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Thesis Summary
This thesis examines the associations between females and landscape in ancient Greek evidence
from the Archaic to Hellenistic periods. Drawing on select linguistic evidence, it demonstrates
that ancient Greek poets and authors use landscape and its features in numerous ways in relation
to females. These include their bodies and physical appearances; culturally prescribed female
experiences including maidenhood, womanhood and motherhood; female sexuality and
sensuality; the manifestation or expression of female power, ability and persona; and female
participation in society such as in ritual and religion, marriage as an institution and physical

labour in cultivated landscapes.
The investigation reveals women who negotiate their roles in social norms, expectations and

relationships with others, whilst challenging the assignment of the female to passivity, silence

and seclusion.
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Chapter One

Finding the Female in Ancient Greek Landscapes: Introduction,

Scholarship and Methods

Introduction
The connection between landscape and person is a well-attested relationship, both in ancient and
contemporary histories. Landscapes such as gardens, groves and fields cultivate a person, as
much as a person cultivates the space. What can a study of select ancient landscape terms reveal
about the hidden lives, experiences and agency of females in Archaic, Classical and Hellenistic
Greece? To answer this question, I investigate the associations, representations and connections
between females (mapBévoc, vouen, yovr, 0ed/0edg) and landscape in ancient Greece. The
landscape words selected for this study are xfimog (garden), Aeywmv (meadow), dAcog (grove),
aypog (field, plot of land), apovpa (fertile field, grassy, flowering area), voudg (pasture),
Opyartog (orchard), YAn (forest, woods) and dAwr| (orchard and/or vineyard). My investigation is
concerned with the ways in which ancient poets use areas of Greek landscape to describe
experiences and representations associated with female beings’ lives—including girlhood,
maidenhood, womanhood, motherhood, and the transitional stages in between—as well as
emotions and bodies. These concerns are topical, in terms of feminist research. They direct
scholarly attention to constructions of the female gender, body and experience through imagery
and symbolism associated with places from which some scholars argue women are historically
and physically removed—Ilandscape and the ‘outdoors’. It is an interesting paradox, and one that
reveals a complex web of ideas, poetic creativity and fragmented reality that surround females in
ancient Greek studies. Through my analysis, I show that females are not secluded, passive or

disempowered.

Scholarship and Scope
Gardens are topical in current research. From 2015 to 2018 alone, several scholarly contributions
concerning ancient gardens and associated landscapes were released. These works considered
gardens from myriad perspectives including those of archaeologists examining practices and
material remains of cultivated spaces, scholars tracing the historical developments and changes
of gardens in ancient Greece, Rome and beyond, as well as investigations concerned with the

imaginary and philosophical features of garden landscapes.! Less prolific are the investigations

! Hilditch’s PhD thesis entitled Kepos: Garden Spaces in Ancient Greece: Imagination and Reality, 2015; the
publication of a paper-back edition of A Cultural History of Gardens in Antiquity, under the editorship of Gleason,
1



of female associations with landscape. Nevertheless, several scholars and their work on women
and landscape need recognition. In his study of the ancient Greek country estate and its
surrounding environment, Bowe states that ancient Greek textual evidence highlights the
multifunctional use of land. He shows that ancient estates have purposes that are complementary:
spaces for productivity and for enjoyment and leisure; wild forests for hunting, meadows and
fields for livestock, as well as tended orchards and fields.> However, Bowe’s overly-simplistic
statement about depictions of females in harvest scenes as pertaining to ‘leisure’ diminishes the
significance of these pottery scenes and the ideologies they represent. Complementary to Bowe’s
assessment of ancient estates being multifunctional, the study of female associations with
landscape reveals multiple scholarly approaches. The approaches are: summaries of the extant
evidence to determine roles and responsibilities of females in landscape; landscape and
associated imagery as representative of female bodies, personas, experiences and sexuality; and

the iconography of females and landscape.

In the combined research areas of females and landscape, a scholar of special note is Scheidel,
who presents a wide-ranging survey of women in rural Greece and Rome and includes a variety
of texts including Biblical, Archaic, Classical, Hellenistic and Roman, under the umbrella term
‘Graeco-Roman’. Focusing on textual evidence predominantly,® Scheidel’s method of analysis
identifies texts that concern rural women, with the aim of interpreting “the comments and
silences of the ancient sources” about the women who live outside the urban centre.* He finds
that women’s work falls under field labour and livestock shepherding.® Although Scheidel
consults a wide-range of evidence in his study, a re-examination of ancient Greek sources shows
that there is still much to explore within the scattered evidence of women’s associations with

field landscapes in text, particularly from a poetic perspective.

2016; Farrar’s Gardens and Gardeners of the Ancient World, 2016; Gardens of the Roman Empire, from expert
garden archaeologists Jashemski, Gleason and others (late 2017); the March/April edition of Archaeology Magazine
features an article entitled ‘The Archaeology of Gardens’ from various contributors, Brown, Kim, Urbanus, Lobell
and Weiss, 2018. For garden archaeology studies, see: Jacques 2012, 3-10, who provides a useful summary of the
scholarship. For the history of gardens, see: Leach 1982, 1-16; Conan 1999; van der Veen 2005, 157-163. Jones
2005, 164-176, provides a scientific background for the study of garden and cultivation; Bowe 2010, 208-223
summarises the changes of gardens over Greek periods; Hunt 1970, 3-17 investigates the ‘metaphysics’ of water and
political and philosophical explorations through garden landscapes; Shaw 1993, 661-685, for an enlightening
investigation of Aegean gardens, notably Thera; Boyd and Jameson 1981, 327-342 for their analysis and discussion
of land division of ancient Greece in both rural and urban settings. This list is not exhaustive, as the study of
gardens, both historical and archaeological, is wide-ranging and extensive.

2 Bowe 2015, 268-70.

3 Scheidel has a section dedicated to Literature and Art in Scheidel 1996, 5-8.

4 Scheidel 1995, 203.

> Scheidel 1995, 202-217, Scheidel 1996, 1-10. The two papers, published a year apart, are a two-part investigation
of rural women in ancient Greece and Rome.
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Larson and her research concerning nymphs and their associated landscapes is influential.
Through her detailed analysis of ancient literature, epigraphical and material evidence, Larson
communicates the complexity of nymph identities, and convincingly argues for their importance
in the study of ancient Greek mythology and associated belief systems.® Larson’s research is
applicable to Chapter Four, as she notes that Calypso and her island home are an exemplar of a

“Garden of the Nymphs.”” Larson writes,

To the Greeks, a “garden of the nymphs” was a space intermediate
between the untamed wild and the carefully tended field of grain or
pruned orchard. The garden might exhibit signs of planned
improvement, such as a built fountain, but it was ideally a natural spot
that already serendipitously possessed everything needed to appeal to
human tastes and comforts... ®

Through the analysis of key features of landscape, Larson’s argument supports the denotation of
Calypso’s surrounding landscape as a kfjmoc, though the text does not use this word explicitly. In
so doing, I find that Larson problematises the classification and denotation of xfimog, which

offers a denotation that reflects the complexity of meaning in the Greek word.

The clarity with which Larson denotes a ‘Garden of the Nymphs’ is advantageous, because the
studies of human-influenced spaces and their denotations, including kfjmoc, dypog, dAwn and
Opyartog, provide complementary and conflicting ideas. For example, Jones argues that the
definition of a garden is “variously based on the scale of cultivation, the methods employed or
the crops grown.” In this definition, garden crops (other than ornamental plants and trees)

usually include vegetables, fruit, root crops and herbs:

...crops that are cultivated in gardens today or in historical periods...
Gardens in this sense of the word make their first definite appearance in
Britain during the Roman period...°

Spaces designated as gardens and areas of productivity that form part of the kfjmocg, like orchard
and vineyard (dAon, Opyatoc), exist prior to the Roman period in Greek evidence, and can
include plants not intended to be consumed but still serve a function (see Chapter Four). For

Miller and Gleason, gardens and fields are “defined by two fundamental characteristics: they are

¢ Larson 2001, esp. 8-9, 20-21, 28-29, 101-111.
7 Larson 2007, 56-70.

8 Larson 2007, 58.

? Jones 2005, 165.



bounded and they are cultivated.”!® Osborne states that ancient Greek gardens were not
agricultural,!" though denotations of the words agricultural and space are contentiously reliant
on modern differentiation between practice and land use. Carroll-Spillecke provides a static view
of the nature of kfimoc, when she writes, “As a rule, the kepos was planted with fruit trees”,
forming part of a person’s expansive farm or estate.!? In their apparent contradictions, I find that
these scholars reveal or emphasise different facets of the same word. In their areas of similarity,
these scholars reveal a feature common to each denotation—a garden is the direct result of

“human intention and deliberate manipulation of the organic and inorganic world.”'3

The study of ‘women’ is a fraught subject area, according to Katz, though it proves to be an area
that generates much scholarly interest. The pitfalls of the category and word ‘woman’ include
the collective nature of the word that does not communicate the fluidity of an individual, or how
a particular historical, social, political and/or individual perspective characterises the individual
and group. The collective ‘woman’ does not challenge the designation of female beings into a
single category.'* The most relevant message that Katz highlights for current purposes is that the
identification of females in ancient evidence needs to be careful and considered, with clear
denotations of the use of Greek words for female beings. Katz’s argument serves as a poignant
reminder because females and their experiences as presented in the evidence are all constructions
of (predominantly male) Greek poets, artists and voices, though females are also co-creators and

viewers of this evidence.!’

In a collection of essays edited under Cohen entitled The Distaff Side. Representing the Female
in Homer’s Odyssey, expert voices in the study of women in literature, classics, art history,
feminism and history approach the females of the Odyssey. One of the essays is Graham’s
introductory chapter. He writes, “[i]f we include the goddesses and semidivine women, the
Odyssey presents a great panorama of womanhood.”!® Graham’s chapter provides a firm base on
which to approach the characterisations of female beings, a task that can be difficult due to
complications of historicity, determining a reflection or aspect of ‘real women’, and so on.

Graham argues for the treatment of the epic poem as an historical piece of evidence composed

10 Miller and Gleason 1994, 2.

' Osborne 1992, 377.

12 Carroll-Spillecke 1992, 84. See Chapter Two and the contemporary denotation of ‘garden’ for a discussion of the
problematic application of ‘farm’ to ancient kfjmot.

13 Hunt 1999, 75.

14 Katz 2000, 511, citing Riley 1988, 2.

15 So Deacy 2013, 403 and Lewis 2002, 88-90 assert.

16 Graham 1995, 3.



by one poet, basing his analysis on a comparative method undertaken by Janko. Janko found that
the small linguistic differences between the Theogony and Works and Days correspond to
changes expected over the time of a person’s life, and thus confidently attributes them to the
same author (Hesiod). Building upon Janko’s analysis and approach to Hesiodic material,
Graham argues that similar methods and techniques in the study of Homeric compositions assist
in the hypothesis of a single authorship and the dating of the /liad and Odyssey to one person’s
lifetime. Graham finds that the differences between the /liad and the Odyssey are likewise no
greater than those between the Theogony and Works and Days.'” Graham’s hypothesis for the
authorship of the Odyssey and Iliad provides historians with a reasonable basis for examining the

ideals and representations of women in the eighth to seventh centuries of Archaic Greece.'®

Schein’s investigation of divine female representations highlights the topical studies of
goddesses such as Circe and Calypso. Schein notes that poets describe these characters with
physical appearances that “are grounded in the effects they have on other characters or on
themselves.”!® As an example, Schein argues that Circe’s character is reflected in her association
with Scylla, which implies she is a man-eater, a dreaded goddess, and, therefore, monstrous.?’
Though I challenge Schein’s interpretation of Circe’s character, his point shows that Circe’s
appearance reflects her powers and abilities, which have the capacity to influence and
manipulate those around her in a notable way. Roessel and Hill’s assessments over-simplify
Circe as a “witch in the woods”,?! and an “evil enchantress.”?? Coulter’s analysis finds that Circe
is both “cruel witch of the fairytale” for her powers of transformation and “potions” and a “fairy
lady” for her beauty, charm and love for the hero, Odysseus.?* Whilst the poets and the main
characters through which one meets these characters are male, there is an over-emphasis of the
androcentric judgement and perception of these female characters. The scholarly interpretation
of Circe as a “witch in the woods” and a destructive female, which these scholars choose to
replicate,”* continues to conceal and downplay other aspects of her character. Unlike the
interpretations of Schein, Roessel and Hill, Coulter’s appraisal of Circe recognises that the

goddess is a more complex characterisation than simply an unfavourable, monstrous character.

17 See Janko 1982, cited in Graham 1995, 6.

18 Graham 1995, 6.

19 Schein 1995, 17.

20 Schein 1995, 17.

2l Roessel 1989, 34 citing Page 1973, 56-65.

22 Hill 1941, 1109.

23 Coulter 1925, 48.

24 Schein 1995, 19 and 21 refers to Circe as a powerful, “dangerous, non-human female”, which also removes
aspects of her humanised qualities.
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However, she fails to note that Circe’s “potions” are used to both detrimental and beneficial
effect. One of the consequences of these interpretations is that they fail to recognise the double
standard with which scholars and the evidence treat male and female divine activity. In the
analysis, I note that in some cases divine male harm towards females is unquestioned or
unrecognised, whereas divine female harm, especially against males, is emphasised and
unreasonably criticised. The labels witch, enchantress and ‘fairy lady’ perpetuate derogatory,
harmful feminised language and stereotypes, and inhibit a more comprehensive reading of
female characterisations in ancient texts. Whilst the double standard may not be surprising in the
ancient evidence, considering the patriarchal culture in which the poets compose, it is concerning

that scholars, possibly unconsciously, perpetuate this inequity.

Brilliant, in contrast, acknowledges Circe’s role as both magician with powers of transhumance
and protector of Odysseus. In his reading of the Odyssey, Brilliant considers her behaviour
towards the companions as similar to Penelope’s and the unwelcome suitors: “Singers and
weavers both, Circe and Penelope ensnared men, distracting them by their beauty; they
unmanned these intrusive males, the Companions and the Suitors, rendering them helpless by the
exercise of their feminine arts, at least until the advent of Odysseus.”?® Brilliant’s interpretation
is an improvement on Schein, Hill and Roessel’s because he considers Circe from a more neutral
perspective. He uses humour to challenge the negative-focused view of Circe with reference to a
later, sixth century B.C. epic poem, the Telegony. In this poem, the son of Circe and Odysseus,
Telegonos, unknowingly kills his father and takes Penelope and Telemachus back to Circe’s
island. There, Circe and Telemachus marry, as do Telegonos and Penelope. In his humorous
reading of the relationships in the Odyssey and Telegony and in opposition to the criticisms of
Circe, Brilliant states that it is certainly simpler to see Circe as “sometimes witch and contender
for Odysseus’ affections” rather than “to think of her as simultaneously Penelope’s daughter-in-
law and mother-in-law, a combination much more to be dreaded.”?® My interpretation of Circe
has commonality with Brilliant’s because I show that a closer reading must acknowledge her

favourable qualities in addition to her other, dangerous abilities.

A potentially damaging practice in some scholarship is the exploitation of female

characterisations to evidence Greek development from ‘primitive’ cave-dwellers to socialised,

%5 Brilliant 1995, 171. See also Bertolin 2008, 95-96, citing de Jong 2001, 258-259.

26 Brilliant 1995, 172-73. Brilliant recounts the story of the Telegony by Eugammon of Cyrene. As a summary, the
story goes: Telegonos, the son of Circe and Odysseus, goes to Ithaca, accidentally kills his father, brings Penelope
and Telemachus back to Circe’s island, where Telemachus marries Circe and Telegonos marries Penelope.
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civilised polis-members. Scholars, including Giesecke, Haller and Carroll-Spillecke, use Calyspo
and her landscape as evidence to support a ‘human evolutionary perspective’. Giesecke argues
that “the cave [and woman] is the natural womb out of which man set forth to conquer the
world.” She claims that women and nature are forces of menace that need to be made “impotent”
and are at a less evolved point in civilisation.?” Haller expresses a similar sentiment, arguing that
Odysseus’ journey from Calypso’s cave “replicates societal evolution from the primitive cave-
dweller to the apex of human culture.”?® Calypso and Circe are viewed as “sexual holds” from
which to escape, and goddesses who keep the hero in “the darkness of time wasted.” 1 contest
the damaging over-simplification of female characterisations because such practices do an

injustice to these characters and the sophisticated narratives that poets create.

Chaniotis’ interrogation of material evidence from sanctuaries shows that emotions and
emotional manipulation are powerful methods of persuasion in Greek dedications to goddesses.*°
Encouraged by his reading, I show that a consideration of emotions and emotional manipulation
is applicable to the study of female associations with landscape and the perceptions other have of
goddesses and their natural surroundings. In particular, Circe’s emotional manipulation impacts
upon the relationship between goddess and mortal(s) and the latter's perception of the goddess
and her landscape. As the relationship changes, so does a character’s perception of the
surroundings. The perception of landscape, such as a cave in a meadow and woods, is also
conceptualised differently depending on the purpose of the area and relationship between the
landscape, its features and its inhabitants.>' I demonstrate that poets describe these features and
inhabitants in different ways that transform the interpretation of area and female, and show that

characters’ personas are not necessarily static.

Female sexuality is a fundamental theme in the study of vegetation and landscape. In the selected
poetic evidence from Archaic to Hellenistic Greece, scholars identify a “recurrent erotic
pattern”,>? in which landscapes (for example, kfimor gardens, Aeyudveg meadows, dypot fields)

feature in the construction and exploration of female sexuality. Products of landscape, such as

27 Giesecke 2007 (a), 17-19, 36, 75, citing Carroll-Spillecke 1989, 82; Giesecke 2007 (b), 201 “Meanwhile, the
goddess [Calypso] herself lives in a cave, here clearly represented as the womb of the Earth located at the “navel of
the sea” (1.50) From this cave Odysseus issues forth alone, naked, adrift in the briny sea to be born anew in the
nurturing hands of the Phaiakians.”

28 Haller 2007, 162.

29 Brilliant 1995, 170-71.

30 Chaniotis 2009, 51-68.

31 Larson 2007, 58 notes that a Garden of the Nymphs has everything required to appeal to human tastes and
comforts.

32 Heirman 2012, 2.



flowers and fruit, are transformed into erotic and sexualised symbols that are associated with
females.?* Scholars whose research has been instrumental in this research area include Deacy,
Heirman, du Bois, Bremer, Johnson, Wilson and others.?* These studies of female sexuality have
major themes in common such as their considerations of the male-female, subject-object, active-
passive dichotomies, which are embedded within the words one uses. As Rabinowitz shows,

3

‘sex’ and ‘sexuality’ are embedded with phallocentric definitions and their unquestioned
application in heterosexual and same-sex relationships.?® In some scholarly interpretations, such
as that produced under structuralist or second-wave feminist readings, the assumed dynamic in
sexual relationships is the subject-object, dominant-passive, to which females are frequently
viewed as objects and passive participants.’® The assignment of women to the passive/object
binary in contemporary interpretations of ancient Greek evidence reveals that phallo-centricity is
still present because the focus is directed towards the male participant and his desires. An

essential purpose of the current study is to disrupt these dynamics within scholarly approaches,

particularly in the assignment of females to passivity only.

Winkler, a notable scholar of ancient Greek gender and sexuality, sets forth the bases for two of
my research considerations: his interpretation of the relationship dynamic between goddess and
mortal male; and his reading of the roles and symbolism behind women and men’s roles in the
female festivals of the Adonia and Thesmophoria, which have wider-reaching implications for
the current the study of the female in ancient Greek evidence. Firstly, Winkler raises the point
that in the mythic examples of male mortal lovers carried off by goddesses, the latter keeps and
cares for the male, though he becomes a ‘detumescent’ and dormant person in her house or “in
that part of nature which is her territory—a mountain cave or garden”.’” Though his
interpretation, and that of structuralist, feminist scholar, Stehle,*® explains well the myth versions
concerning Dawn (Eos) and her mortal lovers, encapsulates the relationship between goddess
and male in these explicit instances and notes the setting of a goddess’ territory, their
interpretations are not entirely appropriate in my reading of another goddess-mortal male

relationship, the one shared between Calypso and Odysseus. It is interesting that Winkler

3 Dopp 1995, 341-45; Wilson 1996, 80, 96-99; du Bois 1995, 48-54; Johnson 2007, 50-51; Deacy 2013, 395-413.
34 du Bois 1995, esp. 43, 48-54; Heirman 2012, 2-7; Bremer 1975, 268-80.

35 Rabinowitz 2002, 2.

36 So Henderson 1975, 45 argues in his analysis of female genitals as represented in agricultural metaphors. du Bois
1988, 34, 45-49 would agree, as she views the female body as a passive vessel into which the male pours and stores
his seed.

37 Winkler 1990, 204.

38 Like Winkler, Stehle 1996, 195-96 notes also that the young male’s impotence is part of the myth pattern, in
which the relationships between Aphrodite and Adonis, Aphrodite and Phaon, and Dawn (Eos) and Tithonos belong.
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considers the two are incompatible because, elsewhere, Winkler finds that Homer uses other
female characters—to which Calypso is comparable—to pay “tribute to the usually concealed
but powerful operations of a Greek wife in maintaining an estate jointly with her husband”.?* My
approach to Calypso’s dual identity as both nymph and goddess, which is reflected in her
landscape, pertains to Winkler’s perception of a wife and husband’ joint management of their

household.

Secondly, Winkler’s interpretation of men and women’s attributive roles in the Adonia and
Thesmophoria festivals is revolutionary for the ways scholars approach the evidence of female
experience and participation in religion and society. He identifies men in the characterisation and
role of Adonis, a young male who represents men’s comparatively short involvement in
ploughing fields and sowing seeds, which can also be metaphors for human sexual reproduction.
Winkler argues that rather than men performing the more labour-intensive and socially
significant role, “it is Mother Earth who does the eight months’ labour” of germinating and
growing the seeds, “as it is human mothers who carry the long burden of human generation”.*0
Winkler shows that men are attributed the “marginal or subordinate role in both agriculture (vis-
a-vis the earth) and human generation (vis-a-vis wives and mothers)”. His argument contravenes

a ‘masculinist’ reading like Detienne’s,*!

in which women contribute to their own patriarchal
oppression.*? Detienne argues that the purpose of such women’s festivals is to either express “the
excellence of male farmers” in the Thesmophoria or “the tawdriness of pleasure-bent females™ at
the Adonia whereby their ‘wantonness’ puts at risk the entire social system.** As Winkler
phrases it, “to interpret ancient female rites of fertility in terms of good male agriculture as
opposed to bad female sexiness is surely a patriarchal appropriation”,** one that completely
ignores the roles of women in creating meaning and importance of the rites for themselves.
However, Winkler concedes that even his own analysis may “still be overly preoccupied with
phallic issues of interest to men” because his investigation focuses on men, though they have
been relocated to the periphery. His relocation of ancient men to an outer position creates space

and invites to the discursive floor a re-focusing on women, the female gender and their

experiences, into which my investigation of females through landscape terms and imagery fits.

3 Winkler 1990, 12, 73.
40 Winkler 1990, 205.
4 Winkler 1990, 199; Stehle 1996, 200-202 is also critical of Detienne’s focus only on how male observers might
have perceived the festival, without consideration of significance for the female participants.
42 Detienne 1977, 89, 116, 118. Stehle 1996, 200 observes that the “courtesans, on this [Detienne’s] interpretation,
would be enacting their own marginality”.
43 Detienne 1977, 66, 90, 107 (table: the sowing of seeds, from Sirius to Demeter), 119, 22.
# Winkler 1990, 199.
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Stehle’s reading of the Odyssey and other archaic Greek myths presents two potential outcomes
to the asymmetrical relationship between goddess and mortal male for the latter: “eternal
subordination and passivity (absence of desire)”’; or temporary desire “but also aging and
confinement as its necessary correlate”.*> Due to Stehle’s structuralist approach towards
male/female-mortal/immortal couplings, she argues that the males are presented with only two
choices. They can accept of the relationship to the detriment of his masculinity; or reject the
relationship. The latter choice, though also potentially dangerous, in her reading of the text re-
establishes or reaffirms the socially preferred hierarchy of male dominance and female
subordination.*® Contra to Winkler and Stehle’s interpretation of Calypso and Odysseus’
coupling, my argument provides a third potential outcome following the acceptance of
relationship and immortality with a goddess. My analysis, which confronts current scholarship,
shows that Calypso and Odysseus’ relationship is intended to be mutually beneficial and the
goddess’ behaviour is motivated by a genuine affection and love for Odysseus. Their
relationship, if he were to accept it, could instead exhibit a sharing of authority, as modelled by

another Homeric couple, Arete and Alcinoos.

Other relevant feminist research includes the study of Sapphic fragments because of the
convergence of female beings, sexuality, experience and landscape. However, some scholars’
approaches towards Sappho’s poetry and their interpretation of female experience requires
refutation. For example, Wilson, in her contribution Sappho’s Sweetbitter Songs, views the apple
as an erotic, passive object only,*” to which brides and maidens are likened. The impact of

Wilson’s statement is to undervalue the “traces of resistance”*® of female agency and choice.*’

Studies from du Bois, Deacy and Lewis are valuable because they assist in the identification of
females who quietly challenge the male-centred system. du Bois’ study lends support to my
contestation of Wilson’s interpretation of perceived passivity (above) because she identifies
female agency within the same Sapphic fragment.’® Likewise, Deacy’s study on “Virginal
Subjectivity” and agency is pertinent because it challenges the assignment of female to object

and victim only. Her study encourages scholars to consider carefully and from different

43 Stehle 1996, 209.

46 Stehle 1996, 196-97, 203-204, 209.

47 Wilson 1994, 96.

48 Katz 2000, 514 borrows this phrase from Bar On 1994, xv, in which instances of female action and agency are
detected in the ancient texts.

4 Deacy 2013, 395-413, and her analysis of “Virginal Subjectivity” in meadow scenes.

30 du Bois 1995, 42-43. See also Johnson 2007,114-15.
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perspectives ancient Greek female experiences in metaphorical meadow scenes, because
alongside victimisation, there is evidence of female agency and positive experience. I apply
Deacy’s approach to select evidence including Sappho’s apple-girl in fragment 105a and Ibycus’
Garden of Maidens. In terms of iconography, Lewis’ The Athenian Woman is instrumental,’!
particularly for my approach towards the symbolism attached to fruit in Archaic poetry and its
re-invention and re-use in artistic evidence of the Classical period. My interpretive contention
builds upon such scholarship because I argue that ancient females are empowered and challenge
male partners, whilst working within a patriarchal system that favours males. Put another way,

females find ways to negotiate and thrive within a patriarchal structure.>?

The representations of females in and through landscape feature female relationships with others:
other women, men, children, families, strangers and communities. Though most of the women in
this thesis are imaginary, except for Menophila (though even her true identity remains hidden
since funerary evidence presents a public-facing, idealised image), poets use female characters to
explore identities that Greek society assumed or expected of women. “Women were brought

» 53 physical or metaphoric

together with other women on many occasions and in many settings
settings include the kfjmog, Aewudv, GAcoc and dAwn, and in religious and social settings, such as
ritual and festival. In some cases, the gathering together of women for group experiences speaks
to their roles associated with death, birth, ritual and myth, all of which are significant, because of

the impact at individual, group and communal levels.>*

Scholarship has considered women as mothers and carers in the ancient Greek world. Demand’s
extensive monograph, Birth, Death and Motherhood in Classical Greece and Hackworth
Petersen’s and Salzman-Mitchell’s volume Mothering and Motherhood in Ancient Greece and
Rome are specialist studies of women, motherhood and the associated experiences and roles.
Demand’s argument, in some instances, paints an overly grim picture of mothers, such as the
malnourished state in which many ancient mothers lived, and the view of girls as never fully
accepted members in their natal families. However, her study highlights the tensions of
transitional stages for females. She also notes the more positive relationships between other

women that are enabled through motherhood and mothering (with her exclusion of the daughter

31 Lewis 2002, esp. 84-90.
52 du Bois 1988, 29 would call this instance of Acrotime as one of the ways in which “subversion [is] caught up
again in the logic of domination.” As a result, du Bois would argue that Acrotime, and the current thesis by
extension, is “accepting their own castration” (p.17).
33 Rabinowitz 2002, 2.
34 Dillon 2004, 69-70; Goff 2004, 39; Dietrich 1961, 37; Demand 1994, 11, 55, 103; Robertson 1993, 238;
Hornblower 2015, 95, 330-31; Parker 2005, 184.
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in-law and mother in-law relationship).>> By contrast, Petersen and Salzman-Mitchell’s
collection presents a more positive view of women’s lives, such as Taraskiewicz’s contribution
that investigates the use of ritual to ease the anxieties of transitional life-stages and to welcome
women into their roles as mothers and members of their husbands’ families.’® Demand and
Taraskiewicz highlight that ancient texts construct motherhood and child-rearing as central
experiences in women’s lives.”” Whether women are as inclined towards motherhood as poetry
describes, the sources do not explicitly say.’® However, these examinations still do not fully
represent the value that female parenting has in ancient society. Whilst fatherhood was highly
valued, I investigate the important role and value of motherhood and a woman’s relationship to
her child as identified through ‘vegetal’, landscape simile and imagery.’° Aside from a woman’s
reproductive capabilities, there is evidence to suggest that women held profoundly important
positions as mothers in Greek families and society, which furthers the interests of Demand and

Taraskiewicz.

Methodology and Methods
The sections below outline the approaches and methods that are fundamental to my study of
females and ancient Greek landscape terms. The selected frameworks and methods aid in
identifying, analysing and interpreting ancient perceptions of gender, personas and the roles and
attributes of females in Greek societies of the Archaic, Classical and Hellenistic periods.
Utilising the tools that scholars offer from certain theoretical backgrounds, my interpretations
reveal that female identities and experiences are complex and multifaceted. 1 identify an
undercurrent of women’s agency and empowerment within the remnants of an ancient
patriarchal culture, and offer findings that challenge modern interpretations of female

experiences, roles and bodies in ancient Greece.

Conceptual Framework

Second and third wave feminism: female visibility, recognition and agency

In the work of notable second-wave feminist scholar, Pomeroy, ancient Greek females are
understood as oppressed by men in all areas of their lives.%° Particular ancient patriarchal voices

may inform this view, such as Aristotle’s belief that the male is by nature superior to the inferior

35 Demand 1994, 2-4, 8, 18.
36 Taraskiewicz 2012, 43-70.
7 Demand 1994, 2-4 and 7-8; Petersen and Salzman-Mitchell 2012, 1-22.
38 Cf. Sappho loved her daughter and says she would not exchange her for anything (Sapph.132). However, Sappho
does not reveal whether motherhood was a high priority for her personally.
59 Other works consulted on the topic of motherhood and goddesses are Slatkin 1896, 1-24; Lynn-George 1996, 1-
26; Pratt 2007, 25-40; Kitts 2000, 103-124.
0 Pomeroy 1975, 57.
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female, which means that the male should rule over the female who lives in subjugation.’! In
such second-wave feminist scholarship, female agency is sparingly addressed, if noted, and these
ancient opinions are rarely questioned. My study contributes to second-wave feminism as it aims
to gauge a clearer picture of females’ lived experiences in ancient Greece. However, the project
aligns more readily with third-wave feminist research because it assumes the existence of
females and their experiences and seeks to expand current knowledge of real, idealised and
imaginary females in ancient Greece. I explore the themes of female agency, recognition and
visibility that are notable in third-wave feminist research by Deacy, Lewis, Fowler, Dillon and
Winkler. My third-wave feminist appraisal seeks to disrupt scholarly consensus and interrogate
the evidence for findings that may appear contradictory: female desire alongside victimisation;®?
female agency within a patriarchal social and cultural structure that others have interpreted as
oppressive; the highly valued roles of female parenting and motherhood within a society that
emphasises the role and value of fathers and male parenting; and a gendering of space that

reflects female authority in which historians may see only male leadership and management.

Building upon previous research of the scholars noted above, I demonstrate the following:
females are active in landscape; they are not simply detectable but visible in the ancient evidence
corpus; females are recognised as valuable members of the family and wider community; and
women’s lived experiences and their metaphorical, mythical and poetic representations in the
evidence attest to female agency and empowerment. Based on an analysis of the evidence, |
contest the traditional scholarly interpretation of secluded, oppressed and silent Greek women
that is seemingly endorsed even by Pomeroy. However, my aim is not to disprove the existence
of the cultural ideal of female seclusion. Rather, I question its applicability to all females and the
extent to which it is applied. I argue that if female seclusion remains as an unchallenged, all-
encompassing rule and ideology, the result is the continued invisibility and non-recognition of
women who are excluded from this ideal, such as working women with Greek citizenship,
female slaves and non-citizens. Building upon Winkler’s efforts to relocate men to the
periphery,®® my research brings females to a focal position, and considers more closely how they

might have felt in their experiences.

o1 Arist.Pol.1.2.1254b.
2 Deacy 2013, 395-413.
63 Winkler 1990, 206.
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Outside the oikos: females and landscape

The oikdc, as Antonaccio defines it, is the household, the family, the built house structure itself.
It is both the constitution of the Greek family and the basic, physical residential unit.** The
centrality of females to the household and the oikd¢ demonstrates the importance of women to
the family and to the house. If one considers Aristotle’s conception of the polis as constructed
from the oikd¢ wherein humans are “creatures of the polis”,®> then females hold profoundly
important and powerful positions indeed.®® There are studies that dedicate their analyses to the
connections between women and the indoor world of the oikos. Pomeroy, Giesecke and Huffman
argue that women are intimately connected to the indoors, to the management of the household,
the essential production and processing of household goods, such as grain storage and textile
production and the birthing and rearing of children.®” Certainly, Xenophon’s description of the
household, and the placement of the wife within a privileged, elite system, aids such scholars’

designation of women as components of the home’s internal structure.®®

Female associations and representations with the physical world outside the home receive far
less attention than they deserve, and the acknowledgement and assignment of women to the
household means that women’s connections to natural landscapes seem less important and harder
to prove. Scheidel notes that the focus on urban environments causes the neglect of the rural, as
well as the study of women in these rural areas.®® This scholarly neglect extends to female
associations with landscape spaces such as the garden, which is surprising and contradictory

since scholarship assumes that the garden is a designated place of women’s activities.”®

%4 Antonaccio 2000, 519 and n.12.

65 Arist.Pol.1252a; Antonaccio, 519.

% The relationship between oikos and polis is complex, as Nevett 1999, 4-20 highlights. Wohl 1993, 20-21 argues
that it is woman’s power over procreation, the ability to create life as representative for “either good or evil”, that is
central to men’s patriarchal need for control. Pomeroy 1994, 34, 36 argues that certain comments in Xenophon’s
Oeconomicus (Xen.Oec.7.32, 10.1) indicate the potential for women to have “masculine intelligence” and superior
authority over household management.

7 Pomeroy 1975, 57; Bertolin 2008, 92-93, 95-96, who finds the loom as a main marker of “female space”, and
their roles indoors; Wohl 1993, 19-20, using the ideal of Penelope in the Odyssey to illustrate the designation of
women to the indoors. Huffam 2005, 1, wherein she summarises that all women were slaves (women are slaves as
wives through marriage). Huffam argues women “were expected to live a life of subservience”, and, as exemplified
through Penelope, were not permitted to leave the palace grounds during Odysseus’ twenty-year absence. Goff
2004, 2-4 summarises the main points of women’s seclusion and exclusion. She identifies ‘exceptions’ to the
general rule of seclusion, though her book’s focus is on the regularly requirements of women to be present and
active in public, namely ritual.

8 Xen.Oec.7.22-23.

9 Scheidel 1995, 202.

70 Goff 2004, 59. However, Goff includes no reference to ancient evidence for this claim, and she also considers
women’s roles in the outdoors as exceptions (pp. 1-2, 48).
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As a way of countering the imbalance, my project focuses predominantly on the evidence that
reveals female associations with landscape, through the multiple references to gardens,
meadows, orchards, vineyards, forests, fields and pastures. I also include other items associated
with these spaces, such as baskets, because they stand as signifiers of female virtues. I extend the
scope to include an analysis of Calypso’s cave to show that it is conceptualised as a house in the
Odyssey, because of the significant impact it has on the interpretation of her character and

connection to landscape.

My study finds that certain scholars contribute a negative interpretation of the natural world and
women as two analogous entities. For example, Giesecke argues in her analysis of the Odyssey
that women and nature are menacing forces to be restricted and controlled, and that the main
reason for the lack of gardens in urban settings and the restriction of women to the indoors is due
to their shared, fear-inducing, wild natures. According to Giesecke, women, like the natural
world, are dominated and subjugated in ancient Greece.”! However, I will demonstrate that the
evidence also speaks positively and appreciatively about females through landscape, which
provides a more complete picture of females and their representations. Poets describe, compare
and articulate female characterisations, bodies and experiences using landscapes for positive
purposes including praise and to portray the values and virtues of females. With this focus on a
more positive reading, I am not ignorant of the patriarchal and gendered viewpoints that poets
present about women. Rather, my focus shows that positive interpretations are also important

and deserve recognition.

Agriculture/Horticulture: beware the danger of contemporary English classifications

Leach proposes that distinctions between agricultural and horticultural words need to be
maintained, and that previous misclassifications of agricultural or horticultural production
practices in pre- and early- English settled New Zealand “is a telling example of cross-cultural
misinterpretation.”’? Although her caution is directed at studies of regions and practices outside
Southwest Asia and Europe, her warning is relevant for studies that investigate the practices of

other civilizations and time periods:

For the rest of the world, we should justify the applicability of western
terms like ‘agriculture’ and ‘horticulture’ before employing them to

"I Giesecke 2007 (a), xxi, 75, 159.
2 Leach 1997, 143.
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describe recent or ethnographic practices, and consider adopting new or
neutral terms when discussing origins.”?

Words such as agriculture and horticulture should not be used without first critiquing their
denotation, use and purpose. Contemporary uses and denotations of these words connote
modern, post-industrialised ideas and expectations, which can cause misunderstandings and
misrepresentations when applied to another society’s contexts. As I am not concerned with the
categorisation of ancient practices using modern words, such as agriculture and horticulture, and
to avoid the danger of inaccurate classification, I use a more general word cultivation
(cultivational, to cultivate) instead. This general word applies to the interpretation of two ancient

Greek words yewpyog and yewpyia (See Chapter Two).

Sensory Studies

The study of the senses and the ways in which sensory experience is embedded within the
evidence of ancient civilisations is a topical field of research. Historians have shown that modern
scholarship evidences a “pre-eminence of vision”,”* or “ocularcentrism” as Squire phrases it,”®
perhaps due in part to the focus ancient authors have towards the visual. Certainly, Squire
defends, not overly convincingly in his edited volume Sight and the Ancient Sense, the volume’s
clear focus on sight primarily and other senses secondarily by arguing that,“[1]ike it or not (and
there are many good reasons for not liking it), classical ideas about the senses recurrently start
from the assumption of sight’s supremacy”.’® In contrast, Betts contends that examining the
senses 1s “a way of broadening our perspective on the past by recognising that by focusing on the
visual we have neglected a vast body of data and interpretative tools for understanding ancient
societies”.”’ Treating sight preferentially at the expense of the other senses means that one only
gains a fragmented, incomplete understanding of human or imaginary characters’ experiences of
the physical (space, landscape or place) and of the emotional-psychological. A narrower ‘view’
of sensory experience with a preference for sight limits scholarly perceptions of ancient cultures,
and the cultural markers evoking the other senses, which poets or artists build into their
creations. A study of the senses is revolutionising the way historians approach and comprehend

ancient societies.

3 Leach 1997, 146.

74 For example: Wade 1998, 89; Weddle 2011, 272, 293.

75 Squire 2015, 8.

76 Squire 2015, 9.

77 Betts 2017, 2. Betts refers readers also to Zardini 2005, 22; Hamilakis 2011, 220; Hamilakis 2013, 409; Hamilakis
2014, 10, all of whom are critical scholars in the field.
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Building upon Bett’s contention, I consider how a reading of the senses and sensorial experience
expands current understandings of Calypso’s imaginary landscape. I argue that, in the case of
Calypso’s island, sight is not treated preferentially and that her landscape requires a
multisensorial consideration. The application of sensory studies as a theory and approach has not
previously been applied in a reading of Calypso’s island. Yet, the senses play a fundamental role
in constructing the delightful, multisensorial experience from Hermes’ focalisation in the
goddess’ landscape. Hermes’ experience typifies what Robb and Harris term as ‘embodiment’, a
concept which explores how beings experience the world through the senses and their bodies,
and how such experiences reveal the “sensory qualities of places and things”.”® The study of the
senses in this Odyssean extract reveals a deep emotional and psychological engagement and

response to the sensorial stimuli.

I advance Bett’s aims in sensory studies through my analysis of touch and physical stimulation
in Chapter Three. Touch has been neglected in previous studies of female sexuality and the
delights of meadows, despite its prominence in ancient poetic evidence. A closer reading of
physical sensations and stimulation in select ancient poetry reveals a richer understanding of

female sexuality and imagined experiences.

Methods

Method: originality, data collection and selection criteria

The thesis brings together a selection of words—«fmog, dpyatog, VAN, Aswv, dAcog, dypoc,
dpovpa, vopdg and aiwn—not studied together previously, and encompasses a substantial range
of Greek historical periods (Archaic to Hellenistic). Due to the time and attention required for
such research, I have limited the study to the above words as single linguistic examples, with the
exclusion of others such as dpeldc mountain, seas, oceans and rivers. I have not examined all the

linguistic alternatives for each of the above terms, such as dAtig for dAcog.

I identified the corpus of select evidence using Textual Searches and Lemma Searches via the
Thesaurus Linguae Graecae (TLG), which are arranged chronologically. Lemma searches
proved useful because they identified the word in the evidence of the entire database, which were
helpful for the survey approach used in Chapters Two, Six and Seven. For an in-depth analysis
of a particular text or author and their use of words, the 7LG’s Browse function was also useful,

and assisted with the case studies of Chapters Three to Seven.

78 Betts 2017, 2; Robb and Harris 2013, 17.
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As a collective group pertaining to different areas of landscape, the words and sources were
selected using the following criteria:

1) the source describes or portrays a woman or women in one or more of the above areas;

2) the source refers to specific tasks undertaken by or expected of women that are identified
with one or more of the above areas;

3) the source has language that uses physical or metaphorical aspects of the areas to
describe or conceptualise women, thus creating a connection or association between
women and that area;

4) the source identifies particular themes, such as prescribed female experiences
(motherhood, maidenhood, transitional life-stages, ritual), emotional experiences and
expressions (grief, enjoyment, effort), and qualities or traits (skill, beauty,
industriousness, value) which are conveyed through references (imagery, symbolism,
metaphor, simile, other language) to the above areas and/or the vegetation that grows in

these areas.

I also found the Beazley Pottery Archive Database online and PHI Greek Inscriptions online
crucial. Similar to the approach used for the 7LG, 1 identified relevant artistic evidence in the
BPAD based on decoration descriptions using key words and words, and key word searches on

PHI.

Method: a survey of the evidence

One of the approaches in my project is the wide historical range from which I draw evidence.
Chapters Two, Three, Six and Seven present a survey of evidence from Archaic to Hellenistic
periods, while providing special and in-depth analyses of selected examples. The purposes of
such a survey are two-fold: to present a quantitative collection of evidence; and to offer a
complex and detailed picture of ancient Greek female beings in certain landscapes. 1 use this
survey approach to identify a wide variety of textual references to females in landscape whilst
also presenting in-depth interpretations of several of the identified sources. The investigation of
evidence from a wide-set chronology is not a new approach, and there are three notable scholars
whose works are exemplars for this thesis: Scheidel, Larson and Buxton. Scheidel and Larson
investigate a wide chronological range of data for their respective interests of rural women in

Greece and Rome (Scheidel) and nymphs (Larson).” In the case of Scheidel, his investigation

7 Scheidel 1995, 202-217 and 1996, 1-10; Larson 2001.
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surveys Biblical, Greek and Roman women, all of whom are depicted in rural areas and perform
various tasks associated with these areas. Larson’s study of nymphs includes evidence from
Archaic through to Hellenistic Greece. Her survey enables the demonstration of the widespread
worship, societal and cultural value of nymphs, as well as various changes in the evidence
towards nymphs over time. Buxton in his investigation of myth, “the distance and interplay
between the imaginary world of stories and the (real?) world of the tellers”, covers a similarly
wide-ranging chronology of evidence and is inclusive of Archaic (for example, Homer and

Hesiod), Classical and early Hellenistic periods.®’

In this project, the survey identifies recurrent themes and attributes with which poets use
landscape to communicate their constructions of female beings. For example, the evidence for
fields, meadows and gardens, and orchards and vineyards conceptualise and praise female beauty
and industriousness. This evidence shows consistently that poets use landscape to construct and
comment on female experiences, such as motherhood, maidenhood, transitional life-stages
(approaching sexual maturity, marriageability), sexual encounters and marriage. Consistent, too,

is the use of landscape to conceptualise the female body.

Various poetic tones and attitudes reveal themselves through a survey of the evidence. From the
Homeric and Sapphic evidence of epic and epithalamia, I show that the texts have an
appreciation for female beings and their roles such as mothers and brides, and their constructed
experiences and temperaments, such as Thetis’ role as mother and her display of grief in
response to the prophesied death of her son, Achilles. In the textual evidence from Athenian
comedy, including Aristophanes, the poet uses humour to draw a comparison between women’s
bodies and the produce of landscape. Other observations that are the result of a survey approach
confirm that poets recognise landscapes as appropriate settings of women’s ritual and the
expression of emotion in a ritualised setting, such as Erigone and the Aiora or Thetis and the

women’s lament in Lycophron’s Alexandra.

In Hellenistic evidence, poets such as Theocritus make use of idealised pastoral settings to create
female characters who challenge or negotiate their places in the cultural institution of marriage.
The way in which Theocritus does this is comparable to the meadow and harvest scenes in
Homeric, Sapphic and other Archaic poetry. These poets reflect inferences of women’s

negotiations with cultural and societal expectations. Though they are victims of another’s sexual

80 Buxton 1994, 4-6, quote cited on p.5.
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aggression, maidens and goddesses in meadows also demonstrate agency, such as choice,

preference and subjective sexuality (Chapters Three, Four, Six and Seven).

The inclusion of inscriptional and ceramic evidence shows that the themes and attributes that
poets explore through imaginary women and landscape have historical basis. This evidence
provides a way of connecting mythical and imaginary women with the attributes and traits of
historical women. Other scholars have already identified the value of studying material evidence
in this way. For example, Tsoukala finds that a series of terracotta statuettes and vase-paints of
the archaic and classical periods “were perceived as references to feminine industriousness and

virtue, and belonged to the discourse on gender.”!

Connelly argues that inscriptions are a
valuable category of evidence for the study of ancient female priesthoods.®? Tsoukala’s and
Connelly’s analyses provide the foundations for my assertion that material and textual evidence
demonstrates the echo of popular themes, female traits and attributes. I argue that these recurrent

themes, traits and attributes show females have substantial societal and cultural value.

Method: denotation and connotation

The ways in which ancient poets denote a word is important. I have made a point of translating
most of the evidence used in this project myself, to obtain a better understanding of how specific
words function in the evidence, and how poets and authors use them. My translations are a more
poetic and freer style as opposed to a more literal, word-for-word approach, as I find that my
approach draws out more of the nuanced and inferred commentary about females in the relevant
textual evidence. Chapter Two is concerned with the denotations of each word. Each provides an
in-depth, detailed discussion of the denotations of the relevant words through the Archaic,
Classical and Hellenistic periods for the sake of comprehension and clarity. My close, detailed
examination reveals that the denotations and connotations of these terms change over time,
which reveals a more nuanced understanding of the texts. Aside from Chapter Two and these
discussion, each successive chapter’s discussion is concerned with the connotations (associated
imagery, metaphor, simile) of the words, their impact and application in the depictions of female

beings.

Overview of Chapters
I have structured the project with a consideration of, firstly, the denotations of landscapes and

females, and, secondly, the connotations of these words. Chapter Two investigates the

81 Tsoukala 2007, 387.
82 Connelly 2007, 2-3.
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denotations of key landscapes and females, and how the uses and nuances of these words change
over the Archaic to Hellenistic periods. It demonstrates the importance of carefully considering
the complexity and sophistication of the words and how different poets throughout this wide
chronological timeframe conceptualised the natural world around them. It establishes the
necessary foundational knowledge for each landscape and female that is explored in the

successive chapters.

Chapters Three to Seven offer in-depth case studies of each space in relation to females. A close
analysis of words with a focus on female associations offers a richer picture of how the evidence
considers or represents females through and in these landscapes. These females range from
mythical Homeric females, to the idealised women in Classical textual and artistic evidence, to
real women like Menophila and other, important female characterisations in Hellenistic poetry
and epigraphy. Inherent in each case study is the emphasis on experience and persona. Chapter
Three demonstrates that an examination of touch brings reality and richness to mythical or poetic
female experiences in the kfimog and Asyumv. It also considers how the mythical meadow is used

from the Archaic to Hellenistic periods to convey female persona and experiences.

Chapter Four turns to the mythical nymph-goddess, Calypso. I consider how Homer has created
a complex, sophisticated character that embodies traits of different females (vouoen, 6ed) that has
a direct impact upon the way her surrounding landscape is viewed, experienced and interpreted.
Through the focalisation of Hermes, I investigate how Calypso’s nymph-goddess identity
encourages visitors and audiences to experience the sensory delights of her island, and
challenges scholarly perceptions of female authority and the organisation of Homeric household
space. With a similar purpose in mind, Chapter Five analyses Circe, Athena and Artemis and
their connections to wooded landscapes. I consider the ways in which divine female power
manifests in the surrounding landscape. I show that Circe’s characterisation is multi-shaded,
which has an impact upon the relationships she has with other characters and their perceptions of

her in the epic.

Chapter Six has a different approach. It surveys Archaic to Hellenistic evidence to show that
females are active in cultivated and non-cultivated field landscapes, and that poets use
metaphorical fields and pastures to construct and represent female bodies, sexuality and
experiences. Of special note are the representations of female transitions between different life-

stages, such as that from maidenhood into womanhood.
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Lastly, Chapter Seven approaches female associations and representations from the cultivated
spaces of dilmn and Opyatoc. I show that the features, symbols and tasks associated with
vineyards and orchards convey female industriousness, beauty, desirability, skill and sexuality.
Poets and artists make use of these cultivated spaces to praise females for their assumed or
expected roles and experiences in motherhood and child-rearing, grief, transitional life-stages
and ritual. The Archaic to Hellenistic evidence examined in Chapter Seven demonstrates that
females are simultaneously subject and object, active and passive. Thus, I assert that a strict
assignment of females to passivity, seclusion and silence is not only inaccurate, but that the
evidence reveals empowered, self-assured and agentic females who are important and valued

members of families and communities.
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Chapter Two

Digging-Up the Earth: Denotations of Ancient Greek Landscapes

and Female Beings

Introduction
Ancient Greek landscapes of kfimoc, dypog, dAcog, Asudv, dlmn, vouods, Opyatog, VAN and
dpovpa feature in the scant survivals of literature and documents from ancient Greece.
Landscapes provide inspiration for metaphors and similes that describe experiences and personas
of female beings. They are the settings for scenes of labour and production, leisure, self-
exploration, the pursuits of lovers, religious festivals and rituals. They are prominent in the
memories of lost heroes returning home, or are temporary residences for political and social
figures, and are sources of livelihood and inheritance. 1 demonstrate that denotations of
landscape words offer insight into how ancient people conceptualised the world around them,
and investigate the impact that these conceptualisations have on ancient people’s world views.
Related to ancient world views are the ways that people identify one another. I consider how
ancient females are identified in Greek culture, and whether they are perceived with simple,

fixed identities, or, more likely, whether they embody different identifiers simultaneously.

A close examination of selected ancient Greek landscape words provides the evidentiary
foundation of my study, with the aim of improving understanding of ancient usage and how
Greek writers and poets conceptualised these spaces. Examining the evidence is important
because there are differences in usage and denotation between ancient words and their English
translations. English has the words like garden, field and orchard, and these are used to translate
the Greek words kfjmog, dypoc/dpovpa, dpyatoc and dAwmn. However, the denotations and
connotations of these English words do not necessarily carry the same meaning as the Greek
words. Historians have detected these difficulties and the dangers in using English words and
measures in the assessment of other cultures, societies and their practices. In fact, Leach and van
der Veen suggest creating new words or adopting neutral words, and, at the very least, of being
critical when employing modern words to describe and assess different cultural contexts and
practices.! In the same vein, it is necessary to be critical of the English words used to interpret

ancient Greek evidence.

! van der Veen 2005, 157, 160; Leach 1997, 146.
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The analysis of the landscape words kfjmog, dypdg, GAG0G, AV, GAmN, VOUOS, OpyaToc, VAN
and dpovpa are organised by the chronological periods of Archaic, Classical and Hellenistic. A
chronological structure allows the identification of differences and similarities across different
time periods and amongst authors and poets of similar dates. The purpose of presenting these
denotations of landscapes and female beings first is that it sets out the parameters of each word

and provides the basis for analysis in successive chapters.

Landscapes: Ancient Words and Their Denotations
aypog, -od, o0: field
The type of field of interest here is used for cultivation not war.? The key aspect in the
denotation of dypog is that it is an area tended, controlled or cultivated by humans, or that it

holds people’s interests for future cultivation.

Archaic

In Archaic evidence, dypog is an area in which humans deliberately grow plants, flowers or
crops. In their most basic function, dypoi are cultivated spaces. The predominant form of
evidence for this word during this period is epic poetry, specifically the lliad, Odyssey, Homeric
Hymns and Hesiodic texts. In the instances when a text refers to the labours of people, it can be
assumed that they are working in a field (&ypdg or dpovpa) with crops—sowing, tending or
harvesting—and not with animals in a pasture.® For example, in the Homeric Hymn to Aphrodite,
the goddess says Hermes carried her across “€pyo... avOponwv the labours of people”, meaning
land that humans cultivate.* In the cultivated land belonging to Laertes, Odysseus remarks that
there is no untended mpacid plot in all of his father’s kfjmog garden. Rather than dypog, the poet

uses Tpooid to denote the cultivated earth.’

Laertes’ and Odysseus’ fields are imagined as their familial farm or estate in the Odyssey, from
which people return (éyp60ev),® and go out into (&ypovde).” In the case of Eumaeus, he lives in
his own house out in the fields,® which enables him to care more closely for the animals and

suggests he is some distance from Odysseus’ familial house. In the [Iliad, the landscapes

2 Méyn is one of the words used to denote a battle field, or battle. E.g. Hom...5.824.
3 Hom.Od.6.259.

4 h.Hom.5.122.

> Hom.0d.24.247.

¢ Hom.Od.13.268.

7 Hom.Od.15.370.

8 Hom.Od. 14.5-16.
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represented on Achilles’ shield evidences land division that locates cultivated fields at a distance
from the city.’ Though it is a mythical, imaginary example, the shield suggests that land division,
in which fields for crop growing could be located outside of the urban centre and away from the
spaces in which property owners live,'? is practised in the Archaic period. Like Eumaeus, Homer
describes an ox (Podg) that works and lives on the land with the adjective &ypaviog dwelling in
the field or living on a farm, in which &ypdg forms part of the adjective.'! These examples show
that the word dypog is in use and is incorporated into poetic conceptualisations of landscape and
place. Related to d&ypdc is the word, &pyov, which connotes human-cultivated fields.'> While
aypog denotes the physical space, &pyov (and the verb €pyalopon) represents the activities of

cultivation,!*> which can include animal-assisted cultivation using an ox (Bodg) or mule

(uiovog).™

Specific goddesses are associated with field cultivation in the Archaic period. For example, the
poet of the Hymn to Demeter sings of the goddess’ powers over the yielding of crops (kapmdc)
from the tended earth, as well as the emergence of flowers and leaves from the ground.'> In the
Hymn to the Earth Mother of All, the earth, personified as the goddess Gaia, is praised for the

rich fields from which harvests come and the grassy land on which girls dance.'¢

Classical

In the Classical period dypdg is cultivated land in which crops grow,!” which is consistent with
Archaic use. Texts show that oxen are used for ploughing fields in preparation for cultivation.'®
The word can denote rural areas, which fields characterise,'® the area of land away from the city
designated for crop growing,?° or fallow land.?! The differences in cultivational state implies that

these fields might be under separate, private ownership, and that neighbouring fields can be sold

® Hom.Od.16.383.

10 Cf. Hom./1.18.541ff.

' Hom.Od.12.253; Hes.Theog.26, though Hesiod criticises the field-dwelling shepherds in this example.

12 E.g. Hom./[.12.283, 16.392.

13 h.Hom.4.119-25; Hom./1.2.436, Hom.Od.10.147; Hom.Od.14.222. In Hesiod, &pyov consistently describes
physical work, labour or tasks: Hes.Op.20, 311, 412, 421.

14 Hes.Op.46: “...Epya Bo@v....” Cf. Thgn.1196-1201. Verdenius 1985, 43 also interprets this reference as mention
of cultivational labour.

15 h.Hom.2.470-3.

16 h. Hom.30.9-15.

17 Xen.Oec.20.4; Dem.29.3; Soph.OT.112, 761; Hdt.5.29; Arist.Ath.Pol.2.2; Pl.Leg.824b. In Pomeroy’s commentary
of Xen.Oec.20.4, she argues that a well-run, flourishing estate with abundant stores of food “advertises the virtue of
a man who owns it”. See Pomeroy 1994, 338.

18 Hdt.1.31.

19 Soph.EL313; Hdt.1.59, 120; Ar.Ach.32; Lys.1.11.

20 Soph.OT.761.

21 Pl.Leg.761b.
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separately.?? In his Characters entry on ‘Stinginess’, Theophrastus tells that a tight-fisted person
is extremely protective of his crops and produce. He does not allow others to eat from his
garden, collect fruit that has dropped to the ground from his trees, or cross through his field in
fear that someone might sample his produce. This particular entry is interesting because it
evidences the linking of separate spaces within a person’s estate, which, like Odysseus’ familial
estate, could be located away from the main house. The xfjmog (garden), dypdc (field) and fruit
trees (GAmn or Opyatog) are areas belonging to person’s private land and are important to the
overall wealth of the household.?? In other Classical evidence, Xenophon uses &ypog for
unspecified human cultivated land, similar to the Homeric poet’s use of the word in the Hymn to

Aphrodite.**

In this period, authors mention activities and tasks associated with field cultivation without the
explicit use of dypdc. For example, the Classical writer Timocles (cited in Athenaeus) talks of
workers harvesting capers. This harvest is presumably undertaken in a field that grows the
crop.?’ Likewise in Airs, Waters, Places, Hippocrates describes the fruitful harvests of crops
from cultivated earth.?® Other Classical texts describe workers in fields, such as Sophocles, with
mentions of hired labourers who work in and return “é§ aypdv from the fields.”®” In other
evidence from this period, the word describes areas that do not grow crops but are still used for
cultivational purposes. For example, inscriptional evidence dated to the fifth century B.C. details

the use of dypot for keeping bee hives.?®

Hellenistic

The Hellenistic period remains consistent with earlier periods in the denotation of dypdc as
cultivated land.?® Texts of this period demonstrate the continued use of oxen to plough and
prepare the earth intended for crops,’® though Euphorion uses the word yovng for cultivated

land.?! Callimachus uses the word in his criticism of Pomhavéc beggars who wander “dypdv dm’

22 Aeschin.fn Tim.101.

2 Thphr.Char.10.8-9.

24 Xen.Oec.16.7; h.Hom.5.122.

25 Ath.13.22.

26 Hippoc.A4ér.12.20-23 (TLG).

27 Soph.OT.1051.

28 JG 1P 426, dated to approximately 414 B.C.

2 Theoc.9.23; Men.Georg.4; Men.Dys.777; Men.Cith.54.
30 Call. Hymn.3.175-76.

31 Euphor.F7.5.21b.33-34.
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&ypod from field to field”,** which could also mean fiom farm to farm, and Theophrastus notes

hired labourers who work “&v &yp® in the fields.”

Aypog is a setting in the bucolic poetry of Theocritus, a poet who romanticises shepherds and
country life. In Idyll 9, the poet awards Daphnis for his song with a kopovn staff grown in his
father’s dypoc.®* In this example the type of wood is unknown, which means that here dypog
denotes simply cultivated land that produces wood. In Idyll 27, Daphnis refers to his &Acog,
which is one area of his family’s farm.?* &ypd¢ and GAcoc are two different areas of his father’s
property, which includes the field in which Daphnis pastures his bulls (tadpot). This pasturage is
next to Acrotime’s field, in which she pastures her family’s goats (oiyeg).® The implication is
that both families own land that may not be located all in one area, but still collectively

constitutes their familial properties.

In Idyll 16, Theocritus again describes dypo¢ simply as cultivated earth, but he qualifies the
labour with the verb épyalopon to work, labour, or cultivate.’” His use of this verb to qualify
field cultivation shows the distinction between €pyalopat, Epyov and dypdc identified in Archaic
evidence,® revealing the continued differentiation between labour (§pyov) and space (&ypoc) in
Hellenistic evidence.?® Theocritus uses dypoudtng that is derived from dypoc to qualify country
people. The word is not used here in a derogatory way. Rather it confirms a fundamental feature
of the denotation of dypdc, specifically that the word has a connection to field areas. Other
examples of the basic definition of dypdg are found in the plural, which reinforce the word’s
collective meaning to signify a person’s estate.*’ The function of the plural is similar to the
collective meaning of peydpa halls to denote a house in Archaic evidence.*! Fertile land (éypof)
describes the space through which cattle move in their return to their stalls from pasture.*> Fields
of this kind are not used for crop cultivation, but speak to their richness and value. > These

aypoi, like those for cultivation, are the field areas that are part of a person’s property.

32 Call.Fr.489.

33 Thphr.Char.4.6.

34 Theoc.9.23.

35 Theoc.27.45.

36 Theoc.27.47-48.

37 Theoc.16.90.

3% h.Hom.4.119-25; Hom./[.2.436, Hom.Od.10.147; Hom.Od.14.222. "Epyov: Hes.Op.20, 311, 412, 421. Verdenius
1985, 23 notes the denotation of £pyov as labour in Hes.Op.20.

39 gpyov for labour elsewhere in Theocritus: Theoc.25.2.

40 Theoc.25.48, 25.57.

4 Hom.Od.4.556-58. See Chapter Four for further discussion of péyapov.
42 Theoc.25.97.

43 Theoc.25.153.
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The denotations of dypog and dypoi share some similarities with the modern English words field,
farm, property and estate. The individual areas belonging to a person’s farm or estate are
represented in the singular (dypdg). A person can own multiple ‘fields’ (dypoi) that may be
located near the familial home or outside a city in rural areas. In Greek and in English these
areas that are separate from or located on the same land as the house all constitute a person’s
property. In Homeric evidence, Odysseus’ familial property includes the land on which his house
stands and the fields (&ypot) further away. The same principle exists in Classical and Hellenistic
evidence.** As Boyd and Jameson assert, “land division involved both town and country...
where colonists received plots [y®pa] both inside and outside the walled area”, an assertion
supported by fourth century epigraphic evidence from Kerkyra Melaina.*> These particular
features of the singular and plural word denotations mean that one must consider the context of
the word carefully, to determine whether the singular dypdg signals the collective farm, or a
field. The plural form dypot fields indicates areas that constitute a person’s property, though they
may be located near a house (rural) or outside a city. When used in plural form, dypoi can be
interpreted as multiple farms or fields, as is possible in particular Classical and Hellenistic
examples from Theophrastus and Callimachus.*® These particularities of the ancient words

encourage a more critical awareness of context, word usage, nuance and careful denotation.

aAooc, -€0G, 0: grove
"Ahcoc?’ is commonly translated as grove, though it can mean any defined area that is sacred,
consecrated or significant to a deity, with or without vegetation. That the area is consecrated or

pure is central to the denotation of a grove.

Archaic
In Archaic texts that describe organic groves, these spaces are typified by the growth of trees*® or
lush vegetation.** The spaces are described with adjectives such as molvpatoc, dyladc and

ayvog which convey a sacred, divine atmosphere and/or religious importance.’® This sacred

4 Thphr.Char.10.8-9; Theoc.9.23, 27.47-48.

45 Boyd and Jameson 1981, 327.

46 Thphr.Char.4.6; Call.Fr.489.

47 An alternative term for &Acog is &Atic, though, as explained in Chapter One, not all linguistic alternatives have
been examined or included.

48 Sapph.2.1-3 (apple trees); Stesich.f-8.5 (daphne trees); Hom.Od.6.291-92 (black poplars); Aesop.297 (Gibbs
184).

4 Tbyc.282a.34 (Campbell 1991).

30 h.Hom.4.187, 3.330.
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atmosphere is attributed to the fact that these groves often form part of a god’s sanctuary,’' or
due to their association with nature deities like the nymphs and Artemis.’”> These groves are
naturally-occurring, though human activity or alteration in or near a grove does not change its
sacred nature, such as the grove located near the old man’s dAwn in the Homeric Hymn to
Hermes.”3 However, in the Hymn to Apollo, the fact that no mortal had entered or approached
Apollo’s grove prior to the founding of Thebes is an important feature for that area.’* Organic

groves do not have creators, but seem to have existed “from time immemorial.”>

In other Homeric examples, groves are places for travellers to rest or sit in, and are used as
points of reference in directions to help guide strangers to their destinations. Quite deliberately,
the grove known well from the Odyssey, which Nausicad uses to aid Odysseus in finding his way
to her father’s house, is a grove dedicated to Athena.’® In this grove, while he sits and waits
before joining Nausicai at her father’s house, Odysseus prays to Athena.’’” The dedication of the
grove to Athena demonstrates that groves, similarly to gardens, could be owned or dedicated to
deities. Circe uses the Groves of Persephone (8Acea Ilepoepoveing) as a navigational point of

reference for Odysseus in his journey to the Underworld.*®

Classical
In the Classical period, 8Acog denotes areas that grow trees,” as indicated through adjectives
like £06evdpov,®® which exist on the earth’s surface and in the Underworld. These groves are

61 and they have special religious or divine atmospheres.?

explicitly connected with divinities,
Examples of this type include Artemis’s grove at Halys mentioned in a fragment of Diogenes, in
which women worship the goddess.® In the plays of Euripides, there are multiple references to
the groves of gods. In Herakles, Amphitryon questions Herakles as to whether he did indeed
visit the Underworld to retrieve the three-headed animal Cerberus. In reply, Herakles confirms

he did, referring to the grove of the Underworld Goddess (Persephone) as one of the places that

31Sapph.2.1-3 (Aphrodite); Hes.Sh.1.65-72 (Apollo); h.Hom.3.225-30 (Apollo); h.Hom.4.185 (Poseidon);
Hom.Od.6.291 (Athena).

52 h.Hom.5.20 (Artemis), h.Hom.5.97 (nymphs).

>3 h.Hom.4.182-88.

>4 h.Hom.3.225-30.

35 Osborne 1992, 380.

3¢ Hom.Od.6.291-4.

37 Hom.Od.6.322-3.

>8 h.Hom.3.383-85, 3.229-30; Hom.Od.10.509.

%9 Aesch.Fr.8.103.1-8.

%0 Pi.0L8.9.

1 Parm.Fr.20, “ 1 & fynoacOm dpiotn dhcog &¢ iuepdev modvtipftov Appoditng, the noblest woman led the way
to the lovely grove of highly honoured Aphrodite.”

02 Pi.01.5.10-14.

% Diog.Fr.1.6-11.
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once held the animal.% In Iphigenia in Tauris, the playwright dramatises the mythical tale of
Dionysus’ birth and connects a laurel grove with the site of an oracular shrine.%® In a Euripidean
fragment, the text refers to Nemean Zeus’ grove, though it is not clear whether this is a wooded
grove. Pindar sings of Nemean Zeus’s grove or sanctuary,’® which demonstrates that this sacred
area is known during the Classical period. The important features are that the area is designated
as GAcoc, and is attributed to a god.®’ In the genre of history writing, Herodotus uses 8Acog for a
wooded area within a sanctuary. The grove encircles the image of a goddess, which means that it
is an important feature of the space.®® Herodotus refers to a grove of plane-trees belonging to
Zeus Stratios in Labranda (a site in modern day Turkey); it is éyiog sacred.®® Herodotus shows

that Classical writers continue to attribute or include groves as important features of sacred land.

The non-organic dAcog is prominent in Pindar’s poetry. The significant feature of these non-
organic groves, which they share with the wooded &Acog, is a sacred, divine importance and
atmosphere. In non-wooded &Aceo, the verb iepdw emphasises the space’s sacredness.”’
Aristophanes describes the sacred precinct (6Acoc) in which the women hold their secret rites.”!
Another example of dAcog usage shows that groves are areas that are defined or set apart from
their surroundings. In a poem attributed to Bacchylides, the poet names an dAcoc of the sea in to
which a character jumps from a ship.”? In this example, the &\cog is an area or precinct that is

distinguished from the rest of the seascape.

Hellenistic
Hellenistic poets define dAcog as a tree-covered, wooded area that has implicit boundaries and

divine importance.”® These boundaries are implied through the designation of the area under the

74

ownership of a divinity or hero,” in which a grove can be a special part of a wooded area

% Bur.Heracl.610-15.

5 Bur.JT.1239-49.

66 Pi.Nem.2.5.

7 Eur.Hyps. 1.4.10-14. Epigraphic evidence for Acea (sacred, but not necessarily a wooded grove or precinct)
include: a “kAvtov dAcog glorious grove” in IG IV? 1 618 (PH29059), 350-300 B.C.; a “8dcwxiov dho[oc] bushy
grove” in IG V, 1 455 (PH30815), date unknown; a “éAcog kGAMctov most beautiful grove” in IG 1X, 1 683
(PH42412), end of third century B.C.; “t0 dAcog xai tov Bopdv grove and the altar” in IG X11, 2 122 (PH74783),
date unknown; a sanctuary with trees in Samos 7 (PH254165), date unknown; a grove dedicated to the Muses in /G
XIV 1011 (PH141174), date unknown.

8 Hdt.2.138.7-14.

9 Hdt.5.119.-7-10.

70 Pi.01.7.47-8. Verdenius 1987, 69 on this reference also argues that &\cog does not necessariy “imply the
existence of trees”.

"1 Ar.Thesm.1149.

72 Bacchyl.Dith.3.77-85.

73 Ap.Rhod.A4rgon. 123; Euphron.Poet.Fr.102, 186; Lyc.698.

74 Philit.51; Euphron.Poet.Fr.102, 186; Lyc.698; Ap.Rhod.4rgon.404.
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wherein the rest of the woods are not sacred and only the grove is;” or it is a designated area of
trees within a téuevoc.’® Apollonius of Rhodes refers to a dpopdc that is similar to a grove
because it is a wooded area, though it appears not to be sacred.”” In the Hellenistic poetry of
Theocritus, the poet writes prolifically of dAcea in connection with his characters. In his poetry,
dhoog is the word the poet uses for tree-growing areas.”® Theocritus uses these groves in
different ways. In one poem, a k0pn girl, Acrotime, wanders through the groves.”® In another,
the poet uses the image of tall trees in a grove as a sexual innuendo that represents Daphnis’
male genitalia.3® However, with the frequent reference to Pan and Priapus in the Idylls,3’ the
dAoea in these Hellenistic poems bear a divine atmosphere because they are places that a nature
god visits and enjoys. They may be close to areas under Priapus’ guardianship. These
Theocritean groves carry a similar divine or religious sentiment to the groves in Classical
evidence. However, in another of Theocritus’ Idylls, éAcoc denotes wooded areas that have no
divine significance. Rather, it is a designated wooded area of a person’s property, in which his

male character, Daphnis, has sexual relations with a girl, Acrotime.’?

In the poetry of Callimachus, &Acoc signifies sacred areas of the gods. In his epigram 7o
Artemis, the poet describes Bouot altars and dhcea groves in all the cities and islands under the
goddess’ patronage.®® In another poem, an §Acog belongs to Demeter wherein a variety of trees
grow and underground water feeds the area. The varieties include fruiting trees like yAvkopoia
sweet-apples, &yvon pears and ornamentals mitvg pine and mteléon elms.®* In a fragment of
Euphorion, the poet records a contest between two diviners concerning the fruit on a tree in a
grove to Apollo.®*> Euphorion’s example reveals the inclusion of fruiting trees in groves of other

Hellenistic poems alongside Callimachus.

75 Bion.Fr.13.1; Euphron.Poet. Fr.186. Euphorion states that it is the height of the trees in the grove that distinguish
them from the surrounding woods.

76 Ap.Rhod.Argon.1713-18.

77 Ap.Rhod.4rgon.581.

78 Theoc.1.83, 1.117, 2.67, 5.32, 7.8, 25.169, 27.34, 27.45, 27.48.

7 Theoc.1.83.

80 Theoc.27.46.

81 Theoc.1.15-18, 1.123, 5.58-59 (Pan); Theoc.1.21, 1.81-83 (Priapus). In other references, the characters swear “by
Pan” (Theoc.4.47-48, 6.12, 27.21), or appeal to the god, such as in Theoc.7.103-108 (Pan).

82 Theoc.27.48.

8 Call. Hymn.3.33-38. Cf. a temple (vadg) and &yvog 8hcog pure grove in IC 111 iv 38 (PH200342), first century
B.C.

84 Call. Hymn.6.25-29.

85 Buphron.Poet. Fr.102.
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The English word grove most commonly refers to a wooded area or small woodland, a group of

trees that occur naturally or are deliberately planted.®® When using the English word grove to

translate dAcog, one must pay careful attention to convey the context in which the word appears.

The context may include important religious or divine sentiment, especially if the grove belongs

to a god. A sacred grove in ancient evidence can represent part of the English denotation for
» 87

orchard as “an area given over to the cultivation of fruit trees”,®” which forms part of a god’s

sanctuary.®® An &hcog may simply be a wooded area of an individual’s property.?’

aion, -NG, 1: orchard, vineyard

Archaic

In Archaic evidence, dAwn is interpreted as orchard or vineyard and its denotation dependent
upon context, such as the kinds of plants that are grown. However, the word is difficult to

interpret in some examples, as illustrated in two examples below. The first is from the Odyssey:

... YOUVOV GA®T|G 0ivoTEDO10.

...the slope of his vineyard abounding in wine.”’
The second example is in the /liad:

0 & avédpapev Epvei looc:
TOV HEV EY® Opéyaca, PUTOV BOC YOUVD AAMTG...

And he shot up like a young shoot. And I reared him, like a sapling in
the high, sloped ground of an orchard...”!

In the first example, the adjective oivomedog clarifies the use of the space and the produce that
grows there. Note the use of the noun, youvdg, in both extracts. ['ovvog clarifies the spaces’
physical structures in both extracts, though dAwn is interpreted differently. Though the second
example uses dAwn, the noun’s meaning is less clear. The noun could mean either orchard or
vineyard, as utov simply means plant in this context. However, if compared with the use of this
simile in another example,® in which the plant is designated as a young olive tree, utdv in the

example above could be interpreted as sapling and the space in which it grows as an orchard.

86 “grove” s.v. O.E.D. online 2016; “grove” s.v. M.D. online 2016.

87 “orchard” s.v. O.E.D. online 2016.

88 Call. Hymn.6.25-29; Euphron. Poet. Fr.102.

8 Theoc.27.48.

% Hom.Od.1.194.

°l Hom./l.18.56-57. See Chapter Seven for an interpretation of this simile in reference to motherhood and dAmm as
orchard.

2 Hom./[.17.53-55.
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The noun, Ao, is an interesting word in Homeric Greek texts. The word can denote the areas
orchard and vineyard, which are differentiated in English. The Iliadic example above is poignant
for the complex definition of dAmn|. In the example, the poet uses the imagery of an orchard and
a young sapling to illustrate a parent’s rearing of a child. Here, three translations reveal the

word’s complexity; the third translation provided is my own:

... and he shot up as a sapling; I tended him as a plant in a goodly

garden...”

... and he shot up like a sapling; then when I had reared him like a tree
in a rich orchard plot...**

And he shot up like a young shoot. And I reared him, like a sapling in
the high, sloped ground of an orchard...%

The translation of &Awn as orchard in this extract relies upon the interpretation of &pvog as
sapling and the use of the word here and in other Archaic evidence. In the Odyssey, Odysseus
remarks on Nausicad’s beauty and appearance. He compares her to a véog &pvog young sapling
of a poivi& palm, a type of tree (36pv).”® In Book 14, the poet captures Telemachus’ growth and
development into young adulthood through vegetal imagery, wherein he is described as a €pvog
icoc young sapling.”” When the poet uses &pvoc in these two examples, the comparison is
positive and complimentary. In line with the use of the first example in which the &pvog is a tree
type, it is plausible that the poet is using the word similarly in reference to Achilles and
Telemachus. The interpretation of outdv as sapling in the Iliad and Odyssey relies on the

interpretation of €pvog as sapling, because gutdv denotes a plant without reference to variety.

Next, youvog influences the translation of dAwr, but poses more difficulty to the interpretation of
alon than &pvog. The word youvdg is problematic for English translations because its precise
denotation is unclear, which has an impact upon the interpretation of dAmn in this extract.
However, the difficulties English translations face is first identified in the ancient evidence.
Ancient commentators on this extract show that there are difficulties in understanding the precise
meaning and quality of dAmn and youvdg in this extract. The Scholia in Iliadem has the following

entry for youvoc:

3 Hom./1.18.56-57 (Butler 1898).

% Hom.J.18.56-57 (Murray 1924).

95 Hom.1/.18.56-57. See the discussion below for my inclusion of high in the translation of yovvég.

% Hom.Od.6.163, 167. The word 86pv denotes stem, trunk and tree. See “30pv” s.v. LSJ Online 2018, 445.
97 Hom.Od.14.175.
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Tovv®: youvov Tveg 10 Ye®AOPOV, O Kol TOV Katatyidwv amnAidkoTot
Kol adpaig adEet T PUTA.

I'ovv®: the high ground on a hill; and a sudden, violent gust of wind or
storm that one wishes to be rid of; and plants that one grows in fresh
morning air. %8

The commentary shows that this noun has three possible denotations, two of which relate to
cultivation. It reveals that the noun is linguistically related to other words, such as the adjective
yovipog productive, fertile.”® In addition to yoviuog, the noun’s function in the Iliad invites the
connotation of yov offspring, children, family,'” because the poet is describing a person’s

upbringing. Thus, the definition of yovr| influences youvdg in this example.

Considering the imprecise and conflicting views of ancient commentators, it is no surprise that
current English translations interpret youvog in different ways. The first and second translations
capture a similar meaning, conveying that the space is rich, fertile, productive or pleasing, and
use yovvog adjectivally. Considering the metaphorical use of dAwn in the simile, youvog could
connote the mother’s good or morally approved upbringing of the young sapling. However, if the
metaphor, youvog aAmng, is translated with topographical features in mind, yovvog could
comment on the physical structure of the orchard being sloped, high, or on a hill. T'ovvog
qualifies a characteristic of the main noun and behaves as an adjective would in the attributive
position, while the use of attributive genitive of dAwn supports the translation using “of”” and the
adjectival use of youvog. However, as its use is metaphorical, youvdg in this example carries the

connotations of a good upbringing, as well as the sloped topography of diwn).

If youvdg is interpreted as a qualifier for landscape topography, there is another example that

supports this qualification, though this time it depicts a vineyard:

... YOUVOV GA®T|G 0ivoTEDO10.

...the slope of his vineyard abounding in wine.'?!

In the example above, oivomedoc qualifies dAiwn, revealing that the poet is describing a thriving

vineyard. In another Homeric example, the poet describes a fruitful, thriving vineyard using

participle form of av0éw, to flourish or blossom.'"?

%8 Sch.11.18.57d.

99 “yoviuog” s.v. LSJ online 2018.

100 “yoviy” s.v. LSJ online 2018.

101 Hom.Od. 1.194.
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Classical and Hellenistic

There is no extant literary evidence from the sixth and fifth centuries B.C. in which the word
features. While texts include fruiting trees in the descriptions of landscapes, such as the Garden
of Hesperides in texts attributed to Scylax and Timaeus,'?® they do not use GAwn in their
descriptions. In epigraphic evidence from Classical and Hellenistic periods, the word éumedog

grape-vine denotes land used for viticulture.'*

The word resurfaces in textual evidence dated to the fourth and third centuries B.C., such as the
Hellenistic poetry of Theocritus. dAwn is a cultivated vineyard or orchard and the storerooms in
which harvested produce is kept.!% In one of his Idylls, Theocritus describes a beautifully
wrought cup with extraordinary details, including a vineyard that is fruiting (BéBpifev dhon)
under the care of a boy who is seated on a wall (cipacid).'% This artistic GAon is depicted as
belonging to someone’s property and the fruit is important, as indicated in the presence of the
wall and the young guard. In Idyll 24, Theocritus adapts the Homeric imagery of mother as
gardener and child as sapling in an orchard in the simile of Alkmene and Herakles.!"” In Idyll 25,
Theocritus qualifies dAmr| with the adjective devopnelg wooded. In this example, it is clear that

aAwn denotes an orchard.

Like Theocritus, other Hellenistic poets indicate cultivated vineyards and orchards with dlo1.'%®
In Book 3, Apollonius mentions an &Awn orchard that belongs to Zeus, which is noted as
Oarepdc flourishing and mérykapmoc rich in every fruit or fruit covered.'® Whereas, Moschus
portrays Herakles preparing the earth in a oivo@dpog dAwn wine-producing vineyard, in which

the adjective qualifies the purpose of the area.'!?

102 h Hom.4.87.

103 Scy.108.35-38; Ti.Fr.164.19.1-3 (BNJ 566 F164). Timaeus’ account of the garden of Hesperides uses kfjrog to
denote the space in which many (unspecified) tree types grow, and Scylax uses tonog to denote the area of land
around which trees of many varieties (such as lotus, apples, pomegranates, pear, myrtle, daphne, and others) grow.
104 Cf. IRhamn.3 Fr.1.11 (PH308989), 269/8 B.C.; IG I* 425 (PH439), date unknown; RO 88, 350-325 B.C.; RO 37,
363/2 B.C.; IG XII, 4 1.293 (PH349863), late second century B.C.; IG XI, 2 162 (PH62624), 278 B.C.; IG XI, 2 203
(PH2665), 269 B.C.; IG XI, 2 208 (PH62670), 314-250 B.C.; IG XII, 2 476 (PH75154), date unknown; /D 104
(PH62531), 364/3 B.C.; ID 104(2) (PH62533), 434-315 B.C.

105 Theoc.7.34.

106 Theoc.1.45-48.

107 Theoc.24.103.

108 Vineyard: Ap.Rhod.4rgon.2.138.

109 Ap.Rhod.4rgon.3.114 (0aiepdc) and Ap.Rhod.4rgon.3.158 (néyxapmog).

110 Mosch.Meg.100.
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In other Hellenistic evidence, the word signifies features other than cultivated land. In the
Phaenomena attributed to Aratus, the poet uses dAwn differently. The three occasions in which

the word appears in his epic poem, dAo1| consistently denotes the rings or halos of the moon.!'!!

apovpa, -0g, 1: fertile, tillable or tilled land or field

Archaic

The denotation of the noun @povpa, which has the adjectival use dpovpaioc, is complex. The
word dpovpa describes a similar kind of area to dypog. dpovpa is land that humans maintain or
work using methods such as tilling, or that has the potential for human use.!'> However, &povpa
describes metaphoric or poetic landscapes, as the poets might speak of poems as labour or
cultivation, and landscapes as belonging to particular goddesses or gods. dpovpa encapsulates

wildness and fertility but also land that has the potential for growing plants or crops.'!3

The word has positive associations with its definition. For example, the beauty and lush growth
of an dpovpa (field) is mentioned in Sappho. The poet conjures images of meadows covered in
wildflowers with toAvavOéuotl apovpa richly flowering fields.''* In this example, the field is not
a cultivated one, or, at least, has not yet had humans prepare the ground for cultivation. Sappho’s
use indicates a fertile area of land. Pindar uses @povpa metaphorically to infer sexual
intercourse, wherein he describes the bodies of women as fields that men furrow.''> The
metaphors that Pindar employs are less clear elsewhere, such as in his reference to Agppoditag

dpovpav Aphrodite’s fertile field in his sixth Pythian Ode.''®

In Homeric evidence, the poet uses the fertile, rich aspect of dpovpa to denote a section of
cultivated land.''” The poet describes téuevog that is koldg beautiful with @utakio plants
growing and Gpovpa. rich, fertile land. ''® In another Homeric example, it is the earth (&povpa)

in which a person’s bones will decompose.'”

1T Arat.Phaen.1.811, 816, 877.

2Denoting an area intended for cultivation, see Hom.Od.6.10; Aesop.175.1.7 (513 Gibbs); Pi.Nem.6.9. Denoting
land: Pi.012.14, 12.19; Pi.Pyth.11.15.

113 Hes.Op.461: “...tva to1 mAnBmotv dpovpat: in order that your land will be full.”

114 Sapph.96.11. h.Hom.4.96 uses the adjective évOepdei flowery, and the poet of h.Hom.30.14 sings of girls in
xopoi moivavong flower-carrying dances.

s pi_Pyrh.4.255.

16 Pi_Pyrh.6.1-2.

17 Hom.0d.6.10.

118 Hom.11.6.194-95.

119 Hom.1[.4.174.
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Classical

Similar to dypdg, dpovpa shares an association with country, rural areas. It is land intended or
used for the growing of crops.'?* However, unlike the romanticised view of &povpa in Sapphic
poetry from the Archaic period, the association between the word and rural areas becomes a way
of mocking others in the Classical period. An example that plays on the wild, rustic
characteristic of dpovpa is a joke that Aristophanes makes about Euripides and his mother:
“tnbec & mod ThC apovpaiog Osod; Truly, you child of the country goddess?”'?' Chervil
(parsley) was a common wild herb that playwrights say the poor consumed regularly. This
association with wild herbs and those in poverty forms the main point of the joke about

Euripides’ mother, with the implication that they are both of low birth.!??

Hellenistic

Hellenistic evidence shows that dpovpa remains consistent with earlier use and definition. It is
rich ground in which plants and crops grow.!?3 In a way that is reminiscent of a woman whose
beauty is comparable to the moon’s light shining over moAvavOépot dpodpa rich flowering fields
in a poem of Sappho,'?* Theocritus compares the beauty of Helen to a cypress tree (kumdpiocog)
that stands out from an &povpa fertile field or xfimoc garden.'* Though the fertile field and
garden are spaces considered beautiful in other texts,!?® Theocritus finds that the woman is even

more beautiful than these spaces and her beauty distinguishes her from the surroundings.

veopyia (Yyeoypro), -ag, \: cultivation
The word yewpyla denotes cultivation and is derived from the noun yewpydg, which is

interpreted as cultivator.

Archaic:

In the Archaic period, the word yewpyio appears only in extant evidence from the sixth century
B.C. The remaining sources are the Fables of Aesop, wherein Aesop uses the word to denote the
activities of land cultivation. In one Fable, he does not mention specific tasks. Instead, he uses
the word broadly to describe a man’s activities involving crops (kapmdq).'?” In another Fable,

Aesop describes an old yewpyog and the cultivation (yewpyio) of his dumnelog vineyard. In this

120 Bur.£1.79; Hdt.1.193, 2.14, 2.111, 2.116; Cratin.Fr.235; Emp.D43.8.59; Panyass.Heracl.24; P1.Ti.73c.
121 Ar F.840. See also Ar.Thesm.387 for the same joke.

122 Roselli 2005, 7-8.

123 Thphr.Hist.pl.8.7.6, 8.9.1; Lyc.620, 979; Call.4et.24.7.

124 Sapph.96.11.

125 Theoc.18.29-30.

126 Ibyc.5-6.4; Anacr.1,1.7-9 (P.Oxy.2321).

127 Aesop.175.1.1-3 (513 Gibbs).
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example, the specific task is digging up the ground which prepares the earth for sowing and

harvest.!28

Despite the scarcity of yewpyia in the textual evidence, references to Demeter as an agrarian
goddess are many.'? These references to Demeter demonstrate that cultivation is important

during this period, even though the poets do not use the word to denote cultivational activities.

Classical:

During the Classical period, the word appears more frequently in the evidence for activities
associated with cultivation and land tillage.'3® Ancient writers, such as Aristotle and Xenophon,
provide their own definitions of the word, which is useful because one gains a clear
understanding about yewpyio in Greek thought at that particular point in time. According to
Aristotle, yewpyia is one of the main methods of wealth-making and is sub-divided into
nepuTELUEVT (crop-growing), puelttovpyia (bee-keeping) and animal husbandry (or, as Aristotle
calls it, “Opoing 8¢ kai T@V Aowdv (v the matching of future animals”).'3! If a person has the
necessary skills and assistance in these areas, then one’s household and wealth will grow and
flourish.'*? Xenophon notes that yewpyio is a worthwhile téyvn skill as it develops character and
skills in other areas, such as war and fitness.'*3 T'eowpyia is sometimes translated as agriculture,
though it can refer more generally to cultivation and the plants that are cultivated.!3* Plato, in a
similar vein to Aristotle, considers yewpyia to include the care of all animals and the creation and
production of all items and products (collectively the “cvykepararwcduevor”).!33 According to
these ancient writers, cultivation includes animal care, raising and harvesting crops and the

production and manufacture of items.

Classical evidence considers the more abstract ideas of yewpyia. In a fragment attributed to
Aristophanes, the playwright personifies the noun yewpyio as a female character. I'ewpyia lists

all the things that Peace (Eipnvn) has in her: “tpo@dc, toapio, cuvepydc, €mitpomog, Buydtnp,

128 Aesop.42.1 (494 Gibbs).

129 B.g. Hes.Op.32: Anufjtepog dxthv “grain of Demeter””; h.Hom.2.4; Hom.1.5.499-502, 13.322, 21.76;
Hom.Od.5.125-27. Verdenius 1985, 33 on Hes.Op.32 notes that the “goddess was believed to be present in the corn
[grain], just as Hephaestus was thought to be present in fire”, countering the view that this reference should be
understood as ‘metonymy’.

130 Thuc.1.11.1-2; Isoc.Orat.7.44; Xen.Oec.6.19.

131 Arist.Pol. 1258b.

132 Hes.Op.403-9.

133 Xen.Oec.4.4, 5.1-2, 16.4; Pomeroy 1994, 47, 51.

134 Dem.13.30-31.

135 P1.Soph.219b.
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4dehon a nurse for children, a housekeeper, a helper, a guardian, a daughter, a sister.”'3¢ In
Aristophanes’ personification of the noun cultivation, she becomes the associate and signifier of
Peace. This association reveals that the practice of cultivation and the ability to perform
cultivational tasks mark periods of peace. The implication is that during periods of war,

Cultivation and Peace are absent or limited in their appearances.

Crop-growing (meputevpévn) is mentioned indirectly, and particularly in regards to women in
their collection and harvest of the plant matter. A goddess highly influential over this sphere of
activity is Demeter.!3” She has power over the earth but she influences primarily crops, such as
grains.!3® Harvest rituals and festivals demonstrate the centrality of crop-growing and cultivation
to ancient Greek culture and society. The Haloa involved the ‘threshing floors’, though there is

no consensus on the cultivation purposes of this festival.!’

The other word mentioned above, &pyov, and its related words (épyacia) and verb

140 can be used to refer to the physical labour or work associated with cultivation.

(epyalopar),
I'ewpyia should be viewed as the category in which nouns such as €pyov belong. It is notable that
gpyov and yewpyio are often translated as farm or farming, and their meanings in modern works
appear interchangeable. In one way, they both represent work and labour in a specific space and

sense. However, the words are clearly distinct, as illustrated in this extract from Xenophon:

duvoui oot tov Mibpnyv,

Otavrep VywWive, unrorote deumvijcat Tpiv IdpdGL ) TOV
TOAELKADV TL T} TOV YEOPYIKDV EPYOV LEAETAV 1) Gel EV Y€
T1L PIAOTILOVUEVOG.

I swear to you, Mithras, since I am healthy, never have I ever made a
meal before I have sweated over the labours of war or cultivation; I
have always, in some way, given attention to something earnestly.'*!

136 Ar.Frag.305 (Stobaeus 4.15).

137 Ar.4v.580 (though Aristophanes is mocking the existence and powers of Demeter); Xen.Mem.3.3.9; Eup.Fr.196
refers to “XAon Anpnmnp Green Demeter”; Eur.Bacch.275-77, who connects her to the earth and the growth of
grains.

138 Greek Anthology 9.89.

139 Dillon 2004, 120-22; Nixon 1995, 104-5.

140 See the discussion of dypog above.

141 Xen.Oec.4.24-25.1. According to Pomeroy’s commentary on Xen.Oec.5.1, which contrasts with the current
reference, Xenophon offers a far more optimistic view of cultivation in comparison to the Hesiod’s, the latter
arguing that the cultivator must work especially hard to make earth yield her crops. However, clearly Xenophon
indicates that cultivation requires hard physical labour, since he notes his “sweating over labours of war or
cultivation” in the above extract.
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Xenophon’s privileged socioeconomic position is identifiable in this example, as his
involvement with cultivation is a choice. Unlike those he likely has for the strenuous physical
labour,'*> Xenophon is in a position of advantage from which he can choose to involve himself
in a task or delegate to another. He can choose to manage his own estate as an oikdévouog, or
appoint an estate manager.'*? Xenophon privileges those who are estate managers and cultivators
as among the bravest and loyalest of citizens because cultivation involves living outside of the
city, away from the majority."** Xenophon’s purpose of highlighting the value in estate
management and cultivation is due to his attempts to legitimise and promote his own choice to

purchase and manage his own estate.

Hellenistic:

In Hellenistic evidence, historians, poets and playwrights use yewpyio and its derivatives for
cultivation and associated activities.'*> For example, Menander uses the verb yeopyéwm in
reference to activities in the &ypoc field.'*® In the late Classical-early Hellenistic works of

Theophrastus, the word yewpyia signifies cultivation.'’

He uses the word katepyacia, which,
like yewpyio, signals the activities of working the land.!'*® Theophrastus indicates that cultivation
is the process through which wild varieties become domesticated,'* but notes that some
domesticated plant species do not thrive under the constant care of cultivation.!>® In a fragment
attributed to Heracleides Lembos, the writer details that in the country of Athamanes the women

take care of cultivation, while the men pasture the livestock.'>!

There are differences between the Greek yewpyio and the modern English denotation of work
and activities associated with cultivation. Historians interpret the word yewpyia in ancient texts
as agriculture or horticulture. However, using these modern words is contentious because ancient
Greek does not have strict, separate words for agriculture and horticulture and their methods, as
English does. Rather, the evidence provides a basis for a more general interpretation of yewpyia
as cultivation. For example, Theophrastus, referencing Hippon, states that a plant is considered

cultivated if it has received attention. Though he says that not all plants or animals should or can

42 Xen.Vect.4.5.

43 Xen.Oec.1.1-3.

144 Xen.Oec.6.10.

145 Hecat.Abd. BNJ 264.F25.21.11 (Diod.Sic.2.1.11); Megasth.Fr.35.6-8; Polyb.2.17.10.
146 Men. Georg.35.

147 Thphr.Caus.pl.3.2.1. Theophrastus also uses the participle form yeopyodpeva of the verb yewpyém when
discussing cultivation (Thphr.2.14.1).

148 Thphr.Caus.pl.3.1.5, 4.9.11.

149 Thphr.Hist.pl.3.2.2.

150 Thphr.Caus.pl.3.1.6.

151 Heracleid.Lemb.F7.53.
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be tamed, only those which live with humans and can be tamed are the cultivated types.!> It is
less contentious to translate yewpyio as cultivation, because it avoids the connotations that

modern words, such as agriculture and horticulture, convey.

YE®PYOS, -0V, 0: cultivator

Archaic

Like yewpyia, yewpyog first appears in late Archaic evidence, with no extant source utilising the
word prior to Aesop. The word denotes a cultivator, though in an example from Aeschylus, the
poet differentiates yewpyol from dumelockdpotl vine-diggers and a mown\v shepherd.’”>3 This
differentiation is interesting because evidence from the Classical period consider these three
roles within the sphere of a cultivator. In terms of crop-raising and vineyard work, Aesop

describes yewpydg, who wishes to pass on his knowledge of cultivation to his children:

avnp YEOPYOS LEAL®VY TEAELTAVY Kal BOVAOUEVOS TOVC
avtod moidac Sumeipovg sivon TG yewpyiog peTaKaAesae-
VOG aDTOVG EQ1 “TEKVia, &V QL TOV QUTEA®V pov Oncav-
pOC amdkettal.” ol 6& HeT TNV o TOD TEAELTNV DVvag TE
Kol €0 AafoOvTec Tacay avT®dV TV yempyiay dpvEav.
Kol TOV pgv Oncoupdv oy edpov, 1) 8¢ Sumeloc ToATAAGImG
TNV QOpaY avToig Amedidov.

0 Mdyog onot, 8TL 6 Kapatog Onoavpds €6TL TOIG AvV-
Opomotg.

A man, who was a cultivator, being about to die and desiring that his
children be experienced in cultivation, summoned them, and said,
"Young ones, there is treasure buried in one of my vineyards.” After his
death, they took his plough and two-pronged forks and dug up all of his
cultivated land. Though they could not find the treasure, the vineyard
yielded produce to them frequently. The story shows that produce is
treasure to people.'>*

Although the man in this fable refers only to the produce of his vineyards, this does not change
the use or meaning of yewypog. It is a useful example because it notes that an area under the care
of a cultivator is a vineyard (Gumelog), the tools used in cultivation (bvig plough and dikeila
two-pronged fork), and that yewpyio encapsulates the activity and knowledge are Aesop’s

example shows clearly the link between yewpydg and yewpyia, the person and the practice.

152 Thphr.Hist.pl.3.2.2.
153 Aesch.Fr.46a.18-19.
154 Aesop.42 (494 Gibbs).
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Classical

In the Classical period, yewpydc is someone whose work and activities are concerned with
cultivation, such as crop-raising, livestock and bee-keeping. Epigraphic evidence attests to the
existence of yewpyot in this period.'>> As I translate yewpyio as cultivation and considering that
the verb yewpyéw is to cultivate or work at something, I interpret yewpydg as cultivator. A similar
word that appears in Xenophon is épyaléuevoc, translated as cultivator.'>® Aristotle divides
yewpyio into three categories (crop-raising, livestock and bee-keeping).'>” Thus, it is logical that
vempyog has knowledge and experience in these three categories. Ancient evidence suggests that
people could specialise in different areas of cultivation, as there are references to bee-keepers,

cultivators, gardeners and shepherds, and the laws that govern them.'>?

Cultivators grow different plant varieties. A cultivator in a fragment attributed to Aristophanes
refers to his cultivation of all kinds of fig-trees, except Laconian.'”® In reference to the careful
storage of harvested crops, Xenophon claims that a cultivator (yemypdc) must have precise
organisation at all times. In his example, he refers to a disorganised cultivator who has stored
barley, wheat and pulse all in the same storage vessel, and must pick out the barley grains when
he wants to make barley-cakes.'®® Plato asserts that a serious cultivator understands and follows
the rules of cultivation because he desires his crops to reach maturity and does not do it only for
enjoyment.'®" One fragment makes note of a cultivator who enjoys his work,'®? though it is
expected that the work is still undertaken seriously. Theophrastus describes the methods through

which yewpyol cultivators propagate date palms.'%3

The Phaedrus cultivator is respected for his
knowledge in much the same way that the expert bee-keepers and gardeners are in Theophrastus,

Aristotle, Plato and Aesop.!®* Other knowledge includes proper ground preparation before and

155 Cf. IG 1121191 (PH3406), 321/20 B.C.; I Eleusis 95 (346555), 321/20 B.C.; Rhamn. 11 3 (PH308909), 268/267
B.C.; SEG 24.154 (PH292111), 265/64 B.C.; IG XII, 9 191 (PH80772), late fourth century B.C.; SEG 20.317
(PH303486), mid-second century B.C.

156 Xen.Oec.5.2.

157 Arist.Pol. 1258b.

158 Pl.Leg.842c-d.

159 Ar. Fragment 108.

190 Xen.Oec.8.9: “.. 1\ & draio Spotdv i pot Sokel eivon

olovrep el yepyodg opod Eupaiot kptdig kai mupovg Kai

dompia, kémerta, Onote déot fj palng i dptov §| dyov, dwo-

Aéyewv d€o1 anvT@ Avti Tod Aafovta duukpwnuévorg xpfiobot. If T imagine disorder it is someone like the cultivator
who has put barley and wheat and pulse in the same place, then, when he needs to make cooked barley-cakes, he
must pick them out instead of finding it carefully arranged to be used.”

161 P].Phae.276b.

162 Ar.Frag.100.

163 Thphr. Hist.pl.2.6.2.

164 Thphr.Hist.pl.7.2.5; Pl.Minos.316e; Aesop.32; Arist.HHA.627b.
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after the seeds are sown,'®

and the breeding of animals that can be used in religious sacrifice and
for a cultivator’s own personal use.!®® It is interesting to note that yewpydg is separate to
knmovpdc, even though they might grow the same plant types and possess the same expert

knowledge of and serious attitude towards crop-raising (me@utevpévn).

In Classical evidence, there are other words that denote cultivators, and authors use the word in
different ways. For example, in Euripides’ play Electra one of the characters is avtovpydg.'¢’
This adjective is similar in its denotation to yewpyog, though a person labelled with this word is
noted as one who works the land themselves. In another derivation of yewpydc, Xenophon uses

the word yewpywdtatov for a cultivator.'6®

In fragments attributed to the fourth century
chronographer Ephoros, he uses the word as a label for a group of people. He calls them

‘Georgians’ because they are the cultivators and the people who work the earth.!®

Hellenistic
The denotation of yewpyog in Hellenistic evidence remains consistent with the Classical period.

The word and other derivative words signify a cultivator,'”’

a person who tends and harvests
crops and prepares the earth of sowing.!”! One such word that is derived from yewpydc appears
in the poetry of Callimachus. In his Aetia, the poet mentions a ygopopoc (yeopdpog) digging the

seed furrows.!7?

Historians, in their interpretations of the word yewpyog, use farmer as the word they consider is
the closest English language equivalent.!'”? Certainly, farmer fits the ancient practice of
cultivation, as one who “farms; someone who cultivates land or operates a farm.” However, to be
consistent with my translation of yewpyia, I translate yewpyog as cultivator. In part, this decision
relates to the deliberate avoidance of the English words including horticulture and agriculture, in
favour of a more neutral word. My interpretation of yewpyog as cultivator is methodological, as
it is a way of highlighting the linguistic connection between yewpyia and yewpyodgs, as cultivation

and cultivator.

165 Aesop.42.

166 Xen.Oec.4.25.

17 Bur.EL1.

168 Xen.Mem.3.3.9.

169 Ephor.BNJ 70 F158.

170 Hecat. Abd.BNJ 264.F25.28.5 (Diod.Sic.28.5); Bato.Fr.2.11; Posidipp.Ep.22.2.

17V Arat.BNJ 231 F1 (Plut.Agis.15.2).

172 Call.4et.22.

173 E.g. translators/historians of Aesch.Fr. 46a.18-19; Ar.Eccl.198; Aesop.42 (494 Gibbs); Arist.Oec.1349a to list
only a few.
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Kijmog, -ov, 0: garden

This noun is interpreted as garden, though it can mean orchard, plantation or enclosure. Kfjmog is
consistently used from the time of Homer down to the Suda.'’ The word appears frequently in
epic, lyric poetry, comedy, and geographical and travel writings, and in documentary evidence
including inscriptions. As the evidence below shows, kfimot in Archaic and Classical periods are
often attached to a house, which the household utilises. I consistently translate kfjmog as garden
because poets use other words, such as dypog, dAwn or dpyatog to denote fields, vineyards

and/or orchards.

Archaic
According to the TLG, the earliest appearance of kfjmog is in the [liad:
UKoV 6" ¢ ETépwaoe kapn PaAev, j T &vi KO,

Kkapr® Pplopévn votinoi te slopvijowy,
O¢ ETEPWG. NUvoe kapn TANKL BapvvOgy.

Like a poppy when it casts its head to one side, heavy with seed, in a
garden with spring dampness, so he bowed his head to the side weighed
down with a helmet.!”

The poet describes an image of kfimog that is presumably relatable to an ancient audience.
Similar to orchard harvest scenes,'’® this Homeric garden exists at the “interpenetration of the
mythical and the realistic.”'”” Though this is not a real, physical garden, the imagery of the
kfnog recalls similarly idealised imagery in other evidence from this period.!’”® The garden in
this extract has specific temporal characteristics. The poppy with its full head of seeds reflects
the garden’s thriving vegetation, and the moisture of springtime (€apwvog) conjures images of
other sensual, blossoming metaphorical gardens and landscapes.!” Here, the poet uses kapmog
for the poppy’s seeds, the same word for fruit and crops.'®® The connotative image is a garden or

field growing much produce.

174 Suda s.v. 008" &v cehivoig (omicron,808). A cognate word for garden is xfimevpa. See Ar.4v.1100 in reference to

the Graces’ garden.
175 Hom.11.8.306-308.
176 See Chapter Seven.
177 Lewis 2002, 3.
178 Other similar settings are described in Sappho (Sapph.96.11), Pindar (Pi.Pyth.4.255.) and the Homeric Hymns
(h.Hom.4.96, h.Hom.30.14).
179 For example, Ibyc.5-6.4 (see Chapter Three), or Calypso’s grassy, moist meadow in Hom.0d.5.72-73 (see
Chapter Four).
180 F.g. Hom./.6.142.
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There are other examples that describe kfimog as a space that is influenced or shaped by human
activity, where one expects to find or actually finds plants and crops. Plants that grow in kfjmwog
include trees, vines, flowers, herbs or vegetables, as they do in the gardens belonging to Laertes
and Alcinods and others.'8! Kfjmor have a water source or sources, such as a spring that runs

through or is directed into other areas using methods of irrigation.'8?

The arrangements and purposes of gardens vary in the ancient evidence. Influences such as land
topography, the types of plants grown, what is required of the space and personal preference
account for the differences in the arrangements. Compare three garden spaces mentioned in the
Odyssey: Alcinods’, Laertes’ and Calypso’s. Alcinods’ and Odysseus’ gardens are designed to
support large households, including slaves, the rulers and their families and guests. These

183

gardens are connected to the identity and reputation of the owner, ®> and they feed and nourish

households. Their fundamental purpose is for cultivation. The purpose of Calypso’s nymph

4

garden relates to her status as a nature deity.'®* Calypso’s garden concerns pleasure and

sensuality, and it is enticing and sensual like its owner.

Archaic evidence demonstrates that the owner/user of the garden determines its variety,
denotation and purpose. An example of a space that communicates features of kfjmoc, but is

without the specific word, is Calypso’s nymph-garden in the Odyssey. As Larson argues,

...to the Greeks, a “garden of the nymphs” was a space intermediate
between the untamed wild and the carefully tended field of grain or
pruned orchard. The garden might exhibit signs of planned
improvement, such as a built fountain, but it was ideally a natural spot
that already serendipitously possessed everything needed to appeal to
human tastes and comforts...!°

Uncovering information about xfjmrot unearths details about ancient irrigation and water systems
employed in gardens. As expressed in metaphor, an extract from the //iad describes how a man

creates irrigation channels for conducting water through his garden:

WG 0" BT avnp OXETNYOG GO KPVNG LEAAVHOPO (AL PLTA KOl KHTTOLG

181 T aertes” well-ordered «fimog, including his éAwn in Hom.Od.1.193, 4.737, 24.221, 335-344, and 8pyatoc in
Hom.0d.24.222, 244-45; Alcinods’ kfjmog, in which his 8pyatog (fruit tree orchard) and dlon (vineyard) are
situated in Hom.Od.7.112-32. Other examples include Hom.//.8.306-8, Eur.EL774-98, and Dem.50.61.

182 Hom.1[.21.258-62; Ibyc.5.1-7. Thphr.Chr.20.9; Agora XIXL 4b; Diod.Sic. 5.42.6, 43.2, 2.10.1-6; Dem.50.61.
183 Hom.0d.7.112-132; Hom.Od.24.336-344.

184 Hom.0d.5.55-80.

185 Larson 2007, 59.
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Vo0l POV NyEHOVEDT XEPOT LAKEALAY EY®V, AUdpNC €& Exrota PAAL®V:
10D pév 1€ TPOPEOVTOC VIO YNPidec Bmaco dyAsdvar 1o 8¢ T MK
KkatelPopevov keAapOlel YOpw Evi TPoaAel, POAveL 0€ T€ Kol TOV
dyovta-...

Like a man using a conduit to direct water from a spring of black, deep
water towards his plants and gardens, using a pick to lead the spring
water stream, clearing out blockages from the water channel, so that all
the pebbles are swept along with the flowing stream. Swiftly his
flowing water babbles down to a sloping section, arriving first before
the guide...!3

This extract provides a reference for garden tools and to the natural slope and topography of a
garden. The gardener relies on a natural spring, which he directs via irrigation through his

garden.

Classical

In Classical evidence, kfimo¢ describes a space where xapnoi and plants grow,'3” which are
owned and used.'®® In the evidence, the ownership of sanctuary gardens, private gardens or
estates is expressed or indicated through the references to an individual’s name and words like
tépevoc, tomoc and ywpiov,'® and &poc marker stone or boundary."® In inscriptional evidence,
there are oikia houses with their attached kfmot that individuals have dedicated to gods.'”!
Owners make use of checkpoints, doors or guards to signal ownership of an area.'®> The
vegetation and produce growing in sanctuary gardens is to remain unharvested or used in
dedications and projects for the god’s sanctuary, unless permission is given from the council to
do otherwise.'”® Without any explicit borders such as aipociai walls or terraces, poets indicate
ownership through the restriction of access in other ways.!** An interesting example of naturally-
formed boundaries is the Garden of Hesperides, as recorded in the Perip/us of Scylax in the fifth

or fourth century B.C.:'%

186 Hom./1.21.258-62.

187 Thphr.Hist.pl.1.2.2.

188 P1.Criti.112c; Pl.Leg.842e.

189 1G IV 659/PH28178; IG 11 1596/PHI3860; 1G 1122721/PH4972; P1.Sym.203b; Soph.Fr.11.8.956.
190 1G 112 2761/PH5013; Agora XIX H84/PH232560; Antiph.P16. 834A-B ((# DK) Ps.-Plut.Vit.10.Orat.833D-F);
Arist.Ach.719.

191 1G 1I? 4969; Rationes, Stele 3

192 Dem.47.53; Pl.Leg.347a.

193 Dillon 1997, 17-18.

194 Thphr.Chr.10.8; IG X.21608(PH137795).

195 Sey. Fr- 108.27-45.
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"EoTtt 8¢ TOmog Babic opyvidv ), AmOTOUOG
KOKA®, 00dapod Eyov Katdpacty: €0t 6& dVO oTa-
Slov mavtoyd, ovx Ehattov, Ebpog Kol pijkoc. OVTOC
€0T1L 6VOKL0G OEVOPECIY EUTETAEYUEVOLS €V AAANAOLS,
®¢ OTL LAMOTO TUKVOTATOLG.

There is a place that is eighteen rods deep, cut off in a circle, and is
accessible to none; it is no smaller than two stades on each side, in
width and length. This garden is closely-shaded from very thick trees
entwined around one another.!%®

“Amdtopog KOKA®” interpreted as cut off in a circle (lines 27-28) shows that there are boundaries
marked without the description of human-made structures such as fences or walls. That it is
“accessible to none” (line 28) implies the boundaries are controlled and defined. The trees are a
main feature in the garden’s privacy, their entwined nature forming a barrier. Vegetation that
grows in garden spaces includes the edible and non-edible, though Scylax lists many varieties of

edible produce in this garden:

Ta 6évopa €oti AwTog,

unAéon Tavtodamal, poai, Gmot, LpaikvAio, GUKA-
pwa, Gumedot, popoivat, daevat, KiIeooc, Eaiat,
KOTIYVOL, GpLYSOAOL, KOPOOL.

There are lotus trees, fruit trees of every kind, pomegranate trees, pear
trees, strawberry-trees, mulberry trees, grape-vines, myrtle, daphne
(laurel), ivy, olive-trees, wild olive-trees, almonds, nut-trees.'®’

The poet imagines the garden of Hesperides as part of a city and harbour located at the most
western part of the Cyrenean district in Libya, North Africa.'”® It is a place that excites the
audience with its wide range of fruits. The poet presents a fantasy garden, in which “fruit trees of
every kind” grow,'®® which shares similarities to a nymph-garden that is designed to cater for

human desires and tastes, 2°° or to Alcinods’ thriving garden on Scheria in the Odyssey.?"!

196 Scy.Fr.108.27-31.

197 Scy.Fr.108.35-38.

198 Pliny also supports the location of Hesperides in Libya. Plin.HN.5.1.3:

... ibi regia Antaei certamenque cum Hercule, et Hesperidum horti.

... this was the site of the palace of Antaeus and the scene of his combat with Hercules, and here were the gardens

of the Ladies of the West. (Rachkham 1942). Pliny also refers to poplar trees growing in the garden
(Plin.AN.37.11.39).

199 See Chapter Seven for the an analysis of pfjiov.

200 T arson 2007, 58.

201 Hom.0d.7.112-32, which is described as a gift from the gods.
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Timaeus, whose fragmentary writings are dated to the fourth or third century B.C., speaks of a
fertile island near Libya’s west bank, which is similar to Scylax’s description of the Garden of

Hesperides:

... kot yop v APpony ketton pev medayio vicog

a&ohoyog [pev] Td1 peyébet, keyévn 6& katd TOV dKeAVOV, Améyet [O€]
AV Ao THS APOMG UepDY TAEOVOV, KEKALEVN TPOG TNV dVOV.
(2) &xe1 0€ yOPOV KAPTOPOPOV, TOAMY LEV OPEVIY, OVK OAIYNV OE
1ed1600 KAAAEL SLOPEPOVGAV: SLOPPEOLEVT] YOP TOTOUOIS TAWMTOIG, EK
TOVT®V APIEVETAL. KOl TOAAOVG HEV EYEL TOPAGEIGOVE KATAPVTOVG
TavToiolg 0evopest, TAUTANOETS 08 knmeiog StEUUEVOS DG
YAVKEGIV: EMOVAELS TE TOAVTEAEIG TOIG KOTAGKEVAIG VTAPYOVGLY €V
AT, Kol KOTO TOG KNTENG KOTEGKEVAOUEVA KOOOVIoTHPLO TV
316001y avOnpay Exovta, £v 0i¢ o1 KaTouodVTeS Katd ThHv Ogptviyy dpav
EvolaTpifouat, doyIA®dS THC Y®PAG YOPNYOVoNG TA TPOG THV ATOANLGLY
Kol TpLPNV.

... Downstream of Libya’s west bank on the Nile, near the sea, is a
great, important island. It lies a few days’ ocean voyage away from
Libya, towards the west. It has fruitful lands, which are mountainous,
and flat fields of exceeding beauty. Through it flow rivers, fit for
sailing, from which water is irrigated. It bears many pleasure gardens
full of plants and all sorts of trees, divided by streams of sweet-tasting
water. Extravagantly constructed houses are set out here; the gardens
are equipped with banqueting houses amidst flowers. Throughout
summertime, people spend time in this planted space, which is well-
supplied for pleasure and luxury.??

Timaeus and Scylax place the Garden of Hesperides near or part of Libya, and remark on the
Garden’s luscious vegetation. There is an abundance of trees, lush plant growth and the garden’s
close proximity to water. Although Scylax is the only account to refer to the measurements of
the garden, the large size is implied in Timaeus. Aside from the variety of trees, Timaeus
mentions other plants growing, such as flowers.?> Pliny, albeit writing about the garden six
centuries later, recalls the growth of the laserpitium spice in the Garden, known to the Greeks as
silphion (cilhp1ov).?** The main purpose of the garden of Hesperides in both accounts is that is a
place designed for pleasure and luxury, as indicated in the references to banqueting houses in

Timaeus’ fragment and the abundance of fruit varieties in Scylax’s account.

202 Ti Fr.164.19.1-2 (BNJ 566.F164).
203 Ti.Fr.164.19.2 (BNJ 566.F164).
204 Plin. N, 1915.
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Restricted access to produce and space is a feature noted elsewhere about gardens. Theophrastus
writes of a man who is protective of his garden including the fruit that has already fallen to the

ground:

Kol 00K av €000t 0VTE GUKOTPAYT|GOL EK TOD aTOD KoL 0UTE 10 TOD
avTod dypod Topevdijval obte Ehaiov §| Poivike T®V YOUOl TENTOKOTOV
averéobat. kail Tovg Opovg &’ émokomeicHal donuépat i StapéEvovoty ot
a0Tol.

And he does not permit anyone to eat the figs from his garden nor go
through his field nor pick up purple olives that have fallen down on the
ground under his olive tree. And he inspects his boundaries daily to
ensure that they remain the same.?%3

Ownership of the produce extends to the fruit that has fallen and that which is still to be collected
and harvested. The produce is intended for the owner and he decides by whom and how the
goods are consumed. The strict control of the space, including checking that the boundaries have
not been moved, supports other sources regarding disputes over land ownership due to
repositioned boundary stones.??® Around the property the boundaries are physical elements and
are intended to be permanent, though it seems they cannot be permanently fixed. In conjunction
with the sources of the garden of Hesperides, Theophrastus as evidence supports the importance
of boundaries surrounding a person’s land and garden. Though in Theophrastus, these
boundaries are marked by human-made structures. Note the use of knmog rather than dlmn
(orchard or vineyard), dpyaroc (orchard) or dAcog (grove) in the text above to describe the space.
There is no mention of any other plants, though this possibility cannot be discounted. The
significance for the study of kfjmog from this example is that a garden contains a variety of plant
types and the careful use of kfimog highlights this feature. If Theophrastus intended to speak of a
specific area of the garden (such as orchard or vineyard) it is likely that he would have used the
word particular to that area. The use of kfjmog in this example shows that the word encompasses

the entire space, which could consist of other areas (such as dlm1| or dpyotoc).

Some of the smallest spaces for growing plants are labelled as xfimol. Examples of these tiny
gardens are the fragmented pots used in the Adonia, a festival for Aphrodite and Adonis.

Theophrastus details the technique used in the gardens of Adonis for propagating wormwood:

205 Thphr.Chr.10.8.
206 A dispute involving far-reaching aipacid that encroached on the public road and risked damage to another’s field
is preserved in a speech from Demosthenes. See Dem.55.11-30, as cited and translated in Price and Nixon 2005,
666-7, 687-8.
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APpotovov 6& HEAAOV GO oTEPUATOS PAo-
otavel 1| and pilng kol mopacmtddog: YoAEndC 6
K01 OO CTEPUATOG" TPOLOCYEVOUEVOV <dE> &V
00TpaKoLg, Mdomep ol AdmVISog Kijot, Tod BEpoug:

Wormwood readily grows from seed, root or cutting—though with
difficulty from seed—and in planting it out in broken pots, just like the
gardens of Adonis during summer.2’

It is an interesting insight into the practices of cultivation and the recycling of materials.

Contrary to certain modern and ancient views that argue the gardens of Adonis are examples of

208

trivial, improper cultivation, *® Theophrastus states that using the broken pots associated with

the festival is a viable method for the germination and propagation of seedlings. Though the
Classical evidence concerning the Adonia gardens does not have a consensus view; the sources,

nevertheless, use the word kfjmog to denote these potted gardens.

Other ancient evidence demonstrates that the Greeks conceptualised the vegetal area attached to
a house as kfjmoc, which is inclusive of the property that is leased or rented out. An inscription

dated between 434-432 B.C. refers to a house and garden on Delos that were hired out:

[€v] AMAmt 8& Bovpoviav pny dpyovtog Evntépog. [ty yijv v &v
Aqhot V]

[i]epav EuicBwoay Kol TO¢ KImog Kai TG oikiag kol [ .c.4. déka &
xpOvog dp]-

[x]er ooy unv Adnvnot dpyxovtog Kpdtntoc, £[v Aot 6& — —

— -
[n]v dpyovtog Evmtépoc:

For a period beginning in Metageitnion month with Athen[ian archon---
] [in] Delos Bouphonion month of archon Eupteros. [The consecrated
land on Delos] they hired out both the garden and the house of [c.4 ten
years; first] for a period beginning in Posideion month with Athenian
archon Kratetos, i[n Delos and -----m]onth of archon Eupteros...?%

This inscription shows that the denotation of kfjmog reflects areas of land that could be cultivated,

though which possible crop or plant types are unknown.

207 Thphr.Hist.pl.6.7.3.

208 P1.Phdr.276b criticises the Gardens of Adonis, because no proper cultivator (yeopydc) would grow seedlings
using this method nor for the purposes of play or amusement. See Guzman 2014, 19-36 for an analysis of the
significance of the gardens of Adonis in relation to religious practice and women’s agency. Goff refers to the
Adonia and the germination of seedlings within this festival as “Adonic horticulture.” See Goff 2004, 59.

209 1G 12 402 Att.-stoich-. 434-432a. lines 15-18.
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Texts reveal that some gardens rely on different forms of water and irrigation, such as natural
(rain water, free-flowing and undirected springs) and irrigated (from springs) for the feeding of
crops. Water is a precious commodity during the Classical period.?! Some texts show that the
reliance on natural or irrigated water sources can have disastrous situations if the water runs dry.
For example, Demosthenes refers to the period during which his household experienced hardship
and illness that extended even to his estate. The ill-health of his family is reflected in the state of
his land. He speaks of the spring that ran dry, “®dote unde Adyavov yevésOau v 1@ KMmw, so that
not even a vegetable grew in the garden.”?'! Water for the purposes of cultivation is under strict
protection in Plato’s Laws. He explains that water is the most important substance in the care of
a knmeio garden, a derivative noun of kfimoc. It is a substance that is easily corrupted by ill-
intentioned magic and substances (pappakeio), hence it requires legal protection.?!? Plato and
Demosthenes demonstrate that water is highly valued for the nourishment of plants in kfjmot in
the Classical period, but that its absence and corruption are damaging and harmful for the garden

and the owner.

Hellenistic

Hellenistic evidence denotes kfjmog as areas that grow plants and produce.?!3 The third century
historian Silenos, cited in Athenaeus, states that there is a moAvteAg KTmog expensive garden
near Syracuse. It is named MvdBoc, which implies that it is a place for conversation and leisure
rather than productivity. This appears to be the way that the garden served the Syracusan
Baciiedg Hiero, as Silenos says Heiro used it as a place for conducting his business.?!'* Another
poet, Machon, preserved in Athenaeus’ collection, describes that Euripides is discovered in a
garden with his writing tablet and stylus. There is no mention of the vegetation, only that the
playwright is using the space to work.?!> There are gardens that exist as metaphors in Hellenistic
poetry. For example, Moschus uses a kfjmog with its perennial herbs and plants to illustrate the
sadness and finality of Bion’s death in his Lament for Bion.?'® Such metaphorical use of gardens
is similar to Ibycus’ “TlapOévav kfimog garden of Maidens”, though Ibycus’ has sensuality and

sexuality as its inherent meaning.?!’

210 Thphr.Chr.20.9; Agora XIXL 4b.
21 Dem.50.61.
212 Pl.Leg.845d.
213 Nic.Fr.74.54; Heracleid.Lemb. BNJ 369A.F1.21; Eratosth.Cat.1.3.11.
214 Silen. Fr-.8 (Ath.12.542a).
215 Macho.Fr.18.402-405 (Ath.13.582c).
216 Mosch.Ep.Bion.99-104.
217 Ibyc.5-6.4. See Chapter Three.
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Post-Hellenistic evidence reveals interesting insight in the denotation and design of kfjrot. In his
detailed description of the Hanging Gardens of Babylon, Diodorus states that moapddeicot
pleasure gardens of Babylon have irrigation techniques that mechanically pump and direct
water.?!8 This kind of garden differs from xfjmoc in purpose and impact. Bremmer suggests that
the preference for mapdadeicoc over kfimog in Persian royal settings is the apparent desire to
reflect an extravagant ‘paradise’ space that has less to do with productivity and practicality, and
more representative of “the world of wealth, leisure and luxury”,?'? as well as biblical links to
the heavenly paradise Garden of Eden.??° Bremmer finds that Hellenistic royal gardens, though
somewhat influenced by Persian royal gardens, were “less wild than their Persian predecessors

but more wooded than their later Roman descendants.”??!

There is an entertaining, late antique example of a garden from the Suda. It is an expression that
utilised the arrangement of gardens to describe those who were hesitant in making a start in their

affairs:

OVd' év GeLivolg: €l TOV UNdE TV ApyMV TEPOUKOT®V. ATO TAV €1G TOVC
KNOLG 10VTOV: €M yap TO GKPA, TOVG AEYOUEVOVS TEPIKNTOVGS, GEAVOL
Kol myava kotepiTevoy. Boddeton ovv Adyety 1} mapotpio, oBmTm 0VSE
apynVv €xelc Tod TPaypaTog: Kabamep 00dE ol &v TOIC KNTOLG Eic1OVTES &V
TOIC GEAVOLG Eloiv.

Not even among celery: about those who have not made a start. Of those
who go into the garden: for near the edge, in the so-called garden
surroundings, they used to grow celery and rue. Certainly, as the
proverb suggests, you are not even making a start in your affairs, just as
they who are entering into the garden are not yet among the celery.???

The Suda is referencing and explaining an expression that was known from Aristophanes’

Wasps.?*3

There are points of conflict and similarity between ancient denotations of kfimog and modern
English definitions of garden. Two dictionaries, Barnhart and Partridge, that are concerned with

the origins of words, traces the origins of the noun garden to the Old French gardin, Old High

213 Diod.Sic. 2.10.1-6.

219 Bremmer 2008, 54.

220 Bremmer 2008, 52-54.

221 Bremmer 2008, 53.

222 Suda s.v. 008" &v oehivorg (omicron,808).

223 Ar.Vesp.480:

“000¢ UV 008’ €v oEAVE® GoDOTIV 00’ &V TNYAve: TodTo Yop ToperParioduey TOV TpLryovikov Endv. You are not
even in the celery nor in the rue—we will add this in from our many expressions.”
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German garto, and modern German Garten, Old Saxon gard, and Old English geard, with all
words meaning enclosure.>** Another source defines the noun as, “a plot of ground devoted to
the cultivation of useful or ornamental plants; a piece of ground, or other space, commonly with
ornamental plants, trees, etc., used as a place of recreation: a botanic garden, a roof garden; a
fertile and delightful spot or region.”?>> Much like the Greek kfimog, these definitions capture the
multiple uses of a space designated as garden, which shows that a garden can function in many
different ways that include productivity and recreation. They imply that it is a set or defined area
of ground or space, reflecting the etymological origins of the word. Modern gardens as areas for
plant cultivation are defined in other social and cultural words. In some works, gardens are
“battlegrounds for elite factions” and can be studied as “complex works of art”, as well as living

art forms.22¢

Scholars offer definitions that are based on or are influenced by the gloss above, with slight but
often significant deviations or differences in their interpretations of ancient gardens. These
contemporary glosses, which encompass ideas of modern and ancient gardens, are illuminating.
In one denotation of a garden noted in Chapter One, Jones states that the definition is “variously
based on the scale of cultivation, the methods employed or the crops grown”, such crops
including vegetables, fruit, root crops and herbs.??” The significant point in Jones’ considerations

of gardens in Britain is gained through the crops:

...based largely on the crops that are cultivated in gardens today or in
historical periods... Gardens in this sense of the word make their first
definite appearance in Britain during the Roman period.??8

The type of garden that Jones is interested in is the “horticultural” garden (meaning intensive

garden cultivation and practice) and the remains in archaeology.??® Citing Leach in her

conclusion, Jones presents the argument that crop type does not represent the type of garden

practice used. Though focusing on the horticultural garden, it appears Jones places this type of
» 230

cultivation within the general “history of agriculture”,~” which suggests that horticulture is

viewed as a sub-field. Other historians focus on the boundaries of gardens. Fundamental to

224 Barnhart 1988, 422; Partridge 1966, 246-7.

225 “garden” s.v. M.D. online, 2016.

226 Conan 1999, 2, 4-5; Duncan 1990, 11. For a thought-provoking discussion on the meaning of gardens as art-
forms and the ways in which society prescribes meaning to spaces, see Ferrari 2010, 33-45.

227 Jones 2005, 165.

228Jones 2005, 165.

229 Jones 2005, 165.

230 Jones 2005, 174.
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Miller and Gleason’s definition, gardens and fields are bounded and cultivated.?*' To Osborne,
gardens are “in essence artificial, man-made, and constantly being remade by man”, they are
bounded, “and distinctly not for animals... [and] were essentially productive;”?*? gardens are not
agricultural.>3* Essential to the above definitions are two features: gardens are defined by

boundaries, and they are created and cultivated by human hands.?3*

Cook’s analysis and re-classification of Alcinods’ kfjmog as a farm exemplifies the influence of
modern denotations of garden and farm on the evidence.??® In his analysis, Cook refers to
Alcinods’ large garden as a working farm with a vegetable garden.??® The current English

definition of farm is,

A tract of land or water devoted to agriculture, or some other industry,
especially the raising of livestock, fish, etc.; the system, method, or act
of collecting revenue by letting out a territory in the districts; the rest or
income from leased property or rights such as lands or revenues; to raise
(livestock, fish, etc.) on a farm.?*’

The use of farm in Cook’s interpretation only partially fits the description that Homer provides
of Alcinods’ estate. I argue that it should be classified as a garden because line 129 refers to two
springs, one of which “dva kfimov drnavto okidovoto runs throughout the garden spreading over
everything.”?3® Kfjmoc refers to the entire section of cultivated land that is closest to the house. It
is a useful example of a large garden, using intensive cultivation practices. Typically intensive
cultivation, such as Alcinods’ garden, is a significant form of food production that “is capable of
supporting individual households” and is marked by a high yield of production per unit area of
land.?*° From the description in the Homeric epic, it can be assumed that Alcinods’ household
receives a high yield of produce from the garden, as other factors including climate and irrigation
suggest its high productivity. As Homer calls Alcinods’ space a «fmoc, it is appropriate,

therefore, to label the space as a garden, and not a farm. However, it is reasonable to label

! Miller and Gleason 1994, 2.

232 Osborne 1992, 380.

233 Osborne 1992, 377.

234 Hunt 1999, 75.

235 Carroll-Spillecke 1992, 84 also calls Alcinods’ estate as a “farm”, as well as Laertes’ garden as a farm.
236 Cook 2004, 53.

27 “farm” s.v. M.D. online 2016; “farm” s.v. O.E.D. online 2016.

238 Hom.0d.7.129-30.

239 van der Veen 2005, 158.
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Alcinods’ entire estate (téuevoc) as a farm, of which his kfjmog and his &Aw1 are distinct areas

within it.240

The size of kfjmog impacts upon modern English interpretations of the word as garden, which is
not shared in the ancient denotation. In ancient Greek evidence, size is not an influential factor in
the classification of a space as kfimog, which is an interesting contrast with modern connotations
of the word garden. In the ancient examples, kfjwot are a range of sizes and it is not contentious
to label a space as a garden that, under modern denotation, would be classified a farm. It is clear
that even if the garden’s size is limited due to city structures, the space that surrounds an oikos,
in which one assumes plants or other organics are growing, is referred to as xfjmog.?*' This
designation is regardless of purpose (leisure and/or production).?*> Cook, critiquing
Hainsworth’s estimated dimensions of Alcinods’ kfjimog as approximately 930m?, argues that due
to the variety and amount of plants and trees referred to in the Homeric account, Alcinods’
garden must have been far greater than Hainsworth’s estimation. However, the only clues to the
size or measurements of the space are the words péyag meaning ‘large’ or ‘great’ and

tetpdyvoc—which has no firm definition?*3>—that qualify the dpydroc.

KNmovpog, 0: gardener

In a literal sense, the word knmovpog denotes a garden-keeper, which is interpreted as a
gardener.”** Thus, the word could refer to people who are known as gardeners in a professional
or occupational capacity, as well as people who perform tasks related to the maintenance of a
garden. According to Carroll, the earliest evidence of a professional gardener is recorded in a list
of Athenian metics from approximately 404 B.C.2*> However, ancient evidence demonstrates

that gardeners and others with gardening knowledge existed prior to the Classical period.

Archaic
The word surfaces in the Archaic fables of Aesop. He utilises a discussion between a gardener
and a man to illustrate the importance of a mother’s nurturing and care.>*® In the fable, the

gardener explains why cultivated plants do not thrive as well as some wild varieties:

240 In Hom.Od.6.293, Homer refers to Alcinods téuevog and At that can be seen from Athena’s road-side grove
(&Aoog).

241 Dem.47.53.

242 P1.Ep.347a; 1G4 659 (PH28178); 1G 13 402.

243 Cook 2004, 53.

244 Aesop.32; Simon.6.1-4; Antiph.Fr.116; Pl.Minos.316e; Thphr.Hist.pl.7.2.5.

245 Carroll 2003, 85.

246 Aesop uses gardeners elsewhere in his fables. See Aesop.96.1, 190.1.
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GVNP TIC KNTOLPOV TIVO, BEAGAUEVOS TAV AoAVOV Ap-
delav molovpevov E@n mTPOg aTOV: “TAC TA HEV Aypla
QLT UNTE PVTELOUEVA UNTE Epyalopeva MPain TEPLKAOTL,
Ta 6€ TG VUMV QLTNKOMIOG TOALAKIS Enpaivetal;” O O&
KNovpOg AVTEPNOEV, “O¢ T Ayplo TOV VTV 1oOVT TH
Ocig mpovoig Epopdrat, Ta 68 iuepa VIO YEWPOS AvOpw-
mivng émuereital.”

0 Adyog dNAOT, MG KPEITTOV 1) TV UNTEP®YV AVOTPOPT)
TEPLKE TG TOV UNTPLIDV EMUELELNS.

A man was watching a gardener irrigating his vegetables and asked,
"How are the wild plants produced without being deliberately planted
and seasonal labouring, but often the vines you care for dry up?" The
gardener answered, "the wild types of plants are attended by divine
Forethought alone, but the cultivated plants are cared for by human
hand.”

The story reveals that the mother's nurturing puts forth stronger shoots
than those of the step-mother's attention.?*’

In Aesop’s fable, the purpose of the gardener’s knowledge is to communicate a moral point
about the difference between mortal and immortal influence over plants. Though the motherly
care he refers to could suggest a preference for a biological parent, this suggestion seems
unlikely. Rather, the fable seems to indicate Aesop’s recognition that the gods are infinitely
better caretakers than an experienced mortal gardener. In either case, his example is useful for
the information it communicates about the knowledge of gardeners and irrigation techniques. His
fable provides evidence that gardeners tend to different plant varieties. Though he is watering his

vegetables, the man indicates that the gardener also tends to cultivated vines.

In a poetic, metaphorical example, Simonides highlights that gardeners know how to grow

flowers, which are then used in the worship of the gods:

Z1poviong tov ‘Hoilodov knmovpov Eleye, Tov 68 ‘Ounpov
OTEQPAVNTAOKOV, TOV HEV O PLTEVCAVTO TAC TEPL DDV Kol NpdOV
pvboroyiag, TOv 8¢ g €€ avT®V cvumiééava Tov TAadoc kol
‘Odvooeiag oTéQavov.

Simonides used to say that Hesiod was the gardener, and Homer was the
wreath-plaiter, and so Hesiod planted these stories about gods and
heroes, and Homer plaited the wreath of the //iad and the Odyssey from
them.?48

247 Aesop.32.
248 Simon.6.1-4 (TLG).
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Although this source could be used in the analysis of the ancient attitudes towards different
authors, the example highlights the relationship between those who care for and raise plants and
people who transform the plants into products. It shows that poets expect audiences to know of
gardeners, as those who grow and raise plants (who may or may not be ‘professional gardeners’
in Carroll’s view),?* as well as those who perform gardening tasks like planting crops and
building garden walls.>>° If Simonides’ extract is consolidated with the other examples within
this chapter, this evidence shows that the plants gardeners grow vary in their type and use, and

cannot be neatly classified under the contemporary denotations of agriculture and horticulture.

Knowledge about garden practice attributed to gardeners is evidenced in examples where the
word knmovpdg is not used. Odysseus’ father, Laertes, and the household slave, Dolius, both
possess a similar level of knowledge as the gardener in Aesop’s fable. Odysseus tells us that his
father knew each plant by name within his garden,?3! and tends to a plant in the &Aw1} as one who
is skilled.?>? Dolius is an example of a person who keeps a garden, and whom Bowe refers to as

the first gardener “in Western literature.”?>?

He is a slave belonging to Penelope and Odysseus’
household, and maintains their garden. Specifically, he cares for the section that is qualified with

the adjective moAvdévSpeov of many trees,>>* and presumably does so alongside Laertes.

Classical

Classical evidence demonstrates that knmovpoi gardeners were known during this period.?> For
example, Antiphanes’ lost play Knmovpdg, for which we have only the title, attests to the
existence of gardeners and the use of the word to denote them.?*¢ Likewise, Hippocrates refers to

the wife of a gardener (knmovpod yvv)) who was taken ill with a burning fever.?®’

In a fragment
attributed to Callisthenes, there is a man who is a musician but had previously been a

Knmovpoe. 28

249 Socrates also mentions gardeners who are “in the business of gardens’, which I would understand as paid,
professional gardeners for hire. See Pl.Min.316e.

250 E,g. Eurymachus condescendingly offers Odysseus paid labourer’s work in Hom.Od.18.357-61.

1 Hom.0d.24.335-44.

252 Hom.0d.24.244-45 “augumodevewy dpyatov.” Note that I have translated dAwr| as orchard instead of vineyard.
253 Bowe 2010, 209. It is possible that Dolius is imagined as holding an elevated position amongst the slaves, as
Heubeck, Fernandez-Galiano and Russo 1992, 386 reflect on Dolius in Hom.Od.24.222 as appearing “here as
master of other servants”.

254 Hom.0d.4.735-7.

255 Ar.Frag.40 (Fr.697 Henderson); IG I1? 10 (PH228), 401/0 B.C.

256 Antiph.Fr.116: Knmovpog.

ZTHippoc.Epid.5.1.

258 ps.-Callisth.BNJ 124.F5.16.
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Gardeners, and those who perform garden maintenance, are respected for their knowledge of
plants and cultivation (yewpyio), though they are differentiated from yewpyoi.?>® Their
knowledge includes the manipulation of soil levels to increase the size of certain crops,”®® and
correct watering methods and amounts.?®! Plato provides details about the expected knowledge
of gardeners. Using Socrates as his spokesperson in his work Minos, Plato expects that gardeners

(knmovpoi) are experts on garden practices and the control of gardens.?%?

He expects that
gardeners can read written works about gardening (“kfmev €pyoaciog cvyypdupoata’). This
expectation that gardeners are able to read immediately excludes those who are illiterate, despite
their knowledge, expertise and experience. It could be a way of differentiating between those
who manage gardeners (who are ‘gardeners’ in words expertise and knowledge, like Plato’s
gardeners) and people who perform the physical labour of garden maintenance such as Dolius in

the Odyssey.?%3

Hellenistic

Hellenistic poets and writers use the word knmovpdg to indicate people who guard spaces in
which plants grow. They are garden-keepers in a literal sense, and their knowledge about
gardening is unknown. In Theocritus’ first /dyll, he describes the carving on a two-handled cup.
One of the images is of a little boy, sitting on the aipoocid, guarding the grapes growing in the
vineyard.?** If placed alongside the lesson in Aesop’s fable about the cultivator and his children,
it is acceptable to use this image as an example of the training children might have received
about the basics of cultivation and gardening, such as the importance task of guarding and

protecting one’s crops from outsiders.

Mythical creatures are knmovpoi garden-keepers in Hellenistic texts. In a fragment attributed to
Euphorion, the poet calls the snake that guards the golden apples in the Garden of Hesperides a
knmovpds. Though it is doubtful that the snake has knowledge of cultivation, it is a keeper of the

garden and guards the precious ypvcd pfjla.2%

The ancient denotation of knmovpdg as gardener shares similarities with the modern English

definition of gardener. The modern English definition of gardener as “a person employed to take

239 IG 112 10 (PH2228) from 401/0 B.C. lists yewpyodg and knmovpdg as separate occupations.
260 Thphr. Hist.pl.7.2.5.

261 Thphr.Hist.pl.7.5.2.

262 Pl.Minos.316e.

263 Hom.Od.4.735-7.

264 Theoc.1.45-48.

265 BEuphor.Fr.148.
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care of a garden; someone who gardens™® represents well the denotation that the sources

convey.

Aelp@v, -0Ovog, 0: meadow

The meadow is one of the most important landscapes included in this study. It is a central setting
for the activities of the female, immortal and mortal, for leisure and educational purposes, and it
is a popular motif for the poetic descriptions of female sexuality. Meadows could be sacred
spaces for religious festivals, such as the Anthesphoria,”®’ and the Meadow of Asphodel is

important in Greek religion and myth.268

Archaic
In Archaic evidence, a Aequdv is a space that is typified by grass, lush plant growth and
springs.?%® In the Odyssey, the nymph-goddess Calypso lives in a cave that has a UAn forest and

Aewdv meadow surrounding it, with four springs that provide her space with fresh water.?”°

A variety of plants and flowers grow in meadows. Calypso’s meadow grows grass, celery and
violets.?”! Other meadow flowers include the crocus, hyacinth, narcissus, rose and iris.?’?> In the
Homeric Hymn to Hermes, the stolen cows of Apollo feed on Awtdg clover and éponelg KimEpOV
dewy mash-plant>”® Similar marsh-plants are eaten by the mules that pull Nausicad’s wagon in
the Odyssey.?’* In the Iliad, the city Antheia is described with the adjective BadvAeipoc rich
meadows.”’> As the city’s name is probably derived from the noun &v0giov flower, it is plausible
that the city’s surrounding meadows grow an abundance of flowers. Homer also sings of houses

built with roofs of 8pogog thatch that is “hequwvodey dufcavteg gathered from meadows.”?°

The Acipdv is a space frequented and associated with female beings.?”” Typically, these female

figures are in the midst of gathering flowers, such as in the Homeric Hymn to Demeter. In the

266 “gardener” s.v. M.D. online 2016.

267 Guzman 2014, 73-89.

268 The Meadow of Asphodel is mentioned in Hom.Od.24.13ff and is the setting for the opening of Book 24 during
which Hermes summons the ghosts of the suitors. See also P1.Grg.524a.
269 Sapph.2; Hom./1.20.9.

270 Hom.0d.5.70-75.

271 h,.Hom.3.118.

272 h.Hom.2.6-8.

273 h.Hom.4.105-6.

274 Hom.0d.6.90: “&ypootv pedndéa.”

275 Hom./1.9.151, 9.293.

276 Hom.11.24.450-51.

277 Sapph.2.
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hymn, Demeter’s daughter, Persephone, and her young friends gather flowers.?”® In another

Hymn, a meadow is the scene in which a goddess delivers her child. Leto’s delivery of Apollo in

a meadow “made the earth smile.”27°

In Archaic evidence, meadows are used to pasture animals,?®" though such use is in conjunction
with a god. One such instance is found in the Homeric Hymn to Hermes. After Hermes steals
Apollo’s cattle, the animals, “€yeoxov Pookoueval Alpudvag AKNPaciovg Epatevovs, were kept
and grazed on lovely untouched meadows.”*3! After pasturing, Hermes leads the cattle to stables
that are “in front of a bright meadow”,?®? which shows a clear distinction of space (meadow and

stable) and use (pasture and protection).

Classical

The Aewumv is a landscape of natural beauty.?®® They are spaces that humans are not permitted to

284

negatively change or damage, though they may visit them.=** Classical texts differ concerning

the use of meadows as pastures for livestock and crop-raising. While some describe the

285

pasturage of livestock and crop growing in meadows,*> other poets, such as Euripides, state

explicitly that certain meadows are not used in these ways. For example, in the Euripidean play

Hippolytus, the character Hippolytus offers a plaited chaplet (ctépavog) to a statue of Aphrodite:

001 TOVOE TAEKTOV GTEPAVOV £E AKNPATOV
AEWABVOC, @ SE6TOVA, KOG GG PEP®,
&vO’ obte mounv a&lol pépPev Pota

obt’ MAOE T idnpoc, GAL’ dxnpotov
HEAMGGO As®dV Npvn| S1épyeTat,

Aidmg 6¢ motopiaict knmevel dSpOGOLG. ..

For you, lady, I bring this plaited chaplet that I have made from an
untouched meadow, a place where a shepherd will not lead his animals
to feed, nor where iron has gone, but a meadow unharmed where wild
bees in spring pass through, and Aidos tends it with rivers like a garden
with dew ...28¢

278 h.Hom.2.425-29.

279 h.Hom.3.117-19.

280 Hom.//.16.148-51; Thgn.1249-52.

281 h,. Hom.4.70-2.

282 h.Hom.4.104.

283 Ar.Av.245: “heyudvé épodevta lovely meadow.”

284 Ar.Ran.326-217.

285 Soph.4j.143-45; Aesch.Fr.(Europa or Carians)99; Thphr.Caus.pl.3.6.8, 3.11.3.
286 Bur.Hipp.73.
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Euripides emphasises the pure nature of the meadow through the implication that none but
Hippolytus and the bees have entered the space, though this is an idealised image. He states that
neither humans use this meadow for cultivation, nor do animals graze within it, though
Hippolytus has gathered flowers from it. A plausible explanation for the restrictions on this
meadow in terms of harvest and animal use is its importance to Aphrodite. Euripides, through
Hippolytus’ wreath-offering to Aphrodite which is crafted from plants grown in the meadow,
reveals a special connection between this meadow and goddess. Certainly, other texts describe
the connection between Aphrodite and meadows, and it is often sensual in nature.?®’” Without
explicit reference to Aphrodite, meadows are scenes of sexuality and sensual experiences.?®®
Similarly, in Aristophanes’ Frogs, a character talks about wishing to avoid being caught
plucking from the sacred Aewudv of the Muses.?®® These examples show that if the meadow
belongs to or is associated with a divinity, it may have restrictions placed upon it that others do
not.

Classical texts describe meadows as green places,>” resulting from their rich plant life.?*!
Meadows are noted for their wet, marsh-loving plants. For example, Theophrastus describes
plant species that grow near marshy, moist areas, such as marsh-celery (16 éAelocéAivov) that
grows next to water channels and in marsh-meadows (...EAg10GEAVOV TO TTOPA TOVG OYETOVG Kol

292

&v 1oic €lect).””* However, these marsh plants are not unique to Classical meadows, as noted in

the Homeric sources above.2??

Hellenistic

Hellenistic evidence remains consistent with earlier denotations of Aequ@v. In Hellenistic texts, a
Aewu®v is a lush space with the growth of grass and plants, upon which livestock may feed.?**
Flowers are gathered from meadows to plait garlands, which are used in ritual and ceremony.?%3

In a fragment attributed to Euphorion, the poet uses giauevr] to denote a meadow.?%¢

287 B.g. Sapph.2; Theoc.Ep.1 AP 6.336; Call.Hymn.2.80-3; Bremer 1975, esp. 268-71 and 275-80.
288 Bacchyl.Fr.10.

289 Ar.Ran.1300.

290 Bur.Bacch.866-67.

21 Pherecr.114.

292 Thphr.Hist.pl.7.6.3.

293 h.Hom.4.1-5-6; Hom.Od.6.90.

294 Theoc.25.15-17; Arat.Phaen.1120.

295 Theoc.18.39-42.

296 Euphor.Fr.135.
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vouog, -ov, 0: pasture

Archaic

Noudg is an area, such as a grass field, on which wild and domesticated animals feed.?*’ Nouoi
might be enclosed or open.?® In the Homeric Hymn to Apollo, the poet sings of a metaphorical

pasture in lines 20-21:

navtn vap tot, Doife, vopog Pefinator @oNc, MUEV AV’ HTEPOV TOPTITP
6pov N6’ v VIiGoLG,.

Everywhere for you, Phoebus, they laid out a pasture of songs,
both throughout the land nourishing calves and over the islands.

In this metaphorical example, the vouog reflects the denotations of the word as a space that
nourishes and feeds the calves, land that is suitable for rearing livestock. Pastures can exist in
wooded or forested areas, such as the voudg on which the great stag feeds in the Odyssey.?”°

300 <cx

Archaic poets denote pastoral spaces with other words including Potdvai, dykea

momevta”’,> and ydptoc (enclosed place, connoting a feeding place or farmyard).3%?

Classical

Classical sources describe a vopog as a place for holding and feeding animals in an outdoors
setting,3*® which is consistent with Archaic evidence. In Aristophanes’ Birds, the word describes
feeding on (vouog) plant matter in a garden (xfjmoc).>** Whereas, in other evidence, the word
denotes generally an area or district, with no reference to specific cultivational or pastoral use.?*?
Texts use the adjective moiuviog frequented by flocks to denote an area in which a shepherd

pastures a flock.3%

Hellenistic

307

Bearing the denotation that a vouog is a section of land that nourishes animals,””’ a vouog

appears metaphorically in a Hellenistic poem of Callimachus. Like the pastures that are sources

27 Hom.11.2.475, 18.575, 18.587; Hom.Od.9.438, 10.159.

298 For example, h.Hom.5.78; h.Hom.3.20-21. In Pindar’s Olympian Ode 7, the poet speaks of an entire island as a
vouoe. From the use of pasture, the image of the island is one of lush, green, grassy landscape. Pi.Ol.7.33.
2% Hom.0d.10.159, the “...vopdg OANG, ...pasture in the forest.”

300 Hom.1[.2.287.

301 Hom.0d.4.337, 17.128.

302 «“ydprog” s.v. LSJ online 2016.

303 Hdt.2.46.3; Eur.Cyc.61; Eur.4lc.573-4.

304 Ar.A4v.238-39.

305 P1.7i.21e; Eur.Rhes.477; Hecat.BNJ 264.F24.88.7; Arist.Oec.1352a.

306 Soph.OT.1028.

307 Ap.Rhod.Argon.747; Call.det.27.
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of nourishment in Archaic and Classical evidence, Callimachus’ voudg, which belongs to the
Muses, carries a similarly nurturing image.’®® Aratus mentions a vopdg in which a vopeg

shepherd grazes his flocks.>"

Poets use other means to denote pastures. Derived from the word moa grass, Hellenistic poets
such as Theocritus use moo. for grassy areas that feed livestock.?' He employs the verb vopgvw

to pasture for the land on which animals, such as sheep and cattle graze.?'!

opyoatog, -ov, 0: orchard, row of trees

Archaic

The word dpyatog denotes an orchard. In a search of the 7LG, the only extant sources that use
the word are the //iad and Odyssey during the Archaic period. In the /liad, the dpyatog is one of
the cultivated areas that surrounds a person’s house and is located near their crop-growing field
(&povpa). These cultivated areas sustain the person and the household.*'? There are five
occurrences of dpyartog in the Odyssey, and all denote the cultivated land and vegetation of an
orchard in Alcino6s’ and Laertes’ properties. Upon arrival at Alcinods’ estate, Odysseus is
mesmerised by Alcinods’ garden. Standing in his position near the doors (60pa), he sees the
flourishing 8pyaroc.!® The second dpyotog belongs to Laertes, which he and his household’s

slaves tend.?'*

Classical

There are two single fragments, one attributed to Aristotle and one to Euripides, that contain the
word dpyatog in the Classical period. In the Aristotelian fragment, the word indicates an area
planted with grapes, in which Poseidon’s son Ancaeus meets his demise.?!> The Euripidean
fragment has dpyartot in late summer as the setting for a “@ilavOepog flower-loving” Bacchic

ritual 31®

398 Call.4et. 112.9.

309 Arat.Phaen.1104-5.

310 Theoc.25.15-17.

311 Theoc.8.41, 42, 43, 48, 27.68.

312 Hom./1.14.121-24.

313 Hom.0d.7.112.

314 Hom.0d.24.222, 24.245, 24.257, 24.358. Heubeck, Fernandez-Galiano and Russo 1992, 385 postulate that
Spyartog in Hom.0Od.24.222 is formed from the agricultural word dpyog, which means “row (of trees, etc.)” and has
come to mean a vineyard or orchard organised in rows.

315 Arist.8.44.Fr.571.29.

316 Bur. Fr.896.
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Hellenistic

Hellenistic poetry is similarly scarce in its evidence, with only three extant sources that use the
word dpyaroc. In Lycophron’s Alexandra, the word denotes an orchard. However, this orchard
does not belong to a mortal individual; rather, it forms part of Hera’s sanctuary, which means its

trees are sacred.’!”

The second and third extracts describe areas that involve grapes, not fruit trees. The second
extract attributed to Moschion involves Bacchic sites. He communicates a rule that neither a
workman nor his iron tools should care for the Bacchic vines in dpyotor. This example is
interesting because an Opyatog is typified by the growth of trees; but, in Moschion’s example,

318

vines also grow there. The third example, attributed to Dionysius Thrax, is the same in

content to the Aristotelian fragment above, in which the author details the death of Ancaeus in an

dpyoroc.3t?

VAN, -NG N: forest, woods, wood

Archaic

The word, HAn, denotes a wooded, tree-covered area such as the woods or forest.>*° Homer labels
firewood with the words EOlov and gitpoc.’?! Hesiod, Homer and Anaximander use DAn for the
raw material cut from a forest.>*?> The word expresses that a forest consists of different types of

trees.’23

UAn qualifies the wild, wooded landscapes, such as tree-covered mountains and glens
that goddesses such as Circe and the Nymphs call home.*?* Hesiod refers to people living in the
forest as “OAnkoitor.”*?° In the wilder settings of the UAn, these areas are suitable for hunting,
frequented by characters such as Artemis and hunters.?2¢ Forests can adopt the sacred nature of
groves if they share an association with a divinity, which is one way that the Homeric poet

describes Circe’s wooded home.??’” Both Circe and Calypso live on wooded islands in the

317 Lyc.856-65.

318 Moschio.Trag.6.12.

319 D.T.Fr.36.1-16.

320 «“g\n” s.v. LSJ online 2018; Hom.0d.10.150, 14.353; Archil.Fr.21; Alem.Fr.90; Pi.Pyth.3.37; Hes.Op.508;
Aesop.10.2; h.Hom.2.386; h.Hom.3.225.

321 ghhov: Hom.Od.14.418; pupdg: Hom.Od.12.11.

322 Hom.0d.10.104; Hes.Op.421; Anaximand.Fr.14.7.

323 Hom.0Od. 13.246-47 “...5\n mavroiog, trees of all sorts.”

324 Hom.0d. 10.150; h.Hom.5.285; P1.Criti.111c; Hes.Op.509-11; Pi.Pyth.3.37-38.

325 Hes.Op.529.

326 Hom.Od.17.312-17, 19.4271f These examples also include hunting dogs. Also Hom.Od.10.151-56 Odysseus
hunts the great stag in the woods on Circe’s island.

327 Hom.0d. 10.275, wherein the poet uses iepf| sacred to describe the Bficoa of Circe, another word denoting forest
or wood.
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328

Odyssey, though Homer uses “vijcog vAnecca” for Circe,”*® and “vijoog Oevdpnecca for

Calypso.?

Forests are places that livestock and animals feed upon. Hesiod describes a “Bodc vAogdyog
forest-feeding cow or ox”,3** which shows that forests are suitable for human and livestock use.
On Circe’s island, the forest is a source of nourishment for the wild inhabitants such as the great

stag that moves towards the river “... &k vopod VAng from his pasture in the forest.”3!

Classical

The word ¥An in Classical evidence is forest or wooded area,*3?

and is the organic material used
in various ways such as construction, carpentry and wood-burning fires.3*3 Forests are qualified
with adjectives such as yAwpd green and 8doxiov thickly-shaded,*** which convey aspects of
their appearances. As it is in Archaic evidence, the wildness of forests, however, does not
necessarily negate their safety for human and livestock use. Euripides describes “Bodg
VAoopPog forest-feeding oxen”, which shows that Euripides finds the forest to be an acceptable
place for animals to be pastured.’*> The word is incorporated into adjectives that denote
particular animal species and landscapes. In his investigation of animal species, Aristotle
qualifies a kind of bee that forages in the woods as a “ODhovopog forest-dweller.”*3¢ In his
description of a mountain peak (piov), Aristotle captures its wood-covered appearance with the

adjective VAfe1c.>’” The incorporation of the word into qualifiers for animals and other areas

suggests that DAn is a well-known area of landscape in Classical evidence.

There is another word that evidence uses for wooden things. In his descriptions of items and
structures built from wood, Herodotus utilises the adjective EvAvoc,>*® derived from the noun

Evhov. He uses UAn at other points.*3® Likewise, Xenophon describes shields that are made from

328 Hom.0d. 10.308. Polyphemus’ island is also described using bYAfcoa (Hom.Od.9.18).

329 Hom.Od.1.51.

330 Hes.Op.591.

31 Hom.10.159.

332 Aesch.Fr.23; Thuc.4.30.2; Eur.Andr.849; Eur.Bacch.688, 1138, 1221; Eur.Hipp.215; Soph.Ant.420;
Soph.OT.477; Hdt.9.37; Xen.An.2.31; Xen.Cyn.10.23; P1.Criti.107c; Thphr.Caus.pl.1.5.1, 1.5.4; Thphr.Hist.pl.3.1.5,
5.8.2,8.2.8.

333 Hughes 1990, 193; P1.Criti. 114e; Pl.Leg. 76 1d; Thphr.Hist.pl.5.6.2, 5.9.5; Aesch.4g.497; Soph.Trach.1195;
Hdt.2.107; Ar.Av.92; Xen.Cyn.2.9; SEG 21.527 (PH291512), 363/2 B.C.; I Eleusis 175 (PH346635), 330 B.C.
334 Green: Eur.Hipp.17; Soph.OT.1028; Shaded: Bacchyl.Ep.11.93.

35 Bur.IT.261.

336 Arist. Hist.an.8.624b.

337 Arist.Hist.an.6.578b.

338 Hdt.2.63 (wooden weapons), 2.86 (wooden models), 3.57, 4.3 (wooden buckets), 4.108 (a city, its buildings,
shrines and walls built from wood).

%9 E.g. Hdt.2.107, 9.37.
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wood and the raw material with &uliva and E0Aov.3*® As part of the commemoration of the

Asklepeion at Athens, the inscription mentions a EvAomviio wooden gate.*!

Hellenistic

Hellenistic evidence remains consistent with earlier denotations, wherein DAn is a forest and/or
wood.**? The word signals the wooded area on a person’s estate, which is the case for the OAn
YAmPOS wooded greenery in Theocritus’ Idyll 25.343 Forests can be cultivated (\uepic), meaning
that they are deliberately planted and/or maintained,*** such as those on private property and
estates. Theocritus also describes that a DAn forest can be used to pasture livestock, such as
goats.’ The word forms adjectives such as VA®INC wooded, that qualify other areas of

landscape.34¢

In a Hellenistic inscription, the text outlines the laws of a sanctuary to Apollo, which includes
the treatment and use of the trees growing within it. The word {oAa is the wood from trees, and
none are permitted to cut or carry away any of the wood, including @pOyava dry sticks or
firewood.>*” Borza notes that Athenians had a high demand for timber, that Athens was a “timber
starved” Greek city.>*® Both Dillon and Borza note that Athenians had to obtain wood through
political ties with Macedon, which the latter attributes to demand for ship-building wood.*** The
demand for wood and the scarcity of it within the city at least partially explains the explicit laws
that protected the trees within sanctuaries, which included dry sticks that had already fallen from
trees. The protection of sanctuary wood demonstrates forethought and planning because it
considers the negative consequences and problems that could arise, such as divine vengeance.

More practically, it guards against the depletion of the vegetation that enhances and supports

340 ZvAvo: Xen.Hell.2.4.25; Eblvog: Xen.Cyn.9.12; Ebdov: Xen.An.4.4.12, Xen.Hell.2.4.26, Xen.Oec.17.3.
Aristotle also uses E6Aov for a wooden bed/couch/recliner at Arist. Gen.an.1.724a. Cf. SEG 36.206 (PH294175), 300
B.C., which evidences the word £bAa for wood.

341 SEG 54.232, 400 B.C. Cf. IG II* 4960 (PH7263), fourth century B.C.

342 Hecat.BNJ 264.F25.13.2; Ap.Rhod.Argon.1.1117, 1.1338, 4.139, 4.216; Chrysipp.Stoic.Fr.300.4, 302.1;
Polyb.34.2.16; Nic.Fr.1.6, 1.28.

343 Theoc.25.158; Bowe 2015, 268.

344 Buphor.Frag.B.f.3.6.

345 Theoc.8.49-51.

346 Polyb.3.40.12.

37 IG 112 1362 (PH3578). Cf. IG 117 1177 (PH3392), mid-fourth century B.C., which decrees similar restrictions on
gathering wood from the Thesmophorion sanctuary at Piraeus.

348 Borza 1987, 32-34.

34 Dillon 1997, 127; Borza 1987, 32.
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sanctuary grounds and religious practice. In terms of the latter, inscriptional evidence, such as

detailed provisions lists, shows frequently the need for firewood in festivals and rituals.?*°

The Denotations of ‘Womankind’
In Hesiod’s Catalogue of Women or 'Holai, the poet records a detailed list of ‘womankind’,
beginning with the Muses, working through goddesses to notable mortal women. Describing
them with the plural yvvaikeg, the inference is that they are their own race as determined by
prescribed cultural markers of women’s dress (pitpa),®' and their relationships with and

begetting of children by male gods and mortals.

However, womankind and woman are problematic words in English and are not descriptive when
used in translations and interpretations of ancient evidence. These words do not reflect qualifiers
of an individual’s identity, social and economic background, nor their ethnic and/or racial
identity.’>> There are differences in the Greek concepts regarding different kinds of female
beings, their denotations and connotations presented in ancient evidence, which the generalised

English words such as woman, girl, female do not capture.

The discussion below provides the denotations of the Greek words that represent female beings
that are important to this thesis. The words are map6évoc, kopn, vouen, dduap, drkotrig, yovy and
0ed/0e6c. Each word’s denotation is based on their use in ancient evidence. As such, the

denotations are formulated using Greek standards and usage, not contemporary English criteria.

MMapBévog, 1|, k6pN, 1] and vOuen, \: maiden, girl, bride and nymph
The nouns moapBévoc and vopen signify a maiden or young woman and are associated with a
woman’s sexual maturity and readiness for marriage. [1apOévog denotes an unmarried girl, who

353 In some cases, a

is sexually inexperienced, but is approaching or has reached sexual maturity.
napOévoc is an unmarried woman but has had sexual relations with someone.*>* The word, kopn,
denotes girls similar to the life-stage of mapBévog. Kopn is used to emphasise a girl’s
youthfulness, even though she is considered as being an appropriate age for marriage.®>® A

female character that evidences this point is Persephone. Initially the poet of the Hymn to

350 Cf. SEG 54.214, 400-375 B.C. (provisions for priests and priestesses, which mentions firewood eight times); /G
I3 246, 470-450 B.C. (sacrificial calendar fragments).

31 Hes.Cat.1.4.

352 B.g. semi-divine girls in h.Hom.30.7-16; Demeter as a goddess, divine; Agroeo, a mortal woman and female
labourer in Timocles’ fragment, whose background and location is not known.

353 The Homeric poet uses mop0ivog to denote Nausicai in Hom.Od.6.109.

354 B.g. Hom.1l.2.514, Pi.Pyth.3.34, as cited in “nop0évog” s.v. LSJ online 2018.

355 For example, Pandora is denoted as a x6pn in Hes.Cat.5.3.
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Demeter calls her only kO6pn, which highlights her youthfulness.>>® Hekate is the first to call her

357

Persephone.”>’ Later, the poet calls her Hades’ wife, which is indicative of their relationship and

her transitioning away from inexperienced x6pn.>>®

Greek poets use vOuen to describe either a maiden or young woman of marriageable age, a
bride,*? as well as the semi-divine being nymph. One example that shows the use of vopen as
representative of young women’s marriageability is the Homeric Hymn to Aphrodite.’%’ There

are 0¢on (goddesses), such as Calypso, who are denoted using the words viuen and 0£6¢/0e6.3¢!

Once married, a woman remains a vouen until the successful birth of her first (living) child,
when she becomes known as a heyd woman in childbed.>®*> As Taraskiewicz shows, a woman’s
transition from Aex® to yuvi| occurs only after a post-partum period and other essential rituals.’®3
There is an example of this distinction of vouen and yvvn in a fragment attributed to Hecataeus
of Thasos, wherein the epigram laments the death of a mother at eighteen years old and the death
of her twelve-day old baby. As the epigram uses vipon and uiqmp for the woman and not yovy,
it is plausible that this example demonstrates the distinction between the words vouen and yovn

and highlights a case of an unsuccessful transition to yovn.>¢*

I'ovn, 1, dGpap, N, dxortic, N: woman, wife, bed-fellow, spouse
The noun yvvn denotes a woman and/or wife.’ In some cases, such as in Demosthenes or
Hesiod, the word yvvn] denotes woman, though without any specific information like age, life-

stage, social or marital status. Hesiod instructs that a yovr, interpreted as female slave, not a

356 h.Hom.2.8.

357 h,Hom.2.56. Foley 1994, 38 suggests that the poet’s use of Persephone’s name here is to mark her changed
identity (her transition from inexperienced k6pn) or “Kore’s acquisition of new powers as goddess of the
underworld”.

358 h.Hom.2.343.

359 Pi.Nem.5.32; Eur.Alc.331.

360 h Hom.5.119-25.

361 Hom.0d.5.57 (vouen) and Hom.Od.5.78 (0e6/06¢).

362 Thphr.Char.16.9.

363 Taraskiewicz 2012, 57-59.

364 Hecat.Anth.Gr.167.

365 Pindar uses yovi| for a man’s wife in Pi.Nem.9.17. See also: Eur.4/c.329, 935, 1122, 1124, 1133; Eur.EL9;
Ar.Ach.816; Dem.41.9, 41.11, 41.18, 41.21, 46.15;Aesch.4g.260, 402, 602, 861, 1500; Soph.Trach.227,
Men.Dys.828, 938; Aeschin fals.leg.31, 149; Thphr.Char.3.2, 10.6, 10.13, 16.11, 18.4, 19.5, 21.11, 22.10, 28.4; For
its denotation as woman: Isoc.Orat.19.47; Soph.Trach.9, 70, 400, 438, 545, 880, 898; Aeschin./n Tim.15,97, 111,
131, 171, 183, 185; Aeschin.fals.leg.4, 112, 154, 158; Aeschin./n Ctes. 172, 242; Thphr.Char.13.10 (though the
woman in Theophrastus’ example is married, so the word could also denote her married status); Aesch.4g.483,
1318; Ar.Ach.1062.
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yapety (married woman, wife) should follow the oxen used for ploughing.3®® Archaic examples
show that poets and Greek writers use yovr] when describing female slaves or maids who belong
to a household (Hesiod), though they might have characteristics and mannerisms that map8évot
or vopoa typify, such as the maids with Nausicad in the Odyssey. The handmaids behave in a
similar manner to Nausicad, who is a young woman of marriageable age, which signals that they

367

are similar ages.”®’ Demosthenes laments about all the yvvaikeg women who are seeking paid

employment.>®

One of Theocritus’ Idylls supports the interpretation of yvovr] as woman. His use of yvvn} shows
that poets use the words differently. In this example, Theocritus describes Acrotime’s transition
from k6pn to yovn. Considering the context and Theocritus’ use of the different nouns, yovn is
woman here because Acrotime is not married and has not birthed a living child. Theocritus uses
the word to signal Acrotime’s first experience of sexual intercourse and her initiation into the

realm of Aphrodite.3®

In extant literary evidence from the Archaic period, the words ddupap and dxorrig indicate a
person’s wife.’’® More common in this period is &xotrig (total references on the TLG: 57 times)
over dapap (total references on the TLG: 15 times), which means wife in multiple instances.?”!
The context of these examples pertains to the themes of marriage and female spouses. For
example, the word applies to Helen twice.?’?> The notable usage is when Helen uses it towards
herself: whichever man, Menelaos or Paris (representative of their respective armies) wins the

war, to him she will be his xorrig.’”?

In Classical literary evidence oduop is far more common (a total of 139 times in the 7LG) in
comparison to its use in extant Archaic (15 times) and Hellenistic texts (12 times).’’* It is clear

from these figures that the word is most popular during the Classical period, wherein in its

366 Hes.Op.405-406. A fourth century inscription uses yopet for a man’s wife: IG 112 1237 (PH3452), 396/5 B.C.,
which hints at continued use of the noun from Archaic to Classical evidence.

367 Hom.0d. 6.80.

368 Dem.57.45.

3% Theoc.27.65-73.

370 Adpap: Hom.11.3.122, 14.503; Hom.Od.4.126, 20.290, 24.125; h.Hom.3.212; Periand.Ep.2.2; Pi.Nem.4.57,
Aesch.PV.560, 767.

37! gxcortig: Sapph.58.23; Hom.J1.3.447, 6.350, 6.374, 9.397, 9.399, 9.450, 14.268, 14.353, 18.87, 24.537;
h.Hom.2.79; Hes.Theog.410, 608, 937, 946, 948, 953, 999; Pi.N.1.73; Pi.Nem.7.28; Pi.Nem.5.36; Pi.Pyth.2.34. The
total number of references for both words in the Archaic period are identified using the 7Z.G lemma statistics.

372 Hom.11.3.447, 6.350.

373 Hom.11.3.138.

374 These numbers are taken directly from the TLG from a search of the lemma in their statistics database.
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375 or engaged woman.’’”® The word &xowtic is also used for

consistent denotation is wife,
wives,?”” though less so than dauap during this period.>’® Epigraphic evidence from the Archaic
to Hellenistic periods attests to the denotation of female spouses with yovr], dxottig and ddpap,

which demonstrates that all three words were in use.?”’

O¢d, 1), 0€0g, 1): goddess, female god

0cd or Oedg, are two nouns that Greek poets use to signal goddesses.?®? In the evidence, 0o are
females of different social and age groups. For example, Calypso’s identity in the Odyssey
involves the characteristics of a vopen, yovr] and 0¢4.>®' In other evidence, Aphrodite is a
goddess, but appears as a map0évog maiden and calls herself a katabvnt mortal in her fictitious
tale to Anchises.*®? The Earth (Iada or I'fj) is anthropomorphised as a moupftwp (mother of all)
and 0¢o (goddess).’®* A joke by Aristophanes portrays Euripides’ mother as a 0g6c.’%* Poets
denote goddesses with references to particular places. For example, the sea-goddess, Thetis, is a
0c6.3% Pindar communicates her sea origins using the adjective movtioc from the sea.’%® As a

daughter of the sea god, Nereus, this means that she and her sisters are the Nereids.*%’

Conclusion
The scrutiny of context, the nuances inherent in denotations and the important, unchanging
features of a space’s or being’s denotation reveals that Greeks represented different people and
spaces at different times with the same words, though with subtle changes. While, for instance,

the fundamental feature of a xkfjmoc—that it is a cultivated space—remained consistent, usage

375 Bur.41¢.930, 932, 953, 1126, 1129, 1131; Eur.4Andr.4, 626; Eur.Hec.493; Soph. Trach.406, 428, 429, 650, 1124;
Aesch.4g.1319.

376 Dem.46.18 uses the word for a woman during her betrothal, thus the use is still in the context of marriage. He
apparently relies on the laws of Solon as indicated in 46.14, which suggests that these laws and the word usage of
dapap is derived from the Archaic period.

377 Bur.Alc.526, 994; Soph.Trach.1048;

378 TLG lemma statistics for the Classical period: xottig 12 times; auap: 139 times.

379 Tuvi: SEG 40.216 (PH294756), fourth century B.C.; /G 113 1 898, 274/3 B.C.; Agora XIX, Poletai P5
(PH232637), 367/6 B.C.; IG I’ 136 (PH139), 413/2 B.C. Axowtig: /G IV 297 (PH277793), seventh century B.C.; IG
IV 301 (PH27797), seventh century B.C.; MAMA 1232 (PH274999), date unknown; SERP 176,69 (PH275663), date
unknown; Heberdey-Wilhelm, Reisen 96.179 (PH285457), date unknown. Adpop: Peek, Att. Grabschr. 11 215
(PH234299), date unknown; Rizakis, Achaie 111 23 (PH343402), second/first century B.C.; BCH 64/65 (1940/1) 58,
Inv. 19 (PH329253), date unknown; SEG 24.578 (PH152668), fourth/third century B.C.; IK Byzantion 8B
(PH170849), 340 B.C.; IG XII, 5 302 (PH77524), date unknown; SEG 30.1431 (PH279800), date unknown;

1. Kourion 68 (PH208475), first century B.C.; Bernand, Inscr.Métr. 28 (PH216916), third century B.C.

380 Goddesses such as Circe (Hom.Od.10.36), Athena (Hom.Od. 1.44).

381 See Chapter Four for an analysis of Calypso’s identity and her relationship to landscape.

382 TlapOévog: h.Hom.5.82; xota®vnrh: h.Hom.5.110.

383 h.Hom.30.1, 16, 17.

384 Ar.Ra.840.

385 Hom./[.18.381, 24.104.

386 Pi.Nem.3.35.

387 Hes.Theog.240-44; Hom.1.18.52, 139.
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shows that the Greeks recognised different kinds of gardens under the single word. Similarly, the
fundamental element of an Acog as an area of sacred or religious import remained whether it
was wooded or not. This sacredness was consistent across the centuries of the Archaic to
Hellenistic periods. Though the nuances and unchanging features of such words may seem like
contradictions, they show that Greek words are complex and sophisticated. These landscapes
form a tapestry of cultivated and non-cultivated spaces, each of which is valuable and, together,

form a picture of how the Greeks perceived the natural world around them.

As noted in the introduction, Leach and van der Veen suggest either creating new words or using
neutral words and being critical of modern usage and interpretation.’®® Though I have not
invented new words, my analysis of each landscape has demonstrated the imperative of being
critical and having a nuanced consideration of context. For the interpretation of the words

vewpyio and yewpyog, I have provided neutral translations: cultivation and cultivator.

The study shows that ancient denotations cannot always be easily captured in English
interpretations. The words kfjmog, dypog and Asyumv illustrate this complexity. Ancient usage and
nuance reveal that scholars, such as Osborne, were correct in their assessment that ancient Greek

evidence used words like kfjmoc in different ways,>%’

and, as such, modern interpretations require
flexibility. For example, in the Odyssey, Homer used kfimoc to describe the area of Alcinods’
estate that was closest to his house and included the dAon vineyard, 6pyotog orchard and the
Kfnot garden beds planted with herbs and flowers.?*® In contrast, Demosthenes and Plato, used
kfmog to denote the planted area around the house that was within the confines of the outer wall
and gate without reference to plant types.’*! However, even these Classical authors used the
word to signal different areas. Demosthenes also considered that kfjmog was a cultivatable space

on a larger estate,?

similar to Alcino6s’ Homeric garden. Though these examples denote spaces
with different features, such as size and purpose, these sources all use the same word. The study
of kfimog shows that modern interpretations require a careful, considered approach that must pay

special attention to the context and use in the determination and interpretation of kfjmog areas.

The study of dypd¢ confirms that, as far back as Homer, landscape was divided between urban

and rural space. Homeric examples, such as the idealised landscape portrayed on Achilles’ shield

388 van der Veen 2005, 157, 160; Leach 1997, 146.
389 Osborne 1992, 377.

39 Hom.0d.7.112-132.

31 Dem.47.53; PL.Ep.7.347a.

392 Dem.50.61.
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in the /liad and Scheria in the Odyssey, provide evidence for land division that designed the

placement of cultivated space around the urban, outside the walls.??

Though separated by city
walls, the fields are not disassociated from the city’s inhabitants. Evidence from the Classical
period, including Demosthenes, shows that such land division using walls was still in practice.
As Osborne asserts, “[1]t was the limits of farming activity that classically marked the limits of
the city, and it was the agricultural fields, not in the mountains, where the border was
theoretically drawn...”*** These findings demonstrate that a study of &ypoc brings land division
methods to light, and that a study of landscape is useful in the investigation of certain aspects of

Greek history. However, one would need to look closer at the evidence to determine if other

social and cultural changes or methods are reflected in landscape.

Contextual information relating to the activities which are permitted in a space plays an
important role in the denotation of Aewwv and how scholarship interprets the word’s
fundamental features. In his definition of a meadow, Osborne draws attention to the two features
of meadow epithets: firstly, meadows have a divine atmosphere; secondly, they are ‘virginal’ in
status. He finds that they are areas that have not been trampled on (used as pasture), have not
been cut (cultivated) because these restrictions prove its untouched, inviolate and pure state.’%>
Euripides’ Hippolytus attests to these characteristics, in which pasturing livestock and cultivation
are prohibited in a meadow belonging to Aphrodite.’*® However, in consideration of certain
examples of Archaic and Classical meadows, Osborne’s definition does not encompass all of the
evidence. Rather than existing as places that are only pure if left untouched, in some cases
meadows remain pure provided human interaction and activity does not facilitate permanent
negative change. These spaces still permit the pasturing of animals and the collection of plants,

whilst remaining designated Acypdvec.’®’

In the cases where the meadow belongs to a god or is
associated with a deity in some way, there might be additional regulations or restrictions in terms
of how that space is used. These regulated meadows share similarities with land included in
sanctuaries, which Dillon argues have strict rules about the use and cultivation of vegetation and

produce from those spaces.’*® Thus, Osborne’s definition of a meadow applies only in certain

393 Hom.l.18.5411f, Hom.Od.6.291-99, 7.44-45; 13.268, 14.5-16, 15.370; Hes.Theog.26, 1196-1201; Hes.Op.46.
394 Osborne 1992, 375.

395 Osborne 1992, 381.

39 Eur.Hipp.73.

397 Archaic evidence: h.Hom.4.70-72; h.Hom.3.117-19; h.Hom.2.5-7. Classical evidence: Soph.4j.143-45;
Aesch.Fr.(Europa or Carians).99; Thphr.Caus.pl.3.6.8, 3.11.3. Hellenistic evidence: Theoc.25.15-17,
Arat.Phaen.1120.

398 Dillon 1997, 117-19.
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cases because the evidence also shows that human and animal activities do not necessarily

negate a space’s classification as a Asyuov.

Approaching the subtleties and nuances of ancient words and their careful interpretation into
English extends to the words for female beings. The Greek words mapBévog, k6pn and vouen,
for example, have the potential to denote females of similar life-stages, such as young women
who are considered marriageable. Or they indicate notably different females: a young maiden of
marriageable age (tapBévog and/or vouen); young girl or young maiden (k6pn) who may or may
not be approaching sexual maturity; a bride, a newlywed or a nature deity (vOopen). The only
way to adequately comprehend these subtle and significant differences is to consider carefully

the context in which a poet or author uses the word.

Nuances in words that signal female beings reveal that those identified as female embody many
characteristics simultaneously. For example, in the Hymn to Demeter the poet uses the words
KOp?M, vopemn, Gxorg and their meanings to convey the different facets of Persephone’s
character. When first introduced in the poem, her characterisation embodies playfulness and
youthfulness and she is called a k6pn girl. Girls are not without sexuality and so her playfulness
connotes this sexuality. Though she is identified as x6pn,**° her image and behaviour connote
that of a mapBévog as a sexually desirable, marriageable maiden and a vopuen nymph (nature
deity).**° Following the nuptial arrangements between Zeus and Hades, Persephone becomes the
vouen bride and wife of Hades.*’! Yet, she appears once more as a kOpn in behaviour and

402 Her characterisation shows the

conversation with her mother at the close of the poem.
complex amalgamation of traits associated with various female beings, wherein context and use
of these words signal her fluid movements between k6pm, vouen, @xottig. Persephone’s
characterisation is not simply one of these words but is representative of all at different points in

the narrative.

3%9 h.Hom.2.8 and 2.66 (kopn).

400 h,. Hom.2.417-28. Deacy 2013, 400 convincingly argues that “by inhabiting the space of the meadow, the girls
[Persephone, Kreousa, Europa] are being equated with the mythological meadow-inhabiters par excellence, the
nymphs....” On p.408, Deacy notes that the inclusion of goddesses like Artemis and Athena as companions of
Persephone “breaks down the binary that elsewhere differentiates nymphs from these deities and constructs the
goddesses as comparably nubile to Persephone and the nymphs.” Thus Persephone’s behaviour in the meadow
likens her to a TapOévog and vopuen.

401 h,. Hom.2.79.

402 h,Hom.2.384-433.
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The analysis of the various words for wife in ancient Greek evidence demonstrates that the
relationship and marital status of a wife is evidenced in each investigated historical period. These
words indicate two important considerations. Firstly, one must be aware of multiple words when
identifying female spouses in ancient evidence because different periods favour particular words.
For example, dxottig was more common in Archaic evidence, with a total count of 50 times, than
dapap (15 occurrences); whereas the latter occurred at a total of 139 times and the former only
12 times in Classical literary evidence. In fact, ddpap occurred more in texts from the Classical
period than at any other point in the textual chronology of Archaic (15 times) to Hellenistic (12
times) Greece. The word yvvi could mean both wife and woman, though only context revealed
which denotation was indicated. Epigraphy reveals that these different words for wife were in
use throughout the Archaic to Hellenistic periods. Secondly, the analysis demonstrates that wives
are well-attested in the ancient record, meaning, women are visible in many different genres and
types of Greek evidence. For example, wives feature in comedic and tragic plays, as well as
epigraphic material. Particularly the latter shows that being a wife was important, and was a way

of identifying certain females in ancient communities.

Each space involved the gods. Whether a space pertains to sacred landscape, like an dAcog or
Aewav, or the fruits of the dpovpa and dypdg sprout forth because people believed Demeter and
Gaia allowed it, the Greeks saw their gods manifest in the world around them. It is from the gods
that humans know how to cultivate the earth and fruitful harvests are gifts from divinities who

favour mortals.*%3

The beautiful and pleasing nature of cultivated and uncultivated landscapes,
such as meadows, groves and gardens, and the cyclic processes of cultivation reminded the

Greeks that “all things are full of gods.”*%*

403 B.g. Hes.Op.32: Anuftepog dxtiv “grain of Demeter”’; h.Hom.2.4; Hom.1.5.499-502, 13.322, 21.76;
Hom.0d.5.125-27; h.Hom.2.470-3; h.Hom.30.9-15.
404 Thales, KRS 1n0.91, cited in Warrior 2002, 1.
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Chapter Three

The Sensuality and Physicality of Kijmoc, Asip@v, Vegetation and

Females in Archaic to Hellenistic Evidence

Introduction
Kfimov gardens and Aesywdveg meadows are spaces that inspire poets to sing of beautiful
goddesses, delicate kopar girls, alluring mapBévor maidens and other female beings that reflect
and enliven features of landscape. The meadow “is a place where the Il6tvia reigns, in which
she manifests herself.”! The anthropomorphism of females and the personification of vegetation
reveal a poetic fascination with many aspects of nature and female existence, and, as Gilhuly
argues, evidences a gendering of place.> Gardens and meadows are especially favoured for their
connotative imagery that construct idealised representations of females, bodies and experiences,
such as a girl’s “mon@dpoc kAmog” grassy garden in a fragment attributed to Archilochus,® and
golden flowers as representative of the beauty of Sappho’s daughter, Cleis.* At the centre of
female experiences in meadows and gardens are the senses, which emphasise the connection
between female and space. Of significance here is the prominence of touch and physical
stimulation. A closer investigation of touch adds richness to the analysis of sexualised
experiences in meadows and gardens. The flower varieties of the podov rose, kpdkog crocus
(saffron), {ov violet, dyaAMic iris, Aeipiov lily, VaxwOoc hyacinth and vapxiooog narcissus that
grow in the meadow of the Homeric Hymn to Demeter are important for their long association
with female beings in the centuries spanning Archaic to Hellenistic Greece.” As in Archaic
poetry, these meadow flowers are used symbolically and attributively in Hellenistic evidence for
the representations of personas and the works of poets. It is the connotative and symbolic

imagery that is most interesting for the current purposes.

Scholarship already recognises the connection between meadows, gardens and females,
especially female sexuality, playfulness and experience. Deacy encourages scholars and

historians to look beyond the victim view of women in ancient Greece and to see females as

! Bremer 1975, 268-69, citing Motte 1973, 147-153. Pindar personifies Libya as the “g0pvleipmv notvid queen [or
mistress] of broad meadows” in Pi.Pyth.9.55.

2 Gilhuly 2018, 5 states, “the eroticisation of place always entails the gendering of that place.”

3 Archil.196a.23-24. See Wilson 1996, 80 and Heirman 2012, 4-5 for analysis of Archilochus’ fragment and its
poetic imagery and interpretation.

4 Sapph.132.

> h.Hom.2.6-8, 2.426-28. In the first telling, the poet mentions violets (line 6) in addition to the other varieties and
does not include lilies. Whereas Persephone’s account does not mention violets but instead includes lilies in her
play. As such, the list I have compiled includes the flowers from both accounts.
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curious, sexual beings independent and in addition to their victimisation under (male)
mistreatment and abuse. Deacy’s argument is important because of the empowerment and
agency she identifies in the characterisations of Persephone and Europa, two notable meadow
visitors.® Deacy also demonstrates that young females desire the meadow’s “sensory delights™,’
that the saffron scent Zeus uses to overpower Europa reflects the role of scent in meadow
experiences. Similarly, Heirman, whose work examines erotic landscape in select lyric poetry of
the Archaic period,® highlights that hyacinths, one of the often-mentioned meadow flowers, have
a sweet, seductive smell. As he asserts, the smell connects the hyacinth with the seductive,
scented goddess, Aphrodite.” However, neither Heirman nor Deacy mention the sense of touch,

as their focuses lie elsewhere (Heirman, erotic landscape generally; Deacy, female sexuality in

meadows).

Other scholarship highlights the central role of physical play and engagement with space in
meadow experiences. Rosenmeyer investigates girls at play in gardens and meadows,
specifically the verb nailw and its compound cvunailm in connection with girls, sexuality and
Eros in Archaic Greek poetry.'® Rosenmeyer’s investigation of mailw is poignant because she
uses the Persephone episode to evidence girls at play in the transformation of flowers into
attractive toys (kdlov &0vpua),'! and Persephone herself describes her activity in the meadow
with mailw.!?> Rosenmeyer’s study of physical engagement with meadow spaces supports my
contention that there is a deep connection between individual and space, in which an individual’s
physiological and emotional responses manifest in the vegetal and meteorological features of the

garden.

¢ Deacy 2013, 395-413.

7 Deacy 2013, 398, 402.

8 Heirman 2012, 2-7.
 Heirman 2012, 3.

10 Rosenmeyer 2004, 163-78.
""h Hom.2.16.

12 h.Hom.2.425.
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Sensual Connotations, Imagery and Experiences in Kijmog and Agip@v in Archaic
Evidence
Hera, Zeus and the sensual touch
An episode in the //iad involving Hera and Zeus
introduces the sexual and sensual aspects of
gardens and meadows. These spaces are
associated with sexual acts and the sexuality of

the people who visit them. The vegetal features

of these landscapes represent the sensual and

Figure 1: Goddess and god (Zeus and Hera?)
sexual attributes of a person. seated between eyes and vine decoration. BPAD
13857 (CVA 3.H.12, PL.1189, 40.5; LIMC
34265), Athenian black-figure cup, 550-500

Hera orchestrates the tryst with Zeus on the B.C.,, Italy, Etruria, Tarquinia, Tarquinia, Museo
Nazionale Tarquiniese, 569.

Gargarus peak on Mount Ida, with the intention

of distracting her husband from the Trojan War. It is a notable moment between the two gods
because they are constructed as lovers devoid of the tension between them that is evident
throughout the Iliad (Fig. 1).'"* Equipped with Aphrodite’s ipdc mowcilog as her tool of

persuasion, Hera entices Zeus into spending his time with her:

"H pa xai dyxag Epapnte Kpovov maig fiv mapdkortiy:
10161 &’ V1o YOV dla PHev veobnréa moiny,

AoTOV 0° €ponevta 10€ kpokov O’ VaxKvOov

TUKVOV Kol LOAaKOV, 0¢ Ao ¥0ovog Dyoe’ Eepye.

@ &vi Ae&aoOny, ml 8¢ vepéAnv €ocavto

KOATV XpLoeinV: oTIAval 8’ anémimtov £paal.

So there and then the son of Cronus took his wife into his arms. Under
them the earth put forth fresh-sprouting grass, and dewy lotus, crocus
and hyacinth, thick and soft, which kept them aloft above the ground.
On this they both lay, wrapped in a beautiful, golden cloud, from which
fell glistening dew.'

The area is ripe with new growth, and the flowers that grow are the result of the intoxicating
charge of the couple. The crocus and hyacinth flowers attest to the couple’s sexual activity,

because the connotative imagery connects the flowers to other beings and scenes in which

13 Synodinou 1987, 13-22 investigates Zeus’ threats of abuse to Hera, while O’Brien 1991, 105-125 examines the
association between Hera’s characterisation as represented in her desire for vengeance, her “relentless rage and
demonic degeneracy” (p.106) and the moral degeneration of other characters in the epic.

'4 Hom.//.14.346-51.
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sexuality and sexual behaviour are prominent features.'> In a poem of Sappho, the hyacinth
represents the loss of innocence or metaphorical death of a female.'® The crocus flower and its
by-product saffron are also associated with the god’s sexual behaviour, such as Zeus’ use of

saffron to entice and intoxicate Europa.!”

There is timelessness to the encounter as though the audience, like the couple, has been caught in
the immediacy and complete enrapture of the moment. Bremer argues that the significance of
this moment is that it reiterates Zeus and Hera’s first sexual experience together, in which the
same feeling that they felt when they first slept
together takes hold of Zeus.!® They are once again like
their former selves in which they sneakily delight in
one another “pilovg ABovte toytag, without notice of
their beloved parents.”"® 1 assert that the prominence
of the sense of touch is key to understanding the

passage. From the softness and dampness of the

flowers and the thickness of the grass to Zeus’ embrace

of Hera, the entire episode features the sense of  Figure2: Danae and the divine rain
shower from which she conceives

touch.? It is essential to the depiction of the couple’s  perseus. BAPD 203792 (ARV?360.1;
LIMC 33674) Athenian red-figure krater,
500-450 B.C., Italy, Etruria, Cerveteri,
St Petersburg, State Hermitage Museum,
637.

sexual experience and description of the space.

The dew on the vegetation and cloud illustrate the
lushness of the space that is felt through the sense of touch. It demonstrates that the poet
represents the bodies of divine beings through the physical features of the landscape and
atmosphere, such as the cloud.?! Literary and artistic evidence shows that the cloud can be
representative of Zeus’ physical form and is connected to his abilities, as his epithet
vepelyepéta cloud-gatherer suggests.?? For example, Classical Greek art portrays his ability to

transform into rain droplets to fulfil his sexual desires. A fifth-century B.C. krater portrays the

15 E.g. Aphrodite’s unyoked but tamed horses in a field of hyacinth flowers in Anacr.1, 1.7-9 (P.Oxy.2321), and the
sexuality of Persephone and her friends in h.Hom.2.177-78.

16 Sapph.105c.

17 Hes.Fr.89, cited in Deacy 2013, 402. This episode, Deacy suggests, is comparable to “stranger rape or even drug
rape.” Certainly, Zeus’ use of saffron/crocus has the intent to overpower and intoxicate Europa.

18 Bremer 1975, 269.

19 Hom.1..14.296.

20 Bowe 2015 (b), 59 notes of the vegetation surrounding Hera and Zeus that Homer “responds to the mixtures of
flowers of different species that occur in meadows, engaging not only his sense of vision but also, in their
suppleness, his sense of touch”.

2 Hom.1/.8.306-8.

22 Hom.[1.14.293.
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sexual union of Zeus and Danae wherein the god transforms into rain droplets to have sexual
intercourse with Danae (Fig. 2).23 In a similar fashion, the cloud represents Zeus’ and Hera’s
forms. Like beads of sweat on warm bodies, the dew glistens on the golden cloud.?* Thus, the
cloud alludes to the physiological effect that the sexual activity has on Hera and Zeus, and is

representative of them.

Garden of the ITapBévor: girls in and as kijmol in Archaic evidence

Ibycus provides an explicit view of the arousing nature of gardens in spring. In his poem, he
transforms the world around him into a garden in which map@évol girls are fruiting trees and
plants. He alludes to their beauty and his presence among them as a person walking through a
garden.?® The poet describes his experience in detail through the physical sensations that he

experiences as the results of his intense desire, which are pain and heat:

(5) pt pév ai e Kudovia
UNALOEG apddEVaL POV
€K ToTOpU®V, tva [Mapbévov
KTmog axnpatog, ai T’ olvavoideg
avEOUEVAL OKIEPOTGY VP’ EPVECTY 5
otvapéolg Barébotov: Euol &” Epog
0VOEUINY KOTAKOLTOC DPaV.
Ttet Vo otepomic ALYV
Opnixiog Bopéag
diccwv mapa Kompidog alaré- 10
a1g pavionow £pepvog abapfng
gykpatémg meddbev TeuAdooett
NUETEPUS PPEVOLC.
(6) "Epoc oTé pE KLOVEOLGLY DTTO
BAepapoig Takép’ OUUACT OEPKOUEVOS
KNANLOGL ToVTOdamols £G dmel-
pa diktva Kompidog EoPairet-. ..

In spring there are Cydonian apple-trees and pomegranate trees, watered
by rivers, in an untouched garden of Maidens; there are wild-vines and
under these thriving vines, young shoots grow in their shade. For me,
there is no rest from desire in any season. As the Thracian wind shoots
flashes of lightning from Cypria in scorching madness, dark and
fearless, so desire is master of the depths of my heart. Eros, with dark

2 In Ovid’s later version, Zeus appears as a golden rain shower to visit and have sexual intercourse with Danae. See
Ov.Met.4.697.

24 Zeus mentions the cloud’s colour (ypYoeog) also in Hom./l.14.344.

25 Bowe 2015 (b), 59 notes this mirroring of the beauty of vegetation with “human beauty and vice versa” in art
following the Hellenistic period in Greek colonies in southern Italy.
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hooded eyelids and melting, clear-seeing eyes, casts me under many
spells and into the entangling nets of Cypria...?®

The space shares the features of a kfjmog, such as a mix of plant types including fruit-producing
trees and vines, but has a distinctly meadow-like sensuality. There are plants at varying stages of
development, which conveys Ibycus’ sense that the garden’s vegetation grows continuously.
Like other meadows in Greek poetry, humans do not tend to this garden-meadow; rather, natural
rivers keep the space watered. From another perspective, the knmovpoi of this garden are Cypria
and Eros (Fig. 3). Eros’ and Aphrodite’s association with this
tantalising, springtime garden suits well other descriptions of
the gods in poetry. In the Cypria, Aphrodite is clothed in
fabrics dyed in the colours and scents of spring flowers.?’

Aphrodite and Eros’ powers are reflected in every feature of

the space from the continuous growth to the fruiting trees and . .
Figure 3: Eros with seated woman

thriving vines and the seasonal weather. The plants and trees  and fruit tree. BAPD 12590 (CVA4
1, 35-36, PL.(1242) 30.8-10),
Athenian red-figure lekythos,
and energy. squat, 425-375 B.C., provenance
unknown, Stuttgart,
Wurttembergisches

As the meadow is the place of the IT6tvio. and the space a  Landesmuseum, 128.

grow and flourish during spring, creating the image of activity

physical manifestation of her being,?® Ibycus’ garden is a configuration of symbols and features
of landscape and female beings, wherein the vegetation represents the alluring young women.
They are the fruiting trees and the wild growing vines. The fruit trees he selects and the space in
which they grow share associations with Aphrodite and sexuality.?® The wild vines and young
shoots complement the image of Cypria’s entangling nets, as the beauty and attractiveness of the
young women capture the complete focus of the narrator. As Persephone returns to the earth’s
surface at a time when the flowers and plants are thriving after the winter,>® this springtime
garden puts forth new shoots that grow in shaded, sheltered positions. The young shoots
represent younger girls, growing into womanhood like the more mature vines and trees that

protect and precede them. The poet eroticises the development of the younger girls wherein he

26 Ibyc.5-6.4.
27 Cyp.6.1-7.
28 Bremer 1975, 269 suggests that the “iepog yépog” of Gaea and Uranus create the meadow, thus the queen of the
meadow is the Earth herself. Though Hes.Theog.116, 126ff describes Earth’s primacy and the births of her many
children. Considering Earth’s role in the abduction of Persephone in h.Hom.2.8-18 and the way in which Earth
causes the narcissus to grow and opens up the ground to assist Hades, it is reasonable to view Gaea as the queen of
the meadow.
29 Sapph.2; h.Hom.2.371-76; Suter 2002, 98; Lincoln 1989, 233; Deacy 2013, 398.
30 h.Hom.2.398-403.
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believes he can already perceive their developing beauty and sexual readiness, as they grow like

the young women before them.

Considering the garden is untouched, Heirman interprets it as uncultivated and representative of
the virginity and inexperience of the girls.3! In this example, there is no explicit indication that
the girls are aware or curious about their sexual appeal. However, this garden is crafted on the
connotative and suggestive. As is the case in other erotic meadow scenes, Deacy shows that
inexperience does not necessitate unawareness of one’s sexuality.?? So, in this example, the girls’
representations as Cydonian apples, pomegranates, entangling vines and the sensual garden
connects them to other realms of Aphrodite, which could be suggestive of their awareness of
their gradual sexual ripening.>* Females contribute to the erotic atmosphere themselves, even

when appearing in different forms like flowers, fruit and trees.

Although the mapBévor remain untouched by the narrator, his deep desire causes him to feel the
impact of the beautiful girls in physical ways. In keeping with the use of a garden setting, the
poet describes his own experience of seeing beautiful women through meteorological processes
and physical sensations of pain and heat. The heat and shooting movement of the wind-driven
lightning convey that his desire is so intense that it is painful and uncomfortable.’* His
experience is similar to the experience of a person (or poet) in one of Sappho’s poems. She
describes a sweaty, feverish experience while watching and desiring a woman.*> While Sappho
describes the impact of the desire through explicit references to the body, such as fire under the
skin, a cold sweat and the pallor of pale grass, Ibycus prefers the setting of a garden and its

climate to convey his experience.

His experience typifies McEvilley’s “dynamic of presence and absence”, in that Ibycus’
experience has “desire and withholding” balanced with “emptiness and fullness.”® Ibycus’
experience evidences the presence of desire’s power counter-weighted with his feelings of
powerlessness and unfulfilled longing. The beauty and allure of the young women is so powerful
that he feels powerless, and the implication of their virginal and untouched state is that his desire

remains insatiate. In addition to the abstract features of the presence and absence dynamic,

3! Heirman 2012, 3. A similar connotation is evident in the dxfpatog éundprov ‘virgin market in Hdt.4.152.
32 Deacy 2013, 409.

33 A similar sentiment about sexual ripening and fruit is identifiable in Sapph.105a.

3 Ibyc.5.8-13.

35 Sapph.31.10-16.

36 McEvilley 1972, 333, cited in du Bois 1995, 52.
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Ibycus’ example substantiates the counterweights of touched and untouched. The untouched
state of the beautiful girls is balanced with the ways that Ibycus’ body and desire feels physically
and torturously touched, which connotes the imaginary entrapment of the narrator in Cypria’s

entangling nets.

Koépa in the Aewpov: girls and sensory experiences in meadows from Archaic evidence

There are multiple scholarly approaches for the Hymn to Demeter, ranging from cult and ritual
practice, an etymology for the seasonal changes, glimpses into mother-daughter relationships,®’
the transition from girlhood to womanhood and the transmission of religion from the gods.*®
Throughout the hymn, nature in its many forms is a main feature: the beautiful, luscious meadow
in which the girls play;*® the land laboured over by mortals, including fields and olive trees full
with fruit;*® the empty, lifeless earth during Demeter’s withdrawal;*' and the kpovadc rugged
urban space of Eleusis.*? Of relevancy here is the meadow in an unnamed location, because it
has strong connections to females and portrays the sensory and emotional experience of
Persephone. Though the hymn describes Persephone’s activities in the meadow twice, I have

selected the second because Persephone describes the experience herself.*3

Deacy notes the sensory experience of smell in the meadow scene: the beauty of a meadow full
with flowers and the aromatic flavours in the air, equated or, at least, complementary to the
space’s allure. She argues that the sensory experience is desired as much as the activities
associated with meadows. ** Desire, attraction, allure, pleasure, enjoyment and curiosity are all
facets of experience that are common for female characters in meadows and grassy spaces,* and
Persephone’s episode in the meadow is no exception. Of special note are the meadow’s features
that the female characters enjoy, as evidenced through bodily and emotional senses. The senses
examined are touch and sight. Smell receives adequate treatment by Deacy,* so it requires no

further analysis here.

37 Suter 2002, 49-71; Foley 1994, 118-137.

38 Suter 2002; Deacy 2013, 395-413.

3 h.Hom.2.5-16, 417-29.

40 h.Hom.2.470-73.

' h.Hom.2.305-309.

42 h.Hom.2.356.

43 Deacy also focuses on the second recount of the abduction, because it offers “a feminine construction of the
experience of the abductee.” Deacy 2013, 404.

4 Deacy 2013, 398.

4 E.g. Hes.Fr.89 (Deacy 2013); Hom.0d.6.81-101; h.Hom.30.14-15.
46 Deacy 2013, 398.
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The activity of Persephone, daughter of Demeter and Zeus, and her friends in the meadow is
physical and interactive, in which touch is central to the experience. In Persephone’s account,
she explains that, “nueic uév udia mdcol av’ ipueptov Asudva, we were playing all together in a
lovely meadow...”, and proceeds to list all the names of her friends. Suter views the list of names
as significant, because it is information that is particular and relevant to Persephone’s ownership
of the account and memory.*’ Persephone uses her sense of sight to identify the features and
beings in her surroundings, remembers each flower by name and qualifies some of the flowers

with adjectives:

nailopev 1O’ dvOea dpémopev yelpeos’ Epdeva, 425
uiyda kpdkov T’ dyavov Kol dyaAridag 1o’ vakwOov
Kol podéag kdlvkog kol Aeipia, Oadpo i0écbat,

o o s e

VvapKIGoov 0’ OV Epuo’ MG meP KpOKOV eVpEin YOmV.
aOTAP YO OPETOUNV TTEPL YOPLATL...

...we were playing and picking lovely flowers with our hands,

among which were soft crocus and dwarf irises and hyacinths and roses
and lilies, wonderful to see, a narcissus, yellow as a crocus, which wide
earth put forth. I plucked it in delight...*3

Touch and the use of one’s body for pleasurable activities are central to Persephone’s experience
in the meadow. Even the verbs involved in the retelling, maiCw and dpénw, to play and to pick or
pluck, reflect her physical enjoyment. The middle form of dpénw, to pluck or pick for oneself,
emphasises Persephone’s personalised experience and is reinforced with the pronoun &y®.*
Accompanying the verbs are the noun for hands (yeip) that reinforces the involvement of touch
and the adjective dyavog soft, which describes the textural quality of the crocus flowers. These
details contribute to the highly somatosensorial experience, meaning that touch is paramount in
the activity and enjoyment (“mepi ydppat”) of the meadow.’® The flowers are transformed into
toys because they are the objects with which the girls play (mailw),’! a verb which Henderson

952

connotes as “to dally amorously.””* The colour of the narcissus draws Persephone’s focus and

she reaches out to pick it (Fig. 4), and it is the flower with which Hades is able to trap her.

47 Suter 2002, 30. Foley 1994, 60 views Persephone’s inclusion of her friends’ names as a method through which the
account becomes subjective, more personal. The amended recount through Persephone’s focalisation also functions
so as to avoid exact repetition of the initial account of Persephone’s abduction in the epic.

48 h.Hom.2.425-29.

4 h.Hom.2.29.

0 h.Hom.2.29.

3! In the first telling of this scene at the beginning of the Hymn, the description of the bright narcissus flower calls it
a &bvppa foy. h.Hom.2.16.

32 Henderson 1975, 157 n.240.
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In Persephone’s account, the poet employs transitive language that communicates and invites the
audience to engage with the goddess and her
activity. The three transitive aspects of the episode
are: dpénw, the verb describing the main action;>
Oadpa 10éc0ar, a wonder to see, which describes
the visual effect of the flowers;>* and, the
description of Persephone’s action and desire for

the narcissus flower, “avtap [0 vipKiocog] Eym

opemdunv  mepi  ybpupoatt [ plucked it [the

Figure 4: Persephone, who is holding a flower,
stands with Hermes. BAPD 3615, Athenian black-
of feeling”® demonstrate Persephone’s complete  figure amphora, date unknown, provenance
unknown, Sotheby’s market, London, 4.5.1970,
PL.OPP.52, No.146.

narcissus] in delight....”> These “transitive verbs

engagement with the meadow and call the
audience to experience the sensual delights with
her. The enactment of these verbs in Persephone’s experience of the meadow supports the
interpretation that the space is enjoyable and alluring, and that it invokes an irresistible, sensual

and physical experience.

Garlands and Floral Imagery in Hellenistic Evidence
Meadows and the flowers that grow in them connote imagery and meaning in a variety of ways.
Plants that grow in meadows are associated with female and male beings, immortal and mortal.
These associations demonstrate a strong connection between ancient Greeks and nature. The
personification of plants and association with people adds to the beauty or talent of the person
and prescribes qualities associated with plants to these people. An example that Heirman notes is
the way that poets use the same adjectives to describe plants, such as tender, that refer to “(body

parts) of women.”’

The textual evidence under investigation here are two extracts from
Meleager (Hellenistic) and the grave stele of Menophila (Hellenistic). One of Meleager’s poems
links flowers and plants to poets, and the other involves the anthropomorphic description of
flowers. Menophila’s grave stele provides an historical basis for the association between

females, flowers and the representation of female persona.

33 h.Hom.2.424.

4 h.Hom.2.426.

55 h.Hom.2.428.

36 Koziak 1999, 1073.
57 Heirman 2012, 2.
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Meleager’s Garland

The Garland of Meleager features as the introduction to Book 4 of the Greek Anthology. The
introduction paints Meleager as one who collects flowers and plant cuttings, plaiting them into a
garland (or wreath). Plaiting flowers and plants into a garland is symbolic for the poet’s method
of collecting and intertwining other poetic works into his own. One of the more interesting
aspects is the association of both male and female poets with specific plants and flowers, and he
includes in his collection poets such as Sappho and Erinna. The flowers under analysis are those
identified in meadow scenes, specifically the podov rose, kpoxog crocus (saffron), dyarric dwarf

iris or ipic iris, Aeiprov and kpivov lily, bakivOog hyacinth and vapkiceog narcissus:

Movoa @ika, Tivi TavE PEPELS TAYKAPTOV GOOAV,

1} Tig 6 kol TevEAG DUVOOETAV GTEQPAVOV;

dvvoe pev Medéaypog apldim 8¢ Atokhel

uvapdcuvov tantav EEendvnoe yapv.

TOAAG pev EumAégoc Avitng kpiva, ToAAd 6& Molpodc 5
Agipta, Kol Zameodg Potd pév, aAAd poda,

vlpriocov 1 TopdV Mehavinmidov Eykvov Duveov,

Kol vEov oivavOng kKifjpo Zipovidem:

oOv & Gvopit mMAéEac pupodmTvovy eddvispov ipty

Nocaidoc, g déhtoig knpov Eméev "Epamc: 10
M 6 dua kol capyvyov ae  novavooto Puovod,

kol yAwkOv ‘Hpivvng mapOevoypmta kpokov,

Alkaiov te AdANOpov €v LvoTdLoIg VAKIVOOV,

Kol Zopiov 04evng KAMVO LEAOUTETOAOV

&v 0¢ Aewvidem BaAiepolc Ki6G0i0 KOpvUPOLG, 15
MvacdAkov te kKOG 6EVTOPOL THTLOC

BAawonyv te TAatdviotov anédpioe [Mopueiiov oivng,
ovumiektov Kapoung Epveot [aykpateoc,

Touven T° edmétalov Aedknv, YAogpov T cicuuPpov

Niiov, Everjpov " dupdtpopov tapaiov: 20
&v o’ dpa Aapdyntov, iov pélav, 100 t€ popTOV

KoAlpayov, oto@ehod pHestov del HEMTOC. . .

Dear Muse, to whom are you bringing these many different fruits of
songs, who is the one who made this garland of poets? Meleager made
it; he worked hard at this thanks-offering, a memorial for much-admired
Diocles. He plaited in many white lilies (kpivov) of Anyte, many lilies
(Aelprov) of Moero, a few of Sappho's, which are roses, a narcissus
pregnant with piercing hymns of Melanippides, and a young twig from
the grape-vine of Simonides; together with these he plaited in the sweet-
breathed blooming iris of Nossis, whose bees-wax writing-tablet Eros
melted; and together with it majoram from sweet-breathing Rhianus,
and Erinna’s sweet, maiden-complexioned crocus, and Alcaeus'
talkative hyacinth for hymnists, and Samius' twig of dark-leaved sweet
bay; Leonidas' thick ivy clusters, Mnasalcas' foliage of pointed pine; he
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cut off vines from Pamphilus' twisted plane-tree, plaited in young shoots
of Pancrates' nut-tree, Tymnes' leafy poplar, a pale green mint of Nicias,
Euphemus' growing in sand by the sea; in went Damagetus' dark violet,
and a pleasant mytle of Callimachus, sweet yet always full of sour
honey.. .8

There are interesting observations about the prescription of flowers and plants to certain poets.
One such observation is that a few poets (predominantly, though not exclusively, female)
mentioned above are prescribed flowers that are included in meadow scenes in other literary
sources. For example, in the Hymn to Demeter, Persephone and her friends list the following
flowers in their collection: kpoxog crocus, ayodAic dwarf iris, HaxwvOog hyacinth, podi| KaAdkn
rosebud, Aeipwo lilies, and vépxiccog narcissus,” to which the poet adds fov violet.?® In
Meleager’s Garland, the following poets are attributed these flowers: Anyte with kpiva-type
lilies; Moero with Agipra-type lilies; Sappho with poéda roses;
Melanippides with vépkiccog narcissus and Alcaeus with
véaxwOoc hyacinth; Nossis with ipw iris; Erinna with kpoxov

crocus; and Damagetus with the iov violet. The poet

personifies some of these flowers with adjectives that pertain

This image is under copyright. Not for publi

to human voice or song and human bodies. For example, ) )
Figure 5: Woman holding

Melanippides’ narcissus is pregnant with topdv piercing  flower. BPAD 591 (CVA
PL.(680) 58.6, Athenian black-

song, while Alcaeus’ narcissus is AdAnOpov talkative, which figure amphora fragment, 550-

pertain to human voice or music; and Erinna’s kpokov crocus 500 BC, provenance unknown,

. . i . . 6l Boston (MA), Museum of Fine
1s yAvkvov sweet and mapOevoypwta maiden-complexioned. Arts, 03.849,

Meleager uses the flowers as symbols of the poets and their works, which represent particular
themes or features of their poetry or personas. One of the clearer representations is the rose as a
qualifier of Sappho. The rose is fitting for Sappho because it has a place in the worship and
association of Aphrodite.®> Two of her most well-known fragments concern Aphrodite’s powers
and roles in intimate human relationships,®® and the sensual nature of the goddess’ sanctuary and
apple-grove.®* In scenes from pottery, women are depicted holding and smelling roses and

flowers, which represent these sexualised themes evident in Sappho’s poetry (Fig. 5). According

8 Mel.4.1.1-23.

° h.Hom.2.425-7.

% h.Hom.2.6.

61 Mel.4.1.1-23.

62 Sapph.1.2.6; Noss.1.1-4.
%3 Sapph.1.

% Sapph.2.
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to Henderson, attic comedic poets have attributed to the rose sexually suggestive imagery,
whereby the flower is representative of female genitalia and sexual allure.® It seems unlikely
that Meleager is employing this kind of suggestive imagery. He is, however, reflecting the rose’s
connotations for the themes of erotic experience and feminine allure, all of which are evident in

Sappho’s poetry.%°

Meleager characterises Erinna’s flower with adjectives that could, in turn, be speaking of her.
The poet attributes a crocus to Erinna that is qualified as sweet and with a maiden’s complexion.
These qualities suit Erinna because she is known for her youthfulness. Her poetry conveys the
themes of maidenhood and the loss of innocence. The Distaff is an emotional recollection of her
friendship with another young woman, Baucis. Though it is a lamentation, the poem recalls
sweet moments shared between young friends.®” The crocus flower has a strong connection to
images of beauty and females in spring that predates and informs Meleager’s use of the flower.
One example is the Cypria and its reference to Aphrodite’s clothes which have been dyed using

the flowers of spring:

...&v 1€ KpOK® &v 0 VaKivOw

&v 1€ o Barébovtt pddov T° AvOET KOAD
NoéL vektapéw &v T auPpooiong KoAKEGGL
avBeot vapkicoov kai Agpiov. ..

... in crocus and hyacinth and blooming violet and the beautiful bloom
of rose, pleasant and fragrant, in divine rose-buds, in flowers of
narcissus and lily...%

The impact of these springtime flowers is that Aphrodite’s clothing excites the senses. Like the
flowers and the places in which they grow, her garments are pleasing to look at and carry

delightful aromas.

% Henderson 1975, 135 n.126.

% Such as Sapph.2.1-11; 94.9-23 (lines 9-17 for feminine beauty/allure, lines 21-23 for erotic experience). Roses
also feature as part of a dreamy landscape in Sapph.96.13.

7 Bri.Dis.1-3.

8 Cypr.6.3-6. Sappho describes women wearing flowery wreaths (cté@avot) of violets and crocuses and
“avOéov...uopot flowery perfume”, as adornments. Sapph.94.12, 17-18.
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Maidenhood and loss of innocence are associated with the crocus flower in Archaic myth. In
these mythic scenes, the maiden is comparable to the flowers she picks, as she is plucked away
by an approaching male. The scent of saffron (crocus) features in the story of Europa. Hesiod
describes that Zeus uses the scent of crocus to approach Europa without frightening her. Zeus,
appearing in the form of a bull, breathes the scent of crocus
from his mouth as he approaches Europa (Fig. 6).° In the
Homeric Hymn to Demeter, the daughters of Metaneira are
described as “auoil o0& yditar dpoilg dicoovto kpoknim dGvoet
ouolat, their flowing hair gliding around their shoulders like a
crocus flower.”’" In later evidence, Theophrastus writes that

71

crocus produces one of the purest scents.” These sources

demonstrate the association between the crocus and qualities

that poets associate with young women, specifically
Figure 6: Europa and Zeus (the
bull). BPAD 202588 (4RV?
Meleager’s representation of Erinna and her poetry as a sweet, ~ 286.13; LIMC 26803),

) ) ) o Athenian red-figure pelike,
maiden-faced crocus, he adapts this long-standing association 500450 BC, Sicily, Monte

youthfulness, innocence, sweetness and irresistible allure. In

Saraceno (?), Agrigento,
Museo Archeologico
evidenced in Archaic poetry, wherein the maiden poet is a pure  Regionale, 1319.

between maiden and flower, of innocence and maidenhood

and sweet yet alluring flower.

Meleager represents Nossis as an iris, a flower which has ties to nature and Greek myth. Irises
are known for their colours, mimicking the vibrancy of rainbows.”? Plant notes that many of
Nossis’ epigrams are centred on and intended for women and goddesses, painting vivid images
and personas of female beings.”® The selection of the iris flower for Nossis’ works reflects the
vivid nature of her poetry and connects them to the mythical character of Iris, a messenger for
the gods.”* As a poet inspired by at least one god, Cypris,”” drawing a comparison between
Nossis as the messenger of the gods could be viewed as praise. It hints that some poets consider
the gods as the tutors of their poetry and the poets as the messengers of their divine song.”® The

adjectives popomvovg (breathing perfume) and gvavOepoc (blooming) personify the iris flower,

% Hes.Cat.89; Mosch.Eur.162-6.
70 h.Hom.2.177-8.

" Thphr.HP.6.6.5-6.

2 Dsc.1.1.

73 Plant 2004, 63.

74 Hes.Theog.266; Hom.11.2.786.
75 Noss.1 (Plant 2004).

76 Hes.Theog.22-23.
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which are similar to the adjectives that refer to vivid sexualised images of women in Nossis’

epigrams.’’

Meleager attributes two different lilies, kpivov and Aeiprov, to the poets Anyte and Moero, who
were contemporaries of one another.”® His use of these
varieties 1is interesting because these two types are
mentioned in Archaic Greek poetry.” Theophrastus writes
that the Aeiprov is actually another name for the narcissus
flower and maintains that kpivov is the lily, which reveals
ancient confusion regarding differentiation between
varieties.’ Nonetheless, the lily carries positive poetic

connotations. The Aeiprov-lily appears in literary evidence

as a qualifier of feminine beauty.®! In an extract from the

Anacreontea which describes Aphrodite’s birth from the  Figure 7: Woman holding lotuses,
whose flower heads are shaped

similarly to lilies according to
»82 The  Thphr.Histpl.4.8.9. BAPD 28955,

‘ ) ) Athenian red-figure pelike, 500-
implication is that the kpivov-lily (Fig. 7), which represents 450 B.C., provenance unknown,

sea, Aphrodite is described as a “kpivov &g Toig ehybev

owaiveton lily that danced among violets.

Christie’s market, London, sale

the goddess, is noticeably beautiful in her sea-foam form
catalogue 8.6.1988, 67, No.259.

from amongst other ‘flowers’ (waves), imagined as ia
violets. In a fragment attributed to Apollophanes, the poet mentions a choral dance that is called
the xpivov,®> which complements Anacreon’s imagery of a lily (Aphrodite) that dances among

violets.

The implication of the lilies for Anyte and Moero is that their poetry belongs to a collection of
beautiful voices, though theirs stand out as noteworthy. Considering, also, that lilies symbolise
exceptional female beauty, Meleager’s selection of these flowers for two female poets adapts the
traditional symbolism to highlight excellent female poetic talent. That both poets are represented

in the Garland as lilies suggests that they are of the same high calibre, as Plant posits.®*

77 Women and places associated with goddesses in Nossis’ epigrams include a painted portrait of blossoming Kallo
(epigram 7), Hera’s sweet-scented temple (epigram 3), the sweet-scented hair-net of Samytha (epigram 4). See Plant
2004, 64-5.
78 Plant 2004, 56 and 61.
7 h.Hom.2.427.
80 Thphr.Hist.pl.6.6.9.
81 Bacchyl.Dith.95; Hes.Theog.41; Hom./1.3.152, 13.830.
82 Anacr.57.21-22.
8 Apolloph.F7.2 (Ath.114).
8 Plant 2004, 61.
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Similarly, Barnard and Balmer argue that Anyte, Erinna and Nossis are compared to Sappho,’
which shows a positive ancient attitude towards Anyte’s poetry. Indeed, Balmer praises Anyte
for her ability to “straddle the two spheres” of ‘patriarchal’, ‘masculine’ themes of war and the
‘domestic’ world of women.®® Whether Meleager is praising Anyte for the same reasons as
Balmer is not clear. It is, however, evident that ancient and modern views alike express positive

judgements of Anyte’s poetry.

Meleager represents male poets as meadow flowers in his garland. His association of flowers to
particular male poets is interesting because the associations lack the explicit sexualisation and
eroticism that occurs in the representations of females as flowers. Melanippides and Alcaeus are
represented as narcissus and hyacinth flowers. These flowers in their mythical stories are
personifications of young men with tragic ends. Ovid and the Suda recount the story of
Narcissus, a youth, loved by Echo, whom Nemesis curses causing him to fall in love with his
own reflection.?” While it is not clear whether Meleager is inferring a negative association
between Melanippides and Narcissus, it is plausible that the poet is suggesting that
Melanippides’ work and music style are piercingly beautiful like the mythically youth.®® The
sexual undertones evident here do not objectify Melanippides, but are more akin to the painful

yet alluring desire evident in Ibycus’ poem above.

Alcaeus’ work is represented by the hyacinth flower. In ancient myth, there are different
representations of Hyacinth (or Hymenaeus in Hesiod),? who was nepifientog admired by all.*°
Meleager could be suggesting that Alcaeus’ work was admired by many, though this seems like
mockery because the poet was exiled.”! The adjective AdAnOpov talkative is not necessarily

critical, but is representative of the political focus of Alcaeus’ epigrams.®?

However,
comparisons to the hyacinth flower are also positive, such as the description of Odysseus’ hair
curling like the flower with the adjective DoaxvOvvm.”® This description of his hair is used again

after Odysseus is bathed and anointed with oils following his return to Ithaca.’* Hyacinths are

85 Barnard 1978, 210; Balmer 1996, 83.

8 Balmer 1996, 67, citing Barnard 1978, 210.

87 Ov.Met.3.413-3.510; Suda s.v. pi,1934. It is narcissus flower that Hades uses to deceive Persephone in the
meadow, which conveys the flower’s desirable and attractive nature. h.Hom.2.428.

88 «“Melanippides” s.v. BNP (Robbins 2006).

8 Ov.Met.10.162; Paus.3.19.4.

%0 Hes.Meg.Eoi.16.

°l Dale 2011, 15.

92 Alcaeus’ political topics are referred to in Edson 1948, 116-121; Dale 2011, 15-24; Henderson 1994, 103-6.
% Hom.0d.6.231.

% Hom.0d.23.158.
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also associated with the hair of beautiful flower nymphs, presumably for the way in which their
hair curls like the flower.”> The association between Alcaeus and the hyacinth is devoid of the
sexualised element that occurs in other associations between individuals and the flower. For
example, the sexual tones of Aphrodite’s hyacinth field are not identifiable in regards to Alcaeus.
This lack of sexualisation in the associations between Alcaeus, Melanippides and their attributed

flowers reveals that the one cannot assume that meadow flowers automatically connote sexual

imagery.

The last meadow flower that I address here from Meleager’s poem is Damagetus and his iov
uéhav dark violet. There are multiple references to violets in otépavot as denoted through the
word iootépavog violet-crowned in literary evidence from Archaic to Hellenistic Greece. These
violet crowns decorate mortals, immortals and cities.”® The flower’s hues describe the sea and
other water sources,’’ as well as hair and eyes,”® and other sources note its sweet scent. The
flower is used to denote dark or deep hues.” In myth, violets are flowers that Europa and
Persephone pick from meadows.!?’ Bucaeus, a character in one of Theocritus’ Idylls, makes an
intriguing remark about violets when he is talking of the beauty of a Syrian woman, Bombyca.
He says that although they are péhav dark, violets are one of the first flowers to be selected in a
otépavoc.'’! The implication is that, though Bombyca has ahokovotog (=hAokanc) sunburnt
skin and does not appear as beautiful as other women, Bucaeus finds her beautiful.'> Meleager’s
representation of Damagetus and his poetry as a dark-coloured violet suggests that, though
Damagetus’ flower is not the most remarkable, it is still worth mentioning in his Garland.
Scholars, such as Degani, call Damagetus a “mediocre epigrammatic poet”,'% which fits with

Bucaeus’ assessmen of violets and Meleager’s use of the flower as representative of the poet.

Meleager associates himself with a garland of leadership and excellence. Through the symbolism
of the otépavog, he purports that he should be recognised for his knowledge of poetry and his
own poetic skills for the ways in which he has incorporated the work of others into his own.

Meleager’s Garland is a reference to the images of flowery wreaths but also carries symbolism

95 Philostr./mag.2.11.3.

% Ar.Ach.637; Ar.Eq.1323; Bacchyl.Ep.3.2; Bacchyl.Ep.5.3; h.Hom.6.18; Sapph.94.12; Simon.F7.553; Sol.Fr.19.
7 Hes.Theog.3, 844; Hom.1[.11.298; Hom.0d.5.56, 11.107.

%8 Hair: Alc.Fr.384, Bacchyl.Dith.17.37, Bacchyl.Ep.9.72, Pi.Fr.76, Pi.Isthm.7.23, Pi.0.6.30, Pi.Pyth.1.1,
Simon.Fr.555; Eyes: Bacchyl.Dith.19.5, Bacchyl.Fr.8.1 (TLG), Bacchyl.Ep.9.3.

% Hom.Od.4.135, 9.426; Call.4et.110.54,; Theoc.10.28.

100 Mosch. Eur.66 (Europa); h.Hom.2.6 (Persephone).

101 Theoc.10.28-31.

102 Theoc.10.27.

103 “Damagetus” s.v. BNP online (Degani, 2006).
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that relates to elements of Greek religious practice. According to other sources, the flowers that
Meleager selected for his Garland are commonly used in garlands. These flowers were chosen

for their fragrance and colours,'® and it is believed that the gods love such things.!%

Menophila’s grave stele

A Hellenistic grave stele demonstrates that flowers, such as lilies, are representative of people.
The grave stele of a young woman, Menophila, has four carved images of a wreath, book, an
alpha and flower, which represent different aspects of her persona (Fig. 8). One of these images
is a flower, which Connelly and Mylonopoulos identify as a lily,'% and the stele’s epigram

explains its symbolism:

—_—

0 o6fjuoc Mnvooilav ‘Epupayévov.
KOOV Kol yapieooa mETpog deikvuot: Tic £Vt 2
Hove®y paviel ypappato, Mnvogilay.
1D &’ Evek’ €v oTOAQ YAVTTOV Kpivov 10€ Kol GAQa
BoProg kai Tahapog Toig &’ E<IT>1 Kai GTEPVOC;
1 copig p&v PiProc, 6 & avd mepi kpati PopnOeic
apyoy HavOEL, Lovvoyovay O 1o &v,
€VTAKTOL O’ APETAG TAAUPOG Havoua, TO & dvbog
o ey daipv fvty, Ednicaro.
KoV [@]a tot KOvIC gipi ToAAoi Totf)de Bavovon, 10
& yé[1]ot 008E yoveic, Toic EMmeg ddkpua. '’

5

The people [honoured] Menophila, daughter of
Hermagenes,

The very beauty of the stone shows her loveliness. Who
she is, the inscription of the Muses reveal: Menophila.
Why are a carved lily and an alpha, a book and a basket
and with these a wreath shown on her stele?

Her wisdom is the book, the wreath once-worn around
the head shows a public office, the one an only child,

Figure 8: Grave stele of
Menophila, Sardis. Istanbul,
Archaeological Museum I
4033. Photograph copyright to ~ the basket shows your well-behaved excellence, the

Masseglia 2015, 128 Fig.3.4.  flower for your spirit in full bloom that was ripped
away. Light is the dust for the death of such a girl, one
as you are without a husband and parents. Many are there to whom you

have left tears.'%®

104 Ath.15.30.

105 Sapph.30.

106 Connelly 2007, 252; Mylonopoulos 2010, 198.

107 Greek text from Buckler and Robinson 1932, cited on epigraphy.packhum.org.
18 Sardis 7,1 111 (PH263228).
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The lily of Menophila represents her daipwv that was picked too soon and shares a similar
sentiment about a trampled hyacinth in a Sapphic fragment a few centuries’ earlier.'* Her life-
force is represented by the flower, and though it is not tied to it, the image it creates is similar to
the way in which trees are joined to the life-force of the dryad-nymphs. They represent the life of
the tree as much as the tree represents them.!'® The meaning of the lily in the context of
Menophila’s stele is clarified, and its connection with notable female beauty and life is shared in

the examples previously discussed.

The verb that describes the seizure of Menophila’s
daipwv is AniCopor, which denotes warlike violence,
force and to be taken against one’s will.!'! The implicit
figure who forcefully takes Menophila’s daipwv is

Death, a being represented elsewhere in Greek evidence

as the winged warrior, Thanatos (Fig. 9).
Figure 9: Thanatos and Hypnos

carrying a body to grave stele. BAPD
209255 (ARV?750; LIMC 9772),
Athenian red-figure lekythos, 500-450
does not find Thanatos to be a terrifying or monstrous  B.C., provenance unknown, Athens
National Museum, 17924,

In a paper investigating female figures of death, Vernant

figure. He interprets Thanatos’ role as one “who is not to
kill but to welcome the dead”, in comparison to Death’s (apparent) terrifying female counterpart,

Gorgo.!'?

However, in conjunction with the verb AniCopon and the lily as representative of her
spirit, Death’s role in the loss of Menophila seems akin to the male figures who pluck young
flowers (girls) and steal away their innocence.!'3 If interpreted in this way, Menophila’s lily and
stele demonstrate the prevalence and relevancy of poetic meadow scenes in the conceptualisation

and representation of youthful female persona and experience.

The otépavog and book provide other aspects of analysis of her persona. The wreath of

Menophila represents that she once held a position of leadership in the demos, the public office

109 Sappho refers to a hyacinth that is trampled in Sapph.105c.

110 h.Hom.5.271-2:

“... mimtovor 8’ an’ 6lot,

TdV O 0 opod yuyn Aeinel pdog neioto.

... and the twigs fall down, and both the spirit of the nymph and tree leave the light of the sun together.”

H “AniCopon” s.v. LSJ online 2018.

12 Vernant 1986, 54.

113 E.g. Persephone by Hades in h.Hom.2.19. The verb to denote Hades’ snatching of Persephone is dpnélw, and
that the action is against her will is clarified by the adjective dékwv involuntary, constrained, against one’s will.
Foley 1994, 32 remarks on the difficulty of translating this word with an English equivalent that conveys the
violence inherent in Persephone’s experience.
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of a stephanophoros. The carved book praises Menophlia for her
intellectual excellence. As Connelly notes, this kind of praise for
women 1s uncommon, and suggests it is in recognition of

Menophila’s literacy (Fig. 10).!'4

The works of various poets are attributed qualities of flowers and

plants, and evidence reveals the personification of plants and

flowers to emphasise female beauty. Meleager, writing of a Figure 10: Woman with a writing

otéeovog that is to be worn around the head of a woman called  tablet, another with a box and
another holding a flower. BAPD
207083 (ARV? 611.36), Athenian
red-figure hydria, 475-425 B.C.,
ITASE® Aevkdiov, TAEED 8 GmoAny duo poptorg  Rhodes, Kimissala, London,
VapKIooov, TAEED Kol T yeAdVTO Kpiva, British Museum, 1885.12-13.18.
TAEED Kol Kpokov NOHV: EmmAéEm & vakvOov

TOPELPENY, TAEE® Kal PIAEPaTTA POOa,

¢ Av €Ml KPOTAPOLS Lupofoctpvyov ‘HAodmpag

evmAoKapoV YotV avOoPolri] oTépavoc.

Heliodora, says,

I will plait in a white violet,''> and I will plait in a soft narcissus with
myrtle, and I will plait laughing lilies, and I will plait a sweet crocus;
and I will plait in a purple hyacinth, and I will plait in roses, dear to
lovers, so my chaplet, worn upon the temples of Heliodora with
perfumed locks, will shower flowers on her flowing, fair hair.!'!®

The poet personifies the plants with human expressions and actions. In the description of the
lilies that are yeA@vto laughing, the poet utilises a physical response that other imaginary
characters have at the sight and beauty of flowers.'!” The adjective laughing is used in reference
to Desire and Aphrodite.''® Through the use of this adjective, the poet conveys sexuality and

female beauty.

The adjectives used to clarify the flowers, such as the softness of the narcissus, the pleasant
crocus and the laughing lilies, compliment the beauty of Heliodora. The roses, described as
owuépaota dear to lovers, add a romantic, yet sexual, characteristic to the chaplet, which likely

speaks to the poet’s view of the woman. It is interesting that the poet decides the hyacinth is

114 Connelly 2007, 252.

115 Literally translated Agvkdiov means white violet. This flower could also be called a snow-flake.

116 Mel.5.147.

117 h.Hom.2.14.

118 Anacreont.57.26-30; Aphrodite is described as guhopueldng laughter-loving. See also h.Hom.5.17,55.
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purple, because we know of another in a fragment of Sappho.'!” The purple hyacinth adds to the
sexualised element of the garland, as hyacinths appear in scenes with sexual charge.'?° Like the
flowers, which are beautiful gifts of the earth, the beauty and favour with which Meleager
describes Heliodora is reflected in her name, which means sun’s gift. The impact of the
personification of plants with human qualities is that the plants themselves seem more life-like,

and the poets reflect the close connection perceived between humans and the natural world.

Conclusion
Deacy purported that female desire and sexuality is evident even in scenes that involve abuse
and abduction, wherein female desire is detectable alongside that of the male. Though her
analysis noted that girls enjoy the “sensory delights” that meadows offer, the sense of touch was
not adequately addressed. And yet, the analysis of ancient poetic evidence shows that touch is a
significant feature of experiences in meadows and gardens, which complements Deacy’s study
of the idealised meadow landscape. Touch holds a place of prominence in an individual’s
experience, and manifests in the descriptive language of the landscape. Just as female sexuality
is embedded in features and activities associated with the meadow, poets mirror the sensory and
emotional processes of a character’s body in the landscape’s meteorological and vegetal features.
Homer, Ibycus and Sappho use vegetation to convey the effects of desire through the sense of
touch. In the lliad, Homer reflects the touches and physical pleasure of Hera and Zeus in the

dampness, softness and thickness of the vegetation,!?!

and the glistening cloud that envelopes
them. Ibycus uses lightning and wind to describe his heated, painful desire; and Sappho
describes her feverish feelings and pallor as grass. These examples prove that poets consider
desire and its effects through features and processes in landscape, wherein the landscape is also
representative of the bodies within the space. More importantly, these examples justify a closer

reading of the texts for touch and its role in meadow and garden experiences.

The importance of touch in Ibycus’ poem is that it brings his unnamed map6évot into sharper
focus. Through the details of the narrator’s torturous experience, the maidens are not simply
objects that are passive under his observation. Rather, their role as the unattainable drives the
narrator to feel utterly powerless, which results in the girls’ empowerment. The narrator feels
entangled and trapped, while the map6évor thrive unrestricted. This dynamic in which the power

of the mapBévor is emphasised by Ibycus’ powerlessness challenges the notion that the maiden

119 Sapph.105c¢. Johnson interprets the flower to represent a young woman, the trampling as the result for one who
does not guard or forfeits their virginity. See Johnson 2007, 115.

120 Hom./I.14.347-9; Heirman 2012, 3.

12l Heirman 2012, 2.
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“is a simple vehicle for the god’s [or male’s] pleasure”,'?? because the maidens do not fulfil the
narrator’s desire. In comparison to young females and heterosexual relationships in other
poems,!?? the significance of Ibycus’ poem is that its main point is not male sexual gratification,

but women’s complete disregard for it.

The gendering of flowers reveals interesting implications for the representation of individuals
and the connotations that a flower carries. In his Hellenistic poem The Garland, Meleager used
the same meadow flowers from the Hymn to Demeter to communicate aspects of an individual’s
persona or poetry, which had different connotations for his male and female poets.'?* Meleager
represented each poet with a flower: crocus (Erinna), lilies (Anyte and Moero), violets
(Damagetus), roses (Sappho), an iris (Nossis), a narcissus (Melanippides) and a hyacinth
(Alcaeus). For his female poets, the flowers connote the beautiful, sensual or erotic themes
evident in their works and the meadows from which their flowers grow. However, if removed
from the context of female sexuality or experience, Meleager’s use of these meadow flowers in
the representations of male poets are without the erotic, suggestive imagery. Such was the case
for the hyacinth, narcissus and violets that represented Alcaeus, Melanippides and Damagetus,
which were devoid of the sexual connotations that are evident in the representations of Sappho’s
rose and Nossis’ iris. This apparent difference in whether the meadow flower connotes erotic
sentiments reflects Meleager’s differentiation between the genders of the poets and the poetry’s
literary themes. As Gilhuly argued, “the eroticisation of place always entails the gendering of
that place.”'?> Thus, Meleager’s treatment of the flowers revealed that a meadow flower retained
its erotic or sexualised connotation if it represented a female poet, because Meleager, and ancient
poetry that preceded him, identified meadow flowers with the experiences and representations of

females.

The poetic, mythic image of Persephone collecting flowers in and abduction from a meadow
provided a way to approach a female at the start of her development into adulthood. Such usage
of meadow imagery is evidenced in Menophila’s funerary stele. Her stele states that she had
made a start at finding her place in her Greek community. She held the public office of a
stephanophorus and her stele was erected by a community who valued her. As Connelly and

Mylonopoulous note, her daipwv is represented by a lily, which they interpret is representative

122 Larson 2001, 65, cited in Deacy 2013, 396.

123 Such as Achilochus’ fragment or Persphone in the Hymn to Demeter.

124 h.Hom.2.6-8, 2.426-28 (Archaic); Mel.4.1-22, 5.147 and Sardis 7,1 111 (PH263228) (Hellenistic).
125 Gilhuly 2018, 5.
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of her youth and beauty.'?® However, if read with the metaphorical meadow and its themes of
female abduction and loss of innocence in mind, her persona as represented by the carved flower
is akin to the girls who collect flowers and play in meadows. Like Persephone, Menophila is a
girl in a meadow and Death is the male character who forcibly snatches her away (AniCopon) at
the cusp of her womanly sexual and social awakening. As Demeter is grief stricken at the loss of
her daughter,'?’ so, too, the people of Sardis are left with only tears at the loss of Menophila.
This interpretation of Menophila’s stele is significant because it highlights the prevalence of
meadow connotations in the representations of females in Hellenistic evidence, and deepens

current interpretations of the floral symbol carved on her stone.

126 Connelly 2007, 252; Mylonopoulos 2010, 198.
127 h.Hom.2.48.
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Chapter Four

Calypso’s Garden: Nopgn, @cd and the Ogygian Landscape

Introduction
Calypso is a divine character in the Odyssey. She is mentioned as the Athavtog Bvydtnp
daughter of Atlas,' which, as Larson notes, identifies Calypso as among the more ancient
divinities.> Descriptions of her character note her lovely hair (edmldkapog and ebxopog), her soft
and persuasive words (polokoi koi aipoiior Adyot) and beautiful voice (Oy kdAn), all of which
contribute to her lovely appearance and powers of enchantment.? In addition to these qualities,
Calypso can manipulate the winds, is a skilled weaver, and she has knowledge of carpentry and
star navigation for sea travel.* Calypso’s home is the viicoc devdpriecoa wooded island,’ Ogygia,
surrounded by an unspecified faraway sea. Calypso’s cave and garden are parts of an imaginary
space that contains realistic elements. Though imaginary, its features are similar to the houses,
gardens and sacred spaces that the poet introduces throughout the epic and elsewhere in Archaic
poetry. Her faraway island seems real in its appeal to the senses, yet it exists as a place of fantasy

and “promises the unwithering spring of Greek dreams.”®

Homer calls Calypso a 0gd and a vopen at different points in the epic.” Her complex identity as
both a goddess and a nymph is reflected in her space, which has a profound impact upon the way
that scholars can interpret her space. Nymph Calypso lives in a cave, surrounded by a forest and
wild-growing meadows, with four nourishing springs. As a nymph, she shares a symbiotic
connection to nature and her life-force is represented in the lush vegetation around her. As she is
enchanting and alluring, so is her island, and both nymph and landscape invite the audience to

experience the sensory delights on offer. Eustathios, in his Byzantine commentary on the

! Hom.Od.1.52, 7.245. In Hes.Theog.359 and h.Hom.2.422 (as cited in Garvie 1994, 215 n.245) Calypso is the
daughter of Okeanos, which could also classify her as a Oceanid (sea nymph). Atlas is remembered as a Titan and
one of those who revolted against Zeus in Eustathios’ commentary on Od.1.52.

2 Larson 2001, 28.

3 Lovely hair: Hom.0d.5.58 (gom\dxopog), Hom.Od.8.452 (ebkopog); persuasive words: Hom.Od. 1.56; voice:
Hom.Od.5.61; prophetic speech: Hom.Od.5.205-7.

4 Power over the winds: Hom.Od.5.268; skilled in weaving: Hom.Od.5.62, 5.258-59; knowledge in carpentry,
specifically the appropriate timbers for raft and ship building: Hom.Od.5.237-40; knowledge in star navigation for
sea travel: Hom.Od.5.276-77.

> Hom.Od.1.51. Eustathios argues that Homer inserted the adjective ‘wooded’ not simply “in passing” but as a
deliberate way of preparing readers for Odysseus’ raft building and to create an island that is fitting for a nymph.
See Eust.Od.1.50-51.

¢ Crane 1988, 16.

7 Nymph and goddess: Hom.Od.1.14. Nymph: Hom.Od.4.557, 5.14, 5.57, 5.230, 17.143, 23.333. Goddess:
Hom.0d.5.78, 5.85, 5.116, 5.173, 5.178, 5.180, 5.192, 5.193, 5.202, 5.215, 5.242, 5.246, 5.276, 7.245, 7.255, 9.29,
12.449.
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Odyssey, reflects her long-standing association with nature. He considers Calypso to be
representative of the “natural powers instilled into the earth, plants and streams”, and likens her
to other kinds of nymphs including naiads (sea-nymphs), hamadryads and leimoniads (meadow-
nymphs).® Her nymph side engages with other denotations of the word, specifically that of bride,
newlywed or marriageable woman. Taking this denotation of vOuen into consideration sheds
light upon some of Calypso’s behaviour. Her identity as a goddess transforms the way in which
her home can be interpreted. Goddess Calypso is a powerful divinity. She lives in special
dwelling fit for an immortal, situated within a sacred landscape. Approaching Calypso as a

goddess provides legitimacy to her behaviour in the narrative.

Calypso and her island home appear infrequently in scholarship concerned with Greek literature
and studies of ancient landscape. Scholars who have explored Calypso in detail, such as
Giesecke, Bergren, Schein, Stehle, Betsky and Vernant, were more concerned about the
relationship between the epic hero, Odysseus, and the goddess, and their analyses say more
about the other characters than Calypso. For example, Giesecke and Bergren interpret Calypso,
her cave and her protection as a pseudo-womb, from which the civilised Greek (male),
represented in the character Odysseus, eventually and ideally leaves.’ Calypso is viewed as both
protective mother and possessive lover of Odysseus: mother for the chthonic womb and
Odysseus’ rebirth, and a lover with which Odysseus “fathers” himself.!® Calypso and her island
are interpreted as sinister and seductively dangerous, and her matriarchal ways are threatening to
Odysseus and his patriarchal world order.'! Vernant conceptualises Calypso as a female force
who threatens to destroy Odysseus’ identity as a Greek hero. He argues that her cave exists in a
place that is in-between—it is a place that is neither living nor dead. If Odysseus were to accept
Calypso’s offer of immortality, Odysseus would never return to the world of living, and thus
could not be immortalised through the “commemorative tradition” of Greek epic and poetry.'? In
a similar vien to Vernant, Schein interprets Calypso’s name as reflective of her character; she is
“the concealer”, one who is deceptive and attempts to hide Odysseus away from the world."?
These views offer a negative reading of Calypso and predominantly concern Odysseus, and

provide a limited investigation of the island’s landscape. They do not adequately represent all of

8 Eust.Od.1.15. He notes also that vOuen can denote a young woman, which Heubeck and Hoekstra 1989, 73 state in
reference to Hom.Od. 10.543-45.

% Giesecke 2007 (a), 17 (goddess and cave); Bergren 1980, 119 (cave, protection and goddess).

10 Bergren 1980, 116-18.

1 Giesecke 2007 (a), 17. Stehle 1996, 195-96 interprets Calypso through a similar construction of male-dominance,
female-subservience.

12 See Vernant 1986, 62-63.

13 Schein 1995, 19-20. See also Bergren 1980, 109-11 for a similar argument.
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the important aspects of Calypso’s character. There is much in the Odyssey which can support a

more positive reading.

Calypso the Nymph: The Sensory Delights of the Cave and Garden in Odyssey 5.55-
80

The poet provides a detailed account of Calypso’s cave and surrounding landscape. It is an

important setting in the epic, because the poet devotes twenty-six lines to the description:

GAL" Ote oM TNV vijoov dpiketo TMAGO™ €odoavy, 55
&vO’ gk movToL Pag logdéog NmelpovdE

fev, 0ppa péya oméog iketo, T@ Evi vouen

vaigv umlokopog v & &voobt tétuev odaoav.

TOp HEV €T EoapOPY HEY KaiETO, TNAOGE & AN

KkEOPOL T’ €0KEATO10 BVOV T AV Vijoov 03MOEL 60
datopévev' 1 8° &voov Go1d100vG” O KOAT

1oTOV EmotyouEVT XPLGELN KEPKID DPaveV.

VAN 8¢ oméog Al Tepvkel TNAEOOWGO,

KMOpN T afyelpog Te Kol EDMING KLVTAPIGTOG,.

&vla 8¢ T° dpvibeg Tavusintepotl evvalovto, 65
OKOTEC T pNKEC T TAVOYA®GGOL T€ KOp@dVaL

givaAtlat, thotv te Baddooia Epya péunAey.

N 6" adTod TETAVLGTO TTEPL OTEIOVS YANPLPOTIO

nuepic Pomaca, tedniet 8¢ oTaPLAToL.

kpfivo 8° €&ging miovpeg péov HOATL ALK, 70
TANciol GAANA®V TETPAUUEVAL BAALIIG GAAN.

apei 8¢ Aeludveg paiakol iov 116& erivov

OnAeov. &vba k™ Emerta Kol ABGvaTog mep EmeAdmv

Omjconto idav kai tepeOein Ppeciv {otv.

&vBa otag Oneito d1dxTopog Apyeipovng. 75
avTap Emel On mhvTa £ ONMoato Ouvud,
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But when he reached the island which lay at a distance, there he
departed from the violet-coloured sea and went across the mainland,
until he came to a great cave, in which a fair-haired nymph lives, and he
found her within. A great fire was burning on the hearth, and the scent
of burning split cedar and citron-wood spread far over the island; and,
she, within was singing in a beautiful voice while plying a loom,
weaving with a golden shuttle. Around the cave grew a flourishing
forest, alder, black poplar and sweet-smelling cypress. And there long-
winged birds slept, owls, hawks, and chattering sea-faring crows, whose
labours are care of the sea. A thriving cultivated vine had spread around
the hollow cave, it flourished with bunches of grapes. And four springs
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in a row sent out clear, flowing water, near to one other, turned this way
and that way. And all around soft, grassy meadows were flourishing
with violets and celery. There an immortal who just happened to come
upon it would gaze and stare with wonder, delighted in their soul. There
the messenger Argeiphontes'* stood and gazed with wonder. Then after
he had gazed with wonder in his heart at everything, immediately he
went into the wide cave. Calypso, the noble goddess, did not fail to
recognise him face to face, for not unknown are the immortal gods to
one another, even she who lives in a house far away.'®

The cave itself is located in-land away from Hermes’ approach, as he travels across the island to
reach Calypso. The cave’s position is not far from the sea on another side of the island, as
Odysseus’ daily routine is to sit and cry on the shore, looking out to the sea.'® The sea and
springs are close to the cave’s location. The cave’s and immediate vicinity’s overall appearance
is of lush growth and a dense forest of trees. The only noted wildlife that live around the cave are
the owls, hawks and ““sea-faring crows” that nest in the trees. In the meadows, celery, violets and

lush grass grow, all of which are found in other meadow scenes.!’

Sensory delights

In the description of Ogygia from Book 5 of the Odyssey, the poet describes a plentiful, lush
landscape that evokes and delights the senses. The poet describes the sensory experience through
Hermes’ focalisation. The four explicit senses in the extract are sight, smell, hearing and touch,
as communicated through adjectives and other descriptive language. These imagined senses and

sensations provide scholars with a new way of investigating Calypso’s cave and landscape.

Sight

There is much to see on Calypso’s island. Hermes approaches the nymph’s home from a
distance. When he arrives outside the cave, Hermes stands and looks, identifying the space’s
main features: the cave’s interior and exterior, the grove-like DAn forest around the cave, and the
Aewwdveg meadows. Once Hermes is near to the cave, Homer describes the interior of the cave
first, then the surroundings. Without entering the cave, Hermes notices the flames and burning
wood in the hearth. Next, utilising the participle énotyouévn plying, he perceives Calypso’s quick

and steady movements at the loom, and notices the golden colour of her shuttle.

'4 The use of this epithet for Hermes is interesting, as it shows that he is known at this early stage as the “slayer of
Argos” in reference to the myth of lo. Hes.Cat.74.

'S Hom.0d.5.55-80.

16 Hom.Od.5.81-84.

17 See h.Hom.4.27; h.Hom.2.6-7; Hom.//.18.346-51.
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Standing in Hermes’ position, Homer identifies three tree types prominent in the grove-like
forest: alder, black poplar, and cypress. The trees shelter the cave and immediate area. The forest
is home to three types of birds that are nesting when Hermes arrives: sea-crows, owls, and
hawks. Looking around the cave, Homer draws Hermes’ attention to the growth of a vine with
bunches of grapes. Following the direction and movement of the four springs, the water draws
his attention outwards to the meadows. In the meadows, grass, violets and celery grow; the

space’s appearance is described as flourishing.

The poet describes a range of colours on the island. The first colour that appears in the extract is
the adjective i0edMc violet-coloured for the sea.'® The word is derived from the violet flower fov,
so it is imagined as a purple to plum-blue hue. The dark colour of the sea is contrasted with the
next colour mentioned, the glinting ypOoeog golden shuttle in Calypso’s hand.'® In her article on
the Archaic aesthetic in poetry, Fowler notes that ypOceog (epic form of ypvcdg) denotes both
colour and “the play of light on surfaces.” It is plausible that this principle applies in regards to
Calypso’s shuttle considering that she is busily “émoyoévn plying” at her loom.?! Golden colours
are associated with goddesses Aphrodite and Artemis.?? Its inclusion here is suggestive of
Calypso as a divine being, and denotes luxury and beauty in her weaving. The springs are
described with the adjective Agvkog, which connotes the clear, bright, soft or pale hue and
texture of the water. Though seemingly contradictory, the adjective captures the effect of the

water’s movement, which at times is bright (reflecting light) and pale (clear, muted hues).?

Scholars argue that ancient and modern discussions on the senses reveal a “pre-eminence of
vision.”?* In such discussions, Weddle finds that the other senses function predominantly as
support senses for vision, and scholarly interests in the senses betray a primacy to sight. Taking
her words not as a challenge but as an invitation, consider how Homer uses sight in the extract.
Its function is to list the aspects of the cave and nymph-garden that are important to the overall
appearance and appeal of the space. In the description of Calypso’s island, I argue that sight is

not treated preferentially above the other senses, though vision is important.

8 Hom.Od.5.56.

19 Hom.Od.5.62.

20 Fowler 1984, 133-34.

2l Hom.Od.5.62.

22 h.Hom.6.1; Hom.Od.4.122.

23 Fowler 1984, 145.

24 Wade 1998, 89; Weddle 2011, 272, 293.
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To show the importance of the other senses in Hermes’ experience, it is helpful to imagine the
space without the language that describes the senses of smell and hearing. For example, if the
poet had focused on sight alone, the text would identify only the surface textures, colours, and
movement of the elements. As a result, Hermes would see the beauty of the natural landscape
and types of fauna and flora. He would note aspects of the cave’s interior and the movement
within and without it. He would not, however, feel and experience the space in its entirety. In

this extract, then, the sense of sight works in conjunction with the other senses.

Hearing
The description of Calypso’s island evokes Hermes sense of hearing. Though, perhaps, not as
prominent as the features relating to olfaction (below), there are two instances that refer to the

island’s aural elements.

As Hermes approaches the cave, the poet describes the sound of Calypso’s voice. Her voice is
the main aural aspect occurring in the cave. While she weaves with her golden shuttle, Calypso
sings. The sentence that details her singing and weaving makes two mentions of her voice and its
sound. First, the participle dowdidovs’ singing identifies Calypso’s presence,?’ because Hermes
hears her from within the cave. Next, the noun for voice is qualified by the adjective, kaAog
beautiful > Her singing is significant, because it contributes to the paradisiac atmosphere of the
island. However, hearing Calypso’s song does not have the potential to cause serious harm, like
the Siren’s song.?’ It may cause a listener to become entranced, as it does to Hermes, but it is

temporary.

There is another sound that adds to the audio-backdrop of the island. This sound is created by the
sea-crows roosting in the VAn forest around the cave. Their call is described as TavOyAmoocol
chattering, which is imitated in performance through the alliteration with Tavvcintepor and
tavom.?® Rather than interpreting the birds as intimidating and their sounds menacing as
Giesecke does,?’ their calls simply signal that the forest has its own residents. Their presence in

the forest is logical, because Calypso’s home is not far from the sea.

2 Hom.Od.5.61.

26 Hom.Od.5.61.

27 Hom.Od.12.41-46.

28 In addition to “Tavvcintepot ... Toviylooool...tetévucto” (Hom.0d.5.65,66,68), the description of the springs
features alliterative device wilth -al sounds “mAncion AR AoV teTpappévar GO dAAn (line 71).

2 Giesecke 2007 (a), 19.
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Touch

The moistness of the meadows reveals the sense of touch. The springs pass through much of the
garden and landscape, watering the vegetation where they flow. The lushness of the meadows is
fostered by the constant supply of clear, fresh water and their close proximity to their nymph
caretaker, Calypso. The inference that the meadows are moist and damp is implied using the
adjective soft (poroaxog). poroakodg is commonly associated with damp, grassy meadows,
appearing in other poetic examples.’? Considering this use of the adjective elsewhere, Calypso’s

meadows also connote damp, soft ground.

Smell

The sense of smell, known as olfaction, is connected with other functions including memory and
awareness. According to a scientific study by Willander and Larsson, memories associated with
and evoked through the olfactory system tend to have a higher emotional arousal in the
participants than memories evoked through verbal information alone.?' The study also found that
prior knowledge of odour, including name and personal associations with that smell, influenced
a person’s processing (experiencing and interpreting) of the odour-evoked memory.’? From
literary criticism research, Brant finds that the reception of and approach towards smell are
influenced by a person’s culture, society, preferences and environmental factors.>> With these
perspectives in mind, smells associated with Calypso’s island are important features of the text,
not only for the description of her space, but for the cultural meaning they carry. To use Brant’s
word, Calypso’s island has its own rich “smellscape.”* The cultural interpretation and meaning
of smell on the island will be presented later, while the immediate discussion deals with the

features of Calypso’s smellscape.

The main aspects of Calypso’s smellscape that Homer presents are of the wood varieties which
permeate the air. As Hermes draws near to the cave, the first feature Homer introduces is the
great fire burning on the hearth. The fire with its burning wood is a main feature of Calypso’s
home, and, thus, a main focus in Hermes’ experience. The burning wood is cedar and citron-
wood, and the smoke these woods produce is so fragrant that Homer says it spreads far over the
island. Outside the cave, the grove-like forest also produces its own scent. There are three tree

types in the forest: alder, black poplar and cypress. Homer uses the adjective €dmong sweet-

30 Hom./1.18.346-51; h.Hom.2.7; E.Hipp.73.
31 Willander and Larsson 2007, 1662.

32 Willander and Larsson 2007, 1663.

33 Brant 2008, 545-49.

34 Brant 2008, 549.
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smelling in reference to the cypress trees, meaning that there is a delicate, yet detectable scent

permeating from the forest.

Delighting Hermes’ Quopdg: the senses, internal delight and the verb Ogaopon
A quote attributed to the nineteenth-century naturalist, Burroughs, highlights the perception that

nature has a pleasing, positive effect on a person. He reflects,

I go to nature to be soothed and healed, and to have my senses put in
tune once more.®

The idea that nature could be enjoyed in such a deep, fundamental way highlights Hermes’
experience in Calypso’s garden. Furthermore, it shows also that sensory stimulation and
engagement with the physical space hint at internal processes such as those signalled through

psychological organs like 6vpoc. In her dissertation, Privitera posits that,

...the psychological functioning of Homer’s characters is as complex as
our own, primarily because it is based in physical, developmental,
material, interactional and evolutionary aspects of experiences. . .3°

She finds that psychological, internal experience is grounded in the relationship between “brain,
body and, the world.”’ In terms of practical approaches to the evidence of psychological activity
and experience, Sardi has useful advice. To ensure an accurate study of Homeric mental states,
she suggests that there are two steps: firstly, consider how a text describes “a certain condition,
sensation or function” and which “psychic entities” are affected; secondly, the study must
consider the plurality of the affected entities and the possible types of interactions between them.
Based on my interpretation of Privitera’s findings concerning Homeric psychological entities,
Hermes’ experience of Calypso’s space speaks to this tripartite relationship. The poet’s reference
to Hermes’ Bupdg invites the perception of an internal experience or feeling of his surroundings,
which is revealed through outward, non-verbal behaviour,*® specifically his senses, the verb

Oedopat and the other experience qualifiers €idov, tépmw and ioTnut.

Through the references to various senses, Homer describes a vivid picture of Calypso’s island
and Hermes’ position within it. He creates a setting with which an audience can engage. The

space 1s designed to be experienced or engaged with, and the audience are intended participants.

35 Finch and Elder 1990, 274.
36 Privitera 2016, 56.
37 Privitera 2016, 19.
38 Privitera 2016, 54.

106



The poet has included in the description markers that signal this intent and purpose, specifically
the evocation of Hermes’ Bvuog. It is clear that this psychological entity participates in the

experience of Calypso’s island because of the explicit reference to it:

&vBa otag Oneito d1dkTopoc Apyeipovng.
avTap Emel On mhvTa £ OnMoato Ovud,
avTiK dp’ €ilg e0pL oméog HAvDey.

There the messenger Argeiphontes stood and gazed with wonder. Then
after he had gazed with wonder in his soul at everything, immediately
he went into the wide cave.*

The poet constructs Hermes’ experience of the space in this way, because Homer tells us that

Hermes’ behaviour is what any immortal would do. The poet sings,

&vla K’ Emetta Kol aBdvatog mep EmeAdmv
Omjconto idav kai tepedein ppeciv fotv.

There an immortal who just happened to come upon it would gaze and
stare with wonder, delighted in their heart.*°

Hermes, as the focalisation for audience participation, is not intended to be a passive observer of
the space. Rather, the poet describes a scene in which the god is called to participate in the
paradise before him. To achieve this ‘call to action’, Homer uses the middle verb Osdopar. It is
one of the verbs which fall under Koziak’s label “transitive verbs of feeling.”! It calls the
character to delight or gladden in something themselves. These transitive verbs describe
moments in which the Bvudg acts or is enacted. The verb in the Homeric scene above and the
enactment of Bupog which qualify Hermes’ experience function to reinforce the expected appeal
and sensory stimulation of Calypso’s island. The impact of the scene which is enacted with the

verb Ogdopon is qualified with the participle id®v stare and verb tépnw delight.

While Privitera shows that “psychological experiences are structured by interactions between
[characters]”,*? it seems that there is an interaction or exchange occurring between Hermes, the
island, his senses and 6vpog. The island, rich with its sensory stimuli, momentarily takes the
place of a character, which facilitates a response from Hermes. From another view in which

Oedopan is considered, the island surroundings could be viewed as a pseudo-object. This verb

3 Hom.Od.5.75-77.

40 Hom.0d.5.73-74.

41 Koziak 1999, 1073.

42 Privitera 2016, 7, 185.
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suggests that there is a perceivable interaction between subject (Hermes and his Qvpdg) and
object (island and sensory stimuli), which speaks to the experiential aspect of the verb and the

engaging nature of the island.

To consider Sardi’s second step concerning the plurality of entities, other passages in Books 5
and 7 of the Odyssey show that Bupog relates to processes of the physical body and the emotional
life of characters. For example, it is Quudg that gauges Hermes’ appetite and hunger.** Calypso
reassures Hermes that her voog is honest and “o0dé pot avtii Ovpog €vi otbesot 61dMpeog, GAL
g enpwv, the soul in my breast is not iron, but is compassionate.”** Calypso also refers to
Demeter’s Oopdg, as the location of the goddess’ desire for laision.* Nausicai tells Odysseus to
appeal to her mother, Arete, “évi Bou® in her soul”, for favour so that she will assist him with his
onward journey to Ithaca.*® These examples show that Ovupdc is involved in various expressions

of the mind and body.

The impact of the sensual experience of the island upon and engagement with Hermes’ Bvpog is
communicated through the verbs Oedopon fo gaze with wonder and tépnw to stare and the
participle 10cv stare as noted above. From the sensory stimuli of the perceived landscape, the
activity of Bupdg in this example is related to perception and feeling. The response to the island
including the reception of sensory information is not only delight, but Oedopot demonstrates that

Hermes and the audience are active participants in the imaginary landscape.*’

The relationship between Hermes’ experience and Calypso the nymph

Hermes’ sensual experience relates to Calypso’s nymph identity and space in three ways, which
Larson identifies: the cave dwelling, the lush landscape, and Calypso’s sexual and sensual
nature.*® Firstly, the cave and water source are the elements that reflect her nymph being. Caves

are typical dwellings for nymphs in Homeric evidence including Hermes’ mother, Maia, and the

4 Hom.Od.5.95.

4 Hom.Od.5.190-91.

4 Hom.Od.5.125-27.

4 Hom.Od.7.75-717.

47 There is a wealth of scholarship concerning the Gupdg, ancient psychology and the other psychological entities
that constitute what Privitera 2016, 188 calls “a lexicon of the mind”, which I have not engaged with or attempted
to represent. @upog and the psychological entities of the Greek mind are difficult to represent with complete
certainty, as Webster 1957, 149 indicates. Notable scholars in this area of research include Bremmer, Cairns, Darcus
Sullivan, Scharples, Gaskin, Jahn, and many others. Though his findings have been criticised in recent years, Snell
1964 is one of the notable and influential forerunners in the study of ancient Greek psychological terms and organs.
Koziak 1999, 1068-69 provides a succinct summary of scholarship concerning Bundg. See Privitera’s bibliography
for a list of relevant scholars, and her thesis for an assessment of the cross-disciplinary fields of ancient Greek
psychology and cognitive science.

48 Larson 2001, 28.
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nymphs’ cave in a harbour on Ithaca.** Caves are sacred to nymphs.’® The Ithacan cave has an
entrance that humans may use and another for divine beings. This separation ensures the
sacredness of the cave, and honours and differentiates immortals from mortals through the
distinct entryways.”! As Larson argues, the caves of the nymphs and nymph worship hold
importance in ancient Greek cult.’?> That both Calypso’s and the Ithacan nymphs’ caves are
located close to water reinforces the spaces as nymph dwellings.>® For Ustinova, caves reflect
that nymphs are prophetic beings. Caves provide nymphs with a suitable prophetic environment,
wherein the cave and the closest water source enhances or encourages their powers of
prophecy.>* In the case of the Ithacan cave, the bees are prophetic beings, as their honey is
associated with prophecy-enhancing properties.’> Calypso and her cave is an Archaic example of

a prophetic nymph, which may have inspired later Greek cultic nymph worship.>

Secondly, the qualities of the landscape surrounding the cave reflect Calypso’s nymph identity.
The lush vegetation that grows without careful tending and cultivation reveals that the inhabitant
is a nature deity. The idealised, paradisiac state of the vegetation is suggestive of a divine
inhabitant because, as Larson argues, the garden exists as “a conjunction of natural elements
which spontaneously arrange themselves to provide maximum aesthetic pleasure.”’ The
aesthetically pleasing arrangement appeals to the senses, which creates a multilayered
experience. The nature of the landscape appeals to “anthropomorphically divine, hence human,

pleasure”, which means the space is designed to appeal to mortals and immortals alike.’®

The sensual effect of the garden upon a participant speaks to the third point, namely the sexual,
alluring nature of the nymph. Calypso’s paAaxoi xoi aipodior Adyol soft and persuasive words
are echoed in the texture of the Aeyudvec poiaxoi soft meadows, which are associated with the
alluring sensuality of female beings in Archaic poetry.’® Her beautiful singing voice (8y kéAn) is
complemented by the €0wong sweet-smelling fragrance produced by the cypress trees. The

permeating sound of her voice that is heard outside the cave is echoed in the spread of the

4 h.Hom.4.3-6; Hom.Od.13.102-12.

30 Ustinova 2009, 55.

3l Hom.O0d.13.109-12.

32 Larson 2001, 24-25, 27-8; Larson 2007, 59-60.

33 Larson 2001, 24.

34 Ustinova 2009, 61.

35 Ustinova 2009, 59-60; Larson 2001, 9.

36 Ustinova 2009, 58; Hom.Od.5.205-7; Larson 2007, 59.
7 Larson 2007, 59.

38 Larson 2007, 59.

% Hom.Od.1.56, 5.72; Deacy 2013, 398; h.Hom.2.177-78. See Chapter Three for an analysis of the touch and
sensuality of Aeyu@v.
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burning wood scent over the island. Calypso’s enticing nymph nature is reinforced in the
features of her island home, which connote the tantalising possibilities of sexual enjoyment
shared between meadow and garden visitors. Along with her cave and garden, Larson identifies
“her “abduction” of Odysseus for sexual purposes” as among her most nymphlike
characteristics.%® This sexual relationship that Calypso shares with Odysseus reflects the allure of
nymphs and other divine female beings, and their enticement of others for their sexual

pleasure.!

Calypso the Goddess, Calypso the Bride: House and Sacred Dwelling in the Odyssey
The bride and her house

The description of Calypso’s island above has several interesting features. In addition to the
main description, there are other points in the epic that describe her home. The sense of smell
above hints at the interpretation that is discussed in full here. Below, are the words used to
describe her dwelling and the ways in which these words suggest that the nymph’s cave is
imagined as a variant of a Homeric Greek house. The words are oméog, poydc, uéyoapov, Eoydpa

and d®pa. The denotations of each word are provided (Table 1).

Word Denotation Evidence
oméog (sing.) | cave, cavern, Hom.Od.1.15; Hom.Od.5.57; Hom.Od.5.63;
grotto; caves. Hom.O0d.5.68; Hom.Od.5.77,
0@001 (.plu. Hom.O0d.5.194; Hom.Od.5.226;
epic da;uve Hom.0d.9.30; Hom.Od.23.335;
only).® Hom.Od.13.102-12.
poxog inner-most Hom.0d.5.226-27; Hom.Od.3.402-3;

chamber, nook, a | Hom.Od.13.363; Hom.Od.16.283-86;
protected area in Hom.0d.23.41; Hom.Od.3.263.

landscape
péyapov singular: hall, Hom.Od.1.432; Hom.Od.3.186;
(sing.) large room. Hom.0d.4.37; Hom.Od.7.150;

The plural form Hom.0d.2.94; Hom.0Od.2.107-9;
peyapa has the collective | Hom.Od.4.384-85; Hom.Od.4.556-58.
(plu.) denotation of

dwelling, house,

household.

% T arson 2001, 28.

61 Larson 2001, 4 and 35. On p.35 Larson cites Ibyc.5-6.4 and labels it a “moist garden of the nymphs”, which as is
shown in Chapter Three, is tantalising for the poem’s narrator.

62 Heubeck, West and Hainsworth 1988, 74 in their commentary on the Odyssey remark on the linguistic and
etymological difficulties of this word and note that no other plural declension of the word is given in the epic.
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goyapa hearth, fire-place. | Hom.//.3.125-49; Hom.0d.6.304-9;
Hom.Od.14.420-56; Hom.Od.7.163-85.

ddpa (sing.) | house, chief room | Hom.Od.1.115-16; Hom.Od.3.353-55;

and doparta | or hall, temple. Hom.Od.1.51; Hom.Od.5.6; Hom.Od.5.80;
(plu.) The plural form Hom.Od.5.208; Hom.Od.5.241;

has the collective | Hom.O0d.5.206-9; Hom.Od.8.453.
denotation of

dwelling, house,
household.

Table 1: The words for Calypso’s dwelling

on£0g, -0VG, T0: cave and pvyodg, -0, 0: innermost chamber or nook

The word onéog is used throughout the Odyssey to refer to Calypso’s cave, though in several
references it appears in the plural.®? Its use in the plural form communicates the large size of the
cave: that it is a series of smaller spaces, such as alcoves, within the larger structure. The poet
refers to only one entryway. In Book 13 of the Odyssey, the Naiad nymphs also inhabit a onéoc.
They are weavers of purple webs, and share the cave with bees, who store honey jars within it.

This cave is large and has two doorways, one for mortals and the other for immortals.®*

The interpretation and divine connotations of Calypso’s oméog in the Odyssey are connected to
the way in which the space is used. Instead of a dark cave without (human) comfort,®> Calypso’s
cave is a house and home with multiple areas and comforts.%® One of these areas is denoted with
poyog and the poet provides one of the possible uses for an area that this word classifies. Mvyoti
are areas found within dwellings of both immortals and mortals. The poet describes Calypso’s

and Odysseus’ last night together:
... EMOOVTEC & Gpa TO Ye puy® omeiovg YAapvpoio
TEPTESONV EIAOTNTL, TTOP AAAAOLGT LEVOVTEG.

... and they went straight into the inner-most chamber of the hollow
cave and both had delight in sexual love, staying beside each other.®’

Calypso and Odysseus move deeper into the cave for their last night together, into the “inner-
most chamber” that is called a pvydc. The use of this word, alongside the previous usage of

omnéog in the text, transforms the space into a house with a series of rooms and corners.

% Hom.Od.1.15 (plural), 5.57, 5.63, 5.68, 5.77, 5.155 (plural), 5.194, 5.226, 9.30 (plural) 23.335 (plural).

% Hom.0d.13.102-12.

%5 Polyphemus’ cave is the antithesis of Calypso’s cave in Hom.Od.9.118fF (the word for Polyphemus’ cave is
dvtpov).

% The comforts fit for mortal tastes are best outlined in Hom.Od.5.194-200.

%7 Hom.Od.5.226-27.
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In the Odyssey, poydg appears in a formula that is used in the descriptions of the chambers in
which mythical men and their wives sleep and take pleasure in one another. This usage supports
the interpretation of pvyoc¢ and Calypso’s and Odysseus’ use of the space in this way. The first
supporting example of this word’s use and interpretation in the Odyssey is in the description of

Nestor and his wife:

adTog & avte KabeddE puyd dOpov Hynhoio:
@ &’ dAoY0G déomova AEYOG TOPGLVE KOl ELVIV.

And he laid down to sleep in the inner-most chamber of the lofty house,
where his wife, the woman of the house, prepared and shared their
bed.%®

The formula is used in the descriptions of other couples in the epic.®® Though she is a character
of fantasy, Calypso’s characterisation becomes more realistic through the inclusion of known,
human aspects in her living space. Through the function of pvydc in her cave, Calypso and
Odysseus are comparable to the other couples within the epic through the adaption of the
formula. The use of the formula reveals the strong connection between the two characters, and

enables the poet to show more the disruptive and grievous impact of Odysseus leaving.

Mvuy6g is used in other examples which illustrate its multi-functional denotation. Other examples
from the Odyssey include the harbour cave in Ithaca,’® and in descriptions of the corners, nooks
or small extensions of chambers. In some of these descriptions, the pvyoi denote areas that are
within private or restricted areas of the house. Restricted access to the inner chamber that stores
the weapons Odysseus and his men save is one such example.”! During the slaughter of the
unwelcome suitors, the female household slaves and members hide in the “poy® OoAiduwv
eOMNKTWV, in the inner-most area of our well-built chambers.”’> The word is applied to protected
or sheltered nooks or inlets of islands, such as the nook on "Apygog inmofotolo horse-pasturing

Argos, in which Agamemnon hides.”

% Hom.Od.3.402-3.

% See also Menelaos and Helen in Hom.Od.4.304-5; and Alcinods and Arete in Hom.Od.7.346-7.
" Hom.Od.13.363.

"I Hom.Od. 16.283-86.

2 Hom.Od.23.41.

3 Hom.Od.3.263.
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pnéyapov, -ov, 10: hall, large room

Méyapov appears in the Odyssey as an area into which characters enter or in their discussions of
dwellings and households. Characters, such as Alcinods, Nestor, Odysseus, Laertes, Menelaos
and Helen have péyapa, large rooms, for hosting, feasting and sleeping.”* The size of Odysseus’
house is implied through references to more than one hall. For example, the well-known
slaughter of the suitors in Book 22 occurs in the péyapov of Odysseus’ well-built house.
Penelope set up her “uéyav iotov, great loom” in the peydpa, halls that she and her female
servants use,”> which are situated away from the guest-receiving hall. Penelope’s halls (which
may only be smaller rooms) are separate to the hall in which the suitors stay, and there is an
implicit note that none but the permanent household members should have access to Penelope’s
peydpo. The suitors do not know of her cunning weaving strategy until one of her own female

slaves tells them, and they forcibly enter her halls.”®

The poet denotes Calypso’s dwelling with the word in its plural declension.”” One example is
Menelaos’ retelling of his encounter with “the old man of the sea, Proteus”,”® in which he tells
Telemachus that Proteus saw Odysseus alive:

oV &’ 100V &v vijlo® Badepov Katd Sakpy yEovia,

VOGS v peyapoiot Kolvyodg, §j v avaykn

ioyer

I [Proteus] saw him on an island shedding thick tears,
in the halls of the nymph Calypso, who holds him by force...”

Calypso’s dwelling has areas recognisable as peydpa, which suggests her house is large. Like
Penelope, Calypso has a large loom set up in her halls. Unlike Penelope, the goddess’ loom can
be seen from the entrance: Hermes is mesmerised by her movements and singing while she
weaves.® Circe’s loom is similarly placed in her house to Calypso’s, as Odysseus’ comrades can
hear her weaving and singing from their position in front of the tp6Bvpa front-doors, though the
doors to her peydpa block their view.8! The large chambers in Calypso’s cave are denoted as

peydpa in the same way that other characters’ houses have halls. Much like Odysseus’ house,

74 Hom.Od.1.432 (Laertes’ halls), Hom.Od.3.186 (Nestor’s halls), Hom.Od.4.37 (Menelaos and Helen’s hall),
Hom.Od.7.150 (Alcinods’ hall).

7> Hom.Od.2.94.

7 Hom.Od.2.107-9.

77 Hom.Od.5.15; Hom.Od.17.143; Hom.Od.5.557.

8 Hom.Od.4.384-85.

7 Hom.Od.4.556-58.

80 Hom.Od.5.61-62.

81 Hom.Od.10.220-24.
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Calypso’s house has more than one péyapov, as suggested with the plural form. Calypso’s house
differs from mortal dwellings in the epic because the goddess keeps her loom in the main hall in
front of the hearth. Loom placement may be indicative of spatial differentiation based on

whether the inhabitant is mortal or immortal.

These examples illustrate the uses and functions that halls have in households, such as hosting
guests. Halls may have notable wall decorations, as is the case of Alcinods’ residence, and a
seated place for the heads of the households which can be seen as a person enters the space. A
hearth or fireplace might be located inside or near the hall.®? Calypso’s péyapov has these same
functions: a place to welcome and seat guests, wherein they also eat, drink and are entertained,
and a hearth with a burning fire. Hermes does not sleep in the cave, but departs after the meal
and discussion. However, as has been noted above, there is a pvydcg that is used for sleep and

sexual activities.

In the epic, the halls in the other houses are used in the important process of Eeivia, guest-
hospitality. Guests are welcomed, which includes sacrifice to the gods, handwashing, and the
provision of food and drink to the guest. Following this welcome, the host might offer a safe
place to sleep, within the hall or in a sheltered position outside. The host may offer the guest
gifts, which might assist with their onward journey. In return for the host’s hospitality, the guest
or traveller talks of their reasons for the visit or recounting stories from their travels. In Book 7,
Arete, Alcinods and Odysseus follow this process.®® The meeting of Calypso and Hermes
follows a similar welcome and reception pattern, though without the sacrifice to the gods and
handwashing.?* Calypso provides Hermes with ambrosia, which is appropriate for a god. As
Buxton suggests, “entertaining the guest with culturally appropriate nourishment is the mark of
good hosts like Alkinoos and Menelaos.”® The use of her péyapov in this way and the guest-
welcome Calypso offers Hermes shows that the poet portrays Calypso’s dwelling as a kind of

Homeric Greek house, and she a good host.

éoyapa, -ag, N: hearth, fire-place
Hearths, or fireplaces, are mentioned in the houses that feature in the Odyssey. Of the female

characters the poet introduces throughout the epic, two are found weaving or spinning yarn in

82 Hom.Od.7.86-102, 153-54.

8 Hom.Od.7.136-347. Polyphemus disregards this custom in Hom.0d.9.272-306, a custom which Odysseus tries to
enact, according to Fuqua 1991, 54. Buxton 1994, 199 regards Polyphemus as the opposite of a good host due, in
part, to his man-eating behaviour.

8 Hom.Od.5.85-150.

85 Buxton 1994, 199.
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front of hearths.¢ The hearth is an important marker in the household of Arete and Alcinods, and
has different uses. Nausicad uses the hearth and house pillar, where her mother spins yarn and
her father sits, as points of reference in her instructions to Odysseus so that he might locate her
parents and their hospitality.?” The placement of the hearth in the main hall demonstrates that the
space is a main area of guest and host activities. The hearth is an important feature in the main
hall that is used for the comfort of the users through its warm and light. It is a central feature of
the space itself, because some of Arete’s and her handmaids’ activities occur in front of the

hearth.

In Book 14, Odysseus is hosted by his herdsman, Eumaeus, the man who raises and tends the
household’s pigs. In Eumaeus’ house, the hearth is used to cook meat for the meal, as well as
burn offerings to the gods. Homer gives a detailed description for the preparation and burning of
the animal portions, the accompanying libations and prayers, and the use of the fireplace for
cooking the meat intended for human consumption.®® While the fireplace in Alcinods’ house
provides light and warmth to those in the hall, Eumaeus’ hearth is used for warmth, light,
cooking and making offerings to the gods. It is likely that Alcinods’ hearth is used similarly

because there is reference to the pouring of libations to Zeus.?

The light of hearth fire is noted in the epic, for it enables the activities and aesthetics of the
household to be seen. For example, Arete and her female handmaids use the light of the fire to
create the soft woven robes that decorate the seats along the walls of the house,”® which
Odysseus notices in his movement through the halls. Odysseus looks at the bronze-decorated
walls and with golden statues on pedestals that hold torches to help provide additional light.”!
The fire and torches provide such good lighting that Arete and Alcinods might see a visitor’s
approach through the hall from where they are seated. To enable him quick passage until he
reaches the knees of Arete, which adds to the mystery of their new house guest and combats the

highly-lit space, Athena covers Odysseus in ToAOg dfp thick mist.”?

The hearth, the fire and the smell of the burning wood are the first aspects mentioned in the

description of the house’s interior, revealing that the hearth is a central feature. The purpose of

8 Hom.Od.5.59-62 (Calypso); Hom.Od.6.305-306 (Arete).
8 Hom.Od.6.304-9.

8 Hom.Od. 14.420-56.

8 Hom.Od.7.163-85.

% Hom.Od.7.96-7.

°l Hom.Od.6.86-7, 100-2.

2 Hom.Od.7.140.
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Calypso’s hearth fire is for the scent it produces. Calypso’s house has a hearth fire that burns
sweet-smelling wood of cedar and citron-wood. The smell of the burning wood spreads over the
island, perfuming the nymph’s home. From this central point, the rest of the interior is described,

with the second focal point being Calypso and her large loom.

The inclusion of a hearth in the elements of her home speaks to an anthropomorphism of divine
space, which typically include “everything needed to appeal to human tastes and comfort.”3 Its
inclusion shows that Ogygia is designed according to human ideas and expectations of a house.
Whilst the island has wild elements and the vegetation that reflects Calypso’s nature as a nymph,
the poet has included physical aspects that a Greek audience would understand and expect in a
space designated as a house. The design elements of her home reflect this anthropomorphic

tendency.

odpa, -potog, 10: house

ddua appears in the descriptions and references to the households and physical structures of
many characters in the Odyssey. Other words, 86pog, oixoc and oixia, are used in the epic,
though these have not described Calypso’s home. Adpa has been included here because it is the

word that is used for Calypso’s house.

The word appears in its plural form, ddparta, in the descriptions to a person’s house and
household.”* For example, it appears in the scene at Odysseus’ home in Ithaca during the first
meeting of Telemachus and Athena, the goddess transforming herself into the likeness of
Mentes. Sitting amongst the suitors in the hall and watching them squander the household’s

supplies, Telemachus wishes his father would,

... el moBev BV
LVNOTHP®V TOV PEV OKESAGTY KOTO ddpoTo Oein. ..

... come now from somewhere and cause a scattering of the suitors in
his own house...%

Though appearing in the plural, it is interpreted in English as the singular house, with the

impression of a lord’s halls. Another example of the use of d®dpa is found in Nestor’s offer to

93 Larson 2007, 58.
94 <3@ua’ s.v. LSJ online 2017.
% Hom.Od.1.115-16.
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Telemachus to stay the night in Pylos. In this example, the poet differentiates between peydpa
and odpota:
... 0pp” av &ym ye

{ow, Emelta 0& TOideg Evi peydpolot AMrmvTot
Eetvoug Eewviley, 6¢ Tig K €ua dmpad’ knrat.

... while I still live, and my children are left behind me to host guests in
my halls, they who have come to my house.”®

Nestor’s house has halls for hosting, feasting and entertaining, which contribute to the overall
structure of the house. The expectation of continued respect for custom by his children is
important to Nestor’s own legacy, as well as the reputation of his house. His house is the
physical dwelling wherein his family meet and the household members who belong to it. Each of
Nestor’s children, who are married, have their own oikog to return to at the evening’s close. His
unmarried son, Peisistratus, sleeps near Telemachus on the house’s aifvca portico or
verandah.’” Nestor’s d®dpa is the physical representation of his importance and wealth, and the

dwelling in which he lives.

The first use of d@®po in the Odyssey introduces the audience to Calypso’s home in Book 1.%8
This first use is crucial in creating the image of a house in an audience’s minds. In total, d®dpa is
used five times in the Odyssey to refer to Calypso’s dwelling: firstly, in the counsel of the gods;
secondly, in the lengthy description of her home and surroundings; thirdly, in a conversation
between Calypso and Odysseus; fourth, in the scene of Odysseus’ raft building; and lastly, after
Odysseus’ arrival at Arete’s house, the narrator indicates Odysseus’ last bath was at Calypso’s
house.” The example that is most significant is the third, because Calypso herself calls her home

a house:

&l ye pév gideing ofiol ppesiv Hooa ToL aico

Kknode’ avamAfcat, Tpiv Tatpida yoilav ikécbat,
gv0ade K avdt pévav odv £pol T68e d@a PLAUGCOIG
a0avatog T €ing. ..

If you knew in your heart exactly how much ill fate you are destined to
be troubled with in your return journey, before you come to your

% Hom.Od.3.353-55.

7 Hom.Od.3.399-401 (Telemachus and Peisistratus); Hom.Od.3.398 (the reference to the separate houses of
Nestor’s married children).

% Hom.Od.1.51.

% In listed order: Hom.Od.5.6; Hom.Od.5.80; Hom.0d.5.208; Hom.Od.5.241; Hom.Od.8.453.
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father’s land, then here you would stay and keep this house with me and
be immortal...'%

Calypso offers Odysseus a life of immortality and comfort in her home as joint caretakers of the
household. The phrase, cov €uoi 105 ddUA PUAAGGOIS to keep this house with me, carries both
practical and sentimental meaning. Calypso invites Odysseus to protect, maintain and care for
their house and the surroundings, as others, such as Alcinods and Arete, oversee and care for
their estate and house. As the garden and orchard are Odysseus’ familial wealth and inheritance,
Calypso invites him to cherish, value and preserve the space that is symbolic of their
relationship. As the connotations of “prepare and share their bed” are to sleep and to enjoy

sexual activities,'?!

Calypso’s offer to Odysseus suggests the management of the household and
a marital union. She is like a young woman (vouen) eager for her potential husband, Odysseus,

to remain permanently and build a life with her.

Calypso’s o0 in the Odyssey relates to her identity as 0ed goddess. In Archaic evidence, ddpa
denotes a house or palace of a god, as well as the dwellings in which mythical mortals live. Such
a house in which a god inhabits or visits shares the same grandeur and sacred space as a temple
(vadg), though only immortals visit both dwellings. In the Hymn to Demeter, rather than re-join
the gods on Olympus, Demeter spends a year seated in her vaog at Eleusis, grieving for
Persephone.'%? The Iliad, the Odyssey, the Hymns and Hesiodic works use ®pa for the special
dwellings of gods: on Mount Olympus, the gods live in ddpata houses which are imagined as
splendid and large in size;'% Poseidon’s great underwater dwelling in the I/iad;'** Hades’ house
in the Underworld;'% and, Zeus’ own great d&po. on Olympus.'% As these examples show, d®duo
denotes a splendid, special space in which immortals live. The poet connotes the same splendid,
sacred imagery when he denotes Calypso’s house as a d®dpa, which shows that her dwelling is

suitable for a god and reinforces that she is a goddess.

The interpretation of Calypso as a bride or wife is supported by the evidence, which shows that

Homer intends for her cave and character to be interpreted as a bride in a house. The key pieces

100 Hom.0d.5.206-9.

101 See above analysis of pyodg for examples of this expression.

102 h Hom.2.302-4.

103 Hes.Cat.27; Hom.[1.2.13.

104 Hom.18.369.

105 Hes.Cat.25; Hom.Od.11.571 and 12.21. Though, Homer uses 86pog for Hades’ house more than d®po. in the
Odyssey (d6pog: Hom.0d.4.834, 9.524, 10.175, 10.491, 10.512, 11.69, 11.150, 11.627, 14.208, 15.350, 20.208,
23.252,24.204, 24.264, 24.322).

106 7eus” house: h.hom.3.2, 3.187.
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of evidence that support this interpretation are the existence and location of the loom, her
performance as host and the word dxoitic. The existence of the loom sets Calypso up as the
woman of the house. Her use of the traditional ‘feminine’ practice of weaving aligns her with
other notable Homeric women including Penelope, Helen and the Phaeacian women,!?” and
signals her authority and control of space. In her article, Bertolin presents an interesting case for
the interpretation of the loom and its role as symbol of authority. She argues that the iotdg exists
in both the male and female spheres, as the word denotes a ship’s mast and a loom for weaving.
For Bertolin, the loom signifies female authority and spatial division of the female indoors.'%®
For example, Penelope maintains control over her own quarters (8dAapoc), as indicated by her
loom, even though the presence of the suitors in the main hall and Telemachus’ own assertion of

dominance discourage freedom of movement and authority.'?

While the loom aligns Calypso with the other women of the Illiad and Odyssey, she is
differentiated from them because she has complete kvpia authority over her household. Setting
up her loom in the péyoapov in front of the hearth demonstrates that she assumes completely the
role of host and head. While Arete has partial kvpioo in her house as represented in her

110 and in Nausicad’s advice that

positioning around the central pillar and hearth of the house,
Odysseus approach Arete (not Alcinods) directly,!'! Calypso does not share her authority. There
is no space that is designated as the avopwvitic or yovakovitic—indeed, Homer does not use
these words at all in the Odyssey''>—and Hermes must approach only Calypso to ensure
Odysseus’ onward journey. Bertolin suggests that the loom signals ‘female space’. However, in
the case of Calypso, all space is ‘female space’. However, if Odysseus were to stay and ‘keep
house’ with her, this statement suggests that Calypso would share authority (xvpia) with him.''3
Furthermore, her identity as a nature deity, vOouen, means that the loom cannot represent a
complete designation to the indoors because nymphs are ubiquitous with the outdoors. Thus, the

interpretation of the loom as representative of female authority fits the denotation of nymph that

speaks to Calypso’s persona as bride or wife, but not her identity as nature deity.

107 Helen: Hom.1/.3.125; Penelope: Hom.Od.2.94; Phaeacian women: Hom.Od.7.109-111.

108 Bertolin 2008, 92.

109 Bertolin 2008, 98-9, citing Hom.Od.1.397-98.

110 Bertolin 2008, 101 highlights their shared use of the main pillar and hearth as symbolic of their shared authority.
11 Hom.0d.6.310-15.

12 According to a textual search for the word yuveikevitig on the TLG, the earliest identified occurrence of this
word in textual evidence is in Ar.Thesm.414.

113 My feminist analysis is contra to Stele’s structuralist interpretation of their relationship in ancient Greek culture,
which she argues is one that signals the requirement for the male to dominate, which would indicate, according to
her reading, that Odysseus’ masculinity would diminish or be neutralised if he remained with Calypso, and for the
hierarchy of immortal/mortal to be observed, which would require an end to their intimate relationship. See Stehle
1996, 203-204.
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Although her role and complete assumption of kvpia differentiates Calypso from other Homeric
women, she is not too dissimilar from them because Homer uses the word dkoitng to describe
the relationship Calypso wishes to have with Odysseus. In her frustrated exchange with Hermes,
Calypso points out the hypocrisy of the gods who object to goddesses who take mortal men as
their dxoiton husbands, bed-mates or partners.''* Her use of dxoitng shows that she views him
like a husband, and she is his éxotric.'!> Calypso desires the primary and secondary functions of
the house: the physical, functional house; and the conceptual, familial household.'!® Hesiod, in a
separate epic tradition from Homer, attests to Odysseus’ and Calypso’s relationship and the

subsequent children, Nausithoos and Nausinoos, of their union.'!’

The evidence above from Homer and Hesiod shows that their relationship is comparable to other
intimate partnerships in the Odyssey, and that such a relationship signals a household and
dwelling. Calypso’s house shares these features in common with other Homeric dwellings that
are conceived of as houses: she has péyapa halls, an éoydpa hearth, and the poet describes her
dwelling as a d®pa. In some ways, her complete assumption of kvpia as a female and occupation
of the main hall could be interpreted as a transgression over the established social barriers for
females. However, her role and behaviour is not transgressive, especially if the full implication

of her identity is considered.

The goddess and her sacred landscape

In addition to imagining Calypso’s cave as a house and she a vouen bride and nature deity, her
identity as a 0ed influences the conceptualisation of her space. As a goddess, she inhabits a
splendid dwelling in a sanctuary, which provides a basis for her complete xvpia over her space.
There are two points that substantiate the interpretation of her space as a god’s house on sacred
land: firstly, the extraordinarily beautiful and uncultivated state of her garden, woods and

surrounding meadows; and, secondly, the cultural impact of her space’s smellscape.

The landscape in which her dwelling is situated speaks to her goddess identity. While Calypso’s
landscape shares the same four features (vines, trees, herbaceous plants and a water source)

identifiable in other gardens in the epic, her space is not about productivity. Instead, the grove-

114 Hom.0d.5.120.

115 Bergren 1980, 116.

116 Antonaccio 2000, 520 citing Sanders 1990, 43-72, highlights these two functions of Greek houses, which are
evident in Calypso’s space and wishes.

17 Hes.Theog.1017-18.
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like forest and the lush meadow that surround her house are similar to landscapes included
within a god’s sacred land. As Dillon notes, in some cases this land included within the
sanctuary’s boundaries was not to be cultivated because the act of cultivation transformed the
land from immortal to mortal.!'"® This uncultivated state applies to Calypso’s space as her
immediate landscape is an idealised representation of sacred land. The ornamental and
uncultivated state of her garden, woods and meadow speak to her divine ownership or

caretaking, and reflects its purposes for pleasure and enjoyment.

The features that appeal to aesthetic enjoyment and reflect divine ownership of landscape appear
in the works of later poets. For example, Theocritus paints an image of a sacred (gvigpoc) grove
that shares qualities with Calypso’s garden. This space in Theocritus belongs to a nature deity
(Priapus) and has the same landscape features including a flowing spring, a cypress tree,
untouched bunches of grapes growing on a vine and birds in the trees.'!” This garden is idealised

and its purpose is not productivity, but for aesthetic enjoyment and religious purposes.

Sacred land, in which Horster includes meadows, sanctuaries, groves, woods and ‘“‘agricultural
estates”, can have marked boundaries as indicated through O6pot boundary stones or aipociol
walls.'>* However, similar to Scylax’s description of the mythical Garden of Hesperides
investigated in Chapter Two,'?! Calypso’s d®ua and sacred land are defined by other features of
the landscape rather than human-made structures: the tall, fragrant trees encircle the space
immediately in front of her house. However, unlike the trees or boundary markers in other Greek
gardens and spaces, the land outside the tree-bounded area is not unowned or belonging to
another, as she owns the entire island. Rather, the tree boundaries are indicative of different,

divided areas that constitute the goddess’ sacred space.

Dillon asserts that the trees which grow or are planted within a sanctuary are important features
of sacred spaces, and that the trees are considered sacred because of their inclusion.!?? The trees
that grow around Calypso’s sacred o®pa are demonstrative of Dillon’s argument concerning the
sanctity of trees, in which a particular tree in Calypso’s forest signals sacred space. The poplar
tree, as part of the landscape of Calypso’s sacred land, features in other sacred spaces throughout

the Odyssey. The grove belonging to Persephone by which Odysseus and his men navigate their

"8 Dillon 1997, 117-18 citing IG 112204 (PH2422).
119 Theoc.Ep.4.1-12.

120 Horster 2010, 440.

121 Sey Fr-108.27-45.

122 Dillon 1997, 119-20.
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ship to the Underworld grows black poplar trees. Similarly, the grove of Athena in which
Odysseus waits for Nausicad to return home ahead of him and prays to the goddess is of poplar
trees. This tree’s inclusion in Calypso’s surrounding YAn connects it to these other sacred groves
belonging to goddesses, which reflects the sacred atmosphere of her own dwelling and

landscape.

The final feature of Calypso’s island that reflects her identity as a goddess is the way that scents
function in her smellscape.'?* The scents of the burning wood and sweet-smelling cypress tress

connote specific cultural and religious imagery.

A cultural reading of Calypso’s smellscape shows that Homer includes scents that connect to
significant ritual spaces, found in references from other texts, such as the Hymn to Aphrodite.
The adjective evmdng sweet-smelling applied to the cypress trees and in combination with the
scent of the burning wood on Calypso’s hearth,'?* share similarities to the Quddea vnog fragrant
temple of Aphrodite on “c0ddnc Konpog sweet-smelling Cyprus”,'> or to her scented temple and
grove at Crete.'?® Resulting from the powerful fragrance of Aphrodite’s temple and altar, the
entire island of Cyprus is known as sweet-smelling. The same result occurs from the burning
wood in Calypso’s hearth, from which the strong aroma of the burning wood spreads over the
entire island. Considering the smells of Aphrodite’s sanctuaries, Calypso’s house and landscape
is similiar to the atmosphere of a temple and its sanctuary, which is sacred and stimulating. The

poet encourages a positive association with Calypso’s home through the adjective sweet-

smelling, and, like Aphrodite’s temple, adds to the alluring nature of Calypso’s space.

Conclusion
In the Odyssey, Calypso is a complex being with many positive attributes. Calypso’s identity as a
nymph and goddess influences her surroundings and functions of the space. Her home has
features of a d®dpa house, and, as a result, one should imagine her cave as a house—both a
mortal dwelling and the splendid house of a god. These findings expand scholarly understanding
of Calypso, with the aim of countering the negative, and, in some cases, over-simplified views of

the nymph-goddess.'?’

123 Using Brant’s word ‘smellscape’, from Brant 2008, 549.
124 Hom.0d.5.59-61, 64.
125 h.Hom.5.58, 66.
126 Sapph.1.2.
127 Such negative and over-simplified views include Giesecke 2007, 17; Bergren 1980, 109-19; Vernant 1986, 62-
63; Schein 1995, 25.
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In the epic Calypso is both nymph and goddess,'?® which has direct consequences for the ways in
which the poet imagines and conceives of her identity and space. Through the identification and
analysis of the words used to describe her dwelling, as well as her identity as vouen interpreted
as nymph and marriageable woman, it is clear that Homer conceptualises her cave as a house.
Her house has the comforts and structures designed for a person of import, with peydpa halls

129 a goyapa hearth and an ict0c loom."3? All of these features are

and a poyog inner-chamber,
identifiable in other dwellings designated as houses for the families and heroes featured
throughout the epic.!3! Rather than imagining Calypso’s cave as dark and damp, it should be
seen as a house, tucked away and protected by nature. Her wish to ‘keep house’ with Odysseus
reveals that Calypso desires the primary and secondary functions of the house: the physical,
functional house; and the conceptual, familial household.'*? The word vouen evidences her
nymph-as-bride characterisation and speaks to the secondary house function. The word implies

that as a female, Calypso is seen as a “sexually desirable wife”, or has the potential to be so.'*3

Calypso’s use of dxoitng reveals that she viewed Odysseus as her husband or partner.'>*

Larson purported that a Garden of the Nymphs has everything that satisfies human tastes and

comforts;!3?

so, too, Calypso’s cave-house has the same capabilities. She has the mark of a good
host, like Alcinods and Menelaos, as she entertains her “guest with culturally appropriate
nourishment.”!3¢ Her mythical landscape has shared features with other mortal cultivated spaces,
specifically the four areas of vines, herbaceous plants, trees and a water source. However, her
landscape differs significantly from human-cultivated spaces because it does not require
maintenance or cultivation in order for its vegetation to flourish. As a nature deity (vOpon), her

landscape reflects allure, pleasure and sensory enjoyment. Homer is explicit that her garden,

128 Nymph and goddess: Hom.Od.1.14. Nymph: Hom.Od.4.557, 5.14, 5.57, 5.230, 17.143, 23.333. Goddess:
Hom.0d.5.78, 5.85, 5.116, 5.173, 5.178, 5.180, 5.192, 5.193, 5.202, 5.215, 5.242, 5.246, 5.276, 7.245, 7.255, 9.29,
12.449.

129 Muyog: Hom.0d.5.226-27; peyépa: Hom.Od.4.556-58.

130 ¢oydpa: Hom.0d.5.59; iot6c: Hom.0d.5.62.

131 Nestor’s house: Hom.Od.3.186 (uéyapov), Hom.Od.3.402-3 (uuydc), Hom.0d.3.353-55 (d@dpa); Odysseus’
Ithacan house: Hom.Od.1.432 (peyépa), Hom.Od.2.94 (ictdg set up in the péyapov), Hom.0Od.16.283-86 (nuy6c),
Hom.Od.1.115-16 (d®pa); Eumaeus’ house: Hom.Od. 14.420-56; Helen and Menelaos’ house: Hom.Od.4.37
(ueydpa), Hom.0d.4.304-5, 23.41 (pvydg); Arete and Alcinods’ house: Hom.Od.7.346-47 (noy6g), Hom.Od.7.86-
102, 7.153-54 (péyapov), Hom.Od.6.304-9 (Eoydpar).

132 The primary and secondary functions of the house, according to Sanders 1990, 43-72, as cited in Antonaccio
2000, 520.

133 Larson 2001, 20-21.

134 Hom.0d.5.120.

135 Larson 2007, 58.

136 Buxton 1994, 199. Calypso serves ambrosia to Hermes (Hom.Od.5.93) and “citov xoi $8wp Kol olov £puépodv,
water, bread and red wine” (Hom.0d.5.165), food which appeals to mortals.
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forest and meadows are pleasing to the senses because he uses Hermes as a way through which
one can imagine and experience her space. He denotes the pleasurable experience with the verb
tépnw, and calls both Hermes and audience to enjoy it through the middle verb Osdopan gaze and

stare with wonder for oneself.'3”

Calypso is an interesting female character because of the ways in which her characterisation and
behaviour challenge scholarly notions of household authority and spatial use. She is normative
(and idealised) in the sense that she engages with the traditional ‘feminine’ practice of weaving,
like other notable Homeric women.!*® However, Calypso’s space deviates from other Greek
houses in the epic because there are no spaces designated for male use or female use.'** Homer
does not even use the words avdpwvitig or yovaikwvitig. Instead, space that is for family and
household members is denoted with other words, OdAapoc or pouyos. These two words are not
explicitly gendered, as both male and female members have OdAapot of their own, husbands and
wives share pvyoi, and particular female slaves are permitted access to private OdAapot
belonging to male and female family members when required.'*® Consequently, household space
is divided between areas that guests and family/household members all use, and areas that only
family and household members are permitted to enter. Women have presence throughout the
house at various times.!*! As in the other households, there is no such spatial designation
according to gender in Calypso’s interior space. The entire dwelling is hers, and she occupies the
main péyapov with her iot6g loom. She does, however, have areas denoted as peydpa and poyog,
which are differentiated based on use: the former has her loom, hearth and is the space into
which she welcomes guests, and the latter is a space which Homer says only she and Odysseus

use.

Calypso has complete authority over the entire space because she has no other with whom it

142

would be appropriate to share her xvpio.'** If Odysseus were to accept Calypso’s offer of

137 Hom.Od.5.73-74.
138 Helen: Hom.//.3.125; Penelope: Hom.Od.2.94; Phaeacian women: Hom.Od.7.109-111.
139 According to a textual search for the word yuvaikevitig on the TLG, the earliest identified occurrence of this
word in textual evidence is Ar.Thesm.414.
140 Telemachus’ room: Hom.Od.1.425, into which Eurycleia enters; Penelope’s chamber in Hom.Od.4.718 and
4.802;the storeroom, into which Eurycleia also enters: Hom.Od.2.337-41 and 380; Homer uses the word for other
private rooms, such as in Nestor’s house in Hom.Od.3.413, Helen’s chamber in Hom.Od.4.121, and Menelaos’
chamber in Hom.0d.4.310.
141 Such spatial differentiation is supported by Nevett 1999, 68-74 (cited in Lewis 2002, 135-36) whose
archaeological investigations of pottery remains and Greek dwellings suggest the presence of women throughout the
house.
142 The loom is indicative of female power and authority, as Bertolin 2008, 92 convincingly argued. Calypso has
female servants (dopai, Hom.Od.5.199), but it would inappropriate for her to share her authority with them.
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immortality and remain with her, the implication is that she would also share her authority with
him. The implication of shared authority is evidenced in the characterisation of the model wife
and husband coupling, Arete and Alcinods, in which Arete has partial xvpia of their household.
Her partial authority manifests in her shared occupation of the central pillar of the house with

Alcinods, and in Nausicad’s urging that it is to Arete that an initial plea for help must be made.

Calypso’s identity as a Oed goddess also has a profound impact upon the conceptualisation of her
dwelling and surrounding landscape. The specific land areas that constitute Calypso’s sacred
landscape are the meadows, garden and the grove-like forest. As a goddess, Calypso lives in a
house fit for a god because Homer uses the word d®dpa to denote her dwelling. Employing
cultural descriptors of temples and sacred spaces belonging to other goddesses and gods in
Archaic poetry, the poet conveys that Calypso’s land is similarly special. Descriptors such as the
adjective e0mONG sweet-smelling and the poplar trees signal that her space is an idealised

representation of sacred landscape.

As the Homeric evidence demonstrates, it is inadequate to consider Calypso only as the
deceptive, seductively dangerous female of ill-intent that certain scholars claim she is.'** Though
she has ‘concealed” Odysseus and kept him from returning home for several years, her greatest
errors are those she commits against herself: she saved and loved a mortal whom the gods

decided would return home.

143 Vernant 1986, 54-64; Giesecke 2007, 17; Schein 1995, 25.
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Chapter Five
A Walk on the Wooded Side: Goddesses and Emotional Evocation
in AAcoc and "YAn in Archaic Greek Myth and Poetry

Introduction
The landscapes of VAn wood or forest and dAcog grove excite and frighten poets in ancient
Greece. They are spaces in which goddesses and gods comfort and commune with worshippers,
but, particularly for YAn, are places that necessitate caution for mortal visitors. In Archaic poetry,
Artemis, Athena and Circe have close associations with wooded landscapes. Drawing largely
from the Homeric corpus, I consider how these goddesses express their divine power and
abilities in sacred OAn and dAcog, and the ways that Circe’s and Athena’s ownership of certain
wooded spaces evokes emotional responses from others.! A visitor’s perception of the landscape
and its immortal inhabitant elicits an emotional response, which offers an interesting approach
towards female associations with YAn and &Acoc. I briefly analyse Artemis’ traits and roles
because she is closely connected to woods and forests. The analysis of Artemis serves to
introduce an in-depth study of Circe’s and Athena’s associations with wooded space. Though
these goddesses are not commonly associated with one another, the comparison of Artemis in the
Odyssey with other female characters reveals much about the poet’s perceptions of female
beauty, power, roles and landscape. The analysis of Athena’s association with groves is novel

because it is an under-studied aspect of her role in the epic.

An examination of Circe is warranted because some previous scholarship about her is over-
simplified, inadequate and male-orientated. According to Roessel and Kent, Circe is a “witch in
the woods” and “an evil enchantress”,> which say nothing of her other traits and abilities. Parry
characterises her as representative of “a universal threat against which only the povoikoi may
prevail.” Schein makes the observation that the appearances of characters “are grounded in the
effects they have on others or on themselves”,* which is evident in Circe’s extraordinary beauty
and powers of persuasion. However, he labels Circe a ‘man-eater’ from an association with
Scylla and Circe’s ability to transform the bodies of men into animals.’ In Western, English-

speaking cultures, ‘man-eater’ also carries the derogatory connotation of a sexually powerful but

! Hom.Od.6.291-96 (Athena), 6.321-31 (Athena); 10.194ff (Circe).

2 Roessel 1989, 34, who finds support from Page 1973, 56-65; Hill 1941, 119.
3 Parry 1987, 7.

4 Schein 1995, 17.

5 Schein 1995, 17-19.
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deviate woman whose apparent overt, aggressive sexuality is threatening to males. Schein
implies this derogatory connotation towards Circe.® Murray and Dimock implicitly represent her
as having a harmful nature in their translation of her epithet dewvn 0edc as dread goddess.’
Interpreting dewn as dread carries with it the English word’s denotation and connotations. In
English, dread is defined as “greatly feared; frightful; terrible; held in awe; revered.”® Though
reverence and awe are included as aspects of the definition, overwhelmingly the understood
connotation of the word is negative. Negative views of her abilities and characterisation result
from approaching the text with an andro-centric focus, specifically that of Odysseus and his men.
Certainly, their first meetings with the goddess are fear-inducing. However, scholarly views that
rely on these male characters’ perspectives restrict her character to a single aspect of her divine

identity. They do not adequately represent the multi-faceted character of Homer’s creation.

Approaching the goddess from another perspective, I will demonstrate that her character and
abilities are similar to those of other goddesses.” My interpretation builds upon Brilliant’s
argument. He suggests that the intrusion of Odysseus’ companions into Circe’s space is
comparable to the intrusion against Penelope by the suitors.!® To use his expression, both female

characters use their “feminine arts”!!

as a method of self-preservation and protection of their
households. Yarnall argues that Homer “never questions Circe’s authenticity as a goddess or her
right to live like one, though he gives her character some shades.”!? T go further in arguing that
Circe is not intended to be a unidimensional character. It is inadequate to conceptualise her
character based on only one situational response. As a reflection of her divine nature, my
interpretation of her epithet is powerful goddess because it is neutral in its connotations, yet still
communicates her divinely powerful identity and abilities that can be used for positive and

negative purposes. '3

In the investigation of the emotional experiences and relationships between Odysseus, the
companions and Circe, and Odysseus and Athena, I adopt Chaniotis’ methodology. Chaniotis
studied the linguistic formulations from two groups of female dedications to goddesses at

Leucopetra and Cnidos, and found that certain aspects of formulaic language reveal a dedicant’s

¢ Schein 1995, 19.

7 Hom.Od.10.136 (Dimock 1995, revision of Murray 1919).

8 dread” s.v. M.D. online 2017.

% Athena: Call.Hymn.5.75-80; Demeter: Call. Hymn.6.24-67; Artemis: Hom./.9.533-42, Hes.Cat. 161 .a.
10 Brilliant 1995, 170-71.

' Brilliant 1995, 171.

12 Yarnall 1994, 11.

13 Fagles’ translation of Circe’s epithet is similar to my own. See Hom.Od.10.149 (Fagles 1996).
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emotions and the expected, though imagined, response from the goddess.'* To investigate
Circe’s influence, I consider the descriptions of Circe’s characterisation and home, as well as the
viewpoints of Odysseus and his men. Building on this, I examine Athena’s influence over her
grove, with an analysis focusing on Nausicad and new understandings which can be read into her

encounter with Odysseus.

The Goddess of Wild Nature
Artemis, daughter of Leto and Zeus,'’ is a goddess with a close association with wild nature,
which some studies argue is inherent in her character and in the etymology of her name.'¢
Scholars approach Artemis from a variety of perspectives. Hughes views Artemis as a
conservation goddess, protecting animals from extinction and over-hunting.!” Petrovic refers to

Artemis in conjunction with her brother, Apollo,'

and finds that she is never his equal in
battle.!” Artemis is associated with many places, religious sanctuaries and unknown locations. In
the longer Homeric Hymn to Artemis, brother and sister share Apollo’s temple at Delphi,?® while
in another Hymn, Apollo waits for his sister at Claros.?! Artemis is known, perhaps only from the
fifth century B.C. and onwards, as a protector and guide of young women and children, and
presides over the transitional phases from childhood to adulthood.?? For the current purposes, I
consider two of her spheres of influence: a) her association with the wild, specifically the areas
not designated as safe or known spaces and her use of these areas; b) the view of Artemis as a

beautiful and powerful goddess, which is linked to her protector, huntress and mwoTvia Onpdv

mistress of animals roles.

The huntress persona is prominent in the earliest Greek texts, namely in the Homeric Hymns and
Iliad. The poets who write about her note that Artemis enjoys the hunt and mountainous, tree-
covered landscapes.® Ancient writers caution about Artemis’ capacity for vengeance,”* as a

“lion among women”.?> The goddess’ weapons of choice are the bow and arrow, as indicated by

14 Chaniotis 2009, 51-68.
15 h.Hom.3.14-18, h.Hom.27.21-22, Hes.Theog.918-20.
' Hughes 1990, 193.
17 Hughes 1990, 191-197.
3 h.Hom.2.199, h.Hom.27.3.
19 Petrovic 2010, 210-11 citing Hom./..21.481-88.
20 h.Hom.27.14.
21 h.Hom.9.5-6.
22 Ingalls 2000, 7-9; Cole 2005, 24, 30; Sallis 2016, 8.
2 h.Hom.27.7-8, Hom./[.5.48-52, Hom.Od.6.102-4.
24 Hom.11.9.533-42.
2> Hom./[.21.483; Sallis 2016, 5-6.
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her epithet ioyéawpa arrow-shooter.?® These weapons are suitable for hunting and long-range
combat, activities in which Artemis participates.?’” Another enactment of her vengeance is her

ability to inflict disease upon mortals who offend the goddess.?®

Artemis protects certain areas and locations. Cole identifies Artemis as a protector of spaces of
interaction and danger, such as roads, intersections, narrow passages or straits and natural spaces
that are close to regional or city borders.?’ Utilising later evidence, Cole notes that Artemis is
sometimes called Tlpookoma Look-Out,*® which refers to her role as protector and scout.’!
Artemis’ protection of women is poignant because her sanctuaries, in which women used to
carry out rituals and festivals to Artemis, are located in disputed border territories.>? Diogenes
provides an example, wherein the women of Lydia and Mount Tmolus worship Artemis in a

grove located near the river Halys.*

Archaic texts refer to specified and unspecified mountains, fields and forests that the goddess
frequents.** In the liad, Artemis is dypotépn huntress, and has the epithet totvio OnpdV mistress
of wild animals.> Sallis interprets this epithet as a declaration of her “reign in the sense both of
her sovereignty, her rule, and of the domain over which she rules, her kingdom or realm”.*¢
Other spaces she frequents are not associated with her huntress persona. In the Homeric Hymn to
Demeter, Artemis gathers flowers in a meadow on the mountainous Nysa, as a friend and
companion of Persephone.?” Later authors name Sicily as a location sacred to Persephone for the

same activity and include Artemis among the flower gatherers.’® Other activities Artemis

undertakes include dancing, shouting and singing, which could speak to a cultic presence in

26 h.Hom.2.159, Hes.Theog.918.

27 Petrovic 2010, 211 highlights how Artemis’ gifts of arrow and bow skill in the //iad are “obviously worthless in
open battle.”

28 Call.Hymn.3.128; Cole 2005, 26-27.

2 Cole 2000, 473-75.

30 SEG 36 559 line 8.

31 Cole 2000, 475.

32 Cole 2000, 472.

33 Diog.Apoll.Frag.1.6-11.

34 Known location: Hom.Od.6.102-6; unknown locations: h.Hom.5.18-20; h.Hom.27.4-6.

35 Hom.J1.21.470-71.

36 Sallis 2016, 3-4.

37 h.Hom.2.424. The precise location of Nysa is contentious, according to “Nysa” s.v. BNP (Képpel, Sigel and
Kaletsch, 2006).

38 Str.6.1.5; Diod.Sic.5.3.2-3; Cic.Verr.2.4.48.
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Archaic literature.’® The Homeric Hymn to Artemis, as Petrovic recognises, is the fullest

description of Artemis in Archaic text.*’

Artemis’ associations with other female characters in the Odyssey

In the Odyssey, Artemis is used as a simile, adjective and a point of comparison for other female
characters, especially in remarks on appearance and movement.*' However, she is not an active
character in the epic’s main narrative of Odysseus’ vootog. Rather, her identity and
characteristics are so well-known to the audiences that they can be used to describe other female

characters.

In the epic, there are references to Artemis’ power to facilitate death for a person.*? In her
mourning for her long-lost husband, Penelope calls out to Artemis, imploring the goddess to
shoot an arrow through her heart to end her suffering.*> One of Penelope’s longer prayers to
Artemis highlights the goddess’ most notable physical features. Penelope recalls to the mind of
Artemis (and, conveniently, the audience) the story of the rescue of the daughters of Pandareos,

wherein the goddesses Athena, Aphrodite, Hera and Artemis give the daughters different gifts:

... ufKog &’ &mop’ ApTEIC AyvY. ..

... and chaste Artemis gave stature...*

In the story, the Furies, assisted by Oceanus’ storm, quickly steal the girls away into servitude
before Aphrodite can arrange their marriages. The abduction of the daughters is comparable to
the gift Penelope desires of the goddess: A quick, swift death, thereby thwarting the plans of the

suitors and Penelope’s marriage to “yeipowv avnp, a baser man.”®

The story within Penelope’s prayer highlights an aspect of Artemis’ physical appearance. Stature
is a fitting gift to receive from a goddess whose own stature is noteworthy. Artemis is remarked

on for her appearance, including her movement and physical build and it is to her stature that the

3% h.Hom.27.18-20.

40 Petrovic 2010, 213-14.

41 Cyrino 2013, 372-393 undertakes a similar study of comparison between Aphrodite and Artemis in the Homeric
Hymn to Aphrodite, through which Cyrino finds that several layers of the hymn reveal the persona and enactment of
the hunter in Aphrodite’s characterisation, which rest on imagery associated with Artemis. Cyrino’s reading also
considers the hymn’s commentary on the erotic intersections of immortal/mortal hunter/hunted.

42 Hom.0d.5.123-24, 11.172-73, 15.410-11, 15.478-79. Hom.Od. 11.324-25 and 20.80 imply that Artemis would use
the same method, and 18.202-3 mentions the soft (painless?) and quick experience.

4 Hom.Od.20.61-65.

4 Hom.Od.20.71.

45 Hom.Od.20.77-82.
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comparisons with other female characters in the Odyssey are made. The first comparison
between Artemis and another character is found in Book 4 in the description of Helen entering

the halls from her chamber:

... €k & 'EAévn Borapoto Bumdeog Hyopopoto
fAvOev Aptépidt ypuonAakdtm Eikvia.

... from her lofty chambers Helen came, resembling Artemis with the
golden distaff.4¢

Like a goddess departing from her fragrant and lofty temple, Helen leaves her chambers,
resembling Artemis. It is Artemis’ beauty and stature to which the poet likens Helen, with the
fragrant chamber strengthening the association between woman and goddess. Helen’s
resemblance to a goddess is not far-fetched, considering Homer claims she is a daughter of
Zeus.*” The comment highlights Helen’s physical appearance. Functioning as an anticipator of
her actions and counsel of Telemachus, Helen descends into the hall with her own golden distaff
(xpvoén nhoxdn).*® Helen’s ownership of a golden distaff strengthens further the linking with
Aptéudt ypvonhdkortog, Artemis of the golden distaff,** and reinforces Helen’s semi-divine

identity.

The second and third comparative references between a female character and Artemis are the
descriptions of Nausicad in Book 6. The poet describes Nausicad as Artemis hunting in the

woods and mountains of Tatigetos and Erymanthus with the nymphs:

... TOCA®V 8’ VTEP 1| YE KapN EYEl NOE PHETOTA,
PEG T apryvotn méLeTOL, KOAOL O T€ TAGOL
O¢c 1 Y’ aueumoroiot peténpene TaphEvog Adung.

... above all she holds her head and brows, and easily is she recognised,
though all are beautiful. So, the maiden stood out among her
handmaids.>°

Upon first meeting Nausicad and in an attempt to appeal to her, Odysseus says,

yovvoduoi o€, dvacca: O£6¢ VO TIc | Bpotdg oot
el Hév T1g Bedc €061, TOol 0VPAVOV EDPLV EXOVCLY,

4 Hom.Od.4.121-24.

47 Hom.[1.3.418, which would mean that Artemis and Helen are half-sisters, both being daughters of Zeus.
48 Hom.Od.4.131.

4 Hom.Od.4.122.

9 Hom.Od.6.107-109.
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ApTéLdi og €YD ve, AOG KOVPN HEYAAOL0,
£100¢ & Péyefdc e LIV T dyyioTa £lokm: ...

I implore you, my queen. Are you a goddess or a mortal? If you are a
goddess, one which keeps broad heaven, then to Artemis, the daughter
of great Zeus, I liken you most, in your beauty, stature and height...>"!

From these two examples, it is clear that Artemis is beautiful in appearance and physical form,
which includes how she carries herself and her height. It is deliberate that Odysseus likens
Nausicaid to Artemis, as the poet has already made this association in the description of the game
of ball throwing and singing.’?> The double reference to the Nausicad-Artemis comparison
emphasises the girl’s divine features. It substantiates that Artemis was conceptualised as
beautiful and physically attractive in Archaic evidence, though this aspect of her character is not

given as much notice as her huntress aspect.

These descriptions of Artemis link with Circe and Athena, two goddesses known for their power
and striking appearances. The expression of a goddess’ divine identity and power is often
conveyed through her physical appearance, revealing that poets conceptualised the two as
linked.®* The Homeric Hymns have examples of the power-beauty expression. Upon first
meeting Aphrodite and finding himself overwhelmed by the woman in front of him, Anchises

exclaims,

Xoipe Gvacc’, §| TIC LOKAPOV TAdE dMUD’ TKAVELS,
Aptepic | Anto g ypvceén Agpodit
1| ®&ig Niyevng Ne yAawkdmic AOMvn...

Welcome, lady, one of the blessed who has come to this house, Artemis
or Leto, or golden Aphrodite, or Themis, or bright-eyed Athena...>*

He recognises that along with her physical beauty and build (“sidoc, péye0oc te kai eipora,
beauty, height/stature and clothing”),” Aphrodite is powerful and can exercise that power how
she chooses. He proclaims that he will build the goddess an altar and give offerings in the hope

that she will grant him fame and long life.® Her astounding beauty signals her divine power.>” In

! Hom.Od.6.149-52.

52 Hom.Od.6.102-9.

>3 Cohen 2007, 261 speaks of connection between sexual maturity and the manifestation of a goddess’ persona in
her discussion of Greek art.

* h.Hom.5.92-94.

35 h.Hom.5.85, with the full description of her beauty and dress contained in lines 86-88. Cf Cypr.6.3-6.

36 h.Hom.5.100-6.
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this example, the poet points out Athena and infers that her beauty is remarkable. In particular,
he notes the goddess’ eyes as her striking physical feature, which is associated with her power,
battle prowess and unrivalled craft skills.®® Athena’s eyes are so famous that Homeric and
Hesiodic poetry use her epithet yhavkdmc bright-eyed frequently.’® In one example, Homer
sings, “...0gwve 8¢ ol dooe edovOev, and powerfully did her eyes shine.”®® Deacy and Villing
note the shining, oscillating quality of Athena’s eyes, which they argue pertains to her power and
persona. These scholars find that ylovkd®mig rarely concerns the goddess’ beauty or
attractiveness, but rather signals a dangerous, “unattractive” quality for females and pertains to
the goddess’ more masculine character.®! However, Athena is clearly considered an attractive,
alluring goddess in addition to her striking power, as Deacy and Villing concede in relation to
Athena’s charis and attractiveness.®? Her eyes, which contribute substantially to her divine
appearance, should be included as part of her remarkable beauty. Athena is beautiful,

considering she is among the goddesses vying for Paris’ judgement.®?

The Sorceress-Goddess of Aiaia: Circe and "YAn
In Book 10 of the Odyssey, Odysseus and his men moor their ship on Aiaia, a vijoog VANELS
wooded island,’* “&vBa & &vone Kipxn dumhoxapog, dewvr 0e0¢ avdneooa, where lovely-haired
Circe lives, a powerful goddess who speaks with human voice.”® As in the descriptions of
Calypso,°® Circe is beautiful and powerful, and enchants her surroundings with her voice while

she weaves:

... Kipxng &’ &vdov dkovov detdovong oml Kot
ooV &motryopévng péyav duppotov, oo Osdmy
Aemtd T€ KOl yapievto Kol dylad Epya méElovTaL.

37 Cyrino 2013, 387-88 notes it is Aphrodite’s astounding beauty that signals her divinity, despite the efforts the
goddess undertakes to disguise her divine nature.

38 h.Hom.5.8-13; h.Hom.24.9-10; Hes.Op.63-65.

% Hes.Theog.13; Hom.Od.1.44, 1.80, 1.178, 1.221, 3.25; h.Hom.28.2.

0 Hom.Z/.1.200.

¢! Deacy and Villing 2009, 115-17, 121-22.

62 Deacy and Villing, 2009, 125.

%3 Isoc.Ep.10.41-42. Though this is a fourth century B.C. text, the Trojan war and the love affair between
Paris/Alexandros and Helen was well-known prior to Isocrates. Considering Homer’s epic, it is possible that an
earlier retelling of the Goddesses’ Contest and Paris’ Judgement may have been known. Also note in Herodotus’
passage concerning Athena and Pisistratus, in which a woman is selected to imitate the goddess Athena. She is
selected based on her beauty and stature so as to best reflect the appearance of the goddess. See Hdt.1.60.4.

4 Hom.0d.10.308.

% Hom.Od.10.135-36. Eustathios expands on Circe’s (and Calypso’s) ability to use “human voice” as “one
[language/speech] that belongs to the lower realm and to us”. Eust.Od.1.15.

% Hom.0d.1.56, 5.58, 5.61. See Chapter Four.
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... and from within they heard Circe singing with a beautiful voice as
she busily worked at her great, divine loom, like the work of goddesses,
delicate, finely woven and splendid.®’

Although Circe is skilled at weaving, the extract focuses on the pleasing sound of her voice.
Circe is powerful, as shown in the adjective dewvr|, and her beautiful voice reflects her divine
power and ownership of the space. The poet creates an image of Circe that is similar to the scene
of Calypso weaving and singing in Book 5,%® which has common aspects to the descriptions of
the other female characters who assist Odysseus in his return home.® Yarnall finds that the
adjective Aya, which qualifies Circe’s voice, “connotes an emotionally piecing quality.””°
Circe’s singing and her ability to speak with human voice (meaning expertise in the spoken
Greek language) are attributes which reflect her divinity and form part of her emotionally
influential characterisation. In addition to her skill at weaving, enchanting voice and

transformative powers,’! Circe also possesses the powers of prophecy, can control the winds and

is knowledgeable in sea navigation.”?

Chancing upon a woman of extraordinary beauty in a wooded area conjures images of goddesses
and nymphs who frequent such places, and before Odysseus’ men know that it is Circe, they
refer to her as “some goddess or some woman.””® This expression is used in instances in the
narrative towards a woman or female being who is divinely beautiful, enchanting and unknown
at the time of meeting. Odysseus uses this expression when he first meets Nausicad in Book 6,
and he decides that Nausicai is most like Artemis.”* Although Odysseus’ men do not make the
same comparison between Artemis and Circe, the use of the expression confirms Circe’s beauty
and power, and the belief that she is either an extraordinary mortal or a goddess. Circe and
Artemis have two themes in common: a) the lone, beautiful and powerful female in a landscape
unknown to the main protagonist; and b) female uses and associations with the woods through

aspects of their identities.

¢ Hom.0d.10.221-23.

% Hom.Od.5.61-62.

% Calypso, Circe, Nausicai and Arete are all, at one point, described with divine qualities, whether they be in
wisdom, beauty and appearance or character. Calypso and Circe are beautiful, fair-haired goddesses (Hom.Od.5.57-
58, 10.135-36), Nausicad is like Artemis in her beauty, stature and form (Hom.Od.6.152), and Arete is wise and
much loved by Alcinods and the people (Hom.Od.7.69-74).

70 Yarnall 1994, 11.

7! Transformative powers: Hom.0d.10.235-40, 10.395-96.

72 Prophecy: Hom.Od.10.538-40; controls the winds: Hom.Od.11.6-8; sea navigation: Hom.0Od.10.508-15.

73 Hom.Od.10.228. The poet denotes Circe as vouen in Hom.Od.10.543, though Heubeck and Hoekstra 1989, 73
surmise that the meaning here is “simply ‘young woman’”. As it is a rare usage for Circe, Heubeck and Hoekstra are
likely correct in their interpretation here.

74 Hom.Od.6.149-52.
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The way in which Odysseus retells the story of his stay on Aiaia suggests that he knew it was
Circe from the onset. Applying Buxton’s view, his retelling reveals Odysseus as “a skilful
manipulator of stories” who uses these stories in his survival.”> In his retelling of his adventures
to Alcinods and Arete, Odysseus already knows it is Circe who lives in the house, but he finds a
way to signal that he would not have been overcome by the goddess. Circe is powerful in her
skills of persuasion and gdpuoxa, and knows well the power of her femininity and sexuality,’® a
particularly potent force against men who embody the traits of traditional Greek masculinity. Her
strong, feminine, goddess presence is recognised, as Odysseus forces Circe to swear an oath,
knowing full well that she could rob him of his manhood (&vivwp) without it.”” In this scene,
Odysseus’ manhood and masculinity are represented by his sword, which, apart from the
potential phallic connotations, reflects his battle prowess and physical strength. The threat of
losing his manhood has as much to do with the potential for being overpowered by a female as it
does to become “naked and defenceless” in a practical sense.”® The poet later reveals that
defence of his ‘manhood’ in the abstract and practical senses is necessary because Circe’s divine
influence is strong, and she enchants Odysseus for an entire year before his companions remind

him that they should be returning home.”

Odysseus cannot face Circe without divine assistance.®® The way that Odysseus tells the story of
his encounter with Circe is built upon his need for self-preservation and survival. To ensure his
survival and the freedom of his men, Hermes shows Odysseus that he cannot best the goddess
with seduction or persuasive words because Circe is more powerful and more skilled in
persuasion than he.®! That her powers of persuasion and cunning speech are more powerful than
Odysseus’ is significant because the hero is known as the most cunning and persuasive mortal.??
According to Holmberg, his uftig cunning intelligence, of which his speech forms a part, shares

similarities with the female pfitig which relates to sexuality, deception, persuasion and

75 Buxton 1994, 9.

76 Circe certainly attempts to use her seductive powers when she feels Odysseus threatens her life. Hom.Od.10.333-
35.

7 Graziosi and Haubold 2003, 62.

8 My reading of Dyck 1981, 196-198, particularly 198, made clearer the association between Odysseus, his sword
and the abstract and practical representation of the defence of his manhood.

7 Hom.Od.10.467-78, 10.483-86. Crane 1988, 42.

80 Crane 1988, 38.

81 A reference from the Iliad, as cited in Koziak, illustrates the point about the dangers of the tongue and can be
applied to the powers of persuasion and persuasive language: “The tongue of a man is a twisty thing, there are
plenty of words there of every kind, the range of words is wide, and their variance. The sort of thing you say is the
thing that will be said to you.” Hom.//.20.248-50 cited in Koziak 1999, 1068.

82 Holmberg 1997, 13-14 argues that Odysseus is “the most prominent representative of acceptable male «fjtic”, in
the Homeric epics.
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concealment.®® Holmberg classifies Odysseus’ pfitic as such that “depends upon the interplay
between outer and inner, appearance and reality....” However, these same features of Odysseus’
untg are identifiable in Circe’s divine powers and the way in which she conceals the
companions in bestial forms, manipulating their outer appearances, though their human minds
remain the same within. The most accomplished mortal (male) in pfjtic is no match against a
divine female who is more powerful, though they embody similar expressions of cunning
intelligence. This dynamic is suggestive of the poet’s belief that the power of persuasive and
cunning words is an attribute of powerful females (and their ufitig). Homer’s male characters
must use methods he deems more appropriate such as “masculine” aggression, which Parry
purports.®* It is important to note that it is not gendered aggression, but simply aggression that

Odysseus uses, because females also use this kind of aggression.®

In his retelling, Odysseus must recognise that it was Hermes who advised him and provided the
herb which ultimately resulted in his success with Circe. Failing to acknowledge Hermes might
result in the offense of another Olympian,®® the one who protects and assists travellers.?” Similar
to his recognition of Circe, Odysseus recognises Hermes despite the god’s disguise as a young

man. %8

The epic provides specific details about the size, structural elements and location of Circe’s

home. The first aspect known about her home is its location in a dense wood:

GAL" &te On) Tpitov Npap svmhdkapog téhes’ Hag,

Kol TOT™ €y EUOV Eyxoc EAmV kol doyavov 0&L 145
KOPTOAIUL®OC Tapd VOGS AVILOV £G TTEPLMTNY,

el mog Epya oyt Bpotdv Evomny t€ moboiuny.

g€otnVv 8¢ okomu|Vv &g ToumaAdecoay averddv,

Kol pot égicato Kamvog amd y0ovog evpvodeing,

Kipxng év peyapoiot, dud dpvpd Tokva koi VAnv. 150

83 Holmberg 1997, 2.

84 Parry 1987, 14 argues that Odysseus succeeds against Circe because he uses “Odyssean qualities of foresight,
preparation, resolve, and masculine aggression (his drawn sword representing, not for the only time in ancient art
and literature, both martial phallic energy).”

85 It should be noted that if one disregards the phallic element and the masculinised reading, Odysseus uses
controlled aggression, a tactic that is also used by females, such as the aggressive tactics of goddesses including
Artemis, or the Danaids who kill an offending male in Hdt.2.171.3. Later evidence from Pausanias, describes the
Danaids’ killing of the male as: “the women were inspired by the goddess to defend themselves. Paus.4.17.1

8 Poseidon is already displeased with Odysseus for blinding his son, Polyphemus, hence the over-long return.
Hom.Od.1.68-71.

87 Hom.11.24.334-38.

8 Hom.Od.10.277-79.
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When fair-haired Dawn delivered the third day, then I, grasping my
spear and sharp sword, swiftly went away from the ship to a place with
a wide view, hoping to see signs of the labours of people, or to hear
their voices. | went further up and stood on a rugged point, and from my
position I saw smoke wafting from the broad- pathed earth, in Circe's
halls, through the dense thicket and wood.*

Odysseus cannot see the house, but knows there is one because the smoke wafting through the
woods gives its position away and he assumes it originates from a fireplace. After resting for
three days, he commands his men to venture out and determine the identity of the forest dweller.
As his men approach the house, they describe the structure before them as “retvyuéva...
Eeotoloy MIEGT1, TEPICKETTM EVi YDPW®... made... of polished stone, in a wide clearing....""°
The house sits in a clearing and the men approach the mwpoOvpa, main doors.’’ The doors are
described as @ocwvad shining,®> which suits well the overall appearance of the house’s polished
stone. Upon opening the doors, Circe ushers the men into a room with chairs and seats arranged
for visitors, which later includes a polished table (£éotn...tpdmela).”? In this area, the men eat
and drink the @dppoxa-laced food offered to them. Circe transforms them into pigs and leads
them to the pigsty located near the house.”* The house is large and has separate areas, including

Circe’s private chambers furnished with “mepucading €OV a very beautiful bed.”*>

Circe lives in a tree-covered landscape that is home to a variety of animals and vegetation. The
terrain is sloped and mountainous, as is communicated through the noun dxpig Aill- or mountain-
top,”® and Odysseus’ need to climb higher up the mountain-side to see the smoke rising from
Circe’s house.”’ Aiaia is encircled by sea (cte@oavom) with caves near the shore, and from his
vantage point Odysseus can see far over the wooded island.”® During his descent after surveying

the surroundings, Odysseus comes across a stag and kills it for food. The poet recites,

0 L&V TOTOUOVOE KATNIEV €K VOLOD DANG
TIOUEVOG™ O Yap v Exev HEVOG NEMO10

89 Hom.Od. 10.144-50.

% Hom.0d.10.210-11.

°T Hom.0d.10.220.

%2 Hom.0d.10.230.

% Hom.Od.10.370.

% Hom.Od.10.230-38.

% Hom.Od.10.480.

% Hom.Od.10.281.

7 Hom.Od.10.148.

%8 Hom.Od.10.194-95, 10.404.
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He [the stag] was coming to the river from a woodland pasture to drink,
for the strength of the sun drove him down.”

The extract reinforces the sloped nature of the landscape, refers to a hidden clearing that animals
inhabit and is the first mention of wildlife on the island. Naturally, the men are pleased with the
hunt, but the description says that a god must have driven out the animal.'” The implication is
that the stag is well hidden due to the thickness of the forest and would have otherwise remained

unnoticed.

There are other animals that live in the woods around Circe’s home. Upon approaching her
house, the men are frightened by lions and mountain wolves.!! The animals behave like dogs
“...o0pfiow pHoKpRiol Teplocaivovieg avéotay wagging their long tails and standing on their
hind legs” because Circe has drugged them.'”? Eurylochus, one of Odysseus’ companions,
believes all the animals that stay close to Circe’s house, namely the wolves, lions and pigs, were
once men but were transformed by the goddess’ power.'?® Despite Eurylochus’ suspicions, none
of the men have issue with the sheep, “... dpveov... dwv ONAOV te péhowvav a ram and black

ewe”, that Circe gives them for their onward journey.'*

Circe’s island has a few different plant species. The most notable feature of the landscape,
mentioned above, is the dense woods.'% Specific types include cornel trees, oak trees and oak
relative species, the seeds of which Circe feeds to Odysseus’ swine-shaped companions.'% The
wood around the house is likely used as firewood because one of Circe’s nymph-maids kindles
(dvoxaion) the fire to heat the water for Odysseus’ bath,'”” while Odysseus and Circe are in bed

together.!%®

% Hom.Od.10.159-60.

100 Hom.0d.10.157. In Hom.Od.9.154-60, the poet is explicit that nymphs who dwell on a wooded island (which
sounds idyllic for human cultivation and habitation, according to lines 116-35) roused mountains goats from sleep
so that the men might hunt them for food.

1 Hom.0d.10.212-13.

122 Hom.0d.10.215.

183 Hom.0d. 10.432-34; Roessel 1989, 32-33 suggests one could view the stag similarly. (Hom.Od.10.157). Heubeck
and Hoekstra 1989, 53 do not suspect the stag as being a man transformed into an animal.

104 Hom.0d. 10.571-73. If Eurylochus’ suspicions are considered, the sheep might well be men transformed into
animals.

105 Hom.0d.10.150, 159, 197, 210, 252, 275, 308.

106 Hom.0d.10.241.

17 Hom.0d. 10.358-59.

1% Hom.0d.10.346-47.
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The plant, growing on Circe’s island, that is most significant to Odysseus’ narrative is the moly
(n®Av).'% Tt is the plant that Hermes picks and explains its nature to Odysseus, which changes

the course of Odysseus’ potential future:

... TOpe PapuaKov Apyeipoving

€K yaing épvoag kai pot evoty avtod £deiie.

piln nev pélav Eoxe, yaloktt 8¢ gikelov GvOoc:

DAL 8¢ v kaAéovot Oeol, yahemov 6¢ 17 opvocey  (305)
avopdot ye Bvntoiot Oeol 6€ te mhvto dHvavTal.

... Argeiphontes gave me the antidote, he plucked it from the ground
and explained its nature to me. It had black roots, and its flower was like
milk. The gods call it moly, and it is difficult for mortal people to dig;
but the gods can do all.'!?

Though the poet does not give precise details about its nature, such as the growing season, the
name of the plant known by humans or its propagation and cultivation, Odysseus carefully
describes the appearance of the plant.!!! Without the moly, interpreted as the antidote
(pappoxov),''? Odysseus would be unable to succeed against Circe and would likely have

suffered the same fate as his companions.'!3

16 0dpa Kipkng: emotional experiences in a goddess’ house and her sacred woods

The wooded island of Aiaia has supernatural elements to its atmosphere. It is an unknown
landscape owned by a goddess who keeps her intentions hidden, which means that the men have
no firm understanding of the space or the female. The men feel uneasy crossing through the

woods, !4

and are alarmed at the approach of the wolves and lions that keep guard at the
goddess’ gate.!'> In fact, the men weep, khaiovteg,''® as they walk through the forest. This
participle contradicts Hill’s bizarre glorification of the men’s journey through the forest to

Circe’s house, wherein she describes their movement as “advance stealthily through woodland

109 There is much twentieth-century discussion about the classification of the moly plant that Odysseus uses. See
Stannard 1962, 254-307, Otten 1970, 361-72, and their bibliographies.

19 Hom.0d.10.302-306.

1 Hom.0d.10.304.

12 Hom.0d.10.302. Note also that the Greek noun for the drug Circe mixes into the food is @éppoxov. See
Hom.0d.10.236, 290, 317.

113 Hom.Od. 10.284-85. Circe’s pappaxov can only be matched by @dppaxov of the gods, because she is immortal.
Without Hermes’ divine assistance and provision of the plant (for only gods may pull it from the earth), Odysseus
would not have succeeded. As Heubeck and Hoekstra suggest, the human name for the moly is not given because
the plant is only ever of the immortal, not mortal, realm. See the commentary concerning Hom.Od.10.302-306 in
Heubeck and Hoekstra 1989, 60.

14 Hom.0d. 10.208-209.

15 Hom.0d. 10.219-20.

16 Hom.0d.10.209.
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thickly populated with wolves and lions...”"'” The men feel there is something unnatural about
the way in which the animals behave contrary to their assumed natures—they do not behave as
wild beasts, but domesticated dogs. Aside from the unexpected guard animals, Circe has nymphs
as her housekeepers and maids, who undertake the tasks and chores expected of servants in other
households.!'® Perhaps the most alarming aspect of their encounter with the goddess is her

exercised ability to transform humans into animals.!"’

Circe is a goddess who has the right to exercise her powers as she chooses,'?? which instils a
greater sense of respect for the landscape that surrounds her home. From her point of view, the
men who enter her space are doing so without permission or invitation. Her ability to transform
men into animals is exercised without obvious cause or reason, whereas other goddesses who
harm or transform mortals into animals or plants might do so for vengeance.!?! However, gods
can exercise this same power for no benefit except their own. One example is Zeus’
transformation of Io into a heifer, which he does for self-preservation when Hera discovers
him.!?> Though the Zeus example reflects self-interest, Hesiod does not question the god’s
reasoning for Io’s transformation. Hence, it seems hypocritical to judge Circe’s overall character
negatively for exercising her own powers in a similar way to other gods. It is true that the
transformative @appdxa that she uses are called “evil drugs” at one point in the epic, which
scholars note.'”> The ¢@opudke which are classified as Avypd, Crane attributes ‘“sinister
forgetfulness”, whereas @appdxa, like the drugs Helen uses in Book 4 of the Odyssey, which are
qualified as 8c0AG cause “beneficial forgetfulness.”!?* However, Circe’s drugs do not cause any
kind of forgetfulness. Rather, the companions who are transformed into pigs mourn because they
remember their homes so clearly but are unable to facilitate change to their current

circumstances.

The difficulty with which Circe’s drugs can be classified, even with Avypd as an initial qualifier,
highlights the complexity of Circe’s potent powers. This difficulty demonstrates that a strict

classification of her drugs, powers and identity according to a binary (good-evil, positive-

17 Hill 1941, 119.
8 Hom.Od. 10.348-372. These tasks include setting the dining area (lines 352-55), tending the fire and boiling water
for the bathing of guests (lines 358-67), serving water for washing hands (lines 368-70), mixing and serving wine
(lines 356-57) and serving food (lines 371-72).
19 Hom.0d.10.237-38.
120 An argument which Yarnall 1994, 11 supports.
121 Athena: Call.Hymn.5.75-80; Demeter: Call. Hymn.6.24-67; Artemis: Hom./[.9.533-42, Hes.Cat. 161 .a.
122 Hes.Cat.72.
123 Hom.0d.10.236; Roessel 1989, 33. Stannard 1962, 254.
124 Crane 1988, 43-44.
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negative) is not only difficult, but is not productive or conclusive. Circe uses transformative
eopuaka to return Odysseus’ companions into their human forms. Following the drugs’
applications, the men are younger and more attractive than they were prior to their bestial
transformations.'>> The gappdko, like the goddess who uses them, are not inherently evil, but
become so when used with apparent malicious intent. However, most scholars do not comment

on the positive use for the drugs, but instead focus only on negative usage.'?°

The noun 8®pa, which denotes a person’s house is also used for a house of a god.'”” Like
Calypso’s, d@uo describes Circe’s home and is imagined as a sacred dwelling of a deity.!?8
When Odysseus tells his men that it is safe to enter Circe’s house, he describes her halls
(ddpata) as iepd sacred.'?® The forest (UAn), which belongs to the goddess, is iepd sacred.'>°
Although the trees around Circe’s home are called YAn (wood, forest) and Bficca (glen),'®! the
use of iepd invites similarities between Circe’s woods and a sacred grove. To Circe, the woods
provide a secure, protective surrounding. She weaves and sings without obvious care,'3? and she
has nymphs who assist her with the household:

yiyvovtor d° dpa tol Y’ €K kpnvéwv Amo T AAGE®MV
&k 07 lepdV ToTAPDV. ..

They are born of springs and groves, and from sacred rivers...!3?

Nymphs are not common helpers, except as assistants to gods.'3* One of the four nymphs who
assists Circe is born of the groves. The Homeric Hymn to Aphrodite describes that at a dryad-
nymph’s birth, trees such as pines and oaks sprout to life simultaneously, and the life of the

nymph is tied to that of the tree.'*> Considering one of the nymphs is born of a grove, it could be

125 Hom.0d.10.391-96.

126 Dillon 2004, 170 is one scholar who makes note of the use of other drugs to transform the men back into their
human selves, thus highlighting the positive attributes of the drugs.

127 Hom./1.1.533; Hom.Od.8.303; Hom.Od.10.10.

122 Hom.0d.10.210, 10.252, 10.276, 10.278, 10.287, 10.308

129 Hom.Od. 10.445, and earlier at Hom.Od. 10.426, wherein the poet refers to “... iepoig év dodpact Kipxmg....”
130 Hom.0d.10.275.

B! Hom.0d.10.275.

1321 disagree with Pantelia’s reading of Circe’s singing, wherein she argues that her singing is a way of “promising
their “hero” immortality”, and weaving a way to “escape temporarily from their domestic instability” and
incomplete life “without a presence of a man in [her] world.” Pantelia 1993, 498. This is certainly not the case for
Circe, who does not try to convince Odysseus to stay but willingly advises him for his leaving, and there is no
insinuation that she wishes him to stay to be her husband.

133 Hom.0d.10.350-51.

134 h.Hom.5.256-58, the nymphs will raise Aphrodite and Anchises’ son, as per Aphrodite’s instructions. Cf.
Heubeck and Hoekstra 1989, 62 on Hom.Od.10.350-51.

135 h.Hom.5.264-72.
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implied that this connection should be made and that her tree grows nearby. Unknown to

Odysseus or his men, the grove-nymph’s tree adds to the sacred nature of Circe’s woods.

Initially, the emotional experiences of the men on the island are described as sorrowful and
fearful. While the men sit on the shore the morning after their meal of hunted stag, Odysseus
tells them that they will explore the island to try and find out who the inhabitants are.
Immediately following his speech, the men cry Ayéwc (loudly or shrilly), recalling in their minds
their experiences with the Laistrygonian, Antiphates, and the cyclops, Polyphemus.'3¢ Bringing
their sadness with them as they reluctantly venture through the forest in accordance with
Odysseus’ instructions, the men begin to feel another emotion in response to their
surroundings—fear. The verb communicating the men’s fear is d€idw, and is first used when the
lions and wolves greet the men the closer they unknowingly approach Circe’s house.!3” The sight
of it causes the men to feel cautious and unsure of their safety. The house, built of polished
stone, is an impressive and @aewd shining structure. At first, the guest-hall into which Circe
leads the men has only seats, chairs and a polished table, without any comfortable or luxurious

furnishings.

The descriptions of Circe’s home signal the emotional change and function of the space, from
one of fear and imprisonment to comfort and luxury. Once Circe swears the oath to Odysseus,
she has her handmaids transform the house into a place of comfort through the addition of
furnishings. Purple rugs on the chairs, a linen cloth beneath, golden baskets, honey-sweet wine
and the kindling of a great fire for heating bath water communicate the physical and emotional
transformation of the house and the perceptions of Circe’s guests.'*® Her home is now a place of
comfort, luxury and safety. The poet utilises positive language such as the description of Circe’s
bathing and anointing of Odysseus’ companions as évdvkéwg kindly,'’° and the hospitable

arrangement of a year-long feast.'*

Ultimately, the poet portrays Circe’s main purpose in the epic as an assistant to Odysseus’ return

journey, which she fulfils. However, her identity exists outside of this role.'*! Her assistance is in

136 Hom.0d.10.189-202.

137 Hom.0d.10.219.

138 Hom.Od. 10.348-59.

139 Hom.0d. 10.450.

140 HomOd.10.466-68.

141 She is not simply a goddess nor Odysseus’ helper, though the poet’s main point regarding her involvement in this
narrative episode is to assist Odysseus. Rather, her identity as a powerful goddess involves many roles, including
helper to Odysseus.
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the form of hospitality in physical resources including food, wine, clothing, bathing and a warm
place to sleep, emotional support and good counsel. She allows the men to stay with her for an
entire year, providing them with all the comforts they require.'*> Odysseus wants for nothing,
and he shares the bed of the goddess. Circe’s house functions as a place of safety and rest for the
men, which is not an unusual role for certain religious or spiritual spaces,'* while she plays the
role of wife to Odysseus.!* Circe’s positive influence over the men, during their year of feasting,
is so strong that they only realise their longing for home when she leaves them unattended.
Odysseus does not notice her influence because he is comfortable and well-looked after. His

companions must remind him of Ithaca and continuing their journey.'#

Odysseus’ request to leave shares features of a prayerful request, wherein he reminds the
goddess of her promise to help him on his journey home. The persuasively worded request is
reflected in his physical display; Odysseus throws himself at her knees.!*® As Chaniotis argues in
his analysis of sanctuary dedications, people use supplication and the deliberate humbling of
oneself as a persuasion strategy, intended to appeal to the “asymmetrical relationship” between
mortal and powerful goddess.'*” Chaniotis’ view fits well in regards to Odysseus’ display, as
Circe consents immediately and provides Odysseus with navigational advice for his journey and

resources for the ship’s stores.

Further evidence of emotional experience in the Circe episode is provided in references to
certain characters’ Qupoi. The emotions that these characters experience are the direct results of
the goddess’ actions and her semi-divine companions. In communicating Eurylochus’ deep
sorrow at the fate of his comrades, the poet describes that “...yoov & ®ieto Qupdg ... Ais Boudg

29148

(soul) was intent on weeping and mourning. In another example, the poet combines sensory

experience with the changing of emotion. Circe’s maid bathes Odysseus with water that she has

142 Hom.0d. 10.348-468.
143 Asclepius and his sanctuary at Epidaurus is used for rest and recovery, according to Sacks 2005, 51; and Dillon
2004, 25-28.
144 Although it is unusual that the goddess plays this role herself, it is not unheard of that temples are used in this
way either. See Hdt.1.199.
145 Hom.Od. 10.469-474. Note that he is willing, and not coerced, to sleep with Circe. Musial 1968, 106.
146 Hom.0d. 10.483-86.
147 Chaniotis 2009, 66. Note also that Circe attempts to use this same strategy against Odysseus in Hom.Od.10.323-
35. Stehle 1996, 204 interprets this episode as the patriarchal hierarchy remaining intact, wherein the “male
predominance” neturalises Circe’s powers because the “male/female hierarchy” must dominate. I disagree with
Stehle’s reading, as it is clear that the hierarchy of immortal/mortal must remain in tact—in which incidentally male
must supplicate to the female—and that Circe’s divine powers must not be neutralised, in order for Odysseus to be
successful in winning the goddess’ support and continuing his homeward journey. In this instance, Stehle’s model
does not operate.
48 Hom.0d.10.363.
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warmed in a tpimovg three-footed cauldron. While she bathes Odysseus in water that is to his
liking (Bopfipeg),'*’ the warm water and the care given to him lift the “dppa pot £k kdpatov
Oupogopov eiketo yviov soul-destroying weariness” from his limbs.'>* It is a thoroughly
enjoyable physical experience that is regenerative to the body and mind, as the adjectives
BopopBopov and Buufipeg indicate. It demonstrates that Odysseus’ perception of Circe has
changed from fearful and potentially threatening to hospitable and accommodating. The bathing

shows that Odysseus and his companions are welcome visitors in Circe’s halls.

The apparent transformation of Circe from fear-inducing goddess to accommodating host is

evidenced in her words of encouragement to the group:

BAN yet” €0Biete Ppoouny Kkoi mivete otvov,
gic 6 kev avTic Buuov évi otBeoot AaPnte,
olov 81e TPMOTIGTOV EAeinete TaTpido yoiow
Tpnxeing T0dxmc.

Come on, eat food and drink wine, so that your Ovpoi might take heart
once again, as they were when you first left your fatherland of rugged
Ithaca.!>!

When Odysseus brings all his men into her home, Circe notes that they are “dokeiéec kai dOvpot
worn out and soulless”,'”> meaning physically exhausted, and emotionally and mentally
drained.'>® Worn down by their experiences, they have no strength left within them.!>* Through
proper care and hospitality, Circe intends to restore their emotional, psychological and physical

health. Her house and wooded island provide a safe place to rest and recuperate.

Aloog and Athena
The second goddess of interest from the Odyssey is Athena. Throughout the epic, Athena
features most prominently among all the Olympian gods included in the epic.'>> She assists
Odysseus in his return and preparing his family for his homecoming. She mentors and travels

with Telemachus in disguise,'>® visits Penelope in her dreams and soothes her to sleep,'>” and is

%9 Hom.0d. 10.362. “Oupfipec, well-suited to the Buudg” in Heubeck and Hoekstra 1989, 63 comment on this
description.

150 Hom.0d.10.363.

151 Hom.Od. 10.460-63.

152 Hom.Od. 10.464.

153 A similar interpretation of &0vpog is given in Heubeck and Hoekstra 1989, 67 as “weak, lacking strength”.

154 Soulless in this use does not equate to the English concept of heartless (without compassion or care, to be cruel).
155 Scully 1981, 1.

156 Athena guides Telemachus’ leaving Ithaca in Hom.Od.2.399-404, Telemachus’ visit with Nestor 3.13fT.

157 Hom.Od.1.363-64, 4.795-841.
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the main advocate for Odysseus in the discussions held among the gods.'>® Athena is an
“intermediary between the human and divine realms... a great reconciler, between men and
gods”.!>® Her role in the epic oscillates between careful mediator and cunning guide, which
reflects her intermediary role. First, I discuss briefly her powers and how she uses many of these
abilities to assist Odysseus and his family during his return journey. Next, I investigate her
association with groves, which is an understudied aspect of her identity and role in the Odyssey.
As 1 argue, her association with groves is significant because it relates so closely to her role as

protector and guide.

In the first book of the epic, the narrative begins in the gods’ council, in which the Olympians
are debating Odysseus’ return. The first to speak is Zeus, talking of Aegisthus and his
unfortunate end.'® In reply to Zeus’ musings, Athena the 0gd yYAoavkdmg bright-eyed goddess'®!
uses the opportunity to turn the discussion towards Odysseus, who is not yet dead but suffers
unfairly. Clever as she is, Athena reminds her father that Odysseus was one of his favoured
mortals in the Trojan war because Odysseus made sacrifices to him. In consideration of

Odysseus’ piety, Athena challenges her father saying,

...TL V0 ol Tdc0V MOV600, ZED;

Why have you had so much hate against him, Zeus?'%?

Zeus answers her, somewhat defensively, claiming that it is not he who hates Odysseus and wills
his suffering, but Poseidon.!®® Zeus, in agreement with Athena, decides that Odysseus should

return home and that the gods must help him.'%*

In this opening scene, the poet introduces key aspects of Athena’s character. She is among the
Olympians and is a member of their council. Athena may speak her mind and there is no
inference that she cannot speak honestly, even towards Zeus. Importantly, Athena is skilled in
it and in vocalising her wishes. In her dialogue with Zeus, Athena’s words are carefully

chosen and excite a response from her listener. Athena manipulates the situation in the direction

158 Hom.Od. 1.44ff, 1.80ff, 5.1-27.

159 Neils 2001, 219-20.

10 Hom.Od. 1.32-43.

161 Hom.Od. 1.44.

162 Hom.Od. 1.62.

163 The deflection of complete blame to Poseidon is interesting and not entirely factual, considering
Hom.Od.12.385-88 details Zeus’ promise to Helios to strike their ship with his thunderbolt (which he does, see lines
12.415-17) because the men feasted on Helios’ sacred cattle.

164 Hom.Od. 1.66-79.
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she wishes, the evidence being that the gods, led by Zeus, agree with her and decide Odysseus
should return home with their assistance.'® Neils identifies a close relationship between Zeus
and Athena, in which “Athena [is] as an instrument of Zeus’ will, knowing as she does his
innermost thoughts”.'® Considering this closeness, it comes as no surprise that the decision to
assist Odysseus is at the consensus of the council, led by father and cunning daughter. In the
same scene, the poet identifies a key feature of Athena’s appearance, through her epithet

yYAawk®dmc bright-eyed. It is an epithet used in Archaic Greek poetry about Athena.'¢’

Without hesitation and once agreement is reached, Athena quickly departs from Olympus to
Ithaca to find Odysseus’ son, Telemachus. In the description of her leaving, the poet describes
her beautiful sandals, spear and her speed,!%® which is a similar description to Hermes’ leaving to

visit Calypso and communicate Zeus’s demands for Odysseus’ release. !’

The departure from Olympus and arrival at Odysseus’ house evidences the goddess’ shape-
shifting abilities. Athena shape-shifts frequently throughout the epic and selects guises most
relevant and appropriate depending on her companion at the time. For instance, she recognises
that Telemachus needs a trusted, male advisor, thus she shifts into the appearance and voice of
Mentes.!”° Despite her unflawed transformation, the poet is explicit that it is Athena and uses her
epithet to this end. In Book 2, before his journey to visit Nestor and Menelaos, Telemachus
needs to rouse his supporters and to prepare them for their forthcoming voyage. To assist him,
Athena takes the form of Telemachus and recruits and encourages all the men with whom

Telemachus intends to sail.!”!

Athena adopts different appearances for Odysseus, depending on his needs. In Book 7, Athena
takes the appearance of a young woman when Odysseus requires directions to Alcinods’ house.
In this disguise, the goddess guides Odysseus without raising his suspicions and shrouds him in a

dense mist to hide him from the eyes of the city’s people.!”? In adopting this appearance, she can

165 Hom.Od.1.76-717.

166 Neils 2001, 219.

167 Hes.Theog.13; Hom.Od.1.44, 80, 178, 221, 3.25; h.Hom.28.2.

168 Hom.0d.1.96-101.

199 Hom.Od. 1.96-98, 5.44-46. The poet uses similar phrasing to describe Athena’s and Hermes’s sandals and
departures from Olympus, changing few aspects including the gender of the character. The phrase is not a formula
because the phrasing is not identical in every aspect.

170 Murrin 2007, 501 interprets Athena’s mentoring of Telemachus as fulfilling partially her promise made in the
assembly of the gods in Hom.Od. 1.88-95.

7! Hom.0d.2.383-87.

172 Hom.Od.7.18-45.
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remain undetected, and addresses him respectfully as one who seems her elder.'”? She gives him
a brief history of the lord’s family and how best to approach them for aid.'”* In Book 13, Athena
assists Odysseus again upon his return to Ithaca. Initially she appears as a young herdsman,
incredulous that Odysseus does not realise he has returned to Ithaca.!”” Mid-way through
comforting Odysseus she changes her appearance to a woman, ... KoAf| 1€ HEYAAT] T€ KOl AyAodt
Epya idvin, beautiful and tall, and skillful in splendid woven works.”'’® In this instance, her
appearance resembles closely that of her goddess form, which she confirms when speaking with
Odysseus.!”” Athena makes herself known because she is able to meet with Odysseus face-to-

face, to help him plan the removal of the suitors from his house at last.!”®

In the meeting of Telemachus and Nestor at a sacrifice to Poseidon, her epithet yAavkdmig
bright-eyed signals that Athena is Telemachus’ true guide. In line with expected proper
behaviour, Nestor, Telemachus and Athena as Mentes offer prayers to Poseidon. The poet notes
that she fulfils the prayer herself “&¢ &p &merr’ Mpdro koi avty mavto tedevto.”!” Nestor,
Telemachus and Athena talk about the fates of many notable Achaean men, such as Agamemnon
and Odysseus, after the Trojan War.'® In her departure, Athena reveals her identity as a goddess

181

through her transformation into a sea eagle.'®’ She demonstrates that her powers of shapeshifting

are not limited to human shapes, but can also adopt the forms of animals.

Athena, like other immortals,'3? can send and manipulate the sleep and dreams of mortals. As
part of her role as protector of Odysseus’ family, Athena uses her powers to aid his wife,
Penelope. As the mortal woman struggles with mourning someone whose whereabouts are
unknown and his death unconfirmed, Athena brings peace and rest to Penelope. In one example,
Athena conjures a phantom of Iphthime, a woman that Penelope recognises, and uses the image
to sooth and comfort the woman from within her dreams.!®3 Similar to the potent power of

Helen’s draught that she puts in the wine of the men,'8% Athena provides temporary relief to the

173 She refers to him as Egive nérep, meaning father stranger. Hom.Od.7.48.

174 Hom.Od.7.48-71.

175 Hom.Od. 13.222, 13.237-49.

176 Hom.Od. 13.289.

177 Hom.0d. 13.299-301.

178 Hom.Od. 13.305-10.

179 Hom.Od.3.55-62.

180 Hom.Od.3.103fT.

181 Hom.0d.3.371-85.

182 The episode in the /liad of Hera tricking Zeus atop Mount Ida, with Hypnos’ help, and taking his attention away
from the Trojan war, is an example of another’s power (Hypnos) of sleep over others. See Hom.//.14.231{f, 352-53.
183 Hom.0d.4.796-841.

184 Hom.0d.4.220-21.
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Penelope’s troubled mind.'®> Athena has the power to temporarily control the powers of other
goddesses. To enable Odysseus and Penelope more time to reconnect after he has returned and
revealed his true identity to his wife, Athena delays the coming of the dawn in the morning,

represented as the goddess 'Haoc Eos (Dawn). !

In other texts, poets mention Athena and the possibility of her visitations with mortals. In an
example noted above, Anchises wonders if a goddess, such as Athena, Aphrodite, Artemis or
Themis, is standing before him.'®” This example implies Athena’s beauty, and implies that it is
not unknown for goddesses, like Athena, to visit mortals living in many places including the
mountains, as well as towns and cities, such as Ithaca. Unlike Circe or Artemis, Athena’s
associations with such spaces are connected through a person or people, rather than the physical
space. In another Homeric example, Persephone lists Athena as one of her companions in their
game of gathering flowers. Persephone’s account speaks to Athena’s beauty and the friendship
between the two maiden goddesses. This example reflects Athena’s youthfulness through the
description of their activity. They are gathering flowers and the verb nailw, fo play, adds to the

image of youth.

10 dhoog AOvng: Odysseus’ quiet contemplation and hope in Athena’s grove

Athena is seldom associated with natural spaces such as groves or forests, especially in
comparison to other characters in myth such as Artemis, the nymphs, or Calypso. However, her
association with the poplar grove in Book 6 of the Odyssey is significant because it relates
closely to her role throughout the epic. Nausicad introduces the audience to the grove of Athena
in her description of the routes that lead to her father’s house in the legendary land of Scheria.'®
From the analysis of the Nausicad’s dialogue, Haller argues that there are two possible routes
that Odysseus could take to reach Alcinods’ house: the more direct route through the city and
sanctuary of Poseidon, or via the longer route through the country and sea-side and Athena’s
grove. Haller sees these two possible routes as correspondents to a societal and economic
differentiation or division between the inhabitants of the city versus those of sea. This division

is, according to Haller, further revealed through Nausicad, who believes that to have Odysseus

185 The hiding place Odysseus uses at the end of Book 5 (Hom.0d.5.477) is the spot underneath two bushes—one of
thorn and the other of olive—under which Athena soothes him to sleep. Athena subtly guides him to a spot to sleep
where he is protected from the elements, as well as animals and human sight. See also Hom.Od.20.52-55.

186 Hom.0d.23.241-46, 344-48.

187 h.Hom.5.92-94.

188 Haller 2007, 143-44 notes the perceived parallel roles of Nausicad and Athena as guides to Odysseus, though
Athena is the overarching guide throughout his return.
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travelling through the city behind her wagon would incite rumours that she had found a potential

suitor, something that she currently wishes to avoid.'

However, 1 distinguish the route between two sacred spaces, set apart from one another:
Poseidon’s sanctuary, and Athena’s grove. There is another reason for the recommended route to
Alcino6s’ house, which includes a wait in Athena’s grove. Most of Odysseus’ misfortunes and
suffering that he endures are the results of his offences against Poseidon and his cyclops son,
Polyphemus.'*® Odysseus’ avoidance of the side of the city wherein Poseidon’s sanctuary lies is
in his best interests and is in favour of Nausicad’s wishes. As the gods are believed to visit their

temples and sanctuaries,'®!

avoiding Poseidon’s sanctuary is wise, in case Odysseus’ presence
near the sanctuary alerts the god to the hero’s arrival on the island.!®> Waiting in Athena’s grove
is preferred because the goddess favours Odysseus, and his use of her grove is unlikely to incite

negative treatment from her provided he treats the space appropriately.

The grove’s dedication to Athena is a deliberate signal to her divine assistance of Odysseus in
the narrative. Though known for her expert technical skill and knowledge of war, strategy,
weaving and sailing, Athena is not frequently associated with the environment in Archaic texts.

Yet, her grove is important to Odysseus’ return:

dnopev ayrlaov dhcoc ABMvng dyyt kekgvbov
aiysipov, &v 6& kpnvn vael, apel 8¢ Asumv:
&vla 0¢ maTpog EHod TENEVOS TEBAVIA T dAmN,
16660V Amd TTOAMOG, OGGOV T€ YéymVe Poncag.

You will find a beautiful poplar grove of Athena near the road; in it
flows a spring, and around it is a meadow; and there is my father's estate
and thriving vineyard, far from the city, as far as a person’s shouts can
be heard.'”?

One of the interesting points about this extract is that Athena is not tenuously linked to the

grove; it is a grove belonging fo her.'”* The poet makes special note of the tree type that

189 Haller 2007, 146-47. According to Haller, this allows Odysseus to approach Alcinods without assuming the role
of prospective suitor. Haller 2007, 149. However, contrary to Haller 2007, 149-50 there is no indication in the text
that Athena’s grove is under the cultivational rights of Alcinods, despite its close proximity to his estate. In other
textual evidence, the vegetation of some sacred spaces, such as sanctuaries and groves, were permitted to be used by
certain individuals or councils. See Dillon 1997, 117-18 for the legislative control and use of sanctuary vegetation.
190 As Zeus explains to the audience in Hom.Od. 1.68-75.

191 h.Hom.3.347-48.

192 Haller 2007, 151.

193 Hom.0d.6.291-94.

194 The grove is so called “kAvtov 8Acog... ipdv Adnvaing glorious grove... sacred to Athena.” Hom.0d.10.321-22.
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constitutes the grove. It consists of poplars (aiyelpdg), and Odysseus has had contact previously
with this tree type in Calypso’s garden.'”> As Calypso ultimately assists him with his onward
journey, it seems that Athena’s grove and the poplars are another sign intended to reassure both
the audience and protagonist that the grove is another pin-point on Odysseus’ journey
homewards. The surroundings of the grove, which are a flowing spring and meadow, contribute
to its sacred nature. As in the examples of Circe and Calypso, the appearance of the surroundings
are notable because there are elements that invite a goddess or god to visit. Though the landscape

is pleasing, the grove is so pleasant that it is qualified with the adjective dyAadc beautiful.'*®

In his study ‘Proper Behavior in the Odyssey’, Fuqua argues that a ‘cluster’ of words add an
emphatic note, wherein a cluster is “three or more words [that] are concentrated in a few
lines.”!"®” Though he studies different kinds of clusters that denote and describe social order and
behaviour, Fuqua’s analysis of clusters is useful in the study of Athena’s grove because it exists
in its own ‘cluster’ of landscape words. The cluster draws attention to the nature of the space:
dAcoc for her grove, a kpnyvn spring, a Aelpudv meadow, Alcinods’ téuevog interpreted as estate
and his dAwn vineyard. The emphatic meaning behind this cluster of words is to emphasise the
especially lovely and idealised landscape, as well as the grove’s importance in Odysseus’

journey.

There is another grove that acts as a marker point on Odysseus’ travels, which shares similarities
with Athena’s. This grove, too, is connected to a goddess. Before departing for his journey to the
Underworld to hear a prophecy from Teiresias’ ghost, Circe tells Odysseus that he will have
found the correct spot to leave his ship when he reaches a grove of poplars and willows that
belongs to the Queen of the Underworld, Persephone.!”® Persephone’s grove is also one of
poplars, with the addition of willow trees. The poet has purposefully designed that the two
groves used to navigate Odysseus’ travels are of trees the traveller recognises. Within the epic
thus far, these two tree types signal assistance. Previously, the willow trees have assisted
Odysseus to construct the raft he used to sail from Calypso’s island. The willow branches were

added as an outer layer to protect the raft from erosion.'” As reflected in the grove to Athena,

195 Hom.Od.5.64.

196 Hom.0d.7.291.

197 Fuqua 1991, 55-56.

198 Hom.0d.10.509-12. In Hom.Od.11.226-27 Persephone aids Odysseus when she sends the ghosts of women, the
wives and daughters of great men so that Odysseus may question them.

199 Hom.0d.5.256-57.
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the poplars of Persephone’s grove are also markers that confirm Odysseus is following the

correct route.2%

Odysseus’ use of Athena’s grove is simultaneously a logical progression of the epic’s storyline
and is instructional in the proper treatment of a sacred space. The poet, using Odysseus, provides
an example of the appropriate treatment of a grove and how a visitor or worshipper might use the
space. Firstly, a visitor may rest and find shelter. Groves are known to be used by travellers or

visitors as places to rest and enjoy, as Bowe notes.?"!

Secondly, the Odysseus episode in the
Athena’s grove signals that respect must be shown to the sacred area and the divine owner.
Odysseus shows proper respect to the Athena and uses the opportunity to pray to her. He
acknowledges her and asks for assistance, perhaps without realising that she has been his main
source of guidance all along. Odysseus displays proper behaviour as is expected in a sacred
space: he prays to the goddess, uses the grove for rest, and does not make any negative
alterations to the space or its vegetation.?> Not only could such alterations incite anger from

whomever cares for, owns or benefits from the space,?** but negative changes might incite anger

from the goddess.?*

Odysseus’ behaviour in Athena’s grove also reflects the influence the goddess has over her space
and her favoured mortals. In return for his careful treatment of the grove, Athena allows
Odysseus to temporarily find rest and shelter on his journey. Athena’s guidance of Odysseus has
led him to this sacred space, and he may wait there until he leaves to find Alcinods’ house. The
poet makes no mention of emotional turmoil, only that Odysseus seats himself down in the grove
and quietly prays to the goddess for assistance. Implicit in his prayer is hope. Odysseus thinks

that, although Athena has not heard him before, she might hear him now, and he is hopeful that

200 There is another poplar grove near an altar to the Nymphs on Ithaca that is used to mark a point during Odysseus’
travelling with Eumaeus where Dolius’ son, Melantheus, meets them. Hom.Od.17.208. Another place, though not a
grove, that poplar trees grow is found on Polyphemus’ island. These poplars mark a point that Odysseus and his
companions pass as they sail into a safe harbour, though the island and the inhabitants are not safe or welcoming.
See Hom.0d.9.141.

201 Bowe 2015, 275.

202 Hom.0d.6.3-321-27.

203 See Dillon 1997, 113-27, particularly 116 in which he cites inscriptional evidence (LSCG 37 and IG 1I? 2494)
refers to the punishment enforced upon those who removed any items (including wood from trees) from a sanctuary,
without the permission from its caretakers or regulators. Considering Athena’s grove is considered as sacred
landscape according to Hilditch 2015, 31, it is likely that there were rules in place for the proper treatment of the
space, though Homer does not mention them.

204 Callimachus has an entire poem dedicated to Athena and her use of natural springs. The poet describes the
beautiful location of her sanctuary, complete with grove (trees) and sweet-smelling altar. His poem has a warning
within: beware of transgressions against the goddess, even those who are among the goddess’ companions.
Callimachus writes of the Teiresias’ blindness, with which he was cursed after witnessing Athena bathing with her
nymph companions. See Call. Hymn.5.82.
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she will help him.2% The goddess neither answers him immediately, nor approaches him in the
grove;?% rather, Athena meets Odysseus, disguised as a young woman, on the outskirts of the

city at its outer wall.2?7

Athena’s association with groves and her role as protector surfaces in other Archaic poetry. In
Pindar’s poem, her association is connected to her role as protector of the townspeople in

Carmarina, Sicily:

ikov & Olvopdov kai [Télomog map’ evnpdtmv

otadudv, & moldoye ITadldg, deidet pév dhcog dy' vov 10
10 1€0V motapdv 1€ "Qavov gyywpiav te Alpuvay

Kail sepvovg OyeTovg, “Inmapic olotv dpdet oTpaTodv,

KOAAQ T€ oTadiov Oadduwny Tayxémc vyiyviov GAcog,

01 dpoayoviog dyov €g pAaog TOVOE SAIoV AoTMV:

Coming from the lovely steadings of Oinomaos and Pelops, city-
guarding Pallas, he sings about your sacred grove, near the Oanos river
and the country lake and sacred water channels, the Hipparis which
waters the people, quickly building a high-stemmed grove of sturdy
houses, leading the town's people from helplessness into light...2%

Playing with the imagery of a grove, Pindar describes the high-roofed houses as tall trees,
contrasting the visual impact of a tree-covered sanctuary with houses filling the spaces in
between the tree tops.??” It is inferred that Athena has guided the townspeople in their transition
from living in helplessness to light under her divine patronage, and the @icog is a thanks-
offering.'? It is interesting that in Pindar’s example, Athena’s grove is positioned near a town
and that the grove represents Athena’s assistance to the people of Camarina. These aspects,
including the grove’s location and purpose, are similar to Athena’s Homeric grove. It is tenuous
to suggest a direct continuity of the themes between the Homeric and Pindaric groves. Rather,
these two examples show that, through the association of Athena, groves of the goddess signal

the protection or assistance of her people.

Conclusion
The wooded landscapes of dAcog and YAn have special associations with the goddesses Artemis,

Circe and Athena in Archaic evidence. The divine personas of Circe and Athena signal that the

205 Hom.O0d.6.324-217.

206 Hom.Od.6.328-31.

207 Hom.Od.7.18-21. Nausicai refers to the city’s high outer wall (mbpyog DynAdg) in Hom.Od.6.262-63.
208 Pi.01.5.9-14.

209 Pi.01.5.13.

210 pi.01.5.14.
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landscapes which they own or inhabit as sacred. This sacredness is communicated through
adjectives such as iepd, or the denotation of space as an ¢Acog. Other characters’ perceptions of
the goddesses and their sacred areas changed when the relationship between goddess and visitor
develops. I demonstrated that the expression of divine female power manifests in the
surroundings that belong to that deity, and this has a significant effect on the emotions and
experiences of visitors. Through my focus on wooded landscapes, I drew important distinctions
between different types of wooded space, as well as the revelation of a goddess and her identity.
For example, in the analysis of the word DAn, there were key similarities between the goddesses
who preference the woods. Artemis and Circe were similar in their appearances and abilities,
such as the command over wild animals and their beauty. Athena’s association with dAcog

reflected her protective role.

In contrast to much previous scholarship,?'! 1 argued that Circe’s characterisation and influence
are complex and multidimensional. As part of a more balanced view and approach, I interpreted
her epithet Sewvn 0ed¢ as powerful goddess, *'> because it was more neutral in its connotations but
still communicated the powerful aspects of her divine identity. To use Yarnall’s expression,
Homer created a Circe who has different “shades”,?'* which exist in addition to her
transformative powers that she uses to both positive and negative effect. The negative
interpretation of Circe that scholars Roessel, Kent and Schein offer does not acknowledge that,
ultimately, the goddess uses her powers to assist Odysseus on his vdstog. Once sworn to present
no further challenges to Odysseus, the goddess creates an atmosphere of comfort, safety and
hospitality, which transforms the companions’ perceptions of the goddess, her home and
landscape. The changes in Circe’s house, and the way the men view her, evidences the emotional
and perceptual change that the men experience and demonstrate that Circe is a sophisticated

2 214

character. She is a goddess who lives within a sacred space and has “the right to live like one”,

as well as use her divine “feminine arts” when and how she chooses.?!?

In his portrayal of the Circe and Athena episodes, Homer reveals that he perceives a goddess’
connections to her sacred space and her awareness of a mortal’s visit. Accordingly, a person
must recognise inferiority in their relationships with the divine and the use of a goddess’ space.

Displaying this inferiority to the divine is crucial to receive help or positive treatment. It was

21T Hill 1942, 119; Parry 1987, 7; Roessel 1989, 34, citing Page 1973, 56-65; Schein 1995, 16-19.
212 Hom.0d.10.136.

213 Yarnall 1994, 11.

214 yarnall 1994, 11.

215 Brilliant 1995, 171.
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necessary that the mortal showed appropriate respect to the goddess and her space, as was shown
in Odysseus’ emotional plea to Circe and his proper use of Athena’s grove. In her grove,
Odysseus revealed his inferiority in a more subdued way by seating himself on the ground in
quiet prayer. There was no change in the relationship between Odysseus and Athena, so there
were no indications of change in the atmosphere of her grove. However, as Odysseus’ and
Circe’s relationship towards one another underwent changes, Circe added furnishings to her

house’s interior.2!°

Archaic evidence asserts that a person might recognise a goddess simply by looking at her.?!’
The analysis of Artemis and Circe reveals that the expressions of goddesses’ powers and
identities are reflected in various ways, including their physical appearance and voices. Circe
and Artemis are similar in their use of speech and sound, though the adjectives describing their

218 and

voices are different. For example, Circe was depicted with a beautiful singing voice,
Artemis cried out loudly during her hunt in the woods.?! The expression of their voices
influenced the atmosphere of the surroundings; the cries of Artemis in dance??° tied in with the
ringing out in the woods of her hunt which incited fear and caution.??! Though Circe’s singing
was beautiful, the adjective Aya qualified the impact of her singing as “emotionally piercing”,?*?
thus encouraging visitors to approach with caution. While Circe’s and Artemis’ use of sound
related to their divine identities, a defining quality of Athena’s divine characterisation that

identified her were her striking eyes as the 0gd yhavkdmic, bright-eyed goddess.**

The perceived transformations in the relationships with, and the perceptions of, goddesses and
their spaces supported my contention that goddesses have complex identities. Circe was the same

character throughout the episode, but the poet chose to reveal her complexity.

216 Hom.0d.10.348-72.

217 Cf. Anchises’ recognition that a goddess was standing before him despite her disguise, h.Hom.5.92-106.
218 Hom.0d.10.221.

219 Hom.11.16.183.

220 Hom.I1.16.183.

221 h. Hom.27.8.

222 As Yarnall 1994, 11 highlights in reference to the adjective Atya.

223 Hes.Theog.13; Hom.Od. 1.44, 80, 178, 221, 3.25.
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Chapter Six

Female Associations with Aypoi, Apovpar and Nopoi

Introduction
Fields (aypoti), fertile land (&povpar) and pastures (vopoi) are words associated with females in
ancient texts. These spaces depict females tending livestock and harvesting crops, which reveal
their practical involvement with the land. Poets represent and explore female beauty, sexuality
and experience through field landscapes. Similar to meadows and gardens, poets use imagery of
fields as metaphors for female bodies that are cultivated or have the potential for cultivation. In
this poetic, metaphorical use of landscape, cultivational activities in metaphorical fields
represent sexual acts in which women engage. In addition to the land as a metaphorical body,
poets also represent and explore female beauty, sexuality and experience through field
landscapes. To improve the understanding of female associations with landscape, I examine the
Greek evidence for both women’s practical involvement and the metaphoric, poetic

representations of females in fields.

The scholarly investigation of field landscapes and females is not new. Scholars present different
emphases including the practical and metaphorical associations of females and fields. Of
particular note is the research of Scheidel who presents a wide-ranging survey of women in
ancient rural Greece and Rome.! Scheidel’s method of analysis identifies texts that describe rural
women, and aims to interpret “the comments and silences of the ancient sources” about the
women who live outside the urban centre.? Scheidel finds that women’s practical work falls
under field labour and livestock shepherding.® Though he asserts that there is “little information”
about real women’s lives,* he acknowledges that important comparisons can be drawn between
literary depictions of female fruit-pickers and papyrological evidence that pertains to paid female
olive collectors.® Although Scheidel’s evidence corpus is wide-ranging, a re-examination of
ancient Greek sources shows that there is still much to explore within the scattered evidence of

women’s associations with field landscapes in text, particularly from a poetic perspective.

! Scheidel investigates literary evidence predominantly but has a section on Literature and Art. See Scheidel 1996,
5-8.

2 Scheidel 1995, 203.

3 Scheidel 1995, 202-217, Scheidel 1996, 1-10. The two papers, published a year apart, are a two-part investigation
of the rural women of Greece and Rome.

4 Scheidel 1995, 202.

> Scheidel 1996, 2-3 comparing Homeric women of the //iad on Achilles’ shield carrying grapes in baskets with a
papyrus from Egypt “that contains a contract of women who had been hired as porters during the gathering of
olives.”
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du Bois investigates the long-standing connection between the earth and the female. Much of her
work on this topic is centred on the chthonic and procreative aspects of the earth. Of relevancy
here is her identification of the “female primacy” of Gaia in Hesiod’s Theogony. Gaia is mother,
sister and wife of Ouranos, the mother of a race of immortals, as well as the earth from which
vegetation grows.% du Bois asserts that Gaia, along with Pandora, is representative of the earth
from which ceramic vases are formed.” According to du Bois, the earth and the female body are
vessels in which the male seed is hidden, germinates and is stored once harvested.® She finds that
the evidence betrays the subjugation of the earth and female under the male. However, the
evidence also shows female agency and positive associations as represented through

metaphorical field landscapes.

My analysis builds upon the research of Scheidel and du Bois, as it investigates both practical
female involvement (cultivation and livestock shepherding) and the metaphoric, poetic
consideration of females—bodies, experiences, beauty, transitions between maidenhood and
womanhood—in field landscapes. I also contest the idealised representations of secluded women
from prominent ancient males, such as Xenophon in Qeconomicus.’ Xenophon’s views are
intriguing, as he asserts for the necesscity of female seclusion indoors, but regards women as
trainable enough to develop a “masculine intelligence”.!® As Pomeroy highlights, Xenophon is
favourable of a wife, once trained and her “mental capacities cultivated”, to assume the authority
of managing the household. Rather than a strict hierarchy of male dominance and female
subservience, Pomeroy’s reading of Xenophon indicates that the ancient author might have
considered husband and wife’s roles as complementary.'! Certain scholarship champions the
ancient ideal of female seclusion and views female ritual performance as socially and culturally
transgressive, such as Detienne and Burkert.!? Goff also views female ritual performance as
transgressive and outside the everyday boundaries for women. She argues that the “[s]ources are
unanimous in their approbation of this ideal of female seclusion.”'® To argue that female
involvement in landscape and ‘public space’ is contra-normative or exceptional is to accept the

views of Xenophon at face-value, without consideration of other available evidence. It results in

¢ du Bois 1988, 42-43, 49.

7 du Bois 1988, 46-47.

8 du Bois 1988, 45-49.

% Xen.Oec.7.22.

10 Xen.Oec.10.1 (&vdpuct}, feminine form of Gvdpicog); Pomeroy 1994, 34.
! Pomeroy 1994, 36.

12 Detienne and Vernant 1989, 129, 144-45; Burkert 1985, 244.

13 Goff 2004, 1-2.
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the alienation of females who regularly participate in activities that exist outside male-presented

ideals.!*

Females in Aypoi: Cultivation and Physical Labour

Greek texts use dypdc to describe defined areas of land in which crops are grown, as well as
areas of grass and other plants. Aypoi fall under the ownership of people. These areas are
bounded and are often maintained,'> though maintenance varies according to the intended use.
The status of females in fields is explicit in certain evidence from the Archaic period. Hesiod is
clear about the type of woman a person should have for physical labour and cultivation:

GALG 6° Bvoya

ppalecdon yperdv te Mo Aytod T dAe@pnV.

O1KOV LEV TPMTIOTO YOVOIKA T fodV T dpotijpa, 405
KTNTV, 00 yapet)v, §Tig kol fovsiv €notto.

My advice will show you what you need to be free of and avoid famine.
Firstly, a house, a woman, an ox for ploughing, the woman being a
female slave — not a wife — and she would follow the oxen.!

Hesiod clearly distinguishes between a wife (yopetn) and a slave (yovn, xtntm), and it is
interesting that he argues for the need of a female slave. Exact details about the slave’s role in
ploughing are not provided at this point in the text.!” However in lines 469-71, Hesiod directs
that a slave should follow behind with a mattock to hide the freshly sown seeds from the birds.'®
It is likely that this slave performs the role that Hesiod introduces in lines 403-6; the female
slave who follows the plough with a mattock. Hesiod and the person he instructs are to assume
the role of directing the oxen and plough.'” Clearly, the female slave is important in the
ploughing process, because she is responsible for covering the sown seeds, which, if performed
well, results in the household remaining free of famine.?’ Hesiod’s yovy is a slave and he might
also intend for her to undertake the labouring activities, such as harvesting crops, storing the

produce and shepherding the oxen.?!

14 Scheidel 1995, 202-217 and 1996, 1-10 for the recognition that women were involved in outdoor activities in
everyday life and an analysis of their tasks.

13 Thphr.Chr.10.8: the control of access to the owner’s fields and the maintenance of boundary markers. See Chapter
Two for the text and candidate’s own translation.

16 Hes.Op.403-6.

17 Scheidel 1996, 1 points out that the text does not state explicitly the role of the slave woman. However, Hesiod is
clear that she was involved in the physical labour of ploughing.

18 Hes.Op.469-71.

19 Hes.Op.467-69.

20 Hes.Op.473-78.

21 Such examples do appear in Hesiod, see Hes.Op.597-603. h.Hom.5.119-20. Scheidel 1996, 1.
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Hesiod argues that a female slave is well-suited to undertake field labour. However, Classical
evidence describes that women of different social levels participate in field labour. In one
example, Demosthenes is explicit that women of wealthier families and higher socio-economic
status must also find work in the fields. Lamenting about the state of affairs during periods of
hardship in the fourth century B.C., he notes that women must take up more work in order to

survive:

TOAAG SOVAKA TPAYLOTO TOVG EAEVOEPOVG 1) Tevia PraleTon TOlElY, £
oic 8Aeoivt’ &v, @ &vdpeg ABnvaiol, Sucardtepov, | TpocamollHovTo.
¢ yop Eymy’ akobvm, moAlal kol Trthal kol Epdot Kai TpuynTpLon
veYOvaG VIO TAV THS TOAEMG KAT £KEIVOLG TOVC YPOVOLS CLUPOPHDY
aoTol YOVOIKeES, TOALOL &° €K TEVHTMOV TAOVGLOL VDV.

There are many servile acts that the free people are forced by poverty to
do, for which they should be pitied, o Athenian men, observers of
custom, these customs which they are destroying! Of these, I can tell of
many women who are wet-nurses, day-labourers and fruit-pickers, as
gradually more of the city’s people are caught in that period of
misfortune, the citizen women too; but many women who were poor are
now wealthy.??

Demosthenes appears to be most distressed that his views of social levels and the appropriate
work for each is being put into disorder. Many more women are undertaking tasks and activities
that he associates with the lower classes, such as wet-nursing (tut0ai), labouring in the fields
(8pBoy) and fruit-picking (tpuyntpon). He seems upset also by the fact that the poor are not
remaining poor but are growing their finances, perhaps because their usual areas of work are in
higher demand or are still required during times of hardship. Despite Demosthenes’ judgement,
his account reveals that many women, which now includes the elite, participate in cultivation as

gp1Bot and tpuynTplot.

Other evidence reveals that women are involved in both childcare and field labour. Plato
considers the impact of a law that could be introduced that compels nurses to carry the children
under their care until a certain age. If this law is introduced, it would mean that these women
would legally have to carry children with them everywhere, including ... 1§ ©pog dypovg 7} Tpdc
iept §| pog oikeiovg fo the fields, the temples and to their families....”** Plato shows that women
are involved in multiple roles, which take them to three socially and culturally important

places—the fields, religious buildings and familial homes.

22 Dem.57.45.
2 Pl.Leg. 789%%.
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There are different tasks required of women who work in fields, and these activities fall into
different groups such as harvesters, produce collectors or pickers.”* These women, regardless of
social or economic backgrounds, are viewed as labourers for the tasks they undertake.
Demosthenes is not pleased by the fact that many women are undertaking tasks that he would
delegate to the lower classes. Though he speaks generally of the tasks they undertake, women
are day-labourers, meaning they work in the fields. Their tasks in the fields vary depending on
the season, but it is plausible that women are involved in sowing, harvesting, winnowing and
storing produce. Demosthenes notes that women are fruit-pickers (tpvyntpw a female harvester
or collector of fruit), which is a word used for workers in vineyards* but could also apply to
collectors of other produce.?® The masculine form, tpvyntip, appears in the TLG’s textual
records 9 times; the feminised form tpvynTpla appears 5 times. Considering that Demosthenes
uses the feminised form of tpvyntp, women as harvesters or fruit-pickers are common enough

in Athens during the fourth century B.C to warrant a feminine form of the noun.

Female workers collect produce from and tend to fields, which are important activities that
contribute to cultivation. Magnes has a lost play ITodotpia, for which only the title remains.?’ A
modotplo. might be a weeder or herb-cutter,”® work that is suggestive of field caretakers or
labourers. Archippus differentiates between knmwpoc?® .. .xai Taic yovoi&i tpocétt toic moasTpi
i and for the women who are weeders.”>® The word appears in the TLG corpus a total of 26
times, with no masculine form for a male worker. A related field labourer is a mopaparic,’! a
gleaner who follows the workers known as reapers. The noun, mopapdric, appears 12 times in
the TLG corpus, though only twice in the period relevant to this study (once in the fourth century
B.C. and in the third century B.C.). [Tapafdatng appears more frequently with a total of 26 times,

though this higher usage is understandable considering its denotation.?? In Theocritus’ Idyll, the

24 Heracleid.Lemb.Fr.53.

25 “rpuynthp” s.v. LSJ online 2017. The masculine form occurs 9 times in the TLG corpus, while the feminised form
only 5 times.

26 Ath.Dei.13.567e.

27 Magn,fr.5.

B “modoTplo’” s.v. LSJ online 2017.

2 (Aeolic form of knmovpdg gardener).

30 Archipp.fi.44.

3 “mapofdrig” s.v. LSJ online 2017. This word appears 12 times in the TLG corpus, though only twice in the period
relevant to this study (once in the fourth century B.C. and in the third century B.C.).

32 The feminised form of mapapéng seems to have substantially different denotation from the masculine. The
masculine form is translated in the LSJ as ““... one who stands beside... the warrior or combatant who stands beside
the charioteer” (“mopofdrng s.v. LSJ online 2017). ITapafdng appears in no way related to nopofdrig gleaner,
except that both refer to people who are on foot and accompany others involved in an activity.
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main speaker recounts his short conversation with Agroeo about a woman, a KoGKIVOUOVTIG

sieve-diviner and mapofdric:

gime Kol AYpotd TEAOL0 KOGKIVOLLOVTIG,
0 pav molodloyedoa mopaPartic, obvek’ £yad uév Tiv dAog EyKeuat, TO
O pev AOyov ovdEva TTotH.

And Agroeo, a sieve diviner, earlier when she was a gleaner gathering
wheat into sheaves, said to me that [ am completely wrapped up in you,
but you are without any kind of regard for me.>*

Agroeo collects the crop—probaby wheat or grain—behind the reapers. There is no indication of
her age or economic background, but it is clear that she regularly participates in the harvest

because she is called mapopdric gleaner.’® Even her name points towards a rustic setting.3

Other texts note women who, like Agroeo, participate in the harvest. Timocles writes of a man

who bewails the fact that a worker woman does not want him:

domep kal OpnvdV TIc adTov mapdyetal Ko TporAéovg €v Neaip:
AL &Yy O duoTLYNG

dpHvng €pacbeic, vik™ Tt TV KATTOPLY

ovvéleyev obmm T glyev doomep VOV ExeL,

TOUTOAL" dvadiokmv €9 €kdote TG OOpag

amekAelounyv.

On this account, Timocles in Neaera introduces someone before him
who is bewailing his own situation:

The man says, "I am the unlucky one. I desired Phryne passionately,
when she was gathering capers and did not have as much as she does
now. I spent so much time locked out at her door.”’

In Timocles’ poem as in Theocritus’ Idyll, the woman is a labourer. Like the poor in
Demosthenes,*® Phryne has managed to better herself financially and circumstantially, which the
man notes perhaps as a way of indicating that he liked her regardless of her circumstances.*

Considering Timocles’ fragment forms part of Athenaeus’ collection of ‘“courtesans’

33 The exact details of ancient coscinomancy is unknown, though Arnott 1978, 27-32 offers an interesting
exploration of the practice through an analysis of and comparison to the modern Greek practice of a KooKwvopaVTIG.
34 Theoc.3.30-32.

35 Theoc.3.31.

36 See the entry “&ypoikog” s.v. LSJ online 2017. However, this might also be a jibe at Agroeo, as the word &ypoikog
is used to mock a character in one of Theocritus’ other /dylls. See McClure 2003, 268.

37 Ath.Dei.13.567e.

38 Dem.57.45.

39 Ath.Dei.13.567e.
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witticisms”,* there is an erotic, sexualised element identifiable in Phryne’s caper collecting. The
field as a place of sexual innuendo and experience exists elsewhere in the ancient evidence,*! and
it is possible that Phryne’s caper gathering has sexual overtones. Henderson identifies the verb
tpuydw gather in (fruit, produce, crops) as connoting sexual intercourse through “agricultural
terminology” in Attic Comedy.** The verb denoting Phryne’s caper collection is cuA\éym bring
together, collect, gather, not Tpuydw. However, there is the implication that she is a prostitute,*
and given the amorous attention the man pays her and the cultivational setting of Phryne’s
activity, it is possible that her caper collection may connote erotic practice. Viewed in this erotic
way, Phryne’s activity shares similarities to Persephone’s and her friends’ sexualised collection

of flowers,** though Phryne’s version is about an adult woman.

After the crop has been harvested and gleaned, women are involved in the treading and
winnowing of the collected cereals. Though both female and male labourers also participate in

these processes, Hesiod advises about the use of a female slave for a particular purpose:

_Apwoi &’ Emotphvely Anuntepog iepov akTnv

Swépev, e0T’ dv mpdTa povii cOEvog Qpimvoc,

YOPW® €V EVAET Kol EVTPOYAAD €V AAWT.

néTp® & v xopicacOon &v dyyeotv: adtap émnv &1 (600)
navta Plov kotadnot Emdppevov Evoobt oikov,

Ofitd T’ dowov moteiobon kai drexvov EpBov

dilncBar kéhopar: yaAenn o° vomopTIg EPOOG:

Order your slaves to thresh out Demeter's sacred cereal, when Orion's
strength is first seen, in a well-ventilated place with well-rounded
ground. Gather it well, measured in storage vessels; once you have
properly laid out all of your livelihood inside your house, dismiss your
hired labourer and look for a childless servant to direct, as a nursing
mother who is a servant is difficult.*

According to Hesiod, a person should have slaves to winnow and guard the grain. Whilst the

hired labourer might be male,*® the other examples above show that women are hired labourers

40 The label that McClure 2003, 259 gives to Ath.Dei. 131f.

4! Demeter and Iasion in the “veid &vi tpumdAg thrice-ploughed field”, from which Demeter conceives and gives
birth to Ploutos. Hes.Theog.971, Hom.Od.5.127.

42 Henderson 1975, 167 n.287.

43 That she is a prostitute is implied because Athenaeus includes Timocles’ Phryne alongside a discussion of
prostitutes. But she may also have been the ‘Phryne of Thespiae’ who offered to finance wall constructions in
Thebes and for whom a golden statue was erected. See Ath.Dei.13.567a-e.

4 h.Hom.2.5-18; Deacy 2013, 399, 408-9.

45 Hes.Op.597-603.

46 Hes.Op.602.
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and perform such cultivational tasks.*” Along with a childless servant, Hesiod advises to acquire
a guard dog, so that the servant and dog can keep watch over the stored grain together.*®
Preferring a servant over a hired labourer for the task of guarding the store means that the owner

does not spend additional money for the continued hire of the worker.

All of these sources—Demosthenes, Timocles, Theocritus and Hesiod—describe mortal females
and their various activities in real and metaphorical fields. There is other evidence that
demonstrates goddesses associate with fields, which provides interesting insights into Greek
concepts of females and fields. Goddesses, including Demeter and Gaia, have their own, unique
connection to fields, and the growing and harvesting of crops. Hesiod refers to the collected
harvest as “Anuntepoc iepov axktv Demeter’s sacred cereal,” though dxtiv could also refer to
the seeds or heads of standing crops.*’ It is inferred that the grain ultimately belongs to Demeter
because she allowed it to grow and permitted its harvest.’® Poets share similar themes in their
concepts about field produce (“épodpng kapmdc fruit of the field”’)’' and the involvement of
goddesses. Herodotus, like Hesiod, prescribes ownership and attribution of the crops to Demeter,

9952

labelling them as, “Anuntpog kaprodg Demeter’s fruit.”>= To Hesiod, the fruit (kapmdc, axtv) of

the earth, given to people from Demeter, is Biog /ife, interpreted above as /ivelihood. Conceiving
of the physical crop as a person’s livelihood reveals the cereal’s importance, as nourishment for

the body, and the means of life and a living.>3

In other examples, goddesses are the fields, and the plants are manifestations of the goddesses’
bodies. In the Homeric Hymn to Earth Mother of All, the poet sings of the beautiful gifts that the

goddess gives to those she favours:

0 6’ OAP1oc Ov ke oL Boud

TPOPPOV TNoNSG T® T debova Thvta TapECTL.

Bpibet pév oev dpovpa @pepéaPiloc, o€ Kat’ Aypovg

KTveSty e0ONVET, oikoc &’ dumimloron EGOAMY- (10)
avtol &’ edvopinot TOAMv KATo KaAAyHVOIKa

KOpavéovs’, OABog € ToADG Kol TAoDTOC OTNdET

Toideg O° E0PPOGVVT VEOONALT KLOIOMGT,

napBevikai te yopoig pepecaviioty Dpovi Oupud

47 Athenaeus, citing a fragment of Aristophanes, remembers that there was a particular song “... T®V TTIGGOVGHY
AN T1G. .. sung by the women who winnow grain.” Ath.14.10.29.

8 Hes.Op.604-5.

49 “grtqv” s.v. LSJ online 2017, 58.

30 h.Hom.2.305-10, 350-55, 470-3 support this hypothesis.

S Hom.11.6.142.

52 Hdt.1.193.

33 Hes.Op.601.
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naiCovoal oxaipovst kat’ dvOea poibakd woing, (15)
ol¢ Ke oL TynonG oepvn Bed Gpbove daipov.

Happy is he whom your heart earnestly honours, and all he has is
plentiful. His tilled, life-giving fields are heavily laden with fruit, and he
abounds in flocks and herds, and his house is full of good things. These
men rule in well-ordered cities with beautiful women, and much
happiness and riches attends them. Their sons are cheerful in their
youthful elation, and their maiden daughters, in flower-carrying dances,
are cheerful in spirit as they playfully skip over flowers in soft grass
fields; and so, it is for those people that you honour, revered goddess,
plentiful divine being.>*

The Hymn is useful for two reasons. Firstly, the poet attributes to Gaia the powers of a fruitful
land that grows food and wildflowers, and feeds animals. For the current study, the poet provides
an association between the goddess and grassy field. Secondly, it reveals that the town’s
daughters enjoy and use the grassy fields. They enjoy yopoi epepavOvc flower-carrying dances.>
Considering that the land is grassy (mwoa), the fields that Gaia blesses might be pastures for

animals, as well as a place to play and dance.’¢

Hesiod’s Demeter performs a similar role to the Homeric Gaia in her giving of “névta Biov all of
[vour] livelihood”,”’ the cereal being the staple food of life, and the field as part of that
livelihood.’® These texts suggest that a goddess shows her love or favour for humans in the
giving of crops and the land intended to foster human livelihood. For example, Gaia in the Hymn
bestows on those she honours good harvests and lush landscape for livestock.’® Hesiod, prior to

his instructions regarding winnowing the grain, emphasises the importance of Demeter’s favour:

AL OV Y’ NUETEPNC LEUVNLEVOG OUEV EPETUTC

gpyalev, [Tépon, diov yévog, dppa oe AYog

ExOaipn, Aén 0¢ 6” voTéPavoc Anuntp (300)
aidoin, PLotov 8¢ eV MUTATOL KOAV:

So, always keep in mind our command and continue labouring, Perses,
you of noble family, so that famine detests you, and revered,

>4 h.Hom.30.7-16.

35 h.Hom.30.14.

3¢ h.Hom.2.417, 425, h.Hom.30.14.

37 Hes.Op.601.

58 In Hymn to Demeter, Demeter’s refusal to allow the seed to germinate and grow into crops almost brings about
the destruction of humankind, cited in h.Hom.2.352-53, 450-55. A similar sentiment of the produce and the field as
a household’s livelihood is expressed in Aesop.42, as well as evidenced in Odysseus’ connection to and knowledge
of his father’s garden in Hom.Od.24.335-44.

59 Odysseus kisses the earth, which the poet calls (eidwpog Spovpa, fiuitful land. Hom.Od.13.354.
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beautifully-garlanded Demeter loves you, so that she will fill your
granary with the substance of life.®

It is to Demeter that Hesiod directs humans to keep labouring and to remember that it is the gods
who give health and success to a person’s life. In Hesiod’s view of fields and the production of
crops, Demeter is the goddess whose favour a person needs. The way Hesiod expresses himself
in this extract, it is though Demeter herself will assist with the work that fills the granary, such as
harvest, winnowing and threshing.®! Her role as life-giver is shared with Gaia because both

goddesses represent the earth, plant life and provider of livelihood.%?

In his fifth or fourth century text Airs, Waters, Places, Hippocrates discusses the region of Asia,
its climate and land. He presents the concept of earth as a living being, and personifies her

through the attribution of allowing wild plants to grow under her care:

... TG & ®poio aTot
TOAAG €01KOG YiyvesOat, 0KOoO T€ Amd GTEPUATOV, Kol OKOGO AT
Y1} Gvadidol uTd: ®V ToioL Kaproiot ypéovtal AvOpmmot, NUEPODVTEG
€€ aypilov, Kol &g EMTNOEIOV HETAPVTEOVTES

...Here the season's fruits will be plentiful, many from seeds, and just as
many from plants that the earth gives out herself; these fruits which
people receive, from the wild they will cultivate, and transplant them to
somewhere suitable.®?

Hippocrates talks of the people who sow seeds and transplant wild plants to cultivated plots,
which reveals a close relationship between people and their surrounding landscape. Most
interesting for the analysis of women and landscape is the personification of earth. Earth, the
land from which the wild plants grow, is personified using the verb dvadidmu.** The goddess is

the earth, consists of earth and gives out crops from her earthen body.

0 Hes.Op.298-301. Verdenius 1985, 154 interprets Biotov as a “means of living”, the ‘substance’ on which
humankind lives. See also his notes on Biotov in Hes.Op.167.

¢! Later evidence from poets the Greek Anthology reads in a similar way, as though Demeter and the Seasons will
tread in the furrows where the seeds are sown so that the crops grow. See Zon.6.98.

62 du Bois 1988, 43, 49-52, 55, 57; Lefkowitz 2007, 14, 18, 22-23.

% Hippoc.4ér.12.20-23 (TLG).

% Willi 2007, 169-70; Hippoc.4ér.12.20-23 (TLG).
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Females of the Apovpau: Fertile, Tillable Land
The connections between women and &povpot share similarities to dypoi, as these spaces have
similar denotations and connotative imagery.®> The word @povpo signifies an area of fertile,
tillable land with rich soil and lush growth of wild plants and cultivated crops. Depending on the
context in which it is used, &povpa is interpreted as field or plot.5® The word is associated with
concepts surrounding processes of life including growth and birth, through references such as

“Gpovpo. pepéoProg life-giving tilled land.”®"

Apovpar grow vegetation such as flowers. For example, Sappho includes in a fragment
“molvaviépoig dpovpaig richly flowering fields”,°® conveying a scene similar to a meadow or
grassy field covered in wildflowers. In a fragment attributed to Anacreon, the extract refers to a

field of hyacinth flowers:

10 Vokwv[0ivag dplovpag
{Jva Kbmpig éx Aemadvav
_..]'[.]o[g k]atéonoev inmovg:

... the fields of hyacinths, where Cypris confined her horses
unyoked...%

In the extract above, the @povpor are pastures or paddocks for Aphrodite’s horses, and the
hyacinths are presumably spread far over the fields. The land is untilled, though &povpa suggests
that the land is tillable and fertile,”” meaning that it would be suitable for growing crops. The
fields are bounded, as the verb xatadfm indicates that the horses are confined to the area. Their
confinement is necessary, as they are “éx Aemddvov” unyoked.”' The Aémadva are leather-made
equipment. The fields’ feature fertility, lushness and beauty, which connect @dpovpar with
goddesses.”> Anacreon’s imagery of fields bursting with hyacinth flowers shares the same
abundance of flowery, blooming growth as Sappho’s poetic landscape.”® Anacreon associates the

hyacinth fields with Aphrodite and imagines her horses roaming free in their fields, which adds

%5 E.g. Theognis uses the adjective edavOng to describe his dypog (Thgn.1199).

% For a more complete discussion of the denotation of the word, see Chapter Two “@povpa’” section.

7 h.Hom.30.9.

8 Sapph.96.11.

% Anacr.1,1.7-9 (P.Oxy.2321).

70 Cf. Theoc.18.28.

"1 Anacr.1,1.7 (P.Oxy.2321).

72 In another of Anacreon’s poems, a girl assumes the persona of a filly and the poet a potential experienced ‘rider’.
See Rosenmeyer 2004, 170-71 for the text in translation and an analysis of the playful girl/horse imagery.

73 Sapph.96.11.
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sensual and playful tones to the extract.”* Through this association with Aphrodite, the &povpor

adopt the connotative aspects of Aeyudveg meadows and sexuality.””

Poets connect goddesses with dpovpat in metaphorical ways, using the cultivational life as a
frame through which to look. A poem or song becomes a field or cultivated plot, and the
performance or composition of the poem is represented as the labour that cultivates the area. In
this kind of metaphorical field, the owner, under whom the poet labours, is a goddess or
goddesses. Pindar draws an image of a fertile field in his opening of his sixth Pythian Ode,

wherein he and whoever he imagines as his companions are,

o M. EMOmS0g A’ poditag
apovpav 1| Xapitov
avamoMlopey. ..

... ploughing the field of quick-glancing Aphrodite and the Muses...”°

Pindar’s Ode is the tool with which he ploughs, labouring in the field of Aphrodite and the
Muses, to whom he is a servant or labourer. Through this analogy, he recognises and honours his

divine patrons and inspirations, dedicating his song and success to them.”’

In a Homeric example, the poet engages with the fertile connotations of @povpa. Like

Hippocrates® Earth that gives out seedlings,’® Homer sings of the birth of Erechtheus:

018 &p’ AdMvog elyov &bkrtipevov mroAisdpov
> dfjuov ‘Epeybijog peyainropog, dv mot’ Abnvn
Opéye A10¢ Buydnp, téke 6¢ Leldwpog dpovpa,
Kad & &v ABMvc gloev €O &v miovi vnd-

And they who held Athens, the well-built city, the country under great-
hearted Erechtheus, who Athena, daughter of Zeus, once raised, though

74 The image is similar to the analogy of Callicice, Cleisidice, Demo and Callithoe, the four beautiful daughters of
Celeos in Eleusis, portrayed as deer and calves leaping in meadows, in h.Hom.2.174-78. The inclusion of the
hyacinth flower links with the sexual, sensual atmosphere of the fields, much like the sexual connotations of
Sappho’s hyacinth flower which are not playful but sorrowful (Sapph.105c).

75> Deacy 2013, 398. As the &povpat, which share similarities to Aeyudveg, are used by a goddess, the pure,
untouched aspect of a meadow does not apply in this example, not because the area is not strictly a Aeipumv, but due
to the fact that divine use of such spaces does not infringe on the pure or untouched quality of meadows. Cf. Hermes
pasturing the stolen cattle of Apollo in a meadow, in h.Hom.4.103-107.

76 Pi.Pyth.6.1-3.

77 It is a similar method of dedication that the poet of the Homeric Hymn to Apollo uses in h.Hom.3.20-21 (above).
78 Hippoc.4ér.12.20-23 (TLG).
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the life-giving earth birthed him, and Athena placed him in Athens, in
her own wealthy temple...”

Instead of yaia or yi), Homer uses dpovpa for the earth from which Erechtheus is born. Despite
using a different noun, the implication is similar. The fertile dpovpa earth, described as (gidmpog
life-giving, produces a living being, Erechtheus, in the same fashion that seeds and plants grow
out of the soil,** or Gaia’s birthing of the Erinyes, Giants and Meliai-Nymphs.?! In this example,
similar to the earth in Hesiod and Hippocrates, Homer personifies épovpa through the adjective
Celdwpog and verb tiktw, the latter which has the literal meaning of bring into the world.

Following Homer’s personification of &povpa, I have interpreted tikto as fo birth.%

Aside from the fertile aspect of dpovpa, poets use the word adjectivally to describe women and
their connections to land and the country, though these associations are not necessarily
positive.> This use of dpovpain connects with the earthen, rural setting of a field or land

expanse, but does so in a derogatory sense.?*

Females of the Nopoi: Pastures and Life with Animals
The noun vouodg denotes a place, such as a grass field, for pasturing and nurturing livestock.
Nopoi might be enclosed or open.®> Poems provide instances of females and their connections to
pastures and associated activities. Pastures, both the physical and metaphorical, are places in
which poets explore ideas surrounding female beauty, value and identity. The Homeric Hymn to
Aphrodite portrays the goddess as she approaches Anchises and he asks about her origins and
parentage. Aphrodite tells Anchises that her father is Orteus, lord of Phrygia.®¢ Adapting aspects
of Persephone’s abduction in the Homeric Hymn to Demeter and Zeus’ abduction of Europa’s in

Hesiod,?” Aphrodite describes,

oAl 0& vOpeot Kol TapOévotl aApesifotan

nailopev, auei &’ dUAOC Ameipltog E6TEQAVMTO" 120
g&vlev W fpmate ypuoodppamic Apyelpovng,

TOAAG O &m” fiyayev €pya kKatabvntdv avOpodTmv,

7 Hom.11.2.546-549.

8 Hippoc.4ér.12.20-23 (TLG).

81 Hes.Theog.183-186.

82 Hom.11.2.548.

8 Ar.Ra.840 and the joke about Euripides’ mother.

8 McClure 2003, 268; Roselli 2005, 7-8. Though Roselli 2005, 10 suggests that the woman may not be Euripides’
biological mother, but his step-mother, i.e. the woman that his father is seeing.

8 For example h.Hom.5.78; h.Hom.3.20-21. In Pindar’s Olympian Ode 7, the poet speaks of an entire island as a
vouos. From the use of pasture, the image of the island is one of lush, green, grassy landscape. See Pi.O/.7.33.

8 h.Hom.5.111-12.

87 h.Hom.2.417-33 (Persephone); Hes.Cat.19 (Europa).
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TOAAV O dKANpOV 1€ Kai dxtitov, fjv o0 Ofjpeg
DOUOPAYOL POLTDOL KOTO OKIOEVTOC EVODAOVC,
000¢ ool Yavoely 60Kovv Puotloov aing: 125

Many of us nymphs and maidens were playing, who bring in oxen, and
an immense throng of people were circling around us; then he, the
slayer of Argos with a wand of gold, snatched me up,

and he carried me over many mortal people's inhabited lands,

and over many unowned and untilled lands, through which there were
beasts of prey, carnivorous, roaming about shadowy dens, I imagined
my feet would not touch life-giving earth again.’®

This time, the abductor is Hermes and he carries Aphrodite over many lands, including fields
tended by people and those unowned and uncared for. ¥ Like Nausicad,”® Aphrodite presents
herself as the daughter of a lord, and as a member of an important and socially significant
family. Though Aphrodite is not the mortal woman she pretends to be, her adoption of this
identity conveys some interesting aspects, namely the metaphorical activity to “bring in oxen.”
The text uses an image associated with shepherding oxen to comment on the girls’ value in
marriage. Aphrodite pretends to be the daughter of a wealthy lord and is among a group of
beautiful girls, vopeot kai mapBévor, all of whom are worth many oxen. She communicates her
value and the fact that she has many suitors to Anchises through the adjective dipecifowat. To
add to their desirability, Aphrodite says they are playing (mail®), which may speak to their
sexual maturity.”! This example adapts a motif extant in poetry dated to the eighth to sixth
centuries B.C., that of the young maiden who is abducted by a male whilst she enjoys the

landscape with (or without) her companions.

Kopau giris are portrayed in the roles of animal caretakers. In one of Theocritus’ Idylls, a young
female goatherd, Acrotime, has a short love affair with a young male cowherd, Daphnis. She is
evyevng well-born, the adjective with which she describes Daphnis and applies to herself, though
Daphnis already knows the name of her father.”> The Idyll opens with Acrotime and Daphnis

mid conversation (the text is fragmented), with the former rebuking the latter and his advances.

8 h.Hom.5.119-25.

8 h.Hom.5.121-25.

%0 Hom.Od.6.17.

% h.Hom.2.416-28; Hes.Cat.19. Referenced in later evidence, e.g. Str.6.1.5, the ritual imitation of Persephone and
gathering flowers, see Burnett 1988, 144. See Deacy 2013, 395-413 for an exploration of the various encounters of
women, female desire and sexuality in connection to the meadow landscape; Longenecker 1997, 3 summarising
Griffin 1978 argues such scenes pertain to “[a] pornographic” aspect, a “place in male imagination.” Rosenmeyer
2004, 169 views also their playfulness as representative of a girl’s life-stage which precedes sexual maturity.

92 Theoc.27.43-44.
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The way in which they speak indicates that they have seen each other before. The extract below

is the last nine lines of the poem, after much discussion between the pair:

AA. GALQ yovi) unTNp TEKEDV TPOPOS, OVKETL KOPO.

“Q¢ ot p&v yrogpoio iovouevol LeAEEGY (66)
A0S Y1B0p1lov. AvIeTATO POPLOC ELVY.
YA L&V AvEYPOUEV TAMY ECTIYXE LAAC VOLEDEY
Supacty aidopévotg, kpadin 6€ ot Evdov iavon:

0¢ 0’ €ml Tavpeiog ayEAag KeXoPNUEVOS EVVOC (70)
flev. (71b)
Aéyvooo tav cvpryya Tedv Ay, OAPLE TOLUAY- (72)

TV & ad Toyvey@V ETEPNV oKeEYMUEDN LOATAY.

Daphnis: Wife, mother and nurse of the young, no more a maiden.

Like this, they whispered to one another, taking delight in their
blossoming bodies. Their secret bed was made. So, she rose and walked
back to pasture her sheep with an ashamed expression, but she was
delighted in her heart. And he, delighted about their secret bed, went to
his herds of oxen.

Take back your pipe, fortunate shepherd, and we will think of another
shepherds’ song to sing of.%3

In this extract, Acrotime is pasturing (vopuedm) a herd of oiysc goats nearby Daphnis’ herd of
tadpot bulls. Though her exact age is not given, it is plausible that she is a young woman
because the poet uses the noun kdpa (Doric form of kovpn and the Attic k6pn)** meaning girl or
maiden to describe her.”> This same noun denotes Persephone in the beginning of the Hymn to
Demeter,’® thus the girls are conceived of as similar ages or life-stages. Theocritus uses the
setting of shepherding to mark Acrotime’s transition from maiden to woman, portraying her as a

young woman at an assumed age for marriage and sexual activities.

There is another area that is related to work with animals, provided in an extract from the
Odyssey, though it is not directly associated with pastures. Nausicad, the daughter of Arete and

Alcinods, drives a wagon pulled by mules and is masterful in her handling:

N &’ &Ehafev pdotya kol qvio oryaddevTa,

93 Theoc.27.65-73.

9 “dpa” s.v. LSJ online 2017.

%5 Theoc.27.65.

% To her friends in h.Hom.2.5, Persephone in h.Hom.2.8.
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péotiEey 8 EMdav: kovayn & v NUdvoriv-
al o’ Guotov Tavbovto, PEpov 8’ €o0fiTa Kol o ThY,
oVK oinv- Guo Tf Y& Kol aueimoAot kiov GAAL.
al o’ Ote o1 moTapoio POOV TEPIKAAAE’ TkovTO, (85)
&v0’ 1 To1 TAvol oo énnetavoi, ToAd & Hdwp
KOAOV DTEKTPOPEEV AL TTEP PLTOMVTA KaBTjpa,
&vO’ ai v’ fuovoug PEV HTEKTPOEALGOY ATTNVNC.
Kol TOG eV oeDAY TOTAUOV PO OVIEVTA
TPOYEW AYPOOTIV pLEAMOEa: (90)

So she seized the whip and glittering reins, and whipped the mules to
drive them forward; there was the sound of the mules as they galloped
swiftly, carrying the clothes and the girl, who was not alone. For she
went out together with her handmaids. When they arrived at the very
beautiful streams of the river, there were troughs with abundant supply,
where much clean water flowed in and over to clean all dirtied clothing;
there they unyoked the mules from the four-wheeled wagon so they
could graze. And so they drove them down beside the churning river to
munch on honey-sweet grass..."’

Nausicad’s handling of the wagon and team is confident, which suggests that she has been
trained. In this mythical city, even a daughter of a ruling family is trained to handle livestock and
undertake other household tasks.”® Nausicad, with her handmaids, drives the wagon-pulling
mules (Huiovog),” unyokes them (Vexkmpordm),'? and directs them (cev) to the grass to graze
(tpdym)."*! Homer uses the word kovpn for Nausicai,'?> but calls her accompanying maids
aupinolot yovaikeg handmaids (literally attending women).'* However, it is suggested that they
are all of similar ages because of the way in which girl and her maids play together (nailw), as
well as the element of friendly competition in their laundry task,“Bvdg €pida mpopépovcon
quickly competing with each other”.'°* The use of yov1] in this example reveals that age is not
necessarily determined, nor can it be assumed, through the use of a noun alone. Rather, context

and qualifying adjectives suggest age and status.

Goddesses associate with shepherding and animal handling in metaphorical ways. Callimachus’

Aetia sings about a poetic pasture:

7 Hom.Od.6.81-90.

%8 Nausicai is not the first Homeric example of women and girls’ involvement in washing. See Hom./[.22.153-56.
% Hom.Od.6.82.

100 Hom.0d.6.88.

101 Hom.0d.6.90.

122 Hom.0d.6.78.

103 Hom.0d. 6.80.

104 Hom.0d.6.92, 100. Rosenmeyer 2004, 169 also interprets Nausicai and her handmaidens to be of similar ages,
calling the latter “young girls.”

172



avtap £ym Movcémv meloy [€]meyut vouov.

I come now to the prose pasture of the Muses.!%

Callimachus associates the Muses, who are represented as nurturing, protective and inspiring,
with the role of shepherds. The Muses tend the flocks or herds, but it is the pasture land in
particular that belongs to them.'® As one who is inspired and blessed by the Muses,'"’
Callimachus likens himself to cattle or animals that feed on the pastures, under the care of the

Muses.

Female Bodies as Fields

The word that poets use most about women’s bodies is dpovpa. Similar to Pindar’s metaphorical

108

association of the Muses, Aphrodite and dpovpa,'”® or in Hippocrates’ concept of Gaia and her

earthen body giving out plants,'? there is evidence to show that Greek poets use concepts and

contexts of field landscapes to describe women and their bodies.

Greek poets use the word dpovpa in their representations of female fertility and beauty. For
example, Sappho uses landscape and vegetation in her poetry to explore concepts of female
beauty, desirability and the body. A woman is compared with the moon, its light and the thriving

landscape on which it shines:

viv 8¢ Abdauoty EumpémeTon yovai-

KEGGV OG TOT AlEAi®

_dvvToc & BpododakTulog unva

navto tep<p>€xo1s’ dotpa: pdoc d’ Emi-

oyel 0dAaccav €’ dApvpov (10)
_{omc kol molvavOEpolc apovpaic:

0 0’ <é>époa kdla kéEyvtan Ted-

Aot 8¢ Ppdoa kdmar’ dv-
_Bpvoka kol peAiAwtog aviepmong:

105 Call.4et.112.9. Apollo has “...vopoc...08fig pasture of songs” laid out for him in h.Hom.3.20.
106 A similar image is created in the Homeric Hymn to Apollo (h.Hom.3.20-21):
“mavn yap tot, Poife, vopog Pefinator mofg,
NUEV av’ fTEPOV TOPTITPOPOV 1S’ AVAL VIIGOVG.
Everywhere for you, Phoebos, they laid out a pasture of songs,
both throughout the land nourishing calves and over the islands.”
197 Callimachus in Call.4et.75.76-77 refers elsewhere that the Muse gave him a song to sing:
“...Ev0ey 0 mo[1]06¢
pobog &g uetépnv €dpape KoAliommy.”
From there the girl’s [Kydippe] story travelled to my Kalliope [Muse].”
108 Pi.Pyth.6.1-3.
199 Hippoc.4ér.12.20-23 (TLG).
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And now she is conspicuous among Lydian women, as each time the
sun sets, the rosy-fingered crescent moon outshines all the stars; and
light spreads over the salty sea and the richly flowering fields alike;
and the dew flows over beautifully, roses bloom, tender chervil and
flowery honey-sweet clover.'!”

Sappho draws comparisons between the woman and the moon, a feature in nature typically
identified with the goddess, Selene.!'! Like the moon that outshines the stars, the woman is the
more beautiful than all of the women around her. With a flowing, spreading movement, the light
of the moon touches different features of the earth and sea. These features are described as
different images or glimpses of landscape, which Sappho uses to emphasise the woman’s beauty.
In this example, these glimpses might also stand for features of a woman and her body. If
Sappho’s use of dpovpa in this poem is similar to Aeschylus’, then it is plausible that Sappho is
commenting on the young woman'’s fertile body, or the assumption that she is fertile and able to
bear children. In keeping with the metaphor of a woman’s fertile body as a field, Sappho draws
in other images associated with a young woman’s budding physical and sexual maturity such as
flowers and dew. If compared with the deflowering metaphor employed elsewhere in poetry,'!?
the woman in Sappho’s poem has “moAvavOépor dpovpan richly flowering fields”, which could

infer that the woman is in the flower of youth, virginal and is sexually and physically mature.

The metaphor of women as features of landscape or vegetation is evident elsewhere in Sappho.
Related to the woman and flower imagery, Sappho laments that shepherds in the mountains
trample a hyacinth flower, with possible sexual connotations and the loss of innocence of the
hyacinth-as-girl.!'> In another fragment, Sappho casts herself as a person who appears to be
suffering under the curse of Eros or Aphrodite, comparing her own complexion to the colour of
grass, “yhopotépa 8¢ moiag Eupn I am paler than grass.”''* Her entire body suffers because she
is infatuated with a woman,''> and uses the comparison between herself and grass to
communicate that her complexion betrays a fraction of her suffering. The comparison between

the poet as grass, as opposed to a flower, suggests that Sappho positions herself as inferior to the

119 Sapph.96.6-13.
1 Selene, goddess of the moon: Hes.Theog.371-74. According to Hesiod, Selene has two siblings, Helios, god of
the sun and Eos (Dawn), all of whom are children to the Titans, Theia and Hyperion.
12 B, g. Persephone’s “pluckability” in h.Hom.2.5-16, the word from Deacy 2013, 399.
113 Sapph.105c¢. Johnson 2007, 114, du Bois 1995, 44-45, and Wilson 1996, 97-98 also offer this interpretation of the
hyacinth as representative of a girl and her loss of innocence, which identifies a sexualisation of the flower and its
connotative imagery. Such an association between the hyacinth and the female is identified also in Anacreon’s
fragment, in which he associates hyacinth flowers with Aphrodite. See Anacr.1,1.7-9 (P.Oxy.2321) above.
114 Sapph.31.14-15.
115 Sweats, pounding head, difficulty speaking, trembling, hot flushes or fever. Sapph.31.10-14.

174



woman of her infatuation. Though Sappho judges herself equal to the man that is in conversation
with the woman, Sappho appears inferior in action to him because she is unable to do what he
does and speak with the woman.!''® In this dynamic, the beautiful woman is comparable to a
flower and Sappho, who is inferior, the grass. As Johnson expresses, Sappho is a fighter in the

battle of eros but “appears defeated before the siege has begun.”!'!’

Poets use phenomena and processes in nature and landscape to explore the female body. The
word d&povpa is used in some instances as a metaphor for a woman’s womb, such as in
Aeschylus’ Seven against Thebes concerning the incestual relationship between Oedipus and
Jocasta. In this play, Jocasta’s body is described as an dpovpa and sexual intercourse as the act

of sowing seeds:

... oTPOG Ayva
oneipog dpovpav...

... he sowed his mother’s pure field...''®

The woman’s body is &yvé pure, meaning that she was ready once more for marriage.!'® The use
of dpovpa signals the expectation that she will be able to conceive and carry more children
because the word describes land that is tillable and, thus, suitable for crops. The metaphor of her
body as a field is strengthened using the verb oneipw to sow, referring to sowing of seeds, which
in this context has sexual connotations.'?® Aeschylus’ use of &povpa represents female

desirability through landscape, similar to Sappho’s use of the word above.

Other Classical authors use dpovpa in euphemisms that connote female bodies. In Sophocles’

Oedipus Tyrannus, Oedipus discovers that he has married and had children with his mother:

.. IMTPpOAY &’ 6OV
Kiyol SuTAfjv &povpav ob TE Koi TEKVOV.

... but he found the maternal field that had produced two harvests,
himself and his children.'?!

116 Sapph.31.1-8.

"7 Johnson 2007, 81-82.

18 A.Th.754.

119 She is part of a voueiot bridal pair, in A.Th.757.

120 The word that Greek texts use for both seed and semen is onépua. Just as humans sow seeds in fields
(Ar.Or.709-10), Aeschylus uses the action of sowing seeds as a euphemism for male ejaculation into a woman’s
womb.

121 Soph.OT.1256-57.
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This Sophoclean extract speaks to the anthropomorphism of spaces and features of landscape as
female. The extract employs euphemism to describe the distasteful and shocking revelation of
Oedipus’ incestual relationship with his mother-wife. A euphemism in Plato’s Laws uses dpovpa

with similar effect, wherein the characters discuss that it is better to,

ATEYOUEVOVS OE APOVPOC
OnAeiog maong, &v 1 un Povroto &v cot pHechar
TO OTOPEV.

Keep away from all female fields, in which one does not wish to have a
sprout grow.'??

These examples reveal a Classical representation of the female through landscape imagery,
perhaps continuing the poetic use of landscapes from Archaic poets, Sappho and Pindar, who
sing of fertile fields and erotic imagery.'”> However, both Plato and Sophocles use the

reproductive, life-giving quality of the earth in their conceptions of female bodies as fields with

subtle, suggestive language.

Landscape and its distinguishing features are used poetically to talk of female beauty. In an Idyll
of Theocritus, the eye-catching beauty of dawn, a Thessalian horse and a cypress tree express the

unique beauty of a famous Spartan demi-goddess:'?*

Amg avtélholon KOAOV SIEQOVE TPOGMTOV, (25)
noTvia NOE, 16 T€ AeVKOV Eap YEWMDVOS AVEVTOC:

¢ kai & ypvoéa EAéva Sieaiver’ év auiv.

melpg peydla at’ avédpape KOGLOC ApovPY

1| Kb KuTdplocog, 1| Appott @eccardg Itmog,

e kai & Poddypwg Eréva Aoxedaipovt koéopoc:  (30)

As Dawn's face is beautiful when she reveals it during her rising, Queen
Night, or as bright spring waking up from winter, so did golden Helen
shine out among us. Just as a tall cypress tree shoots up decorating a
fertile plot or garden, or as a Thessalian horse decorates its chariot, so is
rosy Helen the ornament of Sparta.'?

122 Pl.Leg.839a.
123 Pi.Pyth.4.255; Sapph.96.11.

124 Hague 1983, 135 notes that in Helen’s comparison to a tall cypress, this compliment is reminiscent of Sappho
comparing a bride-groom to a sapling.
125 Theoc.18.25-30.
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Helen is the k6opog ornament of Sparta, the most prized and beautiful woman. Comparable to
notable processes in nature, such as dawn’s rising and spring’s coming after winter,'?® or to a
cypress tree in a rich, fertile Gpovpo field or kfmog garden,'?” Helen is renowned for her
extraordinary beauty. The connection between Adc (Dawn)'?® and Helen is further emphasised
through the adjective podoypwg rosy, with the application of similar adjectives, such as

pododaxtvlog rosy-fingered, in other texts to the dawn goddess.'?’

Interwoven in the example above is the romantic and much-enjoyed season of spring, to which
roses, other flowers and goddesses are connected. The beauty of spring is found in her waking up
from winter,'3® when the earth gives up plants and flowers once more.'*! Described in the
Cypria, the Graces and Hours dress Aphrodite in clothes dyed with spring flowers including
podov rose, VaxwvOog hyacinth and kpoxog crocus.’3? The source provides a clear association
between Aphrodite, the Graces (Xéapuec) and Hours (‘Qpat) with springtime.'?* In another

springtime text, the Anacreontea attributes to the Graces the ability to cause roses to bloom:

"10€ mdG Eapoc PavEVTOC
Xdaprreg poda Ppvovoty:

Behold how the Graces swell the roses at spring's appearance.'3*

The personification of nature and seasonal changes as goddesses such as Demeter, Gaia and the
Graces transforms the blooming of flowers into expressions of divine power and ability. In the
extract from the Anacreontea, the Graces have similar abilities to Gaia and Demeter, whose
powers influence the changing of the seasons.!* Using the verb Bpow, the poet creates the image

of roses bursting into bloom at the hands of the Graces.

Female Experiences in Aypoi, Apovpar and Nopoi
Thus far, the texts have introduced many different types of females that are associated with
fields. These females are identified through the nouns x6pn, mapBévoc, yovn, vopen, e and

0e0¢. Poets have used landscape to explore concepts relating to fertility, human nature, female

126 Dawn: Theoc.18.25; Spring: Theoc.18.26.

127 Cypress tree: Theoc.18.28-29.

128 Doric form for 'Hag, “Ewg, (Attic form) the goddess of dawn. “Raog” s.v. LSJ online 2017.

129 E.g. Hom.Od.2.1, 3.491, 4.306, pododditvdog rosy-fingered.

130 Theoc.18.26.

131 h.Hom.2.401-2.

132 Cypr.6.1-4.

133 Cypr.6.1-7.

134 Anancreont.46.1-2.

135 E.g. h.Hom.2.401-2; Hom./[.2.546-549; Hes.Op.298-301; h.Hom.30.7-16; Hippoc.4ér.12.20-23 (TLG).
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bodies and beauty, processes in nature and the changing of seasons. The sources are rich in their
references to human activities. Women participate in the harvests, the treatment and storage of
produce, and in the enjoyment of field spaces. Evident in this textual corpus is the representation
of female experiences through field landscapes. The emotions evident in these experiences

highlight different aspects of womanhood and the earth.

Gaia and the earth are mentioned or referenced in a variety of different ways, but she appears in
almost every text included in the study of field landscapes. The extract of the Homeric Hymn to
Earth Mother of All,'3® cited above, presents an idealised view of the earth. The poet focuses on
the landscape, as all that grows is a gift from Gaia: the dpovpa which feed the people, the dypoti
which feed the animals, the w6a which fills the girls with cheer. The text is explicit about dypog
and dpovpa, but implies voudg in the mention of feeding flocks. In the Hymn, the flowers and
grassy fields are the cause of girls’ happiness. The grass is the location of their dances, decorated
with flowers. The girls enjoy their activities and their cheerfulness felt in their upot souls. The
enactment of the girls’ Bupoi highlights the loveliness of the goddess’ gifts of grass and flowers,

and the potent power of the cepvn Oed revered goddess.

Gaia is mentioned in the Hymn to Demeter as the giver of flowers to young goddesses and
nymphs who play (mailw) in a flowery meadow.'*’” The most beautiful flower, which Gaia
causes OV to grow or put forth, becomes a toy (&0vpua) to lure a young goddess into a trap.!38
Though the Hymn to the Earth Mother of All lacks the sinister theme of a flower as a lure, the
participle mailovoon playfully indicates that the flowers are props in the dances with the girls

playfully carrying them.

The Hymn is interesting in its use of dypd¢ and dpovpa. Crop-growing occurs in dpovpa, and the
livestock feeds upon dypoi. The poet uses dypdc rather than voudc to denote the areas in which
the animals are pastured, which reveals that the words are versatile, at least in this poem. In
comparison to the other texts,'3° the Hymn is unusual in its use of dypdc, though the Anacreontea

describes that Aphrodite paddocks her unyoked horses in an &povpa.'*? In another Hymn, the

136 h.Hom.30.7-16.

137 h.Hom.2.424.

138 h.Hom.2.16.

139 Fields (&povpar or &ypot) for growing crops or plants: Pi.Pyth.6.1-3; Sapph.96.6-13; Thgn.1.1198-1201;
A.Th.754; Theoc.18.25-30 (includes a kfjmog). Noudg as a place to pasture animals: Call.4ez.112.9; Theoc.27.66-73.
(the verb vopevm); Theoc.25.13-17; h.Hom.3.20-21. Texts that are assumed to denote dypoi or dpovpa:
Hippoc.4ér.12.20-23; Theoc.3.30-32; Ath.13.22; Hes.Op.403-9.

140 Anacr.1,1.7-9 (P.Oxy.2321).
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poet uses voudg to denote an area for nurturing and pasturing calves, wherein the beauty of the

pasture land is likened to a song for the god.'*!

The study of landscapes reveals complex explorations about emotion and experience. Nopoi
pastures are places of sexual encounters and explore the transition from girlhood to womanhood.
In the extract from Theocritus which describes the affair between Acrotime and Daphnis,'#* the
young woman’s experience has a range of emotional responses that signal the episode is
concerned with her transition from x®pa (k6pn) gir/ to yov woman or wife and pp mother.

Acrotime negotiates with Daphnis that his intentions are long-term, and questions him:

Kol Tl pot Edvov dyelg yapov aéov, fjv énvedom;

And what is the gift that you bring to me that is deserving of marriage,
if T agree?'#

Acrotime is direct, and speaks in her own negotiations, and does not agree to sleeping with
Daphnis without a long-term, beneficial arrangement. Following their sexual union, which marks
her change from maiden to woman, Daphnis must marry her,'* and he promises “ndcov TV
ayéhav, Tavt’ Gloea kol vopov €E€lc you will have all of my herd, all of my groves and
pastures”,' as well as building her a d®upo house and odlai stables.'*® Acrotime remains
doubtful, as is indicated in the reference to her trembling (tpépw) and Daphnis’ wish that he
could include his yoyn life in his gifts to her.'*” Once Daphnis convinces her, Acrotime fears the

anger (vepecam) of Artemis because she will no longer be virginal like the goddess. To placate

Acrotime’s nerves, Daphnis says he will sacrifice a Bod¢ to Aphrodite and a moptic to Eros.!*®

The sexual union that the couple have debated about occurs and Acrotime’s speech signals the
change to how she identifies as a result: “map0évog &vOa PEPnka, yovy & €ig oikov dpépmm, [
walked here a maiden, and I retreat home a woman.’'*° That she marks her own transition is
most interesting because it is reveals that she has control over her actions. Daphnis’ reply mirrors

her comment, and expands her new identity to include unmp mother and tekéwv tpopdS nurse of

141 h.Hom.3.20-21.

142 Daphnis is well-known from Longus’ Daphnis and Chloe, a novel composed in Greek from the Roman period.
143 Theoc.27.33.

144 Theoc.27.36.

145 Theoc.27.34.

146 Theoc.27.37. To which Daphnis agrees, but offers to care for her flocks himself in Theoc.27.38.

147 Theoc.27.52 (tpéum), 27.62 (yoyn).

148 Theoc.27.63-64.

149 Theoc.27.65.

179



young.">® Though bashful (aidéopar), the Idyll shows that Acrotime feels positively towards their
sexual relationship because she returns to her goats “kpadin 6e &vdov iavOn delighted in her

heart.”3!

Acrotime’s sexual experience in Theocritus reveals interesting features about girls and
womanhood. Firstly, the poet explores the concept of a noble girl and her financial value, as
evidenced in Acrotime’s direct and unwavering recognition of her worth. As a daughter of a

well-known man,'%?

Theocritus communicates that such a girl’s family must be given a suitable
gift in exchange for a daughter in marriage. Daphnis offers her a comfortable and sizeable bride-
gift in the form of a house (d®dua) and estate (GAoea groves and vouog pasture), which

Theocritus clearly considers a reasonable gift.!>

Secondly, the poem captures the anxiety surrounding the transition from girlhood to
womanhood, as conveyed through Acrotime’s concerns for Artemis’ anger and Daphnis’
promise of sacrifice to Aphrodite and Eros. Acrotime’s anxiety is possibly exacerbated, because
the poem does not indicate that she has performed any customary rites to Artemis before her
transition.'>* The line reads, “Aptept, uf vepéoa c€o PRacty oVKETL ToTH. Artemis, do not be
angry with me for no longer am I obedient to your word.”'>? Scholars identify Artemis and other
goddesses in the rites and dedications of girls and young women in transitional life-stages.'*® In
the poem, Daphnis removes Acrotime’s girdle, claiming it as “tq IToagig mpdticTov €y® T0d€
dopov omalm I give this as a first gift of honour to the Paphian [goddess].”'>" Dillon notes that
maidens would dedicate their girdles to Artemis prior to their wedding night, and that it was
physically and symbolically removed on the night of the wedding.'”® The removal of a girl’s
girdle signals her transition from girl to woman, which is precisely how Theocritus intends it in
his poem. However, Acrotime’s girdle is offered to Aphrodite, not Artemis, which could also

justify Acrotime’s fear of the virgin goddess’ wrath. Theocritus’ poem explores such a

150 Theoc.27.66.

15! Theoc.27.69.

152 Daphnis knows the name of Acrotime’s father without her revealing it. Theoc.27.44.

153 Acrotime’s worth is identified through the giving of an estate belonging to Daphnis’ family, and the building of
house in which both will live. Her value is conveyed in a similar way to Aphrodite in the Hymn, whose worth is
signified with oxen (dApeoiforar). h.Hom.5.119.

154 Dillon 2004, 217 refers to the story of Admetus, who upon entering his bridal chamber, found snakes waiting
within because “when making sacrifices for his marriage... had forgotten to make a sacrifice to Artemis.” Similar
anxieties are played out in the myths surrounding Callisto. E.g. Apollod.3.100-101, who cites earlier poets including
Hesiod and Eumelus for his Callisto account.

155 Theoc.27.63.

136 See, for example, Dillon 2004, 215, and Bevan 1987, 17-21.

157 Theoc.27.56.

158 Dillon 2004, 216.
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transitional phase, and he assumes that anxiety, excitement, enjoyment and pleasure are
emotions associated with a girl’s transformation into a woman.'”® Theocritus uses Acrotime’s
plea to Artemis to signal her transition from the goddess whom @uoppedng laughter-loving
Aphrodite “o0de... dduvorar &v @IAdTNTL cannot seduce in love”,’%” and Daphnis’ promise of
sacrifice to Aphrodite and Eros to mark the introduction of a new goddess and her associated

161

gpya works'®" in Acrotime’s life.

Thirdly, Theocritus experiments with the characterisation of vOuen. In her initial rebukes of

Daphnis, Acrotime calls him cdtvpog satyr, and swears “vai tov Ilavo by Pan.”'%?

In so doing,
Theocritus gives her the persona of a nymph. She is comparable to the semi-divine vouen, like
those who inhabit “nicea momevta grassy meadows.'*®> Cairns notes that the lovers are compared
to the mythical couple Helen and Paris, as the latter, too, was a cowherd.'%* According to Cairns,
the similarity between these couples is evidenced in the model of an oaristys, which is “an erotic
negotiation culminating in a description or implication, albeit sometimes remote, of sexual
fulfillment.”'®° There is precedence set out in the poem in which comparisons between the lovers
and other mythical couplings can be made. Thus, Acrotime’s labelling of Daphnis as a satyr
draws a connection between the young man and a mythical character who inhabits the woods.
Her implied persona as a nymph fits well with a mythical coupling between satyr and nymph,

and her potential rejection of Daphnis positions him as a satyr who could expect rejection and

sexual unfulfillment,'%® though his desires are met in the end.

Daphnis presents himself to Acrotime as a suitor, after the young woman indicates that she has
had many suitors and offers of marriage. Acrotime has refused them all, which implies that she
intends to reject Daphnis too. As one who is considering marriage, though no suitor has she

accepted so far, she also embodies the meaning of vOuen, a marriageable maiden and bride.'®’

159 Similar to Persephone’s emotions experienced in the Homeric Hymn, though her story involves abduction and
possible sexual assault.

160 h.Hom.5.17.

161 h Hom.5.9 refers to the &pya works of Aphrodite.

162 Theoc.27.1-7.

163 h.Hom.5.99.

164 Cairns 2010, 111-12.

165 Cairns 2010, 102.

166 Hedreen 2006, 279 identifies the satyr-nymph relations in black-figure vase paintings, which portray successful
and unsuccessful unions between satyrs and nymphs. Ceramic vase examples that evidence these unions: ABV 319,
2, Attic black-figure neck amphora, Museum of Fine Arts, Boston, 01.17, cited in Hedreen 2006, Figs. 5a and 5b;
Para 144, 1, Attic black-figure neck amphora, Museum of Fine Arts, Boston, 76.40, cited in Hedreen 2006, Fig. 7.
167 Acrotime is like the mortal girl of Aphrodite’s false tale in h.Hom.5.119.
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Theocritus carries her identity as a bride through the entire poem, which has its expected

conclusion in their sexual union near the Idyll’s end.'%®

Conclusion
Women'’s practical contributions to the cultivation of fields (dypoi), fertile land (&povpar) and
work in pastures (vopot) have a profound impact upon the way the scholars can interpret societal
value and roles of females. The work of tpogoi nurses or child rearers took them to three
socially and culturally important places: the fields (dypoi), the temples (iep&) and different
familial homes (ofiot).'® Hardly a minor figure in terms of labour output and contribution to the
polis, a woman, either hired by or kept in servitude to a family, could be expected to raise and
tend to the family’s children and simultaneously assist with cultivation. It is significant that Plato
attests to the movement of women in the city, because a tpopdg had to care for children
wherever her work took her. Such findings build upon Scheidel’s research, as it expands the

view of women whose work falls under field labour and livestock shepherding.!”

Viewing female involvement in landscape as transgressive or exceptional is to accept the views
of Xenophon and Demosthenes without consideration of other available evidence. Ancient Greek
language confirms that women were involved in field labour. Certain nouns—such as tpvynTpla

1

for Tpoynmp fruit-picker in Demosthenes,'’! modotpla weeder or grass-cutter in Magnes and
puynmp P p g g

2 and mopaBatig gleaner for mapofdtng in Theocritus!’*—indicate that female

Archippus,!’
workers were known well enough that their occupations warranted feminised nouns.
Inscriptional evidence confirms women’s occupations as wet-nurses, animal tenders and
shepherds.!” Kennedy asserts that funerary inscriptions that attest to these occupations display

an individual’s pride,'”> which challenges the notion that women’s value is evident only in their

168 Theoc.27.67. Cairns 2010, 112 also identifies marriage and Daphnis’ declaration that he presents himself as one

of Acrotime’s suitors, also citing h.Hom.5.119 as a comparative text.

169 Pl.Leg.789.

170 Scheidel 1995, 202-217, Scheidel 1996, 1-10. The two papers, published a year apart, are a two-part investigation
of the rural women of Greece and Rome.

171 Dem.57.45. The masculine form, tpuvyntp and its various declensions, appear in the 7LG s textual records nine
times; the feminised form tpvyntpla appears 5 times.

172 Magn. fi~.5; Archipp.fr.44. Tlodotpua appears 26 times; there is no masculine form for a male worker.

173 Theoc.3.31. The noun, tapafdric, appears 12 times in the 7LG corpus, though only twice in the period relevant
to this study (once in the fourth century B.C. and in the third century B.C.). ITapafdtng appears more frequently
with a total of 26 times, though this higher usage is understandable considering its denotation.

174 Shepherd: BGU VI 129.11, PMich.iv.23.G, translation cited in Lefkowitz and Fant 2016, 292; wet-nurse: /G 1I?
1559 (face A, column III lines 59-60 and 63), translation cited in Lefkowitz and Fant 2016, 292; Animal tender,
specifically for horses: /G 117 1559 (face B column I line 90), translation cited in Lefkowitz and Fant 2016, 292. This
reference from /G II? 1559 is particularly interesting because it refers to a mother (Lampis) and her daughter
(Eupeithe) as wet-nurses.

175 Kennedy 2014, 126-27.
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ability to abide by or represent the secluded ideal. Taking the evidence from Hesiod, Plato and

176 ancient Greek evidence shows that women were

Demosthenes together with epigraphy,
involved in cultivational tasks as well as other roles including wet-nursers (titai) and child

carers.

Landscape and its features such as vegetation and the rich, fertile, uncultivated earth represented
feminine beauty, bodies, and the experiences of desire in subtle, less explicit ways.!”” Plato
warned men against careless sexual intercourse through the analogy of seed germination and the
female body as a field,'”® a euphemism that sounds far less crass and more socially acceptable
than a direct reference to sexual intercourse. Likewise, Sophocles commented on the horrifying,
incestuous relationship between Oedipus and his mother in a way that seemed less obscene for
the purposes of tragedy.'” Sophocles’ and Plato’s use of the field for female bodies and sexual
intercourse highlights precisely Henderson’s assessment of Attic Comedy euphemisms (though
the Platonic work is a different textual genre), wherein they may “...distract our attention from
the realities that obscenities insist on by appealing to socially acceptable concepts instead.”'®°
Both Classical authors cleverly use the field euphemism to make their point clear because their
euphemistic expressions avoid the potential for obscenity and offence that a more direct

reference could have had.

The result of these metaphorical, poetic field landscapes is that the spaces and their associated
activities are gendered when associated with females. For example, important cultivational
processes like healthy seed germination, harvest and cereal treatment and storage fall under the
realm of goddesses, like Gaia and Demeter. These goddesses have dominion over the earth.'®!
Supporting the work of goddesses, females including slaves and worker-women assist in the
same areas (sowing seeds, harvest, gleaning and storage). The land itself (or herself) is feminised
because poets use the earth to represent the beauty and loveliness of female bodies and forms.'#?
In the theme of sexual reproduction, men are positioned as the plough and sowers of seeds in

cultivation-as-sexual intercourse. du Bois would argue that all these activities are evidence of the

176 Hes.Op.403-6; Dem.57.45; Pl.Leg.789¢; BGU VI 129.11, PMich.iv.23.G; IG 11? 1559 (face A, column III lines
59-60 and 63); : IG II> 1559 (face B column I line 90); Heracleid.Lemb.F7r.53.

177 B.g. Pi.Pyth.6.1-3; Hippoc.4ér.12.20-23 (TLG); A.Th.754; Ar.Or.709-10; Sapph.96.6-13; h.Hom.2.5-16;
Sapph.105c; Sapph.31.14-15; Theoc.18.25-30.

178 Pl.Leg.839a.

179 Soph.OT.1256-57.

180 Henderson 1975, 55.

181 h Hom.2.401-2; Hom.1[.2.546-549; Hes.Op.298-301; h.Hom.30.7-16; Hippoc.4ér.12.20-23 (TLG).

182 Sapph.96.6-13; Anancreont.46.1-2; Theoc.18.25-30.

183



gendered dynamic of females as receivers and storage vessels (passive) for male seed (active).'®?
However, such metaphors do not equate to complete female passivity. If males are the cultivators
and fillers of these metaphorical fields and storage vessels, then women are akin to Demeter and

Gaia who control the yield of crops from their earthen bodies. '3

Poets use fictional characters to comment on standards of behaviour in marriage arrangements.
The representation of female and male ‘transgressive’ behaviour highlights the antithesis of
expected behaviour in cultural processes. In Idyll 27, Acrotime and Daphnis are equated to a
nymph and satyr. Though Acrotime’s behaviour is transgressive because she has a sexual
relationship with a potential suitor prior to marriage, her labelling of Daphnis as a satyr suggests
that his behaviour is contra-normative. According to Hedreen, behaviour that typifies a satyr
“differs significantly from the ideals embraced by Greek men of culture.” Daphnis’ lack of self-
control is likened to a satyr, whose “lack of self-control is a lack of enkrateia or sophrosyne, the
balance of mind and action, the restraint” that epitomised “...nothing in excess.”'®> The Idyll
provides evidence that it is not only the female who is expected to act in a certain way, but that

males also had expected standards of behaviour.

Using this coupling, Theocritus provides insight into the betrothal process with the expectation
that females have knowledge of these pre-nuptial arrangements.!®¢ This finding is important
because it shows that females are not uninformed and might be actively part of the pre-nuptial
process. For example, Daphnis’ dialogue highlighted that marriage negotiations include financial
promises and exchanges, including a house (d®dpa) and estate (GAceo and vouog groves and
pasture). He notes which goddesses are involved in wedding rites.'8” Acrotime’s dialogue
revealed that young women could be selective about their potential suitors and that women knew

of the requirements for financial and familial gain through marriage.'3®

Theocritean poetry attempts to convey how young women might feel in transitional stages and

first sexual experiences. For example, Theocritus commented on Acrotime’s feelings about her

183 du Bois 1988, 45-49.

184 F.g. Jocasta (Oedipus’ mother) “produced two harvests’ in Soph.OT.1256-57; Demeter’s withholding of crops in
h.Hom.2.351-54; Gaia in h.Hom.30.7-16. See also Guzman 2014, 37-57 for an analysis of the Demetrian festival,
the Thesmophoria, and how this festival evidences female control over their bodies and reproduction as represented
through Demeter’s control of the earth and the yield of crops.

185 Hedreen 2006, 281.

186 Theoc.27.56 and 65; Dillon 2004, 216.

137 Theoc.27.56, 27.63-64; Dillon 2004, 215-16; Bevan 1987, 17-21.

188 Theoc.27.33-37.
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first sexual encounter with Daphnis, using a pastoral setting. Theocritus says that after their
union, Acrotime “kpadin 6¢ oi &vdov iavOn is happy in her heart.”'®® These details are important
to note when approaching the text from the girl’s perspective, even if the experience represented
is fictional. Though her feelings about her first sexual encounter could be interpreted as
reflective of a male-centred perspective—as though a woman should consider herself ‘fortunate’
for a first encounter such as this—it is interesting that Theocritus comments on her perspective.
The explicit mention of her mood post-coitus is unusual in scenes that represent sexual
intercourse between heterosexual couples. The commentary often only describes the male’s
thoughts and feelings about the encounter, for instance Apollo’s seduction of Cyrene in
Pindar,'”® or the moment of male climax, such as the experience portrayed in Archilochus’
fragment.'! The inclusion of Acrotime’s thoughts certainly differentiates Theocritus from these
other poets in this instance, and is an interesting representation of a female’s first sexual

experience.

189 Theoc.27.69.

190 Pi.Pyth.9.36-41: Apollo and Chiron discuss Apollo’s desire to seduce Cyrene, which the god does. Apollo asks
Chiron for confirmation that he should fulfil his desire: “6cia KAvTaY YEpo. 0i TPOGEVEYKETY Tpa. Ko £k Aeyémv
kelpon pehadéa molav; is it right to lay my famous hand upon her and ravage the honey-sweet grass of the wedded
bed?”, to which Chiron “dyavd yAoapov yeddooaig 09 ' poi laughed with a gentle nod” and counselled him to do it.
There is no indication of Cyrene’s feelings, only that she has a son by Apollo and the god makes her a ruler over a
city (lines 54-61). Cf. Hom.//.14.313-28 for Zeus’ list of women with whom he enjoyed sleeping and seducing, in
which he does not mention how they feel about their encounters with him.

191 The Archilochus’ fragment (Archil.196a.1-53) ends with the man’s sexual fulfilment, with little indication of the
girl’s experience. We can infer that she was afraid because the author refers to her trembling.

185
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Chapter Seven
Females of the ALm1 and "Opyatoc

Introduction
Alwai orchards or vineyards and dpyatol orchards are spaces that represent female beings and
their experiences in ancient literary and artistic evidence. Certainly, the associations between
females and dAwr and dpyotog are far less prolific and explicit than the connections between
females and kfjmot, dypoi and Asyu®dveg, which are so clearly associated with female sexuality,
appearance, development and experience.! However, my study of dAwm reveals ancient attempts
to understand what it means to be a mapOévoc on the verge of marriage, how it feels to be a
mother and the societal evaluation of one’s value and character, as represented through vineyards
and orchards. An investigation of dAwmn highlights poetic and artistic exploration of key themes
surrounding maidenhood such as skill and productivity and the anxiety about one’s transition
from kopn to mapBévog as expressed in ritual, and the value and admiration of motherhood. The
poetic imagery and descriptive language of dAwn spaces construct female characterisations that

challenge the assignment of females to passivity and interior spaces.

The scholarship concerning the associations and representations of females and dAw| is limited,
especially in comparison to the study of kfjmoi, dypoi and Aeypudvec and females.? Despite this
scarcity, scholarship has discovered insight about the practical items used in the diwr, female
involvement in orchard/vineyard cultivation and the metaphoric representation of females as
fruit and produce from the dAwn. Lewis’ The Athenian Woman has been especially useful for
interpreting the representations of female fruit-pickers in ceramic evidence, drawing from the
metaphoric images of females and fruit in Sapphic poetry. The studies of Balmer, du Bois,
Fowler and Johnson are important for the analysis of the pufjAov apple (and other tree fruits
including pomegranates) as a product of the dAwn and its role in female representations. These
scholars identify the pfjlov as a connotative device for female sexuality and fertility.> Fowler, for
example, identifies Sappho’s apple-girl* as representative of “the universal experience” of a

girl’s loss of virginity and experience of sexuality.” However, I do not agree completely with the

! Meadows and gardens: Sapph.132; Archil.196a.23-24; Ibyc.5-6.4; h.Hom.2.424. Fields: Anacr.1,1.7-9;
Sapph.31.14-15; Sapph.96.6-13; Theoc.27.65-73; A.Th.754; Hippoc.4ér.12.20-23 (TLG).

2 Bremer 1975, 268-69, citing Motte 1973, 147-153; Deacy 2013, 395-413; du Bois 1988, 39-166; Scheidel 1995,
202-217 and 1996, 1-10.

3 Balmer, 1996, 50-52; Johnson 2007, 53; Fowler 1984, 142; du Bois 1995, 43-51.

* Sapph.105a.

3> Fowler 1984, 142.
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idea of universal experience, because experiences differ and responses to experiences differ.
Instead, the main point I take from Fowler’s perspective is that many poets, as representatives
for, and creators of, their various societies, have considered the transitional stage from virginal to
newly sexually experienced young woman as significant in female identities and experienes.
Wilson, too, draws the connection between apple and girl in Sappho’s poem. However, she
argues that the apple represents the girl and is, therefore, passive.® The danger of Wilson’s

argument is that it supports the continued assignment of the female to passivity.

Though du Bois, Balmer, Johnson, Fowler, Wilson and Lewis make valuable contributions to the
study of iconographic and poetic representations of fruit as females and experience, none deal
with the interplay between female as fruit and fruit-picker. My analysis of this interplay is a
contribution to the study of &imn and the interpretations such a study offers to female
associations with landscape. The investigation of artistic portrayals of women as fruit-pickers
challenges Wilson’s argument concerning female passivity as represented in the apple. The study
of motherhood and aspects of maidenhood and transition through the lenses of dAwn and

Opyoatog are undervalued and underexamined, and warrant further investigation.

Ahm): Females and vineyards

Girls, women and baskets

One of the most well-known and detailed descriptions found in the /liad of an estate is that on
Achilles’ shield in Book 18.7 The shield is a well-investigated area for topics including
ecphrasis, city and estate structure, and conceptual studies of landscape and simile.® The section
of the shield that is relevant for the current purposes depicts scenes of “human life in country and
town”,? specifically the scene of harvest. It demonstrates that young women are involved in the
harvest and has symbols that qualify maidenhood. In this example, the qualifying nouns

otapulai bunches of grapes and kGpoxec vine-poles, denote the space as a vineyard.'® Below are

the eight lines that describe the thriving dA®n and the girls within it:

‘Ev 6¢ tife1 otagpuAiijotl péya PpiBovcav diwmnv
KOV YpuoEinV: pédoveg 8 ava BoTpuEC oay,

¢ Wilson 1996, 96.

7 The entire shield is described in Hom.//. 18.478fFf; the estate is mentioned in lines 550-72.

8 E.g. Taplin 1980; Brann 2002, 41-42; Francis 2009, 1-26; Hardie 1985, 11-31) See also the analyses of Hubbard
1992, 16-41; Scully 2003, 29-47; Gutzwiller 1977, 32-36; Kurman 1974, 1-13.

% Hardie 1985, 11. Hardie categorises the shield into two groups, the harvest scene as part of the second group.
Meanwhile, Taplin 1980, 7-9 divides the shield into four sections, the grape harvest belonging to section three (“the
third circle: rural life”) part ¢ (“autumn’). Hubbard 1992, 18 tells us that other archaeological finds “scattered
throughout Greece and Italy” have concentric circles depicting similar scenes, including harvest scenes.

10 Hom.Z/.18.561 (bunches of grapes) and 18.563 (vine poles).
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E0TNKEL 0 KAUAEL SIOUTEPES APYVPENCIV.

apei 8¢ Kuvény kametov, mepi & €pkog EA0CCE
KAGGTéPOL” pia & oin drapmtdg Nev &’ avtiy,  (565)
1] VioovTo poptieg, 6te TpLYOmEV GA®NYV.

napOevikai 6¢ Kai ibeot ATahd PpovEoVTES

TAEKTOIG €V TOAGPOLIGL PEPOV HEAMNIEN KOPTIOV.

He planted a fine, golden vineyard heavy with great bunches of grapes.
There were dark bunches of grapes that he set up throughout on silver
vine poles. Around it he drove a cyanic-coloured trench, and around that
a fence of tin. A single path led towards it, which carriers used when
they gathered in grapes. Maidens and unmarried youths gleefully carried
honey-sweet fruit in plaited baskets.'!

The mapBevikai assist during the harvest with the collection of the xapmog fruit. The maidens
carry the collected fruit in TéAapoc mhextdg plaited baskets.’? At first glance, the poet portrays an
idealised landscape. The fruit appear in their ripened stage, and the entire dAwn is heavy with
ripe produce. The human activity is idealised, as communicated through dtold @povéovteg
gleefully. Limited effort is required of the human occupants and the entire space is thriving and
productive.'3 However, approaching the harvest activity through the imagery and connotations of

the TdAapoc mhektdg, it communicates poetic views of girlhood and associated identity markers.

Baskets are an interesting tool when used in the poetic exploration of maidenhood. There are
four basket types associated with females: popuog, kahabog, kéveov and tdlapog. In the analysis
of a large collection of ceramic wares that depict women and orchards or vineyards, Fracchia
identifies two types of baskets that she argues are evident in these scenes: @opuog and kdradog.
Fracchia interprets the former as a “large burden basket”, a utilitarian, worker basket that holds
and transports collected fruit.'* The LSJ identifies that, in a cultivational setting, a poppdg is also
a measurement of cereal or grain and is used for its transportation.!> The latter, kGaog (Fig. 1),
Fracchia views as a ceremonial basket, Trinkl and the LSJ noting its ritual function in

processions for Demeter.'6

' Hom. 1. 18.561-68. TTapOevikn is the poetic form of napOévog. See “mapOevicry” s.v. LSJ online 2017.

12 Hom.J1.18.568.

13 Taplin 1980, 12 views the city and landscape depicted on the shield as representative of Troy pre- and current-
wartime. Scully 2003, 29-31, notes the irony that the shield and the city of Troy share, both of which are creations
by divine hands but are unable to shield and protect their mortal bearers/holders from death and destruction.

14 Fracchia 1972, 105, 107.

15 “popudc” s.v. LSJ online 2018.

16 “e6hBoc” s.v. LSJ online 2018; Trinkl 2014, 199.
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Figure 1: Seated woman with wreath, bird, kéAafog, footstool, alabastron and
mirror suspended and man leaning on staff. BAPD 202736 (ARV?263.54,
1603, 1641; LIMC 34265), Athenian red-figure white ground lekythos, 500-
450 B.C., Athens, Berlin, Antikensammlung, F2252.

In visual evidence, the basket types become less definitive, which makes it difficult to draw
irrefutable conclusions about basket type and activity. A representation found on a red-figure
hydria, dated to 475-425 B.C., depicts a scene with three women. There is a seated woman in the
centre of the image holding a round object, with two women either side. The woman to her right
carries a KaAaBog with her right hand and holds another object in her left hand. The woman to
the left of the seated woman stands close and holds a kéAofog outstretched in her left hand.!”
The BAPD entry interprets the women and objects present as a domestic scene, wherein the
woman on the right holds a spindle and suggests that the central woman holds “fruit (wool?).” If
one were able to identify the round object held by the central woman as wool, or that the woman
on the right holds a spindle, then it is most likely a spinning scene. Such an interpretation would
be useful because the scene would be evidence for the use of a xkdAaBoc basket in spinning,
which differs from the textual references below that refer to the tdAapog basket. However, it is
clear that a kdAaBog basket is depicted because of its shape. The kdAaBog type is known for its a

wide rim and narrow base.'® According to Lewis, this basket can serve as “a symbol of female

17 BAPD 214481, Athenian red-figure hydria, provenance unknown, Budapest, Hungarian Museum of Fine Arts,
50.154.

18 Visual representations of the kéAafog: BAPD 532, Athenian red-figure hydria, provenance unknown, Padua,
Museo, 1702; BAPD 7704, Athenian red-figure hydria, provenance unkown, Houston (TX), Museum of Fine Arts,
80.95; BAPD 23909, Athenian red-figure lekythos (squat), provenance unknown, Oxford, Ashmolean Museum,
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work, but not necessarily that the woman is indoors” or that it guarantees a ‘domestic’ scene.'”
This basket type is used for holding fruit, flowers and wool, and appears in ritual and ceremonial
settings.? In a depiction of a man, woman and basket on an alabastron, Trinkl, citing Bundrick,
interprets the kdAaBog as representative of the “metaphor for the woven fabric of marriage and

the oikos.”?!

However, interpreting this scene on the red-figure hydria as a spinning scene rests on the
identification of two items that are not depicted clearly enough to provide any certainty, namely
the round object and the ‘spindle’ object. The ‘spindle’ could be identified also as a mirror, as its
general shape is similar to other scenes in which women hold items which are interpreted as
mirrors.?? If the woman on the right holds a mirror, instead of spindle, one could identify the
round object not as wool, but as a round fruit such as a pfjlov.?® The scene, then, with the round
fruit, the mirror and the kdAaBoc baskets could be indicative of a ceremonial or ritualised

scene,”*

or the representation of a woman’s desirability. Considering the woman in the centre is
seated, her position in the scene distinguishes her from the other two standing women. Her
position as the focal point is shown through the focus of the two women towards her. One
woman is walking away, but looks back at the central figure. The other woman on the left, stands
directly in front of the seated woman, looking down towards her. Though the other items are

difficult to distinguish, the kdAabog is possible to identify.

1938.737; BAPD 23931, Athenian red-figure lekythos (squat), provenance unknown, Oxford, Ashmolean Museum,
1937.673; BAPD 13970, Athenian red-figure skyphos, provenance unknown, Capua, Museo Campano, 220; BAPD
9139, Athenian red-figure pyxis, provenance unknown, Dallas (TX), Museum of Fine Arts, 1968.28.

19 Lewis 2002, 137.

20 Cf. A xdaog is used in Ar.Or.1325 to arrange ‘wings’ of various types. SEG 21:527 (line 46) refers to a
KahoON@opog basket-bearer for the Kourotrophos, which could be a few different gods (see Kourotrophos s.v. Graf
2006, BNP Online).

21 Bundrick 2007, 320-27, cited in Trinkl 2014, 202. The alabastron in question is BAPD 21648, Athenian red-
figure alabastron, 500-450 B.C., provenance unknown, Paris, Cabinet of Médailles, 508, with the inscription
“Typodfpog kaAdg, 1) vopen kain.” Trinkl interprets the scene, indicated by the inscription, as Timodemos and his
new wife.

22 Cf. BAPD 14764, Athenian red-figure lekythos, provenance unknown, Ann Arbor (MI), University of Michigan,
Kelsey Museum, 2603; BAPD 14510, Athenian red-figure lekythos, provenance unknown, Bucharest, MIRSR,
0467; BAPD 11923, Athenian red-figure skyphos, Rhodes, Camiros provenance, London, British Museum, E147.
All of these scenes also show women with a mirror and kéAaBog basket, or have a kdAaBog basket and another
woman in the same scene.

2 See below for the analysis of pfjlov and its associations with women and éAon.

24 Another example that suggests a bride as the seated figure, also has a mirror and xdAaog present in the scene:
BAPD 205768, red-figure lebes, Delos, Rheneia provenance, Mykonos, Archaeological Museum. However, Eros is
not present in BAPD 205768 or BAPD 214481, and the god often is present in wedding or other ceremonial scenes,
along with other ceremonial items such as loutrophoros, wreaths, and/or sash(es). As shown in, for example, BAPD
215006 (LIMC 18593), Athenian red-figure pyxis, Attica provenance, Wurzburg, Universitat, Martin von Wagner
Mus., L541; BAPD 20338 (LIMC 202988), Athenian red-figure lebes, provenance unknown, Athens, Benaki
Museum, 3117. Eros does not automatically assume that the scene depicts a wedding. See Stafford 1997, 200-202.
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Alongside the @opupdg and wdraBog, there is a third type, xdveov, that serves ceremonial
purposes.?® This basket features in important public festivals that involve female participants as
Kavn@opor basket-bearers.?® For example, Aristophanes mentions them in the Panathenaia,?” and
inscriptional evidence attests to ceremonial basket-bearers in the Dionysia and the Skira.?® The
kéveov basket serves other practical tasks including holding bread, and for simpler ritual

purposes such as Penelope and her prayer to Athena in the Odyssey.’

A fourth type of basket is identified with women in harvest scenes in literary evidence.** The
third type is a T@hapog, which the mapBevikai in the Iliad carry. Similar to the xéloBog basket’s
pertinence in ritual use, the tdlapor reflect the denotations and connotations of the spaces in
which they are used. In the example of the Iliadic dAmn above, the main feature of the space is

productivity. Thus, the baskets and their use share the space’s productive characteristic.

The basket is a signifier of productivity through its inclusion in such harvest scenes. Thus, this
productive characteristic extends to the users or bearers. The conceptualisation of girls’ and
young women’s work as productive is not a common association in ancient or modern
investigations. Whilst historians comment on the enjoyment of women or girls in vineyards,’!
the connotation of the basket reveals that the girls and their activities should be understood as
reflecting the ideals and concepts of productivity and excellence. The characteristics associated
with maidenhood excellence are expanded to include productivity, because young women and

girls use ta@Aapot for productive, practical work.

Baskets as representative of maidenhood excellence are evident in sources from the Hellenistic
period, such as the grave stele of Menophila. The inscription on the stele is explicit about the

basket’s meaning in regards to the young woman’s identity: it signifies Menophila’s gbtaxtog

apeth| well-ordered excellence.’’ Aristotle identifies the following qualities that are desired of

25 Ar.Or.43, 850, 863, Aeschin./n Cetes.3.120, Eur.E[. 1142 and IG II* 1 445 (Law 2, line 15).

26 “ieovpOpog” s.v. LSJT online 2017.

27 Ar.Or.1551; Ar.Ach.242, 260; Ar.Lys.645.

BIGIP 11284, IG I 1 920 (Dionysia); I Eleus.175 (Skira rite for Demeter and Persephone). For scholarship on
these various festivals, see, for example: Walbank 1981, 276-81; Bevan 1987, 17-21; Dillon 2004, 37-42, 242;
Parker 2005, 223-26.

2 Hom.Od.4.761.

30 The téhapog is also used for cheese production. E.g. Ar.Fr.559-60; Hom.0d.9.245-47.

31 Bowe 2010, 211, citing Plato who states that orchards and their fruit are grown “for the sake of amusement and
pleasure.” However, Plato’s argument should not be taken to mean that orchards, nor the workers and their labours,
lost their productive or practical aspects.

32 PH263228.8.
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girls, “beauty, stature, self-control and industriousness without meanness.”** Menophila’s well-
ordered excellence is what Aristotle calls industriousness, and is represented in the carving of the
basket. The type is a tdAapog, which means it is this type specifically that the text associates
with excellence. Menophila is recognised for her role as a leader shown through the wreath. Her
role is that of the stephanephorate, a prestigious magistracy for the city. Menophila is
remembered for her well-ordered excellence and leadership, which both have an important civic

relevance and practice.>*

The imagery and connotations of female excellence on Menophila’s stele shares similarities with
baskets and women in other texts. In an entry from the Greek Anthology, attributed to Philippus
of Thessalonica, a tdAapog is an item associated with weaving. In the entry, an elderly woman,
Aisione, is the epitome of a productive, skilled, hard-working weaver and an aspiration for
others. Perhaps past her physically capable years for weaving, Aisione dedicates her xepxig
weaving shuttle, dtpaxtog daxtvAdtpintov spindle worn by the fingers and 6yoivoc VQUCUEVOV
tdAapog rush woven basket to eAépBe kopm [MaAlovtidg Pallantian Maid, lover of wool-
spinning.>> The weaving shuttle sings “0pOpoldroict yehdootv eixkehopmvovg like the voice of
the early-twittering swallow”, which creates a pleasant sound.*® Through the references to
Aisione’s old age, her worn spindle and her tdAapog, the implication is that her weaving items
are well-used over a lifetime. Along with the other items, the basket carries the hard-working,

productive character of its owner.

An anonymous entry in the Greek Anthology presents a counter view to the productive basket of
Menophila’s stele and Aisione above. In the entry, a grey woollen shawl is made, though a
woman’s tdAapog, wool and spindles lie idle. The entry distinguishes the weaving of Athena
from that of Aphrodite, though the goddesses both connote images of weaving.’” The woman,
Philaeneon, enjoying the intimate company of a man, Agamedes, does not work her loom, has no

need for wool or basket, and does not produce woven items. Rather, Cypris is the weaver of the

33 Arist.Rh.1.5.6, as cited in Buxton 1994, 26.

34 PH263228.5-7; Bielman 2012, 243, citing herself Bielman 2002, n. 44. See Chapter Three for a discussion of
Menophila’s stele including her wreath.

35 Phil.6.247.

36 Heath 2011, 76-77 interprets the singing reference not to the shuttle but to the woman who weaves. This is an
interesting interpretation because it highlights that sound is an important aspect of the weaving experience, and that
the sound the women and/or their shuttles create are judged as pleasing according to the poets.

37 Anon.6.284. Cf. 6.283 and 6.285 in the Greek Anthology also for women making choices between the work of
Athena and Aphrodite. Athena’s weaving is associated with the virtuous and industrious female weaver (see Kutbay
2002, 19-27, Paus.7.5.9, Hom.Od.2.115, Phil.6.247), and Aphrodite’s weaving concerns the intertwining of lovers in
relationships, as shown in Anon.6.284 (above).

193



grey woollen shawl mentioned, and the weaving connotes other meanings. Though Philaeneon’s
weaving items are idle, clearly Aphrodite’s weaving is productive. While engaged in the other
works of Aphrodite, the anonymous writer believes that many young women are too distracted to
attend to their weaving and work. A Sapphic fragment attests to the distraction that ‘Aphrodite’,
meaning attraction and desire, poses to a girl’s attention at the iotdg loom.>® Hence, these young
women lose the association with Athena, who represents ideal female excellence and

productivity.

Though Adelon remarks that women during the life-stages involving Aphrodite leave their
weaving items idle, this is clearly not the case for all.** Given the prolonged energy required to
stand and weave at a loom, Pantelia suggests that weaving was an activity more suitable to
younger women,*’ though there is no explicit proof for such a suggestion. In the Odyssey, Helen
seats herself at the table with her golden distaff, silver t@hapog and wool. Her activity is more
likely to be spinning yarn or thread in preparation for weaving because she does not have a loom
accompanying her and she takes a seated position.*! Helen’s tdhapog is not idle but full with
vijua yarn or thread, which implies previous activity and use.*? As Helen weaves in the Iliad,*

one should not assume that Helen weaves no longer in the Odyssey.

Piecing together the two entries from the Greek Anthology, Helen’s basket and Menophila’s
stele, it is clear that ancient poets and writers associate women’s use of the téAapoc with work,
skill and productivity. Whether in use like Helen’s, well-used like Aisione’s or the potential but
unfulfilled use of Philaeneon’s, tdAapotr speak to potential or actual productive and skillful
female users. In the case of Menophila, the tdAapog represents her excellence that is cleverly
linked to an area of activity in which many women are depicted as productive and skilled. The

basket as a signifier of industriousness and female productivity is evident in the extract from the

38 Sapph.102.

39 Cf. Entries 6.286-89 in the Greek Anthology are dedications from women of woven items to Athena and Artemis.
Also, in the midst of the Trojan war, and during Helen’s affair with Paris, Helen is weaving a great tapestry, despite
that her life is marked by the €pya of Aphrodite. Hom./l.3.125-28. In the Odyssey, Homer remarks on all of the
delicate furnishings that the women of the house have made for Alcinods’ halls. These furnishings and the skill
required to create them give the women of the household a well-known reputation. See Hom.Od.7.108-10.

40 Pantelia 1993, 494.

4l Hom.Od.4.130-35; Pantelia 1993, 496. Clarke 1983, 91-96 notes the visual representations of small-sized textile
frames in red-figure vases of the that may suggest the use of weaving frames (for weaving and embroidery) that
could rest on a person’s lap. Helen, in the Homeric extract, has no such item with her. In Hom.Od.7.105-6,
household women “fNAdKoTe GTPOPOSY HUEVOL. .. Sit twisting wool on the distaff.”” A scholiast on Hom.Od.7.104
(Hes.Fr.285 [337 MW]) remarks that women wind wool on their thighs, meaning that they are seated. The word
poAn denotes both the hand-mill and end of the thigh. See Hes.F7.285.

42 Hom.Od.4.134. Theocritus adapts the image of Helen as a skilled and industrious weaver, singing that no other
spins their yarn as she does from her téAapog. See Theoc.18.32.

* Hom./1[.3.125.
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lliad. Scenes from the epic poem are well-known for the image of the skilled weaver, such as
Helen and her depiction of the war in a tapestry that Iris finds her creating.** The link between
harvest and weaving is evidenced through the poet’s choice of basket: the Homeric mapOevucai
use tdlopotl to carry harvested grapes from the diwr. Therefore, the tdAapog basket reflects

productivity and skill in areas and tasks in which poets and artists portray women.*>

Erigone and the aiopa: girls and aAm1 in myth and ritual

Approaching the dAmn from another perspective, there are ancient references to myth and ritual
that have a basis in vineyards and viticulture, such as the Aiora ritual and the myth of Erigone. In
these ancient references, Greek cultural markers, including wine, the gods and religious practice,
have an association with dAwn that involves girls and children. The visual evidence for the Aiora
ritual is chronologically earlier than the textual evidence that explains or describes the attributive
myth,*® and there is select textual evidence from the Classical (Athenian) period that refers to the

ritual.*’

Scholarship reiterates the same information concerning Erigone and the main features of the
ritual. Most scholars place the ritual swinging, the Aiora, as a rite that is either part of or
associated with the Anthesteria festival.*® Whilst the overall festival involves three days and

various rites, the ritual of the Aiora, connected to one of the three days,* bears more obvious

4 Hom./[.3.125-28; Pantelia 1993, 495-97.

45 The present discussion addresses only women and girls, though Aeschines refers to a man who is skilled in
embroidery. Aeschines also mentions a woman who produces items (apopywog flax-working) out of apopyic flax.
See Aeschin.97.7-10. Clothes made from flax, or silk, are attested also in A.Lys.150 and Antiph.153 (yitdv
apopywoq). Flax or silk would also need to be spun and woven, which one assumes the woman in Aeschines is
proficient at. A similar relationship between object and user is evidenced in Hardie 1985, 12-15 between shield and
bearer, and the inherent power of the bearer as reflected in the shields they carry.

46 There is a fragment attributed to Sophocles with the title Erigone and a few fragmented lines. S.Fr.235-236. If it
is an authentic Sophoclean fragment and Erigone is the same girl of the known ritual and myth, then Sophocles
provides us with one of the earliest textual references to Erigone, from the fifth century B.C. Other textual
references include Call.4et.178, who refers to Erigone as AtBicw oiktiotn most lamentable by Attic women, which
shows the poet’s knowledge of the Athenian (Attic) practice; Ath.14.618e-f, who mentions the song that is sung at
the “Eorai” festival for Erigone; Ael.NA.7.28 tells that Pythian oracle told the people of Attica to sacrifice to
Erigone, as daughter of Icarius, and her dog.

47 Cf. Paus.3.14.7; Apollod.2.192, Ael.NA.7.28, Hyg.Fab.130, Hyg.Poet.astr.2.2; Dillon 2004, 70 Fig. 2.15 “red-
figure Athenian oenochoe; c. 420-410 BC; attributed to the Meidias Painter; Metropolitan Museum of Art, New
York, inv. 75.2.11” BAPD 220503 (ARV? 1313/11; LIMC 50608). Other ceramic evidence includes: BAPD 301521
(LIMC 50841), Athenian black-figure amphora, ¢.550-500 B.C., attributed to Swing Painter, Boston (MA), Museum
of Fine Arts, 98.918 (ARV 306.41); BAPD 2169, Athenian red-figure chous, ¢.450-400 B.C., Attica, Koropi,
attributed to the Eretria Painter, Athens, National Museum, VS319 (ARV 1249.14) (also cited in Dillon 2004, 315
n.154); BAPD 9134 (LIMC 203005), Athenian black-figure amphora, ¢.550-500 B.C., attributed to Princeton
Painter, Stuttgart, Wuttembergisches Landesmuseum, 65.1.

48 Goff 2004, 38-39; Dillon 2004, 69; Robertson 1993, 238-41; Dietrich 1961, 37; Parker 2005, 301-2.

4 Cf. Dietrich 1961, 36 associates the Aiora with the day of the Choes (the second day); Robertson 1993, 214, 238
claims the “roaming and hanging are avowedly commemorated on the third day” and not the day of the Choes.
Dillon 2004, 69 does not give a specific day, but notes that the Aiora is part of the Anthesteria. Like Robertson,
Deubner 1932, 118 (as cited in Dietrich 1961, 41-42), Blundell and Williamson 2005, 125 and Parker 2005, 301-2
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similarities to the myth of Erigone than to the Anthesteria.”® In the ritual of the Aiora, the name
derived from the main feature of the ritual,’' young girls swing on aidpar swings. The scholarly
interpretation of the swinging is that it mimics the method of Erigone’s suicide, by hanging, after
either finding her father’s dead and buried body, or learning of his death.’? Scholars mostly agree
that the ritual swinging has dual-purpose: a) purification and atonement of the city Athens, (as
the city from which much of the evidence comes and the location of the ‘action’ of the myth)>3
for the death of Icarius and the suicide of Erigone;** b) to assist young girls in their transition
from girlhood to puberty and womanhood, a transition that Greek society believes is marked by

anxiety, and even suicidal tendencies.*

Robertson notes that scholarship focusses on the sombre, “gloomy” atmosphere of the
Anthesteria festival, with an emphasis on the themes of death, the stirring of the dead, and the
expression of respect and fear of the dead souls whom Hermes guides.’® Even in the ritual
swinging for Erigone, the themes of death and the appeasement of her ghost or spirit is
emphasised. However, the Anthesteria also involves positive expressions of festive behaviour,
including drinking, singing, dancing, eating and wearing masks.’’ Likewise, in the Aiora more

positive themes are detectable.

If one considers that part of the ritual is to ease the anxiety and challenging aspects of girls’
transitions,’® the rite, then, is about bringing the participants to a state of peace. Alongside this
peacefulness, the swinging could have an element of enjoyment,>® and shared experience among
the participants. The Aiora is, thus, about transition and girls’ transformation of mind and body,

as well as the supplication of Erigone.

associate the Aiora with the third day of the festival, the Chytroi. Regardless of which day the rite was held, it is
clear that the Aiora is connected in some way with the Anthesteria.

39 Parker 2005, 302 argues that none of the evidence is “decisive” for connecting the Aiora to a day of the
Anthesteria.

31 Dietrich 1961, 38 supports this assessment.

52 Dietrich 1961, 37 notes that in another myth (citing Apollod.Epit. 6, 25 and Tzetzes on Lycophron 1474), Erigone
is the daughter of Aegisthus and Clytemnestra, and hangs herself because the accused, Orestes, is acquitted.

>3 Dillon 2004, 69-70. See Dillon 2004, 315 nn.152, 154 for his list of evidence, including relevant scholarship.
Dietrich 1961, 37-38 for the location of the “action” as Athens.

3% Goff 2004, 39; Dillon 2004, 69-70, Dietrich 1961, 37. Other versions of the myth associate Orestes, which
Dietrich 1961, 44 claims is another aspect that speaks to the need for purification.

35 Cf. Hippoc.Virg.8.466-468.13-14; Dillon 2004, 20, 69-70; Demand 1994, 11, 55, 103; Robertson 1993, 238.

36 Robertson 1993, 197-98.

37 Robertson 1993, 198; Burton 1998, 150 mentions the inclusion of men and women in the sacrificial rites of the
Anthesteria; Dillon 2004, 103, 152.

38 Dillon 2004, 69-70.

59 Parker 2005, 184 offers ‘fun’ as an explanation or meaning for the rite, since Parker claims there is no firm
enough evidence to understand the particularities of the ritual and its place in the festival.
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The Aiora is interesting for other reasons. Firstly, it reveals a distinct connection, through myth
and ritual, between girls and dAw1| as a vineyard. The Aiora remembers through ritual the suicide
of a girl, who kills herself because of her father’s death. Through the myth that deals with
Erigone’s suicide, the rite is connected to wine and vineyards because the myth (as perpetuated
through the rite) tells that her father, Icarius, brought the first wine with the blessing of Dionysus
and was killed by men who did not understand wine and its effects. Though there is discussion
(as noted above) regarding the placement of the Aiora during the Anthesteria, there is a
connection between the rite (Aiora) and the festival (Anthesteria), and thus, between girls, the
rite and the festival.%° Erigone and the ritual swinging form a religiously and socially significant

part of the festival, both for the city and for the girls.

Secondly, it points to the double denotation of dAwn as virneyard and orchard through
association in this rite. In its ritual performance, the Aiora involves girls on swings, presumably
suspended from trees, that mimics the hanging body of Erigone. While the myth creates a
connection between the rite, viticulture and vineyards, the practical performance evidences a
connection to @Awn as orchard because the girls swing from trees. This difference between
denotation of space reveals that, while myth commemorates one denotation of dAwr, practical
performance of ritual commemorates the other. The Aiora, then, brings together wine and trees,

both markers for areas denoted as dAmn.

The ALmn and "Opyatog: Mothers, Goddesses, Families and Orchards
Alwai as physical expressions of familial connections and bonds are apparent in poetic works.
In a Homeric example, the relationship expressed is between father and son. Odysseus recounts
the activity of walking through his father’s kfjmog and recalls the various types of plants and trees
that grow within it to prove his identity to his father.®' Laertes’ garden has many fruit trees
growing in sections designated as an dpyatog and dlo1|, both words denoting orchard.’> Upon
his return to Ithaca, Odysseus finds his father carefully tending to a young plant in his diwn).%3
Recounting the structure and variety of plants in the xfimog proves his identity, and reflects the

importance of the landscape to his family’s livelihood and father-son bond.%* The use of dAw1 in

0 Parker 2005, 302.

% Hom.Od.24.335-44. Heubeck, Fernandez-Galiano and Russo 1992, 398 on this reference remark that Odysseus
points out the trees his father gave him as a boy as a ofjpa that is more meaningful and secure than the revelation of
the scar, the ownership of the trees being something that only he and his father would know.

82 For dpyatog: Hom.0d.24.222, 257, éAw: Hom.0d.24.336.

0 Hom.Od.24.221.

% Hom.Od.24.244-7.
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metaphor also attests to the relationship between mother and child, and uses this cultivational

space to communicate the values of motherhood.

Thetis and Achilles: motherhood as gardening in simile

Scholars have observed that the “care of the young is prominent in the comparison drawn from
the realm of nature.”® This observation is evidenced in the notable relationship between Thetis
and Achilles in the Iliad. Thetis rears her son as one who raises an £pvog in an dAwn. Scholars
offer various interpretations of the Homeric simile. Forster finds that the employment of the
simile in reference to Thetis and Achilles “is Homer’s idea of a well-regulated infancy”, and
shows the poet’s love and appreciation for nature.® Drawing from other examples of Greek
ritual and thought, Tsagalis finds that the “vegetal imagery allows the poet to consider the short-
lived life” as evidenced through Achilles and reveals “an Iliadic preoccupation with the theme of
premature death.”®’ Similar to the interpretations of the quick growing lettuce of the Adonia
gardens as representative of the short-lived youth, Adonis,®® the same image of a pre-mature
death is detectable in the imagery of Achilles as sapling. However, for Achilles it is the
ephemeral life of a warrior,®® which is an identity that Adonis does not share. More broadly, the
[liadic example is typical of Homeric simile, capturing a “world of material objects and practices

outside the world of war”, set into the “conflictual arena of the battlefield.””°

One of the interesting and significant features of this simile is the placement and role of Thetis.
Unlike the women and goddesses of the previous chapters, Thetis is not equated in the simile
with the fertile earth that feeds, nurtures and grows the sapling-Achilles. Rather, she is the
gardener, the divine hands that foster, tend and raise the €pvog in an dAwn to its adulthood. But,
what does such a simile communicate about a mother’s effort and role in child-raising? Focusing
more closely on Thetis’ place in the simile, it is evident that the poet uses the image of a

gardener to praise Thetis for her role as a mother.

Thetis is a sea-goddess and has close ties to powerful Olympians, including Poseidon and

Hephaestus. Thetis’ role in the lliad, and elsewhere in mythology, reveals her powers of

85 Interestingly, Lynn-George 1996, 2 makes this observation but does not include the Thetis-Achilles simile, rather
others, i.e. Hom./[.14.427-8, 17.4-5.

66 Forster 1936, 103-4.

87 Tsagalis 2004, 20.

8 See Parker 2003, 286; Detienne 1977, 68; Winkler 1990, 204-5; Pilitsis 1985, 145-66. However, I interpret the
role of lettuce in the Adonia differently. See Guzman 2014, 19-36, especially 32-36.

89 Kitts 2000, 110.

70 du Bois 1995, 46.
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protection and strength.”! She is remembered in epic poetry for the rescue and protection of the
king of the gods, which brings an end to a revolt and an attempted usurpation of Zeus.”? In the
Iliad, her powers are focused on the protection of her son, though her full power to save and
protect him is limited by Achilles’ mortality—she is unable to save him from death. Thus,
Thetis’ actions and advice throughout the epic speak of protective role.”> Despite Achilles’
patrilineal references and the love he has for his father,’* Thetis holds the main role in her son’s
life throughout the epic. It should be noted that though motherhood and her protective role for

her son is a focus in the //iad, motherhood is not her only role or purpose in mythology.

Turning now to the simile, the poet describes Thetis as a gardener and her son, Achilles, as an
gpvog young shoot in an dlon|. Thetis’ care and the expression of her parental care is evident. It
is a powerful simile because it uses Thetis’ focalisation, thus providing a personal perspective:’>

0 & avédpapev Epvei ioog:
TOV HEV €Y Opédyaca pUTOV B¢ YOLVD GAMTS. ..

And he shot up like a young shoot. And I reared him, like a sapling in
the high, sloped ground of an orchard...”®

Thetis’ care of Achilles is a central feature of the simile. In Thetis’ words, the goddess uses the
verb 1pépw, appearing in its participle form, to communicate her care of Achilles. The
denotations of this verb, interpreted above as reared, also include thicken, curdle, grow, grow
up, educate, nourish, maintain and support. The emotionally charged aspects that are attributed
to the participle and verb include cherish and foster. The imagery associated with these aspects
of meaning are children, animals, as well as armies.”” Similar to Lynn-George’s findings about
the verb nélm,”® tpépm communicates the action and expression of care. This reading of the verb

Tp€pm reveals a strong emotional attachment between Thetis and her son.

7! Slatkin 1986, 10-11.

2 Hom.J1.1.396-406, cited in Slatkin 1986, 11.

73 Slatkin 1986, 9.

74 BE.g. Hom.IL.1.1, 1.188, 1.197, 2.674. Achilles’ love for Peleus: Hom./..24.508-9, 24.511-12.

75 McNelis and Sens 2016, 37 identify a similar effect from Cassandra’s focalistion. They note that few similes in
the Homeric poems are from an individual’s focalisation. Thus, the simile analysed above is significant for its rare
personal focalisation.

76 Hom./[.18.56-57. The simile is repeated in lines 437-38. Note that youvog denotes an area that is high and sloped,
such as a hill. See Chapter Two, “dAmn” section.

T “1pépm’ s.v. LSJ online 2018. See Chapter Six for the use of metaphor and simile in the poetic explorations of
females and animals.

78 Lynn-George 1996, 18.
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The most significant feature of the simile for the current purposes is that Thetis assumes the role
of a gardener in an dAwn. A knmovpds, as noted in Chapter Two, is a person who cares for and
tends cultivated spaces. Gardeners, and those who undertake the tasks and have the knowledge
without the title,” are experts in proper care, watering and cultivation methods. Such people
have a close relationship to the plants they tend, as shown in examples such as Laertes and his
familial garden (a xfmog which contains both an 8pyato¢ and éAmn) in Ithaca.’ Though
described in a narrative that is chronologically after the I/iad, Laertes illustrates clearly the self-
sacrificing nature of a gardener that relates closely to that of a dedicated parent. The poet
remarks on Laertes’ worn, soiled clothing,3! perhaps indicative of little to no self-care. His
emotional distress and grief manifests in his appearance, worn down by grief for his missing son.
Yet, his dhon| is moAvkdprog, friuitful ¥ Its fruitfulness is the result of careful, tender attention.
The areas denoted as dhwn are of high value to landowners and families of this period.?®?
Seemingly as a choice between self-care and care for his garden, Laertes’ appearance indicates

the latter.3*

For Thetis, her dedication and tender care for Achilles is not manifest so much in her
appearance, as it is for Laertes, but in her behaviour. Pained with the knowledge of his upcoming
death, Thetis displays her grief in typical, funerary behaviour,® in the mournful beating of her
breasts.?® Following this display, Thetis returns to the task at hand, the protection of her son
through the gift of new armour. The armour and shield, crafted by Hephaestus, serves this
purpose of protection. The gift of the armour is the result of her love and care for Achilles. The
armour also represents Hephaestus’ care for Thetis because he consents to make it and consoles
her in her grief.” The armour distinguishes Achilles from the rest of the Achaeans.®® Scholarship

has conflicting views on the interpretation of Thetis’ gift. Hubbard interprets Thetis’ gift of the

7 E.g. Dolius, one of the faithful and much-loved slaves of Odysseus’ household in Hom.Od.4.735-37, “...uot
Kkfmov £xel ToOAVOEVOpEOV, keeps my garden of many trees.”

80 Hom.0d.24.222, 336, 244-7, 257, as noted above.

81 Hom.Od.11.191.

82 Hom.Od.24.221.

8 Bowe 2010, 209. Note that Alcinods’ and Laertes” 8pyotot are located closest to the house, Hom.Od.7.112 and
0d.24.358. 11.14.124 illustrates that, among a person’s estate, a thriving, tree-filled orchard is important and is a sign
of a person’s wealth: ““... ToALol o0& putdV Ecav OpyoTol appic and around were many orchards of trees.”

8 Although, at Hom.Od.16.144-45, Telemachus remarks that his grandfather is doing nothing, only wasting away
from grief. However, when Odysseus returns home, his father is working in his éAm1|, tending to a small plant, in
Hom.0d.24.226-27.

85 Dillon 2004, 269; Sapph.140a; Ar.Lys.396, as cited in Goff 2004,139.

8 Hom.1.18.50-51.

87 Hom.11.18.463-67.

88 None but Achilles, among the Achaians, can look upon the shield, as Hephaestus indicates at Hom.//.18.466-67;
Scully 2003, 34.
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new, divinely made armour as “allowing him to re-enter battle and the social world of war.”®® In
opposition to a ‘social reintegration’ reading, Scully purports that Thetis is advising her son to
“put on his war strength.”° Irrespective of either interpretation, the outcome of the gift is the
same. The armour enables Achilles once more to re-enter battle, seek vengeance and leads to his
eventual immortalisation in epic.”! The shield and armour allow for multiple interpretations, each
of which has its merits. For the present purposes, the shield and armour as gifts speak of the

long-term and influential relationship between mother and child.

Thetis’ care of Achilles not only reflects the expert knowledge and specialised care of a
gardener, but her place in the simile as a gardener has precedent in the /liad. Another example is
found in Book 17,°2 which uses a “vegetal” simile to describe the life of a young hero.”* On this
occasion, Euphorbus is a &€pvoc...8haing young shoot of an olive tree, whilst Achilles is not
equated to a specific type. Like Achilles, Euphorbus’ development from childhood to adulthood
is conceptualised as a sapling, though under the care of an dvi\p man. The descriptors of
Euphorbus indicate that the man’s effort is well-spent, because the sapling is of good character
(koAov Aeddov good and flourishing).** As in the Thetis simile, the Euphorbus simile uses the

same verb, Tpé@m, to describe the efforts of the man.”

The simile has an interesting impact upon the way in which the Homeric epic views motherhood,
through the comparisons and similarities drawn from the role and identity of gardener, garden
and plant. The poet uses everyday imagery that is more commonly pictured as “men’s” work
(though women frequently perform such tasks t00),”® and applies it to a Greek woman’s realm of
activity. In one way, the simile reveals the poet’s praises for motherhood’s efforts and care,
comparing the task of mothering to the physically demanding labour of gardening. The child, as

the product of the care and attention, is worthy of note. The representation of a child as a sapling

89 Hubbard 1992, 22.

%0 Scully 2003, 37.

°l Hom./1.9.410-416.

2 Hom./.17.53-55.

93 Euphorbus’ death is represented through nature imagery. See Hom...17.55-60, as winds that rip the tree from the
ground.

% Hom.1[.17.55.

% “thebéw’ s.v. LSJ online 2018.

% It is more commonly viewed as men’s work according to Xen.Oec.7.21-24, as cited in Hackworth Petersen and
Salzman-Mitchell 2012, 4; Menander would agree with Xenophon, see Men.F7.815 PCG.G as cited in Lefkowitz
and Fant 2016, 38, item 66. In the Odyssey, the poet refers to male slaves and household men who work in the
garden and with the livestock (e.g. Hom.Od. 14.3 [Euumaeus the pig farmer], Hom.Od.24.222-225 [Dolius, the other
slaves and his sons who gather stones for the aipacid wall of the dhon], Hom. Od.24.244-47 [Laertes and his care of
figs, vines, olives, pears and other kfjmog garden areas and plants]) However, women are portrayed in livestock
shepherding roles and undertake harvest tasks, such as in Heracleid.Lemb.F7.53 in which women undertake the
cultivation and the men shepherd livestock. See Chapter Six.
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occurs elsewhere in poetry. To represent a child and/or youthful person (usually a male) as a
sapling (dpmn&, &pvog or euTdC) is positive and is intended as complimentary. Other young men
who are called saplings include the bride-groom in Sappho (8pnn), an anonymous young male
in Meleager (&pvog), Telemachus in the Odyssey (€pvog) and Herakles in Theocritus (pvtdc). In

these instances, eroticism and sensual, sexuality is connoted.”’

In another way, the poet uses the value inherent in the space of the dAwr| and applies it to the
mother-child relationship. As the child is valuable and the mother’s care expert, so, too, is the
careful tending of the gardener in their &Awn and the fruits it produces. The simile shows that the
role of the mother is of high importance in a child’s up-bringing in the same way that the dAwn is

important to a family’s livelihood.”®

The simile also serves to idealise the role of the mother in this kind of relationship, transforming
Thetis in this Homeric text into an ideal. Her characterisation in the [lliad speaks to her
idealisation, and communicates the expectations of women within a patriarchal world-order.
Thetis’ characterisation is used to enforce the expected role of the female in a patriarchal system,
as shown through the reference to her protection and rescue of Zeus.”® Clearly, she is powerful,
but Thetis does not use her power to further disrupt the system in place, rather she ensures its
continuity.'” Even her marriage to Peleus, a mortal, instead of one of the other gods serves this
purpose because it was prophesied that she would give birth to a son who would be greater than
Zeus.'”! Thus, Achilles is the son of Thetis and Peleus,!??> and therefore mortal himself, which
demonstrates that the prophecy is unfulfilled. In the mentions of Thetis throughout the //iad, her
efforts do not disrupt the system, but aid its enforcement. Thetis exemplifies a woman’s expected

role within a patriarchal system, which includes the institution of marriage and family.'* For an

7 Sapph.115; Mel.12.126.5; Hom.Od.14.175; Theoc.24.103. Hague 1983, 133 notes that it is Himerius in Orationes
9.16 (Sapph.105.b in Plant 2004, 21[Plant 41b]) who informs us that Sappho compared the bride-groom to Achilles.
Given that he is the sapling in the Homeric simile and that Sappho says the bride-groom is like a sapling, which
Himerius indicates she means Achilles, perhaps this reference reveals also a knowledge or shared use of the sapling
and its association with Achilles in archaic Greek poetry. Wilson 1996, 146 suggests that rendering the groom as a
slender sapling is comment both on his physical attributes, and may “contain some phallic symbolism.” See also
Fowler 1984, 121-22.

% Bowe 2010, 209.

% Hom.1[.396-406, cited in Slatkin 1986, 11.

100 Slatkin 1986, 10-11.

101 Slatkin 1986, 12.

102 Thetis proves her “trustworthiness” to Zeus’ order in her rescue and support of his rule, and in the birthing of a
mortal son to her mortal husband. Through these actions, Thetis is properly “integrated” into the (Olympian) family
and her husband’s family, a similar kind of integration that ancient Greek women undergo, according to
Taraskiewicz 2012, 45.

103 As Tsagalis 2004, 19 n.37 mentions, the /liad makes no note of Thetis’ leaving of her husband’s house to return
to her father’s, which would clearly impact negatively upon her idealisation in the epic. Such a return to the natal
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aAon and its produce to thrive, adequate care must be provided. Likewise, for a family and its

offspring to thrive, a woman’s role is instrumental, so the simile portrays. %4

Clearly, mothers are important in the lives of children, as another simile shows. Through the
simile, which belongs to the vegetal category, Aesop discusses the differences between the
mother and step-mother.'® In this example, the primary interpretation is that the mother who
tends to the plants is Earth, and she grows plants that are healthier and stronger than those under
the care of humans, who are the step-mothers. However, if one approaches this simile from
another perspective, the implication is that the mother is equated to divine care and that
motherhood is clearly a fundamental and creative role in the life of a child. The support and care
of others, such as handmaids and other women of the household, are still valuable but should be
viewed as secondary, supportive roles to the mothers themselves.!% These other women, such as
friends, neighbours, slaves, midwives and other si