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Sappho and Anacreon in Plato’'$®haedrus

E.E.PENDER (UNIVERSITY OF LEEDY)

ABSTRACT. Plato’s praise of the poets Sappho and AnacreBhagdrus235c is

a sincere tribute to their vivid presentations of the shock of love. Allusions to the
lyric poets in the prologue and Socrates’ narrative of soul support Plato’s
exploration of the relationship betweemaniaand self-control. Plato analyses
the power-dynamic within a soul experdémg erotic desire and in response to
the poets creates an intricate picture of how the force and energyif
absorbed, transferred and redirected.

1. Introduction

At Phaedrus235c Plato names the poets Sappho and Anacreon. Various
interpretations of this naming have besfered over the padifty years and the
question of its relation to the rest of tRbaedrushas been judged ‘difficult and
controversial™ | would like to contribute tothis on-going discussion by
defending the thesis that Plato named praises Sappho and Anacreon at 235c in
order to acknowledge their influence on his thought on fowhile respecting
the distinction between philosophical aather discourse, | shall argue that the
poetry of Sappho and Anacreon provided idetive and valuable insights that
helped to shape Plato’s views and treatnogriibve. On this reading 235c offers
an opaque but neverthelesacsre praise of the poeis order to highlight the
influence of their insights.therefore regard 235c as pafta techniga evident in
the dialogues at large: Plato’s use of papuwr familiar ideas as the departure
point for explorations @t lead to the productioof his own philosophy.

Within the lyric vision thelover experiences the god Eras a powerful
external force Phaedrusresponds to this vision anméconfigures td nature of
love. The reason why Plato pays tributeSepppho and Anacreon is that they have
captured and expressed so vividly the shock of loveheedrusPlato details the
power-dynamic within a soutxperiencing erotic desird3y analysing the soul
and how it functions Plato eates an intricate picture of how the force and energy
of erosis absorbed, transferred and rediegctBut throughouthis alternative
account Plato alludes to theilypoets, recalling and reshag their verses in line
with his own views on the correct way lmve. | shall demonstrate how poetic
insights on the force of love are igtal to Plato’s exploration of homaniaand
reason can be mutually supportivendéed, Plato’s alkions to Sappho and
Anacreon create an intriguing intertexitiabetween the dialogue and lyric which
challenges the well-established vieWPlato as hostile to poetry.

! Foley (1998), 41.

2 | would like to thank J.T. Wolfenden for astute comments on a previous version of this paper and
M. Heath for expert editing. | am also gratefulthe Faculty of Arts at Leeds and Professor A.S.
Thompson for making possible my teachiniiefeand research leave during 2006-7.

1



E.E.PENDER, SAPPHO ANDANACREON INPLATO’ SPhaedrus

While a number of other poets anditers are named and referenced in
Phaedrus’ | shall deal only with the lyric poets, since the engagement with poetry
of different types in this text is too despread for effective treatment in a single
paper’ Whatever is said here about flgdc poetry of Sappho and Anacreon may
have a bearing on Plato’s references tic epd dramatic poetry, or indeed other
forms of Greek poetry and literature at large, but | wish to avoid hasty claims
about those other genres authors. While my stly does indeed open up the
broader question of Plato’s response to Greek poetry and his philosophical use of
the literary tradition it seems worthwhile to tryo isolate and deal with the
specifics of one particular ca3&ince Sappho and Anacreos@kerve in the text
as representatives of the lyric traditias a whole, | shall compare Platonic
passages not only with the verses gbi@® and Anacreon but also with those of
Stesichorus and Ibycus, both also nameBtinedrus® and those of Alcaeus and
Theognis, who are not named but who can provide further examples of the lyric
poetry and motifs known both to Plato and fourth-century adience. Since an
exclusive focus on Sappho and Anacremuld distort understanding of the
Phaedrusrelationship with love lyric, widening the sample to a set of six poets is
an attempt to place the Sapphic and Anawtie material more carefully in its
context. The fragmentary nature of theidycorpus makes it difficult to judge
what may or may not be identified astthctively Sapphic or Anacreontic. But a
review of the six poets, while it canndetermine what was specific to any
individual, can at least kter indicate which themes anotifs were shared among
them. My aim, then, is to consider, aggtithe background of the lyric tradition at
large, Plato’s engagement Phaedruswith the two specific poets named and
praised at 235c.

Various Sapphic and Anacreontic infheees have been identified in the
dialogue. Through a close analysis of tiets and tracing bbtshared vocabulary
and broader motifs, | shall offer my oweading of Plato’s allusions to Sappho
and Anacreon. My approach in tracing the allusions will be to follow the
compositional structure of the dialoguter beginning with the prologue (my
82) and moving ahead to the naming of thetpae 235c¢ (83), | sl then take the
speeches themselves in sequence. Axiing Lysias’ speech and Socrates’ first
speech together, | shall consider the aljake’s early treatment of the theme of
force (84). Finally, after a brief overviewf Socrates’ second speech (85), | shall

® Homer at 243a-b and 278c2; Sophocles at 268c5 and 269a1; Euripides at 268c5; Solon at 258c1
and 278c3; Anaxagoras 270a4-6; and Hippocrates 270c-d. In addition to Lysias and Isocrates
(227a etc, 278e-279b), various rhetoricians, e.g. Gorgias, Thrasymachus, Theodorus, Prodicus,
Hippias, and Tisias, are named (see 261c, 266¢c, 266e-267c, and 273a-e). The text is explicit
throughout on its engagement with the Greek literary and rhetorical tradition. On the use of
Stesichorus at 243a-b, see Demos (1999), 65-86.

* On the scale of the topic across the dialogues at large, Halliwell (2000), 94 comments: ‘In the
case of Plato, an engagement with the culturallygrful texts and voices of poetry is so evident,

so persistent, and so intense as to constitute a major thread running through the entire fabric of his
writing and thinking.’

® This is to take a different approach from Halliwell, who considers the ‘larger issues of evaluation
and influence which inform so many of the strategies of citation dramatized by Plato’ (2000, 111).

® Ibycus at 242c8; Stesichorus at 243a5 and 244a2.
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identify four main episodes in the narrative of the soul in love: Horses, wings and
chariots (85.1); Memory (85.2); Regrtiw(85.3); and Seltontrol (85.4).

2. The prologue: an encounter with lyric

The journey of Socrates and Phaedrus along the llissus dramatises the
dialogue’s encounter with lyaipoetry and contextualiséise specific allusions to
Sappho and Anacreon that will follow in tepeeches on lov&@he llissus serves
as a situational allusion to the genreyafc by recalling the eroticised meadows
of love poetry. My reading of the prologue fallvs Calame’s identification of
Plato’s Boreas and Oreithuia meadow as a seduction scene of the type familiar in
Greek myth and poetry (1999, 154-7). Calamerks out this scene as a ‘prelude
meadow’, cites examples of similabductions elsewhere in Greek poetry, and
explains how these lush landscapes espnt sexual initiation, especially for
young girls at play (1999, 163-9).

As Socrates and Phaedrus begin theilkvedong the stream, it is Phaedrus
who first points up the sensuous landscape. He notes that the stream beneath their
feet will be ‘not unpleasantofx &ndég), especially given the season and time of
day, and then signals thetrattions of the spot tevhich he is guiding them
(229a8-b2):

opdg odv €kelvny TV VymAotdtny mAGTOVOV; ... €kel oKX T £0Tiv Kol

TVeDUo PETPLOV, Kol oo kabilecBotl 1y &v Bovildpuedo KoToKALvijvol.

Well then, you see that very tall plane-tree? ... There’s shade and a moderate
breeze there, and grass to sit on, or lie on, if we like. (tr. Rowe)

When Socrates bids him to lead on, Phhas@sks Socrates whether they are now
on the very site of the pa of Oreithuia (229b4-6):

DAL einé poi, @ Zhkpateg, odk £vOEVde péviol moBev amd Tod TAlo0D
A€yetol 6 Bopéog thv ‘Qpelbuiav Gpracot;

3Q. Aéyetal YOp.

Phdr: Tell me, Socrates, wasn't it fromnse@where just here that Boreas is said
to have seized Oreithuia from the Ilissus?

Soc: Yes, so it's said. (tr. Rowe)

It is difficult to catch the tone of $oates’ two-word response but when Phaedrus
presses, it is evident that he is tryingeleit more of a raction from his friend
(229b7-9):
ap obv £&vBévde; yoapleviar yodv kol koBopd Kol diaeoviy T VIETIO
eoiveton, kol Emthdela kopoug moilely mop ovTA.

" In Pender (2007), 66-72 | present a fuller désion of Plato’s use of the llissus meadow as a
situational allusion to the lyric genre. The term ‘situational allusion’ is taken from Hinds (1998,
136).

8 Calame (1999), 153-4 identifies theejude meadow as a specific typelous amoenusnd
observes that the ‘mythological and theological paradigm’ of an eroticised meadow occurs at
Homer'slliad 14.312-51. He also compares Hesidteogony276-9. On the llissus meadow as
locus amoenysseeFoley (1998), 45; Rowe (1986), 141; and de Vries (1969), 56.
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Well, was it from here? The water of the stream certainly looks attractively pure
and clear and just right for young girls to play beside it. (tr. Rowe)

Phaedrus is directing attention to the charms of the sgempés¢to)® and to the
innocent play that precedes a seductfbifhe slight innuendo seems to be
brushed aside by Socrates and theveosation takes a different turn.

But soon Socrates breaks off his new theme and, with evident gamesmanship,
delivers his knowing reaction to Phaesirprovocative suggtion (230a6-c5):

athp, ® £taipe, petaéd TOV AOYoVv, dp oD T6de Mv 10 dEvdpov £p° Omep
Nyec MUag;, ... v v “Hpov, xolf ye 1 xotoywyh. § 1€ Yop TAGTOVOG
oVTN HOA GpAaENG Te Kol DYNAR, ToD e dyvov 10 VYOG Kol TO0 GUOKLOV
TAYKOAOV, Kol OG GKUMY €xel ThHG AvONg O¢ GV £DWIECTATOV TOPEYXOL TOV
Tomov: 1| 1 ad mMYN YoplesTdTn VRO THg TAXTAVOL Pel pddo yuypod
Voutog, Bdote ye T® Todl TekUNPocOol. NUPEAV TE TvOV Kol  AYXEADOL
lepov AmoO 1AV KopAV Te Kol dyodpudtov €otkev eivot. €1 & od PodAret, 1o
eOTVOUV 1OV TOTOV A¢ AYUTNTOV KOl G@Odpa MO Beplvov Te Kol ALyvpov
VANKET TQ TAOV TETTIYOV YOpD. TAVI®OV 3¢ KOLYWOHTOTOV TO THG TS, OTL €V
NPELD. TPOCAVTEL 1KOVY] TEQVKE KOUTAKALVEVTL TNV KEQUANY TAYKOAMG
Exelv.

But, my friend, to interrupt our conwgation, wasn't this the tree you were
taking us to? ... By Hera, a fine stopping place! This plane-tree is very spreading
and tall, and the tallness and shadinesth@fagnus are quite lovely; and being

in full flower it seems to make the place smell as sweetly as it could. The stream,
too, flows very attractively under the plane, with the coolest water, to judge by
my foot. From the figurines and statuetté®e spot seems to be sacred to some
Nymphs and to Achelous. Then agaifi,you like, how welcome it is, the
freshness of the place, and very pleasamezhoes with a summery shrillness to
the cicadas’ song. Most delightful of all is the matter of the grass, growing on a
gentle slope and thick enough to be just right to rest one’s head upon. (tr. Rowe)

In this way Socrates makes clear that he was perfectly alert to the litgyasyo
which Phaedrus was alluding—namely theatgtion of an idyllic meadow that
functions as the prelude to seductidnHere at 230 Socrates deliberately
intensifies each of thee#tures highlighted by Phaedrus at 229. For as he
expresses his own approval and deligie landscape and its sensuous effects
become more vivid. The watebddtiov) now flows pet) as ‘a most delightful
stream’ nyn xopeotérn)™® and while merely implicitly cool earlier is now
described explicitly as ‘very colduéio yoypod). The bare feet reappear as
Socrates refers to his own foot as givprgof of this now verycold temperature.

° For yépic vocabulary as a signature of lyric, see e.g. Anacreon 40%agte(; yapievio.
xopievia) or 394 fopiecoa); and Sappho 2.2x¢prev). The familiar presence of the Graces
(Xapiteg) is a further distinctive element of thenge, see e.g. Stesichorus 212; Alcaeus 386;
Sappho 44b, 53, 81, 103, and 128; Theognis 15-18; Ibycus 282c fr.1, 288; and Anacreon 346 fr. 3.
1% That Oreithuia was ‘playing’ prior to the abduction is stressed again at 229¢8voav). In

the conclusion to the work Plato draws attention again to the setting (278b) and again highlights
the element of play (278b7): ‘'So now we have had due amusemeni€6n petpiong) from the
subject of speaking’ (tr. Rowe).

1 Foley (1998), 46 makes the point that since Hera is the goddess of marriage, Socrates’ oath picks
up the theme of seduction and sexual initiation.

12 At 242al the stream is ‘this rivertsy motoyov todtov).
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Socrates identifies the high summer chastithe cicadas, and the tree, both ‘very
spreading &)X appiioenc) and tall’, is joined by an agnus, equally tall and
shady; indeed, the shade is now described as ‘quite loedy’ cOhokiov
ndyxarov). The moderate breeze hascbme the ‘fresh breezeld ebnvouvv) of

the place, which is both ‘welcome’ and ‘very pleasa@tfotntov xoi c@odpa
né0), and Socrates’ positive judgement thie landscape, ‘exceedingly pleasant’
(cpddpa 1d0), replaces Phaedrus’ litotes ‘not unpleasaritc(andég). At 230 the
sensuous charms of the place culminate in the grass which slopes and is thick
enough to provide a comfortable head-réstre the laying down of the head
(xataxiivévtl) completes the physical delightsr the whole body, from feet
upwards. Further, resting the head iwmesl lying down rather than sitting, a
suggestion borne out by Socrates’ Ifert proclamation at 230e3 that he does
indeed intend to ‘lie down'Wotaxeiceobon). Finally, the llissus meadow turns
out to have figurines and statuettesjicating that it is in fact sacrettgov)—to
‘some Nymphs’ and Achelous, the river-gbdThis intensification is part of the
elevating motif used throughotie first part of thedialogue, whereby as the
conversation proceeds Socrates’ discolrseomes more and more animated, if
not actually inspired? But within the immediate drama Socrates signals to
Phaedrus that he is equabyvare of the erotic anskeductive potential of their
surroundings. Whereas in a lyric meadow the seduction is overtly sexual, here the
‘game’ with similar attendant force andrpgasion is engagement in conversation.
The repetition of the verbailewv at 234d indicates that Socrates and Phaedrus
have now assumed the roles of participavithin the preludeneadow by playing
their own conversational ‘games’. A furthkint at the characters’ awareness of
the erotic implications of their pas#drsurroundings is given by Phaedrus at
236¢8-d1 where he notes that they are alona deserted platand that he is
stronger and younger than Socrates. Foleyl# tio read this passage as a playful
link with the story of Oreithuia’s abductidn.Through this teasing play Socrates
and Phaedrus pose as participants withieratic meadow. Calame spells out the
connection between their role-pland the dialectic (1999, 186-7):

It should be remembered that... the role that the philosopher adopts towards his
interlocutor... is that of aerastésseeking to seduce hisdmenos®

To support Calame’s identification ofghlissus as a prelude meadow, | would
like to review the distinguishing features of the motif as used within lyric poetry
and compare th@®haedrusscene with a wider range of lyric material. Calame
notes (1999, 165-9) prelude meadow#iacreon 346 and Ibycus 286 and their
close affinity with Sappho’s grove diphrodite in poem 2. He summarises
Sappho’s erotic scene (167):

13 See Rowe (1986), 142, citing de Vries.

14 235¢5; 237a7; 238¢5-8; 238d1-3; 241e1-5; 244a2-3; 257a3-6; 263d2.

15 Foley (1998), 45-6: ‘Nevertheless, the playfuklinith the Oreithuia myth lingers, as Socrates

is more or less abducted by Phaedrus intoetlewirons, seduced into a speech against his will
(see 236d), and finally inspired with erotic madness.’

16 On this view of role-play and philosophicabsetion in the text, see duBois (1985), 95-6 and

Nussbaum (1986), esp. 211-2.
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This was a sacred precinct that comprised an orchasdy of apple trees
watered by a cool stream, altars thatitted the fragrant fumes of incense, and
shady rose bushes beneath which one cslifdinto a deathly slumber. It was
lapped by the gentlest of breezes and also included a mesdmér], where
horses grazed and flowers bloomed in the spring}i7me.

In Anacreon 346 fr. 1 there are fields of hyacinth and horses freed from the yoke
and in Ibycus 286.1-6 there are streaapple trees, shade provided by vines, and
the season is springtime. To these can be added further erotic meadows in lyric.
Alcaeus 115a presents a spring-time scene with water, flowers, plants and grazing
animals, and at 296b.1-8 the ‘lovely olive trees’ serve as the backdrop for the
erotic encounters of boys ‘garlandedttwhyacinth’, where again the season is
spring. In Theognis 1249-52 the boy is lieel to a horse, which now desires ‘a

fair meadow, a cool stream, and a shgdye’, and similarly in Anacreon 417 the
Thracian filly ‘plays’ fraieic) in the ‘meadows®® The connection between the
lush landscapes and the presence of disinotable. The grove in Sappho 2 is
designed to tempt Aphrodite and is désed as ‘a holy temple’. At Theognis
1275-8 the spring landscape is the settogthe arrival of the god of LoveAt

Ibycus 282c fr. 1 Charis nurtured a boyn@ng lovely buds of roses... about the
temple (of Aphrodite) @ X&-/pic, podov Elepeyac adtov  KAAVEWY [
"Appoditog] auel voaov) and the same motif is usetl 288 where a boy is loved

and nursed by love goddesses amongst blossoms. Such a graceful setting is again
associated with divinity at Ibycus 28&43where ‘the Maidens’, who are likely to

be divine Nymphs or Graces, have themviolate garden’ in the spring meadow

of quince trees, shady vines and streaimg (lop8évwv / kfitog axhpatoc). In
Anacreon 346 fr. 1 the godde&phrodite herself appeais ‘fields of hyacinth’

where a beautiful boy arrives for athis evidently erotic play.

In comparing the seduction meadows afdyith Plato’s Ilissus scene, seven
main points of correspondence emerge: 1psire?) plants and flowers; 3) shade;
4) breeze: 5) erotic play; 6) presencedofinity; and 7) sleep. Indeed, Plato’s
allusion to lyric poetry lies in the cumtilze effect of these interlinking motifs
rather than in any single feature.

First there is the stream: Plato’s cold wat@t (néia woyxpod bdatog),
which flows directly undetthe plane, recalls Alcaeugivyxpov Vdwp (115a);
Sappho’s cold water running thugh the apple branches (2Bwp wdypov);
Theognis'kpnvnv te yoyxpnv (1252) and Ibycus’ streasrthat water the quince
trees (286.2-3pdopevar poav / éx motopudv). Second there are the plants and
flowers, in this case primarily the treethe plane and thegaus with its scented
flowers—but also the grass. The luslowgth and scents of Plato’s text (edsy
akpny €xel thg Gveng ag Gv ebwdéotatov mapéyxol TOv TOHTOV) recall the
plants and blossoms of vaus lyrics: Alcaeus 115a.454veidoc... evmdeo]) and
296b grdarg épotoocafic]); Sappho 21E6aiev npivolowy &veeowy); Ibycus 286
(o T oivoveideg ov&opeval); and Anacreon 346 fr. ltdc Uoxiv0ivog

7 Calame then notes (1999, 168) the parall¢h the flower-filled meadows of Sappho 96.11
(rorvaveépolg apodparg). A further parallel is Sappho 122 where a ‘tender girl’ is ‘picking
flowers’ (Gvee” apépyolcoy moid'... amdioy).

18 Slings (1978).
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aplovpag). Third, Plato notes the shade praddby the height and spreading
growth of the trees (228«xia; 23010 cboxiov), which recalls the ample shade of
Sappho’s roses (2é6xiaoct’), Theognis’ ‘shady grove’ (1252\ced 1te oxlepd)
and Ibycus’ ‘shady vine branches’ (28@kiepoiowv ¥ €pveorv). Fourth, there
is the breeze: the git@ winds of Sappho Zifiton péAdliyo mvéorolv), become
for Plato the ‘the freshness of the breeze’, withoioiv echoed into ebHmvovv
(230cl). Fifth is the erotic play evideit lyric in lines such as Theognis 1249
(oxptdv), Anacreon 357dvunailovory), 358 popnailerv) and 417 gxiptdoo
naileirc), and knowingly signalled by Phaedrus at 2298e1v).

The sixth feature of Plato’s meadow tladigns it closely with lyric meadows
is the sacredness of the place and theepies of divinity. Fist at 229¢ when
Socrates answers Phaedrus’ question attmutocation of Oreithuia’s abduction,
he mentions an ‘altar of Boreas’ nearby (22BeR0oc... Bopéov). Then at 230b-c
Plato establishes the divine quality tifeir actual resting place. He echoes
Sappho’s adjectivéiyvov (2.1-2 énfi t6vdle vodov / &yvov)'® with the noun
&yvov—the plane tree (230b3). The two wsrdre closely connected, since the
name of the tree referred, tthe Vitex Agnus-castus, derived from the adjective
&yvog, as LSJ note with their translationhaste tree’. The connection is then
strengthened when Plato points out that his spot too ‘seems to be saptejl, (
as indicated by the presence of holy statueere of the Nymphs and Achelous,
the river god. The divinity of the plags further stressed at 236d10-e1, as the
plane tree itself is identified as a ‘godi{o 6s®dv; 7| BovAer TNV TAGTOVOV
tavtnvi), and at 238c9-d1 where the whole place is regarded as ‘digghe.( 6
t6mog). In the dialogue’s conclusion &78b9 the llissus meadow is further
referenced as ‘the spring of the Nympdrsd the sacred place of the Muses’ (
NOpE®V Vapd Te Kol LOVOETOV). 20

Finally, on sleep: in Sappho 2 an eratiuo, or ‘deathly slumber’, is said to
‘flow down from the shimmering leavestipvocopévov 8¢ @OALOV / kOO
kotépper). Calame explains this erotiomaas he observes that in Greek literary
culture Aphrodite’s divine power ‘caneate a fusion of sexual fulfilment, sleep
and death’ (1999, 6): While such a sleep doemt feature directly aPhaedrus
230, its influence is still felt in the scerd.230c there is a suggestion of sleep as
Socrates notes how the gerglepe with lush grass jast right for ‘resting one’s
head’, at 230e he declares that he will ‘lie downitokeicecBar), and later, as
he again draws attention to their retreatdsgh the tree, Socrates speaks directly
of the usual activity of those at leisure in the noonday sun, i.e. ‘nodding off’
(vootalovtog... evderv 259a3-6xabevdntéov 259d8). In this passage the sleep is
also attributed to a magical effect—tlmditthe singing of the cicadas above, where
the verb used is ‘charmedifrovpévoug 259a3)%

19 On ‘Holy Sappho’, as love’s priestess, see Gentili (1988;22.

20 plato’s Nymphs as the goddesses of the place are thus the counterpart to the Graces and love
divinities that fill with their presence the lyric seduction meadows.

21 See also Calame (1999, 36-8) and 167, where he discusses ‘the slumber and death that the
Greeks equated with the state of erotic love’.

2 For other references to the midday heat, see 2#Racdduc, peonuPpic, émoyvyf) and

279b4-5 €0 mviyog NTLOTEPOV YEYOVEV).
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In these comparisons between the meadbvhe llissus and those of lyric
poetry two differences stand out, bothvafich can be explained in the light of
Plato’s composition. First, in contrastttee dominant motif o§pring in the poetic
meadows” Plato chooses summer for his owaese, as is clear at 230c with the
adjectiveepivov: the meadow even sounds attive because it echoes to the
‘summery’ and ‘clear’ song of the cicasl The association between summer and
the cicadas’ song is already establishedhm lyric tradition, ascan be seen in
Alcaeus’ verses (347a and b):

the cicada sings sweetly from the leavesnd it pours incessantly its clear song
from under its wings, when flaming summer... (tr. Campbell)

One ready answer to account for Platofeange of season that the summer
setting is needed to prepare the waytier important myth of the cicadas at 258e-
259d. The second difference in Plato is the absence of horses. The lyric poets
often place horses, or other grazingnaals, within the eroticised meadow.
Alcaeus’ fragmentary poeni®a mentions a ‘horseirn]...) and portrays a scene
‘grazed by goats'diyipd[t), and Sappho’s meadow in 2.9 is ‘grazed by a horse’
(Aelpwv inmoPotog). In his equestrian imagerijheognis also locates the horses
within the erotic meadows (e.g. 1249-52fw... Aelu®@va te kaddv). At 346 fr.

1.9 Anacreon speaks of Aphrodite ‘tetimgriher horses’ in the meadow and at
417.5 the ‘Thracian filly’ is addressed ‘gsazing’ and ‘playing’ in the meadows
(VOv 8¢ Aelud®vag te Pookeat koDed 1e oxkiptdoa mailelg). The reason why
there are no horses in Plato’s prologagain relates to the composition of the
dialogue as a whole: by omitting the gragihorses the motif is reserved, for
maximum impact, until the stunning simile thie horses and charioteer of soul at
246a. The connection between the horse®lato’'s myth and the meadows of
lyric will be discussed below (85.1).

Plato appropriates the lyric motif ofeprelude meadow to set the scene for a
conversation on love between character® are evidently aware of the literary
toposand ready to tease each other withniplications for their own relationship
as participants within dialectic. The importance of the literary background to this
conversation is again highlighted when Sdes responds to tlspeech of Lysias
by claiming that he has healmtter from other writers. It is at this point that
Sappho and Anacreon are nhamed.

3. The naming

After Phaedrus performs Lysias’ speech, he invites Socrates to join him in
commending it (234c). When Socratesndes, Phaedrus asserts that no other
speaker could match Lysias’ achievem@85b). Socrates then explains why he
cannot agree with this assessment (235b7-d3):

TQ. ToAoLol YOP KOl GOQOl GVOPEG TE KO YUVOIKEG TEPL VTRV EIPNKOTEG

Kol YeYpopdteg €EeAEYEOVOL e, EGV GOl XOPLLOPEVOG CVYYOPD.

DAL tiveg 0Ot01; kol oD oV Beltivy To0TOV GKNKOOC;

3 Alcaeusl15afipivov and296b.3¢apog wHrfar; Sapph®.107pivoioty &veeotv; Theognis 1276
dvBecwv elapivotg BGALel deEopévn; and Ibycus 286.1-8pt pev of 18 Kvddvion / uniideg.
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TQ. VOV pev oVTwg ovK £y eimelv: dfAov &€ O6TL TIv@V AKkfAKod, 1 7oL
Tameodg Thg KOANG | "AvokpEéoviog ToD GoEoD 1| KUl GLYYPUEE®Y TLVAV.
nd0ev 81 TeEKpOPOpEVOC AEYW; TAfpEC TG, @ dopdvie, 10 oThHBog Exwv
oicBbvopor Topd todToe Gv Exelv eimelv €tepo um xeipw. OtL pev odv
nopd Ye EROVTOD O0DOEV aDTAV £vvevimko, €D olda, CLVEBME EROVTH
apodloy: Aeimeton Om otpon €€ dAlotplov moBev vopdtov S Thg GKofg
nemANp®cBoi pe dikmv dyyelov. dmO 8¢ vobeiog od kol odTO TODTO
EMAEANCHOL, OTOG TE KOl QVTIVOV HKOVod.

Soc: For ancient and wise men and women who have spoken and written about
these subjects will refute me, if | agree simply to please you.

Phdr: Who are these people? Where have you heard anything better than this?

Soc: Right now, | can't tell you straigbff. But I'm sure I've heard something
better from someone—perhaps from the fine Sappho or the wise Anacreon or
indeed from some prose writers. What atmasing my judgement on as | say
this? Well, my fine friend, it is because rhyeast is somehow full that | feel that

I might have other words, no worse, to say beyond these of Lysias. And that I've
developed none of these from my own ideas | know very well, since | am fully
aware of my own ignorance. So what remsainthink, is that | have been filled

up, just like a vessel, from streams from elsewhere, through my ears. But again
because of my stupidity | have forgattthis very point: how and from whom |
heard it**

Thus Socrates is sure that he has hsamething better’ anchdicates at the start

of his response that he is aware o tieaction of ‘ancienand wise men and
women’ who have discussed this subjettiove. But when pressed as to who
these people are, his answer igwa—he has heard something better ‘from
someone’ fivadv). He then ventures the two names but prefaced by ‘perhaps
(rov) and set against the alternative: ‘oreed some prose writers.’ The effect is
that of a person trying to remembemnsihing they can only vaguely recall and
offering possible identifications. Finally hstatement ends with the point that he
has simply forgotten his source.

Thus Sappho and Anacreon are refereragguhrently casually as Socrates is
rather airy about which eagli speakers and writers might have influenced him. In
the midst of such vaguenesge terms of approbatiorE¢rneodg thHc KoAfc T
"Avaxpéovtog t0D copod) seem formulaic and instere: maybe it was Sappho,
maybe Anacreon, maybe even one of the prose-writers. On this reading one
guestion that arises is why Sappho and&aon are singled out at all and why
Socrates does not, to balance his mentigora$e-writers, simply refer to poets at
large. Ferrari suggests that Sappho and Astacare to be seen as ‘emblems’ of
love-poetry (1987, 106), a suggestion supgubiby a point made by Foley (1998,
42): ‘Sappho and Anacreon were consistently paired in antiquity as the originators
and quintessential practitioners of the itiad of erotic poetry.” While Foley does
not offer any actual evidence, various testimonies collected by Campbell in his
volumes ofGreek Lyricdo support the claim, with Sappho and Anacreon paired or

%4 This translation of this passage is based ondhB&owe (1986) but is made more literal, at the
expense of fluency, in an attempt to secure the most neutral reading possible.
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linked a number of timeS. Nevertheless, Sappho is also paired with Alc&eus

and with Alcmarf’ If one accepts #t the pairing ofSappho and Anacreon was

standard in Plato’s time, then the namofgthese two could be read simply as
emblematic of lyric poetry as it is baleed against prose-writing. This reading
would suggest, then, that the terms odipe are formulaic and not particularly

significant or sincere. But Socrates’ refece to the poets has also to be judged
against his next comment wherelear note of irony is sounded.

As Socrates presents himself as someone influenced by earlier speakers and
writers, he speaks of receiving into hinisstireams from elsewhere’. The flowing
streams of the Muses are an established image for poetic inspiration, which Plato
himself probes in other discussions on po&trguch a pointed poetic image, full
of irony from a charactereadily identifiableas determinedly prosaic, punctures
the sense that the reference to the pisetaisual. Instead the passage now seems
like a challenge, offering a suggestion tlla¢ speaker himself finds patently
ludicrous—that he has been somehow inspired by the poets. Forgetting the
identity of the source would be cortsist with the poet's stance of being
distracted at the time djeing inspired. Thus the gsage might even suggest,
alongside stock Socratic ignorance, magkof the poetic tradition. If so, the
terms of praise would become not merely formulaic but more of a jibe. Hackforth
(1952, 36) maintains that trsaiggestion of inspirationdm the poets is indeed
‘not to be taken seriously’, and theewi is given fuller development by Rowe
who probes further into the giular dramatic context.

For Rowe, this praise cannot be sincere, since ‘Plato’s Socrates normally
displays a thoroughgoing hostility towargsets of all descriptions’ (1986, 151).
He argues rather that Socrates’ mentio®appho and Anacreon is consistent with
‘Plato’s general attitude towards poets51), since Socrates’ actual point is that
the irrational desire graphically pesged by the poets provides far stronger
argumentsagainstlove even than those of Lysidde therefore concludes: ‘The
tone of the expressions “the excellerBappho” and the “the wise... Anacreon” is
thoroughly ironical.” Rowe’s reading of tlpassage as Socratic irony provides one
explanation of why the lyti poets are mentioned: thdgpict the madness of the
lover so graphically that any sane person would wish to avoid this*fahe
idea that the poets presentuwrenlightened account of love consistent with the
ranking of the poet as sixth in the hierarchy of livBtigedrus248d-e). This
unflattering view of the poetannot be explained awalge is ranked beneath the

5 For example, in testimonies from Athenaeus (vol. I, 11, 37; I, 127), Seneca (I, 23), Dionysius of
Helicarnassus (I, 39), Menander Rhetor (I, 4hemistius (I, 45), Aulus Gellius (I, 45), Plutarch

(1, 47), Gregory of Corinth (I, 165; I, 133), Pausanias (ll, 31), and Caesius Bassus (ll, 139).

%6 Eusebius (voll, 9), Dionysius of Halicarnassus (1, 35), Strabo (I, 37) and Porphyry (I, 179).

2" Menander Rhetor (vol. I, 41).

%8 Cf. Plato’slon 534a with the ‘rivers’{av motapdv) where the poet gathers his melodies; and
Laws719c where the poet inspired by the Muses is like a found&dm ¢ xpnvn t1g) gushing

forth. In Phaedrussee also 238c7 for the pun on inspiration and running watebpino (lit.

‘good flow").

29 The argument of this section has benefitemnfrcritical discussion at the Classics Research
Seminar, University of Durham (May 2007). | am grateful for the challenges and suggestions from
colleagues, in particular Christopher Rowe.
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physical trainer and doctor, beneath even the seer, and a mere three steps away
from the tyrant. As someone concerned with ‘imitatigriuqoig) rather than

reality, the poet cannot claim knowledged if poets do not have knowledge,

then how is the praisef two of them a&ine’ and indeed ‘wig’ to be understood?
Reading the praise as ironic seems a valid response, especially since the same
strategy of praising before undercuttingailso used elsewhere with poets, for
example when Simonides iRepublicis hailed assophosbefore his view on
justice is comprehensively discreditd®ep 331e6o0¢dc kai 6eioc).* | will not

try to downplay the evidence of 248d-e.eTpassage is important and stands as
one firm position consistent with viewsselvhere in the corpus on the status of

the poets’ wisdom. The difficulty, however, is that of taking this as the dominant
view of Phaedruswhen the use of poetic discourse around it is so pronounced.
Put simply: if the poets are completefynorant about realitythen why does the

text spend so much time recreatipgetic discourse on V@? Annas (1982, 12)

has identified within Plato ‘a split attitle’ to poetry and sees this conflict between
positions as ‘lasting’ and ‘not easily resolved’. There are no easy answers and |
acknowledge that the later ranking of thetfsokfe does challenge the reading of

the praise at 235c as straightforwardiycgre. But the evidee of the text itself

seems to force a situation where ttaginot be the final word on the matter.

Nightingale is but one of a number oitis who have noted that the narrative
of Socrates’ second speech is ‘repletéhwhe discourse of lyric love poetry’
(1995, 158). That lyric poetry igresent in the text is nam itself a contentious
point, even though surprisingly few studee® concerned with the details of the
allusions themselves: what is at stake rather is how to interpret that presence. In
1950 Robin argued that the praise at 235irisere since Socrates is referring to
the love poets as the source of ideas wiltfeature in his later second speech.
Fortenbaugh (1966, 108) takes the view further:

The proper names ‘Sappho’ and ‘Anacreon’ have a particular significance and
are not a general reference to lyric love poets. These two names are introduced
to alert the reader that the poems of Sappho and Anacreon will play a role in
Socrates’ subsequent speeches. Indeegrimary and so far unnoticed purpose

for naming these poets is to anticipate poetic reminiscences occurring in
Socrates’ two speeches.

De Vries agrees, noting (1969, 74-5) that although the positive talosand
sophoscan convey irony, they are used h&nea pregnant sese’, foreshadowing

the allusions to come. De Vries indeed holds that the authority of the poets is fully
acknowledged and, moreover, that ttaning of Sappho is ‘spontaneous homage
to the poetess who knew love’ (78)Foley (1998, 40) similarly reads the praise

of Sappho as ‘pointed’ in view of ehpoetess’ influence on Socrates’ later
argument on lové? Before we consider the relationship between the naming and

%0 Halliwell (2000), 106-7 discusses this referemzeSimonides as wise, and notes uses of the
parallel praise ‘godlike’ for the poets in other dialogues.

31 Demos (1999), 68 also regards Socrates’ comm@emt sincere point about poetic tradition and
authority.

%2 The views of Foley (1998) and duBois (1985), (1995) on Sappho’s presdPicaddruswill be
discussed below (85.2, on memory and beauty).
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the influence of these two poets on the i&sdlf, let us observe how the passage
at 235c may point to ather level of meaning.

The reference to ‘streams from elsevdiaat 235c raises the issue of lyric
inspiration directly before a pair o$peeches which will themselves draw
increasingly heavily on lyci discourse. By directing attention to the lyric voices
that will follow in the text, the referee seems ironic andlseeflexive, pointing
up Plato’s own authorship. The imaggself seems to be humorous, since
inspiration is evidently more than a tie of being mechanically and passively
filled up’ with ideas® Following these hints, | reathis passage as operating
within one of the chief gam&sof the Phaedrus the attribution of speeches to
various authors as part of an exploratafroriginality and influence. Waterfield
notes that, while Phaedrus recites Bgsi Socrates not only cites Sappho and
Anacreon but also identifies as the aughof his speeches Phaedrus, the Muses,
the Nymphs and even StesichorftisThrough this multiple attribution Plato is
ultimately prompting us to consider his mwole as author and at 235c, as well as
wryly hinting at his character’s reliance on hifnrseems also be making, through
the subtext, a serious poiabout his own intedictual debts. Simcthe praise of
Sappho and Anacreon is indeed supported by positive reminiscences of their
poetry elsewhere in the dialoguben surely this must forca reading of 235c
that is non-ironic in relation to Plato hiei&? The point would seem to be that
Plato by having Socrates mock the idea ti@might have learnt anything useful
from the poets is actually raigj the possibility—in a playful manrér—that he,
as author, has.

This approach to the matter of howrsad 235c requires the acceptance of a
gap between author and character. While for some interpreters this is not a valid
move, for others watching and tracing thenmnemts of apparent self-reflexivity in
the dialogues is a useful strate@f interpretation. In her powerful and
illuminating account of Plato as author, Blondell analyses Plato’s various
techniques for distancing himself frotine views and voices of his charact&rs.

She notes (2002, 37-48) both the formal abseof Plato from the text and his
omnipresence as ‘author behind tleene’ (43), as ‘puppeteer’ (45) and

% See duBois (1995), 85-6 on the image of the vessel at 235d: ‘This little joke both recapitulates
Socrates’ critique of poetry in tHen, that poets know nothing but are simply conduits of divine
inspiration, and takes a gentle swipe at Phaedrus himself, who has only Lysias’ discourse, nothing
of his own to say about love.’ Foley (1998), 44 expresses the same view: ‘here he maypén part
mocking not only traditional representations of poetic inspiration but Phaedrus’ eagerness to
absorb the words of others rather than thinkhianself.” On the humorouaspects of the image,

see Pender (2007), 73.

%4 On the playful elementses Mackenziel(982), 64-76.

% Waterfield (2002), 84 on 242d.

% Although Rowe’s reading is quite different from mine, he too notes a possible self-reflexive
gesture at 235c in the idea tladcrates may have got his ideas from one of the prose-writers:
‘Where else would ‘Socrates’ get his ideas from, if not from a prose-writer (i.e. Plato)? A
deliberate wink at the reader?’ (1986, 151).

3" The piquancy of the lines acceravith Hinds’ view on allusive methods, since he regards
allusions as involving ‘teasing play betwemvelation and concealment’ (1998, 23).

3 Blondell (2002), ch.1-2, esp. 20 and 110-11.
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‘superspeaker’ (43)° This approach seems to measonable: other passages that
seem to hint at Plato’s own authorial radelude Cebes’ plaintive cry to Socrates
at Phaedo78a (where will they find another gu charmer for their fears?) and
Symposiun223d (could the same man write Ibdtagedy and comedy?). Another
critic who defends such approach is Halliwell (2000, 101):

The practices of citation and criticism that Plato’s text presents, and to some
extent arguably endorses, cannot plausii#ytaken as merely unreflective. In
particular, the possibility of distingshing between authorial voice and the
voices of characters is one that Plato can hardly have overlooked, since it is the
very basis of the analysis of mimetic modes put forwaRlegt 3.392c ff., and is
acknowledged in other ways elsewhere, ewenoccasion, in the act of citation.

| believe that in his praise of the poets235c Plato is opening up a gap between
Socrates as character and himself awi@uin order to higlight that the two
figures have a very different situation ralation to the Greek poetic tradition.
Blondell (2002, 110) observes on Plato thiatis the decisbn to write that
distinguishes him most sty not only from Sokratedyut from those Socratics
who imitated him by writing nothing daw. Her point seems important. once
Plato becomes a writer, his relationshipiterary tradition does change markedly
from that of the historical Socratesnd while | accept the fact that the Platonic
Socrates (speaking within the pages of the texBsdeot converge with the
historical Socrates, | do nthink it is unreasonablihat the text of th®haedrus,
which is so concerned with writing, shdullraw attention to the location of both
character and author in relationthee Greek literary tradition.

On this reading, the author, in a momeh®latonic ironyuses his principal
character’s reactions to the poets asemns of highlighting his own position as
inheritor of a poetic as well as phifgzhical tradition. And while Socrates has
pointedly forgotten his source, Plato &sily recalls two of those who have
influenced him® Further, the unusual inclusivesseof the mention at the start of
the passage of wise ‘meand womehof antiquity (roAotoi yop kol co@oi
avdpeg te kol yvvaikeg) seems a careful preparation for the naming of Sappho
alongside Anacreoff. The text is stressing that females as well as males have
contributed to ancient discourses on love. Shefpraise is ironic, then the text is
highlighting that Sappho is as unwise as the other male authors. The question then
becomes whether this view of Sappho is ieat with evidencé&rom the text of
Phaedrus Since my reading of the dialogue finds positive allusions to the poets
and particularly to Sappho, my conclusion 235c is that the praise of Sappho
and Anacreon is both ironic, from Socrataad non-ironic, from Plato. It is my

% Blondell (2002), 43 notes that her adoption of the term ‘superspeaker’ is from Maranh&o (1990).
0 The apparently minor detail of Socrates’ memory failure is a further little joke from the author,
since one of the particular debts that Platpaying to Sappho will concern her thoughts on
memory itself, as will be discussed in 85.2. Om tisual strengths of Socrates’ recall of poetry, see
Halliwell (2000), 96: ‘Across theoeuvre.. it is often taken for granted that the parties to
discussion... are sufficiently immersed in poetry... to be able eithgudte or to recognize
guotation. This is true, not least, of Socrates himself, who is shown as possessing a particularly
well-endowed memory for poetic texts.’

“1 Foley (1998), 54 comments: ‘the mention of women (seeMésw81a) is initially striking in a

Greek context.’
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thesis that Plato’s tribute to the lyric poetsiue to their vivid presentations of the
force of eros presentations that he will utilise in his own exploration of the
relationship betweemaniaand self-control. In the mainody of my paper | shall
now trace how Plato develops, in the first three speechebasdrus his central
theme of power and force.

4. Power and force

A shared and fundamental theme rtim®ugh the three speeches on love in
Phaedrus love’s power. In exploring this édme Plato draws on the language of
love shaped by the Greek poetic tramttiwhereby love holds and exercises a
dangerous power upon the lover. The lyrictpaa particular offered distinctive
portrayals of the overwhelming power of Eros, not only in the pain of unfulfilled
desire but also in the erotic experiepes se Love is a threatening external force,
whose onslaught leaves thevér weakened and disortated. Within this lyric
conception of desire there is a funthestablished viewof love as madness—
which becomes a dominant motif in Sakas’ second speech. In Lysias’ speech
familiar prose terminology presents the lover as unable to exercise proper
judgement and so act in his own best irderBut even here there is language that
points toerosas an independent force. The Voakary for the power of love then
becomes more abstract in Socratest fajgeech with the passage on inner rulers
and control (237d-238c) andhélly more poetic and higjcoloured in Socrates’
second speech.

Let us begin by reviewing lyric langge for love’s power. In poem 1 Sappho
entreats the goddess of love not to ‘overpower’ her heartp(@-d... dauva, /
notvie, Bdpov) and uses the same vedwy(vaw) for Aphrodite’s power at 102
(m66w ddperca). Theognis at 1388-9 speaks of Aphrodite as ‘overpowering’ the
minds of men opuvag avlpodnwv mokwvag epévac) and adds that no one is
strong or wise enough to ‘escapebfeiv) her. Anacreon similarly hails Eros as
the ‘subduer’ (35Bapding "Epmg) and again speaks of the lover seeking an
escape (346 fr. 4.3-&opvyov "Epwta; 400 "Epwto eedymv). At 505d Anacreon
hails Eros’ power over gods and mefbs( kai 8edv dvvaotng, / 68e kol
Bpotovg dapdler). Often the poets image love ashostile, attacking force that
invades and through its physical impact destroys the lover. Alcaeus presents
himself as felled by Aphrodite’s hand (38fetov Kunpoyeviog malbpoioiy);
while lIbycus 287.1-5 likens ¢hrush of love to a maal attack, where the lover
exclaims: poav tpopém wviv émepyopevov (‘How | tremble at his onset!’).
Anacreon uses a Homeric battle tekndowrot (literally, ‘the roar of battle’f* to
describe the turmoil #t Love causes (398octpaydror & “Epwtdg eiowv /
povion e kol kvdowpol). Sappho 47 likens Eros tovenlent wind that falls upon
trees {Epog & €tiva&é pot / ppévag, G¢ Gvepog KAt 0pog dpOoLY EUTETMV).
Ibycus develops this image in 28@.8; where the love that comes from
Aphrodite is likened to th&hracian Boreas’so powerful is iteffect through all

“2The progression from more neutral to highly lyrical language is similar to that between 229c and
230a in their respective observaitsoon the river and plane tree.
3 See e.glliad 10.523.
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the heart {yxpatémg meddBev.. epévag). Sappho speaks of love ‘shaking’ her
heart (130'Epog dnbté w6 Avowéing 86ver), and Anacreon depicts love as a
smith’s mighty hammer blow (418eyéiw dndté W “Epwg Ekoyev ®OTE
xolkebg medékel). The madness caused by love is a familiar theme in lyric.
Alcaeus tells of Helen’'s madness her love for Paris (283.5xpéveica) and
refers to the ‘maddened infatuations’ afros at 10b.6-7 |{Jowvépevov
[..]Javdrtons’). Sappho 1.18 speaks more intimately of her own ‘maddened heart’
(novora B0u®). Theognis associates Eros wittadness as he portrays him as
‘nursed by frenzies’ (1231-Zioviar o étinvhcovto Aofodoor). For Ibycus
Aphrodite sends a storm-wind that blazes with lightnangd ‘parching fits of
madness’ (286.10-1dloréaig povi-/oaiowy); while Anacreon 359 gives succinct
expression to the lover’s plight:

K\eoPBovrov pev €Yoy’ épém,

K\eoPoOAw & émpoivopon,

KiebBovrov 8¢ dl1o0kém.

I love Cleobulus, | am mad about Cleobulus, | gaze at Cleobulus. (tr. Campbell)

Let us now consider how this estahbsl lyric language forms the background
to the terminology for love used by Lysias and Socrates. Lysias’ speech considers
the behaviour of lovers and for the mgsirt speaks directly of the participants,
the lovers and beloveds, rather than laself. The problem that concerns Lysias
is that lovers lose their self-control. digs establishes the familiar idea that the
lack of self-control in love is alliedvith the failure tothink properly (231d3-4
Kak®dG povodory / €d epovhcavteg) and pays particulartt@ntion to the change
occasioned when the lover’s desire ceamsd he returns to his usual ways of
thinking and behaving (232e6reldav g £mBvpiog modowvtol, 234a7
navopevor thHg émBupiacg). The difference between longeand non-lovers is that
while the first act ‘under compulsiomf” &véyxng), the second act out of ‘their
own choosing’ €xovteg), in line with their self-interest (231a4-5). This
representation of the loversight is summedip at 231d2-3:

KOl YOp ODTOL OHOAOYOVGL VOOETV HOAAOV 1] COEPOVELV, kKol €ldéval OTL

KOK®OG @povodoLy, GAL o0 dVvacHol aDTOV KPATETV.

Lovers agree that they are ‘sick’ and not ‘sound of mind’. They accept that their
thinking is impaired and that they are lomger ‘masters of themselves’. Note
how the phraseology is shifting subtly: ifcwver is not mastesf himself then who

or what is his master? Plato is probitige standard prose vocabulary of self-
control in order to lead on to the contiep of love as an independent force. And
the move is completed at 233b-c. First the netasis used in the nominative as
the subject of three verbs (233b2-dj15cixvuton, Toel and, most significantly,
avaykaler. Love here compelsthe lover to make irgpropriate judgements.
Second, the power of the self is contrasteglicitly with the power of love at
233c1-2, as the non-lover proudbeclares his advantagevy »m #€pwrtog
nttopevog AL épovtod kpotdv (‘I am not overcome by love, but master of
myself’). The prose verirtopevog (‘be defeated, beateayercome’) can be read
as a neutral term and the expression sestamglard in the context. But the phrase
also recalls the nmaal attack of eros in poetry and looks forward to the
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conception of love as an independent force, a conception that will be held up for
much closer scrutiny by Socrates.

In his first speech Socrates follovysias’ concern with the lover’s poor
judgement and decision-making. He employach of the same standard prose
terminology for the experience of being love. But he begins to press this
terminology, nudging familiar formulations towards a more analytical and abstract
perspective in order to consider thetuna of the process whereby a person is
‘overcome’ byeros Socrates begins his firstegrh with an invocation to the
Muses which, although ironicievertheless gives notice thfe direction that his
performances will take (237a7}iyete 81, @ Modboou, eite & @dfg £1dog
Alyewon. The invocation imitates the familiar poetic formulations and the closest
parallel in extant lyric seems to be Stesichorus 240p° &ye, Koalildmeio
AMyew. This brief allusion thus anticipatdee mention of Stesichorus in the
interlude at 243a, and of Calliope, who the eldest of her sisters is given
prominence in the myth of the cicadas the Muse of philosophy (259d). The
formal introduction to this speech alslgly heralds the continuing theme of force
when Socrates insists that his story Wil one that Phaedrus ‘compels’ him to tell
(237a9%vaykdlet).

Socrates addresses his subject in characteristic style—by seeking a definition
of love itself (237c-d). There is thusciear shift of attembn from the lovers’
behaviour to the force that drives them. The relevant aspect of the definiendum is
stated within the very question that ledds search: ‘let us establish an agreed
definition of love, about what sort of thing it is and wipatwer it possesses’
(237c8-dlotov T ot kol fiv €xer dOvourv). The chosen angle of love’s
dunamissoon leads to the idea of inrreters and forces (237d6-9):

We must next observe that in each of us there are two kinds of thing which rule
and lead usdfo Tvé éotov 8o dpyovie kai Gyovte) which we follow
wherever they may leadify &népebo | &v &yntov), the one an inborn desire

for pleasures, another an acquired judgement which aims at the best. (tr. Rowe)

The passage then offers in very quick succession an array of different terms for
love’s exercise of power and contr@3({¢d-238c). The analysis culminates in the
definition of erosas an irrational impulse @b has ‘gained controlkpathcaco)
over ‘right judgement’ and takes its name from its ‘forabome, a playful
etymology backed up by the wordplay éppwpévec pwcbeica.. poung.. €pug
(238c2-4). The Greek vocabulary of imngowers and forces in this passage
includes ‘ruling’ and ‘holding sway’ dpyovte; ap&dong, ThH Gpxh; KPOTET,
KpotooNG; T KPOTEL; Kpotodoo, KpOTNOOOoQ,; TUPALVVELCACA;
Suvaotevodone);**  ‘conquering’  gunoaca); ‘having physical strength’
(ppopévag pwobetoa; podung) and the exertion of physical force in ‘dragging’
(Erxobong) and ‘pushing on’ dppdong). The political language foeros here
recalls Sappho’'s6tviac and Anacreon’svvéotng and is reinforced towards the
end of the dialogue at 265c2 where Sbes speaks directly of Eros &snotng.

4 At 238e the ruling metaphor is joined by that of slavépyéuéveo doviebovti te) and 241a it
appears alongside another military/political term for ‘chief, ruler, lead@ogtdtng (GArov
dpyovia &v odTd kol TPosTATNY... THG TPOTEPOG AvonTov dpyfc).

16



E.E.PENDER, SAPPHO ANDANACREON INPLATO’ SPhaedrus

The idea oferosas a conquering force also recalls various lyrics where love is
imaged as attacking and defeating ktneer, while the physical strength efos

that can here ‘drag’ or ‘push’ objectshoes the lyric conception of love as an
external force that can phygally impact on objects.

After delivering this more abstract aysis of love Socrates notes that
something ‘divine’ (238ctetov) seems to have happened to him and speaks of
the possibility that he may become ‘passe by nymphs’ as his speech proceeds
(238d1 vopgornmroc... yévepor).*> With a nod back to his invocation of the
Muses, Socrates seems to wonder wladrehis high-flowntalk will lead. But
what actually happens is that he retuto a prosaic mode of discourse more
closely matched to that of Lysias, with attention focused mainly on the outward
behaviour of the lovers. Neverthss, the analysis of lovetkinamisat 237d-238c
is not lost, since the speech now maintains a dual perspective, noting both the
lover’'s actions and his inner conditiomhe most significant reference to the
earlier analysis of love'dunamiscomes at 241a.

When Socrates resumes his speech at 238d8, he speaks of the lover as ‘ruled
by desire’ (238e3td o6n Uno £mBupiog Apyxopnéve) and tells how in his
selfishness the lover seeks to make his\e weaker and inferior to him. So the
lover’s ‘inner ruler’ leads him to try to exert his own rule over the beloved in their
relationship. As the speech proceeds, tivel is then spoken afs ‘compelled to
seek pleasure instead of good’, where the veftvdgxoaoctor (239¢5). Socrates
gradually probes further into the varioustrections and lack of choices afflicting
both the wretched lover and his beldyevith the vocabulary of ‘compulsion’
becoming persistent in the concluding secfioiwvith the lover thus ‘ruled by
desire’ and ‘compelled to seek pleasufe, has lost self-control. Socrates sums
up this unhappy condition as he speaks of the lover as ‘driven by compulsion and
frenzy’ (240c7-d1bn’ &vayxng te kol oiotpov €habvetor). The language of
‘frenzy’ now applied directly to the lovexperience recalls Socrates’ presentation
of himself in the prologueas ‘sick’ and ‘frenzied wth passion’ for hearing
speeches (228b6+bcodvtt, cuykopvBavtidvia). Clearly the familiar theme of
love-as-madness is sounding busiinteresting to note that tmeaniavocabulary
so pronounced in the lyric poems above is thus far absent from thg The.
madness vocabulary that will be so @lent in Socrates’ second speech first
appears here in a phrase that refers directly toetbeasdunamispassage.
Socrates describes the logeloss of passion as a situation where he actively
‘changes the ruler within’ (241a2):

petaformv GAAOV GpxovIa €V aLT® Kol TPOOTATNY, VOOV KOl GOPPOGHVNY

vt €pmTog Kol poviag, GALOg Yeyovmg AEANOEV T TOLILKA.

%> The theme of divine possession continues at 241635 {dv Nupedv.. évlovoidon). The
suggestion is that, were Socrates to continue, his discourse would be like an innocent girl
overtaken by the fae of lyric poetry.

48 240c4évaykaiov; 240elavaykng; 241b4-70m avéyxng... dvaykéletar.. O’ dvaykng; and

241c2 &vaykoiov. Socrates sets out the indignities forced upon the lovers by their own
behavioural ‘compulsions’ and the ‘necessities’ of the situation.

*" The closest negative term used for the condition of love by Lysiasossy (231d and 236b.)
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he changes in himself and adopts a different ruler and master, sense and sanity in
place of love and madness, and has become a different person without his
beloved’s realising it. (tir. Rowe)

The termsipyovta andrpoctétny clearly recall the political vocabulary of 237d-
238c and the passage thus presents Ithwer's change of heart as the
establishment of a new inner govermiiewith a changeover in power froenos
and maniato good sense amsbphrosuneBy thus setting the contrast between
rational self-control and the madness of lo8ecrates draws out the polarity that
was implicit in Lysias’ speech. The key temaniawould thus seem to have been
kept in reserve both to add particulareight at this point and to signal
developments to come. Through this switch in inner ryleto3aiov) the lover
changes his very identity, a fact not realised by the beloved until the change starts
to affect his behaviour, withietofordv repeated at 241b5 to show how the
internal switch causeexternal turnaround§.The main achievement of Socrates'’
first speech is to explain that the exterhahaviour of the lover is caused by his
own internal experience. What will folloim his second speech is a much closer
analysis of the internal changes themselves.

As Plato’s account aerosbuilds gradually through the three speeches, there
is a concomitant development at the legkdiscourse. Plattegins in Lysias’
speech with standard prose formulations for the lover’s ‘sickness’ and poor
judgement. In the first part of Socratespense to Lysias there is a shift to more
abstract terminology asositself, rather than the pears of the lover, becomes the
main focus of attention. Love emerge®re clearly as an independent, active
force and by the end of this speech the individual’s rational self-control is set
squarely against the potential dominance of loveasia®® The language of this
account moves beyond standard formulations but it is in Socrates’ second speech
that the terminology for love’s powerilwbecome more heightened and indeed
poetic. As Plato explores what happeanside a soul experiencing love, the
allusions to lyric poetry increase andmniaiscences of particular poems can be
more clearly heard. In the narrative ousPlato will not only incorporate into his
prose a number of poetic metaphors for lbuéwill also re-animate them within
the novel context of tripéition. Such a movement from established to novel
usage is intrinsic to Plat'style. Ricoeur (1975, 370)$aoted that Rto is adept
at re-animating established metaphors aridnd of using false etymology as part
of this process. This point is borne out by Socrates’ etymology at 238c. For the
derivation of eros from poun (‘force’) anticipates the second speech and its
transformations of lyric languagder love’s power and force.

“8 Fortenbaugh (1966), 108-9 regaRisaedrus241a-b as a particular allusion to Sappho 1, noting
the common elements as ‘madness, gifts, flightyilling chase’. While it is true that Sappho 1
gives a striking portrayal of these themes, tleg also well-established in lyrics other than
Sappho's. In addition to the familiar madness motif, flight and pursuit are equally pronounced, for
example, at Thegnis 1299-1304 mpoeedEeon, divkwv, eebdyelg). Ferrari (1987), 107 sees no
specific allusion and notes more generally tHeption throughout this sech of the ‘traditional
erotic themes of dominangayrsuit, and manipulation’.

9 At the outset of his seconde®zh Socrates uses this critical distinction between the lover as mad
and the non-lover as sane (244ahev poivetor, 6 8¢ coepovel) to summarise the main thesis
shared by the first two speeches.
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5. The lyric poets in Socrates’ second speech

In Socrates’ second speettie theme of love-as-madness is foregrounded and
given full expressior® The account of love asdivine madness challenges the
preference for sanity and self-control thais so far beenkan for granted. Plato
draws on established poetic language far filrce of love in the context of his
discussion of the benefits @hania In Socrates’ myth a vision of the lover’s
experience is presented where the posidove is matched by the moving power
of the soul itself. The discussion of sdagdgins with the argument on self-motion
at 245c and develops iném account of tpartition founded on images of moving
forces. Various critics have offered hinating accounts of the motive power of
soul in Plato. In Cornford’s words (197128), the ‘moving faze of the soul’ is
‘the energy of life itself’ while Moline (1981) identifieshis energy with desire.
Commenting on the hydraulic simile for tripartition R¢public485d-e, Moline
observes how a person’s desires are drlwethe essential energy of soul (1981,
78): ‘The parts of th@sycheare ongysychein that they are but different ways of
channeling one finite, personal stream aérgy or desire.” On the active nature of
the desires, Price (1995, 33s discussed how each pairthe soul is ‘the home
of a family of desires’ and how each family continually strives for its own
individual ends. Plato’s vision dhe dynamic soul is manifest Bhaedrus245c
when movementiivnolg) is identified as the vergssence of soul. Given the
definition of soul as self-mover, it follows that images of moving forces will be a
prominent feature of the portrayafl the soul in this speech.

Where the poets consider the power of love as an external force, Plato, in a
distinctive and far-reaching move, focuses on the internal struggle of competing
desires within the erotic experien@nd so establishes soul as tleeus of
significant action. In scrutinising the ideaEmotion and force embedded within
the lyric vision of love’’ Plato considers the idea that the lover is nevertheless
capable of an active response and thus he reconfigures the familiar experience of
the shock of love. In this way Plato tramshs the lyrical conception of love as he
considers how erotic stimulation impacts the forces alrely present and active
within the soul and how the lover can and indeed ought to respond to the stimulus
of desire. Nevertheless, as he transfotrasglitional views of love in this way,

Plato in this remarkable pioayal draws freely on the @ic language of the lyric

poets themselves. In my treatment otiBtes’ second speech the influences of
Sappho and Anacreon will be assessed alongside those of Stesichorus, Alcaeus,
Theognis and Ibycus to show how the fpoéanguage of the force of love is
transformed to express and support theotles of Forms and tripartition. The

*0 The vocabulary ofmaniaincreases and continues throughout the speech: p4de&ian; 244a6
paviav; 244a7swe paviag; 244b7poviav; 245a510viag; 245a81dv poivopévev; 245clpoavia;
249d5 poviag; 249d8 pavikag; 249e3 thic poviag, 251a6 povicg; 251d8 éupavng;, 253c5
povévtog, 256b60sia povia; 256d6 g épotikiic poaviag. Other madness vocabulary in the
speech is ‘disturbed’ (245b#0 xexivnuévov); ‘in Bacchic frenzy’ (245aZ«xBakyebovoa);
‘stung to madness’ (251dfictpd); and ‘raving’ (251d8.vttd).

°L Calame (1999), 16, cerosin lyric poetry: ‘Eros is thus chacterized by the same dynamism as
that conveyed by our own conception of asion, aims, desire.” On the connectiorPhaedrus
between motion and emotion, see Lebeck (1972), 269-71, 280-2 and 284-7.
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allusions to lyric will be traced througbur major episodes within the myth: how
the soul loses its wings (85.1 ‘Hors@sngs and chariots’, 246a6-248e5); how it
regains its wings through memory leéauty (85.2 ‘Memory’, 248e5-250e1); how,
under the stimulus of beauty, the wings regrow (85.3 r&eti’, 250e1-253c6);
and how the charioteer seeks to contrgl teiam when all are excited by beauty
(85.4 ‘Self-control’, 253c7-256€e2).

5.1 Horses, wings and chariots (246a6-248e5)

The power of the soul is conveyed?46a in the striking image of the winged
team of charioteer and horses:

€01KETM 01 CUHEDT® duvApel VRorTEPOL LeDYOVE TE KOl MVIOYOV.

Let it then resemble the combined power of a winged team of horses and their
charioteer. (tr. Rowe)

The abstract noudivaypuig recalls Socrates’ earlier ggteon on the nature of love:
‘what sort ofdunamisdoes it have?’ (237c-d). Thghort sentence introduces at
once a number of motifs and yet keeghem discrete. First there éa»ueivto
dvvaper (‘a naturally conjoined power’), a pse that in itself indicates a unity
achieved from distinct elements. This iteral formulation for the power of soul.
Second there are the imag#se wing, the pair of horseand the charioteer. The
three elements of the tripartite soul are set out separately in the horses and
charioteer, while the wing image worksn@intain unity, since it relates to both
horses and driver thugh its constant application in the myth to the soul as a
whole®* The two motifs of wing and teamilinteract very closely in the
subsequent account but will alamttion at times independently.

The first motif of the soul image at 24&athe wing. Plato uses the image of
the wing, introduced by the adjectiverontépov (‘winged’), to represent
perfection®® Socrates tells how theature of mortal anchimortal souls is closely
related and tells howvall soul’ (246b6 yuyn naca) ‘ranges about the whole
universe’ (246b7avto 8¢ obpavov mepirodel). This is a literal, albeit unusual,
formulation: since the essemmf soul is self-motion iis appropriate that its
natural activity should be to move. In the next sentence the mugilxoiel
(‘traverses’) is picked up byetemporopet (‘travels above the earth’) as the soul
continues its movement around the umsee The metaphor of the wing is
introduced alongside this movement to dentbie perfect condition of soul in this
state (246b7-cl)teréa... odoa koi éntepopévn petempornopel. Conversely, the
loss of perfection is presented by the soul's loss of wings (246c¢2
ntepoppuiooca; 246d4thc tdv mtepdv dmofoAfic, dmoppet), which in the logic
of the imagery necessitates a fall to earth. The use of the image of the wing to
represent perfection is explained at 24@d&s the wing is viewed as having its
own natural ‘power’, that of ¢ceying ‘heavy’ objects heavenwardsépvkev 7
ntePod dVvaplg 10 EuPpBeg dyewv dve petempilovoa f 10 TOV BedV YEVOG
oikel. The wing-as-perfection motif draws on the familiar spatial metaphor

%2 0n the specific location of the s@uwings’, see Price (1992), 245.
%3 0On Plato’s wing image eg Pender (2000), 155-62.
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whereby that which is close to the upper évrealm is superior in quality to that
which is below. There follows the noteatithe wings of theoul have their own
‘plumage’ o tig yuxfic mtépopca), wWhich like other natural phenomena can
grow stronger and weakerl(d) depending on nourishmenp{eetat). At this
point the focus of the text pans outwards again to the universal scene where the
mythological king of the gods is engagedtlie task of divine management. The
wings of his perfection are located specifican the chariot helrives (246e4-5):

O HEV OM HEYOG MYeH®V €V 0VPUVD ZeDg, EA0LVOV TINVOV ApHa, TPMDTOG

TOPEVETUL, OLUKOCUDY TAVTO KOl ETUEAODUEVOS:

First in the heavens travels Zeus, treat leader, driving a winged chariot,
putting all things in order and caring for all. (tr. Rowe)

The mention of Zeus’ winged chariot ditlgcrecalls 246a anthe image of soul

as charioteer and horses, as it re-contthe two motifs of wigs and horses. In
this episode the final uses of the wimgage build on the picture established so
far: the idea that the wing is ‘nouristh reappears at 248c2 as its elevating
function is again noteckveileton / tpépetar). Now the food for the soul’'s wing

is identified as the celestial vision of the Forms, while the loss of perfection
imaged in the loss of wingg{epoppvnon 248c8) is now specifically attributed to
the soul’s inability to maintain sight of this vision.

At this point of Plato’s narrative there is as yet no erotic application of the
wing image: the emphasis is solely on thetifs of elevation ad proximity to the
divine as expressions gerfection. However, there eatwo particular passages
from love lyric which may have providedspiration for Plato’s use of the wing as
a mediator between divine and humaealms: Sappho 1 and Anacreon 378. In
Sappho 1, a cletic hymn, the goddess Aptteaesponds to Sappho’s prayer for a
visitation. The moment of epiphanydsscribed in striking terms (8-13):

NABeg

Gpp’ droacdevEaioa kGrol 8¢ ¢ Ayov

dxeec 6TpoVOOL TeEPL YOG HEAOLVOG

oKV dLVVEVTEG TTTEP AT MPAVOIOE -

pog d10 HEGTW,

olyo & &Eikovtor

(You) came with chariot yoked: beautifswift sparrows whirring fast-beating

wings brought you above the dark earth down from heaven through the mid-air,

and soon [suddenly] they arrived. (tr. Campbell)

Aphrodite’s chariot is drawhy sparrows and the verséiaw attention to both the
rapid movement of the wings{icva divvevtec ntép’)>* and the distance crossed
through the space between immortal and mortal wodats @pdvwibepog S
péoomw). In Anacreon’s poem the journey is from earth to heaven as a frustrated
lover is driven to seek out & in his heavenly abode (378):

AVOTETOHOL 8T TPOG "OAVUTOV TTEPVYEGSL KOVPNG

S Tov "Epat o0 yop €Ol <..> BEAEL cuvNPaV.

* Stanley (1976) sees Sapphptrase as a deliberate echdliafd 11.454.
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See, | fly up on light wings to Olympus in search of Love; for (the boy) does not
wish to enjoy the fun of youth with me. (tr. Campbell)

Both the winged chariot in Sappho and theel’s ability to fly in Anacreon draw

on the established literagnd iconographical tradition of Eros as a winged god,
which will be explored below in relation to Plato’s development of the erotic
applications of the wing image (85.2 Memory).

The second motif of the soul image246a is that of théeeam of horses and
charioteer. As the image is introduce@ #mphasis is on the power of the team
(cvpeite dvvapetl) and this is soon joined bysitorollary—the ssue of control.
The need for control is raised first throudipywv (literally, ‘ruler’) as an
alternative term for the charioteer. Thantrol recalls the vocabulary of inner rule
used in Socrates’ first speech (23#ggovte; 238alapédong; 238e3apyopévw;
241a3dapyovta) and thus works as structuring theme. Thparticular focus on
control is then maintained through the abstract npuobynoig for the act of
charioteering, and through the adjectéwgvia (247b2), which draws attention to
the reins that are part tife charioteer’s apparatus@immand and steering. Later
the level of skill of the charioteer is the determining factor in controlling the
power of the horses (248a486pvBovpévn VIO 1@V ITrwV; Brolopévav 3¢ @V
intwv) and in counter-balancing—anot—their downward pull (247b4-hin
KoADG MV 1eBpappévog TV mvidymv; 248b2 xoaxig Mvidxwv). Critics have
commented on the poetic influences oms ttmage of horses and chariot. As
Slaveva-Griffin has rightly observed, the chariot ride is an allusion to Zeus’
chariot ride in Homer'#liad.>® But she has further argued that the more important
allusion here is to the chariot Parmenides’ prologue (2003, 227):

| argue that th@?haedrusmyth of the soul as a charioteer exemplifies Plato’s
literary and philosophic appropriation of the charioteer allegory in Parmenides’
proem...

For Slaveva-Griffin the main parallel between this image in Parmenides and Plato
is that (230):

in both authors the charioteer’s journey represents travel beyond the beaten paths
of human perception in a search for what true being is.

This suggestion of an echo of Pamides, anticipated by duBois in 1985is
interesting since it opens up the questiorhaiv far Plato in tis text is placing
himself also within a tradition ophilosophicalpoetry. But for my purpose in
assessing the impact of lyric fing it is ndable how muctmoreuseful to Plato in
this speech are various lgrimages of horses. Plato’s image of the chariot is
‘lyricised’ when it is developed to direettention to the mcesses involved in

% Slaveva-Griffin (2003), 232: ‘The poetic tradition most important for Parmenides’ (and later
Plato’s) allegory of the soul as charioteethiat of Homer, specifically Zeus’ chariot ride lat
8.41-52, the gates of heaven through which Hera’s chariot padteS.@48-52, and Telemachus’
journey from Pylos to Sparta in Book 3 of iBeyssey In the case of Plato’s depiction of soul in
Phaedrusonly the first parallel here seems relevant.

%6 DuBois (1985), 98, ofPhdr. 246a: ‘The image of the chariot probably alludes to Parmenides
(28B1)." DuBois also compares Plato’s imagehofses with the dream of Atossa in Aeschylus
Persael81-99.
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actually controlling the horses. The ke¥felience between the equestrian imagery
of lyric and Parmenides’ chariot is thaetlyric images have a much closer focus
on the action of charioteering itseticatherefore on how one force can overcome
another, which is the chief concern of tripartition.

The equestrian imagery for sexual desinel activity is used by various lyric
poets, including AnacreoH. Theognis compares the boy to a horse and the lover
to his driver® in two similar poems (1249-52, 1267-70):

7o, oV pev adTeg (TN, ..
od01g £l 6TOBOVG HAVOEG MUETEPOVG
Nvioxov 1€ ToBAV AyadoV...

Boy, you are like a horse,... you have come again to my stable desiring a good
driver.®

Tolg 1€ Kol (mmog Opowov €xel voov: obte yop inmog
NVioxoV KAOEL KELLEVOV €V KOViM,

aALG TOV VoTepOV Gvdpor QEPeL KpLBalol KOPeCOELS:
ag & adtwg Kol TOlg TOV TAPEOVTO QLAEL.

Boy and horse have a similar mind; for the horse doesn’t weep as his driver lies
in the dust, but has his fill of barleyé carries another later; in the same way a
boy loves the one he’s with at the time.

Ibycus also uses the image of heorand chariot for a lover unwilling but
compelled to re-enter the erotic arena (287):

“Epog oDTE PE KVAVEOLGLY VTO

BAepdpolg TakEP SULOOL dEPKOUEVOG
KNANLOOL TAVTOdOTOlg £C GLMEL-

pa diktva KOmpidog éoBaider
N WGV TPOUE® Vv EmepyOUEVOY,
dote pepelvyog 1mmog AeOLo@OPOC TOTL YHPY
aéxwv oLV dyecel Boolg &g GpuAlav ERa.

Again Love, looking at me meltingly from under his dark eyelids, hurls me with
his manifold enchantments into the bowsd nets of the Cyprian. How | fear his
onset, as a prize-winning horse still bearing the yoke in his old age goes
unwillingly with swift chariot to the race. (tr. Campbell)

Anacreon echoes this equestrian imggetr Theognis and Ibycus. His famous
‘Thracian filly’ poem (417) follows Theogsidirectly sexual use of the image of
horse and rider:

TOAE Opmukin, TL dN Ke
A0EOV Bupool PAETOVOO
VNAEWQG QPeVYELS, SOKELG OE
W o0dEV €ldéval coEdV;
{601 101, KOAMG PEV GV Tol

" On this imagery in Anacreon and Theognis, see Calame (1999), 27 and 165-6.

%8 In a third poem, 1357-8, it is the lover who is compared to an animal on whose neck lies a heavy
yoke:aiei modopiinoty énl {uyov adyévi ketton / SOoropov, dpyaréov puvipo eriogeving.

%9 These translations are my own.

0 Rowe (1986), 166 notes the similarity betw&eatrates’ second speech and this poem of Ibycus,
adding that ‘Plato himself knew the poem well, since he paraphrasé&aitna¢nided 37a’.
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TOV XOALVOV EUPRGAOLLL,
nviog & €V OTPEPOLL

G GOl TEPUOTA dPOHLOV:
VOV 8¢ AeLdVaG Te Bookeat

KoVQd te okiptdoa moilels,
de&lov yop inmomeipnv

ovk €xelg EmepPatny.
Thracian filly, why do you look at me from the corner of your eye and flee
stubbornly from me, supposing that | have skill? Let me tell you, | could
neatly put the bridle on you and with the reins in my hand wheel you round the
turnpost of the racecourse; instead, you graze in the meadows and frisk and
frolic lightly, since you have no skilled horseman to ride you. (tr. Campbell)

Anacreon uses a less direcigxual, but neverthelestc, image of controlling
horses in 346.8-9, which highlights Aphroditg&tadvov, the broad leather strap
that fastens the yoke to the neck, legs and frame of the horse:

{lvo. KOmpig €k Aemdidvov
.. of¢ xlotédnoev immovg

where Cyprian Aphrodite tied her... horses freed from the yoke. (tr. Campbell)

But the most striking parallel with Plasouse of the charioteering image for soul
atPhaedru246a is found in Anacreon’s haunting poem 360:

® ol nopdéviov PAETOV

dilnuat og, oL & 00 KOETG,

00K eldwg 0TL Thg €Ufig

YUxNAg MVIOYEDLELS.

Boy with the girlish glance, | seek you, but you do not notice, not knowing that

you hold the reins of my soul. (tr. Campbell)

On the striking phrasefic éufig / yoyfig nvioxevelg Calame explains (1999, 19):
‘love holds the reins that control the vital breath cajsdkhéby the Greeks.’
Although it is more correct teay that it is the boy whioolds the reins, the point
stands that the control is exerted over bwver’s very life-force. Since the more
common site of the impact @&fosin lyric poetry is thephrenesor thumos*
Anacreon’s image stands out as unusual. While the nguph in Plato
undoubtedly has a different range of megsi it still retaingts links with the
standard Greek usage of life-force. ThAisacreon’s formulation of equestrian
imagery for the control over the lover’'s vegyoyxn seems to me an important
influence on Plato’s vocabulary and dge-making for the tripartite soffl.
Indeed, Plato’s echo of this poem at 248ams to representetitlearest instance
of Anacreontic influence iRPhaedrus

®1 For phrenes see e.g. Stesichorus 222b; Alcaeus 5; Sappho 3, 47 and 48; Theognis 66, 87, 122,
593, and 657; Ibycus 282c fr.1, fr. 29, and 286; and Anacreon 34thuUfoos see e.g. Stesichorus

S11 and S148; Alcaeus 34 and 129; Sappho 1ladd®0; Theognis 213, 630-1, 645, 695 and 877,
and Ibycus 317b.

82 Hackforth (1952), 77 notes that this poem of Anacreon is an ‘early and apposite example’ of ‘the
common metaphorical use ffioyeberv and its cognates’ for ruling.
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Other critics have duly noted these pleta between Plato and the horses of
lyric. Fortenbaugh (1966, 109)ddtifies Plato’s image of charioteer and horses as
an allusion to Anacreon’sThracian filly’ poem (417) noting ‘Plato uses a
metaphor of driving horses to illustratiee phenomenon of conflicting desires’.
DuBois (1985, 44) also notes the parallel with the Thracian filly and further
compares Anacreon 346:

In a fragmentary pederastic poem, Areh (346) describes Aphrodite tethering
her horses in a field of hyacinths. Horséi®n connote the exciting of desire, the
will to tame an unbroken filly (Anakom 84 [417]), or the indomitable will
itself, as in Plato’s representation of the charioteer oPtieedrug246a).

DuBois’ comments on the erotic horses are helpful. It is true that horses in lyric
poetry connote the ‘excitg of desire’ and the wh to ‘mount’ and impose
control. For the significance of theaging horses in the seduction meadows lies
in the fact that they represent quiesgemiver and thereby thHatent sexuality of

the girls at play. As duBois observes,a&neon’s would-be lover in 417 imagines
‘taming the unbroken filly’ and this sexual image can indeed be broadened to
apply to the human will itself, as exelifigd in Plato’s account of tripartition
(246a-248e). Ferrari is the first critic observe, albeit in passing, Plato’s allusion

to Anacreon 360. Comparing echoessappho, he comments (1986, 265 n.21):

Socrates seems to make similar use of snatches from his other named source,
Anacreon. Where the latter declares a b&dwoy to be the ‘charioteer’ of his

soul (Anacreon 360, Page), Socratesalibes the effects of the boy’s beauty
within the lover’s soul in terms of an allegorical charioteer (253c‘?33q).

In Genres in DialogueNightingale takes a similaline and further connects
Anacreon’s charioteer with Plagotripartite psychalgy (1995, 158 n.51):

Note, too, that Plato’s depiction of the tripartite soul echoes Anacreon’s address
to a boy whom he calls the ‘charioteer of my heatfic( éufic / woyfig
nvioxeverg, fr. 360 PMG); Sappho’s declaration in fr 2LF—'I do not know

what | should do; my thoughts go in two directiongl§ 018" 6111 8éw: diyo

pot T& vonupoto) may also anticipate Plato’'syghology... Anacreon’s mention

of the charioteer invites us to posit a direct influence.

Nightingale (133) shows howhaedrus‘repeatedly signals its rapprochement
with “unphilosophical” language’ and judges4@) that Plato in this work allows
lyric ‘a relatively autonomous rol&”* | support Nightingale's assessment that
Anacreon’s charioteer is a ‘direct inéince’ on Plato’s text and accept the
suggestion that the lyric poets’ caption of inner division, caused @yos is

also echoing in the accouot tripartition. In the extanfragments of the six poets

in this study, Sappho and Anacreororad offer similarreflections on the
contradictory effects oéros Thus the echoes in inner division can be seen as

%3 Ferrari (1986), 107 also contrasts Anacreon 360 with 417 to support his point that in love poetry
the beloved is not necessarily passive.

% Using a distinction between ‘active and passive double-voiced discourse’, Nightingale (148-62)
considers Plato’s engagement wighc poetry and judges that PhaedrusPlato refuses ‘parody’
(which would involve ‘domination’) in favour of ‘passive double-voiced discourse’, where the
author allows ‘the alien genre to play an active and relatively autonomous role in his text’ (149).
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allusions to Sappho and Anacreon in paitc, since for both poets the erotic
experience is so perplexing thatesults in contradicry impulses and feelings.
Thus Sappho’s ‘I am in two minds’ walilseem to be echoed in Anacreon’s
statement (428):

gpém Te dndTE KOOK €ptm

KOl LOLVOROL KOO HOLVOROL.

Once again | love and | do not love, | am mad and | am not(tna@ampbellf®

I am not claiming that either Sappho Amacreon is the inspiration for Plato’s
theory of tripartition. Thé&ocratic paradoxes and Rigtown reasoning on human
motivation are necessary and sufficient causes for the development of this theory.
However, for this exploration intohwy Plato at 235¢c namseand praises Sappho
and Anacreon in particular, these poemsconflicting experience and judgements
seem to provide useful comparandafeong as they do a vision of human
experience that is in line with Plascdwn account. These comparable poems offer
a relevant and familiar poetic view the light of which the novel theory of
tripartition can be more easily explain®dhile the poets have given expression to
the inner conflict caused by love, Plato vakplain how this anflict is not due
simply to the extremes of erotic experience but is rather a constant factor in all
human behaviour.

My final point on the imagery of horsed 246a concerns the relationship of
this section of the dialogue with theopygue. The poetic motibf the eroticised
landscape would seem to be recalladulgh vocabulary that suggests the grazing
horses of the prelude meadows. The distinctive termsiqg and Aeypov at
248b7-cl. The uppermost image at this point is that of the nourishment of the
soul. Whereas the ‘mind of a god’ is nourishagegopévn) on insight and
knowledge (247d1-2) and whereas the divaoells in the extracelestial circuit
‘feast upon’ truth §otiabeiocn 247e3), the horses of the divine souls are fed ‘at
their manger’ (247e5pétvnv) on ambrosia and nectar. This humorous aside
establishes the superiority of the Formsrosthier mythological divinities: in this
new vision of perfect reality the mythologidalod of the gods is merely the food
given to horses. A similar food metaphsrused for the gerience of the non-
divine souls. Despite the aim of these sdol achieve truth, often they must make
do with the inferior ‘food of appearancetpbefi doaothi 248b5). The key
‘meadow’ vocabulary comes in the assertion (248b5-c2):

o0 & &vey M MOAAT omovdn TO GAndeiog idelv medlov oD €oTiv, 1 Te M

pooKovoo Yuyhg T® GploT® voun £k 10D £kel Aeudvog Tuyxdvel odoa,

M te 100 T1ePOD EOOLG, G YoM Koveiletan, ToDT® TPEPETOL.

The cause of their great eagerness to sepldie of truth where it lies is that the

pasturage which is fitting for the best part of the soul comes from the meadow

 Commenting on Anacreon 428, Calame (1999), 18 observes the connection with Sappho 51:
‘the poet can experience erotic desire in its pure state, simultaneously sensitive to both the
madness that it induces and its absence... Reduced to a simple condition for the duration of the
present tense, the contrasts in the nature of Eros become so strong that the poet uses contradictory
terms rather than merely contrary or contrasting ones: now Eros is not simply both sweet and
stinging, but is both active armbsent, all at once. In similar fashion Sappho... seems... to be
feeling two desires at once.’

26



E.E.PENDER, SAPPHO ANDANACREON INPLATO’ SPhaedrus

there, and that the nature of the wingiethlifts up the soul is nourished by this.
(tr. Rowe)

Thus the realm of the Forms is now itleed as a ‘meadow’ offering ‘pasturage’

for reason. Given the familiar idea of horggazing in lush pastures, it is ironic
that the best part of the soul that seiekproper ‘pasturage’ is not the horses but
their charioteer. But the horses within btk divine and non-divine souls are not
fitted to receive this pasturage simgidgcause they are not rational enough. The
pasturage and meadow vocabyl would therefore seem to function similarly to
that of the ambrosia and nectar: namely, there is a transposition where what is
superior in mythology is determinedly supplanted by the perfection of the Forms.
In this case the Forms provide a meadoat gurpasses even the most idyllic of
lush landscapes in poetry. While thetarised meadows of poetry and myth are
the scenes of divine epiphany, thesaditional divinities are merely the
Olympians, and for a full encounter wiivine truth, the onhsuitable location is

the erotic meadow of the Forms. ThustBlsets out how thbest part of us,
reason, is strengthened by the mostisé nourishment possible, available only
from the most perfect setting possible. Reathis way the equestrian imagery of
246a interacts with theewpov of 248c to furnish the final missing motif of the
erotic meadow: the grazing horses.

To conclude, this episode of the mytlntains various allusions to lyric
poetry. The motif of wings suggestsettparticular influence of Sappho and
Anacreon, as does the connection betweeartition and the inner division. The
horses of the myth draw on the establisheéd of equestrian imagery in lyric and
also recall the seduction meadow motif. ItMghin this episode that Plato makes,
in my opinion, his clearest allusioto Anacreon—with his own horses and
charioteer borrowing directly from tlsgenario and vocabulary of Anacreon 360.

5.2 Memory (248e5-250el)

The second episode of the myth tdlisw the soul regains its wings, and
introduces the theme of recollectiBhl will analyse Plato’s debts to lyric here by
two approaches: first by consideringshuse of particular lyric motifs and
vocabulary and second by showing hilve account of recollection Phaedruss
shaped under the influence of Sapplw&ghts on the power of memory.

Let us begin, then, with the particulmoetic motifs that feature in this
episode. Recollection is an intellectual isedvery of the Forms and is presented
as both a journey bacto origins (e.g. 248e6@oikveitar; 249a5anépyovron;
249a7 ¢nBodoar; 249b2 dpikvodpevor; b4 dpikvettar; b6 figel) and an erotic
encounter with a beloved. Four further tifoare used to help to explain how
recollection changes the natwkthe soul. These motifs can all be traced back to
portrayals oferosin lyric poetry: wings, contact with divinity, madness and the
radiance of beauty. As elsewhere in the,téhe particular influences of Sappho
and Anacreon can be discernedhia use of these motifs.

% On the theory itself, see Scott (1995), section 1. Everson (1990) provides useful discussion and
bibliography.
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At 248e5 the narrative of the myth turns from why the soul loses its wings to
how it regains them. The change of direatmirrors that of the soul away from a
progressive descent into vee lives (248c) and backwards its point of origin
(248e6eic pev yop 10 odTO EBeV TiKEL).

Wings are used at 249adt{podtan) in conjunction with the soul’s return to
its origin. If the philosoplwal life is chosen three times in succession, the souls
become winged nftepwbeical) and are able to ‘depart’. The upward impulse
caused by such virtuous lives is also falated as the soul being ‘uplifted by
Justice’ prd TAg Alxng xoveroeioon).®’ Rationality is presented specifically as
the ability to organise perceptiongdin many into one’ (249b7-c1) and this
collecting together is identified as (c2-3):

AVapVNoLg éxelvov & ToT e18ev MOV N Yoy cvuTopeLBeico Bed

a recollection of those things which our soul once saw when it travelled in
company with a god. (tr. Rowe)

The journey alongside a god functions the guarantor of the soul’s rational
capacities, with proximity to the divingerving as a spatial image for superior
rational prowess. The text spells ou¢ thterconnectednesd reason, wings and
divinity (249c4-6):

S0 dM dkoilwg HOVN WTEPOVTOL N TOD @LAOGOEOL didvolor TPOg YOp

gxeivolg diel 0TV Pvnun kot dOvapLy, Tpog olomep Be0g v BeTdg 0Ty,

Hence it is with justice that only the mind of the philosopher becomes winged:

for so far as it can it is [always] cl®sthrough memory, to those things his
closeness to which gives god his divinity. (tr. Rowe)

The wings indicate rationalitgince their motion upwardslows proximity to the
‘very things which’ gpog éxeivoig... mpog otonep) bestow divinityon any divine
being. In this remarkable statement Plato establishes the Forms as the most perfect
and superior entities that stand as thedigeint for all souls to move towards and
S0 gain access to the secure knowledgeishidite basis for # proper exercise of
rationality. The (human and imperfegihilosopher achieves ‘closeness’ to the
Forms through memoryu¢nun) and making the ‘right use of such reminders’
(tolob7101G... DRopvVAHaoLY 0pBdG ypodpevog). By remembering the Forms the
human soul is able to make corraatigements about reality. Memory is required
since soul has been estranged, since its,fadim its divine origins close to truth.
By recalling its former existence and/é of knowing the human soul becomes
close again to it. Through memory the famsoul re-activates its rational powers
and in this process improves its natureréoy making it more akin to the ‘divine
company’ of which it was once part.

The intellectual event of recollectias spoken of in the traditional language
of religious intiation (249c7-8teléovg... tedetg teAobuevog, téleog), for in
initiation rituals the partipants are likewise undecgid as coming into contact
with god. In this myth the divine realm consists of both the immortal souls (the
traditional ‘gods’) and the Forms ithe region above the heavens (247c3

" The association between the terms is familiar from Anacreom3g@yeoot kobeng.
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vrepovpaviov). Although it is notable that the Fos are not directly described as
‘divine’ in the myth® various formulations point to this interpretation: they are
‘holy’ (250a4 iepavv; cf. év ayvd B&Bpw at 254b7); the Fornof beauty is
‘blessed’ (250b6uaxapiav); the revelations of th&orms are ‘blissful’ (250c3
evdaipova); and at 249d1 they must be inclddi& the generic category of ‘the
divine’ (& 0eiw),*® since it is through the closeness to ‘the divine’ that
‘nourishment’ is gained and since at 248b6 the nourishment comes from the ‘plain
of Truth’ which is an appellation for the Forms.

The madness theme re-enters as the praféseming close’ to the divine is
at 249c8-d1 viewed alternatively as tts¢anding aside’ from human concerns
(é&wotapevog /| kol mpog.. yiyvopevog). This change in values causes the
philosopher to be regarded by ordinary people as magokivadv 249d2).
Socrates is keen to correct this ungimlened perception and renames the state as
divine possessiore{ovoidlwv). In a deft touch the ignorance of the masses is
attributed to their ‘not noticing/forgettingAéAnfev) what is actually the case.
Therefore as the philosopher recolledis, separates him$efrom those who
forget and Socrates’ two competitgrms for the philosopher’'s experience—
napakiv@dy andévlovoralwv—relate to themes in lyric poetry. While the idea of
‘divine possession’ will be reframed in the next episode of the myth (250el-
253c6: see 85.3), the various iddavolved in the notion ofopaxivéw can be
explored here.

The verbrapoxivém has a number of relevant senses for this passage. In its
most literal usage it means ‘move asidad in this sense works together with
¢€lotapevog (249c¢8) to denote the positive chowfethe philosopher to turn aside
from the human and towards the divine. Second it means ‘be disturbed’ or ‘out of
one’s senses’, which aligns it with tgeneral madness vocabulary of the text. But
in this second sense it is also used to mean ‘be highly excited’. This is important
since the account of recoltarg truth will now be desdbied increasingly in terms
of erotic arousal. In support of thi®tion of arousal the wing image is deployed
so that its primary connotation is no long¢feat of elevation and perfection but of
rapid movement indicating excitement.éelfourth kind of madness is identified
specifically as love and this expergenis now reformulated as (249d5-e1):

the madness of the man who on seeing beautyApc) here on earth and being
reminded &vopwyvnokéupevog) of true beauty becomes winged and fluttering
with eagerness to fly upwardsntépdtoi 1e xol  &vamtepoduevog
npoBupoduevog avantécOatr) but unable to leave the ground... causes him to be
regarded as ma@¢vikdg diakeipevog). (tr. Rowe)

The animation of the philosopher remeasrihg the Forms isiow identified as
erotic arousal. First the madness is cdusg a memory triggered specifically by
beauty. Second, the philosophexperiencing this madness described as ‘the

% In contrast, for example, witBymposiun211e3:0btd 10 0elov KOAOV.
69 . . ‘ . . y . . . -

The relationship between the Forms and ‘the divine’ in the myth is not entirely straightforward.
For example, the definition of the ‘divineld( 3¢ 8etov) at 246d8-el includes the attributepov,
and it is far from clear how a static Form midda ‘wise’. This, however, is a question strictly
extraneous to the present discussion.
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man who loves the beautiful’ (249e3&4 ¢pdv tdv xal®dv), who is therefore
‘called a lover’ ¢pactng xoAetton). This careful reconfiguring of the memory of
truth as a lover’s responsérs the root of the worgihocoopia (‘love of wisdom®)
through its redefinition as the erotic pesise to truth. The transition between the
intellectual endeavour of remsing and the desire oféHover is eased through the
feelings of eagerness and excitementegated in both cases. The image of the
mad lover’s internal fluttering recalls the impacteodsin lyric poetry and adopts
its image of Eros as a winged figure.

The traditional iconography d&ros as a winged figure is reviewed by Calame
(1999, 31, 65-6, 81, 156). Evidence for Ems a winged, or indeed flying,
adolescent boy and associated imagery is adduced from myth, art and poetry,
including Sappho 22.11-184 ce dnOte woOog t[ / dpeindtoton / tav KéAov:
Calame 1999, 31). To this evidence can be added Sapphon2ic8o) and
Anacreon 379b ntepOymv.. maponetécbw), where in each case the context
suggests that the subject is Eros. Byersgion the poets transfer the wings of
Love to the lover’s own heart so that tihgtering within serves as an image of
their erotic excitement and aroushl. Sappho 31.5-6 the fluttering response is
caused particularly by the sight of the beloved (' 7 pé&v / xopdiov v
othbeowy éntéaroev). The same motif and verb are used by Alcaeus and
Anacreon. As Alcaeus in 283.3-5 peaess Helen’s erotic madness«iéveica),
he says that love has ‘excited her hegthoaice 6Opov). In Anacreon 346 fr.
1.11-12 the appearance oktheautiful boy in the sedien meadow excites the
desires of the onlookersi{ éicoa mwoAdol / moAlintémv epévag éntoéarton) and
in 363 the poet asks a lavereparing for seductioni pev néteon; (‘why are you
all of a flutter?’). The connection betweearadness and this excited state is also
made by Theognis (1053#®v yap potvopévev métetor Ovpog te voog Te).
Similarly, in Sappho 1 the fast-beating wings of the sparrows drawing the
goddess’ chariot give expressi to the animated fealjs of the lover at the
approach of Aphrodité’ Calame reads the wing image in Anacreon 378 as an
expression of the lover’sation (1999, 22-3): ‘... Anacos, who, as a result of the
impact of Eros, claims to be as if berup to Olympus on airy wings.’ Plato’s
winged soul is similarly borne up to theaha of the Forms by the impact of love,
through the feelings of excitement genedaby the memory of truth and through
the attendant regrowth of the soul’'sngs (to be discussed below in 85.3).

After the identification of the lover's madness at 249d-e the narrative
continues with its accounof recollection (250alavapiypuvhoxecdor; 250a4
ARony; ab thg pvAung; 250c7 pvhun) and the love story of rediscovering the
Forms is further developed, again dragvion lyric vocabulary. Following the
lover’s fluttering madness at 249d-e there igim@s in lyric, an attendant loss of
self-control. For the souls still able temember the Forms are stunned by the
recognition of their earthlikenesses (250a6-7AknAfttoviol kol 0OKET <€v>

0 Such a connection between the rapid movement of wings and the onset of desire, in contrast to
the slowing of wings and cooling of desire, may also be present in Sappho 42, where a scholion to
PindarPyth 1.10 reports that ‘Sappho says of the pigeons, “And their heart has grown cold, and
they slacken their wings™ (tr. Campbelfuioctr <de> wiypog pev €yevt 6 Bdpoc, / map & ieiot

TA TTTEPA.
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ovTt®v yiyvovton (‘are driven out of their wits with amazement and lose control
of themselves’). The issue of ‘madnessself-control’ connects this passage with
Socrates’ first speech, as is reinforced by the pointed use of thesophrosune
(250b2; cf. 241a3-4 and 241b1).

The account of recollection is alsapported by a further motif from lyric
poetry: that of beauty as a radiant lightte love story of redkection advances at
250b5-6 through the portrayal of the Form of beauty as a radiant, shining light:
Kk&dAlog &8¢ 10T Mv 1delv Aaunpdv. In contrast to the likexsses of other Forms in
which ‘there is no illumination’ ¢¢yyog), beauty not onlyshone out’ (250d1
€élapmev) in the divine realm but also on earth appears ‘gleaming most clearly
through the clearest afur senses’ (250d2-8& g évapyestdtng aicOncewg
TV Muetépov otidBov évopyéctata). That the sight of beauty causes erotic
arousal for the soul is confirmed significant vocabulary in 250c-e. At 250c7
Socrates draws attention to his own aigrece as narrator and philosopher. In the
act of speaking about the mery of the Forms he has reminded himself of their
beauty and so has stirred hisrotbonging’ for this past life:

DT PEV 0DV PVAUM KexopilcBm, U fiv mo0w TAV ToTE VOV pHokpOTEPOL

eipntol

Let this be our concession to memory, which has made me speak now at some

length out of longing for what was before. (tr. Rowe)

He then confirms that the soul’s resperie beauty is erotic by comparing how
the sight of wisdom itself would cause an even greater erotic charge. Wisdom
would indeed evoke ‘terribleeelings of desire’ (250d4-&volc... €pwtac). The
Forms are referred to as ‘the other objects of laeifté) and finally the Form

of beauty is identified as ‘the most evident and the most loved’ (250d7-8
gxpavéoTtatov... kol épacpiatatov). The ‘lover of wisdom'’ is thus revealed as a
manic lover of true Beauty, which is tarn characterised as his ‘most lovable’
beloved. This erotic scenaffowhile unusual is neverthess consonant with the
portrayal of intellectual antact with the Forms in other dialogues. As Price
observes (1989, 36-8 and 50-4), eraticabulary is similarly used &ymposium
212a; Phaedo79d; Timaeus90b-d; Laws 904d6; andRepublic490b/? Contact

with truth therefore becomes a fomh union with a beloved, where thelos of
union is achieved througthe lover’s intimate knowhkige of, and emotional
engagement with, the object of his dedite.

In presenting the Form of Beauty ahining’ Plato uses the motif of the
radiance of love familiar in lyric poetry. The sparkling or gleaming appearance of
lover and beloved is used by both Sappho and Anacreon. In Sappho 16.18 the
lover remembers ‘the bright agkle’ of Anactoria’s faceaudpoypo A&pumpov...
idnv mpochrw) and in 96.8-10 the beauty ofgarl is compared to the moon

" Nussbaum (1986), 217-20 discusses the erotic quality of this and later passages of the myth. On
the link between sexual and intellectual desire here, see also Lebeck (1972), 273 and Foley (1998),
58.

2 0n this sexual and procreatiimagery, see Pender (1992).

3 For discussions on the complex relationship between the lovers and the Forms, see Price (1981)
and (1989), chs. 2 and 3; Vlastos (1981); and Kahn (1987).
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shedding its light& Bpododdxtviog cerdvva / Thvto Teppéyxols” GoTpor GAROG

& émi-loyer), with 34 offering a similar comparison of a girl to the ‘lovely’
shining moon €&iav oceldvvov / ... dnmoto mAnBoica péAiioto Adunn /
yav).”* Closely associated with the beautfythe beloved as shining light is a
more general connection between love bBrightness to expss the joy that can
attend the experience. Sappimterlaces love, beautgnd brightness when she
declares in 58.25-7xoi pot / 10 AG[umpov £€pog T@eEAl® kol 10 k&]JAov /
Aé[Aloyxe (‘love has obtained for me theidpntness and beauty of the sun’, tr.
Campbell). Anacreon also uses this motihis fragmentary but still striking lines
(444): 1600 otirBav... / yeyavopévo (‘glistening with desire... gleaming'y.As

de Vries and Rowe have notead(loc) Plato at 234d3 seems to be punning on
Phaedrus’ namepidpdg, ‘bright, beaming’) through the use of the poetic verb
yévvodon for the glowing appearance of the excited speech-{GvEnis, | would
suggest, is a direct allusion to Anacrenhhe, and | find support in the further
parallel of the unusual tererirBov at 250d2. The poetic adjectiVeserves to
align the ‘shining’ Phaedruwith the glistening quality of the Form of Beauty,
since in that which ‘glistens’ here 260d2 is revealed the true source of the
‘gleaming’ at 234d3. The lyric echoes ar®mmentary but highly effective. The
account of recollection at 248e5-250e1 4sva story is thusupported by motifs
familiar from lyric poetry: the wings oros contact with divinity; love as
madness; and the radiance of the beloved.

The second approach | would like take to Plato’s presentation of
recollection is to show how the accouiminfluenced by Sappho’s insights on the
power of memory to transform the loveexperience. This second episode of the
myth in which the soul regains its wings balances the previous one where the soul
lost its wings. Through journeying upwardgain through the ercise of reason
the soul of the philosopher is presented as a lover remembering his true beloved.
In this way the lover’s attention is redited from earthly incarnations of beauty
(such as a beautiful boy) to the actual source of beauty itself. Recollection
therefore becomes an erotic pursuit and success is conveyed in various terms
suggesting happiness and wholeness. i dhrlier story of the extracelestial
procession (248b-c) the souls that aremnea through the incompetent driving of
their charioteer depart from the visi@teielc (248b4), i.e. unfulfilled, their
purpose not accomplished. Any soul ablentaintain the vision would remain
armnpovo (‘unharmed, free from sorrow’) but farke results in ‘brgetfulness’ (c7
Ahenc) and the attendant fall to earth (c8pnversely, here in episode two where
the souls are able to ‘remember’ the Forms (24905%fin, bropvipaoy), the
process of recollection ispoken of as initiatiorrites through which the

™ The more fragmentary poem 4 also uses shining within what seems to be a description of a
beloved’s faceqvtiraunny... tpdécwROV).

5 Although not certain, the association between beauty, love and brightness would alsplseem t

at work in Anacreon 380y&ipe ¢idov @d¢ yopievit pewddv mpoodng) and 451 Hiie
KOAMAOUTETN).

5 Nussbaum (1986), 229 explains the pun and regards it as extended through the formatation
dtov at 252e, which she reads as a hidden allusion to Plato’s own beloved, since: ‘the name
“Phaidros has the same meaning as the na@i®fi”. Both mean “brilliant” or “sparkling.”

" See e.glliad 3.392, where it is used of ParisiAAet... otiABov.
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philosopher becomes ‘perfect, complete’. Tepetition of the key term is striking
(249c7-8):teléovg diel TEAETOC TEAODUEVOG, TEAEOG OVIMG HOVOG YlyveTol.
Recollection therefore is a completing of the soul's purpose which allows it to be
‘fulfilled’. The eagerness of the souls in heaven to view the Forms (249d6-7
noAAT omovdn) is mirrored in the incarnatsoul’s ‘eagernesso fly upwards’
(249d6-7&vantepodpevog mpoduvpoduevog dvorntécBat). At 250b6 the original
vision is further characterised as ‘blesse@Kopiov) and the souls able to view
the Forms as a ‘happy companybgaipovi yop®). This is the bliss that the
incarnate soul has lost and the regagnof it is duly termed a ‘most blessed’
initiation (250b8-c1)£teAoVvto TV TeEAET®Y NV OEULG AEYELV pHOKOPLOTATNY.
Being ‘initiated’ into this ritemakes the souls ‘whole’ (2506k6xAnpot). In this
vision of wholeness and completion, thed@nd regaining of the wings functions
also as an image of the soul’'s lossl @egaining of happiness and fulfilment.

Read in this way the love story Bhaedrusfollows the deficiency model of
love, as set out iBymposiumwhereby what drives the desires of soul is [Zck.
Socrates explain$Symposiun200a):

Don't you think that any case of desirenecessarilydesire for something which
is lacking? If it isn't lacking, you can’t desire it, surely? (tr. Waterfield)

The lover of beauty becomes aware of the lack of true beauty in the earthly
likenesses (250b3) and is thus stimulait®® seeking thd-orm through active
memory. In this way memory provides for the soul a powerful means of
overcoming its loss, especially since recollection becomes itselfatheal
journey back to the beloved in the digi realm and thus offers a reunion. In
intellectual terms such reunion can bederstood as sashed contact and
closeness with the standafgruth. By this means imgkd the absent beloved, the
Form of Beauty and the other Forms, attjuaecomes present again to the lover,
the philosopher striving to remember lruOn this reading the myth echoes the
speech of Aristophanes Bymposiunas a ‘plea for a returrihrough Eros, to an
original unity’ (Calame 1999, 183§.

Both duBois and Foley have maintained that Sappho is an influence on Plato’s

account of love and memory. | support tbligim since the narrative of incarnation

in Phaedrusfollows the structure of the loveastes in Sappho. But what is less
clear is the relationship one can theref posit between the accounts of the
philosopher and the poet. As will becomeatlin this discussion, my own reading
remains distinct from those of both cricThe central importance of memory in
Sappho’s thoughts on desire is well estdlglts Anne Burnett presented the case
persuasively in her influentiareadings of Sappho in 1979 and 1983.

"8 Price (1989), 12 finds ihidea as early as theysis(221d7-e3): ‘Desire presupposes need, and
the origin of need is losSSee also his comments &ymp 200a (1989, 18-21).

" Plato’s account of a return to wholeness through memory is paralleled in Freud’s work. See
Price (1990), esp. 255-7. Relevant texts include ‘Remembering, repeating and working-through’
and ‘Moses and monotheism’, Tthe Standard Edition of the Complete Psychological Works of
Sigmund Freuded. James Strachey (London 1953-74), 12:147-56 and 23:7-137 (esp. 66-124),
respectively. On the latter work, Caruth (1996), 13 observes the insistent focus on ‘the return to
origins in memory’.

8 Burnett (1979), 16-27; and (1983), 277-3Part Three: Sappho, section iii ‘Memory’.
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Commenting particularly on the threeemory poems (16, 94 and 96), Burnett
elucidated Sappho’s insights on how the dsstref love can be assuaged through
the activity of memory. For Sappho love is a ritual devoted to the goddess
Aphrodite and the erotic experience @low the human lover contact with the
divine (1983, 277):

Desire is Aphrodite’s gift, and so is its fulfilment, which means that love
achieved is like an initiation that brings momentary contact with a divine
principle.

For Sappho, Aphrodite if ‘rightly approached’ (277):

will offer an antidote to the sharp brevity sensual experience, and to Sappho at
least this mysterious and enduring benefaction comes in the form of memory—a
disciplined memory that renders tliansience of beauty incorruptible.

For Burnett Sapphic memory is an ‘organg and classifying’ process (299-300)
which demands rigour and self-contréhdeed, Sappho’s poetry instructs the
lovers in how to understa their experience (313):

the lesson is that tangible beauty is to be desired because it is an aspect of a
perfect and unattainable beauty thaknewn only through memory, yet present
always in the worship of Aphrodite.

Gentili follows this approach when he ebges that in Sappho the lovers’ memory
(1988, 84):

reactualizes shared experiences in a paradigmatic fashion and offers assurance
that the life lived together exists asasolute reality beyond space and time.

DuBois (1995) and Foley (1998) build upon these accounts of Sapphic
memory and further suggest that this aspect of Sappho’s poetry was an important
influence on Plato’s account of recolien. DuBois and Foley share important
common ground: both observe the closeti@ship between desire and lack in
both Sappho and Plafd; recognise that Sappho searwith Plato a vision
whereby yearning for what is absent dae transmuted by the consolations of
remembering? regard Sappho’s poetry asrdpo-philosophical’ through its
concern with abstractiorf§;note the mockery of the piietradition evidenced in
Socrates’ ‘vesselmage’ at 235c-d* and, most importantly, explore how the
naming of Sappho at 235c relates to ttesadn to Sapphic poetry within the text.

81 DuBois (1995), 9-10, 29, 33; Foley (1998), 56. See also Snyder on Sappho (1997), 45-6:
‘Whether the absence is impenglin, permanent..., or temporary..., lack of the beloved is an
inevitable component of desire. Recollection, constructed in the present moment of lack, makes
acute the awareness of what is gone, thereby heightening the sense of desire for the absent
beloved.’

8 DuBois (1995), 29, 104, 140-4; Foley (1998), 54-6

8 DuBois (1995), 114; Foley (1998), 58. Calame (2005), 62-6. discusses Sappho’s use of beauty
and memory in her portrayals of love, noting (64) that Anactoria’s beauty (in poem 16) ‘has a
Platonicflavor even if the path down which Sappho’'epoleads us is exactly the inverse of that
which Diotima lays out for us in th@ymposium Like Foley, he also in this book cites Gentili and
Burnett on Sapphic memory (2005, 64 n.21) and, like duBois, discusses Sappho’s abstract
meanings and strategies of argument (2005, 66-9).

8 DuBois (1995), 85-6; Foley (1998), 42, 44. Both are quoted above in §3, ‘The naming’, n.33.
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The two critics diverge, however, on thausd nature of the relationship and my
own position on Plato’s transformation &appho coheres in part with both
readings while not fully ageing with either one.

In her 1985 treatment duBois linksetimention of Sappho’s name at 235c
with the subsequent allusion to poem 31 at 251a (1985, 99-100):

[Socrates’] mention of the poets Sap@rd Anacreon (235c¢) prepares the way
for a later assumption of her lyric voice. [251b]... Sappho’s was perhaps the
canonical description of desire, with its brilliant evocation of heat, cold,
trembling. To echo her response so defflyo be possessed by her, to become
the lyric poet possessed by the lyric poetess.

However, by the 1995 discussion duBois has re-considered and now berates
Sappho’s ‘expulsion and exclusion from geene of philosophy’ at Plato’s hands
(1995, 79). She now regards the namin&appho at 235c and the use of Sapphic
material in the text as a mesaaf denying Sapphic views (87):

Plato echoes and appropriates the female position, and then uses the occasion to
deny the body and to sublimate erotic desire into philosophy.

On this view Plato’s quest for universal, abstract truth stands in stark conflict with
Sappho’s concerns with ‘specificity’ arichateriality’ (1995, 87) and thus their
approaches to memory differ (1995, 81):

The woman poet and the man philosopher share the writerly project of recreating
the beloved, of marking through writing the absence of the loved one... But Plato
aspires to a denial of corporeal desgad seeks to sublimate it into another
memory, that sight of the ideas that keeps men hunting for truth and beauty, that
prevents them from being trapped in the tomb of the body, while Sappho only
wants more of the body, only regrets being denied it through absence and
distance... She exhibits no desire tmscend the body, no desire to escape from
flesh.

For duBois their difference in outlook leatb Plato ultimately silencing the poet
(1995, 87-8):

The two renderings of desire differ radically. In Plato’s hands the Sapphic model
is appropriated and then disembodiathputated. Sappho cannot remain in the
philosophical text; even the disembodied Sappho, invoked allusively, like other
women is exorcised from the Platonic dialogue. If the woman can be
subordinated, dominated, and incorporated into the Platonic project of
transcendence of corporeality, she may be represented, present, but silent.

On the 1985 reading Plato is ‘posses$gdSappho and ‘echoes her response’; yet
on the 1995 reading Plato is ‘silencing’ the poetess. While it is easy to dismiss the
1995 view of the ‘amputation’ of Sappho @snecessarily extreme, it nevertheless
has the merit of allowing a consistent negativity to emerge Rbaedruson the

lack of knowledge displayed by the poefhe difficulty, however, comes in
explaining why Plato then uses Sapphiatifs to the extent that he does.

Foley is, like duBois, alert tthe allusions to Sappho Fhaedrusbut reaches
a different conclusion on them. Foley regards Sappho as serving ‘in some critical
respects’ as the inspiration for Soesitargument in his second speech on love
(1998, 40-1), through her account of memavithin erotic réations (54-68).
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Foley draws usefully on evidence from Maximus of Tyre, who speaks of Sappho
as the ‘mother’ of Socrates’ argumend show that this view of Sappho’s
influence on Plato was already held in antigéit§he rejects the view of duBois,
and other recent commentators on Sapphaf Sappho’s poetry celebrates
corporeality (55-7) and instead sees @sel relationship between the erotics of
Plato and Sappho. For Foley what allowat®Ito transform rather than silence
Sappho is a shared outlook on love. While she accepts (62) that ‘Sapphic
generalization does not deliberately aptte the Platonic abstraction of the
incorporeal from the corporeal’, she netetess maintains that ‘it takes a step in
that direction by moving the listener beydoeiuty in the visual world to beauty

in the world of the imagination and pmtential poetic permanence’. She therefore
concludes (68):

for both Plato and Sappho erotics involyas more than the body. The erotic
discourses of Plato and Sappho can lead their interlocutors beyond the specific
to the paradigmatic, and beyond bodileasure and possessing in Sappho to
memory, song, and religious festivity and in Plato to a pursuit of philosophical
knovg/éedge and truth where memorgnamnesis and beauty play a catalytic
role.

| agree with Foley that Plato echoes Sappho’s account of desire, loss and the
transformative power of memory. For the myth of the soul the underlying
narrative of incarnation follows the struatuof the love stories in Sappho: lover
departs unwillingly from beloved butrbugh the power of memory can achieve
reunion and satisfy desire. But | thinkatrduBois’ emphasien a significant gap
between Sappho and Plato is still worpholding, since theactual type of
‘paradigmatic’ experience of the loveia each case remains fundamentally
different. Foley reduces the distanoetween poet and phgopher by noting a
shared approach to eratidhat goes far beyond bodily experience. This is a
worthwhile observation but it needs to li@anced with a much fuller account of
the serious divisions that remain between the two—ef@mple, in the type of
‘permanence’ each is concerned with, time level of effort and discipline
demanded and, most of all, in the oemsences of failure. However, against
duBois’ view that Plato %orcises’ and ‘silences’ $aho, | agree with Foley and
other§” that Plato’s appropriation of Bphic memory represents rather a
transformationin line with his psychology and metaphysics.

8 Maximus of Tyre uses the phrase the ‘mother ofltiges in his essay on Socratic Lovi

which he argues that Socrates’ erdtigoi were not original to him but far olde®(ation 18.7):

‘But whether the mother of the theony fod Adyov pftnp] was a Mantinean or a Lesbian, it is at
any rate quite clear that Socrates’ distoiss of Love are not unique to hiedk {8wot] and do not

begin with him eitherdbd¢ npdTov]’ (tr. Trapp, 1997, 165-6).

8 Foley also advances the thesis that Plato tadispm Sappho a ‘less hierarchical and more
reciprocal mode of homoerotic relations’. But the evidence from lyric poetry in general seems to
present no consistent hierarchical model, asafienas noted (1987, 107-8). Foley also suggests
that Sappho’s use of dialogue may have influenced Plato but this too seems unconvincing. First,
the influence of Socrates in this respect woddns to preclude the need to look for any further
models; and secondly, the case is diluted by thct that other lyric poets (for example,
Archilochus and Theognis) make similar use @lajue. On this technique in Archilochus, with
notes on Theognis, see Burnett (1983), 68-72.

87 See e.g. Nightingale (1995), 158-62, esp. 159 n.53.
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In this current episode the myth has introduced the soul of the philosopher as

a lover and the Form of Beauty as itdoved. This revelation of shining Beauty
creates the basis for the two final episydeince both take up the story of the
lover’s reaction to the Form. The soufesponses to Beauty are now viewed
through two different lenses: first the dggs in the nature of the soul's wings
(episode three) and second the contngsbehaviours of the soul's horses and
charioteer (episode four). Although thext two episodes are successive in the
text, they describe the love simultaneous reactiorns the sight of Beauty.

5.3 Regrowth (250e1-253c6)

In the final two episodes of the mythetmarrative turns from the nature of
Beauty itself to its impact on the human soul. Throughout these episodes a key
moment is replayed: the soul’'s act eesg beauty. This event is spoken of by
means of different viewing subjects (thkilosopher, the soul, and the charioteer
and horses of soul) and different objectssisfon (the Form of Beauty itself, the
beautiful boy and his beautif face) but is consistently portrayed as a lover’s
visual encounter with the beloved. The egéthe lover and Heved are the most
significant points of contact, as Plato ag@itows an established tradition of love
lyric. As Calame explains (1999, 20), the ‘favorite mediumEods is the gaze,
which ‘operates as a vector of amorous feelfi@dut Plato reshapes the tradition
to allow the eyes to serve also as ttonduit between theon-physical Form of
beauty and the lovers’ very soul. Bapisodes are structured around the sightings
of beauty since this is the critical ment when beauty and love exert their
maximum power on the lover. The two epis®dee closely integrated in that each
maintains a dual perspective on the external experiences of the lover and the
internal experiences of his soul. Buetemphasis differs: episode three on the
regrowth of soul’s wings looks more #ite impact of beauty on the soul, while
episode four on control focuses more tbe reactions within the soul. In both
episodes Plato continues to draw on thdifisi\and vocabulary of lyric poetry and
in episode three, as the actual impacteduiy is analysed, the clearest of all his
allusions to Sappho can be heard.

Episode three opens with the contriastween the viewing experience of the
non-philosophical man (250el1-251al) as masfathat of the newly-initiated and
hence philosophical man (251al1-253c®jhen the non-philosophical mapr(
veotelfc) sees beauty (250e2mpevoc), his lack of reaction is set out in four
negatives: he doamt get transportedofx... pépetan) to the Forms; he doesot
revere the sightop oéBeton); and he doenot fear or feel ashamed before it (
d¢doikev 008  adoyOveto). In direct contrast when the recent initiate
(&ptiteang) sees beauty (25148n), he undergoes a series of changes described
as applying first to his whole self andethto his soul. Fitshe is afraid, ‘he
shuddersand experiences something of fiearshe had before’ (251aéppiée...

8 See Calame (1999), 20-2, on the associatitwden Eros and the gaze in various Greek poets.
Plato again follows this tradition in his use of the phidée 10 ¢potikov Sppa (‘catching sight
of the eyellight of his love’) at 253e5.
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Seyudtov).’® The verb gpicow denotes the sensation experienced in
‘goosebumps’—i.e. both the effect of coldo('shiver’) and the effect of fear (‘to
shudder’). Then there is a sudden and extreme chargepfrn) as the chill
gives way to a fever (251a7-b1):

i86vta & aDTOV olov &k Thg @pikng HeToPOAR Te kol 18pag Kol OgpudTng

anong AauPdaver

After he has seen him, the expected change comes over him following the

shuddering—sweating and a high fever. (tr. Rowe)

This passage constitutes the strongest verbal allusion to Sapphaedrus For

the dramatic situation of the sighting tfe beloved and the internal reactions
triggered closely echo Sappho’s famousrpd#l, as critics have noted. DuBois’
discussion (1995, 66, 85-7) egks of the ‘remarkable similarities between
descriptions of erotic suffering iRlato’s prose and Sappho’s verse’. DuBois
rightly notes four points of caspondence between 25l1a-b and Sappho 31:
trembling; cold sweat; the gaze; and the ‘flame beneath the flesh’ (1985, 100).
Ferrari observes that the exigmce of Plato’s lover ‘has been compared to that of
the feverish lover who speaks Sapphoindas poem’ (1987, 153-4) and that the
comparison is ‘more readily made’ because of the naming of Sappho and
Anacreon at 235c (1549. Price notes the parallel in passing (1989, 36), and
Nightingale in her more extended treatrh sees this poem as the ‘most obvious
incursion’ of lyric into Phaedrus(1995, 158). accept Nightingale’s judgement
that this allusion is ‘just the begimy’, since Plato’s naative of lover and
beloved is indeed ‘replete with the disese of lyric lovepoetry’ (158). Foley
(1998, 46) discusses the allusion brieflidadds that Plato’s audience was likely
to have been alert to the ‘initial simiigr between the two texts. | would like to
explore more fully how Plato useadatransforms Sappho’s poetic visionevbs

First, this particular allusion is inteoven with many otherss Plato creates in
this episode an exuberant and thrillingpd&on which in its language and pace is
as delirious as theoul it portrays. Second, usingegients from this poetic vision

of eros particularly the image of streamBlato reframes its very notions of
contact with divinity and dine possession. In both tdfese ways Plato responds
to Sappho’s depiction of the lavin poem 31 by considering whtdllows the
initial impact caused bghe sighting of beauty.

In his extraordinary depiction of tHever’s soul at 251&252a Plato draws
freely on lyric motifs for the erotic experience. Images and ideas familiar from
lyric proliferate and in thepeed and excitement ofetlpassage various motifs are
run together. These include: theetabolebetween pleasure and pain; fear, melting
and madness. When the philosophical megsdeauty, the sighting sets in motion

8 This love effect is experienced only by a soul that has recently viewed the Forms or is not
corrupted (250e-251a). The referencedee (before) is to the soul's existence before incarnation
and its viewing of the Forms.

% When Ferrari (1987), 154 n.19 notes on this allusion ‘as seen by Fortenbaugh 1966’, he is
confused, since Fortenbaugh is concerned only with Sapphic influence on Socrates’ first speech.
But the allusion had indeed been seen by duBoi®85. For Ferrari the main significance of the
comparison lies in Plato’s displacement & #fymptoms of the lover from body to soul.
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a series of reactions. Theetabol&* at 251a-b from chill to fever recalls Sappho’s
stricken lover in 31, but the sudden shif temperature also echoes Sappho 48
with its image of the beloved who islalthrough her presence alone to ‘cool’
(ByvEoag) the ‘burning’ koaopévav) of desire. The same sudden shift from hot to
cold appears in Anacreon’s forged metal image in poen?4I8e ‘trembling’

and ‘fears’ of 251a recall Ibycus 287 whdine narrator ‘fearthe onset’ of Love
(tpopém viv émepyodpevov) and indeed the genergb@ehension at the approach
of Love that can be heard elsewherelyric, as discussed above. The poetic
depiction of metabolecontinues as the experience of regrowing wings causes
sudden shifts between pleasure and pain.

The dominant image in this section ottharrative is thstream of beauty.
Plato builds upon the notion of erotleeat familiar in Sappho and lyric by
identifying an actual source for the ghifi temperature. For the change comes
from the entry of the stream of beadkywing into the lover’s soul through his
eyes (251b1-2):

deEapevog yop ToD KAAAOLG TNV ATOPPONV dd TOV OUUATOV éeepu(xven%

he is warmed by the reception of the effluence of beauty through his eyes. (tr.
Rowe)

This warming stream of beauty cass@arts of the soul to melt (251b3
Beppaveévtog 8¢ €tdkm), an erotic motif familiain lyric. Anacreon 459 speaks
of ‘melting Love’ (takepog & “Epwc), While Ibycus locates the source of the
effect in the gaze of Love (287.1-2):

“Epog oDTE e KVOVEOLOLY VIO / PAe@GpOLg TaKEP SUPOCL dEPKONEVOS
Again Love, looking at me meltingly from under his dark eyelids. (tr. Campbell)
The motif is also used by Ibycusz82c (fr. 29.3-5) for Eros’ own desire:

TAJLTOY (’)cvsx[pioe]ng4 Takepdl @pevii / potlpog émotaluévog mélplo ddpolv
£-lopiplepov:

he... had his melting heart completely tinged [coloured/pricked] by his skilled
mother with her gift of desire. (tr. Campbell)

While the warming stream of beauty 281b might suggest a pleasant warming,
the change in state within the soul atdearly involves iriation and discomfort
(251c1-5). Further verbs also reinforcitige image of water serve unequivocally
to convey disruption: the whole soul ‘boils’ (251cl, &4) and ‘gushes forth,

°> Compare the experience of the lover itiBtes’ first speech at 241a2 and 24165oBody.

2 Anacreon’s image of forging rewbt metal is used by Plato Bepublic387c and 411a-b (see
Naddaff (2002), 44 and 105 on the motif of melting iron). Calame (1999), 20 notes a similar image
at Pindar fr. 123: ‘has a black heart forggchdamant or iron / in an icy flame.’

% See also 251a&ppoivntat and 253eGiadeppivag TV YoxnAv.

% The verbavaypio is a compound ofpio which means ‘to touch on the surface’, ‘to anoint’, ‘to
rub over with colour’ but also ‘to wound on tlerface, prick, sting’ (LSJ). The latter sense is
consonant with the irritation of love expressed elsewhere by Ibycus in terms of ‘biting’ and
‘stinging’: 282a fr. 4 (S169)6axedvpl...lag moddv; and 282c¢ fr. 1 col. iipouvol..1ddyuo. The

root verbypim is used in a similar erotic context aytiis 282c fr. 1 col. i.10, where Charis is
nurturing, flattering and bestowing beauty on a beloved boy.

39



E.E.PENDER, SAPPHO ANDANACREON INPLATO’ SPhaedrus

bubbles up’ (251clavaxnxiel). Here Plato’s lover ‘bils’ in the beloved’s
presence but at 251c8-dlistparadoxically tts boiling and irritéion that is said

to relieve the soul, as it expenices relief from its anguish&vnc) and is filled

with joy (yéyneev). The changes of state are rapid as this joy is immediately
contrasted with the distress caussmirespondingly by the beloved’s absence
(251d1): when separated theul ‘becomes parchedigyuhon) while parts of it
‘throb’ (mmddoa) ‘like pulsing arteres’ and ‘prick’ €yypier) the surface. The
result of this inner tumtis that (251d5-6):

TOoO. KEVTOVHEVN KOKA® 1| wouyn oloTpd Kol ddvvaton
the entire soul, stung all over, goes mad with pain. (tr. Rowe)

The pain of separation imagétere as ‘being parcheddgyunon) recalls the
‘parching madness’afaréaig paviciowy) of lbycus 286, where the adverse
effects of love are felt as the blastsadlightning storm. The painful irritations of
love also echo Ibycus’ verse: where Blapeaks of the sharpness of ‘stings and
goads’ (251dXevtovpévn; 251ledkévipwv; 254alxévipov), Ibycus used terms
of ‘biting’ and ‘stinging’. Plato’styypiel (251d5, ‘pricking’) used for the surface
of the soul is the same root verb that Ibycus employs for the surface of Eros’ own
heart at 282c. The nextetabole back to joy, is achieved through the lover’s
memory of the absent beloved’s beaufiyrfinv & od €yovca t0d KoAoD
véynBev). Plato follows the lyric poets in linking these sudden shifts with madness
and confusion, as the soml turmoil ties to make sense of its confusing and
contradictory experiences (251d7-8):
€K 8¢ QUPOTEPWV HEUELYHEVOV GOMUOVEL TE TH ATOTMLQ TOO TAOOLG Kol
Amopodoo AVTTH, Kol EUUOVIG 0DOO...
The mixture of both these states makes it despair at the strangeness of its
condition, raging in its perplexitgnd in its madness... (ir. Rowe)

The soul's madness makes it unable tdesettd its longing now causes it to ‘run’
(6t 3¢ moBovow) in pursuit of ‘the possessor of beauty’ (251e2-3). The disturbed
state and indeed panic of the soul israred in the rapid narrative with its build-
up of subordinate claus€sThe headlong pursuit brings another sighting of the
beloved which allows the lover’s soul aga&d ‘channel desire’ into itself through
the stream of beautydodca 8¢ kol émoyxetevoapévn ipepov. This welcome
sight brings not only relief bulso pleasure (251e3-252a1l):

it releases what was pent up before, and finding a breathing gpagednv) it
ceases from its stinging birth-paingéytpov te xoi @diveov Eingev), once
more enjoying this for the nmeent as the sweetest pleasuf@omv & o
T 0TV YAUKVTATNV... koprodtat). (tr. Rowe)

The superlativgivkvtatny (251e5) amidst the sudden swings between pleasure
and pain seems designed to recall Sappho’s depicti@rosfas yAvkiOnikpov

% The account of the intense inner experiencero§which covers 37 lines of text—from 251a7
(neToBorn) to 252b1—is divided into merely five full sentences.

40



E.E.PENDER, SAPPHO ANDANACREON INPLATO’ SPhaedrus

(130) Plato thus echoes the lyric poets’ portrayals of the bittersweet and
bewildering nature dhe erotic experienc¥.

The image of the stream b&auty is central to Plamdepiction of the soul in
love. Beauty is linked directly with thegaining of the soul’s wings since it is by
this stream that the plumage oktlover’s soul is ‘watered’ (251b2-3 / to®
ntepod @volg Gpdetar) and thus able to ‘regnd. The language of natural
growth is used as the feathef the soul’'s wings are gken of as plants shooting
up from their roots (251b5-Bractéaverv; ano thg pilng). Lebeck and others
have explained very well the interactiohplant and other physiological imagery
in this rich depictin of the inner sou® The stream image provides a distinct
image for the perception of beadfyEarlier in the myth at 250b5-6 another mode
of perception was used as the Fornbeauty was presented as a shining light, a
motif familiar from the poets. In considering the impact of lyric on the passage at
251a-252a, it is worth asking whethertipoets provide any presentation of
beauty as a stream or water, and there is evidence that they do. Sappho 96 presents
an image of beauty as moonlight but as the poem goes on the image changes so
that the moon provides water for the earth (6-14):

VOV 8¢ ADSaLOLY EUTPETETAL YLVOL-
KEOOLV &G TOT BAeAl®
d0vtog & PBPododAkTLVAOG CEALVVQL

TAVTO, TEPPEYOLS. BOTPA: (OOG O €Ti-

oYL BGA0CoOY ET AALDPOV

{owg Kol TOAVAVOELOLS GpoDpOLS:

& & &époa kAo kéxvtol, 10 -

Aool 8¢ PBpodal KATOA  Gv-

Bpvoko kKol HEAIA®MTOG AVOELMONG:

Now she stands out among Lydian women like the rosy-fingered moon after
sunset, surpassing all the stars, andigtst spreads alike over the salt sea and

the flowery fields; the dew is shed in beauty, and roses bloom and tender chervil
and flowery melilot. (tr. Campbell)

The moonlight thus sends dewhigh is shed in beauty’ (126 o xéxvton), and
this in turn allows the flowers to ddm (12-14). Burnett comments on this poem
(1983, 307):

% The influence of Sappho’s famous compound is evident in other love lyrics, notablyniEheog
1353-6: mkpog koi YAvkDG €07t kol dpmaréoc kol &mmvig, / Sepa tédelog £n, Khpve,

véorowv £pag. / fiv yap Tig teEAéon, YALKL yiveto fiv 8¢ dubkwv pn teréon, mhviov ToOT
AVINPOTUTOV.

" DuBois (1995), 87 discusses the alternating experiences of the soul in this passage. See also
Calame (1999), 188-9. Ferrari (1987), 107 n.25 compares Plato’s idea that the beloved can cure the
lover’s sickness (252bibitpov... movev) with the alleviation of suffering in Sappho 31.

% Lebeck (1972), esp. 273-5. Further, Lebeck (1972), 273, Nussbaum (1986), 217, Ferrari (1987),
154-7 and Nightingale (1995), 160 are all alert to the sexual connotations of various aspects of the
plant images. Note also that in lyric the beloved’'s beauty is often conveyed through the beauty of
the natural world: Sappho fr. 94, 96 and 132; Archilochus 25; Anacreon 414.

% Empedoclean theory of vision is active in this image of the stream. Although my concern is with
lyric, the text is to be located within a broader critical framework of not only philosophical poetry
but also, for example, epic and epinicias,well as a whole host of prose genres.
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This moon of absent beauty, as Sappho presents it, reaches the earth (and Atthis)
in two forms—first with its spreading and general light, and secondly with its
dripping and tangible dew.

Thus in poem 96, as &haedrus251b, beauty stimulates natural growth and in
both there is a direct interaction betwéerages of light, water and vegetatityfi.
Further, in Sappho 112 love itself is also imaged as a stream ‘poured’ over the
lover's face £pog & £m iuépte kéxviol mpoohny), an image which will
resonate in the next section of the mgthPlato addresseseticoncept of divine
possession.

The final sighting of beauty in this ispde of the regrowth of wings is the
‘intense’ gazing on the ‘god’ which is thhilosophical lovers’ determined act of
recollection (253a2). Here &b reframes the poetic than of divine possession
where the erotic experience is regar@adestablishing a direct contact between
the earthly lover and the gods, Aphrodited Eros. As the non-philosophical man
remains unmoved at the sight of beat$Qe), one of the negatives used for his
non-reaction is that he does notveee it as hdooks upon it'" 60 oéBeton
npocop®v). In contrast the newly-initiate philosopher in his lover’s madness
‘pays reverence to the posser of beauty’ (252a7-bdtBecBot tov 10 kbAhog
g€xovta). The language of religious veneratiendeveloped in aich passage at
252c¢-253c where a complex relationshigliawn between lover, beloved and the
gods of the extracelestial pexsion. The key idea of thimssage is that the erotic
experience furnishes the lover and theobetl with a means of establishing direct
contact with divinity, an idea that ddeps the earlier langage of viewing the
Forms as a religious itation (249c-d; 250b-d). A249d Socrates presented two
competing terms for the lover’s arousal at the sight of beaupaxivav (‘being
disturbed’) anctveovoidllwv (‘being possessed’). This religious language is now
employed to show how the lover is §s®ssed’ by both the Form of beauty and
the gods in heaven, in the sense thath types of divinity become actually
present inside his soul. The passage sdersgplore what it means to say that a
person is ‘possessed’ by divinity and twpés of ‘possession’ seem to be offered.
The Forms are static entities but in thegance of beauty a ‘stream’ is created
that passes from the Form of Beautyotigh the appearance of the beautiful boy
and then directly (through his eyes) inte lover’s soul. In this way the lover
now hasinside himself the divinity of the Fornin a medium that is active and
actively changes him (the moving streatimulates the growth of the soul's
wings). The implication that by this means the soul itself will share in the beauty
is supported by Socrates’ prayer tonPat the end of the dialogue (279b8-9):
‘grant me that | may become beautiful within.’

But a second type of ‘possession’ iggented whereby the soul of the lover
receives into itself the force of tiparticular active divine soul that he followed in
the celestial procession. This type of pgsgan consists in the lover’s devotion to
a specific god and imitation of him. At 252@1the myth tells that ‘each man lives
after the pattern of the god in whosleorus he was, honouring him by imitating

19 For Nussbaum (1986), 230-3 these images fomngidPlato’s positive depiction of the lovers’
interdependency and ‘receptivity’.
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him so far as he can’ (tr. Rowajai oVtw ko® £xkactov Bedv, 00 €xaoTog MV
YOPEVLTHG, £KETVOV TAV Te Kol piLodpevog eic 10 duvarov CR.*°* Part of this
honouring and imitation is the seeking outagipropriate associations and so the
lover chooses as his belavanother from same god®avenly ‘chorus’. Once he

has chosen a suitable boy, he treats him as a substitute for their original divine
leader (252d6-e1):

Kol ™G BeOV aDTOV €KETVOV GVTol EQLTA Olov GYOAUo TeEKTOiveETOl Te Kol
KOTOKOOET, MG TILACOV T€ KOl OpYLACOV.

And fashions and adorns him like a statgijf he were himself his god, in order
to honour him and celebrate his mystic rites. (tr. Rowe)

Thus the beloved receives religious vetierathat is ultimately directed to the
god himself, in the same way as a statue serves as a substitute for the god’s
presencé?? But Plato is presenting a moretrinate picture in this religious
language and veneration. Five lover seeks tghape the beloved into being a
better image of the god through the depehent of his potential as a philosopher
(252e1-5). It must be remembered here thatlover is himsélalready at heart a
philosopher, as this wholegerience is that of the wdy initiated (251a). But it
seems he may have forgotten his plafgscal ways until reminded by his recent
contact with beauty. The text switchts the plural for the philosophers as it
explains the triangular relanship between the natuoé the god in heaven and
the potentially divine nature of both the philosopher and his beloved. The
possibility that the philosophers had lagsfrom their philsophical activity is
raised and their path backdorinity set out(252e5-253a5):

gav odv un mwpdtepov EuPePdot TM EmTNdedUOTL, TOTE EMLYEIPHOAVIES
HovBGvouotl 1e 6Bev GV TL SVVEOVTOL KOl CLDTOL HETEPYOVTOL, 1Y VEVOVTEG OE
Top EQVTOV AVEVPLOKELY TNV TOV CEETEPOL B0V PUOLV €DTOPOVCL d TO
CVVIOVOG AVaYKAGOaL TTPOg TOV Be0v PAETELY, Kol £QOTTOMEVOL QDTOD T
HVALN évBovoi@dvteg €€ €xelvov Aapfdvovol ta £0m kol Tor EmTndedpota,
k0B 6cov dvvaTOV B0V AVOPOTW HETAUGYETV:

So if they have not previously set foot on this way, they undertake it now, both
learning from wherever they can andding out for themselves; and as they
follow the scentfrom within themselveso the discovery of the nature of their
own god, they find the means to it through the compulsion on them to gaze
intensely on the god, and grasping him through memory, and possessed by him,
they take their habits and ways from himthe extent that it is possible for man

to share in god. (tr. Rowe)

The state of ‘possessioEvPovcidvteg) is thus attributedo the lover’s devotion
to imitating the divine (253a-b): he modéiis character and habits on his original
leader (253a3-4¢ éxeivov Aoppdvovot T €6m kol T Emitndedpate), SO far
as it is possible for a man to ‘share in gd@of... petooyeiv). In this way the
lover aims to make his own soul modévine. But this goal is also achieved
through venerating the beloved and seekingltape his soul in line with their

101 gee alsqupodpevol 253b5.

102 calame (1999), 189 explains: ‘the social and pedagogical relationship betwesimamos.
and anerastés. istransfigured.. By dint of an effort of memoryhe loved one becomes for the
lover a kind of visual representaticag@lma of the god to whom the soul has gained access.’
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shared divine model (253a-b). The lovdesiving from Zeus’ chorus are likened
to Bacchants and imagined as ‘drawifrgm their god and ‘pouring the draught
over the soul of their loved one’ (tr. Rowépitwoly, donep ot Poxyol, €ml
TV 100 £pwpéEvoy yoxmv éravtiodvieg (253a6-7). This ‘pouring’, reminiscent
of Sappho 96 and 112, seems to represenaresfer of qualities as part of the
lovers’ attempts to make theirlbeed ‘as like their god as possiblé¢ dvvatov
opotdtotov 10 ceetép 0ed (253a7-b1) > If the beloved does become more
like their god, then the philosopher through association tiithh gains another
route for attaining contact with divinityThe philosophical lovers are able to
discover the nature of their own god, anbat leads them to this discovery is
‘following the trackfrom within themselveésThis inner track is their own erotic
longing for truth. For it ighe act of being ‘forced’ tégaze on thegod’ (which
seems to refer both to the beloved asdmatter of beauty and to the god of the
original procession) that leads teethgrasping’ of the god ‘through memor*
And what forces this gazing is erotic desire, initially for the boy. This longing for
contact with the divine islready presentithin the philosophes but they have
forgotten it. The sight of beauty thusparks the memory of the Forms and
therefore the active reasagiof the philosophers, andistthrough the exercise of
this internal power thathe philosophers can in orsense become closer (in
mythical terms) to the gods they oncddwed and (in non-mythical terms) to the
state of full rationality they once jyed through intimate knowledge of the
Forms!® Thus Plato here reformulatesettotion of divine possession: the
philosophers are ‘possessetidovoidvrec)'® by their god in the sense that they
become obsessed with achieving a cleargioniof the divinity they followed in
procession, which in turn leads them to recognise their own divine origins and
potential’®’ as souls that shared in tvigion of the Forms (249c6).

In this reframing of the concept of contagth divinity underthe influence of
eros Plato again uses motifs from the lydiscourse on love. The idea that erotic
experience can bring the lover into comtadth the divine is present in lyric

103 | ebeck (1972), 278 observes the parallel within Biaedrusmyth between the lovers as
Bacchants and the stream of beauty.

1% The referent of the term ‘god’ here is delibelaambiguous: it must refer to both the beloved

boy as the incarnation of beauand the immortal soul in heaven in whose procession the
philosophers followed. For it is the sight of beauty in the boy that sparks the erotic longing that
‘compels’ the lover to go on ‘gazing’ at him. The language of erotic compulgi@yK&ceot)
continues the theme begun in Lysias’ speech (see e.g. &3apdaler).

195|n the metaphor of the lovers ‘grasping’ their original god (258aZtopevol), the verb is the

same as that used elsewhere in theodiss for making contact with the Fornkep 490b3-4
(yoochor... gpdntecdar); Rep 61lel &mteton); Symp 209c2 @rtopevog); Symp 212a4-5
(2pomtopéve... tpantopéve); andSoph 259d6 {pamntopévov).

19 plato’s analysis of possession carsben as the reanimation of the metaprahousiasmos—
literally, ‘having a god within’. Since the stream of beauty is twice identified, via etymologies, as
‘desire’ itself (251c7 and 255c1-2), Ricoeur'simio(see above, 84), tha&lato’s use of false
etymology features particularly in the context of his reanimation of established metaphors, is again
borne out. Foley (1998), 44 n.18 explains the etymology: ‘The passage here evokes as well the
love of Zeus for Ganymede, his cup-bearer and wine-pourer. Beauty emits an effluence called
himeros(derived frommere+ epionta+ reonta, ‘particles coming in a flood’, 251¢6-7).’

197 See also 255ailc ic60e0c and 255bG0v €vBeov ¢ihov.
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poetry in various ways. Firss the idea of epiphany. In poem 1 Sappho prays to
Aphrodite to ‘come’ to her (1.25), askirtige goddess not just to intervene in her
situation but actually to come down ditly into her ownpresence. Since Sappho

is already experiencing Apbdite through being in lovE? there is a sense in
which Aphrodite is all too present d@sis. But Sappho needs a further direct
experience with Aphrodite in order tnake her attractive to the belovEd As

with the figures of the Graces, the idaawork is that the goddesses who are
themselves beautiful can through direct contact bestow beauty and elegance on
their favourites, thus helpj in the seductive queS This transfer of beauty
from the divine to the human figures has similarities with Plato’s transfer of
beauty from the Form to the beautituby and from there into the lover’s soul
through the moving stream of beauty. A&t relevant poetieotif is that the
beloved’s beauty makes thdike the immortals. In Sapph@6.4-5 the beloved is

‘like a goddess for all to seeddor o ixérav apryvaorar);*t for Stesichorus
Hermione is ‘like the immortal goddess€S104); and Ibycus tells of a beloved
who is ‘the most handsome of earth-dwellditse the immortals in form’ (282a fr.
1.25-6xaAAotov €muxBloviov / dBavitlolg évall[ilyxiov £1do[c). Finally, there

is the related view that the belovedcbmes a divinity in his lover’s eydsoley
(1998, 47 n.32) cites a remark attributed to Anacreon which claims that boys ‘are

our gods'**2

"Avokpeovto YoOV £pmTNOEVTO, Qacl, Sttt oK €lg BeoLg GAN €lg ToTdoG
Yp&oelg Tobg Dvovg; eimely, 611 0DToL NUAY Beol eloLv.

They say that when Anacreon was asked why he did not write hymns to gods but
to boys, he replied, ‘Because they are my [our] gods’. (tr. Campbell)

The ‘divinity’ of the boys for Anacreonna Plato rests on the feelings of devotion
and veneration they stir in the lovdfor Plato this feeling of veneration is
appropriate because througlosfor the boy the lovers arget on the path of re-
establishing contact with divinity. THevers achieve this contact by modelling
their own and their beloveds’ souls ore tlyods within’ themselves, namely the
gods they followed and viewed in thetmcelestial procgsion, gods who still
reside ‘in’ them through their meory of and desire for truth.

In this episode the soul is shown ade, under the influence of beauty, to
regain the wings that symbolise its mation. In order to convey the impact of
beauty on the philosophical man’s sou&tBl reveals the marked changes in its
nature that follow the sighting of the beloved. In this account Plato uses a wealth
of images and motifs from lyric poefrincluding pleasure and pain, melting,
madness, sudden shifts in experience, ifigwvater and organic growth. The final

198 See Sappho 102, where Aphrodigethe active force of desireté8p déueioa ToAd0g
Bpadivav dU "Appoditay.

19911 lliad 3 the beauty of Paris and Helen is linked with their closeness to Aphrodite (see e.g. 392
and 415).

110 5ee e.g. Sappho 81.3-8; also Ibycus 282c fr. 1. col. i.146d: 8¢ / kéAdrog dlndoay ead.

1 Similarly, see Calame (2005), 63-4 on Helen as the ‘mythic incarnation’ and Anactoria as the
‘earthly representative’ of thaalliston (Sappho 16).

112 5ch. Pindatsth. 2.1b = Anacreon, test. 7 in Campbell (vol. 11, 29).
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episode tells what happens after this ihitiapact of beauty and Plato delivers an
emphatic response the lyric vision.

5.4 Self-control (253c7-256€e2)

The final episode of the myth concludbs previous sections of the narrative
on soul and the previous speeches on love by unifying the themes of the power of
love and the need for self-control. Thasggle, in response to Lysias’ speech and
following on from the ‘inner rulers’ ofSocrates’ first speech, provides a new
understanding of self-controrhe central narrates of this episode is the training
of the bad horse, a process which R$ato’s redefinition of self-control
(cwepoocbvn). In these culminating scenes of the power-struggle within the
lover’s soul, the violent terms evoke thelies description ofthe carnage in the
heavenly procession (epse 1, 247b5; 248a4-b4) ailde anguish of the soul
stung and maddened with pain (epis@&Je251d5-6). The threatening image of
eros portrayed in love poetry is recalledths also given a distinctly un-poetic
development. The poetic motiff charioteer and horsgs receives extended
treatment as it is used to offer n@erspectives on the dominating powereads
and on the lover’s own powers tespond. It is in this égpde that the aspects of
control implicit in the image of charioteer and horses are explored most fully.

As in the previous episode sightingsh#auty structure the narrative, since
this key moment is shown as triggeriagset of responses in the soul. Whereas
earlier the soul responded to the infloerof beauty through the regrowth of its
wings, here three different agentsspend, since the episode begins with a
restatement of the tripartite image of charioteer and two horses (253c-d). The
sightings of beauty involve the three gaof the soul ‘seegi and responding to
the beautiful boy: at 2%5% the charioteeidaov); at 254b4 all three partsifov);
and at 254e8 the bad horgén]. In addition sightingsre implied in the general
terms of being in contact with the bas the three parts are ‘near’ the boy at
254d6 €yyvg noav) and as the beloved is in cébassociation with the lover at
255b7 @incwaln). The reactions and counter-raans of the team are events
simultaneous with the sprouting of thengifeathers in episode three, while the
differentiation of the soul's parts affis a closer view of the dynamics of
tripartition.

The myth again draws on motifs from tlyeic poets but here also diverges
most markedly from the poetic visions eéfos Indeed in this final episode Plato
radically rewrites the terms of the love1stdie has created, tag his own vision
in opposition to that of thpoets. In the new love stoof recollection self-control
and mania are shown to be equally necessaryd mutually supportive, with
mania linked with passivity, and with self-control linked with purposive

13 The image of charioteer and horses is unusual amongst developed soul images in the corpus in
that it is used only in this dialogue. Other developed images, e.g. soul as a state or the health,
vision or nourishment of soul, occur in various contexts in different dialogues. The idea of the soul
having wings, however, does also appear, albeit brieflyiirat 8lel ¢&éntato). Cf. Theaet
173e3-5:814voia... méteton. For a listing of soul metaphors across the dialogues, see Pender
(2000), 241-57.
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activity."* When Plato’s lover is stimulated liye sight of the beautiful boy, two
events are happening: the stream of beaugntering his soudnd he is recalling
the Forms. He is thus both passive antive at once. Nightingale (1995, 158-60)
observes how the philosophic lover's expade follows the poetic tradition. On
his passivity (158): ‘Like théover of lyric poetry, Platg philosopher isubject to

a massive assault boith body and in soul™® On his activity:Nightingale notes
that in lyric poetry the loveis not only passively ‘inaded’ by Love but is also
active himself, in that he pursues hisdweld. And so it is with Plato’s lover (160):

A similar combination of passivity and activity is found in Plato’s scenario,
where the lover is passive to the extet tte is invaded by beauty, yet is active
in his pursuit of both the boy and of the Forms.

While this duality of experience has besralysed usefully &@m various angles, |
would like to offer a new perspective dhe tension and ansfer of forces
involved. Plato’s central theme in the tmyis the power-dynamic within a soul
experiencing erotic desire. In lyric poethe lover is shown to be at the mercy of
a greater power than himself: the god ErBfato reconfigureshis experience
through his own understanding of the saudl &ow it functions. Since the soul for
Plato is a highly active and mobikeing, the result of the impact efosis an
intricate picture of how energy issdrbed, transferred and redirected.

In lyric poetry,erosis an external force. But for Plawos exists within the
soul, as each part of the soul can be neégrh as a set of desires. Nevertheless,
Plato follows the poetic vision by setting up a scenario whereby a lover feels the
shock of love not simply as result of an encounter thianother person but also
as a result of the impact of a divif@ce. Whereas in love poetry it is Eros
Aphrodite that transmits the feeling of desio the lover, for Plato the stimulus of
the soul’s desire is the stream of bealitye stream of beauty is also identified as
the stream called ‘desire2%1c7; 255c1-2) but this & periphrasis, since desire—
i.e. the activity of desiring something—is an internal activity of the soul, not
something that can enter into it from outside. An external stimulus, however,
remains necessary. For when a person fallevia, the change isot the result of
their own will: one cannot make oneself feebtic desire. And when an external
stimulus stirs the lover, it is appropridteview him as passivia the transaction.
Thus the metaphor of beauty as a mobtleam provides a means for the static
Form to be represented as actively imtparupon the soul, with the relationship
modelled on poetic Eros and his passivwinis. As the three parts of the soul
react to the sight of beauty, some familiar passive motifs are continued as before:
the radiance of the beloved (253€5 ¢potikov Sppa);™*® erotic heat (253e6

1141 follow Nussbaum’s view (1986, 213-33) thatPhaedrusboth maniaand reason are needed

for the best human life, a life wdh is thereby ‘unstable’ (221) and ‘risky’ (232). Nussbaum’s
influential reading shows homaniais linked with passivity and receptivity.

15> Nightingale (1995), 160 notes that the lover is subject to forces that he cannot controlgspeakin
of the philosophic lover as ‘permeable’ (159) and ‘penetrated by a variety of linflucteis’.

Foley (1998), 47 draws the same parallel: ‘In archaic love poetry, the lover is typically maddened
by the forces okrosfrom without; streams of beauty from the beloved similarly flow into and
arouse to madness the soul of Plato’s philosophical lover.’

18 On this poetic phrase, see n. 88 above and Hackforth, Rowe and dadMides
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dralbeppnvac); the stream of beauty (255ail tod pedpatog éxeivov mnym;
255d1épder); and confusion (255bdkrantter; 255d3d&mnopet; 256a2dnopdv).
Two further motifs connect the passagghwyric and provieé a bridge between
the passive reception of beauty and the’sanbre deliberate responses to it. The
first of these is contact with divinity (255d&060g0g; 255b6 £veeov) and the
second the movement of wings to exgzrexcitement and perfection (255¢7-d2
avontep®ooy, T0G 31680V¢ TOV TTEPAV... TTEPOPVETLY; 256b4vndntepor; 256d4
amtepot.. mtepovobat; 256el opontépovg). These various motifs form an
important element of continuity both withthe narrative itself and between the
myth and the Greek literary tradition.

When Plato turns to the subsequesdctionsto beauty within the soul, the
soul’'s experiences are depicted in teraf energy and power. Whereas the soul
was passive as it was watered and warkethe stream of beauty, now the focus
shifts to the animation and activity withthe soul during therotic experience.

The established idea of the wings of soeil lies between #se passive and active
depictions, since on the one hand the wiags stimulated automatically by the
entry of beauty, with their fluttering peesenting an unbidden response, but on the
other they now furnish the soul with a foohenergy that it canhoose to utilise.
Plato presents the philosophical lovas both passive and active and as he
develops his account of the active respoimgeeeturns to the psentation of soul

with which Socrates’ second speechgé&e There the tripartite soul was
introduced as a ‘combined power’ (246a@vueivto dvvauel), with its three
different energies represented in thdividual powers of the charioteer and two
horses. In this later section of the myth Plato resumes this image in order to
explore more fully how the energies of soul are affected by love. Here the
dynamics established by the chariot imagye scrutinised and closer attention
paid to the force and resistance between the competing powers of driver and team.
For this account the equestrian imagefylyric poetry provides an established
language for the power-relationsepent in the eerience oktros

Embedded in the tripartite image ifss a judgemenbn which power ought
to be dominant: the charioteer, as the é&zaaf the team, is expected to use his
reason, physical strength and apparatstdger the raw energy of the animals. The
animals supply the greater physigabwer but are notcapable of making
judgements about how thabwer is best utiliself:” The horses’ physical power is
expressed in their pushing and draggingiast the charioteer and one another as
they seek to gallop forwards or pull backwartissixmwv; xatéyel;, évipénetot;
avaykaletl; dviiteivetov; nopebecsOov; Pralopevos, EAkmv; MVAYKaoey; EAKEL,
andérneton (253e4-255al). The charioteer’'s power is conveyed through terms for
his own movements, both weitary and involuntary, in tension with those of the
horses (254a7-e2§vtiteivetov; eiEavte; dvénecev VmTio; AVOyKAoOn; £ml TO
ioyla.. kalical; dvanecodv. In addition the charioteer uses the apparatus of
steering: the ‘whip’and ‘goad’ are mentioned twice (253@éoTiyr peta
kévipov; 254a3-4o0h1te kévipov mvioxk®v odte pdortiyog), the reins are

Y17 Ferrari (1987), 185-203 gives a useful account of the interaction between the three parts.
Nightingale (1995), 144-5 discusses how the forces represent ‘different kilog®iof

48



E.E.PENDER, SAPPHO ANDANACREON INPLATO’ SPhaedrus

highlighted at 254c1tfc nviag) and the bit or bridle three times (254a&
xoAvod; 254d7t0v yarivov; 254e3tov yoALvov).

The force of the charioteer employed effectively in conjunction with the
bridle is most apparent in the final subjection of the bad horse. In this critical
moment Plato alludes to Aoreon as he draws attention to the natural power of
the horse. But the lightness of Anacreovesse is destroyed as the philosopher
parts company with the poets in showimdnat is really at stake in erotic
encounters and their contest of powéys.the lover once again approaches the
beloved, the outcome for theaited horse is grim (254d7-e5):

0 & mMvioyog €Tt pAAAOV TOOTOV TAO0G ToODV, BOTEP ATO VOTANYOG
avomecmy, €Tt poAAov 10D VBPLoTod (mmov €k TAV 036vImv Pla OTicw
OMAoOG TOV YXOALVOV, THV 1Te KOKNYOpPOV YADTIOV Kol TG YvaBovg
KoONUaEEV KOl TO OKEAN TE KOl TO loylol TPOS TNV YHV €peloag 6dVVaLG
EdMKEV.

But the same happens to the chariotedredsre, only still more violently, as he
falls back as if from &usplex still more violently henvrenches the bit back, and
forces it from the teeth of the unruly horse, spattering its evil-speaking tongue
and its jaws with blood, and thrustints legs and haunches to the ground
delivers it over to pains. (tr. Rowe)

This graphic picture is clearly faemoved from the poetic vision @fos but
through poetic allusions seems to stand dsliderate response to it. In Anacreon
417, a power-struggle is implicit as thevér observes the natural force of the
Thracian filly and respondsith his claim that his owexpertise in charioteering
would be enough to impose control on the animal (3-10):

{601 101, KOAMG PEV GV ToL

TOV XoALVOV EUPaiolpt,

nviog & Exmv oTPEPOLUL

o QUL TEPUOTA dPOLLOV!

VOV 8¢ Aeudvig Te Pookeon

KoVQ& Te oxipTdoa Toilels,

de&lov yop inmomeipnv

00K €xelg EmepuPatny.

Let me tell you, | could neatly put thwidle on you and with the reins in my
hand wheel you round the turnpost of the racecourse; instead, you graze in the

meadows and frisk and frolic lightly, si@ you have no skilled horseman to ride
you. (tr. Campbell)

As a ‘skilled horseman’, in command of tibeidle’ and ‘reins’ the would-be lover

is confident of his ability to exert contrd@he natural energy of the horse, along
with the beloved’'s sexual innocence, esident in its playful ‘frisking’ or
‘bounding’ in the meadowskiptdoa. Fortenbaugh has noted Plato’s use of the
same term-exipt®@v—in describing the movement of the bad horse at 254a4 and
concludes (1966, 109):

The uncommon wordokiptéo, which occurs in both authors, suggests
borrowing. Plato is the only prose writer cited by LSJ to use the word, so that we
may suspect a conscious lifting from Anacreon’s vocabulary.
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| think Fortenbaugh is correct here and badi¢hat this echo oAnacreon is also
to be judged in conjunction with the paetirect image of charioteering in poem
360, used for the belovexdpower over the loveridx eidwg 611 thg €ufg /
yoyfig mvioxedvewg (... not knowing that you hold the reins of my soul’, tr.
Campbell). Plato adopts Anaaon’s striking poetic imags of bridling and the
natural power of horses but takes themaricextreme as the horse’s brute power is
conveyed in such terms as his ‘whinnyingdduetilwv) and ‘champing at the bit’
(évdoxmv tov xoAwvov), and as the charioteer htmsresort to bloody violence
and pain to exert hicontrol (254e3-4&nv te.. YA@TTOV KOl TOG YVEOOLG
kadnpagev). Thus the light sexual frisson atie skittishness of Anacreon’s horse
in 417 is pushed to an ugly conclusion.

In sum, Plato’s relationship to the lgriradition must beziewed as one of
both continuity and discontinuity. Whil®lato remains close to the poets by
following their depictions of the shock lmive, he achieves distance from them by
analysing this effect on ¢hsoul’'s decision-making capacities. One of the key
differences that results is that the moment of love’s impact becomes but one crisis
in an on-going struggle. Plato adopte lyric motif of the ‘force oferos to
express the impact of the Form of Beahtyt then shows how this is merely the
first step in a transfer of ergies that constitutesetexperience of philosophical
love. The clash between madness andores productive butinstable, requiring
the equal force of self-comtrto enable improvement.

At the close of the myth, as in theegious episode, Beauty again replaces
poetic Eros and the ‘invasion’ is reinpeeted as a transmission of energy
involving both passive and active respemsTo express this transmission of
energy, Plato uses a particularly ohstive lyric image for the power aros the
lightning flash. As a result of drawingode to the boy at 254b, all parts of the
soul see his faceidov v dyiv v 1OV Todik®v dotpantovoay (b4-5). His
face ‘flashing like lightning'recalls Ibycus 286.8, wherthe lightning flashes
(otepomac eAéyov)™® are caused by Eros appearing as Boreas, the Thracian
storm wind'*® For Plato the lightning flash israore threatening manifestation of
the light of Beauty introduced in epge two at 250b. Again Plato sets his Form
in the place of poetic Erositlr the same effects: for Ibycus the lover’s heart feels
the force of this ‘fearless&@aupng) power; for Plato the charioteer is similarly
vulnerable as he is terrified at the sight. ‘Seeing’ the boy makes him ‘see again’
Beauty, since it strikes up his memory of the awe-inspiring Form. The alliterative
effect captures the simultaneity of seeing and fearing (254ki%é%xoc... €1dev...
1doVoa d¢ €deloe.

Plato now presents his unique vision by depicting what follows the lightning
bolt. The charioteer’s first reaction to the flash is simply one of shock as he falls
back in reverence (254 pbcica avénecev vrtia). But by this very action he
is then ‘compelled’ to exeforce over the horses (254b8-c3):

1181 SJ onotepony; ‘like dotepory, dotpors, flash of lightning
1191t is interesting to note how Ibycus’ ‘Eros as Boreas stormwind’ can be seen as a link between
Plato’s erotic lightning flash and the mention of Boreas’ abduction of Oreithuia prafogue.
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Kol Gpo Avaykdodn elg ToLmiowm €Akdoal TG Mviag oVt cEodpa, OOT
Enl 1o iloylo Gpoew kobicolr To® (Tre, TOV HeV E£kOVIo S TO UM
AVTLTELVELY, TOV O& LBPLOTNY AN GKOVTOL.

... and is forced at the same time tol fnaick the reins so violently as to bring

both horses down on their haunches, the wilingly, because of its lack of
resistance to him, but the unruly Bermuch against its will. (tr. Rowe)

The same reaction to the sight of théolbed occurs again at 254e1-2 and so the
episode shows how the impetus is gained for the final bloody subjection. Ferrari’s
insight on the charioteer’s loss ofléwace is most useful (1987, 189-90):

The gesture of mastery seems more like a compulsive reaction of aversion. It is
as if the charioteer pulls on the reimsly because he is still holding them as he
gets thrown backwards.

Ferrari (195-7) interpretshis event in terms of howhe philosopher is ‘both
captivated and yet free’ (197), since ‘byifgeso compelled, he is doing what he
most wants’ (195). For my own purposes thvoluntary reactioof the charioteer

is the crucial moment at which the memory of the Form is exerting the maximum
impact on the whole soul. Stunned ae tmemory the charioteer is thrown
backwards by the force of the lightningagh. This energy is then immediately
channelled through the reins to the horegth the result that it brings both of
them down on their haunches. The whole teéarnhus felled and their combined
power cvpedte duvapel) capable of such speed and grace is now reduced to an
immobile tangle of frustrated force amwunter-force. Thus Plato conveys the
shock of love on our decision-making pesses. The initial energy transfer
expressed in the lightning-flash paradmily immobilises the moving soul but
the crash is temporaf¥® The team retreats (254@3 and the bad horse, once it
gets it breath backf{ovanvedoac),*** soon resumes its pursuit. The good horse
meanwhile experiences an aftershock, eithoutbreak of sweat expressive of his
trauma (254c4-5)d1" aloydvng 1e kol BduPovg 1dpdTL Thoov EPpege TNV
youynv. The noundéupoc means ‘shock, fear’, and recalls Ibycasoupng for
‘fearless’ Eros, but attentids turned from the external and fearless god of lyric to
the internal and fearful reagsh of the soul. After the retreat the confrontation with
Beauty is repeated with ygreater intensity (254e1£21 paiiov... €1t paAlov).
The charioteer again falls back violendlgd his automatic pull on the reins again
brings the team crashing down to the groumgbd tnv yfv). The single word
noAléxig (254€6) indicates, chillingl that this traumatievent is a routine part
of the philosopher’s traing. Once the bad horse haseh ‘humbled’ (254€7), it
shares one part of the reactionttoé good horse’s aftershock (254e7jv 1dn

OV KoAOV, @OBw dtoAlvton (‘when it sees the boy in his beauty it nearly dies
with fright’, tr. Rowe)?? The verbswirvran (‘perish utterly’) recalls the lover's
stunned reaction to the sighitthe beloved in Sappho 31.4&E8véxny & OAiyo.

120 The crash of the team here at 254c parallels #igioBoc at 248b, with the first event
signalling the crisis of forgetting (248a8#0nc) and this event the crisis of remembering. In the
parallel story of the wings, these are the moments of loss and regrowth—the most significant
metabolaiin the narrative.

121 Comparevanvory (251e4).

122t cannot share the other part, the feeling ahsé, since that is the province of the good horse.
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The difference here is that the disabling effect is positive, since it allows the
charioteer to control the horse. Platorésvriting the love eperience from the
point of view of the triprtite soul where the powe&ynamics are of a uniquely
different order.

Here lies the crux of the transfer efiergy from the impact of Beauty: the
charioteer must allow himself to succumdssively to this force since he requires
the upsurge in power for the effort o&itning his horses and himself. Thus self-
control, a concept in view since the vaarly speeches of the dialogue, turns out
to be a highly complex unbalancing aretbalancing of forces. For it is the
charioteer’s job to channel the god-givararge and rediredt to the lower parts
of the soul so that the soul as a whole lbanefit from it not only as a catalyst but
as a sustaining stimulus for charl§&At the critical moment of the memory
flash, the charioteer is passive but théezahe has to take active decisions to
invite the replay of this event and so draw from it. Thus his own decision-making
comes into effect and his actions in dinegtfurther approaches to beauty are at
one level controlled, deliberatechas conscious gmssible of thenaniathat will
ensue.

So Plato stresses the need for self-conpiysical desire must be resisted in
order for the soul to beeunited with its true beloved. Within this wider
framework and perspective the disablieffect of the sighting of beauty is
positive, since it allows the charioteer to establish control over the bad horse. So it
is made clear that the harmony and wholeness (266ontikév) of the soul
ultimately rests on reasormd®minance fophrosung since a soul where the three
parts are experiencing their owmaniacannot be in harmony and cannot hope to
be effective.

But this is an understanding of setirtrol that recognisea significant need
for mania For themaniainspired by physical desire is a necessary part of the
resistance to it, which means that thgportunities for the stirring of physical
desire must still be courted. Sinasason’s dominance is paradoxically strongest
when it submits to the divine force ofadness in the experience of desire, the
energy ofmaniamust be received and transformed by reason in order to create an
equal force of self-control. In this wahe charioteer requisethe ‘upsurge’ in
energy caused by love anmthniaas a stimulus for development. This paradox of
Platonic love is foreshadowed in the e itself as the trees of chastity are
positioned at the very focal point of the seduction meaddbMadness and self-

123 Similarly, when the chariotedirst receives the force of thgoad’, caused by the sight of
Beauty (253e6-254al), he is passive. When he then actively inflicts his own goad on the bad horse
(254a3-4), he is part of a chain through whicbuarent of energy is transmitted. As Ferrari has
rightly commented (1987, 187), tisharioteer’s action ‘directly trafiers the force of the goading
he receives from the boy'. The stream of Beawmtyks similarly: deriving ultimately from the
Form, it ‘flows’ into the boy (passive) and from there into the lover’s soul (througtybig. Once

in the soul the charioteer (aatlvthen transmits the energy tethad horse (passive) through his
driving, but the horse is simultaneously experiagcits own reactions to the erotic effects of
beauty (active).

124 Foley (1998), 45: ‘Phaedrukicus amoenugakes on a distinctly philosophical cast by being
overshadowed by a plane tree (the n@taganosmay suggest Plato’s name) and #igmus castus

(a willow-like plant associated with chastity) €& 45 n.24: ‘Due to its supposed anti-aphrodisiac
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control have to be balanced in thdoef of recollection. The unlikely synergy
between the two is one of the ways thatt®kseeks to explain the benefits of love.
Recollection is an effort. For it is ontrough controlling ta irrational parts of
the self that reason is able to find 8p&ace to concentrate undisturbed on recalling
its dim memories of truth. The madnesseaftic desire creates a crisis moment
for the soul but through ¢hdisciplined and sober reaction of the charioteer the
energy can be translated to produce lasting effects.

What is most important for Plato isathdisciplined effort should follow the
mania, allowing the best inner ruler to prevallhus at the close of the myth the
language of victory is used (in a diregpaal to the spirited part of the soul) in
the simile of the Olympic games (256a7-b5):

gov pev dm odv elg tetaypévny Te dlotav Kol @UA0coQioy viKAom TA

BeATlm 1THig dlavolag Gyayovio.. £YKPOTELS oVTOV kol KOGHIOL OVIEG,

SOVAMOAUEVOL... EAEVOEPDOOAVTEG... TOV TPLAV TAANLCULATOV TOV ©G AANODG

‘OAVUTLOKDY €V VEVIKNKAOLV...

Well then, if the better elements ofeth minds get the upper hand by drawing
them to a well-ordered life, and to phibgshy, ... [they pass their life] masters of
themselves and orderly in their behaviduaying enslaved that part... and freed
that part... and have won the first of their three submissions in these, the true
Olympic games... (ir. Rowe).

The vocabulary here recalls thait Socrates’ fist speech (237d&yovte; 237el
opovoettov; 238c3 viknoaca ayoyf; 238e3 dpyopéve doviebovti te) and
indeed of Lysias’ speeahith its concern withself-mastery’ (231a4-50 yap v’
avbrykng aAr’ exovteg; 231d4o0 dOvacBol adT@V kpotety; 232a4-5peittovg
abtdv; 233c1-200) O Epwtog MTTOMEVOC GAL Epnavtod kpotdv).'?® So the
myth concludes on the idea of the innelersi after two very different episodes
have together set out an array of difetr actions and reactions within the soul
under the influence of beauty.

The story of the wings and of the chager combine to show that recollection
requires not simply the ‘uplift’ of remerebing beauty or inspiration but also the
more mundane development and appitcaof reason’s control—which is why
this episode comes last. In the imagemt thlato uses for recollection, the force
that inspires the wings of the soul tamgr must also, simultaneously, be directed
at controlling the bad horse. For withdhts ‘harnessing’ of the energy through
bit and bridle, the upsurge in energy calbg the flashing of the Form of Beauty
will ultimately be dissipated. Thmaniaof desire and the sitipline of self-control

properties, women sat on bedsagfnus castusn their celebration of the religious festival for
Demeter, the Thesmophoria.’

125 These concluding reflections aelf-control can also be regied as foreshadowed by the
dramatic interplay between So@atand Phaedrus at the starthaf dialogue—where each invites
the other to ‘lead on’ (227cipbéaye d%; 229a7npdoye 61M; 229b3npodyolg &v; cf. 228cl) and
where each accuses the other ahgdorce or manipulation (228@8¢q; 228c7cv 00daudg e
dopnoewv; 228edéyyvpvacopevog; 230d6-eldomnep... dyovorv... paivn mepidéery; 236b9-d3eig

ToG Opolog AcPac EANAVBOC... EDAOPABNTL... pN... &vaykboot.. mpog Plov; 236d7avoaykdcw;
236edrtnv avayxnv). In this way, as the dialogue progresses, the topic of control by external
forces gives way to that of self-control and internal forces.
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are shown as mutually supportive since trarrative unfolds to show how the
regrowth of the wing reliesot only on erotic stimulaih but also on the training

of the three parts of the soul. Thecollection requires both a concentration of
energy and insight (imaged in elewati and outwardly directed towards the
Forms) and at the same time an increase in control (imaged in bridle and goad and
inwardly directed within the soul). In this way the concept of inner rule is shown
to be an unexpected balance of forces and energies in which deliberate
unbalancing plays a necessary part.

6. Conclusion

As Plato sets out his account of theulsin love he draws directly on the
poetic language of the lyric poets. But he sefsinstthem a need for self-control
to redirect the soul’'s energy from phyaibeauty to the Forms. Anacreon’s lover
(417) would like to engage in sex withetfilly and so impose a form of control
on its natural energy. While the bad horsel$ the same urge for sex, as a result
of training he accepts restraint and tlalisthree figures unite in holding back
from physical sex. The energy thfe horses is thussed to assishe charioteer in
remembering the Forms. Although the horses cannot remember the Forms, since
they have not seen them, they can s#meeneeds of reason by helping the whole
soul adopt the right attitude towards thedloved—i.e. treating him with reverence
and awe—and so supporting the effort retollection. Plato offers a graphic
picture of the subjugation of the bad hotkat is far reraved from the poetic
vision of erosand stands as a deliberate response to it. But allusions to the poets
are integral to this response.

Plato showseros from the differing points ofview of black horse and
charioteer and so inverts the subjectianPlatonic lover wuld not subject the
Thracian filly to control because the ‘bad horse’ in the lover’s soul would already
be subjected. Anacreon’s lover in 360 last his self-controsince the boy is now
the charioteer of his soul. But for Platetlover is either free or subjected as a
result only of the forces within hswn soul. Plato equallyses Sapphic allusions
but again for very different purposes.e€ltover’s soul is as dumbstruck at the
sight of beauty as Sappho’s lover istla¢ sight of her beloved in poem 31. But
Plato tells what has to happeiter Sappho 31—allowing the moment but
signalling what subsequent action is neettedchieve recolldéimn. While the text
does seem to draw on Sappho’s insight into memory as a means of overcoming
distance and loss, iRhaedrusmemory does not serve as a consolation but as a
spur to further effort—itis merely the beginning of an arduous task. Burnett
stresses that memory in Sappho is acigimed mental process’ (1983, 290) but
still its ultimate aim is consolatiolf® In contrast, recollection iRhaedruseads
to a situation where the #ahorse is subjected tova@re physical pain; the good
horse is terrified, and the charioteer @arly enforce his will through the violent
jolt he himself receives at the lightigy bolt of beauty. Although the results of

126 See duBois (1995), 138-40 and Foley (1998), 54: ‘Sappho’s fragmentary poems like 94 or 96
gently lead her interlocutors to a new perspective on the pain of erotic loss that aims both to re-
envision and to assuage it.’
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success will be pleasant—the blessedowvisis viewed by a ‘happy company’
(250b6 evdaipovt yopd)—even then diligence, effort and sweat are necessary,
sweat brought on not by an outs&tenulus but by inner exertion.

To conclude, Plato’s picturef the soul in love irPhaedrusis ultimately at
odds with thecharis of lyric poetry. For Plato rewtes the love experience from
the point of view of the tripartite squbffering a new and unique vision of the
power-dynamics involved when a soul responds to the beloved’s beauty. But
nevertheless Plato pays uile to the lyric poets nainly at 235c but also, and
indeed more directly, in hasllusions to their verses. His tribute is to acknowledge
that Sappho and Anacreon have powerfadptured and expressed the moment of
being ‘love-struck’. However, his nexgary distance from the poets becomes
evident since this crucial moment, importastit is, is merely a single crisis in a
long-term struggle. Thus through his lostry of recollection Plato challenges
the lyric tradition by placingroswithin a much larger framework of experience
and understanding. In this way the destsinij force of love is revealed as
surprisingly central in the contesit powers that defines human life.
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