite’s cult epithets and cult places, the folk
etymologies of her name and also the relevant succession myths.*

Aphrodite came into being in the foam which was formed around her
father’s genitals after Cronus had cut them off and thrown them into the sea
(188-192). When Hesiod calls her kovpn here (191), a significant characteristic
of the Greek Aphrodite is already implied. After the amorphic primeval entities
(such as Chaos, Earth and Tourtarus), and the hardly imaginable gods such as
Cronus, she emerges as the first deity to be given clearly anthropomorphic char-
acteristics or, what is more, a detailed female identity. Her description resembles
that of a hymnic epiphany: Aphrodite is a young and “beautiful goddess” (ko
0e6¢ 194), with “tender feet” (moooiv . . . padivoiowv 195), but her character is
rather like that of a “shy girl” (aiSoin 194). As one would expect in a hymn, the
goddess’s favourite cult places are also integrated into the birth story.*’ After her
birth she swims directly to the “very sacred Cythera” (Kvbnpotot (aBéotorv 192),
and from there she approaches “sea-encircled Cyprus” (mepippvtov Kompov
193), where she goes on land. Cyprus and Cythera were certainly already at the
time of Hesiod famous for their Aphrodite cults, and the epithets derived from
them (KvBépelav 198 and Kvmpoyevéa 199) were probably already traditional.

Hesiod also integrates another central hymnic element: the deity’s sphere
of influence. When the grass starts growing immediately after she has put her
tender feet on the earth (194-95), we are reminded that Aphrodite, as the orien-
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tal Queen of Heaven, is linked to reproduction and fertility. In the subsequent
context of the Theogony, however, her responsibility in this sphere seems lim-
ited to the sexuality of the anthropomorphic gods, as the formulaic expres-
sions with which her name is connected seem to indicate.” It is a plausible
assumption that the first “historical condition” that inspired the birth myth is
her actual cult epithet Ovpavia, which was already common in Greece at the
time of Hesiod. It could have been easily linked to the Hittite version of the suc-
cession myth which underlies the section preceding Aphrodite’s birth myth in
the Theogony. There, Uranus’ equivalent, the King of Heaven, is deprived of his
genitals.>! As Aphrodite is O0pavia by cult reality, Uranus could easily become
her father and thus link her to the old generation of gods. An additional factor
which may have inspired this birth story is the folk etymological interpretation
which links her name to adpdg, “foam’, alluding to her emergence from the
foam around the cut-off genitals.”

Aphrodite’s earliest attested epithets in literature also seem to confirm
that Cyprus and Cythera represent the first stages of Aphrodite’s entry into
Greece. Not only does Hesiod refer to her as KvBépeia and Kvmpoyevéa, but
Homeric epic and the Homeric Hymns frequently also simply call her Kbnpig™
and KvBépela.** This suggests that they belong to an established mythological
and epic tradition which an Archaic audience apparently could be expected to
know: they would thus identify Aphrodite on the basis of her epithets Komnpig
and KvBépeta.®® Hesiod explains the epithets by describing how the goddess
immediately after her birth arrives first in Cythera, then in Cyprus (Theog.
192f£.).% In the Odyssey (8,362f.) Paphos in Cyprus is her home, the place to
which she flees, awaited by the Charites, after her affair with Ares had been
discovered.”” In the Homeric Hymn she is addressed as “Cypriot Aphrodite”
(Hymn. Hom. V,2) and the temple which she enters to receive her beauty treat-
ment for the seduction of Anchises is located in Paphos in Cyprus.®

We have already seen that these mythical features, together with Aphrodite’s
traditional literary epithets, may be taken as a proof that the origins of those
cults of Aphrodite, which were also the most important ones in Greece, were
on these islands. Archaeological finds corroborate these assumptions; more-
over, Herodotus and Pausanias also indicate that the cults were associated with
the Phoenicians.® These testimonies confirm firstly that Aphrodite Ovpavia
is directly related to the Eastern love-goddess; secondly that her earliest and
probably most important cult places were the islands of Cyprus and Cythera;®
thirdly that it was the Phoenicians who brought her to Greece. There is epi-
graphical evidence that, in 333 BC, it was Phoenician merchants from Kition
on Cyprus who gained permission to found at Athens a shrine of Aphrodite,
whom they presumably looked upon as their ancestral deity Astarte.*!
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1.5 ISHTAR-ASTARTE AND APHRODITE IN
ICONOGRAPHY

None of our historical sources records that the Phoenicians brought a cult stat-
ue or any other images of the goddess to Cyprus or Cythera. Pausanias (3,23,1),
however, mentions an ancient armed xoanon of Aphrodite which was set up in
her most ancient sanctuary at Cythera.® It is not surprising that she, armed like
her predecessor, is OVpavia.®® One would expect iconography in general, not
only cult images, to be one of the most important media by which the Greeks
came to learn of Ishtar-Astarte. Maybe also Aphrodite’s epithet “the golden”
was inspired by early Eastern artworks. It has become more and more evident
how much the East influenced not only archaeology and arts, to which the term
the “orientalizing epoch” was originally applied, but also all sorts of crafts, as
well as religion, literature and science.®*

The beginnings of trade and interchange between the Near East and
Greece can be dated back to the 10th/9th century BC, but the contacts must
have increased immensely in the mid-8th/mid-7th century BC, as one can in-
fer from the number of imported objects which were found not only on the
Eastern islands Cyprus, Crete and Rhodes, but also on the Greek mainland.®®
This interchange was not limited to the trading of goods and products of all
kinds, but included also the artistic skills and techniques which Eastern crafts-
men brought to Greece, and the Greeks’ imitation of certain oriental motifs,
including religious iconography. Such reproductions are preserved from the
8th century BC onwards.

One of the frequent motifs which the Greeks were acquainted with through
different media was that of a naked, upright standing goddess, sometimes hold-
ing her breasts in a significant pose: Ishtar-Astarte.® This type was conveyed
for example by clay plaques, such as those which have been preserved from
North Syria, where they had been produced since the 14th/13th century BC.*”
This image of the goddess had a crucial influence on Greek art and was im-
ported, and imitated from the 9th/8th century BC onwards in various ways and
places, sometimes just by using the same moulds (See Plate 1).® Other media
could be bronze plates and all kinds of minor arts and objects, such as jewellery
and golden pendants which, among other reasons, may lie behind Aphrodite’s
being called xpvoén in epic.*

Eastern influence also becomes palpable in the ivory figures which imitate
the Ishtar-Astarte type.”” They were found in a tomb at Athens and date from
the third quarter of the 8th century BC. Their material points to Phoenicia
which was at the forefront of the production of ivory and bronze statuettes.”
They are, however, not just imported objects, as their style reveals new fea-
tures in comparison with originally Eastern models.”? Whereas the latter show
the typical nutritive maternity in their full waist, the Athenian model is more
refined in detail and has a significantly slimmer waist. Also, Ishtar-Astarte’s
most prominent characteristic, the position of the hand on the breast, is miss-
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ing. Perhaps we see here already the beginning of a development during which
the Greek Aphrodite diverges in distinctive points from her predecessor and
establishes her own Greek idiosyncrasy. The Greek Aphrodite is never a full
and maternal type. These features tend to be displayed instead by goddesses
like Demeter. In the case of Aphrodite it is always more the aesthetic aspect, her
rather pre-maternal beauty and attraction, as admired by later Greeks, which
is emphasized not only in iconography and art, but also in myth, as we will see
later.”

However, the small gold-leaf figures which were sewn as ornaments on
shrouds found in the third shaft grave in Mycene may give an early impression
of the image the Greeks became acquainted with. They date from around 1600
BC and display a female figure accompanied by birds, probably doves. As this
type of female figure, especially its nudity, is very rare in Mycenean-Minoan
culture, one assumes that this figure is the unique imitation of an image of
the Eastern love-goddess.” These figures have been connected with Aphrodite,
although it is agreed that she was added to the Greek pantheon not before the
post-Mycenean period. Her name does not appear in Linear B documents, but
in Greek epic, she becomes the “golden” one.” The doves, as the birds with
which she is depicted are usually interpreted, are attributes and sacrificial ani-
mals of both Ishtar-Astarte and Aphrodite.”

1.6 APHRODITE AND DOVES

In Ascalon doves were sacred to the love-goddess as well as in Aphrodisias,
where for this reason it was forbidden to hunt them.”” Doves are attested on the
coins of those places in Greece which have important cults of Aphrodite, for
instance Sicyon, Corinth, Cythera, Cassiope, Eryx and Paphos.” This shows
how closely related doves are with the veneration of Aphrodite.

There is also archaeological and epigraphical evidence to attest Aphrodite’s
relationship with these birds. In Aphrodite’s sanctuary in Argos vessels of the
2nd century BC have been found which bear a dedication to the goddess.”” In
the same place, female votive figurines from the 6th/5th century BC have been
discovered. As well as different kinds of fruits and flowers, they carry animals,
most frequently birds, which have been interpreted as doves.®* Furthermore,
the birds depicted on Attic reliefs, together with birds made of marble found
in the sanctuary of Aphrodite at Daphni, look like doves.® It is hard to judge
whether the dove is a direct inheritance from the Eastern cults or whether it
had developed its own meaning, because our extant evidence for the dove as
Aphrodite’s animal does not go beyond the 6th/5th century BC. Besides, it is
amusing that Apollodorus of Athens makes the doves’ notorious propensity
for mating the reason why they are Aphrodite’s birds, and thus he relates them
directly to the province Aphrodite has in myth. He corroborates this with an
etymology which relates the Greek word mepiotepd to meploo®g epav .*
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We do not know with certainty what the meaning of the dove was in cults
of Aphrodite before the Hellenistic period, but we know from a Hellenistic
probouleuma at Athens that the astynomoi had to provide a dove for the puri-
fication of the sanctuary of Aphrodite ITavnuog there.** Presumably the dove,
originally being the sacrificial animal of Aphrodite Ovpavia, was transferred
to the cult of Aphrodite ITav8nuog at Athens around which votive doves and
decorative ornaments have also been found.*

To sum up so far: iconography in its various forms had a key function in
the transmission of the goddess’s cult and image and also of her sacred animals.
It will have been these concrete visualizations with which the Greeks first of all
became acquainted. Therefore it seems that Aphrodite-iconography shares at
least some common features with her predecessor.®® The three cult statues of
Aphrodite at Cythera, Sparta and Corinth, which Pausanias describes as car-
rying weapons, are influenced by Eastern models. Also, the doves occur in the
cult and iconography of both. Therefore it seems that the Greeks, when they
came to know Ishtar-Astarte, received immediately a relatively clear idea about
her personality and appearance. Since aniconic portraits of Aphrodite in Greece
seem to have been an exception, it is clear that, in cultic contexts, worshippers
conceived of her as a clearly defined anthropomorphic goddess.*

However, whereas common characteristics between Ishtar-Astarte and
Aphrodite are documented in early iconography,” the more recent portraits
which are familiar to us show that Aphrodite developed a distinctively Greek
character. While the aesthetic element of the oriental love-goddess does not
seem to have prevailed in Greece, pre-maternal beauty and femininity become
peculiar to Aphrodite in Greek art and literature.®® This development towards
a Greek conception of the love-goddess finds expression in subsequent ico-
nography. Generally speaking, naked goddesses disappear from art in the late
7th century BC,* and from then on Aphrodite is presented in significantly lav-
ish robes and adornment, which are also paralleled in Hesiod’s and Homer’s
descriptions in epic. When the type of the naked Aphrodite re-emerges in the
Hellenistic period, it becomes evident that she is being more associated with
the Greek concept of pre-maternal feminine beauty than the fertility or nutri-
tive maternity characteristic of her predecessor.

1.7 APHRODITE AND DIONE

Although iconographical parallels and the ancient historical tradition suggest
that Aphrodite is of Phoenician origin, Ishtar- Astarte, when she came to Greece,
did not enter a “religious vacuum” Aphrodite also has early connections with
the Charites which are reflected not only in iconography, but also in myth and
cult. This will be discussed later. The other Greek deity with whom Aphrodite
has early connections is Dione. The depiction of Aphrodite’s relationship with
this Indo-European goddess in Homer’s Iliad (5,370ft.) is unique.”® I suggest
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that Dione’s role as Aphrodite’s mother in this episode is not only based on a
possible mythical model—Ishtar’s complaint in Heaven as featured in the epic
Gilgamesh—but may also be motivated by cultic similarities between the two
goddesses.

It has been argued by W. Burkert in particular that Homer’s version of
Aphrodite’s complaint about Diomedes, who had hit her hand in battle, is
modelled on an episode of the Akkadian epic of Gilgamesh.” Ishtar, not physi-
cally hurt by Gilgamesh, but rejected, retreats to Heaven and complains about
the mortal to her parents Anu, the God of Heaven, and Antu, the Goddess of
Heaven. Then she seeks revenge. Apart from similarities in the narrative struc-
ture, another parallel between the Akkadian and Homeric version has been
seen in the fact that in this episode Aphrodite has a mother, Dione, and a fa-
ther, Zeus.” In the same way as Antu is the feminine form of Anu, Dione is the
feminine form of Zeus; however, she is not called his wife.” This role is taken by
Hera. Considering the Homeric tendency to give gods individual names, this is
certainly a unique case in Homeric mythologizing.*

The question now is whether the Akkadian epic, as a possible narra-
tive model, was the only inspiration and motivation for the poet of the Iliad
to make Dione the mother of Aphrodite. How should one interpret the fact
that Aphrodite, who is herself Goddess of Heaven, Ovpavia, and traditionally
motherless, becomes the daughter of Dione? It must be considered whether this
mythical relationship could reflect a cultic phenomenon.

The only cult place where Dione was worshipped conjointly with Zeus
as his consort in Greece was at Dodona, at the same time one of Zeus’ most
important and ancient cult places. There he had a famous oracle.”” That this
cult place was already familiar to Homer emerges from Achilles’ invocation of
the “Zeus of Dodona, where the Selloi live, the prophets who never wash their
feet and lie on the ground”® There is no direct epigraphical evidence to define
Dione’s role and her relationship with Zeus and Aphrodite there.”

Homer’s early mythical connection suggests that Zeus, Dione and
Aphrodite were linked in a cult at an early stage as well. Since the mythical
model for the episode in the Iliad required a mother for Aphrodite, Homer may
have referred to the cult association of Zeus and Dione in which the name of
the female deity is a derivative of the god. Moreover, Hera would not have been
the right goddess to sympathize with Aphrodite, by whom she was beaten in
the beauty contest.

Zeus epithet at Dodona is Naios, which has usually been interpreted as re-
ferring to Zeus as the god of “flowing water”, since the environment of Dodona
has always been famous for its abundance of springs and fountains.” Pausanias
(10,12,10) mentions a hymn in which Zeus is related to the Earth who “makes
the fruits grow” at Dodona.”” Thus Dione’s function and association with Zeus
will have to be seen in this context of fertility and reproduction—and this prov-
ince belongs to Aphrodite as well. And there is another interesting feature in
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this cult at Dodona which one may relate to Aphrodite. Doves, an important
attribute and sacrificial animal in the worship of Ishtar-Astarte and Aphrodite,
as has been shown above, appear in this cult too: a bronze figure representing a
dove was found at Dodona and dated to the 7th century BC. This date suggests
that the animal could have been associated with the cult already in Homeric
times, but its meaning is certainly different from that in cults of Ishtar-Astarte
and Aphrodite, since the dove has an oracular function at Dodona.

Together with the oak the doves are traditionally associated with stories of
the foundation of Dodona. This tradition went back at least to Pindar. In one of
his paeans he mentions oracles in Libya and Dodona which were founded from
the same origin in Egyptian Thebes, as well as Egyptian doves or priestesses as
their founders.'®

This myth is strikingly similar to the two mythical variants Herodotus was
told by his informants in Egypt and Greece (2,54-7). According to the priests of
Ammon at Thebes, Phoenicians had carried off two of the Theban priestesses
and sold one of them to Libya, the other one to Greece. The former had founded
the oracle of Ammon at the oasis of Siwa, the latter the oracle of Zeus at Dodona
(2,54). His Greek informants, the priestesses of Zeus at Dodona, however, told
him that it was not abducted priestesses, but two black doves (mekeladeg) who
founded the oracles. They had both flown from Thebes, one coming to the oasis
of Siwa in Libya, the other to Dodona, where she sat on an oak tree and an-
nounced that an oracle of Zeus was to be set up at there (2,55)."!

Herodotus, in a yvapn, harmonizes the two diverging accounts by rational-
izing the Dodonean version through the Egyptian variant: if the latter is correct,
the woman was sold to Thesprotia (near Dodona). Enslaved, she established
a sanctuary of Zeus under an oak, remembering her god in the foreign coun-
try. Of course, the inhabitants were unable to understand her language, which
they perceived as the cooing of a dove. As soon as the Egyptian priestess had
learnt the new language, she installed the oracle of Zeus there (2,56-7). That
Herodotus distinguishes between the foundation of the sanctuary and that of
the oracle can probably be explained by his assumption that the priestess had
to learn the language first. We may have expected Herodotus to refer to his in-
formants as ITeheddeg so that the story they had to tell could be expected to
explain their strange cult-title. Instead, he tells us their individual names (2,55:
Promeneia, Timarete, Nikandra), and adds that their account was confirmed by
other people who were affiliated with the sanctuary. Perhaps the priestesses only
adopted the cult-title later.

The two variants of the myth are reflected in Sophocles (Trach. 171f.)
where the two mehelddeg on the oak are the source of the oracle.!® The am-
biguity of the phrasing there leaves it open as to whether the oracle is meant
to be announced by birds or priestesses who were called ITeetadeg as well.'®
Perhaps Sophocles’ phrasing is deliberately vague. The priestesses’ name may
suggest that they were to interpret the animals’ voices.*
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The idea of links between Thebes, Libya and Dodona, of oracles of the
same origin, of Egyptian priestesses or doves as their founders already existed
at the time of Pindar.'® However, if these motifs were common knowledge,
Herodotus™ information did not necessarily depend on the priests at Thebes
and the priestesses at Dodona, and Herodotus may well have been acquainted
with these motifs through literary sources.*

As it turns out, the presence of doves in the oracle of Zeus at Dodona, which
is of interest to us, is well attested by several Greek versions. Independently
from any foundation myth, the doves can be assumed to have a long-standing
tradition going back to the Archaic period, since literary evidence is corrobo-
rated by a 7th-century BC bronze figure of a dove found there.'”” The ambigu-
ity of whether doves or priestesses established the cult could have its roots in
two different Greek mythical versions. The double version, together with the
two locations implied in them, may have inspired Herodotus to attribute one
to a source in Egypt, the other to a source in Greece, the origin and target of
the doves or priestesses. Whereas an archaeological find proves the presence of
doves in the cult, the excavations at Dodona have not uncovered any evidence
to indicate a connection between the oracle and Egyptian Thebes.'%

The appearance of doves in this cult does not seem to be directly related to
its deities, but rather to the fact that there was an oracle. It has been suggested
that the doves here may be considered mediators between the divine and hu-
man world.'” It may be coincidental that doves, Aphrodite’s animals, are also
connected with Dione’s only cult place in Greece. Perhaps it helped to suggest
to the Homeric poet this special relationship between Dione and Aphrodite, i.e.
as mother and daughter.!?

The reasons why Aphrodite is shown with a mother in Iliad 5 (and only
here in epic) have been debated. G. Kirk argues on aesthetic grounds that
Homer tends to avoid “carnal extremes” and therefore “wished to gloss over
the savage old tale of her birth in the sea”'"! Of course, he may have known
the story. Some scholars see in the parentage of Zeus and Dione an indication
of Aphrodite’s Indo-European origins.""* It can be argued, however, that the
tendency in Homeric epic to subordinate deities supposed not to be originally
Greek to Zeus as his children corroborates Aphrodite’s Near-Eastern origins.'"?
Thus Aphrodite’s unconventional individual birth story (which makes her one
of the oldest deities in the Theogony) would not have suited her less outstand-
ing role in the Iliad."* Given that the Homeric poet was acquainted with the
epic featuring Anu and Antu, it can be expected to have influenced his choice
of Zeus' and Dione’s parentship. That he could relate the Akkadian mythical
couple to a cult reality in Greece where the God of Heaven and his female
equivalent of the same name were venerated together, may have facilitated the
borrowing, as well as the choice of Dione rather than, say, Hera. The cultic link
need not have been the primary motivation.'®
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1.8 CONCLUSION

It was the aim of this chapter to map out the main directions in the discussion
of Aphrodite’s origins. In defending the idea that the predecessor of Aphrodite
Ovpavia is to be sought in the Eastern goddess Ishtar- Astarte, the most impor-
tant similarities in mythical, iconographic and cultic features have been consid-
ered against the background of ancient historical sources, which include (apart
from the testimonies of Herodotus and Pausanias) epigraphical evidence. The
Phoenicians played a crucial role in transferring the cult of Aphrodite Ovpavia
to Greece, and the islands Cyprus and Cythera were Aphrodite’s first and later
most traditional cult places. Her literary epithets seem to reflect a historical
development. The Greek Aphrodite diverges from her predecessor in certain
respects (the aspect of feminine, pre-maternal beauty seems to be more impor-
tant for Aphrodite). In the two following chapters, the evidence of myth and
cult will show how Aphrodite’s typical character and functions are modulated
in different contexts.



Chapter Two
Some Aspects of Mythmaking and
Cults of Aphrodite

2.1 INTRODUCTION

The image of Aphrodite depicted in literature and art is that of an irresistible
seductress. She is perceived as the embodiment of ideal female beauty, and the
sphere of activity attributed to her is the “joyous consummation of sexuality”.!
These are without doubt her most common mythical features and would be
verified in any mythological dictionary.?

It is probably on account of this conception of Aphrodite that it has been
considered surprising and paradoxical that the goddess of love also appears in
civic contexts.” A great number of votive inscriptions made by different magis-
terial colleges in many places in Greece suggests that Aphrodite was worshipped
as patroness of various magistrates.* This phenomenon, which is documented
from the 5th century BC onwards, is less astonishing considering the public
and political functions of Aphrodite which are prefigured in cult, since the epi-
thet ITavénuog (“of the whole people”) is well attested already in the Archaic
period.” This aspect of Aphrodite, which seems to have been so present in real
cultic life, is hardly reflected at all in mythological accounts. No poet seems to
have ever made this facet the theme of his work.®

The alleged paradox can be illuminated by an approach which tries to ana-
lyze the identity of Aphrodite from different perspectives, such as myth and its
literary representation, cultic, and epigraphical evidence. For the idiosyncrasies
of the Olympian deities cannot simply be grasped by the contents of their spe-
cific myths, which are displayed particularly in epic and bound to this genre.”
It is still true that our idea of the Olympian gods (their names, myths and prov-
inces) is particularly shaped by the roles and functions given to them by the
two poets who, according to a famous passage in Herodotus (2,53,2) gave the
Greeks their gods: Hesiod and Homer.

21
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In this chapter I will take Aphrodite as an example to demonstrate that, if
we considered only these mythical accounts of the Greek deities, which have
almost become clichés, we would receive a very limited perspective. An ex-
amination of cultic evidence, of epigraphical documents, combined with an
analysis of cult epithets, conveys an important insight into the complex aspects
and intricate functions of individual gods.® It helps us to understand that they
are more intricate than their literary portraits can convey, and that there are
additional factors which have to be taken into account in order to understand
the various facets in which the Greeks perceived a divine personality.’ It has
been pointed out by A. Henrichs that myth and religion (cults, rituals, festivals)
are never identical.’® I will try to demonstrate how they are normally related to
each other, with each modulating different aspects of a deity. This becomes par-
ticularly clear if we consider the various occasions and genres in which myths
were recounted, as well as their different intentions and uses. These consider-
ations determine how directly cult realities are related to mythical stories.

2.2 DIVINE MANIFESTATIONS

That it is possible to isolate and define the essence of a god or goddess, and to find
a unifying principle behind their various appearances has recently been denied."
Other scholars, however, by comparing different manifestations, have made at-
tempts to isolate certain factors which help to shape a core of the image of dei-
ties. Among these factors, there are activities and phenomena of cult, such as the
sanctuaries and the festivals, sacrifices and rituals related to them, the names of
the deities, and particularly the epithets applied in cult, which supply important
information about the function a god or goddess performed in a certain cul-
tic environment. Iconographical evidence may be taken as an indicator of how
deities were perceived and to which mythological or social contexts they were
related. Finally, myths and stories seem to have shaped the idea of a deity.'?

The following sections will take into account the complexity of elements
which define a deity, focusing on the relationship between Aphrodite’s cultic
and mythological representations. It will emerge that the myth in its regional
peculiarities prefigures the way in which a deity is perceived, according to re-
spective cult practices and their historical implications. Moreover, myth bears
in itself a “collective importance”, a meaning that is related to a particular oc-
casion and audience.” This is essential for the portrait of a god. Therefore the
genre in which a myth is conveyed is also relevant for the representation of a
divinity, and there is always a significant link between context and contents.'*

Epic, for example, shows a less direct link to cult and ritual, but revels in the
frivolity and all-too-human character of the Olympians when the pleasureable
aspect of a myth is emphasized. An important task of the singer is, after all, to
give pleasure to the audience.'”> When myths are performed within hymns, the
cultic character is stronger, since we get information, aitia and explanations,
about the worship of the gods, for instance.'® Certain Attic myths are taken as
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examples that myth can also be used in order to establish political identities,
and that images of gods are, consequently, very closely related to local cult.

2.3 CULTIC FEATURES AND EPIC NARRATIVE

The idea of Aphrodite as goddess of beauty and sexual pleasure has been in-
spired particularly by her early epic representations, namely in the works of
Hesiod and Homer and in the Homeric Hymn to Aphrodite. 1 shall explore the
ways in which ritual is reflected and integrated in the narrative."”

It has been argued by W. Burkert that Homer, when he represents the
Olympian gods in an unheroic and all-too-human way, follows a traditional form
of narrative which had been developed in Greece under the influence of Oriental
models, and that this purely narrative representation has nothing to do with tradi-
tional ritual and the seriousness of religion.'® Thus he emphasizes the apparently
exclusively amusing character of epic narrative. However, the Homeric represen-
tation of Aphrodite is not merely the Greek version of an Oriental model. Nor is it
simply an imitation of a similar scene in the Akkadian myth of Gilgamesh, whose
main features Homer may have become acquainted with via tradition."

Beyond its narrative function, it seems that the Homeric version of myths
of Aphrodite also reflects the historical development of contemporary cult. The
account of Diomedes wounding Aphrodite (I 5,311-430) demonstrates that
the spheres of narrative and cult must not be considered separately, but as inter-
locking: Homeric mythologizing seems to comment on realities of cult. Within
this context, Aphrodite’s definition as being purely a goddess of love also means
a restriction of her warlike facet, which is present in some cult places.”® I shall
argue that the poet exploits the absence or disappearance of a cultic phenom-
enon for narrative purposes. By depriving her of her warlike function through
the mouth of Zeus, he portrays a goddess who is exclusively responsible for love
matters and thus contrasts her all the more with Hera and Athena.

In this episode Aphrodite, while rescuing her son Aeneas from the battle, is
recognized and wounded in the hand by Diomedes. Supported by Ares, she re-
moves herself to Olympus and complains to her mother Dione. When Athena
and Hera make fun of her failed war activities, her father Zeus, with a slight
reproach, puts her in her place by limiting her activities to the €pya ydpoto.

It has been claimed that this all-too-human family scene of a daughter
complaining to her parents shows striking analogies in its structure and ethos
with a famous episode in the Akkadian epic Gilgamesh (VI iii 11ff.). Here
Aphrodite’s equivalent Ishtar has also been enraged by a mortal, Gilgamesh.
She had offered herself to him, and he had hurt her psychologically by scorning
her love, recalling her previous lovers’ unhappy ends. She also retreats to her
parents, the god and goddess of Heaven, and complains about the disgrace she
has suffered from the mortal against whom she is now seeking revenge. Like
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Zeus, her father is at first not very understanding, but finally agrees to let her
have the Bull of Heaven to punish Gilgamesh.*

There are certainly some analogies in the narrative structure and the style
of these episodes. In each version, the goddess of love is hurt by a mortal and,
as a child would do, complains to her parents in order to seek revenge. Even if
the tone and the staging of the gods look un-Greek, one should not overem-
phasize Homer’s dependence on Oriental models; we do not know whether he
was acquainted with the epic Gilgamesh in such a way that he would have been
in a position to reshape an episode of it point by point. Perhaps he did not have
any literary model at all, but had observed girls running to their fathers in real
life. The motif of a goddess assaulted by a mortal and then complaining to her
parents is also a motif in Greek literature. In Hesiod’s Workse»Days, Dike, per-
sonified as a girl, comes to her father Zeus, complains about human beings who
have violated her (i.e. what she stands for: justice), and seeks revenge.”

More tempting, however, is the idea that Aphrodite’s parentage in the Iliad
(only here is Dione her mother) has been inspired by Gilgamesh.* Dione is
derived from Zeus' name with a feminine suffix, in the same way as the name
of Ishtar’s mother Antu is formed from her father’s name Anu. However, even
in this respect, direct dependence on Gilgamesh is not inevitable. I have argued
earlier that the parentage may have been inspired firstly by the cult which Zeus
shared with Dione at Dodona (see ch. 1.7). The poet knew this cult-association,
as it is mentioned elsewhere in the Iliad. The second source of inspiration was
very probably certain cultic features which were common to both, Dione and
Aphrodite. Thus the presence of Dione in the Iliad need not be purely literary
mythologizing of the Akkadian goddess of Heaven.

In any case, one should not overlook distinctive alterations in the Homeric
episode. I will argue that Zeus” benevolent words concluding the episode are to
be interpreted as a reference to Aphrodite’s sphere of activity in Greek cult—a
feature which is not presupposed in its model.**

In the Akkadian epic Ishtar is presented as goddess of love who is defeated
in her own realm because Gilgamesh has rejected her offer of love. In the end,
divine power remains victorious over the mortal since her father agrees that
the Bull of Heaven should strike Gilgamesh down. In the Iliad, Aphrodite be-
comes active not, as one might expect, in love, but in the business of arms and
war. The result of her complaint to Zeus is not, as in Ishtar’s case, support in
taking revenge on the mortal Diomedes who has wounded her physically, but
gentle mockery (Il. 5,428-30): “My child, you are not given the works of war,
but participate in the lovely works of marriage; all that will be the business of
swift Ares and Athena”

“ob to, Tékvov éuov, 6¢Sotat Toleunia Epya-
A& o0 Y ipepoevTa HeTépyeo Epya yapoto,
tadta § Apni Bodt kai AB vt tavta pekroel”
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Aphrodite’s failure in the works of war and her being reprimanded by Zeus
do not come as a surprise in the literary context of the Iliad, considering the poet’s
ironic tone throughout this scene. One may well ask whether Diomedes’ words,
which mock Aphrodite’s incompetence in the use of weapons, need to go back to
a model.”® Perhaps the poet himself innovated here in making fun of Aphrodite
whom he later (Il. 24,30) portrays as the giver of paxhoobv), a “madness for sex”.
But neither is the love-goddess’s defeat in the business of war unexpected in the
context of the society depicted in the Iliad, where war was the affair of Greek
men. Hector’s advice to Andromache, nolepog & GvSpeool peAnioey, is indica-
tive of the role women played in wartime.?® Thus, unsurprisingly Zeus finally
summons his daughter, who has an all-too-human image in the Iliad anyway,
to refrain from the works of war, although she is, after all, a goddess herself. In
addition, these lines concern the interaction between myth and cultic features.

Homer’s placing of Aphrodite on the battlefield may give an aetiology for
armed portrayal of Aphrodite or her predecessor in cult in some regions and
places, and Zeus’ reproach seems to draw attention to this. It is entirely consis-
tent with Aphrodite’s image as goddess of love in the Iliad, when Zeus” rebuke
finally denies her association with weapons and war. This, however, had been
a typical quality of her Oriental predecessor Ishtar, who was worshipped as a
warrior goddess in cult.” The cult association of Aphrodite with Ares, which
clearly implies her affinity with war business, is well documented.” A mythical
reflection of this relationship is attested as early as Hesiod (Theog. 933f.), where
they appear as a couple. The myth in the Odyssey (8,266-366) is about their il-
licit affair.’

Thus it does not seem to be mere coincidence that an armed Aphrodite
can also be found at Cyprus and Cythera, Aphrodite’s earliest cult places, where
Oriental influence is strongly felt and where a close affinity with Ishtar is most
likely.*® Literary sources know of Aphrodite "Eyxetog (“with a spear”)® in
Cyprus, and Polycharmus of Naucratis records that as early as 688/5 BC a stat-
uette of Aphrodite, nine inches high, was brought from Paphos to Naucratis.*
Pausanias (3,23,1) mentions that “the goddess herself is represented by an
armed image of wood” (a0t 8¢ 1} Be0g Edavov wmhiopévov) on Cythera and at
Corinth (2,5,1)—a place which also had affiliations with the East. It has been
suggested that the cult of the armed goddess Aphrodite came via Cyprus from
the East to Sparta.” Of course, these sources cannot prove that Aphrodite was
worshipped at Cyprus and Cythera as a warlike goddess in the 8th century BC,
but since these were the earliest cult places of Aphrodite most strongly affected
by Eastern features of the love-goddess, it seems likely that one of her most
prominent facets was represented here as well.

There is also later evidence that in certain regions, namely at Argos and
Sparta, Aphrodite’s inherited warlike facet survived, and that she was in fact
worshipped as an armed goddess who could grant victory.* It is again Pausanias
(3,15,10) who mentions an armed wooden image of Aphrodite in an allegedly
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“ancient temple” (vaog dpxaiog), veiled, with her feet tied together.”® There her
cult name is Aphrodite Mop$w.* Elsewhere in Sparta (Paus. 3,17,5), she had a
temple where her cult epiclesis was Apeia. Pausanias points out the antiquity of
the cult images there, but of course we cannot take their great age for granted.

Besides, there are later sources which provide aitia in order to explain
this strange phenomenon. Lactantius (Inst. 1,20,29-32) tells why the statue of
A¢poditn "Evomhiog was erected. While the Spartans were besieging Messene, a
part of the Messenian army slunk away and attacked Sparta. In order to defend
their city, the Spartan women armed themselves and fought successfully against
the enemy. When the Spartans realized that part of the Messenian army had
disappeared, they sent their soldiers after them; these then attacked their own
womenfolk, assuming they were Messenians. The women revealed their identity
by taking off their weapons and clothes; this was followed by a wild sexual orgy.
Thus, although the story itself lies in the realm of myth, it is likely to refer to a
ritual involving a role reversal of male and female, which could also explain the
paradox of an armed female goddess. F. Graf suggests that Aphrodite’s Eastern
provenance cannot alone account for the fact that an armed Aphrodite has
been preserved for centuries at Sparta. He therefore assumes that there must
have also existed a ritual during which the norms of daily life were changed
and women took over the roles of men—as was the case at the festival called
Hybristica in Argos.”

Beyond our literary sources there is iconographical and epigraphical evi-
dence to endorse the idea that Aphrodite kept her affinity to war and weap-
ons as an inheritance from her Eastern predecessor in certain places in Greece,
particularly in those regions which were under a strong Eastern influence. The
actively performed rituals suggest that an armed Aphrodite is not just an imita-
tion of an iconographical feature, but part of cult. How do we interpret Zeus’
statement regarding the warlike activity of the goddess of love which probably
goes back to Aphrodite’s predecessor? Could his mocking of Aphrodite really
be just an inherited narrative element, as Burkert and M.L. West claim?

It is clear that Aphrodite’s failure in war-matters as depicted in the Iliad
is not only a narrative mythological feature invented by the poet in order to
put a very unheroic Aphrodite in her place as a love-deity.*® Beyond its nar-
rative qualities, the myth could also be meant to refer to a cult reality: it may
give a witty aition as to why Aphrodite had no function as a goddess of war
in the cultic environment of the Homeric audience, although they may have
known of her or her predecessor as warlike elsewhere. Ionia was not among the
traditional cult places of an armed love-goddess, but Athena and Ares are the
gods responsible for weapons and war. We might consider whether the image
of Aphrodite as a war goddess was regarded by Homer’s audience as something
foreign and ancient. If so, the episode—by narrating Aphrodite’s failed mission
on the battlefield from which she is subsequently called back by Zeus—may be
a humorous comment on a historical process during which Aphrodite has in
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fact lost one of her or her predecessor’s accustomed spheres of interest—war-
fare—in the cultic environment of Ionia.*

Thus the myth can be interpreted in several ways. Apart from its narrative
function, it also gives an aition to explain a limitation of activities of Aphrodite
which seem to have survived in other places, while it separates her from
Eastern equivalent goddesses. It defines “love” as the Greek Aphrodite’s one
sphere of interest. How influential Homeric mythologizing was in this respect
becomes clear in several Hellenistic epigrams: these show how paradoxical the
armed Aphrodite at Sparta was perceived to be throughout antiquity, how ex-
clusively she was related to love matters, and how present the epic feature of
golden Aphrodite, the goddess of love and beauty, was in the literature of the
Hellenistic period.*

On the other hand, Aphrodite’s association with war did not only survive
in armed portrayal in cult, since we also have much evidence from the Classical
period that Aphrodite received special offerings and dedications, particularly
from magistrates who, in some cases, were concerned with weapons and war.
It is interesting that Aphrodite’s association with Ares in the mythological ver-
sion, as displayed in the Song of Demodocus, shows her as a love-goddess who
has to submit to her own influence.*"

The sphere which Zeus assigns to Aphrodite generates a paradox concerning
a possible reference to cult within the narrative: Zeus reminds his daughter that her
true business is not works of grim war, but the lovely £pya yapoto (Il 5,429):

dAAG o0 Y ipepoevTa HeTépyeo Epya yapoto.

The interpretation of €pya yéuoto has caused puzzlement. Scholars sway
between “lovely works of marriage” and “lovely works of love”*> The prob-
lem lies in the discrepancy between the actual meaning of the term ydpog
and Aphrodite’s true field of activity as displayed in the Iliad. Tapog, at least
in epic, does not seem to mean simply “love” or “affair”, but is usually linked
to the institutionalization of love, normally indicating an event which takes
place on a particular day. Sometimes, however, it cannot be decided with cer-
tainty whether it refers to “wedding” or to the ceremony of the actual “nuptial
rite”* yapog also refers to marriage in the sense of a long-term relationship.*
It is only later in Euripides (Tro. 932) that the unlawful wedlock of Helen and
Paris is called yapog.** In any case the €pya yapoto imply that Aphrodite is
meant to have a particular function concerning the wedding and all that fol-
lows, i.e. sexuality within marriage. Presumably this is with a certain emphasis
on the wedding night, as one could infer from Aphrodite’s invocation in some
epithalamia.* This diverges from her factual role in the context of the Iliad
where she, instead of fostering legitimate marriages, supports seduction and
illicit affairs. In a passage towards the end of the Iliad (24,25-30), the only allu-
sion to Paris’ judgement, Aphrodite is said to have brought to Paris paxAoovvn,
“a grievous madness for sex” (II. 24,30).* Since this term is exclusively applied
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to women in early literature, it is unlikely that Aphrodite struck Paris himself
with paxhoovvn, in spite of his effeminate character.* Instead, it makes more
sense to relate the term to Helen whose “lewd” character it describes.® In this
context payhoovvn clearly indicates something sent by Aphrodite as a punish-
ment rather than as a reward.”

Whereas myth illustrates Aphrodite within contexts of more adventurous
sexual encounters, her role in cult often relates her to marriage and children.
For this aspect, we have to consider later material, since we have no epigraphical
material dating from the 7th and 6th centuries BC. It is likely that Aphrodite, by
her nature, was early on related in cult to legitimate marriage and reproduction
(as was her predecessor). There is no evidence that Aphrodite could have been in-
voked for the sake of giving sexual pleasures in public cults. We know of sacrifices
and offerings that were made to the xoanon of Aphrodite Hera by mothers on the
occasion of their daughters’ wedding in Sparta. There is evidence that there were
cult rites linked to the marriage ceremony.** We have already seen that the pre-
marital offerings, mpotéAewa ydpo found in the sanctuary of Aphrodite Odpavia
at Athens provide clear evidence that she was venerated as a deity related to mar-
riage at least as early as the 4th century BC. However, the myth associated with
this cult suggests that Aphrodite was already worshipped as a goddess of mar-
riage and children by the time of its foundation at least circa 500 BC.*

At first sight it may appear surprising that Aphrodite ITdvonpog, who, as
we shall see below, is mainly concerned with civic unity and harmony, can also
be associated with marriage. A recently discovered public decree from Cos (ear-
ly 2nd century BC) provides the evidence that Aphrodite ITIdvonpog received
compulsory post-nuptial sacrifices from wives—whatever their status—within
one year after their marriage according to their financial means.” The decree
after a preamble (lines 1-5) and instructions for the auctioning of and payment
for the priesthood (5-6, 8-15) says:* “In order to increase the honours for the
goddess and that manifestly all married wives—be they citizens, nothai*® or pa-
roikoi, honor the goddess according to their financial means, all those whoever
got married, they are all to make sacrifices to the goddess after having sworn
an oath [that they were sacrificing to the best of their financial ability?]* in the
year after their marriage”(15-20):

tva 8¢ emadénta & Tipua tég Oeod

¢aivwvtai Te Tai yapodow aoat Tdv te moltidw-

v kai vo[B]wv kai tapoikwy katd Shvauty Ty adT®v TI-
pooat tav Beov, Goat ka yapdvrat, xpnuatiodeicag
elowpooiag Buovtw mdoa Tt Be®t igpiiov petd Tov
ydpov €v éviavtdL

We do not know what type of offerings these were. It is interesting to note,
however, that as far as we know, in Athens Aphrodite was to receive premarital
offerings only, whereas in Cos she was to be given offerings when the marriage



Some Aspects of Mythmaking and Cults of Aphrodite 29

had already been performed.” It also seems striking that these marriage offer-
ings in Cos were decreed by the state, whereas elsewhere they were made by
custom not only to Aphrodite, but also to other gods.*® It will be discussed later
why the more politically oriented Aphrodite ITav8nuog was suitable to receive
these compulsory marriage offerings.

The most famous mythical context in which Aphrodite seems to be tra-
ditionally linked to sexuality within marriage is the myth about the Danaids
who refuse to marry their cousins. In Aeschylus’ Supplices they frequently refer
to Aphrodite as the goddess whose worship they refute.® There is one choral
song (probably performed by the Danaids’ handmaidens) in which the institu-
tion of marriage is defended: here Aphrodite presides together with Hera and
Zeus over wedlock.® The myth presumably reflects an actual Argive cult in
which Aphrodite, together with Zeus and Hera, was worshipped as a goddess of
marriage. On this point there is no archaeological evidence. Pausanias (2,19,6)
records an allegedly ancient myth according to which the xoanon of Aphrodite
Nikephoros was dedicated by Hypermnestra, who had spared her husband
from death and was acquitted with the goddess’s help. That Hera, who actually
presides over marriage, had such a prominent role in Argos makes it, however,
all the more likely that Aphrodite had only a shared or subordinate function in
cultic life in this respect. In any case she obviously had a traditional role in this
myth.®!

That Aphrodite is supposed to be responsible the £€pya ydpoto is in fact
paradoxical, considering Aphrodite’s own image and her activities as displayed
in the Iliad, the Odyssey or the Homeric Hymn to Aphrodite. She does not appear
at all as a matchmaker of legitimate marriages, but rather as an agent of illicit
relationships (in the case of Helen and Paris) and of spontaneous passion in
the Dios Apate, in which Hera manages to seduce Zeus by applying Aphrodite’s
magical keotog ipdc. Thus the function which she performs in those mythical
accounts is well defined in the Odyssey®® when the name Adppoditn itself rep-
resents the pleasures of love the maids enjoyed with the suitors. Accordingly,
when she becomes active herself in her own sphere, she seduces and even com-
mits adultery as in the Song of Demodocus, joyously indulging in a god who
is more attractive than her husband. Moreover, in the Homeric Hymn she is
perfectly in her element when she gives in to her sudden passion for a mortal,
Anchises. Here the depiction of Aphrodite’s beauty seems to be particularly
emphasized.* The £pya yduoto, interpreted as the works of seduction rather
than wedlock, correspond to what Hesiod in the Theogony already mentions as
her realm: whispering, smiles, deception, sweet joy and love.®

This discrepancy between Aphrodite’s attributed and factual role in the
Iliad can be explained if we look at the way in which a possible cultic feature
and narrative intentions interfere with each other. If we consider the authority
of Zeus within the context of the Iliad, €pya yduoto as sexuality sanctified by
marriage are an appropriate and serious province for a father to attribute to his
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daughter, and they may have also been among Aphrodite’s functions in cult.
But the point is that Aphrodite’s behavior in the epic myths is distanced both
from the propriety of Zeus’ intention and from an appropriate and serious cul-
tic function. I suggest that the mythologizing of Aphrodite’s role as patroness
of wedlock would have been far too prosaic to satisfy the requirements of the
audience to whom mythical narrative was related. Illicit affairs are much more
exciting and entertaining than any display of works of wedlock for which the
goddess is responsible in other contexts. The fact that she does not obey her
mighty father in the Iliad offers additional confirmation. In the Odyssey and the
Homeric Hymn her own love stories provide the best way of presenting a deity
in a most anthropomorphic and unheroic way. In the Song of Demodocus she
herself embodies poaxhoovvn, the “lust” she imposes on Paris in the Iliad.

The mythical representation of Aphrodite either defeated on the battle-
field and put in her place by her father, or caught red-handed can in no way
be separated from one of the aims of epic performance, which is to amuse the
audience. This objective is even made explicit by the epic texts themselves, for
example, when Achilles “delighted his heart when he sang of the glorious deeds
of gods and men’* or when we are told that the Phaeacians and Odysseus
found Demodocus’ song delightful.” Consequently the account of Aphrodite’s
love affair with Ares is related to, but not meant to illuminate the deities’ cult
association. Its intention is rather to amuse by putting Aphrodite in a context in
which she is in her element. The irony is even heightened when, paradoxically,
her partner is the god of war, because he is her opposite.*®

It would seem, then, that the narrative function of the sometimes humor-
ous myths within epic was quite influential in shaping the mythical repre-
sentation of the gods, which can be very different from cultic experience and
“serious” cult-aitia. The Homeric image of Aphrodite shows the favourite facet
of the Greek goddess: love and beauty. Therefore her ancient cult relationship
with Ares also has to be turned into a love affair not only in order to amuse
an audience, but also to depict the favourite mythical feature of the goddess of
love—in love. Moreover, the epic representation of Aphrodite appears to reflect
the poet’s desire to contrast her as much as possible in order to give her a clear
personality. Particularly in the Iliad she needed to be differentiated from Hera
and Athena, her opponents in the war—and losers in the beauty contest. Thus
she had to be dissociated from military and matrimonial concerns, aspects with
which Athena and Hera were chiefly associated.

2.4  APHRODITE IIavénpog IN ATTIC MYTH AND
CULT

In what follows, I offer a detailed discussion of Aphrodite’s role in Attic mytho-
logical tradition and related cults which is in many ways different from that
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in epic tradition. An analysis of the meaning of Aphrodite there shows how
mythical themes and cult practices vary within Greece.*®

Some important aspects of Attic myth which seem to have determined the
function of Aphrodite in Athens have been pointed out by R. Parker. He argues
that Homer and Hesiod showed very little interest in Attic myth. One reason
why Attic mythology can hardly compete with other regional mythologies is
that its themes are mainly public and concerned with politics. This explains
why in the 5th century BC, in the process during which the Athenians defined
their identity as a people, myths about Athens and the Athenians receive a priv-
ileged position in art and literature.”

As Attic mythology is distinctively political, it is not surprising that there
seem to be only three erotic myths which received attention from the tragedi-
ans.”" One is about Cephalus and Procris,” another tells of the tragic triangle
involving Procne, Philomela and Tereus.” The third one narrates the story of
Boreas and Oreithuia.” Can it thus be surprising—considering the public and
patriotic nature of Attic myth—that Aphrodite is less prominent here than in
Trojan mythology, in which it was her victory in the beauty contest which pro-
voked the great war? Whereas there are many myths which show Aphrodite
in an erotic way, we do not have a myth, taken up in literature, which features
her active in a political way. Nonetheless, our evidence suggests that Aphrodite
did not play a wholly insignificant role in Attic myth, since she was involved
in the deeds of the legendary Attic king Theseus, who embodied qualities the
Athenians thought important about their city and was considered the founder
of democracy. Theseus is associated with distinctive changes in Athenian self-
definition and becomes the mythological figure who is most related to Athenian
democracy. Thus the myth in which Aphrodite appears is aetiological.”

Theseus’ abduction of Helen, the journey to Hades, the Cretan adven-
ture, or the Centauromachy were all familiar stories before the 6th century
BC. But Theseus prominence in Athenian tradition does not seem to pre-
date this time.” Thus the cult of Aphrodite ITavdnuog need not originally
have been linked to the tradition of the myths about Theseus, but was per-
haps related to them as a result of Theseus’ importance as a hero in Athens.
This conveys an important aspect of the nature of myth and the gods who
are represented in it: myth is partly determined by the socio-political con-
text in which it is performed.” In what follows, I will look at the type of
myth in which, Aphrodite is featured, and also at the archaeological and ep-
igraphical evidence of cults of the goddess in Athens. There is in fact good
evidence that Aphrodite enjoyed cultic veneration in many places in and around
Athens. However, she does not seem to have belonged to the main group of dei-
ties worshipped in this area, since festivals in her honor played a minor role in
Attic and Athenian cultic life. The reason for this may be related to Athena’s
particularly strong role as a city goddess.”®



32 Aphrodite and Eros

On the Acropolis, there were two different sanctuaries of Aphrodite, in
which she was venerated under different epithets. These sanctuaries have been
well documented through excavation. They are considered ancient, but the ar-
chaeological evidence does not go back further than the late Archaic period.”
There is, as we have seen, a sanctuary in the agora in which Aphrodite Ovpavia
was worshipped (dated circa 500 BC). The foundation myth and the recently
discovered premarital offerings suggest that at some point Aphrodite was asso-
ciated with marriage and reproduction there (see ch. 1.3). Furthermore, there
is also the ancient cult of Aphrodite ITdvdnpog (in association with Peitho) in
the Athenian agora which has been dated to the last quarter of the 6th cen-
tury BC.* This widespread cult epithet indicates a specifically Greek politi-
cal interpretation of an aspect of Aphrodite’s traditional sphere of influence.
It is significant that neither the cults nor any myths related to them have been
mentioned in any of our literary sources from the 5th century BC—possibly
because this “political myth” was not considered as particularly attractive for
literary elaboration.

Plato’s distinction of two Aphrodites in the Symposium (180c1-185c3) re-
flects these institutions of Aphrodite’s worship on the Acropolis. But his philo-
sophical interpretation does not seem to reflect the nature of the actual cults.
It is indeed paradoxical and, in a sense, a reversal of the cult reality that he
interprets Aphrodite Ovpavia as the “Heavenly” responsible for the spiritual
aspect of love, and Aphrodite IT&vonpog as the “Vulgar”, presiding over sexual-
ity. In cult, however, Ovpavia is worshipped under the aspect of reproduction,
whereas ITdvdnpog is associated with a rather abstract, political principle civic
harmony.

Two literary sources interpret Aphrodite’s epithet ITavdnpog: Pausanias
explains it with a mythical political aition, whereas Apollodorus gives a more
historical interpretation. In Pausanias’ version (1,22,3), the cult of Aphrodite
ITavdnpog is linked with the deeds of the legendary city hero Theseus who is
said to have founded the cult of Aphrodite TI&vdnpog and Peitho on the oc-
casion of his synoecism of the demes.®* Aphrodite is normally associated with
Theseus on his expedition to Crete where she was his special protectress and
leader. In gratitude for her help he dedicated an image of her at Delphi on his
return. Ariadne’s tomb in Cyprus was allegedly situated within the temenos of
the sanctuary of Aphrodite-Ariadne (Plut. Thes. 18; 20; 21).%2

The myths about Theseus seem to be a product of the “invention of tradi-
tion”; therefore it cannot be excluded that the cult of Aphrodite ITav8nuog goes
back further and that Theseus was given a role in its invention when he was
so popular in Athens.® The cult epithet may therefore have been reinterpreted
by a political myth that referred specifically to the history of Athens. Whereas
Heracles, for example, symbolizes the panhellenic hero, Theseus, from the late
Archaic period onwards, emerges as the national hero of the city who claims
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the political and cultural leadership of Greece. It is then that Theseus becomes
a specifically Athenian construction.®

Just how far Theseus is linked with self-definition in Athens becomes clear
in the artistic and literary culture of the Archaic and Classical periods.* Scenes
showing Theseus in the fight with the Minotaur reach a peak in popularity on
vase painting around 540-530 BC. In the last two decades of the 6th century
BC numerous representations of Theseus suddenly appear on Attic vase paint-
ing showing him as a civilizer and benefactor of humanity. This cycle appears
fully developed on vases after 510 BC, while the first attested representations of
individual scenes date from around 520 BC.* The treasure house dedicated by
the Athenians at Delphi displays Theseus: he secures the way from Troizen to
Athens by eliminating enemies who were threatening the people’s safety.®” The
civic aspect of his deeds is contrasted with the depiction of Heracles’ exploits:
the latter fights against wild animals and foreign monsters.

Literature also shows an increasing interest in myths about Theseus. Since
poetry tends to inspire artistic representation, the emergence of vase paintings
showing Theseus as a civilizer has often been interpreted as illustrating an epic,
the Theseid, intended to present a national hero to the Athenians. In that case it
would be datable before 510 BC, probably before 520 BC.% However, the testi-
monia are few and a secure date cannot be established.”

In the works of Bacchylides and Pherecydes, contemporary politics under
Cimon are brought into a relationship with Theseus. Bacchylides’ 18th dithy-
ramb, which was composed 476/5 BC, is about Theseus’ labours, with reference
to the festival of the Thesea. At the climax of the poem, Bacchylides’ descrip-
tion of Theseus undoubtedly contains allusions to Cimon’s father and mother,
and to all of his three sons. The message of the lines must be that Cimon is a
second Theseus.” The monograph Attica of the historian Pherecydes focused
on the legend of Theseus as the inventor of democracy.”* It has been argued
from fr. 149 that this work was composed under the influence of the states-
man Cimon, who intended to trace his ancestors back to Theseus.”” How much
Cimon identified himself with the hero becomes obvious when in 476 BC, no
doubt close to the date of Bacchylides’ poem, he arranged that Theseus’ alleged
bones be transferred from Scyrus back to Athens. He reinterred the hero’s relics
in a marvellous shrine, the Theseion which was decorated with murals painted
by leading artists of his time. By locating this monument in the agora, Cimon
proclaimed Theseus the founder of Athens.”

Pausanias’ political myth of Theseus’ synoecism, reflects a process rather
than a heroic exploit of an individual. However, Theseus certainly symbolizes
the model of a democratic politician® and thus it is no surprise when he is
linked to the cult of Aphrodite ITavdnuog, whose epiclesis and location are so
much associated with political and democratic principles.”

An interpretation of the cult epithet which seems to contain a historical ele-
ment and also implies a strong political connection is provided by Apollodorus
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(180-after 120 BC).*® He explains the title “Aphrodite ITavdnuoc” by relating it
not to a specific function of the goddess, but first of all to the location of her
sanctuary: “In Athens they called the goddess (whose sanctuary was) estab-
lished near the ancient agora ITavdnpog, since it was here that in ancient times
the whole people met in assemblies which they called ‘agorai’.””’
AnoAOdwpog ¢v Tt Tlept Bedv ITavdnuov ¢nowv ABrvnot
KAnOfvae v adptdpvbeioay mepi v dpyxaiav dyopav S to Evtadba
navta TOv Sfpov cvvdyeoBat T malaov €v taig ékkAnoialg, G
gkAAovv dyopag.

It is likely that the establishment of the cult took place in the Archaic pe-
riod, in a “spirit that was in a broad sense political” There is a possibility that
the cult was founded by Solon. In any case Solon’s ties with the cult, which are
mentioned in other sources too, indicate that the cult was considered to have
been established or to have existed in Solons lifetime.?®

The 2nd-century poet Nicander of Colophon (floruit 130 BC), says that
“Solon had purchased good-looking slaves and had established them in rooms
because (of the sexual needs) of the young people. With the money earned by
the women he is said to have founded the cult of Aphrodite ITavdnpog since
[Tavdnpog means ‘common to all’”®

Nikavdpog ¢v ¢ Kohlodwviakav (III) Zohwva ¢énot cwpata
dyopdaoavta dmpeniy éml 6Téyng otijoatl Sid TOVG VEOUG, Kal €K TV
neplyevopévov xpnuatwv idpvoacBar Adpoditng mavdnpov iepov.
€01t 6¢ TO VOOV TIAYKOLVOV.

In this version Aphrodite is associated with common and venal love.
Nicander’s statement may have been influenced by a work of the 4th-century
comedian Philemon. He too refers to Solon’s sexual politics, but does not relate
them to the foundation of a cult of Aphrodite TTavénuog.!®

Instead of interpreting both institutions (the cult and the public house)
as a monument to Solon’s socio-political regulations of public sexuality, I
would rather see the passage in Nicander as a reflexion of Plato’s philosophi-
cal explanation of Aphrodite ITavdnpog as “vulgar”, which does not seem to
be associated with the actual meaning of the cult. After all, it is only Nicander
who refers to this cult of Aphrodite in her function as goddess of love.'"* The
two other versions, the more mythical as well as the more historical one, have
a strong political connotation. Much is in favor of Apollodorus’ explanation
relating the epithet to the location of the sanctuary in the agora, as Jacoby has
convincingly demonstrated, the place of the historical synoecism, which was,
subsequently mythologized as an exploit of the Athenian city hero Theseus in
Pausanias’ version.'®
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2.5 CULTS OF APHRODITE IIédvénuog AND THEIR
WORSHIPPERS

The cults of Aphrodite ITav8nog were widespread on the Greek mainland and
the islands, so for example at Elis, Megalopolis, Thebes and Erythrae, and on
the islands of Paros, Thasos and Cos.'”* According to our epigraphical evidence,
they are not documented before the late 5th century BC. The cult of Aphrodite
ITavSnpog at Athens is the earliest one attested. An inscription which has been
dated to 480/70 BC records the offering of a first-fruit gift to Aphrodite.'™ E.
Simon has identified Aphrodite ITavdnuog on even earlier evidence: coins of
the last decade of the 6th century BC. This would indicate that the cult existed
at least as early as the Cleisthenic period.'” H. Shapiro relates the emergence
of these coins to the political circumstances and tradition. He suggests that the
minting shows how the cult flourished under Cleisthenes, whose reorganiza-
tion of Attica was likened to the synoecism under Theseus, commemorated in
the cult of the civic goddess Aphrodite.'® Thus it is clear that Aphrodite’s area of
responsibility as [Tav8npog is not love. That she plays a prominent civic and po-
litical role, with her relation to the “whole people”, is confirmed by inscriptions
from all over Greece. Some of these identify the donors and worshippers as
magistrates.'”” Although these inscriptions are mostly Hellenistic in date, they
document and illuminate the political implications of Aphrodite TIavénuog
which are prefigured in the Archaic and Classical periods. The dedications of
the magistrates help to explain how the specific role of Aphrodite II&vonuog
was realized in actual political life.

We have already seen that it is this special relationship with Theseus, the
founder of democratic Athens that makes Aphrodite an eminent political god-
dess. Thus it is not surprising that she is venerated by Athenian magistrates, in
subsequent periods and especially at times when Athensis in danger. Aphrodite’s
realm, which has been defined as concordia civium (“civic harmony”), is indi-
cated in those Hellenistic inscriptions.’® I suggest that this civic or political
harmony can be considered an extension of the private harmony Aphrodite
brings to lovers. This interpretation is corroborated by the inscription from
Cos cited earlier (ch. 2.3). It refers to compulsory post-nuptial offerings from
wives to Aphrodite IT&av8nuog. There seems to have been a synchronic coexis-
tence of both functions of Aphrodite, as providing a more public and a more
private harmony. Despite her prominent political role, Aphrodite is not attrac-
tive for mythmaking in Attica apart from the example of Theseus.'®

While Apollodorus explains the cult epithet by relating it to the location of
the sanctuary rather than to Aphrodite’s function as ITavdnpog for the “whole
people”, we have evidence that, at least circa 400 BC, Aphrodite was related
to civic administration and revenue. In 1977 a decree about the building of a
temple for Aphrodite ITavonpog was discovered at Erythrae (North Ionia). The
introductory formula includes the demos. Where preserved, its frequent refer-
ences to the demos are conspicuous (see lines 2;5;7;9;12): The Erythraeans had
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sent ambassadors (Beompomot) to consult the oracle and were told to build a
temple for Aphrodite ITavdnuog and various instructions were given:'°

[. ein]ev- &yadnt XNt TOD Snpov- ¢[medn) oi .......]

[... k]al ol Beompomot an[fyyeth]av Onep tod &[ydApa-]

[Tog K]ad ToD vaod tiig Appoditng ti¢ [TTavdi]pov é[ni o-] 4
[wtnp]int ToD Srjpov Tod ’EpuBpaiwv oikodopiio[at va-]

[ov k]at dyadpa TomoacBat, SedoxBat Tijt fovAijt [ka-]

[i @]t SMpwt, dmodet€a dvdpag mévte, oftive[g Emp-]
[eAn]oovta, 6mwg 6 vaog oikodopundroetat kali to dy-] 8
[aA]pa monBnoetat katd T Yyidropa tod Srjpov- To[v 8¢]
[Llepoknpuka knpvooew [.]Jevd........ K. TpL. . . |

[..]tag.e...... &l vOpag mévte €’ igpomotod ‘E[katw-]

[v]Vpov- €l Tig fovAroet TOV TOAT@V T TGOV €VoIk. [..] 12
[ oV vaov tiig Adppoditng ¢ Tavs[ru-]

[ov

omit 15-27

[10] 8¢ . ynp ..c... Tijt ’A¢p06iml it Havdnuwt gig [t -] 28
[ov] vaov ka[t 10 dyla[Ap]a én’ iepomotod ‘Exatwvipov vacat

The circumstances which led to the consultation of the oracle do not clear-
ly emerge from the preserved passages of the inscription. Merkelbach inferred
from these lines that the consultation of the oracle was about the establishment
of concord among the citizens.'! Although not given explicitly by the text, I
think that this interpretation can be supported if we consider the implications
of (i) Aphrodite’s political and administrative role as cult goddess bearing the
epithet ITdvdnpog and (ii) the numerous, predominantly Hellenistic dedica-
tions to Aphrodite offered by various corporations of magistrates who were
responsible for securing civic harmony. They throw light on a cultic phenom-
enon which is already attested in the Archaic period.?

(i) ITavdnpog in its most general application means “related to the whole
civic body”!"* About the exact function in which Aphrodite is related to the whole
people one can only speculate, since no inscription mentions an exact incident.
There is no explicit evidence to confirm that Aphrodite in a political context as
[Tavdnuog was chiefly linked with the concepts of concord and civic harmony
and was responsible for them. One would, however, infer from the meaning of
the epithet that she was considered as bringing and keeping the whole people
together. This function could be interpreted as the public or political dimension
of her role as a goddess of love (as such she brings lovers together).

The post-marriage offerings which, as we have seen earlier, had to be made
to Aphrodite ITavénuog according to public regulations in Cos seem to explain
particularly well the public and more private aspect of the goddess.'"* That
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women made these dedications to Aphrodite after marriage is, as in the case of
the offerings made to Aphrodite Ovpavia in Athens, to be associated with her
function as goddess of reproduction and therefore with children. Moreover,
the fact that Aphrodite’s veneration seems to have been better represented on
Cos than that of Artemis for example, may explain why she, although being
ITavdnpog, receives marriage offerings.'*

I would suggest that the sacrifices made to Aphrodite ITav8nuog by the
wives of Cos also point to her specific role as a unifier of the demos and donor
of civic harmony, of which harmony within marriage seems to be a reflection.
This is probably what the wives requested from her. Just how important har-
mony within marriage was valued by the community may be inferred from the
fact, that unlike in Athens for example, the offerings for Aphrodite ITav8nuog
were required by the state. Moreover, the additional regulation that “all wives
of Cos” (yapodoat méoat 16) have to make the sacrifice appears to suggest that
private harmony promotes civic harmony within the demos."'® The cult in Cos
provides the first epigraphical document expressing the idea of love in a civic
or political sense and may help to illustrate and to explain earlier attitudes. This
idea seems to be a familiar one at least in Classical Athens, since Pericles in the
funeral oration (Thuc. 2,43), when describing the citizens’ relationship towards
the institution of the polis in erotic terms, admonishes the surviving citizens to
become “lovers of their polis”. Presumably Thucydides makes Pericles imply
that a common love for the polis keeps the people together. Aphrodite in her
function as ITavdnuog could be seen as a patroness of this.'”

(ii) Aphrodite’s role as I[Tavdnog seems to become more prominent in cer-
tain political circumstances, i.e. when her function as unifier of the demos is re-
quired. We have seen earlier that this role is already indicated in the myth about
Theseus. The coins that were minted when Cleisthenes restructured Attica in
the last decade of the 6th century BC commemorate Aphrodite [Tavénuog and
her link with Theseus” synoecism of the demes. New interest in the goddess in
this specific function emerges during and after the liberation of Athens from
the rule of Cassander and Demetrius of Phaleron and the restoration of democ-
racy in the 2nd decade of the 3rd century BC. Mikalson relates this interest to
her ties with Theseus in his function as unifier of Attica and founding father of
Athenian democracy."® An inscription dated to 283/2 BC has been interpreted
as reclaiming the deity for democratic and nationalistic purposes.'*

Thus it is not surprising that Aphrodite comes to the fore again when, in
229 BC, the Athenians established their freedom from Macedonian domina-
tion. An inscription (215-02 BC) records that the Athenian PovAevtai dedi-
cated an altar A¢poditet Nyepovet tod Srjpov kai Xdptow.'® This document is
interesting in two respects. Firstly, the epithet can be considered as a specifica-
tion of Aphrodite’s epithet IIavénuog, making her the “leader of the demos™
secondly, it explains why magistrates worship her. The goddess is described
as assisting the magistrates in their own duties, since they are “leaders” of the



38 Aphrodite and Eros

people as well. Thus it is from the same perspective that Aphrodite protects the
civic body and the body of the magistrates. It is probably justifiable to connect
the dedication of the altar with the restoration of the independence of Athens,
which had been achieved by the concord of the people.'*!

Defeated in the war in 262 BC, Athens had for many years been under
Macedonian rule and then in 229 BC, after the death of King Demetrius II, was
re-established as a free republic.'* Given Aphrodite IIavonpog’ political impli-
cations, which she seems to have had at all times, it is no surprise that in such a
situation she is the goddess addressed by the people. We have evidence through
decrees of the assembly that the decisive role in the initiative for independence
was played by two brothers, Eurycleides and Micion, and in addition to them,
by the demos. It was the two brothers who dedicated the cult to Demos and the
Charites on the North slope of the agora-hill and Eurycleides was probably the
first priest.'?

I conclude that the civic and political role of Aphrodite ITdvénuog, which
is indicated in the myth about Theseus” synoecism of the Attic demes, becomes
more prominent in political crises when the welfare of the demos is in danger.
There is good evidence that at such times Aphrodite functions as the guide and
leader of the demos, including its magistrates. This function is implied when
she is called fjyepovn tod drjpov or ITavdnuoc. In this context it is interesting
that in a myth Apollo admonished Theseus in Delphi to take Aphrodite as his
leader (kaBnyepova) on his way to Crete and to invoke her to be with him (Plut.
Thes. 18). I would interpret this as an attempt to mythologize a cult reality by
relating it to and making it an exploit of the city hero Theseus."** The unifying
aspect of the goddess suggested by her epithet ITavdnuoc is presumably a po-
litical interpretation of her function of bringing lovers together: she makes the
people cherish their common love for the polis.

2.6  APHRODITE ITavonpoc AND THE MAGISTRATES

The role of Aphrodite ITdvonpog as protectress of the civic body and its har-
mony embodies just one aspect of her political and administrative function.
Given this, it seems only natural that she is also considered as the patroness
of those who are actually in charge of it: the executives of civic harmony. This
new phenomenon being a consequence of the goddess’s political function may
throw light on how the political aspect of Aphrodite is to be interpreted. In
the same way in which she keeps the people united in a kind concord, she is
responsible for friendly harmony among the magistrates and their relationship
with the people they govern. Usually they make their dedications as a whole
magisterial college. I will consider this phenomenon since it is related to an
Archaic function of Aphrodite. Her political meaning is closely related to the
founder of democratic Athens, and thus the worship of the magistrates of the
polis seems to be a subsequent development of this.



Some Aspects of Mythmaking and Cults of Aphrodite 39

While documents indicating that magistrates were among Aphrodite’s
worshippers are comparatively rare in the Classical period, epigraphical evi-
dence increases considerably in the Hellenistic age on the Greek mainland as
well as on the islands, particularly in Thasos. Aphrodite’s political implications,
in varying manifestations, are recognizable over three periods in different loca-
tions. This shows how important this facet was, even though it was not a feature
current in literature.'” The earliest datable inscription to confirm Aphrodite’s
protection of magistrates goes back to the 2nd half of the 5th century BC and
was found at Carthaia on the island of Ceos. A certain Theocydes makes a
dedication after having been an archon. Unfortunately, it is not explicitly stated
why and in which function Aphrodite was addressed.’?® That the magistrates’
dedications were to Aphrodite as donor of civic unity and harmony;, is not only
to be inferred from the actual meaning of the cult titles, but also suggested by
the category of magistrates who particularly worshipped her; for these magiste-
rial colleges concord and harmony were essential when they carried out their
duty. As with every other deity, Aphrodite is related to a specific class.'” In what
follows, I will examine the various magisterial colleges and investigate, accord-
ing to their particular competences, why they were worshippers of Aphrodite.
I suggest that this has to be explained by the special relationship these magis-
trates have with the people and Aphrodite’s function as IT&vonpog. In the same
way as Aphrodite effects peaceful harmony among the people, she also ensures
concord among the magistrates within their college and their cooperation with
the people.

The magistrates who worshipped Aphrodite were mainly entrusted with
supervisory functions, controlling the (moral) conduct of the people. Since they
often had to deal with crime, they possessed penal capacities:'*® among them
were for example agoranomoi, a sort of police committee controlling the mar-
kets, and aspects of trade like weights, measures and prices,'* epistatai who also
dealt with crime and justice,'*® and even strategoi, a reminiscence of Aphrodite’s
not unimportant association with war which, as we have seen earlier, has sur-
vived in some places in Greece. Whereas these magistrates also honoured other
deities, there was only one college which dedicated exclusively to Aphrodite:
the so-called gynaikonomoi. Their function in its relation with Aphrodite was
remarkable. They were a subcommittee of the police with particular powers
over the regulation of womenss lives and conduct in public.”** They controlled
their dress (evxoopia),'*? as well as their participation in festivals and cult or
funeral ceremonies. Thus their service also had a civic and religious charac-
ter.’® Aristotle in Politics criticizes the gynaikonomoi as an undemocratic and
aristocratic institution, since they imposed restrictions upon women of poorer
social classes.”* One group of magistrates seems to have been particularly con-
cerned with the public regulation of sexual matters, namely with the hetairai.
According to Aristotle (Ath. Pol. 50,2) the astynomoi at Athens and Piraeus
ensured that the girls who play the flute, the harp or the lyre were not hired at
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more than two drachmas.*® We would have expected them also to make dedi-
cations to Aphrodite, but there is no epigraphical evidence for that.*

In the Hellenistic period, these magistrates appear in different places of
Greece, at Athens only under Demetrius of Phaleron who was noted for his
sumptuary legislation."” Although the responsibilities of the gynaikonomoi were
not, as the title may suggest, restricted to women, they controlled mainly the ap-
propriate female conduct in public, in general and in particular situations and
events. This relevance to public life may be the reason why Aphrodite, in her
role as ITavdnuog, is the goddess worshipped by the magistrates, and not Hera,
as one could well imagine: the legislation seems particularly to concern married
women. I suggest that Hera, in contrast to Aphrodite, presides strictly over the
private aspect of marital life, whereas Aphrodite often has, as we have seen, a
strong reference to public issues, in this case how women are seen in public.

A dedicatory inscription from Thasos offered to Aphrodite by gynaikono-
moi is a good example of how the goddess, in her political and administrative
role, is considered a mediator to the people as well as to their magistrates.'*
The gynaikonomoi supervised celebrations, political events as well as religious
festivals, and so it is obvious that they were omnipresent and involved with the
people in many contexts of civic life."* In the inscription on a marble block
dating from the third quarter of the 4th century BC, the gynaikonomoi make
an offering to Aphrodite after they have been “honoured with a crown by the
people”:!4

Tipapyida[¢ ITJvBiwvog.'*! IATON.Z..IZTOL..
yuvaikovopot Appoditnt dvédnkav
otepavwdévteg Hio drjpov.

That the honours paid to the magistrates by the people at the end of their of-
fice period precede the actual offering (as implied by the aorist participle) suggests
that Aphrodite is considered the authority responsible for the good relationship
between the magistrates and the demos, and therefore worthy of a dedication.'**

Aphrodite’s patronage over the well-being of the demos in public contexts
is indicated in a Delian inscription.'* This function may be one of the reasons
why she is a civic goddess, a IIavnuoc and as such related to magistrates. A
reason why she is the particular patroness of the committee of the gynaikono-
moi may be that especially for them—as they interfered with the citizens in
many aspects of daily life—a good rapport with the people was desirable for
a successful fulfilment of their task. Therefore the gynaikonomoi particularly
needed abilities that Aphrodite on the grounds of her specific influence on the
demos oversaw — concord and harmony.'"** It has been argued that the two
statues set up on the Thasian marble block were either Aphrodite and Peitho
or Aphrodite and Eros. Considering the political and public implications of the
two, it is by far more likely that Peitho had a statue there, as Eros does not seem
to have had any comparable political significance.'*®
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Concerning Aphrodite’s role as provider of civic concord it is also inter-
esting to mention that we have evidence that Aphrodite was worshipped as
NopodvAakic, as “guardian of the law”, by the relevant college in Cyrene. When
the same college erected a statue of Homonoia it is likely that she embodied a
particular personified aspect of Aphrodite’s realm.*¢

The goddess’s relationship with magistrates finds its most intense ex-
pression when her epithet is derived from the title of the college which she
patronizes. In different places in Greece she was worshipped not only as
Nouo¢ulakic, but also as Navapyi¢ (‘guardian of the naval commanders’),
’Emotacia (‘commander’), or, more generally, Yvvapyic (‘partner in office’)
in different places in Greece.'” The 3rd-century BC epiklesis Xtpatnyig
(‘of an army’) shows the regard of military chiefs for Aphrodite. Aphrodite
Ytpateio appears in a calendar of sacrifices of the 2nd century BC.'* In both
cases she was associated with harmony and concord within the army and
presumably also with success in the missions. The cult titles need not have
been exclusively military. A civic or political function of Aphrodite is also
likely to be implied here, since in some cases military commanders were
politicians as well. Early examples are Themistocles, Aristides and Cimon.
The military aspect of Aphrodite occurs mainly in places where her cult was
combined with that of Ares.'*® The dedication of the eisagogeis to Aphrodite
SZvvapyic in particular confirms her association with concord (this time
within the committee itself) which she seems to share with Hermes.!>°

The expression otepavwdévreg Ko Sripov in the Thasian inscription cited
earlier not only explains the relationship between Aphrodite, magistrates and
demos, but conveys an additional point of information. The aorist participle
suggests that the dedications were usually offered by the magistrates at the
very end of their office, i.e. probably after undergoing a formal audit."®* This
assumption is endorsed by an episode told by Xenophon. The Theban pole-
marchoi of the year 379/78 BC, also magistrates concerned with war business,
planned to celebrate Aphrodisia “on the occasion of their retirement from their
office” and summoned their secretary to prepare the banquet for the college.
In fact, this did not happen, since the polemarchoi were killed in a conspiracy.
But it becomes evident that Aphrodite was the goddess to whom these military
magistrates made formal dedications. The expression wg Adppodiota &yovoty
¢ ¢800w Tiig apyiig also suggests that this celebration was customary and pe-
riodically repeated.'*

The Aphrodisia celebrated by the magistrates were obviously related to
Aphrodite’s political meaning, as was the procession in honor of Aphrodite
[T&vdnpog of which we have evidence from a magistral decree of the 3rd century
BC."** The private Aphrodisia were a different kind of festival: parties arranged
for erotic encounters between men and women, as we find them mentioned in
Athenaeus and Lucian.
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2.7 APHRODITE AND HER COMPANIONS IN CULT

The main cultic associates of Aphrodite IT&vdnuog’ are identical with the com-
panions related to her most frequently as attendants in early, mostly erotic
mythical contexts: Peitho and the Charites.!® It seems remarkable that the
foundation or revival of cults of these goddesses seem to be related to con-
temporary political circumstances and the needs of the people, “themes of the
moment’”. It would appear to be the case that in times of danger and insecurity
people seek to consolidate peace and harmony by deifying these values and ide-
als and worshipping them in cult.*®

We have seen that the early cult at Athens associates Aphrodite ITdvonog
with Peitho, and already here Peitho’s political meaning becomes discernible,
if Apollodorus’ explanation that the sanctuary was near the agora is correct.
This was the venue for the assembly where persuasion was necessary in order
to achieve peaceful concord among the “whole people”. Peitho embodies an
aspect of Aphrodite which, under the epithet TI&vdnuog, takes on a political
connotation. Thus magistrates who deal with people also make dedications to
Peitho.”*

The same is true for the Charites, whose cult at Athens had been known
since early times."”” The fact that in the late 3rd century BC the BovAevtai of-
fered an altar to Aphrodite and the Charites (see ch. 2.5) has, rightly, been inter-
preted within the context of the political circumstances in which the dedication
was made, namely the reorganisation of democracy in Athens. To this same
historical background may be related the fact that the Athenians dedicated
a sanctuary to the personified Demos and the Charites, in order to celebrate
the generosity and the reciprocal deeds of the Athenian citizens, as we have
seen earlier.”*® The importance given to the Charites at that time is all the more
plausible when we consider that in 5th-century Athens ydpig was regarded as
a specific quality of the Athenian people. This is documented in Thucydides’
speech of Pericles, who says that it distinguishes them from others.”* In reli-
gious contexts, xapic indicates what was given in return for a divine favour. In
an inscription dated 500 BC and found on the Acropolis at Athens, a certain
Oenobius sets up a statue to Hermes in commemoration, returning a favour.
The xdpig felt by him is reciprocated by an offering which makes the deity well
disposed to help in the future.'®

The dedication of the BovAevtai signifies the revival of these traditional
political values and the “gratitude” for the citizens’ solidarity within the com-
munity during the period of war. Two more political qualities of the Charites
are also well documented: Diodorus (5,73,3) says that the Charites, by evoking
the people’s “gratitude’, influence the community by stimulating individuals to
support the common cause and therefore the wealth of the whole people. It
is probably also the notion of “gratitude” which makes the magistrates honor
the Charites or ask Aphrodite for xdpiteg. The idea of “gratefulness” which the
magistrates expect from the people is certainly implied, but when in the 2nd
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century BC an Eunomia-college asks Aphrodite to present them with xaptreg
and a “life free from harm’ it is evident that xapitec here means that they ask
for a certain “charisma” (not “charm” as one would expect in erotic contexts) to
please or to win over the citizens for the sake of the harmony of the whole peo-
ple.’®! Like Peitho, the Charites too embody a particular aspect of Aphrodite’s
province and, in the same way as Aphrodite is perceived as IIavonpog, they also
receive a political interpretation which is related to the well-being of the people.
In this sense the Charites imply either the expected “gratitude” of the demos or
the “charisma” (or both) which the magistrates need for the good reputation
they want to enjoy among the people.

We also have evidence that Eros (even the plurality of Erotes) can receive
dedications from agoranomoi, but the significance which the male love-god had
in civic contexts and related cults is negligible compared with that of the other
cult personifications.'® The cultic environment at Athens demonstrates that
Peitho and the Charites are related to civic issues, whereas Eros in his cult as-
sociation with Aphrodite represents an aspect of her functioning role in fertility
and reproduction. That he, in contrast to Aphrodite, Peitho and the Charites, is
no political deity, appropriately confirms his different nature and origin.'**

2.8 MYTHS OF APHRODITE AND HARMONIA

When Aphrodite appears in civic or public contexts, she is automatically in-
terpreted as goddess of civic harmony by scholars. In our epigraphical evi-
dence, however, apart from the two inscriptions from Cyrene discussed earlier,
Aphrodite is hardly explicitly addressed as a source of civic concord and har-
mony. That the scholarly communis opinio is nonetheless justified, is not only
recommended by the political contexts—since it was magistrates who made the
dedications to Aphrodite—but also by the genealogical association of Aphrodite
and Harmonia in myth.**

Already in Hesiod’s Theogony (934-7), Harmonia is presented as daughter
of Aphrodite and Ares. While her brothers Deimos and Phobos (as depicted
in the Iliad) become their father’s companions, Harmonia joins her mother in
dancing with Hebe, the Charites and the Horae in the Hymn to Apollo (195).
Maybe also in this combination she represents an actual aspect of Aphrodite’s
sphere of influence.'® That she could be so conceived is suggested by the fact
that Aphrodite is not differentiated from Harmonia, Zeus and Peitho in the
Derveni Papyrus (col. XXI).** But at the same time she probably also symbol-
izes a mediator between the two extremes her parents stand for: Love and War.
Whereas Aphrodite and Ares enjoy rich cultic veneration all over Greece,'”
cults of Harmonia, in contrast to that of other companions of Aphrodite
(Charites and Peitho) are rare.'®® It is usually the cults of Homonoia which are
linked with the harmony within and between cities.'®



44 Aphrodite and Eros

2.9 CONCLUSION

An approach which seeks to define the character of a deityneeds to take into
consideration the complexity of manifestations. One important constitutive el-
ement is certainly myth, but the representation of a god or goddess strongly
varies according to the mythological tradition of the region in question. I have
argued that the genre in which a myth is performed and the audience related
to it strongly influence the way a god is represented. Thus a myth which is
used for mainly narrative purposes, as in genres such as epic or the narrative
sections of hymns for example, emphasizes aspects of Aphrodite’s sphere of
interest differently from political myths, which are meant to explain political
identities. It has become clear that cult realities often convey an image of a
deity which is completely different from mythological representation. How in-
tricate the relationship of mythological narrative and cult realities can be in the
case of Aphrodite has become obvious in the interpretation of her role in IL
5. Although Aphrodite is shown as anthropomorphic here, we can infer from
this divine burlesque indications of her more serious realm in cult, and a pos-
sible divergence from her predecessor. The poet gives a clear personality to
Aphrodite who, put in her place by her father, experiences a limitation of her
sphere of influence. Her warlike facet is denied in the epic narrative, and thus
Aphrodite is exclusively a goddess of love.

That Aphrodite’s province of love can also be interpreted in a political
sense is shown by the cult of Aphrodite ITavénuog; the epithet, which prob-
ably emerged from the location of the old Aphrodite cult at Athens, makes her
the protectress of the demos. The political function which is associated with
Theseus is revived and receives new interest in situations of Athenian history
when matters of the Athenians and their freedom are concerned. This particu-
lar aspect of Aphrodite makes her a goddess who is worshipped specifically by
magistrates in the Classical and Hellenistic periods. The mythologizing of this
cultic phenomenon has to be seen within the peculiarity of Attic myth, which
has a strong political function in its intention to create a political identity. This
explains why Aphrodite was linked to Theseus’ synoecism of the demes.

Notions associated with her epithet ITdvdnpog also link her to those for
whom harmony with the people is of crucial importance: the magistrates.
Aphrodite’s accustomed province “love” receives a political interpretation
which exists only in the reality of cult. There is evidence that Aphrodite’s po-
litical meaning is extended to her companions, preferably to Peitho and the
Charites, who are responsible for Aphrodite’s adornment in erotic mythological
contexts. These also receive a political dimension.

Considering the cults of Aphrodite ITavdnpog, Plato’s philosophical inter-
pretation seems all the more tendentious: in cult it is the political ideas related
with TI&vdnpog which appear as a sublimation of sexual aspects.



Chapter Three
Losing Her Own Game:
Aphrodite in the Homeric Hymn

3.1 INTRODUCTION

There is hardly any other extant Greek narrative which creates a portrait of the
love-goddess as clearly defined as the Homeric Hymn to Aphrodite.! In a unique
way, the hymn narrates the story of Aphrodite falling in love with Anchises.
It fully unfolds the nature of the love-goddess by featuring her in a situation
where she is most herself and which is appropriate to emphasize the two ideas
with which the Greeks most associated her: beauty and sex. Thus in the myth
about the beauty contest, Paris decides against Athena and Hera in favor of
Aphrodite. Already in the Odyssey (22,444), and perhaps earlier in the inscrip-
tion on “Nestor’s cup’, her name is used as a metonymy meaning “sexual love”

The hymn, however, has three paradoxes which the following analysis aims
to solve: (i) Aphrodite is shown defeated at her own game while performing the
activity she actually stands for; (ii) she is not as fully praised as one would ex-
pect in a hymn; it seems that the fact that even the love-goddess has to succumb
to love emphasizes, in a paradoxical way, the power of her own sphere of influ-
ence; (iii) the way in which epiphany substitutes for the expected praise is also
paradoxical. I will argue that the epiphanies before Anchises in this mythical
narration are peculiar, as they are intended to highlight Aphrodite’s main char-
acteristic, her beauty. Further, these literary epiphanies may tell us something
about the way in which worshippers generally imagined (or even perceived)
divine epiphanies. The related adornment scene, i.e. Aphrodite’s preparation
for her encounter with Anchises, alone appears to be a narrative feature which
is paralleled not only in Greek epic but also in myths about Ishtar and Inanna,
Aphrodite’s predecessors.

45
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3.2 THE BACKGROUND: CULTIC ELEMENTS IN THE
HYMN

The Homeric Hymns are intended as praises of gods. Their ancient term
nipooiptov hints at their function: they were composed in order to introduce
epic songs in rhapsodic agones which took place during festivals for the gods.?
Formally and thematically they are influenced by cultic choral songs, as is for
example Sappho’s personal prayer to Aphrodite (fr. 1 V.).> The hymns’ relation
to cult and ritual has at times been denied on the grounds that their intention
is not to invoke the deities to make an epiphany, but to represent them in epic
style.* However, it has been conceded that they are most likely to have been
performed in a religious context, paying tribute to the deity in whose honor
the festival is held.” Thus their themes have become of special interest to the
historian of religion since they are “the almost unique vehicle of a distinctive
and important form of narrative about the divine world”*

There is good evidence that the narrative of the Homeric Hymn to
Aphrodite, although its purpose is obviously different from that of a prayer,
relates in several points to the sphere of cult and ritual in the way it incorpo-
rates divine epiphany as an important element within the mythical narration.
It has been pointed out by Parker that, in spite of close similarities in style
and manner, the hymns and heroic epic diverge from each other by putting
a different emphasis on describing divine epiphanies. Homeric epic is chiefly
interested in the reaction of mortals, whereas for “Hymn-writers epiphany is
a climactic revelation of divine power, which may lead to the foundation of a
cult”” Concerning the two protagonists, it seems remarkable that Aphrodite,
at different stages of her appearance or epiphany, shifts between a goddess, a
cult image and a mortal virgin. In a similar way, Anchises alternates between
a worshipper and a mortal lover when he “adores” his visitor. Corresponding
elements between mythical narrative and cult, which are briefly outlined here,
will be discussed in greater detail in a subsequent section.®

Aphrodite’s first appearance, her entry into the temple (58-67), may give us
an idea of how worshippers in Archaic Greece imagined or experienced a di-
vine ritual epiphany. Aphrodite’s preparation for her encounter with Anchises
there (61-7), however, recalls descriptions of other epic adornment scenes in
which women (see Pandora in Hesiod’s Workse»Days and Theogony) and god-
desses (see Hera in the Iliadic Dios Apate and Aphrodite in the Cypria) prepare
themselves either to seduce mortal men or a god, or to gain the favor of the
umpire of a beauty contest.” Furthermore, the motif of dressing is also found in
a number of places with Ishtar-Astarte and the Sumerian Inanna.!* The adorn-
ment of a goddess by her attendants in mythical accounts is comparable to the
ritual service performed by worshippers. Thus myth could reflect actual ritual
procedures.' In her second appearance, Aphrodite is recognized as a pure god-
dess by the wild animals, which immediately start mating (64-74).
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The third scene (81-175) is actually the most interesting one: before
Anchises, Aphrodite’s nature becomes ambiguous—to the eyes of the mortal—
when she adopts human height without relinquishing divine beauty in order to
achieve her aim. The way she is depicted and perceived while appearing in this
half-human, half-divine form may remind the modern reader of a cult statue
adorned with jewellery. Consequently, Anchises, impressed by her appearance,
first behaves like a worshipper, offering her an altar and adoring her as a deity
(100-2)."> Then, as soon as he has been assured that she is not a goddess by her
lie, he adores her as if she were a woman (145-54). When he subsequently un-
dresses her, he removes everything that is connected with her divine identity:
here Aphrodite is almost a mortal herself (162-7). Getting dressed again also
means that she “puts on” her true nature once more, and it is only at the end of
the encounter (which is also the end of the love story) that she is, by revealing
her divine nature, presented in an epiphany in a traditional way (168-90). Now,
in her fourth appearance, Aphrodite is most clearly a divinity and unmistak-
ably recognized as such by Anchises—not by her lovely clothes and jewellery,
but by her height and supernatural beauty. Aphrodite’s various epiphanies have
a narrative function within the love story. They allow the poet to depict her in
all her beauty and power, representing the sphere of influence she stands for.
Within the narrative, Aphrodite uses her different modes of appearance to ma-
nipulate Anchises’ reactions: first a prudish girl in order not to frighten him,
then a femme fatale to make him desire her, and finally a threatening goddess
prophesying his bad end if he does not keep the secret.

In its structure and constitutive elements, the Homeric Hymn to Aphrodite
follows the other longer hymns transmitted in the corpus, in particular that of
the Homeric Hymn to Demeter: the welcoming of a guest by a mortal and the
final revelation of the guest’s true divine identity in an epiphany is a topos in the
Homeric Hymns."* However, in contrast to the hymns to Demeter and Apollo,
the hymn to Aphrodite does not provide an obvious aition for her particular
cult places, temples or festivals, although hints of cult places and, possibly, cult
practices are given. The place where Aphrodite goes for her adornment is the
temple in Paphos (66f. and 292), one of Aphrodite’s most important sanctuaries
in Greece.”” Anchises, assuming that a goddess has come to visit him, immedi-
ately offers her what is usually intended, and in fact achieved by the epiphany
of a deity: an altar and sacrifices (100-2). Although this offer does not lead
to the basic foundation of a cult—moreover, cultic veneration of Aphrodite is
already presupposed—,'¢ the hymn has some reference to religion also when,
for example, at the beginning of the narrative, Aphrodite’s epiphany on Mount
Ida in Troy (68f.) provokes a mating among all the animals (70-4)."” This, com-
bined with the geographical setting, is likely to be reminiscent of the worship
of the local Phrygian goddess Cybele, the Great Mother, with whom Aphrodite
is identified, here as elsewhere, on grounds of having similar functions.'® Like
their common Oriental predecessor Ishtar-Astarte (Aphrodite’s Eastern origins
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are again discernible), they are not only both responsible for sexuality and re-
production, but share also a passion for mortal men, whose punishment by the
love-goddess after the encounter is a common element in these myths.*

As in other hymns, the mythical story displayed in the narrative focuses on
the divinity, relating an important episode of her life and involving a conflict.’
Nonetheless, in the case of Aphrodite it is different. We learn nothing about
her own birth, nor do we get an aition explaining why her main sanctuary is
at Paphos or why she is called “Cypris” or “Cythereia”* The way the epithets
are used suggests rather that the cults of Aphrodite are already presupposed
as a known fact, just as her beauty trip to Paphos seems to be a habit. Another
type of aition aims to explain not a cult, but the semi-divine parentage of the
Aineiadai. It has been suggested therefore that this hymn was composed as an
encomium of a historical family in Scepsis (Troad) who considered themselves
descendants of Aeneas—the same family the poet of the Iliad honoured in
Aeneas’ aristeia (II. 20).2 While this theory has been discredited, most scholars
agree upon the early date of the Homeric Hymn to Aphrodite and its temporal
proximity to the poems of Hesiod and Homer.*

However dubious the actual external evidence for a historical family may
be, the Homeric Hymn to Aphrodite does emphasize in the prophecy the fate
of Anchises” offspring (191-291), the upbringing of Aeneas (256-73) and his
presentation (274-80) at the end. Thus it is implied in the text that Aeneas and
the subsequent generations are accorded great importance as being notable
examples of the €pya Adpoditng. It is this offspring which Aphrodite herself
has produced in her union with the mortal Anchises, and it is the result of her
activity in her own realm. As the hymn focuses on Aphrodite and her epipha-
nies in particular, one could ask why a noble family should have been glori-
fied in a hymn. One might assume that the divine genealogy for a family of
mortals praised in the hymn refers to its actual commissioners within a reli-
gious community. It was perhaps they who paid for the statue of Aphrodite and
her adornment in the cult.** There are certainly parallels for tracing back the
parentage of historical figures to divine origins for the sake of political propa-
ganda.” Had such a family still existed at the time and the place the hymn was
written, it seems quite natural that the poet would have alluded to their origin.
The conception of the hero Aeneas and Aphrodite’s prophecy about the future
lineage of Anchises, both of which are important elements of the hymn indeed,
may be seen as tribute paid to the family.

The core of the composition is the praise of Aphrodite’s power over sexu-
ality and creation on earth, as is suggested by the introductory lines. This is
illustrated by the seduction scene, which is to be considered as a significant
episode of Aphrodite’ life. It presents her in an epiphany during which she has
to succumb to her own power. As a result, Aphrodite and Anchises become
the parents of Aeneas, a genealogy already mentioned in the Iliad.* It is con-
ceivable that the poet, by following the traditional pattern of hymnic narrative,
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intended to illustrate divine genealogy by showing how the hero was conceived
according to traditional epic.

Although the Homeric Hymn to Aphrodite does not allude to the circum-
stances in which it was presented, it is likely that its occasion was a festival for
Aphrodite at which the family could have been present.”

3.3 THE MYTHICAL NARRATION: A LOVE STORY

The celebration of Aphrodite’s £pya, her great victory over gods, men and beasts
by arousing their sweet desire, commences the hymnic invocation (1-6). The
three “negative” examples (Athena, Artemis and Hestia), who alone are un-
touched by Aphrodite’s works, form a suitable transition from the invocation to
the narrative: they already allude to certain weaknesses in her authority (7-33).
Whereas they are resistent to Aphrodite, the love-goddess herself is not im-
mune to her own power. She therefore suffers a heavy defeat in her own realm,
and this is caused by Zeus. Even Aphrodite has to succumb to love. It is para-
doxical and perhaps ironic that she herself is conquered by her own weapons.?
This proves the power of her £€pya, but, at the same time, weakens her so that
she regrets and feels guilty about her encounter with Anchises.*

Although not merely a “love story”, the hymn is still dominated by the love
theme.* It is here that, for the very first time in extant literature, those aspects
which are so typical of the goddess in Greek thought—her own beauty and love
in its various facets—are fully unfolded at one and the same time and become
manifest in Aphrodite: she represents the idea of love as a universal cosmic
power, and her appearance is responsible for all that grows on earth. This as-
pect is mentioned in the opening lines, which praise the works of Aphrodite
on a general level, and appears again in the narrative section (68-74), when
Aphrodite is on her way to Anchises.*

She represents the province she stands for by pulling out all the stops of
the female art of seduction and deception in order to get what she wants. Since
Aphrodite represents both seductress and lover, she too experiences that kind
of love which can have weakening repercussions and makes lovers suffer. This
is a prominent theme in Archaic lyric poetry and later in tragedy, but is not
known in epic, where the idea of “love” is limited to mere sexual desire which
is usually satisfied and therefore rarely painful.*® In the hymn, it is Aphrodite,
despite being a goddess, who is the desire-ridden party that takes the initiative
and thus plays a role reserved for the male partner. Her “love pain” is, of course,
different from what we would expect in comparison with lyric or tragedy. She
does not suffer from unhappy, i.e. unrequited love, but from the disgrace of
having slept with a mortal man. The action, which was launched as a trip of
mere pleasure, takes an unexpected turn with the conception of Aeneas, who
is nothing but the result of an accident. Thus Aphrodite unwillingly plays also
the role of a mother; but her suffering shows that this is not what she actually
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wants—presumably the poet, by emphasizing her pain, wants to depict her, in
spite of Aeneas, as a goddess of sensuality, not marital love and child-bearing.

Classical scholarship has interpreted the Homeric Hymn to Aphrodite in
various ways. Thus P. Smith, for example, argues that the incompatibility of the
gods’ immortality and human mortality is the point of the hymn, “a problem
of central importance to the audiences for which it was created”* J. Clay in
the most recent full-scale interpretation of the major Homeric Hymns similarly
focuses on the problems caused by sexual encounters between gods and mor-
tals, arguing that the hymn explains why divine miscegenation with men came
to an end just before the Trojan war.*> Of course, the contrast of immortality
and mortality is discernible throughout the narrative. It is not a general theme,
however, but is one reflected in the concrete example of Anchises, whom the
goddess cannot make immortal, but who will live forever through his son and
his offspring. Furthermore, the hymn gives no indication that Aphrodite and
Anchises are the last such “couple”. P. Walcot has compared the “humor and
irony” in the hymn with that underlying the Song of Demodocus, who enter-
tained Odysseus and the Phaeacian court with the encounter between Ares and
Aphrodite (Od. 8,266-366).% It is certainly true that amusing tales of divine
love affairs are very old, and sometimes even appear in epic.”” Why should they
not occur in the narrative of a hymn as well, especially as we also find humor-
ous elements in the hymns to Hermes and Demeter?*® However, one cannot go
as far as Walcot does in assuming that a humorous tone dominates the hymn.*
Of course, when Aphrodite has to succumb to her own weapons and undergo
sufferings which she normally causes in others, this is mildly amusing, in a sim-
ilar way as is the revelation of her affair with Ares. I suggest that the somewhat
tragic element in the whole story lies in the combination of the immortal god-
dess and the mortal Anchises and the ensuing gap: Aphrodite, overwhelmed
by the power of love, uses Anchises, threatens him with death, and suffers as
well. This is finally overcome by the prospect of the common child Aeneas.
Although his name is reminiscent of his mother’s suffering, he is the mediating
element and must be given a certain role in the story.

3.4  THE REPRESENTATION OF APHRODITE:
ADORNMENT SCENES, EPIPHANIES AND THEIR
CULTIC BACKGROUND

For our purposes it is significant that Aphrodite appears in a double role. In the
introductory hymnic praise she is represented as the ultimate divine authority
and source of desire, responsible for any confusion of the mind caused through
that.** In the narrative section, however, according to Zeus” wish, she embod-
ies and experiences what she normally metes out to mortals. At the beginning
her divine nature is only suspected by Anchises. Although Aphrodite does not
quite look like a mortal woman, she convinces Anchises by means of a seduc-
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tive &marn, pretending to be a virgin and suggesting the prospect of marrying
him (107-42). This scene has been appropriately interpreted as quasi-homeric
aristeia of the goddess as mistress of beauty and seduction.*" At the same time,
she transgresses mortal female nature by claiming active sexual desire, which
is normally exclusively the prerogative of men.* That her passion is finally ful-
filled, in spite of the reversal of the norm, is a reflection of her divine nature.
She must be a goddess in order both to choose and finally to seduce a lover.*’
Aphrodite’s divine nature is developed in four different stages or epiphanies,
and the metamorphosis which she undergoes is articulated by herself within
the narrative when she finally asks Anchises whether she still seems to be the
same as before (. . . €l Tot Opoin £ywv iv8dAAopat givat / oinv 87 pe 16 TpdTOV
év 0¢pBalpoiol vonoag 178£.).*

Aphrodite’s arrival and adornment at the temple in Paphos and her appear-
ances before Anchises have been vaguely and very generally regarded as recall-
ing “traditional elements which suggest a divine epiphany”* Brief statements
that Aphrodite “looks like her cult image in Cythera’,* or the observation that
her jewellery is Mycenean* also need further investigation. In what follows, I
will argue that these hymnic adornment scenes and epiphanies, revealing the
goddess’s power and her attributes, are part of Aphrodite’s religious mythology
and can be related to a cultic background.

For our purposes, the goddesss epiphany and adornment scene in the
temple are significant. Aphrodite makes her first dramatic appearance at the
beginning of the narrative. Having just fallen in love with Anchises, she leaves
Olympus to embark upon a journey to enhance her beauty, which is depicted
in an adornment scene. This demonstrates that the Homeric Hymns are in-
debted to heroic epic not only in their formulaic diction, but also in certain
type-scenes. Other famous examples are the adornment of Pandora, where
Aphrodite appears as the cause of beauty and desire, without which seductions
would not take place,* and that of Hera when she prepares to seduce Zeus in a
famous episode, the Dios Apate (Il. 14,153-353). This latter example is the most
detailed adornment scene in epic, in which Aphrodite is not yet involved.*’ It
is a peculiarity of the Hymn to Aphrodite that the adornment scene does not
take place in a thalamos on Mount Olympos, as in the case of Hera, but in one
of Aphrodite’s most famous sanctuaries in Greece: “She went to Cyprus and
entered her fragrant shrine at Paphos; it is there that she has her precinct and
fragrant altar. There she went in and closed the gleaming doors” (58-60):

ég Kompov § éABoboa Buwdea vnov £duvev
&g TTagov- €vBa 8¢ oi Tépevog Pwpog te Buwdng:
EvO’ 1] Y’ eloedBoboa B0pag émébnke paevag.

In fact, the vivid and detailed description of the goddess’s entry into her
sanctuary and how she closes its doors (60) does not seem to be intended to give
an aition for the foundation of Aphrodite’s shrine at Paphos. Instead, it leads us
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to expect an epiphany of the goddess, perhaps as worshippers conceived of it
in actual cult, epiphany being what they intend to evoke when they sing cultic
hymns.* Presumably, the poetic depiction was meant to recall a cultic epiphany
of the goddess in the audience’s mind.

This is all the more likely since the location where an epiphany happens to
be expected and to take place is the temple.” Past epiphanies are represented
by a cult image of the deity and thus made visible at all times.** It is highly
probable that a cult image of Aphrodite was venerated in her sanctuary at Paphos
at the time the hymn was composed. There is good archaeological evidence in
situ that proper temple buildings can be traced back to the 8th century BC.”
In view of the size and significance of Aphrodite’s temple at Cyprus, one might
assume that it had even been a regular feature in the oral hymnic tradition. The
presence of a cult image there is suggested by the main function of a sanctuary,
which was to house the deity imagined to dwell within.** As it turns out, the
Hellenistic historian Polycharmus from Naucratis (FGrH 640 F 1) records that
in 688/5 BC a statuette of Aphrodite, nine inches tall, was brought from Paphos
to Naucratis. One may speculate whether this statuette, which seems to be an
offering, could imitate an original, already existing, Archaic cult image.

Subsequently, Aphrodite was tended to by her traditional companions (see
Plate 9): “The Charites there bathed her, anointed her with oil, deathless oil as
it shines upon the immortal gods, ambrosial sweet-smelling oil which had been
perfumed for her. When she had clothed herself well with all her fine garments
around her skin, adorned with gold, Aphrodite the lover of smiles rushed to-
wards Troy” (61-6):

€vBa 8¢ v Xdpireg Aodoav kal xpioav élaiw
apppoty, oia Beovg Emevivobev aiév €dvtag,
apppooiw dav@, to pa oi TeBuwpévov fev.
gooapévn & €0 mavta mept xpoi eipara Kaid
Xpuo® koounBeioa ¢proppetdne Appoditn
ogvat émi Tpoing.

Before I discuss the special cultic significance of this passage in greater
detail, I will analyze other adornment scenes for comparison. It will emerge
that there are not only parallels, but also distinctive divergences in wording and
motif, depending on the genre, heroic epic or hymn, in which they appear.

Hera’s seduction of Zeus in the Dios Apate in Iliad 14 is motivated by her
aim to manipulate the war events in favor of the Greeks; it is preceded by an
adornment scene which is, with almost twenty lines (169-87), the longest and
most detailed one of its kind in extant Archaic literature. Hera enters her bed-
chamber, closes the doors (169) and then makes herself up; having washed
and anointed her body with ambrosia, whose scent is emphasized (170-5), she
combs and plaits her hair (176f.). The dress which she subsequently puts on
has been, as we hear, woven by Athena, who has lavishly embellished it (178f.).
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Above her chest she puts golden pins (180), around her waist a belt decorated
with a hundred tassels (181); she is wearing earrings in the shape of triple mul-
berries (182f.) and then she takes her veil shining like the sun (184f.) and her
beautiful sandals (186).” After this she makes her way to Aphrodite to request
her keotog ipdc. It has been argued by P. Smith that, apart from three whole
verse formulae, there is not much similarity in structure and theme with Hymn.
Hom. V;* one may add that it also lacks allusions to cult and epiphany—a fea-
ture prominent in hymns.

The scene in the Homeric Hymn to Aphrodite is comparatively short and
considerably less detailed than that in the Iliad, but the poet delays the full
depiction of the effect of this adornment in order to develop it lavishly in
Aphrodite’s subsequent epiphanies in front of Anchises, which far outdo Hera’s
performance in the Iliad. There is probably no better moment in our literary
evidence to prove that “the loves of the goddess of love derive from the very
centre of her being”> The hymnic adornment differs from the one of Hera in
another respect: the place chosen by Aphrodite is not simply her thalamos on
Mt. Olympus, as in Hera’s case. She leaves Olympus and withdraws to her is-
land Cyprus, to Paphos, where she has a shrine, femenos and altar (58-60). The
hymn implies that Aphrodite’s temple is her home. And it is the doors of her
shrine that she closes, not those of any profane dwelling. The formulaic verse
(8v0’ i} v’ eloehBoboa B0pag énébnie dpaevdg) is the same as in the Dios Apate,
but clearly transferred to a religious context.*

This feature marks the difference between the heroic epic and the hymn.
Whereas Hera’s adornment is an element central to the context of the burlesque
and has therefore a predominantly narrative function, the one of Aphrodite,
by its setting in a temple, may recall a ritual epiphany in which the goddess’s
specific power is revealed. Here as elsewhere (Od. 8,364f. and in Hymn. Hom.
VI), Aphrodite has attendants who bathe and anoint her: in the Odyssey, as in
Hymn. Hom. V, it is the Charites, in Hymn. Hom. V1, it is the Horae alone. In
this case one might assume that the presence of attendants and the Charites’
use of immortal oil may be related to cultic features, since cult images were
anointed as well and the hymnic scene takes place in a shrine. The motif of
fragrance, a characteristic element of epiphany (see below), is therefore central
and emphasized in the context of the major Homeric Hymn. The fragrance,
however, does not only exist in distant Olympus as the example of Hera in the
Iliad suggests, but, as the hymn proves, can also be brought down to the real
world i.e. to the temple where the gods are venerated.

Most closely related to the adornment scene of the Homeric Hymn is the one
in the Odyssey (8,362-6) which appears to be an abbreviated version. Perhaps
the poet of the Odyssey was acquainted with this rendering of the hymn and
abridged it to satisfy his own narrative purpose. For a scene such as “Aphrodite’s
adornment in her temple at Paphos” may well have been a traditional feature in
the repertoire of oral poetry.® In comparison with the Odyssey, it is interesting
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that a withdrawal to a sanctuary, even for the sake of making up, fits much
better in a hymnic narrative where cults, especially their foundations and cult
places, are essential elements. Less obvious is the reason for the withdrawal in
the Odyssey passage: Why should Aphrodite go to her temple for an adorn-
ment after her affair with Ares has been discovered? I suggest that there her
retreat to the temple is simply meant as an escape or flight out of embarrassment,
without any further cultic implications. Therefore the author of the Odyssey
omits details which are not essential here, but are probably only for the more
religious requirements of the hymn. Compare the earlier discussed description of
Aphrodite’s arrival in her Paphian temple in the hymn (Hymn. Hom. V,58-60)
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with Od. 8,362f.:
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The hymn explicitly mentions the “fragrant temple’, at Cyprus, which is
omitted by the poet of the Odyssey. Lines 59 and 363 are almost identical: both
mention the “fragrant temenos and altar” But then the depiction of Aphrodite’s
entry into the concrete building and the closing of its doors are only to be found
in the hymnic version. Then, whereas lines 364f. of the Odyssey exactly corre-
spond to 61f. of the hymn,

€vOa O¢ v Xdpiteg Aodoav kal xploav élaiw
apppotw, oia Beovg Emevivobev aiév £6vtag,

it is only in the hymn (63) that a central element of epiphany is emphasized
again. The goddess was entirely surrounded by the scent of the immortal oil
(¢Aaiw) which had been perfumed for her:

apppooiw dav@, t6 pa oi teBuwpévov fev.

Both versions say that Aphrodite herself puts on her lovely garments; but
it is only in the hymn that her golden jewellery is also mentioned, compare
Hymn. Hom. V,64f.:

gooapévn § eb mavta mept xpol elpata kaAd
Xpvo®d koounBeioa ¢phoppetdne Appoditn.

with Od. 8,366:

apdt 8¢ elpata éooav énmpata, Oadpa idéobat.
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Thus one may conclude that in spite of correspondences in style and word-
ing, a different emphasis on details of content is recognizable in these adorn-
ment scenes. The notion of a divine epiphany is much more strongly suggested
in the hymn (58: mentioning of the “fragrant temple”; 59: the “fragrant temenos
and altar”; 60: the goddess’s entry into the temple and the closing of its doors;
63: after her treatment, she smells fragrant herself) than in the epic scene, which
seems to use the scenery just for the sake of rounding off the love affair. In the
hymn, the fully developed epiphanies are postponed and not described until
Aphrodite stands in front of Anchises. It is only then that the poet, by depicting
her beauty in every detail, reveals her divine power.

The adornment scene of the Cypria very probably belongs to Aphrodite’s
preparation for Paris’ judgement at the beauty contest. “She set on her skin the
garments which the Graces and the Seasons had made and dyed in the flowers
of spring-time, garments such as the Seasons wear, dyed in crocus and hya-
cinth and in the blooming violet and in the fair flower of the rose, sweet and
fragrant, and in ambrosial burning cups of the narcissus, beautifully breathing.
Such were the garments fragrant with all seasons that Aphrodite put on herself”
(1-5):%¢
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The text itself is corrupt, and the recent editors Davies and Bernabé dis-
agree in their editions.®® The fragment describes the fabrication of Aphrodite’s
robe by the Charites and the Horae, with a special emphasis on the different
flowers in which the garment is dyed.®* Clearly, the goddess’s principal aim is
different from the one in the Homeric Hymn: Paris needs to be “seduced” only
in so far as he is meant to decide the beauty contest in her favour. It is per-
haps for this reason that an emphasis is put on her outfit. The fragment gives
a detailed, not to say exaggerated, description of her flowery and “beautifully
breathing” garments rather than of her divine physical beauty.®® Presumably the
poet of the Cypria wants to stress the vanity of Aphrodite who desires the most
precious and glamorous clothes, even though she is by nature the most beauti-
ful goddess anyway. Fr. 5 (Davies/Bernabé) probably represents a slightly later
stage of the story. In a similar style it depicts Aphrodite together with her at-
tendants plaiting wreaths and garlands which they set upon their heads as they
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make their way singing down Mt. Ida.®® As it transpires, not only the context,
but also the nature and style of the adornment scene of Aphrodite in the Cypria
fragment is different from the one in the temple at Paphos. Therefore I cannot
agree with Stinton who says that “the preparation of Aphrodite before her visit
to Anchises in the Homeric Hymn is very like her preparation before the judge-
ment in the Cypria”.*”

Itisalso true that in the Homeric Hymn to Aphrodite the garments which the
goddess herself puts on are also given a special emphasis (¢coapévn § €d mavta
nepl xpol eiata kald / xpuo® koopnBeioa dphoppedng Appoditn 64f£.).% The
continuation of the mythical narrative, however, shows that the goddess’s jour-
ney to Cyprus is not simply the preparation of a seduction. The adornment
is a physical manifestation of the goddess’s individual power and defines the
goddess’s specific sphere of interest and her function within the Olympic pan-
theon: Aphrodite is the goddess of beauty, attraction and seduction. Such an
adornment scene defining divine identity need not be even linked to a context
of seduction. In the minor Homeric Hymn to Aphrodite (VI), the adornment is
part of her birth story, one of the most essential elements of a hymnic narrative.
The goddess is received and adorned by the Horae with dresses and all kinds
of jewellery immediately after Zephyrus' breath conveyed her in soft foam
through the sea (see Plate 9). Then she joins the gods: “The Horae with gold-
en headbands welcomed her gladly, and clothed her with deathless garments.
Upon her immortal head they put a well-wrought crown of gold, a beautiful
one, and in her pierced earlobes they hung flowers of mountain copper and
precious gold. About her tender neck and gleaming breast they adorned her
with golden necklaces, the ones that the gold-filleted Horae themselves would
be adorned with whenever they went to the lovely dances of the gods and their
father’s house”® (5-13).
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Aphrodite’s epiphany before the other Olympians reveals her specific
realm and attributes in a peculiar way.”® Her own beauty and attraction are so
stunning that the gods who are overwhelmingly charmed by her first appear-
ance want to marry her. What could demonstrate more clearly that beauty and
charm are what Aphrodite symbolizes? “And when they had put all the adorn-
ment about her body, they led her to the gods, who welcomed her on sight and
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gave her their hands in greeting. And each of them prayed to lead her home to
be his wedded wife, as they admired the beauty of Cytherea who wears a crown
of the violet’s bloom” (14-8):

avtap émel 81 mdvta meplt xpol kdopov Ednkav
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One may ask whether the application of adornment scenes to contexts of
mere seduction is only a secondary development; Hymn. Hom. V somehow
seems to combine both aspects: preparation for a seduction and also the defi-
nition of Aphrodite’s role as the divinity of love, the latter being an essential
requirement of a hymn.

We must not leave unmentioned, however, the fact that the dressing scenes
of Aphrodite’s predecessors, the Sumerian Inanna as well as Ishtar-Astarte, are
famous and much celebrated in literature.”" We know of a hymn to Inanna in
which a dressing scene—without attendants, however—takes place on the is-
land of Dilmun.” In an Old Babylonian hymn, Ishtar’s beauty and attraction
represent the goddess’s qualities of love and thus express her greatness and
power:”

Sing the praises of Ishtar, the most impressive of all goddesses,
who is to be glorified as the mistress of mortal women,
the greatest of the
Igigi.
She is dressed in serenity and love,
She is equipped with sexual attractiveness, power and charm.™

Those myths and the Homeric Hymns use the same motif, the dressing
scene, to establish the goddess’s specific province and demonstrate her power.
The religious elements in the Homeric Hymn V have been emphasized by C.
Penglase in particular. He concedes that the hymn is a work of literature, but
points out that, after all, the mythical narration is part of a religious mythol-
ogy, since it relates to the activities of a goddess “who is much more than just a
woman preparing for an assignation”.”” In the major Homeric Hymn, Aphrodite’s
sphere of influence also becomes manifest on her way to Troy, where the god-
dess’ epiphany on Mount Ida provokes a mating among all the animals (64-
74).76

It is at this point, I think, that we may turn to the question as to wheth-
er there are traces of cultic activities in the mythical depiction of Aphrodite’s
adornment in her shrine. It takes place in a temple and therefore recalls rituals
during which priestesses or temple-servants look after a cult image. The latter
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was strongly involved in cult practices, since their performers acted as if it were
the god or goddess herself whom they were looking after.””

In myth, as we have seen, the Charites, less often the Horae, are Aphrodite’s
attendants and traditionally responsible for her outfit (see Plate 9); thus in the
Iliad (5,338) they weave her dress. In the hymn, they bathe and anoint her with
sweet, immortal oil before she herself finally puts on her lovely dress, over her
golden skin (61-5). Since the offering of garments is testified as early as Homer’s
Iliad, it is justifiable to assume that the dressing of cult images is an Archaic rite.
In a famous scene in the Iliad (6,286-312), which Burkert considers to repre-
sent “the developed polis cult as it had arisen during the 8th century?, it is not
the Charites or any other divine beings, but the women of Troy who rush to
Athena’s sanctuary to offer the goddess a precious woven peplos in order to rec-
oncile her with the Trojans. The priestess Theano opens the door of the temple
and puts the garment on Athena’s knees. The dedication seems to presuppose
a seated cult image.”

There is good evidence that some epic depictions show certain similarities
in procedure, and even in wording with actual cult practices in which images
of gods are washed and cleaned in a ritual of purification.” But we cannot, of
course, decide with certainty whether mythical bathing and anointment scenes
and the provision of garments to a goddess reflect cultic activity, or whether the
process went in the reverse direction, i.e. that ritual was prompted by mythical
descriptions. Contemporary comparative material, i.e. epigraphical testimo-
nies and literary sources recording actual cult practices of the 7th century BC,
is unfortunately not extant. Nevertheless, I should like to discuss some later
evidence which would seem to suggest that washing, anointing and dressing
belonged to cultic procedures and ritual. The following examples can only be
cited as parallels.

An example of a possible cultic cleansing is provided by Pausanias (2,10,4).
He mentions a ceremony at Aphrodite’s sanctuary in Sicyon, during which two
women, a married woman and a virgin who was called Aovtpoddpog, enter the
temple. Apparently it was their task to bring the bath for Canachus’ chrysele-
phantine image of Aphrodite.®*” The famous image at least can be dated to the
Archaic period;® yet the description of the rite as conducted xatd & matpia,
“according to the ancestral tradition”, which appears frequently, and mostly in
inscriptions, cannot guarantee for sure that a certain activity goes back to the
Archaic period, even if there is a tendency in historical and periegetical writing
to believe that everything in religion is authentic and Archaic.®

The Plynteria and Kallynteria celebrated in the month Thargelion at
Athens, for example, were washing festivals.*> Whereas hardly anything is re-
corded about the Kallynteria, we are better informed about the Plynteria, dur-
ing which the old wooden image of Athena Polias was cleaned.®* Our main
sources are Plutarch (Alc. 34,1-2) and Xenophon (Hell. 1,4,12), who also both
state that the rite is at least as old as 408 BC. It was on the very day of this
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festival of the Plynteria that, in 408 BC, Alcibiades came back from exile to
Athens. We learn from Plutarch that the female members of the noble family
of the ITpafepyidat removed the adornments, the jewellery, and probably also
the robe from Athena’s image in the Erechtheion and veiled it (t6v e KOopOV
kaBelovteg kai 10 €80¢ katakalbyavteg). Then they carried it to Phaleron
where the secret rites, of which the washing was part, took place.*® The noble
girls or wives were called Aovtpideg or mhvvtpideg, since Aodw is used of wash-
ing a person and mAbvw of cleaning clothes, it is possible that the garment was
washed and the image was bathed.* The purpose of the bath was not only that
of the actual removal of dirt, but also connected with it was the idea that the
beneficial power of the image would wane unless it was bathed.*” Not only do the
sources provide us with a date, but they also indicate that the washing and bath-
ing respectively were associated with both the goddess’s image and its garments.
It was presumably part of this rite (or even of a rite to follow) that the image
was dressed again. Related to this is the main activity during the festival of the
Panathenaea, when Athena receives a new peplos woven by the arrhephoroi.

We also have evidence for ritual cleansing of an image in the cult of
Aphrodite ITav8nuoc at Athens. The epigraphical source is dated to 283/2
BC and is very probably related to the historical circumstances during which
Aphrodite, in her political function as ITavdnpog, was invoked.*® The instruc-
tion that the temple should be looked after xata ta métpia (8ff.) cannot be
taken as proof that the rites are older.*” The probouleuma provides modes for
the organisation of the pompe of the goddess: “Whenever the procession is held
in honor of Aphrodite IT&vdnuog, astynomoi in office at the time are to provide
a pigeon for the purification of the sanctuary, whitewash the altar, apply pitch
to the wooden [doors] of the temple, and have the statues washed. They are also
to provide purple dye — ” (20f.).

ToVg AoTuvO- | poug Todg del Aaxovtag, Gtav fiL | /| mopmd Tt
Adpoditnt t€t IMavdn- | pwt, mapackevalewv eic kdBapot[v] | Tod
iepod meplotepdy, kai meptake[i]- | [yalt Tovg Pwpodg kai mrTT@®@OAL
146 | [B0pag] kai Aovoat t& E0n: mapackev- | [doa 8¢ kali Topdvpav
Oy |- |---|--taémit--.

The term €do¢ implies that the statues were seated. The purple was intend-
ed to be used as painting for the statue.” It seems very likely that this cleansing
of statues was also meant to be an act of ritual purification as indicated by eig
kaBapaoi[v].”!

It would seem that, within the mythical narrative, the Charites actually
enact what worshippers perform as a cult practice in later sources. This is also
the case when they anoint her with sweet oil (. .. xpiocav é\aiw / apppotw . ../
apuPpooio éSav@ 61f.). That deities smell good when they show themselves to
human beings is a traditional topos in narrative epiphany.”? Aphrodite’s temple,
temenos and altar at Paphos are fragrant (Buwdea viov 58; tépevog Bwpodg te
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Bvwdng 59), but the Homeric poems do not mention incense. There is evidence
that cult images were also surrounded by a pleasant fragrance. Sappho’s poems
are the first to mention frankincense offerings for Aphrodite and one would
assume that it was normally burnt in the sanctuary.®® Frankincense, balms and
perfumes were also special offerings for Ishtar-Astarte.”* It seems that these
were not only presented as gifts to the deity, but were also used for her image.
There is in fact good literary and epigraphical evidence that cult statues were
also treated with a variety of perfumes and fragrances which belonged to the
koounots. Pausanias (9,41,7) says that “perfume, distilled from roses, if used
to anoint statues made of wood, also prevents rotting”. Perfume was used, at
least in the Hellenistic period, for the statues of the Artemiseion, for the temple
of Apollo, and also for that of Hera.”> We have no evidence to attest that this
treatment was already adopted in the Archaic period. I suggest that mythical
anointment reflects actual cultic procedures, but it is not to be completely ruled
out that this activity was inspired by literary features such as those conveyed in
our Homeric Hymn to Aphrodite.

We may turn at this point to Aphrodite’s epiphanies before Anchises which
are at the core of the hymn. That deities can be recognized in particular by their
beauty and their figure (kaAol kai peyédlot) is a topos in narrative descriptions
of epiphanies.” It is essential for the successful seduction of the mortal man
that the goddess’s true identity, in spite of his suspicions, remains concealed.
Certain characteristic elements of narrative epiphany are therefore modified in
the third epiphany within the hymn. Though she has taken the appearance and
stature of a virgin (mapBevew adurtn peéyedog kai idog Opoin 82) in order not to
frighten him (ur pv tapPricetev 83), and to avoid being recognized, Anchises
reacts in the way humans usually react when they face a divine epiphany.”” He
admires her (... Qavpoauvév te / €i80¢g e péyeog kai ipata oryahogvta 84£.),
and we can infer from line 82 that it is not her height, but her €i8og, above all
her shining brightness which makes him think of a goddess and leads him to
offer her an altar.”® That he immediately desires her (Ayxionv & #pog eikev 91),
though suspecting that she might be a goddess, does not quite fit the pattern,
however. But one would not go so far as to suppose that Anchises’ address to his
guest as a goddess is simply a ploy to flatter a mortal woman and hence ironic.
Thus Anchises’ role veers between that of a lover and a worshipper.

What appearance of Aphrodite does her description in the hymn imply?
That divine epiphanies in cult are related to images of deities has been men-
tioned earlier. I suggest that the poet in describing those epiphanies in such
a detailed and lavish manner was drawing on cult statues of Aphrodite and
meant to recall them to the audience’s mind. It is possible too, however, that
it was these hymnic depictions of divine epiphanies which inspired the artis-
tic creativity of the sculptors. Whatever the case may be, according to what
ancient, although later, sources tell us about the looks of cult images, certain
features of literary epiphanies have correspondences in them. In what follows,
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I examine the evidence for cult images of Aphrodite and other deities with a
special focus on their adornments. OQur available sources are limited to either
literary descriptions such as we find them in Pausanias, coins (see Plates 10-
12), or archaising vase painting. If we want to examine authentic epigraphical
material recording details about the kosmos of cult images, we have to consider
appurtenances of other goddesses, mostly those appertaining to the Classical
and Hellenistic periods.

The tradition of cult images of Aphrodite seems to be quite old, if we can
believe Pausanias’ testimony.” Archaic cult images were normally wooden and
called xoana."™ He mentions nine Archaic wooden xoana of Aphrodite alone
(2,19,6 at Argos; 2,25,1 in the Argolid;'™* 3,13,8f. Sparta; 3,15,10f. Sparta; 3,17,5
Sparta; 3,23,1 Cythera; 5,13,7 Temnos; 8,37,12 Lykosoura; 9,16,3 Thebes; 9,40,3
Delos); one is made of ivory (1,43,6). Some of them were still extant in his life-
time, and he remarks upon their considerable old age—which is clearly not a
reference to an exact dating.

We do not have much information about what Archaic images of Aphrodite
looked like, since there are just two examples of descriptions of sculptures.
Pausanias (9,40,3) tells us that the mythical sculptor Daedalus is said to have
created a xoanon of Aphrodite which he offered to Ariadne, who brought it to
Delos. It is a square pillar type with a damaged right hand and no feet.’*® The
only other Archaic cult image is Canachus’ chryselephantine statue at Sicyon,
which can be dated to the last quarter of the 6th century BC, since this was the
period when the sculptor was active.'® It was seated, wore a peplos, and held a
poppy in the one hand and an apple in the other. A ritual during which bath
water was carried to the statue by two women (Paus. 2,10,4) has been men-
tioned earlier. There are, however, images (possibly archaising) of Aphrodite on
vases which convey what they looked like:'** she is wearing a peplos (or chiton)
and a polos on most of them and looks like one of the korai as we know them
from Archaic sculpture, at least from the 6th century BC onwards, on the Greek
mainland and the islands.'*®

Xoana were dressed in clothes which were regarded as part of the statue.
The adorning of cult statues has generally been considered a ritual act, a form
of temple service.!” It has been suggested that the consecration is realized by
the koopo¢ (see koounBeioa in Hymn. Hom. V,65), the clothing and also the
decorating, by which a statue is transformed into an object of worship and in
this way becomes a cult image.'®® It is interesting that in the Homeric Hymn an
emphasis is also placed upon Aphrodite’s clothing and jewellery (85-90). We
have evidence that an object of worship can be created by the investiture of col-
umns or posts, such as appear on vases showing scenes of the Lenaea, a festival
in honor of Dionysus, who is depicted as a column with a mask, a piece of cloth
adumbrating his body, while wreaths adorn his head. Women dance around
him. The clothing of these images conveys the god’s presence by marking ritual
epiphany.'® It would seem, then, that garments play a significant role in the
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making of a cult image. Their meaning is also underlined in certain festivals in
which the washing of the deities’ clothes plays an important part.

There is good evidence suggesting that the way Anchises is said to per-
ceive Aphrodite in her epiphany shows several correspondences with what we
know about the €idog kai péyefog of cult statues. When Aphrodite stands in
front of Anchises, of all the narrative elements of epiphany, it is the brightness
and splendor of her appearance that are particularly significant: her clothes,
merely beautiful (eipata kaké& 64) in the temple-scene, are now glittering
(efpata oryahdevta 85).1° Her peplos especially is shining more brightly than a
beam of fire (mémhov . .. ¢paevotepov mupog avyiig 86). Her skin (xpoi 64) is
now, according to the context of the seduction scene, highlighted in the cleav-
age, but simultaneously enhanced and intensified by being held up in com-
parison with the shining moon (... @¢ 8¢ oehfvn / otriBeowv dud’ amaloiot
é\aumeto, Badpa idéoBau 891.). However, the additional ornament, her jewel-
lery, is given particular emphasis and is the focus of radiance and brilliance. She
wears curved armlets (¢émyvauntag éhkag 87) and dazzling earrings shaped
like flowercups (kéAvkag te paewvag 87).'"2 Particular attention is paid to the
detailed description of her lavish and precious necklace (6ppot 88), which is at
the same time “very beautiful” (mepikaAéeg 88), “lovely” (kaloi 89), “golden”
(xpvoetot 89) and “of rich and varied work” (mapmoikidot 89).'* All these orna-
ments occur again when, after telling her pack of lies, Anchises undresses her.
At this point he also has to remove the brooch (népnag 163) which pins her
clothes together.

This detailed description of Aphrodite’s kosmesis has parallels in that of cult
images: kOoog (“ornament”) in epic means either jewellery collectively or as a
single piece, but it also includes clothes.!* In the Homeric Hymn to Aphrodite
koopnBeioa at first sight seems only to refer to her dress, but the following
scenes make it obvious that her jewellery must also be meant. That kéopog
later indicates the jewellery alone becomes evident when Anchises first has to
remove pins and the like (k6opov pév oi Tp@TOV AMO XP0dG eile Ppaevov 162)
so that he can undress Aphrodite. A similar terminology (kéouog, kK6opnoLS)
is applied to the adornment of real images, . This is suggested by inscriptions
recording the costs of material and labor for cult statues from the Archaic pe-
riod onwards.'*®

According to an Archaic inscription on the temple of Athena at Lindos in
Rhodes, the Lindians offered a tithe from the booty from Crete in the form of
a golden crown (ote¢avn), necklaces (6ppot) and most of the other pieces of
adornment (x6opog) which the statue used to have.''* There is also evidence that
Koopog refers to jewellery and clothes. In the law of the Delphic Amphiktyones
(380/79 BC) it is said that the image of Athena Pronaia was washed and pro-
vided with new koo, consisting of a mantle with gold brooches, a gold dia-
dem, a shield, helmet and spear.’” From an inscription at Delos (246 BC) we
learn that the craftsman Ophelion was given 125 drachmae for painting three
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statues (whose identity remains obscure) in the Pythion, scraping the parts that
needed it, gilding them, and putting all the rest of the adornment (kéopoc)
as it was in the originals."”* He was also given an additional amount of 450
drachmae for applying 1000 or 1500 pieces of gold leaf. The gold could be used
either for jewellery (see 239: Lysimachus received 5 drachmae for making gold
pins and diadems) or for the golden colouring of the statues. The latter may be
recalled in the Homeric Hymn to Aphrodite: éooapévn & €b mdvta mept xpoi
gipata kakd / xpuvo® koopunBeioa Gpthoppedng Adpoditn (64£.).1*°

In mostly later epigraphical evidence, as well as on coins (see Plates 10-12),
we find a set of jewellery similar to that worn by Aphrodite in the hymn. I do
not claim that this evidence can simply be projected back to an earlier period
or transferred to other deities; nevertheless, it is worth mentioning them as
later parallels to cultic activity in Archaic literary depictions. There is some evi-
dence that jewellery was put on cult statues as part of the k6opog in the Archaic
period. We have already seen that necklaces and neckbands are documented
regarding the Archaic statue of Athena at Lindos. The image of Athena Polias
at Athens was adorned with all kinds of jewellery; she even wore five puot.'?
Earrings seem to have been popular offerings, as for example in the case of
Stesileos” cult image of Aphrodite (late 4th century BC). There are contempo-
rary earring offerings to the statue in Attic inventories: “In the Aphrodision:
... gold earrings (¢voidia) which the goddess is wearing, the weight of which
is two drachmae, a dedication of Demetria”'?' “In the Aphrodision: évoidia
which the goddess is wearing, the weight of which is two drachmae, a dedica-
tion of Demetria—these the priestess has outside [the sanctuary]—the other
earrings which the goddess is wearing, of gilded silver, the previous priestess,
Pleistarche dedicated.”**> Demeter and Kore are also adorned with earrings.'?
Rings also seem to have been used as offerings to various deities: at Delos in-
scriptions of the 3rd century BC mention that gold rings portraying Nike were
offered to Apollo and Artemis.'**

Descriptions of the radiance and brilliance with which deities are usually
surrounded when they reveal themselves to human beings occur frequently
in literary accounts.’” The epithets xpvoeog and xpvoootépavog (“gold-
crowned”), when used of deities like Aphrodite, are very probably a reflec-
tion of this.? For cult statues also golden head dresses (otédavol (“crowns”);
otépavat (“tiaras”)) are recorded; a bright and colourful coat of paint, some-
times even gilding, seems to be characteristic of statues, but it is not normally
described in literary epiphanies. Expenses for gold are frequently mentioned
in inscriptions. The statue of Aphrodite dedicated by Stesileos was repainted:
“We gave 47 drachmae and two oboloi to Ophelion who contracted to paint in
encaustic and to superadorn (¢mkoopfjoat) the statue of Aphrodite” (money
spent on gold leaves (nétala) is also noted).'” Golden otédavol are attested
for nearly all deities quoted in inscriptions: for Asclepius at Athens,'?® Apollo
and the Charites at Delos,'® Artemis Hecate at Delos,"*® and also for Athena
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Lindia as we have seen earlier. This evidence suggests that the literary epithets
Xpvoeog, ébotépavog (¢votedpavov Kvbepeing 175) kalhotépavog (see the
inscription on “Nestor’s cup”) and xpvoootépavoc™ are connected with the
appearance of deities in epiphany and presumably also with statues.

In the undressing scene of the hymn, Anchises removes everything that
had previously made him suspect Aphrodite of being of divine origin: her com-
plete kdopog, jewellery and clothes (162f.). It is at this point, I think, that he
deprives her not only of her divine attributes, but also of her divinity. Here,
Aphrodite is closest to being a mortal woman, while Anchises, being at most a
man, is superior, though knowing nothing (o0 cada eidwg 167). The concept
which we have discerned earlier of Aphrodite appearing partly as a goddess,
partly as a human virgin is continued. The narrative is at its most erotic when
he is “loosening her belt”. This is what gods usually do in erotic encounters
with mortal women."** Here, however, the tables are turned: it is a mortal who
loosens a goddess’s girdle.

This is the peripeteia of the love story leading directly to the last stage of
Aphrodite’s metamorphosis, her fourth epiphany, in which it becomes evident
that she is a real goddess. When she puts her clothes and jewellery on again,'**
she also regains at the same time her divine identity with efpata kald (171) by
reference back to the dressing-scene in the temple (64) and her divine height. It
is not her jewellery which will make her unmistakably identifiable for Anchises.
It is, apart from her superhuman height (“she stood up in the hut and her head
touched the well-wrought roof-beam” (¢0tn dpa kAiain, edmotrjroto pekabpov
/ xDpe kdpn . . . 173£.)),"** exclusively her beauty: this is not only reflected in
her clothes (171), but even more so in her body: i. e. immortal beauty, a beauty
which only Cythereia has, is glowing from her cheeks (kdAlog 8¢ mapetdwv
anéhapmev / duppotov, olov T €otiv ébotedpavov Kubepeing 174f.). When
Anchises realizes the beauty of her skin and eyes (181f.), he reacts as any other
mortal would at the sight of what is obviously a goddess. He starts trembling'*®
and hides his face, which only here is said to be handsome. It is a peculiarity of
this hymn that the actual epiphany, i.e. when the goddess Aphrodite finally re-
veals her divine identity to the mortal Anchises, is postponed within the mythi-
cal narrative in order to make the love story happen.'*

3.5 CONCLUSION

The love story, which lies at the very centre of the hymn, shows Aphrodite
losing her game and being defeated by her own weapons. Although she is not
encomiastically complimented in a praiseworthy manner as one would expect
in a hymn, her defeat, paradoxically, shows the power of love—the province
she actually represents. Furthermore, it emerges that the narrative epiphanies
are an almost voyeuristic display and praise of Aphrodite’s irresistible beauty,
which for the Greeks was inseparable from her divinity. The narrative, however,
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being part of a hymn, is not simply a love story, but also part of a religious my-
thology intended to demonstrate the goddess’s power and her specific province
on a more general level. Therefore it is not surprising that certain elements
point to a religious sphere: the adornment scene, a conventional epic motif, is
more than the preparation for an act of seduction. Taking place in her shrine,
it shows Aphrodite assuming her unique power: anointment, dresses, jewel-
lery are to be seen as symbolising the physical representation of Aphrodite’s
realm. Furthermore, Aphrodite’s appearance in the shrine can also be related
to a cultic background, since it can be interpreted as reminiscent of a ritual
epiphany. The dressing, bathing and anointing of Aphrodite in the hymnic de-
piction is paralleled by rituals attested for the Archaic and later periods. The
way Aphrodite is described in her epiphanies before Anchises, may reflect how
she was visualized in cult images, as epigraphical evidence from the Archaic
period onwards suggests.






Chapter Four
Erotic Personifications

4.1 INTRODUCTION

In many literary, cultic, and political contexts, Aphrodite does not appear or
act alone, but is accompanied or even supported by an entourage of other dei-
ties who do not actually belong to the world of Olympian gods. These include,
for example, the Charites, Eros, Himeros, Hebe, the Horae, Peitho and Pothos,
all of whom I will consider under the category ‘erotic personifications. These
figures are often sweepingly considered and simply treated separately as per-
sonifications of “abstract concepts” either under a poetic, philosophical, icono-
graphical, or cultic aspect.! In the following chapters, which will focus on the
Charites, Peitho and Eros, I will argue that these erotic personifications are of
a dissimilar nature and origin. Some are already rooted and shaped in popular
belief and cult, whereas others owe their specific character mainly to poetic
inspiration and fantasy.> Often, however, it is difficult to judge which aspect
prevails in a personification. Several attempts have been made to classify liter-
ary personifications. They have proved to be useful at times, but are not always
sufficient for understanding this phenomenon.?

I suggest that in some cases poetic invention, which starts with Hesiod and
Homer, played a vital role in the intellectual process by which abstract concepts
were turned into living mythical creatures thus increasing the number of Greek
deities.* More often, however, poets seem to refer to mythic tradition, popular
belief, cult, or ritual when they present deities, taking those non-literary con-
texts as a basis for original poetic fictions. Thus they modified and reshaped
deities they were acquainted with or created original characters according to
the respective literary context or genre.” However, it is often problematic to
distinguish between traditional cultic and mythic elements and poetic inven-
tion. Thus a fixed chronological order, in which personifications first emerge
in poetry, go on to inspire artists and finally receive cultic veneration, cannot
be assumed, particularly where erotic personifications are concerned.® In the
case of the Charites and Peitho, literature rather seems to presuppose cultic
worship.” An important indicator of the time and way in which poetic per-
sonifications were perceived and visualized is iconography. When they occur
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in poetic and cultic contexts, personifications can be more or less concrete,
but sometimes their anthropomorphic shape and plasticity is not explicitly de-
scribed. The human shape, however, seems to be the only way abstract concepts
are represented.®

The next sections will map out the concepts and contents of “personi-
fication” (4.2) with regard to the Olympian gods (4.3). Various aspects of
Aphrodite’s magical garment, the keotog ipég, and its function in defining the
love-goddess’s province are discussed in 4.4-4.6. In a final section (4.7) I offer a
detailed discussion of Hypnos and Thanatos; documented as personified gods
at a very early stage, they may have influenced the shaping of the Greek love-
god, known as Eros.

4.2  PERSONIFICATION: CONCEPTS AND CONTENTS

In most general terms, “personification” has been defined as an abstract or im-
personal concept which is endowed with characteristics normally attributed
to human or divine beings, such as physical life and movement, mental and
emotional activities (feeling and thinking) and male or female physical appear-
ance.’ It has been argued that, as soon as a figure has been represented in the
visual arts, he or she can be recognized as a personification.'” But painters are
perhaps more likely to have depicted personifications after poets had already
described them as such.

The scope of what is imagined as personified by the Greeks in the Archaic
period is significantly wide. As far as the gender of personifications is con-
cerned, it seems remarkable that the majority of personified figures is female
and, moreover, associated with predominantly positive, often political or civic
connotations (Dike, Eirene, Eunomia, Harmonia and Homonoia &c.).!! This
striking phenomenon has usually been explained linguistically through the
feminine gender of the abstract qualities which tend to be personified. This is
certainly a relevant point. More recent scholarship, however, has drawn atten-
tion to the dynamics of a male-dominated society in which extremes of good
and evil tend to be represented in a female shape. Perhaps the great number of
female personifications occurring in cult and iconography are a reflection of
positive male attitudes towards females. At least, personifications are depicted
as beautiful young women of marriagable age, potential objects of desire, as for
example, the Charites."? Possibly it is to be seen within the same context that
among the few male personified abstracts we find erotic personifications, Eros,
Himeros and Pothos, who appear as handsome youths in a smaller scale in
iconography, particularly in the Classical period.”® The male personifications
most often depicted in epic and visual arts are, however, the brothers Hypnos
and Thanatos.* Both appear in Homeric and Hesiodic epic, and Thanatos is
featured even as a dramatis persona in Euripides’ Alkestis. I will argue later in
which ways these two deities influenced the creation of the male love-god.
Personifications of neuter nouns such as kpdtog or yfjpag also appear rarely
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in iconography. When they do, they are personified as males. A good case in
example is probably Kratos in Prometheus Bound."

Some other attempts at classification have been made. It is important that
erotic personifications, according to their diverse nature and origins, belong to
divergent categories. Personifications encompass natural phenomena includ-
ing the Earth, Heaven, the Ocean, the Winds, the Sun and so on. They coexist
as persons and phenomena. It is Hesiod and later the Presocratic philosophers
who attribute a personal flavor not only to these natural manifestations, but
also to invisible concepts which are considered as primeval and elemental
(such as Eros).'® Some of them may even have a civic implication, such as Eris,
Neikos, Philia or Themis, Peitho and Harmonia as we have seen earlier. Also
these personifications are usually imagined as lasting and persisting. Another
group describes the reality of individual human experience and includes those
which affect human beings physically, as e.g. Hypnos and Thanatos, or men-
tally and psychologically (Deimos, Phobos, Peitho, Eros, Himeros, Pothos, Ate
&c.)."” They were not considered as persistent, but temporally bound to the
situation when they become effective. The Charites may be considered as be-
ing of a different nature since they too were established very early as cult god-
desses in Greece. As their name suggests, they personify the idea of beauty and
charm. Considering the implications (and the gender) of the term xdptg, it is
not surprising that they were imagined as beautiful young women at a very ear-
ly stage. A different category arises from the tendency to personify functions,
gifts, or effects which can be imagined as caused or engendered by established
Olympian deities. The personified gods are then related to them as children
or attendants, thus Dike is Zeus’ daughter, Deimos and Phobos are Ares’ sons,
Eros and Himeros are Aphrodite’s companions.

Often it cannot be decided to what degree these personifications are in fact
imagined as personally individualized and as concrete human beings or deities.
Attempts to classify personifications according to their degree of individuality
are not really satisfactory. T. Webster, for example, distinguishes in descend-
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ing order between “deification’, “strong personification”, “weak personification”
and “technical terms”. “Deification’, for example, marks the highest degree of
personification. The Charites are a good example of this since they were vener-
ated as goddesses in the Archaic period. Hypnos and Thanatos, as presented
in the Iliad, fit his definition of a “strong personification” (when the “human
qualities are clearly seen”). One type of what he calls a “weak personification”
is interesting: emotions imagined as victors, captors, holders, or destroyers are
counted among them. T. Webster suggests that this use was originally personal
and that this sort of metaphor probably died out by the 5th century BC.** In
the particular case of Eros, however, there is abundant evidence that this very
metaphor was further developed by the poets and contributed to the love-god’s
personality.”
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4.3 PERSONIFIED AND OLYMPIAN DEITIES

T. Webster’s classification omits the category of divine personifications who are
subordinated to the Olympian deities. The worship of deities whose names also
denote abstract concepts can be traced back to the Archaic period, a stage at
which they did not necessarily have any connection with the Olympian gods.
This, however, seems to have become the rule later on. Olympian deities are
usually assigned a certain sphere in which they perform different functions
and thus influence human life. Personified deities affect the human world in
a different way. W. Burkert defines the particular characteristic of personified
deities as follows: “the Archaic Greek personifications come to assume their
distinctive character in that they mediate between the individual gods and the
spheres of reality; they receive mythical and personal elements from the gods
and in turn give the gods part in the conceptual order of things”* In Hesiods
Workse»Days (256f.), Dike exemplifies this concept very well when she comes
to Zeus complaining that men have violated justice, i.e. the quality she rep-
resents as his daughter. Personified deities can operate on gods in the same
way as on human beings and are therefore sometimes stronger than (or at least
exercise influence over) the Olympians; thus, for example, when even Zeus is
overcome by Hypnos, or Aphrodite is seized by {pepog which Zeus has put into
her (Hymn. Hom. V,45).2

It would seem, then, that personified deities are conceived of simul-
taneously as divine anthropomorphic personalities and abstract concepts
which belong to their individual realms. Examples illustrating the unity of
a personal god and an abstract concept are commonly found in epic (Ares,
Aphrodite, Themis, Oceanus &c.).”* Another category of personifications—
that of powers and qualities which affect either the human body or the mind
and emotions—is exemplified particularly by erotic personifications like
Eros, Himeros and Peitho. In the Iliad for example, Hypnos best represents
the juxtaposition of god and abstract phenomenon as we will see later. Before
W. Potscher, H. Usener classified in a similar way a spontaneous and strong
feeling or emotion, one whose overwhelming impact is conceived of as some-
thing divine, as an “Augenblicksgott” or Saipwv.** A sudden unexpected event
or an overwhelming desire is explained by the interference of a Saipwv in
the Iliad, for instance. The daipwv can, but need not necessarily be identi-
fied with an Olympian god. In II. 3,420 Helen is forced by the love-goddess
to obey and is led to Paris’ bedchamber not by Aphrodite herself but by the
Saipwv (Apxe 6¢ daipwv). Aaipwv marks the effect of a power whose origin is
either unclear or related to the gods, without being identical with them.” It
is possible that Helen is led by an independent divine force which originally
belongs to and is finally triggered by Aphrodite, without being identical with
herself. It is probably the same power which operates on the goddess herself
in the Homeric Hymn (45) and to which she finally has to succumb. This
would be similar to the later Platonic conception of €pwg as a Saipwv, a me-
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diator between the human and divine world.?® The Platonic idea may explain
why originally unpersonified erotic phenomena such as Eros, Himeros and
Pothos, which belong to Aphrodite’s province, could be perceived as divine,
since they too mediate between Aphrodite and human beings.

Personifications tend to be subordinated as a train or as individual compan-
ions, daughters, sons or attendants to Olympian gods to whose specific realm
they can be related. It has been proposed by K. Reinhardt that the Olympian
gods and their spheres of influence receive a more clearly defined image by
their correlation to respective personifications.” Hesiod’s Theogony is an at-
tempt to systematize the interdependence of deities and personifications. This
is exemplified in Theog. 934, where Phobos and Deimos are depicted as sons of
Ares by Aphrodite. His paternity can be explained by the fact that “panic” and
“fear” belong to “war”. Aphrodite’s association with them is due to her tradi-
tional relationship with Ares which is reflected in early common cults. Homer
describes them as Ares’ charioteers (Il. 15,119f.), Phobos is called Ares’ son in I,
13,298f. Sometimes personifications can relate the Olympians’ activity to social
norms (Dike is Zeus’ daughter in Workse~Days 256), or represent a function or
an effect belonging to the sphere of influence of a particular deity. (Aphrodite’s
companions are Eros and Himeros in Theog. 201, see Plate 6). In some cases
a function or hypostasis of an Olympian deity, as soon as it is separated, can
operate on him or her as an independent personified deity. Sometimes this cor-
relation between deities and their provinces is reflected in cult associations, as
for example in the cult of Aphrodite ITdvénpog and Peitho.?®

4.4  THE ORIGINS OF EROTIC PERSONIFICATIONS:
MAGICAL LOVE SPELLS AND CHARMS OF
APHRODITE

Hesiod and Homer not only defined Aphrodite’s particular sphere of influence,
but also significantly shaped her entourage. In comparison with the goddess’s
other companions, Eros is not individualized to a significant degree, nor does
his role surpass theirs in literature, iconography and cult before the end of
the 6th/beginning of the 5th century BC. This is surprising considering Eros’
prominent role in the Theogony as a primeval entity whose attributes suggest
a personified concept (120f.). Other extant Archaic hexametric poetry, includ-
ing the Homeric poems, Hesiod’s Workse~Days, the Homeric Hymns and the
surviving fragments of the Epic Cycle, represents the Charites and Peitho as
personified deities, but not Eros who remains without any mythical story. I
will argue in a subsequent chapter that his absence from these works may be
explained through the special role Hesiod gave him in the Theogony; in spite of
his “Olympian attributes” he is first of all a cosmogonic entity. In the Theogony
(201), Eros is briefly mentioned together with Himeros as following Aphrodite,
but Himeros makes an earlier appearance as neighbor of the Muses together
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with the Charites on Mount Olympus (64) and could therefore be expected
to take a personal shape. Eros on the other hand, at the beginning of things,
is primarily a complement to the non-personified cosmic entities Chaos and
Earth (116f.).

Among the erotic personifications are the components of Aphrodite’s mag-
ical garment, the keoTtog ipdg, which the poet very probably intends us to imag-
ine as visual representations in one of the most famous episodes of the Iliad, the
Dios Apate.?”® Furthermore, this passage illustrates nicely the relationship and
interaction between an Olympian deity and personifications. The keaTtog ipdg
has been discussed under various aspects, for example its shape, the design of
possible embroidered components, its association with magical cult practices,
and its illustrations in art. In what follows, I will discuss what the personifi-
cations could have looked like and what they could have been modelled on.
Furthermore I suggest that Aphrodite’s kea1og ipag played a particular role in
the Iliad as a means of defining Aphrodite’s particular province. This concept of
personification (i.e. defining a deity’s realm), helps to explain the idea of a train
of clearly personified companions as embodiments of different aspects of love
(desire, longing &c.) and thus of Aphrodite.

The first surviving Greek epigraphical document to mention Aphrodite
in an hexametrical verse is the inscription on “Nestor’s cup’, a Rhodian kotyle
which has been securely dated to the late 8th century (735-720 BC).* It has
been interpreted as a magical love spell* and can thus throw light on the na-
ture and workings of Aphrodite’s magical device, the keotog ipdag as featured
in the Dios Apate. The inscription appears to be our first evidence for one of
Aphrodite’s traditional mythical roles: “I am Nestor’s wine-cup, good to drink
from. Whoever drinks from this wine-cup, beautifully crowned Aphrodite’s de-
sire will seize him immediately”

Néotopog : g[ip]i* : ebnot[ov] : motépiov. |
hog & &v 168 mieot : motepi[o] : adTiKa KEVOV |
hipepog hatpéoet : kahhote[pa]vo : Appoditec.

That the owner of the vessel is named “Nestor” has led scholars to assume
that the inscription is an allusion to an episode in the Iliad (11,632-7), which
tells of the old hero Nestor and his cup, a huge precious goblet, which only he
can lift when it is full. Thus the vessel has also been a prominent topic in recent
discussions about the dating of the Iliad.

However, there is a second—linguistic—allusion to epic which has not been
recognized so far: the hexametrical love spell which indicates that whoever may
drink from the cup should be “seized by beautifully crowned Aphrodite’s de-
sire instantly” has affinities in language and motif with epic, the Dios Apate in
particular.** The phrase higepog haipéoet (line 3) is a current formulaic feature
in the Homeric repertoire too. The immediate activitiy of erotic desire is most
clearly indicated in the formulaic expression &g oeo viv €papat kai pe yAvkg
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iuepog aipel, which is used when Zeus is immediately seized by desire for his
consort (Il. 14,328).* Most importantly, as in the inscription, Aphrodite appears
as the agent of desire. Therefore I prefer the translation “beautifully crowned
Aphrodite’s desire” over C. Faraone’s “desire for beautifully crowned Aphrodite
(i.e. sex)” in which, by metonymy, he equates the goddess’s name with sexual
intercourse.*® Of course, this is the final target of the spell, but this translation
seems perhaps too abstract here. In view of the Iliad, the notion of a myth about
the goddess Aphrodite giving i{piepog is suggested in the inscription.

An observation made by C. Faraone may suggest that the epic formula
hipepog haupéoet originally belongs to a magical incantation. He points out that
the stress on the immediate effect of erotic seizure indicated by avtika in the
inscription on “Nestor’s cup” has parallels in many instances of Greek magical
spells and is thus a “subtle indication of its serious magical intent”*” It is inter-
esting that {pepog aipeiv is also combined with adverbs denoting swiftness in
the Iliad passage quoted above (vbv). In general, we are of course not in a posi-
tion to decide with certainty whether spells cite or adapt language which first
occurs in narrative hexametric genres such as epic. For both epic and magical
spells may borrow from an even earlier oral tradition of hexametric incanta-
tions. I would not exclude the possibility that incantatory language could have
been adapted by narrative hexametrical genres. In any case the inscription on
“Nestor’s cup” need not be modelled on formulae occurring in our Iliad.*

What does the inscription on “Nestor’s cup’, the first epigraphical docu-
ment to mention Aphrodite, tell us about how she could have been perceived in
the 8th century BC? It seems that it presupposes a myth in which she functions
as a goddess who causes {fiepog. Such a mythical motif can easily be reflected in
a spell or curse in which Aphrodite (which other goddess would be more natu-
rally invoked?) is imagined to overcome somebody with fepoc. In any case the
lines show that the association between Aphrodite and ipepog, which is consid-
ered as an aspect of her divine nature, is at least as old as the 8th century BC.

In the Dios Apate too Aphrodite is represented as the donor of {pepog. To
prevent Zeus from noticing Poseidon’s intervention in the war in favor of the
Greeks, Hera plans how she could deceive his mind and decides to make him
desire to sleep with her, and, after that, to pour sleep on his eyes and wits (159-
65):

pepunpiée & énerta fowmig motvia “Hpn,
Smnwg é€anddorto Atdg voov aiyloxoto.

fi0¢ 8¢ oi kata Bupov apiotn daiveto PovAn,
éNOBeiv eic "I8nv €b évtuvacay € adtnv

&l mwg ipeipatto apadpabéery GpAotnT
fLxpotij, T@t & Vrrvov amruova te Aapdv te
xeont émi Preddpototy id¢ Gppeat mevkaipniov.
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Concerned that her lavish beauty treatment (169-86) might still not be suf-
ficient to increase Zeus’ lust, Hera also asks Aphrodite for help.* On the pretext
of reconciling her estranged parents Oceanus and Tethys, she asks the love-
goddess: “Give me now love and desire, with which you subdue all immortals
and mortal men” (Il. 14,198f.):

“80¢ vuv pot pthotnTa kal (pepov, dL e oL TavTag
Sapvar d8avarovg 8¢ Bvnrovg dvBpwmovg”

The context suggests that ¢tA6Tng means “sexual love” here rather than
“affection” or “friendship”* As lines 163f. above indicate, Hera’s goal is clearly
sexual. She wants to appear more physically attractive and hopes that {pepoc,
Zeus “desire” for her, will increase.*

It is actually quite hard to imagine how this could happen. As the relative
clause suggests, ¢ptAdTNnG and {pepog have to be interpreted as a device or power
by which Aphrodite can overcome gods and men. Although she seems to be the
original owner of ¢p1Adtng and {pepog, the ipdg makes them transferable. Thus
she can donate it to other deities who can use it for their own purpose. A simi-
lar concept seems to underlie the love spell on “Nestor’s cup” where Aphrodite
appears as the mistress of {pepog: the drinker of the cup will be overcome by
“Aphrodite’s desire” The goddess’s powers are contained in a personal acces-
sory, the keotO¢ ipag, which she normally wears on her chest. It can easily be
transferred and its contents are at its current owner’s disposal and guarantee the
use of the bewitching powers (BeAxtripia) it includes: “She spoke, and loosened
the embroidered garment from her bosom, the many-coloured one, in which
all enchantments are wrought for her. In it is love, desire, alluring love talk,
wheedling words which steal the senses even of the wise. This she put in her
hands, and spoke the word and addressed her: “Take this garment now and put
it in your bosom, the many-coloured one, in which everything is wrought. I say
that you will not return without success, whatever you strive for in your mind”.
(Il 14,214-21):

1), kai and otrfeodiy EAdoaTo KEOTOV ipdvTa
noikilov- EvBa 8¢ oi BeAktrpla MavTa TETUVKTO.

EvO’ Evi pev GLAoTNG, €v § pepog, v § daploTtig
napdaots, fj T EkAeye voov mhka TEp GPOvEOVTWV.
OV pé oi EuPale xepaotiv, Emog T Edat’ Ex T dvopalev-
“Tf] vov, TodToV ipdvta Tedt £ykatdeo KOATWL,
nowkiAov, @t vt mavta tetedxatar 008E o€
dmpnktov ye véeaBay, 6 Tt dppeot ofjloL pevorvarg”

When referring to concrete objects OeAxtriplov means simply “enchantment”.
Here, however, the Behktrpia are the bewitching powers of seduction which are
imagined as being present in the device and become effective through it. The
contexts of the verb 8é\yerv show the enchanting power of words.*? Therefore it
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is not surprising that, in addition to ¢tAdtng and fuepog, daplotvg (“alluring love
talk”) and néapdaots (“wheedling words which steal away shrewd senses”) are
among the BeAxtripla.®® The contents of Aphrodite’s iudg clearly resemble those
elements and concerns which define her province (tyur/poipa) as presented in
Hesiod. “This sphere of influence (lit.: “honor and share”) has been allotted to her
from the very beginning among men and immortal gods: the whispering of girls,
smiles, deceptions, sweet joy and gentle love” (Theog. 203-6):

tadtny § € dpxiic Tny Exet e Aéhoyxe
poipav év avBpwmotot kai d8avitolot Beoiot,
napBeviovg T 6Aapovg pewdnpatda T eamndtag Te
TEPYLY T€ YAUKEPTV GINOTNTA T€ pethiyiny Te.

These Tipai encompass means of seduction as well as the actual goal,
$\OTNG, the consummation of love. Presumably they were traditional elements
in myths about Aphrodite in oral poetry. It is, however, only in the Iliad that
these aspects become more concrete and manifest because they are associated
with the goddess’s personal garment. The passage within the Dios Apate is very
probably intended by the poet to define Aphrodite’s sphere, functions and gifts,
described earlier as €pya ydpoto (Il. 5,428f.). The way in which the Homeric
poet represents them as part of a garment, perhaps one he knew from iconog-
raphy, is original and, as far as we can tell from extant literature of this period,
his own poetic fiction.

Regarding the nature of the keot0¢ ipdg and its intended effect, C. Faraone
has drawn parallels to philia spells which may be traced back to Mesopotamia.**
There is abundant Near Eastern and later Greek evidence for magical devices
such as knotted or beaded cords, tablets or rings with prayers and spells. They
are intended either to restore affection and benevolence or to increase personal
charm and attractiveness in the eye of a social or political superior. They need
not be erotic at all, but there are several examples in which incantations are
meant to settle an argument between spouses.”

C. Faraone refers to a tablet from Ashur (around 1000 BC), which contains
a Neo-Assyrian magical spell by which a wife can win back her husband’s love.
The recipe includes instructions on how to make a cord which is to be worn
around the waist. This incantation is recognizably addressed to Ishtar, as is a
prayer in which a wife calls upon the goddess to make the sulking husband
talk to her again.*® Another source of parallels may be mentioned for the sake
of comparison: the recipes for amulets in the much later Greek magical papyri
which have much in common with the Near Eastern examples.” These invoca-
tions usually ask for some benefit for the wearer who also wants to influence
the way other persons perceive him or her, for example when a public speaker
wants the sympathy of the audience.*® Other spells, written on tablets or even on
the hooves of a race horse, are intended to increase attractiveness and charm,*
or success and victory.® Some also provide remedia amoris.*
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Magical elements and traditional invocation are certainly reflected in so far
as the poet of the Iliad speaks of the content as Oehktripia; also, the beginning of
Hera’s request (86¢) follows the pattern of invocations which ask that a favor or
benefit be conferred.”> Her attempt to make Zeus better disposed towards her
is paralleled in several spells in which somebody strives for the benevolence
of a superior. That the keoT10¢ indg can be also used to heal a non-functioning
relationship is indicated in Hera’s feigned concern for her quarrelling parents
Oceanus and Tethys. Hence Aphrodite’s garment has a function similar to that
of philia spells which are meant to restore affection and to cure marriages. This
suggests that the scene in the Iliad does not only show traces of Near Eastern
magical philia spells, but also refers to Near Eastern myth, namely the quarrel
between Apsu and Tiamat who are featured as parents of the gods in the epic
Entima Elish.>

As it turns out, Aphrodite’s keotoOg ipdg, as featured in the Iliad, is none-
theless unique both in its function and in the way it is used. As it is meant to
enhance Hera’s attractiveness and make her desirable to Zeus, the function is
similar to that of an amulet. The important difference, however, is that Hera
does not intend to win back his love, neither does she need a remedium amo-
ris. She uses the spell in order to pursue a purely sexual goal, and this is un-
paralleled in the Near Eastern sources. Since its contents belong to Aphrodite,
whose sphere of influence they are intended to define, the keoto¢ ipdg, un-
like amulets or for instance, “Nestor’s cup’, does not contain invocations or
prayers. The contents may even be embroidered on that which it mainly is:
an ornament which originally belongs to the love-goddess herself. The poet
could have been inspired by Eastern iconography, since the Eastern goddess
of love is sometimes depicted with an ornament consisting of bands which
she wears around her chest.

However, the keot0g iptdg occurs nowhere else in an erotic context of ex-
tant literature; it is not mentioned in the adornment scenes of the Odyssey, the
Homeric Hymns, or the Cypria. Thus the poet seems to have used this concrete
accessory in an unparalleled way as a means to define Aphrodite as a love-
goddess, whose power is imagined to be somehow stored within the object.
Moreover, the garment can even replace Aphrodite’s presence.* Of course, Hera
uses it as she would use an amulet or the like, but the context seems to confirm
that it is primarily a unique poetic invention, designed and, as we will see later,
modelled on other deities’ weapons in order to define Aphrodite’s province of
€pya yduoto. As components of her power they are separable from her and
representable on a piece of art. Once separated, they can operate independently,
even on herself.”

It would seem, then, that “Nestor’s cup” and Aphrodite’s keotog ipag repre-
sent a sort of magical device supposed to cause the same effect—erotic seizure.
The formulaic expression iuepog aipeiv occurs in the inscription on the cup
and is used as a formula in several contexts of the Iliad. The style and contents



Erotic Personifications 77

of the inscription are of an incantatory nature and applied in order either to
make the wine an effective aphrodisiac or to emphasize innate qualities of this
kind. Aphrodite’s garment also has magical power and is imagined as contain-
ing ipepog. After Hera’s successful application of the keato¢ ipag, Zeus is seized
by “desire” and he too experiences what is meant to happen to the individual
drinking from the cup. Compare Zeus' words in Il. 14,315-28 (“Never yet has
desire for any goddess or mortal woman so been poured over and overcome the
heart within my breast, . .. as now I desire you and sweet longing seizes me”):

oV yap nw moté W OS¢ Bedc Epog 0vdE yuvaikog
Bupov évi otnBeoot meputpoyvBeic édapacaey,

008 OmoT fipacapny ‘Toving ahoyoto

(here follows the catalogue of Zeus’ previous beloveds)
g oeo VOV Epapat Kai pe YAvkDG {pepog aipel.

with the inscription:

hog & &v 168 mtieot : motepi[o] : adTiKA KEVOV |
hipepog hatpéoet : kalhote[pd]vo : Appoditeg.

At 14,198 Hera explicitly asks Aphrodite to provide her with {pepog and in
216 we learn that {piepog is a component of this curious garment.

One easy conclusion emerges from this survey. In the Dios Apate, {pepog
is considered a magical power peculiar to Aphrodite. The consequences that
result from drinking wine from a cup inscribed with a magical spell, and
from wearing a garment in which magical powers seem to be stored are more
or less the same. fuepog is imagined as inherent either in the divine garment
(in the Iliad), or in the charmed wine (of “Nestor’s cup”). In both instances
fuepog represents an aspect of Aphrodite and can be triggered by the use of
the respective magical objects. There is one point in which drinking vessel
and keoT0¢ ipdc diverge in their effect. Whereas the wine in the cup immedi-
ately affects the “user” of the cup, the keo10¢ ipdg provides adornment which
gives magically effective physical beauty. Whoever wears the garment, can act
upon the individual whose erotic desire they intend to arouse.

The similarities in wording and workings of garment and cup, however,
do not suggest a dependency of the inscription on the Iliad. Thus, instead of
understanding an allusion to the Iliad, one may rather argue that the Homeric
poet, when referring to the motif and verbal phrasing which also occurs on
“Nestor’s cup’, is working back to an earlier magical tradition. This can be
explained by his unceasing endeavor to archaize.*® Since hexameters are very
likely to have been produced by the same oral techniques for a variety of dif-
ferent genres (hymns, incantations, epic narratives), the poet may rather have
borrowed certain linguistic features and ideas from magical or ritual incan-
tations and formulae. It seems then, that in the Dios Apate, the context of a
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magical incantation scene is used for a narrative purpose. It is transposed to the
divine sphere and set in narrative epic scenery. It shows that Aphrodite is the
ultimate mistress of love spells, which she conceals in a garment.

4.5 THE VISUALIZATION OF THE
PERSONIFICATIONS ON APHRODITE’S keotog ipdg

Aphrodite unties the ipdg from her bosom and then advises Hera to put it
on hers (Il. 14,214 and 219). The material and appearance of the ipdg itself
have caused much speculation. It has been suggested that it was inspired by
an ornament, the “saltire” worn by the Eastern love-goddess on the waist or
about the breasts, as shown by early iconographical documents.” Of more
interest than the actual shape and material, however, is its design and pos-
sible illustrations of the Belktripta. It is, truly, not easy to imagine what they
could have looked like since they are not explicitly described in the text. The
verbal adjective keotdg, a hapax legomenon, has usually been explained as
“stitched” or “embroidered”® It is impossible to infer from keo10g whether
the ornament was decorated by lines of stitches, perhaps quilted, or whether
it was embroidered with non figurative representations such as geometrical
patterns, or even figures.” H. Shapiro suggests that Aphrodite’s erotic spells
($pthoTNg, Tuepog, daplotig) were in fact meant to be imagined as embroidered
tigures (mowilog) on the accessory which is stitched keoto¢ by seam work.*
His argument is based upon the A-scholium.®® However, the term motkilog
alone normally indicates only color or pattern or both, and therefore would not
necessarily suggest concrete figurative illustrations.®*

More concrete and individualized are those personifications wrought on
pieces of armor with whom the keotog ipdc has often been compared.®® We see
the personifications in the war scene on the shield of Achilles (II. 18,535-40)
with Eris, Kydoimos and Ker intervening in the fight, handling the dead and
the wounded soldiers. Their activity is explicitly compared to that of human
beings—Ker is even wearing clothing: “And among them Eris and Kydoimos
joined, and destructive Ker, seizing one man alive, with a fresh wound, an-
other without a wound, and another man she dragged dead by the feet through
the battle; and the clothing she had about her shoulders was red with the blood
of men. Just like living mortals they joined and fought, each of them dragging
away the bodies of the men killed by the others”(Il. 18,535-40):%

{év 8 "Epig €v 8¢ Kvdoupog opikeov, év § dAor Knp,
dAov (wov Exovoa veobTatov, dAAov dovtov,
dAAov teBvnta katd pobov eilke modoitv-

elpa & &’ aud’ dpotot Sadovedv aipatt pwtdv.}*
wpideov § ¢ te Lwoi PpoToi 16 EudxovTo,
vekpovg T AANRAwv Epuov katatedvndTac.
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On the shield of Agamemnon (II. 11,32f.), Deimos and Phobos are depict-
ed, but there is no indication what they look like. As they are active elsewhere in
the Iliad, they are likely to bear traces of personified creatures here as well.®®

The wording of the description of the keotdg ipag also echoes other
epic passages in which concrete objects are definitely featured on a piece of
adornment. The BeAxtrpia are “wrought” on the ipdg (215 tétvkto and 220
TeTevyataL), as are the illustrations on Achilles’ shield and, even earlier, the evil
monsters, nurtured by land and sea, which are presented on the first woman’s
otedpavn (Hes. Theog. 581f.):"

T 8 évi Saidada moAAd Tetedxato, Oadpa idéoba,
KvwdaX’ 8¢ fimetpog detva tpédet 16¢ Bdhacoa-

One might assume that the depiction of images on the shields was inspired
by real artworks of oriental origin, or influenced by oriental art in technique as
well as motifs. K. Fittschen shows that the pictorial figures of Eris, Kydoimos
and Ker are modelled on numerous mythical figures such as the Sphinx, Sirens,
Harpies and Griffins which the early Greeks took over and identified with crea-
tures of their own myths.®® Phobos is in fact depicted with a lionhead on the
Chest of Cypselus (on which see below). Thus it seems likely that not only the
KeOoTOG Idg as an ornament is inherited from Eastern art, but also its illustra-
tions, if, as we assume, the erotic personifications were similar to those on the
shields.

The earliest concrete artwork representing personifications in Greece known
to us is the Chest of Cypselus, of which Pausanias gives a detailed account (5,17-9).
It dates from the early years of the 6th century BC.®® Pausanias’ account conveys
that only some personifications, but not well-known mythological characters,
were explained by inscriptions on the chest. His comment that they are not nec-
essary for all personifications, as everybody would easily recognize Hypnos,
Thanatos and Nyx, probably indicates that 6th-century Greeks are supposed
to have been familiar with some representations of them as well.”” Nonetheless,
Pausanias describes them more precisely than the Olympian gods: Dike is a beau-
tiful woman punishing an ugly one, Adikia (5,18,2). Eris too is repulsive (5,19,2).
Both image and inscription of Phobos clearly are inspired by the depiction on
Agamemnonss shield (II. 11,32f.) That Phobos has a lionhead (5,19,4) is a refine-
ment in detail in comparison to the Homeric model, but it is evident that the
artist of the Chest of Cypselus, in the selection of personified motifs, does not go
beyond the war personifications already featured in the Iliad. It seems quite sig-
nificant that in the love stories featured on the chest Aphrodite appears and acts
alone, without companions. One section shows Medea sitting on a throne with
Jason on her right and Aphrodite on her left and bears the following inscription:
Mndetav ‘Taowv yapéet, kéetow § Appodita (5,18,3).”

I think that the Homeric poet wanted the audience to imagine that the
erotic personifications were in fact visualized on Aphrodite’s garment, looking
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similar to the war personifications Eris and Phobos, who operated as models
in their function as content and decoration on an Olympian deity’s attribute.
However, judging from later iconography, Philotes, Oaristus and Parphasis
were never represented, nor do later literary sources state that they are among
Aphrodite’s attendants.” Possibly daptotig and nap¢aotig are functions which
are later embodied by Peitho. Yet in the Theogony (224) Philotes is a child of
Nyx, as are Hypnos and Thanatos, and is therefore already personified, in part
at least. Himeros is more individualized elsewhere. He dwells near the Muses
and Charites and is around Aphrodite as her companion from the time of
Hesiod (Theog. 64; 201); in iconography he is attested from the 2nd quarter of
the 6th century BC onwards.” We will see later that it is nevertheless Eros who
becomes the male love-god and counterpart of Aphrodite, and find out why.

4.6 THE WORKINGS OF APHRODITE’S MAGICAL
ACCESSORY

For our purposes, it is interesting that Aphrodite’s keoto¢ ipdc shows parallels
in particular with Athena’s aiyic in three respects: (i) the style of its depic-
tion (¢v &¢), (ii) the nature of the objects (personifications), and (iii) in its
function. After having agreed with Hera to stop Ares, Athena prepares to
intervene in the war (I. 5,733ft.). She takes off her “colorfully embroidered”
(motkihog 735) peplos, gets dressed in the costume appropriate to her task,
Zeus’ warrior outfit, the “tunic” (xitwv 736), and takes the weapons and her
specific instrument of defense, the aiyic (738). Like Aphrodite’s keoT0g ipdg,
Athena’s aiyig is decorated with personifications of abstracts which charac-
terize her and her particular sphere of influence and activity, the “works of
war” (moheunia €pya) given to her and Ares by Zeus (Il. 5,428-30). Before
narrating the very first fight in the Iliad, Homer names the deities involved in
it (1. 4,439-45). The battle, instigated by Ares and Athena, Deimos, Phobos
and Eris who is Ares’ companion and sister, is imagined as filling the space
between Earth and Heaven. Phobos is called Ares’ son elsewhere (Il. 13,299),
explicitly embodying a facet of his father’s character and acting in his realm.
Thus the aiyig displays Phobos (“Panic”), who frames the whole shield, Eris
(“Strife”), Alke (“Strength”), the “chilling” Ioke (“Pursuit”), and the head of
Gorgo, the only non-personification. That she is depicted suggests that the
other personifications were illustrated too (Il. 5,738-42):

audt & &p” dpototy Palet aiyida Buoavoeooav
dewvrpy, fjv mépt pev mavtnt ®oPog otepavwral,
év 8 "Epig, €v & ANk, €v 8¢ kpvoeooa Twkr),
év 8¢ te Topyein kepaln Sewvolo medwpov,
dewvn) e opepdvi Te, ALdg Tépag aiytoyoto.
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The contexts suggest that both the aiyic and the keo1o¢ ipdg are normally
worn by the goddess to whom they belong, since they seem to be necessary
when they become active in their sphere. Here the difference is that Athena
herself makes use of her aiyig, while Aphrodite lends it to Hera who, after her
adornment, uses it as her special weapon to overcome her husband.

Whereas the aiyic covers different aspects of war, causes as well as powers
and forces necessary to frighten and defeat an enemy, the keotog ipdg embodies
different aspects of love: its goal of consummation as well as its various means
to this end, such as seduction and, subsequently, desire. As such, Aphrodite’s
accessory functions as a concrete means to enhance a goddess’s sex-appeal, and
is a vital supplement to Hera’s beauty treatment, which concentrated on her
visual attraction. In addition, Hera needs a medium which includes Aphrodite’s
specific energies and through which they can become effective. Thus the func-
tion of the garment is to replace Aphrodite’s physical presence and at the same
time her power. At the end of Iliad, book 3 she appears and accompanies Helen
on her way to Paris’ bedchamber, who is overcome by épwg, as is Zeus after hav-
ing seen Hera armed with the ipag.”

To sum up so far: as far as we can tell, Aphrodite’s keotog ipdg itself is an
inheritance of her Eastern ancestors, one which the Greeks had already be-
come acquainted with through artistic representations. Its magical contents
may have been inspired by erotic spells on amulets used in magical practices.
Nevertheless, Aphrodite’s keatog ipdg, as featured in the Dios Apate, is unique
in Greek literature and art in its functions as a “love weapon” and as a medium
of Aphrodite’s specific powers. Moreover, Homer uses the ornament to define
and illustrate Aphrodite’s specific sphere of influence and to make it her indi-
vidual attribute. It might also be considered as a poetic fiction which has been
invented and created by Homer as an analogy to the depiction of Athena’s aiyig.
Whether the erotic powers really appeared as figures on concrete ornaments
known to Homer’s audience cannot be decided with certainty. One would,
however, assume that the poet of the Iliad considered them susceptible to ar-
tistic depiction and wanted to inspire the audience to imagine them visually.
The representations were probably influenced by images such as those of Eris
or Phobos.

It is interesting that, in the inscription on “Nestor’s cup” as well as in our
epic sources apart from the Theogony, it is predominantly the non-personified
fuepog that is related to Aphrodite. Being a component of her keato¢ ipdg sug-
gests that, in its abstract form, it is one of the effects imagined to be caused by
her.”” Once it becomes detached from Aphrodite however, its influencing forces
may be turned around to have an effect upon her. In addition, other deities are
in a position to avail themselves of its power for their own benefit.”®
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4.7 LOVE AND SLEEP

The reason why Hypnos and the corresponding abstract quality deserves
attention is that his function and effect are strikingly similar to Eros’
attributes in Hesiod’s Theogony and to the components of Aphrodite’s
KeoToOG inag. I suggest that the personality of both Himeros and Eros is in-
fluenced by that of Hypnos (and probably also Thanatos), whose mythical
identity was, as literary and iconographical evidence suggests, fully devel-
oped earlier.”

As lovemaking does not seem to be sufficient to wear out Zeus physically
and mentally (such a god is not so easily wearied), Hera also has to plan how
to “pour kind and sweet sleep on his eyelids and his shrewd senses” after their
encounter (...) T@t § Brvov dmnpova te Aapov te / xevnt €mi Predapototy i6¢
¢peot mevkaipnioty 164f.) so that her arrangements remain concealed. Unlike
the previous means of seduction, sleep is not normally transmitted by any other
medium or deity, but only by Hypnos’ presence.” That Hypnos’ help is neces-
sary to create Omvog is one of the first examples in literature exemplifying the
specific idea of a personification, i.e. that a phenomenon is perceived as a deity
which coexists and interacts with an abstract quality. Moreover, when Hypnos
himself says that he made Zeus’ wits fall asleep by being poured around them
(fitot éya pev Ele€a Awdg voov aiytoyoto / vidupog apdrxvbeig 14,2521), this
suggests that the abstract concept manifests itself both personally (he talks) and
as a substance or fluid.”

It has been debated whether Hypnos’ individualized representation in the
Iliad is a poetic fiction, or whether his existence and individuality were already
fully formed in mythical tradition and popular belief. There are good reasons
for assuming that Hypnos and Thanatos, who is in many respects similar to
him, symbolize two factors directing human life and are, therefore, traditional
mythological figures with a cult established in early times.*® The main argu-
ment for their old age is that, in contrast to Eros or Himeros, they had an es-
tablished genealogy since Homer and Hesiod, and that they bear clear traces
of personification in the works of both poets. They are both sons of Nyx in
the Theogony (211f.; 758), mighty gods (759) of divergent character.®* While
Hypnos is calm and friendly (762f.) towards mankind, Thanatos is the oppo-
site: having a heart of iron, he is without mercy and therefore hateful towards
human beings (764f.). It is striking that their character is described in human
terms. In the Iliad Nyx is personified too. She has children and functions. When
she is said to have rescued Hypnos, who had been expelled from Heaven by
Zeus, this implies that she is his mother (Il. 14,259). Hypnos is the twin brother
of Thanatos in II. 16,672.%

Nevertheless, this does not mean that the Homeric poet draws on known
epic models in his mythical depiction. Thus one need not agree with Kullmann
that Hypnos’ initial refusal to assist Hera in her plan presupposes a Heracles
epic in which Hypnos actively participated in the murder of Alcyoneus.®
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Homer could simply be making this episode up in the Iliad. Whether Hypnos
was actually featured in this epic is more than uncertain; we do not even know
whether he is an original part of the Heracles myth itself.**

Hypnos’ and Thanatos’ roles as escorts of bodies have also been taken as
a possible argument that their image had already been prefigured before it ap-
peared in the Iliad and is paralleled in another mythical context (presumably
displayed in the Aithiopis). Their specific mythical role as guards, escorts and
transporters of the dead is also reflected in iconography.®® M.L. West’s conclusion
that the figure of Hypnos in the Iliad is actually modelled on that of Hephaestus
seems to presuppose an early personified image.*® The frequent occurrence of
Hypnos in Archaic iconography, as for example on the Chest of Cypselus, cor-
roborates the assumption that he was conceived of as a developed personifica-
tion at an early stage. According to Pausanias’ description (5,18,1), a woman,
Night, carries two boys with twisted feet, a white one (probably Hypnos) and
a black one (presumably Thanatos), in her arms.*” The earliest preserved vases
featuring Hypnos and Thanatos show them together with a corpse (Sarpedon
or Memnon). This seems to be the most common motif. LIMC lists at least 27
examples, of which 11 show them with the body of Sarpedon.®® It is remark-
able that on the earliest vases too, both Hypnos and Thanatos are normally
winged in these scenes, as on Euphronius’ cylix, where they are identified by
inscription.* It has been suggested that they have wings because they make the
transport of the bodies easier.** However, it seems also possible that the wings
suggest the transport and thereby the transition from life to death. That the
state of sleeping is similar to that of being dead is also reflected in the relation-
ship of Hypnos and Thanatos as brothers.”*

The depiction of Hypnos in iconography resembles the representations
of Eros and Himeros, with whom he often appears. All three of them are
youths, endowed with wings. The wings, however, have to be interpreted in
a different way in the case of the love-gods. Eros’ and Himeros’ wings seem
rather to make them able to move swiftly and easily between the divine world
of the Olympians and that of mortals, suggesting that they even mediate be-
tween gods and men, making Aphrodite’s power efficient. This mediating
function, however, applies equally to all four. Among the earliest images of
Eros and Himeros is the one on an Archaic pinax (dated to 560-550 BC)
from the Acropolis, on which Aphrodite holds them in her arms (see Plate 6).
This motif clearly recalls Pausanias’ description of an earlier artwork which
displays Nyx holding Hypnos and Thanatos—a genealogy which is attested
already in Hesiod’s Theogony.”

In the context of the Dios Apate, Hypnos is a fully elaborate personality
whose abstract quality is also present throughout. He has a voice and talks to
Hera, whom he is at first reluctant to obey and support for fear of being pun-
ished by Zeus. This shows a strong personal will on the one hand, but, in spite
of his superhuman qualities, a clear subordination to the Olympians on the
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other. When Hera wants to persuade him, she can even make use of the fact
that he is, as he says himself, already in love with one of the Graces, Pasithea
(MaoBény, A T avtodg ééNdopat fjpata mavta 14,276). She is the gift that fi-
nally makes Hypnos give in. He is able to fly onto fir trees as his presence near
Mount Ida is necessary for making Zeus finally fall asleep (bnvwt kai ptAoTnT
Saypeig 14,353).” That his appearance on the tree is said to resemble that of a
bird (8pviBt Ayvpit évaliykiog 14,290) draws him close to the identity of a
god. Presumably he is imagined as a winged male god here, as in later iconog-
raphy.**

The way Hypnos is embedded in the context of the Dios Apate shows that
Homer intended to assign an important role to him and therefore elaborated
the personified image with which he may have already been familiar from the
tradition.” The role of Hypnos as messenger very probably originates with the
Homeric poet. It is he who informs Poseidon that Zeus is asleep, whereas else-
where, this task usually belongs to Iris or Hermes. Hypnos is an early example
demonstrating how a clear-cut mythological character can be developed and
created out of a less sharply defined traditional figure.

In what follows, I offer a brief survey of terms describing desire and sleep.
The correspondences in the descriptive terminology are probably due to the
idea that desire, sleep and death are perceived as natural powers which human
beings cannot escape or resist voluntarily.” Many of those terms are adapted
later by the lyric poets when they describe the effects of desire and thus help
to shape the male love-god along the lines of the earlier mythological figures
Hypnos and Thanatos.”’

Probably in order to contrast tmvog with 8dvartog in Il. 14,164, the for-
mer is said to be “doing no harm” (dnfuwv) and to be “gentle” (Awtapdg); else-
where, Umvog is “sweet to the mind” (pedippwv 1. 2,34), “sweet” (11606 I1. 4,131;
yAvktg I1. 1,610) and “delightful” (viidvpog IL 14,242. When Zeus sees Hera he
is caught by “sweet longing” (yAvkvg ipepog II. 14,328). The phenomenon €pwg
does not seem to have a descriptive adjective in Archaic epic. Later, Sappho
calls Eros a “bitter-sweet, irresistible creature” (fr. 130 V.).

The way these phenomena “seize”, “subdue” or “overcome” men and deities
alike is expressed in similar terms. Zeus is “seized by sweet longing” for Hera
(YAvkvg fuepog aipet I1. 14,328). In II. 24,4f. Achilles cannot fall asleep for grief
over Patroclus, since “sleep the all-subduer did not seize him” (008¢ pv tmvog
/ fitpet mavSapdtwp). Thanatos “holds fast the man he has seized” (¢xet & v
npdta AaPnoty / avBpawnwv Theog. 765). (uepog and ¢piAdTng are the means by
which Aphrodite “subdues” all human beings and gods (dapvaut Il 14,199). The
cosmogonic Eros in Theog. 122 “overcomes the mind and will of gods and men”
(8apvartan).”® A similar notion is given when Hera addresses Hypnos as &vag
navtwv te Be@v ndvtwv T avBpwmwy (II. 14,233).

Sleep and desire ({pepog as well as €pwg) also share the trait that they af-
fect the mind and the senses.” They become effective upon the eyelids and
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are imagined as a substance being poured onto them or onto the mind.'® In
the Theogony &pog is said to emanate from the Charites” lovely eyes (910).!"
Hera thinks of how to pour sleep on Zeus’ eyelids and his shrewd senses (twi
& brivov amrpova e hapov te / xednt ént Predapototy i6¢ Gppeot mevkahipntot
II. 14,164£.)."* Hypnos says that he himself was poured around Zeus mind
and thus sent him to sleep (fjtot ¢y pév &EAefa Adg voov aiyloxoto / viidupog
apdryvBeic I1. 14,252£.).1° In the same way, Zeus’ senses are overcome by €pw¢
which is poured around them (¢pog . . . / Bvpov évi otnBeoot mepimpoyvBeig
¢dapaooev Il. 14,315f.).1

Moreover, the expressions chosen to describe the psychological and physi-
cal effects are the same: in Hes. Theog. 121 the cosmogonic Eros is “loosening
the limbs” (Awowpelr|g); Unvog “loosens the heart’s sorrows” (Awv pelednuarta
Bupod IL 23,62) and the limbs (for Avowelng, see Od. 20,57; 23,343). In Od.
18,212f. it is the phenomenon £pw¢ which, just like the contents of the keoTtdg
iHag, “bewitches” the suitors’ senses so that their knees turn to jelly as they all
desire to lie down with Penelope: t@v §” avtod Abto yovvat, épw & dpa Bupov
€0ekyOev, / mavteg & fprioavto mapal Aexéeoot kABfjval It is clear that the
phenomenon of desire here is described in terms very similar to the attributes
of Hesiod’s cosmogonic Eros, as we will see later.

4.8 CONCLUSION

The episode of the Dios Apate is revealing for the development of erotic per-
sonifications. That ¢ptAdTtng, iuepog, dapiotig, and mdpdaotg are represented
on Aphrodite’s accessory indicates that they are aspects belonging to her sphere
which the poet invites us to imagine as personified. Already the inscription on
“Nestor’s cup” speaks of Aphrodite’s ipepog as something caused by her.

The Dios Apate also shows the complementary roles of love, desire and
sleep on the basis of the narrative itself, as well as the way in which these
phenomena are imagined to affect gods and men. The crucial point in which
they differ from each other also emerges: whereas {pepog (and indirectly also
€pw¢) are a means and medium by which Aphrodite’s power becomes mani-
fest and effective, ¥mvog exists and operates through the god’s own presence
on the tree. Considering the refined personality and presence of Hypnos in
the Iliad, his consistently traditional genealogy, together with the possibility
that he was also active in other mythical contexts, it seems likely that Hypnos
was a personification with an early established mythology. Hesiod presents
his cosmogonic Eros fairly personified by applying to him attributes that are
apt to describe the phenomenon itself or even sleep. But in comparison with
Hypnos and Thanatos who have an almost human character, Eros remains a
quite vague creature. As we shall see later, he has no cults, no fixed parents
or mythical stories. As a predominantly cosmogonic deity he did not belong
to the Olympian world. I suggest that this may be one of the reasons why
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Homer suppresses the existence of a male love-god. Furthermore, the poet of
the Iliad had already introduced an established Olympian deity with a cultic
background to whom the poet makes Zeus attribute the €pya yapoto. It seems
that the poet wanted to depict Aphrodite as the definitive authority in matters

of love.
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Plate 1. Archaic bronze mirror with a goddess, perhaps Aphrodite, standing
on a lion. The figure shows orientalizing traits. Hermione (540-30 BC), Staatliche
Antikensammlungen Munich 3482.
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Plate 2. Eros is holding a crown before a boy, also present is a male fig-
ure, supported by a stick. Attic red-figure cup (460-50 BC). Martin von Wagner
Museum L 487.
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Plate 3. Eros holds out an object (fruit?) to a boy in the presence of a male
figure raising his arm. Attic red-figure cup (460-50 BC). Martin von Wagner
Museum L 487.
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Plate 4. Winged Eros in pursuit of a young boy, brandishing a razor. The god
will shave the first beard of the boy who will no longer be an épwpevog. On the
ground, a spinning top and a whip. Another youth flees, holding a hoop. Attic
red-figure cup by Douris (490-80 BC). Antikensammlung, Staatliche Museen zu
Berlin-Preussischer Kulturbesitz- V.I. 3168.
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Plate 5. Athletes: The scenery of Eros’ pursuit is the palaestra. Attic red-
figure cup by Douris (490-80 BC). Antikensammlung, Staatliche Museen zu
Berlin-Preussischer Kulturbesitz- V.I. 3168.
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Plate 6. Aphrodite carries HIMEROS and EROS (inscriptions), who are de-
picted as her children or as aspects of her sphere of influence, as the small scale
seems to indicate. Attic black-figure pinax (560-50 BC), National Archaeological
Museum of Athens 15131. After E. Simon (1998).
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Plate 7. Aphrodite and Hermes as cult associates at a Thymiaterion. On
the goddess’s forearm: a winged Eros holding a lyre. He may represent an as-
pect of the love-goddess. Terracotta Relief from Locri (ca. 460 BC). Staatliche
Antikensammlungen Munich 5042.
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Plate 8. Aphrodite on her way to Paris’ judgement, fluttered around by
winged male gods, Erotes. Attic red-figure cup by Macron (490-80 BC).
Antikensammlung, Staatliche Museen zu Berlin-Preussischer Kulturbesitz- F
2291. After Erika Simon (1998).
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Plate 9. Birth of Aphrodite from the sea, attended by two female figures,
possibly Charites or Horae. Altar piece of the Ludovisi Throne (ca. 470-60 BC).
Museo Nazionale Romano. After E. Simon (1998).
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Plate 10. Aphrodite wearing a bonnet, held together by double bands.
Aeginetan silver drachma (520-495 BC). After Franke-Hirmer (1972).
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Plate 11.  Aphrodite wearing earrings and a necklace, her hair in an ornament-
ed sphendone. Silver stater. Mallos (385-33 BC). After Franke-Hirmer (1972).
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Plate 12.  Aphrodite with pinned up hair, held by beaded head bands and
floral ornaments. Silver stater. Lycia (460-360 BC). Franke-Hirmer (1972).
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Plate 13. Sappho and Alcaeus, both holding plectron and lyre. Both figures
are inscribed with their names. Attic red-figure kalathos-psykter by the Brygos
Painter (480-70 BC). Staatliche Antikensammlungen Munich 2416.
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Plate 14. Eros crowns a young singer in the presence of a sitting musician,
presumably in a symposiastic setting. Attic red-figure cup by the Telephos
Painter (470-60 BC). Staatliche Antikensammlungen Munich 2669.
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Plate 15. Eros withdraws from a seated bearded man. Attic red-figure cup
by the Telephos Painter (470-60 BC). Staatliche Antikensammlungen Munich
2669.
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Plate 16. Eros pursues a boy, who is spreading his arms. Attic red-figure
lekythos by Douris (ca. 480 BC). National Archaeological Museum of Athens
15375.
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Plate 17. Eros pursues a boy while holding a whip. Attic red-figure lekythos
by Douris (ca. 480 BC). National Archaeological Museum of Athens 15375.






Chapter Five
Goddesses of Grace and Beauty:
the Charites

5.1 INTRODUCTION

In its primary and most general sense, xdpic denotes the grace or loveliness of
a person, a god, or a thing, but connected with this outward quality is always
something which makes this loveliness erotic and attractive. With this meaning
coexists a more subjective one, “grace” or “favor” in a general sense. On the part
of the doer, xapig is the “kindness”, “goodwill” towards one; on the part of the
receiver it means “thankfulness” or “gratitude” for a favour. xapig also signifies
in a concrete sense a “favor done or returned’, a “boon”

In epic and later literature, xapig is usually linked with female attractive-
ness, and it is without a doubt also for this reason that the Charites were imag-
ined as lovely young women personifying grace and beauty.' Pindar asks them
to bestow their “grace” and “loveliness” on his poetry, which is sometimes also
called ydpireg.? In the homoerotic poems of Archaic lyric, xdpig is applied to a
boy or youth—the épwpevoc.’ In this erotic context another meaning emerges:
Xapis is the “favor granted” by the boy in complying with the wishes of his
lover.*

In the 5th century BC Thucydides, in Pericles’ speech, emphasizes xdpig
strikingly as a quality in which the Athenians particularly excel. Athens as a
whole is the institution of education in Greece and “every man by himself, as
it seems to me, presents himself in a highly competent way, as an autonomous
and individual personality for most things and with grace™

The Charites, being the embodiments of xdapig, are a special type of per-
sonification. As in the case of Eros, Himeros or Peitho, their name conveys
an abstract meaning, but in contrast to the Charites are imagined as anthro-
pomorphic at a very early stage. Although without an independent mythol-
ogy, they are already assigned a genealogy and individual names in Hesiod
and, while their number varies, the trinity Aglaea, Euphrosyne and Thalie,

105
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daughters of Zeus and Eurynome (Theog. 907-9), is by far the most widely
accepted version.® Another significant criterion is that, unlike Eros for example,
the Charites have an established existence in cult. They have a close affinity to
divinities such as the Nymphs who are traditionally imagined as personified.
This suggests that an elaborately developed personality of personifications, as
we find in the early epics of Hesiod and Homer, is not necessarily a poetic in-
vention, but can be rooted in traditional ideas also reflected in actual religious
practices.” However, considering the antiquity of the Charites™ cults, it seems
peculiar that the Charites do not appear in literature by themselves, but only as
Aphrodite’s attendants. In what follows, I will examine first the Charites’ role in
epic and determine how it is reflected in cult. It will be further demonstrated
that the Charites, originally independent nature deities with a specific realm
and cult, were at some point subordinated to Aphrodite, particular aspects of
whom they were considered to embody in different contexts.

5.2 THE CHARITES IN EPIC

In contrast to Peitho, for example, the Charites already appear strikingly anthro-
pomorphic and individualized in epic.® Since they are a paradigm for beauty,
it is not surprising that they appear in erotic contexts. Therefore it is a distinc-
tion for human beings to be compared with them as Nausicaa’s handmaidens
are: Xapitwv dmo kdAhog éxovoar.’ This expression can be read in two ways. It
implies that the girls’ xapig is equal to that of the Charites, and, in addition, that
the Xaptteg can also bestow the xdpig in which they excel on mortals. Even a
man’s curls can be compared to those of the Charites, as are those of Euphorbus
(afpari ot Sevovto kopat Xapiteooty opoiat).”® To enhance the attractiveness of
Hypnos’ future wife, Hera explicitly describes the Charites as “young”: &A\’ 16}
£yw 8¢ k€ Tot Xapitwv piav 6mAotepdwv / Swow. Thus they appear to have been
perceived as young women."!

The correspondence between the roles and the tasks the Charites ful-
fil in epic suggests that they were already firmly established in myth by the
time of Homer and Hesiod. In Hesiod’s Workse»Days, Aphrodite offers xapig
to Pandora on Zeus behalf while the Charites adorn her with golden chains in
order to enhance her erotic attractiveness.'? However, this kind of intervention
is unique: it is only here that they become involved with a mortal in a myth.
Traditionally, the Charites are in charge of Aphrodite’s beauty and outfit, and so
they are said to weave her peplos or dye it."* They bathe, dress, and anoint their
mistress at her sanctuary at Paphos—both after the disastrous encounter with
Ares and before she seduces Anchises.**

The Charites’ presence is necessary to adorn Pandora and Aphrodite
with xdpig, loveliness and attractiveness, as is Hypnos’ in order to make Zeus
fall asleep. It is characteristic of Greek personifications that they appear as a
phenomenon and at the same time as a deity. The abstract xdpig evidently be-
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longs, together with m60o¢ and peAed@vai, to Aphrodite’s sphere. As suggested
in Hesiod (Op. 65£.), these can be donated as a gift, since it is originally to
Aphrodite that Zeus attributes the task of adorning Pandora. At the same time,
the role of the Charites already appears to be institutionalized and specified in
epic, where they number amongst the inhabitants of the Olympian world.

One reason engendering such a concrete personification of female deities
is undoubtedly given by the gender and the meanings of the word xdaptg, which
denotes “beauty” and “grace” in a more material sense. xdpic is imagined as a
sort of liquid which can be spread over the face or hair, and it is therefore not
surprising that, in epic, female Charites anoint Aphrodite in order to beautify
her.”* T suggest that this highly personified image of the Charites at such an
early stage must certainly have something to do with the fact that they were
among the oldest cult deities in Greece.

5.3 THE CHARITES AS CULT GODDESSES

There are various documents which confirm that the Charites, unlike other
personified deities such as Eros or Himeros, were worshipped individually
in the Archaic period in many parts of the Greek mainland and the islands.'
Herodotus (2,50,1ff.) says that almost all Greek names of the gods are for-
eign and that most of them have come to Greece from Egypt."” He counts the
Charites among those few deities whose names his alleged Egyptian informants
do not know and concludes that the Greeks had originally taken over their
name from Pelasgian ancestors. Thus he considers the Charites’ name not an
inheritance of the Egyptians, but of Pelasgian origin, as is the case for the fol-
lowing gods: the Dioskouroi, Hera, Hestia, Themis and the Nereids. References
to the Pelasgians begin with Homer and are frequent in subsequent writings,
but much of this tradition is “worthless from the strictly historical point of
view”.!¥ Perhaps we should see the traditional association of the Charites with
the mysterious Pelasgians as an attempt to establish the antiquity of the god-
desses as reflected in cults in Greece.

A. Lloyd and A. Fraschetti attribute some historicity to these assumptions,
arguing that the Charites were “senza dubbio greche” and conceding that their
very primitive cults may suggest a pre-Greek origin."” The Pelasgians, however,
although considered pre-Doric and non-Greek in Greek tradition, were a ficti-
tious people that never existed, an ingenious product of Greek historical specu-
lation about their early days.?® A. Lloyd suggests two reasons why Herodotus
may have regarded the Charites as of Pelasgian origin: the antiquity of their
cult at Orchomenus (on which see below), and the fluidity of their genealogy.*!
Pausanias mentions various cult places of the Charites in Greece, but only the
one at Orchomenus (9,38,1) will be of interest since, firstly, it is the most im-
portant one and, secondly, it stems from the Archaic period.”? However, the
goddesses’ particular function in cult as well as their identity are quite unclear.
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It is therefore difficult to say whether they were related to beauty in cult as
they were in myth and whether their mythical relationship with Aphrodite is
reflected in religious contexts. The fact that the Charites’ number varies in the
same way as their names has led some scholars to assume that the variety of
names results from a historical process during which long established cult-dei-
ties were interpreted as Charites.”® They certainly show some affinity in looks
and function with, for example, the Nymphs who were old goddesses of nature
and reproduction. According to E. Harrison, the Nymphs sometimes take the
place of the Charites. As it turns out, this phenomenon is reflected in cultic
evidence and literature.*

The earliest known iconographical representation of the Charites was found
in a sanctuary of Apollo in Thermon (Aetolia): terracotta metopes, which have
been dated to the 7th-6th century BC, show two female figures facing each other
(in dance?). They wear belted chitons and are identified as Xdpiteg in an Aeolic
script.” The earliest centres of traditional documented worship of the Charites
include the Cycladic islands, as one of the earliest pieces of epigraphical evidence
stems from Thera (6th century BC). The inscription, found at the end of the
19th century on a rock near the shrine of Apollo, mentions Kapiteg.?® Like the
find in Thermon, a relief from Paros which has been dated to 540-30 BC shows
two female figures dancing; this activity, together with their provenance would
seem to suggest that they represent Charites.”” If this is correct, the cult which is
mentioned by Callimachus and Apollodorus probably goes back to the Archaic
period.?® This dating is confirmed by two early 5th-century reliefs which were
found in Paros’ colony, Thasos. There the deities can be identified by means of
the inscribed sacrificial regulations accompanying the reliefs. One relief shows
Apollo with his cithara and Artemis crowning him. There are three other female
figures which the inscription identifies as Nymphs. The relief on the opposite
side of the wall displays the Charites together with Hermes and another female
figure, Aphrodite or Peitho.”” Perhaps the fact that Apollo is depicted with the
Nymphs on the relief from Thasos, while the earliest iconography of the Charites
was found in a sanctuary, also of Apollo, in Thera and Thermon, can account
for the Charites’ and Nymphs’ interchangeability. The inscription accompany-
ing the Charites-relief records a sacrificial regulation which is paralleled in the
cult of Peitho at Thasos.*® This correspondence, together with a dedication to
both goddesses at Paros, suggest that cults and rites were already being brought
from Paros to Thasos during the period of colonisation in the early 7th century
BC.! There is good evidence that colonies tend to remain associated with the
traditions of the mother city mainly by worshipping the same deities, their cults
being transferred to the new locations.*> We do not know exactly in which func-
tion they were worshipped on these islands. The absence of wreaths and flutes in
ceremonies mentioned in Apollodorus (Bibl. 3,5,8) has been interpreted as a sign
that they were chthonic deities, perhaps related to fertility. But this was certainly
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not their only significance, at least not in later times, when they were related to
civic matters, usually in association with Aphrodite.*®

The most frequently documented and for our purposes most interesting
cult of the Charites is that at Orchomenus in Boeotia.* According to a scholi-
um on Pindar, Hesiod had already mentioned the tradition which dates the cult
to the mythical time of Eteocles, who was the first to worship them.* Pausanias
too (9,38,1) records this tradition, but adds that stones are said to have fall-
en from the sky which were then worshipped in a sanctuary as the Charites.
However, he refers to the cult images he had seen himself as ta 8¢ dydApora
<ta> obv kOouw! memouéva, which suggests adorned female figures. But, as
in the case of the stone image of Eros in adjacent Thespiae, the mention of
Charites” previous aniconic images in a late literary source would not neces-
sarily prove that the cult is an ancient one. We do not know when this cult was
actually founded, but the mythical tradition seems to presuppose a belief in
their great age as cult deities.* This is supported by their frequent representa-
tion not only in early epic, but also in Pindar. Pindar’s 14th Olympian, a victory
ode for the young athlete Asopichus from Orchomenus, invokes and praises the
Charites in hymnic style (kADT, énei ebyopat 5). The ode might have been sung
during a procession towards the sanctuary and reveals interesting aspects of the
Charites’ realm and function in cult:*” “You, who have obtained the waters of
Cephisus and who dwell in a land of beautiful horses, Charites, queens of shin-
ing Orchomenus, famous in song, guardians of the ancient Minyans, hear me
when I pray. For with your help all pleasant and sweet things are accomplished
for mortals, whether a man be wise, handsome or famous™:

Kagioiwv vdatwv

Aayoioat aite vaiete kaAAinwAov €8'pav,

@ Mmtapdg doidipot facitetat

Xaprreg ’Epyopevod, malaryovwv Mivovdv éniokomot,

KADT, €meil ebyopat oOV yap iv Té <Te> TepTVA Ko

T y'Avké dvetat tdvta Ppotoig,

el 00dag, €l KahOG, €1 TI¢ &y Aadg dvrp. Ol 14,1-7

Being associated with the “waters of Cephisus” and “the land of beautiful
horses”, and considered “guardians of the ancient Minyans’, the Charites are re-
ferred to as goddesses traditionally linked with the vegetation and abundance of
the area which is already mentioned by Homer. Thus it may be determined by
their realm that they were established as personified goddesses in the Archaic
period.*® Female deities associated with rivers and springs are traditionally con-
ceived of as Nymphs or water nymphs. The Nymphs’ antiquity as divinities
and their association with growth is already reflected in the Hymn to Aphrodite
(V,256-90), where Aphrodite, in her prophecy, says that the Nymphs will bring
up the child she has just conceived. The Nymphs are depicted as nature deities
who are worshipped in woods.* This kind of worship in natural sanctuaries
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such as caves may also account for the Nymphs’ worship in the Archaic age.* It
is in fact not surprising that the Nymphs are imagined as female nature deities
in human shape, since the term vOu$n means “young woman”. The association
of a young woman and a female nature deity has led one scholar to interpret the
Nympbhs as the “apotheosis of marriageable girls at the peak of beauty and de-
sirability”* The Nymphs’ closeness to the Charites is also suggested when, for
example, Anchises, at the sight of Aphrodite’s beauty, starts speculating about
her true identity. First he guesses that she may be one of the Charites and then
one of the Nymphs.*> W. Burkert sees the latter as nature deities, not only in
the context of myth: he also assigns to them a cultic function. He infers from a
passage in the Iliad where not only the Olympian gods, but also Nymphs and
Rivers are said to come to Olympus, that rivers were imagined as gods and
springs as Nymphs before they were represented in poetry. In his view this
actually corresponds to an earlier stage of ritual. Thus communities worship
rivers and springs in personified shape.*’ I would suggest that the surprisingly
early personified identity of the Charites can be explained by their affinity with
the earliest goddesses, such as the Nymphs, with whom they share not only
their looks, but also realm and function. Both seem to be related to springs and
water and to growth. In Pindar, however, the Charites’ proximity to delightful
and sweet things (5-7) clearly refers to the grace and delight they bestow on
victors and singers.*

The function which the Charites perform among the Olympians is sig-
nificant: “For not even the gods arrange choruses or feasts without the revered
Charites; but as stewards of all works in heaven they put their thrones beside
Pythian Apollo with the golden bow and worship the ever flowing honor of the
Olympian father”:

ovd¢ yap Beol ogpvav Xapitwv drep
KOLPAVEOVTL XOPOUG
obte Saitag AAAG TTavTWY Tapion
Epywv év ovpav®, xpuaodtofov Bépevat mépa
IvBov AmdAAwva 8'povoug,
aiévaov oéBovti at'pog ’Olvpmiolo Tipdy. Ol. 14,8-12

As in epic, the Charites are also goddesses in Olympian 14, with their own
specific task amongst the Olympians, to whom they are somehow subordi-
nated. They arrange feasts and dances for them. It seems to be an established
concept which is current in epic and then continued in Pindar and the Archaic
lyric poets, that personified deities, even when they have previously had an
independent existence in cult, are subordinated to the Olympian gods as at-
tendants. Here, however, they are not said to serve one specific deity, but all
the Olympians. They are not addressed by their individual names, but by their
collective term, probably in order to enhance the effects which are implied by
Xdptrteg and which they are able to produce by their presence.
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Dancing (x6povg 9), apart from adorning and beautifying human beings
and deities, is the other mythical occasion in which the Charites usually par-
ticipate. Since this activity is often referred to, not only in Pindar’s Olympian 14,
but also elsewhere, it deserves some attention. Central too is their relationship
with Apollo and Aphrodite, in whose honor these dances seem to have been
performed. I suggest that this activity, as well as the link with the other deities,
is not only reflected in mythical scenes, but also refers to cult practices. In the
Homeric Hymn to Apollo (194-6) the Charites sing and dance together with the
Horae, Harmonia, Hebe and Aphrodite, and they all reach out their hands for
fruits.* This gesture clearly implies their common association with abundance,
which they also seem to have shared with the Nymphs, who, in cult, were par-
ticularly associated with nature and growth: avtap ébmAdkapor Xapireg Kol
Edppovec Npat / Appovin 6" “HPn te Adg Buydtnp v Adpoditn / dpxedvt
dAMAwv €mt kapm® xeipag Exovoat. It is the Charites who receive Aphrodite
into their dance (Od. 18,194), and Artemis instructs the Muses’ and Charites’
dances at Apollo’s temple (Hymn. Hom. XXVII, 13-5). In Pyth. 12,27, however,
it is not the Charites who are described as xopevtai, but the worshippers them-
selves, performing their dance near the city of Orchomenus; the best reeds are
said to grow there and are used for the aulos, the instrument which accompa-
nies choral dance. For this reason, they are called motol yopevtav papropeg.*
Thus it seems that a mythical activity is related to real cultic dances or celebra-
tions; maybe the worshippers imitate the Charites’ dance (or the mythical fea-
ture reflects a cultic activity).

There is good evidence that the musical and dramatic festival of the
Charitesia later included athletic competitions in honor of the Charites at
Orchomenus, their most important cult place. Dancing was also a regular part
of the festival.”” How closely the Charites are related with dancing is confirmed
by Pollux (Onom. 4,95). In the section on stage antiquities he mentions on
Spxnots (“dancing”) that Orchomenus received its name mapd v t1@v Xapitwv
Spxnotv. He refers to Euphorion’s saying that the Charites danced, possibly na-
ked, at Orchomenus (Opyopevov Xapiteoov adapéory opxndévra).*® Here
folk etymology may give some indication of how closely the Charites and the
location of their cult were associated with dance. Moreover, the examples dis-
cussed suggest a link between the Charites’ mythical dance and the real dance
of the worshippers participating in festivals or ceremonies held in honor of the
goddesses. Mythic motif and cult reality seem to correspond and interfere with
each other in such a way that young women dancers are similar to the god-
desses they worship and the other way round.

This idea of interference between the human and divine sphere finds its
expression in Plato’s Leges (815c2-4). Plato, in his discussion of dances, says
that human beings, when performing Bacchic dance, actually imitate the di-
vine Nymphs, Panes, Sileni and Satyrs.* This idea was discussed and further
developed by W. Burkert. He asserts that those deities who usually appear
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in plurality (“societies of gods”), reflect real cult associations, thiasoi, which
honor their god.*® Mythical worshippers share with real worshippers subordi-
nation to an Olympian deity, Dionysus or Artemis for example, as their lead-
er. Dance and music are performed amongst the human as well as amongst
the divine entourage. W. Burkert takes up an idea which is already outlined in
Plato, but he goes beyond Plato’s statement that human worshippers imitate
the mythical train and equates the two groups by tracing the real institu-
tions back to “mythical times”, suggesting that they were once a unity.>* W.
Burkert’s examples include images of worshippers disguised as their mythi-
cal ancestors: men who are masked as Centaurs and women who gather as
Eileithyai, but are actually midwives. His conclusion—that many mythical
groups have corresponding features in real cult—may also be true for the
Charites, who could be considered comparable with the Maenads.*? It would
seem, then, that their dance in mythical contexts is paralleled in the cultic
dance of their worshippers.

It is, therefore, not surprising that the Charites, although personifica-
tions, are imagined and depicted as clearly anthropomorphic and like the
Olympian gods. Their personal character is influenced and shaped by the very
ancient mythical figures such as Nymphs, with whom they share their dwell-
ing places, waters and springs, and from whom they sometimes cannot be dis-
tinguished in iconography.>® We have already seen that the mythical events in
which they usually appear are scenes of adornment, when they bathe, anoint
and dress Aphrodite. This fact not only conveys the Charites’ subordination to
the Olympian goddess, on a mythical level, but may also reflect a cult activity.
When the Charites attire Aphrodite or weave her peplos in myth, they can be
compared with the women who were in charge of the dress for the cult im-
age.”

The Charites’ mythical association with Apollo as displayed in Hymn.
Hom. XXVIL13f. is also reflected in their early cults in Thera and Thermon,
possibly in Thasos too, as we saw above. Charites are also mentioned in a badly
preserved Pindaric paean. It is very likely that they appear in association with
Apollo here, but his name can only be restored.* In Apollo’s cult place at Delos,
they were also associated with him. Pausanias describes a statue of Apollo, who
is holding the three Charites in his hands. This description fits an Archaic statue
which has been dated to between 650 and 550 BC.>® However, the association of
the Charites with Apollo in cult in Archaic times seems to have been the excep-
tion rather than the rule. According to our epigraphical evidence the Charites’
joint worship with other Olympian deities seems to be the norm in the Classical
period.”” It would seem, then, that some personifications were perceived as in-
dependent in ancient times, but subordinated to Olympians when they came to
characterize a particular aspect of them.

Considering the close relationship and the frequency with which the
Charites and Aphrodite appear together in myth, it is surprising that there
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seem to be only a few occasions on which they are linked in cult, and these
all date from the Classical and Hellenistic periods. Furthermore, in contrast
to mythic contexts, in these cults they do not seem to be explicitly related to
sexuality and reproduction. These are, however, implied in the cult association
of Aphrodite and the Charites at Athens. An inscription on a stele mentions
an oath of Athenian ephebes from the 4th century BC. They have to swear
by the Charites Thallo, Auxo and Hegemone.*® Their individual names would
suggest that the Charites are associated with the growing up and thriving of
youth; Hegemone may be considered as conducive to prosperity. According to
Pausanias, the cult of the Charites Auxo and Hegemone dates from the Archaic
period (tip@ot yap €k madatod kal ABnvaior Xdpitag AdEwm kal Hyepovny).”
It is apparently related that a late 3rd-century inscription from a femenos at
Athens which the Charites shared with Demos,® testifies to the dedication of
an altar A¢poditel nyepovetr tod dnpov kai Xdptow.s' Here the Charites seem
to have lost their individuality, since the name of one of the Charites has be-
come the epithet of the Olympian goddess Aphrodite, used, as the context of
the dedication suggests, to describe her political function.®? Since this cult of
Aphrodite is new and is attested elsewhere only in Rhamnus, it may reflect a
development by which the ancient cult of the Charites was subordinated to a
major deity, in this case Aphrodite.®® During a period of cultic syncretism, she
assumed a role which formerly belonged to one of the Charites, Hegemone, in a
modified context: the epithet fyepovn tod drjpov clearly has a civic meaning.*
The other names of the Charites—Thallo and Auxo—may be interpreted in
political terms too, since they could also be related to the growth and welfare of
the polis. That the Charites were originally related to the thriving and prosper-
ity of youth, without a specific public purpose, may be indicated by the earlier
cult association of Demos with the Nymphs which is testified by a 5th century
BC inscription. This epigraphical evidence may also account for the affinity
between Nymphs and Charites.®®

The cult associations show that a syncretism probably took place by which
Aphrodite assumed the place of one of the Charites in a reinterpreted, now
political function. Thus the Charites became her subordinates. Syncretism
may also be indicated when we consider that the Charites’ origins in Greece
go further back than those of Aphrodite, since they may have already been
worshipped in the Bronze age. There may be evidence for this in the form of
a golden Mycenean seal ring found at Athens and dating to the 14th century
BC. It displays two female figures with neck garlands and waist bands. They do
not have heavy breasts and keep their hands on their hips, apparently dancing.
They are accompanied by a male god who has been interpreted as Hermes or
Dionysus. The identification with the Charites (or Nymphs) is not only sug-
gested by their looks, but also by the fact that dance appears as a traditional
element in the worship of vegetation divinities in the Minoan-Mycenean
world.® Other archaeological evidence from the Cycladic islands can be tak-
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en as proof that Kdpiteg as they are named in the Archaic inscription cited
above, existed there a long time before the 6th century BC. A great number of
slim elegant female figures dated between 2400-2200 BC have survived from
there and E. Simon interprets them as Charites, goddesses embodying xéptc.*”
Perhaps these slim and delicate figures may at least be considered as the latters’
forerunners. E. Simon goes one step further and argues that these Charites have
influenced the image of the Greek Aphrodite.®® Aphrodite certainly has some
affinity with these figures, pre-maternal beauty and xdpig having become her
prevailing characteristic in literary and particularly iconographic depictions.®

Early epic also suggests a close relationship, maybe even an interchange
between Aphrodite and the Charites: Hephaestus™ wife is called Charis in the
Iliad, but Aphrodite in the Odyssey (see Appendix, Fig. 1a).” Similarly, in the
WorkseéDays Aphrodite equips Pandora with xdpig, irresistible charm, and
the Charites adorn her with golden necklaces.” Here Aphrodite seems to have
assumed a function that would actually better suit the Charites. This mythi-
cal interchange of Aphrodite and the Charites may reflect a historical process
within cult reality during which Aphrodite gradually assumed characteristics
and functions of the earlier Greek goddesses and somehow replaced them so
that the latter then became her attendants.

5.4 CONCLUSION

It was the aim of this chapter to illuminate the divine character of the per-
sonified Charites and their relationship and interchange with Aphrodite, the
goddess with whom they have much in common. In contrast to other personi-
fications in Aphrodite’s train, such as Peitho or Eros, they are represented as
clearly visualized young women with a specific task as Aphrodite’s beauty at-
tendants.

We have seen that this early definition of their personality is due to the fact
that, in popular belief, the Charites were traced back to the same origins as the
Nymphs. Their affinity with these nature deities becomes palpable when one
considers that they share, apart from their looks, dwelling places, springs and
an association with nature and growth. Springs and rivers have been tradition-
ally conceived of as Nymphs and water gods. The similarity with ancient nature
gods is not the only reason for the Charites’ clearly defined personality in the
Archaic period. There seems to be a close connection between divine beings
who usually appear in the plural (Maenads for example) and their real worship-
pers in cult. This could be so in the case of the Charites too, since in myth they
share their dance with their worshippers. Dancing seems to be the most char-
acteristic cult activity not only in the famous cult place at Orchomenus, where
dance competitions are attested in both literary and epigraphical texts. Reliefs
from the Cycladic islands also display dancing Charites.
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Their close affinity with Aphrodite and their ultimate subordination to
her can be explained by the deities’ history on the Greek mainland and the
islands. That the Charites were ancient Greek goddesses is not only endorsed
by the assumed similarity with the Nymphs in myth and cult, but also by direct
epigraphical evidence. The inscription Kdpiteg, which was discovered on the
island of Thera, undoubtedly represents an Archaic document. In contrast to
the Charites, Aphrodite’s origins are non-Greek. She probably came to Greece
from the East during a period of lively trade with Phoenicia. Being the goddess
of love, beauty and also reproduction, she probably assumed the role of the
originally Greek Charites because they were similar to her. It is likely that their
subordination to Aphrodite and occasional interchange reflects this historical
development.






Chapter Six
Peitho: the Power of Persuasion

6.1 INTRODUCTION

In addition to Eros and the Charites, another major figure in Aphrodite’s en-
tourage is Peitho.! Although there is evidence suggesting that Peitho, like the
Charites, received cultic veneration at least as early as the 5th century BC, her
personality remains undefined. This is all the more surprising, when one con-
siders the importance that the phenomenon of persuasion itself has in erotic
poetry as well as in other areas of Greek culture (i.e. persuasion in its differ-
ent rhetorical, philosophical and also political coinages). In these contexts,
Peitho has the status of a concept rather than a goddess.? In this chapter I fo-
cus on literary contexts involving amatory subjects and consider whether she
has in these a role which gives her independence from Aphrodite. Surprisingly,
Peitho’s genealogies and the stories related to those cults in which she seems
to have been worshipped as an independent goddess do not associate her with
eroticism.” This fact is also reflected by her role in early hexameter poetry. In
the Theogony, she is the daughter of Oceanus and Tethys and as such is one of
the Nymphs of groves and springs; their only specifically mentioned task is
to take care of the young, but Peitho remains without a particular function.*
This, however, does not necessarily mean that her involvement in love mat-
ters is a more recent development which then occasioned an association with
Aphrodite.’ The following section will briefly outline non-erotic connotations
of Peitho (ch. 6.2), then her implications in erotic contexts will be considered
in more detail (chs. 6.3-6.6).

6.2  NON-EROTIC CONNOTATIONS OF PEITHO

Pausanias mentions the cult of Peitho at Sicyon, one of the few cults in which
she was worshipped as an independent deity.® The foundation myth is particu-
larly interesting since—if related to an early cult—it may be able to provide an
explanation for the goddess’s original associations and functions. However, we
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cannot be sure about the age of the cult, since we have no epigraphical docu-
ments to confirm it.” The myth does not present Peitho as a personified, active
deity. Instead, Peitho embodies “persuasion” in the actual sense of the word,
without reference to any specific cultic or social context. Pausanias tells us that
Peitho is regarded there as a phenomenon so mighty that it can even persuade
gods, and describes a ceremony which was still performed in his time. At a fes-
tival of Apollo, seven boys and girls go to the river Sythas and, after bringing the
statues of Apollo and Artemis to the sanctuary of Peitho in the agora of Sicyon,
take them back to the temple of Apollo. The aetiology of the rite is described
as follows: Apollo and Artemis had left Sicyon because the people there did
not purify them after the Python had been slain. When the town was struck
by plague, seven boys and girls were sent out to the river to offer supplication.
Persuaded by the children, Apollo and Artemis came back to the city; the tem-
ple of Peitho marks the place where they first arrived. According to Pausanias,
there was no cult image. This may imply that it was actually the abstract power
of “persuasion” itself which was considered as divine and hence worshipped.
On the other hand, the absence of an image at the time of Pausanias does not
necessarily mean that there had never been one.® One can infer from the cult
itself that Peitho, embodying the concrete and very general meaning of her ap-
pellation, was certainly conceived of as a significant divinity since, according to
the story, Peitho could even persuade the more powerful Olympians. This may
be the reason why she was given a cult instead of Apollo and Artemis.’

The meaning of Peitho becomes more specific in political or forensic
contexts.'® Peitho’s meaning in forensic persuasion is also reflected in a myth.
Pausanias (2,21,2) links her with the plot of Aeschylus’ Danaid trilogy in order
to explain Artemis’ epithet in the cult of Artemis Peitho at Argos: Hypermnestra
spared her husband and persuaded the court of the justice of her deed and so
founded the cult.!! Here, however, Peitho is not an independent goddess, but
instead specifies the kind of support she lent to Artemis. It is she who is thought
of as having given Hypermnestra persuasive powers at court. The reason why
Artemis is called Peitho here may point to a syncretism with a real Peitho cult,
since the fact that Peitho enjoyed a particular position as local goddess and
progenitress of the royal family at Argos is confirmed by later sources.'?

Besides, in the 5th century BC, the political dimension of Peitho was
prominent and at Athens she had even become a political concept. Pausanias
(1,22,3) follows the tradition tracing the cult of Aphrodite ITavénuog and
Peitho at Athens back to the mythical times of Theseus. This may give some
idea of the antiquity of their cult association. As Aphrodite’s epithet ITavénuog
(“of the whole people”) implies, the association has a clear civic and politi-
cal significance. Our other source for the foundation of the cult of Aphrodite
ITavdnpog, the grammarian Apollodorus, does not mention Peitho in this con-
text, but he explains Aphrodite’s epithet with its proximity to the ancient agora
where the demos held their assemblies.”* I would therefore suggest that Peitho,



Peitho: The Power of Persuasion 119

who is only mentioned by Pausanias, is an accretion to the cult of Aphrodite
ITavdnpog, introduced in order to enhance the political significance of persua-
sion in the context of civic debate on the one hand, and Aphrodite’s political
functions on the other. The increasing importance of persuasion as a political
tool in 5th-century Athens is reflected in later cults of Peitho. Amongst 4th-
century literary sources, Demosthenes and Isocrates mention an annual sacri-
fice which was given to Peitho with other polis-deities.'* This suggests that she
had been interpreted in the 4th century BC as an independent goddess equal to
the Olympians.'* Among the many dedications to Aphrodite found in her pre-
cinct at Daphni, there is also one (dating from the 4th century BC) addressed
to Peitho alone.'®

As far as we can see in extant literature, the political aspect of Peitho first
occurred in a fragment of Alcman (fr. 64 PMGF). He calls Tyche “sister of
Eunomia and Peitho, daughter of Prometheia” and thus relates her to the po-
litical or public sphere.”” What looks at first sight like a mythical genealogy of
personifications, is actually an ideal abstract political order (“reflexion d” ordre
politique”).”® Prometheia indicates the “foresight” of a ruler;"” Eunomia signi-
fies respect for laws and hospitality from the Odyssey onwards and becomes
particularly important in Tyrtaeus (fr. 1-4 W.) and Solon (fr. 4 W.).?® Tyche
means the “good fortune” of a city. The role taken by Peitho here is that of per-
suasion and understanding, probably as a contrast to compulsion. The welfare
of a city is based on the foresight of the ruler(s) who enforce(s) the good laws
not by violence but by persuading the people of their correctitude by words.?*

This is the plan of the Argive king in Supplices. As the citizens are to decide
whether the supplicants will be given asylum or not, the king attempts to make
the assembly well disposed before Danaus argues his daughters’ case. He hopes
that his attempt will be made by means of persuasion on which success may
follow (melB® & €motto kai TOXN MpaxTrpLog).”

The same strategy of describing a political order in terms of a mythical
genealogy of personified concepts is also found in Pindar at the beginning of
Olympian 13. The praise of Corinth is based on the fact that Eunomia and her
sisters, Dike and Eirene, all three daughters of Themis, dwell there.”? Thus we
have a mythologizing of political concepts in which personifications are con-
ceived of as divinities. Their relationship towards each other, which is expressed
in terms of genealogy, is used to describe a political entity: the state. These per-
sonifications also have a mediating function, embodying a divine concept of
political order in the human world.

Peitho, as a mode of political activity, embodying the concept of per-
suasive speech in contrast to violence and compulsion, is also reflected in a
passage in Herodotus (8,111,2): when the Andrians refused his demand for
money, Themistocles, by referring to the Athenians’ powerful gods, ITel®w and
Avaykaia, stated that they could not avoid paying. This clearly suggests polar-
ized concepts of political behaviour. If the Athenians could not get their pay-
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ment by persuasion, they would apply violence. Since this is related to Athenian
matters, Themistocles may be referring to the cult of Aphrodite ITavénpog in
which the political Peitho, originally perhaps only an aspect of Aphrodite, has
gained at least some independence.? In their response, the Andrians argued
that being a small island with little land, they had two utterly worthless (as op-
posed to the Athenians’ powerful) gods: ITevin and Aunxavin, who would never
enable their incapacity to pay to be transformed into an ability to pay. Of all of
these, only Peitho received real cult. The others are mythologized abstract con-
cepts invented for the discourse of the debate. We seem to see abstract divinities
in the process of being born in Herodotus’ tale.

Peitho’s personality remains very vague in the myths which are related to
her cults at Argos and Sicyon. The myths present Peitho more as a phenom-
enon than as a deity with individual personal traits. Unlike, for example, the
Charites, she is without a specific mythical role. This may explain why she is
often worshipped conjointly with other deities, Aphrodite in particular. The
association of Aphrodite IT&v8nuog and Peitho at Athens suggests that Peitho
is not an independent goddess, but occupies part of Aphrodite’s sphere. We will
see later that this sort of relationship is also reflected in erotic literary contexts
in which Peitho performs the role as Aphrodite’s Oepanawva in love matters. A
real syncretism is not likely since Apollodorus does not mention Peitho in the
context of the foundation of the cult, but one may suspect that this associa-
tion reflects a syncretism which was aetiological, i.e. invented in order to en-
hance Aphrodite’s political function. This seems even more probable when we
consider the examples in which the phenomenon of persuasion has a political
implication.

6.3 PEITHO IN EPIC EROTIC CONTEXTS

Peitho, in her first appearance in an erotic context, is not given the particu-
lar function one would expect considering her appellation. In the narration
of the first mortal woman’s adornment in Hesiod’s WorkseéDays, Zeus charges
Aphrodite with quite abstract tasks: (he told) “golden Aphrodite to pour charm
about her head and painful yearning and limb-devouring sorrows; he ordered
Hermes, the messenger god, the killer of Argos, to put into her the mind of a
bitch and a thievish nature. (. . .) Athene the brighteyed goddess dressed and
decked her; the divine Charites and lady Peitho put golden necklaces about
her body, the beautiful-haired Horae garlanded her with spring flowers. (. . .)
In her breast the messenger god, the killer of Argos, fashioned lies and whee-
dling words and a thievish nature according to the plan of the deep-thundering
Zeus™
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To enhance Pandora’s power of attractiveness, Aphrodite is to pour grace
(x&ptv) on the woman’s head, which is to create emotional effects of desire
(m6Bov) and limb-eating sorrows (yvioBopovg pededwvag) in the man who
shall be thereby attracted to her.”® After Athena’s work, it is the Charites and
Peitho who fulfil the task on behalf of Aphrodite with concrete objects.*® By
equipping her with golden necklaces (the Horae add spring flower wreaths),
they create the desired effect of making Pandora irresistible. Two incidents are
remarkable: firstly, this task is most suited to the Charites’ capacities, but seems
rather unusual for Peitho, whom one would expect instead to donate the gift
of aipvAiovg Adyovg. Surprisingly, this is done by Hermes. Secondly, those “se-
ductive words” are closely associated with a female character who is supposed
to be shameless and deceitful from the very beginning.”

What is Peitho’s role and how is it reflected in her description? That neifetv
is not only associated with the idea of persuading by words is shown by another
Hesiodic example: just as gods can be persuaded or bribed by gifts, Peitho helps
to “persuade’, i.e. to seduce, the man by putting lovely necklaces on Pandora
which make her appear even more attractive.”® The gift of words is not, as one
would expect, included in Peitho’s sphere of influence, but belongs to the task
which Hermes is subsequently to accomplish. The image of the woman, which
has been positive so far, now turns into its opposite. Hesiod’s negative portrayal
of Pandora runs parallel to the mythical pattern of Hermes as a cunning liar
and thief. For this reason he is the appropriate provider for a thievish char-
acter (¢mixhomov fBog) and “mendacious and wheedling words” (yevded 6
aipvAiovg te Adyoug), being called “of winning wiles” (aipvlopntng) himself.’
Here it is obvious that words as a means of seduction have a negative connota-
tion in so far as they are considered to be deceptive. In the same way as Hermes
deceives Apollo in the story narrated in the Hymn to Hermes, seductive words
contribute to the amdtn of the man who is going to fall for Pandora, who rep-
resents woman as a species.” Hesiod’s preference for Hermes instead of Peitho
as bestower of persuasive speech in an amatory context may be due to his in-
tention to equip the woman with the god’s specific characteristics, since he is
associated with trickery and deception.*!
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In contrast to Hesiod’s WorkseDays, neither the Iliad, the Odyssey, nor the
Homeric Hymns feature Peitho as a personified deity. Although she is never men-
tioned, the power of persuasive words as a means of seduction is not irrelevant in
the erotic mythological contexts. In II. 6,160-2, Glaucus describes Anteia’s failure
to seduce Bellerophon with the expression that she could “not persuade” or “win
him over” “The wife of Proetus, divine Anteia, madly desired to lie in secret love
with him; but she could not persuade the wise Bellerophon, since he was of an
upright mind”:*
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Here the meaning of meiBewv is clearly suggested by the mythical story and
thus marks the activity of a woman trying to win over a man with seductive
words; dyaBa ¢ppovéovta stresses Bellerophon's insensitivity towards these
words and thus towards the effects of desire, which normally disturbs the sens-
es. In the Hymn to Aphrodite, it is the goddess herself who cannot persuade and
“deceive” the three goddesses Athena, Artemis and Hestia to give in to love in
general, i.e. to Aphrodite’s province of the épya yapoto, to which seductive and
persuasive words normally belong.*® As we have seen earlier, these are among
the erotic spells kept in her keotog ipdg (I1. 14,216f.):
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oaplotvg and mdapdaoig are slightly different in meaning, both denoting a
means of seduction, a preliminary step towards ¢tAotng. daptotvg has been
translated as “alluring love-talk” or “whispered endearment”** As a derivative
of bap (“wife”), it suggests a familiar love conversation between partners who
have known each other for a long time. Whereas the verb dapiletv is normally
used for conversation between husband and wife, the use of the more frequent
term dapog suggests that 6aploTv¢ may not be limited to just marital relation-
ships.*® mapBeviovg dapovg (“of unmarried girls”) are among Aphrodite’s tipai
in Hesiod (Theog. 205f.) and, together with peidripata (“smiles”) and é§andartag
(“deceiving”), they form the arsenal of devices employed by women when se-
ducing a man. That those dapot are closely associated with Aphrodite as some-
thing caused by her is also implied in the Homeric Hymn when she complains
that now, after her affair with a mortal, she will lose all respect of the gods who
once were frightened of her “seductive love-talks and plans” (6dpovg kai prtiag
Hymn. Hom. V,249).%¢

The unusual asyndetic link of 6apioti¢ and mdppaoic could either be an
intended hendiadys or the result of a gloss.”” If the combination of terms is
original, tdp¢aoctg adds a persuasive note to 6aptotvg.* It may go one step fur-
ther, suggesting the idea that the seducer actually persuades somebody to have
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a sexual adventure. Therefore the expressions are less likely to signify a later
stage of an erotic encounter, a “love-whispering” accompanying the consum-
mation of love itself.* Theocritus’ Idyll 27 which is entitled QAPIZTYZ ends
with a seduction scene. It is a dialogue of sorts in which the cowherd Daphnis
successfully persuades a shepherdess to grant him her favours.*

The terms discussed above may be regarded as synonyms of nei@w. The
concept that “persuasion” or “seductive words” are regarded as something which
leads to the fulfilment of love is reflected in Pindaric imagery where Peitho is
personified, holding the “secret keys to holy love” (Pind. Pyth. 9,39f.):

Kpumtal kKAaideg EvTi codpag
[TeiBodg iepav dprhotdtwy.

Thus we may conclude that Peitho is not featured as an erotic personifica-
tion in early hexameter poetry; consequently, there are no specific myths which
associate her with eroticism. As a cult goddess she is venerated already in the
Archaic period, but there is no evidence that she performed a specific function
in amatory persuasion in cult. Familiar conversation and persuasive words are
originally part of Aphrodite’s province, as a preparation for sexual fulfilment;
this is true from Workse»Days and the Iliad onwards, as has been demonstrat-
ed above. Aphrodite was regarded as persuasive through these means, and it
would seem, then, that Peitho becomes their subsequent stylisation. Peitho’s
role as the embodiment of erotic persuasion is a more recent motif, and accord-
ing to our literary evidence, not fully formed before Sappho, in whose poems
Peitho appears as Aphrodite’s daughter or attendant.*!

6.4 PEITHO IN SAPPHO’S POEMS

According to our literary sources, it is Sappho who first puts Peitho in an ama-
tory context and gives her a close relationship to Aphrodite. Yet she appears as a
fairly independent deity.*? The evidence we have suggests that Sappho achieved
this by introducing genealogies rather than by actually assigning to her the
functions of the love-goddess.”” We have seen earlier that a common type of
personification is to portray a concept as being related to an Olympian deity as
a child or attendant (ch. 4.3). Unlike Hypnos’ and Thanatos” pedigree, which
is unanimously attested in early sources, that of Peitho seems to vary within
the work of even a single poetess. One example shows how uncertain and un-
formed Peitho’s nature was at the time of the Archaic poets. Three fragments of
Sappho each attest a different origin for Peitho, each time bringing her into a
relationship with Aphrodite. In a scholium on Hes. Op. 73 we find that Sappho
made Peitho the daughter of Aphrodite (39 Pertusi =fr. 200 V.):
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This is confirmed by a commentary dating from the 2nd century AD found
on a papyrus (P. Oxy. 2293 = Sappho fr. 90a V.):

fr. 1 (a) col. ii 5ss.
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This comment is interesting in two respects, firstly, as it suggests that
there were various genealogies of Peitho, secondly, as it indicates that in more
than one she is called Aphrodite’s daughter (Buy[atépa). €v &ANoig is to be
interpreted as “elsewhere in her poetry”.** The idea of Peitho as Aphrodite’s
nurse (tpd¢og) is not common.*

It seems, however, very probable that there was another Sapphic version in
which Peitho’s relationship with Aphrodite was defined. The relevant passage
is transmitted in Philodemus’ De pietate (p. 42 Gomperz) and appears within
an account of the different functions in which different poets subordinated
minor deities to the Olympians.*® However, proof that Sappho made Peitho
Aphrodite’s attendant in one of her poems depends on whether Philodemus’
badly preserved text allows (i) the acceptance of attribution to Sappho, which
also requires partial restoration of Sapphos name; (ii) the acceptance of the
restoration of Peitho’s name. I will argue that both are possible.
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The attribution to Sappho, whose name was first supplemented by Th.
Gomperz (accepted also by Nauck, Bergk®, Campbell), seems certain because
there are no other possibilities, given the transmitted text.*

The restoration of Peithos name, first suggested by Th. Bergk, is more
problematic.” The main objection against the supplement ITel®w has been
raised by U. v. Wilamowitz, who argued that five letters would exceed the avail-
able space (“spatium excedit”).® The same is true for Th. Gomperz’ supple-
ment [V avtiv].”* Several editors have therefore supplemented tn[v 8gov]
(Edmonds, Campbell), which would also refer back to the previous lines, in
which Hecate is discussed. Hecate’s personality and function are well-defined
from Hesiod onwards, but, quite apart from the fact that she has no relationship
with Aphrodite, she seems particularly inappropriate in the role of her servant.
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One may ask whether Iris, who is xpvoontepog in the Iliad (8,398 = 11,185),
would not be a suitable supplement. However, she is not attested as Aphrodite’s
companion, nor does she appear in the extant fragments of Sappho. O. Musso’s
suggestion"HpPnv is tempting in view of the textual transmission, since “Hebe”
does fit nicely into the space.” Yet Hebe does not seem suited to the role as an at-
tendant of Aphrodite. In the Hymn to Apollo (Hymn. Hom. 111,194f.) Aphrodite
is said to dance with the Charites, the Horae, Harmonia and Hebe, but these
deities are not explicitly called her attendants. Only the Charites occur in other
extant poems of Sappho, but in the plural alone, which does not fit here.” Hebe
does not appear as a companion of Aphrodite in any of the Sapphic fragments,
whereas Peitho appears frequently in association with Aphrodite. Apart from
the two testimonies quoted above, she is also attested together with Aphrodite
in the following papyrus fragment (PBerol. 9722 fol.5=96,26f. V.): “Aphrodite

... poured nectar from a golden . . . (far from the boundaries?) . . . with her
hands Peitho”
kai 8[.]p[ Jog Adppodita
Kap | ] véxtap €xev’ amv
xpvoiog [ Jvav
. () ]amovp| Ixépot Ieibw.

Antipater of Sidon posits an association of Peitho with Aphrodite (and
Eros) in his epitaph on Sappho in which Peitho is said to have woven the undy-
ing wreath of song with the poetess. This epitaph may also be taken as a testi-
mony that Peitho was not only among the deities who most frequently appear in
Sappho’s poetry, but even had a particular role in making her songs immortal.>*

moreover, her name fits as neatly as Hebe’s into the available space if spelt
with the iotacism IIiO@ (1 for e1) common in this papyrus.”® Given Sappho’s
poetic mythologization of concepts into the love deities, Aphrodite and her at-
tendants, preference may therefore be given to Peitho, who elsewhere fulfils the
role of an attendant in representing one aspect of Aphrodite.

The supplement Oep[amawv]av,*® which has been accepted by all editors, ap-
pears to be the only one possible, although Bepamnaiva is attested only in prose.”
It is the term Oepdmvn which occurs as early as the Hymn to Apollo (Hymn.
Hom. 111,157) and could therefore more reasonably be expected to appear in the
Sapphic text. In the hymn, Oepdmvn refers, however, to Apollos human “hand-
maids”™: the girls of Delos who worship the god (ko0pat AnAwadeg, Exatnperétao
Bepamvan).”® But the context in which Philodemus cites the text excludes the
possibility of a human attendant and the epithet ypvoodang suggests instead the
name of a divinity.

Therefore it seems very likely that in Sappho, Oepamava characterizes the
relationship of a personification with an Olympian deity. This is, aside from ge-
nealogies, another mode of qualifying and expressing the relationship between
Aphrodite and her train.
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There are two instances which corroborate the assumption that a divine
Oepamatva is meant in the fragment and that it was Peitho to whom Sappho
gave the role of Aphrodite’s attendant. Another, albeit male, erotic personifica-
tion functions as Aphrodite’s servant (Bepdmnwv): Eros—according to the testi-
mony of Maximus of Tyre (18.9 (232 Hobein) = fr. 159 V.):
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The preference for Peitho as a Oepanaiva of Aphrodite in fr. inc. 23 V. is
also recommended by the preserved adjective xpvoo¢pdang (“gold-shining”). E.-
M. Voigt notes only one similar passage in which xpvooddng occurs, and there
it is an epithet of Eros (Eur. Hipp. 1274£.).*® The attribution of xpvoo¢dang to a
personification seems to be justifiable, since in this form it is never applied to
Olympian deities, although other compounds with xpvo- are frequent, par-
ticularly as epithets of Aphrodite.® They normally signalize that a concrete part
of the body or a particular garment or ornament is golden, whereas xpvcoo¢dng
(“gold-shining”) is more general. Poets frequently use compounds of “golden”
to describe Aphrodite in her epiphanies. Golden cult-statues may be a reflection
of this or vice-versa. The “gold-shining attendant” may be a subsequent poetic
stylisation of the idea that other (personified) deities in the entourage of gold-
en Aphrodite appear in her radiance and thus shine themselves. In Euripides’
Hippolytus, Eros too is depicted in Aphrodite’s company: “you carry along the
unyielding hearts of gods and men, Cypris, and with you is the bright-winged
one, encompassing them with swift wing. He flies over the earth and the re-
sounding salt sea. Winged and gold-shining, Eros bewitches those on whose
frenzied heart he darts” (1268-75):
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Both Peitho and Eros share the same function in Sappho, being Bepanaiva
or Bepanwv of Aphrodite; moreover, the epithet xpvoo¢pang is common to both
in poetry: if we accept that Peitho is the right supplement in fr. inc. 23 V., then
she is xpvoodang in Sappho, as is Eros in Hippolytus.

However, Eros’ association with golden color is attested as early as
Anacreon, in a poem where Eros is imagined flying past the poet with “gold-
shining wings” (xpvoodaévvwv mrepvywv).® Perhaps it is Eros’ wings in
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particular with which the golden color is associated, since in Aristophanes (Av.
1738) Eros is likewise xpvoomntepog (“with golden wings”). The image of the
winged Eros may also be indicated in Sappho fr. 54 V. when Eros, in a purple
cloak, is coming down from Heaven: ("Epwta) ¥A8ovt’ ¢§ dpdvw mopdupiav
niepBépevov yAdpvv. Thus it does seem possible after all that xpvoodang refers
to the golden color of wings. One may argue that it was originally an epithet of
Eros and that it was transferred to Peitho as soon as she was imagined as sharing
with him the function of an attendant.® If this is the case, then Hecate would be
an even less likely restoration in fr. inc. 23 V., since golden wings are never asso-
ciated with her. Iris is already xpvoontepog in the Iliad, and her name would fit
into the space, but her accustomed mythical image as Zeus’ messenger-goddess
does not quite fit with the role of attendant to the love-goddess.®*

Thus we can infer from Sappho’s extant fragments that Peitho as a personi-
fied deity is featured in the environment of Aphrodite: either as her daughter
or her attendant.®®

6.5 PEITHO IN PINDAR’S 4TH PYTHIAN ODE

We have seen earlier that in Pindar’s 9th Pythian Ode (39f.), Peitho embod-
ies persuasion as a preliminary stage to the consummation of love. Elsewhere,
Pindar presents Peitho in a role which is characterized by violence and com-
pulsion. In the 4th Pythian Ode (213-9), she is linked with Aphrodite, but in
contrast to her appearances in epic, she is not presented in association with
“seducing words”, 6aptotig, mapdaotg and aipbAtot Adyol, i.e. with means by
which female charm wins over a man.

Peitho’s specific significance and function in this ode is due to the particu-
lar role of Aphrodite. The goddess’s function as a matchmaker is a traditional
element in the story.* It is, however, unique in literature that she is presented as
the inventor of erotic magical practices: she is the mp@tog ebpetng of the iynx,
a device for producing erotic charms, and of “prayers and incantations’, which
Jason is the first to learn from her in order to win Medea’s love. I suggest in what
follows that Peitho’s function in Pythian 4 is due to the personality and skills of
the particular woman who in this case has to be won (i.e. Medea). Simple se-
ductive words uttered by a man are not enough to conquer a prophetess who is
a “wise woman” herself, particularly specialized in words and acquainted with
magical charms. Pindar calls her a napddappaxog Eeiva (233), a foreign woman
who is experienced in ¢dppaka and the like, but she is not primarily depicted
as a magician or witch, a ¢papupakevtpia like Simaetha in Theocritus (Id. 2).5 It
seems that it is her superhuman nature which attracts Jason to her, since his life
is dependant on her particular skills. But the point is that his rhetorical skills
are probably not sufficient to win her over. A special type of persuasion (i.e.
magical spells) is necessary for Medea, the prophetess, to be overpowered by
her own weapons.
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It is for this reason that Aphrodite endows Jason with equal skills in magic.
The device which she provides, the iynx, is comparable to her own accessory,
the keotog ipdg, through which her power becomes effective and replaces her
presence in the Dios Apate. Peitho is not exactly linked as closely with the effec-
tive device itself as are 6aplotvg and mdpdactg with Aphrodite’s keotog ipag,
but she is given a special meaning in this context as she embodies the divine
magical spells taught to Jason by Aphrodite. “The Cyprus-born mistress of the
sharpest arrows brought from Olympus for the first time to men the many-
coloured wryneck, bound to the inescapable four-spoked wheel, that bird of
madness; and she taught the clever son of Aison prayers and charms, so that
he might take away Medea’s respect for her parents and so that the longed for
Hellas might drive her who was already burning in her heart with the whip of
Peitho™:
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The meaning and function of the device and its desired effect on Medea,
as well as the prayers and incantations in the Pindaric myth show features of
erotic magical practices. As we have seen in the previous chapters (see espe-
cially ch. 4), love spells are attested in epigraphy as early as the inscription on
“Nestor’s cup”. In literature, they occur first in the Iliad where they are related
to Aphrodite’s sphere of influence. It is later in Alcman fr. 1,73 PMGF that the
woman called Ainesimbrota is represented as a mistress of love-magic.®® Given
the conservative nature of magical practices in general, it may well be that
Pindar, when introducing the iynx into literature, refers to current practice.”
C. Faraone argues that Pindar’s description of the iynx spell reflects the use of
agoge spells in Classical Greece, which “drive” the woman from the house of
her father right into the arms of the man performing the spell. Although the
preserved later spells transmitted in the Greek magical papyri may go back to
an Eastern tradition earlier than Pindar, the following examples are mentioned
here only for the sake of comparison.”

The iynx spell existed as a form of curse in which a sacrificial bird is bound
to a wheel. The bird normally used for this magical practice has been identified
as a wryneck since it is, as in Pindar, associated with madness (pawvad’ dpviv)
and sex drive and therefore considered appropriate for erotic magic. The bird
is imagined to evoke its own characteristics in the victims, and this is the aim
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of the spell: the victim is to be “vexed’, i.e. the person desired is to be made
“mad with love””" There are clear indications of torture and physical violence
in Pindar’s mythical account, mirroring the purpose of the erotic spells de-
scribed. This is indicated by the imagery of Medea “burning” (katopévav 219)
and “agitated by the whip of Peitho” (Sovéol paotiyt IlelBodg 219). Therefore
the effect of the iynx is likely to be related to the brutal physical torments of
love, an effect paralleled in the torment of the bird vexed on the wheel.”? A dif-
ferent interpretation has been suggested by S. Johnston. She considers the iynx
a device primarily associated with sound and voice. Her source is Philostratus
(Vita Apollonii 1,25), who mentions four fvyyeg in a temple which are said to
have been referred to as tongues of gods and “could be interpreted as divine
voices.” Thus her next step is to connect the iynx with Peitho, arguing that the
orders uttered by the “divine voices” produced by the iynges are hard to resist
for human beings.”

Considering the element of torture which is indicated by Medea’s suffer-
ings and, as C. Faraone has shown, seems to be primarily related to the magical
device, the additional association with Peitho is problematic. I would suggest
that Peitho is not to be related to the device, the iynx itself, but instead to the
“prayers and incantations” which Aphrodite taught Jason and which cause
Medea’s torments as symbolized by the iynx, the suffering bird knotted on the
wheel. The earliest evidence to confirm that Aphrodite is considered the au-
thority in love-magic is the spell on “Nestor’s cup” which is meant to induce
erotic seizure; it is her fuepog which is supposed to overcome the user of the
vessel. The notion of a sort of violence is indicated, since the drinker will be
conquered by “desire” even against his will. In the mythical context of Pythian
4, Aphrodite is, in a sense, in charge of erotic magical spells, words which are
represented by Peitho; therefore they are of a divine nature here. Being very dif-
ferent from aipvAtot Aoyol, daplotig and ndpdaoig, the seductive words which
feature in Hesiod and Homer, Peitho represents here a particularly compul-
sive and violent aspect of Aphrodite’s power which is symbolized by her whip.
Violence in the workings of the goddess of love also may be felt in, for instance,
the way she forces Helen to go to Paris in Iliad 3.

It is, however, not only for the sake of rounding off the erotic imagery
that Pindar equips Peitho with a whip: whips also appear in erotic spells.”* But
to take pdotif in the concrete sense as a proper whip also seems justified by
the image of Hellas “driving” (Sovéot) Medea “about” with it (towards Hellas):
dovelv has this concrete meaning also in Od. 22,300 where it is the gadfly driv-
ing the cattle mad. Of course, the image also has an erotic connotation, as in
Sappho fr. 130 V., where it is Eros who “drives about” his victim.”” However,
considering that Medea is said to be already “burning” (219), it means instead
that the goal of the incantations is not to arouse Medea’s desire, but that she
should be “driven” towards Hellas, the home of her future husband.”®
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What is the meaning of Peitho in this context? I suggest that in the mythic
imagery Peitho is perceived as quite individual and personified, since she is
holding a whip which, being a means of beating and castigating, associates her
with principles of force which characterize violent “persuasion””” This seems
to exclude the possibility that Jason is to win Medea over merely with seduc-
tive, persuasive words. Thus Peitho stands for those “prayers and incantations”
which Aphrodite taught Jason. It is in this way that the association of the god-
dess of love and Peitho becomes manifest; but they are by no means identical.”®
I would not, then, see the iynx as a tool of Peitho, but instead an accessory of
Aphrodite functioning as a medium through which, or through whose move-
ment, the contents of the incantations become effective.” This effect is depicted
in the image of Peitho castigating Medea with the whip. The Aitai kai énaotdai
associated with Peitho are magical spells which force the victim to comply with
another person’s wishes.®* The most famous literary depiction to illustrate the
effect of erotic spells is Theocritus’ 2nd idyll, in which Simaetha performs ritu-
als and spells to win her lover back. Similarly, in Pythian 4, the loving Jason
does not address Medea herself and ask her for her love, but instead he per-
forms the magical incantations, probably by turning Aphrodite’s device, the
iynx, which functions as a medium between him and his beloved, as does per-
haps the keot0¢ ipag between Hera and Zeus. Being related to words of a magi-
cal nature, Peitho has a specific realm.

It is indeed remarkable that Jason and Medea never seem to speak to each
other although they are both presented as skilled orators throughout the ode:
Jason delivers two long speeches, first a reply to Pelias’ questions directed to-
wards the citizens (101-19), and secondly one addressed to Pelias (138-55).
Another speech (to uncles and cousins) is referred to as Aoyot pethiytot (128),
which shows that he can also command a softer mode of speech. He ought,
therefore, also to have been able to find a tone appropriate for seducing Medea:
0apLoTug, mapdaots, Aoyot pethixtot, and the like. Jason’s rhetorical skills are
also referred to when he is called co$pg.5" At the same time it is implied that
this is not enough to seduce Medea, otherwise Aphrodite would not have to
teach him. Medea is also distinguished in skills which are related to words, but
they are different from Jason’s. At the beginning of the ode, she is introduced
not as a witch or magician delivering magical speeches, but as a prophetess.
The prophecy (13-56) which the inspired daughter of Aietes is breathing out
from her immortal mouth is going to be fulfilled; her words are referred to as
coming from an immortal mouth: the term dnénvevoe even associates her with
the Muses. “And the word spoken by Medea . . . which the mighty daughter of
Aietes had once breathed forth from her immortal mouth, the queen of the
Kolchians” (9-12):%

Kai 10 Mndeiag &mog (...)
(...)

Ainta 16 mote {apevrg
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TG aném'vevs” dBavdtov otopaTog, §¢0—
nowva Kokywv. (9-12)

It seems that Medea’s wisdom and rhetorical skills are given more em-
phasis than her knowledge of magic, which is referred to in terms that could
also imply medicine.® I would suggest, then, that the introduction of the iynx
and incantations by Aphrodite is not due to the fact that Medea is a witch
or magician herself—this aspect of Medea’s skills is not particularly empha-
sized in Pindar.** I think that the emphasis on Attai and ¢naotdai, which is
also confirmed by their association with Peitho, the goddess of persuasion,
implies that Medea cannot simply be won over by Jason’s word, although
his rhetorical excellence is pointed out many times. As a wise and eloquent
prophetess she is superior to him, and divine instructions and “words” are
needed to persuade her. It is true that the magical means by which she is
finally conquered are somehow related to the skills which make her a physi-
cian rather than a magician. Pindar did not want to present Medea as a witch
who had to be won by magical spells. He presented her as a clever, eloquent
prophetess who could not simply be taken in by a man’s words—without the
help of incantations which Jason learnt from Aphrodite, and of the goddess
who represents this aspect of Aphrodite, Peitho.

The desired result that Medea will lose her reverence for her parents and
leave them (6¢'pa Mndeiag tokéwv adpérott’ ai- / 6®) corresponds to the
goal of agoge spells. They are represented in an erotic incantation in which
the performer wishes that the desired woman will abandon her husband and
child and come and stay with him, as a sign that his love is going to be ful-
filled.®> We find this motif also in mythical contexts. Sappho fr. 16 V. describes
Helen’s situation after giving in to her love for Paris in a similar way: she left
her husband, child and parents.® It was Aphrodite who caused all of this. In
Od. 4,261-64 Helen accuses Aphrodite of having affected her with &tn, which
had the same effect.

In Pindar, Medea loses reverence for her parents in two ways. The idea
that Greece, the country she is longing to go to (mofewva & ‘EANAG), is agitating
her implies that she is going to abandon her parents physically by following
Jason to Hellas. In the case of Medea, however, there is another implication,
as the aim is to make her not just leave, but actually betray her parents by
helping Jason with drugs she specializes in herself so that he can overcome
his tasks. It is also the purpose of the spell, symbolized by the paoti§ ITetbodg,
not just to arouse Medea’s desire, but to remove with violence this last obsta-
cle, the reverence for her parents. Lines 218ff. imply that Medea is already in
love with Jason. Greece is already the object of her desire (noBewvd), and the
present form of the participle katopévav suggests that she is “already burning
in her heart”? If it were the main purpose of Peitho to set her on fire, one
would expect instead a future participle.
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It seems, then, that in Pythian 4 it is the man who tries to win over the
woman not with seductive words, but through the medium of a violent love
spell, whose origins go back to the love-goddess. In the epic passages discussed
above, however, it was the woman who used words as a means of seduction.
This clearly shows that there is no fixed pattern for Peitho as the embodi-
ment of persuasion whereby man persuades woman or the other way round.
As in the Dios Apate, where Aphrodite’s power becomes effective through the
medium of the xeotog ipac which she gives to Hera, it is activated through the
iynx and incantations which she gives to Jason in Pindar’s Pythian 4. Both Hera
and Jason are now able to win over their beloved. In both cases love is not the
real aim, but just a means by which the actual purpose is achieved: it is Hera’s
aim to deceive Zeus, and Jason wants Medea’s help in order to fulfil his tasks
and save his own life.

6.6  PEITHO’S SERVANTS IN PINDAR FR. 122

An interesting aspect of the relationship between Aphrodite and Peitho occurs
in one of Pindar’s fragments: Xenophon of Corinth, on the occasion of his vic-
tory at the Olympics in 464 BC, commissioned from Pindar not only an epini-
kion, but also a drinking-song, a skolion.® Together with the context in which
it was performed, it is given in Athenaeus (13,573E-574B). Xenophon had “led”
or “brought” a hundred-limbed herd of women to the precinct of Aphrodite in
gladness at the fulfillment of his prayers for victory:*

@ Kompov déomotva, 1e0v 80T g EAoog
GopPadwv kopdv dyélav Ekatoyyvi-
ov Eevoddv Teréalg
gmayay’ edxwAaic iavOeic. 17-20

Athenaeus’ account, in conjunction with earlier evidence, has been taken
as proof that ritual temple prostitution existed at the Corinthian sanctuary of
Aphrodite to whom Xenophon allegedly promised the women as sacred prosti-
tutes. But Athenaeus only speaks in his account about invited hetairai, and there
is no indication of an institutionalized dedication of the women to Aphrodite.”
The only literary source to refer to the hetairai as hierodouloi in this context
and thus to imply sacred prostitution is Strabo, but this is not confirmed by
any other source, e.g. epigraphical evidence.”’ Considering the peculiarity of
the alleged phenomenon of cultic prostitution, it is indeed surprising that nei-
ther Athenaeus nor Herodotus, when mentioning sacred prostitution in the
Orient, refer to this phenomenon at Corinth. While some scholars take Pindar’s
skolion together with the passage in Strabo as proof that sacred prostitution
was practiced in Corinth,’” others deny that the type of institutionalized sacred
prostitution which existed in the Near East ever existed in Greece.” Those in
defence of sacred prostitution base their argument mainly on Meineke’s emen-
dation amdyetv (20), “lead”, which is then interpreted as a “ritual term” that can
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indicate a dedication.” Pindar’s text as it is transmitted by the mss. does not
give any indication at all whether the women are hetairai, sacred or non-sacred
prostitutes, since he uses completely neutral terms such as au¢inorot ITet®odg,
vedvideg, maideg, yvvaikes, kOpat, but never mopvai, iepoSotlot or étaipat.
“Young women, visited by many guests, servants of Peitho in rich Corinth, you
who burn the golden tears of the pale frankincense tree, often fluttering in your
thoughts to Aphrodite, the heavenly mother of desires, to you, o children, she
has brought about to pluck without blame the fruit of soft youth in lovely beds.
Under compulsion, everything is fair™:

ITolbEeval vedvideg, apdinolot
[TeiBoic¢ év adpverd KopivOew,
ai te 1ag YAwpdc Apavov EavOa Sdxpn
Bupudre, TOANGKL patép’ EpdTwV
ovpaviav mrapeval
vonuatt Tpog Appoditav, 5
VUiv dvevld’ énayoplag Emopev,
@ Taideg, patevaig <€v> edvaig
paABakdg dpag amno kapmov Spéneadat.
obv § avaykq o KaAov . . .

The context in which Athenaeus cites the fragment suggests that the cel-
ebrations of the victory consisted of two phases: firstly, there were ritual sacri-
fices in honor of Aphrodite in her sanctuary, in which the hetairai participated
together with Xenophon.”> Olympian 13 may have been performed during
this part of the ceremony. The last stanza cited earlier includes an address to
Aphrodite and must refer back to this ceremony. When Xenophon led them to
Aphrodite’s precinct this does not mean that he in some sense “dedicated” them
to the goddess: hetairai were a specific group of worshippers of Aphrodite with
a particular role, and therefore the sort of sacrifice performed by Xenophon
made their presence and participation necessary.”®

According to the context described by Athenaeus, the skolion itself was
sung not during the cultic celebrations in the sanctuary of Aphrodite, but af-
terwards, most likely in the second phase of the celebrations, a feast or dinner
party. This is indicated by the genre of the fragment which describes itself as
a skolion, a drinking song of the kind that was usually performed after din-
ner.” Presumably it was sung during offerings that were made by the same
hetairai who had performed sacrifices together with Xenophon earlier and
are addressed in lines 3-4: “you women who burn the golden tears of the pale
frankincense tree”®

Apart from the implications of the literary genre there is another indica-
tion which corroborates the assumption that the skolion was performed during
a dinner party: no commentator has pointed out and discussed the odd nature
of the first lines of the skolion, which address the women, whom Athenaeus
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refers to as hetairai, with the words: mohvEevau vedvideg, apdinolot IelBodg
év adveilw KopivBw. Why are they called “servants of Peitho, visited by many
guests” and not “servants of Aphrodite’, although she is the goddess in whose
service the young women had, according to the skolion, made the sacrifices in
the temple?

The switch of deities could indicate that the skolion was performed in a dif-
ferent context and thus marks the transition from the cultic to the symposiastic
sphere. Peitho cannot simply substitute for Aphrodite in a cultic context, but
is a goddess who is at home at dinner parties and symposia. The introduction
of one of Aphrodite’s attendants, Peitho, can be related to the role which the
hetairai play at the symposium. Thus the address to Peitho need not be based
on a cultic background, but may be a poetic stylisation of the activity of the
hetairai at the symposium. This is supported by lines 1-9: while they are per-
forming the offering, they often flutter in thought to the ‘heavenly mother of
desires, Aphrodite, who here embodies sexual fulfilment, as lines 7-8 suggest.
It is the job of the hetairai at the symposium to provide this for the guests and
moAvEevau “visited by many” can be read in the sense of professional secular
prostitution and need not be related to sacred prostitution. When the women
are called “servants of Peitho’, this could well refer to their activity during a
symposium where they seduce men by words, and, as line 6 suggests, they are
successful at doing that: Aphrodite herself has granted sexual pleasure to them
without the possibility of blame (Vuiv dvev® énayopiag émopev). Here Peitho is
not linked with magical spells but simply embodies seductive words of the type
we find in Aphrodite’s keoTog ipag.

In this context it is interesting that much later epigraphical evidence from
Olynthus in Chalkidike establishes an indirect relationship between hetairai
and Peitho in cult. From an inscription which has been dated between the 2nd-
Ist century BC we discover that Peitho was offered a votive statue from the
committee of the agoranomoi at Olynthus.” According to Suda I 528 (2,54,4
Adler), they were responsible for fixing the price of how much a hetaira “is
allowed to take”!® It seems that the function of the agoranomoi was similar to
that of the astynomoi at Athens and Piraeus, which has been discussed earlier
(see ch. 2). Perhaps the agoranomoi received a share of the hetairais’ earnings
which they used for the dedication.’®* Of course, this inscription cannot pro-
vide evidence of cultic veneration of Peitho in Corinth.

It cannot be mere coincidence when Peitho, as an embodiment of erotic
persuasion, becomes important in certain literary genres and in the places
where they are usually performed. The personified Peitho hardly appears in
early hexameter poetry, but suddenly arises in the poems of Sappho, which
may well have been performed at festivals and symposia, occasions which lend
themselves to flirtation and seduction.'® The skolia too were performed at such
venues. Maybe one can also see here that the occasion or event for which a
poem is written influences the poets’ creativity in the inventing and styling of
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personified deities. The hetairai are called apdinolot Ilel@odg in Pindar fr. 122
M. since they are meant to persuade their male customers. Thus Peitho is as-
sociated here with the power of seduction, which is supposed to lead to sexual
intercourse. But Peitho, as shown by the example of Pythian 4,213f., can also
be linked with persuasion, the attempt made by the lover to remove obstacles
which hinder the satisfaction of his or her desire.'®

6.7  CONCLUSION

The comparison of cultic and literary evidence has shown that the goddess
Peitho also has her own history. Although a relatively old cult goddess, she
seems, by comparison with the Charites, to have had little individualized, an-
thropomorphic personality. Some of her early genealogies suggest that she
originally had nothing to do with erotic persuasion, a fact which is also con-
firmed by Hesiod and Homer, who do not call the means of erotic persuasion
“Peitho’, but use other terms to express this particular aspect of Aphrodite. In
Workse»Days, expertise in seductive words is instead the task of another god,
Hermes. It was Sappho, who by making Peitho the daughter and attendant of
Aphrodite, explicitly associated her with erotic persuasion. This clearly signals
a subordination to the Olympian goddess of love, and one would not consid-
er Peitho simply a “divinity whose province was the alluring power of sexual
love'** As a part of Aphrodite, she serves to bring lovers together, i.e. towards
the love-goddess’s actual domain, the consummation of love. Thus in her rela-
tionship with Aphrodite, Peitho certainly experiences a restriction of her pow-
er, a fact reflected in cult associations where she represents a particular aspect
of Aphrodite. It is no coincidence that Peitho emerges as the deity of seductive
words and persuasion in the context of symposiastic poetry, which the exam-
ples in Sappho and Pindar show. The poets seem to have created and stylized
the love-goddess Peitho according to the occasion of performance. Seduction
and flirting belong to drinking parties and symposiastic encounters.






Chapter Seven

The Origins of Eros

7.1 INTRODUCTION

Among Aphrodite’s companions, Eros is the only personification who is finally
credited with the role of a fully individualized god by the poets. This tendency
is recognizable in our literary evidence in individual attempts to mythologize
a male love-god, yet it will not be completely developed before Apollonius
Rhodius. Although subordinated to Aphrodite as attendant or, later, as son, he
is the only one to compete with her over what is traditionally her sphere of in-
terest. This is surprising since apart from the Theogony, to our knowledge, none
of the early literary works (Iliad, WorkseDays, Odyssey, the Homeric Hymns
or the fragments preserved from the Epic Cycle) features a personified god of
love, whereas other erotic and also non-erotic personifications (the Charites,
Peitho, Hypnos, Thanatos, Dike &c.) appear in these epics and hymns from the
Archaic period.

Bearing this in mind, I will argue that Eros’ appearance in the Theogony
was determined by the cosmogonic genre—at least as far as we can tell from
extant literature. This may be the reason why he is different from the other
personifications associated with Aphrodite and why he is after all, as a proper
mythological figure, a latecomer among the deities concerned with love. We
have seen in earlier chapters that the mythical role not only of the Olympian
Aphrodite, but also that of the Charites or Peitho is related to its meaning and
function in cult. It seems that the earlier and more securely cultic veneration of
a personified deity is attested, the more clearly defined he or she appears to be
in early hexamter poetry. Is the main difference between Eros and his compan-
ions and Aphrodite the fact that he is not originally a cult god? And, is this also
the reason why the formation of his full personality is a later phenomenon? The
present chapter sets out the origins and components that contributed to and
shaped the figure of Eros. The complexity of Eros’ identity is reflected in the
variety of genealogies which provide a basis for examining the various versions
of his origins.

137



138 Aphrodite and Eros

It has often been considered remarkable that Eros appears as a personifica-
tion performing a prominent role among the primeval entities in the context
of a cosmogonic poem—the Theogony—but is not endowed with any attri-
bute which could imply the image of a personified god elsewhere in extant
epics or the Homeric Hymns: €pwg is just the impulse of desire. I argue that
the absence of Eros here is due to the fact that, originally, he was neither an
established figure with his own myth nor did he have any cults at that stage in
Greece. Pausanias’ frequently cited testimony (9,27,1) cannot, as will be shown,
prove that the god’s cult at Thespiae in Boeotia was an ancient one. Therefore
Hesiod need not have drawn on cultic experience and myths related to it when
representing the god, but may instead have been influenced by the tradition
of another kind of mythic source: that which is concerned with cosmological
speculation. Several cosmic concepts, as for example a Phoenician cosmogony
or the so-called Orphic poems, set “desire” (¢pwg, m600g) among the very first
standard primeval entities.?

In what follows I will argue that Hesiod, aware of cosmogonic traditions,
attributed to Eros his prominent role in the cosmic context of his Theogony,
and in so doing outlined the decisive characteristics of the image of Eros in
Greek culture in general. In comparison with the other primeval entities, the
amorphous Chaos and Earth, Eros is considerably more clearly defined by his
“Olympian looks” and functions, which actually do not seem to fit his position
as they are related to the love affair of human beings and anthropomorphic
gods. This characterization, together with his second appearance as Aphrodite’s
companion, has provoked the question in scholarship as to whether Hesiod
could have combined two different, already existing traditions of Eros: that of
the cosmic deity and that of the love-god. We will see that Eros as presented
in the Theogony, seems to be—as far as we can tell from extant literature—
Hesiod’s own creation as inspired by the exigencies of the cosmogonic genre. In
spite of this context, however, some of the god’s particular features and activi-
ties (e.g. his beauty and the way he exerts power over gods and men) do not
diverge from the ideas displayed later in lyric and drama. Apart from Hesiod’s
scheme, there is additionally another significant source which gradually influ-
enced the image of the Greek love-god. Certain features of Eros (alias Phanes
or Protogonos) as presented in some versions of the Orphic cosmogonies are
reminiscent of images in which poets and artists depict Eros equipped with
wings and shining with gold.

I suggest in the final chapter that the Hesiodic epithet k&AAiotog (Theog.
120) may allude to another characteristic of Eros, one that is due to the sym-
posiastic context in which lyric poetry was performed. There is clear evidence
that the poets praise beautiful youths present at the banquet, the épwpevot, with
whom Eros is identified. However, we cannot tell whether this practice was
already taking place in Hesiod’s time. It seems that it does not emerge before
Anacreon and Ibycus.
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7.2 EVIDENCE FOR EROS AS A CULT FIGURE IN THE
ARCHAIC AND CLASSICAL PERIOD

Modern scholars have found evidence for cults of Eros throughout Greece, the
most famous being that at Thespiae in Boeotia.’> Although it has been con-
ceded that official worship was rare, Eros is generally thought to have been
established as a cult deity in very early times. The main source for the scholars’
argument, Pausanias’ Description of Greece (9,27,1), however, is comparatively
late (2nd century AD) and inconsistent with the only two ancient literary testi-
monies which make reference to cults of Eros. In the hymn to Eros in Euripides’
Hippolytus (538-40), the chorus complains that the deity whose power and
ubiquity they have just praised is not worshipped anywhere. “Eros, however,
the tyrant of men, the keyholder of Aphrodite’s dearest chambers, we do not
worship”:

"Epwta ¢, TOV TOpavvov &vopdv,
oV 185 Adppoditag
¢AtdTwv Bakapwv kKAndodxov, ob oefilopev.

A similar statementis made in Plato’s Symposium (189c4-8) by Aristophanes,
whose motivation for praising Eros in speech is that the god’s power has been
neglected by mankind, who do not honor him with sanctuaries, altars or sac-
rifices. “I think that people have wholly failed to realize the power of desire; if
they had realized it, they would have built the greatest sanctuaries and altars for
him and have made the greatest sacrifices, whereas none of these is done for
him now, although he would deserve it most of all”:

éuolyap Sokodotv &vBpwmotmavtanact Ty Tod Epwtog Shvauty ovk
No0fiobal, énel aicBavopevoi ye péylot dv avtod iepd kataokevdoat
Kai Pwpove, kai Buoiag &v molelv peyiotag, ovy domep VOV TOVTWV
ovdev yiyvetatl ept avTdv, S¢ov mavTwy pdAtota yiyveoOat.

It is in accordance with this lack of cultic veneration that Eros, in contrast
to other gods, and in spite of his age and importance, never had any hymns,
paeans or encomia written for him by the poets. “Is it not terrible, Eryximachus,
he says, that hymns and paeans have been composed to other gods by the poets,
but that for Eros, although he is such an ancient and important god, not one of
so many poets has ever composed an encomium” (177a5-b1):

o0 Sevov, <|)r|0w, ® Evalpaxs, d\\oig pév ot Bedv Buvoug
kal malwvag elvat YO TOV otV TEMOUévov, Td 8¢ "Epwtl,
TAKoUTW dvTL kai TooovTw Oed, pndt éva mOMOTE TOCOVTWYV
YEYOVOTWY TOMTOV TemotnKEval undEv EyKOWLov;

This statement ignores the hymnsbaddressed to Eros in 5th-century BC
tragedy (Sophocles’ Antigone and Euripides’ Hippolytus); perhaps they were not
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thought to be based on tradition and cult, but poetic inventions.* The same may be
true of the fragment by Alcaeus which has been interpreted as a hymn to Eros.

These testimonies do not seem to have been taken into account by schol-
ars who claim that Eros was an established figure in cult. On the other hand,
no commentator of the Symposium has ever considered this passage worth
discussing under the aspect of cultic evidence. W. Barrett, in his commentary
on Euripides’ Hippolytus, points to the lack of consistency with archaeological
evidence at Thespiae and at Athens, where in 1931 O. Broneer discovered a
rock-cut shrine of Eros and Aphrodite on the North slope of the Acropolis.®
Two inscriptions show that Eros and Aphrodite were worshipped there from
the mid-5th century BC onwards, with a festival of Eros taking place on the 4th
day of the month Mounychion (IG I>.1382a and b).”

01 "EpoTtt he eopte Adpodli]tleg] (b)
tletpddt hiotapévio
Movixiov[o]g pev[og. (a)

However, it is striking that neither Euripides nor Plato nor any other liter-
ary source mention the association of Eros and Aphrodite in this cult or a role
for Eros in this festival.® Barrett suggests that the passage in Euripides can be
explained by the fact that Eros had only fertility cults and that these were con-
sidered primitive in comparison with the lavish worship of the Olympian gods.
However, I doubt that this can be the reason here, since he is associated with a
major Olympian deity, Aphrodite. The silence of the literary sources regarding
this Eros cult on the one hand, and on the other the testimony in Symposium
and Hippolytus that there was no Eros cult suggest that this termenos was still
mainly considered a sanctuary of Aphrodite in the 5th and at the beginning of
the 4th century BC and cannot count as an example of independent worship of
Eros. It would seem, then, that his role must have been entirely secondary.’

How can the inconsistency between epigraphical and literary evidence as
documented in Euripides and Plato be explained? The festival of Eros men-
tioned in IG I’.1382 a was celebrated in spring-time (April/March) and marked
Aphrodite’s birthday. Scholars inferred from the season that Eros must have
been worshipped there as donor of vegetation and reproduction.”® Although
the inscription suggests that it was a festival only in honor of Eros and therefore
confirms some independence from Aphrodite, it seems likely that Eros did not
function as an autonomous deity of reproduction." One might in this case as-
sume that in the cultic sphere he represents an aspect of the Olympian goddess
Aphrodite, whose link with fecundity and growth is already documented in
the Theogony and the Homeric Hymn. She shares this characteristic with her
Phoenician predecessor. Fasce’s view, however, that Eros is a long-established
deity of reproduction and fecundity with cultic worship all over Greece has to
be reconsidered, since Pausanias is in most cases the earliest, and often only
source. His statements on this point are not confirmed by archaeological evi-
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dence or earlier writers, and it is therefore doubtful whether they can be really
taken as probative of the Archaic period."?

It is significant that Eros is related to reproduction and fertility at Athens but
does not appear to have been worshipped as a love-god whom lovers invoked in
order that he might fulfil their desires. He may of course be already on his way,
however, to assuming such a role in literature, as the hymns to Eros in Antigone
and Hippolytus suggest. The function of Eros as a love-god is reflected in cult
later, at least in the 4th century, as a lamp from the nearby Kerameikos, bear-
ing a 4th-century BC dedication to Eros, suggests."> However, it is surprising
that the Hellenistic dedicatory epigrams in the Greek Anthology do not provide
any evidence that Eros was invoked as a god of love matters in a cultic environ-
ment. Images of him are usually gifts for Aphrodite. The statuettes of Eros and
Aphrodite which O. Broneer found in the shrine at Athens date from the 3rd cen-
tury BC."” This date also suggests that Eros had only gradually become a personi-
fied cult god. One might in this case assume that cultic developments are strongly
influenced by the poetic features of Eros as a god involved in private human love
matters, as depicted in literature as early as the end of the 6th century BC.

S. Fasce suggested that the official veneration of the god at Athens be-
gan with the cult founded by the Pisistratids.'® Pausanias and Athenaeus both
claim that Eros’ first altar at Athens was the one founded by an intimate of the
Pisistratids in the Academy, but it is questionable whether one can speak of an
actual cult. According to Pausanias, there was an altar of Eros at the entrance of
the Academy, dedicated by an intimate of the Pisistratids, Charmos, who was,
according to the inscription, the first Athenian to dedicate an altar to Eros."”
The text of the dedication, an elegiac couplet, has been preserved by Athenaeus,
who also gives additional information about Charmos (Anth. Pal. App. 1,31).
He had been the lover of the Pisistratid Hippias as a young man (later tyrant)
and for the very first time had an altar for Eros erected near the Academy:
“Eros, full of various devices, for you Charmos set up this altar by the shady
boundaries of the gymnasium.*®

nowkhopnxav’ "Epwg, oot 1ov§’ idpvoato Pwpov
Xdappog €ni oKLEPOIG TEPUATL YOULVAGIOU.

Apart from the personal elegiac couplet, we have no surviving epigraphi-
cal evidence to confirm that a public, civic cult of Eros could have been set up
there. Moreover, the epigrammatic inscription on the altar recalls the style of
sympotic poetry: it describes the dedication of the altar as though it were a
statue of Eros, i.e. the Eros of the symposium and lyric poetry, not of cult. It is
implausible that a public cult of Eros should have been founded on the grounds
of a private love affair, whether in the Archaic period or later. Clearly the occa-
sion for the dedication of the altar was a homoerotic one. This is indicated by
the foundation stories romanticising the homoerotic love affairs notorious in
the family of the Pisistratids.?
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The second cult place which is mentioned by Barrett in order to confirm
that Eros did have cult places in Greece is more interesting: Thespiae in Boeotia.
Once again it is Pausanias who refers to it (9,27,1). He says that “the Thespians
from the very beginning onwards worshipped Eros above all the gods, and their
very ancient cult image was an unworked stone”.

Bewv 8¢ oi Oeomieic Tipdotv "Epwta pakiota €€ dpyig, kai odpoy
dyadpa madadtatov oty apyog Aifog.

Although Pausanias concedes that many people consider Eros as the
youngest among the gods, the validity of his statement concerning the antiquity
of this cult has been widely accepted.! Some scholars explained the prominent
place of Eros in the Theogony with reference to the position which the god held
in a local cult during the author’s life-time.?? A. Schachter, however, rejects the
possibility of an early dating of the cult and argues that the stone image of Eros
might not even have been in existence when Hesiod wrote the Theogony.”* He
agrees that the unworked stone seen by Pausanias could have been a cult im-
age, but it need not necessarily have been old. There is in fact good evidence
that the creation and veneration of aniconic images is by no means restricted
to the Archaic period. Apollo’s worship seems to have always been particularly
linked with stones, we also know of stone images of Hermes and Dionysos.
Passages in Xenophon and Theophrastus suggest that the veneration of stones
was performed during their life, but was perceived as a very unusual or even
superstitious practice. Perhaps this may account for a revival of primitive cults
in later times when they were contrasted with “proper” religious worship of cult
images. The introduction of a new cult in 468/7 BC in which a fallen meteorite
was worshipped as a cult object is recorded in the Marmor Parium.* Even if we
assume the antiquity of the stone image, the question still remains whether it
had always been related to Eros. Pausanias’ only source were local informants
who claimed that it was. However, we have to bear in mind another possibility:
the fact that the image was aniconic may refer to a stage when Eros was not al-
ready personified, and thus the assignment of the stone to Eros could be early.

Judging from the lack of sources, both literary (except Pausanias) and epi-
graphical, A. Schachter even considers the possibility that this cult may not
have existed at all. His speculation is supported by the fact that this cult at
Thespiae does not appear in hymns: Alcaeus does not mention it in the frag-
ment, which has been interpreted as a hymn to Eros, nor is it referred to in the
hymns of Antigone or Hippolytus. In the latter the chorus even complains about
the lack of general cultic veneration, as does Aristophanes in his speech in the
Symposium. Had Thespiae been one of the cult places of Eros, it would seem
astonishing that the literary sources do not hint at it. Furthermore, Eros is ab-
sent from the Thespian reliefs which record the deities who were worshipped
there in the Archaic and Classical periods:*® Demeter and Heracles;* five fig-
ures on a relief (4th century BC) have been interpreted as Dionysos, Heracles,
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and three Nymphs.” We might also have expected an old local cult god, albeit
aniconic, to have appeared somehow or other—at least as an epithet of one of
the Olympians. It would seem, then, that Eros” absence there is consistent with
the lack of earlier literary evidence for his cult at Thespiae.

A. Schachter’s idea as to how Thespiae could later have become known as
the cult place of Eros is tempting. If we are to believe the anecdotes which come
from sources centuries later, it is the personal achievement of the well-known
hetaira Phryne, who, in the 4th century BC, set up the famous statue of Eros
by Praxiteles in her home town Thespiae.”® Phryne’s close association with the
Eros cult at Boeotia emerges when we consider that not only the famous statue
of Eros, but also a statue of Aphrodite and herself (all by Praxiteles) had been
placed in the temple.?”” The close relationship between Thespiae and Praxiteles’
Eros is also indicated in the statements of Cicero (in Verrem 4,2,4; 4,60,135) and
Strabo (9,2,25 [410]), who declare that the only reason visitors came to Thespiae
was to see the famous statue by Praxiteles, which was, moreover, praised in nu-
merous Hellenistic epigrams.® The erecting of a statue of Eros at Thespiae does
not presuppose an established cult of Eros there, since Phryne, being a hetaira,
will have considered Eros and Aphrodite as the deities to whom she felt most
related and to whom she therefore wanted to make a dedication.*

But in which context should this cult image of Eros be interpreted? The
Praxitelean Eros has, in fact, nothing in common with an ancient god of fecun-
dity. The epigrammatists describe him as a beautiful young man, in the manner
of the Archaic poets who praise young men at the symposium. At Thespiae
Eros is the companion (rather than son) of Aphrodite, and both share a place
with the statue of a mortal who was, according to later anecdotal evidence, the
most famous hetaira (oAb émpaveotdrn T@v étalp@v) of the 4th century BC,
renowned for her beauty and her humour.** Galen, for example, says that her
beauty did not require any make-up.*® Some of her witty remarks (in sympo-
siastic contexts) are collected in Athenaeus’ Deipnosophistai.** The anecdotes
about her life are transmitted in the biographical tradition of her lovers. She
was well known for her relationships with artists, Praxiteles in particular, who
is said to have chosen her as a model for his Knidian Aphrodite.*® The lawyer
Hyperides, who is also said to have been her lover, defended her when she was
accused of asebeia.** However, it was not because of his speech alone that she
was finally acquitted. Apparently, when Hyperides’ defence was likely to be un-
successful, he brought her to court and convinced the judges by uncovering her
breasts.” The renown of Phryne’s beauty forms an essential part of the tradition
according to which she let “her body speak” and gave a sight so stunning that
the judges were overwhelmed and decided in her favour.®

Phryne’s particular role as a hetaira in the symposiastic culture allows
us to identify her dedication, Praxiteles’ Eros, with the love-god of banquets
and symposia, i.e. who represents the ideal of the handsome young man. If
Eros’ origins at Thespiae are associated with Phryne’s dedication, then it seems
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justified to assume that Eros ascended from the symposiastic to the sacred
sphere there. Formerly, according to our epigraphical evidence, Thespiae had
been limited to the Olympian gods.

It is interesting that Pausanias, although emphasizing the antiquity of the
cult, says somewhat apologetically that he is unable to give a cult aition which
could tell us about the origins of the veneration of Eros at this place (9,27,1):

6ot1g 8¢ 0 karaotnoapevos Ogomedowy “Epwta Bedv oéfecBou
pdAtota, odk oida.

This remark suggests that he may have expected the Thespians and their
guides to know of one, but apparently they did not. Elsewhere, Pausanias usu-
ally records foundation myths of cults discussed.”

The absence of a myth narrating the foundation of the cult to which
Pausanias himself draws attention, together with the lack of epigraphical evi-
dence, also may suggest Eros’ late arrival at Thespiae. Of course, these are only
arguments from silence against the assumption that Eros had a long tradition
as a cult god there. It would seem, then, that the antiquity of the cult which was
claimed by Pausanias” informants probably refers more to the age of the liter-
ary source in which Eros played a prominent role for the first time, Hesiod’s
Theogony. An inscription from Thespiae referring to the “Muses of Hesiod”
confirms how much Hesiod’s name was linked to this place:

6pog tag yag Tag [ia]pag T@v ofvv]Butdwv tip Mwod[wv td]v
Eiotodeiwv.®

7.3 THE MEANINGS OF THE PHENOMENON é£pwg IN
EPIC AND EARLY LYRIC POETRY

When modern scholars speak of “Eros”, they often refer neither to the love-god
nor to the non-personified meanings of the term €pwc, but to the phenomenon
of “Greek love” more generally.” Whereas aspects of cult have been frequently
discussed in recent scholarship, the examination of the original, literal mean-
ings of €pw¢ has been a matter of less interest.*?

Certain ideas and expressions denoting the effects of desire occur in the
Homeric and Hesiodic poems and are common in the Homeric Hymns as well.*
One particular expression referring, however, to the workings of ipepog, is doc-
umented already in our earliest datable literary medium, the inscription on
“Nestor’s cup” cited earlier. Variations of this expression and the idea involved
occur also e.g. in the Iliad and the Homeric Hymn to Aphrodite. This suggests
that these formulae, together with the concepts they describe, are older than all
our extant works and very probably rooted in oral tradition.*

I begin with a discussion of the poetic features and formulaic expressions
denoting the physical and psychological connotations of the non-personified
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€pw¢ which are commonly used in Homeric and Hesiodic epic and the Homeric
Hymns. These contexts show how poetic illustrations of €pwg and their devel-
opments became significant in lyric poetry and made a major contribution to
the identity of the male love-god who first appears personified in the cosmo-
gonic context of Hesiod’s Theogony. As it will turn out, Eros’ representation
there is very peculiar, and as it seems, unique.

Although the non-personified €pwg is not mentioned among Aphrodite’s
erotic spells, either in the inscription on “Nestor’s cup” or as an element on the
goddess’s keaT1og ipdg, the term is not entirely absent and appears in various
contexts, including the famous love scenes in book 3 and 14 of the Iliad and the
suitors’ scene in book 18 of the Odyssey. It is here that we can observe the im-
plications and workings of desire in a mythical context: £pwg in its erotic sense
is a natural physical need which, like hunger or thirst, seeks satisfaction. It has
no moral component, but is neutral. I have suggested earlier that the expres-
sions in which the activity and effects of €pwg are displayed in the Iliad can be
compared with those of sleep.

Whereas erotic desire occurs only twice (Il. 3,441ff. and 14,294) in the Iliad,
the €pwg “for food and drink” occurs twenty times, exclusively in the following
formulaic verse which is also twice attested in Hesiod (fr. 266a,8 (=266¢,1) M.-
W.). “But when they had put from them the desire for drink and food”:*

avTap mel TOOL0G Kai £8nTVog¢ €8 €pov EvTo.

Here €pwg denotes a natural and neutral physical need for food and drink
which is “sent out” when it is satisfied (“but when they had rid themselves of
their desire for food and drink”). Homer also refers to an €pwg yoov, a “desire
for weeping” or “mourning” (e.g. Il. 24,2271.), which is also seen under the as-
pect of satisfaction of a desire or impulse.*s

In the erotic sense, however, épwc is not exclusively seen under the aspect
of having already been satisfied. Instead, the actions which épwg performs sug-
gest the immediate influence of sexual desire on the body and mind of Paris
and Zeus: no sooner have they spotted the beloved, than they want to have sex
with them. In both cases the subject points out that his desire has never been
as strong as it is now. In Iliad 3, Aphrodite has forced Helen to join Paris in
his bedchamber. The presence of the beloved makes Paris encourage her to lie
down with him. “But come now. Let us lie down together and enjoy love. For
never yet has desire so enfolded my senses—not even when I first snatched you
from lovely Lacedaemon and sailed with you on my sea-faring ships, and when
we on the island of Cranae were joined in love, sharing the same bed—as I now
love you and sweet desire seizes me”:

AN’ &ye On) GLAOTNTL Tpameiopev edvnOEvTe-
oV yap 1w moTé | OO Y Epwe dpévag dudekdlvyey,
ovd’ dte o MpdTOV Aakedaipovog €€ épatetvilg
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Emheov apmdgag év movtomopoLot véeaoty,
viowt & év Kpavaij éuiynv ¢thotntt kai evviy,
g oo VOV Epaplal kai pe YAukdg ipepog aipel. Il. 3,441-6

In the Dios Apate, Hera’s plan to seduce Zeus is successful, since, as soon
as he beholds Hera, Zeus’ feelings and utterances are similar to those of Paris.
“And when he saw her, then desire enfolded his shrewd mind, just as when,
concealed from their dear parents, rushing off to bed, they had for the very first
time joined in love™

wg & 1dev, Mg v Epog muKIVAG ppévag appekaAvyey,
olov 6te TpWTIOTOV EUOYEGBNY GLAOTNTL
eig VIV Ppolt@vTe, pidovg ABovTe Tokiag. Il 14,294-6

Next he compliments her by saying: “For never yet has desire for any other
goddess or mortal woman so been poured over and overcome the heart within
my breast—not even when I was seized with desire for Ixion’s wife . . . as now I
desire you and sweet longing seizes me”:

oV yap nw moté W OS¢ Bedc Epog ovdE yuvaikog

Bupov évi otnBeoot meputpoyvBeic édapacaey,

008 OmoT fipacapny ‘TEoving ahoyoto

(here follows the catalogue of Zeus’ previous beloveds)

¢ oeo VOV Epapat Kai pe YAUkUG {pepog aipel. Il. 14,315-28

The way in which Aphrodite arouses Anchises’ desire is described in sim-
ilar terms in the Homeric Hymn. “Like the moon it shone about her tender
breasts, a marvel to behold. Anchises was seized by desire™:

wg 8¢ oelrvn
om0eowv apd’ dnaloiow EAdumeto, Badpa idéabar.
Ayyxionv & &pog ellev. Hymn. Hom. V, 89-91

However, not only Aphrodite’s physical beauty, but also her words can
arouse Anchises’ sexual feelings. “When she had thus spoken, the goddess cast
sweet longing into his heart. Anchises was seized by desire”™

Q¢ eimodoa Bed yAvkdv (pepov EuPare Oupd.
Ayyxionv & €pog eilev. Hymn. Hom. V,143f.

The common feature in these situations is that Paris, Zeus’ and Anchises’
épwg is triggered by an external impulse, the sight (or words) of the beloved,
so explicitly in II. 14,294 (wg & idev) and implicitly in Hymn. Hom. V, 90f. with
the formulaic Qadpa idécBat. Helen’s presence is indicated in II. 3,441f. as Paris
talks to her. The effects of desire are described in the Iliad in the following im-
ages, which display interesting parallels: £pwg “enfolds” (dpdexdAvyev Il. 3,442;
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14,294), is “poured over” (mepimpoxveic II. 14,316), “overcomes” (¢dapacoev
I1. 14,316); besides, it “bewitches” (¢8ekxBev Od. 18,212). We have seen earlier
that the effects of £€pwg on the lover is described with the same verbs as that of
sleep and death, which appear personified not only in the Theogony, but also
in the Iliad. In the same way in which desire “enfolds” (dpdikaldmrtery 3,442;
14,294) the mind (¢ppéveg), which entails a restriction of perception or a sort
of mental disturbance, or even that “the senses are overcome’, sleep not only
affects the eyes and disturbs visual perception, but is also a state of complete
sensory deprivation or unconsciousness.*

The expression £pwg (sc. Oedg/ yvvatkdg) Bupov éviotriBeooi tepimpoyvbeig
édapaooev (also applied to the personified Eros in Theog. 122) is further paral-
leled by descriptions of states like sleep and death, which are said to overcome
gods and men.*® €pwg affects gods and men in a particular area: the “heart”
(Bvpog €vi otBeoot) or the “mind” (¢ppévec); these zones indicate that Epwg
causes a mental disturbance and a restriction of perception similar to sleep’s
effect on sight.*

In the Iliad two aspects of €pwg are significant: firstly, on a poetic level,
the images representing the effects of desire are identical to those of sleep.
Secondly, épwg tends to influence the mind, whereas sleep tends to affect the
body, especially the eyes. But both phenomena have in common that they re-
strict the means of human perception. What, however, makes the concept of
€pwg in the Iliad unique in Greek literature is that its effect is not perceived as
a physical or psychological pain or distress by Paris or Zeus.” Anchises is not
worried about his desire as such, but rather about the consequences involved in
an erotic encounter with a goddess.

An erotic context in which €pwg is perceived as a psychological but pri-
marily physical pain can be found in book 18 of the Odyssey (18,212-3). When
the suitors see Penelope after Athena’s beauty treatment, épwg bewitches their
minds and makes them go weak at the knees, “for they all desired to lie down
with her”:

T@v § avtod AvTo yolvar, €pw & dpa Bupov EBekyBev,
navteg § Nproavto mapai Aexéeoot kABijvad.

Here the mere perception of beauty affects first the mind, and then has
physical repercussions. This does not necessarily mean pain, but rather that
they can hardly bear their strong sexual desire for Penelope. As in the passages
of the Iliad, desire affects the Bupdg; the verb 0¢Ayewv brings épwg close to the
components of Aphrodite’s keoT10¢ ipdg, the Behktrpra.

The expression t1@v & avtod AvTo yobvar’ is revealing as regards the ori-
gins and development of the terminology of the effects of €pwc. It could explain
Eros’ earliest epithet AvopeAr|g, which first appears, according to our sources,
in Hesiod’s Theogony 121.°' The meaning of the adjective is hard to grasp from
this passage, since in this context, characterizing one of the primeval entities, it
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appears quite isolated. However, although the adjective Avowelr|g itself is not
actually used in the Iliad, its original meaning can be inferred from a similar
phrase (\doe 8¢ yvia) which appears there. To “loosen someone’s limbs” is noth-
ing but a euphemism for wounding and killing somebody.>* Agenor, a Trojan
soldier, kills Elphenor with a bronze-tipped spear thrust into his unprotected
ribs. Thus Avotpehng reflects an early association between €pwg and 8é&vartog.

ottnoe Evot@L xakknpei, Aboe 6¢ yvia.* I1. 4,469

Later in the Odyssey (20,57) hvoweAnig functions for the first time as an
epithet of sleep, implying here a positive but overwhelming and irresistible
weakening; sleep brings relaxation and a release from cares:**

evte TOV Umvog Epapmte, Awv pelednuata Bopod
Avotpelns. Od. 20,56f.

The fact that desire and sleep share the same epithet confirms the analogies
observed so far.®

The concept of £pwg in the Odyssey is distinguished from that in the Iliad:
we see that €pwg can affect the human body in a negative way. The motif, which
becomes so frequent in Greek literature, that love is little short of dying, is in-
dicated by the image of £pw¢ “loosening the limbs”, which originally seems to
have belonged to the sphere of battle and war. These images are next found in
the fragments of Archilochus, who describes his own unrequited desire in simi-
lar terms, using, however, the term 1680¢.>® The first reference to the physical
pain of love being like a wound caused by a weapon is found in the works of
this poet. The lover is depicted as being seriously wounded, like a soldier on
the verge of death (&yvyxog), prostrate and pierced to the bone by desire (fr.
193 W.):¥

dvotnvog Eyketpat mobwt
ayvxog, xahemijiol Bewv 6dVVNLoWY EKnTL
TENAPUEVOG O OOTEWY.

These examples, again, show that the images and terms which describe
the activity and effects of épwg have parallels with other phenomena. Thus
Avopelr|g is an epithet of both desire and sleep. In expressing the painful physi-
cal experience of unfulfilled desire, the poet of the Odyssey and Archilochus use
a terminology which is applied in contexts of wounding and death in warfare.

It may seem surprising that neither in the Iliad nor in the Odyssey is there
at first sight a direct affinity between the aspects of Aphrodite’s province and
€pwg; Eros is not personified there and cannot be a divine attendant and, in
contrast to iuepog, €pwg is not a component of Aphrodite’s keotog ipdg either.
The two erotic contexts in the Iliad, however, show that, after Aphrodite’s per-
sonal intervention in book 3, épw¢ enfolds Paris’ senses as soon as the latter
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has seen Helen. It is only by Aphrodite’s magical ipag, that Hera can seduce
Zeus and achieve the same effect. Although the goddess and the effect, £pwg,
are never presented as directly interconnected, the imagery used by Zeus in
describing the effect of €pwg as “overcoming” his senses (Bvpov évi otrfeoot
nepimpoxvBeic €é8apacoev) is not only applied to the personified Hypnos, but
also to Aphrodite in the Iliad (14,198f.):

86¢ vOv pot pthotnTa kal (pepov, Ot te oL TavTog
Sapvar d8avarovg 8¢ Bvntovg dvBpwmovg.

and the Homeric Hymn to Aphrodite (V,3):
Kai T édapdooaro dAa katabvntdv dvBpwmnwv.

It becomes evident that the terminology which describes the effects of
€pwg in the Iliad is the same as that applied to the activity of two other gods:
Aphrodite and Hypnos. There is another interesting similarity: the contents
of Aphrodite’s keotog ipdg are called Belktnpia, and the effect of €pwg on the
suitors is expressed with 8é\yelv as we have seen in the passage cited above.

Thus it seems that a proper independent love terminology describing the
effects of desire does not yet exist. Therefore the expressions in which €pw¢
is described in the Iliad, Odyssey and the Theogony are paralleled by other
phenomena of the non-erotic sphere or other already personified deities. The
mythological contexts convey that the non-personified £pwg and {uepog are
closely linked with the presence and workings of Aphrodite; they represent an
aspect of her province.

The frequency and importance of {fiepog in epic and in the Iliad in par-
ticular makes it necessary to delimit it from &pwg. It seems that in Homeric
epic they represent different aspects of desire. The terms do not seem to be
etymologically connected.”® We have seen that iuepog belongs to Aphrodite ac-
cording to the inscription on “Nestor’s cup”. In the Dios Apate only iuepog is
part of Aphrodite’s magic keotog ipdg, and it is also {pepog that Hera asks for,
not €épwg. Both Paris and Zeus refer to their ipepog at the end of their respective
confessions: ®g 0€o VOV Epapat Kai pe YAvkvg {pepog aipei (11 3,446 = 14,328).
{uepog appears to be used often with verbs indicating the “beginning” of desire
(6pvOvar and aipeiv).” It is remarkable that these verbs are often also linked
with abstract terms conveying negative feelings and discomfort, such as 8¢og,
XOAog or $oPog. In a similar way {pepog (though sweet) is used in an almost
erotic context: Iris puts {pepog “for her former husband, her home town, and
her parents” in Helen’s mind (. 3,139£.).°° There is some evidence that {pepog
is emotional and psychological rather than physical and that it is connected
with the memory of erotic pleasures experienced in the past.® This is true not
only in the case of Helen; Paris and Zeus also think of earlier encounters they
have had with the women they now desire.® However, although Anchises and
Aphrodite have not met before, Anchises feels {jiepog too when it is “thrown”
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into Anchises mind by Aphrodite (Hymn. Hom. V,143). The inscription on
“Nestor’s cup”, where the expression iuepog aipei first occurs, undoubtedly does
not indicate the owner’s desire for a familiar beloved. These contexts suggest
that we should perhaps not differentiate too sharply between the two terms.
€pwg appears to be an imminent condition, a neutral, physical and instinctive,
but not necessarily painful desire, that can be aroused from time to time and
has to be appeased by action. {jiepog, by contrast, seems to affect emotions too,
sometimes even in a painful way; as opposed to &pwg, it is not only sexual, but
implies an affection that can be linked to the memory of a former experience.

7.4  THE PECULIARITY OF HESIOD’S CONCEPTION
OF EROS

Hesiod is the first to present Eros as a god with personified traits, albeit only
in the Theogony. In the Workse»Days, Eros is not found among the atten-
dants (Charites, Horae, Peitho) of Aphrodite who come to array Pandora.
Considering that a personified Eros does not appear in any other preserved
hexametric works of this period, we may conclude that Eros’ prominent role
in the Theogony is unique in the Greek tradition at this date and due to its
cosmogonic genre. Some scholars have tried to explain this phenomenon by
associating it with a local Eros cult at Thespiae to which Hesiod allegedly
referred. The problematic connection of this cult with Eros in the Archaic
period has already been discussed. Moreover, we can see from the examples
of Zeus and Hecate in the Theogony how Hesiod presented detailed myths of
deities who had an established cult.®® If one compares Eros’ depiction with
theirs, he remains, in spite of his outstanding position among the three pri-
meval entities, relatively weak despite his individuality and particular activ-
ity.* It is obvious that Hesiod’s knowledge of Eros cannot be drawn from
cultic experience or from myths which featured the god in a specific story,
such as we find in hymns to other deities.®® For there seems to have been
no mythical tradition about Eros similar, for example, to the one in which
Aphrodite is featured with Anchises, as presented in the Homeric Hymn; nor
is there a story of the birth of Eros comparable to that of Apollo and Artemis
at Delos, which is certainly earlier than its literary narration in the Hymn to
Apollo. And, in contrast to the Charites or the Horae, he does not even ap-
pear in a minor role in hymns to the Olympian gods. In his description of
Eros in the Theogony, Hesiod uses elements which are current features in
the praise of Olympian deities and as such also found in the Iliad, Odyssey
and the Homeric Hymns. Eros’ features have therefore been occasionally in-
terpreted as “Homeric” and regarded as being incompatible with the vague
and shapeless representation of Chaos and Gaia.®® So far we have failed to
determine more precisely how Hesiod modified and combined expressions
probably already available in the oral tradition, in order to create a god who
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had no ancient cults. I suggest that the very first literary representation of Eros
as a personified god and his importance are due to the specific context and the
tradition to which the Theogony belongs, and that he owes his prominent role
to its cosmogonic genre. Eros’ external equipment and characterization of his
outward appearance and functions are expressed in the same poetic features
as those of the phenomenon &pwg which occurs in the Homeric and Hesiodic
poems. The presentation of these attributes recalls the hymnic style in which
Olympian gods are praised.””

In the Theogony, Eros is introduced as one of the first primeval entities, af-
ter Chaos (116) and Gaia (117): “Eros, the most beautiful among the immortal
gods, the limb-loosener, who overcomes the mind and thoughtful will of gods
and men in their hearts” (120-3):

18 "Epog, 6¢ kdAMoTog év aBavdrotot Beoiat,
Aopelr|g, mavtwy te Bedv mavtwy T avBpwnwv
Sapvatat v otriBecot voov kai Emidppova POvANv.

The image of Eros which is described here is that of a personified god who
is at the same time endowed with characteristics of the non-personified €pwc.
These, however, are further developed. Three aspects are particularly interest-
ing; firstly, the god is visually discernible by his beauty; secondly, by character-
izing Eros with attributes (relative clause and the epithet), Hesiod seems also
to have integrated him formally into the sphere of the Olympian gods; thirdly,
the authority of the personified deity is, compared with the effects of the non-
personified épwg, clearly extended.

Beauty seems to be a characteristic common to many divinities. And it is
actually the adjective kaAiotog alone that suggests the idea of an anthropomor-
phic deity. That mortals can recognize gods and goddesses alike primarily by
their beauty is a common feature of divine epiphanies where they are described
as kahoi kai peydAot. Aphrodite for example, with her epiphany-like birth from
the sea, is called kaAn 0edg (Theog. 194). Besides, the motif occurs frequently
in the Homeric Hymns: Demeter, when talking to Metaneira, is surrounded by
beauty and Aphrodite’s cheeks are shining with beauty when she stands before
Anchises.® Whereas in the hymns the deity’s beauty is normally emphasized
in particular parts (cheeks, breast or clothes), Eros in Hesiod excels them all
by being the “most beautiful”’®® The stress on Eros’ beauty is an element, the
inclusion of which in Hesiod’s introduction of the god as a cosmic entity, may
have been inspired by the hymnic tradition. That the poet was acquainted with
hymnic features is obvious, given his praises of the Muses, Hecate or Zeus.

We also find another element of hymn when a typical effect or action of
Eros among men is described with an epithet or a relative clause.” The epithet
Avoipeng implies the effect of the emotion €pw¢ as described in Theog. 910,
where it is said to emanate from the Charites’ eyes, and besides in Od. 18,212f,,
when the suitors go weak at the knees; the epithet itself is also that of sleep (evte
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Tov Urrvog épapTte, Abwv pelednpata Bupod, / Avoperng Od. 20,56f.).7* Hesiod
applies this adjective to Eros in order to define the sphere of the personified
god. It could be seen as an analogy to features such as Zeus’ description as
oyBpepétne (Op. 8), but since Eros is a personification, his epithet is closely
linked to the effects of the non-personified épwg. In fact, Avowuehrg is never
applied to any other deity in epic.”” The god’s activity is displayed in a relative
clause which is a familiar feature in hymns to cult gods and may therefore imply
that Eros is treated as a god of cult.”” But it will become clear that this is a liter-
ary product in which implications of a non-personified feeling and an activity
of a deity have been modified and combined.

As we have seen, Eros conquers the mind and will of all men and gods.
The contents of the relative clause first of all recall the workings of {pepog as
described on “Nestor’s cup” It is said to “seize” or “capture”—a comparable im-
age. In addition, the effects of the non-personified €pwg are the same as those
described in the Iliad (14,316) when Zeus sighted his beloved, with the same
impact on mind (Bopov évi otrBeoot . . . édapacoev). In the Theogony, it is
even extended to the influence of the lovers’ will (indicated by BovAr)). Maybe
these are variations of the same formula, one current in oral tradition. What we
can observe with certainty is that, according to our evidence, Hesiod applies the
formula to a personified Eros, whereas elsewhere the expression describes the
workings of a phenomenon. It is significant that Hesiod emphasizes the more
mental or psychological aspect and that he omits the physical impact of €pw¢
as displayed later in the Odyssey or, even more elaborately, in the fragments of
Archilochus.”™

The gods’ power over all human beings seems to be a common topos in
hymns in Hesiod’s time, as the hymn to Zeus (Op. 3f.) suggests. Besides, as has
already been pointed out, the action of Sapdlewv is among Aphrodite’s €pya
displayed at the beginning of the Homeric Hymn. “Muse, speak to me of the
works of golden Aphrodite, the Cyprian goddess, who sends sweet longing to
the gods, and overcomes the races of mortal men, and the birds that fly in heav-
en, and all the many creatures that are nurtured by land and sea”(V,1-5):

Movod pot Evverne €pya moAvypvoov Adpoditng
Komnpidog, 1 te Beoioty émi ylukbv {pepov dpoe
Kai T ¢dapdooarto ¢pvla katabvntdv dvBpwnwy,
oiwvovg Te Sumetéag kai Onpia mavta,

Nuev 60 fjmetpog ToOAN Tpédet S boa mdvTog:

But there is a difference between Aphrodite’s authority and Eros. Whereas
she arouses the gods™ desire, but explicitly “overcomes” mortals and animals,
Eros’ power in the hymnic introduction of the Theogony is extended with-
out exception to the immortal gods (navtwv te Be@v navtov T avBponwv /
dapvatat év otriBeoot voov kai émippova PovArv 121£.). This is an expansion
also in comparison with Zeus’ power in WorkséDays (3). In order to define
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Eros’ authority, Hesiod deliberately makes use of a formulaic expression which
recalls the €pya of Olympian deities whose sphere of influence Eros even seems
to surpass.

As it turns out, Eros as a personified deity appears first in Hesiod’s
Theogony. Hesiod achieved this by attributing to him, on a poetic level, char-
acteristics either of other personified (but mythically already established) gods
or of Olympian deities. His characteristics, formulated in hymnic style, can-
not be separated from the effects of the non-personified épwg, featured in the
Iliad or the Odyssey as an erotic personification belonging to Aphrodite. But
Homeric epic focuses on an aspect different from that of the Theogony: €pw¢
is a phenomenon which becomes effective among human beings and anthro-
pomorphic gods without procreative functions. At the beginning of the cosmic
context of the Theogony, when neither gods nor men yet existed, Eros, by his
placement, is perceived as the element responsible for reproduction, a function
not necessarily implied by his Homeric attributes.

7.5 HESIOD AND THE COSMOLOGICAL TRADITION

As presented in the Theogony, Eros’ activity is closely related to the sphere of
mortals and anthropomorphic gods, but his role and function are those of a
primeval element among two other, non-anthropomorphic principles: Chaos
and Gaia. In order to resolve this ambiguity, which is also reflected in the god’s
second appearance as Aphrodite’s companion (Theog. 201f.), scholars suggest-
ed that there were originally two different traditions of the god which Hesiod
has combined: Eros the cosmic principle and Eros the love-god.” More recent
scholarship has denied the idea of two parallel traditions, suggesting that the
role of the “cosmic Eros” is not different from the “divinized desire . . . defined
by the poets”” I will argue that one cannot distinguish between two types of
Eros, but that different genres focus on different aspects of one and the same
phenomenon. Whereas cosmogonic sources (including Orphic literature) dis-
play the reproductive aspect of desire, lyric and tragedy display the negative,
destructive side of it, since it is often unfulfilled. We find this last aspect indi-
cated in Od. 18,212f,, whereas the above-mentioned passages in the Iliad do
not suggest that “desire” does any harm. But here too “desire” is not associated
with reproduction.

I begin with the evidence for a phenomenon comparable to Eros in oth-
er cosmogonic sources and will then examine Eros’ function in the context
of the Theogony. A survey of cosmogonic or theogonic literature shows that
Hesiod’s work is not the only one of its kind, but representative of a traditional
and widespread type.” Although it is the earliest extant Greek example, the
Theogony belongs to an already traditional poetic genre.”® Cosmogonic and
theogonic myths which describe the origin of the world and the gods are found
everywhere, but Hesiod’s Theogony seems to be particularly influenced by the
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Near East, as similar motifs in Egyptian, Babylonian or Hebrew literature sug-
gest. For the cosmic sections in Hesiod, parallels may be found especially in
Phoenician myths.”

Similarities between the Theogony and older Near-Eastern myths re-
counting the succession of rulers, including the motif of the castration of
the sky god and the swallowing of descendants, have been recognized as
regards their narrative structure.®® The parallels of the genealogical sections
and the succession myths in Hesiod in particular with the Hittite Song of
Kumarbi are evident: Anu, the God of Heaven (Uranus), is castrated by his
son Kumarbi (Cronus), whose reign is threatened by his son Teshub (the
equivalent of Zeus as the weather god). When Kumarbi wants to devour him,
he receives a stone instead, as does Cronus in the Theogony. Thus they have
the following points in common: the sequence of the gods Anu, Kumarbi
and Teshub is paralleled by Uranus, Cronus and Zeus. Anu has his genitals
cut off as does Uranus.®* An Akkadian text from Babylon, the cosmogonic
epic Entima Elish, also shows correspondences with the Theogony, but these
are not as close as those of the Theogony with the Hittite epic. Both epics
commence with a pair of primeval parents: Apsu and Tiamat, Uranus and
Gaia. Each pair has children who cannot be born because their father hates
them and so they are trapped inside their mother until a couragous and wise
brother liberates them.®

However, close as these similarities in the narrative structure are, neither
of the two epics provides a parallel for the first things that came into being
in the context of the Theogony: Chaos, Tartarus and Eros. The Near-Eastern
epics discussed so far do not seem to have had a primeval force, a generative
principle like Eros in the Theogony. The Song of Kumarbi starts, after an invoca-
tion of diverse gods, with the reign of Alalu, omitting, as does Eniima Elish, a
genealogical part.® In what follows I will discuss Near-Eastern cosmogonic and
theogonic myths which have an element that is analogous to Eros among their
primeval entities and whose main motifs are paralleled in Hesiod.*

It has been acknowledged that a primeval element equivalent to Eros is a
traditional feature in the cosmogonic genre, a power without which creation
could not happen.® It seems therefore very unlikely that Hesiod himself could
have invented such a motif. There is in particular one cosmologic tradition
in which a phenomenon similar to Eros, and also Chaos, is among the first
elements: the Phoenician tradition.* But from what source could Hesiod have
become acquainted with cosmogonic ideas? It need not have been a written
source, as he could easily have received this information through oral tradi-
tion. Considering the lively exchange which took place between Greece and
Phoenicia during the period of the “orientalizing revolution”, Hesiod could eas-
ily have heard various foreign myths and stories from Phoenician merchants.””

Besides, underlying the Greek cosmogonic accounts starting from Hesiod,
Pherecydes of Syrus, the Orphic theogonies, and the philosophical concepts
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of the Presocratics there seems to have been an originally Phoenician core,
or even an earlier “Near-Eastern” archetype consisting of elements that occur
regularly.® In the following I will distinguish between three different sources
recounting a Phoenician tradition. These sources are most likely to promote
an old tradition, but this cannot be proved with certainty. Firstly, there are late,
mainly Neoplatonic accounts recording a Phoenician cosmogony (1st category):
i) Eudemus’ “Sidonian” version, paraphrased by the Neoplatonist Damascius,*
ii) Mochos’ version, which differs slightly from Eudemus concerning its prime-
val entities,” iii) Philo of Byblos who in his Phoenician History claims to give
a translation of an authentic Phoenician source, the work of Sanchuniathon of
Beirut.”! Orphic literature (2nd category) does not explicitly refer to Phoenician
models, but is certainly influenced by them.”> An additional group encompass-
es manifestations of Greek cosmogonies which also draw on Eastern material
(3rd category). Among them, Hesiod’s cosmogony is the earliest Greek source
to show such traces. Next to Hesiod, it is in Pherecydes of Syrus’ oeuvre that the
Near-Eastern myth of the oriental god of Unaging Time, Chronos, first appears
(before the mid-6th century BC). The cosmic egg is first documented in the
earliest theogonies attributed to Orpheus which have been dated to the late 6th
or early 5th century. From this egg either Heaven and Earth emerge, or—a con-
stant motif in subsequent Orphic literature—Eros, alias Protogonos or Phanes.
The Orphic theogonies in particular seem to draw on Eastern motifs, as the
early example of a parody in Aristophanes’ Birds conveys. According to M.L.
West, its motifs may be traced back to a 7th-century Phoenician cosmogony.*
Hesiod’s setting of Eros among the first elements together with Chaos
(Theog. 116) and its descendants Erebos and Nyx (123) is paralleled in the
Phoenician tradition. This is suggested by the frequency and consistency with
which they occur in all three categories defined above. M.L. West gives an over-
view of those motifs which are common in Greek versions and those which
seem to reflect a Phoenician tradition. They perhaps go back to a more wide-
spread Near-Eastern archetype. At least three out of nine motifs appear in the
cosmic section of the Theogony.®* There is a “primeval watery abyss” in the
theogony attributed to Orpheus and in Philo’s translation of Sanchuniathon’s
work; the term used for the phenomenon by “Orpheus” is “Chasma’, Philo re-
fers to “Chaos”, which we also have in Hesiod.” The “primeval darkness” which
occurs in Orpheus, Epimenides, Aristophanes and Sanchuniathon seems to
be the same as Erebos in the Theogony. Whereas the roles of the wind, the
god Time, and the cosmic egg cannot be paralleled in the Theogony, one might
conjecture that Hesiod’s Eros has his predecessor in the personified Desire
of the Phoenician tradition, which is reflected in the works of Eudemus and
Sachuniathon. Therefore, assuming that Desire was an established element in
those accounts, it is very unlikely that Eudemus’ or Philo’s accounts, or the texts
reflecting Orphic ideas (such as the parody in Aristophanes’ Birds) would have
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simply drawn on the Theogony when featuring Eros (or his equivalents Phanes
or Protogonos).”

The authenticity of Eudemus’ “Sidonian” cosmogony has been disputed
because it was quoted by Damascius, a Neoplatonist, and is therefore sus-
pected of having been influenced and amplified by him. The discussion of
the quality of Philo’s translation of Sanchuniathon’s work also has a long his-
tory in classical scholarship, with assessments ranging from “authentic” to
“Hellenistic pastiche”®” It seems, however, quite likely that the personified
Desire is an authentic element within cosmogonic myths, given its well-
founded position within various cosmic contexts and its interaction with the
other elements which cannot have been inspired by Hesiod. In the following
section which focuses on the depiction of Desire in the Phoenician accounts I
will discuss in what aspects the Hesiodic Eros is deficient, and in which ways
it differs, when compared with Phoenician Desire. Perhaps the question of
why Eudemus and Philo may have chosen the appellation “II660¢” instead of
Eros is interconnected. I suggest they did it in order to contrast him with the
Hesiodic Eros.”

The “Sidonian” version of the Peripatetic Eudemus of Rhodes (fr. 150
Wehrli) is paraphrased in Damascius:*

“The Sidonians set Time (Xpovov) before anything else and Pothos
(T1680v) and Darkness COpixAnv); from the union of Pothos and Darkness Aer
(Arp) and Aura (Abpa) come into being, and again from those two an egg”

Thus the first three primordial entities are Time, Desire and Darkness, but
only the latter two become active in the creation of the cosmos. Desire is imag-
ined as an active element operating on a static one, Darkness. Their union is de-
scribed in sexual terms (uyévtwv), and the result is the egg from which other
phenomena emerge. This cosmogonic myth shares with Hesiod’s Theogony two
primeval elements, Desire and Darkness, but it is at the same time different,
as Desire becomes explicitly productive and participates in the act of creation
by creating itself. In comparison, Eros’ activity in the cosmic process of the
Theogony hardly comes to the fore. It is not easy to see why Hesiod did not
integrate the god and his activity properly into the cosmogonic system. One
might assume that he was more interested in the theogonies of anthropomor-
phic gods.'®

The other cosmogonic source of Phoenician origin relevant for its parallels
with Hesiod’s primordial principles is the work which has been attributed to
Sanchuniathon of Beirut, a Phoenician whose lifetime is set before the Trojan
war; he is said to have collected diverse histories and traditions in various cit-
ies. We possess parts of the Phoenician History of Philo of Byblos (64-140 AD)
which claims to give a Greek translation of this text.!”! That there are genu-
ine Phoenician ideas behind Philo’s testimony has been generally accepted, on
their date, however, scholars disagree.'®> Most recently, A. Baumgarten has ar-
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gued that Philo’s own age (he lived in the Hadrianic period) and environment
significantly shaped the Phoenician History. Hesiod’s direct influence has also
been taken into account by him.'®

However, it seems unlikely that Philo should have had Hesiod in mind
when introducing Chaos or Pothos in his cosmogony. As it turns out, their
definition and function are far more developed and complex there than in the
Hesiodic version. In the Phoenician cosmogony, Philo “posits at the origin
of all things the murky, boundless air [or a blast of dark-colored air] and the
muddy and gloomy chaos. These elements were infinite and remained without
boundaries for a long time. But, he says, when the wind fell in love with its
own beginnings and a commixture came into being, this synthesis was called
Pothos”'*

v @V SAwv dpxnv dmotifetan dépa Lopwdn kai mvevpatwdn [i
nvony dépog LopdSovg] ' kai xdog Bolepov épeP@deg- Tadta 8¢ givat
dmetpa kai S TOADY aildva pn) €xewv mépag. «dte 8é» pnoiv «jpacin
TO Tvedpa TV i8iwv Apx®v, Kal £€yéveTo oVYKpAOLG, 1) TAOKT| ékeivn
ékAnOn ITo6og.»

The reason why Philo refers to Pothos, not—as one might have expected
from ¢paocBai—Eros, may be that he wanted to distinguish the merely cosmic
Desire from Eros, who in Hesiod, as his attributes suggest, was not exclusively
cosmic. This aspect of Eros seems to become less and less important from the
late Archaic period onwards. On the other hand épdoOar may have been given
preference over moOeiv because of its stronger sexual implication.'*

We find a cosmic element similar to the wind not in the Theogony, but
in two other accounts of Phoenician cosmogonies where the role of the air is
likewise distinctly defined: in that of Eudemus who, however, posits it in the
second stage of the cosmogonic process (see above), and that of Mochos.'””
Moreover, here too the wind itself participates in procreation. In Philo, the
wind generates Pothos by self-eroticism (which may even imply a demiurgic
function), whereas in Mochos, wind together with Aifnp creates OO Awpdg, the
Phoenician equivalent of Time.'® Thus Philo’s text undeniably contains ele-
ments that suggest a genuine Phoenician origin.

This is also true for Xdog, as it too is found in the old Orphic theogony
(Orph. fr. 66a/b Kern), where, however, it is called Xadopa. Moreover, Xaog is
paralleled in Hesiod, where it remains similarly undefined as regards its activ-
ity and functions.'” As we have seen, this also holds true for Eros, who in his
origin and function as a cosmic principle is not very clear-cut in Hesiod either.
In this respect he is very different from his equivalent Pothos in the Phoenician
source. Pothos’ evidently more intricate involvement in the process of cosmic
creation, specifically his role as an actively creating principle is not only dif-
ferent, but even, as I hope to demonstrate, the very opposite of Eros” in the
Theogony. In Eudemus, together with Xpovog and *OpixAn, Pothos is one of the
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three primordial entities which are not created. In this respect, Pothos is similar
to Hesiod’s Eros. However, whereas Pothos, by mixing with ’OpixAn, becomes
explicitly active himself in the process of reproduction (their progeny are Arp
and Abpa), Eros’ activity is never developed or made explicit by Hesiod; it is
only provided by his position. On the other hand, the motif of Eros’ giving
birth to himself occurs as a common feature not only in the Orphic theogonies,
as Aristophanes’ parody suggests (see below), but even earlier in Pherecydes,
when Zeus transforms himself into Eros in order to create the universe.'”® In
those examples Eros is evidently credited with a positive, demiurgic function.
In Philo, similarly, Pothos stands at the beginning of everything (1} mhoxr) €xeivn
ékAnOn I166o¢. abtn 8¢ dpyn kTicewg andvtwv); however, unlike Hesiod’s Eros,
he is not primeval, but created as a result of the wind’s self-fructification.!"!

This complex motif certainly cannot be Philo’s own fancy, since it occurs
in several other cosmogonic accounts; although these are not Phoenician, they
also originate in the Near East. U. Holscher has compared the poetic style of
Philo’s account with the beginning of Genesis, and a parallel has also been seen
in the primeval elements, Darkness and Chaos, and in the way in which the
winds become active there."'? For it says (1:2): “and darkness was above the
abyss and the wind (of god) flapped against the waters”.!"® The association of
Pothos and the wind’s self-eroticism can also be discovered in the Ugaritic myth
of Baal. L. Clapham has argued on linguistic and narrative grounds that a phe-
nomenon similar to the Pothos in Philo’s account of Sanchuniathon is found
there as well.!** In text 62:50 we learn that Baal of Ugarit who is, like the winds,
a cosmogonic creator, assaults the waters, as a result of which ars (identified
with arsu, which is the equivalent to Greek m680o¢) comes into being and from
then on lives in the waters.!'® The association of Pothos and the winds (which,
like Pothos’ role of a creative agent, is very probably authentic) is not elaborated
at all in Hesiod, but Orphic literature seems to be particularly influenced by
these ideas, as numerous examples show: Pothos (alias Phanes, Protogonos or
Eros) is also endowed with a demiurgic function.'¢

This can be seen even more clearly in Aristophanes’ parody in Birds of
a cosmogony which has been classified as the “ancient version” of an Orphic
theogony."” It also shows similarities with the version transmitted by Philo.
Considering the different genres, however, it seems very unlikely that he would
have borrowed from the parody of a comic poet. One might in this case rather
assume that Aristophanes and Philo both refer to motifs of a tradition indebted
to earlier Phoenician concepts which were then adopted by the Orphic tradi-
tion. The relevance of the contextual similarities with Philo and Orphic texts
has not been accepted by the most recent commentator on Birds, N. Dunbar,
who considers the birds’ theogony to be mainly influenced by Greek literary
sources. Thus she sees the main model here in the theogony composed by
Hesiod.'*®
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In the Birds, Peisetaerus persuades the birds to seize control of the air
and thus become the new gods for human beings and the Olympians alike
by building a city in the air. A wall, built around this city, should cut the
Olympians off from the food they receive from men’s sacrifices. The para-
basis, performed by the chorus of birds, is entirely integrated into the plot
of the action. The birds, by tracing their origins directly back to Eros, who is
represented as one of the first entities creating the universe, legitimize their
claim to be the divine rulers.

According to Birds (693-700) the world began with Chaos, Night, the dark
Erebos and the broad Tartarus (693):!*

Xaog fjv kai NOE "EpePog te péhav mpdtov kai Taptapog
evplG:

This type of primeval stage is paralleled, as we have seen above, in the
Phoenician versions, since Xdog is also found in Philo, and "Epefog occurs in
Philo and Eudemus (here called *OpiyAn). They are also represented in various
later sources collected as the so-called Orphic theogonies, in which NVE, as a
first generation god, played a particular part—in Hesiod NO§ is born as child of
Chaos and Erebos and therefore belongs to the next-generation of elements.'?
Thus Chaos and Tartarus correspond only with Hesiod’s primordial entities.
I would therefore argue that the combination and succession in Birds and the
Orphic texts suggest that Hesiod was not Aristophanes’ main source, particu-
larly as Hesiod numbers Gaia amongst the first entities, whereas in Birds the
non-existence of Gaia, Aer and Uranus is pointedly asserted (694a):

yi} & 008 &rjp 008 ovpavOg AV

Moreover, the fact that Gaia and Uranus are absent at the beginning of
things is paralleled in Near-Eastern and Orphic cosmogony.'*!

The second stage of the cosmic creation in Birds also diverges considerably
from that of the Theogony. The process of creation begins with N0E. “She gives
birth to the first of all beings in the boundless recesses of Erebos: an egg (hav-
ing wind underneath) from which, when the seasons came round, Eros, who
inspires longing, leapt out, sparkling with golden wings on his back, very much
like wind-swift whirlings” (694b-697):'*

"EpéPoug & év ameipoot
KOATTOLC
TIKTEL TTPWTIOTOV DTiNVEUOV NUE 1} e avOmTepog GOV,
¢& o0 meprreAopévaug dpaig EBAactev "Epwg 6 mobBevig,
oTiIABwv v@TOV MTEPVYOLV XpLOALY, EIKWG AVEUDKEDL
Sivaig.
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Here, Eros does not belong to the first non-created generation of gods, but
emerges as a child of NOE from the cosmic wind-egg and is described in consid-
erable detail which is paralleled in Phoenician sources. Eros’ association with
the egg and the golden wings fits the context of the Birds superbly since it is the
aim of the animals to trace back their origin to a worthy ancestor. However,
those motifs are not Aristophanes’ invention, but taken from cosmogonic myth.
That Eros is not primeval is paralleled in the tradition recorded in Philo. There
Pothos is also the result of fructification. In Eudemus, Pothos is primeval, but
he actively participates in the process of reproduction, as does Aristophanes’
Eros when we hear in the following that he mates with the winged Chaos and
“produced as chicks” the birds” race (698-9):

ovtog 6¢ Xdael repdevTt pyeilg vuxiw katd Taptapov edpov
€vedTTEVOEV YEVOG TIUETEPOY, KAl TIPOTOV AVIyayeV &g
¢og.

Moreover, the race of the immortal gods only then came into being when
Eros blended all the things together (700):

npdTepov § 0Ok v yévog dBavdtwy, piv "Epwg Euv-
éuetev dmavtar

It would seem, then, that there are at least five characteristics which Eros in
Aristophanes shares with Phoenician or Orphic concepts of Desire and which
are entirely absent from Hesiod’s depiction of Eros. The first thing we learn in
Birds concerning Eros is that he sprang out of an egg. An egg is mentioned in
Eudemus’ “Sidonian” cosmogony, where it is the progeny of Aer and Aura. In
Philo the creation is said to be shaped like an egg (kai dvenAdoBn opoiwg |[. . .]
w1od oxnatt), and the third Phoenician account, Mochos, also refers to an egg,
which is here the result of Oulomos’ self-fructification. The cosmic egg is also
a common feature in Orphic literature, as for example in the theogony attrib-
uted to Orpheus where Chronos fashions a shining egg (¢nerta 8 tevée péyag
Xpovog AiBépt Siwt weov dpybdeov fr. 70 Kern); elsewhere it says that Phanes
(equivalent of Protogonos/Eros) developed inside the egg, enclosed in a bright
cloak (fr. 60 Kern).

Eros’ association with the wind is documented twice in Birds: the egg from
which he emerges is called an vnnvépov @ov, an egg “having wind underneath”
and Eros himself resembles the whirling wind (gikw¢ dvepwkeot divaug). The
role played by the wind in the process of creation is confirmed not only in all
three Phoenician accounts, but also in Hebrew cosmogonic tradition, which
knew the wind as a creative power as we have seen above. The link between
Eros and the winds seems to have become an Orphic motif too: a scholium on
Argonautica 3,26 mentions a cosmogony in which Chronos gave birth to Eros
and all the winds.'”
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Eros’ demiurgic function, which is made explicit in Aristophanes” parody,
is also paralleled in Phoenician and Orphic accounts; we find it again in some
Greek philosophers’ writings, e.g. in Pherecydes, Parmenides and Empedocles.
This aspect is not developed at all in Hesiod, but is merely implied by the posi-
tion the poet ascribes to Eros; we learn nothing about the way he operates, and,
paradoxically, his epithet AvoipeAng suggests that he is destructive and there-
fore the opposite of a creative power.

The only physical and visual details referred to by Aristophanes are Eros’
wings: his back is “shining with golden wings” (otiABwv v@Ttov mrepvyorv
xpvoaiv 697). They are referred to again later (0 & audpBalng "Epwg /
xpvoontepog 1737f.) and may have been inspired by those of other mythical
figures such as Iris, who, as we have seen, is golden-winged in epic, or Hypnos
and Thanatos, who are usually depicted as winged in the literature and ico-
nography discussed earlier. However, the motif of the wings also occurs sub-
sequently in Orphic writings, since at least two Orphic fragments provide
evidence that Phanes, Eros’ equivalent, has a golden skin (fr. 86,4 Kern) or,
as in Aristophanes, golden wings on which he flies to and fro (fr. 78 Kern).
Even though the sources which transmit the text are later than Aristophanes,
this does not necessarily mean that the motifs are later as well.'** Therefore the
assumption that “Aristophanes’ language may itself have influenced later cos-
mogonic literature rather than vice versa” has to be considered with care.'” The
motif of the wings in its slightly altered versions is far too frequent in different
Orphic fragments for one to assume that they are all Hellenistic variations of
an Aristophanic invention.

It seems likely that this element is, if not originally embedded, at least
foreshadowed in Near-Eastern thought: the motif of the wings is not separable
from that of the wind. This combination is also clearly echoed in Birds (697).
Perhaps the originally Near-Eastern idea of the association between desire and
wind—as suggested in the Phoenician accounts as well as in Genesis—has been
developed further by later Orphic poets and envisaged as an Eros or Phanes
endowed with wings. That Aristophanes of all poets provided the source and
motif for Orphic cosmogonic literature in Birds (produced at the City Dionysia
in 414 BC) is in fact unlikely. There were other poets earlier than he who de-
picted Eros with golden shining wings: Anacreon and, fourteen years before
Birds, Euripides in Hippolytus.'*® One would in this case assume that it is more
likely that the Orphic writers combined the early poetic, non-cosmogonic im-
age of Eros’ wings, which is foreshadowed already in epic, with that of the Near-
Eastern cosmogonic motif of desire’s relationship with the wind.

This synthesis allows us to draw some conclusions. As it turns out, Hesiod
is not likely to be the source for Philos, Eudemus’ or Aristophanes’ cosmo-
gonic accounts. In fact, it would seem that they are all influenced by origi-
nal Near-Eastern concepts, as was Hesiod. Those Greek accounts purporting
Phoenician cosmogonic ideas use the term “Pothos’, which may be the equiva-
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lent of Hebrew riiah, the unpersonified cosmic desire clearly associated with the
wind.'”” The peculiarity of Hesiod’s Eros in Theogony, however, is that though
he holds the position of Pothos, he does not seem to develop a cosmic activity,
which is at most implied by his position. He does not mix primeval elements,
nor is he himself involved in any process of creating or reproducing. His char-
acterization, as conveyed by the epithet and the relative clause, corresponds
completely with his second appearance as Aphrodite’s companion (Theog.
201ff.). Here he is conceived of as an erotic personification representing an
aspect of an Olympian deity, Aphrodite, in much the same way as, for exam-
ple, Deimos and Phobos are related to Ares. His attribute Avopelr|g actually
describes the effect of the emotion “desire” in the way it is perceived by the
Greeks; his activity of “conquering all gods and men alike” (Theog. 122f.) cor-
responds to that of other Olympian deities (Zeus or Aphrodite). As a result,
this Eros appears to be a conglomerate, a poetic fiction combining the function
of a cosmic primordial entity with the looks and activities of an Olympian de-
ity. As such Hesiod’s Eros is, according to our literary evidence, unique. Two
details are noteworthy: The relative clause does not convey a cosmic demiurgic
function, but relates to Eros activity among anthropomorphic gods and men.
Paradoxically, the creative function even seems to be negated by the fact that
he is Avotpehnc, which connotes closeness to death, as argued above. This more
negative aspect of Eros, which becomes characteristic in lyric poetry and trag-
edy, is prefigured, although not elaborated, in Hesiod.

In Aristophanes, however, Eros’ role as a cosmic god is emphasized by his
participation in the act of creation and recalls the idea of “desire” as an unper-
sonified power of reproduction. The visualisation of Eros is strongly influenced
by epic and also Orphic motifs—a process, however, which already seems to
have started before Aristophanes, as the motif of the wings suggests.

M.L. West argued that Orphic motifs have in general not been taken up in
the poetic tradition, since they remained limited to the mystery cults and doc-
trines of the Orphic sphere.’?® On the other hand, it seems that in this case the
trajectory was from the poetic tradition to the Orphic sphere. The motifs and
imagery which the lyric poets used when they mythologized Eros as the Greek
love-god also occur in the later Orphic writings, which, however, are not earlier
than the late 6th century BC."” Eros’ gold-shining wings are a constant motif
in the Orphic writings, but are, as has been shown, certainly attested earlier
and inspired by epic features. Thus lyric and no doubt other forms of poetry
seem to have provided material for the imagery for the Orphic tradition. The
description of Eros “who had come from heaven dressed in a purple mantle”
(EXBovT’ ¢E Opavw mopdupiav mepBipevov xAapwv) in Sappho (fr. 54 V.) could
be linked with a fragment (fr. 60 Kern), where Phanes, inside an egg, is en-
closed in a bright tunic or cloud: 16 kbov LoV TOV BedV, §j TOV dpyfiTa XITOVa, fj
TV vedeAny, 8Tt ék TovTwy EkBpwoket 6 Oavng. The Phoenician tradition may
have been a common source for both the lyric poems and the Orphic writings.
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Those early lyric images which relate Eros’ activity directly to the wind are ob-
vious parallels for the cosmogonic association of wind and desire.!*

Eros thus has many facets and is a mixture of different elements. Where
cosmic functions are concerned, Eros is influenced by the implications of the
Near-Eastern unpersonified desire. The demiurgic function (which was unfold-
ed in detail not in Hesiod, but in Aristophanes or in the philosophical concept
of Pherecydes) also bears traces of the Orphic Phanes or Protogonos. But the
connotation of £pw¢ as a human (or divine) emotion and its epic descriptions
have also contributed to the image of the male love-god: related to the actual
meaning of £pwg, he is characterized as an erotic personification, representing
an aspect of Aphrodite’s province; this aspect comes clearly to the fore when he
is called Avowuelr|g or assumes Aphrodites activity of subduing gods and men.
Eros’ visual characteristics, the wings, go back to the lyric poets, who already
visualized the god with golden wings or wearing a purple cloak—motifs which
the Orphic poets adopted to depict the cosmic Eros.

7.6  THE GOD OF LOVE AND THE COSMIC
PRINCIPLE: TWO DIFFERENT TRADITIONS?

While the figure of Eros can be traced back to various constituents, one can-
not simply assume that there existed two or more parallel mythical and cultic
traditions of Eros as a deity in the time of Hesiod and referred to by him in the
Theogony. A theory along these lines, which seems to be rooted in Eros’ two
different appearances there—as cosmic entity and as Aphrodite’s attendant—
has, however, been advanced by F. Lasserre."* Similarly, S. Fasce states that it
was only natural for Hesiod to give the cosmic principle Eros his identity by
assimilating him to a better known figure, such as the deity at Thespiae, or by
making him the attendant of Aphrodite.’*? It becomes evident that she, like E.
Lasserre, distinguishes between an established tradition of Eros the love-god
and Eros the cult god. By emphasizing the generative function of the latter, she
argues that he provided Hesiod with an appropriate model for a cosmic deity
which is concerned with reproduction. This assumption, however, is easy to
refute. Firstly, there is no proof to be deduced from Homeric epic, the Homeric
Hymns, the fragments of the Epic Cycle and the fragments of Archilochus that
Eros’ function as Aphrodite’s accustomed divine attendant was traditional at
the time these works were composed. Secondly, there is no contemporary liter-
ary or epigraphical evidence for cults of Eros in the Archaic period.

It is therefore unlikely that Hesiod, inspired by a popular local cult god,
synthesized two traditions (or three, if we include the cosmic version). I would
argue instead that Hesiod is the only one we know of who presented a love-
god characterized by his role as a cosmic entity as dictated by the genre of the
Theogony on the one hand, and by the imagery for personifications provided in
the oral (epic) tradition on the other. The inconsistency between cosmic role
and divine attributes conveyed by the hymnic epithet and relative clause (&’
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"Epog, 6¢ kaAotog év dBdvatotot Beolot, / Auotpen|s, mavtwy te Be@v mavtwv
T avBpwnwv / Sauvatal év otiBecot voov kai émidpova PovAnv 120f) must
therefore be explained not by presupposing two traditions, but by conceding
that these represent two different aspects of one and the same phenomenon.
Eros can be reproductive if fulfilled, but if unrequited turns out to be a painful
experience: the latter aspect is indicated by AvoieAnig. In Greek culture the first
aspect of Eros remains restricted to cosmic and philosophical concepts;'** lyric
and tragedy draw exclusively on the second, rather negative facet.’**

It is in Hesiod that we first see Eros mythologized as all of these compo-
nents of different origins brought together. The god’s poetic characteristics are
very much indebted to the functions of the phenomenon, and a personified
Eros is not attested in the Homeric poems and the Homeric Hymns. For all we
know, this Eros originated in Hesiod. At any rate, before Hesiod one cannot as-
sume that Eros was already Aphrodite’s established divine companion. Typical
features of Eros, such as his overwhelming effect on gods and men, combined
with his role as Aphrodite’s companion, appear, so far as we can tell, only in
Hesiod. One of the earliest depictions of this relationship is that on an Attic
red-figure cup by Macron (see Plate 8, cf. also Plates 6 and 7). In fact it makes
good sense that such a representation of the love-god was actually inspired by
the predominant role which Desire plays in the cosmogonic genre. The tradi-
tional Near-Eastern forerunners, however, do not seem to have known a per-
sonified version of the primordial desire. I suspect that it was Hesiod who made
the cosmic divine element a proper deity by relating Eros to the sphere of the
Olympians, and that he illustrated him using poetic means, creating an (erotic)
personification by applying the formulaic patterns provided perhaps already in
the oral tradition.

7.7  EROS-GENEALOGIES AS A PROOF FOR A
COMPLEX (AND NON-CULTIC) ORIGIN

The great number of different parentages invented for Eros by the lyric poets
also have to be interpreted as attempts to mythologize Eros and integrate him
into the sphere of the Olympian deities (see Appendix, Fig. 2)."*° I suggest that
the diverse genealogies are poetic responses to the various influences and con-
stituents which shaped the image of Eros. The different genealogies also reflect
the idea of Eros’ participation in the cosmogonic process on the one hand, and
his identity as a personification representing an aspect of Aphrodite’s sphere on
the other. As such he came closer to the Olympian divinities and was thus re-
lated to the goddess of love (see Plates 6, 7 and 8).*¢ The contexts in which Eros’
various pedigrees are transmitted show that in the Greek world poets and prose
writers traditionally invent ad-hoc parentages of a god according to different
contexts and genres.'” The variety of genealogies of Eros can be categorized as
“no parentage’, “cosmic parents” or “Olympian parents’, according to the pre-
vailing aspect and role of the god.
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Although Aristophanes’ statement in Plato’s Symposium that there were
no cults of Eros in Greece (189c4-8) is confirmed by epigraphical and icono-
graphical evidence, Phaedrus’ claim (178b2-11) that no prose writer or poet
ever referred to any parents of Eros can easily be disputed if we consider liter-
ary sources other than Hesiod, Acusilaus and Parmenides, the authorities cited
by Phaedrus.'*® The reason why Phaedrus refers to them is that all three in fact
place Eros among the first non-generated principles in their concepts. These
writers, then, give no parents and can thus support Phaedrus’ own arguments
in his speech that Eros is among the oldest of deities and responsible for the
greatest blessings to mankind.'*

This, however, seems to conflict with the plethora of parentages given by
other authors to Eros, who even point out the difficulty of fixing Eros’ geneal-
ogy, since there are so many of them. These sources imply that this variety
already existed in the Archaic period, and none of them finds anything re-
markable in this. Pausanias (9,27,3), after referring to three different parent-
ages, shows that one and the same poet can provide different genealogies of
Eros: Sappho (in her poems) sang “many things not in agreement with each
other concerning Eros” (Zandm 6¢ 1} AeoPia moAld Te kai ovy 6poAoyodvTa
dAAhog ¢ "Epwta o). Besides, in the Hellenistic period Theocritus ut-
ters doubts at the beginning of Idyll 13 about Eros™ parents: addressing Nikias
he says that not for them alone “did (the god), whichever one it was who had
this son, beget Eros” (ovy apiv tov "Epwta povoig étex;, w¢ édokedpeg, / Nikia,
@TvL TodTo Be@v moka Tékvov Eyevto).'*! This motif, implying multiple claims
for parentage, is playfully reinterpreted by the poet of a Hellenistic epigram,
Meleager (Anth. Pal. 5,177): since Eros is such an exhausting child, nobody
wants to be his father.

Sappho’s different genealogies of Eros may be reconstructed from the
scholium on Argonautica 3,26b (216 Wendel); it refers to a variety of parents of
Eros and says that Sappho traces Eros’ pedigree back to Gaia and Uranus.'*? The
scholium on Theocritus Id. 13,1/2 ¢ (258 Wendel), however, claims that the po-
etess made him the son of Aphrodite and Uranus."® Two things are remarkable:
Sappho seems to have been the first we know of to call Eros explicitly “son of
Aphrodite” and thus to relate him genetically to the younger Olympian sphere.
On the other hand, the place of Eros in the primordial cosmogonic tradition
is echoed by the parenthood of Heaven in both versions and that of Earth in
one. Eros’ descent from Gaia and Uranus has been linked with the Orphic idea
that Eros comes out of the cosmic egg (which is imagined to have been then
divided into Heaven and Earth)."** One could, however, also interpret it as a
poetic attempt to place Eros among the first concrete and visible primordial
entities, without assuming that Sappho had a particular cosmogonic version in
mind. But one could not exclude the possibility that this genealogy could also
be an ad-hoc invention inspired by the idea of Heaven making love to Earth, as
depicted in the Theogony.
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When, elsewhere, Sappho makes Eros the child of Aphrodite and Uranus,
she may also be inspired by Hesiod’s Theogony, although this was perhaps
not her only source. Hesiod’s Eros, when he makes his second appearance, is
subordinated to Aphrodite as her attendant, not as her son. The ideas which
may have led to this poetic concept are hard to disentangle, but it is this com-
plexity which again reflects that the figure of Eros is embedded and rooted
in different contexts. The combination of Uranus, Aphrodite and Eros is sig-
nificant, since they have in common an ambiguity which is based on different
mythic accounts and traditions. With reference to the Theogony, Eros is given
a cosmic, non-anthropomorphic father and a mother who is of ambiguous ori-
gin. On the one hand, she is conceived of as being a beautiful young woman; af-
ter her birth, she approaches the sphere of the Olympian gods (Theogony 191f.).
There Aphrodite is depicted as in the Iliad: the daughter of Zeus, anthropomor-
phic goddess of love. The timai attributed to her later (Theogony 201f.) define
her province among the Olympians. But another version of her myth, which
is suggested by her birth from the foam of Uranus’ testicles in the Hesiodic
version—itself probably a reflection of her cult-epithet Ovpavia—links her to
her Phoenician predecessor Ishtar-Astarte, the Queen of Heaven and spouse
of the King of Heaven. Thus the parentage of Uranus and Aphrodite can be
interpreted as the Greek version of the Phoenician couple of Heaven. Being
personified and related to each other as a pair, they are suited to functioning as
parents of a personified Eros. On the other hand, Uranus shares with Eros his
ambiguous identity: in cosmogonic accounts they have a traditional place and
function as amorphic primordial entities. However, in cosmic accounts other
than the Theogony, Eros is also older than Uranus, who usually is of the same
generation as Oceanus and/or Gaia.'*®

The association of Aphrodite and Eros as portrayed by Hesiod can also
be interpreted as a reflection of the poetic tendency to subordinate aspects of
Olympians as their attendants or children. This last step, however, is carried
out by Sappho, who is the first to bring Eros and Aphrodite into a genealogical
relationship and makes him at least a half-Olympian. When Eros appears twice
in the Theogony at two different chronological stages, this may reflect Hesiod’s
attempt to combine two diverging facets of Eros.

When mythologizing Eros, Alcaeus too invented a poetic genealogy sug-
gestive of a Near-Eastern idea. The fact that Eros, as a cosmic element, is as-
sociated with the winds seems to be reflected in the father. The mother given to
Eros here confirms, however, the assumption that poetic fancy has a tendency
to relate pre-personified concepts to an already existing, fully developed myth-
ological figure with similar functions and attributes. Alcaeus (fr. 327 V), in a
hymn, makes Eros the son of Iris and Zephyrus:'*

Sewvotatov Béwy,
<TOV> yévvart ednédilog Ipig
xpvookopat ZepOpwt piyeloa.
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This parentage is striking: Homer in the Iliad clearly distinguishes between
ipig the “rainbow” and “Ipig the messenger-goddess by means of different epi-
thets for each: ipig, the “rainbow’, is simply “dark red”, moppupén.'*” The at-
tributes of "Ipig refer either to the swiftness of her movements, when the poet
calls her “swiftfooted” (modnvepog) and “stormfooted” (4eANomoc),"*® or they
are related not to the swiftness, but the color of her other means of movement,
the wings: she is "Ipig xpvoomtepog, the “golden-winged” Iris.'*

Although Iris’ wings are not mentioned in the fragment by Alcaeus—for
she is evmédilog, “well-sandalled”—I would assume that it is this attribute of the
golden wings which occurs in epic, that makes the genealogical link between
Iris and Eros. The winged image of Iris seems to be a traditional mythical motif
because her first documented appearance in iconography is as early as the late
7th century BC. A metope found at Thermos and dated circa 620 BC shows
Iris with traces of wings on her shoulders.”*® The depiction of Iris as a winged
female deity is by far the most conventional. When Eros, too, has golden wings,
it could be due to his association with Iris in a similar function, as suggested by
the Iliad. Interpreted as an erotic personification, his function and activity can
be also seen to be that of a messenger, flying (on golden wings) and thus me-
diating between the world of the Olympians and the world of men. In this case
the golden wings of Eros would be a poetic inheritance from other mythologi-
cal figures with whom he shares distinctive characteristics: apart from Iris also
Hypnos and Thanatos, as we have seen earlier. Another possibility, however,
is that Eros was associated with Iris as a consequence of having golden wings.
However, we have no evidence for this before Anacreon.™!

So, ifit is the common attribute of the golden wings which inspired Alcaeus
to bring Iris and Eros into genealogical relationship, what could relate Eros to
Zephyrus and Zephyrus to Iris? It has been argued above that the Near-Eastern
idea of cosmic desire being associated with the winds had repercussions on the
Greek image of Eros. One of the winds is therefore predestined to become the
mythical father of Eros. Like Iris, Zephyrus (and the other winds Notus and
Boreas) is already personified in the Iliad and the Theogony, as he has parents
and offspring.’*? In the Theogony (378f.) he is the son of Astraios and Eos and
brother of Notus and Boreas; in the Iliad (16,149ff.) Zephyrus together with
the Harpy Podagre engenders Achilleus’ horses Xanthus and Balius. In Hymn.
Hom. V1,1-4. Zephyrus is related to the love-deity Aphrodite. He is imagined as
having brought Aphrodite in her soft foam to Cyprus. It is probably by virtue
of his being a warm and humid wind that he is related to deities of reproduc-
tion.””® In addition Zephyrus’ association with light might have led Alcaeus to
see him as an ideal father and husband of golden winged creatures.'**

It becomes clear that Alcaeus also tries to make Iris and Zephyrus appear
as mythological figures and as concrete and personified as possible by empha-
sizing physical details: Iris is wearing beautiful sandals and Zephyrus is “gold-
en-haired”. When Zephyrus is called xpvookoung in the Alcaeus fragment, he
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is close to being an anthropomorphic Olympian. xpvookopng is a common epi-
thet for male gods in erotic contexts.*> Dionysus is xpvookopng when he makes
Ariadne his wife (see Hes. Theog. 947), and in Pindar it is a frequent epithet of
Apollo.”* In Alcaeus, “golden-haired” is an appropriate epithet for Zephyrus
too, because the West wind is associated with light and he is the lover or
husband of a goddess whose brightness is indicated by her golden wings.
However, since xpvookopng is such a common epithet for male gods, Anacreon
need not have had Alcaeus’ genealogy in mind when he made Eros xpvooxoung
too (358 PMG), depicting him as a ball-playing youth:'”

odaipnt Onoté pe mopdupijt
BaAAwv xpvookopng "Epwg.

A. Broger rightly states that the association of Iris and Zephyrus is a po-
etic invention, a “Dichtereinfall”. However, considering the developments
which created this poetic genealogy, it seems unlikely that Alcaeus was sim-
ply inspired by a “Wettererlebnis” during which the rain appeared golden in
the sunshine—the combination which creates ipig, the rainbow.!* It has been
shown that the background is far more complex than this facile meteorological
allegory. Moreover, although it explains the match between Iris and Zephyrus,
it is not at all clear why the personifications of two weather phenomena should
have become parents of Eros. To make this comprehensible, one has to see Iris
first of all as a winged messenger goddess.

Simonides, a hundred years later, makes Eros the son of Ares and Aphrodite
(575 PMG)."*® He is then the “wicked child” of “wily Aphrodite and Ares”, who
is “contriving wiles™:

oxéthte mai Sohopndeog Adppoditag,
Tov Apnt t8olounxdvwt Tékev.

1 Sohoundeog Rickmann (Diss. Rostoch. 1884 p. 36) : oAoundeg cod. L.
2 Sohopnxavwt codd. : kakopaxdvwt Bergk : Opacvpayavwr Wilamowitz :
Solounxavov Davies

The two lines have been considered corrupt for several reasons.®® There
can be, however, no doubt that this is a poetic genealogy different in type from
the one created by Alcaeus. Whereas he makes Eros’ parents reminiscent of
the latter’s origins as a cosmic element and relates him to a goddess similar in
looks and functions, Simonides simply makes him the result of a well-known
mythical love story of which the Odyssey (8,266-366.) gives a humorous ac-
count: the affair between Ares and Aphrodite, who is unfaithful to her husband
Hephaestus.'®® When Eros is the son of Aphrodite and Ares, he is somehow a
romantic result, a poetic instalment of a traditional mythical love story. By relat-
ing Eros genetically to Aphrodite and Ares, Simonides at the same time makes
him (although illegitimate by birth) a legitimate member of the Olympian
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family. The possibility cannot be excluded that a similar poetic attempt had
been made earlier by Ibycus. The scholium on Argonautica 3,26b (216 Wendel)
seems also to have mentioned a genealogy by Ibycus (fr. 324 PMGF). As the text
is unfortunately badly preserved, we do not learn who the parents were there.'®?
It is suggested by other fragments (286 and 287 PMGF) that Ibycus probably
made Aphrodite Eros’ mother. However, whether U. v. Wilamowitz’ widely
accepted conjecture in which he makes Hephaestus Eros’ father (“Ipukog «5¢
Adpoditne kai Haiotow) is correct or not, cannot be proved. In Archaic lyric
poetry there is definitely already an overt tendency to mythologize Eros as an
Olympian god by relating him to Aphrodite (see Plate 7).

7.8  CONCLUSION

It was the purpose of this chapter to examine Eros from different perspectives.
In view of the literary and epigraphical evidence it would seem, then, that Eros,
in contrast to Aphrodite and other companions, did not enjoy cultic venera-
tion. This may also be the reason why he does not have any mythical stories.
In Hesiod’s Theogony he is related to two different concepts. One is that of the
cosmic desire, which is rooted in the tradition of Eastern cosmic mythology;
the other makes him a specific aspect of Olympian Aphrodite. Eros” role as
the love-goddess’s companion is indicated in the Theogony, but not attested in
Homeric epic, the Homeric Hymns or the fragments preserved from the Epic
Cycle. The varying genealogies are suited to prove Eros’ ambivalent origins and
show, moreover, that the creation of his personality is a poetic innovation. The
next chapter will demonstrate that an important social phenomenon in Greek
culture provided another decisive component for the creation of a male love-
god.






Chapter Eight

The Creation and Birth of Eros at the
Symposium

8.1 INTRODUCTION

“For at the time when Aphrodite was born, the gods feasted, and
among them was the son of Metis, Poros. When the banquet was fin-
ished, Penia arrived in order to beg, as one would expect on a festive
occasion, and stood by the door. Poros, drunken with nectar—there
was no wine yet at that time—entered Zeus’ garden and, overcome by
drunkenness, fell asleep. Penia, by reason of her own poverty, secretly
planned to conceive a child from Poros; she lay down next to him and
became pregnant with Eros”

Plato, Symposium 203b2-c1

The only detailed narrative account of Eros’ procreation is Plato’s myth in the
Symposium: his parents Poros and Penia meet at the feast where the gods cel-
ebrate Aphrodite’s birth. In this symposiastic environment Penia seduces the
drunken Poros in Zeus’ garden. Here the context of Eros’ mythological engen-
dering is telling for his origin in Greek social history.

So far ways have been explored in which the poets’ creativity, by inventing
genealogies or borrowing attributes from other deities, mythologized certain
features into a male love-god Eros as an aspect of Aphrodite. If these were the
only modes of poetic stylization, Eros” birth would just be a fabrication based
on imitation of births of other Olympian divinities. But Eros’ nature is not as
simple as that, since he is not merely Aphrodite’s mythologized companion or
her son. In the poets’ attempts to mythologize a male counterpart to Aphrodite,
Eros becomes more than simply a personified aspect of the goddess. This is
corroborated by a social, non-literary phenomenon, namely the context in
which poetry was performed.

We have seen that there is evidence that Aphrodite’s figuration in mythical
narrative, however complex, is often related to cult realities and that therefore
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many of her characteristics are a mythologization of cultic features. This cannot
be true of Eros since it is unlikely that he was venerated in cult. Instead, Eros is
closely connected with the background in which the poetry that represents him
as most individualized and personified was performed (see Plates 14 and 15).

Scholars agree that most Archaic monodic poetry, particularly when
concerned with erotic themes, was performed at the symposium.' Since the
symposium became the place where the male aristocracy could indulge in and
express their passion for younger men and boys, it may be argued that the ho-
moerotic ideal of the symposiasts was gradually projected onto, or even divin-
ized by the god Eros. This idea enriched the mythological features of Eros and
accomplished his final shape. In what follows I offer a detailed analysis of this
phenomenon from two sides: first, from a cultural and poetic point of view,
addressing the context, themes and performance of choral and monodic lyric;
second, from a more historical perspective. I will try to elucidate the strategic,
political and social changes in late Archaic society which made the sympo-
sium the place where members of the aristocracy could indulge in the beauty
of young men and boys.

8.2 THE “PERSONAL ELEMENT” IN LYRIC POETRY

The Greek lyric poetry we have was not the creation of the first lyric poets
known to us, in the sense that they invented this genre. The tradition of com-
posing songs accompanied by the lyre is without doubt older.? It would there-
fore be wrong to infer from our earliest preserved works—the Homeric and
Hesiodic poems—that the hexameter is the oldest metre and that epic poetry
is the earliest of all genres. Nor would it be right to conclude that monodic
and choral lyric poetry is chronologically subsequent to Homeric and Hesiodic
poems. Thus, if a persona for the poet is a more obvious component in lyric
poems, this cannot be seen as the result of a development during which the
focus shifts to the individual and individual concerns, e.g. love: it seems instead
to be due to differences demanded by different genres.

One of our earliest pieces of literature is a fragment written by the choral
lyric poet Eumelus which has been dated to the first half of the 7th century
BC.? The next poet of whom a substantial number of fragments of choral lyric
has survived, is Alcman.* The preserved fragments will be examined under the
following aspects: the relative importance of mythical content and references
to the performing chorus and the poet. Mythical features often provide the lin-
guistic background for such dramatization of real people. I will argue later that
this phenomenon is determined by the context and occasion of performance.

Poetic creation of the 7th/6th centuries BC is not limited to the sphere of
public occasions and religious festivals. The symposium was also a place where
poetry was performed. Its late Archaic stage in particular was to play a crucial
role not only in the transmission of poetry, but also in determining its contents.
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However, it was not only the aristocratic gatherings, but in particular the sym-
posia held at the courts of tyrants, the Pisistratids at Athens and Polycrates in
Samos, which had a great impact on the artistic, and especially literary culture
of the age.®> We know that among the artists they employed were two of the most
influential lyric poets, Ibycus (at the court of Polycrates) and Anacreon (at both
courts: Samos and Athens).

Choral and monodic lyric have one thing in common which reflects the
general trends of their times: however different the context of performance is,
the tendency to speak about individual personalities and integrate them into
the poetic context can be found in both genres. As a result, myth is always pres-
ent as well, but it is not narrated for its own sake, since familiar mythological
features are now being used to describe individuals or to communicate between
poet and audience. How these developments also led to the establishment of
the male love-god remains to be examined.

8.3 CONTEXT AND PERFORMERS OF CHORAL
LYRIC

Choral lyric has a civic dimension that is, relatively speaking, stronger than
that of monodic lyric: it was performed at festivals, public or private, and thus
before a larger audience. Even festivals which took place at more private oc-
casions, such as weddings, funerals and the like, have a social significance.® In
choruses of men and women, the participation especially of adolescents was
substantial. An early testimony confirming the participation of young men and
women in choral performance is the Homeric Hymn to Apollo (156-61). It refers
to girls from Delos who praise Apollo in hymns and commemorate men and
women of the past (probably mythical themes).” Alcman too wrote both for
young women and young men at Sparta, and his partheneia were composed for
young women or even girls to perform at religious festivals.® A 2nd-century BC
testimony confirms that young people had participated in choral performances
from earliest times.’

From the 7th century BC onwards we have reliable evidence that choruses
not only performed hymns, but also other types of poems, or rather songs, at
occasions which were not necessarily religious. Two composers of choral lyric
are Alcman (end of 7th century BC) and Pindar (first half of 5th century BC).
There are of course many more, but I shall focus on Alcman’s partheneia, since
they are the earliest extant literary sources providing original evidence for the
actual performance of choral lyric, and are also significant for their dramatizing
of individuals within the poetic performance.’® They are of further significance
in so far as they are composed and adapted for a particular group."

In the partheneion partly preserved in the Louvre Papyrus (fr. 1 PMGF)
and in another fragmentary song, probably also a partheneion (fr. 3 PMGF),
there is a clear emphasis on the performers’ personae and erotic concerns, and
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in fr. 38 and fr. 39 PMGF even on the poet’s own personality. This is achieved
by dramatization in the text of participating individuals, who are praised and at
times described in detail.'* The emphasis which is put on the individualization
of the singers (as opposed e.g. to gods in hymns) suggests that the partheneia
were performed at an event which was not celebrated exclusively in honor of
gods, since it refers to the personal situation of the girls themselves.'* This may
be the reason why divine and heroic myths play an almost subordinated role, as
far as we can tell from the extant fragments: what seem to be originally mythi-
cal features (e.g. encomiastic epithets) are here applied to persons involved in
the performance. It therefore seems justified to claim that in these songs the
participants, above all the chorus leader, replace the gods and are themselves
the protagonists of the “story”. One might in this case assume that this aspect
and the fact that the poet too emerges from his anonymity underlines the inter-
est in the individual personality. This phenomenon is absent from heroic epic,
but finds its expression especially in lyric poetry for which the representation of
contemporary human beings in choral song may have been crucial.

The partheneion (fr. 1 PMGF), following the traditional choral pattern, be-
gins with a mythical narration accompanied by reflexions about human life
(13-21 and 34-39)." It then switches to the performance. From line 39 onwards
it is the girls themselves who become the actual protagonists of the “story”
The Delian girls’ identity had remained fairly anonymous in the hymns they
were said to sing for the god.”* The performers of this partheneion, by con-
trast, become the subject of their own song, and the focus is placed on the
ten singing dancers, who are all named in the course of the performance; the
11th, Ainesimbrota, does not seem to be a member of the chorus, but appears
rather as the seller of magical charms.'® The two main figures are Agido and
Hagesichora who is, as suggested by her name, the chorus leader. They seem to
function as a pair, and their beauty surpasses that of the other chorus members
of whom, however, we also get an impression. Lines 64-68 give more details
about the singers’ splendid ornaments.

When they start singing about themselves and address each other they
almost seem to introduce themselves to the audience. Though inferior to
Hagesichora and Agido, some of them are vividly represented, and the most
distinguished details of their beauty are also encomiastically emphasized, al-
though they cannot compete with their leaders (39-77):7 “But I sing Agido’s
radiance, I see her like the sun . . . but my cousin’s hair, Hagesichora’s, blooms
like purest gold, . . . for neither is the abundance of the purple of our dresses
enough for our protection, nor snake-bangles of solid gold, nor the Lydian
headscarf, the pride of soft-eyed girls, not even Nanno’s tresses will suffice,
nor Areta the goddess-like girl, nor Thylakis nor Kleesisera. Nor would you
go to Ainesimbrota and say: Let Astaphis be mine, let Philylla look my way,
or Damareta, or lovely Vianthemis—it is Hagesichora who wears me out
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with longing. For is not Hagesichora, the one with the lovely ankles, here
beside us?”:
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These examples show that poetic devices such as encomiastic epithets (see
kaAliopvpog 78), which are normally used to describe gods and goddesses in
epic, can also be adopted to describe the contemporary young women in the
poem.'® There seem to be two types of such poetic devices. One kind is taken
from the poetic tradition, praising beauty in particular; for example, the im-
age in which Agido’s attraction is described and compared to the sun and light
recalls descriptions of divine epiphanies.”” Another kind is shaped by Alcman
and adapted to the uniqueness of the chorus for which he composed. Here
some of the devices are directly related to the situation of either the rehearsals
or even the actual performance, and in both cases the composer comes into the
dialogue with his singers. In fr. 33 PMGF girls performing their dance correctly
are called opdotoryot (“in the same line together”); a girl who likes to stand at
the edge of the chorus is ¢ptAoyilog (fr. 32 PMGF).®

It is, however, not only the chorus members, but also the poet himself
who is presented in his songs. In fr. 38 PMGF Alcman calls himself ki@apiotnig
and elsewhere (fr. 39 PMGF) even mentions his name and reveals himself as
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composer and producer: “these words, this song Alcman discovered” The
mythical narration appears to be relatively subordinated. Instead, the protago-
nists of the poems are actually now the chorus and, in other songs, also the
poet. In contrast to hymns, the chorus praise themselves instead of gods, and
they do so in a similar idiom. Thus the focus of interest is upon the girls them-
selves. Their relationship and familarity with each other or the poet also come
to the fore. The degree of intimacy with which the chorus members express
their admiration and longing for Hagesichora is erotic and rather reminiscent
of monodic lyric, e.g. Sappho’s poems. The relationship of Hagesichora and
Agido, who appear as a pair and are elevated by their beauty above the other
members of the chorus, may refer to the background of the song.*

However, what is significant for our argument is that here, for the first
time, we get a detailed description of the performing individuals, and the tone
in which they address one another is surprisingly familiar. The girls not only
describe each other’s feminine qualities and beauty, but express admiration and
affection for the chorus leader with a degree of intimacy which makes their
words sound like personal confessions of affection or love. Perhaps they refer to
homoerotic relationships which were institutionalized before marriage within
this group, but this is not necessary to explain the chorus’ utterances of affec-
tion and desire for Hagesichora.?? Elsewhere, this kind of familiar tone can only
be found in the poetry performed in a more private environment, such as sym-
posiastic gatherings. These personal elements occur not only in choral lyric; we
find a similar set in the motifs and style of symposiastic monodic lyric. It seems
that lyricists sometimes were even directly inspired by certain images which
they adapted to their specific intention and to the context of performance. I will
illustrate this later with an example taken from a partheneion (fr. 3 PMGF) by
Alcman, which Ibycus (fr. 287 PMGF) developed in his own particular way. He
applies the imagery used by the girls to describe their chorus leader’s irresistible
glance to express the impression a beloved boy’s look has on him.

8.4  CONTEXT AND PERFORMANCE OF MONODIC
LYRIC

Monodic lyric encompasses all those shorter poems which were originally
written for performance by the poets themselves to the accompaniment of a
stringed instrument, usually the lyre. The literary tradition mentions as the
main representatives Sappho, Alcaeus and Anacreon, whom vase paintings fre-
quently depict as playing the lyre (see Plate 13), and also Ibycus, but there were
also many more.”

The solo presentation allowed stronger self-involvement and therefore an
even more individual and intimate choice of voice, themes and topics than in
choral song. Poets like Sappho, Alcaeus and Anacreon even developed their
idiosyncratic metres and expressed their personal concerns in their own dia-
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lect. This is also reflected in the occasion of performance. Unlike choral lyric,
these poems were not composed for a broader public audience, but for more
private gatherings. Most of monodic lyric was performed at symposia.* It was
the small and intimate atmosphere of the symposium which provided the ideal
scenery and background for a more individually oriented poetry. It not only
allowed poets to express their personal world, but also encouraged the guests
to participate actively and address other symposiasts in their poems.* Many
themes of this type of monodic poetry are taken from the immediate environ-
ment and are concerned with wine and song, but mostly with love. Sometimes
the beloved praised in song (not necessarily a guest, sometimes also the wine
pourer) was present and therefore directly addressed at the moment of perfor-
mance.*

But what were these symposia like? Classical scholars have only recent-
ly shown an interest in historical and anthropological studies.”’ They are
a phenomenon of the 2nd half of the 6th century BC which cannot be fully
understood without taking into consideration the historical changes and de-
velopments that shaped the age and which lasted throughout antiquity. Viewed
from this perspective, it is clear that the poetry of Ibycus and Anacreon has also
to be interpreted within the context that is responsible for the transformation
of the symposium. I suggest that diverse strategic, political, and finally social
developments led to creating the type of symposium which fostered a literary
culture that promoted the emergence and accomplishment of the male god of
love.

Monodic poetry is in scope and theme essentially a product of the aristo-
cratic symposium. In what follows I examine to what extent these developments
affected the link between the symposiastic context and the erotic relationships of
men and boys. Several convincing attempts have been made to relate the sudden,
yet limited, popularity of homoerotic motifs on vase paintings (ca. 560-475 BC)
to these changes and developments.”® But no scholar has yet considered whether
the equally sudden emergence of identifiable winged male love-gods—Erotes—
in art (from 520 BC onwards) can be explained within the same historical and
literary context. It also remains to ask whether the poetry that emerged in this
symposiastic environment has not only inspired art, but also cult.”’

8.5 RELEVANT ASPECTS OF SYMPOTIC HISTORY

Starting from the early form of the symposium as we found, for instance,
in Homeric epic, I will now chart the changes and developments in its civic
implications, in its function as a place of performance of poetry, and then, fi-
nally, consider the role of youths and boys there.*®

The “Homeric” feast or banquet, not called cuundoiov, but rather daig, had
a strong public, political and social meaning as an “organ of social control”*' It
was chiefly a means by which an aristocratic family established and reaffirmed
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their power within the Archaic society. Thus the generosity which manifested
itself in the feasting as well as in the entertainment was intended to secure the
support of fellow male aristocrats in military affairs.?> The symposium at that
time was an institution of the warrior élite; being a structural element within
Archaic society, it occupied a central political position in the city.*® Feasting
and entertainment were private activities, but in wartime when the support
of the community was required, they received a public meaning. Thus at the
meals of Homeric aristocracy, the heroic epics were not performed for their
own sake, but were always also meant to reinforce the values of the aristocratic
society. The narrations refer to the mythical past and to the lives of the heroes
(see the personal stories of Nestor, Phoenix and Odysseus in Homer) and thus
they are normally not related to the present context of performance.*

Whereas O. Murray looks at the public and social significance of the early
Archaic symposium from a chiefly political angle, other scholars also take into
account its role in the education of boys and young men.* There is in fact good
literary and archaeological evidence that these were always present at banquets
with their fathers, often in the role of wine pourers, which seems to have been
a traditional function. In the Iliad it was the koOpot who poured the wine at the
meals of the aristocrats, and the fact that Menelaus’ son fulfilled the same task
at a banquet arranged by his father suggests that the wine pouring was more
than a simple service, since it would otherwise have been the task of a slave.*
The scholia and commentaries on the Iliad confirm that the wine pouring was
a duty of young nobles, and we often see young beardless and naked men in
banquet scenes in Archaic and also Classical art.”

These sources do not inform us about the further implications of this duty,
but evidence concerning similar practices in other parts of Greece does. In
Crete, young boys served the wine at their fathers’ meals at the &vdpeiov. They
also had to bring food to their fathers and to themselves, but they had to eat
sitting on the ground. The boys shared one drinking cup and were allowed to
have their own only after they had been initiated into the adults’ world. It is
significant for the educational function of this custom that after the meal the
boys were summoned to listen to their fathers’ discussions and learned how to
be brave.* Similar customs are known in Sparta. While the adults were reclin-
ing and discussing the latest political issues and other citizens” achievements
in society, the young boys present had to listen and serve wine to their elders.
They were even encouraged to pose questions which, according to Lycurgus,
was considered a means of instruction and education for the future citizens.*

Boys were sent to symposia in Classical Athens for educational purposes.
They had to glorify the exploits of their role models, the mythical heroes. It
is hard to imagine that the participation of young males in symposia had no
homoerotic implications. It has been generally agreed that pederasty was insti-
tutionalized in many parts of Greece and had educational and initiatory func-
tions, the purpose of which was to prepare the young for their future role as
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citizens. In Crete and Sparta pederasty was part of coming-of-age rituals, and
at Thebes the male lover offered his beloved a garment once he had entered the
community of adults.*

We have traces of the educational functions of the young boys™ presence
at symposia in early didactic poems from the 7th century BC onwards. They
are of a popular philosophical content and addressed to young boys, and these
admonitions should be seen as an initiation to real life: Semonides addresses a
boy (@ mat) in a poem where he complains that men do not realize their ephem-
eral nature and therefore become slaves to hope and expectation. Alcaeus does
this too when he speaks about wine and truth (oivog, @ ¢ile mai, kai dAdbea).
Theognis’ verses addressed to Cyrnus or Solon’s elegies also encompass rules
for proper behavior as well as political considerations. These addresses imply a
certain familiarity and intimacy.*'

There is, then, sufficient evidence that there had always been a more plea-
surable and passionate side to the boys’ presence at symposia beyond the mere
educational or initiatory function. Even in the poems of didactic content the
poets warmly and kindly address their naideg. This sort of poetry, however,
is of course not merely didactic, and the homoerotic component which in the
above examples is merely implied, is not fictitious but had probably always been
areality at the banquets. The first poet to describe overtly the sexual passion for
a beloved boy in an elegiac couplet, perhaps within a symposiastic context, is,
according to our evidence, Solon:*? “while one loves a boy in the lovely bloom
of youth, desiring his thighs and his sweet mouth” (fr. 25 W.).

€00’ 1)Pnc épatoiow ¢ &vBeot maudodiinont,
unp@v ipeipwv kai yY\ukepod oTopHaToC.

This shows how well established and accepted the relationships between
¢paotngand épwpevog were at the time of Solon (and very probably much earlier,
but no literary evidence has survived). The fragment also conveys an erotic and
emotional element, which goes beyond the institutionalized initiatory and edu-
cational functions of pederasty.”® This type of homoerotic relationship, however,
seems to have been limited to the aristocratic stratum of society for whom it was
a fashionable pastime. The physical and aesthetic aspects of these relationships
also come to the fore in the places where lovers met. It had always been in the
gymnasium and the palaestra where men could watch their beloveds exercising,
normally naked. Just as the agora was the political centre for Archaic aristocrats,
the gymnasium and palaestra were the centres of physical and intellectual life and
the focal points for the education of the young (see Plate 5).* But apart from these
venues it was certainly also the symposium where the aristocratic élite could more
or less openly gratify their passions and admiration for younger men or boys.

The political events of the later Archaic age, i.e. at the beginning of the
6th century BC, entailed major changes in the lifestyle of the aristocracy. The
shift of military power from the warrior élite to the hoplite army of the polis
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deprived the aristocracy’s symposiastic gatherings of their political significance,
and the gatherings became more and more private, that of an “aristocracy of
leisure”* Thus the symposium became a refuge from the real world, an escape
into entertainment and luxury for its own sake.*

The symposium of the more or less privatized aristocracy was now the ap-
propriate place for an even more personally oriented poetry, a kind in which
personal opinions and issues were expressed among like-minded participants
sitting and drinking together. It has been argued that the change in lifestyle,
and the fact that people now needed to express their personal world created
both new literary forms and new social gatherings. This led to a novel and
somehow more private symposium.” Numerous vase paintings convey what
the atmosphere was like there; one can well imagine that it was the guests who
participated in the poetic presentation and that they referred to each other in
their performances. The myths which symbolically transmit the values of the
aristocracy seem to have become less important.*

How are these changes in strategic, political and social structures reflected
in the sympotic culture? J. Bremmer explains the increasing number of homo-
erotic courtship scenes (from 560 BC onwards) on Attic vase painting within
the context of the disintegration of the aristocratic society and establishes a
direct relationship between pederasty and the symposium.” He argues that
sports and pederasty become a surrogate for the competitive and agonistic as-
pirations of the former warrior élite, now deprived of their strategic and thus
political meaning. In fact, the Pythian games were founded in 582 BC, the
Isthmian in 581 BC, and the Nemean in 573 BC. ** The disintegration of the
old aristocracy and its ideals and institutions also entailed a depoliticization of
the symposium, formerly the place where, via love relationships between men
and boys, the education of future citizens took place. While the symposium
lost its former shape together with its political meaning and educational func-
tion, new figures, athletes and hetairai, appear on the scene whereas solid food
disappears.”

That these circumstances affected the spirit of the symposium is under-
standable, but the increasing popularity of pederasty (as reflected in art) is not
necessarily a consequence of depoliticization. As it turns out, it was particularly
those who had monopolized political power at that time, the tyrants, who in an
extraordinary way lived and cultivated the male erotic relationship. This finds
expression in the arts that they patronized, particularly in literature, but also in
the sudden emergence of courting scenes on vases of the mid-6th century BC.
H. Shapiro considers them also in their socio-historical context and interprets
them as a reflexion of the taste which was fostered not by the now idle aristo-
crats, but by those who were in power, the tyrants. He draws a link between the
Pisistratids at Athens and the court of Polycrates of Samos in Ionian Greece,
both of whom patronized the poet Anacreon, and he argues that the cultural
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environment at the tyrants’ courts was responsible for the cultural ambience in
which the homoerotic relationship could flourish.*

Both approaches, J. Bremmer’s, which is more politically and socio-histori-
cally oriented, and H. Shapiro’s, which is based more on the evidence in art and
literature, are illuminating and useful. However, neither of them has pointed
out that, during all these changes, male love relationships became more ro-
manticized—a fact which is particularly well documented in poetry and which
has certainly favoured their popularity in art. In what follows, I will combine J.
Bremmer’s and H. Shapiro’s results and attempt to develop them further. I sug-
gest that the general changes probably meant that the wine pourers at the sym-
posium were not necessarily the sons of the participants. For our purposes it is
significant that this, together with the advanced privatization of the symposia-
stic sphere, gave way to a new romanticization of the homoerotic love relation-
ship as we find it expressed in the poetry of Ibycus and Anacreon. It will then
remain to ask whether the sudden emergence of Erotes in Attic vase painting
and the alleged cult of Eros in the Academy at Athens can also be related to the
courts of the tyrants in Samos and Athens where this poetry was composed.

It has been documented above that at the early Archaic symposia it was
the duty of aristocratic kobpot, youths, to fulfil the task of pouring the wine.
On vases we see them usually beardless, sometimes naked. . Bremmer does
not distinguish between the noble wine pourers referred to as kovpot and those
addressed as @ mai; for the latter we have numerous examples in lyric poetry:
Hipponax mentions a boy who has just broken a cup, and Anacreon asks boys to
serve him with wine.” I suspect that aristocratic youths still seem to have been
present at the symposium, even when it had lost its educational functions, but
that they were joined in their function as wine pourers by younger boys, very
much naideg whom poets immortalized in various contexts of lyric poetry.™
The identity of these maidec has, as far as I can see, not yet been investigated. It
seems that the wine pourers need not be aristocratic, but could now also come
from a lower social class.” In an Archaic skolion (fr. 906 PMG), the wine pourer
is addressed as idkove which means “servant” or “waiting man”:*

gyxet kai Kndwvi, Stakove, und’ éminBov,
el xpr| Toic dyaboic avdpaoty oivoxoeiv.

A scholium on the Iliad which comments on a passage describing how
boys pour wine into bowls also seems to indicate a change. It says that it is an
“ancient custom” that boys perform the duty of wine pouring and mentions
the son of Menelaus as an example.”” The conclusion of the scholium, giving
the reason why “nowadays” slaves are “still” called mai8eg, suggests that slaves
at some point started performing the job that had been in the hands of noble
boys, such as Menelaus’ son “in ancient times”. It seems clear that these altera-
tions which allowed slaves to pour the wine, also affected the courtship scenery
of the symposium.*®
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Usually it seems to have been the wine pouring youths or boys in particu-
lar who inspired the erotic and sexual fantasies of the older symposiasts. In
myth it is told that Zeus fell in love with Ganymedes while the latter was serving
him with wine, and that he finally abducted him.* This sensual element was
certainly always present in symposiastic situations, but it was not prevailing in
the iambic and elegiac symposiastic poetry of Callinus and Tyrtaeus where it
was instead linked with or even subordinated to didactic purposes as we have
seen.®® This can be explained by the fact that at that time the symposium still
had an educational function. Thus the quite discreet compliments paid to the
naideg in earlier poetry seem to reflect the didactic character of the environ-
ment in which it was performed: the “former” symposium, a place of education
and instruction for future citizens. It is within this context—the lower status
of the wine pourers, and, of course, also their younger age, together with the
privatization of the symposium and consequent loss of its educational func-
tion—that we can explain the more intense and passionate celebration of the
beloved youths and the new romanticization of these love relationships as we
find them depicted in the type of poetry to which we now turn.

8.6 THE COURT OF POLYCRATES OF SAMOS AND
THE POETRY OF IBYCUS AND ANACREON

The cultural ambience of the court of the tyrant Polycrates in Samos was the
ideal context for the celebration of homoeroticism, which had always been
linked to the wealthy upper classes of society who had enough leisure and could
afford to indulge their passions.®* At the lavish court of the tyrant, the sympo-
sium seems to have been exclusively the place of pleasure, distraction—and
of sophisticated literary entertainment, as the fragments of the two most im-
portant court poets, Ibycus and Anacreon, indicate. The hypothesis that both
poets went to Samos during the rule of Polycrates’ father, Aeaces, possibly at his
invitation, seems open to no objection.®* This is corroborated by two indepen-
dent ancient testimonies. According to the Suda entry, Ibycus came to Samos
when the father of Polycrates the tyrant was in power.®* Himerius tells the story
of a father who invited Anacreon to teach his son Polycrates music, who at that
time was still an ephebe.* If Ibycus’ encomium (on which see below) was really
composed for the young Polycrates (fr. S 151 PMGF), it could have been written
for him when he was either not yet tyrant or shortly after his and his brothers’
coup in 538 BC.* The political structure previously in place remains unclear. It
is possible that members of the family of Polycrates wielded some power in the
early 6th century BC. If Aeaces had been deposed then or earlier, as has been
suggested, one would assume that he was either a tyrant himself or another type
of ruler who, in order to enrich the cultural life at his court, invited the two
poets, who left Samos after Polycrates’ death in 522 BC.¢



The Creation and Birth of Eros at the Symposium 183

During Polycrates’ reign, after the annexation of other Greek cities by the
Persians, Samos emerged as the commercial and intellectual centre of Ionia.*
The tyrant was already famous in antiquity for his patronage of the arts and his
expensive and luxurious lifestyle. He attracted the famous physician Democedes
from Croton to his court after offering him a salary of two talents, which was
twelve times more than what the Pisistratids had paid him. Obviously the ty-
rant wanted not only the best poets, but also the best doctors and engineers.
He employed the Megarian Eupalinus to build a tunnel.® The historian Alexis
gives a vivid account of the tyrant’s love for luxury goods and boys:"

“Samos was embellished with products of many cities by Polycrates, who
imported Molossian and Laconian hounds, goats from Scyros and Naxos and
sheep from Miletus and Attica. He also summoned artisans (to his court), pay-
ing very high wages. Before he became tyrant, he had extravagant beds and
cups produced, and allowed them to be used by those celebrating a marriage
or the larger sort of receptions. What is striking in all of this is that the tyrant is
nowhere recorded as having sent for women or boys, although he was so pas-
sionately excited by the company of males (kaitot ept TG T@V dppévwv dphiag
éntonuévog) that he even became a rival in love to Anacreon the poet: in his
jealous rage he cut off the hair of his beloved boy (®¢ kai dvtepdv Avakpéovtt
T@L oL, 8te kai 8L Opynv dmékelpe TOV épwievov). Polycrates was the first
to construct certain ships called ‘Samainai) after the name of his country”

One can now better understand the environment of refined entertainment.
The symposium obviously became the place for poetry in which the elegant
and cultured, but also playful lifestyle of the tyrant’s court, and especially its
symposia were stylized. Wine, song and love were now the main themes of this
symposiastic poetry. The high degree of intimacy which comes to the fore in
the way the loved ones are addressed reflects how private these court gather-
ings were - a happening which favoured romanticizing the relationships. This
is also suggested by the fact that, as W.A. Percy has pointed out, there is, in
contrast to Crete and Sparta, no institutional and traditional pederasty attested
for Ionia. That this kind of pederasty was of a different quality, being voluntary
rather than compulsory, and intellectual as well as voluptuous, is well reflected
in Tonic symposiastic poetry.”! Considering Ionian culture in general and the
personal preferences of the tyrant, in particular his luxurious life-style (his love
for art, together with his desires for adolescents), it is easy to appreciate the
background to Ibycus’ and Anacreon’s poetry.

It now seems to be the wine pourers who openly become objects of desire
and subjects of poetry. Falling in love seems to have taken place during the
wine pouring at the symposium. Therefore, it is certainly no coincidence that
in this context Ibycus is the first to testify that the abduction of the mythical
wine pourer par excellence, Ganymedes, is motivated by Zeus’ sexual desire
for him.”” T would suggest that now—since this sort of poetry and more pri-
vate environment allows more personal and intimate themes—the homoerotic
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component can be more overtly expressed. However, it is already strongly in-
dicated in the Iliad, where Ganymedes’ “beauty”, k&AAog, is stressed twice.”
The adjective kaAdg is precisely the term assigned to the loved ones in many
vase paintings and recently discovered graffiti.”* It can be interpreted as a direct
response to this poetic development that in the late Archaic period Ganymedes
and Zeus are featured in courtship scenes.” Since in this myth homoeroticism
is embedded in the symposiastic context, it is no surprise that it enjoyed high
popularity in such an environment. P.A. Bernardini is certainly right in point-
ing out that this myth, performed and narrated in this context, is used to illu-
minate “il potere dell’ amore pederastico””

Other myths involving male homoeroticism are also linked to the ban-
quet. In Pindar (Ol 1,42-5), Poseidon abducts Pelops, with whom he fell in
love when he was born, to Olympus “where later also came Ganymedes”—to do
the same service to Zeus. In both myths, boys perform the duty of wine pour-
ing and the sexual connotation is obvious. Besides, the association between
wine pouring and falling in love also becomes clear in Philostratus’ description
of a painting (Imag. 1,17) which displays Poseidon falling in love with Pelops
while he is pouring the wine in his father’s house.” How closely related these
mythical motifs were to the symposiastic reality, is well illustrated in the anec-
dote transmitted by Athenaeus: while Pericles was fighting against the Samians,
Sophocles was sent to Lesbos to gain support for Athens. On his way he was in-
vited by a certain Hermesilaus of Chios to a banquet. There he fell in love with
the boy wine pourer and told him that if he wanted him to drink with pleasure
he should not be too rapid in handing him the cup and taking it away. When he
finally managed to kiss him he commented on his success by pointing out that
his strategies were not as bad as Pericles always claimed.”

Against this background I assume that many of Ibycus’ and Anacreon’s
love-poems actually celebrated the young and handsome wine pourers, who
are exclusively addressed as boys, as in Anacreon’s @ mai mapBéviov PAénwv or
Gép” BOwp, dép’ olvov @ mai.” The impression arises that it is exclusively these
boys whom Anacreon, either in his own voice or in that of his patron, wants to
court with his poems.® In one case, it seems to have been reported that they
both competed for the love of one and the same boy (fr. 414 PMG). It is indeed
hard to imagine that such spontaneous and passionate lines as the following,
clearly addressed to an épwpevog, could ever have been publicly said to a noble
boy at a public banquet. Perhaps they were even composed and performed on
the spot. Whatever the case, the threefold repetition of the boy’s name lend
the poem and its content the wit and playfulness which are so characteristic of
Anacreon’s love poetry: “I desire Cleobulus, 'm mad about Cleobulus, I gaze at
Cleobulus” (fr. 359 PMG).*

K\eofovlov pev éywy’ ¢péw,
K\eoPovlwt § émpaivopar,
K\edPovlov 6¢ Sookéw.
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Since the desire and madness for the boy are caused by looking at him,
this fragment gives a good impression of the symposiastic situation.*? In fr. 357
PMG, a prayer to Dionysus, the poet, almost in a Sapphic manner, asks the
god to make Cleobulus accept his love. This is certainly also a form of poetic
courting. That the name “Cleobulus” occurs twice in the extant fragments sug-
gests that he attended the banquets at least more than once. Possibly he was the
wine pouring boyfriend of the poet, or more likely, of the tyrant.** Elsewhere,
wine pouring is not only connected with falling in love, but even with making
love: fragment 407 PMG is a quite direct encouragement to have sex, and the
image clearly refers to the duty the beloved boy normally performs: the scholi-
ast on Pindar explaining that mpomivery, actually “to pledge”, means to make a
gift of the cup together with the mixed wine, quotes verses of Anacreon where
npoTve is used instead of xapiCov (“grant”): “come “pledge” me, beloved boy,
your slender thighs”:*
AN ipOTILVE
padvovg @ $ile punpovg.

The wording here demonstrates that it was the young wine pourers, “ordi-
nary naideg kaloi”, who were the objects of song and sexual desire.®> The verses
find their correspondence in many scenes in Archaic vase painting displaying
an older man rubbing his penis between the thighs of a boy.*

We know many of Anacreon’s boys by name, and we also know of their
specific physical qualities. These, however, are not described with the same
amount of detail as is given in early choral lyric to the physical attributes
of young girls. As we have seen earlier, in their cases epithets paralleling
mythical and epic contexts are applied and adapted to reality by the poets.”
According to the testimony of Maximus of Tyre, Bathyllus’ youthful beauty,
Cleobulus’ eyes, the blond hair and refined disposition of Smerdies are recur-
rent themes in Anacreon’s erotic poems.*® Unfortunately, none of the extant
fragments conveys what these praises of beauty were like, the only example
is fr. 414 PMG, where the poet is chiding a boy for having “cut off the perfect
flower of his soft hair”*

In the poems of Ibycus, Anacreon’s fellow poet at the court of Polycrates,
the playful and spontaneous element so characteristic of Anacreon is replaced
by a strong emphasis on physical beauty on the one hand, and a more intense
expression of emotion and passion on the other.” One can still understand
why in antiquity he was considered “the most passionate in ephebic love”® For
our purposes it is interesting that the far richer imagery of Ibycus’ erotic enco-
mia, which draw on mythical features, contributes to a more idealized image
of the épwpevog than anything we find in Anacreon’s preserved poems.*? This
subtle praise of beauty could suggest a more romanticized love relationship.
Athenaeus cites a poem in which the boy Euryalus is imagined to originate in
the divine world, since the only explanation for his superhuman beauty can be
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that he was the nursling of Aphrodite and her mythical train, the specialists in
beauty: the Charites, the Horae, Aphrodite herself and Peitho, who also adorned
Pandora in Hesiod’s Workse»Days. “Euryalus, child of blue-eyed Charites, dar-
ling of beautiful-haired Horae, Cypris and mild-eyed Peitho raised you in beds
of roses” (fr. 288 PMGF):

Evpvale yA'avkéwv Xapitwy 8dhog, <Qpav>
KOAMKOpWV peAédnpa, ot pev Kompig
& v ayavoPrédpapog IMet-
Bw podéolowy €v dvBeat Bpéyav.

The boy Euryalus is also the result of this divine cooperation and, like
Pandora, he too is an object of seduction. It appears that Ibycus drew on this
scene to create, as it were, a male counterpart to Pandora.”* However, his re-
lationship with the goddesses is even closer, since he is not only adorned, but
even nurtured (suggested by 8aAog and Bpéyav) by them. Each goddess seems
to be a mother who has bestowed upon him her most characteristic feature of
beauty: the Charites have given him their shining or even blue eyes,” the Horae
their lovely hair, Peitho her soft eyes. That Aphrodite and Peitho raised him in
beds of roses may refer to his skin.* Thus, nurtured by them, in his beauty he
seems equal to these divine beings, or even superior since, due to his origin, he
combines all of their qualities. Constructed out of divine attributes of beauty,
he is a god of mythology himself—but real and visible at the banquet, perhaps
even as a wine pourer, perhaps as a noble.”

Why is Eros not among the companions of Aphrodite who helped to pro-
duce the handsome boy? As we have seen earlier, Eros had been established
since Hesiod as a cosmic entity and Aphrodite’s companion; Alcaeus and
Sappho had also mythologized him. One might ask whether here the boy could
be Eros himself personified. This seems to be the case in another fragment
where Ibycus developed these motifs further. It is Eros who “looks at me melt-
ingly under dark eyelashes and attempts with every charm to make me fall into
Cypris endless hunting-net” (fr. 287 PMGF):

"Epog adTé pe kvaveoloty OO
B'Aedpaporg Takep’ dupact SepkOUEVOG
KnArpaot tavrodarmnoig £¢ dmel—
pa Siktva Kon'pidog ¢aBal el

I suggest that here Eros who seems so real that he can even look at the
speaker, is identified with the divinized ¢pwuevog.”® We find a similar set of im-
agery and wording in Alcman’s partheneion (fr. 3 PMGF). There it was clearly
the look of the beautiful chorus leader, Astymeloisa, which had a similar ef-
fect on the person who was being looked at.” “She was also looking with a
glance more melting than sleep and death and not in vain—she is sweet. But
Astymeloisa answers me nothing, holding her garland, like a star shooting
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through the shining sky, like a golden leafspray, or the delicate wing of . . . on
slender feet she has passed through”

MolpeNel Te TOOWL, TAKEPWTEPAL
§ Onvw kai ocavatw ToTIdEpKeTAL:
000¢ Tt pay1ding YAvk .. fjva:
Alo]tupérotoa 8¢ W odSEV apeifetat
AN TO]v TUAe@V Exoloa
[®] Tig aiyhale]vrog dotrp
Wpavd Staumetng
fj xpvotov €pvog 1 amalo[v yil]ov
v
] . 8téBa tavaoig mo[oi-] 61-70

Both fragments refer to the present situation of performance which is be-
ing dramatized in the song or poem. In Alcman’s partheneion, the girls address
each other within the context of the song. It seems to be a fixed pattern that
the chorus leader (here Astymeloisa) sends the magic looks to her fellow com-
panions which make them fall in love with her; but this love seems to remain
unrequited, as the following lines suggest. This parallel in choral lyric, which
certainly served as a model, helps us to understand that Eros is not just a my-
thologized divinity in Ibycus fr. 287 PMGF. He is in fact identified with the
real boy present at the banquet, whose beauty is considered divine and who is
looking at the poet from under his dark eyelashes.

The concurrence of divine and human identity is also supported by the
fact that Ibycus in both fragments related either the eyes (fr. 288 PMGF), or
the gaze from under the dark eyelashes (fr. 287 PMGF) to a divine origin: the
adjective kvdaveoc is traditionally used to describe Zeus” divine eye-brows in
epic, and the eyes themselves are described in the encomium for Euryalus as
a divine gift made by the Charites.'® Furthermore, I would assume that the
inescapable power which is associated with the gaze of the beloved upon the
lover is considered as something divine and therefore may have contributed
to causing the former to be seen as a god. It is Eros who by the power of his
glance ensnares his prey, the poet, into the “nets” of Aphrodite. This image
is not merely a mythological imitation but a new metaphor for Eros who is
hunting on behalf of his mistress Aphrodite. The motif of the hunter Eros can
easily be understood when we remember that already in the Iliad the non-
personified €pwg captures or conquers.'"!

The two fragments have shown that the beloved boy, endowed with con-
ventional features which are first only a means of praising his beauty (fr. 288
PMGF), is not only compared to gods, but seems finally to become an indepen-
dent god himself: Eros (fr. 287 PMGF). It emerges how much the banquet as
the occasion of performance, together with the poetic tendency to dramatize
the present reality, has contributed to this development. It is tempting to think
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that the romanticizing of the love for boys, for which the intimate symposiastic
ambience provided a fitting occasion, finally culminates in the divinization of
the beloved boys, and this may also explain the plurality of Erotes.

It has been suggested that Ibycus’ eulogy for the young tyrant Polycrates
(fr. S 151 PMGF) was sung at a banquet too."®> However, whether it included
a praise which makes him equal to the mythical heroes in their beauty cannot
be decided upon with certainty. The sense of the last three lines (46-48) of this
poorly preserved fragment depends on the punctuation of line 46:

To1¢ pév méda kdAeog aigv
Kkai o0, IToAOK'parteg, kAéog d¢pBitov &eig
WG Kat Aotdav kai LoV kAEog.

This is the text given in PMGF and PMG. The meaning of the text would
be: “among them (i.e. Cyanippus, Zeuxippus and Troilus) for evermore,
Polycrates you too shall have fame for beauty everlasting” (Page).'* It has been
pointed out by J. Barron that the papyrus shows a stop at the end of line 46. If
we keep it, it makes a difference to the sense: “their beauty is for ever; and you
too shall have fame undying, Polycrates” (M.L. West).!* The reading in PMGF
and PMG seems preferable. If we exclude this link, which compares Polycrates
with heroes in beauty, the transition from the mythical section to Polycrates
seems quite abrupt. Also, this version produces a nice parallel between “by vir-
tue of song” and “by virtue of beauty”, referring to the k\éog of Polycrates and
that of the poet which is expressed in 48.' The reference to Polycrates” beauty
invites us to imagine the poet enamoured with the boy, perhaps at a sympo-
sium. Presumably he had not gained his beard yet.' The lines resemble other
fragments in which boys are praised as objects of desire. Athenaeus (13,564F)
cites the poem for the beautiful boy Euryalus (fr. 288 PMGF) as an example of
a poem of praise (epainos) and presumably the poem for Polycrates fits this
category as well—if he really was compared in beauty to the mythical heroes.'””
The possibility cannot be excluded that in a cheerful symposiastic context wine
pourers were praised in the same way.

Anacreon’s poetry does not emphasize the encomiastic elements which
give Ibycus’ erotic poetry a certain serious flavour, but it is still more play-
ful and bantering. This playfulness manifests itself in the erotic themes, their
poetic representation and, finally, in the image of Eros himself. Ibycus and
Anacreon more than any other poets have been remembered as influential with
regard to the representation of Eros. It is certainly no coincidence that they
were both colleagues and therefore inspired by the same artistic environment.
Although they both refer to the homoerotic ideal which they found in the sym-
posiastic ambience, they diverge in their depiction of Eros. This is probably a
reflection of their differing attitudes towards love itself. At the same time, we
discern how close Eros remains to the characteristics of the pre-personified
€pwg, as an aspect of Aphrodite’s sphere. Ibycus emphasizes the dark, violent
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and inescapable sides of love, as does Archilochus; thus, Eros is looking at him
under dark eyelashes: temptingly beautiful, but also scary and frightening.
Anacreon’s favourite terms are mailewv or cvpnailewv (fr. 358,4; fr. 417,10; fr.
357,4 PMG), and thus his divinized Eros is also engaged in play: with knuckle-
bones (fr. 398 PMG), with a ball (fr. 358 PMG). Even when he is taken out of the
symposiastic context and placed among “serious” and conventional divinities
such as Aphrodite, the Nymphs and Dionysus (fr. 357 PMG), he is still at play.
According to our literary evidence, the earliest extant example of Eros at play
is to be found in Alcman (fr. 58 PMGF); it will be discussed later, since Eros
is brought into a mythical relationship with Aphrodite there and cannot be
directly related to handsome boys present at a symposium.

As in Ibycus, Eros can hardly be separated in Anacreon from the hand-
some boys who were present at the symposium. There is certainly an indication
of this in the anecdote relating that the poet, when asked why he composed po-
ems for boys and not hymns to the gods, replied: “because it is they who are my
gods!”'% I would suggest that the divinized loved ones are actually the Erotes.
This could explain why Erotes can also appear in the plural and why in vase
painting they are scarcely distinguishable from young mortals, unless they are
winged (see Plates 14, 15, 16, 17). But apart from these encomiastic, bantering
compliments for Bathyllus, Cleobulus or Smerdies, there are also poems featur-
ing Eros. Although being one of the few fragments dealing with heterosexual
love, fr. 358 PMG is a good example of how the playful character of the games
of love is reflected in the image of Eros at play, an image which is usually com-
bined with the homoerotic ideal of the beloved boys. In Anacreon we are also
left with the impression that Eros is, as regards his looks, the divinized ideal of
the ¢pwpevog, inspired by the context of the symposium, whereas his character
is moody and capricious, as is love itself. In fr. 358 PMG, Eros summons the
poet to play ball games with a girl (1-4):

odaipnt Onoté pe mopdupijt
BaAAwv xpvookopng "Epwg
Vvt TotkthooapuPalwt
ovpmailey mpokaAeitat:

This image bears clear traces of a momentary situation in a symposiastic
context, since not only the famous kottabos-play, but all kinds of games, espe-
cially ball-games were performed there.'” The ball, together with lyres or hares,
is also among the usual presents offered to the boy by the lover. The donation of
such gifts is also a common feature in courtship scenes in art.''?

It is not hard to explain why Eros has “golden” hair, since this is a fea-
ture characterizing male deities. The first god to be called “golden-haired” is,
according to our extant literature, Dionysus when he makes Ariadne his wife
(Hes. Theog. 9471.). Alcaeus calls Zephyrus the “golden-haired” lover of Iris (fr.
327 V.). The male deity, however, for whom xpvookopng has become a stock
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epithet in literature, is Apollo."! As a symbol of male virility and apt descrip-
tion for a master of seduction, golden hair occurs in erotic contexts.!'? However,
the epithet is not only found in literary depictions, but also seems to have been
associated with Apollo in cult, as a 6th-century BC inscription (SEG x 327)
suggests. Thus it is not surprising that it is often stressed in the characterization
of beloved boys as well. The reason why male gods, particularly renowned for
their beauty, seem to have been imagined as “golden-haired” may be that blond
hair has always been a rarity in Southern countries: it was considered to be spe-
cial and could therefore understandably have become an ideal of female, divine
and homoerotic beauty. In this context it is significant that, in 1980, French
archaeologists discovered amorous graffiti (dating from the second quarter of
the 4th century BC) on a wall in Kalami on Thasos, all of a pederastic type.'"
The names of the beloved boys to whom these graftiti are dedicated are accom-
panied by several qualifying adjectives, which include xpvoog.t*

It is, then, not surprising that Eros in Anacreon is “golden-haired” as well.
Although he seems to join the game, he is actually on the outside. The ball-
game appears to be a metaphor for the game of love which Eros is playing with
the poet’s feelings, and the 2nd stanza conveys that his love for the girl remains
unrequited. Similar imagery is depicted in fr. 398 PMG, where Eros is playing
knucklebones (a pastime also at home in the symposium):

dotpayarat & "Epwtog eiotv
paviot Te kod kKuSooi.

But here too the god is playing with boyish delight with the “tumults and
madness” he causes for those who are in love; a similar idea finds expression in
fr. 428 PMG:

¢péw Te SnOTE KOVK Eptw
Kal patvopat koo paivopat.

Although Eros appears as an independent entity who seems to intervene in
the symposiastic scene from outside, it is still obvious that in him the beloved
is always also present, since the power which the beloved has over the lover can
be of a divine quality. Perhaps the metaphor is not simply a playful “I love him,
I love him not” experience.'" Since the frenzies and quarrels of human beings
are just a game of knucklebones in the god’s hands, this could also mark the
terrifying aspects of desire.

Alcman (fr. 58 PMGF), at first sight, may at least have anticipated Eros’
association with the symposiastic environment which is, however, not fully de-
veloped before the homoerotic poems composed by Ibycus and Anacreon: “For
it is not Aphrodite, but the wild Eros who like a boy plays his boyish games,
alighting on the petals—please don’t touch!—of my galingale garland”!'®

Ad'podita pev ook ot papyog & "Epwg ola <maic>'" maiodel,
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d'kp’ &’ &vOn kaPaivwv, & u ot Biynig, Td kumalpiokw.

Alcman sets Eros in opposition to Aphrodite as a sort of mythical coun-
terpart. Thus the association with a beloved boy at the symposium which is
so obvious in the poetry of Ibycus and Anacreon is not apparent here at all."'8
I find P. Easterling’s suggestion is attractive: she interprets Eros as a phenom-
enon, a “dangerous kind of emotion’, playing with human emotions as if it were
a game.'”® She does not draw a parallel to boys. Represented in this manner,
Eros could equally well embody a specific aspect of the love-goddess. Thus we
cannot infer that the personified image of Eros in Alcman has been inspired by
real taidec.

It has been suggested that the “galingale” represents an allusion to garlands
which belong to the familiar symposium. This interpretation makes good sense:
Alcman is warning an addressee to be on his or her guard against a dangerous
kind of emotion called Eros, “an irresponsible boy playing with human affec-
tions as if it were all a delightful game” In comparing Eros to a playing naig,
Alcman describes a specific aspect of the lover’s emotion.' I would interpret
the “lust” or “madness’, here attributed to Eros as a qualifying epithet (udpyoc),
as actually the effect which the presence of an object of desire has on the lover.
It is tempting to interpret Eros here as an erotic personification of Aphrodite’s
province, from whom he is separated and virtually independent. Eros’ role is
perhaps comparable to Alcman (fr. 59a PMGF), where, as it seems, Eros is act-
ing on behalf of his mistress Aphrodite: “Eros once again at Cypris’ command
pours sweetly down and warms my heart”.

"Epw¢ pe dndte Kum' pidog pékatt
YAvkdG kateifwv kapdiav iaivel.

In this case, we need not associate the image of Eros with that of any hu-
man being present at the symposium, but instead consider the symposiastic
background as the place where amorous encounters are most likely to hap-
pen. Perhaps this aspect is represented by the presence of Aphrodite and Eros,
embodying the “raging mad” or “lustful” aspect (n&pyog) of the love-goddess’s
province, i.e. what P. Easterling calls “the arbitrariness of this impulse as the
whimsical mischief of a boy at play” Furthermore, she provides an interesting
explanation for the distinction drawn between Aphrodite and Eros, suggesting
that the early poets did not believe in the reality of Eros as a divine being and
could therefore use him in order to be rude about love without offending the
Olympian goddess Aphrodite. Thus Alcman’s fragment may explain why po-
ets felt the need to create an additional love-deity. However, this interpretation
cannot explain why the other love-deity is male or why he looked the way he
did; the homoerotic element cannot be inferred from Alcman’s poetry, where
Eros has a mythical relationship with the Aphrodite of whom he represents a
personified aspect. He has no independent role, but only works on her behalf.
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What we can say is that the fragment, if the interpretation of “galingale” is
correct, may reflect the symposiastic environment. However, it does not have
the implications which we find in Ibycus and Anacreon: that Eros is related
to the institution of the symposium, the historical development of which has
emerged to provide the background for a poetic stylization of Eros who is iden-
tified with the épwpevog.

8.7  CONCLUSION

It was the aim of this chapter to chart the emergence of the Greek love-god
within certain contexts: the dramatic and thematic peculiarities in poetry and
its tendency to dramatize reality and to refer directly to the context of perfor-
mance; the historical changes that made the symposium the appropriate place
for the creation of Eros. The contribution of Ibycus and Anacreon, who made
Eros an independent god and no longer simply an aspect of Aphrodite, serves
to explain three phenomena in art, cult and literature.

We have seen that a great number of homoerotic courting scenes emerged
between 550 and 500 BC. It is particularly interesting that Eros himself does not
yet appear in these black-figure and early red-figure vases. A. Greifenhagen has
demonstrated that the first examples of Erotes unaccompanied by Aphrodite
appear on Attic vases after 520 BC, and that the number of such vases increases
greatly around 500 BC and shortly afterwards.” The innovation is that the
Erotes are now independent and depicted on a larger scale (see Plates 2, 3, 14,
15, 16, 17). What confirms the close relationship or even identification between
Eros and the ép@pevog attested in poetry, especially in Ibycus fr. 287 and fr. 288
PMGF, is that the two look very similar and are, indeed, distinguishable only by
Eros’ wings. In some depictions a winged Eros carries a love gift, whereas it is
normally the ¢padpevog who holds such gifts. Thus we see Eros with a bird and
a ring, which may also refer to the games of the symposiastic context,'?? with
a flute or lyre in numerous examples,'* or even playing “tag” with other boys
(see Plates 16 and 17).12

This phenomenon may explain why early Archaic Erotes, who normally
flutter around Aphrodite in her most popular mythical context, the judge-
ment of Paris, are depicted on a much smaller scale, as if they were intended
to represent minor daimones or simply erotic personifications of Aphrodite’s
province (see Plate 8). This is how we must interpret the earliest evidence for
Eros and Aphrodite shown together, the Attic pinax, dated to 570 BC, in which
Aphrodite holds Eros (and Himeros) in her arms (see Plate 6). It is only now, in
red-figure vase painting that Eros is depicted as an independent deity.'?*

There is, then, good evidence that the vase paintings are a direct response to
poetic activity, since the appearance of Anacreon at the court of the Pisistratids
in Athens is followed by numerous depictions of Eros on art works. In 522 BC,
after the murder of Polycrates by the Persian satrap Oroetes, Anacreon accepted
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an invitation from Hipparchus, who functioned as a sort of arbiter elegantiae at
the court of his brother, the tyrant Hippias. The latter reportedly sent a warship
to Samos to fetch him.'* It seems likely that he would take his own poetry and
maybe also that of Ibycus with him from Samos and that this was then adapted
for vase painting by Athenian artists, or at least influenced it. Anacreon himself
even appears performing his poetry on several vase paintings of that period.
Also, the iconographical appearance of the male love-god cannot be separated
from Ibycus’ and Anacreon’s contribution in the creation of Eros.

These developments shed new light on how both the “cult” of Eros in the
Academy at Athens and the epigram which has been discussed earlier can be
interpreted (ch. 7.2). Can there be a doubt that this inscription is inspired not
by a sacred, but by the symposiastic and therefore homoerotic spirit which was
so characteristic of the life-style of the tyrants and their court? The wording
and form of address to Eros also conveys a feeling of the poetry which was
performed there: adjectives with motkilo—- also occur several times in Anacreon
and later epigrammatists.””® Even if it cannot be proved that Anacreon wrote
the inscription, it has something of the spirit of his poetry. This “cult” of Eros
at Athens probably never had any genuinely cultic or religious implications,
but was established on private initiative. In this case one might assume that it is
more a manifestation of the “cult” that was made of the idealized young beloved
boy and which the Athenian aristocracy, above all the court of the Pisistratids,
celebrated extensively.’? This “cult” was supported by the poetic imports from
luxurious Ionian Greece, the court of Polycrates in particular, with whom they
always had close connections.

From this survey the following conclusion emerges: Eros is neither merely
a personified aspect of Aphrodite nor a cosmogonic primeval entity. There is an
additional component of the complex figure of Eros which was inspired by an
attractive youth, with whom the god could even be identified. This may give an
additional reason why he remains without a specific mythological story. Eros
has a real dwelling place, since the environment which led to the development
of the Eros-figure is the symposium.

This is confirmed when we look at the later Hellenistic representations of
Eros in Apollonius Rhodius’ Argonautica. Here he is integrated into a genuine
myth, the story of Jason and Medea. According to Hellenistic tradition he is de-
picted as a naughty boy. The features in which his characteristics are illustrated,
his looks, playful activities and character are now Hellenistic epic stylizations
of the Archaic symposiastic Eros in which the homoerotic component is re-
placed, or perhaps enhanced, by turning him into a young child. This becomes
all too evident when we see that in his literary expressions Apollonius is heavily
indebted to Anacreon, whose favourite images of love as an act of play become
manifest in Eros’ boyish games. In the 3rd book of the Argonautica (114-40)
we see Eros in fact playing knucklebones. Who could be surprised now that his
playmate is none other than Ganymedes, the mythical wine pourer and darling
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of Zeus? The ball, Aphrodite’s bribe and gift for Eros, clearly also has a parallel
in Anacreontic imagery (358 PMGF)."* It is also striking that, in the mytholog-
ical contexts of their odes, Pindar and Bacchylides never mention a personified
Eros. This coincides with the fact that Eros does not have any individual myth
or story. A Pindaric skolion (fr. 123,1f. M.) indicates clearly that there were sev-
eral personified Erotes, and here too there can be no doubt that there is a link
with beloved boys: “one has to pluck” the épwtec “at the right time, at the right
age”; then he continues praising the beloved boy Theoxenus:

Xpijv pev katd katpov Epw—
Twv Opénecbal, Bupé, oLV dhkig-

This may also explain the plurality of Erotes.”! As we have learnt from the
anecdote about Anacreon, which was cited earlier, every beloved boy could be
seen as a god.'*

It would seem, then, that Plato’s cOvdeinvov, as featured in the Symposium,
is a reprise of the Archaic scenery whereby philosophical speeches and discus-
sions have replaced poetry and music, but not the intimacy of the atmosphere
and the favourite themes: Eros and beloved boys. Here too the participants come
from a privileged upper class which celebrates homoeroticism (sc. Pausanias,
Agathon, Socrates and Alkibiades). Therefore, it can be no coincidence that
Plato set his philosophical discourse about Eros in a symposiastic environment.
Moreover, he has even mythologized this in the birth myth in the Symposium
(203b2-c6) when he narrates how Eros’ parents met: the gods had a feast when
Aphrodite was born and Poros, drunken, went out into the garden, where he
was seduced by Penia.”® Thus Platos myth may be interpreted as reflecting
Eros’ origin in Greek social history.



Chapter Nine
Some Final Conclusions

Examination of literary, epigraphical and iconographical material from pri-
marily the Archaic period demonstrates that Greek erotic mythology is not
a homogeneous conglomerate of deities and personifications with the same
background and origin, or with the same type of myths or cults. A develop-
ment can be charted in the relationship between Aphrodite and her compan-
ions, specifically Eros. With the exception of the latter, the other deities of love
appear in mythical as well as in cultic contexts, which can be different from
within the areas of love or marriage as they can also be related to the civic and
political sphere. Aphrodite’s companions, the Charites, Peitho and Eros are all
personified aspects of her sphere of influence. However, whereas the Charites
and Peitho are Aphrodite’s attendants in early myth and her associates in cult,
Eros is different, on account of his idiosyncrasy clarified above. It is probably
due to the important phenomenon of Greek homosexuality that in Greek my-
thology the established goddess of love, Aphrodite, was joined by a male coun-
terpart who came into being in the Archaic period and who seems to have been
created in a process of invention by successive poets. Whereas Aphrodite, and
also the Charites and Peitho could be approached in a more synchronic way by
comparing their role and function in myth and cult and their relationship to-
wards each other, the complex personality of Eros required a more diachronic
method. In contrast to the other erotic deities, he seems not to have enjoyed
cultic veneration, but was rooted traditionally in cosmogonic myth as a pri-
meval entity. Moreover, like the other erotic personifications, he too embodies
an aspect of Aphrodite’s province, which explains how they finally came to be
correlated with each other as mother and son. The reason why his personality
is much more refined and individual than those of the other companions, and
why he later even becomes independent from Aphrodite, can, as has been dem-
onstrated, be found in his link to the phenomenon of Greek homosexuality,
where he embodied the divinized ideal of the beloved youth. This may be the
main reason for the creation of Eros as a second love-deity and male counter-
part to Aphrodite.

195



196 Aphrodite and Eros

Chapter One attempted to establish Aphrodite’s Eastern origins. Several
aspects in myth, cult and iconography which she has in common with her
predecessor Ishtar-Astarte have been used to show that it is the Aphrodite
Ovpavia type whom the Greeks seem to have most closely associated with the
Eastern Queen of Heaven. The subsequent Chapters Two and Three gave a
portrait of Aphrodite by focusing on her Greek idiosyncrasy; this required a
contrast to be drawn between myth, which features her adventurous sex-life,
and cult, where she is concerned with more “serious” issues such as marriage
and civic harmony. How far she is conceived as goddess of love and beauty in
myth appears clearly in an episode of the Iliad (book 5) where she is dissociated
from military and matrimonial concerns, and therefore also clearly differenti-
ated from Athena and Hera. It was demonstrated that in the Homeric Hymn,
the cult phenomenon of epiphany is taken as a means to promote her beauty
and seductive skills when she meets Anchises. On the other hand, epigraphical
evidence and her appearance in Attic myth could show Aphrodite as a source of
harmony among the people; this seems to be the political understanding of the
role she plays between lovers. The section dealing with “erotic personifications”
(Chapter Four), examined the phenomenon of personified deities. As early as
the Theogony, they represent aspects of the individual realms of the Olympian
gods, to whom they can be related as attendants or children. Aphrodite’s power
is seen to become effective via her magic girdle, the keato¢ ipdg, in which erotic
personifications were imagined to be contained and probably visibly embroi-
dered. Two other, apparently already well established personifications, Hypnos
and Thanatos, seem to have provided some epic features for Eros who, however,
does not appear in the Iliad. Chapters Five and Six on the Charites and Peitho
demonstrated that some personified deities who appear as Aphrodite’s atten-
dants and executives of her province had an early independent role in cult as
well. Not only in cult associations do they seem to represent a particular aspect
of Aphrodite, but also in civic and political contexts.

The final two chapters were devoted to Eros. It was their aim to work out
what makes him different from other erotic personifications and why he could
finally become a mythological figure equal to Aphrodite. The characteristic he
has in common with the other companions is that he too is part of Aphrodite’s
province. However, disregarding this, he also seems to be deeply rooted in Near-
Eastern cosmogonic mythical tradition, as a non-personified primeval entity.
It emerged that Eros” personality was developed in different stages: Hesiod was
probably the first in a series of poets to mythologize a personified male love-
god. That he could be perceived as a cosmic entity and aspect of Aphrodite
becomes evident also in diverse genealogies of Eros invented by the lyric po-
ets. Apart from attributes such as wings, which seem to have been inherited
from established mythological figures, or arrows, which may have originally
belonged to Apollo as bringer of disease or are perhaps metaphors for the pains
love usually causes, Eros’ fully developed personality seems to have been an
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achievement of the poets who were inspired by the environment in which their
poetry was performed: the symposium. It seems to have been the young wine
pourers in particular who became the objects of desire and were celebrated in
symposiastic poetry. This is already indicated in Solon’s poems, but it is only
in the poetry composed by Ibycus and Anacreon at the court of Polycrates at
Samos that the praise of the beloved boy becomes a praise of Eros himself. The
symposium seems to be Eros’ birthplace. In contrast to Aphrodite and her other
companions, Eros did not have a place in public cult, but as early as the 6th
century BC he was at least welcome at the best of parties.
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West (1997) with a focus on poetry and myth.

This is the name applied to the deity by e.g. Burkert (1985), 152-156, esp. 152, and M.L.
West (1997), 56 and 451: Ishtar and Astarte denote one and the same goddess. Ishtar is

the Akkadian name and occurs e.g. in the Babylonian epic of Gilgamesh; Astarte is the

West Semitic equivalent and was used by the Phoenicians (see Luc. Syr. D. 4); on Astarte
see Bonnet (1996); on interactions between Astarte and Aphrodite see Bonnet, Pirenne-
Delforge (1999), 249-73. S. Price (1999), 16 also includes Inanna, the love-goddess of the
Sumerians (circa 3000-2100 BC) among the Eastern goddesses with whom Aphrodite has
an affinity; on the goddess see also Seidl, Wilcke (1976-80), 74-89.

S. Price (1999), 17.
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334-40, with n. 131 (with bibliography).

Argued by Penglase (1994), 161.

Wilson (1975), 446-55, esp. 450f. and Fauth (1966), 6.
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(1997), 3-32, esp. 20.

See Huxley (1972), 34ff.
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20) could use it as a literary means to bolster the credibility of the (in Fehling’s opinion
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A¢poditn. Fehling argues that the story which Herodotus put into the mouth of priests

at Mempbhis can actually be easily deduced from Greek sources (e.g., the story of Helen in
Egypt as presented in the Odyssey).
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See n. 2 above.

An exception is Herodotus 2,112: the Phoenician sanctuary in Egypt is called that of £eivn
A¢poditn (see n. 29).
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Asheri (1989), vol. 1, ad 1,105 and Pirenne-Delforge (1994), 217f. and 437f.
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The meaning of Aphrodite ITavdnpog, her cults and worshippers will be discussed in chs.
2.4.-2.6.
It has, however, to be conceded that it is not always Aphrodite Odpavia who is linked with
children and wedlock. In Sparta, it is Aphrodite Hera whom mothers make dedications
to when their daughters are getting married (see Paus. 3,13,9); see ch. 2.3 with n. 51; on
Aphrodite’s links with marriage and children in general, see Pirenne-Delforge (1994), 419-
28.
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for further bibliography.
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The editio princeps was published by Tsakos (1990-1), 17-28.
So Parker (1996), 196.
For a discussion of these facets of Aphrodite and their reflection in myth and cult, see ch. 2.3.
It is, however, implied in Pindar, fr. 122 M. Here Aphrodite is called patép’ ¢pwtwv
ovpaviav; for an interpretation of the skolion, see ch. 6.6.
Schwabl in his extensive overview of Greek and Eastern cosmogonies ((1962), 1433-1589)
does not mention a direct mythical parallel. On the basis of archaeological evidence, one
may associate the Hesiodic myth with a terracotta figurine of a bearded female figure (dated
675-650 BC, from Perachora). This figure emerges from what can be interpreted as male
genitals (on the figure see M.L. West (1966), 213). Moreover, this figure recalls images of
Ishtar-Astarte, who was frequently depicted as bearded (see Burkert (1985), 152f.). Even if
the birth out of the genitals finds its parallel there, the transformation of an androgynous
creature into a beautiful young woman is a remarkable difference and probably Hesiod’s
creation; see Delcourt (1958), 43-7 on the cult of a bearded Aphrodite on Cyprus.
Similarly Nilsson (1967), 522 and M.L. West (1966), 212.
The uniqueness of Aphrodite’s birth story manifests itself by comparison with other hymns
in the Theogony, see Walcot (1958), 5-14, esp. 9f.
See e.g. Theog. 979-81: kovpn & Qreavod, Xpvodopt kaptepoBipw / pixBeio” &v phdotnT
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(1993), 225-9, esp. 228, 2 d. Rudhardt (1986), 10ff. contrasts this role of Aphrodite with
Eros’ cosmological function.
On the Hittite succession myth see ch. 7.5.
Indicated in line 197; on the etymology, see Friedrich (1978), 201ff. He associates adppog
with Indic abhrd- (“cloud”), cf. West (2000), 134. The etymological explanation of
¢hoppundng, “genital-loving” is probably a later re-interpretation of Aphrodite’s frequent
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literary epithet ¢pthoppeidnig, “laughter-loving”, see M.L. West (1966) ad loc. Perhaps
Aphrodite’s cultic link to the sea is also integrated into the myth. We have epigraphical
evidence that in the 4th century BC she was worshipped by sailors as Aphrodite Euploia. We
do not know whether such cults were established earlier; for the cult of Aphrodite Euploia
in general, see Parker (1996), 238 and ch. 2.1 with n. 4.

53. Soe.g. Il 5,330; 422; 458; 760; 883; Hymn. Hom. V,1f.: £pya molvxpvoov Adppoditng /
Komnpidog.

54. E.g. Od. 8,288 and 18,193.

55.  But cf. M.L. West (1997), 56f., who argues on a linguistic basis that KuBépeia cannot be
derived from KoOnpa. He takes it as the female form of the Ugaritic god Kothar, who cor-
responds to Hephaestus.

56. Her temple in Cyprus is frequently mentioned and thus suggested to be her most common
cult place in Hymn. Hom. V,58f; see also 2; 6; 291 (also linked with Cythera).

57.  Ares himself leaves for Thrace (8,361) which is actually his traditional cult place.

58. See Hymn. Hom. V, 58f.

59. See above, ch.1.3.

60. So Nilsson (1906), 364; see also Pirenne-Delforge (1994), 309f.

61. See IGII2337; on the cult, see S. Price (1999), 76f.; Parker (1996), 160. In Piraeus a Kitian woman
makes a dedication to Aphrodite Ovpavia (IG I12.4636; for a quotation, see n. 37 above).

62. On the term xoanon see Donohue (1988).

63. The passage is cited above, n. 31; on the goddess in weapons see ch. 2.3. It has been argued
by Graf (1984), 245-54, esp. 250 that the cult of the armed Aphrodite at Sparta came from
the East, but he suspects via the island Cyprus.

64. Burkert (1992); id. (2003).

65. Burkert (1992), 20.

66. For other motifs which were imitated, see Burkert (1992), 23.

67. For examples see Riis (1949), 69-90.

68. For an imported clay relief plaque in Corinth (7th century BC), see Boardman (1980), 76f.
(pl. 72); for more examples see also Kantor (1962), 93-117, esp. 109.

69. So e.g. the implications of epiphany, see ch. 3.4.

70. See Boardman (1980), 62; but cf. Simon (1998), 212 (pls. 228 and 229): she also refers to
their Eastern origin, but points out that they look somehow modified. She sees something
“Greek” in them and therefore she interprets them as Greek goddesses, as “Charites”. On
Aphrodite and the Charites, see ch. 5.3.

71. Boardman (1980), 56.

72.  Compare, for example, the ivory girl from Athens (pl. 34) with the ivory girl from Nimrud
(pl. 35) in Boardman (1980), 62.

73.  On the other hand, Phoenicians may have seen in these fuller shapes of Ishtar-Astarte the
ideal of female beauty.

74.  So Nilsson (1967), 520; on an etymology relating Aphrodite’s name with pigeons, see West
(2000), 137f.

75.  Nilsson (1967), 520 and Burkert (1985), 42 with n. 47. The earliest epigraphical evidence
of Aphrodite appears in the inscription on “Nestor’s cup’, which has been dated to 735-720
BC. Her name was also found on a 7th century BC black figured amphora from Naxos
(according to Delivorrias (1984), IL.1., 124, see also I1.2., no. 1285). It remains uncertain
whether the iconographical material of earlier periods reflects Ishtar-Astarte or Aphrodite,
since, as we have seen, they have typical features and gestures in common and can hardly
be distinguished (see Delivorrias (1984), IL.1., 46, where the Mycenean leaf figures and the
ivory statuettes in question are treated in the “Aphrodite” section).

76.  On this see Burkert (1985), 153 and Pirenne-Delforge (1996), 838-43, esp. 842. In Greek,
doves are either mepiotepai (as in the Hellenistic decree in Athens which is discussed in ch.
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77.
78.
79.
80.
81.
82.
83.
84.

85.
86.

87.

88.

89.
90.

91.

92.

93.

94.

95.

96.

97.

98.

3.4) or méewa, but these terms do not seem to have cultic relevance (see Thompson (1936),
224-31 and 238-47).

See LSAM 86; for an interpretation see L. Robert (1971), 91-197.

See Welz (1959), 33-137.

SEG xxxi 317: 165 A¢p[odit]ag.

Daux (1968), 711-1135, esp. 1028.

Travlos (1988), 185 with pls. 233-434.

FGrH 244 F 114: 1y meptotepd iepd Appoditng St 10 Adyvov (“lecherousness”) - mapa yap
TO TIEPLOOWDG Epav Aéyetal.

For the inscription see also chs. 2.5. and 3.4. Cornutus (Theol. Gr. 24) says that it is because
of the purity and cleanliness of the dove, symbolized by their white colour, that they became
Aphrodite’s companions; for a discussion, see also Pirenne-Delforge (1994), 388ff.

Beschi (1967-68), 511-36.

See Nilsson (1967), 521 and Burkert (1985), 153.

See de Visser (1903), passim; followed by Nilsson (1967), 201f.; 278f. and Delivorrias (1984),
II.1., 9. As aniconic representations occur in oriental Ishtar-Astarte cults, we might expect
to find examples in Greece as well. However, the black conical figure in Paphos mentioned
by Delivorrias seems to be an exception (ibid.).

Burkert (1985), 152f. also notes among the parallels that both can be androgynous and
therefore be bearded.

See Asheri, Antelami (1989), vol. 1, ad 1,105: the cult image of Astarte in Ascalon is a fish
with a female head.

Examples in Simon (1998), 210-3.

See Simon (1998), 207, who argues that the Greek Aphrodite actually has three predeces-
sors: Ishtar-Astarte, the Charites and Dione; on Dione’s Indo-European origin see Dunkel
(1988/90), 1-26; for a discussion of this episode against the background of Aphrodite’s
provinces, see ch. 2.3.

Burkert (1992), 96-999; more recently id. (2003), 47-9; see also M.L. West (1997), 361-262;
on similarities of the narrative structure, see ch. 2.3.

See 5,382 and 428: Dione and Zeus call Aphrodite tékvov £uév, which certainly has to be
taken literally here.

See M.L. West (1997), 362 and Burkert (1992), 98, with n.8 for examples of how the Greek
suffix —wvn was used for the formation of other female derivatives.

See Burkert (1992), 98; on the Mycenean female derivative of Zeus, di-u-jo, see Ventris,
Chadwick (1973), 125f. This form, interpreted as a nominative feminine singular of an
adjective meaning “of Zeus”, was also found on the tablets in Pylos, see 168.

On the archaeological evidence for this cult place see bibliography in Gartziou-Tatti (1990),
175-84, esp. 175 n. 1. Later Diane also had an altar on the Acropolis, built probably during

a period when the Athenians tried to intensify their relationships with Dodona. An inscrip-
tion (dated to 409-08 BC) is preserved in IG 1.373.130, see Simon (1986b), 411-13, esp. 411.
On the oracle at Dodona in general, see Parke (1967).

See II. 16,233f.: Zeb dva, Awdwvaie, ITehaoyké, TNAOOL vaiwy, / Awddvng pedéwv
Svoxeipépov, apdi 8¢ Zehhoi / ool vaiovo” dmoditat dvintonodeg xapatedval. For the depic-
tion of Dodona from Hesiod to Sophocles, see Parke (1967), 46ff.

A late 3rd-century BC inscription recording a dedication to Aphrodite was found at Dodona
and it has been assumed that she had a sanctuary there (see Parke (1967), 119). However, we
have no earlier evidence for that.

See Parke (1967), 68; for a collection of numerous inscriptions conveying oracles in connec-
tion with Zevg Ndiog, see Parke (1967), 259-73. On the questionable application of this epi-
thet to Dione, see however Simon (1986b), 411. Maybe the address to Zeus as TnA601 vaiwv
(“dwelling afar”) in I. 16, 233 which (only) sounds similar to Naios, is a playful reference to
the cult epithet.
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99.  Zedg Ny, Zedg ¢otiv, Zedg é00etan, @ peydhe Zeb, / Ta kapmovg dviel, S0 kMjllete Matépa
Tatav.

100. See Pind. Paean F 2 (Rutherford) (= schol. on Soph. Trach. 172 (290 Papageorgius)):
Evpuntidng 8¢ tpeig yeyovévat ¢pnoiv avtdg, oi 8¢ 800, kai THv pév ig Aponv dpkéoda
OnPndev eig 0 Tod Appwvog XpnoTnpLov, Thv <8¢ eig 10> mept TV Awdwvny, d¢ Kkal
Iivdapog Iaudowv (“Euripides says that there were three of them, others say that there were
just two; originating from Thebes, one was coming to Libya, to the sanctuary of Ammon,
the other one near Dodona—so says Pindar too in his paianes”). That Pindar meant two
doves (not priestesses) seems more likely in view of schol. D/A ad I. 16,234d2 (Erbse), com-
menting on the ZeA)oi: It says that Pindar wrote EAAot without a o because people say that
it was Hellus the wood-cutter whom the dove introduced into the method of divination:
4no EA0D 10D Sputopov, @ daoct T meptotepdv mpwtnv katadeial To pavteiov. On this
see Rutherford (2001), 352; for the discussion, with which Pindaric fragments F 2 could be
grouped, see 354f.

101. The scholium on II. 16,234 seems to specify this foundation myth: people say that it was Hellus
the wood cutter whom the dove initiated into the method of divination (see n. 100 above).

102. w¢ v makatdv dnyov addijoai mote / Awddvt Sioo@v ék meAetddwv £¢n.

103. This is how most editors take the term here (see Easterling (1982) ad loc.). Pausanias
(10,12,10) mentions the ITeheiddeg together with other prophesying priestesses in other
oracular places. For examples of cult personnel or worshippers bearing the name of animals,
see Sourvinou-Inwood (1979), 231-51, esp. 240 with n. 49.

104. See Parke (1967), 63; followed by Easterling (1982), ad loc.

105. For the possibility that Pindar may have anticipated Herodotus, see Rutherford (2001), 352.

106. It has been argued by Fehling (1989), 65-70 that the way in which the two accounts dovetail
and have such reasonable-looking sources cited for them is a clear indication of Herodotus’
method of fictionalizing source-citations. He develops his argument in four points: the
Egyptian version is based on two theories of Herodotus himself, namely that Greek religion
originates in Egypt (as developed in preceding passages 2,50ff.) and the Egyptian god
Ammon is identical with Zeus (point 1); without these premises, neither version could
have been told (point 2); the Dodonean version can only be conceived as mythicisation
of the Egyptian one (point 3); the versions told by different sources dovetail strikingly in
Herodotus and thus must be inventions (point 4). However, the fact that Herodotus men-
tions the names of his priestly informants at Dodona (2,55: Promeneia, Timarete, Nicandra)
does not suggest an invented source since Dodona was not out of the world and the sources
could have been verified easily.

107. See Fehling (1989), 68 with n. 6.

108. See Dakaris (1993), 9.

109. So Gartziou-Tatti (1990), 178, followed by Pirenne-Delforge (1994), 416f.

110. When Hesiod attributes the epithet kalij to Awbvn in Theog. 17 and makes her, the daughter
of the Ocean and Tethys, the épati) Awbvn in Theog. 353, it seems that she, in spite of her
primeval parents, is a lovely woman, a beautiful nymph (see M.L. West, Theog. ad 353). In
their female character and beauty also, Dione and Aphrodite are similar. Perhaps the motif
of ¢patiy Awwvn was traditional in which case it may have been a source of inspiration for
the Homeric poet as well.

111. Kirk (1990), ad 5,370.

112. See Boedeker (1974), 35ff.; on this see also v. Wilamowitz (1931), vol. 1, 95ff. and Friedrich
(1978), 80.

113. Apart from Aphrodite also Ares, Apollo and Dionysus.

114. So Nilsson (1967), 522.

115. Hera and Zeus appear as a couple in Linear B, see Chadwick (1970), 124.
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Chapter 2

1.

A

10.
11.
12.
13.

14.

15.
16.
17.

18.
19.
20.
21.

So Burkert (1985), 152. These aspects have also been particularly emphasized e.g. by
Henrichs (1990), 116-62, esp. 124f. and Bremmer (1996), 15.

So e.g. Farnell (1896), vol. 2, 664: “In the minds of the people, and most of Greek mythol-
ogy, no doubt Aphrodite was little more than the power that personified beauty and human
love; and this idea, which receives such glowing impression in poetry, is expressed also by a
sufficient number of cult titles, which are neither moral nor immoral, but refer merely to the
power of love in life”

So Sokolowski (1964), 1-8, esp. 1 (“The devotion of magistrates to the goddess of love, (...),
displays such an astonishing singularity that a further approach and investigation seem to
be expedient””) and 4.

The love-goddess’s association with brides is perhaps more in keeping with stereotype.

But that some magistrates are under Aphrodite’s patronage may be explained by the fact
that marriage is a legal status. It is important to note that not only magistrates worshipped
Aphrodite. She is venerated, as is Hermes, as protectress of merchants shipping on the sea
(see Sokolowski (1964), 4f.). Aphrodite’s protection of sailors, which is reflected in epithets
such as “Euploia’, also has to be interpreted within this context (see Miranda (1989), 123-
44), as well as within her mythical relationship with the sea, particularly with the myth

of her birth. We have numerous, mainly Hellenistic epigrams on objects dedicated to the
marine Aphrodite after a successful crossing of the sea, see e.g. Callimachus’ remarkable
epigram on a nautilus shell dedicated to Aphrodite-Arsinoe by the girl Selenaia (14 G.-P.=5
Pf.); for an interpretation see Gutzwiller (1992), 194-209.

See Simon (1970), 5-19, esp. 13 and 18: for the same dating of the cult of Aphrodite
ITavdnpog, see also Shapiro (1995), 118-24, esp. 118; see also ch. 2.4 below.

The only exception is Attic myth: see below, ch. 2.4.

See Burkert (1985), 119; Henrichs (1990), 124; Bremmer (1996), 62f.

See e.g. Graf (1985), esp. 64-7, 260-4. He analyzes the various cults of four related Northern
Ionian cities in Asia Minor. Pirenne-Delforge’s extensive monograph (1994) examines the
cults of Aphrodite on the mainland and the islands of Greece from literary, iconographical,
and epigraphical evidence (see esp. 15-369).

See Buxton (1994), 145f. He maintains that one of the most important aspects of a divinity
is that any activity of a human being (being born, fighting, getting married, committing
adultery etc.) is “related to a structure mapped out at the divine level”

Henrichs (1990), 130.

Seaford (1990), 173f.

See e.g. most recently Bremmer (1996), 15f., see also Burkert (1985), 119f.

See the definition given in Burkert (1979), 23 with n. 5: “Myth is a traditional tale with
secondary, partial reference to something of collective importance.”

Similarly Buxton (1994), 146: “The most detailed picture (of the gods) appears in epic since
it was a convention of the genre”.

The Greek word is tépmewv; see also below, ch. 2.3.

This is charted out in ch. 3.

The question to what degree the narrative content of myths (particularly those represented
in the Iliad) corresponds to activities of ritual has been a matter of increasing interest over
the past years, see Burkert (1985), 119; Henrichs (1990), 124f.,; Graf (1997), 54f. and 98f., id.
(1984), 252, and most recently id. (1991), 331-62; for a more general overview see Buxton
(1994), 151-5.

See Burkert (1991), 81-91, esp. 81f.

For the most recent translation see George (1999).

On the frequency of this aspect of Aphrodite see Graf (1985), 1771f.; 262ff.; 311ff.

For the most extensive discussion see Burkert (1981), 81f., id. (1982), 35f., id. (1992), 96-9
and id. (2003), 47-9. He points out that especially the representation of gods in an anthropo-
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morphic way is characteristic of Oriental narrative; most recently see also M.L. West (1997),
362ft., arguing that the episode is most extraordinary in terms of common Greek sentiment,
since it would be inconceivable that mortals could ever overcome the gods.

22.  See 256ff; for the motif and later literary development of the scene, see M.L. West (1978) ad
259.

23.  On this see particularly Burkert (1992), 97f.

24. Burkert (1991), 81 has denied any reference to cult and ritual within this kind of episode
and says that the institution of ritual has its autonomy in the Iliad, so for example in book
6 when the women of Troy present the peplos to Athena. He argues that “to present gods in
an unheroic, all-too-human vein is a traditional form of narrative (...) developed in Greece
under the influence of Oriental models (...). Even in Homer the unquestionable seriousness
of religion is not based on such tales, but on traditional ritual which is essentially non-an-
thropomorphic”

25.  See Diomedes’ mocking comment (I1. 5,348-51): “eike, AldG O0yatep, moAépov kol
Sniotiitog. / f ody dAig, 3TTt yuvaikag dvaAkidag frepomevels; / el 8¢ ob Y’ &g mOAepov
nwAnoeat, 7| € 0 6iw / pryfoey moAepdv ye, kol €l X’ ETépwOL mvOnar”; a similar tone is
recognizable in Hera’s (II. 21,418-21) and Athena’s (Il 5,421-5) statements; on this scene as a
model for Sappho fr.1 V., see Winkler (1990), 167ff.

26. II. 6,492; on this see Graf (1984), 245f.

27.  That the warlike aspect of Aphrodite is an Oriental trait has recently been pointed out,

e.g. by Flemberg (1991), 12ff., esp. 15. He also discusses other common characteristics of
Aphrodite and Eastern love-goddesses there; see also Burkert (1985), 153 and Graf (1985),
178.

28. For evidence see Burkert (1960), 130-44, with n. 44.

29. Aphrodite’s associations with warfare are also reflected in her cult epithet Xtpatnyic, which
identifies her as the patroness of military chiefs (see ch. 2.6); for an inscription of Appoditn
Ztpateia in a calendar of festivals at Erythrae see Graf (1985), 177.

30. For descriptions of armed images of the Eastern goddess see also Flemberg (1991), 15f.

31.  See Hsch. s.v. "Eyxetog; see Chantraine (1970), vol. 2, 311; and Graf (1984), 245-54, esp.

250; Farnell (1896), vol. 2, 563. On the warlike nature of Aphrodite’s forerunners, see also
Friedrich (1978), esp. 14-9.

32. FGrH 640 F 1. This could have been an imitation of her cult image there. He does not
describe the goddess, and so we do not know for certain whether she was armed or not.

33.  So Graf (1984), 250f.

34. For a collection of testimonia see Flemberg (1991), 29-42; for other regions see Graf (1985),
177£., 262ff. and 311.

35. See also Plut. Mor. 239 A (= Instituta Laconica).

36. Pausanias also mentions a story (unconvincing to him) in which Tyndareus put Aphrodite
in bonds to signify women’s faithfulness in marriage, also to take revenge on her for causing
his daughters’ adulteries.

37. See Graf (1984), 248-51. The important ancient source for this festival is Plut. Mor. 245 C (=
Mulierum Virtutes). He says that during the celebration of the Hybristica women dressed as
men and men as women. The festival itself was held in order to commemorate the victory in
which, again, armed women defended Argos against the Spartan enemies. However, he does
not mention which deities in particular were involved in the Hybristica. It is noteworthy,
that Argos was also a place where an armed Aphrodite and, moreover, a cult association
with Ares is mentioned (Paus. 2,25,1). The Hybristica have been interpreted as a rite of
passage with sexual role reversal (so first by Halliday (1909-10), 212-19, followed by Graf
(1984), 249f. with n. 34; see also Pirenne-Delforge (1994), 168f.).

38. But cf. Burkert’s interpretation of similar scenes (1991), 82: for him, the function of those
divine burlesques is merely narrative and supposed to provide an entertainment which
should make the audience smile.
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39.
40.

41.
42,

43.
44,
45.
46.
47.
48.

49.

50.

51.

52.
53.

54.
55.

56.

So similarly Simon (1998), 203f.

See e.g. Antimachus (Anth. Pal. 9,321), Antipater (Anth. Plan. 176) and two epigrams by
Leonidas of Tarentum: Aphrodite is armed in Anth. Pal. 16,171, but unarmed in Anth.

Pal. 9,320 (=24 G.-P.). On the contrasting pair see Gutzwiller (1998), 317; see also Gow,
Page (1965), vol. 2, 334f. The idea of an armed Aphrodite was such an unusual topic that

it was considered suitable for Roman students of rhetoric practising their declamation
skills. According to Quintilian (Inst. 2,4,26) the question “Cur armata apud Lacedaemonios
Venus?” was a theme in declamations.

Od. 8,266-366.

Burkert (1985), 152 simply: “joyous consummation of sexuality”; Lesky (1976), 18: “Wer
hier liebliche Werke der Hochzeit iibersetzt, verkennt den Sinn der Stelle. Aphrodite ist
keine Hochzeitsgottin und ydpog ist ganz konkret von der geschlechtlichen Vereinigung

zu verstehen, in der Aphrodite wirkt”; Kirk (1990) does not discuss this (see ad loc.). On
Aphrodite’s fertility aspect see the structural approach of Friedrichs (1978), 95-7.

So the distinction drawn by Riiter, Schmidt (1984), 119f.

SeeIl. 13,382

So L§], s.v. yduog.

See e.g. Sappho fr. 194 V. (= Himer. Or. 9,4 (p. 75f. Colonna)): Aphrodite is present in wed-
ding songs.

So Richardson (1993), see ad loc.; LS] translate “lust”, “lewdness”; see also Mader (1993), 49.
See fr. 132 M.-W.,, on the daughters of Proitus; and Op. 586 etc. Paris is quite an effemi-
nate type himself, good looking, after women, but not interested in warfare (Il. 3,39ff. and
11,385: mapBevominng).

Lines 25-30 of II. 24 were athetized by Aristarchus for reasons concerning content and
language (schol. Ariston./A ad II. 24, 25-30 (Erbse)), see Richardson (1993), ad 23-30,

who argues that nearly all objections could be avoided by eliminating lines 29 and 30 only;
M.L. West (2000) also considers these lines (29f.) as an interpolation and encloses them

in square-brackets (see his app. crit. and testimonia). Although presupposed by the plot of
the Iliad, “Paris’ judgement” is not developed in the epic itself. Reinhardt (1938) has shown
that the reason must be sought in the different character of the story: having close affinity
to folktale elements, it does not quite fit the ethos and tone of the heroic world. The Cypria
refer to it in more detail (see fr. 4 and 5 (Bernabé/Davies) for the contest, and p. 38f.,6-8
(Bernabé) and p. 31,7-11 (Davies) for Proclus’ account of the Cypria).

See Davies (1981), 56-62, esp. 57f. For the development of the myth of Paris’ judgement, see
Stinton (1965), 2-77, esp. 51-64 . Normally Aphrodite punishes those who are not willing
to succumb to her power by inflicting upon them immoderate desire which turns out to be
promiscuous and immoral.

See Paus. 3,13,9 (apropos a xoanon of Aphrodite Hera at Sparta): £€mi 8¢ Quyatpi yapovpévn
vevopikaot T pntépag Tf 0ed Bverv; on the rites see Calame (1977a), 350f., esp. 356; on a
Spartan ritual marriage of Helen, see M.L. West (1975b).

On that see most recently Parker (1996), 196 with n. 159 and ch. 1.3.

Segre’s collection of inscriptions from Cos is edited by Peppa-Delmousou, Rizza (1993);

see also Habicht (1996), 83-94; SEG xliii 549. For a recent discussion of the epigraphical
material see Dillon (1999), 63-80. An inscription indicating sales of priesthoods in the cults
of “Aphrodite Pandamos and Pontia” has been recently published by Parker, Obbink (2000),
416-47. In the Coan dialect of the decree she is called ITavdapog. I will, however, use the
conventional koine variant ITavénuog.

ED 178a(A) in Segre’s edition.

On the role of the nothoi and nothai (they are neither full citizens, nor outsiders), see Dillon
(1999), 75.

Here I follow the editors of SEG xliii 549 (see p. 180), who suggest é§wpooiag instead of the
stone’s EIXQMOZXIAZX. This has also been accepted by Dillon (1999), 66f.
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57. Dillon (1999), 71f. has shown that in many places it was the goddess Artemis who was to
receive pre-nuptial offerings from girls, such as locks, toys, girdles, which were dedicated as
a sign of the girls’ transition to womanhood.

58. The only other marriage offerings we know of that were required by the state appear in the
Cyrene cathartic law. It requires that the bride “must go down to the bride-room to Artemis”
before sacrificing to the goddess at the Artemisia. Otherwise the woman has to purify the
shrine and in addition sacrifice a full grown animal (on this see also Dillon (1999), 67). For
the text see Solmsen, Fraenkel (1966), 59 (no. 39B, 9-14 ).

59. For discussion, see Seaford (1987), 106-30, esp. 110-9.

60. The hymnic praise of Aphrodite also addresses her train of personifications (Pothos, Peitho,
Harmonia) representing aspects of the goddess’s sphere of influence, here in context of mar-
riage (Supp. 1034-42). For a different view, i.e. that the song was performed by the Argive
guards, see Taplin (1977), 230ff. where he discusses the possibility of a supplementary
chorus; see also Friis Johansen, Whittle (1980), vol. 3, ad loc. (= p. 319ff.) and the edition of
M.L. West (1990).

61. See Pirenne-Delforge (1994), 153; for Aphrodite’s cultic function in marriage affairs in
Argos see esp. 424.

62. See chs. 4.4-4.6.

63. 0Od.22,444.

64. Seech.3.4.

65. Theog. 203-6: tadtnv & €€ dpyic Tiuny £xet & Médoyxe / poipav év avBpamotot kai
aBavaroiat Beoiat, / TapBeviovg T dapovg peldruatd T eandtag te / Tépyiv Te yAukepnv
¢pAoTnTa Te pethiyinv te. On these aspects see also chs. 4.4 (translation) and 4.6.

66. So Il 9,186 of Achilles (1ov & ndpov Pppéva tepmouevov dopuyyt Ayeint) and 189f. (it 8 ye
Bupov Eteprey, deide & dpa khéa avSpdv).

67. So Od. 8,368f. (for more examples see Latacz (1966), esp. 210-14).

68.  For the adaptation of love and strife as philosophical principles, see e.g. Empedocles (31 F
26,5f. D.-K.): &\hote pugv OINOTNTL ouvepxOpey’ eic Eva koopov, &Alote § ab dix’ Ekaota
¢popovpeva Neikeog €xOet. In early poetry Stesichorus in his Oresteia (fr. 210 PMGF) sum-
mons the Muse to reject songs of battle and celebrate the weddings, banquets and feasts
of gods and men: Moioa ob pév molépovg anwoapéva ned’ Eped kAeiooa Bedv te ydpovg
avdpav te daitag kai Oadiag pakdpwv. (...) In a similar way, Lucretius (1,27ff.) symbolizes
the superiority of peace over war by Mars’ indulging in his love for Venus.

69. Just how important it is for the understanding of Greek religion to take into account its
different regional characters was pointed out by Henrichs (1990), 133: “im regionalen
Charakter der griechischen Religion liegt der eigentliche Schliissel zu ihrem Verstédndnis™;
similarly Parker (1996), 212: “Most Greek states honoured most Greek gods; the difference
between them are of emphasis and degree””

70. Parker (1986), 187-214, esp. 187f. On theories of political myth in general, see Tudor (1972).

71. Pointed out by Parker (1986), 187.

72.  The Athenian hero Cephalus, after his involvement with the goddess Eos, marries a mortal,
Procris. Their marriage is characterized by jealousy, entailing mutual tests of faithfulness
in which they both fail. After reconciliation Procris follows her husband having learned
that he used to call for a cloud (vedéAn) on his hunting trip, suspecting that he was actually
calling his mistress. While she was hiding in the bushes, Cephalus killed her, supposing
that she was a beast. The main sources of the slightly varying story are Apollodorus (Bibl.
1,9,4; 2,4,7; 3,15,1); Hyginus (Fab. 189); Ovid (Met. 7,655). None of these sources mentions
Aphrodite. She is only involved in so far as Hesiod (Theog. 986) says that Phaethon, the son
of Cephalus and Eos, is the attendant of Aphrodite.

73.  Aphrodite’s intervention is not explicitly mentioned. The classical sources are Apollodorus,
Bibl. 3,14,8 and Ovid, Met. 6,424ff. Sophocles treated the myth in his Tereus tragedy (see
Radt, TrGF 4 (1977), fr. 580-95b and hypothesis p. 435ft.).

>
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74.

75.

76.
77.

78.

79.

80.

81.

82.
83.

84.

85.
86.
87.

The personified wind god Boreas (see also II. 20,223f.) seizes the Athenian princess Oreithuia,
daughter of Erechtheus, from the banks of the Ilissos. This myth is frequently treated in
literature: Simonides fr. 534 PMG; Acusilaus FGrH 2 F 30-31; Pherecydes FGrH 3 F 145; for
Aeschylus see Radt, TrGF 3 (1985), fr. 281; for Sophocles see Radt, TrGF 4 (1977), fr. 768 and
956). The story frequently occurs in vase painting (see S. Kaempf-Dimitriadou (1986), 133-
42). The myth is interpreted in Pl. Phaedr. 229¢c-d. Here an altar of Boreas is mentioned too.
On Theseus’ meaning for the Athenians, see most recently Mills (1997), 43-86 who does
not, however, discuss the relationship between Theseus and Aphrodite; similarly previously
Herter (1939), 244-326; Oliver (1960), 47; see also Connor (1970), 143-74; Calame (1990),
esp. 403-12; Garland (1992), esp. 82-98.

See Kearns (1996), 1508f.; Mills (1997), 6.

See the definition in Burkert (1979), 23 with n. 5: “Myth is a traditional tale with secondary,
partial reference to something of collective importance”; according to Bremmer, myths are
“traditional tales relevant to society” (both definitions are cited in Bremmer (1994), 56f.).
For evidence see Deubner (1932), 215f.; Simon (1983), 40f.; Pirenne-Delforge (1994), 393ff.
Aphrodite seems to have had little or no significance in the main Athenian women'’ festivals
such as Arrhephoria, Thesmophoria or Haloa. The latter were fertility festivals, and the dei-
ties celebrated there were Demeter and Kore and, at the Haloa only, Dionysus (see schol. on
Lucian 275 (23 Rabe) (Thesmophoria) and 280. 16-17 Rabe (Haloa)); see also Parker (1983),
74-103). Burkert (1964), 1-25, esp. 15f. suggests that Aphrodite was involved in initiation
rites of the Arrephoroi, actually a festival of Athena since the girls descend during the
procession into an underground passage running through the precinct of Aphrodite in the
Gardens. But there she certainly just had a subordinated role; on a rite in which the cult im-
age of Aphrodite ITdvdnpog was purified, see ch. 3.4; on the more or less private Aphrodisia
celebrated by magistrates (polemarchoi), see ch. 2.6.

So Shapiro (1995), 118. On the most recent excavations and findings on the agora see Shear
(1984), 24-32 and 38-40.

On the date of the cult see Simon (1970), 19: she identifies Aphrodite ITavdnpog on coins
of the last decade of the 6th century. An altar found in Aphrodite’s shrine in the agora dur-
ing recent excavations suggests that the sanctuary of Aphrodite ITavdnpog there existed at
least before 500 (see Shapiro (1995), 118-24, esp. 118 with n. 6 for bibliography.); Pirenne-
Delforge (1994), 29.

Adpoditnv 8¢ v ITavdnpov, éneite ABnvaiovg Onoede & piav fyayev ano td@v dfuwv
MO, avtiy Te oéPecBat kai ITeld® katéotnoe: (on Peitho’s political meaning see ch. 2.7
and ch. 6.2). Theseus’ exploit is also related to the festival of the Synoikia (on which see Graf
(1997), 134).

For a survey of myths about Theseus and Aphrodite, see Brommer (1982), 129.

So Parker (1986), 187: The “extraordinary development that Theseus underwent in the 5th
century is a glittering example of an invention of tradition which was also a forging of political
myth” On this phenomenon see also Graf (1997), 117-37.

See Calame (1990), 403-12 and Pirenne-Delforge (1994), 449. It is doubtful that the 5th cen-
tury BC can really be the “terminus ante quem” for Aphrodite’s entry into the public and po-
litical scene. Oliver (1960), 106-17 argues that Aphrodite’s revival as ITavdnuog or Hyeuovn
in the Hellenistic period, as documented by epigraphical evidence, can be interpreted as a
reactualisation of earlier aspects of Aphrodite at the moment when Athens again found its
independence. On the gradual emergence of Attic myth in literature see Ermatinger (1897),
1-36; see also Connor (1970), 143-74. On Theseus’ special link with Athens see Graf (1997),
131.

For an extensive analysis see Brommer (1982).

On this see the discussion by Mills (1997), 19 with n. 70 for bibliography.

Sciron, who throws people from cliffs, Sinis, who tears apart travellers; Procrustes, who fits
people to his bed, Cercyon, the wrestler who smashes his victims; see Graf (1997), 132.
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On the establishing of the date see Barron (1980), 1-8, esp. 2. For a discussion of the literary
reflexions of Theseus” deeds and their iconography, see e.g. Calame (1990), 403f.

Plut. Thes. 28,1 and the scholiast on Pind. OL. 3,50b (119 Drachmann) refer to an “author
of the Theseid’; the latter lists the author before Pisander and Pherecydes, which may
suggest an early date as well as the author’s anonymity (I follow Mills (1997), 19 with n.

74). Aristotle (Poet. 1451a20) mentions poets who have written epics about Heracles and
Theseus, but does not give a date.

I follow Barron (1980), esp. 1ff.

FGrH 3 F 145-155.

See Huxley (1973), 137-45, esp. 141 and Calame (1990), 407; cf. Jacoby (1947), 13-94 who
argues from fr. 146 that Pherecydes antedated the rise of Cimon.

So Barron (1980), 2 with n. 20.

Graf (1997), 135.

Parker (1996), 49 links also the festival of the Synoikia with this “political spirit”

Both elements are pointed out by Jacoby (1926), vol. 2 (commentary), 768.

FGrH 244 F 113.

Solon was Gpxwv in 594/593 BC. On Solon’s activities to establish “public religion”, see
Parker (1996), 43-55, esp. 48f.

FGrH 244 F 113. According to LS] oteyitic means “room” and “prostitute” (Poll. Onom.
7,201).

Kassel, Austin PCG 7 (1989), fr. 3 (p. 230f.): o0 &’ eig drmavrtag edpeg avOpwmovg, ZoAwv

/ 6& yap Aéyovotv ToOT iSelv TpOTOV, LOVOV / SNUOTIKOV, @ Zed, Tpaypa Kal CwTHpLOV,
/(...) / peoTiv 0p@VTaA TNV TOALY VewTépwV / TOVTOVG T £xovTag ThHY dvaykaiav ¢pvot /
AuaptavovTag T eig 6 pi mposiikov Ny, / oTioaL TPLAHEVOY ToL yuvaTkag Katd TOTovG /
KOLVAG ATaot Kal KATECKEVATUEVAG.

Cf. Pirenne-Delforge (1994), 29 (“la fondation solonienne en relation avec des mesures
pour les jeunes gens peut également étre interprété dans un cadre socio-politique”); Stafford
(2000), 125f. considers “the state prostitution which Solon had established” as historical, but
the interpretation of ITavdnuog as “vulgar” as a philosophical innovation.

See Jacoby (1944), 65-75, esp. 72: he sees in Pausanias’ and t@v Sfpwv moAv (1,22,3) a later
mythologizing of Theseus’ synoicism and considers that Apollodorus’ explanation Sui 10
évtadBa mavta tov Sipov cuvayeoBat conveys an authentic explanation.

See Farnell (1896), vol. 2, 758 for a collection of epigraphical and literary evidence; Graf
(1985), 260f. with n. 3 and 4; Pirenne-Delforge (1994), 448f.

IG I’.832 (= CEG I no. 268); on the inscription see Stafford (2000), 123.

See Simon (1970), 5-19, esp. 19.

See Shapiro (1995), 120.

See Farnell (1896), 661: there is no evidence that the state religion of Greece ever recognized
the sense of the epithet ITavdnpog as bad love. Also her cult in Cos, where she receives mar-
riage offerings, has to be interpreted within the public and civic meaning of Aphrodite.

On that see Oliver (1960), 91-117, esp. 109.

So Graf (1985), 260.

SEG xxxvi 1039 (ed. pr. by Merkelbach (1986), 15-18); the inscription is dated to “ca. 400
BC”

See Merkelbach (1986), 15: the Beompdmot asked “wie man 6pdvota unter den Biirgern her-
stellen konne.” His interpretation is accepted in the commentary in SEG xxxvi 1039 (“how
homonoia could be restored among the citizens”).

The role of Aphrodite as guardian of magistrates has received great attention. The evidence
has been collected mainly by J. & L. Robert and Solokowski and Croissant, Salviat, see
below, ch. 2.6. These dedications are not limited to Aphrodite ITdv8npog, although this

cult title is certainly by far the most common one suggesting civic and public implications;
similar to IT&av8npog are Adppoditn fyepovn tod drpov (IG I1%.2798); on this inscription see
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124.

below; and Adppoditn Opodvora (IG X.2.61); on identification of these with ITavdnpog see
Graf (1985), 260.

navdruog occurs only once in epic (Od. 18,1: “public beggar”). The number of occurrences
(also of mavdnuog) significantly increases in the genres of the 5th century BC which are
closely related to Athenian democracy: tragedy and historiography. Here, mavdnpog and the
adverbs mavdnpiq, mavénpei are related to matters which concern the whole dermos, usually
in political, civic and religious contexts, see Aesch. Supp. 607 (navdnpiq, “the whole people”,
as a civic and political unit; similar meaning in Soph. Ant. 7). In Soph. Aj. 844, a military
notion is added (in a curse Ajax summons the Furies not to spare the “army of the whole
people’, mavdnpov atpatod). In Eur. Alc. 1026, a tdvdnuog dywv indicates a “public contest
held for all the people”. In Thucydides TLG counts 35 entries of the adverb mavdnpei which
is used in different contexts. The religious and political unity of the Athenian people is par-
ticularly emphasized in situations where the polis is in danger and all the citizens fight for
her welfare. The people as a whole, a political unit including all citizens (Athenians, women,
children) is meant e.g. in 1,90,3: Themistocles proposes sending himself as an ambassador
to Sparta while the wall should be raised to such a height as necessary for the defence—and
the whole Athenian population, men, women and children should take part in the wall-
building. The unity of all the Athenians as a religious community is indicated in 1,126,6:

at the festival of Zeus Meilichius “all the people” offer sacrifices (similarly 3,3,3). When the
Athenians once heard during this festival that their city was in jeopardy, they came, “all the
people”, from the fields and went against the enemy and, sitting down before the Acropolis,
laid siege to it (1,126,7). The unity of military forces is referred to in 1,73,4; 1,107; 2,94,2.
For a quotation of the decree see above, ch. 2.3.

See Sherwin-White (1978), 304.

See similarly Dillon (1999), 71.

Tovg 8¢ hotmovg xpr (...) paAlov Ty Tiig mOAews Shvapuy kab’ Nuépav €pyw Bewuévovg kai
£pAoTAG YLy VOuEVOLG avTiG.

See Mikalson (1998), 107f. On the historical events in the period see Mikalson (1998), 75ft.;
see also Habicht (1997) and id. (1982).

So Mikalson (1998), 108; 290; see IG I12.659 (= LSCG 39): in the regulations concerning the
sanctuary of Aphrodite IT&vdnuog, dotvvépor are charged to restore and purify her temple.
On the inscription see also ch. 3.4.

See IG I12.2798. See Welter (1939), 23-38; esp. 35-36 for the date (215-202 BC according to

the inscription recording the dedication by the archon Dionysios) and description of the altar
itself; see also Oliver (1960), 106 and Mikalson (1998), 168f.; see also ch. 5.3 with n. 61.

So first Oliver (1960), 109. His interpretation has also been accepted by Sokolowski (1964),
5; Pirenne-Delforge (1994), 403 and Parker (1996), 272.

On the events, see e.g. Habicht (1982), 13-20.

The role of the demos is mentioned in IG I1I.834.10-14 and also in a decree from Rhamnous.
The sacrifices to Zeus Soter and Athena Soteira have also been related to the independence
of Athens, see Garlan (1978), 97-108, esp. 103ff.: Tt At T@t Zwth[pt] kai [tijt Zw]teipat
[ka® &v katpov 6 Sijp]og ékopicato thyv mdtp[lo]v éAevBepi]av; both inscriptions date most
probably from 229 BC and are related to the liberation of Athens from Macedonian rule (on
the latter see Garlan (1978), 105). The merits of the moAitat are also emphasized in another
decree from Rhamnous, see Pouilloux (1956), 57-75, esp. 57f. Pouilloux assumes a date of
229 BC. On the two brothers see Habicht (1982), 84-96 and (1997), 180f. with n. 25 and
Parker (1996), 269 with n. 60 for evidence and bibliography.

Plut. Thes. 18: Méyetar & adT® TOV pEV év Aehdpoig dvelelv Beov Appoditny kabnyeuova
noteioBat kai mapakaleiv cvvépmopov. An honorary decree (dated circa 220 BC) found on
the fragment of a stele in Rhamnous also mentions a sanctuary of Aphrodite Hyepovn (see
SEG xli 91). For substantial new evidence in regard to this cult from recent excavations, see
Petrakos (1992), 1-7 and id. (1995), 13-20, esp. 18f.
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125. For the epigraphical evidence, see mainly J. & L. Robert (1959), 219-39, no. 325; Sokolowski
(1964), 1-8; see also Pirenne-Delforge (1994), 403-8 with n. 165 (bibliography); she also
quotes some inscriptions. Evidence for the island of Thasos is documented in Croissant,
Salviat (1966), 460-71, see esp. the diagram (468f.) which records the various types of mag-
istrates; for Paros, Samos, Delos, see Sokolowski (1964), 2.

126. See IG XI1.5.552: @eok0dng: Apiotaiypov | Adppoditnt avebnkev dp&ag (for a brief discus-
sion of the inscription see also J. & L. Robert (1962), 195-96, no. 264); on the date see
Pirenne-Delforge (1994), 406.

127. See Graf (1985), 263 for examples (Hermes, Dioskouroi).

128. See Sokolowski (1964), 2ff.; Graf (1985), 264; Pirenne-Delforge (1994), 404f. Unfortunately,
none of these scholars discusses the functions of the magistrates in order to explain why
they make dedications to Aphrodite. For an overview of dedications of those colleges in
different places in Greece see J. & L. Robert (1959). On the magistrates and their func-
tions in general see Busolt (1920), 480-509. See also the diagram documenting offerings of
agoranomoi, epistates, gynaikonomoi, apologoi and their respective secretaries to Aphrodite
in Thasos in Croissant, Salviat (1966), 468f.

129. For an inscription (dated to the first half of 3rd century BC) and an interpretation see Daux
(1928), 57f. and Martin (1944-45), 158-61, esp. 161 (“les agoranomes avaient sans doute
dans leurs attributions la police des marchés thasiens”).

130. For epigraphical evidence see Launey (1933), 410: on a small marble base (dated to the be-
ginning of the 3rd century BC) there is an inscription conveying a dedication of six epistatai
to Aphrodite: Emotdt[au] Adppod[it]n[i]; for a dedication (first half of 3rd century) of six
epistatai and two agoranomoi to Aphrodite see Daux (1928), 57.

131. For dedications to other deities see Graf (1985), 263f.: e.g. agoranomoi also offer to Hermes;
strategoi make dedications also to Ares, Heracles and Arete. On the function of gynaiko-
nomoi see Busolt (1920), 493f. and Martin (1944-45), 159f. who calls them a “police de
meeurs”.

132. See Pouilloux (1954), 406-9, esp. 408f. no. 155 implies a regulation for colours: women
should not wear purple.

133. See Pouilloux (1954), 371, no. 141; 407.

134. Arist. Pol. 4,1300a4-7: mai§ovopog 8¢ kai yvvatkovopog kai &l Tig GANog dpxwv kOpLog éoTt
TolavTng émipedeiag apLloTokpaTikOy, Snpokpatikdv § ob (g yap olov Te kwhbety eEtévan
TAG TV Amopwv;) 008 OAyapy oy (Tpuddot yap ai Tdv dAtyapxobvtwy): “But a supervisor
of children and a supervisor of women and any other magistrates executing a similar kind of
supervision are an aristocratic feature and not democratic (for how is it possible to prevent
the wives of the poor from going out of doors?) nor is it oligarchic (for the wives of oligar-
chic rulers love luxury)?; see also 6,1323a 3-6.

135. Tég Te avAntpidag kai tag yaktpiag kai tag kibapotpiag odtotL okomOvOLY STWG PN
mheiovog 1} Sveilv Spaypaiv podwdnoovtal.

136. On a dedication to Peitho in this context see ch. 6.6.

137. See Busolt (1920), 494 with n. 1: evidence from Magnesia (supervised girls’ schools), from
Gambreion (appropriate attire controlled during funerals and the period of mourning for
men and women), from Andania (responsible for clothing in festivals); evidence also for
Miletus, Samos and Syracuse).

138. The inscription was first published by Croissant, Salviat (1966), 461f.; for the dating see 462;
for more examples of magistral dedicatory inscriptions see Martin (1944-45), 158-61, nos. 3
and 4.

139. See Arist. Pol. 6,1322b39-1323a3; see on that also Martin (1944-45), 60.

140. otedavodv actually means “crown with the badge of office” and is said of magistrates in
office, see Demosthenes’ speech Meid. (21,17) where Meidias is accused of having bribed
the archon in office (¢otepavwpévov dpxovta SiépBeipe). oredavwdévtes o dnpov (“hon-
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145.
146.

147.

148.

149.
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151.

oured with a crown by the people”) seems to be a formulaic expression, found also in Chios
and Erythrae (so Graf (1985), 264).
On the name see Croissant, Salviat (1966), 462.
See Graf (1985), 264 with n. 43.
See IDélos 1810 (see also 1811): in 110-09 BC Dionysius the governor of Delos built a
temple and dedicated a statue to Aphrodite and also repaired another temple of hers—pre-
sumably for the well-being of the people of Athens:
Awovvotog Nikwvog TTaAAnvedg
£mpeANTAG yevopevog AjAov
£v 1t émi IToAvkAeitov dpxovTog
EVIAVTOL, TOV VAOV KATAOKELATAG
Kol 1O dyalpa émokevaoag €k
@V iSiwv avébnkev Orgp ToD
Snpov Tod ABnvaiwv Appoditnt.
The other deity who is also associated particularly with these concepts seems to be Hermes:
In a dedication (mid 3rd-century BC), three agoranomoi thank him for the fact that “every-
body endeavoured to go to the market in harmony” (IG X1.4.1143); for a quotation see also
W. Peek, “Weihung von Agoranomen’, Hermes 76 (1941), 416:
otiio¢ pe AB4[ppInTtog maig Avoipdvovg Ayopaiwt
‘Eppet Iavtayopag T Evdikov viog éwv
Ve pET ApxémoAig Avoigévov oig dpovoiat
veioBat avevBuvog mag ayopavd’ Eparto.
See Croissant, Salviat (1966), 462 on the statues.
See SEG ix 133: Adpp<o>Seitav Nopopvlakida avédnkav and SEG ix 135: Nopod[VvA]akeg
(...) Opovora[v - - ] &v[¢0nkav]. For a dedication to Hermes for providing 6pévoua, see
above, n. 144. On the cults of Homonoia see Thériault (1996).
Navapyic (Corpus Inscriptionum Regni Bosporiani 30 and 1115); "Emotacia (Pouilloux
(1954), 233, no. 24): Adppoditnt émotacint (and then follow four names of the respective
college); Zvvapyic: by agoranomoi on Delos IG XI1.4.1146 (to Aphrodite alone; for the date
(circa 200 BC) see Hicks (1890), 255-70, esp. 258); for dedications to Aphrodite and Hermes
see also no. 1144 (2nd half of 3rd century BC) and no. 1145 (1st half of 3rd century BC); on
their dating see Diirrbach (1902), 480-553, esp. 510 and 513. On the different locations see
Graf (1985), 264.
Ztpatnyic (IG IX.1%.256, from Thyreion); for the variant Ztparteia see IE 207.9f; the same
epiclesis Xtpateio was found in Mylasa and Iasos (see Graf (1985), 177 with n. 119 and esp.
262fF).
See Sokolowski (1964), 6 and Graf (1985), 264 with n. 33 (Argos: Paus. 2,25,1; for a temple
in Lato see Bousquet (1938), 386-408); see also ch. 2.3.
In an inscription on a small marble altar from Samos (circa 100 BC) the college of six eisa-
gogeis make a dedication to Hermes and Aphrodite, since they “followed and understood
each other in a pure and just manner”: (list of names) ovvmeplevexBévteg éavtoig 60iwG Kai
Saiwg ‘Eppel 1d1 eicaywydt kai Appoditnt ouvapxidt. cuvrepipépeadal actually means
“have intercourse with”, “adapt oneself to”, “be conversant with”; the noun cuvrepipopa
means “intercourse’, “companionship’, “society” (Polyb. 5,26,15; Phld. De bono rege 18,7 (82
Dorandi). Thus one could also translate “for keeping fair and just companionship” (during
their period of office). The inscription was first published by Schede (1912), 216, no. 17 (see
also L. Robert (1935), 485f.). The role of the magistrates is not clear: Schede argues that they
were a jurisdictional college (so also in Athens, see Busolt (1920), 485), whereas Robert sug-
gests a financial committee. Busolt (1920), 630 (= corrigenda et addenda ad p. 433) says that
they dealt with the purchase of corn in Samos (so also Sokolowski (1964), 2).
For evidence see Sokolowski (1964), 6f.; Croissant, Salviat (1966), 465-71 and Graf (1985),
264.
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Hell. 5,4,4: See the interpretations of Sokolowski (1964), 6f. and Croissant, Salviat (1966),
465-70.

For a discussion see ch. 3.4.

Apart from other Olympian gods such as Ares and Hermes.

See Thériault (1996), 183f.

In the Classical period, the ekklesia moved from the agora to the Pnyx.

See Paus. 9,35,1; 9,35,3. This is confirmed by a mid-6th-century inscription from Thera
(cited in ch. 5.3). On the date range of the Charites’ worship in Athens see also Sokolowski
(1964), 5 and Hamdorf (1964), 45 and 103f. Also the agoranomoi dedicated to Peitho at
Olynthus (see J. & L. Robert (1959), 230).

See SIG®.227a.14: 6 Sfjpog kai 1} PovAn) émiotatat xapitag anodiddval Toic det Aéyovoty kal
npdttov[ow T BéATioT]a brigp Tig PovAis kai Tod Srjpov.

See ch. 5.1.

IG I.776: hEppei[ou t68¢] | dyadpa [8idoc] | xaptv év[04Se &]Onkev Ow[opio] | ¢ kEpuxs
u[vep] | oovveg hé[veka]. For an interpretation see Pulleyn (1997), 40f.

ICret. 1.XVI1.24.

ool Atdg DyioToto kai ebmAokdapoto Atwvalg,

Komp[i], vaov [n]pomdpoide Edvopiag €Becav

0ide obv AvTiwvt- Tiveg & 60e méTpog ENEYX €L,

noTVIA, TOTG oV Sidov mavddpatop xaprrag,

kol Mmapov mpodg téppa Biov ynpatdg ikéoBat

navTag annuavrovg, Kvmpoyéveia Oed.

The idea of xdp1g in prayers also always implies the idea of an exchange of favours between
gods and mortals; on this see Pulleyn (1997), 37; 40f. and 93f.

For evidence see J.&L. Robert (1959), 230 and Sokolowski (1964), 6.

See Shapiro (1995), 119. On the cult-association see ch. 7.2.

On a likely Eastern origin for Harmonia, see Astour (1965), 159-61.

The other passage where she appears in Aphrodite’s erotic train is Aeschylus’ Danaids (see n.
60 above).

Laks, Most (1997), 19: “Heavenly Aphrodite and Zeus . . . and Persuasion and Harmony are
established as name for the same god (t® avt® 0e® Svopa kettat).”

The most complete collection of evidence for cults of Aphrodite and Ares is still Burkert
(1960), 133, n. 6.

See M.L. West (1966), 415.

The cults of Homonoia have recently been examined by Thériault (1996), passim. On the
shifting and sharing of names by deities in the Derveni Papyrus see Obbink (1994), 111-35,
esp. 121-25.

Chapter 3

1.

Unless otherwise stated, Homeric Hymn indicates the so-called “major Homeric Hymn”

(= Hymn. Hom. V). References to the “minor Homeric Hymn” (= Hymn. Hom. VI) will be
explicitly indicated.

On the term mpooipiov see Thuc. 3,104, who introduces the quotation of the Homeric
Hymn to Apollo in the following way: dnAoi 8¢ udhiota Opnpog 8t ToladTa fv &v Toig émeot
10100¢, & €0TLv £k pootpiov ATOAAwvoG; see also Pind. Nem. 2,1ff; for further examples see
Lenz (1975), 9 with n. 1 and Graf (1997), 98f. Epic heroic themes are announced in Hymn.
Hom. XXXI,18f.,; Hymn. Hom. XXXII,32ft,; see also Hymn. Hom. VI,19f. On hymns in
general see the overview by Wiinsch (1916), 140-83, and now Furley, Bremer (2001). On the
structure of the Homeric Hymns see Janko (1981), 9-24, esp. 10-6.

Formally: xaipe, TAn0Ot are the form of address in both “genres’, but in contrast to actual
prayers, hymns do not normally request epiphany, see the prayer of the Elean women to
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Dionysus (871 PMG) with a clear plea for epiphany: éABeiv fipw Aovvoe / Aheiwv ¢ vaov
/ &yvov ovv Xapiteootv / €6 vadv / Tt foéwt modt Sbwv, / &&ie Tabpe, / GEie Tadpe); see
similarly 879 PMG (kaAeite Bedv) and Sappho fr. 2 V. in which Aphrodite is asked for an
epiphany. For an interpretation of these prayers see Patzer (1962), 91f. and 102f. For the-
matical links of hymns with actual cult songs, see Lenz (1975), 9-21; H. Meyer (1933). On
nature, form on composition of Greek hymns, see Furley, Bremer (2001), 1-64.

So e.g. Lenz (1975), 12 with n. 3; Clay (1989), 152f.

So Herington (1985), 6; see also Herter (1981), 183-201, esp. 196: “essendo «proemia» non
erano utilizzabili in qualsiasi maniera, ma destinati per determinate occasioni in certe feste,
di cui glorificavano le divinita”; more cautious Parker (1991), 1-17, esp. 1; cf. Clay (1989),
152f. who points out the “absence of an overtly religious context”

So Parker (1991), 1.

See Parker (1991), 2.

See ch. 3.4.

On Pandora see Hes. Theog. 571-612; Op. 60-82; on Hera see Il. 14,166-86; on Aphrodite see
fr. 4 Davies/Bernabé.

See Penglase (1994), 166ff.

See Burkert (1985), 9: “The importance of the myths of the gods lies in their connection
with the sacred rituals for which they frequently provide a reason.” However, we cannot de-
cide with certainty which came first and prompted the other. Perhaps rituals were inspired
by mythical features, so that in this case cult imitates myth.

Presumably actual cult images made exactly the same impression on worshippers, in the
sense that they had something divine without being identical with the divinity. For a discus-
sion of the relationship between deities and their images see now: Donohue (1997), 31-45,
esp. 44f. arguing for an identity of artwork and god (“images looked like the gods and

were treated accordingly”); similarly Elsner (1996), 515-31, esp. 529, but cf. earlier Vernant
(1991), 151-63, esp. 154f. (on xoana) holding that they were never supposed to represent the
deity; similarly Burkert (1985), 91f.: he supports his view that image and deity are not to be
equated by pointing out that philosophers from Heraclitus (22 F 5 D.-K.) onwards warned
against confusing the image with the god. This is also suggested by Aesch. Eum. 242 when
Orestes addresses Ath ena: mpooeiu Sdpa kai Ppétag to 0oV, Bed.

For a useful typology of the Homeric Hymns in general see Lenz (1975), 9-21: the common
elements of the introductions are (1) the announcement of the song by terms like deidw or
similar expressions; (2) the theme to be displayed: the deity who will be praised; (3) prais-
ing epithets; (4) praising relative clause; see also Janko (1981). On similarities between the
hymns see Allen, Halliday, Sikes (1936), 350; Lenz (1975), 51 with n. 1; Heitsch (1965), 38ff.
See Fliickiger-Guggenheim (1984), 32ff. and 59ff.

The Hymn to Demeter provides an aition for the Mysteries at Eleusis; the Hymn to Apollo
displays the history of the cults in Delphi and Delos.

See 58f.: ¢¢ Kompov & éNBodoa Buwdea vov éduvev / &g TTapov- EvBa &¢ oi Téuevog Bwpog
Te Buwdng.

For the epiphany of a goddess surrounded by animals see the cultic ring made of gold in
Vermeule (1974), 13 and Nilsson (1927), 353, pl. 162; Matz (1958), 14 with pl. 5.

See E. Meyer (1877), passim, followed by v. Wilamowitz (1916), 83 and Nilsson (1967),

522; see also Rose (1924), 11-6 and P. Smith (1981), 8f; on the Asian Goddess in general
(her Eastern origins and links with Aphrodite in particular) see Helck (1971), passim. On
the syncretism of the Great Mother and Aphrodite in the Troad see Nilsson (1967), 522 f.,
Cassola (1975), 240; Burkert (1985), 154.

See v. Wilamowitz (1916), 83 with n. 1: the affair between Aphrodite and Anchises is the
Greek version of that of Cybele and Attis in Asian myth; Nilsson (1967), 523, draws a paral-
lel to the family of Cinyras at Paphos; like the Cinyrades the Aineiadai are seen as “priest-
kings” who have their origins in Asia Minor. In the epic of Gilgamesh, the hero, after having



216

20.

21.

22.

23.

24.

25.

26.
27.

28.
29.
30.
31.

Aphrodite and Eros

rejected Ishtar, enumerates all other mortals who have suffered harm from the union with
her (for a discussion of this episode see ch. 2.3); Fliickiger-Guggenheim (1984), 132, hints at
Ishtar-Astarte and Tammuz and the Sumerian love-goddess Inanna and Dumuzi.

In the Hymn to Apollo much attention is given to Leto’s troubles giving birth to Apollo; the
Hymn to Demeter shows Demeter’s sorrow before the foundation of her cults; Hermes, in

his hymn, is displayed as a successful thief. On “conflict” as a typical element in the Homeric
Hymns see Lenz (1975) 14f. In later hymns, for example Callimachus’ Hymns, conflict is miss-
ing.

But the birth is mentioned in the other hymn to Aphrodite (Hymn. Hom. V1,1f.) which may
be influenced by the Hesiodic version, where her connection with the islands of Cyprus
and Cythera is also explained (see Theog. 192-200; ch. 1.4). Her actual dwelling places are
mentioned in Hymn. Hom. VI and Hymn. Hom. X. In the Iliad (5,330; 422; 458; 760; 883)
and the Odyssey (8,222 and 18,193) they are used as mere epithets.

This has been the communis opinio particularly in German scholarship, see Wilamowitz
(1916), 83f,; similarly Jacoby (1933), 43. Reinhardt (1956), 1-14 even assumed that the hymn
was written by the same hand which composed Aeneas’ aristeia in Il. 20,302f. These views

are challenged by P.M. Smith (1981), 17-58. He doubts the historicity of the only source
which mentions the existence of a princely family for the Archaic period in the Troad, Strabo
13,1,52f. [607£.] (p. 25f.), and argues that the Hymn to Aphrodite and the passage in II. 20,302f.
do entirely square with their respective literary contexts and do not require extratextual refer-
ence to poetic audiences (p. 52). Before PM. Smith, Lenz (1975), 266f. was also sceptical.
Contemporary with the Iliad: v. Wilamowitz (1916), 83f. (followed by Jacoby (1933), 42f.
and Reinhardt (1961), 507f.). Since the hymn gives no internal information concerning its
dating, investigations have often been based upon linguistic criteria, see Solmsen (1960),
1-13, who sees the hymn influenced by Hesiod’s works, and Janko (1982), who argues that
the Hymn to Aphrodite, the earliest hymn (around 675 BC), is later than Homer and was
composed during Hesiod’s lifetime (151-80; 181f.). Whereas Richardson (1974), 43, dates
the Hymn to Demeter earlier, in the 7th century (similarly Cassola (1975), 250f.), Allen,
Halliday and Sikes (1936), xcvi-cix conclude that the Hymn to Apollo is the oldest, followed
by the Hymn to Aphrodite (date varying from 800-700 BC). For an early date see more
recently Bickerman (1976), 229 and Penglase (1994), 169.

In comparison, in the narrative of the Hymn to Demeter the role of the priestly family seems
to be relatively subordinated to more general topics. In Demeter’s realm, the foundation of
the Eleusinian Mysteries (in which, however, the family has a certain importance) and the
donation of agriculture are the main themes: see Foley (1993). She argues for a Panhellenic
audience and therefore a “de-emphasis” of the priestly family (142f.).

The “Amphitryon motif” in particular seems to have had repercussions for the self-defi-
nition of kings: see Fliickiger-Guggenheim (1984), 133f. and Burkert (1965), 166-77.
Herodotus gives an account of the Spartan king Demaratus, whose legitimacy was in doubt.
His mother claims that the Spartan hero Astrabacus had slept with her in the shape of his
father. On the topic in general see Scheer (1993).

I1. 2,820 and 5,313. See also Hes. Theog. 1008-10.

References to families also occur in the Hymn to Demeter, which praises the family of
Eleusis, although this is less emphatic. The Hymn to Apollo gives clearer information about
the background of its performance, presumably a rhapsodic competition at a festival of
Apollo at Delos. It mentions AnAadeg, a girls’ chorus praising Apollo, Leto and Artemis
(158); in 169 the speaker asks them for support.

Zeus, her most famous victim, appears later in 36f.

For Aphrodite’s defeat, see also Clay (1989), 155 with n. 7.

See her etymology of Aeneas’ name in 199.

Argued by Bickerman (1976), 229-54.
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This aspect also comes to the fore in Aeschylus’ Danaids (Radt, TrGF 3 (1985), fr. 44), and
already in Hesiod’s Theogony (194f.) when, immediately after her birth, the grass starts
growing after she has put her feet on the earth for the very first time.

Helen does not suffer physically from her sexual desire, but feels ashamed and guilty for
having given in to it. Proitus’ wife Anteia, whose passion for Bellerophon was unrequited,
takes revenge on him by twisting the situation and accusing him of attempted rape (II.
6,160f.).

So P. Smith (1981), 5f,, but he gives no details on the kind of audience.

See Clay (1989), 151-201, esp. 197-201.

Walcot (1991), 137-55, esp. 139.

The Dios Apate in Iliad 14 has been claimed to have its origins in such tales: see Burkert
(1960), 132f. and ch. 2.3.

Hymn. Hom. IV (Hermes), 68f.: the theft of the cattle, see also Hymn. Hom. 11, 202f.

Walcot (1991), 141.

See 2f.: fj T Beolow &mi yAvkdv fuepov dpoe / kai T édapdooato ¢pola katabvntdv
avBpwnwy, / olwvovg Te Sumetéag kol Onpia mavTa; 36: Kai Te TapEk Znvog voov fyaye
TepTIKEPAVVOL; 38: TIVKIVAG Ppévag Eanadodoa.

So Lenz (1975), 126.

When mortal women announce their desire in myth, this usually follows the “Potiphar’s
wife” motif. The best known examples are featured in Euripidean tragedy: Stheneboia (alias
Anteia in II. 6,160f.) in the play of the same name and Phaedra in the lost Hippolytus. In the
hymn it is left to Zeus’ initiative to cause Aphrodite’s desire for Anchises: Ayxioew & dpa

ot yAvkvv {pepov upake Bupd (53). Compare the expression of 56f. Tov 61| €metta iSodoa
dhoppedig Appoditn / ipacat’ with Il. 3,446 (Paris” expression of desire for Helen).

See Walcot (1991), 142; similarly: Fliickiger-Guggenheim (1984), 130f. arguing that the
story does not influence later literature, as Aphrodite’s behavior does not fit the Greek divine
world, in which it is the gods who rape mortal women. A mortal woman’ desire is typically
not fulfilled in myth, as she is normally rejected. Even when a woman’s love is requited, as in
the case of Clytemnestra or Helen, she has to suffer for that reason. This may explain in part
why even Aphrodite experiences pain in the hymn.

See P. Smith (1981), 43.

So P. Smith (1981), 42 (since Aphrodite is anointed with oil and brilliant with gold). The fact
that the doors are shining (80pag ¢paeivdg 60) anticipates a typical characteristic of divine
epiphany: the deity, in particular his or her eyes are depicted as shining (see Pfister (1924),
277-323, esp. 315f. for numerous examples).

So Gladigow (1990), 98-121, esp. 99 with n. 14

P. Smith (1981), 41.

Hes. Theog. 513f.; Op. 72£,; for a discussion see ch. 6.3.

But she will add her specific powers, $ptA6tng and {pepog, subsequently on Hera’s request

to guarantee the success of Hera’s seduction of Zeus. For a discussion of the contrasts and
similarities between this scene and the Homeric Hymn, see P. Smith (1981), 113 with n. 36.
Himerius, for example, narrates the contents of such a hymn (or paean) composed by
Alcaeus (= Himer. Or. 48, 10f. (200f. Colonna) = Alc. fr. 307c V. = R 3 (Rutherford)): after
his birth, Apollo receives sceptre, lyre and chariot from Zeus, who sends him to Delphi and
the Castalian spring, from where he is supposed to make prophecies about dike and themis
to the Hellenes. After his departure to the Hyperborean fields, the Delphians compose
paianes and perform dances in order to induce Apollo to appear (113ff.). On the genre see
Rutherford (2001), 27f. and 91. On early iconographical evidence of epiphany on Minoan
rings and gems, all dated around 1400 BC, see Vermeule (1974), 13f. (with Plates). On rep-
resentations of epiphanies of Aphrodite on Athenian vases: Metzger (1965), 59-69, see also
Simon (1959), 46-47; 36-38.
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Apollo’s epiphany as described in the Homeric Hymn (440-5) indicates that it happened in
the adyton, the “innermost shrine”; the Dioskouroi appear on the sea after invocation (see
Hymmn. Hom. XXXIIL9). For other places of epiphany, see Gladigow (1990), 101. It is hard
to imagine how epiphanies take place, i.e. how deities can become visible to human beings.
Higg distinguishes between an “ecstatic epiphany”, during which the deity is perceived

by the worshippers in a vision which can be caused by drugs, ecstatic dances, or incanta-
tions, and a “performed epiphany”, in which a human being, usually a priest, appears in the
disguise of the respective god and is venerated by the worshippers as if he or she were the
real deity. The theory that such performed epiphanies existed is based on Hagg’s analysis of
Minoan temple architecture (1986), 41-62.

So Gordon (1979), 13; Gladigow (1990), 99; Donohue (1997), 44f.; Burkert (1997), 29 who
argues that statues of Dionysus are especially inspired by cultic epiphany. Delivorrias (1984),
I1.1,, 2-151, esp. 13f. (nos. 41-53) establishes a category of late Classical vase depictions
displaying “Aphrodite in the shape of an Archaic cult image within hypaetherial sanctuaries,
accompanied by cultic scenes” On almost all of them Aphrodite is present in a double way.
We see the goddess (in late Classical style) sitting next to her altar (no. 41) or a pillar (no.
43), and we are presumably meant to interpret this as the presence of the “real goddess” in
a sanctuary. But, in addition, there is an Archaic cult image of the goddess. Furthermore,
there are archaizing cult images of her alone (nos. 40 and 48). How can this twofold way of
representation be explained? Maybe the Aphrodite in late Classical style is meant as a tem-
porary and spontaneous epiphany in her sanctuary, while the cult image embodies an earlier
appearance.

On the architecture see e.g. Dinsmoor (1973), 40; Mazarakis Ainian (1988), 105-19;
Lawrence, Tomlinson (1996), 111 state that in the 8th century BC there was a possible
influence from places such as Cyprus, where temple buildings had an even more ancient
tradition since the Phoenicians had reused and reformed late Bronze Age buildings, the
construction of which seemed to anticipate the stone buildings of Classical Greece.

See Romano (1980), 4: “Greek temples arose as a result of the origin of Greek cult images,
with the need to provide a dwelling (a vadg) for these divine earthly surrogates.”; see also
Scheer (2000), 130-46 for multiple cult images in one temple.

See Bielefeld (1968), 3ff. on the ornaments. It has been pointed out, interestingly, by
Boardman (1991), ad pl. 110 that the so-called “Lyons kore” from the Acropolis (dated to
about 540 BC) has earrings of the same type as Hera in II. 14,182f.

I1. 14,169 = Hymn. Hom. V,60; 172 = 63; 283 = 68; see P. Smith (1981), 113 with n. 36.

So Parker (1991), 3.

1. 14,169 = Hymn. Hom. V,60.

In the Odyssey, Aphrodite retreats to Paphos after her erotic encounter; there are literal
correspondences between the two texts: Od. 8,363-5 correspond to 59 and 61f. of the hymn;
for a similar scene see also Hymn. Hom. VL,5f. and Cypria fr. 4 (Davies/Bernabé). For
traditional elements of a woman’s or goddess’s toilet as a pattern in oral poetry, see P. Smith
(1981), 114 with n. 38.

See fr. 4 (Davies/Bernabé); the lines of this fragment are transmitted in Athenaeus
(15,682D-E) together with fr. 5 (Davies/Bernabé).

pepova’ dpat Bernabé (“such as the seasons bring”). Davies’ ¢popoda’ is the version given
in codd. indicating “to wear constantly’, it is preferable to ¢p¢pov o of which it is the verbum
frequentativum. I would prefer Davies’ version ¢opova” ‘Qpau (instead of the “seasons”
which are not personified), also on contextual grounds, since the Horae are mentioned
already in 1.1 as the producers of garments.

With Bernabé, I read aib¢at, since “burning” (aifrg) seems to be a suitable adjective to
describe the color of the cups of the yellow narcissus; the duplication of the adjectives

may seem too much of a good thing, but quite fits the pompous style of the whole pas-
sage. Davies prefers dvBeot as in A, but this seems syntactically impossible: for dvBeot
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cannot stand in apposition to kaAVkeaotv. Moreover, kaAAppoov, as transmitted in the
mss., cannot be right: a flower is not likely to be “beautiful-flowing”. Ludwich’s correction
kalmvoov is tempting since it differs from the transmitted version only in two letters;
Meineke’s kai Aepiov “and of the lily”, which is accepted by Davies, requires much change.
Adpoditn is established in the transmitted text and also in its position at the end of the line
(see fr. 5,1 Davies/Bernabé). Ludwich’s correction, which is accepted by Bernabé, is the only
plausible suggestion since it satisfies the metrical requirements.

See Bernabé’s extensive apparatus criticus and testimonia which provide numerous parallels
and bibliographical notes on modern discussions. In the discussion of fr. 4 I use Bernabés
text as a basis; line 6 is undoubtedly badly preserved, but Aphrodite’s name seems securely
transmitted.

Athenaeus (15,682D-E), who cites them not within the context of an adornment scene or of
the Cypria themselves, but within a discussion about flowers, more specifically about “flow-
ers used in wreaths” (&vO@v otepavwTik®@V).

See the comment of Davies (1989), 35: “F 4 in particular has been deemed rather vacu-
ously ornamental in comparison with the other epic instances of the motif of a goddess’s
self-beautification: the list of flowers meanders confusingly and the repetition of the word
for “flower” (anthos) three times in five lines does not display the archaic device of emphasis
through duplication at its most elegant” One may add that the doubling of her attendants is
entirely consistent with the style and contents of these lines.

See Ath. 15,682F: 00T0g 6 mONTAG Kal TNV TOV 0Tepavwy Xpfiow iddg paivetat U

®v Aéyet- Then he quotes our fragment: fj 8¢ cOV dudioroiot Gprhoppetdig Appoditn

/ mAeEauevar otepdvovg edwdeag, dvBea yaing, / &v kedpakaiory £€0evto Beal
Mimapoxpridepvorl, / Nopdar kot Xapireg, dpa 8¢ xpvof] Adppoditn, / kahdv deidovoat kat’
Spog molvmidakov Idne. A lacuna after A¢ppoditn has been suggested by Meineke, but this
has not been accepted by Bernabé. Apart from this, his text is the same as Davies.

See Stinton (1965), 62.

For an emphasis of the garments, see also eipiota kald (64; 171), eipata oryaldevta (85),
TEMAOV . . . paevoTePOV TVPOG adYiiG (86); see also Hymn. Hom. 11 (Dem.), 277ff.

The link of Aphrodite’s birth with the sea is probably inspired by the version given in
Hesiod’s Theogony which is discussed in ch. 1.4.

See Parker (1991), 2 and Penglase (1994), 166f. and 172f.

See Penglase (1994), 166f.

For a discussion of the hymn see Labat, Caquot, Sznycer and Vieyra (1970), 247ft.

For the source see Seux (1976), 39 (French translation quoted in Penglase (1994), 167 with
n. 18).

See Penglase (1994), 167 with n. 17: “In-bi” means “sexual attractiveness and power”.

See Penglase (1994), 172f. Compare the bestowal of Zas’ robe to Chthonie (Pherecydes

F 68 Schibli): Zas presents the robe not simply as a bridal gift to Chthonie; it transforms
Chthonie into Ge and attributes to her the earth as her specific sphere of influence.

See ch. 3.2 for the historical background.

This has been pointed out by Scheer (2000), 57.

See Burkert (1997), 30 with n. 53. See similarly Kirk (1990) ad 87-94: “the details are
important for the understanding of Greek cult: (i) Athena has a free-standing temple on the
Acropolis; (ii) it is normally kept closed (note that this feature occurs as well in the Homeric
Hymn to Aphrodite (60)); (iii) it contains a seated cult image large enough to receive a

large mém\og on its knees”. Further examples of ritual dressing of images of other deities

are discussed by Scheer (2000), 55f. She argues that performers of such rites often act, as if
they treated the deities themselves (“Hierbei verhalten sich die Ausfithrenden héufig so, als
wiirden sie der Gottheit selbst aufwarten.”).

These rituals have been discussed in detail by Scheer (2000), 57f.
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But cf. Mansfield (1985), 581 who prefers the idea that a ritual bridal bath took place; for the
cleaning and bathing of images of other gods at different places in Greece, see 557-64 and
568-84.

It has been dated to the 2nd half of the 6th century BC. For the date and ancient sources see
Simon, Bauchhenss (1984), II.1., no. 332; see also Boardman (1991), 89.

The expression kata t& mdtpia is discussed by Parker (1996), 7£.

For the festivals see Deubner (1932), 17-22; Parker (1983), 26-8; Burkert (1985), 79 and 228;
for washing as part of cult practice in general see Gladigow (1985-86), 114-33, esp. 116.

See Parker (1983), 27 with n. 45, who infers from the name “Kallynteria” that “sweeping
clean” was related to the cleaning of the temple precinct, whereas at the Plynteria the cult
image was bathed; on the Plynteria see Burkert (1985), 79 and especially 228.

According to Burkert (1985), 79 and 228, Athenian wives and virgins performed the rite.
The Palladion, another image of Athena, also underwent washing rituals. It was carried to
the sea by ephebes and afterwards put back in place in the law court: see Burkert (1985), 79.
On the latter see Parker (1983), 26f.

So Deubner (1932), 21.

LSCG 39; see also ch. 2.5 for a discussion of this decree.

So Deubner (1932), 215f.

The statues were of Aphrodite and Peitho, see LSCG 39; for £€80¢ see Soph. OT 886 Satpuovwv
£0n o¢Pwv; EL 1373 €81 Bedv. On the purple see Pfuhl (1900), 97.

But cf. Deubner (1932), 215, who does not think that this washing has the same significance
as in the Plynteria.

This aspect, surprisingly, is completely neglected when Aphrodite comes to Anchises, but
cf. Hymn. Hom. II (Dem.), 277 and, similarly, Hymn. Hom. VII (Dion.), 5f. Maybe the smell
would have immediately revealed her divine identity to Anchises.

See Campbell (1967), 276, who points out that our two earliest references to frankincense
offerings (MBavwtog) to Aphrodite are found in fr. 2 and 44,30 V.

See Simon (1998), 209f.

See IG X1.2.161A.92-3 (dated to 279 BC) and 203A.38-39 (dated to 269/70 BC).

So Hymn. Hom. II (Dem.), 275f.; Hymn. Hom. 111 (Ap.), 267f.; Hymn. Hom. V (Aphr.), 174;
Hymn. Hom. VI (Aphr.), 1f.

That is exactly what epiphanies normally cause. For fright see also e.g. II. 24,170 (Priam and
Iris). For further examples in the hymns see Pfister (1924), 317f.

Shine and brilliance are characteristics of the gods and come from their eyes (so of Athena
in II. 1,200 or of Aphrodite later in Hymn. Hom. V,181 etc.) or from their body (so Hymn.
Hom. 111 (Ap.), 260f.; Hymn. Hom. II (Dem.), 189f.). Finally Aphrodite will regain her divine
size (172f.).

On this, see Donohue (1997), 31-45, who argues that our idea of a “cult image” is alien to
the Greeks, as they had no proper term for it. The idea that cult images existed with par-
ticular functions in worship and ritual is still widely accepted: see e.g. Romano (1980), esp.
2ff. for her definition; Burkert (1985) and Gladigow (1990) also use the term “cult image” or
“Kultbild”; for a definition see also Funke (1981).

On the term xoanon, see Donohue (1988), esp. introduction and ch. 1. According to her,
our idea of xoanon, an old wooden image of a god, is influenced by Pausanias. Although the
word xoanon does not occur in the Hesiodic or Homeric texts it would be wrong to assume
that images of gods were wholly absent from the life of Archaic Greece (see book 6 of the
Iliad, where Athena’s temple and seated image are mentioned). For an analysis of other
Greek terminology for statues (dyaApa, avdpidg, Bpétag), see Scheer (2000), 8-34.
Aphrodite and Ares have both wooden images there; according to the local myth, they were
dedicated by Polynices.

This is obviously an aetiology for a cult statue shown on Delos. It has no evidential value,
since it cannot be dated.
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See Romano (1980), 432f.

Aphrodite holds a phiale in the right and wears a stephane, together with a belted peplos
and a cape (Beazley (1963), 1313/5). On another vase painting Aphrodite (accompanied
by fluttering Erotes) wears a long-sleeved, brightly ornamented peplos and holds a phiale
(1325/51). Delivorrias (1984), I1.1., 13f. (nos. 41-53) categorizes late Classical vase-depic-
tions of Aphrodite in the shape of an Archaic cult image (see above, n. 52).

See Boardman (1991), pl. 28: the so-called “Dame d’ Auxerre” found on Delos is the earliest
one of its kind and dated to 640-630 BC.

See e.g. Gladigow (1985-86), 115.

But cf. Mansfield (1985), 442 and 445, according to whom adorning of cult statues is not a
ritual act, but part of the normal devotion to the gods as objects of worship; 443: weav-

ing of garments for statues as a cult ritual is rare, but adorning them for ritual banquets is
frequent.

Gladigow (1985-86), 118.

See Gladigow (1990), 100.

And so they are in 164 when Anchises undresses her.

This expression has an equivalent in a completely different context: a description of a mili-
tary object (Il. 18,610: Owpnka daetvotepov mupog adyfg).

The exact meaning of the terms is unclear (see Bielefeld (1968), 3ff.). The wording of

the hymn is probably based on the only scene in Homer where they occur. At II. 18,401
Hephaestus tells Thetis that he has created &\ucec and kaAvkeg. Elkeg, according to its
literal meaning, signifies a curved or twisted ornament (enhanced by yvaumntat). The
scholiasts, who obviously were not any more familiar with the terminology, suggest several
meanings for é\ikec: “hair ring” or “pendants for necklaces” (schol. ex./A ad II. 18,401a
(Erbse)). In inscriptions, for “earring” the term évwTiov is used, but see also Ar. Ran. 102.
k&€ actually means “cup” or “bud” of a flower and thus probably describes the shape of an
ornament. Again, it is not clear which one exactly. For an analysis of both terms (without a
final conclusion) see Hadaczek (1903), 121 (cited by Bielefeld (1968), 6 with n. 23).

6ppog means “cord” or “chain”. Several chains form a necklace, therefore plural (also IL
18,401; Od. 15,460).

In a more general context, it means the ornament or decoration of a woman, so e.g. Hes. Op.
76; in 1. 14,187 it denotes jewellery and clothing of a goddess, and so it does for cult statues.
In Her. 5,92 it refers only to clothing: see Mansfield (1985), 507.

See Mansfield (1985), ch. 7 (438-587), who provides a useful catalogue for the adornment of
statues.

For the inscription and its date (“Archaic”), see Blinkenberg (1941), esp. 178 with n. 34.
SEG xxviii 100.

IDélos 290.229-244: the term koopog occurs in lines 230,238,239-40 and refers to the metal
ornaments of the statues.

See also Hymn. Hom. V,93 xpvoén Adppoditn (also in Mimnermus fr. 1 W.).

See IG I1/111%.1424.14 (from 368/67 BC). On the history of the ancient statue of Athena see
Mansfield (1985), ch. 3; on the inscriptions documenting the numerous pieces of jewellery,
see 144ff.

IDélos 1417A11.1-3 (155/4 BC).

IDélos 1423Ba.18-19, from 150 BC. For further examples see Mansfield (1985), 514.

See IDélos 1417A1.49-53 (155/4 BC).

IDélos 313A.23-24.

This may prefigure the haloes of Christian saints.

For xpvoog and its compounds as epithets for gods, see also chs. 7.7 and 8.6.

IDélos 290.151-153, from 246 BC.

IG II/111%.1534B.169.

IG XI.2.159A passim.
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130. IDélos 313A.76-77. For further examples see Mansfield (1985), 506f.

131. See Hymn. Hom. V,1f., Sappho fr. 33 V. (for other goddesses see Hes. Theog. 136 (Phoibe)).

132. This expression always has a highly erotic connotation; it is a euphemism for having sex,
or even defloration. In Od. 11,245 (Poseidon in the shape of Enipeus rapes Tyro), and in
Theocritus (Id. 27,55) it describes a possessive and violent act by a man. But in Pindar
(Isthm. 8,44f.) this metaphor has a different implication: women loosen their girdles
themselves as a sign of being willing to make love. In Anth. Pal. 7,324 it is a metaphor for
marriage and thus not markedly erotic. For the motif see Syndikus (1990), ad c. 61.

133. Itis interesting that while a goddess seems to take off her divinity with her clothes, a mortal
woman takes off her shame with her clothes, as Candaules’ wife in Her. 1,8,3: dua 8¢ kif@vt
ékdvopéve ovvekdvetan kai THv aid® yvvi. Raubitschek (1957), 139f. has argued that this
idea goes back to a saying of Theano, the wife or disciple of Pythagoras (transmitted by
Diogenes Laertius 8,43).

134. The text of line 173 requires discussion (mss: dpa] map Stephanus mss: evmotrjToto]
kevmountoto Sikes: evmowtov 6¢ Ruhnken): the locative dative kAioin (so mss.) seemed
unusual and thus led scholars to follow Stephanus, who emended &pa of the mss. by
introducing the preposition map (this has not been accepted by Allen, Halliday, Sikes; see ad
loc.). However, locative datives in a similar context can be found elsewhere (otaBuoiot “in
the steading” 76; for more examples see Chantraine (1953), 78f., who, however, says that the
locative dative is used “surtout dans des expressions de sens assez général”). Furthermore,
“to stand by / near the hut” or “to be present at the hut” is less suitable than “she stood in
the hut”. The asyndeton makes the passage appear abrupt and may seem unusual consider-
ing the change of subject which is caused by the expression kbpe kdpn (see LS], s.v. kvpéw
whose translation I follow above). However, the hiatus (kAtoiy), edmotitoto), which requires
a pause, may be intended as a rhetorical feature increasing the surprise of the particular mo-
ment when Aphrodite dresses, stands up, regains her superhuman height and then touches
the “well-wrought” beam. Therefore there is no need either to introduce a particle as Sikes
(kevmoujTolo) suggests or to even emend the text as Ruhnken (edmoutov 8¢) does; similarly
Cassola ad loc.: “eliminare I" asindeto, il che tuttavia non ¢ necessario”. Perhaps a correction
is not only not necessary, but would even destroy the effect of the hiatus. kOpe is only men-
tioned in M, but the same formula peAaBpov kdpe kdpn also occurs in the Hymn to Demeter
(188f.), which indicates that superhuman height is a regular feature in divine epiphanies.
Allen, Halliday, Sikes (see ad loc.) point out that the other mss. (Bvpe E T: fjupe L'TIp: fipe
At D: fpe ed. pr.) show the exchange between 1 and x, which is found in the early period of
minuscule.

135. This is a traditional motif of narrative epiphany, see n. 97 above.

136. Demeter, for example, appears in her superhuman height and thus in her fully divine iden-
tity at a considerably earlier stage of the mythical narration of the hymn (in 188f.).

Chapter 4

1. Soe.g. in the title of Shapiro’s monograph (1993), preferring the term “abstract concepts”
to “abstraction”, which is applied by other scholars (see M.L. West (1966), 31 and passim).
On personifications see also Stoessl (1937), 1042-58; Potscher (1972), 661-3: the category of
“Person-Bereichsdenken” means that certain phenomena are conceived of as a person and a
thing at the same time. Within this unity, the deity represents the personal aspect, whereas
the phenomenon appears as the deity’s particular province. Burkert’s definition is discussed
in ch. 4.3. On cult personifications see Nilsson (1952), 31-40; on the worship of personified
virtues and their political significance see most recently Stafford (2000).

2. Nilsson (1952), 32 assumes that appearance in a myth is a necessary condition for cultic
worship. But Peitho, for example, has early cults, but no specific myths (see ch. 6.2).
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16.
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So particularly Webster (1954), 10-21, esp. 13£;; see also Shapiro (1993), 26f. with reference
to Pottier (1889-90), 15-9.

This was probably the direction in which the development went in most cases (abstract
first, then personification). But cf. Kretschmer (1924), 101-16, esp. 106, who assumes that
the process went the other way round and speaks of “Abstraktifizierung von Damonen”
Stoessl (1937), 1043f. and Webster (1954), 11 deny that this can be decided. There are
examples which suggest that both directions are actually possible: Aphrodite was first
conceived of as a deity before her name was taken as an appellative to represent her sphere
of interest (“sexual love”, “pleasure”), so in Od. 22,444, or even earlier in the inscription on
“Nestor’s cup”. Ares, however, is an ancient abstract noun meaning “throng of battle”, “war”
(so Burkert (1985), 169) which occurs in many formulaic expressions (see Mader (1973),
1246-65, esp. 1259-62). On the other hand, Ares is the god of war: Phobos and Deimos are
his charioteers; he meets Athena in battle (II. 21,391f.) and he has a special relationship with
Aphrodite (II. 5,355£.,21,416; Od. 8,267f.). In epic, both the war god and the abstract noun
coexist. For a detailed survey of ancient and modern definitions of “personification” and of
approaches in their interpretations, see Stafford (2000), 3-19.

See Erbse (1986), 10f. He argues that the personal aspect often becomes discernible only

in specific contexts and situations; for example, when poets describe an event where the
context suggests that something is being perceived as superhuman. This may be the reason
why véueoig and €pwg appear personified in Hesiod, but not in Homer.

But cf. Nilsson (1952), 31f.: Homer’s personifications are “dichterisch”. (...) “Dadurch,

daf3 sie mythologisiert wurden, konnten Personifikationen erst zu Kultgottheiten werden.”
similarly Burkert (1985), 185: “Personifications appear first in poetry, move into the visual
arts and finally find their way into the realm of cult”

See e.g. M.L. West (1966), 33, who lists them among the gods of cult.

Hypnos is discussed later in this chapter; Eros in Hes. Theog. 120 is simply called “the most
beautiful” and in 201, together with “beautiful” Himeros, he “accompanies” (oudptnoe)
Aphrodite. The emphasis on their beauty and their ability to move may account for their
personified features, but in any case they are less clearly described than Aphrodite, and we
do not know their age or height or the way they act. War-demons like Eris could easily be
imagined as animals or monsters, but in the Iliad, they regularly appear in a human shape.
These are characteristics scholars agree upon; see Petersen (1939), 1f,; Stoessl (1937), 1043;
Webster (1952-1953), 29f. (personifications have a genealogy which couple them with

a known individual or divinity; verbs or adjectives which describe them denote human
activity); see also M.L. West (1966), 33. Pétscher (1959), 19ff. argues that the criterion for
personified deities is not cultic veneration, but knowledge and will: “Persénliche Gétter sind
also solche, die sich die Menschen als Bewuf3tseinswesen (Wissen, Wille) vorgestellt haben.
Diese Eigenschaft kann sich unmittelbar oder durch eine deutlich anthropomorphe Gestalt
der Gotter dufern” See also Shapiro’s categories, (1993), 14 with references.

So Shapiro (1993), 14.

So already Deubner (1909), 2069f.; see especially the detailed discussion of the gender ques-
tion within a sociological and iconographic context by Stafford (2000), 27-35.

See Stafford (2000), 34.

See Shapiro (1993), 110-24.

See Stafford (2000), 31f.

See Simon (1986a), 114f. on Kratos and Shapiro (1988), 180-82 on scenes with Heracles
and Geras, who is depicted in a smaller scale, possibly because he is a personification. On
personifications of neuter abstracts see also Stafford (2000), 33.

A survey based on the structure of the Theogony is given by M.L. West (1966), 31f.

See Webster (1954), 10f. However, the two groups cannot be clearly distinguished since
phenomena like Eris, Eros or Neikos certainly affect individuals as well.

For the classification see Webster (1954), 13f.
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19.  See below, chs. 4.7, 7.3 and especially ch. 8.6: in Ibycus’ imagery (287 PMGF) it is the
personified Eros himself who, like a hunter, induces the poet to enter Aphrodite’s “endless
hunting net”.

20. Nilsson (1952), 33 and 38 claims that cults of personifications were not established before
the 4th century. But documents for their cults, independently from Aphrodite, are not rare
in Archaic times: according to an inscription, the Charites had a cult in Thera at least as
early as the mid-6th century (see ch. 5.3); Peitho had a cult in Thasos, probably transferred
from Paros during the colonisation in 682/68 (see ch. 6.2); for more examples see Hamdorf
(1964), 104 and 117; on cults of these goddesses see also chs. 5.3 and 6.2.

21.  See Burkert (1985), 185; similarly, but less detailed before him: Frankel (1951), 67f. See also
Reinhardt (1960), 7-41, esp. 7ft.

22.  Although {uepog is not a personified deity here, he is already emergent elsewhere, as a compo-
nent of Aphrodite’s keotog iudg in II. 14,216 and already as her attendant in Hes. Theog. 201.

23.  For the idea of this unity see Pétscher (1959), 14; for more vivid examples of “personifica-
tions” see id. (1978), 217-31; for a similar concept see Erbse (1986). In this monograph he
discusses the nature of the deities in the Iliad and the Odyssey with special regard to those
who are probably a poetic creation (“Nomen proprium und appellativum’, esp. 9-54); see
also the definition suggested by Shapiro (1993), 14: “when both occur side by side, the
divinity is called a personification in that he/she was felt to embody the essence of the
abstraction.” See also Frankel (1951), 85f. and Burkert’s examples (1985), 185.

24. See Usener (1929), 279f. and 292f.

25.  But cf. Kirk (1985), ad loc., p. 325.

26. See Pl Symp. 202e.

27. See Reinhardt (1960), 20ff.

28. Nilsson (1952), 34; Deubner’s definition is based upon this cultic phenomenon. He argues
that a personification is an aspect of a deity which developed into an independent deity via a
stage as a cult epithet, see (1909), 2068-169, esp. 2069f.

29. 1. 14,153-353.

30. CEG 454=SEG xiv 604; on the date see M.L. West (1995), 205 with n. 11.

31.  SoS. West (1994), 9-15, esp. 11, and similarly Faraone (1996), 77-112, esp. 78f., who both
follow Dihle’s interpretation: “Der Inhalt der Inschrift ist ohne Zweifel als ein—wie weit
auch immer ernst zu nehmender—Liebeszauber zu verstehen”” (see (1969), 257-61, esp.
261).

32.  For other possible restorations of the lacuna, see Faraone (1996), 78 with n. 3.

33.  Since the Rhodian vessel is fairly unassuming in comparison with the ornamental cup
described in the epic, some scholars have suggested interpreting the inscription as a joke,
a witty allusion to the Iliad for which it provides a terminus ante quem (see especially P.A.
Hansen (1976), 25-43); cf. S. West (1994), 9-15 who argues that the source of inspiration
need not be our Iliad. She relates the mighty cup to mythological tradition in general, not
to an individual work of poetry. She assumes that the vessel played a significant role in the
myth of Nestor; moreover, the motif of the mighty goblet itself has parallels in Ugaritic
poetry current in 14th century BC (see M.L. West (1995), 205 with n. 13); see also Taplin
(1992), 33 with n. 39.

34. Aphrodite’s epithet has been assumed to presuppose not only the Iliad, but even the
Odyssey, see Risch (1987), 1-9, esp. 8f.: according to him, kaAAioTe.[pa]v.0 : Appoditeg
mimics Od. 8,267 aud’ Apeog ptAotnTog ¢botepdvov T Adpoditng and 288 ioxavowy
¢rAoTnTOC EboTedavou Kubepeing; but cf. S. West (1994), 14 with n. 27: “But this resem-
blance is scarcely sufficient support for his attempt to argue that our Odyssey was already
current by 725

35.  See de Jong (1989), 1194-95 for similar formulaic uses of ifiepog in other, erotic and non-
erotic contexts, and with other verbs such as éupaAAerv or 6pviva; for {pepog aipet she
counts eight epic occurrences; see also Riiter, Matthiessen (1969), 231-55, esp. 244. The
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42,

43.
44,
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47.

48.

49.

50.
51.

same formulaic line occurs in II. 3,446 when Paris is overcome with desire for Helen. In
Hymn. Hom. V,56f. Aphrodite is in the same way swiftly overcome by desire for Anchises:
1oV &) Emerta idodoa dphoppeldng Appoditn / fpdoat; ekmaylwg 8¢ katd ppévag iuepog
elkev.

See Faraone (1996), 78 with n. 2.

See Faraone (1996), 81 with n. 13 for references: Od. 10,237 for the description of the im-
mediate effects of Circe’s magic; Sappho fr. 1,21-23 V. which imitates an erotic incantation;
further references are made to later magical incantations. These can only be considered as
parallels, of course, not as instances of direct borrowing.

So argued by Risch (1987), 1-9.

On this adornment scene see ch. 3.4.

The meaning “sexual love” is indicated in many other Homeric passages (often with the verb
pioyew), see I 13,636; 14,163; 237; 353; Od. 8, 267; 288; Hymn. Hom. V,133; cf. Faraone
(1999), 97 with n. 2 who takes ¢ptAotng as poetic equivalent for ¢thia and translates “affec-
tion”.

uepog, particularly in connection with a genitive of a person, means “longing for”, not
always with a sexual connotation (so e.g. in II. 3,139f.), which £pwg always seems to have.
The images and metaphors associated with {jiepog are peculiar: ijiepog (not £pwg) is often
aroused or even “thrown into” a person by a god or somebody else: II. 3,139: Iris “throws”
uepog (for her husband, home, and parents) “into” Helen’s heart by words; in Hymn. Hom.
V,45, Zeus “throws” {pepog (for Anchises) “into” Aphrodite’s breast.

For the meaning “enchantment” see Od. 1,337 (of heroic lays); Od. 8,509 (of the wooden
horse). The verb 8é\yetv is used frequently in different contexts. In Homer its subject is usu-
ally the gods (18x), less often humans (only 6x) and abstracts (only 2x). It usually conveys
the idea of “magically bewitching’, often connected with the idea of rendering an organ
inoperative, e.g. in battle contexts: Il. 12,255 of Zeus etc. Hermes puts people to sleep with
his wand (Il. 24,445); Circe bewitches with her pappaxa (Od. 10,290). For erotic contexts
see Od. 18,212, where the suitors’ mind is bewitched by desire for Penelope: £pw 8 dpa
Buuov £€6ekxBev (note that here £pwg, which is not part of the keotog ipag, functions as a
BeAkTrplov). Words are supposed to work in the same way: in Od. 1,57 Calypso “allures”
Odysseus into forgetting Ithaca by “flattering words”, in the same way as Aegisthus tries to
persuade Clytemnestra (Od. 3,264).

For a discussion of of dapiotig and mdp¢aoic as a means of erotic persuasion and their as-
sociation with Peitho, see ch. 6.3.

See Faraone (1990), 219-29 and id. (1999), esp. 96-110.

See Faraone (1999), 102f. on a non erotic Neo-Assyrian egalkura spell.

See Faraone (1990), 222f. and (1999), 101-09 for details and also for other examples of
magical, but non erotic spells which include the use of knotted cords. For a later example,
see Theocritus (Id. 2): Simaetha applies magic to win her unfaithful lover’s love back by
performing an incantation (17-63), not by wearing a specific garment which would enhance
her attraction and enable her to seduce him easily.

Faraone (1999), 103-10.

PGM XXXVI.275: apttiotv péya mpog mapovtag kai mpog SxAovg (the papyrus transmits
xaptriiow, but the editors of PGM declare this an error and suggest the otherwise attested
xaptriotov (“a means for gaining favour”)).

PGM VI1.390-393: NiknTikov Spopéws. ypdyov émi todg peydhovg | svuxag avtod ypadwvy
XoAK® ypadeiw Tobg xapaktipag | Tovtove: (here follow two characters), ypdde ‘566 ot
gmtvyiav, Enappodvatay, | S6&av, xaptv v 1@ otadi’ kai T kova, doa Bélels.

See e.g. PGM VII1.923-925.

For examples see Winkler (1990), 82-91.
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52.  Faraone (1990), 227 interprets 806 as an allusion to the standard end of a Greek prayer. Hera
invokes Aphrodite for her favours in the same way as a mortal would do (see PGM VI1.390-
393, quoted above n. 49); for more examples see Faraone (1999), 107-09.

53. For a discussion of the influence of the Babylonian epic upon the Iliad, see Burkert (1992),
88-96; see also Brenk (1977), 17 with n. 1. For another Near Eastern myth which is paral-
leled in the Iliad, see ch. 2.3.

54. Aphrodite’s presence in Il 3 and the garment in II. 14 have exactly the same effect on Paris’
and Zeus’ desire respectively.

55.  See Il. 14,328: Zeus is seized by ijiepog and so is Aphrodite herself in Hymn. Hom. V,57.

56. On this see Dickie (1995), 29-56.

57. Suggested by Bonner (1949), 1-6. He argues that the keotog ipdg is to be identified with
a special garment worn by an “Eastern goddess of fecundity” who may be identified with
Ishtar-Astarte. It is an ornament which consists of two x-shaped bands, crossing between
the breast and on the back. Hera is not meant just to put it in her kOAmog as an amulet, but
to wear it properly (see Janko (1992) ad 219). For representations of the saltire from 3000
BC onwards, see Bonner (1949), 1 with n. 2. For Brenk, however, the keotd¢ ipdg is not the
original saltire, but came to be thought of as the possibly embroidered chest necklace worn
by Near-Eastern goddesses, see (1977), 17-20.

58. The verbal adjective keotdg has to be derived from kevtéw (“to prick’, “to stitch”), see
Chantraine (1970), 515. According to Beck (1991), 1391 in LfgrE, it refers to a pattern
“pierced” or “stitched” into the leather. This suggests a soft material such as cloth or leather
for the ornament rather than metal (but cf. Janko (1992) ad loc., who considers even gold).

59. For a discussion of the Latin cognate “centones” which seem to have been quilts, see Sider
(1978), 41-4.

60. See Shapiro (1993), 19. He first argued this in a talk at the American Philological
Association in 1975. His results are accepted by Brenk (1977), 17 and 19 (“it would be most
apt if this piece (...) had embroidered in it the allegorical figures Love and Desire (...) much
as the Sarpedon vase has the figures Sleep and Death.”); cf. Bonner (1949), 4.

61. See Arn/A ad Il. 14,214a (Erbse): éAboato keaTOV ipdvTta: GTL KEOTOG €K TTAPETOUEVOL O
motkiAog, &no tod Sua Tag padag kekevtiobal, éumenotkiAMuévng TG GrAdTnTog Kai ipépov
Kai 0aploThog. kai ovk £0TL KUPLOV Gvopa 1 EvioL TV dpyxaiwy- 810 Kkal €’ dAov Aéyet
"8&yxe 8¢ pv ToOAVKEOTOG ipdg”.

62. See LS s.v. “motkilog”: “wrought in various colours of woven or embroidered stuffs”, in
the Iliad frequently of némot (e.g. Il. 5,735), see also Aphrodite’s epithet motkiA6Opovog
in Sappho fr. 1 V. There is only one passage in epic with a similar expression: in Il. 3,371
the chin strap of Paris’ helmet is called moAvkeoTog ipdg, which has to be taken as simply a
“decorated strap” (see Janko (1992) ad loc.).

63. So Janko, see (1992) ad loc.; Shapiro (1993), 19ff.

64. For the earliest iconography of Eris, see Giroux (1986), I11.1.,846-50, esp. 847 and IIL.2., 608,
no. 1.

65. It has been argued that lines 535-38 have been interpolated into the Iliad: see Lynn-George
(1978), 396-405, followed by Edwards (1991), ad loc., who argue that these lines were origi-
nally composed for the Aspis. The arguments (the content suits the Aspis much better; the
lack of parallels to the personifications’ activities) are, however, not conclusive. I suggest that
the depiction of the Iliad is original since the scene depicted matches the theme “the city at
war” very well. Cf. Iliad 4,439f., which in a similar way displays the activities of “war-per-
sonifications”. The description of Aspis is more modelled on Achilles’ shield (see Fittschen
(1973), 18ff. and M.L. West (1996), 700). In his Iliad edition (2000), M.L. West considers
lines 535-38 as an interpolation.

66. In Il 4,439f. they participate in the battle together with Eris; in Il 15,199 they are Ares’
charioteers. Edwards suggests that they will have been depicted as monsters with an apotro-
paic function to terrify the bearer’s opponents ((1991), ad 14,200).
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67.

68.

69.

70.

71.

72.

73.

74.

75.

76.

77.

78.
79.
80.

81.
82.
83.

84.

85.

86.

87.

The artist’s work is described as #tev€e (II. 18,483) or moikiAAe (590) or moinoe (573; 587).
Fittschen (1973), 9, assumes that these formulas are to indicate the change from one circle
of images to another. See Bonner (1949), 4, who does not believe that the verb suggests a
representation of the powers.

See Fittschen (1973), N21; similarly Webster (1954), 14; for a bibliography on that topic, see
Edwards (1991), 200f.

So Shapiro (1993), 22; according to him, this is the first source for personifications after the
ekphraseis in the Iliad.

Snhot pev 81 kai & Emypappata, cvveivat 8¢ kai dvev T@v émypappdtwy £0Tt Odvatov Te
elvat odag kal “Ynvov kai dpupotépolg NUkTa avtoic Tpodov.

Two other scenes on the chest displayed Aphrodite in specific epic contexts, also without
train. In 5,18,5, Aphrodite is led by Ares (identified by Evudiog); in 5,19,5 Hermes is lead-
ing Hera, Athena and Aphrodite to Paris’ judgement (with inscription).

So Shapiro (1993), 19.

For iconographical evidence see Hermary (1990), V. 1., 425f., section “Himeros directement
associé & Aphrodite”.

Hypnos, who is also necessary for the success of Hera’s deception, is clearly personified and
participates actively as well complementing the effect of the keoTog ipdc.

So in her own love affair with Anchises. By telling him her lie she pours sweet longing into
him so that he is seized by desire: &g eimodoa Bed yAvkvv ipepov EuPaie Buud. /’Ayxionv &
épog ellev (Hymn. Hom. V,143f.).

See Hymn. Hom. V,45: t{j 6¢ kai avtij (= Aphrodite) Zedg yhvkbv {uepov éppoale Oupd and
II. 3,139f.: Iris arouses Helen’s desire for her former husband, her town, and her parents (&g
eimodoa Bed yhokdv {pepov Eupale Buudt / avdpdg te poTépoto kal oTeog fdE TOKNWV).
Hypnos is featured in later literature not very frequently, but in both Phrynichus” and
Euripides’” Alcestis; in Eur. Cyc. 599ff. Odysseus invokes Hypnos and Hermes for help against
the Cyclopes; see Wohrle (1995), esp. ch. 2: “Hypnos, Thanatos und Eros” (24-41).

But Athena and Hermes can cause sleep in the Odyssey (20,54; 24,4).

£pwg too is described as a substance in Theog. 910.

So e.g. Holscher (1955), 385, where he argues that the relationship of Sleep and Death as
brothers is certainly an old mythological explanation for sayings like brrvog (...) / (...)
Bavatw dyyxota otkag (Od. 13,791f.); for a discussion see also Erbse (1986), 18f. and
Kullmann (1956), 30f.

Cf. Soph. OC 1574. Only here they are the children of Ge and Tartaros.

They are brothers in Theog. 756.

See I1. 14,243-62. On a previous occasion Hypnos, on behalf of Hera, had made Zeus fall
asleep so that she could involve Heracles in a sea storm. As Zeus woke up earlier than
expected, he punished Hypnos. The latter then had to flee to his mother Nyx, who rescued
him from Zeus’ wrath.

See Erbse’s arguments (1986), 19f. He denies a link and thinks that the description of
Hypnos is original with Homer (21). But even if Homer does not refer to an epic about
Heracles, considering his developed personality, Hypnos may have already been a mythical
figure.

In Il. 16,454f. and 671f. they are summoned to carry Sarpedon’s body. For iconography see
the Attic white-ground 5th-century lekythos which shows them carrying a dead woman’s
body (Vermeule (1979), 151, pl. 4.).

See ML.L. West (1966), ad 267-70; note the following mythic correspondences: Hera meets
Hypnos on Lemnos, the island which Hephaestus came to after Zeus sent him away. Both
marry one of the Graces (see Janko (1992), ad 256-61). But the only cult of Hypnos is that at
Troizen and he does not seem to have an original relationship with Lemnos.

The image is probably influenced by Theog. 756. See Hamdorf (1964), 41-4 for iconography.
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88. See Bazant (1997), VIIL1. Suppl., 643-5, esp. 643 and (1994), VIL.1., 904f. This motif ap-
pears on numerous Attic vases dated between 520-420 BC.

89. See commentary in Bazant (1994), VIL.1., 904, no. 3 (“winged unless otherwise stated”).

90. Wahrle (1995), 23.

91. Itis, however, unlikely that the Platonic idea of a winged soul is already anticipated here.
For the soul at the moment of death is nowhere described as winged or “flying away” in the
Iliad; see Bremmer (1983), 70-125, esp. 74ff.

92.  Eros and Himeros look like youths, but in comparison with Aphrodite, who holds them,
they are outlined in a smaller scale—perhaps because they are not considered equal to the
Olympian goddess; for the iconographical representation of Eros and Himeros, see Plate 6.

93. Inasimilar way, Eris is the only goddess who is present at the brutal fighting ("Epic & &dpa
xaipe MoAboTOVOG gldopdwaa- / oin ydp pa Bedv mapetdyyave papvapévototy Il 11,73f.).

94. For examples of the gods’ taking the shape of a bird, see Janko ad loc. and on 11.13,62-5:
the examples listed here suggest that the deities transform themselves into birds when they
come down from on high to earth.

95.  Similarly Erbse (1986), 20f.

96. On the relationship between death and sex see Vermeule (1979), 145-78 (“On the Wings of
The Morning: The Pornography of Death”).

97.  See e.g. Alcman’s partheneion (fr. 3,61f. PMGF) where it is, however, m668o¢ which is more
powerful than sleep and death: hvope)el te Toowt, Takepdtepa / § Hnmvw kai cavatw
notdépketar (“with a limb-loosening desire she is looking (at me) more meltingly than
sleep and death”).

98. See the discussion in ch. 7.4.

99.  On the similar role of Ate, who damages the senses and is therefore made responsible for
Agamemnon’s quarrel with Achilles, see Erbse (1986), 11-18. He considers her a creation
of the poet of the Iliad. For a similar function of sleep and dream in the Diapeira (Il. 2), see
Wohrle (1995), 18.

100. On vases depicting Heracles killing Alcyoneus: Hypnos, as a winged boy; sits on the
monster’s face and represents an exterior force which causes the eyes to close. (Olmos,
Balmaseda (1981), VIL.1., 558-64, esp. 560, no. 7), see also Wohrle (1995), 23: Hypnos is
present in almost all scenes representing this motif.

101. For an interpretation of this image see Vox (1992), 375f. and Davies (1983), 496f.

102. See also II. 14,236 (Hera to Hypnos: koiunadv pot Znvog 0m’ 6¢pooty 00t pagvam).

103. Slightly different is II. 14,359.

104. Similarly Il. 14,294 (when Zeus sees Hera: ¢ & i8ev, @g pv €pog mukivag ¢ppévag
dudexdlvyev).

Chapter 5

1. For the personified Charites see the overviews in Schachter (1997), 1102f.; Harrison (1986),
II1.1., 191-203; see also Escher (1899), 2150-67. MacLachlan (1993) examines Charis and
the Charites under erotic, social, cultic and political aspects in early poetry; for a brief intro-
duction to the Charites in Greek literature, see Deichgraber (1971).

2. For the personified Charites, see Ol. 14; Nem. 4; Isthm. 8; similarly also in Stes. fr. 212
PMGF. For xdpiteg applied to poetry, see OL 13,19.

3. Pind. fr. 123,14 M; Thgn. 1319ff.

4.  Seech. 8.6.

5. See Thuc. 2,41: peta xapitwv. On the political dimension of xapig, see Meier (1985); see also
ch. 5.3. On cult associations of Charis with Aphrodite in civic contexts, see chs. 2.4-2.7.

6.  See Pind. OL 14,13f; for other references, see Harrison (1986), III.1.,191. For genealogies of
the Charites, see Appendix, Fig. la.
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10.
11.

12.
13.
14.

15.

16.

17.

18.
19.
20.

21.
22.
23.

24.
25.
26.

27.
28.

Similar to the Charites’ role in Aphrodite’s train, but less frequently depicted in the literary
sources, is that of the Horae. They will therefore not be examined in detail. I refer to Erbse
(1986), 41ft. and the bibliography mentioned in n. 1. For a distinction of the roles of the
Charites (responsible for works of art) and the Horae (responsible for flowers) in Hes. Op.
63ft. and 72ff. see Rocchi (1979), 5-16, esp. 9ff.

In Theog. 945, Aglaea, the youngest of the Charites, is Hephaestus® wife; this role is taken by
Charis in the Iliad (18,382). Pasithea is the prospective wife of Hypnos (II. 14,276).

Od. 6,18; for a similar expression see Hes. fr. 215 M.-W.

I1.17,51.

I1. 14,267f. dmhotepawv cannot convey a comparative meaning. Otherwise one would have
to assume that older Charites also exist. For numerous examples of the function of the suffix
-Tepog as indicating not a comparative, but a contrast see Wittwer (1969), 54-110, esp. 63f.,
who suggests that the meaning is “young’, “youthful” and points to the Charites’ young

age. For her own purpose, Hera wants to describe Charis as most attractive and therefore
stresses her youth.

Hes. Op. 65 and 73.

I1. 5,338: weaving; Cypria fr. 4 (Davies/Bernabé): dying.

As featured in Od. 8,266-366 and in the major Homeric Hymn to Aphrodite (58-63). For this
role of the Charites, see also ch. 3.4.

In the Odyssey, however, it is Athena who pours xdpic on Telemachus (2,12ff.) and Odysseus
(6,232ff) in order to beautify them; in Alcman (fr. 3,71 PMGF) xapig is clearly also
imagined as a fluid: it is poured on hair (-k]Jopog votia Kivdpa x[dplic / éni m]apoevixéy
xaitawow (08et). In Od. 8,362f. and Hymn. Hom. V,58f. it is the Charites themselves who
bathe and anoint Aphrodite in order to give her yapic.

During the Classical period they were venerated more often conjointly with other divinities,
see MacLachlan (1993), 49.

See Burkert (1986), 121-32, who recognizes a systematic method behind Herodotus’ mode
of discussing the Egyptian origins of the Greek gods. Burkert, by analysing the philosophical
implications of oUvopa, argues that the term does not signify “name” in the sense of a pho-
netical construct, but rather a system: “Es geht nicht um einzelne, punktuelle Entsprechung
von Lautgebilden, sondern darum, dass ein System von Bedeutungen ein anderes eindeutig
abbildet. Eben darum ist Herodot sogleich aufs sorgfiltigste bemiiht auszugrenzen, was
keine Entsprechung hat, Dioskuren, Poseidon, Heroen.” (see esp. 130).

Lloyd (1976), vol. 2, 232.

Lloyd, Fraschetti (1989), vol. 2, ad 2,50.

On the Herodotean conception of ITehacyoi in general see the detailed survey by Lloyd
(1976), 232ft., who considers them “a figment of the Greek imagination”: His conclusion is
that for Herodotus, the people and, consequently, the names of their deities were pre-Dorian
and non-Greek.

See (1976), 236.

See 9,34,1; 9,35,1; 9,35,3.

So Hamdorf (1964), 45 and Simon (1998), 207f., who interprets the numerous Cycladic
idols dating from circa 2400-2200 BC as Charites.

Harrison (1986), I1L.1., 191.

See Harrison (1986), I11.1., 193, no. 16; Jeffrey (1990), 226.

Kaprreg is the unaspirated version. The inscription was discovered and published first by
Hiller v. Gartringen (1899), 181-91, esp. 182; now re-published in IG XII.3%.1312. According
to Dr Worrle who kindly helped me with the dating, the inscription cannot, as has been sug-
gested, be much earlier than the mid-6th century BC.

On the relief see Harrison (1986), III.1., 195, no. 19.

Call. fr. 3 Pf. and Apollod. Bibl. 3,15,7.
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29.

30.

31.

32.

33.
34.
35.
36.

37.
38.

39.

40.
41.
42,
43.

44,
45.

46.
47.
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On the location of the two reliefs see now esp. Harrison (1986), 194f., no. 16. For the
inscriptions, see IG XII1.8.358: a (for the relief of Apollo and the Nymphs): Nop$niowv
kamoMwvt Nop¢nyetnt Ol kai dp- | oev, du foAnt, tpocépdev- otv od Bépuig 008 xoipov-
| o Towwvietar b (for that of the Charites) Xapiotv aiya o 8¢pug 0082 xoipov. On cults on
Thasos in general, see Seyrig (1927), 178-233, esp. 179ff.

For the same sacrificial regulations in Thasos (no goat, no pig) see besides IG XII*.394 (=
SEG ii 506) (Peitho): ITeiBot aiya ov | 8¢ xoipov ov B¢p[i] and IG XI1.8.358b (Charites):
Xapiow aiya ov Bépig 008¢ xoipov.

On the cult association of Peitho and the Charites in Paros (2nd century BC), see also IG
XII.206 (= Peek (1934), 60): @pa[c]vEevog Opacwvog | IletBol kai Xapiotv. On the antiq-
uity of the cults, see Rubensohn (1949), 1781-1872, esp. 1845f. and Pouilloux (1954), 333ff.,
who are followed by Hamdorf (1964), 45.

On this see Miller (1997), 259: “Eine wichtige Bindung an die Traditionen des Mutterlandes
ergab sich fiir eine Kolonie normalerweise durch die Ubernahme der in der Mutterstadt
verehrten Gottheiten”.

For the idea that the Charites are chthonic deities, see Rocchi (1979), 13f; but cf. ch. 2.7.
For epigraphical, numismatic, and literary evidence of this cult see Schachter (1981), 140f.
Schol. Pind. Ol. 14 (389/390 Drachmann) = Hes. fr. 71 (M.-W.).

See Schachter (1981), 141 “the cult is undoubtedly an old one”; MacLachlan (1993), 44 sug-
gests that the cult dates from the Bronze Age.

See Dornseiff (1965), 65.

See schol. ex/T ad Il. 9,381b" (Erbse) referring to the historian Ephorus: ’Opxouevov: tov
Tiig Bowwtiag ¢notv, v tunvoart kat@knoav- moAd yap tovtw mapdkettat mediov, el motog
¢otv "Edopog (=FGrH 70 F 152), oA 8¢ kai taig Xdpiot Taig adto0t Tpwmpévaig dpa
mépneTaL k&v tov "mohbpuniov” (B 605) 8¢ Aéyn, ovdév ftTov MAovotov- ¢not yoov “év §
&vdpeg vaiovot modvp<p>nves modvPodtar” (I 296); for the Charites’ links with springs and
more literary references on the fertility of the area see Schachter (1981), 141 with n. 2. That
the ancient inhabitants were famous for their wealth is already mentioned in Hom. II. 2,511,
see Verdenius (1987) ad loc.

When Nympbhs are born, fir trees and oaks grow with them (264f.) and these woods are
called tepévn dBavdtwv. Although not immortal themselves, but only long-living, they do
not seem to be very different from the Olympian gods since they eat ambrosia and dance
with them (260f.).

On the Nymphs’ worship in caves see Od. 13,347-8.

So Dowden (1992), 126f.; on nymphs see also Nilsson (1967), 244-55, esp. 244f.

See Hymn. Hom. V,95f.

See Burkert (1985), 174 (with reference to Il. 20,4-9); similarly Dowden (1989), 102ff., who
argues that the Nymphs were considered the “mythic representatives” of girls about to be
initiated. For the interpretation of male river-gods as personified deities and local gods, see
Waser (1909), 2774-815. They appear in a human shape as early as in Homeric epic and are
already depicted correspondingly in Archaic monumental architecture, as at the temple of
Zeus at Olympia (the river-gods Alpheus and Cladeus). On this see also Webster (1954),
12, who argues that the great number of personifications which emerged in the 5th century
BC were shaped according to the model of Nymphs of springs and mountains, who were
traditionally established in ancient belief and could easily become city goddesses.

But cf. MacLachlan (1993), 44f., who interprets them as “wedding deities”

The Charites’ relationship to these arts is also reflected in their proximity to the Muses, as
displayed in Hes. Theog. 64.

See Dornseiff (1965), ad loc.

Dated between the 2nd and 1st centuries BC. See e.g. IG VII.3195: Mvaoivw dpxovtog,
&ywvo | Betiovtog t@v Xaprrewsiov | Evdpiog @ Iavtwvog, Tode | évikwow ta Xapireiowa:
(a list of victors follows); 3196: Neviknkoteg €v toic Xapttnoiotg; similarly see also 3197.



Notes 231

48.

49.

50.

51.

52.
53.
54,

55.
56.

57.
58.

59.
60.
61.

62.
63.
64.

65.

For the other inscriptions, together with the most recent and detailed treatment of the
Charitesia, see now Schachter (1981), 142f., and MacLachlan (1993), 47f. for a brief
overview. On the Charitesia as a pan-Hellenic musical and dramatic festival, see also Tod
(1934), 159-62. Schachter (1981), 144 and (1997), 1102f. links the Charitesia at Orchomenus
with the Museia at Thespiae and suggests that there may have been a dancing competition
between them. The tradition which locates Hesiod’s tomb at Orchomenus may reflect the
relationship between the places; Buckler (1984), 49-53, by adducing two new inscriptions,
supports Schachter’s assumption that the musical and dramatic competitions took place in
the theatre of Dionysos.

Fr. 87 Powell. adpapéorv is conjectured by Pierson and means “without a pharos”, “unclad’,
“naked” (see LSJ: d¢paprig is attested only in Euphorion). It is not only accepted by Powell,
but also by v. Groningen in his Euphorion edition (1977), fr. 91. The transmitted variants
"Opyovpevov Xapitwv dapeotv (? “with cloaks”) in A and d¢aipeowv (“taking away”) in F
make no sense.

Leg. 815¢2-4: 6on uév Pakyeia T £0Tiv kol TOV TavToug mopévwy, &g Nopdag te kai Ilavag
kai Zethnvovg kai Zatvpoug émovopdalovTes, O¢ Gpaoty, ppodvrat.

Burkert (1985), 173f. Thiasoi are groups of worshippers of a god attested epigraphically

no earlier than the Hellenistic period. Earlier literary evidence connects such gatherings
with ecstatic cults of Demeter and Dionysus (see Parker (1996), 1513). The appearance of
female thiasoi in Euripides’ Bacchae, one of barbarian women (56; 604) and three of Theban
women (680) who are called “bacchae” or “maenads”, has been taken as the main literary
source for discussing the links between myth and ritual; see also Seaford (1997), 35ft., esp.
36 with n. 39 for bibliography.

See Burkert (1985), 173 with n. 10. v. Wilamowitz (1889), 85 argued the other way round:
the mythical thiasos is a reflexion of human gatherings in cult reality. The interdependence
between mythical and historic ritual worshippers of a deity has also been a matter of interest
in recent scholarship. The question whether ritual reflects myth or the other way round is,
however, not exemplified by the Charites, but by the Maenads.

He refers to them simply as girls’ choruses.

On this see Harrison (1986), I11.1., 191.

The peplos was normally offered to the cult image in a ritual: see Burkert (1985), 92. Peploi
as gifts for goddesses are frequently mentioned in literature, mainly for Athena: In IL
6,87-95 and 286-311, Trojan women bring a peplos to the cult image of Athena; see Burkert
(1985), 141 on the Panathenaea and 133 on the festival of Hera at Olympia.

Pind. Paean D3 (Rutherford); for an interpretation see Rutherford (2001), 275-80.

Paus. 2,32,5 and 9,35,8. On the dating, see Pfeiffer (1952), 20-32; see also MacLachlan
(1993), 48 for further references.

See MacLachlan (1993), 49 for examples.

See Daux (1965), 81. For a detailed discussion of the cult association of Aphrodite and the
Charites in its civic and political context, see also ch. 2.7.

Paus. 9,35,2 who mentions only two Charites; see further Farnell (1909), vol. 5,430.

See Rocchi (1980), 19-28, esp. 20ff., for an interpretation see also ch. 2.5.

IG I12.2798: 1§ fovliy 1 émi Atovvaiov dpxovTtog avéBnkev | Appoditet fjyepovet Tod Sfjpov
kol Xapiow | &mi iepéwg Mikiwvog tod EvpukheiSov Kndioéws | otpatnyodvrtog émi thv
napackeviv @goPovAov Tod Oeopdvov Ielpatéw.

For the political background in Athenian history, see ch. 2.5.

On the cult in Rhamnus, see Parker (1996), 272 with n. 72.

It is interesting that, in Peitho’s case too, civic and political connotations, as reflected for
instance in some genealogies, are probably more relevant for cult reality than her erotic
function; see ch. 6.2.

See IG I°.1065. On this cult see Parker (1996), 233.
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66.

67.
68.
69.
70.
71.

Aphrodite and Eros

See Harrison (1986), 194; also MacLachlan (1993), 44 for the dating of the Charites’ cult to
the Bronze age.

Simon (1998), 206 (with Plates).

See 236 with n. 55.

See chs. 2.1 and 3.4.

See Hom. II. 18,382; Od. 8,266f.

Hes. Op. 65 and 73.

Chapter 6

1.

10.

11.

See Icard-Gianolio (1994), VIL.1., 242-50; Voigt (1937), 194-217; Weizsécker (1902-09),
1795-1813; Hamdorf (1964), 33-9 and 63f.; Shapiro (1993), 186-207, and most recently
Stafford (2000), 111-45.

See Worthington (1994). Peitho in the tragedians is the main interest of Buxton (1982), who
also provides two chapters on the meaning of the persuasive word in general (5-28), and

an introduction into Peitho in cult, literature, and visual arts (29-47). For a discussion of
various Latin and Greek passages see Gross’ study (1985). In Thasos Peitho’s veneration as
a polis-goddess is documented by epigraphical evidence from the 5th century BC onwards
(IG XI1.8.360); this cult, however, like many others, seems to have been transferred from
Paros, where it had been established earlier during the period of colonisation (682-68 BC).
A cult decree from Paros mentions a sanctuary of Peitho which may have existed before the
colonisation in Thasos: see Prott, Ziehen (1906), no. 119, Hamdorf (1964), 63f. and 117f; cf.
the sceptical view of Stafford (2000), 113-5.

According to Weizsdcker (1902-09), 1809, there are three of them: in Mylasa, Thasos (see
above, n. 2) and Sicyon; for the one in Sicyon see also Pirenne-Delforge (1994), 130. On
the possibility that an independent cult of Peitho existed at Athens, where she may have
had a political or rhetorical meaning, see Parker (1996), 234. For genealogies of Peitho see
Appendix, Fig. la.

See Hes. Theog. 349; on the progeny of Oceanus and Tethys in general see M.L. West (1966),
259f. and Buxton (1982), 36f.

On the cult association of Peitho with Aphrodite ITavdnpog at Athens, see Stafford (2000),
121-9.

Paus. 2,7,7f.

Musti, Torelli (1986), ad loc. are more optimistic since they consider it “una delle pilt note-
voli tradizioni mitiche e rituali siconie”

So Musti, Torelli (1986) ad loc., who suppose that the image had been removed from the
sanctuary (“che egli (Pausanias) vede privo della statua del culto”); cf. Stafford (2000), 119.
It has been argued by Buxton (1982), 43 that the idea of Peitho as a goddess of “general”
persuasion could also be reflected in some Presocratic writings. However, the underlying
concept is different from the one implied in the cult-aition: in Parmenides’ fragment about
knowledge (28 B 2,3ff. D.-K.) the path of Peitho is undoubtedly linked with the truth (the
“is-and-cannot-not-be”) which Peitho can convey: fj pé¢v 6mwg oty Te Kal WG VK E0TL pr
elva, / TTetBodg €0t kéAevBog (AAnOeint yap omndel). In Empedocles (31 B 133,3 D.-K.) the
meaning is also different, as Peitho is associated instead with appearance and probability:
the deity cannot be perceived by hands and eyes, paths on which the power of persuasion
invades the senses of human beings.

When Democritus (68 B 51 D.-K.) says that for persuasion the word is often more valuable
than gold, this may point to forensic contexts implying that words are more efficient than
bribery.

According to Pirenne-Delforge (1994), 154, there is, however, no epigraphical evidence for
Peitho’s cultic role at Argos.
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12.

13.
14.
15.

16.
17.

18.

19.

20.

21.

22.
23.
24.

25.
26.

27.

28.

29.

30.
31.

According to the scholium on Eur. Or. 1246 (211 Schwartz) she is the wife of Phoroneus,
the founder of the political order. This mythic version implies her relationship with politics,
which we find e.g. in the cult association of Aphrodite ITavdnuog and Peitho in Athens.
FGrH 244 F 113.

Dem. Proem. 54; Isoc. Antid. 249.

Cf. Parker (1996), 234, who argues that, considering the political and rhetorical implica-
tions of the sacrifice, it is more likely that Demosthenes and Isocrates refer to the cult Peitho
shared with Aphrodite ITavdnpog; for a discussion see also Stafford (2000), 127f.

IG 11%.4583: ITeB01, KaAipa[xog] trhvd avébnke ZoAelg.

Evvopiag <te> kai ITelddg 4derda / kai ITpopadnag Buyartnp; on the fragment, see par-
ticularly Buxton (1982), 41f., who interprets these personifications as political concepts,
comparing Pind. O1.13,6f. and Anacreon 384 PMG; see also Hdt. 8,111,2.

See Calame (1983), 500. For the genealogy, see Appendix, Fig. 1a.

So e.g. also in Hdt. 3,36; Pind. Nem. 11,46; Isthm. 1,40; Aesch. Supp. 178 etc.; the personified
Prometheia is attested in IG [2.84.37 and IG I1>.1138.11.

See Calame (1983), 500: he refers to Od. 17,487.

See Welcker (1863), 204: “Denn neben dieser (Eunomia) kann sie (Peitho) nur die durch
weises Zureden und wohlmeinende Verstindigung den guten Gesetzen von den Vorstehern
geleistete Hiilfe bedeuten.”

Aesch. Supp. 516-23.

Pind. OL. 13, 1-10.

There is no evidence for an independent cult of Peitho at contemporary Athens (see Parker
(1996), 234).

In the Dios Apate it is sleep which is poured on the eyes: Il 14,165 and 251f.

Peitho is coupled with Charis also in Pind. fr. 123,14 M., where they are said to reside in the
beloved boy Theoxenus. The idea that Peitho is identical with Aphrodite in the passage in
the WorkséDays has been suggested by C. Robert (1914), 17-38. The presence of Peitho is
probably due to the fact that there were cults of Aphrodite and Peitho in which Peitho was
not understood as an independent goddess, but occupied part of Aphrodite’s sphere.

The words are seductive probably not only in the sense that somebody is flattered, but also
that the recipients have to give in to love even if they do not want to at first.

See the scholium on 73a (39 Pertusi): ppovg 8¢ xpvoeiovg ITel@m Aéyetar <Beivar> émedn
1 Yovij kekoopnpévn meibet tov &vdpa mpdg cuvovaiav téxos. On the persuasion of gods by
gifts see fr. 361 M.-W. (8@pa Beovg meibet).

Hymn. Hom. IV,13: (Maia) kai 10T éyeivaro maida moAvtpomov, aipvloprtny. The image
of Hermes as a god of trickery, deception and theft is a standard pattern in the famous myth
of the god stealing Apollo’s cattle (for the earliest literary reflexion see Hymn. Hom. IV,69f.).
It is also recalled in II. 24,24, when the gods ask him to steal Hector’s body from Achilles’
camp, or when Aphrodite pretends that she was snatched by Hermes (Hymn. Hom. V,117)
from the crowd of nymphs. Cult epithets such as AdAiog (at Pellene) or KAémtng (at Chios)
also attest these specifications. For cults and myths of Hermes see Baudy (1998), 426-32,
and Siebert (1990), V. 1., 285-387. The idea of Hermes as the god of speech is closely associ-
ated with his typically epic function as a messenger-god, but he is not called Aoytog until
quite late: see Roscher (1886-90), 2342-434, esp. 2366: his role as a patron of orators is not
attested in the Archaic period and therefore is a more recent development.

The effect of dapioT0¢ and mapdaoig as contained in Aphrodite’s keoTog ipdg is similar.
Hermes and Peitho appear together in Aphrodite’s train with different functions in
Cornutus (Theol. Graec. 24): (Appoditn) mapédpovg 8¢ kai cvpPwpovs Tag Xdprrag éxet kal
v [et®o kai oV ‘Eppufiv Sid 10 metol tpocdyecdar kal Adyw kal XdpLot Tovg Epwpévoug

fj 814 10 mepi TG ovvovoiag dywyov. Peitho seems to embody persuasion in a more general
way, whereas Hermes stands more for witty, but maybe calculating speech. Aoyw xai xdptot
implies a certain intellectual and artistic quality.
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32.  For similar contexts in which a woman fails to seduce a man see Od. 7,258: Odysseus gives
an account of Calypso’s attempt to keep him on her island: &AX’ ¢pov ob mote upov évi
otBeootv Emelbev.

33.  See Hymn. Hom. V,7: tpiocag 8 o Sbvata nembelv ppévag 008’ amatijoat.

34. Janko (1992), ad II. 14,216 simply translates 6aptotidg with “love-talk”; see also Faraone
(1999), 97.

35.  For the derivation from 6ap = “wife”, see Chantraine (1968), 771: “rencontre amoureuse’;
for the verb dapilerv, see examples in Mader (1997), 481.

36. See also Hymn. Hom. XXIIL3.

37.  On the term napdaoig see Janko (1992), ad 14,217.

» «

38. In epic mapdacic means “encouragement’, “coaxing’, “persuasion’, see II. 11,793; Od. 16,286;
19,5f. The verb mapda¢nu means: “to speak gently to”, “to advise”; “to persuade’, “appease”
(in its middle form). It may have the notion of deceit, so in Pind. OL. 7, 66; Pyth. 9,43: “speak
deceitfully”; “to beguile” (Pind. Nem. 5,32).

39.  On this see Mader (1997), 482.

40. The attribution to Theocritus is doubtful, as is the originality of the current title of the
poem. It is likely to have been a later addition derived from the Dios Apate in the Iliad, see
Gow (1950), 485 on Theoc. Id. 27.

41. Buxton’s statement (1982), 31 that Peitho’s province should be the “alluring power of sexual
love” is too general.

42. Inan inscription from Sappho’s hometown Mytilene (IG XI1.2.73), Peitho is merely an
epithet of Aphrodite. On the inscription see Stafford (2000), 115f.

43. See Appendix, Fig. 1a and 2.

44. Seealso Aesch. Supp.1041, where Aphrodite is mother of Pothos and Peitho; see also
Sappho’s and Alcaeus’ different parentages of Eros in Appendix, Fig. 2. They are discussed in
ch.7.7.

45.  Campbell (1982), vol. 1., 115 therefore translates “nursling (i.e. a child) of Cythereia”, reject-
ing the suggestion “nurse of Cythereia” (meaning either: she nursed Aphrodite or: she raised
Aphrodite’s children for her), which has been made by other commentators. The goddesses
Aphrodite, Peitho, and the Charites nurture the mortal Euryalus in Ibycus fr. 288 PMGF.

46. =fr.inc.23 V.

47. See Hamm (1957), 157 § 242a: transmitted is xpvoo¢dn which can easily be changed into
xpvoo¢dny. Otherwise we have to assume synizesis.

48. More cautious about Sappho’s authorship are Lobel and Page (“fort. recte”) and Voigt, who
therefore quote the fragment amongst those which are incerti auctoris.

49. The restoration is accepted by Broger (1996), 249.

50. Seev. Wilamowitz (1913), 46 with n. 2.

51. He thinks that it refers to Hecate, whom the philosopher discusses just before.

52. Musso (1976), 37-9.

53. Soin fr. 53 V. and fr. 128 V;; Himerios, Or. 9,4 (p. 75s. Colonna = fr. 194 V.) says that
Sappho, in her epithalamia, “introduces Aphrodite on the chariot of the Charites and
also a chorus of Erotes” (dyet kai Appoditny £¢’ dppa<ti> Xapitwy, kai xopov 'Epdtawv
ovpnaiotopa). Here only the Charites are mentioned. Since the plurality of Erotes is not at-
tested before Pindar, it may therefore not be originally Sapphic, but the projection of a more
recent development into her poems.

54. Anth. Pal. 7,14 = 11 G.-P.

55.  See Obbink (1996), 73 for examples.

56.  First suggested by Nauck.

57. The earliest reference according to LS] is Herodotus (3,134).

58. Also Oepanwv indicates a mortal: according to Schmidt (1989), 1015-19, esp. 1019, it
denotes either mortal attendants (or servants) of mortal masters in epic (for different types
of such relationships, see 1016-19), or human servants of a deity, but never divine attendants
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59.

60.

61.

62.

63.

64.
65.

66.
67.
68.
69.
70.
71.

72.
73.

74.

of another god of a higher rank (1019: the Greeks are called Bepanovteg Apnog in numerous
passages; Pelias and Neleus are To kpatepw Bepdmovte Adg peydloto in Od. 11,255; the
poet is Movoawv Bepamnwy in Hes. Theog. 100).

Xpvoodarg, as it appears in Euripides, is the more current form (see LSJ); the Sapphic
xpvoodan is Aeolic barytonesis; on the form see Hamm (1957), 157 §242a.

See e.g. Hymn. Hom. VI,1: xpvoootédavog and Hymn. Hom. V,16 xpvonhdxatog (of
Artemis).

See fr. 379 PMG: dote ioxg pév kai taxog kai KAAAOg kai §oa owpatog dyadd xapétw
kal 6 "Epwg 6 006, & Trite momTd, €018V e, / (a) bomoAIoV yévelov Xpuoodaivvay, el
BovAetay, / (b) mtepbywv F1j detoict mapanetéodw, / kai 6 TrmokAeidng ob Gppovtiel.
Transmitted by Pollux (Onom. 10,124): npwtnv 8¢ ¢pact yAapdda dvopacat Zanw émi Tod

"Epwtog eimodoav.

The idea of the winged Eros is more likely to be original for several reasons: his image is
modelled on that of Hypnos and Thanatos, who are depicted with wings from a very early
stage in art. In Alcaeus (327 V.) Eros may also have been imagined as having golden wings
since he is called the son of Zephyrus and Iris, whose golden wings are attested from the
Iliad onwards (on this genealogy see ch. 7.7 and Appendix, Fig. 1a and b).

On winged gods in epic and early vase painting see Dunbar (1995), ad 572-6.

It has been much discussed whether in a corrupt passage of one of Sappho’s most famous
poems (1 V.) the last term of line 18 is the verb meibw (then connoting the workings of
Aphrodite), or even the name of the goddess ITelfw (see Saake (1971), 54ff., who gives a list
of 38 versions of the text which have been suggested). This is hard to decide, since the fol-
lowing line 19 is badly preserved. Considering that the mss. in line 19 have paicaynvesoav
(P) or katoaynveooav (cett.) it is perhaps more likely that meifw / pou (“obey”) was the origi-
nal version (suggested by Saake (1971), 40 and 61). Moreover, neifeaBat occurs in Sappho
(see Hamm (1957), 215 (index)) and can be combined with the transmitted version of the
text. No emendation is required if we take ¢’ as a dative and keep the infinitive.

See the two other famous depictions of the myth of Medea: Euripides in two tragedies
(Peliades and Medea) and Apollonius Rhodius in Argonautica, book 3.

Cf. Johnston (1995), 177-206, esp. 203f.

See MLL. West (1965), 188-202, esp. 199f.

See S. West (1994), 11 with n. 9.

See Faraone (1993), 1-19 and (1999), 55-69; cf. the critical views of Johnston (1995), 203
and O’Higgins (1997), 103-26.

See Faraone (1999), 61f.; on the common Greek idea that desire is a form of madness see
e.g. Padel (1995) passim.

For elements of torture in erotic spells and rituals, see Faraone (1999), 65-7.

See Johnston (1995), 184-9 for more examples; furthermore, she supports her argument by
offering cognates of yg, iv{w (“shout”, “cry out”), ivypog (“shout”, “cry”) and ivktrg (“sing-
er”). However, if we consider the meanings of these terms in their contexts, this is not quite
convincing. They suggest a strong emotional, sometimes even violent utterance: ib{w, for
instance, means to “scare beasts” in epic (so in Il. 17,66 and Od. 15,162). In Pindar’ works,
in fact elsewhere in this very ode (Pyth. 4,237), it means “to yell from grief or pain” or “cry
out” (said of Aietes when he sees Jason coping with the bulls: fv€ev § adpwvrte mep Eunag
dxel / Svvaoty Aintag dyacbeic). ivypog is a shout of joy in I1. 18,572, but a cry of pain in the
parodos of Aesch. Cho. 26, where the chorus forebodes gloom and pain (8" ai@vog & ivy-/
poiot fooketat kéap). For similar contexts in Aeschylus see LSJ. Her third example ivktrg,
“singer”, does not occur until Theocritus (Id. 8,30). In myth, Iynx, daughter of Echo and
Peitho, was a nymph who seduced Zeus or helped Io to seduce him. She was transformed
into a bird by Hera (Call. fr. 685 Pf.).

For examples of instruments of torture in agoge spells see Faraone (1999), 60f. and (1993),
9; cf. Johnston (1995), 189-91, who takes paoti§ not literally, but considers it simply the
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“chord” which sets the iynx in motion. The literary evidence for that is not convincing since
we find neither the meaning “chord” for pdoti&, nor is it made explicit that the iynx was

set in motion by it. The epigram (Anth. Pal. 5,205,5=35 G.-P.) does not mention a pdoTi§,
but a soft thread (pif), by which the iynx is “hung’, not “set in motion”: "Toy€ 1§ Nikodg . . .
ToppLPENG dpvod palakii Tpixi péooa debeioa.

75. "Epog ndté |’ 6 Aoipélng Sovel, / ylukdmikpov dpdyavoy Spmetov.

76. Cf. Johnston (1995), 190.

77.  For Peitho as a concept of persuasive speech in contrast to violence, see ch. 6.2 above.

78. In the Dios Apate, Peitho has to be linked with dapiotig and ndpdaotig, two components of
Aphrodite’s keoTog ipdg.

79. Johnston (1995), 190 attributes the iynx to Peitho.

80. See Faraone (1993), 4f. and (199), 61-3; cf. Johnston (1995), 189, who argues that the “iynx’s
voice” is connected with the sort of persuasion that forces its victim into doing something
against his or her natural judgement.

81. For examples referring to the skills of poets and musicians, see Pind. OI. 1,9; Pyth. 1,42;
3,113; Soph. (Radt, TrGF 4 (1977), fr. 88,10): yAwoon codpov; for rhetorical skills of sophists
PL Ap. 20a, Prot. 309d.

82. See Braswell (1988), ad loc. He refers to Hes. Theog. 31f. Here the Muses are said to have
inspired Hesiod (¢vémvevoav 8¢ pot avdrv / Béomv).

83. The immediate effect of the erotic spell is that, before they promise each other a kovov
yauov (223f.), she first of all prepares Jason for the fight against the bull by making up a
remedy, an ointment, to protect him from severe pain (220f.). That the verb pappaxoderv
is linked with medical healing rather than with magic in this case is clearly indicated by
&vtitopov, which here means a remedy against the pains the bull could inflict on him,
not implying magic powers: kai taya neipat’ 4€6'Awv Seikvvev natpwiov’ / odv § élaiw
pappaxkwoalo’ / avtitopa otepedv 6duvav / Swke xpieoBai (220-2). Magic powers, however,
are likely to be implied when Jason is said not to be affected by the fire during the fight (233:
mop 8¢ viv ovk €6hel map— / papudkov Eeivag edpet'patc). édetpaic (= “‘commands”) are to
be understood as instructions on how to cope with the bull rather than as prayers.

84. Butitisin Ap. Rhod. Argon., book 3.

85. See PGM XIXa.50-4: pn) édong (sc. kOpte Saipov) avtiv v Kdpwoa, fjv Etekev OeAw,
pn [i8iw] &vdpi (read: [idiov] &vdpog) uvnuovevewy, pf tékvov, pi totod, dAAa EX[On ]
kopévn @ EpwTt kal Tf) pthiq kai ovvovoig; see Faraone (1993), 7f. and (1999), 59-61.

86. On Peitho’s involvement in the seduction of Helen on Athenian vases see Stafford (2000),
129-35.

87.  On the meaning of moBewvdg see Braswell (1988), ad loc. for similar examples with the parti-
ciple moBovpevog (also present); see also Faraone (1993), 9 with n. 24 for examples in which
participles of moBeiv are used in magical formulae. Hellas is very closely linked with Jason,
since it is only because of him that she wants to go there (but cf. O’Higgins (1997), 119). The
idea that a person in love is “burning with desire” is a frequent image in Archaic lyric poetry
(see e.g. Sappho fr. 48 V. f\Beg, Tkait émonoag, éyw 8¢ o’ épatdpay, / 6v § Eyvtag épav
¢péva katopévay moBwt). On the idea of love in general in Sappho’s poems, see M.L. West
(1970a), 307-30. Eros’ attribute, the torch, is a further development of this idea. Presumably
this literary motif is influenced by magical spells which aim at torturing a victim by fire
so that she/he leaves her/his home and comes to the performer of the spell; for such erotic
incantations see the examples in Faraone (1993), 6ff.

88. Pind. Ol. 13 (epinikion); fr. 122 M. (skolion, referred to in line 14: okoAiov).

89. See esp. 13,573E-F: hdpxovtog odv 100 T0100TOV Vopipov mept Thv Bedv Eevoddv
6 KopivOiog ¢€lwv eic ’Olvpmiav €mt 1OV dy@va kai avtog andéety étaipag eb€ato
Tfj 0e® viknoag. ITiveapdg te 1O uév mpdTov Eypayey ig avTOV EyKOLOV, 0D 1) dpXN
<Tproolvumiovikay émavéwv otkov> (= OL. 13), Dotepov 8¢ kal okOAlOV TO Mapd TV
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90.

91.

92.
93.

94.

95.

96.
97.

98.
99.

100.

101.
102.
103.

Buoiav aobév, v @ TV apynVv e0BLwe memoinTat TPOG TAG ETaipag, ail mapayevopévov Tod
Eevod@vtog kai BvovTtog tij Adppoditn ovvébuoav.

Ath. 13,573C: when the Corinthians were praying to Aphrodite about matters of great
importance, they customarily “invited” or “took in as assistants” as many hetairai as possible
(ovumapatapPdavecbar mpog v iketeiav Tag éTaipag wg mAeiotag). We learn that they
contribute to the citizens’ supplications to the goddess and are also present at the sacrifices
(tavtag mpooevyeoal i Oed kai botepov Emi Toig iepoig mapeivat); Athenaeus refers

to Chamaeleon’s book ITepi ITivddpov (fr. 31 Wehrli=fr. 37 Giordano) as his source. For
Theopompus’ and Timaeus’ testimonies see Conzelmann (1967), 247-61, esp. 255f.

8.6.20 [378]: iepoSovAovg étaipag; for a discussion of this testimony see Pirenne-Delforge
(1994), 124ff,

In defence most recently Vanoyeke (1990), 29-31 and Kurke (1996), 49-75.

The existence of ritual temple prostitution was refuted by Conzelmann (1967), 247-61,
who convincingly argues that, apart from the latest source (Strabo 8,6,20 [378]), no author
explicitly mentions sacred prostitution at the temple of Aphrodite at Corinth. He is followed
by Pirenne-Delforge (1994), 110-27, who argues that a dichotomy between sacred and non-
sacred hetairai cannot be inferred from any textual evidence; see similarly Saffrey (1985),
359-74. The value of the testimony of Strabo (about 64 BC-24 AD) is in question; in view of
the radical discontinuity in Corinth following the Roman destruction 146 BC it is doubtful
whether Strabo can be expected to have had any trustworthy knowledge of religion and
cults of earlier times. On the deficiencies of the examination of the geographical and histori-
cal material in Strabo see Syme (1995).

Meineke’s emendation is presumably inspired by the fact that Athenaeus, when referring to
the context of the skolion, uses amayeuwv. But éndyewv is the version given by the mss. which
cite the skolion, see v. Groningen (1960), 44f. who supports the idea of sacred prostitution
(“améyewy appartient au vocabulaire du culte”); similarly Schmitz (1970), 30 with n. 50. They
are followed by Kurke (1996).

Indicated by the last lines of the skolion (see fr. 122,17-20 M.) and Ath. 573F: (the hetairai)
al mapayevopévov Tod Eevod@vTog kai Bvovtog Tfj Appoditn ovvéBuoav.

Suggested in Ath. 13,573C.

On the skolion as a literary genre in general, see Reitzenstein (1893); for a discussion of the
definition given by Dicaearchus (= schol. ad Pl. Gorg. 451e: okOAlov- Aéyetan 1} Tapoiviog
@3n), see 3ff. Dicaearchus differentiates between three types of after-dinner-songs (tpia
yévn fv @8@v): (a) the kind of song performed by all guests (10 v10 navtwy &8o6pevov),

(b) that which is sung by each guest in turn (<10 8¢ V10 TAvVTWYV PEv 4dopEVOV 0VY OOD
8¢, aAN&> ka® éva éEfig; for the supplement see Reitzenstein, 4) and finally (c) the skolion
which was performed not by all guests, but only by those who were most able (16 8¢ vno
TOV CLVETWTATWY, WG ETvxe T} Taket. O O kaheioBat S v tafty okoONoV). Reitzenstein
points out that Pindar’s skolia belong to the third category (11). Furthermore he argues (43)
that Dicaearchus’ account describes the nature of the genre not only in 5th century Athens,
but also elsewhere in Greece.

See Ath. 573F, who names it a okOAlov 0 Tapd v Buoiav doBev.

For an interpretation of the inscription see Robinson (1933), 602-4.

Adypappa: 1o picBwpa. Sieypadov yap oi dyopavopot, doov £det Aappavery iy étaipav
gkdoTnv.

On this see Stafford (2000), 117.

On the performance of Archaic lyric see ch. 8.

Peitho is not restricted to heterosexual relationships, as Pind. fr. 123,14 M. shows: Peitho
and Charis are said to reside in the beloved boy Theoxenos. Here Peitho seems to indicate
the boy’s seductive charm. This fragment is very similar in phraseology to Ibycus (fr. 288
PMGF), where the beauty and charm of Euryalus is expressed by the idea that the Charites,
Aphrodite, Peitho and the Horae were his nurses; for an interpretation see ch. 8.6.
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104. So Buxton (1982), 32.

Chapter 7

1. See Appendix, Fig. 1 and 2.

2. Scholars usually distinguish between the Hesiodic cosmogony and the so-called Orphic

cosmogonies, although they have some characteristics in common, see e.g. Kirk, Raven,

Schofield (1983), 33.

So e.g. Hamdorf (1964), 9 and 75f. and Fasce (1977), 15-39 (“I luoghi di culto”).

Soph. Ant. 781-805; Eur. Hipp. 525-64.

For an interpretation of this fragment (327 V.) see ch. 7.7.

See Barrett (1964), 261; Broneer (1932), 31-55; id. (1933), 329-417; id. (1934), 109-88.

Simon (1983), 40f. identifies this sanctuary with that of “Aphrodite in the Gardens” which is

mentioned by Pausanias (1,19,1f.) who, however, does not mention Eros in this context.

7. They are both quoted in Broneer (1932), 43f. and have been re-published as IG I’.1382 a
and b; for the dating, see Broneer (1932), 44ff. He argues that the date of inscription a is the
middle of the 5th century BC, basing his assumption on particular features of the letters.
He says that the letter forms are almost identical with those of an inscription (= IG 12.394)
which is securely dated to the year 446/5 BC. The dramatic setting of Plato’s Symposium
(Agathonss first tragic victory in the dramatic contest of the Lenaea in 416 BC) cannot be
related to the establishment of the cult itself or the inscription. The date is mentioned in
Ath. 217A-B, coming from the Athenian official record of the festivals (see Dover (1980), 9).

8. No literary evidence, see Pirenne-Delforge (1994), 72.

9.  The Attic inscription (IG I’.255a.5; dated to ca 430 BC) recording a sacrifice to Eros is,
however, not conclusive evidence of an independent worship of Eros either, since he is
mentioned along with many other deities.

10. See Deubner (1932), 215f. and Fasce (1977), 33ff.

11.  But according to Pausanias (3,26,4) he did so at Leuktra: he records a temple and a grove
there and describes a miracle: the rain in spring, however strong, cannot remove the leaves
that have fallen from the trees. The place, the reference to spring, and the association leaves-
water suggest that this was a fertility cult. On this see Fasce (1977), 21ff., who infers that the
cult must be ancient, given the way Eros is said to have been worshipped there as a god of
fertility. But no other source refers to this cult. I would agree that in any case it represents
one of Eros’ aspects, namely that of growth and reproduction (which is in accordance with
his cosmic role as well), but it need not necessarily have been Archaic.

12.  Fasce (1977), passim, but 113-30.

13.  See Knigge, Riigler (1989), 81-99, esp. 84f., pl. 4: EPOTOX IEPOX.

14. E.g.in an epigram by Leonidas (Anth. Pal. 6,211=3 G.-P.): Aphrodite is offered a little silver
Eros; on the date, see Gutzwiller (1998), 88.

15.  See Broneer (1933), 416f.

16. See Fasce (1977), 30f., but cf. Lasserre (1946), 69.

17.  Paus. 1,30,1: mpo 8¢ Tiig £€0080v Ti¢ ég Akadnuiav é0Ti Pwpodg "Epwtog Exwv Emiypappa wg
Xappog ABnvaiwy mp@tog "Epwtt dvabein. The present tense suggests that Pausanias could
actually still see the altar himself. On Charmos and the Pisistratids, see Parker (1996), 73f.

18. FGrH 323 F 15 (= Ath. 13,609D, citing the 4th-century historian Cleidemus): cuvépn 8¢, g
¢not, Tov Xdppov ¢paotiy tod Tnmiov yevéoHau kai tov tpog Akadnpia "Epwta idpvoacbat
Tp@TOV, ¢¢’ 00 émryéypartar. Plutarch (Sol. 1,7), by contrast, wrongly makes Pisistratus the
lover of Charmos and says that it was the former who dedicated a statue to the god (Aéyetat
8¢ kai Iewoiotpartog épaotiig Xappov yevéaBal, kal T dyadpa tod "Epwtog v Akadnpeia
kaBiep@oar); on this see Parker (1996), 74 with n. 26.

19.  For a similar style, see e.g. Simonides (575 PMG), who makes Eros the wicked child of
Aphrodite and Ares, for a discussion of the fragment, see p. 168.

SRS
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20.

21.

22.

23.
24.

25.
26.
27.

28.
29.

30.

31.

32.

33.
34.

35.

36.

See also the famous account in Thucydides (6,55f.). He connects Harmodius” and
Aristogeiton’s murder of the Pisistratid Hipparchus with a love affair: the reason was that
Hipparchus had tried several times to seduce Harmodius, the darling of Aristogeiton. The
assumed importance of the Pisistratids in the formation of cults at Athens has recently been
denied by Parker (1996), 75 with n. 30.

So e.g. Waser (1907), 484-542, esp. 489f.; conceded also by M.L. West (1966), ad 120, see
also Barrett (1964), 261. For the point of view that Eros is the youngest god, see e.g. PL.
Symp. 195c1 (speech of Agathon).

So e.g. v. Wilamowitz (1880), 131 (“die Theogonie des Hesiodos, die ganz in den
Vorstellungen des Eros von Thespiae fuf3t”); similarly also Jacoby (1926), 158-91, esp. 166f.
and Kern (1926), 251.

See Schachter (1981), 216-8.

For the examples of Apollo, Hermes and Dionysos, see Nilsson (1967), 201-07; see also de
Visser (1903), esp. 21f,; an aniconic image of Aphrodite in the shape of a cone is discussed
in Delivorrias (1984), IL.1., 9. On the worship of stones at Athens, see Xenophon (Mem.
1,1,14) and Theophrastus (Char. 16); on the meteorite see Marm. Par. (FGrH 239 A 57) and
Plut. Lys. 12,2f.

See Schachter (1981), 217 with n. 2.

An inscription mentioning both deities was first published by Jamot (1903), 195-9.
Karouzos (1934), 39, pl. 135. More hesitant in identifying the figures is Schild-Xenidou
(1972), 65, pl. 75.

See Schachter (1981), 217f.; on the sculpture see Knoepfler (1997), 17-39.

Pausanias (9,27,3) records that Praxiteles’ famous marble Eros at Thespiae had been car-
ried off by Nero to Rome, where it was destroyed in a conflagration. It was then replaced

by Lysippus’ statue of Eros. Pausanias himself, however, saw at Thespiae a marble statue of
Eros sculptured by the Athenian Menodoros imitating Praxiteles’ masterpiece. It was placed
next to Praxiteles’ statue of Aphrodite and Phryne which were still visible in Pausanias’” time
(Paus. 9,27,41.); concerning Phryne, see also Plut. Mor. 753F (= Amatorius): 1) 8¢ aVvvaog
pev évravBoi kai ovviepog Tod "Epwtog, v 8¢ AeApoic katdypvoog é0TdoA HeTA TRV
Baothéwv kai Pactheldv, Toig mpotki TOV EpacT@Y kpatnoey; see also the (however ficti-
tious) letter from Phryne to Praxiteles in Alciphron 4,1.

See e.g. Antipater of Sidon Anth. Pal. 16,167; Meleager Anth. Pal. 12,56; 12,57 (=110; 111
G.-P).

One may, however, argue that a public cult of Eros would be a likely place to dedicate the
statue. On the other hand, it is also possible that an originally private dedication in an al-
ready existing sanctuary entailed a public veneration of the god Eros by the mid-4th century
BC.

So called by the comic poet Poseidippus (Kassel-Austin PCG 7 (1989), fr. 13) soon after her
death (cited in Ath. 13,591E-F).

See Galen, Protr. 10.

See Ath. 13,585E: when she was offered some wine of excellent quality, but small in quantity,
by a friend who explained that it was ten years old, she is said to have replied: “Small indeed,
considering how many years old it is” (ukpog wg TOAA®V £t@v). When a cheap client

called her “Praxiteles’ little Aphrodite” (Adppodictov ITpa&itélovg), she said to him “you are
Pheidias’ Cupid” ("Epw¢ ®eiiov), “Praxiteles” implying “exacting a price”, “Pheidias” mean-
ing “saving one’s money”.

According to Ath. 13,590F; see the critical view of Havelock (1995), 42-9 on the historicity
of this relationship.

See fr. 171-80 Jensen (In Defence of Phryne); the historicity of their love affair has been ques-
tioned by Cooper (1995), 307-12. On the trial see Trampedach (2001), 137-55, esp. 142-4.
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37.  See the slightly diverging versions in Ath. 13,590E and ps.-Plut. Mor. 849E (= Vitae decem
oratorum). The disrobing of Phryne became a topos in works of rhetoric, see Quint. Inst.
2,15,9.

38.  On this and the historicity see Rosenmeyer (2001), 243-5 with n. 14 who compares the
sexual power of Helen’s uncovered bosom over Menelaos in Eur. Andr. 629£;; cf. the
skeptical arguments of Cooper (1995), 312-8. He argues that the biographer Idomeneus of
Lampsacus (source of Athenaeus and Plutarch) invented the disrobing scene due to a false
interpretation of the peroratio of Hyperides’ speech. The famous provocative stratagem of
uncovering Phryne’s bosom may have been simply a rhetorical device to plea for the pity
of the jury, i.e. a standard strategy in courtroom oratory comparable to the introducing of
women and children into court. On Phryne’s breast-baring see also Engels (1993), 67-70.

39. See e.g. Peithos cult at Sicyon (2,7,7).

40. IG VIL.1785 (date unknown); for a similar inscription see also IG VII.4240b. Both inscrip-
tions and four further literary testimonies referring to this context are quoted in the edition
by Jacoby (1930), 133.

41.  So the title of Lesky’s book Vom Eros der Hellenen (1976); for the most recent publica-
tions on this topic see Calame (1996), there Chapter Two: “L Eros des Poémes Epiques” is
concerned with “love” in Homeric epic; see also the title of Thornton’s monograph Eros.
The Myth of Ancient Greek Sexuality (1997); Carson’s monograph Eros the Bittersweet (1986)
focuses on desire in general.

42.  Exceptions are the LfgrE article by Nordheider (1987), 714f. and Kloss (1994), 24-39 and 78-
85. For causes, effects and different aspects of the non-personified £épwg see Miiller (1981).
This doctoral thesis provides a useful collection and literary interpretation of relevant pas-
sages from epic to Euripidean tragedy according to special motifs.

43.  In Homeric epic two forms are found: épwg (e.g. Il. 3,442; acc. €épwta not before Hymn.
Hom. 1V,449) and £pog (e.g. Il. 14,315; acc. £pov as in the formula: adtap £mel mooL06 Kai
&dntoog € €pov €vto). Hesiod also applies both forms pwg (fr. 298 M.-W.) and €pog (per-
sonified Theog. 120; non-personified Theog. 910; fr. 266a,8 (= 266¢,1) M.-W.). As the latter
form has been considered an Aeolic variant by the scholiasts, I will use €pwg since it is the
usual spelling for the non-personified phenomenon imitating ¢tAétntog €pov in I1. 13,636f.,
as well as for the deity in subsequent literature, see schol. Hrd./AbT ad Il. 1,469 (Erbse)
and schol. D; schol. ad Ap. Rhod., Argon. 1,609-19¢c (53f. Wendel); see also Chantraine
(1958), vol. 1, 211. Archilochus no longer distinguishes between the two forms when he
says GtAoTNTOG £pwg (191 W.). It has been claimed by Lasserre (1946), 21ff. that there is
a difference in meaning between €pwg and €pog in epic. It is interesting that in the Iliad
and the Odyssey the form £pwq is only used in erotic contexts and only without a genitive
supplement (see e.g. II. 3,442: £épwg apdekalvyev and II. 14,315f. €pog yvvaikdg), but I do
not think that this differentiation can be maintained given that Hesiod (Theog. 120 and 201)
twice calls the god "Epog (but cf. Kloss (1994), 28). Moreover, the fact that £pwg is found
only before consonants (see Chantraine (1958), vol. 1., 211) suggests that the use of £pwg
and £pog is a question of metre rather than of meaning. Janko (1992), ad I. 14,294 claims
that £pwg is a more recent form, replacing Aeolic £pog.

44. See e.g. also the formula avtap énel moo10G Kal EdnTv0C ¢€ Epov Evto, which occurs not only
in the Iliad, but also in Hes. fr. 266a,8 (=266¢,1) M.-W.

45.  See the linguistic examination by Kloss (1994), esp. Chapters One and Two.

46. Also formulaic: Priam is ready to be murdered by Achilles once he has appeased his desire
for mourning over his dead son Hector (abtika ydp pe katakteiveley AxthAAedg / dykag
ENOVT ELOV VIOV, €MV YooL £E Epov £lnv).

47. A good example of this is Od. 5,491-3: 1 & &p’ ABrvn / brvov ém Sppact xed’, tva v
navoete Taxota / Suomovéog kapdrolo, pida BAédap’ dudtkalvyac.

48.  See the examples in Il. 10,2; 14,353; 24,678; Od. 7,318; 13,119; 15,6.
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49.

50.

51.
52.
53.
54.
55.

56.
57.

58.

59.
60.
61.
62.
63.
64.

65.

66.
67.

68.

69.

70.
71.

72.
73.
74.
75.

I think that there is no difference in meaning between 6vpog and ¢péveg in these similar
erotic contexts. They both seem to be responsible for intellectual rather than emotional
perception (for a detailed examination of both terms, see Kloss (1994), 168f.).

This does not mean, however, that the experience of love is always positive in the Iliad, as
the example of Helen in book 3 shows.

Further references are Archilochus 196 W. and Sappho 130 V.

Cf. Kirk (1985), ad 4,467-9. He counts eight different variants “used of these martial deaths”.
yviov and péhog are used as synonyms in epic (cf. Capelle (1889), 131).

Formulaic, see also 23,343.

Mader (1991), 1724 cites no passage where Avowuelr|g is an epithet of death. The first refer-
ence is Eur. Supp. 47 according to LSJ.

Next in time in Sappho in fr. 31 V. and 130 V.

The concrete (and very strong) meaning of menappévog (meipetv) is “to pierce through”,
which implies the use of a pointed instrument in different contexts: so in Il. 7,317 of meat
pierced by sticks. Then, more frequently, of weapons piercing through the body of an enemy
(21,577 mepi Sovpt memappévn). With lethal consequences: see I1. 4,4571f. where Antilochus
captures a Trojan soldier (é\ev) and kills him as follows: népnoe 8 dp’” dotéov giow / aixun
xohkein (460-1).

See Boisacq (1923), 375f., and Chantraine (1970), 363 and 464, where he links iuepog with
ipeipewy.

On this see Kloss (1994), 44-66, esp. 47ff.

¢ eimodoa Bed Yok fuepov EpPale Bupdi / avdpog te mpoTtépoto kai 4oTeog i8¢ TOKAWV.
So argued by Kloss (1994), 47ff.

See I. 3,441-6 and 14,294-6 and 315-28.

See ML.L. West (1966), ad Theog. 120.

So e.g. Holscher (1953), 391ff;; cf. Rudhardt (1986), 13ff., who argues that Eros’ activity is
present throughout the whole Theogony.

Alcaeus fr. 327 V. may belong to a hymn to Eros (see Page (1955), 269f.) since it conveys a
distinctive constituent of a hymn: a genealogy of Eros. On the number of genealogies and
their basis in poetic fiction rather than in mythic or cultic tradition, see ch. 7.7; see also
Appendix, Fig. 1 and 2.

See e.g. Holscher (1953), 397.

See the hymn to Zeus at the beginning of WorkséDays, the praise of Hecate (Theog. 404{t.),
and also the examples of the Homeric Hymns.

See Hymn. Hom. 11,276 (nepi T apdi te kdAhog dnro); Hymn. Hom. V,174f. (kdAhog 8¢
napetdwv dnélaunev / auppotov).

M.L. West (1966), ad. loc., points out that beauty is one of the love-god’s most constant at-
tributes. However, epic focuses on the activities and effects of the phenomenon rather than
on the development of a physical appearance of Eros. In this Eros differs from Aphrodite.
His looks seem to have been more important in another genre, namely that of lyric poetry.
The reasons for that are examined in Chapter Eight.

For other typical elements (not found here) see ch. 3.2.

Although Homer explains its meaning with Abwv pelednipata, two other passages confirm
that the actual meaning of the term is Awv t& péAn: Od. 4,794 (= 18,189), both of Penelope:
ebde & dvakAvBeioa, AoBev 8¢ ol dyea mavta; see also Od. 18,212 above. For further refer-
ences see M.L. West (1966), ad 120.

See Mader (1991), 1724.

See Norden (1923), 168f. on this hymnic feature.

See fr. 191 W. and fr. 193 W. (of t600¢) cited earlier.

See e.g. Lasserre (1946), 24ff. and Fasce (1977), 80ff. Presupposing that there were two
different traditions of Eros, Fasce argues that Hesiod assimilated the divine generative prin-
ciple to a “better-known divinity”: the Thespian “cult god Eros”, who in her view stands for
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fecundity and reproduction, and, referring to Theog. 201f., “Eros, the love-god”, Aphrodite’s
attendant. On the idea of two different traditions, see below ch. 7.6.

76.  See Calame (1996), 201f.: “Contrairement a 'hypothése souvent avancée quant a lexistence
de deux traditions paralléles, le role cosmique d’'un Eros élevé au rang de démiurge et les
développements philosophiques qu’ il a connus s'inscrivent dans la ligne méme du désir
divinisé et constructeur de relations sociales tel qu’ il est défini par les poétes”

77.  The most extensive overview is probably Schwabl (1962), 1433-589, which includes Greek
as well as non-Greek, particularly Near-Eastern theogonies. For a more concise survey see
also M.L. West (1966), 1-13.

78.  The poet of the Iliad seems to have known a different cosmic genealogy when he makes
Oceanus and Tethys the primordial parents of the gods in II. 14,201-7, see M.L. West (1997),
383.

79. For Indian cosmogonies see for example Schwabl (1962), 1497f. and more recently M.L.
West (1994), 289-307 who also discusses different Phoenician versions.

80. Some of these myths can be traced back to the 2nd millennium BC, but they will not have
been introduced to Greece much before 700BC (see M.L. West (1994), 289). Thus Hesiod
can be supposed to have known them; for a discussion of similarities see most recently M.L.
West (1997), 276ft.

81. For a text and translation of the Song of Kumarbi see Giiterbock (1952); detailed parallels
have been drawn by Holscher (1953), passim; see also M.L. West (1966), 20ff. and id. (1997),
279f. with n. 5 for bibliography.

82. For the most recent translations of Near-Eastern epics see Dalley (1989); for correspon-
dences see M.L. West (1997), 280f., esp. 282f.

83. There is only one from an unknown number of tablets preserved (see M.L. West (1997),
278)—but as it is the first one, there seem to be no extant tablets narrating the beginning of
the world.

84. Similarities have been discussed by M.L. West (1966), 27; Kirk, Raven, Schofield (1983), 7ff,;
Holscher (1953), 392ff.

85. See e.g. by Schwabl (1962), 1506, who considers not only Greek and Near-Eastern, but also
Iranian and Indian cosmogonies (“die Liebe (Sehnsucht) als kosmogonischer Gedanke sitzt
ganz fest”); similarly M.L. West (1994), 304.

86. For more examples see M.L. West (1966), 193; also Schwabl (1962), 1506.

87.  On the phenomenon, see Burkert ((1992), 5f.; 88-127 and id. (2003), 28-78)). He posits a
direct literary influence of Near-Eastern texts in the “orientalizing period”.

88. See M.L. West (1994), 302-4, where he provides a construction of an archetype from the
Greek and Phoenician cosmogonic accounts, as well as an overview of motifs which are
shared by Greek and Phoenician versions.

89. Damascius, ITept T@V TpwTwv dpX@®V, vol. 3, 166 (ed. by Westerink, Combes (1986-91)) =
Eudemus fr. 150 Wehrli.

90. Also in Damascius, vol. 3, 166f. I will omit this one since no primeval element equivalent to
Eros or Pothos appears here.

91. For the relevant text we depend on Eusebius’ Praeparatio Evangelica 1,10,1-5 (= FGrH 790 F
2), where major passages from Philo’s work are cited (= FGrH 790 F 2).

92. See M.L. West (1994), 289-307, esp. 289f. on Orph. fr. 66a/b Kern.

93. See ML.L. West (1994), 305.

94. See M.L. West (1994), 304.

95.  See Orph. fr. 66a/b Kern; FGrH 790 F 2. On the meaning of “Chaos” see Baumgarten (1981),
106ff.

96. 1disagree with Baumgarten (1981), 110f.: “Figures similar to Pothos are not found in
Near-Eastern cosmogonies”. He therefore favours the idea that the Sidonian cosmogony and
Philo’s were borrowing from Greek sources, Hesiod in particular, but see Clapham (1969),
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97.
98.

99.

100.

101.

102.

103.
104.
105.

106.
107.

108.
109.

46ft., who in my opinion rightly insists that Pothos is not taken from Hesiod (quoted in
Baumgarten (1981), 132ff.), but goes back to Phoenician sources.

See the survey given by Baumgarten (1981), 1-7; 106f.

Maybe one could also approach this question from the opposite angle. If the Phoenician
cosmogonic tradition was already known to Hesiod’s contemporaries in Greece, it seems
likely that the cosmic Desire was named I1680¢. Then one would have to assume that
Hesiod deliberately chose the different appellation "Epog in order to delimit his concept
from the one conveyed by Phoenician tradition. Hesiod’s concept is different in so far as his

"Epog is not merely related to the creation of the cosmos, see below, ch. 7.6.

See Damascius 3,165f.; on Eudemus’ informants see M.L. West (1994), 291: the location

of Rhodes makes it likely that he received his information from Phoenician travellers and
merchants, who themselves drew their knowledge from oral tradition. Hebrew “Sidonian” is
the current term for “Phoenician”, see M.L. West (1994), 291.

On the defective character of Eros and Chaos in Hesiod and their insufficient integration
into the cosmic context see M.L. West (1966), 192; similarly Holscher (1953), 397f. Attempts
have also been made to describe and work out the way Eros is active in the cosmogony (see
Bonnafé (1985), esp. 9f. and 25f. and Rudhardt (1986), passim). I think that Rudhardt in
particular overinterprets the role Hesiod had intended for Eros, considering that the poet
nowhere explicitly says how he actually becomes active. Rudhardt states that Eros has a
double function in unfolding and “making visible” what is inside Gaia (he relates this idea
to the Orphic Phanes) and in coupling the male with the female element. He then develops
this interpretation further and ascribes to him a cosmic, political and theological meaning.
However, Eros in Hesiod is simply poorly developed in his activity.

Our knowledge of the Greek source is based on fragments given by Eusebius in his
Praeparatio Evangelica, where he cites long passages from Philo’s work (see especially 1,9,20-
1,10,53); the fragments are collected in FGrH 790 F 2. Thus our text is that of Eusebius quot-
ing Philo and, as M.L. West (1994), 295f. has shown, Porphyrius’ quotations of Philo’s text.
Philo claims to translate Sanchuniathon, who purports to recount a cosmogony by Thoth,
the (mythical) inventor of the art of writing (see FGrH 790 F 1). On Philo and his work see
M.L. West (1966), 24ff. and id. (1983), 177ff., see also Holscher (1953), 393ff.

See ML.L. West (1997), 285 for motifs which are not Hesiodic and therefore may stand for
an original Phoenician tradition: so, e.g. the eventual king has three predecessors in the
Phoenician History, whereas Zeus has only two etc. On the dating see e.g. Holscher (1953),
393. He argues that the way Philo treats the contents paralleled in the epic of Kumarbi sug-
gests that he is also a reliable source for the Phoenician Theogony. He claims on the basis of
the cosmogony’s poetic form, which he compares with that of Genesis among others, that
the cosmogony is not influenced by Greek speculation (see 141f.); see also Schwabl (1962),
1487; M.L. West (1994), 293f. and (1997), 284 is more careful: he concedes that there is an
authentic Phoenician source behind Philo’s work, but it may be from the Hellenistic period.
The authenticity has been completely denied by Kirk, Raven, Schofield (1983), 41 with n. 1.
Baumgarten (1981), 5ff.; 100ff. and 130f.

For the sequence, see M.L. West (1966), 25f. and M.L. West (1994), 295ff.

I follow M.L. West (1994), 295f. in assuming that the expression fj vof|v dépog {opwdovg
is an alternative phrasing to &épa {opwdn kai vevpatwdn, which reflects the fact that
Eusebius was quoting from two versions: Philo’s text and Porphyrius’ comment on Philo.
See Kloss (1994), 39f. for examples and also LS/, s.v. épdw and moBéw.

Quoted also by Damascius 3,165f.: Aibfp fv 10 Tp@TOV Kai Anp, ai dvo adtat dpyai. Aibip
means “Sky” here; but for the meaning aifnp = “air”, see Empedocles (31 B 100,5 D.-K.); for
Anp, see Empedocles (31 B 17,18 D.-K.).

See M.L. West (1994), 292.

On the correspondence of Chaos in Hesiod and Philo, see M.L. West (1994), 297.
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110. See F 72 Schibli (7 B 3 D.-K.): 6 ®epexvdng éheyev eig "Epwta petapePAijobar tov Aia
péAhovta Snuiovpyeiv (on this passage see also Schibli (1990), 55ff.).

111. Self-fructification itself is a motif in most ancient cosmogonic accounts: see the masturba-
tion of the sun god in Egyptian myth (Holscher (1953), 396).

112. See Holscher (1953), 395f; for details on this and other parallels see also M.L. West (1994),
297; see also Clapham (1969), 46f.

113. On this motif see Clapham (1969), 46f. and Baumgarten (1981), 132. Both interpret this as
a sexual assault; the connection between desire and wind has a strongly Semitic implication
since the term “riiah” can mean both (see M.L. West (1983), 201).

114. Clapham (1969), 37ft. (cited in Baumgarten (1981), 131ff.); see also M.L. West (1994), 304.

115. See Clapham (1969), 37f.; Gordon (1965), 95: The root “rs“ means “desire”.

116. The demiurgic function is paralleled in Indian and Iranian cosmogonies, see M.L. West
(1994), 304.

117. According to the categories set by Brisson (1995), I 389-420, esp. 390ff. (“Les Théogonies
Orphiques et le Papyrus de Derveni”). He distinguishes between the “version ancienne’, the
“discours sacrés en 24 rhapsodies” and the “théologie de Hiéronymos et d’ Hellanicos”; also
M.L. West (1983), 111 considers the parody an early transmission of an Orphic theogony.
On the cosmogony in the Derveni papyrus, see Calame (1997), 69.

118. Dunbar (1995), esp. 437f.

119. See Appendix, Fig. 1 for the genealogy.

120. On the role of NV see M.L. West (1983) passim and Brisson (1995), I 399.

121. Eniima Elish’s description of the primordial state begins as follows: “when skies above were
not yet named, nor Earth below pronounced by name”; for an orphic cosmogony see e.g. fr.
66b (Kern): 008¢ Tt meipap v}y, ov mubury, ovdE Tig Edpa.

122. Dunbar (1995), ad loc. also considers the translation “filled with longing” possible.

123. See schol. ad 3,26b (216 Wendel): avtap "Epwta Xpovog kai mvedpata avt ETEKVWOE.

124. See e.g. M.L. West (1983), 225, who points out the Hellenistic style of fr. 86 Kern.

125. See Dunbar (1995), ad 697.

126. See Anacreon fr. 379 PMG. In Eur. Hipp. 1268-75 it is the “golden-shining” Eros who flutters
around with his colourful wings. On the golden shining wings of Aphrodite’s companions,
see also ch. 6.4.

127. See M.L. West 1966, 157ft..

128. M.L. West (1994), 290.

129. See ML.L. West (1983) passim.

130. See Ibycus, fr. 286,6-13. PMGEF: £uoi & £€pog/ o0Sepiav katdkottog dpav. / t1et bmo
otepomic dPAéywv / Opnikiog Bopéag / dioowv mapd Kom'pidog dlaré- / aig paviauowy
£pepvoc aBapPic / eykpatéwe edoBev T¢puAdooett / fuetépag dppévag and Sappho fr. 47 V.:

"Epog & étiva&é <por> / dppévag, d¢ &vepog kat dpog Spootv éumétwv; on Zephyrus’ role as
Eros’ father see ch. 7.7.

131. See Lasserre (1946), 24ff.

132. Fasce (1977), 77: “Era naturale, ciog, identificare il dio principio generativo, cosi poco
percepito ed inteso nel suo preciso carattere, per assimilarlo ad una divinita pitt nota, come
quella di Tespie o come quella del corteggio di Afrodite, la cui funzione principale implicava
appunto un’ opera promotrice della fecondazione”

133. Pherecydes F 72-3 Schibli (7 B 3-4 D.-K.) and Parmenides 28 B 13 D.-K.

134. Cf. Calame (1996), 201f. He suggests that the cosmic Eros elevated to the rank of a demiurge
acts on the universe in the same way as the Eros of the poets operates on social relations.

135. See Appendix, Fig. 1 and esp. 2.

136. Lasserre (1946), 135 similarly distinguishes between “two genealogical traditions™: one re-
lated to Eros as a “chthonic” god, the other to Eros as related to Aphrodite. I find the former
tradition, in which he wants Eros to be understood as “Urgott” (see n. 2), vague: I assume
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137.

138.
139.

140.
141.

142.

143.

144.

145.

146.
147.

148.
149.

150.

151.

152.

153.

154.

155.
156.

157.
158.
159.

160.

that Lasserre here links Eros to a sort of old cult god whose sphere of interest is related to
nature and fertility.

See e.g. the comments in the scholium on Ap. Rhod. Argon. 3,26 (216 Wendel) or the begin-
ning of Theoc. Id. 13.

PL Symp. 178b2-11; Hes. Theog. 116ft.; Parm. 28 B 13 D.-K.; Acus. FGrH 2 F 6a.

However, this does not mean that all cosmic contexts feature Eros (or his personified

or non-personified equivalents) without parentage when his reproductive aspect is not
emphasized. In Philo, for example, 1660¢ is the result of the wind'’s self-fructification and
in Aristophanes” parody of an Orphic theogony Eros also hatches from the wind egg which
Night has brought forth (see ch. 7.5).

Fr. 198 V.

See schol. on Id. 13,1/2 b (258 Wendel): after enumerating several pedigrees of Eros, he
finally adds: xai &Aoot &AAwv, implying that there were even more.

= fr. 198 V.: Zandw 8¢ (1ov "Epwta) ITjg kai Ovpavod (yevealoyel).

= fr. 198 V.: ap¢iBarhel, tivog viov eimn (sc. Theoc.) 1ov "Epwta . . . Alkaiog Tpidog
(Gaist., "Epidog cod.) kai Zedpvpov (Alc. 327 V.), Zanpw Adppoditne (cod: Iig Blomfield) kai
Ovpavod.

See e.g. Schwabl (1962), 1478.

So e.g. in Philo and in the parody of an Orphic theogony in Aristophanes’ Birds; for more
examples see the visualized schemes of different Orphic versions in Brisson (1995), I 391f.
See Page (1955), 269ff.; for further references, see testimonia in Voigt (1971), p. 306f.

See Il. 17,547, see also II. 11,27. Eros’ cloak in Sappho fr. 54 V. has the same colour, but
mop¢pOpLog, when describing cloths, means “purple” (so LS)).

I1. 2,786 and 5,353 &c.; II. 8,409 &c.; see also II. 8,399 &c.: {01, “Ipt Tayeia.

I1. 8,398 = 11,185; cf. Broger (1996), 216, who relates all epithets to the messenger-goddess’s
swiftness.

See Kossatz-Deissmann (1990), V. 1., 741-60, esp. 744 and id. (1990), V. 2., 485 (s.v. Iris 1.4.).
See Anacreon fr. 379 PMG.

On the personified wind god Boreas, see Il. 20,223f. For the myth in which he seizes
Oreithuia, the daughter of Erechtheus, see ch. 2.4.

See Hymn. Hom. V1,1-4: strong Zephyr’s “moist breath” (Ze$pvpov pévog vypov dévtog)
conveyed Aphrodite to Cyprus; see also Od. 14,458: ai¢v £¢pvdpog (“always rain bringing”).
See Hes. Theog. 379; 870: dpyeotng (“brightening”); Hymn. Hom. I11,433: aiptog (“bright’,
“fair”).

See Silk (1974), 159f. For a more detailed discussion of xpvookopung, see ch. 8.6.

The epithets fukopog and kaAikopog are exclusively applied to goddesses and women: Leto
(I1. 1,36), Demeter (Hymn. Hom. 11,297,315), Helen (Il. 3,329; 7,355).

For a discussion of this fragment, see also ch. 8.6.

See Broger (1996), 216f.

This fragment is transmitted in schol. ad Ap. Rhod. Argon. 3,26 (216 Wendel); for the same
parentage of Eros in Simonides, see also schol. ad Theoc. Id. 13,1/2 (258 Wendel).

(i) Sohounxdvwt in line 2 (“contriving wiles”) which is transmitted by the codd., is, apart
from here, only attested in a Hellenistic source (Theoc. Id. 30,25); (ii) as an epithet of Ares
it seems strange since it does not fit his character and mythical role; (iii) cod L. attests

a similar-sounding epithet SoAopundeg (“wily”, “crafty”) in line 1, and this kind of dou-
bling may seem unusual. Therefore some scholars, assuming an error in line 2, emended
Solounyxavwt into kakopaxdvwt (“evil-contriving”) (Bergk) or 6pacvpaxavwt (“bold in
contriving”) (Wilamowitz). Page in PMG assigns a crux to SoAopnxavat. If we defend the
transmitted SoAoundeg in line 1, it has to be taken as a vocative and related to Eros (so e.g.
Giangrande (1969), 147-49, who defends the reading SoAopunyavwt describing Ares as a
“destroyer of marriages”). Davies (1984), 114ff. rejects SoAoundeg and accepts Rickmann’s
conjecture Sohopndeog since otherwise Eros would be given a second epithet (in addi-
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tion to oxétAie in line 1), while his mother Aphrodite has none. He emends, however, the
transmitted Solounyavwt to Sohopnxavov and thus relates it to Eros (the only other passage
in extant literature is in fact Theoc. Id. 30,25, where it is applied to Eros; Gow (1950) trans-
lates “crafty”). Independently, Marzullo (1984/85), 15 suggested the same text as Davies.

I find Davies’ stylistic argument convincing and would therefore accept the conjecture
Solopndeoc as an epithet of Aphrodite (see e.g. Sappho fr. 1 V., where she is SohomAokog).
However, I am inclined to accept the transmitted SoAopnydvwt as an epithet of Ares for the
following reasons: it need not refer to the war-god as a “destroyer of marriages”, although it
is clear that Eros is the product of the mythical adultery committed by Ares and Aphrodite.
Perhaps Aphrodite and Ares had to apply wiles in order to outwit the goddess’s husband
Hephaestus so that they could carry on their erotic encounters. On the other hand, of
course, “contriving wiles” does not quite describe the activity of the god of war in myth.
Yet given that both parents are “wily” or “crafty”, or “contriving wiles”, Eros would receive a
“double portion” of 0Aog, which would perfectly fit the image of the god of love not only
in Archaic lyric poetry, but also tragedy and Hellenistic poetry. Considering this possibil-
ity, Davies’ emendation Soloprxavov is not necessary. Perhaps Theocritus called Eros
Solopunxavog as an allusion to Simonides, where the god had a oAourdng mother and a
Sohoprxavog father.

161. On the cultic and mythic origins of the story of the love affair between the goddess of love
and the god of war see Burkert (1960), 130-44, esp. 132f.: “Der Gotterschwank als Form
scheint uralt zu sein” (...) “Die Verbindung von Ares und Aphrodite zwar ist offenbar in
Kult und Sage fest verwurzelt, sehr zweifelhaft dagegen ist dies fiir die Ehe von Aphrodite
und Hephaistos.’; see also ch. 2.3.

162. See app. crit. ad fr. 324 PMGF.

Chapter 8

1. Soe.g. Pellizer (1990), 177-84, esp. 180: “Eros and the pleasures of love figure amongst the
most characteristic subjects of the logos sympotikos.”

2. On the term and its implications see M.L. West (1981), 73-142, esp. 73ft.

3. The fragment (696 PMG) which is cited by Pausanias (4,4,1; 4,33,2) belongs to a prosodion
for a chorus of Messenian men; according to M.L. West (1995), 218 it suits the time of the
revolt from Sparta (i.e. circa 660 BC).

4. For the dating, see M.L. West (1981), 103: Alcman was active in the late 7th century BC,
about one generation after Tyrtaeus.

5. For the distinction see Pellizer (1990), 181 and Rossi (1983), 41-50, esp. 42.

6.  See Latacz (1990), 240f. for a detailed overview; for a definition of the two genres and their
background see e.g. Latacz (1991), 318ff. and 362ff.

7. See Graf (1997), 113ff. for references to ritual; also Herington (1985), 186f.; for the partici-
pation of adolescents, see Buxton (1994), 24f. and 31; Herington (1985), 24f. and 228 with
ns. 41 and 50.

8.  See Gentili (1988), 72ff. and also Calame (1977a), passim; for examples see Alcman fr. 10,17
PMGF (also Pind. Ol. 10,12-77); fr. 1 and 3 PMGF.

9.  Polybius 4,20; for an interpretation see also Buxton (1994), 23ff.

10. Herington (1985), 21 has called this “dramas that represent the performance and even the
rehearsal of lyrics”

11.  Pindar, who represents the culmination of this genre, is present in the epinikia, but he
generally ascribes to himself only the role of poet and laudator (see e.g. Ol 8,54f.; 9,80 etc.).
Only once, as it seems, are the performers mentioned. The poet addresses the chorus leader,
Aeneas, to encourage them (OL. 6,87f.: dtpuvov vV étaipovg, Aivéa). There is a current
debate whether Pindar was choral. On this, see Lefkowitz (1991), 191-201 who suggests that
the victory odes were sung as solos.
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12.
13.

14.

15.

16.

17.
18.

19.
20.
21.

22.

23.

24.

On this see Hutchinson (2001), 77.

Scholars have situated Alcman’s partheneion (fr. 1 PMGF) in a variety of different perfor-
mance contexts: Buxton (1994), 26, referring to the praises of beauty, considers an occasion
like a “Derbyshire Well Dressing” as probable. Dover (1978), 181, thinks that it may have
been a beauty contest of the kind which is attested on Lesbos or Sicily. It has been argued by
Calame that the young women praise their feminine qualities in order to make them-

selves attractive to men as future wives, in a sort of public context involving initiation rites
(Calame, (1977a), ch. 4). Gentili (1988), 73-7 assumes that the partheneion is an epitha-
lamium written for ritual performance within the girl's community, not for an ordinary
marriage-ceremony, but for an initiation within the thiasos, for which the girls then sing this
song. Kannicht ((1989), 48f.) assumes that the song accompanied a ritual ceremony, but he,
probably rightly, does not interpret it as connected with initiation activities. He sees in the
praising of Hagesichora and Agido rather a contest between this chorus and another one.
He therefore suggests that, integrated into the background of cultic activities, the parthenei-
on reflects poetic Kallisteia, a sort of poetic agon in praising the beauty of the most beautiful
girls.

Here, however, its meaning is relatively marginal since the story about Heracles” enemies,
the murderous sons of Hippocoon, does not seem to be told for its own sake, but rather to
illustrate the gnomic statement about justice. It seems to have been included in order for the
performing girls to demonstrate their knowledge of local Spartan mythology and to warn
themselves and their rival chorus against the dangers of overweening ambition in competi-
tion.

Hymnic performances normally do not allow additional information about the singers. The
only reference to the singer is normally given at the end of the hymn, when he invokes the
relevant deity for support in the competition. Thus, for instance, in the formulaic verses:
xotp” EhtoPAépape yAvkvpeilixe, §0¢ & év dydvt / viknv T®8e pépecba, unv 8 Evruvov
dotdrjv. / adtap £yd kal ogio kai GAANG pviicop’ doidiig (Hymn. Hom. VI,19ff. (Aphrodite)).
This is suggested by her name and the prayers addressed to her: see M.L. West (1965), 199f;
but cf. Gentili (1988), 73 (following Giangrande (1977), 156ft.), who interprets her as a
confidante, an authority whom the girls address and tell of their loves.

For an introduction and commentary see Hutchinson (2001), 76-102.

See e.g. Hes. Theog. 384: kaA\iopupog (of Nike); similarly: Hom. II. 24,607: kaAAimdpnog (of
Leto); Hymn. Hom. IV,57: kaA\imédihog (of Hermes); Od. 5,390; 20,80: édmAdkapog (of Eos
and Artemis).

See Hymn. Hom. 111,260f.; Hymn. Hom. 11,189f. Hymn. Hom. V,181.

On this see Herington (1985), 23.

See e.g. the simile of the two horses and the comparison with the doves (lines 59 and 60).
On the metaphor of girls as young horses and its association with marriage, see Calame
(1977a), 412ft. For parallels in the erotic language in Sappho and Alcman, see Gentili
(1988), 73 and 258 with n. 3.

On the question whether these are actual relationships or the reflexion of an “atmosphere
of emotional intimacy” between chorus-members of the same sex, see Calame (1977a), 27f;
see also Hutchinson (2001), 73. Institutionalized homoerotic relationships before marriage
are attested for Archaic Sparta by Plut. (Lyc. 18,9); on parallels with Lesbos see Calame
(1977a), 433ft. and Gentili (1988), 73. On the homoerotic feelings of the girls, see Calame
(1977b), 86ft.

For a collection of the iconographical evidence showing monodic poets (especially
Anacreon) on Athenian works of art, mainly vase painting, see Herington (1985), App. V,
198ft.; for Sappho, see McIntosh Snyder (1997), 108-19.

See Rosler (1980); this phenomenon is documented also in a volume of collected essays:
Vetta (1983); see esp. Vetta’s introduction, XIIIff.; important also Latacz (1990) and for the
reflexion in vase painting, see Herington (1985), 36: identifiable poets (Sappho, Alcaeus and
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Anacreon) on vase painting are depicted in the context of the symposium, see also n. 23
above.

25.  So Lissarrague (1987), 119f. in his study of the “mental world” of the symposium: he draws
a parallel between the poems and the wine which both move round at the symposium.

26. Symposiastic eroticism has received increasing interest particularly from Italian scholars:
see Gentili in Vetta (1983), 83-94 and Gentili (1988), chapter “The ways of love in Thiasos
and Symposium”; see also Pellizer (1990), 180 on erotic motifs in general.

27.  See e.g. Murray (1990), esp. his introductory chapter “Sympotic History” with bibliography,
3-13; for a more recent collection of essays not merely on the Greek symposium, but also on
oriental feasts and Roman convivia see W.J. Slater (1991); the public aspect of symposia is
explored by Schmitt-Pantel (1992).

28.  So Bremmer (1990), 142-5 and Shapiro (1981), 133-43.

29. The earliest winged Erotes are all in red-figure and belong to the last two decades of the
6th century BC: this is the view of Greifenhagen (1957), 71ff., who is followed by Shapiro
(1995), 121f.

30. I usethe term “symposium” here as well, since it originally also implied that not only, as one
would infer from the meaning of the word itself, drink, but also food was served: Bremmer
(1990), 144 recently interpreted as a sign of decadence the fact that around 510 BC solid
food disappeared from the tables.

31.  See Murray (1983a), 195f. Latacz (1990), 227f. has differentiated the type of the Archaic
symposium, which flourished until down to 500 BC, from the earlier Homeric type, the
Saig, and the later symposium of Classical times, to which Plato (Symp. 172b2 and passim)
refers as ovvdeivov. The Archaic symposium has been seen, under a social aspect, as the
continuation of the Homeric daig since both institutions were meeting places for the male
aristocracy (on that see Murray (1983a), 195-9, esp. 196, and Buxton (1994), 28).

32.  On the meaning of the surplus see Murray (1990), 3f.

33.  See Bremmer (1990), 143 and 145: banquet and warrior scenes are frequently depicted
together on Archaic vessels.

34, See Buxton (1994), 28.

35.  See Murray (1983a) and (1983b); cf. Bremmer (1980), 279-98; id. (1990), passim; see also
Shapiro (1981), 136ff.

36. 1L 1,470: kodpot pgv kpntijpag éneotéyavrto notoio (formulaic also in IL 9,175; Od. 1,148;
3,339; 21,271); Od. 15,141: oivoyoet § vidog Meveldov kvdalipoto.

37. For examples in art see Fehr (1971), 44 and 49; see also Dentzer (1982), 89, 98, 117,

128, 252f,; see also schol. ex/bT ad II. 4,2b1 (Erbse) and schol. ex/T ad 20,234 d (Erbse);
Bremmer (1990), 139 n. 28 also mentions Eustathius 438,42; see n. 57 below.

38. For evidence of the boys’ presence in the company of adult men, see besides Ephorus FGrH
70 F 149: the Cretan lawgiver commanded “the boys to attend the troops” (tovg uév maidag
el tag Ovopalopévag dyélag keleboag pottdv) “and that from childhood onwards they
should grow up accustomed to arms and toils” (rpog 8¢ T0 pur| Sethiav &AN” &vSpeiav kpateiv
ék maidwv dmholg kai movolg ovvtpédewv). In Pyrgion (FGrH 467 F 1) we learn that during
meals the sons sat below their fathers’ chairs and received only half of the portion of food
(&movépovot 8¢ kai 10T violg katd TOV Bdkov TOV T Tatpdg vPLidvovaoty £ foeiag TdV
To1g avdpaot mapatiBepévwy); see also Dosiadas FGrH 458 F 2; for the meaning of Apollo
Delphinius for the ephebes in Cretan initiation rites see Graf (1979), 2-22, esp. 13 and id.
(1982), 157-85, esp. 160f., where he refers to wine pouring in ancient Greek rituals in gen-
eral.

39. See Critias 88 B 33 D.-K.: in Sparta, boys function as wine pourers (6 8¢ naic 6 oivox6og
<€mixel> Goov &v dmomint), on this see also Xen. Lac. 5,5 and Plut. Lyc. 12; for a short de-
scription of the procedure of a symposium, see v. der Miihll (1957), 80-109.

40. See Bremmer (1990), 142 with n. 39 for relevant bibliography; see also Halperin (1990), 54ff.
and 75ff.
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41.

42.
43.

44,
45.
46.

47.
48.

49.
50.

51.

52.

53.
54,

55.

56.

57.

See Semonides fr. 1 W; Alcaeus fr. 366 V. On the didactic character of this sort of poetry
addressed to boys see Rosler (1980), 244. Dover (1978), 195 points out that there are no im-
plications of homosexuality distinguishable in elegiac and iambic poetry of the 7th century
BC.

So Dover (1978), 195f.

The couplet is contemporary with the first preserved homoerotic scenes on black Attic vase
painting (see Dover (1978), 196).

So Shapiro (1981), 136.

So Murray (1983b), 257-72, esp. 263.

See Murray (1983a), 195-9, esp. 198.

See Latacz (1990), 241.

But cf. Buxton (1994), 28 and Murray (1983a), 198, who says that, in spite of the privatiza-
tion of the institution, political and social aspects remained, and takes Alcaeus’ political
poems as proof that public life was still dominated by the aristocratic males, who feasted
together even though they had actually lost their power. This balance seems to have differed
from place to place.

See Bremmer (1990), 142ff.

The kalos-inscriptions have been recently interpreted within the context “of the culture of
fame” in the 6th and 5th centuries BC. It has been argued by N.W. Slater (1998), 143-61 that
the kalos-inscriptions which appear on symposiastic vessels are not just a means of commu-
nication between ostensible sender and recipient of the vessel within the erotic pursuit. The
former does not only want to woo, but he also wants a third party, the other symposiasts, to
watch to whom he offers the vessel and to witness whether he is successful. Slater interprets
this goal as a means of self-definition and an attempt to create fame among contemporaries
(see esp. 150f. and 160); on kalos-inscriptions see also ns. 54 and 129 below.

See Bremmer (1990), 144; these changes were observed earlier by Fehr (1971), 100ff. and
Dentzer (1982), 109f; on the reflexion of these changes in red-figure vase painting, see also
Schmitt-Pantel, Schnapp (1982), 57-74, esp. 71.

See Shapiro (1981), 133-43. The first to collect these courtship scenes on vases was Beazley
(1947), 3-31. He categorized them in three different groups: alpha encompasses court-

ship scenes in which the épaotr|g, often with bent knees, approaches the ¢pwpevog, e.g. by
touching the boy’s skin, both are usually naked (most frequent type); beta depicts the giving
of love gifts (cocks, hares, lyres); gamma shows ¢paotiic and épwuevog physically involved
with each other, the man rubbing his penis between the thighs of the boy. Further vase
paintings have been collected by Schauenburg (1965), 849-67. The black-figure bowl he
describes shows an ithyphallic £pactn¢ standing in front of the épduevog with knees bent,
touching the boy’s chin; on gifts, see 864f. The chronological analysis by Frel (1963), 60-4,
esp. 61f., has shown that 12 belong to the second quarter of the 6th century BC, 50 to the
third, 57 to the last; from then on, there are only 9 after 500 BC, the latest being around 470
BC. For a more recent collection and interpretation of early homoerotic courtship scenes
within their social background see Reinsberg (1989), 163-215 and Kilmer (1997), 36-49.
See Hipponax fr. 13 W,; Anacreon fr. 356 and fr. 360 PMG.

It is also interesting that in vase painting we find not only kalos-inscriptions, but also some
6 maic kahog inscriptions. The inscriptions on vessels also point to the symposiastic envi-
ronment, see Lissarague (1999), 359-73, esp. 365f.

Pointed out also by Nisbet, Hubbard (1970), 421: within the context of Horace’s symposias-
tic poetry, they interpret these young Greek wine pourers generally as slaves (“the address to
an attendant slave was a common and natural device in Greek sympotic lyric and epigram”).
See LSJ s.v. Stdkovoc. The skolion is transmitted in Arist. Ath. Pol. 20, see Bremmer (1990),
140 with n. 30.

Schol. ex/AbT ad II. 1,470a (Erbse): kobpot pév kpntijpag: dpxaiov £€0og oivoxoeiv Todg
véovg; in addition b(BCE’E*)T say: oivoyoet & viog Meveldov (Od. 15,141). Ab(BCE’E*)T
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have: 810 kai maidag péxpt Tod vov Tovg dovAovg pauév (see similarly schol. ex/bT ad II.
4,2b1 (Erbse): <***> A10g oivoxoog- fj 8Tt mept "Thiov 0 Adyog, tva pr) Avmi) 10 cupnoactov.
véwv 8¢ TO DINpeTely, G kal MeyamévOng. 80ev kai maidag Tovg SovAovg ¢papév; men-
tioned, but not further interpreted by Bremmer (1990), 140 with n. 32. Normally expres-
sions like this have to be viewed with caution, since the Greeks are inclined to consider
everything ancient and Archaic. In this case, however, the example of Menelaus’ son is taken
from the Odyssey and thus really is “Archaic”.

58. See also Schmitt-Pantel, Schnapp (1982), 69f. and Dentzer (1982), 108f.: they set serving
boys among the new figures who appear at the symposium after 510 BC.

59. I 20,232-5; on the homoerotic component in this myth see below ch. 8.6.

60. So also Dover (1978), 195.

61. See Shapiro (1981), 133-6.

62.  So ML.L. West (1970b), 205-15, esp. 207f; for a critical discussion of the identity of Polycrates
see Hutchinson (2001), 231-3.

63. SudalI80 (2,607,16 Adler): (Ibycus came to Samos) &te avtig fpxev 6 ITohvkpatng Tod
Tupdvvov matrp. M.L. West (1970b), 208 argues that this sentence is “not Greek” and cor-
rects into IToAvkpdtoug (following a suggestion made by Schmid); cf. Barron (1964), 210-
29, who keeps the original Suda entry and takes it as “Polycrates the father of the tyrant”
Among others, he takes this passage as a proof that there were two Polycrates, the famous
one and his father. He tries to show that the older tyrant reigned for more than 30 years and
that it was he who invited Ibycus and Anacreon to the court; cf. Hutchinson (2001), 232
with n. 6.

64. Fr. 491 PMG: fiv ITohvkpdtng é¢npog: ... 6 8¢ . . . TTohvkpdTng fipa Hovotkijc kol HeAdV,
kal Tov matépa Enetfe copmpagat adTd TPOG TOV TG HOVOIKAG EpwTa- 6 88 AvakpéovTa TOV
pelomodv petanepydpevog Sidwotv 1@ moudi TodTov Tiig émbupiog Siddokalov VP’ @ TV
Baoth kv dpetiv 0 maig S Tig Avpag movav v Ounpikiv éuele TAnpwoety eOXNHV T®
matpi.

65. This is the view of e.g. M.L. West (1970b), 208 and Gentili (1988), 127; but cf. Barron
(1964), 223ft. and id. (1969), 119-49, esp. 136f., who assumes in accordance with his theory
that there were a father and a son both called Polycrates, and that the eulogy was composed
for Polycrates the elder, i.e. the father of the famous one. The political background is men-
tioned in Hdt. 3,39,3ff,; 3,120,3f.

66. It has been argued that the tyranny actually began in 590 BC; see Mitchell (1975), 75-91,
and Shipley (1987), 68-73.

67. See M.L. West (1970b), 208.

68. On the archaeological evidence attesting the wealth of the island of Samos, see Hutchinson
(2001), 232f.

69. See Hdt. 3,131,2; 3,60,3.

70. FGrH 539 F 2 (=Ath. 12,540D-F).

71.  See Percy (1996), 149f.

72. So Dover (1978), 197. The poem is transmitted in the scholium on Ap. Rhod. Argon. 3,114-7
(220 Wendel) (= fr. 289 PMGF): 814 To0Twv T@V oTiYwv mapaypddet ta eipnuéva o "IBvkov
év olg mepi g Tovoundovg apmayig elnev év ti eig Topyiav @A kai émudépet mept tiic "Hodg
w¢ fipmace Tiwvov. Dover bases his argument on the fact that the scholiast puts this relation-
ship in the same context as Eos’ rape of Tithonus, which has a traditional erotic connotation.
However, one may also consider Hymn. Hom. V,202-6 and 218, where both couples are also
mentioned together and ask oneself whether this does not also imply a sexual relationship
between Zeus and Ganymedes.

73.  See Il. 20,232-5: xai avtiBeog Tavoundng, / 6¢ 81 kdAoTog yéveto Ovntdv avBponwy- /
TOV Kai dvnpéyavto Beol Al oivoxoevetv / kaAAeog iveka oio, v dBavdtolot petein.

74.  On kalos-inscriptions, see e.g. Shapiro (1995), 120 and 124; see also ns. 50, 54 and 129; on
graffiti see n. 113.
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75.
76.
77.
78.
79.
80.

81.

82.

83.

84.
85.
86.

87.
88.
89.

90.
91.
92.

93.

94.
95.

See Kaempf-Dimitriadou (1979), 7-12.

So Bernardini (1990), 69-80, esp. 76ft.

See Bremmer (1990), 141 with n. 36.

Radt, TrGF 4 (1977), T 75 (= Ath. 13,603E-604F).

Fr. 360 PMG; fr. 396 PMG.

See fr. 402c PMG: £u¢ yap TAOywv eiveka maideg &v dpihéotev- / xapievta pév yap didw,
xapievta 8 oida Aé€at.

See e.g. Latacz (1991), 428ff. and also Gentili (1988), 89ff. On the playful polyptoton of
these lines, see Pfeiffer (1968), 12f.

But cf. Labarbe (1960), 45-58. He thinks that “gaze at” is too weak compared with the other
verbs and suggests the following (in my opinion not necessary) emendation for the 3rd line:
KAeoPovhov Awdg éxkAvéw. For the effect of “looking”, see also Sappho (fr. 31 V.).

As noted just above, Anacreon and Polycrates were rivals in courtship, see Anacr. fr. 414
PMG.

Schol. Pind. Ol. 7,5 (200 Drachmann) = fr. 407 PMG.

See similarly M.L. West (1970b), 207 on fr. S151 PMGF.

See above, n. 52: Beazley (1947), 3ff. has collected this type of homoerotic love scene under
group gamma.

Goddesses too are described in more detail, see fr. 348 PMG; fr. 390 PMG; fr. 418 PMG.
See fr. 471 PMG (= Max. Tyr. 37,5); fr. 402 PMG (= Max. Tyr. 18,9).

According to an epigram by Antipater of Sidon (Anth. Pal. 7,27=15 G.-P.), the Thracian
Smerdies who was famous for his curls.

For love’s painful side see e.g. fr. 286 PMGF.

So Suda 180 (2,607,16 Adler); see also Cic. Tusc. 4,33,71.

On Ibycus innovations of style and composition in his love-poetry see Gentili (1988), 99-
102; 267 with n. 128.

For metrical reasons, some scholars noted a lacuna after 6&\og in line 1 (see Davies’ ap-
paratus: lacunam post 0&\og notant Hermann, Schneidewin, ne claudicent numeri). The
rhythm “limps” at the end of line 1 without a supplement since we would receive a cretic in
the last foot within a dactylic metre. A metrical analysis gives the following structure:

line 1 (without lacuna): 3da + cret.
line 2: 4da (da in last foot)
line 3: 7da (spondee in last foot)

It is the cretic in the last foot which makes the metre “limp”. We can eliminate the cretic
by supplementing Qpdv, as has been suggested by Bergk, who is backed by Page. Then we
receive a metrical structure for line 1 which is in harmony with the subsequent lines:

line 1 (lacuna assumed): 5da (spondee in last foot)

Very probably one has to postulate a lacuna not only for metrical, but also for syntactic rea-
sons, since, in an entirely asyndetic sequence, the Charites would be assigned two adjectives.
Moreover, it is hard to imagine that Euryalus would be called both 8dAog and peAédnpa

of the Charites. Thus a supplement required for metrical reasons is also supported by the
meaning of the fragment as a whole. I find Bergk’s suggestion (8&\og, <Qpav> kaAAikopwv)
convincing in view of Hes. Op. 73ff., to which Page has drawn attention: it is the adornment
scene in which Pandora receives all kind of gifts from Aphrodite and her traditional train,
to which, in addition to the Charites and Peitho, the “beautiful-haired” Horae also belong:
Xapirég te Oeal kai moTvia el / . . . apdl 8¢ v ye / Qpat kaklikopot otédpov dvOeot. In
any case, the Horae would have the epithet kaAAikopot in both passages.

So e.g. also Bernardini (1990), 69-80; for the imagery see Davies (1986), 404f.

I read yAavkéwv (so in codd. A and C of Athenaeus’ text and accepted by Bergk and in PMG
and PMGF); some scholars consider this passage corrupt—see Jacobs’ conjecture yA\vkéwv
and Schneidewin’s yl\uke@v or yAvkedy, which have been made for metrical reasons (see the
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preceding note). The context in which the fragment is transmitted in Athenaeus is relevant
for the discussion whether yAavkéwv can be kept. It is clear that his source had yAavkéwv,
which he then related to the Charites” eyes. He says that Philoxenus Cytherius’ (435-380
BC) Cyclops, who is in love with Galatea, has a premonition of his own blindness and thus
praises everything but Galatea’s eyes, preferring not to be reminded of the organ of sight,
when he says: “Galatea with the lovely face, with golden tresses, with a gracious voice, child
of the Erotes” Athenaeus refers to the poem in a sort of enallage as a “blind praise” (TupAdg
6 £€mauwvog)—since it is without praise of the beauty of the eyes—and contrasts the poem by
Philoxenus with that of Ibycus, which is then subsequently quoted (tTvpArdg 6 Emaivog kai
kat ovdév Spotog Tt IPukeiwt ékeivwt). The context makes clear that Athenaeus “read”
yYAavkéwv, which he then related to the Charites’ eyes (but cf. the conjectures of Jacobs et
al.). Thavkog is originally without any notion of color and means simply “gleaming” (see
Hes. Theog. 440 and Hom. II. 16,34). Later, it denotes a colour: “light blue’, “grey”, “blue-
grey’, “blue-green” in poetic use, so Beck (1982), 160; see also Gow (1950), 148f. (ad Theoc.
Id. 20,25) where he translates yAavkog, which he considers as a synonym to yhavk@mg, as
“grey-eyed” (of Athena’s eyes), see also vol. 2,367 ad loc. Page (see ad fr. 288 PMG) is not
convinced that ylavkog denotes “blue-eyed” in poetry: “sunt qui ylavkéwv de caeruleis oc-
ulis dictum putent (cf. Wilam. Pind. 510): scimus ita locutos esse Herodotum Hippocratem
Aristotelem, exempla apud poetas frustra quaerimus”. Gulick (1937), translates “blue-eyed”
(see ad loc.).

96.  On this image see Treu (1955), 285. He interprets the roses as a first step towards the peak of
physical beauty.

97. See Gentili (1988), 113.

98.  Similarly v. Wilamowitz (1913), 125: the beloved and Eros are blended into a composite
picture; Lasserre (1946), 57 is more careful: “Il risque en outre une image plus libre en
personnifiant dans Eros le regard de I éroméne: Cest Eros qui I’ a regardé””; similarly also
Bowra (1961), 263. But cf. Davies (1980), 255-7, who argues that the feature of a personified
Eros would be unique here, and he therefore rejects this idea.

99. See Hutchinson (2001), 107f.:“The language depicts a violent assault on the consciousness
of the person in love”

100. However, I cannot agree with Gentili (1988), 103, who considers the dark eyelashes as the
attribute of a mature man, “someone of an age to command and control” since in II. 1,528
Zeus’ brows are also kvdveot and so is Odysseus’ beard (Od. 16,176). In Ibycus, however, the
color has nothing to to do with age, but with aesthetics and sensuality.

101. See chs. 4.7 and 7.3 for an interpretation of this imagery.

102. See e.g. Gentili (1988), 127.

103. See Hutchinson (2001), 255: “Polycrates is not compared to the supreme Troilus, but to all
three beauties”. Cyanippus and Zeuxippus have been supplemented by Barron (1969), 131
and (1961), 185-7.

104. See Barron (1969), 131. This version requires an additional ¢otiv in 46.

105. See Gentili (1988), 129 with n. 34.

106. Suggested by Hutchinson (2001), 255.

107. See Gentili (1988), 113.

108. Transmitted in the scholium on Pind. Isthm. 2,1b (213 Drachmann): Avakpéovta yodv
¢pwtnOévTa, daot, Stati ovk gig Beods AAN eic Maidag ypddels Tods Dpvovg; eimely, dtt odToL
Nu@v Beoi eiotv.

109. Pointed out by v. der Miihll (1976), 493; cf. Hutchinson (2001), 273f.

110. For gifts in general see Dover (1978), 92; for gifts in vase painting, see n. 52.

111. Tyrt. fr. 4 [2] W; Pind. OL 6,41; 7,32; Isthm. 7,49.

112. So Silk (1974), 159f. An overview of the use of the term xpvookopng is given by Lorimer
(1936), 14-33, esp. 15f. who examines also epithets with “gold” applied to divine beings;
Hutchinson (2001), 275 points out that it is “always used of gods”.
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113.

114.

115.
116.
117.

118.

119.
120.

121.

122.

123.

124.
125.

126.

127.

128.
129.

130.

131.

The graffiti are published and analyzed by Garlan, Masson (1982), 3-22; on the date see esp.
13.

The most frequent is kahog (12), which is also found regularly on vase painting; further
popular attributes are: 3v0¢ (8); ebxapig (4); xpvoog (see LSJ: xpvoo¢ as an adjective is first
attested in Pind. Nem. 7,78) (3); edmpoowmog (2); others are: &pyvpog, doTepoMPOOWTOG,
e0puOpOG, VoYWV, KAAMTPOTWTOG, PLAOKWHOG, GIAOG, WPaTog.

But cf. Gentili (1988), 94.

In the second line I follow the translation by M.L. West (1993), 35.

This supplement—suggested by Bentley—looks certain and has been accepted in PMG and
PMGF; see Easterling (1974), 37.

See e.g. Lasserre (1946), 30: he interprets the fragment within the context of a wedding.
Thus the “galingale” is the donation of a young bride to Hera, the goddess of the Laconian
virgins, and pdpyog denotes the bride’s aversion to love. Smyth (1921), 196 suggests that the
fragment belongs to a love song in which a girl compares herself to flowers.

Easterling (1974), 37-43, esp. 40.

See Easterling (1974), 38ff.; see also M.L. West’s translation. kvnaipiokog is a hapax legome-
non and therefore hard to identify. As a diminutive of kUmaipog it was very probably closely
related to “Cyperus longus” or “galingale’, a flowerless plant which was very suitable for
being bound into a garland.

See Greifenhagen (1957), 71 for a survey of Eros on red-figure vases of the Archaic and
early Classical period; Kilmer (1993) on erotica on Attic red-figure vases. Boardman (1974),
219 points out that “Eros is to be the darling of red-figure [begins after 530 BC], not black-
figure”; he is followed by Shapiro (1995), 121, who, however, does not relate the emergence
of Erotes to the poets Anacreon and Ibycus or to the literary interests of the Pisistratids; see
also Boardman (1975), 226.

See Greifenhagen (1957), 14 with pl. 7 (= Hermary, Cassimatis, Vollkommer (1986), I11.2.,
no. 748b).

See Greifenhagen, 15, pl. 8; 16, pl. 9; 17, pl. 10; 18, pl. 11; 23, pl. 18; 27, pl. 20; 29, pl. 22 Eros
with a lyre and a drinking-vessel 23, pl. 18; Hermary, Cassimatis, Vollkommer (1986), I11.2.,
e.g. nos. 661 and 663.

See also Hermary, Cassimatis, Vollkommer (1986), I11.2., nos. 600-06.

It is also interesting that, with the disappearance of homoerotic courtship scenes in the
middle of the 5th century, Eros appears for the first time frequently in wedding and mar-
riage scenes (see Hermary, Cassimatis, Vollkommer (1986), III.2., nos. 639-49).

See Pl. [Hipparch.] 228¢c1-2.

See examples in Herington (1985), Appendix V, esp. 198-9. He refers to numerous instances
and describes five in detail, see e.g. a kylix (62f., no. 86 in Beazley (1963)): Anacreon
(inscription) is depicted in a dancing posture, playing the lyre (dated to circa 515 BC); for
more images of Anacreon on Attic vases, see Kurtz, Boardman (1986), 35-70; see also S.D.
Price (1990), 133-75.

nowkthooapPalog (“with broidered sandals”) of a girl in fr. 358 PMG.

It is probably no coincidence that kalos-inscriptions which appear in the third quarter of the
6th century celebrate in a similar way the ideal é¢pwuevog, see Shapiro (1995), 123 and most
recently Lissarague (1999), 359-73: he points out that the kalos-inscriptions are an almost
exclusively Athenian phenomenon (so 361)—which also confirms that the cult of beautiful
boys seems to be peculiar to Athenian aristocracy. These kalos-acclamations, together with
depictions of Eros, also reach a peak in number in the early red-figure period (see 362); for
the meaning of kalos-inscriptions, see also N.W. Slater (1998), 143-61 (see n. 50 above).

For the borrowing of the motifs (knucklebones and ball) from Anacreon, see Hunter (1989),
109f. and 113.

Cf. Rosenmeyer (1951), 11-22, esp. 18-20 who translates “love-experiences”. He concedes
that Pindar’s Eros is the “pederastic ephebe of the Dorians’, but does not establish a link
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between the beloved boys and the plurality of Erotes. He sees in the pluralization a “domes-
tication and prettification of the symbol of Love” a reflection of the poet’s emotional side
which is “perhaps the least impressive of his attributes”.

132. For a plurality of Erotes in iconography, see e.g. Greifenhagen (1957), 31, pl. 25.

133. For other genealogies of Eros, see Appendix, Fig. 2.
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133
as a love-goddess 23-7; 44f.; 53; 56f.;
75f.; 78; 86; 166f.; 195f.
as a matchmaker 70f,; 127-32
as the inventor of erotic spells 127-32
attributes of 7; 15; 18; 51; 56f.
see also keaTOG ipdg
birth of 12f;; 19; 48; 151; 166; 171; 194;
200, n. 20; 201, n. 47; 205, n.
4; 216, n.21; 218, n. 69
epithets of 12; 21; 41; 44; 126
KvBépeia 8f.; 12£; 48; 57; 216, n. 21
Kompig 8f.; 13; 48; 216, n. 21
Kvmpoyevr¢ (Kumpoyevéa) 8f.; 12f.
the golden one 8; 14f; 27; 52; 56; 63ff.;
126; 200, n. 13; 221, n. 119
Greek characteristics of 7f.; 12; 14ff.
in civic contexts 21; 30-43
in cult 3; 5; 7f.; 10f,; 12f,; 22-8; 30f.; 44;
171; 196; 205, n. 8
cult images of 10; 14ff.; 25; 32; 40;
47f.; 511f.; 57-62; 143; 200,
n. 13; 201, n. 47; 203, n. 86;
218, n. 52; 218, n. 54; 239, n.
24
cult places 47
Argos 15
Ascalon 9f; 15
Athens 11; 30-44; 213, n. 143
Corinth 132-5
Cyprus (Paphos) 8f.; 12-5; 20; 25;
47f.; 51-6; 167; 216, n. 21
Cythera 8f.; 12-6; 20; 25; 216, n. 21
Daphni 15
Phoenician cult at Athens 9; 201,
n. 37

Aphrodite and Eros

in early hexameter poetry 2; 8; 10; 16;
22-30f; 44; 166; 171; 196
in the Homeric Hymn to Aphrodite 8;
ch. 3 passim; 150; 196
in iconography 7; 8; 14ff.; 26; 61; 76;
192; 196; 201, n. 47; 218, n.
50; 218, n. 52; 221, n. 104
Indo-European origin of 2; 199, n. 2;
16; 19
Mycenean origin of 199, n. 2
Near-Eastern origin of 7ff.; 12-6; 19f;
26f.; 47; 76; 78; 115; 140;
166; 196; 199, n. 2; 201, n.
47,203, n. 90; 206, n. 27;
216, n. 19; 226, n. 57
see also Innana; Ishtar- Astarte
offerings 8; 11; 27f.
origin and meaning of name of 8; 12;
29; 45;73; 115; 199, n. 2, n.
9; 202, n. 74; 223, n. 4
predecessors of 7-10; 14ff.; 20; 26f.;
44f.; 47; 57; 140; 166; 196;
203, n. 90
sphere of influence of 7; 21; 23f; 27f.;
30; 43ff.; 47; 49; 55ff.; 64; 68;
71; 75f.; 122f.; 128; 137; 166;
196
see also €pya Appoditng; €pya
yapolo
train of 2; 3; 29; 52; 67; 71; 79; 117;
125f.; 137; 186; 195; 208, n.
60; 214, n. 165; 234, n. 31
Aphrodite Apeia 26
Aphrodite Aptddvn 32
Aphrodite "Eyyetog 25; 206, n. 31
Aphrodite "Evomhiog 26
Aphrodite ’Emiotacio 41; 213, n. 147
Aphrodite Ebmhota 202, n. 52; 205, n. 4
Aphrodite ‘Hyepovn 38; 113; 212, n. 124;
232, n. 61
Aphrodite “Hpn 201, n. 40; 28
Aphrodite Mopdpw 26
Aphrodite Navapyic 41; 213, n. 147
Aphrodite Nikn$dpog 29
Aphrodite Nopodvlakig 41; 213, n. 146
Aphrodite Ovpavia 8ff.; 13; 16; 20; 28;
166; 196; 199, n. 10; 201,
n. 46
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and children 11; 28; 201, n. 40

and marriage 11f; 28ff,; 32; 195f,; 201,

n. 40; 208, n. 61
and procreation 11ff,; 28f; 32
at Athens 11ff.; 28; 32; 43; 201, n. 37
offerings 11; 28; 32
Aphrodite ITavdnpog 5f; 11; 21; 28; ch.
2 passim; 207, n. 53; 210, n.
101; 210, n. 107
and Charites 42ff.
and Peitho 32; 42ff,; 71; 118f.; 123-35;
233,n.12;233,n. 15
and civic harmony 36f.; 38-44; 196
and civic life 28f., 35-41; 44; 195f,;
209, n. 84; 210, n. 107; 213,
n. 143
and common love 32; 34; 210, n. 107
and magistrates 5; 21; 27; 35-44; 205,
n.4;211,n.112
and marriage 28; 35ff.; 196
and the polis 36ff.; 43; 195f.
and politics 5; 11; 21; 28f; 31f.; 35-9;
41-4; 195£,; 209, n. 84
and reproduction 36f.; 43; 47; 49; 57;
217,n. 32
and ritual cleansing 5; 59f.
and sexuality 32; 47
at Athens 5f; 11; 16; 31-8; 42ff.; 59f;
118f.; 205, n. 5; 209, n. 78ff.;
118f; 209, n. 84
in Erythrae 35f.
offerings 28f.; 35-8; 40
on coins 35; 37; 63; 209, n. 80
on Cos 28; 35ff,; 210, n. 107
on the Greek mainland 35
on the Greek islands 35
see also mavdnuLog
Aphrodite Ztpatnyic (Etpateia) 41; 206,
n.29; 213, n. 148
Aphrodite Xvvapyic 41; 213, n. 147; 213,
n. 148
Apollo 1; 38; 47; 63; 142; 150; 168; 173;
190; 218, n. 50; 248, n. 38
and Charites 63
Apollodorus 15; 34f.; 42; 108; 118
Apollonius Rhodius 2f;; 137
Apsu 76
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archaeological evidence 6; 9; 11; 13; 15;
19; 29; 31f.; 52; 62; 113; 140;
178; 201, n. 47
Archaic lyric poetry 4; 46; 49; 105; 110;
138; 141; 143; 145; 153;
162ff.; 173
choral lyric 4; 46; 173-6
dramatization of poet and
performers in 173-6; 185;
187;192; 246, n. 11
representation of individuals in 173-
6; 185ff.
treatment of myth in 173-6; 185;
247,n. 14
monodic lyric 138; 141; 143; 145; 165-
9;172; 176-94
occasion of performance of 177;
179f,; 192
performance on vase painting 176;
193; 248, n. 23; 248, n. 24;
253,n. 127
personal element in 177; 180
playfulness of 188f.
(meta-) sympotic elements in 141;
172; 176; 179; 181ff.; 185;
189; 191; 197
themes of 177; 179f.
Archaic period 4f.; 21; 32-6; 58ff.; 62ff.;
68; 107f.; 113f,; 137; 141f;
150; 163; 178£.; 195
Archilochus 163; 189
archon 39; 211, n. 120; 213, n. 140
Ares 80; 223, n. 4
see also Aphrodite and Ares
Arete 212, n. 131
Argonauts 127
Argos 8; 25f,; 29
Ariadne 32; 61; 189
Aristogeiton 239, n. 20
Aristophanes 4; 139; 142; 155; 158; 165
Aristotle 39
Arrephoria 59; 209, n. 78
Artemis 49; 63; 108; 112; 122; 150; 208,
n. 57
offerings 208, n. 58
Asclepius 63
Assyrians 10
Astraios 167
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astynomoi 16; 39; 59; 134; 211, n. 119
Ate 69; 228, n. 99
Athena 23f; 26; 30f.; 45; 49; 58; 62f.; 80;
120ff,; 196; 209, n. 78; 222,
n. 120
at Lindos (Rhodes) 62ff.
sphere of influence of 80f.
Athenaeus 41; 132-5; 141
Athens 31ff,; 37f,; 44; 105
audience 26; 30; 44; 172f.; 177
aulos 111
Aura 156; 158; 160

B

Baal of Ugarit 158
myth of 158
Babylonian myth 154
Bacchylides 33; 194
banquet 177f.
see also symposium
bathing in myth and cultic ritual 52ff,;
58ff.
beauty 14ff,; 21; 23; 29; 45; 47; 49; 51;
55ff.; 60f.; 64; 69; 172; 174;
186; 204, n. 110
of young men and boys 184-8
beauty contest 17; 30f.
Bellerophon 122; 217, n. 17
Boreas 31; 167; 209, n. 74; 245, n. 152
bouleutai 42
Bronze Age 113

C

Callimachus 108
Callinus 182
Canachus 58; 61
Centaurs 31; 112
Ceos 39
Cephalus 31; 208, n. 72
Chaos 12; 72; 138; 150f.; 153ff.; 157-60;
243, n. 100
Charites 1; 2; 3; 38; 42f.; ch. 4 passim;
67ff.; 71f.; 80; 84f.; ch. 5
passim; 137; 150; 186; 195f.
Xapig 42; 105ff,; 114; 121; 229, n. 2;
229, n. 5; 229, n. 15
Charis (wife of Hephaestus) 114
Képiteg 108; 114£; 230, n. 26

Aphrodite and Eros

among the Olympians 110; 112
and Apollo 63; 108; 110ff.
and Aphrodite 106-9; 111-5; 186
and Dionysos 113; 185
and Eros 105; 107; 114
and Hermes 108; 113
and Himeros 105; 107; 114
and Maenads 112; 114
and Nymphs 106; 108-13; 114f.
and Peitho 106; 108; 114
and beauty 105f.; 108; 110; 186f.
and dance 108; 110-4; 231, n. 47
and poetry 105; 109ff.
as cult goddesses 69; 106-14; 195f.;
224, n. 20
at Orchomenus 107f.; 109ff.; 114;
231, n. 47
at Athens 113; 214, n. 157
genealogy 105; 107
in adornment scenes 53; 55; 58; 106f.;
111f; 114
in civic and political contexts 109;
113; 195f.
in early hexameter poetry 106f.; 109f;
114
in erotic contexts 105f.; 110
in iconography 108f.; 112ff.
individual names 105f.; 108; 110; 113
origins and forerunners 107; 113f.
sphere of influence 109; 111-4
Charitesia 111; 231, n. 47
Charmos 141; 239, n. 18
Chasma
see Chaos
Chest of Cypselus 79; 83
Chronos 155ff.; 160
xpvookopne (“golden-haired”) 167f;
189f; 253, n. 112
see also Eros, attributes
xpvoodang (“gold-shining”) 125ff,; 235,
n. 59;
see also Eros, attributes
Cimon 33; 41
Classical period 4f.; 27; 33; 35; 39; 44;
61f,; 68; 112; 142
Cleisthenes 35; 37
colony 5f.
cults in colonies 5f.
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conservatism in Greek religion 5f.; 58
Corinth 15f; 119; 132-5
cosmic egg 155f,; 159f.
cosmogonic tradition and literature 2; 4;
138; 153-64; 201, n. 47; 242,
n.77; 242, n.79; 242, n. 80
see also Eros
courtship scenes 177; 180; 184; 189; 192;
249, n. 52; 253, n. 125
Crete 14; 178f.; 183
crime 39
Cronus 12; 154
cult
and poetry 39; 45ff.; 177
see also myth and cult
and myth
see under myth and cult
antiquity of 5f.
cult aition
see under aition
cultic bath 5; 58ff.
cult images 1; 53; 57f,; 60ff.; 142; 215,
n. 12; 220, n. 78; 220, n. 99
see also Aphrodite, cult images;
epiphany
cult personifications
see under personifications
cult songs 52; 215, n. 3
see also under individual deities
Cybele 47; 216, n. 18; 216, n. 19
Cycladic islands 108; 113; 230, n. 23
Cypria 46; 55f.; 76
see also Epic Cycle
Cyprus 8ff,; 12£; 15; 20; 218, n. 53
see also Aphrodite, cult places
Cyrene 41; 43; 208, n. 58
Cythera 8ff.; 12£,; 15; 20
see also Aphrodite, cult places

D

Daedalus 61
daipwv 70f.
Damascius 155f.
Danaids 29; 118f.
darkness 156ff.
deception 120ff.
see also Ate
Deimos 43; 79f.; 227, n. 66
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son of Ares 69; 71; 162
deities 1; 21f.; 44; 150; 195f.
and human life 111f; 119; 167; 205, n.
9; 70
and mortals 48ff,; 60; 64; 111f.; 151;
174-6; 186; 217, n. 43; 230,
n. 43
in cult 3; 22; 46; 150
in iconography 3; 22; 67f.
Olympian deities 1; 7; 21ff.; 68; 123;
140; 142; 144; 150; 153; 156;
162; 164; 171
origins of 107; 229, n. 17
representation in myth and literature
3; 21-5; 30; 44ff.; 67; 150;
156; 167; 171; 205, n. 21;
206, n. 24;215,n. 11
sphere of influence and functions of 1;
70f.
Delos 112; 125; 173
Demeter 15; 47; 63; 142; 151; 209, n. 78
Demetrius of Phaleron 37; 40
democracy 5; 31; 37; 42
demos 35-40; 44; 118; 211, n. 112; 211 n.
123; 213, n. 140; 213, n. 143
Demos
and Charites 38; 42; 113
Demosthenes 119
Demosthenes (physician) 183
Derveni Papyrus 43
desire 49ff.; 81; 84f.; 121f.; 144; 217, n. 42
see also Eros, pre-personified
dialect 176f.
didactic poetry 179; 182
Dike 68-71; 79; 119; 137
Diomedes 17; 23ff.
Dione 16ff.; 23f.; 19; 203, n. 90; 204, n.
110
Dionysos 61; 111£.; 142; 168; 189; 209, n.
78; 218, n. 52
Dios Apate (= II. 14,153-353) 29; 46; 51ft.;
72-8; 81-6; 128; 132; 145f,;
217, n. 37
Dioskouroi 107; 218, n. 51
Dodona 17ff.; 24; 203, n. 90; 203, n. 95
doves 8; 15f,; 18f.; 202, n. 76
dove sacrifices 8; 15; 18
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E

Earth 12; 17; 69; 72; 80; 138; 150; 155
see also Gaia
egg .
see cosmic egg
Egypt 107; 200, n. 29
Eileithyai 112
Eirene 119
eisagogeis 41; 213, n. 150
Empedocles 161
encomium 139; 182; 185; 1871.
Entima Elish 76; 154; 244, n. 121
Eos 167; 208, n. 725 250, n. 72
epic 22; 44; 46; 49; 173; 175
and hymns 46; 51-5; 65
Epic Cycle 71; 137; 163; 169
see also Cypria
epigrams 27; 141; 143; 193; 205, n. 4
epigraphical evidence 3; 5f.; 12f; 15; 20ff;
26; 28; 31; 35; 37; 39f.; 43;
60-3; 72; 108; 112ff.; 128;
132; 134; 140ff,; 165; 169;
190; 195f,; 200, n. 13; 202, n.
75; 207, n. 53; 209, n. 84
epinikion 132; 246, n. 11
epiphany 45-8; 51ft.; 55f.; 60ff.; 64; 151;
175; 196; 215, n. 3; 215, n.
17; 217, n. 45; 218, n. 50;
218, n.51;218,n. 52
and cult image 52; 60ff.; 126; 218, n.
52
epistatai 39; 212, n. 128; 212, n. 130
epitaph 125
epithalamion 27; 234, n. 53
epithet 22; 151f.; 167; 174f.; 185; 190f.
Erebos 155; 159
see also darkness
Erechtheion 59
€pya Appoditng 48f.
see also Aphrodite, sphere of influence
€pya yapoto 23; 27f,; 29; 76; 86; 122; 152;
207, n. 42
see also Aphrodite, sphere of influence
Eris 69; 78-81; 223, n. 8; 228, n. 93
Eros (§pwg) chs. 7 and 8 passim
personified 1; 2; 3; 4; 43; ch. 4 passim;
chs. 7 and 8 passim

Aphrodite and Eros

as pre-personified desire and abstract
power 84f.; 138f.; 144f;
151ff,; 188; 191; 196; 240, n.
42; 240, n. 43
Erotes (§pwteg) 177; 181; 188; 192;
194; 234, n. 53; 248, n. 29;
254, n. 131
gpactic 179; 249, n. 52
épwpevog 105; 177; 179; 184
in Ibycus 185-8; 249, n. 52; 253, n.
129
Eros identified with 138; 186-7; 189-
95; 197; 252, n. 98
£pwg, Epwg dapvatat 84; 147; 149;
151f; 162f.
€pwc aipel 146
affects body and mind 84f.; 145ff;
151f.
and Aphrodite 2; 71; 126f.; 137; (in
cult) 140f.; 149f,; 152; 187;
197; 223, n. 8
as an aspect of Aphrodite 83; 85;
140; 148f£.; 153; 162ff.; 169;
171; 188; 191ff.; 195f.
as a companion or attendant of
Aphrodite 126f.; 138f.; 143;
148; 153; 162; 164; 166; 169;
171;
186f.; 189; 191
as son of Aphrodite 2; 137; 165f;
168f.; 171; 190f.; 194f.
as counterpart to Aphrodite 191;
195ff.
see also Aphrodite, and Eros
and Ares 168
and Himeros (fuepog) 71; 82f.; 145f;
148ff,; 152; 223, n. 8; 228, n.
92; 241, n. 58
and Hypnos 83ff.; 145; 147f.; 149
and Peitho 117; 125ff.
and burning 129; 131; 236, n. 87
and cosmic winds 159-64; 166f.
and dedications 43; 141
and frenzy 191
and homoeroticism 3; 105; 141; 172;
186-93; 195
and humans 138
and magistrates 43
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and Thanatos 83ff.; 145; 147f.; 149
and vegetation and reproduction
140f.; 153; 163f,; 167; 238, n.
11
aroused by glances 176; 185ft.; 251, n.
82; 252, n.99
asaboy 191; 193
as a fluid 84f,; 146f,; 151; 191
as a love-god 138; 141; 145; 153;
162ff.; 171; 173; 191; 242, n.
75;242,n.76
as a mediator 83; 167
as a physical need 145; 150
as related to food and drink 145
as related to mourning 145
as a victor, captor, hunter 69; 146; 152;
162f.; 186f.; 224, n. 19; 227,
n.75
asa youth 83; 143; 168; 186-90; 228, n.
92
at play 188-93
attributes 151; 163; 166; 171
arrows 196
gold-shining 126f.; 138; 159ff.; 200,
n. 13
see also xpvoodang
golden hair 167; 189f; 253, n. 112
see also Xpvookopng
(golden) wings 4; 83; 126f.; 138; 159-
63; 167; 189; 192; 196; 248,
n. 29
torch 236, n. 87
complex origins of 82-5; 137f.; 162-9;
172; 193ff.
cults 1; 3; 5; 43; 71; 85; 106; 139-44;
150ff,; 163; 169; 172; 192f,;
195; 197; 242, n. 75; 242, n.
76
antiquity of 142f.
at Athens 181; 193
at Thespiae 6; 109; 138ff.; 142ff;
150; 163
on the North slope of the Acropolis
(with Aphrodite) 140f; 238,
n.6
cult images 142f.
epic features of 82-5; 144-50; 162ff.;
193; 196
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festival of (at Athens) 140
functions of 138; 141; 151; 153; 157f;;
161-4; 166ff.
genealogies of 85; 137; 164-9; 171;
194; 196
hymns to 139f,; 166f.
in Anacreon’s poetry 188-91; 192ff;
197
in Apollonius Rhodius’ Argonautika
193f.
in civic contexts 43
in Hesiod’s Theogony 71; 80; 84f.; 138;
147; 150-66; 169; 186; 196;
243, n. 100
in Ibycus’ poetry 185-9; 192f.; 197
in iconography 71; 83; 181; 189; 192f;
253, n. 121; 253, n. 222; 253,
n. 123; 253, n. 125; 253, n.
129
in inscriptions 140f.; 193
looks of 150f.; 163; 189; 192f.
AvoteAns (“limb-loosening”) 85;
147f; 151£,; 161-4; 241, n.
55;241,n.71
myths of 138f.; 150; 169; 171; 193f.
origins and birth of 137; 150; 164-6;
169; 171-94
see also Eros, genealogies
painful and destructive 49; 50; 129;
121; 147f,; 150; 153; 161f£;;
164; 190; 196; 217, n. 43
unrequited 49; 148; 153; 164; 190
with Olympian traits 150-3; 163f.;
166-9; 171
Eryx 15
Eryximachus 139
Eteocles 109
etymology 12f;; 201, n. 52; 202, n. 74;
217, n. 30
Eumelus 172
Eunomia 42; 68; 119; 214, n. 161
Euripides 4; 139

F

festivals 6; 22; 391.; 46; 48f.; 111; 134; 140;
172f.

foam 13; 56; 166f.; 201, n. 52

fragrance 52f,; 59f.
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funeral 173

G

Gaia 12; 17; 69; 72; 80; 138; 150f.; 153;
159; 165f,; 243, n. 100
ydpog 27f.
see also marriage; wedding
Ganymedes 182ff; 193
garlands 186; 190f.
garments 52-9; 61f; 218, n. 68
peplos 58; 61; 218, n. 68; 220, n. 78;
231, n.54
on cult images 58; 231, n. 54
gender 68
genealogy 1; 43; 48f.; 82; 85; 105; 123ff.
see also under individual deities
geographical literature 6
Gilgamesh 8; 16; 23ff.; 199, n. 2; 216, n. 19
girls 208, n. 57; 209, n. 78
Gorgo 80
graffiti 184; 190; 253, n. 113; 253, n. 114
Greek literature and myths
and Oriental parallels 8; 12; 16f; 19;
23ff.; 471.; 57; 79; 153; 206,
n. 24; 216, n. 19
Greek magical papyri 75
see also PGM
groom 11
gymnasium 141; 179
gynaikonomoi 39f,; 212, n. 128; 212, n.
131

H

Haloa 209, n. 78
Harmodius 239, n. 20
Harmonia 43; 68f,; 111
see also Aphrodite, and Harmonia
Heaven 69; 80; 155; 165f.
see also Uranus
Hebe 43; 67; 111; 125
Hecate 124; 127; 150f.
Hector 25
Helen 27f.; 31; 131; 146; 149; 200, n. 29;
207, n.51; 217, n. 33; 236, n.
86; 240, n. 38
Hellenistic period 2; 5; 16; 27; 35-40; 44;
60f,; 112; 165; 209, n. 84
Hephaestus 114; 168f.; 229, n. 8

Aphrodite and Eros

Hera 17; 19; 23; 291.; 40; 45f.; 51ff.; 73-6;
81-5; 106f.; 130; 132; 146;
149; 196; 201, n. 40; 204,
n. 115
Heracles 32f,; 82; 142; 210, n. 89; 212, n.
131; 247, n. 14
Hermes 84; 120f.; 135; 142; 205, n. 4; 212,
n. 131; 213, n. 144; 214, n.
160; 233, n. 29; 234, n. 31
see also Aphrodite, and Hermes
Herodotus 6; 9f.; 13; 18f,; 107; 119; 132
Hesiod 2; 9f.; 12; 165 29; 21; 23ff.; 31; 46;
48; 671f.; 75; 85; 105f.; 109;
129; 135; 138; 144f.; 200, n.
20; 223, n.5
Theogony 19; 29; 46; 71; 81f.; 117; ch.
7 passim; 172; 196
Workse»Days 46; 71; 106; 120£f.; 135;
137; 144f£,; 150f,; 172; 186
Hestia 49; 107; 122
hetairai 39; 132-5; 180; 237, n. 90
see also Phryne
hierodouloi 132
Himeros (iuepog) 67-75; 78ff,; ch. 4
passim; 105
pre-personified 84f.; 144ff.; 148f.
{uepog aipei 72f.; 76f.; 84; 144ft.; 149f;
225,n. 35
affects body and mind 84f.; 144ff.
as an aspect and companion of
Aphrodite 72-8; 81; 83; 85;
129; 152; 223, n. 8; 227, n.
73
different from €pwg 149f; 225, n. 41
emotional rather than physical 149f.
in iconography 80
see also Eros, and Himeros
Hipparchus 193; 239, n. 20
Hippias 141; 193
Hittite literature 154
Homer 2; 9f.; 16; 21; 23-6; 31; 44; 48; 67f,;
71; 83; 86; 106f.; 109; 129;
135; 144£,; 178f,; 223, n. 5
Iliad 8; 19; 23ff.; 29f.; 43; 48; 77; 82f,;
122ff,; 127f.; 137; 144-8;
150f.; 163£.; 166f.; 169; 172;
177f.; 184
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Odyssey 29f,; 76; 122f.; 137; 144-51;

163f.; 169; 172; 1771.

Homeric Hymns 12; 23; 29£.; 46ff.; 51; 71;
76; 122f.; 137f.; 144f£.; 150;
163f.; 169; 215, n. 2

Homeric Hymn to Demeter 11 47; 50;
202f.; 215, n. 15; 216, n. 20
and n. 21; 217, n. 27

Homeric Hymn to Apollo 111 47; 50; 150;
215, n. 2; 215, n. 15; 216, n.
20; 217, n. 27

Homeric Hymn to Hermes IV 121; 217, n.

38;233,n.29
Homeric Hymn to Aphrodite V 8; ch.3
passim, 29; 140; 144f.
and the Iliad 216, n. 22
commissioners of 48
date of 48; 216, n. 23
Homeric Hymn to Aphrodite V1 53; 56f.;
122; 150
religious elements in 46-9; 51-7; 65
Homeric Hymn to Dioskouroi XXXIII
218, n.51
homoerotic love 176-95; 247, n. 22
in myths 182; 184; 193f.
romanticization of 181f.,; 185-7
see also pederasty
Homonoia 41; 43; 68; 211, n. 112; 213,
n. 146
see also Aphrodite, and Homonoia
Horae 43; 53; 55f.; 58; 67; 111; 120f.; 125;
150; 186; 229, n. 7
Hybristica 26; 206, n. 37
hymns 12; 17; 22; 44f.; 48; 109; 150-3;
164; 173f,;176; 215, n. 2;
215, n. 3;247,n. 15
and epic 46; 51-5; 65
typology of 215, n. 13
Hyperides 143; 240, n. 36; 240 n. 38
Hypermnestra 29; 118
Hypnos (bnvog) 68ff.; 79; 82-5; 106; 123;
137; 151; 161; 186; 196
pre-personified 84f.; 147f.
and Eros 83-5
and Hephaestus 83; 228, n. 86
and Thanatos 83-5
as a fluid 85
child of Nyx 80; 83

281

escort of bodies 83
in iconography 83f.; 161
Avotpehns (“limb-loosening”) 85
winged 83f; 161; 228, n. 100

see also Thanatos

I

Ibycus 138; 169; 173; 176f.; 181f.; 183-94
(erotic) imagery and motifs 4; 84; 123;
129f.; 152; 1624f.; 168; 175f,;
179; 185-94; 236, n. 87; 247,
n. 21; 252, n. 96
incantations 75ff.; 127-32
incense 8; 60; 199, n. 11; 220, n. 93
initiation 178f.
Innana 7f.; 10; 45f,; 57; 199, n. 2; 216,
n. 19
(poetic) invention 4; 67; 75f.; 82ff.; 106;
119f; 141; 164; 168f,; 171;
191; 193; 195; 224, n. 23
Toke 80
Ionia 6; 26f.; 351f.; 183
Ishtar-Astarte 7f.; 13f.; 16ff.; 23ff.; 45f;
57; 60; 75; 196; 199, n. 2; 10;
12; 203, n. 88; 203, n. 90;
206, n. 29; 216, n. 19
Isocrates 119
Isthmian games 180
Iris 84; 124f,; 127; 161; 166ff.; 189
in iconography 167
tyE 127-30; 235, n. 73; 236, n. 74
and Aphrodite’s keoT1og ipdg 128; 130;
132
and incantations 128; 130
and Peitho 128-32
as a means of torture 129
related to sound and voice 129; 235, n.
73; 236, n. 80
see also love magic

J

Jason 79; 127-32; 193
jewellery 47; 51; 53f.; 56; 59; 62ff.
justice 39

see also Dike

K
Kallynteria 58f.; 220, n. 84
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KaAOG inscriptions 184; 249, n. 50; 249, n.
54; 251, n. 74; 253, n. 114;
253,n. 129
Katd T dTpLa 6; 58f.; 220, n. 82
KEOTOG IHAG 29; 53; 68; 72-81; 85; 1225
145; 1471f.; 196
and Athena’s aiyic 80f.
and love magic 72-8; 81
and Nestor’s Cup 72-8; 81
and oriental influence 78f.; 81; 226, n.
57
and the shields of Achilles and
Agamemnon 78f.
appearance of 78-81; 226, n. 58; 226 n.
62
defining Aphrodite’s sphere of
influence 72-6; 85; 122; 132;
196
function of 76f.; 80f.
Ker 78-80
Kition (on Cyprus) 9
KOOUOG, KOoUnols 60-5
see also adornment (scene)
Kratos 68f.
Kumarbi 154
Song of Kumarbi 154; 242, n. 81; 242,
n. 83; 243, n. 102
Kydoimos 78-80

L

Lenaea 61
Linear B 15
literary genre 3; 4; 6; 44; 67; 133f,; 137;
150; 153; 163£,; 172; 180;
205, n. 14
Aovtpodpopog 58
love 2; 24; 34-7; 49; 85; 174-7; 199, n. 2;
205, n. 2; 208, n. 68
and civic concord 36ff.
and the polis 37f.; 40
and war (strife) 43; 81; 148; 208, n. 68
love affair 25; 27-30; 55
love gifts 189; 192
love magic 72-8; 122; 127-30; 174; 236,
n. 87
and epic 72-8
love spells
see love magic

Aphrodite and Eros

Lycurgus 178
lyre 176
Lysippus 239, n. 29

M

Macedonia 37f.
madness 128f,; 191
magical papyri 75f.; 128
see also PGM
magistrates 212, n. 125; 212, n. 128; 213,
n. 140
marriage 24; 27f,; 30; 76; 208, n. 58
see also yapoc; wedding
Medea 79; 127-32; 193
Memnon 83
Menelaus 178; 181; 240, n. 38
Messene 26
metre 176
Minoan-Mycenean world 7; 113
Minyans 109
Middle Bronze Age 9
Mochos 155; 157; 160
morality 39
Muses 71f,; 80; 151
Mycenean
age 9
leaf-figures 13; 202, n. 75
Mylitta (Assyrian love goddess) 201, n. 35
mystery cults 162
myth 1; 4; 21f.
and art 1; 31
and cult 3f; 12; 16f.; 21-30; 44ff; 51;
53f.; 571.; 60; 67f.; 108-12;
114f; 1175 137f,; 171£,; 195;
205, n. 17; 206, n. 24; 215,
n. 11; 230, n. 43; 231, n. 50;
231,n.51
and history 178
and poetic creation 4; 12; 32; 67; 75f.;
82ff.; 106; 138; 140; 171;
174ff.; 186f.; 191; 193f.
and politics 22f; 31f,; 44; 208, n. 70;
209, n. 83
and religion 22; 46; 57f.; 108; 111f;
114f.
and society 22f;; 31; 209, n. 77
and traditional tales 4; 22; 150; 205, n.
13; 209, n. 77
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in Archaic lyric poetry 172-6; 180
mythological tradition 6; 11; 19; 32; 44;
67; 82; 150; 1671.
(poetic) mythologizing and stylization 2;
12; 17; 23ff,; 27; 30; 38; 44;
82; 119f.; 123; 125f.; 134f;
137f,; 140f.; 152f.; 162; 164-
9; 171f.; 186f,; 191; 193-7;
209, n. 83; 110, n. 102
mythology
Greek 4; 195
and Eastern parallels 8; 11; 47f,; 57;
76; 153-64; 216, n. 19
Indoeuropean 7

N

Naucratis 25
Nausicaa 106
Neikos 69
Nemean games 180
Neoplatonic literature 155
Nestor 72; 178
Nestor’s Cup 45; 64; 72-8; 85; 144f.; 149f;
152; 202, n. 75; 223, n. 4
and Aphrodite’s keoTOG g 72-8;
81; 145
and (the date of) the Iliad 72; 77f,;
224, n. 33
and love magic 72f; 76ff.; 128f.; 224,
n. 31
see also CEG 1, 454 (= SEG xiv 604) for
the inscription
Nicander of Kolophon 34
voBoc 28; 207, n. 55
Notus 167
nudity 14ff.

Nymphs 106; 108ff.; 117; 143; 189; 204, n.

1105 230, n. 43
Nyx 79
mother of Hypnos and Thanatos 80;
82f; 155
mother of Eros 159f.

O

oapLotig (6apog) 78; 80; 85; 122f.; 1271f.
Oceanus 70; 74; 76; 117; 166; 242, n. 78
Odysseus 30; 178

oil 52; 54; 59f.
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Old Testament 10
Olynthus 134; 214, n. 157
oracle 36
at Dodona 17ff.
in Libya 18f.
oral tradition 52f.; 73; 75; 77f.; 144; 150;
152; 154; 163f.
QOreithuia 31; 209, n. 74
oriental influence 7; 14f.; 25f.; 79; 154;
199, n. 1; 242, n. 87
Orpheus 155; 160
Orphic cosmogonies and theogonies
138; 153-64; 238, n. 2; 244,
n. 117
motifs 160-3; 165

P

paean 1125 139; 218, n. 50
see also Pindar
palaestra 179
Pan 111
Panathenaea 59
navdnpog 211, n. 113
Pandora 46; 51; 106f.; 114; 120f.; 150;
186;215,n. 9
Paphos (Cyprus)
see Aphrodite, cult places
papyri
see Greek magical papyri
parentage 12; 48
of Aphrodite 19; 24
of Eros 3; 164-9; 171; 194
see also Eros, genealogies of
Paris 27f,; 30; 70; 131; 146f.; 149
Judgement of 27; 45; 55f.; 207, n. 49£.;
227,n.71
Parmenides 161; 165
Paros 35; 108
partheneia 173-6; 186f.
ndpdaoic 80; 85; 122f,; 127ff,; 234, n. 38
Pasithea 84; 229, n. 8
Pausanias 3; 6; 10£; 13; 16f.; 25; 32f.; 58;
60f.; 79; 109; 112f.; 117ff;
140f.; 144
pederasty 178ft.; 183; 190
see also homoerotic love
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Peitho 1; 2; 3; 67ff.; 71; 80; 105; ch. 6
passim; 117-35; 137; 1505
186; 195f.
as pre-personified persuasion and
abstract power 117-23; 127;
132; 134f;232,n. 9
and Aphrodite 117; 120-35; 195f.
and Aphrodite ITavdnpog 118-20
as an aspect of Aphrodite 119f;
122f,; 129; 131f,; 135; 195f.
as Aphrodite’s daughter and
attendant 123-7; 135; 186;
195f,; 234, n. 44
and Apollo 118
and Artemis 118
and Charites 117; 120; 135
and Eros 117; 125ff.
and Hermes 120f,; 234, n. 31
and erotic spells 128-32; 134
and hetairai 132-5
and the {Hyg
see yg
and the whip 129ff.
genealogies of 117; 119; 123ff.; 135
in Archaic poetry 123-35
in cult 117f; 120; 123; 135; 195; 224,
n. 20
at Argos 118; 120
at Athens 118ff.
at Daphni 119
at Olynthus 134; 214, n. 157
at Sicyon 117f,; 120
in early hexameter poetry 117; 120-3;
127;132; 134
in erotic contexts (as a means of
seduction or compulsion)
117; 120-3; 127-32; 134f;;
236, n. 86
in iconography 118; 236, n. 86
in non-erotic (civic, political, forensic
etc.) contexts 117-20; 195f.;
233,n.10;233,n. 12
sphere of influence and functions of
117-25; 127-32
myths of 118ff.; 122f.
Pelasgians 107
Pelops 184
Penelope 147

Aphrodite and Eros

Penia 171; 194
perfume 60f.
performance 46; 135;138;171-7;192;
196; 217, n. 27
Pericles 37; 42; 105; 184
Persephone 63; 209, n. 78
(poetic) persona 172-77
personifications 1;68-71;137; 153; 163;
230, n. 43
and human life 70f.; 82; 119; 167
and Olympian deities 69-79; 83f.;
118f.; 124£.; 140; 151; 162;
195f.
as abstract concepts 70; 1205 166; 223,
n. 1
as abstract concepts and deities 82f;
106; 223, n. 1; 223, n. 4; 224,
n. 23
as daughters, sons or attendants of
Olympian deities 71f.; 123-
7; 135; 162; 165f.; 195£.; 223,
n.9
classification of 69
erotic personifications 2; chs. 4-6
passim; 137; 153; 162ff.; 167;
191; 195f.
gender of 68f.; 132; 224, n. 11; 224, n.
15
in cult 1; 2; 3; 43; 82; 137; 223, n. 1;
223,n.2;223,n.6; 223, n. 9;
224, n. 20
in myth and poetry 68; 163; 223, n. 2;
223,n.5;223,n.6
in political and civic contexts 68f.;
113; 117-20; 223, n. 1
in visual art 68; 78-80; 79; 223, n. 6
war personiﬁcations 78-81;223,n. 8
persuasion
see Peitho
Phaeacians 30
Phaedra 217, n. 42
Phaedrus 165
Phanes 138; 155f.; 158; 160-3; 243, n. 100
Pherecydes of Syrus 154f.; 161; 163
Pherecydes of Athens 33
Philemon 34
Philia 69
Philo of Byblos 155ff.
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Phoenician History 155-9
Philomela 11; 31
GAoTNG 745 78ft.; 855 122; 225, n. 40
child of Nyx 80
Phobos 43; 791.; 81; 227, n. 66
son of Ares 69; 71; 80; 162
Phoenicia 8
Phoenician cosmogonic myth and
tradition 154-63; 166; 243,
n. 99; 243, n. 102
Phoenician language 8
Phoenicians 9f; 13; 18; 20; 153
as founders and mediators of cults of
Aphrodite 9f,; 115; 200, n.
29; 218, n.53
Phoenix 178
Phryne 143f,; 239, n. 29; 239, n. 32; 239,
n. 34; 240, n. 35; 240, n. 36;
240, n. 37; 240, n. 38
Phrynichus 227, n. 77
physical exercise 179f.
Pindar 4; 18f,; 105; 109f.; 119; 123; 127-
35;168; 173; 194; 246, n. 11;

254, n. 131

Piraeus 11

Pisistratids 141; 173; 180f.; 183; 192; 239,
n. 20

Plato 32; 34; 44; 70f.; 111f.; 139; 194
Plynteria 58f.; 220, n. 84
polemarchoi 41
police 39
polis 37£; 113
politics 3; 5; 11; 21; 28f; 31f.; 35ff.
Polycrates of Samos 173; 180-3; 185; 188;
192f.; 197; 250, n. 63; 250,
n. 65
Poros 171; 194
Poseidon 73; 84; 184
Pothos (m600¢) 671f,; 71; 234, n. 44
pre-personified 121; 148; 241, n. 56
cosmogonic 138; 156-63; 243, n. 96;
243, n.98
Potiphar’s wife motif 217, n. 42
Praxiteles143; 239, n. 29
Knidian Aphrodite 143; 239, n. 29
statue of Eros 143; 239, n. 29
prayer 46; 215, n. 3
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Presocratic philosophers 69; 155; 232,
n.9
priesthood 28
Procne 11; 31
Procris 31; 208, n. 72
Prometheia 119
mpooipov 46; 215, n. 2; 215, n. 5
prostitutes 133ff.
prostitution 134
see also temple prostitution
Proteus 200, n. 29
Protogonos 138; 155f.; 158; 160; 163
Pythian games 180

R

remedium amoris 75f.

Rhamnous 113; 211, n. 123f.

Rhodes 13

ritual 1; 22f.; 26; 57f.; 110; 118; 205, n. 17;
206, n. 24; ; 215, n. 11; 220,
n.79; 231, n. 50; 231, n. 51

Rome 2

S

sacrifice 22; 133f.
saltire (ornament worn by the Eastern
love goddess) 78f.
Samos 182f.
see also Polycrates of Samos
Sanchuniathon of Beirut 155f.
Sappho 2; 46; 60; 123-7; 134f.; 165f.; 176;
185f.; 248, n. 23; 248, n. 24
Sarpedon 83; 228, n. 84
Satyrs 111
Scythians 9
seduction 12f,; 21; 29; 46; 48f.; 51; 56f,;
60; 74f.; 81; 1201f.; 127;
134f,; 196
Semitic religion 8
sexuality, sexual pleasure
see Aphrodite, and sexuality
Sicyon 58; 61; 117f.
Sileni 111
skolion 132-5; 181; 237, n. 97
sleep
see Hypnos
Socrates 194
Solon 34; 119; 197; 210, n. 98; 210, n. 101
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Song of Demodocus 25; 27; 291.; 50
see also Od. 8,266-366
Sophocles 139; 184
Sparta 8; 12; 16; 25-8; 178f.; 183
springs 17; 109f,; 112; 114
Stheneboia 122; 217, n. 42
Strabo 6; 132
strategos 39; 212, n. 131
structuralism 2
succession myth 12f;; 154
Sumerian culture 10
symposium 134f.; 138; 143; 172; 177-94
and Homeric 8aic 177f,; 248, n. 31
and homoeroticism 177-82; 184-94;
248, n. 26; 249, n. 50
and literary culture 177; 180; 188f;
194; 197
and wine pourers 178; 181-6; 188;
193; 197; 248, n. 36; 249, n.
39; 250, n. 55
as an aristocratic institution 172f;
1771f.; 194; 248, n. 31
as a place of education 178-80
as a place of poetic performance 172;
176ff.; 180f.; 183-8; 191;
193f,; 197; 248, n. 25
as a place of private entertainment
180; 183
at the courts of the Pisistratids and
Polycrates 173; 180-94; 197
(ball-) games at 189f; 192
historical development of 177-82;
191f.
in Archaic and Classical vase painting
178; 180-2; 185; 192; 248,
n. 24; 248, n. 29; 248, n. 33;
249, n. 50
in the Archaic period 177f.; 180f.; 194;
248, n. 31
in the Classical period 178; 248, n. 31
myths related to 171; 182-4; 193f.
social and political implications and
functions of 177-81; 249, n.
50
roles of boys (naidec) and youths at
172; 177-88
syncretism 113; 118; 120

Aphrodite and Eros

T

tablets 75
Tartarus 12; 154; 159
temple prostitution 132; 134; 237, n. 93
Tereus 31
Teshub 154
Tethys 74; 76; 117; 242, n. 78
Thanatos (dvatoc) 68f; 79; 82-5; 123;
137; 161; 186; 196
pre-personified 84f.
and Eros 83-5
and Hypnos 83-5
child of Nyx 80; 83
escort of bodies 83
in iconography 83; 161
winged 83; 161
Thasos 35; 39ff.; 108; 112; 190; 212, n.
125; 212, n. 128
Thebes (Egypt) 18f.
Thebes (Greece) 179
Belktnplov 74ff.; 78f; 225, n. 42
Themis 69f,; 107; 119
Themistocles 41; 119f.
Theognis 179
Theophrastus 142
Thera 108; 112; 115
Thermon (Aetolia) 108; 112
Theseid 33; 210, n. 89
Theseus 11; 31ff.
and Aphrodite 31-7; 44; 118; 209, n.
82
and Athens 32ff; 37f,; 44; 209, n. 75
and synoecism of the demes 32£f.; 35;
37f.; 44
in art 33; 210, n. 88
myths of 32ff.
Thesmophoria 209, n. 78
thiasoi 112; 231, n. 50; 231, n. 51; 247,
n. 13
Thucydides 105
Tiamat 76
Time (see also Chronos) 157
tradition
investigation and collection of 6
traditional tales 4; 50; 150; 205, n. 13;
206, n. 24
tragedy 4; 31; 49; 138f.; 153; 162ff.
Tyche 119



Index

tyrants 173; 180; 182
fostering culture 173; 180-3
Tyrtaeus 119

U
Uranus 12f.; 154; 159; 165f.

v

vase painting 61; 83; 176f.; 180f.; 184;
192; 218, n. 50; 218, n. 52;
221, n. 104; 248, n. 23; 249,
n. 24; 249, n. 52

violence 127; 129

virgin 58ft.; 64

\

warrior élite 178-80
wedding 11; 27f.; 173
see also yapog; marriage
whip
see Peitho, and the whip
(cosmic) winds 155; 157-63; 244, n. 113
wine 77; 177
see also symposium, and wine pourers
wives 28; 36f.; 40; 212, n. 134
women 11; 25f,; 27f.; 391f.; 58f; 61; 64; 68;
105f,; 110; 121; 206, n. 37;
209,n.78;212,n. 134
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worship 22;
worshippers 35-41; 46f.; 57f; 111f,;
114; 133
wryneck 128f.
see also Wyg

X

Xenophon of Athens 41; 142
Xenophon of Corinth 132f.
xoanon 61; 221, n. 100
of Aphrodite 8; 10; 14; 25; 28f; 61f;
207,n.51
see also Aphrodite, (cult) images

Y
youths 138; 172; 177

Z

Zephyrus 56; 166ff.; 189

Zeus 12; 17; 23-30; 43; 491f.; 70; 73-6; 82-
5;105; 107; 110; 1205 127;
130; 132; 146f,; 149-52; 154;
162; 166; 171; 182£,; 187;

203, n. 90; 204, n. 115; 211, n. 123;
217,n.28; 218, n. 50
Zeus Naios 17; 203, n. 98
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