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A LYRIC EPOS

The aim of this article is to examine a corrupt line in one of the most quoted

and discussed fragments of Sappho and to propose a new way of restoring it.

I shall first discuss the fragment briefly and focus on the problematic line

thereafter.

Sappho fragment 55 V is an isolated quotation:

Î·Ùı¿ÓÔÈÛ· ‰b ÎÂ›ÛËÈ Ôé‰¤ ÔÙ· ÌÓ·ÌÔÛ‡Ó· Û¤ıÂÓ
öÛÛÂÙ’ Ôé‰b †ÔÎ’† ûÛÙÂÚÔÓØ Ôé ÁaÚ Â‰¤¯ËÈ˜ ‚Úfi‰ˆÓ
ÙgÓ âÎ ¶ÈÂÚ›·˜, àÏÏ’ àÊ¿ÓË˜ ÎàÓ \A›‰· ‰fiÌˆÈ
ÊÔÈÙ¿ÛËÈ˜ Â‰’ àÌ·‡ÚˆÓ ÓÂÎ‡ˆÓ âÎÂÔÙ·Ì¤Ó·.

The sources that quote the fragment or seem to allude to it1 indicate a

context: the lines are to a woman who is uneducated (à·›‰Â˘ÙÔÓ Stobaeus),

or wealthy (ÏÔ˘Û›·Ó Plutarch Coniug. praec.), or uncultivated and ignorant

(ÙÈÓa ÙáÓ àÌÔ‡ÛˆÓ Î·d àÌ·ıáÓ Quaest. conv.), or, perhaps, «to some of

those women reputed to be well-off» (Úfi˜ ÙÈÓ·˜ ÙáÓ Âé‰·ÈÌfiÓˆÓ ‰ÔÎÔ˘-
ÛáÓ ÂrÓ·È Á˘Ó·ÈÎáÓ Aelius Aristides).2 Not all of this can be inferred from
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1. Stob. 3. 4. 12 (3. 221f. W.-H.); Plut. Coniug. praec. 145f-146a; Plut. Quaest. conv. 646e-

f; Clem. Alex. Paed. 2. 8. 72 (2. 201, 21ff. St.); cf. Aristid. Or. 28. 51 (2. 158 K.). Cf. also

Voigt’s apparatus fontium.

2. Note, however, that the alleged allusion to the fragment by Aelius Aristides (ÔrÌ·È ‰¤ ÛÂ
Î·d ™·ÊÔÜ˜ àÎËÎÔ¤Ó·È Úfi˜ ÙÈÓ·˜ ÙáÓ Âé‰·ÈÌfiÓˆÓ ‰ÔÎÔ˘ÛáÓ ÂrÓ·È Á˘Ó·ÈÎáÓ ÌÂÁ·Ï·˘-
¯Ô˘Ì¤ÓË˜ Î·d ÏÂÁÔ‡ÛË˜, ó˜ ·ñÙcÓ ·î MÔÜÛ·È Ùˇá ùÓÙÈ çÏ‚›·Ó ÙÂ Î·d ˙ËÏˆÙcÓ âÔ›ËÛ·Ó, Î·d
ó˜ Ôé‰’ àÔı·ÓÔ‡ÛË˜ öÛÙ·È Ï‹ıË, Or. 28. 51 (2. 158 K.)), can refer to other fragments of

Sappho (fr. 32 V ·ú (sc. Musae?) ÌÂ ÙÈÌ›·Ó âfiËÛ·Ó öÚÁ· | Ùa ÛÊa ‰ÔÖÛ·È, fr. 56 V Ôé‰’ ú·Ó
‰ÔÎ›ÌˆÌÈ ÚÔÛ›‰ÔÈÛ·Ó Ê¿Ô˜ àÏ›ˆ | öÛÛÂÛı·È ÛÔÊ›·Ó ¿ÚıÂÓÔÓ Âå˜ Ôé‰¤Ó· ˆ ¯ÚfiÓÔÓ |
ÙÂ·‡Ù·Ó, fr. 147 V. ÌÓ¿ÛÂÛı·› ÙÈÓ· Ê·<Ö>ÌÈ †Î·d ≤ÙÂÚÔÓ† àÌÌ¤ˆÓ) and may have derived from

an idiosyncratic reading of a number of different songs of Sappho by Aelius Aristides himself or

by an earlier writer.
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the fragment as it stands, except for the expression Ôé ÁaÚ Â‰¤¯ËÈ˜ ‚Úfi‰ˆÓ
ÙgÓ âÎ ¶ÈÂÚ›·˜,3 which could have been taken as a reference to such an

«uneducated» woman. It is not unreasonable to construe the fragment in a

way similar to that of the ancient sources, assuming that an allusion to the

woman’s riches came in the lost part of the song. We must, however, be

aware that this excerpt does not allow us to see whether the original

composition was a direct invective against a specific female figure, or a

dialogue between women, or even a more culturally marked song, a kind of

meditation on the finiteness of human memory for those who are not

touched by and do not respond to the art of song-making while alive, and

(possibly) on the immortality of people who do have a share in the roses of

the Muses.

Starting from the information provided by the ancient sources, modern

interpretations have gone beyond what can be borne out by the available

text. The female recipient of the fragment was «an unknown poetess»,4

possibly either Andromeda5 or Gorgo,6 who had somehow provoked Sap-

pho.7 According to critics, Sappho’s «feminine» reaction is not devoid of a

3. Ôé ÁaÚ Â‰¤¯ËÈ˜: for the ending -ËÈ˜ in the second person singular of the present

indicative, transmitted here in the form -Ë˜ by one of the sources, see E.-M. Hamm, Grammatik

zu Sappho und Alkaios, Berlin 1958, ¨249, pp. 164-165. The expression «Pierian roses (of the

Muses)» is found only in Sappho; but the conception of the Muses as having their own meadow,

which is cultivated by themselves and others, and, generally, as being associated with flowers and

flowery garlands, appears in other (though later) poets: Choeril. fr. 2. 2 Bernabé MÔ˘Û¿ˆÓ
ıÂÚ¿ˆÓ, ¬Ù’ àÎ‹Ú·ÙÔ˜ qÓ öÙÈ ÏÂÈÌÒÓ, Ar. Birds 1299-30 (Aeschylus speaks) ¥Ó· Ìc ÙeÓ ·éÙeÓ
ºÚ˘Ó›¯ˇˆ | ÏÂÈÌáÓ· MÔ˘ÛáÓ îÂÚeÓ çÊıÂ›ËÓ ‰Ú¤ˆÓ, Pamprep. fr. 4. 4-6 Livrea ÁËÚ¿ÛÎˆÓ
^EÏÈÎgÓ àÓÂı‹Î·ÙÔ MÔ‡Û·˜, | ôÏÛÔ˜ àÎËÚ¿ÛÈÔ[Ó] ÍÂÓ›Ô˘ ¢Èfi˜, ˇz öÓÈ ¿ÓÙˆÓ | ]ÄÛ· ÔÏ˘-
Ï¿ÁÎÙˆÓ ÌÂÚfiˆÓ [à]Ì·‡ÂÙ·È ïÚÌ‹, Anth. Pal. 7. 14. 3-4 v˜ Ì¤Ù· ¶ÂÈıÒ | öÏÂÎ’ àÂ›˙ˆÔÓ
¶ÈÂÚ›‰ˆÓ ÛÙ¤Ê·ÓÔÓ, etc. Although in poetry the Muses are associated with songs and poems, we

may perhaps take the notion «you have no share in the roses of Pieria» more broadly than «il

simbolo della poesia stessa» (G. Perrotta - B. Gentili, Polinnia: Antologia della lirica greca, Mes-

sina/Firenze 21965, p. 145); the Muses do not represent poems and songs only (for their

Hesiodic names and their attributes, see Th. 76-79). To be sure, because Â‰¤¯ËÈ˜ is a rather

general word, it is difficult to be certain of the exact implication.

4. D. E. Gerber, Euterpe, Amsterdam 1970, p. 174.

5. W. Schadewaldt, Sappho: Welt und Dichtung, Potsdam 1950, p. 153.

6. T. Compton, «The Barbed Rose: Sappho as Satirist», Favonius 1 (1987) 5.

7. G. S. Farnell, Greek Lyric Poetry. A Complete Collection of the Surviving Passages from the

Greek Song-writers, London 1891, p. 331. It is worth noting that supplying the fragments of

Sappho with the names of their possible addressees has been an established scholarly method. The

most intriguing case is fr. 31. 16 V: ç≤Ï›Áˆ ’È‰Â≥‡Ë˜ | Ê·≤›ÓÔÌ’ öÌ’ ·ûÙ[·È. Line 16 (where

«Longinus» transmits only Ê·›ÓÔÌ·È) has been supplemented by a scrap of a third-century

papyrus published in 1965 (see M. Manfredi, «Sull’ ode 31 L-P di Saffo», in Dai papiri della

Società Italiana. Omaggio all’ XI Congresso Internazionale di Papirologia. Milano 2-8 settembre

1965, Florence 1965, pp. 16-17). The papyrus preserves ]INOMEMAYT[. Among the various

emendations that had been proposed before 1965, remarkable are Ê·›ÓÔÌ’ òAÁ·ÏÏÈ, Ê·›ÓÔÌ’
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feeling of jealousy,8 and, all the more so, «l’orgogliosa, aristocratica con-

vinzione del proprio valore si unisce nei nostri versi ad un insanabile

disprezzo ... per l’ignorante quanto borghese destinataria».9 Claude Calame

holds that the «roses of Pieria» represent the musical activity in Sappho’s

«circle», the education provided by the poetess.10 More recently, it has been

suggested11 that «to be outside the group (i.e., Sappho’s thiasos: Ford (n. 11),

p. 14, n. 32) was to be banished from their songs, ceremonies, and distinctive

ways, like the woman who «will have no share in the roses of Pieria when

you descend to the house of Hades» (55.2-3 V)».12 In view of these and other

similar approaches to Sappho fragment 55 V, it may be worth looking for the

possible context of its poetic/thematic motif (despite the paucity and

fragmentariness of the available material), rather than proceeding to a search

for the «original» context of its performance, a highly influential metho-

òA‚·ÓıÈ, and Ê·›ÓÔÌ·È òAÙıÈ, which manifest the tendency of classical scholars to think of

Sappho’s poetry as frequently employing female proper names connected with the so-called

«Sapphic circle» (in the case of òAÁ·ÏÏÈ˜, a once widely accepted conjecture (even Diehl adopted

Ê·›ÓÔÌ’, òA<Á>·ÏÏ<È> in his text and discussed it in his critical apparatus ad loc ., E. Diehl,

Anthologia Lyrica Graeca, vol. 1, Leipzig 21936), note that it was invented by W. R. Paton, «Two

Emendations of Sappho», CR 14 (1900) 223); the most ingenious restoration in terms of

meaning, and in coming close to the text as we now know it from the papyrus, is that of George

Thomson: Ê·›ÓÔÌ·È <·ûÙ·> («Two Notes on Greek Poetry», CQ 29 (1935) 38; cf. H. J. M.

Milne’s Ê·›ÓÔÌ’ <öÁˆÁÂ> («Musings on Sappho’s Ê·›ÓÂÙ·› ÌÔÈ», SO 13 (1934) 21)). For a history

of various distortions that the line suffered before the discovery of the papyrus, see M. Gigante,

«Invito allo studio dei risultati papirologici (Sul testo della seconda ode di Saffo)», Cultura e

Scuola 28 (1968) 31-33; S. Nicosia, Tradizione testuale diretta e indiretta dei poeti di Lesbo,

Roma 1976, pp. 123-140, and, more schematically, M. Bonaria, «Note critiche al testo di Saffo»,

Humanitas 25/26 (1973/74) 171.

8. B. Lavagnini, Aglaia. Nuova antologia della lirica greca da Callino a Bacchilide, Torino

1937, p. 131.

9. E. Degani - G. Burzacchini, Lirici Greci, Florence 1977, p. 153.

10. Les Chœurs de jeunes filles en Grèce archaïque. I: Morphologie, fonction religieuse et

sociale, Rome 1977, pp. 391, 402, n. 93. Cf. Choruses of Young Women in Ancient Greece: Their

Morphology, Religious Role, and Social Function, new and revised ed., trans. D. Collins - J.

Orion, Lanham, MD 2001, pp. 225, 232.

11. A. Ford, The Origins of Criticism: Literary Culture and Poetic Theory in Classical Greece,

Princeton, N.J. 2002, p. 14.

12. Ford further elucidates his point: «Although we cannot precisely reconstruct the nature of

Sappho’s group, its members clearly had a special status that derived from their closeness to the

Muses, a status that was made concrete in their association with a special “house” or perhaps

“temple” in the city». Ford refers here to I. Morris («The Strong Principle of Equality and the

Archaic Origins of Greek Democracy», in J. Ober and C. Hedrick (eds.), Dêmokratia: A

Conversation on Democracies, Ancient and Modern, Princeton, N.J. 1996, pp. 19-48), who

«notes that Sappho’s house is also a cult of the East, the Olympian gods, and “elite” ideals of

nobility and beauty» (Ford (above, n. 11), p. 14, n. 32). On fr. 55 V, see also G. Tsomis,

Zusammenschau der frühgriechischen monodischen Melik (Alkaios, Sappho, Anakreon), Stuttgart

2001, pp. 204-206.
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dology in nineteenth- and twentieth-century scholarship (especially) on

Sappho (among the archaic Greek lyricists).

Even a linear reading of her fragments suggests that memory13 penetrates

into the process of Sappho’s song-making. The speaking subject often resorts

to recollections of the past: recollected images and metaphors are sometimes

what the poetic voice shares with her audience; remembrance in the future is

what, in turn, she believes will be offered to her (fr. 147 V ÌÓ¿ÛÂÛı·› ÙÈÓ·
Ê·<Ö>ÌÈ †Î·d ≤ÙÂÚÔÓ† àÌÌ¤ˆÓ). Memory through song is, for Sappho’s poetic

persona, a way of escaping the oblivion that accompanies the world of the

dead,14 a world that does not seem so dark15 for those who have actively

responded to song-making and have picked some of «its flowers».

Furthermore, fragment 65 V, which is addressed to æ¿Êˆ, possibly alludes

to a different status even in the house of Acheron (lines 9-10 ¿ÓÙ·È ÎÏ¤Ô˜ [
| Î·› Û’ âÓÓ \A¯¤Ú[ÔÓÙ).16

It has persuasively been suggested that, already in the 8th century BC, the

belief in a paradise for the select few, in the form either of Elysion or of the

Islands of the Blest, appears side by side with the more commonly held belief

in a shadow-like afterlife in Hades for most of the dead.17 That belief in the

existence of a place where exceptional people live after death acquires

progressively greater importance.18 Sappho fragment 55 V can appropriately

13. ÌÓ·ÌÔÛ‡Ó·: the word occurs in Homer (Il. 8. 181 ÌÓËÌÔÛ‡ÓË ÙÈ˜ öÂÈÙ· ˘Úe˜ ‰Ë˝ÔÈÔ
ÁÂÓ¤Ûıˆ). For Sappho’s ÌÓËÌÔÛ‡ÓË, see H. Maehler, Die Auffassung des Dichterberufs im frühen

Griechentum bis zur Zeit Pindars, Göttingen 1963, pp. 59-60. For the connection between

mnemosyne and song (although here it is not only song and poetry that may be implied), cf. Il. 6.

357-358 ÔxÛÈÓ âd ZÂf˜ ıÉÎÂ Î·ÎeÓ ÌfiÚÔÓ, ó˜ Î·d ç›ÛÛˆ | àÓıÚÒÔÈÛÈ ÂÏÒÌÂı’ àÔ›‰ÈÌÔÈ
âÛÛÔÌ¤ÓÔÈÛÈ (see also Od. 3. 203-204, and 8. 579-580), Theognis 237-243, and Pindar N. 6. 29-

30 ·ÚÔÈ¯ÔÌ¤ÓˆÓ ÁaÚ àÓ¤ÚˆÓ, | àÔÈ‰·d Î·d ÏfiÁÔÈ Ùa Î·Ï¿ ÛÊÈÓ öÚÁ’ âÎfiÌÈÛ·Ó, 11. 11-18. For

Mnemosyne as personification of oral composition, see J. A. Notopoulos, «Mnemosyne in Oral

Literature», TAPA 69 (1938) 465-467.

14. Cf. B. Gentili, Poetry and its Public in Ancient Greece: From Homer to the Fifth Century,

trans. T. Cole, Baltimore 1988, p. 263, n. 64, and C. M. Bowra, Greek Lyric Poetry: From

Alcman to Simonides, Oxford 21961, p. 207.

15. àÊ¿ÓË˜ ... ÊÔÈÙ¿ÛËÈ˜: The meanings «unseen» and «unnoticed» are both appropriate

here. ÎàÓ \A›‰· ‰fiÌˆÈ: «also in the dim atmosphere (àÌ·‡ÚˆÓ ÓÂÎ‡ˆÓ) of Hades you will be

àÊ¿ÓË˜». The expression already in Homer, e.g. Il. 22. 52, 23. 19 (= 23. 179), 23. 103. Cf.

Alcaeus fr. 48. 15 V ]˜ \A›‰·Ô ‰áÌ· (Âå]˜ Hunt).

16. For a survey of the diverse views about afterlife and Sappho fr. 55 V, see R. Palmisciano,

«Lamento funebre, culto delle Muse e attese escatologiche in Saffo (con una verifica su

Archiloco)», Seminari Romani di Cultura Greca I. 2 (1998) 190-195. See also P. Köln inv. 21351,

fr. I. 4-5 in M. Gronewald - R. W. Daniel, «Ein neuer Sappho-Papyrus», ZPE 147 (2004) 4-5

(text) and 6.

17. C. Sourvinou-Inwood, ‘Reading’ Greek Death: to the End of the Classical Period, Oxford

1995, pp. 38ff. and 106-107.

18. Sourvinou-Inwood, above, n. 17. Cf. C. Sourvinou-Inwood, «Elysion», in H. Cancik and
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be viewed within this discursive framework: there will always be dimly-seen

dead in Hades, who will wander to and fro among the other Âú‰ˆÏ·
àÌ·˘Ú¿; and yet people who have a share «in the roses of the Muses»19 can

be not among them.

Leaving aside the possible eschatological associations of this image, the

overall idea reflected in the fragment will recur in later literature. To give a

few examples: in Euripides’ Troades 1244-5 we hear that àÊ·ÓÂÖ˜ iÓ ùÓÙÂ˜
ÔéÎ iÓ ñÌÓËıÂÖÌÂÓ iÓ | ÌÔ‡Û·È˜ àÔÈ‰a˜ ‰fiÓÙÂ˜ ñÛÙ¤ÚˆÓ ‚ÚÔÙáÓ. And

much later, in a funerary epigram composed in ancient Greek for an eleven-

and-a-half-year-old poet, Q. Sulpicius Maximus, we read: Ôé ÁaÚ àÂ˘ıc˜ |
ÎÂ›ÛÂ·È, ÔéÙÈ‰·ÓÔÖ˜ å‰fiÌÂÓÔ˜ Ó¤Î˘ÛÈ.20

Is the (imaginary or specific) woman to whom the fragment is addressed

seen as still alive or already dead? Most scholars render «when you (have)

die(d),» clearly assuming that the woman is not dead.21 On the other hand, if

she is already dead (and we translate the participle as «having died,» «now

that you are dead»): (i) the present tense in Â‰¤¯ËÈ˜ can be understood only

if we assume that it is historic,22 while the futures ÎÂ›ÛËÈ, öÛÛÂÙ(·È) and

ÊÔÈÙ¿ÛËÈ˜ must refer to the present; (ii) the perfect participle âÎÂÔÙ·Ì¤Ó·
must have a meaning similar to that given by Denys Page «flown from our

midst» or «you (dead) being flown away from (us living).»23 Although one

H. Schneider (eds.), Der Neue Pauly, vol. III, Stuttgart 1997, pp. 1004-1005.

19. For «presents» granted by the Muses, see Archilochus fr. 1. 2 W2 Î·d MÔ˘Û¤ˆÓ âÚ·ÙeÓ
‰áÚÔÓ âÈÛÙ¿ÌÂÓÔ˜, Alcman fr. 59(b). 1-2 PMGF ÙÔÜÙÔ !·‰ÂÈÄÓ ö‰ÂÈÍÂ MˆÛÄÓ ‰áÚÔÓ,
Sappho fr. 58. 11 V and cf. the new Sappho fragments edited by M. Gronewald and R. W.

Daniel in ZPE 147 (2004) 1-8 and ZPE 149 (2004) 1-4, one of which provides ]ÔÎ[Ô]ÏˆÓ Î·Ïa
‰áÚ· for fr. 58. 11 V, Solon fr. 13. 51 W2 ôÏÏÔ˜ \OÏ˘ÌÈ¿‰ˆÓ MÔ˘Û¤ˆÓ ¿Ú· ‰áÚ·
‰È‰·¯ıÂ› ,̃ Bacchylides 19. 3-4 n˜ iÓ ·Úa ¶ÈÂÚ›‰ˆÓ Ï¿¯ËÛÈ ‰áÚ· MÔ˘ÛÄÓ and 19. 13-14

·Úa K·ÏÏÈfi·˜ Ï·¯ÔÖÛ·Ó öÍÔ¯ÔÓ Á¤Ú·˜, Bacchylides fr. 55 Maehler (= fr. adesp. 959 PMG),

Theognis 250 W2, Anacreon fr. eleg. 2.3 W2, Anacreon 346, fr. 11. 8-9 PMG (frs. 11+3+6).

20. L. Moretti, Inscriptiones Graecae Urbis Romae, Rome 1979, IGUR 1336. C. 17-18. The

inscriptional field of the whole funerary monument on which this epigram is inscribed also

includes an extempore Greek composition (Î·›ÚÈÔÓ) by Q. Sulpicius Maximus on the theme of

«what words Zeus might use in reproving Helios for having entrusted his chariot to Phaethon»

(IGUR 1336. A).

21. Î·Ùı¿ÓÔÈÛ· ... ÎÂ›ÛËÈ; for parallel structures, see, for example, Soph. El. 1134 ı·ÓgÓ
öÎÂÈÛÔ, Eur. Phoen. 1459 ı·ÓÔÜÛ· ÎÂÖÙ·È, Or. 366 ÎÂÖÙ·È ... ı·ÓÒÓ.

22. We would perhaps expect a dead person to have had their «share in the Pierian roses»

while she/he was alive, unless we further speculate that for Sappho the life in the underworld

reflects the earthly life. As far as the possibility of a historic present here is concerned, we notice

that, in the fragment as preserved, there is no past tense preceding the present tense Â‰¤¯ËÈ˜,

nor any feature that might lead us to think that it is part of a narrative.

23. D. Page, Sappho and Alcaeus: An Introduction to the Study of Ancient Lesbian Poetry,

Oxford 1955, pp. 137-138 and n. 3 («Î·Ùı¿ÓÔÈÛ· I doubtfully take to mean “when you have

died”, addressed to a living person; but it remains possible that it means “having died”, and that



386 EÏÏËÓÈÎ¿ 56.2 (2006)

might perhaps consider this alternative possible, it is more likely to take the

lines as a kind of invective against a living woman.24

It is time to focus on the problematic line 2 of fragment 55 V. The

problem lies in Ôé‰b †ÔÎ’† ûÛÙÂÚÔÓ. The metre, a glyconic expanded with

two choriambs (gl2c), requires two syllables (a short and a long) between

Ôé‰b and ûÛÙÂÚÔÓ. Most restorations adopt Hugo Grotius’ seventeenth-

century suggestion <Âå˜> ûÛÙÂÚÔÓ,25 which is plausible as a phrase (cf. the epic

â˜ ≈ÛÙÂÚÔÓ, Homer Od. 12. 126, Hesiod Op. 351).26 Then there is the

question of whether Ôé‰¤ ÔÎ’ can be retained before such a phrase

(especially after Ôé‰¤ ÔÙ· in line 1). The majority of critical editors and

commentators would be satisfied with such a (semantically redundant)

solution.27 However, some critics have looked instead for a noun parallel

the woman in question is already dead»).

24. ÊÔÈÙ¿ÛFË˜ in line 4 suggests «you (or rather “your soul”) will wander», as Achilles’ psyche

wanders in Od. 11. 539 (ÊÔ›Ù· Ì·ÎÚa ‚È‚ÄÛ· Î·Ù’ àÛÊÔ‰ÂÏeÓ ÏÂÈÌáÓ·). For the distinction

between the soul of the dead which lives in Hades and the body of the dead (from which the

psyche departs at the moment of death), see J. N. Bremmer, The Early Greek Concept of the Soul,

Princeton, N.J. 1983, pp. 82-89. However, the participle âÎÂÔÙ·Ì¤Ó· has caused much

misunderstanding. Marzullo took it to mean «dismayed», in view of the entry âÎÂfiÙËÌ·ÈØ
âÎ¤ÏËÁÌ·È in Hesychius (cf. Theoc. 2. 19 ÷Ä Ùa˜ ÊÚ¤Ó·˜ âÎÂfiÙ·Û·È;) (B. Marzullo,

Frammenti della lirica greca, Florence 21967, p. 68). In view of Hom. Od. 11. 222 „˘¯c ...
àÔÙ·Ì¤ÓË ÂfiÙËÙ·È, and since it is not certain that the only other passage where

âÎÂfiÙËÌ·È is supposed to have the meaning âÎ¤ÏËÁÌ·È (that is, Eur. El. 175-77 ÔéÎ â’
àÁÏ·˝·È˜, Ê›Ï·È, | ı˘ÌeÓ Ôé‰’ âd ¯Ú˘Û¤ÔÈ˜ | ¬ÚÌÔÈ˜ âÎÂfiÙ·Ì·È) requires such meaning (M.

J. Cropp, Euripides. Electra, Warminster 1988, translates «no fineries, my friends, no golden

necklaces give flight to my wretched heart»), I would be disinclined to accept this meaning for

Sappho fr. 55.4 V as well. Page ((above, n. 23), pp. 137-138) rendered the participle as «flown

from our midst», resisting the tendency to connect it closely with Â‰’ àÌ·‡ÚˆÓ ÓÂÎ‡ˆÓ. By

contrast, Vermeule interpreted line 4 as follows: «Sappho’s disliked poetess travels winged among

the dark dead...in an unclear form» (E. Vermeule, Aspects of Death in Early Greek Art and Poetry,

Berkeley 1979, p. 213, n. 13). The central point is that the participle is in the perfect tense, and

that it is much more likely for it to modify the verb ÊÔÈÙ¿ÛFË˜. As far as the text goes, it seems

that the meaning becomes clear only if we take as the subject of both ÊÔÈÙ¿ÛFË˜ and

âÎÂÔÙ·Ì¤Ó· the phrase «you (woman) in the form of your soul». It is only the soul of the dead

that goes to Hades (see Bremmer (avove, n. 24), passim), and the Homeric expression „˘¯c ‰’ âÎ
®Âı¤ˆÓ Ù·Ì¤ÓË òA˚‰fiÛ‰Â ‚Â‚‹ÎÂÈ (Il. 16. 856 = 22. 362; cf. B. Snell, Dichtung und

Gesellschaft: Studien zum Einfluß der Dichter auf das soziale Denken und Verhalten im alten

Griechenland, Hamburg 1965, p. 99, n. 71, and E. Cavallini, «Il volo della „˘¯‹», Lexis 5/6

(1990) 77-79) serves very well to explain the prepositional prefix âÎ-. Effectively, âÎÂÔ-
Ù·Ì¤Ó·, which should be rendered «having flown from (your dead body), having left (your

body)» («you will be wandering (as psyche, no longer as a living person)»), corresponds to

Î·Ùı¿ÓÔÈÛ· and lends a form of ring composition to the fragment.

25. Dicta poetarum quae apud Io. Stobaeum exstant, emendata et Latino carmine reddita ab

Hugone Grotio, Paris 1623.

26. Cf. E. Tzamali, Syntax und Stil bei Sappho, Dettelbach 1996, p. 282.

27. Among others, Tzamali more recently prints Grotius’ Ôé‰¤ ÔÙ’ <Âå˜> ûÛÙÂÚÔÓ (Tzamali

(above, n. 26), p. 278). Cf. F. De Martino - O. Vox, Lirica Greca, vol. 3: Lirica eolica e
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with ÌÓ·ÌÔÛ‡Ó· in line 1. So Fritz Bucherer28 suggested Ôé‰b fiı· <Âå˜> (cf.

Il. 14. 368 ÎÂ›ÓÔ˘ ‰’ Ôû ÙÈ Ï›ËÓ Ôıc öÛÛÂÙ·È, Od. 14. 144, Callinus 1. 18-

19, etc.) – with synecphonesis as in line 1.29 David Campbell has adopted

fiı· in his edition.30 But note that Sappho elsewhere always refers to fiıÔ˜,

not to Ôı‹. Otto Hoffmann31 proposed Ôé‰’ ùÓ˘Ì’ <Âå˜> ûÛÙÂÚÔÓ (a violent

change), while Otto Crusius32 restored the line in the following manner: Ôé‰’
öÚÔ˜ <Âå˜> ûÛÙÂÚÔÓ. Such an approach is to be preferred to Hermann’s

suggestion ÔûÙÂ ÙfiÙ’ <ÔûÙ’> ûÛÙÂÚÔÓ,33 adopted by Bergk.3 4 Crusius’

emendation should be along the right lines, but öÚÔ˜ lends the text

unexpected nuances, which are not justified by the available context. Further,

Crusius’ suggestion alludes to another influential scholarly methodology in

the research on Sappho in the last two centuries or so: the marked attempt to

analyze (and supplement) the fragmentary poetry of Sappho from an

exclusively erotic viewpoint.

I suggest that a more «unmarked» word may be required for the corrupt

line of Sappho’s song. To be sure, <Âå˜> ûÛÙÂÚÔÓ is highly likely in this

context. The omission can be explained by a form of haplography (EI™
dropped before Y™). In contrast to previous attempts, I would argue that,

both from a linguistic point of view and in terms of a more unmarked

approach to the fragments of Sappho, the safest way to remedy the passage is

to adopt a restoration along the following lines: Ôé‰¤ ÔÙ· ÌÓ·ÌÔÛ‡Ó·
Û¤ıÂÓ | Ôé‰’ öÔ˜ <Âå˜> ûÛÙÂÚÔÓ. The corruption of OY¢E¶OC to Ôé‰¤ ÔÎ’

complementi, Bari 1996, p. 1156.

28. F. Bucherer, Anthologie aus den griechischen Lyrikern, Gotha 1904.

29. Cf. U. von Wilamowitz-Moellendorff, Sappho und Simonides: Untersuchungen über

griechische Lyriker, Berlin 1913, p. 88, n. 2: «da fehlt ein zweites Nomen parallel zu ÌÓ·ÌÔÛ‡Ó·;

das hat man richtig gesehen, aber öÚÔ˜ oder ùÓÔÌ· verfehlen den Sinn. Ich denke, wir dürfen

noch ein paar Buchstaben verwenden und Ôé‰b Ôıa Âå˜ ≈ÛÙÂÚÔÓ setzen; die Synaloephe hat das

Unheil angerichtet».

30. D. A. Campbell, Greek Lyric I, Cambridge, Mass. 1982 (Ôé‰b fiı· Âå˜ ûÛÙÂÚÔÓ).

31. O. Hoffmann, «Die Fragmente der äolischen Lyriker», in id., Die griechischen Dialekte in

ihrem historischen Zusammenhange, vol. II: Der nord-achäische Dialekt, Göttingen 1893, p. 150.

32. O. Crusius, Anthologia lyrica, sive Lyricorum graecorum veterum praeter Pindarum

reliquiae potiores, post Th. Bergkium quartum edidit E. Hiller (Leipzig 1890); exemplar

emendavit atque novis fragmentis auxit O. Crusius, Leipzig 1897.

33. Gottfried Hermann, «Über die Behandlung der griechischen Dichter bei den Engländern

nebst Bemerkungen über Homer und die Fragmente der Sappho», Wiener Jahrbücher 54 (1831)

217-270 = Opuscula, vol. VI, Leipzig 1835, pp. 70-141 (Hermann’s suggestion on 118 in the

Opuscula).

34. Theodor Bergk, Poetae Lyrici Graeci, vol. 3, Leipzig 1882, pp. 111-112. Page’s Ôé‰’ ú·
ÙÔd˜ ûÛÙÂÚÔÓ (Ôé‰’ ú· = Ôé‰ÂÌ›·; cf. Bergk, op.cit., p. 112, critical apparatus: «Hartung Ôé‰ÂÌ›’
Ôé‰’») changes the transmitted text quite clumsily Page (above, n. 23); cf. Bowra’s comment on

Page’s «overweighted» conjecture (Bowra (above, n. 14), p. 206, n. 4). Bowra (above, n. 14), p.

206, printed Ôé‰b fiı· Âå˜ ô„ÂÚÔÓ.
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is easy to explain palaeographically. As for possible parallels to such a men-

tality in archaic Greece, it would suffice to cite here Iliad 7. 87-91 Î·› ÔÙ¤
ÙÈ˜ ÂúFËÛÈ Î·d ç„ÈÁfiÓˆÓ àÓıÚÒˆÓ, [...] œ˜ ÔÙ¤ ÙÈ˜ âÚ¤ÂÈØ Ùe ‰’ âÌeÓ
ÎÏ¤Ô˜ Ôû ÔÙ’ çÏÂÖÙ·È, and 6. 459-61 Î·› ÔÙ¤ ÙÈ˜ ÂúFËÛÈÓ å‰gÓ Î·Ùa
‰¿ÎÚ˘ ¯¤Ô˘Û·ÓØ | «≠EÎÙÔÚÔ˜ ≥‰Â Á˘Ó‹, n˜ àÚÈÛÙÂ‡ÂÛÎÂ Ì¿¯ÂÛı·È | TÚÒˆÓ
îÔ‰¿ÌˆÓ, ¬ÙÂ òIÏÈÔÓ àÌÊÂÌ¿¯ÔÓÙÔ». œ˜ ÔÙ¤ ÙÈ˜ âÚ¤ÂÈ... (Hector speaks

to Andromache). It should be pointed out that the word öÔ˜ occurs in

Alcaeus fragment 66. 4 V (ÙtÔ˜[.] . [, the context is unknown). Finally, re-

garding öÔ˜ in the sense of «song», «verse», Theognis 15-18 W2 provides an

eloquent instance:

ìMÔÜÛ·È Î·d X¿ÚÈÙÂ˜, ÎÔÜÚ·È ¢Èfi˜, ·¥ ÔÙÂ K¿‰ÌÔ˘
â˜ Á¿ÌÔÓ âÏıÔÜÛ·È Î·ÏeÓ àÂ›Û·Ù’ öÔ˜,

«¬ÙÙÈ Î·ÏeÓ Ê›ÏÔÓ âÛÙ›, Ùe ‰’ Ôé Î·ÏeÓ Ôé Ê›ÏÔÓ âÛÙ›»Ø
ÙÔÜÙ’ öÔ˜ àı·Ó¿ÙˆÓ qÏıÂ ‰Èa ÛÙÔÌ¿ÙˆÓ.35

Such a usage of epos would bode well for «Sappho»’s ominous wish of an

unpromising future for her addressee.

Johns Hopkins University DIMITRIOS YATROMANOLAKIS

35. It might be argued that Sappho fr. 55 V could be viewed as another early case in which

epos also suggested «an utterance, ideally short» focusing on a specific discursive message. Based

on research methods of the ethnography of speaking pioneered by Dell Hymes in the early 1960s

and further explored by Richard Bauman, Joel Sherzer, Keith Basso, and other researchers (J. J.

Gumperz - D. Hymes (eds.), The Ethnography of Communication (special issue), American

Anthropologist 66. 6 (1964) part 2; R. Bauman and J. Sherzer (eds.), Explorations in the

Ethnography of Speaking, Cambridge 21989 (first. ed. 1974); K. H. Basso, Portraits of «The

Whiteman»: Linguistic Play and Cultural Symbols among the Western Apache, Cambridge 1979,

and for an excellent overview of the field, see Bauman and Sherzer (op.cit.), ix-xxvii), Richard

Martin has drawn a subtle, intriguing distinction between the semantic fields of «mythos» and

«epos» in early Greece. According to Martin, in the Homeric epics «mythos», in contrast to

«epos», refers to «a speech-act indicating authority, performed at length, usually in public, with a

focus on full attention to every detail» (R. P. Martin, The Language of Heroes: Speech and

Performance in the Iliad, Ithaca, NY 1989, p. 12 (the quotations come from this page), and 10-

42).
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MIA A¢IEPEYNHTH ¶H°H TOY E¶AINOY °YNAIKøN

∏ ‚È‚ÏÈÔÁÚ·Ê›· ÙË˜ ÎÚËÙÈÎ‹˜ ÏÔÁÔÙÂ¯Ó›·˜ ‰ÂÓ Ê·›ÓÂÙ·È Ó· ¤¯ÂÈ ·ÓÈ¯ÓÂ‡-
ÛÂÈ ·ÎfiÌË ÌÈ· Û›ÁÔ˘ÚË ËÁ‹ ÁÈ· ÙËÓ ÙÚÈ·‰ÈÎ‹ ‰È¿ÎÚÈÛË ÙˆÓ Á˘Ó·ÈÎÒÓ ÛÂ
¯‹ÚÂ˜, ·ÓÙÚÂÌ¤ÓÂ˜ Î·È ·Úı¤ÓÂ˜, Ô˘ ·ÔÙÂÏÂ› ÙÔÓ Û˘ÓÂÎÙÈÎfi ¿ÍÔÓ· ÙÔ˘
˘ÛÙÂÚÔÌÂÛ·ÈˆÓÈÎÔ‡ ‰ËÌÒ‰Ô˘˜ ÛÙÈ¯Ô˘ÚÁ‹Ì·ÙÔ˜ ã∂·ÈÓÔ˜ Á˘Ó·ÈÎÒÓ. ¶·-
Ú·ı¤Ùˆ ÌfiÓÔÓ ¤Ó· ÌÈÎÚfi ·fiÛ·ÛÌ· ÙÔ˘ ÎÂÈÌ¤ÓÔ˘ ÌÂ ‚¿ÛË ÙËÓ ¤Î‰ÔÛË
Krumbacher:1

ŸÔ˘ ı¤Ïˆ ÌÔÓ·¯fi˜ ÌÔ˘ / fiÏÂ˜ ‰È¿ Ó· Ù·˜ ‰Â›Íˆ / Î·È ÂÈ˜ ÙÔÓ ÎfiÛÌÔÓ
Ó· ÎËÚ‡Íˆ; / Î·È Ó· Û·˜ Ù·˜ ÂÈÒ Î·È Ô›Â˜, / Ù·˜ ÏˆÏ¤˜, Ù·˜ ÎÔ˘Ù˙Ô˘-
›Â˜, / ÎÔÚ·Û›Â˜ Î·È ·ÓÙÚÂÌ¤ÓÂ˜ / Î·È Ù·˜ ¯‹Ú·˜ Ù·˜ Û·ÛÌ¤ÓÂ˜. / ÚÒÙ·
Ï¤Áˆ Ù·˜ ·Úı¤ÓÂ˜, / ‰Â‡ÙÂÚÔ Ù·˜ ·ÓÙÚÂÌ¤ÓÂ˜, / Î·È ‡ÛÙÂÚ· ÙÂ˜ ÎÔ˘ÚÂ-
Ì¤ÓÂ˜, / ÙÂ˜ ¯ËÚ¿‰·˜ Ù·˜ Û·ÛÌ¤Ó·˜  (ÛÙ. 485-495).

¶Èı·ÓÒ˜, ÌÈ· ˘ÔÓÔÔ‡ÌÂÓË ËÁ‹ ÙÔ˘ ∂·›ÓÔ˘ Â›Ó·È Ë ∫·ÈÓ‹ ¢È·ı‹ÎË,2

Û˘ÁÎÂÎÚÈÌ¤Ó· ÔÈ ÂÈÛÙÔÏ¤˜ ÙÔ˘ ∞ÔÛÙfiÏÔ˘ ¶·‡ÏÔ˘. ¢ÂÓ ˘¿Ú¯ÂÈ Î¿ÔÈ·
ÂÈ‰ÈÎ‹ ·Ú·ÔÌ‹ ÙÔ˘ ÔÈËÙ‹ ÛÂ ·˘Ù‹ ÙËÓ ËÁ‹ Î·È Ë ÛÔ˘‰‹ ÙË˜ ‰ÂÓ
··Û¯fiÏËÛÂ ÙËÓ ¤ÚÂ˘Ó·. ¶ÚfiÎÂÈÙ·È, fiÌˆ˜, ÁÈ· Û¯¤ÛË ‚·ÛÈÎ‹, ÁÈ·Ù› ÙÔ
ı¤Ì· ÙÔ˘ ¯ˆÚÈÛÌÔ‡ ÙˆÓ Á˘Ó·ÈÎÒÓ ÛÂ ÙÚÂÈ˜ Î·ÙËÁÔÚ›Â˜ ·ÔÙ˘ÒÓÂÙ·È
¿ÌÂÛ· Î·È ÎÂÓÙÚÈÎ¿ ÛÙ· ‰‡Ô ÎÂ›ÌÂÓ·. ™ÙÔÓ ã∂·ÈÓÔ Û˘ÓÔ„›˙ÂÈ ÙËÓ ÔÈË-
ÙÈÎ‹. ∞ÔÙÂÏÂ› ˆ˜ ÌÔÙ›‚Ô ÙËÓ ·Ú¯‹ Î·È ÙÔ ÂÈÛÙ¤Á·ÛÌ· ÙÔ˘ ÔÈËÙÈÎÔ‡
Û˘ÛÙ‹Ì·ÙÔ˜ ÙÔ˘ ·ÓÒÓ˘ÌÔ˘ ÛÙÈ¯Ô˘ÚÁÔ‡, ÂÓÒ ÛÙÔ ‚È‚ÏÈÎfi ÎÂ›ÌÂÓÔ Â›Ó·È
ÙÌ‹Ì· ÙË˜ ıÂÌ·ÙÈÎ‹˜ ÙÔ˘. ¶·Ú·ı¤Ùˆ Ù· Û¯ÂÙÈÎ¿ ·ÔÛ¿ÛÌ·Ù· ·fi ÙËÓ
ÚÒÙË ÂÈÛÙÔÏ‹ ÙÔ˘ ¶·‡ÏÔ˘ ÚÔ˜ ∫ÔÚÈÓı›Ô˘˜:

§¤Áˆ ‰b ÙÔÖ˜ àÁ¿ÌÔÈ˜ <Î·d Ù·Ö˜ ¯‹Ú·È˜>, Î·ÏeÓ ·éÙÔÖ˜ âaÓ ÌÂ›ÓˆÛÈÓ ó˜
ÎàÁÒØ Âå ‰b ÔéÎ âÁÎÚ·ÙÂ‡ÔÓÙ·È, Á·ÌËÛ¿ÙˆÛ·Ó, ÎÚÂÖÙÙÔÓ Á¿Ú âÛÙÈÓ
Á·ÌÉÛ·È j ˘ÚÔÜÛı·È. TÔÖ˜ ‰b ÁÂÁ·ÌËÎfiÛÈÓ ·Ú·ÁÁ¤ÏÏˆ, ÔéÎ âÁg àÏÏa
ï Î‡ÚÈÔ˜, Á˘Ó·ÖÎ· àe àÓ‰Úe˜ Ìc ¯ˆÚÈÛıÉÓ·È (¶ÚÔ˜ ∫ÔÚÈÓı›Ô˘˜ ∞ã 7,8-10).
∫·È ÈÔ Î¿Ùˆ:

¶ÂÚd ‰b ÙáÓ ·Úı¤ÓˆÓ âÈÙ·ÁcÓ Î˘Ú›Ô˘ ÔéÎ ö¯ˆ, ÁÓÒÌËÓ ‰b ‰›‰ˆÌÈ ó˜
äÏÂËÌ¤ÓÔ˜ ñe Î˘Ú›Ô˘ ÈÛÙe˜ ÂrÓ·È. NÔÌ›˙ˆ ÔsÓ ÙÔÜÙÔ Î·ÏeÓ ñ¿Ú¯ÂÈÓ ‰Èa
ÙcÓ âÓÂÛÙáÛ·Ó àÓ¿ÁÎËÓ, ¬ÙÈ Î·ÏeÓ àÓıÚÒˇˆ Ùe Ô≈Ùˆ˜ ÂrÓ·È (¶ÚÔ˜
∫ÔÚÈÓı›Ô˘˜ ∞ã 7, 25-26).

1. K. Krumbacher, «Ein vulgärgriechischer Weiberspiegel», Sitzungsberichte der philosophi-

schen-philologischen und der historischen Klasse der Königlichen Bayerischen Akademie der

Wissenschaften zu München 3, MfiÓ·¯Ô 1905, ÛÛ. 335-343.

2. Nestle-Aland, Novum Testamentum Graece, ™ÙÔ˘ÙÁ¿Ú‰Ë, Deutsche Bibelgesellschaft,
271993 (8Ë ·Ó·Ù. 2001). O ·fiÛÙÔÏÔ˜ ¶·‡ÏÔ˜ ‰È·ÌfiÚÊˆÛÂ Î·ÓfiÓÂ˜ ÁÈ· ÙË Û˘ÌÂÚÈÊÔÚ¿
ÙˆÓ Á˘Ó·ÈÎÒÓ, Ô˘ ¤Ú·Û·Ó ÛÙË ‰È‰·ÎÙÈÎ‹ ÁÚ·ÌÌ·ÙÂ›·/ÏÔÁÔÙÂ¯Ó›· ÙˆÓ Â˘Úˆ·˚ÎÒÓ ¯ˆÚÒÓ
ÁÈ· ‰‡Ô ¯ÈÏÈÂÙ›Â˜. BÏ. Û¯ÂÙÈÎ¿, O. X¿ÊÙÔÓ, IÛÙÔÚ›· ÙˆÓ Á˘Ó·ÈÎÒÓ ÛÙËÓ E˘ÚÒË 1500-1800
(ÌÙÊÚ. E. XÚ˘ÛÔ¯fiÔ˘), Aı‹Ó· 2003, ÛÛ. 46-47.
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√ ¶·‡ÏÔ˜ ÚÔÛ·ÚÌfi˙ÂÈ ÙÈ˜ ·Ú·ÈÓ¤ÛÂÈ˜ ÙÔ˘ ÛÙÈ˜ ÂÈÙ·Á¤˜ ÙË˜ È‰ÂÔ-
ÏÔÁ›·˜ Ô˘ ·ÔÙ¤ÏÂÛÂ ·ÚÁfiÙÂÚ· ÙÌ‹Ì· ÙË˜ ËıÈÎ‹˜ ÙÔ˘ ¯ÚÈÛÙÈ·ÓÈÛÌÔ‡,
fiˆ˜ Ê·›ÓÂÙ·È ·fi Ù· ·Ú·¿Óˆ ·ÔÛ¿ÛÌ·Ù· Ô˘ ·Ó·Ê¤ÚÔÓÙ·È ÛÙË
Û˘ÌÂÚÈÊÔÚ¿ ÙfiÛÔ ÙˆÓ ·Ó‰ÚÒÓ fiÛÔ Î·È ÙˆÓ Á˘Ó·ÈÎÒÓ.

™ÙË Û˘Ó¤¯ÂÈ· ÙË˜ ÂÈÛÙÔÏ‹˜ ÂÚÈÏ·Ì‚¿ÓÔÓÙ·È ÓÔ˘ıÂÛ›Â˜ Û¯ÂÙÈÎ¤˜ ÌÂ
Ù· Î·ı‹ÎÔÓÙ· Î·È ÙË Û˘ÌÂÚÈÊÔÚ¿ ÂÈ‰ÈÎ¿ ÙˆÓ Á˘Ó·ÈÎÒÓ:

K·d ì Á˘Óc ì ôÁ·ÌÔ˜ Î·d ì ·Úı¤ÓÔ˜ ÌÂÚÈÌÓ÷Ä Ùa ÙÔÜ Î˘Ú›Ô˘, ¥Ó· Fq
êÁ›· Î·d Ùˇá ÛÒÌ·ÙÈ Î·d Ùˇá ÓÂ‡Ì·ÙÈØ ì ‰b Á·Ì‹Û·Û· ÌÂÚÈÌÓ÷Ä Ùa ÙÔÜ
ÎfiÛÌÔ˘, á˜ àÚ¤ÛFË Ùˇá àÓ‰Ú›. TÔÜÙÔ ‰b Úe˜ Ùe ñÌáÓ ·éÙáÓ Û‡ÌÊÔÚÔÓ
Ï¤Áˆ, Ôé¯ ¥Ó· ‚Úfi¯ÔÓ ñÌÖÓ âÈ‚¿Ïˆ àÏÏa Úe˜ Ùe ÂûÛ¯ËÌÔÓ Î·d Âé¿-
ÚÂ‰ÚÔÓ Ù̌á Î˘Ú›̌ˆ àÂÚÈÛ¿ÛÙˆ˜ (¶ÚÔ˜ ∫ÔÚÈÓı›Ô˘˜ ∞ã 7, 34).
∫·È ·Ú·Î¿Ùˆ:

°˘Óc ‰¤‰ÂÙ·È âÊ’ ¬ÛÔÓ ¯ÚfiÓÔÓ ḞÉ ï àÓcÚ ·éÙÉ˜Ø âaÓ ‰b ÎÔÈÌËıFÉ ï àÓ‹Ú,
âÏÂ˘ı¤Ú· âÛÙdÓ ˇz ı¤ÏÂÈ Á·ÌËıÉÓ·È, ÌfiÓÔÓ âÓ Î˘Ú›ˇˆ (¶ÚÔ˜ ∫ÔÚÈÓı›Ô˘˜ ∞ã 7,
39).

∂ÎÙÂÓ¤ÛÙÂÚË ·Ó·ÊÔÚ¿ ÛÙÈ˜ ¯‹ÚÂ˜ ‚Ú›ÛÎÔ˘ÌÂ ÛÙËÓ ¶ÚÔ˜ ∆ÈÌfiıÂÔÓ ∞ã 5,
3-16 ÂÈÛÙÔÏ‹ ÙÔ˘ ¶·‡ÏÔ˘3.

¶›Ûˆ ·fi ÙÈ˜ ·Ú·¿Óˆ ÁÚ·ÌÌ¤˜ ‰È·Ê·›ÓÂÙ·È ¤Ó·˜ ÛÎÔfi˜: Ë ÔÚı‹ ·Áˆ-
Á‹ ÙˆÓ ·Ó‰ÚÒÓ Î·È ÙˆÓ Á˘Ó·ÈÎÒÓ. ∞˘Ùfi˜ Â›Ó·È Ô Â›Î·ÈÚÔ˜ Î·È ¿ÌÂÛÔ˜
ÚÔÔÚÈÛÌfi˜ ÙˆÓ ÂÈÛÙÔÏÒÓ. ∆Ô Èı·Ófi, ÏÔÈfiÓ, ÚfiÙ˘Ô ÁÈ· ÙËÓ ÙÚÈÌÂÚ‹
Ù·ÍÈÓfiÌËÛË ÙˆÓ Á˘Ó·ÈÎÒÓ ÛÙÔÓ Œ·ÈÓÔ Â›Ó·È ÔÈ ÂÈÛÙÔÏ¤˜ ÙÔ˘ ·ÔÛÙfiÏÔ˘
¶·‡ÏÔ˘ Ô˘ ·Ó·Ê¤ÚıËÎ·Ó ÈÔ ¿Óˆ Î·È È‰È·›ÙÂÚ· Ë ∞ã ¶ÚÔ˜ ∫ÔÚÈÓı›Ô˘˜.
Ÿˆ˜ Ê·›ÓÂÙ·È ·fi Ù· Û¯ÂÙÈÎ¿ ·Ú·ı¤Ì·Ù·, ˘¿Ú¯ÂÈ ‰ÈÏ‹ ·Ú·ÏÏËÏ›·
‰ÔÌ‹˜ Î·È ÏÂÎÙÈÎÔ‡ ÛÙ· ˘fi ÂÍ¤Ù·ÛË ÎÂ›ÌÂÓ·. ∆fiÛÔ ÔÈ ÂÈÛÙÔÏÈÎ¤˜
ÂÈÛËÌ¿ÓÛÂÈ˜/Û˘Ì‚Ô˘Ï¤˜ fiÛÔ Î·È ÙÔ ÌÂÙ·ÁÂÓ¤ÛÙÂÚÔ ‰È‰·ÎÙÈÎfi Ô›ËÌ· ·Ú-
¯›˙Ô˘Ó ÌÂ ÌÈ·Ó ·Ó¿ÏÔÁË ÁÚ·ÌÌ·ÙÈÎ‹ ·ÓÙÈÛÙÔÈ¯›· Â›ÎÏËÛË˜ Ô˘ ÙËÓ ·ÓÙÈ-
Ï·Ì‚¿ÓÔÓÙ·È Î·È ÙËÓ ÂÎÊÚ¿˙Ô˘Ó Ù· ˘ÔÎÂ›ÌÂÓ· ˆ˜ ÚÔÙÚÔ‹/·Ú·›ÓÂÛË
‹/Î·È Î·Ù·ÊÔÚ¿, ÁÈ· Ó· ·ÎÔÏÔ˘ı‹ÛÂÈ ·Ì¤Ûˆ˜ Î·ÙfiÈÓ Ë ÙÚÈ·‰ÈÎ‹ ‰È¿-
ÎÚÈÛË:

§¤Áˆ ‰Â… ¶·Ú·ÁÁ¤ÏÏˆ … (¶ÚÔ˜ ∫ÔÚÈÓı›Ô˘˜ ∞ã, 7, 8-12)
¡· ÎËÚ‡Íˆ… ¶ÚÒÙ· Ï¤Áˆ (ã∂·ÈÓÔ˜, ÛÙ. 487, 493 ).
ø˜ ·Ú·ÈÓÂÙÈÎfi˜ ÊÙ¿ÓÂÈ Ô ÏfiÁÔ˜ ÙÔ˘ ¶·‡ÏÔ˘ Î·È ÛÙËÓ Î·Ù¿ÏËÍË. ª¤-

Ûˆ ÙˆÓ ·Ú·ÈÓ¤ÛÂˆÓ ‰›ÓÂÈ ÙË ‰ÈÎ‹ ÙÔ˘ ÂÈÎfiÓ· ÙË˜ È‰·ÓÈÎ‹˜ ‰ËÌfiÛÈ·˜
˙ˆ‹˜. ∏ ·ÓÙÈÛÙÔÈ¯›· ‰È·ÊÔÚÔÔÈÂ›Ù·È ÛÙÔÓ ã∂·ÈÓÔ  ·fi ÙË Û·ÙÈÚÈÎ‹ ‚¿ÛË
ÙÔ˘ Â›‰Ô˘˜ Ô˘ ·Û¿ÛÙËÎÂ Î·È ˘ËÚÂÙÂ› Ô ÔÈËÙ‹˜. ∆ËÓ Â›ÎÏËÛË ÙËÓ

3. √ÚÈÛÌ¤Ó· ·fi Ù· ÛÙÔÈ¯Â›· Ô˘ ¯·Ú·ÎÙËÚ›˙Ô˘Ó ÙÈ˜ ¯‹ÚÂ˜ ÛÙËÓ ¶ÚÔ˜ ∆ÈÌfiıÂÔÓ ∞ã
ÂÈÛÙÔÏ‹ ÙÔ˘ ¶·‡ÏÔ˘ (fiˆ˜ .¯. Ë ÂÚˆÙÈÎ‹ Ì·Ó›·, Ë ÙÂÌÂÏÈ¿, ÙÔ ÙÚÈÁ‡ÚÈÛÌ·, Ë ÊÏ˘·Ú›·)
··ÓÙÔ‡Ó ˆ˜ ÌÔÙ›‚· Î·È ÛÙË ÌÈÛÔÁ˘ÓÈÎ‹ ‰ËÌÒ‰Ë ÏÔÁÔÙÂ¯Ó›· ÙÔ˘ ãÀÛÙÂÚÔ˘ ªÂÛ·›ˆÓ·.
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·ÎÔÏÔ˘ıÂ›, ‚¤‚·È·, Ë ·Ú·ÈÓÂÙÈÎ‹ ·Ó·ÊÔÚ¿, ·ÏÏ¿ Û˘Ó‰˘·ÛÌ¤ÓË Â‰Ò ÌÂ
ÙËÓ ¿ÏÏË ÂÎ‰Ô¯‹ ÙÔ˘ (ËıÈÎÔ)‰È‰·ÎÙÈÛÌÔ‡, ÙË Û¿ÙÈÚ·. ª¤Ûˆ ÙË˜ Û¿ÙÈÚ·˜
‰›ÓÂÈ Ô ·ÓÒÓ˘ÌÔ˜ ÔÈËÙ‹˜ ÙË ‰ÈÎ‹ ÙÔ˘ ·ÓÙÈ-ÂÈÎfiÓ· ÙË˜ ‰ËÌfiÛÈ·˜ ˙ˆ‹˜.

™ÙÈ˜ ÂÈÛÙÔÏ¤˜ ÔÈ ·Ú·ÈÓ¤ÛÂÈ˜ ˘Ô‚¿ÏÏÔÓÙ·È ¿ÌÂÛ· (ÚÔ˜ ÙÔ˘˜ ¯ÚÈ-
ÛÙÈ·ÓÔ‡˜ ÙË˜ ∫ÔÚ›ÓıÔ˘) ÂÓÒ ÛÙÔÓ ã∂·ÈÓÔ ÚÔ˜ ¤Ó· Ê·ÓÙ·ÛÙÈÎfi ·Ô‰¤-
ÎÙË. ∞Ó·ÏÔÁÈÎ‹ Î·È ·ÓÂÍ¿ÚÙËÙË Ù·˘Ùfi¯ÚÔÓ· Â›Ó·È Ë ÔÈËÙÈÎ‹ ÙÔ˘ ‰Ë-
ÌÒ‰Ô˘˜ ÛÙÈ¯Ô˘ÚÁ‹Ì·ÙÔ˜, ÁÈ·Ù› ‰ÂÓ ·ÏÏÔÈÒÓÂÙ·È Ë Ù·˘ÙfiÙËÙ¿ ÙÔ˘Ø ·Ú¿
ÙÈ˜ ÂÈÌ¤ÚÔ˘˜ ÔÌÔÈfiÙËÙÂ˜ ˘¿Ú¯ÂÈ ·ÓÂÍ·ÚÙËÛ›·. ¶·ÚÔ˘ÛÈ¿˙ÂÙ·È fi¯È ˆ˜
Ì›ÌËÛË ‹ ·ıËÙÈÎ‹ ·ÓÙÈÁÚ·Ê‹ ÙÔ˘ ‚È‚ÏÈÎÔ‡ Û¯‹Ì·ÙÔ˜, ·ÏÏ¿ ÂÓÛ˘ÓÂ›‰ËÙ·
ˆ˜ ÂÏÂ‡ıÂÚË ·Ó··Ú·ÁˆÁ‹ Î·È Û˘Ó¤¯ÂÈ· ÙˆÓ ÂÓ‰È¿ÌÂÛˆÓ ÛÙ·ıÌÒÓ ÙÔ˘
Â›‰Ô˘˜ (ÙË˜ ‰È‰·ÎÙÈÎ‹˜ ÁÚ·ÌÌ·ÙÂ›·˜/ÏÔÁÔÙÂ¯Ó›·˜). ∫·È ·˘Ùfi˜ Â›Ó·È Ô
ÏfiÁÔ˜ ÁÈ· ÙÔÓ ÔÔ›Ô ÙÔ Ô›ËÌ· ÚÔÛÂÁÁ›˙ÂÈ ÙË ÌÂÏÂÙÒÌÂÓË ËÁ‹ Î·È
Ì¤Û· ·fi ÙË ÁÏÒÛÛ·. √È Û˘ÁÎÂÎÚÈÌ¤ÓÂ˜ ·ÏÏ·Á¤˜ Î·È Ë Û˘Û¯¤ÙÈÛ‹ ÙÔ˘˜
ÌÂ ÙÔ ÓÂ˘Ì·ÙÈÎfi ÂÚÈ‚¿ÏÏÔÓ ÙÔ˘ 15Ô˘ Î·È 16Ô˘ ·È., ÛÙÔ ÔÔ›Ô ÂÓÙ¿Û-
ÛÂÙ·È Ë ¤Î‰ÔÛË, ·ÔÙÂÏÔ‡Ó ˙ËÙ‹Ì·Ù· Ô˘ ÂÍ·ÚÙÒÓÙ·È ›Ûˆ˜ ·fi ÙËÓ
Ù·˘ÙfiÙËÙ· ÙÔ˘ ÔÈËÙ‹.4 ∆Ô Î·›ÚÈÔ ·˘Ùfi Úfi‚ÏËÌ· ‰ÂÓ ¤¯ÂÈ ·ÎfiÌË – Î·È
Â›Ó·È ‰‡ÛÎÔÏÔ Ó· – ·ÓÙÈÌÂÙˆÈÛıÂ› ÌfiÓÔ ÌÂ Ù· ÛÙÔÈ¯Â›· Ô˘ ‰È·ı¤ÙÔ˘ÌÂ.
¶ÏÔ‡ÛÈÂ˜ ÂÓ‰Â›ÍÂÈ˜, ¿ÓÙˆ˜, ÁÈ· ÙËÓ È‰ÂÔÏÔÁÈÎ‹ ÙÔÔı¤ÙËÛË ÙÔ˘ ÔÈËÙ‹
‰›ÓÂÈ Ô ÏËıˆÚÈÎfi˜ ÏfiÁÔ˜ (ÛÂ ·ÓÙ›ıÂÛË ÌÂ ÙÔÓ ÏÈÙfi ÙË˜ µ›‚ÏÔ˘) Ô˘
¯ÚÂÈ¿˙ÂÙ·È Ó· ·Ó·Ï˘ıÂ› ·ÏÏÔ‡ ‰ÈÂÍÔ‰ÈÎfiÙÂÚ·.

¶¤Ú· ·fi ÙËÓ fiÔÈ· ·Ó·ÁÓˆÛÙÈÎ‹/·ÎÚÔ·ÛÙÈÎ‹ Ù¤Ú„Ë Ô˘ ·Ú¤¯Ô˘Ó,
Ù· ‰‡Ô ÎÂ›ÌÂÓ· (ÙfiÛÔ ÙÔ Â˙fi ÂÈÛÙÔÏÈÎfi ÙÔ˘ ¶·‡ÏÔ˘ fiÛÔ Î·È Ë ÔÈËÙÈÎ‹
‰È‰·¯‹) Â›Ó·È ¯ÚËÛÙÈÎ¿. ∏ ‰È·›ÛÙˆÛË ·˘Ù‹ Â›Ó·È Ô˘ÛÈÒ‰Ë˜, ÁÈ·Ù› ÌÂÙ·-
ı¤ÙÂÈ Î·È ÊˆÙ›˙ÂÈ ·fi ¿ÏÏË ‚¿ÛË ÙË ÁˆÓ›· ÔÙÈÎ‹˜ ÙÔ˘ ∂·›ÓÔ˘. ÃÚÂÈ¿-
˙ÂÙ·È, ÈÛÙÂ‡Ô˘ÌÂ, Ó· ·Ó·ÚÔÛ·Ó·ÙÔÏÈÛÙÂ› Ë ¤ÚÂ˘Ó·, Ó· ·Ú¯›ÛÂÈ, ‰ËÏ·‰‹,
·fi ÙÔ Ï¤ÁÌ· ÙˆÓ ‰È‰·ÎÙÈÎÒÓ/·Ú·ÈÓÂÙÈÎÒÓ ¤ÚÁˆÓ Ô˘ Ë ·ÒÙÂÚË
ËÁ‹ ÙÔ˘˜ Â›Ó·È ›Ûˆ˜ ÔÈ ÂÈÛÙÔÏ¤˜ ÙˆÓ ·ÔÛÙfiÏˆÓ, ÔÈ ÔÔ›Â˜ Ú˘ıÌ›˙Ô˘Ó Ù·
ÙÔ˘ ‰ËÌfiÛÈÔ˘ Î·È È‰ÈˆÙÈÎÔ‡ ‚›Ô˘. ∫·È ÂÎÂ› Ó· Â·ÓÂÎÙÈÌ‹ÛÂÈ Ù· ÛËÌÂ›·
ÙˆÓ ‰Ú·ÛÙÈÎÒÓ ‚È‚ÏÈÎÒÓ ·Ó·ÊÔÚÒÓ Î·È ÙË Û˘Ì‚ÔÏ‹ ÙÔ˘˜ ÛÙËÓ ˘ÛÙÂ-

4. ∆Ô ÌÔÙ›‚Ô ÙË˜ ÙÚÈ·‰ÈÎ‹˜ ‰È¿ÎÚÈÛË˜ ÙˆÓ Á˘Ó·ÈÎÒÓ Â›Ó·È ÁÓˆÛÙfi Î·È ÛÂ ÌÈ· ËÂÈÚˆÙÈÎ‹
‰È·ÛÎÂ˘‹ ÙÔ˘ ™·Ó¤· ÙÔ˘ 15Ô˘ ·È. Ô˘ ÂÎ‰›‰ÂÈ Ô °. £. ∑ÒÚ·˜, «ã∞ÁÓˆÛÙÔ˜ ËÂÈÚˆÙÈÎ‹ ·-
Ú·ÏÏ·Á‹ ÙÔ˘ ™·Ó¤· (Î·Ù¿ ÙÔÓ µ·ÙÈÎ·ÓfiÓ ∂ÏÏËÓÈÎfiÓ ÎÒ‰ÈÎ· 1831)», Rivista di Studi

Bizantini e Neoellenici 1 [11] (1964) 53-74, ÛÙ. 436-442 Î·È 613-618. ™ÙÔ ÎÂ›ÌÂÓÔ ·˘Ùfi ÌÈ·
ÛÂÈÚ¿ ·Ú·ÈÓ¤ÛÂˆÓ ·ÔÙÂÏÂ› ÌÂÙ·ÁÂÓ¤ÛÙÂÚË ÚÔÛı‹ÎË. ∏ ·ÓÙÈÊÂÌÈÓÈÛÙÈÎ‹ ÛÙ¿ÛË Ô˘ ‰È·-
ÎÚ›ÓÂÙ·È ÛÙËÓ ÙÂÏÂ˘Ù·›· ÂÓfiÙËÙ· ÙˆÓ 220 ÛÙ›¯ˆÓ (ÌÂ ı¤Ì· ÙËÓ Î·Î‹ Ê‡ÛË ÙˆÓ Á˘Ó·ÈÎÒÓ)
‰Â›¯ÓÂÈ fiÙÈ ÌÂÙ·ÁÂÓ¤ÛÙÂÚÔÈ ‰È·ÛÎÂ˘·ÛÙ¤˜ ‰ÂÓ ·Ú·Ì¤ÓÔ˘Ó ·Ì¤ÙÔ¯ÔÈ ÛÂ ÌÈ· Ìfi‰· ÌÈÛÔ-
Á˘Ó›·˜, Ë ÔÔ›· ·Ú·ÙËÚÂ›Ù·È ÛÙË ÏÔÁÔÙÂ¯Ó›· ÙÔÓ 15Ô Î·È 16Ô ·È. ∏ ÙÚÈÌÂÚ‹˜ ‰È¿ÎÚÈÛË ÙˆÓ
Á˘Ó·ÈÎÒÓ ··ÓÙ¿ Î·È ÛÙÔ ıÚËÓËÙÈÎfi ∞Ó·Î¿ÏËÌ· ÙË˜ ∫ˆÓÛÙ·ÓÙÈÓfiÔÏË˜: …·Ú¯fiÓÙÈÛÛÂ˜
ÌÂÁ¿ÏÂ˜, / Â˘ÁÂÓÈÎ¤˜ Î·È ÊÚ¤ÓÈÌÂ˜, ·ÎÚÈ‚·Ó·ıÚÂÌÌ¤ÓÂ˜, / ·Ó¤ÁÏ˘ÙÂ˜ ·ÓÂ‡ÊËÌÂ˜, ‡·Ó‰ÚÂ˜
Î·È ¯ËÚ¿‰Â˜ / Î·È Î·ÏÔÁÚÈ¤˜ Â˘ÁÂÓÈÎ¤˜, ·Úı¤ÓÂ˜, ËÁÔ˘Ì¤ÓÂ˜ / …ËÚ¿ÁËÛ·Ó ·ÓËÏÂÒ˜ ˆ˜
Î·Ù·‰ÈÎ·ÛÌ¤ÓÂ˜! (ÛÙ. 71-77).



392 EÏÏËÓÈÎ¿ 56.2 (2006)

ÚÔÌÂÛ·ÈˆÓÈÎ‹ ÔÈËÙÈÎ‹. ¶ÚfiÎÂÈÙ·È ÁÈ· ÌÈ· ·Ó·ÊÔÚ¿ Ô˘ Ë ÔÛÔÙÈÎ‹ Î·È
Ë ÔÈËÙÈÎ‹ ÈÛÔÙÈÌ›· ÙË˜ ‰ÂÓ ÚÔÛ¤¯ÙËÎÂ ·ÚÎÂÙ¿ ·fi ÙËÓ ¤ÚÂ˘Ó· Ô˘
¤ÌÂÈÓÂ ÚÔÛËÏˆÌ¤ÓË ÈÔ ÔÏ‡ ÛÙ· ÈÙ·ÏÈÎ¿ ÚfiÙ˘·,5 ·ÏÏ¿ ÙË˜ ÔÔ›·˜ Ë
ÛÔ˘‰‹ Ê·›ÓÂÙ·È ˆ˜ ¤¯ÂÈ ·Ú¯›ÛÂÈ Ó· ··Û¯ÔÏÂ› Û˘ÛÙËÌ·ÙÈÎfiÙÂÚ· ÙÔ˘˜
ÌÂÏÂÙËÙ¤˜. ¶.¯. Ë ÔÚÁ·ÓÈÎ‹ Û¯¤ÛË ÙÔ˘ ÔÈËÙ‹ ÙÔ˘ ™˘Ó·Í·Ú›Ô˘ ÙˆÓ Â˘ÁÂ-
ÓÈÎÒÓ Á˘Ó·ÈÎÒÓ Î·È ÙÈÌÈÔÙ¿ÙˆÓ ·Ú¯fiÓÙÈÛÛˆÓ (ÂÓfi˜ ÛÙÈ¯Ô˘ÚÁ‹Ì·ÙÔ˜ Û˘Á-
ÁÂÓÈÎÔ‡ ÚÔ˜ ÙÔÓ ã∂·ÈÓÔ)6 ÌÂ ÙË µ›‚ÏÔ ÙÂÎÌËÚÈÒÓÂÙ·È ÛÙËÓ ÚfiÛÊ·ÙË
·Ó·ÎÔ›ÓˆÛË ÙË˜ Francesca Paola Vuturo, «Citazioni ed exempla biblici nel

“™˘Ó·Í¿ÚÈÔÓ ÙˆÓ Â˘ÁÂÓÈÎÒÓ Á˘Ó·ÈÎÒÓ Î·È ÙÈÌÈˆÙ¿ÙˆÓ ·Ú¯ÔÓÙÈÛÛÒÓ”» ÛÙÔ
@ã ¢ÈÂıÓ¤˜ ™˘Ó¤‰ÚÈÔ ÙˆÓ «Neograeca Medii Aevi» (Ô˘ Ú·ÁÌ·ÙÔÔÈ‹ıËÎÂ
ÛÙ· πˆ¿ÓÓÈÓ·, 29.9-2.10.2005), Î·È ı· ·Ó·Ù˘¯ıÂ› ÏËÚ¤ÛÙÂÚ· ÛÙË ‰È‰·-
ÎÙÔÚÈÎ‹ ÙË˜ ‰È·ÙÚÈ‚‹. ãπÛˆ˜ ÙfiÙÂ ‚Á¿ÏÔ˘ÌÂ Û˘ÌÂÚ¿ÛÌ·Ù· Î·È ÁÈ· ÙÔÓ
ÙÚfiÔ ÂÚÁ·Û›·˜ ÙˆÓ ÔÈËÙÒÓ (‹ ÙÔ˘ ÔÈËÙ‹) ÙˆÓ ‰‡Ô ıÂˆÚÔ‡ÌÂÓˆÓ ˆ˜
ÌÈÛÔÁ˘ÓÈÎÒÓ ÎÂÈÌ¤ÓˆÓ, ÙÔ˘ ™˘Ó·Í·Ú›Ô˘ Î·È ÙÔ˘ ∂·›ÓÔ˘.7 ∏ ÂÈÛ‹Ì·ÓÛË,
‚¤‚·È·, ÙË˜ Û¯¤ÛË˜ ·fi ÙË F. P. Vuturo ·ÔÎÙ¿ ÙËÓ Ô˘ÛÈ·ÛÙÈÎ‹ ÙË˜
ÛËÌ·Û›· ·Ó Û˘Ó·ÚÙËıÂ› ÛˆÛÙ¿ Î·È ÌÂ ÙÈ˜ ¿ÏÏÂ˜ ËÁ¤˜.8

5. ∞ÚÎÂÙÔ› ÌÂÏÂÙËÙ¤˜ ·Û¯ÔÏ‹ıËÎ·Ó ÌÂ ÙÔ ÎÂ›ÌÂÓÔ ‰ÈÂÚÂ˘ÓÒÓÙ·˜ ÙÈ˜ ËÁ¤˜ ÙÔ˘. √ G.

Morgan ÛÙÔ ÂÎÙÂÓ¤˜ ÌÂÏ¤ÙËÌ¿ ÙÔ˘ ÁÈ· ÙÈ˜ ËÁ¤˜ ÙË˜ ÎÚËÙÈÎ‹˜ ÏÔÁÔÙÂ¯Ó›·˜ «Cretan Poetry:

Sources and Inspiration», ∫ÚËÙÈÎ¿ ÃÚÔÓÈÎ¿ 14 (1960) 233-236 ÂÈÛËÌ·›ÓÂÈ ˆ˜ ËÁ¤˜ ÙÔ‡
∂·›ÓÔ˘ Á˘Ó·ÈÎÒÓ ÙÔ Corbaccio ÙÔ˘ Boccaccio Î·È ÙÔÓ Pornodidascalus ÙÔ˘ Pietro Aretino, ‰‡Ô
ÈÙ·ÏÈÎ¿, ‰ËÌÔÊÈÏ‹ ÛÙËÓ ÂÔ¯‹ ÙÔ˘˜, ÎÂ›ÌÂÓ· Ô˘ ı· ÌÔÚÔ‡Û·Ó Ó· ·ÔÙÂÏÔ‡Ó ËÁ¤˜ ÙÔ˘
∂·›ÓÔ˘, ·ÎÚÈ‚Ò˜ ÁÈ·Ù› Î·È Û’ ·˘Ù¿ Û˘Ó·ÓÙÔ‡ÌÂ ÙËÓ ÙÚÈ·‰ÈÎ‹ ‰È¿ÎÚÈÛË ÙˆÓ Á˘Ó·ÈÎÒÓ ÛÂ
¯‹ÚÂ˜, ·ÓÙÚÂÌ¤ÓÂ˜ Î·È ·Úı¤ÓÂ˜, ÌÂ ‚¿ÛË ÙËÓ ÔÔ›· ·ÚıÚÒÓÂÙ·È ÙÔ ‰ËÌÒ‰Â˜ ÂÏÏËÓÈÎfi
ÎÂ›ÌÂÓÔ. √ ¡. ¶·Ó·ÁÈˆÙ¿ÎË˜, «Le fonti italiane di un poema misogino cretese del tardo

quattrocento», £ËÛ·˘Ú›ÛÌ·Ù· 25 (1995) 131, ıÂˆÚÂ› fiÙÈ Ù· ›¯ÓË ÙˆÓ ÈÙ·ÏÈÎÒÓ ÂÈ‰Ú¿ÛÂˆÓ
‰ÂÓ ‰È·ÎÚ›ÓÔÓÙ·È ÌÂ Â˘ÎÔÏ›· ÛÙÔÓ ã∂·ÈÓÔ, fiÔ˘ ÔÈ ËÁ¤˜, Î·Ù¿ ÙË ÁÓÒÌË ÙÔ˘, ‰ÂÓ Â›Ó·È
ÚÔÊ·ÓÂ›˜. ∞ÓÙ›ıÂÙ·, ‰È·ÎÚ›ÓÂÈ ¤ÓÙÔÓÂ˜ ÂÈ‰Ú¿ÛÂÈ˜ ÙÔ˘ ™·¯Ï›ÎË. ∞Ó¿ÏÔÁÂ˜ ÂÈ‰Ú¿ÛÂÈ˜
ÂÈÛËÌ·›ÓÂÈ Î·È Ô º. ∫Ô˘ÎÔ˘Ï¤˜, «¶ÂÚ› ÙÔ ÛÙÈ¯Ô‡ÚÁËÌ· ™˘Ó·Í¿ÚÈÔÓ ÙˆÓ Â˘ÁÂÓÈÎÒÓ Á˘Ó·ÈÎÒÓ
Î·È ÙÈÌÈˆÙ¿ÙˆÓ ·Ú¯ÔÓÙÈÛÛÒÓ», ∫ÚËÙÈÎ¿ ÃÚÔÓÈÎ¿ 7 (1953) 55. ∆È˜ ‚È‚ÏÈÎ¤˜ ·Ó·ÊÔÚ¤˜ ÙÔ˘
ÎÂÈÌ¤ÓÔ˘ ‰È·ÈÛÙÒÓÂÈ ÁÂÓÈÎ¿ Ô º. ªÔ˘ÌÔ˘Ï›‰Ë˜, ∫ÚËÙÈÎ‹ ÏÔÁÔÙÂ¯Ó›·, ∞ı‹Ó· 1955
[µ·ÛÈÎ‹ µÈ‚ÏÈÔı‹ÎË «∞ÂÙÔ‡» 7].

6. √ Krumbacher, fi.., ÂÎ‰›‰ÂÈ ÙÔ ™˘Ó·Í¿ÚÈÔÓ Î·È ÙÔÓ ã∂·ÈÓÔ ˆ˜ ÂÓÈ·›Ô ÎÂ›ÌÂÓÔ, ÂÓÒ Ë
ÓÂfiÙÂÚË ¤ÚÂ˘Ó· Ù· ¤¯ÂÈ ‰È·¯ˆÚ›ÛÂÈ.

7. µÏ. ÙË ‰ÈÏˆÌ·ÙÈÎ‹ ÌÂÙ·Ù˘¯È·Î‹ ÂÚÁ·Û›· ÙÔ˘ ∆. ∞. ∫·Ï¿ÓË, «∫·ıÚ¤ÊÙÂ˜ Á˘Ó·È-
ÎÒÓ». ªÈÛÔÁ˘ÓÈÎ¿ ÎÂ›ÌÂÓ· ÙË˜ ÌÂÛ·ÈˆÓÈÎ‹˜ ÂÏÏËÓÈÎ‹˜ ‰ËÌÒ‰Ô˘˜ ÏÔÁÔÙÂ¯Ó›·˜, £ÂÛÛ·ÏÔÓ›ÎË
1988, Î·ıÒ˜ Î·È ÙË Û¯ÂÙÈÎ‹ ·Ó·ÎÔ›ÓˆÛ‹ ÙÔ˘ «∫·ıÚ¤ÊÙÂ˜ Á˘Ó·ÈÎÒÓ ‹ ÌÈÛÔÁ˘ÓÈÎ¿ ÎÂ›ÌÂÓ·
ÙË˜ ÌÂÛ·ÈˆÓÈÎ‹˜ ÂÏÏËÓÈÎ‹˜ ‰ËÌÒ‰Ô˘˜ ÁÚ·ÌÌ·ÙÂ›·˜;», ÛÙÔÓ ÙfiÌÔ √ ∂ÏÏËÓÈÎfi˜ ÎfiÛÌÔ˜ ·Ó¿-
ÌÂÛ· ÛÙËÓ ∞Ó·ÙÔÏ‹ Î·È ÙË ¢‡ÛË 1453-1981, ¶Ú·ÎÙÈÎ¿ ÙÔ˘ ∞ã ∂˘Úˆ·˚ÎÔ‡ ™˘ÓÂ‰Ú›Ô˘
¡ÂÔÂÏÏËÓÈÎÒÓ ™Ô˘‰ÒÓ (µÂÚÔÏ›ÓÔ, 2-4 √ÎÙˆ‚Ú›Ô˘ 1998) , ∞ı‹Ó· 1999.

8. √ G. Morgan ıÂˆÚÂ› ˆ˜ ËÁ¤˜ ÙÔ˘ ™˘Ó·Í·Ú›Ô˘ Ù· ÂÍ‹˜ ¤ÚÁ·: De conjuge non ducenda

‹ Golias ÙÔ˘ Walter Mapes, Zibaldone ‹ Advice not to get married Î·È Contrasto delle donne ÙÔ˘
Antonio Pucci, ·ÏÏ¿ Ô ¡. ª. ¶·Ó·ÁÈˆÙ¿ÎË˜ ¤¯ÂÈ ‰Â›ÍÂÈ, ‹‰Ë, ÂÈÛÙÈÎ¿ fiÙÈ Ô Pucci ‰ÂÓ ·Ó‹ÎÂÈ
ÛÙÈ˜ ËÁ¤˜ ÙÔ˘ ¤ÚÁÔ˘. √ ¶·Ó·ÁÈˆÙ¿ÎË˜ ·Ó·Ê¤ÚÂÈ ˆ˜ ‚·ÛÈÎ‹ ËÁ‹ ÙÔ˘ ™˘Ó·Í·Ú›Ô˘ ÙÔ
Fior(e) di virtù. ¶·Ú¿ÏÏËÏ· ‰¤¯ÂÙ·È ˆ˜ ËÁ¤˜ Î¿ÔÈ· Û˘ÏÏÔÁ‹ ÁÓˆÌÒÓ ÙÔ˘ ™ÔÏÔÌÒÓÙ· ‹ Î·È
¤Ó· ÓÔ‚ÂÏÈÛÙÈÎfi ÚfiÙ˘Ô Ô˘ ÂÚÈÂ›¯Â ÙËÓ ÈÛÙÔÚ›· ÙË˜ «∂ÊÂÛ›·˜ ¯‹Ú·˜».
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¶¿ÓÙˆ˜, ÔÈ ·Ú·ÏÏËÏ›Â˜ Î·È ÔÈ ÌÂÙ·Û¯ËÌ·ÙÈÛÌÔ› ÛÙËÓ ˘ÛÙÂÚÔÌÂÛ·Èˆ-
ÓÈÎ‹ ‰ËÌÒ‰Ë Î·È ÚÒÈÌË ÎÚËÙÈÎ‹ Ô›ËÛË (∫ÔÛÌÔÁ¤ÓÓËÛÈ˜ ÙÔ˘ °ÂˆÚÁ›Ô˘
ÃÔ‡ÌÓÔ˘,9 ¶·Ï·È¿ Î·È ¡¤· ¢È·ı‹ÎË,10 ¶·Ú·‚ÔÏ‹ ·Ú¿‰ÂÈÁÌ· ÛÙÔ ¿ıÔ˜
ÙÔ˘ ™ˆÙ‹ÚÔ˜,11 ∂ÚˆÙ‹Ì·Ù· Î·È ·ÔÎÚ›ÛÂÈ˜ •¤ÓÔ˘ Î·È ∞ÏËıÂ›·˜ ÙÔ˘
§ÈÓ¿Ú‰Ô˘ ¡ÙÂÏÏ·fiÚÙ·, Î·ıÒ˜ Î·È ÔÈ ™Ù›¯ÔÈ ıÚËÓËÙÈÎÔ› ÙÚ·Áˆ‰Ëı¤ÓÙÂ˜
ÂÓ ÙFË ÂÈÚÎÙF‹ §ÂÔÓ¿Ú‰Ô˘ ∆ÂÏÏ·ÌfiÚÙ· ·‰fiÌÂÓÔÈ ÂÈ˜ ÙÔÓ ∂ÈÙ¿ÊÈÔÓ £Ú‹-
ÓÔÓ,12 ¢È‹ÁËÛÈ˜ πˆÛ‹Ê ÙÔ˘ ·ÁÎ¿ÏÔ˘,13 Î.¿.) ÈÛÙÔÔÈÔ‡Ó ÙË ‚·ıÈ¿ ‚È‚ÏÈ-
Î‹ ÁÓÒÛË ÔÏÏÒÓ ÔÈËÙÒÓ ÙË˜ ÂÔ¯‹˜ Î·È ÙËÓ ÂÈı˘Ì›· ÙÔ˘˜ Ó· ‰È·Ï¤ÁÔ-
ÓÙ·È ÌÂ Ù· ıÚËÛÎÂ˘ÙÈÎ¿ ÎÂ›ÌÂÓ·. ∞˘Ùfi ı· ‹Ù·Ó, ‚¤‚·È·, ·˘ÙÔÓfiËÙÔ ÁÈ·
ÙÔ˘˜ ·Ó·ÁÓÒÛÙÂ˜/·ÎÚÔ·Ù¤˜ Ô˘ ·Ó·ÁÓÒÚÈ˙·Ó Ù· ÌÔÙ›‚· fiˆ˜ ‰È·ÌÔÚ-
ÊÒıËÎ·Ó ÌÂ ‚¿ÛË Î·È ÂÔ¯‹ ·ÊÂÙËÚ›·˜ ÙËÓ ÎÔÈÓ‹ (ÙË˜ µ›‚ÏÔ˘), Ì¤Û· ·fi
ÂÓ‰È¿ÌÂÛÔ˘˜ ÛÙ·ıÌÔ‡˜ Î·È ‚·ıÌ›‰Â˜ Ô˘ ·ÔÙÂÏÔ‡Ó ÔÈ ÂÏÏËÓÈÛÙÈÎÔ› Î·È ÔÈ
ÂÏÏËÓÔÚˆÌ·˚ÎÔ› ·ÁˆÁÔ› ÔÏÈÙÈÛÌÔ‡.

∫·Ù·Ï‹ÁÔÓÙ·˜ ı· Ï¤Á·ÌÂ fiÙÈ ÌÈ· Û˘ÛÙËÌ·ÙÈÎfiÙÂÚË ‰ÈÂÚÂ‡ÓËÛË ÙÔ˘
ÔÈËÙÈÎÔ‡ ˘ÏÈÎÔ‡ ›Ûˆ˜ ‰ÒÛÂÈ ·ÛÊ·Ï¤ÛÙÂÚ· ÛÙÔÈ¯Â›· ÁÈ· ÙË ÛÙ¿ÛË ÙÔ˘
ÔÈËÙ‹ ÙÔ˘ ∂·›ÓÔ˘ ·¤Ó·ÓÙÈ ÛÙËÓ ÚÔÁÂÓ¤ÛÙÂÚË ÂÏÏËÓfiÁÏˆÛÛË ‰È‰·ÎÙÈ-
Î‹/Ëı(ÈÎ)ÔÏÔÁÈÎ‹ ÁÚ·ÌÌ·ÙÂÈ·Î‹ ·Ú¿‰ÔÛË ·ÏÏ¿ Î·È ÁÈ· ÙÔ ÁÂÓÈÎfiÙÂÚÔ
Ï¤ÁÌ· ÙˆÓ Û‡Á¯ÚÔÓÒÓ ÙÔ˘ ÔÈËÌ¿ÙˆÓ ÌÂ ÌÈÛÔÁ˘ÓÈÎfi ÂÚÈÂ¯fiÌÂÓÔ.
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